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REVISITING THE VELJUSA FRESCOES:
NOTES ON THE ICONOGRAPHIC PROGRAM
OF THE SOUTH PAREKKLESION®

The paper discusses the iconographic program of the frescoes in the south parekkle-
sion of the Church of the Virgin Eleousa at the Veljusa Monastery, the foundation of Manuel,
Bishop of Strumitza, built in 1080. It focuses on the figure of St. Niphon or, more specifically,
the cult and iconography of this saint, whose representations in art are quite uncommon. It
considers several images of St. Niphon in Serbian medieval painting that previous research
has failed to take into account. Then, it reexamines the view that this saint was the patron of
the chapel, especially the claim that one of his visions was painted in the apse.

Keywords: Veljusa, St. Niphon, Christ in Glory/Maiestas Domini, Byzantine art, wall
paintings, 11 century

For more than six decades, the Church of the Virgin Eleousa at the Veljusa
Monastery near Strumitza has been recognized as a significant achievement of Byzan-
tine architecture and monumental painting of the 11™ century. This church, the mon-
astery’s katholikon, was most likely erected by Constantinopolitan builders in 1080,
and its ktetor, who was buried in the narthex, was “monk Manuel, who became the

* The research was conducted with the support of the Science Fund of the Republic of Serbia
(Program Ideas, Grant No. 7748349), in the framework of the project: From Barbarians to Christians
and Rhomaioi. The Process of Byzantinization in the Central Balkans (late 10" - mid-13" century)
- BarByz_10-13.
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bishop of Tiberiopolis,” as reported in the marble inscription above the west entrance
to the church.! In addition to its highly distinctive architectural layout in a form of
a tetraconch, the earliest frescoes in the Veljusa church, now believed to have been
painted between 1085 and 1093, continue to attract the attention of researchers.

Although they had already been noted in the period between the two world
wars, research of these wall paintings did not begin until the late 1950s, prompted
by the first restoration-conservation campaign in 1958 and the discovery of a num-
ber of early frescoes.? The same year, Vojislav J. Puri¢ presented the Veljusa wall
paintings to the international academic community in a report at the Eleventh In-
ternational Congress of Byzantine Studies in Munich.* Around ten years later, some
important segments in the thematic repertoire of the imagery in the Church of the
Virgin Eleousa attracted the attention of Gordana Babi¢.* Around that time, the sec-
ond stage in discovering new parts of the original painted program at Veljusa began,
i.e., their restoration and conservation. From 1968, this restoration-conservation
project was led by Petar Miljkovik-Pepek. Having begun his research on the antiq-
uities at the foundation of Manuel of Strumitza a few years earlier, this distinguished
scholar published new results of the research of the Veljusa frescoes throughout the
1970s.? His years-long efforts were crowned in 1981 with the publication of a mono-
graph on the Veljusa Monastery, which, besides the wall paintings, minutely ex-
plored its history and architecture.® Of course, scholarly interest in the Veljusa fres-
coes did not wane with the publication of Petar Miljkovik-Pepek’s comprehensive
monograph, and they were often discussed over the following thirty years, usually in
overviews or synthetic studies. The most recent study on the frescoes in the monas-
tery katholikon was written by Anna Zakharova, who reassesses the Veljusa murals
after the latest restoration-conservation works in the context of contemporaneous
Byzantine art, focusing on their stylistic characteristics. Seen in a broader compar-
ative context, the personal style of the artists who painted the Veljusa frescoes is
juxtaposed with the most important works of Constantinopolitan monumental art
of the second half of the 11" century.’”

1 Cf. Kaplan, Retour, 480, with a bibliography.

2 Jovanovié, O Vododi i Veljusi, 130-135.

3 Puri¢, Fresques. Cf. also idem, Vizantijske freske, 11-12.

4 Babi¢, Les discussions christologiques, 376-378; eadem, Les chapelles annexes, 94-105.

5 Miljkovilé—Pepek, Oltarna pregrada; idem, Za nekoi novi podatoci; idem, Novootkriveni
arhitekturni i slikarski spomenici, 5-7; idem, Novi podaci; idem, Les données.

® Miljkovik-Pepek, Veljusa.

7 Zakharova, The murals. This paper provides an exhaustive list of the literature on the Veljusa
frescoes, including works not mentioned here.

Before we come to the principal subject of this paper, at the end of this brief introduction, a few
words about a recent and important discovery at Veljusa are due. In 2021, Mirjana Masnik published previ-
ously unknown remains of the later fresco layer in the prothesis of the church, with a depiction of two apos-
tles embracing. According to this author, these murals display stylistic similarities with the wall paintings of
Nerezi and Kurbinovo, which led her to date them between 1164 and 1191, cf. Masnik, Vo manastirot Veljusa.
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Fig. 1. Veljusa, south parekklesion, the arrangement of frescoes in the lower zones
(after Miljkovik-Pepek, Veljusa)

On this occasion, we will focus on the wall paintings in the south parekkle-
sion of the Church of the Virgin Eleousa. The iconographic program of the chapel’s
frescoes is now reduced to a handful of surviving images. The dome features a bust
of Christ Emmanuel, while the apse houses a depiction of Christ in Glory (Maiestas
Domini). Besides these, the imagery in the chapel includes just three individual fig-
ures of saints. The eastern wall features the busts of two hierarchs - St. Niphon and
an unidentified bishop. Opposite these two figures, there is a full-length figure of St.
Panteleimon, one of the most prominent healer saints. Finally, besides ornamental
elements, the repertoire of paintings in the parekklesion also includes two crosses in
the passage leading into the main part of the church (Fig. 1).%

Although very concise, the described iconographic program has attracted con-
siderable scholarly attention. Moreover, some authors recognized quite distinctive
programmatic and iconographic features in its imagery. For instance, Petar Miljkov-
ik-Pepek largely based his interpretation of the program as whole on the figure of a
rarely shown saint - Niphon of Constantiane/Constantia (Fig. 2-3). In fact, he be-
lieved this saint to be the patron of the south parekklesion at Veljusa. Understandably,
he associated the choice of this saint with the monastery’s founder Manuel, believing
that he might have been familiar with the very intriguing Vita of St. Niphon and that

8 The most comprehensive overview of the imagery in the parekklesion is provided in Miljkovik-
-Pepek, Veljusa, 205-214.
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Fig. 2. Veljusa, south parekklesion, Fig. 3. Veljusa, south parekklesion,
St. Niphon St. Niphon, detail

it left a deep impression on him. Consequently, Petar Miljkovik-Pepek tried to explain
the inclusion of other representations in the same context as the bust of St. Niphon and
argued that one of the saint’s visions was shown in the apse of the chapel.’

In our view, this interpretation of the iconographic program of the south
chapel at the foundation of Manuel of Strumitza warrants a more in-depth critical
assessment. To that end, we will focus on the representation of St. Niphon or, more
specifically, the cult and iconography of this peculiar or even unusual saint, reexam-
ining the view that he was the chapel’s patron. Then we will briefly look at the other
segments of the thematic repertoire. The closing section of the paper will focus on
the theophanic image in the apse.

k %k %k

Let us begin this contribution to the research of the thematic repertoire in the
south parekklesion of the Veljusa church with the figure of St. Niphon. Drawing on
the latest findings about the saint’s cult and a more comprehensive overview of his
representations in art, previous observations about his image at the foundation of
Manuel of Strumitza can be supplemented and, to an extent, even corrected.

9 Ibid. Elizabeta Dimitrova agrees with Miljkovik-Pepek’s identification of the south chapel’s
patron, cf. Dimitrova, The Church of the Holy Virgin, 19.
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The first claim that should be rectified is that Niphon was the bishop of the
Egyptian city of Constantiane." For a long time, this identification was widely ac-
cepted in hagiological literature and even appears in the most recent textbooks on
Byzantine hagiography."! Indeed, the titles of the earliest surviving manuscripts of his
vita, those from the 12" century, report that Niphon was the bishop of Constantiane
near Alexandria. However, as Sergei Ivanov recently showed, these titles emerged as a
result of a groundless abridgement of the details in the text, i.e., a misinterpretation of
the report that Niphon was consecrated as a bishop by the archbishop of Alexandria
and then dispatched to Constantiane. However, this city was not in Egypt but in Cy-
prus: known as Salamis in classical antiquity, after an earthquake in 332 or 334, it was
rebuilt by Emperor Constantius and renamed in his honor."

According to Ivanov, the saint’s vita, remarkably lengthy and highly informa-
tive,"” was compiled in Constantinople after 965, following the liberation of Cyprus
from the Arabs by Nikephoros II Phokas, or perhaps after 970, if the claim that one
passage alludes to Byzantium’s war with the army of Sviatoslav I, Prince of Kievan
Rus] which took place that year, is correct.' The fact that the memory of St. Niphon
does not appear in the Synaxarion of the Great Church (mid-10" century)' and later
Byzantine calendars also supports this earlier chronological limit for the creation of
his vita.'* The earliest calendar memory of the saint, who is likely to have been a fic-
tional character,'” has survived in a Glagolitic Old Slavonic manuscript — the Codex

10 Miljkovik-Pepek, Veljusa, 207. In addition, the author incorrectly reports (cf. ibid.) that
Niphon's birthplace was in Egypt, cf. n. 22 infra. In his assessment of Niphon’s image, Petar Miljkovik-
Pepek used the edition of his concise vita in Eustratiadis, ‘O 6106 Nrj@wyv, but did not consult the
longer version of the saint’s life.

11 BHG 11, 153; Auctarium BHG, 142; Novum auctarium BHG, 159-160; Efthymiadis, Hagiogra-
phy, 127.

12 Iyanov, K datirovke; idem, Nifon, with a bibliography. Cf. also idem, Holy Fools, 168-172.

13 Ristenko, Materiiali, 3-186 (extensive version), 187-238 (concise version). A significant
excerpt from the vita, with St. Niphon’s Vision of the Last Judgment, was reprinted and translated into
English in Marinis, The Vision. A new critical edition is currently being prepared by Sergei Ivanov,
Albrecht Berger and Vasileios Marinis, cf. Berger, Einige Bemerkungen, 59.

4 Ivanov, K datirovke, 74; idem, Nifont, 259. The vita was previously dated to ca 1000 (cf. Ryden,
Date, 36), i.e., the beginning of the 11 century, cf. Kazhdan, A History, 200-203.

15 Syn. CP. For the date and circumstances of the compilation of the Synaxarion of Constantino-
ple cf. Luzzi, Synaxaria, 201-202. The Synaxarion of Constantinople contains no reference to any other
saint called Niphon. In fact, as Albrecht Berger noted, that name was not recorded at all before the Life
of St. Niphon. Later on, as the same author notes, it appears as the name of a few church dignitaries, cf.
Berger, Einige Bemerkungen, 56. The choice of that name, at least to an extent, bears evidence to the
veneration of St. Niphon because they could not have been named after any other saint. Admittedly, an
image of a martyr called Niphon features in some monuments, such as the Gracanica Monastery katho-
likon, frescoed ca. 1320, cf. Todié, Gradanica, 93 (no. 15).

16° As Sergei Ivanov noted, in the Greek manuscript tradition, a reference to St. Niphon appears
only in some liturgical books written in Italy: Ad typica Graecorum, 87; Ivanov, Nifont, 260. Cf. also
Luzzi, 11 calendario eortologico, 247. The only known Greek hymnographic text dedicated to St. Niphon
was created in Italy, cf. n. 25 infra.

17" Berger, Einige Bemerkungen, 56: “Nephon ist ohne jeden Zweifel eine reine Kunstfigur.
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Assemanius (Vat. slav. 3), whose menologion includes St. Niphon in the rubric for
23 December.'® The creation of this liturgical book, probably penned at Ohrid be-
tween 986 and 1051," provided the terminus ante quem for dating the Greek vita of
St. Niphon of Cyprus.

The vita informs us that St. Niphon was born in Almyropolis® as the son of a
local archon called Agapitos. On the advice of his father’s friend, stratelates Sabba-
tios, the eight-year-old Niphon was dispatched to Constantinople to receive an edu-
cation in the city. After four years of successful studies and gradual spiritual growth,
young Niphon, at the devil’s enticement, begins to indulge in debauchery and glut-
tony. As soon as he vanquished these grave bodily sins, a long period of St. Niphon’s
demonic temptations and struggles ensued, from which he eventually emerged vic-
torious owing to his prayerful perseverance and the aid of Jesus Christ, the Mother
of God and the saints. Then, the vita describes Niphon’s numerous visions and mi-
nutely recounts the lessons and homilies he passed on to his followers. The last part
of the text narrates how he came to be a bishop, an office he tried to avoid by fleeing
Constantinople after having learned in a dream that God had chosen him to become
a bishop. Niphon arrives in Alexandria, where, despite his protestations, an arch-
bishop called Alexander appoints him as bishop. After his enthronement in Con-
stantiane, Niphon spent the remaining years of his life caring for his flock, preaching
and protecting it from demonic temptations. He learned of his imminent death three
days before he died in one of his visions. Shortly before he passed, Niphon received a
visit from St. Athanasios of Alexandria, and saints, the Virgin and even Jesus Christ
appeared to him on his deathbed.

The Greek Vita of St. Niphon was a popular text, judging by the number of
surviving copies? and some - albeit very rare - documentary sources,” although
some high-ranking clerics had reservations about its contents.?* Besides the exten-
sive and brief versions of the vita, cultic writings celebrating St. Niphon are known
to have included just a canon preserved in Grottaferrata, A. 8. II, fols. 22-27.

18 Evangeliarium Assemani I, 266; Asemanievo evangelie, 132 ob.
19 Vasiljev, Nov podatak, 13-15.
20 Ivanov, K datirovke, 74-75.

21 This was probably the eponymous harbor city on the Black Sea, in the Danube delta, cf.
Berger, Einige Bemerkungen, 56.

22 The full text of the vita has survived in fifteen manuscripts created between the 12" and the
16" centuries, for a list cf. ibid., 57-58, which includes copies of vita excerpts, i.e., its later paraphrases
(17"-19" century).

23 Notably, the Will of Eustathios Boilas (1059) mentions, among many other books, the Vita of
St. Niphon: Beneshevich, Zaveshchtanie, 227.16; Lemerle, Cinq études, 25.161; Ivanov, Nifont, 260.

24 Cf. Ivanov, Nifont, 260, and n. 28 infra.

25 Analecta Hymnica Graeca 1V, 623-630. Cf. Berger, Einige Bemerkungen, 57. It should be

noted that some manuscripts mention St. Niphon as the author of prayers for the salvation of souls to be
judged after death, cf. Nesseris, First-Person Prayers, 100.
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Shortly after it was written, the Vita of St. Niphon was translated into Old
Slavonic. It made its way to Russia very early on and, in time, became very popular.
A fragment of its text was included in the Sviatoslav Codex (1076), and the earliest
manuscript of the extensive vita was copied in Rostov in 1219, probably from a now
lost Bulgarian source.? There is also a later Russian redaction of the longer version
of St. Niphon’s life and a third brief one.”” Finally, the Vita of St. Niphon was known
in medieval Serbia, although its reception in this milieu could hardly rival its popu-
larity in Russia. More specifically, we know of just one, relatively later Serbo-Slavonic
copy of the extensive version. It is preserved in a miscellany from the Hilandar Mon-
astery library compiled in 1350-1360.*

The veneration of Niphon of Cyprus is also attested by his representations in
art, the most emblematic among them being the one in Veljusa. Petar Miljkovik-Pe-
pek noted that the bust was a highly distinctive feature of the imagery in the south
parekklesion of the foundation of Manuel of Strumitza and believed that there must
have been a specific reason for including this saint, which stemmed from the monas-
tery founder’s special reverence of St. Niphon. He assumed that Manuel might have
been particularly impressed by the accounts of Niphon’s ascetic life in Constantino-
ple, his consecration as bishop and the descriptions of his visions.”

Without challenging the view that Veljusa’s founder held St. Niphon in special
regard, we should bear in mind that the representation in the south parekklesion
was painted just a few decades after the saint was mentioned in the menologion of
the Codex Assemanius. This is a highly significant piece of information. Seen in this
light, the appearance of Niphon’s image at Veljusa could be interpreted as a visual
testament to the saint’s veneration in the Slavic milieu in the territory of Byzantine
Macedonia and not just a reflection of the ktetor’s devotion to his cult.*

26 Although the Bulgarian vita of St. Niphon has not survived, the fact that the saint’s memory
appears in several Bulgarian liturgical books is quite suggestive. Cf. the memories for 23 December
collected from a large body of manuscripts available at http://www.eslavsanct.net/mod_viewdate.
php?day=23&month=12;http://menology.obdurodon.org/readFile.php?filename=F72.xml., and
Vakareliyska, An expanded annotated transcription, 528.

27 For the versions of the vita in the Russian recension of Old Slavonic cf. Ristenko, Materiﬁli\,
239-544. Cf. Tvorogov, Zhitie Nifonta; Ivanov, «Zhitie sv. Nifonta»; Poletaeva, «Kniga, glagolemaia
Nifont»; eadem, Vypiski; eadem, Zhitie Nifonta.

28 Bogdanovi¢, Katalog, 180 (6p. 472), which includes an interesting warning for the reader
about the vita contents, added on fol. 346’: Zpn HzEkK(THO CKTRApAK ® CeH KHHZE MpenopogHaro HudonTa, 1
K0 CKSAHO TI0AZ8 HLIEETh AA K0 MPOTTET TPERBETh HE MAAATO PACSKAEHIA H pAZ8MA. AlIE AH AK€ TAKORATO pAZ8MA H
ChCTPOEHIA ESAET MIKORE AZh, KEAHO MOAZORAHIE MPIHLIET, PEKIIE MATSEHO H EPEAHO, MOHERE PAZRPAUIEHA €CTH T
EPETHKOEL H CHLIERIE PAAH BHHAI HZMELIET 10 TPARHAO AMOCTOACKOE TAKO ZHATHEH — X H T # ¥. On this manuscript cf.
also Gribble, Relationships, 121-125, with a dating to ca. 1360 or slightly later.

Manuscripts of the Romanian version of the Vita of St. Niphon, created relatively late (18" and
19" centuries), have yet to be published, cf. Bahrim, Introducere, 21.

29 Miljkovik-Pepek, Veljusa, 208.

30 Ivanov, «Zhitie sv. Nifonta», 502, also notes that the Veljusa image bears testament to the
veneration of St. Niphon in Macedonia.
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To assess the recognizability of St. Niphon’s cult in Slavic environments, we
would do well to consider other visual representations of the saint. Admittedly, as
Petar Miljkovik-Pepek observed, St. Niphon was very rarely featured in the art of the
Byzantine world. However, the appearance of his image at Veljusa is not as much of
an exception as one might be led to be believe based on the text of his monograph
on the Monastery of the Virgin Eleousa. Namely, there are a few other representa-
tions of the saint that the author of that book failed to take into account.’ In other
words, it is necessary to compile a more comprehensive iconographic dossier on St.
Niphon of Cyprus to provide factual evidence for a more reliable assessment of the
saint’s inclusion in the Veljusa imagery.*

Firstly, let us look at another representation also created in the territory of the
Archbishopric of Ohrid. Admittedly, this example was painted almost three cen-
turies after the Veljusa image of St. Niphon, in the period when this ecclesiastical
organization was within the borders of the Serbian state. It is the representation of
St. Niphon at the Church of the Holy Archangels (Metropolitan Church) in Kastoria,
on the third fresco layer (1359/1360), financed by hieromonk Daniel and painted
during the reigns of Simeon Palaiologos, ruler of Thessaly (1359-1370), and his son
Jovan Uro$. The bust of St. Niphon was painted in the sanctuary, on the soffit of the
arch separating it from the north nave of the church (Fig. 4).*

To the best of our knowledge, no other church in the Greek ethnic space has a
surviving image of St. Niphon.* Similarly, no representations of the saint appear in
Byzantine illustrated manuscripts of menologia and calendars painted in monumen-
tal art® and none are mentioned in painter’s manuals.*

Intriguingly, a few representations of St. Niphon have survived in the art of me-
dieval Serbia.” The earliest among them is in the sanctuary of the Virgin’s Church of

31, The only analogy Miljkovik-Pepek mentions is the saint’s image at Staro Nagori¢ino, cf.
Miljkovik-Pepek, Veljusa, 208. On the image, cf. infa.

32 An overview of St. Niphon’s iconography was compiled very recently: Makhan’ko, Nifont.
However, this overview, which focuses on representations of St. Niphon in Russian art, fails to mention
some of the important examples that will be discussed further below.

33 Tsigaridas, Kaotopid, 28-29 (no. 74), 36, 64, eux. 33. Cf. Lcl 8, col. 66.

34 A. Orlandos identified a saint at the Virgin’s chapel in the Monastery of Saint John the
Theologian in Patmos (1176-1180) as St. Niphon, and the identification was accepted by some later
researchers. Cf. Orlandos, H apyirextovixi kou au fulavTivai Toryoypagiot, 162-163, miv. 12, 42-43, 450
B. Ct. LCI 8, col. 66; Skawran, The Development, 93, 179, fig. 372. Very recently, however, it was rightly
established that it is a representation of St. Sampson Xenodochos, cf. Starodubcev, Lekar i ¢udotvorac,
32, n. 34; eadem, Sveti lekari, 151.

35 Mijovié, Menolog; Sevéenko, Tllustrated Manuscripts; El Menologio; Galavaris, An Eleventh
Century Hexaptych; Koukiaris, Mnvoloyia kat Maptupoloyta.

36 Medi¢, Stari slikarski priruénici IT; idem, Stari srpski slikarski priru¢nici I11.

37 Although there were memories of St. Niphon in Bulgarian liturgical books (cf. n. 26 supra), as

far as we could determine, no representation of him has survived in Bulgarian art. Similarly, no example
of his depiction in the art of the Romanian principalities of Wallachia and Moldavia is known.
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Fig. 4.
Kastoria, Church of the Holy Archangels,
St. Niphon

Fig. 5.

Studenica, Virgin’ Church, St. Niphon
(photo: Institute for the Protection of
Cultural Monuments of Serbia, Belgrade)

Studenica (1208/1209). At Simeon Nemanja’s burial church, St. Niphon was painted
in the prothesis, in the second zone of the south wall, above the passage leading into
the central part of the sanctuary (Fig. 5). He is shown as a bust in a medallion, like the
two bishops next to him, St. Leo of Rome (?) and Babylas of Antioch.*®

Based on the available evidence, the next representations of St. Niphon of Cy-
prus appeared in Serbian art a hundred years later, in the foundations of Stefan Uro§
IT Milutin (1282-1321). The first image in this group is also at the Studenica Monas-
tery, in the Church of Sts. Joachim and Anna, built in 1313/1314 and probably fres-
coed the following year. At the King’s Church, as the chapel is commonly known, St.
Niphon is on the soffit of the east arch below the dome, in one of thirteen medallions
with representations of bishop saints (Fig. 6).%

In the Church of St. George at Staro Nagori¢ino, built in 1312/1313 and frescoed
in 1315-1318, a half-length figure of St. Niphon has survived as part of a very long
line of bishop busts in the central part of the sanctuary, below the Communion of the
Apostles and above the Officiating Bishops. The image of St. Niphon is the penultimate

38 Nikoli¢, Konzervatorski natpis II, 63, 77 (cx. 3, no. 5); Zivkovid, Najstarije zidno slikarstvo, 58
(no. 38-40), 116-121.

39 Millet, La peinture I1I, pl. 57/4; Babi¢, The King’s Church, 90, 93.
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Fig. 6.

Studenica,

Church of Sts. Joachim and Anna,
St. Niphon (photo: Z. Jovanovi¢)

Fig. 7.
Staro Nagoricino,
St. Niphon

Fig. 8.
Gracanica, naos, St. Niphon
(photo: Blago Fund)
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Fig. 9. Gracanica, diakonikon, St. Aberkios and St. Niphon, detail
(photo: Blago Fund)

in the group, on the north wall of the bema (Fig. 7).** Interestingly, beside him is the
bust of Eustathios of Thessalonike, whose inclusion can be securely attributed to the
painters of the church, members of the Thessalonian workshop of Michael Astrapas,
who also painted the saint in some other foundations of King Milutin’s."!

Two representations of St. Niphon have been preserved in the katholikon of
the Gracanica Monastery, whose murals were painted around 1320. In the first, he
is shown as a full-length figure on the east side of the northeast pillar supporting the
dome (Fig. 8).2 The second image, another standing figure of St. Niphon, is in the
first fresco zone on the north wall of the diakonikon, i.e., the south parekklesion, be-
side the representation of St. Aberkios of Hierapolis (Fig. 9).*

Finally, a few decades later, a medallion with a representation of St. Niphon
was painted on the arch supporting the vault in the naos of the Church of the Holy
Apostles in Pe¢, frescoed owing to the efforts of the Serbian patriarch Joanikije

40 popovic - Petkovié, Staro Nagoricino, 21, tab. XXII; Todié, Staro Nagoricino, 73.

41 Todi¢, Staro Nagoricino, 73; idem, “Signatures®, 654, Fig. 6; Markovi¢, Kult i ikonografija, 289-
290, sl. 3.

42 Todi¢, Gradanica, 95 [crt. XV M—M, a) no. 5], 100.
43 Tbid., 87 (no. 27), 109.
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Fig. 10.
Patriarchate of Peé,

Church of the Holy
Apostles, St. Niphon
(photo: W. Taylor Hostetter)

(1346-1354).* Unlike the abovementioned monuments, St. Niphon was shown at
the Patriarchate of Pe¢ in monastic garb, like all other anchorites around him (Fig.
10). Obviously, the creator of this iconographic concept wanted to highlight the as-
cetic aspect of St. Niphon's personality and not his episcopal dignity.** He could have
easily found grounds for such a choice in the detailed hagiographical descriptions of
Niphon’s ascetic life in Constantinople. Besides, his ascetic feat found its way into the
titles of some manuscripts of his Greek vita,*® and the title of the earliest extant manu-
script of the Slavonic version expressly reports that Niphon was “called a monk™"

The discussed variant of St. Niphon’s representations was particularly wide-
spread in Russia. Dressed as a monk, he appears on several Russian icons painted
between the 17" and 19" centuries, including some with illustrations of episodes
recounted in his vita.*®

44 Todi¢, Patrijarh Joanikije, sl. 10; Puric - Cirkovi¢ - Koraé, Peéka patrijarsija, 212 (V. . Duric);
Tomekovié, Les saints ermites et moines, 265.

45 St. Niphon is not the only bishop shown as a monk on the arch of the Church of the Holy Apos-
tles. Besides him, St. Ambrose, the famed Bishop of Milan, was also shown in monastic garb. Cf. n. 44 supra.

46 Ristenko, Materiiali 3: Biog kai mo\iteia T00 60iov matpdg fiudv Niigovtog év Kwvotavtivov-
TONeL uév dokfoavtog, émokonov 8¢ yevopévov Kwvotavtiaviig Tig katd AleldvSpetav.

47 Ristenko, Materiiali, 239: KHTIE NPENOAORHATO H KOroHOCHATO 0TLA HALIEF HHQOHTA, Z0BOMATO MHHXA.

48 For a detailed discussion of St. Niphon's iconography in Russian art cf. Makhan’ko, Nifont. He
reports (cf. ibid., 262) that the earliest Russian representation of the saint has survived at the Church of
the Nativity of the Mother of God of the Snetogorsky Monastery (1313) in Pskov. However, the securely
identified figures of holy monks in the church do not include a representation of this saint, cf. Sarab’ian-
ov, Programma. Specifically on the illustrated manuscripts of the Russian version of the Vita of St. Ni-
phon cf. Antonova, llliustrativnyi cikl.
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Having touched on the two iconographic versions of St. Niphon’s represen-
tations in art, as a bishop and as a monk, we will now explore the remarkably in-
triguing matter of the saint’s “portrait” characteristics. In this regard, an outstanding
source is the Vita of St. Niphon, which explicitly states that the saint bore a striking
physical likeness to St. Paul the Apostle, as some scholars have already noted.*
Their similar appearance is discussed in the vita passage that recounts St. Niphon’s
consecration as bishop in Alexandria. Before his appointment, Alexander, Arch-
bishop of Alexandria, had a dream in which St. Paul appeared to him and told him
to appoint as the bishop of Constantiane a man that looked like him (Paul) but was
not bald. Alexander of Alexandria did as he was told. The following day, he took a
good look at a picture of St. Paul to help him identify the person that bore a likeness
to the renowned apostle.® And indeed, he soon saw Niphon, who did not know
that he would be appointed a bishop that day. Alexander spoke to the archdeacon
Athanasios (his future successor, who went on to become St. Athanasios the Great),
asking him whether he thought Niphon looked like Paul the Apostle. Athanasios
concurred, confirming, deeply impressed by a vision he had had, that Niphon was
indeed worthy of leading his future flock.”" The same story appears in the Slavonic
translation of the extensive vita.* Therefore, it comes as no surprise that the physical
similarity of Paul the Apostle and St. Niphon is discussed in some Russian painter’s
manuals (hermeneia). The Stroganov Patternbook (first quarter of the 17 century)
notes that St. Niphon has the same face, hair and beard as Paul the Apostle but wears
different clothes and is not bald.” The hagiographical testimony of the two saints’
physical likeness should undoubtedly be seen in light of the importance that St. Paul
had in Niphon’s life. The famed apostle was, in a way, one of Niphon’s helpers in his

49 Miljkovik-Pepek, Veljusa, 207, 209-210.

50 Ristenko, Materiiali, 169.14-28: ... kal abtij T vokTi BAémet &vdpa Tiva Tiwov Aéyovta adtd
-Tiva {nteig motijoat éniokomnov tf) méAet Kovotavtiavi;

‘O 8¢ En "Ev 1@ pn) eidévau pe tig mepieotv d&log, Séopat Tod Ogod tov d&lov gavepdoat.

Aéyet adt® TéAy ékeivog “Ev TovTtw Sednhwkév oot 6 Tathp t@v SAwv Oedg tov &tov, ei kal mpd
WKPOV TIEQavépwTar yevod odv adplov EToLog petd Tod kAfjpov v 1@ vad tod Oeod kai omoiov &v idng
opotodvta tfj ida pov mépek Tig pardkpag, TodTov Kai piy Oéovta dnddog Tij moipvn Tod XpLotod.

Tf émavplov odv év éTolpacia yevopevog O matptdpyng év @ vad tod Oeod, ¢okdmet Eyylota
avtod TV éktinwoty ITadhov Tod drnootdlov, Ewpa 8¢ kal Tovg elotovTag év @ vad, ei tiva Bedonrat
opotodvra T €ikdVL TO TOLOVTW oxApaTt Yap v 6 0Bl adtd katd Tovg Hmvoug.

51 bid., 170.2-12: Q¢ obv evonABwpev Evdov, Emnev 6 apyleniokomog TO PAéppa avTod €ig TOV
Sikatov, kai ToTE pev éwpa tov Sikalov, moTé 8¢ Tod dnooTOAOL TO €ikOVIOUQ, Kai ¢V ToVTOLS BewpdV,
0pOSpa ¢EevileTo, kal Aéyet T@ dpxidiakdvey avtod eig O ong - BAéme, ABavdote, i dpotol kabapdg O
dvBpwmog odtog ITavlov Tod pakapiov o eikdviopa.

Aéyet adt® 6 dpxiSidxovog - Puoel, Séomota, eikdlet, kal gaivetai pot d&6g €0ty Kol Towpaivery
& péPata Tod Xplotod - Opw yap dyyéhovg @eod cuvodevovtag avT® Kai OphodvTag AN dTL BAénw
Kai oté@avov ¢k AiBov T £t TV kKe@alnv avToD, kai 008&v doéewntat Tob €v dyiovg ITavlov.

A very similar episode was included in the shorter version of the vita, cf. ibid., 209-210.

52 Ristenko, Materiiali, 364-365.

53 AHLEM 1 EPAAOK | BAACKI TOAOKEH® MARA8 AM(0)C(T0)A8, pAZEK pHZLI H He nakwHg, cf. Podlinnik

ikonopisnyi, za. The illustrated part of the pattern book does not include a drawing of St. Niphon.
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ascetic feat and a herald of his future service as bishop. Namely, St. Paul appeared
to him in a dream, telling him that he would be appointed the head of the Church
of Constantinople, which Niphon avoided by fleeing the capital.** As is well known,
the physiognomy of Paul the Apostle was standardized early in Eastern Christian
art and did not change much over the following centuries. He was usually shown
with a high forehead or more or less bald, with brown hair and a relatively short,
usually pointed beard, sometimes peppered with white.”® Of all representations of
St. Niphon listed above, the two images at Studenica are the best match for the ty-
pological features of St. Paul’s representations. In the older of the two, the one at the
Virgin’s Church, their likeness is even reflected in the fact that, contradicting the de-
scription in the vita, Niphon is shown bald, with no more than a few hairs above the
ears and on the top of the head, with only his beard slightly longer than on standard
representations of Paul the Apostle. St. Niphon’s image at the King’s Church is not
in the best state of repair, and his facial features are difficult to discern. Regardless,
it is certain that his sparse hair was also dark, like Paul’s, but his beard was slightly
whiter than the famed apostle’s. The painter of Niphon’s image in the Church of Sts.
Joachim and Anna seems to have taken into account the information in his vita and
was careful not to make him entirely bald by painting a lock of hair on the high fore-
head. The second group of examples includes representations in which St. Niphon
was shown with a physiognomy essentially similar to Paul’s but with white hair and
beard. These are Niphon’s images at Veljusa® and Gracanica (naos). Although St.
Niphon is not bald at Staro Nagoric¢ino, Gracanica (south parekklesion) and the
Holy Apostles in Pe¢, it is clear that this did not reflect the information provided in
his vita because, in all three cases, the saint’s physiognomy - the shape and length
of the beard, i.e., their depiction as white-haired aging men - departs from St. Paul’s
“portrait” characteristics.”” Similarly, at Kastoria, St. Niphon was depicted with dark,
graying hair and beard, but this representation was clearly not modeled on images of
St. Paul because the shape of Niphon’s broad bifurcated beard does not match Paul’s
usual iconography.

54 Ristenko, Materiiali, 167-169.

55 Lechner, Paulus. Cf. Winkelmann, Zu einem Malerbuch, 111, 119-121; Medi¢, Stari slikarski
priru¢nici ITI, 384/385; Dagron, Décrire et peindre, 155-156.

56 Cf. Miljkovik-Pepek, Veljusa, 207.

57 Admittedly, the appearance of St. Niphon in the second Gratanica image might have been
the result of confusion. As noted above (cf. n. 43 supra), in the south parekklesion of the church, he was
placed beside Aberkios of Hierapolis. Strikingly, in this depiction, St. Aberkios’ physiognomy is very
similar to St. Niphon’s appearance in the first image at Gracanica, the one in the naos. This suggests that
the inscriptions beside the images of St. Niphon and Aberkios in the diakonikon might have been mixed
up. To support this hypothesis, we might add that St. Aberkios was usually painted just like St. Niphon
was shown in the south parekklesion at Grac¢anica — an elderly man with short, often curly hair and a
shorter beard. This is attested by the depictions of the bishop of Hierapolis in the Menologion of Basil II,
the katholikon of the Daphni Monastery, the King’s Church at Studenica, etc. On Aberkios’ iconography
cf. Vinogradov et al., Averkii, 128. The guidelines for painting St. Aberkios in the Hermeneia by Dionys-
ios of Fourna are very terse: “old, with a large beard,” cf. Medic, Stari slikarski priru¢nici III, 398/399.
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It follows from this brief overview of the iconography of St. Niphon’s listed
images that there was no single iconographic pattern for painting this saint. The hagi-
ogaphical description of his physical appearance - his likeness to St. Paul - seems to
have been taken into account very rarely, and even then, it was not fully implement-
ed. On the other hand, some Russian artists seem to have been much more mindful
of this. Namely, Russian representations of St. Niphon usually do not show him as
white-haired and old but as middle-aged, with dark hair and beard. Furthermore, in
some depictions, he was represented with very similar facial features as St. Paul’s but
not bald - in other words, just like his vita describes him and the Stroganov Pattern-
book advises. A notable example is his image in the first miniature (fol. 1) in the illus-
trated manuscript of the Vita of St. Niphon from the third quarter of the 16™ century
in the Library of the Russian Academy of Sciences in St. Petersburg (no. 34.6.61).%

* %k ok

This review of medieval representations of St. Niphon of Cyprus shows that his
image at Veljusa is not as much of an exception as Petar Miljkovik-Pepek believed.
That, in turn, suggests that his view that St. Niphon was the patron saint of the south
parekklesion in the katholikon must be taken with a healthy dose of caution. In ad-
dition to the iconographic analogies for the saint’s image and the lack of any confir-
mation in the sources,” caution is advised because the representation of St. Niphon is
not the most prominent in the chapel’s iconographic program. Its imagery includes a
full-length figure of another saint, St. Panteleimon, which will be discussed below, but
a more important place than the position assigned to the bust of St. Niphon was given
to the bishop shown in the niche on the eastern wall (Fig. 11).

58 For a description of the miniature cf. Antonova, Iliustrativnyi cikl, 64. For a reproduction
cf. Makhanko, Nifont, fig. on p. 265. It should be noted that, following the above-mentioned practice of
painting St. Niphon as a monk, he was often shown in Russian art with a koukoulion on his head.

%9 Miljkovik-Pepek noted that there was no mention of the parekklesion’s dedication to St.
Niphon in the written sources about the monastery but assumed that it might have been discussed in the
lost part of the monastery’s typikon (for the content of the typikon cf. Miljkovik-Pepek, Veljusa, 258-272;
Eleousa: Rule of Manuel). In line with this view, he was inclined to reject the historical authenticity of the
present dedication of the chapel to the Holy Savior, cf. Miljkovik-Pepek, Veljusa, 207, 208.

For our part, we might add that the only written indication of the special veneration of St. Niphon
at Veljusa — admittedly, not entirely explicit - might have been the fact that two monks that lived in the
monastery bore the name Niphon: the ecclesiarch and oikonomos whose signatures are at the end of the
monastery’s inventory, cf. Miljkovik-Pepek, Veljusa, 289, 290; Eleousa Inv., 1674. This document, which,
among other things, lists the monastery icons and books, contains no indication of the special veneration
of St. Niphon. This is even more suggestive because the mentioned brebion includes valuable testimonies
on the ktetor’s fondness for other saints. Namely, among the 35 listed icons, some can be directly associ-
ated with Manuel of Strumitza with a fair degree of certainty, first and foremost, the icon of Sts. Manuel,
Sabel and Ismael (cf. Miljkovik-Pepek, Veljusa, 286; Eleousa Inv., 1671), which Vojislav J. Puri¢ believed
to have been commissioned by the ktetor given that the first of these three Persian martyrs was his name-
sake and that they were martyred in Chalcedon, a city not far from the Monastery of St. Auxentios, where
Manuel lived as a monk before he came to Macedonia, cf. Duric, Fresques, 119; idem, Vizantijske freske,
11. Cf. also Miljkovik—Pepek, Novi podaci, 223. Furthermore, the inventory reports that an icon of the pa-
tron of this monastery in Bithynia, St. Auxentios, stood on the original altar barrier of the Veljusa katho-
likon, cf. Miljkovik'—Pepek, Novi podaci, 224; idem, Veljusa, 286, n. 601; Eleousa Inv., 1671.
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Fig. 11. Veljusa, south parekklesion, Fig. 12. Veljusa, south parekklesion,
unidentified bishop saint St. Panteleimon

Sadly, not a trace of the inscription with his name has survived next to the
image of this saint. He wears episcopal vestments and blesses with one, partially
damaged, hand, and holds a codex with ornate covers in his other, covered hand.
The saint has a long face framed by a white, pointed beard and white hair. Miljkov-
ik-Pepek identified him as Alexander, Bishop of Alexandria (314-328), drawing on
the abovementioned report in the Vita of St. Niphon that Alexander of Alexandria
chose him to serve as the bishop of Constantiane.®® Other scholars have been much
more cautious in identifying this saint. In his review of the paintings in the Veljusa
chapel, Vojislav J. Duri¢ describes this image as an unidentified saint,*' as does Anna
Zakharova.®* An additional argument against the claim that he is Alexander of Al-
exandria is that this hierarch was very rarely painted in Eastern Christian art and
almost exclusively appeared in some depictions of the First Ecumenical Council,
which he attended.® Finally, since the physiognomy of the saint is too generic to se-
cure a definitive identification, it seems most reasonable to let the matter rest.

60 Miljkovik-Pepek, Veljusa, 209-210.
ol puri¢, Fresques, 114.
62 zaharova, The murals, 40.

63 Decanske freske, 38; Gracianskii - Lukovnikova, Aleksandr; Medic, Stari slikarski priru¢nici
111, 434/435.
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The representation of another saint, located opposite the bust of St. Niphon,
is no less intriguing and suggestive for assessing the overall concept of the chapel’s
program and determining its possible purpose. Namely, a full-length figure of St.
Panteleimon (Fig. 12) stands on the northern side of the western wall, beside the
passage leading from the chapel into the main church.® St. Panteleimon’s image
at Veljusa has all the distinctive iconographic features of this healer saint. He is a
beardless youth, with short, thick, curly hair, dressed in a white tunic with elabo-
rate embroidery on an ocher background and a blue-purple cloak over it. In his left
hand, he holds a half-open box with four vials and, with his right hand, points to-
ward the box with medical supplies.®

St. Panteleimon, a megalomartyr from Nicomedia in Bithynia, lived during the
reign of Emperor Maximian (250-310). His name appears in the Synaxarion of the
Great Church in the rubric for 27 July. Panteleimon was the son of a wealthy pagan
called Eustorgius of Nicomedia and was taught Christianity by his Christian mother
Eubula. While studying medicine with the distinguished doctor Euphrosinos, he be-
came the physician of Emperor Galerius (258-311). He was baptized by the presbyter
Hermolaos, who had introduced him to Christ’s faith. Panteleimon openly confessed
his faith and was martyred. His relics were revered at the site of his martyrdom, Nico-
media, and were later translated to Constantinople, where several churches and mon-
asteries were built in his honor. The earliest representation of St. Panteleimon in the
visual arts dates to the 5" or 6™ century and is found on a healing scene carved onto
a terracotta tile discovered in North Africa.®” Later on, in his numerous depictions,
widespread across all artistic media, he was usually shown young and beardless, with
thick curly hair, most commonly in a tunic and cloak and often with a ribbon around
his neck falling down the front. He routinely has the attributes of his calling and holds
a lancet or scalpel in one hand and a box with medical tools in the other. Sometimes,
he has a cross in one of his hands, the sign of his martyrdom, or a scroll. **

Petar Miljkovik-Pepek associated the inclusion of the figure of St. Panteleimon
in the south chapel at Veljusa with his premise about the chapel’s dedication to St.
Niphon and his attempt to find inspiration for almost the entire program in the text
of the saint’s vita. In the case of St. Panteleimon’s image, this author tried to explain
his inclusion by hagiographical reports of Niphon’s care of the sick, especially once

64 Miljkovik-Pepek, Veljusa, 210, cx. VIL, T. XV, sl. 68; Starodubcev, Sveti lekari, 77.

65 On medical instruments in representations of holy physicians cf. Paji¢, Predstave medicinskih
instrumenata; Starodubcev, Sveti lekari, passim.

66 Syn CP, 847.11-848.30; Starodubcev, Sveti lekari, 52-86.

67 Gerstel, Tiles of Nicomedia, 176-177. For the earliest known representation of St. Panteleimon

in wall painting, very recently dated to the early 7 century, cf. Konstantellou, The earlier wall paintings,
113-115, PL. XIII/5, XIV/8.

68 Cf. Starodubcev, Sveti lekari, 52-86.
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he became the bishop of Constantiane, whose impoverished and ailing citizens he
anointed with oil and nursed to health, and with the alleged miraculous powers of
Niphonss relics, believed to have healed many incurable diseases after his death.*

We would argue that this interpretation of St. Panteleimon’s image is unac-
ceptable. The history of his cult, briefly outlined above, makes it clear that this was
one of the most popular healer saints, whose representations were almost routinely
included in the imagery of Byzantine churches by the time Veljusa was frescoed for
the first time. Therefore, we see no reason whatsoever to associate the inclusion of
the famed holy physician’s figure with the details recounted in the Vita of St. Niphon.
If there were indeed some special reasons for including his image in the thematic
repertoire of the south parekklesion, however, they should perhaps be sought in the
fact that holy unmercenaries were believed to possess protective or apotropaic pow-
ers. The Church also celebrates them as wonderworkers who fought against evil and
demons.” In other words, healer saints were highly venerated in the Byzantine world
and considered personal protectors. Furthermore, they were often shown in churches
as the ktetor’s intercessors in prayer.” This allows us to consider the possibility that
St. Panteleimon might have been included in the imagery of the Veljusa church at the
initiative of the founder, who might have seen him as a protector during his lifetime
or an intercessor with God when the moment of absolution and salvation drew near.
Such reasoning would have been fully in line with the concept of the overall program
of the church and its pronounced eschatological-soteriological character.

In any case, the prominent position and format of St. Panteleimon’s image
speak of its considerable importance in the ensemble. Moreover, we should not rule
out the possibility that this was the figure of the saint to whom the south parekkle-
sion of the Veljusa katholikon was dedicated.

% ok 3k

Unlike the previously discussed representations, the programmatic place and
meaning of the image in the dome does not require a reexamination on this occa-
sion because it has already been explained in scholarship. It is a bust of Christ Em-
manuel, set in a medallion on a green background and framed by geometric and flo-
ral ornaments (Fig. 13).” Christ is shown frontally, with a scroll in his left hand and
blessing with his right. He is dressed in a white chiton and dark-brown himation.
As is well known, the image of young Christ highlights the reality of his incarnation
and redemptive sacrifice. Hence scholars have insisted on a link between Christ Em-
manuel in the dome of the chapel with the images featured in the other two domes
of the church - the bust of Christ Pantokrator in the naos and Christ the Ancient of

9 Miljkovik-Pepek, Veljusa, 210.

70 Radujko, Koporin, 230; Duri¢, Les conceptions, 56-62.
7L Gerstel, Tiles of Nicomedia, 178-179.

72 Miljkovik-Pepek, Veljusa, 193, sh. V, sl. 63.
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Fig. 13.

Veljusa,

south parekklesion,
Christ Emmanuel

Days, the painting that probably graced the hemisphere of the narthex dome. The
programmatic interconnectedness between these three images of Christ - for which
numerous parallels can easily be found in Middle Byzantine art and later — suggests
that the creator of this solution wanted to express several aspects of Jesus Christ by
iconographic means. While Christ Emmanuel alludes to the First Coming and the
beginning of the history of salvation, the images of Christ Pantokrator and the An-
cient of Days suggest the eternal aspect of divine existence.”

& %k ok

An unusual scene in the south chapel has also attracted scholarly attention. A
depiction of the Theophany or a Vision of Christ in Glory (Fig. 14-16) is on the east-
ern wall, in the apse. The central part of the composition is occupied by a blue-gray
darkened oval mandorla with the Christ Pantokrator seated on thin horizontal lines
of a rainbow.”* With his right hand raised high, Christ blesses and, in his left, holds
a rolled-up scroll. The mandorla is supported by two archangels — probably the two
most famous ones, Michael and Gabriel - standing upright and wearing long white
tunics with jewel-encrusted imperial loroi.”

73 Miljkovik-Pepek, Veljusa, 191-196; Gkioles, O Pulavtivog TpovAhog, 82-83; Dimitrova, The
Church of the Holy Virgin, 19; Lidov, Obrazy Khrista, 155-177; idem, Rospisi monastyria Akhtala, 54—
61; Zakharova, The murals, 39.

74 On the mandorla in Byzantine art cf. Todorova, Visualizing the Divine Mandorla, 287-296.

75 On representing archangels in imperial costumes cf. Parani, Reconstructing the Reality of
Images, 42-50.
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Fig. 14. Veljusa, south parekklesion, Christ in Glory

Researchers have proposed different interpretations of the image in the chapels
apse. Vojislav J. Duri¢ identified it as the Synaxis of the Archangels, an iconograph-
ic theme that appears in several 14™-century monuments: the monasteries of Zica,
Decani and Matei¢ and an engraving in the Cetinje Octoechos from the late 15*
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Fig. 15. Veljusa, south parekklesion, Fig. 16. Veljusa, south parekklesion,
Christ in Glory, detail Christ in Glory, detail

century. Admittedly, Puri¢ noted that, unlike other representations of the Synaxis of
the Archangels, which usually show a youthful Christ, his image at Veljusa matches his
usual portrayal in Ascension scenes.” The same iconographic detail led Gordana Babi¢
to disagree with Puri¢s view. She pointed out that the Synaxis of the Archangels usu-
ally includes a bust of Christ Emmanuel in a medallion carried by archangels and not
Christ Pantokrator seated on a rainbow, blessing and holding a scroll, like at Veljusa.”
She also noted that the earliest representations of the Synaxis of the Archangels, from
the 11"™ and 12 centuries, were quite different from 14"-century ones, citing the min-
iature in the Menologion of Basil II (Vat. gr. 1613, fol. 168), from the late 10" or early
11" century, illustrating 8 November, the feast day of the Synaxis of the Archangels.
The miniature includes a frontal figure of Michael the Archangel vanquishing demons
and holding a labarum with the Trisagion Prayer written on it. In other words, Christ
does not appear in this composition at all.”® In another Vatican manuscript (Vat. gr.
1156, fol. 266 r.), we find an illustration for the same date but with a depiction of the

76 Djurié, Fresques, 117-118. Victor N. Lazarev accepted this interpretation, cf. Lazarev,
Zhivopis XI-XII vekov, 132.

77 Babi¢, Les chapelles, 101.
78 1bid. Cf. El Menologio, 168.
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Miracle at Chonae titled the Synaxis of the Archangels.” In view of its chronological
proximity to these two miniatures, Gordana Babi¢ concluded that the Veljusa compo-
sition did not represent the Synaxis of the Archangels, proposing that this was a vision
of Christ in Glory shown in a mandorla carried by angels.*

Petar Miljkovik-Pepek partially agreed with Gordana Babic’s interpretation,
concurring that this was a composition of the Theophany. However, he insisted on
narrowing down the possible subjects of the composition in question. As noted
above, he thought that it represented the Vision of St. Niphon. In other words, he
argued that the image in the chapel apse should be seen in the programmatic context
dictated by the representation of this saint, whom he believed to be the patron of
the chapel. Therefore, he tried to find the underpinnings for the iconography of the
composition in the apse in hagiographical texts on this saint. More specifically, he
had in mind St. Niphon’s vision in which Christ appeared to him and informed him
that he would die in three days.®!

Tempting as this interpretation is, it cannot be accepted without reservations.
First of all, caution is advised here because, iconographically, it is impossible to es-
tablish a firm enough link between the text and the image. According to the account
of the vision he had three days before he died, St. Niphon saw a fiery, ornate throne
surrounded by rays of light and countless bodiless powers. In fact, in this vision, Ni-
phon never saw Christ but, a bit later, heard his voice from the throne.® Therefore,
this miraculous sight does not match the image in the apse, in which Christ sits not
on a throne but in a mandorla held by two archangels rather than surrounded by
many bodiless powers — by no means trifling differences. Admittedly, Michael the
Archangel does later appear in Niphon’s vision as his guide through heaven,* but
this is still insufficient evidence to accept Miljkovik-Pepek’s identification of the
scene. Neither do the opening lines of Niphon’s rather lengthy vision of the Last
Judgment match the iconography of the Veljusa image. They recount that the Holy
Cross, carried by angels, appeared in the sky and Christ walked in front of it. Then
it tells that Christ appeared in the clouds, again on a fiery throne (¢ni 1@V ve@eAdv,
kaBrpevog ént Bpdvov proyepod katl émnpuévov); later on, the “Great Judge” sits

79 Babi¢, Les chapelles, 101, fig. 65. Cf. Duié-Serdar, Ilustracije, 37, 78-79. For the iconography
of the Synaxis of the Archangels and its evolution cf. Gabeli¢, Ciklus arhandela, 54-58.

80 Babi¢, Les chapelles, 104.

81 Miljkovik-Pepek, Veljusa, 209.

82 Ristenko, Materiiali, 178.18-29: ...0p@® £pavtov G¢ 61t eioiil@ov mpdg Pacilela edmpeni
Kkai @paia 0@odpa £v oig Rv Bpdvog TupdG oPepdg kal dépt EaTnprypévos kai cogia TOAAN EkkEXVTO
40T Kai Ogiov &bAov kpovnSov mepiinTato avTd pappaptyai te kal Aapmudovar Sedidovto ¢€ avtod
£ig TOLG KOKAD £0TOTAG, OTEHpATA BACIALKA KAl XPLOTOTNTOG HEOTA TTOAVTIAAGIWG TePijoay avTd, kal
§6&a Kupiov a¢ anadyaopa §6&ne: xapaxtip 8¢ Tig dppactog énavanénavto £m 1@ Opdve exeivy ¢§
oV £otalev edwdiag ylukaopdg molvmoikilog, fitig kai Siétpeev TG ovpaviovg Suvdpelg™ xilia yap
XAddeg mapetoTiKeloav avTd, kal poptatl poptddeg élertovpyovy avt@®- Niphon then heard a voice
coming from the throne, i.e., Christ’s words to Michael the Archangel, cf. n. 83 infra.

83 Ristenko, Materiiali, 178-179.
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on the ever-ready throne (Hetoimasia) [émti Tod Opdvov Tiig étotpaciag].®* The Last
Judgment vision does not offer adequate grounds to identify it as the textual source
that inspired the theophanic image in the apse of the south parekklesion.* Finally,
none of the descriptions of Jesus Christ in Niphon’s remaining visions matches his
appearance in the Veljusa fresco.®

Given the lack of alignment between the visions described in the Vita of St.
Niphon and the iconography of the scene in the apse of the south parekklesion, we
must remain cautious of positing a direct link between them. Admittedly, the pos-
sibility that one of St. Niphon’s visions was shown at Veljusa cannot be completely
ruled out, especially because his bust was painted next to this composition, but
it could be unreservedly accepted only assuming that the painter did not think it
necessary to follow the textual source in all of its characteristic details. Of course,
such an approach to identifying the iconographic theme would be methodologically
unsound. In other words, in the absence of specific similarities with the correspond-
ing passage in the Vita of St. Niphon, there is no reason to identify the image in the
south parekklesion of the foundation of Manuel of Strumitza any differently than
many other scenes known as Christ in Glory (Maiestas Domini).

Representations of Christ in Glory testify to his divine nature and remind the
viewer of the Second Coming.*” The composition combines elements from differ-
ent apocalyptic and prophetic visions in which Christ is represented as one of his
iconographic types, as Emmanuel, Pantokrator or the Ancient of Days. To illustrate
such a theme, Byzantine artists borrowed models from various iconographic rep-
resentations of the Theophany, mostly from the iconography of the central episode
in the Ascension composition or depictions of the Last Judgment.®® Images of
the Last Judgment appeared in the Early Byzantine period, but they were usually
shown symbolically. Their more complex form developed later, in the 10" century,
when it became very popular.® Biblical visions of God received their iconographic

84 Marinis, The Vision, 213.

85 1t should be noted that the Vision of the Last Judgment might not have existed in the earliest
versions of the Vita of St. Niphon, those from the 11" century, because it does not appear in Slavonic
translations, cf. Ivanov, Nifon, 259. In other words, it is by no means certain that the excerpt in question
was included in the version that Manuel of Strumitza might have been familiar with.

86 On visions in the Vita of St. Niphon cf. also Timotin, Visions, 289-291; Cupane, The Heaven-
ly City, 58. Suggestively, the excerpt recounting St. Niphon’s deathbed vision does not specify in which
form the Savior appeared to the saint, stating only that Niphon and others who were present felt a pleas-
ant scent and heard the voice of God, cf. Ristenko, Materiiali, 184.35-185.1-13.

87 On representations of Christ in Glory cf. Van der Meer, Maiestas Domini; Ihm, Die Program-
me; Woodﬁn, Majestas Domini, 44-53.

88 The feast of the Ascension probably began to be celebrated separately between 380 and 430
AD, cf. Dewald, The Iconography of the Ascension, 277-319. The depiction of the Second Coming
(Parousia) is rooted in sections of the Gospel of Matthew (Mt. 24, and Mt. 25:31-34).

89 Millet, La dalmatique du Vatican; Brenk, Die Anfinge, 106-126; Angheben, Les Jugements
derniers, 105-134; Jolivet-Lévy, La Cappadoce médiévale, 270-276; Sevéenko, Images of the Second
Coming, 250-272; Meyer, Hiding in Plain Sight, 71-86.
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interpretations in the pre-Iconoclast period, and so images of Christ in Glory ap-
peared on frescoes and mosaics already in the Early Byzantine period. The earliest
surviving representation is in the Church of Hosios David at the Latomos Monastery
in Thessalonike and probably dates from the mid-5" century. The apsidal mosaic
features a youthful Christ seated on a rainbow in a bright mandorla. He holds an
unrolled scroll in one of his hands and blesses with the other. The symbols of the
four evangelists carry the mandorla. The scene takes place in a craggy landscape,
with the witnesses of the event standing in it. This is most likely the vision of Ezekiel
the Prophet (Ezek. 1:4-28).”° While the mosaic at Hosios David depicts Christ as
a young man, in one of the earliest surviving icons at St. Catherine’s Monastery on
Mount Sinai, from the 5" or 6™ century, Christ in Glory is shown as white-haired
and old. Christ the Ancient of Days sits on a rainbow, blessing with one hand and
holding a Gospel book in the other. The mandorla surrounding him is spotted with
stars and carried by four cherubim. The inscription around the icon names its donor,
a man called Philochristos, who directly pleads with his savior, asking “for salvation
and pardon of the sins of your servant.””’

With the triumph of the Iconophiles, theophanic visions of various kinds were
quite commonly shown in apses of churches from the 9" to the 11" centuries and were
especially widespread — but not limited to — the Empire’s eastern provinces.” In this
period, the image of Christ in Glory appeared in several forms. One of the most com-
mon examples was a concise version of the Last Judgment, which usually combined
the Second Coming and Judgment Day and included the Mother of God and St. John
the Baptist flanking the enthroned Christ, with other bodiless powers beside him.**

Christ in Glory also appeared in the imagery of churches in Constantinople.
From drawings made by Cornelius Loos in the 18" century, we learn that the eastern
part of the ceiling of the south gallery at Hagia Sophia had a mosaic of Christ Pan-
tokrator carried by cherubim, seraphim and ophanim. The entire scene was framed
by a rainbow-colored frieze.”*

Another depiction of Christ in Glory was painted in the apse of a church in
Constantinople. According to a preserved epigram by the 10™-century Byzantine
poet John Geometres, dedicated to the katholikon of the Studite Monastery in Con-
stantinople, the apse of this church contained a representation of the enthroned

90 Mathews, The clash of Gods, 114—115; Pentcheva, Imagined Images, 139-153.
1 Holy Image, Hallowed Ground, 46-47.

92 Lafontaine-Dosogne, Théophanies, 135-144; Jolivet-Lévy, Les églises, passim; Zakharova,
Formirovanie, 263-265.

93 Davidov Temerinski, Ciklus Stragnog suda, 193.

94 The scene was probably still visible in the 19" century, judging by the drawings of the Fossati
brothers. Cyril Mango dated this image to the late 9™ or early 10™ century, cf. Mango, Materials, 29-35;
Woodfin, A Majestas Domini, 48-49. On the hierarchy of the bodiless powers, cf. Gabeli¢, Ciklus ar-
handela, 17-20.
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Christ flanked by the Mother of God and John the Forerunner. Although the church
is believed to have been built in 450, the mosaic in the apse mentioned by the poet
was made in the 9™ century, after the victory of the Iconophiles. André Grabar noted
that the iconographic theme of the vision of God was closely associated with the tri-
umph over Iconoclasm, illustrated by a picture reflecting the Iconophile emphasis on
visions as proof of God’s visibility.”

Unfortunately, there are few surviving monumental images of Christ in Glory
that match the iconography of the one in the south chapel at Veljusa. Hence scholars
tended to look for parallels in miniatures in manuscripts.”

For instance, on a miniature from the tetraevangelion in the Biblioteca Medicea
Laurenziana in Florence (Bibl. Laur. Plut. VI 23, fol. 34v), Christ Pantokrator bless-
es and holds a scroll while sitting on a rainbow. This image draws on the text of the
Gospel of Matthew (Mt. 24, 30). In this case, the vision precedes the Last Judgment
because God does not appear in it as a judge seated on a throne.”” Several other minia-
tures of Christ in Glory have been mentioned in connection with the Veljusa image.”
The iconographic type of the Savior they employ is almost always the same or very
similar: usually, it is the Pantokrator seated on a rainbow surrounded by bodiless pow-
ers. Other details can vary, such as the number of heavenly powers, their garments and
the presence of the prophets or the Mother of God and John the Forerunner.

And yet, none of the known analogies corresponds closely enough to the
iconography of the image in the south chapel at Veljusa. Unlike them, a chronolog-
ically close comparative example that has so far remained unnoticed is quite a good
match: the miniature in the manuscript of the Homilies of Gregory of Nazianzus
from St. Panteleimon’s Monastery on Mount Athos (Cod. 6, fol. 5v, 11" century).
This is, in fact, an illustration of St. Gregory’s Second Easter Homily, in which he
touches on the Vision of Habakkuk. The headpiece at the beginning of the text
shows, on a golden background, a mandorla with Christ seated on a rainbow rep-
resented by two golden lines. He holds a scroll in one hand and raises the other in
a blessing gesture. The mandorla is held by two angels dressed in imperial costumes
with scepters in their hands. Behind the mandorla, the heads of four more angels are
visible, and they, unlike the two in the foreground, wear chitons and himations. The
composition is framed by a border filled with floral motifs. Outside the headpiece,
on the left margin, Habakkuk stands in front of an edifice, facing Christ in Glory
and raising his left arm toward his face (Fig. 17).”

95 Grabar, Liconoclasme, 242-244.

96 Babi¢, Les chapelles, 101-105; Miljkovik-Pepek, Veljusa, 205-206.

97 Babié, Les chapelles, 104, fig. 68; Miljkovilé—Pepek, Veljusa, 206. For the dating of the
manuscript to ca. 1100 cf. Velmans, Le Tétraévangile, 12-13.

98 Cf. n. 97 supra.

99 Galavaris, lllustrations, 209, fig. 138; The Treasures II, 353, fig. 297; Miljkovi¢, Uillustration,
108, fig. 4; Lukovnikova, Obraz Hrista-Angela, 70.
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Fig. 17. Mount Athos, St. Panteleimon Monastery,
manuscript of the Homilies of Gregory of Nazianzus, cod. 6, fol. 5v
(after Treasures of Mount Athos)

The iconography of the miniature from St. Panteleimon’s and the appearance
of the Veljusa fresco are quite congruent. In both cases, Christ was shown in the
same iconographic form, the only difference being that, in the Athonite manuscript,
his head and body face right. More importantly, two archangels in imperial cos-
tumes flank the mandorla in both examples.'®

Therefore, the miniature from the manuscript kept at St. Panteleimon’s Mon-
astery is the closest — albeit not an identical - analogy for the image in the apse
of the south parekklesion at Veljusa. That, however, is not to be taken as grounds
to infer that the Second Easter Homily by Gregory of Nazianzus was illustrated

100 The two archangels holding Christ's mandorla and the heads of the two angels peeking out
behind it were also represented in the Paris Gregory (Coislin 239, fo. 6r). There, however, Jesus Christ
was shown as Emmanuel, cf. Galavaris, Illustrations, fig. 181; Miljkovi¢, Lillustration, 108. Lukovnikova,
Obraz Hrista-Angela, 70. The prominent position of the two archangels reminds one of the place in
HabakkuK’s Vision in the Septuagint (3, 2), which mentions the Lord between two living beings, which
some Christian interpreters identified as angels (cf. Bucur, év péow 8vo {dwv yvwobron). However, it
should be noted that the two mentioned miniatures show the heads of the remaining angels, behind the
mandorla. On the other hand, some other representations of Habakkuk’s Vision include just two angels
but dressed in chitons and himations, cf. ibid., 199, fig. 7.1.
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at the foundation of Manuel of Strumitza. It seems most reasonable to conclude
that Christ in Glory was depicted at Veljusa without insisting on a specific textual
source, as much as this identification might seem too general. The first and fore-
most reason for our reticence is the fact that illustrations of this homily in Byzan-
tine art were not iconographically standardized. In the earliest known example, a
miniature in the 9"-century manuscript from the Bibliothéque nationale de France
in Paris (Cod. Gr 510, fol. 285r), Habakkuk stands on the right and points to the
vision of a young angelic creature surrounded by the rays of the mandorla and the
Hosts of Heaven. Gregory of Nazianzus stands beside Habakkuk and gestures in
wonder.'” In line with the text, Christ was also shown as an angel in some later ex-
amples of the same iconographic theme.'®

k ok ok

In the south parekklesion of the Virgin’s Church in Veljusa, the earliest
known image of St. Niphon, bishop of the city of Constantiane in Cyprus, has
survived. The inclusion of this saint in the concise program of the chapel bears
evidence to the early emergence and strength of his cult in this area. At the same
time, we cannot rule out the possibility that his inclusion in the chapel was a sign
of the special veneration the monastery’s founder, Manuel of Strumitza, had for St.
Niphon. In later periods, St. Niphon was shown almost exclusively in Serbian and
Russian art. In an attempt to contextualize his bust at Veljusa, examples created in
the territory of medieval Serbia are particularly important — the representations of
St. Niphon at the Virgin’s Church of Studenica, the King’s Church in the complex
of the same monastery, the katholika of Staro Nagori¢ino and Gracanica, and the
iconographically unusual image of St. Niphon at the Church of the Holy Apostles
in Pe¢. Taking into account Serbian representations of St. Niphon, which have re-
mained almost unnoticed in earlier considerations of the saint’s cult and iconogra-
phy, the inclusion of his image at Veljusa cannot be treated as much of an oddity as
earlier scholars tended to believe. Hence, we must remain cautious about the view
that St. Niphon was the patron of the south chapel at Veljusa, even more so because
the depictions of some other saints were assigned even more prominent positions.
This is particularly true of the full-length figure of St. Panteleimon. Consequently,
the previously unchallenged opinion that the parekklesion apse features one of St.
Niphon’s visions cannot be unreservedly accepted, primarily because the image
does not match the corresponding passages in the Vita of St. Niphon. Furthermore,
the painting in question is iconographically most similar to another iconographic
theme - the illustration of the Second Easter Homily by Gregory of Nazianzus from
a manuscript now in the library of the Athonite monastery of St. Panteleimon.

101 Bryubaker, Vision and Meaning, 205-207; eadem, Politics, Patronage, and Art, 10; Der
Nersessian, The Illustration, 201.

102 cof, Miljkovi¢, Lillustration; Lukovnikova, Obraz Hrista- Angela.



1138 3PBM LX (2023) 1111-1146

As for the general characteristics of the chapel’s program, i.e., its link with the
imagery in the central part of the katholikon, it should be noted that the main part
of the thematic repertoire displays a clear focus of Veljusas founder on the notions
of absolution and salvation - a strong eschatological-soteriological slant.'® The
complex relationship of that program with the dogma of incarnation, sacrifice and
redemption was emphasized through some new iconographic contents that made
their way into the imagery of Byzantine churches precisely during the period when
Manuel of Strumitza had his foundation frescoed. The eschatological-soteriological
overtones of the paintings in the main part of the church seem to have been reflect-
ed, at least to an extent, in the imagery of the south chapel. It is not unreasonable to
assume that the program was adapted to suit the intimate character of the space, re-
vealing the personal religious concerns and needs of Veljusa’s learned founder.

JIMCTA PE®EPEHIIN - LIST OF REFERENCES

Wssopu - Sources

Ad typica Graecorum ac praesertim ad typicum cryptoferratense, ed. T. Toscani, Romae 1864.
Analecta Hymnica Graeca IV. Canones Decembris, ed. A. Kominis, Roma 1976.

Beneshevich V. N., Zaveshchanie vizantiiskogo boiarina XI veka, Zhurnal Ministerstva narodnogo pro-
sveshcheniia 9/5 (1907) 219-231.

Eleousa Inv.: Inventory of the Monastery of the Mother of God Eleousa in Stroumitza, edd. . Thomas - A.
Constantinides Hero, Byzantine Monastic Foundation Documents. A Complete Translation of the
Surviving Founders’ Typika and Testaments, vol. 4, Washington, D. C. 1998, 1667-1678.

Eleousa: Rule of Manuel, Bishop of Strumitza for the Monastery of the Mother of God Eleousa, edd. J.
Thomas - A. Constantinides Hero, Byzantine Monastic Foundation Documents. A Complete Trans-
lation of the Surviving Founders’ Typika and Testaments, vol. 1, Washington, D.C. 1998, 167-193.

Eustratiadis S., *O 80106 Nfjpwv, €éniokonog Kovotavtiavig ti¢ katd *AleEdvpetag, EkkAnotaotikog
@apog 35 (1936) 210-231 [Eustratiadis S., O osios Néphon, episkopos Konstantianés tés kata
Aleksandreias, Ekklésiastikos pharos 35 (1936) 210-231].

Ristenko A. V., Materiiali z istorii vizantiis'’ko-slov’ianskoi literaturi ta movi, Odessa 1928.

Synaxarium ecclesiae Constantinopolitanae e codice Sirmondiano nunc Berolinensi, ed. H. Delehaye,
Bruxellis 1902.

JTuteparypa — Secondary works
Angheben M., Les Jugements derniers byzantins des XI*-XII® siécles et I'iconographie du jugement im-
meédiat, Cahiers archéologiques 50 (2002) 105-134.

Antonova L. I, lliustrativnyi cikl Zhitiia Nifonta i Makarevskaia knogopisnaia masterskaia, Materialy i
soobshcheniia po fondam otdela rukopisei Biblioteki RAN, Sankt Peterburg 2006, 63-71.

Asemanievo evangelie. Faksimil'no izdanie, Sofiia 1981.
Babi¢ G., The King’s Church of Studenica, Novi Sad-Studenica Monastery 20202

103 Cf. Milanovié, Ever Ready Throne, 1079-1109.



MILOS ZIVKOVIC, LJUBOMIR MILANOVIC: Revisiting the Veljusa Frescoes 1139

Babi¢ G., Les chapelles annexes des églises byzantines. Fonction liturgique et programmes iconogra-
phiques, Paris 1969.

Babi¢ G., Les discussions christologiques et le décor des églises byzantines au XII* siecle. Les évéques
officiant devant I'Hétimasie et devant TAmnos, Frithmittelalterliche Studien 2/1 (1968) 368-386.

Bahrim D., Introducere, edd. Monahia Parascheva Enache - D. Bahrim, Viata Sfantului Nifon al
Constantianei, Tasi 2022, 9-21.

Berger A., Einige Bemerkungen zur Textgeschichte des Bios des Nephon von Konstantiane, Travaux et
mémoires 23/1 (2019) 55-63.

Bogdanovié¢ D., Katalog ¢irilskih rukopisa manastira Hilandara, Beograd 1978.

Brenk B., Die Anfinge der byzantinischen Weltgerichtsdarstellung, Byzantinische Zeitschrift 57 (1964)
106-126.

Brubaker L., Politics, Patronage, and Art in Ninth-Century Byzantium: The Homilies of Gregory of Na-
zianzus in Paris (B.N. Gr. 510), Dumbarton Oaks Papers 39 (1985) 1-13.

Brubaker L., Vision and Meaning in Ninth-Century Byzantium, Cambridge 1999.

Bucur B. G., &v péow 8vo {dwv yvwodnon: Observations on Hab 3: 2(LXX) and Its Reception, idem,
Scripture Re-envisioned Christophanic Exegesis and the Making of a Christian Bible, Leiden-
Boston 2019, 191-207.

Cupane C., The Heavenly City, edd. C. Angelidi - G. T. Calofonos, Dreaming in Byzantium and Beyond,
Ashgate 2014, 53-68.

Dagron G., Décrire et peindre. Essai sur le portrait iconique, Paris 2007.

Davidov Temerinski A., Ciklus Strasnog suda, izd. V. J. Puri¢, Zidno slikarstvo manastira De¢ana. Grada
i studije, Beograd 1995, 191-210.

Decanske freske. Raspored i natpisi, izd. V. J. Puri¢, Zidno slikarstvo manastira De¢ana. Grada i studije,
Beograd 1995, 17-62.

Der Nersessian S., The Illustration of the Homilies of Gregory of Nazianzus, Paris gr. 510: A Study of the
Connection between Text and Image, Dumbarton Oaks Papers 16 (1962) 197-228.

Dewald T. E., The Iconography of the Ascension, American Journal of Archaeology 19/3 (1915) 277-319.
Dimitrova E., The Church of the Holy Virgin Eleussa of Veljusa, Skopje 2016.

Dui¢-Serdar Lj., Ilustracije vizantijskog vatikanskog jevandelja sa menologom (Vat. gr. 1156), magistarski
rad, Univerzitet u Beogradu 2008.

Duri¢ V. ], Fresques du monastére de Veljusa, Akten des XI. Internationalen Byzantinisten Kongresses,
Miinchen 1960, 113-121.

Duric¢ . V., Les conceptions hagioritiques dans la peinture du Protaton, Hilandarski zbornik 8 (1991) 37-89.
Duri¢ V. J., Vizantijske freske u Jugoslaviji, Beograd 1974.
Duri¢ V. J. - Cirkovi¢ S. — Kora¢ V., Pecka patrijarsija, Beograd 1990.

Efthymiadis S., Hagiography from the ‘dark age’ to the age of Symeon Metaphrastes (8"-10" centuries),
ed. idem, The Ashgate Research Companion to Byzantine Hagiography I. Periods and Places,
Ashgate 2011, 95-142.

El Menologio de Basilio II, Madrid 2005.
Gabeli¢ S., Ciklus arhandela u vizantijskoj umetnosti, Beograd 1991.

Galavaris G., An Eleventh Century Hexaptych of the Saint Catherine’s Monastery at Mount Sinai,
Venice-Athens 2009.

Galavaris G., Illustrations of the Liturgical Homilies of Gregory of Nazianzus, Princeton 1958.

Gerstel E. J. S., Tiles of Nicomedia and the Cult of Saint Panteleimon, edd. D. Sullivan - E. A. Fisher - S.
Papaioannou, Byzantine Religious Culture. Studies in Honor of Alice-Mary Talbot, Leiden-
Boston 2012, 173-180.



1140 3PBM LX (2023) 1111-1146

Gkioles N., O Pulavtivog TpodAAog kat To elkovoypagtkd Tov poypappa (péoa 60v — 1204), Athéna
1990 [Gkioles N., O vyzantinos troullos kai to eikonographiko tou programma (mesa 6ou -
1204), Athéna 1990].

Grabar A., Liconoclasme byzantin. Dossier archéologique, Paris 1957.

Gracianskit M. V. - Lukovnikova E. A., Aleksandr, arhiep. Aleksandrii, Pravoslavnaia Entsiklopediﬁ I,
Moskva 2000, 472-473.

Gribble Ch. E., Relationships Between the ,,)Kutne Hudonra® in Hilandar Manuscript Number 472 and
in Other Manuscripts, izd. P. Ivi¢, Proucavanje srednjovekovnih juznoslovenskih rukopisa, Beo-
grad 1995, 121-125.

Halkin F., Auctarium Bibliothecae hagiographicae Graecae, Bruxelles 1969.

Halkin E, Bibliotheca hagiographica Graeca. II, Bruxelles 1957.

Halkin F., Novum auctarium Bibliothecae hagiographicae Graecae, Bruxelles 1984.

Holy Images, Hallowed Ground. Icons from Sinai, edd. R. S. Nelson — K. M. Collins, Los Angeles 2006.
http://menology.obdurodon.org/readFile.php?filename=F72.xml.
http://www.eslavsanct.net/mod_viewdate.php?day=23&month=12.

Ihm C., Die Programme der christlichen Apsismalerei vom vierten Jahrhundert bis zur Mitte des achten
Jahrhunderts, Wiesbaden 1960.

Ivanov S. A., Holy Fools in Byzantium and Beyond, Oxford 2006.
Ivanov S. A., K datirovke Zhitiia svﬁtogo Nifonta (BHG 1371 z), Vizantiiskii vremennik 58 (1999) 72-75.
Ivanov S. A., Nifon, Pravoslavnaia EntsiklopediTa LI, Moskva 2018, 258-261.

Ivanov S. A., «Zhitie sv. Nifonta»: slavianskii perevod i grecheskii original, [TOAYTPOITON. K 70-letiiu
Vladimira Nikolaevicha Toporova, Moskva 1998, 500-512.

Jolivet-Lévy C., La Cappadoce médiévale. Images et spiritualité, Paris 2001.

Jolivet-Lévy C., Les églises byzantines de Cappadoce. Le programme iconographique de I'abside et de ses
abords, Paris 1991.

Jovanovi¢ M., O Vododi i Veljusi posle konzervatorskih radova, Zbornik za Stipskiot naroden muzej 1
(1958-1959) 125-135.

Kaplan M., Retour sur le dossier du monastére de la Théotokos Eleousa a Stroumitza, Zbornik radova
Vizantoloskog insituta 50 (2013) 479-492.

Kazhdan A., A History of Byzantine Literature (850-1000), Athens 2006.

Konstantellou Th., The earlier wall paintings of the south apse in the church of Hagios Panteleemon at
Lakkomersina, Naxos. A neglected example of Early Byzantine art from the Aegean, Byzan-
tinische Zeitschrift 116/1 (2023) 105-126.

Koukiaris Arhim. S., Mnvoloyta kaw Maptupoldyta otny pvnpetakn {wypagikr Tov ehhadikod xwpov,
Thessaloniké 2019 [Koukiaris Arhim. S., Ménologia kai Martyrologia stén mnémiaké zographike
tou elladikou chorou, Thessalonike 2019].

Lafontaine-Dosogne ]., Théophanies-Visions auxquelles participent les prophétes dans I'art byzantin
apres la restauration des images, Synthronon. Art et archéologie de la fin de l'antiquité et du
Moyen Age, Paris 1968, 135-144.

Lazarev L. N., Zhivopis XI-XII vekov v Makedonii, Actes du XII° Congrées international des FEtudes
byzantines, I, Ohrid 1961, 129-134.

Lechner M., Paulus, Lexikon der christlichen Ikonographie VIII, ed. W. Braunfels, Rom-Freiburg-Basel-
Wien 1976, cols. 128-147.

Lemerle P, Cinq éudes sur le XI° siecle byzantin, Paris 1977.

Lidov M. A., Obrazy Khrista v khramovoi dekga&ii i viziultiiskaﬁ khristologiﬁ posle Skhizmy 1054
goda, Drevnerusskoe iskusstvo. Vizantiia i Drevniaia Rus. K 100-letiiu Andreia Nikolaevicha
Grabara (1896-1990), Sankt-Peterburg 1999, 155-177.

Lidov M. A., Rospisi monastyrﬁ Akhtala. Istoriﬁ, ikonograﬁﬁ, mastera, Moskva 2014.



MILOS ZIVKOVIC, LJUBOMIR MILANOVIC: Revisiting the Veljusa Frescoes 1141

Lukovnikova E. A., Obraz Hrista-Angela Velikogo Soveta iz tserkvi Bogoroditsy Perivlepty v Ohride:
razvitie ikonografii i osobenosti obraza, Iskusstvo khristianskogo mira 6 (2002) 66-80.

Luzzi A., Synaxaria and the Synaxarion of Constantinople, ed. S. Efthymiadis, The Ashgate Research
Companion to Byzantine Hagiography. II. Genres and Contexts, Ashgate 2014, 197-208.

Luzzi A., 1l calendario eortologico per il ciclo delle feste fisse del Tipico di S. Nicola di Casole, Rivista di
studi bizantini e neoellenici 39 (2002) 229-261.

Makhan’ko M. A., Nifont. Ikonograﬁﬁ, Pravoslavnaia Entsiklopediﬁ LI, Moskva 2018, 262-267.
Mango C., Materials for the Study of the Mosaics of St. Sophia at Istanbul, Washington D. C. 1962.

Marinis V., The Vision of the Last Judgment in the Vita of Saint Niphon (BHG 1371z), Dumbarton Oaks
Papers 71 (2017) 193-227.

Markovi¢ M., Kult i ikonografija svetog Evstatija Solunskog u srednjem veku, Ni§ i Vizantija 8 (2010)
283-296.

Masnik M. M., Vo manastirot Veljusa e otkriena freska na dvajca apostoli vo simboli¢na pretstava na
“pregratka“ ili ,,bakneZ na mirot*, Patrimonum.MK 19 (2021) 235-242.

Mathews E. T., The clash of Gods. A reinterpretation of early Christian art, Princeton-Oxford 1993.
Medi¢ M., Stari slikarski priru¢nici II, Beograd 2002; III, Beograd 2005.

Meyer M., Hiding in Plain Sight. The Second Coming and the Last Judgement in the Vatican Psalter, gr.
752, Cahiers archéologiques 56 (2016) 71-86.

Mijovié P., Menolog. Istorijsko-umetnicka istrazivanja, Beograd 1973.

Milanovié, Lj., Ever Ready Throne: Reassessing the role of Hetoimasia in the Church of the Virgin
Eleousa in Veljusa, Zbornik radova Vizantoloskog instituta 60/2 (2023) 1079-1109.

Miljkovi¢ B., Lillustration de la Deuxiéme homélie pascale de Grégoire le Théologien, Zbornik radova
Vizantoloskog instituta 41 (2004) 105-112.

Miljkovié-Pepek P, Oltarna pregrada manastira Bogorodice Milostive u selu Veljusi, Zbornik radova
Vizantoloskog instituta 6 (1960) 137-144.

Miljkovik-Pepek P., Les données sur la chronologie des fresques de Veljusa entre les ans 1085 et
1094, in: Actes du XV Congres international détudes byzantines II/B. Art et archéologie.
Communications, Athénes 1981, 499-510.

Miljkovik-Pepek P, Novi podaci o oltarnoj pregradi Veljuse i neke pretpostavke o njenim prvobitnim
ikonama, Zbornik Matice srpske za likovne umetnosti 11 (1974) 219-231.

Miljkovik-Pepek P., Novootkriveni arhitekturni i slikarski spomenici vo Makedonija od XI do XIV vek,
Kulturno nasledstvo 5 (1973-1974) 5-18.

Miljkovik-Pepek P., Veljusa. Manastir Sv. Bogorodica Milostiva vo seloto Veljusa kraj Strumica, Skopje
1981.

Miljkovik-Pepek P, Za nekoi novi podatoci od prou¢uvanjata na crkvata Sv. Bogorodica vo s. Veljusa,
Kulturno nasledstvo 3 (1971) 152-158.

Millet G., La peinture du Moyen Age en Yougoslavie (Serbie, Macédoine et Monténégro), ed. A. Frolow,
II1, Paris 1954.

Millet G., La dalmatique du Vatican, Paris 1945.

Nesseris 1., First-Person Prayers Attributed to the Church Fathers, edd. M. Vinzent - C. Rapp, Studia

Patristica. Vol. CVIIIL. Papers presented at the Eighteenth International Conference on Patristic
Studies held in Oxford 2019. Volume 5: Euchologia, Leuven 2021, 89-102.

Nikoli¢ R., Konzervatorski natpis o Zivopisu svetog Save u Bogorodic¢inoj crkvi manastira Studenice. II
deo, Saopstenja 19 (1987) 37-79.

Orlandos A., H apyttextovikn kat at pulavtivai togoypagiat tng Movrg @goldyov ITatpov, Adr-
va 1970 [Orlandos A., E architektoniké kai ai vyzantinai toichographiai tés Monés Theologou
Patmou, Athéna 1970].

Paji¢ S., Predstave medicinskih instrumenata i opreme u srpskom srednjovekovnom slikarstvu, Zograf
38 (2014) 59-73.



1142 3PBM LX (2023) 1111-1146

Parani M., Reconstructing the reality of images. Byzantine material culture and religious iconography
(11t to 15" centuries, Leiden 2003.

Pentcheva V. B., Imagined Images: Visions of Salvation and Intercession in a Double-Sided Icon from
Poganovo, Dumbarton Oaks Papers 54 (2000) 139-153.

Podlinnik ikonopisnyi. Izdanie S. T. Bol'shakova, izd. A. I. Uspenskii, Moskva 1903.

Poletaeva E. A., «Kniga, glagoemaia Nifont» i ee bytovanie na Rusi (nekotorye aspekty izucheniia pa-
miatnika), Kniga i literatura v kul'turnom prostranstve épokhi (XI-XX veka), izd. O. N. Fokina
— V. N. Alekseev, Novosibirsk 2011, 517-534.

Poletaeva E. A., Vypiski iz «Zhitiia sv. Nifonta» v drevnerusskikh sbornikakh, Vestnik Novosibirskogo
gosudarstvennogo universiteta, Seriia «Istoriia, filologiia», 10/2 (2011) 88-97.

Poletaeva E. A., Zhitie Nifonta v drevnerusskoi rukopisnoi traditsii, Pravoslavnaia Entsiklopediﬁ LI,
Moskva 2018, 261-262.

Popovic P. ]. - Petkovic V. R., Staro Nagoric¢ino. Psaca. Kaleni¢, Beograd 1933.
Radujko M., Koporin, Beograd 2006.

Ryden L., Date of the Life of St. Niphon, BHG 1371 z, ed. S.-T. Teodorsson, Greek and Latin Studies in
Memory of C. Fabricius, Gothenburg 1990, 33-40.

Sarab’ianov V. D., Programma monasheskikh izobrazhenii v rospisiakh sobora Rozhdestva Bogoro-
ditsy Snetogorskogo monastyria, Drevnerusskoe iskusstvo. Khudozhestvennaia zhizn’ Pskova i
iskusstvo pozdnevizantiiskoi épokhi. K. 1100-letiiu Pskova, Moskva 2008, 65-98.

Sevéenko N. P., Tllustrated Manuscripts of the Metaphrastian Menologion, Chicago 1990.

Sevéenko N. P, Images of the Second Coming and the fate of the soul in Middle Byzantine Art, ed. R. J.
Daly, Apocalyptic Thought in Early Christianity, Grand Rapids, MI 2009, 250-272.

Skawran K., The Development of Middle Byzantine Fresco Painting in Greece, Pretoria 1982.

Starodubcev T., Lekar i ¢udotvorac. Postovanje svetog Sampsona Stranoprimca i njegove predstave u
srednjovekovnom isto¢nohri$¢askom slikarstvu, Zograf 39 (2015) 25-46.

Starodubcev T., Sveti lekari. Postovanje i predstavljanje u isto¢nohri§¢anskom svetu srednjeg veka,
Beograd 2018.

The Treasures of Mount Athos, edd. S.M. Pelakanidis — P. C. Christou — Ch. Tsioumis — S. N. Kadas, vol.
2, Athens 1975.

Timotin A., Visions, prophéties et pouvoir a Byzance. Etude sur 'hagiographie méso-byzantine (IX*-XI¢
s.), Paris 2010.

Todi¢ B., “Signatures des peintures Michel Astrapas et Eutychios. Fonction et signification, edd. Ch.
Mauropoulou-Tsioumi - E. Kiriakouidis, Agiépwua otn pvrun tov Xwtnpn Kicoa [Aphieroma
sté mnémeé tou Sotéré Kissa], Thessaloniki 2001, 643-662.

Todi¢ B., Patrijarh Joanikije - ktitor fresaka u crkvi sv. Apostola u Pe¢i, Zbornik Matice srpske za likovne
umetnosti 16 (1980) 85-101.

Todi¢ B., Staro Nagori¢ino Beograd 1993.

Todorova R., Visualizing the Divine Mandorla as a Vision of God in Byzantine lconography, Ikon 6
(2013) 287-296.

Tomekovic S., Les saints ermites et moines dans la peinture murale byzantine, Paris 2011.

Tsigaridas E., Kaotoptd. Kévtpo lwypagkng tnv emoxn twv Ialaohdywv (1360-1450), Thessaloniké
2016 [Tsigaridas E., Kastoria. Kentro zographikés tén epoché ton Palaiologon (1360-1450),
Thessaloniké 2016].

Tvorogov O. V., Zhitie Nifonta Konstancskogo, Slovar knizhnikov i knizhnosti Drevnei Rusi. I. XI - per-
vaia polovina XIV v, ed. D. S. Likhachev, Leningrad 1987, 172-173.

Vajs J. - Kurz J., Evangeliarium Assemani. Codex Vaticanus 3. slavicus glagoliticus, II, Pragae 1955.

Vakareliyska C. M., An expanded annotated transcription of the calendar entries of the Zografskij
Trefologij (Draganov Minej), Kirilo-metodievski studii 31 (2021) 499-602.



MILOS ZIVKOVIC, LJUBOMIR MILANOVIC: Revisiting the Veljusa Frescoes 1143

Van der Meer F., Maiestas Domini: Théophanies de 'Apocalypse dans l'art chrétien, étude sur les origines
d’une iconographie spéciale du Christ, Vatican 1938.

Vasiljev Lj., Nov podatak o vremenu nastanka Asemanijevog jevandjelja, Arheografski prilozi 10-11
(1989) 13-15.

Velmans T., Le Tétraévangile de la Laurentienne, Florence, Laur. VI. 23, Paris 1971.
Vinogradov A. TU. et al., Averkii, Pravoslavnaia Entsiklopediﬁ 1, Moskva 2000, 127-128.

Winkelmann F., Zu einem Malerbuch aus der Zeit zwischen 836 und 913, edd. G. Prinzing - D. Simon,
Fest und Alltag in Byzanz, Miinchen 1990, 107-127.

Woodfin T. W., A Majestas Domini in Middle-Byzantine Constantinople, Cahiers archéologiques 51
(2003-2004) 44-53.

Zakharova A., Formirovanie ikonografichesko programmy vizantiiskogo hrama: vzgliad s prigranich-
nych territorii, Aktual'nye problemy teorii i istoirii iskusstva 9, Moskva-Sankt Peterburg 2019,
262-274.

Zakharova A., The murals in the Church of the Virgin Eleousa in Veljusa and Byzantine painting of the
second half of the eleventh century, Zograf 44 (2020) 37-57.

Zivkovié M., Najstarije zidno slikarstvo Bogorodi¢ine crkve u Studenici i njegova obnova u XVI veku,
doktorska disertacija, Univerzitet u Beogradu 2019.

Munows JKuskosuh
Yuusepsurer y beorpany — ®unozodcku dakynrer, beorpap
milos.zivkovic@f.bg.ac.rs

Jby6omup Munanosuh
Busanronomku nacturytr CAHY, beorpap
milanovic.ljubomir@gmail.com

[TPEVICITTVIBAILE OPECAKA BEJ/bYCE:
BEJIEHIKE O MKOHOI'PA®CKOM ITPOTPAMY JY>KHOTI ITAPAKJIVICA

Beh Buie ox mrect genennja Lpksa Boropoaniie Eneyce y ceny Bemycn kox
Crpymulie cMaTpa ce 3Ha4ajHMM OCTBApemheM BU3AHTUjCKOT TPaIuTe/bCTBA U MO-
HyMeHTa/nHOTr >XmBonuca XI croneha. Ty 1jpkBy, 3apaBo KaTOJIMKOH MaHAacTUpa,
carpaguin Cy, I1o CBOj IpUINLM, Hapurpanckn majcropu 1080. ropune, a leH KTHU-
TOP, KOjU je caxpameH y IpUIpaTu, 610 je ,MOHaxX MaHoj/10, KOju je HOCTao emu-
ckon TuBepnonospa®, Kako je HaBefleHO Y MepMEePHOM HATINCY TOCTaB/bEHOM M3HA]
3amafgHor ynasa y xpaM. ITopen BeoMa 0cOOEHOT, TeTPaKOHXATHOT apXUTEKTOHCKOT
CKJIONA, ITOCeOHY NaXKhy MCTpaXKuBada MPUBYKIIE CYy HajcTapuje Gppecke LpKBe y
Berpycu, koje ¢y, kako ce gaHac 06u4HO cMarpa, nspahene usmeby 1085. n 1093.

Y oBOM papy maxia je mocseheHa s HOM CIMKAPCTBY jy)KHOT Iapakiuca
Hpxse boropopuue Eneyce. Mlako BeoMa cBefieH, TeMaTCKI pellepTOap >KMUBOIMCA
Te Kallelle Cafp>Ku HeKe U3pasnuTe UKOHOrpadcke ocobenoctu. Tako je aytop mo-
Horpadcke cryanje o Bervycn Ilerap Mupkosuh-Ilenek 3acHOBao cBoje Tymadere
mporpama, y Hajsehoj Mepi, Ha JIMKY jeJHOT BeOMa PEeTKO IIPefCTaB/baHOT CBETUTE/ba
- Hudonra us Koncranrujane (cin. 2-3). 3anpaBo, IOMEHYTU ayTOP je CMATpao ja
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je OH 6110 ATPOH jy>KHOT IMapak/ca y Bebycn u, cacBuM pasyM/blBO, TOBEO CBETH-
Te/ba y HEIIOCPENHY Be3y ca JIMYHOLINY MaHaCTUPCKOT KTUTOopa MaHojna, Bepyjyhu
ma my je JKuruje Ceror Hudonta Morio 6uty nosHaro, Te fia je Ha Hbera 0CTaBUIO
ny6ok yrucak. Mmpkosuh-ITenek je m mpucycTBO APYTUX CBETUTE/bCKUX MPeCTaBa
HACTO0jao Jia IoBefie Y Be3y ca IojaBoM ymka ceeror Hudonra. Cmarpao je, mrasu-
1€, [ja je y alcuy Karese IpefcTaB/beHa yIIpaBo jefHa Off BU3Jja TOI CBETUTeba.

ITo HauleM MMI/BbEEY, U3/I0XKEHO TyMadele MKOHOrpadCcKOr mporpama jyxxHe
Karesne y 3agy>k6uuu Manojna CTpymMmudKor Tpeba IOABPIHYTH [ieTa/bHIUjeM Kpu-
TUYKOM IpeucnuTuBamwy. Hajnpe Baba uMaTy y BUny unmeHnny ja je Kynr CeeTor
Hudonra, unje je HeOOMYHO 3aHMM/BUBO IPYKO JKUTIje HAIMCAHO, TI0 CBOj TIPVIINIIM,
y Lapurpany mocne 965. rofuHe, MMao HApOYUTOT OfijeKa Y CIOBEHCKMM CpeliHaMa.
IIpBu KaneHAapcKy IIOMEH CBETUTE/ba CAauyBaH je y IIaro/bCKoM ACeMaHMUjeBOM je-
BaHbempy (Vat. slav. 3), y unjem je mecerjocnoBy Ceety HugoHT nomenyr y pyopunu
3a 23. neuembap. [Tomenu Ceeror HudonTa nojasspyjy ce, 3atum, u y hupmindanum
OyrapcKUM JIUTYPIMjCKUM KEUTAMa, IOK HberoBa MaMjaT y IPUYKUM CHHAKcapuMa
yommre Huje eBufeHTupana. llltaBuie, o nmomyrapHoctu Ceeror Hudonra mehy
CroBeHMMa yIevyaT/bYBO CBEOYM YMEbEHULIA f1A jé IBerOBO IIPOCTPAHO JXXUTHje yOp30
110 HAaCTAHKY IIPEBEMIEHO Ha CJIOBEHCKU je3MK, HajsepoBaTHMje y byrapckoj. IIpeko Te
Bep3uje, 10 faHac HecadyBaHe, HudoHTOBO XnTHje je Beoma paHo pocmeno y Pycujy,
IZie je ¢ BpeMeHOM IIOCTAJIO M3Y3eTHO momynapHo. OHO je 6110 IO3HATO U Y Cpef-
1B0BeKOBHOj CpOuju, IpemMa 0 ToMe CBeflouM CaMo jeflaH, CpasMepHO KacHO HACTAo,
CPIICKOC/IOBEHCKY TIPENNC OIIINpPHE Bep3lje, cadyBaH y 300pHUKY U3 OubmmoTeke
Manactupa Xnnangapa, cacrap/beHoM 1350-1360. rogune.

Y cBeTIOCTU HaBeJjeHUX IOJaTakKa, a 6e3 HaMepe Jla 1O Kpaja OCIOPUMO MU-
II/berbe Jja je KTuTop Bemyce Hapounro momrosao Ceeror Hudonra, Tpeba nmaru
Y BUJIY YUME-E€HUILY Jia je IpefiCTaBa O KOjoj je ped HacIMKaHa CaMO HEKOJIMKO flere-
HIja IIOLITO je MCTM CBETUTE/b IIOMEHYT y MeCelj0C/IOBY AceMaHIjeBor jeBaHbempa.
To je BeoMa 3HauajaH mogaTak. IlocMaTpaHa y BberoBOM CBeTNy, nojaBa Hudounro-
BOT JIMKa y Bebycy morna 61 fa ce TymMadn 1 Kao CBOjeBPCHO YMETHUYKO CBERO-
YaHCTBO O TIOIUTOBAbY TOT CBETUTEHA Y CIOBEHCKOj CPEAVMHI Ha Ty BU3aHTMjCKe
MakepoHmje, a He CaMO Kao II0Ka3aTe/b KTUTOPOBE IPUBPKEHOCTY Her0BOM KY/TY.

Y KOHTeKCTy mpenosHaTpuBocTi Kynra Ceeror Hudonra mehy Crosennma
MOTy Ce TYMaduTH 1 pyTe TMKOBHE IIpefcTaBe TOT CBETUTeba, KOjIMa Y PaHUjUM
UCTpaXMBamyMa Huje 6una nocsehena oxrosapajyha maxma. Kapakrepuctnso je,
HaJIMe, Jla Cy TOTOBO CBe OHe HacTaJle y JiBeMa CTIOBEHCKMM 3eM/bama — Cpouju u Py-
cujn. VIsyseTax je y ToM IIOIJIefly caMo jeffHa apyra, MHoro miaaba mpepcrasa CeeTor
Hudonra c mogpydja Oxpujcke apxuenyckonnje, ona y Lipksu Cetux apxanbena
(Murpononuja) y Kacropuju (crn. 4), Hacmxana 1359/1360. Tpeba, mehytnm, npume-
TUTH Jia ce y To BpeMe KacTopuja Hamasuma y OKBUpY CpIICKe CPefllbOBEKOBHE IpiKa-
Be. Kapa je ped o cprickoj ymeTHOCTH, HajcTapuja npeacraBa Ceeror HudoHTa cauy-
BaHa je y onrapy boropognunne npkse y Crynenuny, ocnukane 1208/1209. rogmue
(cn. 5). Crenu, HOTOM, HEKOIMKO HbeTOBYX JIMKOBA y 3afy>k61Hama kpapa Credana
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Ypoura II Munyruna: crygenndkoj Llpksu Cerux Joakuma u AHe (cr. 6), Crapom
Haropuunny (cn. 7) u Ipayanunu (cn. 8-9). KoHayHO, HEKONMMKO JelieHuja KacHuje,
Mena/poH ca koM Ceetor HudounTa, mpukasanor y o6mdjy monaxa (ci. 10), jo6mo
je MecTo Ha IOTIIOPHOM JIYKy cBofia Haoca I]pkse Cerux anocrona y Ilehn, ocnuka-
HOM 3aj1arameM CpIICKOr IaTpujapxa Joanukuja (1346-1354). Y3 cpricke, caqyBaHe Cy
U MHOroOpojHe nuKoBHe npencTaBe Cetor HugonTa y pyckoj yMeTHOCTH, OCEOHO
y uxonomucy XVII-XIX Bexa, Kao 1 WIIyCTpOBaHY PYKOIIMCY HETOBOT XKUTHja.

ITojaBa muxa Cseror Hudonpa y Besbycu He npecTaBiba, JakKie, TAKO U3pa-
3UT U3y3eTak Kao WTo je cMarpao Ilerap Mmpkosuh-Ilenex. V3 Tora game crnepu
Jla ce IIpeMa HberoBoM eIty ja je ynpaso Ceetn HudonT 6110 maTpoH jyxxHor
IIapaK/Iica KaTONMMKOHA MOpa 3aJp>KaTu IPUINYHA pe3epBa. ¥3 HabpojaHe IKOHO-
rpadcke aHa/mOTNUje, Ma ¥ HelOCTaTaK OMI0 KaKBUX M3BOPHUX IOTBPAA, Ha OIIpe3
HaBOAY ¥ uMmbeHnua ja ce Mk Cperor HudoHra He Halmasy Ha HajUCTAKHYTHjeM
MeCTy Yy MKOHOTpadCKOM Iporpamy Kamese. 3HadajHuje MeCTO IPUIIAJIO je TIpef-
CTaBM HeUJIeHTU(UKOBAHOT apXujepeja y HUIIM Ha MCTOYHOM 3upy (cm. 11). Yo-
CTaJIOM, HM IIPE[CTaBa je[HOT JPYTOr CBETUTE/hA, KOja Ce Ha/las3) HacllpaM II0Ipcja
Cseror Hudonra, Huje HUIITA Mabe 3aHUM/BJBA 32 IIPOYYaBambe YKyIIHe 3aMUCIIN
nporpama Kareye 1 ofpehusame mene moryhe nocsere. Ped je o crojehoj durypn
Caeror ITaHTenejMoHa (1. 12) Ha ceBepHOj CTpaHM 3allafHOT 3MMIa, IOpef IIpoJIasa
U3 Karlefle y IJTaBHY IIpKBY. VIcTakHyTa Iosunuja, ma 1 GopMaT Te IpeficTase, FOBO-
PY O BEHOM IIPWINYHOM 3Ha4ajy Y OKBMpY Iporpama Kao uemnHe. He Tpe6a, cTora,
yOIIIITe VICK/bYYUTH MOTYNHOCT J1a je mocpenyu gurypa ceeTuTes/ba KoMe je 610 1o-
ceheH jy)KHM ITapak/Iuc KaTonkoHa Berpyce.

IToce6HY NaXKiy IpUBIa4YM HEOOMYHA CIIeHa Y allCUY Ha ICTOYHOM 3UAY
napakmuca (c1. 14-16). Maxo cy je Heku off IPBUX UCTPaKMBada MIAeHTU(PUKOBAIIN
Kao npepcraBy Xpucra y cnasy, Ilerap Mupkosnh-Ilenek je MHCUCTHPAO Ha BEHO]
jom nmpenusuujoj ngenTudukanuju. OH je BepoBao fAa je MOCpeay MiycTpaluja
jemuor opnoMka us YKnruja Ceeror HudoHra, T0 jecT Bu3Mje y K0joj My ce jaBuO
Xpucroc, caonmraBajyhn My fa he sa Tpu gana ymperu. VsnoxxeHo Tymaueme je
BeoMa IIPMBJIAYHO, a/Ii Ce OHO, IIpeMa HallleM MUIUbEY, UIIAK He CMe 6e3pe3epBHO
npuxsatuti. Ha ompes o6aBesyje, Ipe cBera, YiibeHNIA [, CTPOTO MKOHOTPadCKI
IIOCMATPaHoO, Y ATOM C/Iy4ajy Huje Moryhe yCmocTaBUTU ZOBO/BHO UBPCTY Be3y
usmeby TekcTa u cnuke. Hamme, mpema ommcy Busuje KOjy je ¥Mao TPy JaHa IIpef
cMpT, HudoHTy ce Taga ykasao BaTpeHM, 60raTo yKpalleH IIPecTo, OKPYXKeH CBe-
TIOCHVM 3paljuMa 1 HeOpOjeHMM MHOIITBOM Hebeckux cuna. HudoHT 3ampaso, y
TOM cHoBubemwy Hije Buieo Xpucra, Beh je uyo mweros rac ca Tpona. Ped je, makie,
0 YyJeCHOM IIPM30DPY KOjM He OfroBapa IpeJcTaBy y allCU/IM, Ha KOjOj je, yMeCTo
Ha TPOHY, XpUCTOC IPUKa3aH y MaHAOP/IM, KOjy He OKPYXKyje MHOIITBO He6eCKIX
cuna, Beh je fp>xe camo Bojuna apxanbena. ¥ nnramy cy, gakie, HUMAaJo 3aHe-
MaprpuBe pasnuke. KoHayHo, HU ¥ ocTamux Hekonuko Hudonrosux susuja Vcyc
XpuCTOoC Hyje ONMCaH OHAKO KaKo u3Inefa Ha npefcrasu y Bebycu. Kaga ce nma
y BUAY Ha3HaueHO Hecariacje usmeby ommca susuja y Xurtujy Ceror Hudonra u
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ukoHorpaduje npefcTaBe y alCUAy jy>KHOT MapaKInca, OHa ce MOpa 3afip>KaTu
oIpes IpeMa ITIEAMIITY O BUXO0BOj HeOCpenHoj MehysaBucHocTH. VicTNHa, Mo-
ryhHoCT 12 je y Berbycn npukasana jenHa on usmja Ceror HudonTta He Moxe ce
CacBUM UCK/BYUUTH — HAPOUMUTO 300T UMIbEHUIIE f1a je IBEeroBO MOINpCje Hac/IuKa-
HO IIOpefi KOMIIO3MIIMje O K0joj je ped! — anmy 61 ce oHa MoIa 6e3 MKaKBe orpajyie
IPUXBATUTU CaMo IIOJ] IIPETIIOCTABKOM Jla CIMKAp HUje CMaTpao 3a MoTpebHo Ha
yBa)kaBa TEKCTYa/IHU IIPEIJIOKAK Y MOITIERY CBUX KaPAKTEPUCTUYHUX I10jeTHOCTIL.
Pasyme ce, mehyTum, ga takas mocrymnak ujgeHtudukaluje vKoHorpagcke Teme o
KO0joj je ped He 611 6110 METO/IOMONIKY BajbaH. [IpyTM peurMa, y OiICYCTBY IOBO/BHO
KOHKpeTHe C/IMYHOCTH ca oarosapajyhum ogmomkom us XKuruja Ceeror HudonrTa,
HeMa pasjiora fia ce IpejicTaBa y jy’KHOj Kamenu 3afyx6muae MaHojna CTpyMu4kor
uaeHTNUKYje Apyraduje off MHOTOOPOjHNX IPYTUX IIPeficTaBa II03HATUX I107] HA3N-
BOM XPUCTOC Y C/IaBM.

ITpencraBe Xpucra y c1aBy CBefioue O HBeToBOj 60>KaHCKOj MIPUPOAM M MOfice-
hajy mocmarpaua Ha meros JIpyru gonasak. 3acHoBaHe Ha KOMOMHAIIV)Y elleMeHaTa
73 PasIMUNTUX AMOKATUIITUYKIX U IPOPOYKMX BU3Mja y KojuMa ce XpUCTOC IIPUKa-
3yje Y jellHOM Off CBOjiX MKOHOTpaCKMX TUIIOBA, 6mto kao Emanywn, IlanTokparop
unu Crapan [laHa, npefcTaBe XpUcCTa y CIaBM IOjaBUJIE Cy C€ jOII y paHOBM3aH-
THjCKOj yMeTHOCTH. [To6enoM nkoHodMIa, TeodaHUjcKe BU3Mje HAjpasIIMIUTUjIUX
THUIIOBA Cy MIPVJIMYHO 4eCTO IpeficTaB/baHe y ancuiama rpkasa n3Mehy IX u XI Beka,
1oce6HO, a/my He MCK/bY4MBO, Y MCTOUYHNUM IIPOBMHIMjaMa Bu3aHTHjcKOr LIapcTBa.
Hasxanoct, Mao je cauyBaHMX MOHYMEHTA/THUX IIpecTaBa XpyUCTa y CIaBU U3 OBOT
nepuoja Koju OfroBapajy ukoHorpaduju npeacrase y jy>kHoj Kamenu y Bemycu.
Crora cy joj uctpaxmupauy Hajuelrhe Tpa>kuiyu mapasene y MUHMjaTypaMa pyKOIMu-
cHMX Kibura. I1a unak, HujefiHa off 10 cajia yOYeHUX aHaJIoTuja He OfiroBapa y 3aio-
BOJbaBajyhoj Mepy ukoHOrpadumju npencTase y jy>kHoj Karenu Bebycn. 3a pasnuky
Of] BJIX, jeflaH paHMje HesanaxeH, a ppeckama Berbyce Takohe XxpoHomomKN 61M3aK
KOMIIapAaTMBHM NIPUMeEP y IPUAMYHOj MepH joj je mopynapan. To je munujarypa y
pykomucy Xomunuja Ipuropuja borocnosa ns Manactupa Ceeror IlanTenejmMona Ha
Csertoj Topu (Cod. 6, fol. 5v, XI Bek). Ped je, 3ampaBo, o mwiycrpanuju JJpyre Backp-
mme xoMmumnuje Ceeror Ipuropuja, y kojoj ce on ocsphe 1 Ha Busujy npopoka Apa-
kyMma (c. 17). Ta MuHMjaTypa je HajombKa, Mako He M CaCBYM MCTOBETHA aHA/IOIMja
3a MIpefCTaBy y allCUAM jy>KHOT Mapaknnca y Berbycu. Ha ocHOBY Te OKONMHOCTH, HU-
cMo, MehyTum, CKI0HM fia 3aK/BYYNMO 2 je 1 y 3apyx6uHn Manojra CTpyMudkor
unycrpoBaHa JIpyra Backpiima xoMmunuja Ipuropuja Hasujanckor. Cmarpamo fja je
Hajpas3/IoOKHMje OCTaTy Ha CTAHOBMINTY fia je Y Be/bycu Hacnmkana npefcraBa Xpu-
cTa y c1aBy, 6e3 MHCUCTUpPakba Ha lbeHOM KOHKPETHOM TEKCTYaTHOM IIPe/JIOLIKY,
KOJIVKO TOfI [1a je TaKBa MAeHTH(NUKALjA MOX/}a MICYBMIIIE YOIIIITEHA.
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