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3UJIHO CJIMKAPCTBO OJITAPCKOT
[IPOCTOPA I1IPKBE CBETE TPOJULIE
YV TABPOBITY

Aucimpakin: Y pady ce pasmamipa 3u0HO CIUKAPCIUBO Ol
wapckoe upociopa ypree Ceeiie Tpojuye y abposyy koo
Huwa, kao peiipeseniuiaiiusnu, wwiemMaiticku u uoejHo 3a-
OKpYJ#cenu ceemenitl KomillekcHe caukapceke yenute. L{pkea
Ceeiuie Tpojuye dbuna je xpam I'abpoeauxoe manaciupa 00
1909. 200une. Obnosmwena je 1835. cooune, a 3uoHo cau-
Kapcigo uzeenu cy 1875. eooune Koncmanimiun Jaxosmwe-
suh u Mapxo Munos u3z Iaruunuxa. Ilpoepam 3uonoe ciu-
Kapciea 00UpUHOCU TI03HABAY KOMIIEKCHO2 MEeXaHUumd
Koju je yiiuyao Ha HACTHAaHAK U )opMy YPKEEHO2 CUKapCc-
wea y Huwwxoj etiapxuju ipe 1878. cooumne.

Kwyune peuu: 3uono caukapciuso, Iabposay, Huwka
etiapxuja, Koncwmanimun Jaxosmwesuh, Mapko Munos, To-
oop Ciuanxosuh

Mamnactup ["abposair 6o je Tokom XIX Beka jenan
O]l Haj3HAYAJHUJUX PEIIUTH]CKUX, alld U JIPYIITBE-
HUX ToToca 3a XpuimhaHcky 3ajennuily Hwima u
okonuHe. ['abpoBall je HacebeHO MECTO y Hemo-
cpemHoj okonmHM Humna, ymasbeHo cBera 6 km on
HeHTpa rpaja. CMeITeHo je Ha NalnHaMa IJIaHUHE
CennueBmuiie, Ha pyOy Humike xotnune. [lomenyTo
je y monmucuma Humkor kagmmyka 1498. u Humke
Haxuje 1516. ronune. Ha u3maky ocmaHcke Biaaa-
BuHe O0mo je undmayk Jycyd-Oera nz Huma, 1ok je
HOBOYCTaHOBJbEHa ympaBa 1878. roguHe 3arexia
33 momahuncTBa ca 222 cranoBHuka.! Manactup
['abpogarr ca pkBom Csere Tpojuiie, Hama3u ce Ha
oko 2 km oz cema. MaHacTHp je cCMeITeH Ha UCTO-
yHUM TaauHama Opaa lopuine y mommam ['abpo-
Baukor noroka. Tyrope MaHactupa oapehusaia je
HUIIIKA IPKBEHO-IIKOJICKA OMIITHHA, 300T dYera je
JIOLIJIO JI0 cropa ca rabpoBaykoM OIIITHHOM IO-
clie ycraHoBJbewa yrpase Kpammesune Cpouje.2 Ha-
KOH MITO je TIOTHao MOJ| jyPUCAHUKIIN]Y ayTOHOMHE
[IpaBocnaBHe cpricke I[PKBE, MAHACTHUD je OMo cpe-
JUIITE mapoxuje Kojoj cy mpumazana cena [pado-
Ball, bapb6aroBo, BykmanoBo, Birace, Manommiire,
[Tepytuna, Kuexuna.> Manactup ['abposar umao

I Aupuh 1995: 23.
2 Musuhesuh 1878: 232.
3 MpaBocnasua cpricka npksa y Kpamesumn Cpouju 1895: 116.
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Abstract: The paper considers the wall paintings in the al-
tar of the Holy Trinity Church in Gabrovac near Nis, as a
representative, thematically and conceptually integrated
segment of a complex painting ensemble. The Holy Trinity
Church used to be the church of the Monastery of Gabrovac
until 1909. It was renewed in 1835. The wall paintings were
carried out in 1875 by Konstantin Jakovljevi¢ and Marko
Minov from Galicnik. The wall painting programme con-
tributes to the understanding of a complex mechanism that
had an impact on the creation and the form of church paint-
ings in the Diocese of Nis before 1878.
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During the 19th century, the Monastery of Gabrovac
was one of the most important religious, as well as
social topoi for the Christian community of Ni§ and
its surroundings. Gabrovac is a settlement very close
to Nis, only 6 km away from the centre of the city. It
is situated on the slopes of mountain Selicevica, at the
end of the Basin of NiS. It was mentioned in the cen-
suses of the Kadiluk of Nis in 1498 and the Nahiye of
Nis in 1516. Towards the end of the Ottoman rule, it
was the estate (chiflik) of Yusuf-Bey from Nis, while
the newly established administration of 1878 record-
ed 33 households with 222 residents.! The Monastery
of Gabrovac with the Holy Trinity Church was lo-
cated around 2 km away from the village. The mon-
astery was situated on the east slopes of Gorica hill
in the valley of the Gabrovacki potok [stream]. The
custodians of the monastery were appointed by the
church and school municipality of Nis, which led to
a dispute with the municipality of Gabrovac after the
establishment of the administration of the Kingdom
of Serbia.2 Having fallen under the jurisdiction of the
autonomous Serbian Orthodox Church, the monas-
tery was the centre of the parish that comprised the
villages of Gabrovac, Barbatovo, Vukmanovo, Vlase,

I Aupuh 1995: 23.
2 Munuhesuh 1878: 232.
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1. Ilpxsa Cseine Tpojuye

J€ CBOj€ METOXE Y HEeNoCpeIHO] OKOJIMHHU, LPKBY Y
Thypnunn, Ceery boroponunyy y CuheBy u usBecHy
npkBy CBetor JoBaHna.* Manactupcka npkBa Ceere
Tpojuiie mpey3ena je yiaory HUCK/bYYHBO MapOXHj-
ckor xpama 1909. roqune.>

Taynux momaraka O CTapocTH IpPKBe Hema.®
[IpeTxomHO MOMEHYTH MHCAaHU M3BOPH KOJU JIOHOCE
NoZIaTKe O celly He YKJbyuyjy MaHactup. KoHzepsa-
TOPCKA M apXeoJIOIKa HCTPaKMBarba HUCY Jlasa Io-
TBPIY O TIOCTOjamy crapuje rpaljeBUHE HA MECTY H Y
HerocpenHoj okoiauHu noctojehe upkse.” M3Be-cHO
je na je upksa Omna aktuBHa 1818. rogune, kana joj
je mpuioxkeH jenan mytup. O6HOBIBeHA je 1835. To-
nuHe.8 OOHOBa je W3BPIICHA HACTOJaleM HHIITKOT
tproBua Kocre Tonmoposuha, y3 yuenrhe rpaackux
ecHada. TpeM Ha 3amajHOj CTPaHH [PKBE MOAUTHYT
je 1855. ronqune xao mpuior Becenmna [layHoBuha
n3 Huma. Beha oOHOBa MaHacTHpCKOT KOMILIEKCa
u3BpIleHa je oko 1875. ronune, kaza je carpaheH ma-
HacTUPCKH KoHaK.? [IpuukoM oBe 0OHOBE M3BEICHO
je ¥ 3uJHO cnuKapcTBoO y 1pkBu CBete Tpojurte.

4 Kanun 1985: 183.

5 Muzauh 2019: 341,

6 3ppojesnh 1984: 83.

7 Augpejesuh 1996: 122.

8 Bupojesnh 1984: 83; Kammm 1985: 183; Ammpejesnh
1996: 122.

9 Kanun 1985: 183.

WALL PAINTINGS IN THE ALTAR OF THE HOLY TRINITY
CHURCH IN GABROVAC

1. Holy Trinity Church

Malosiste, Perutina and Knezica.3 The Monastery of
Gabrovac had its metochia in its direct proximity, a
church in Curline, the Church of the Holy Virgin in
Si¢evo and an unidentified church of St. John.# The
monastery’s Holy Trinity Church took over the role
of the parish church in 1909.5

There is no accurate data concerning the age
of the church.® The previously mentioned written
sources that contain data on the village do not in-
clude the monastery. The conservation and archaeo-
logical explorations have not provided any confir-
mation that there is an older building at the venue or
near the existing church.” It is certain that the church
was active in 1818 when a chalice was given to it as
a donation. It was restored in 1835.8 The restoration
was carried out thanks to the efforts of a merchant
from Nis, Kosta Todorovi¢, with participation of
the city’s guilds. The porch on the west side of the
church was built in 1855 as a donation of Veselin
Paunovi¢ from NiS. A larger restoration of the mon-
astery complex took part around 1875, when the

3 IIpaBocnaHa cpricka upkea y Kpasseunn Cp6uji 1895: 116.
4 Kanun 1985: 183.

5 Muzumh 2019 341.

6 3upojesnhi 1984: 83.

7 Auppejesuh 1996: 122.

8 3upojesrh 1984: 83; Kanmy 1985: 183; Anapejesuh 1996:
122.



3UJHO CIIMKAPCTBO OJITAPCKOI' [TPOCTOPA LIPKBE
CBETE TPOJULIE Y T'ABPOBLIY

Mamnactup ['abposart nmao je Tokom XIX Beka
UCTAaKHYTY YJIOTY HE camo y BepckoM Beh m y co-
[[1jaJTHOM U TOJIUTHYKOM KMBOTY XpHUIINaHCKe 3a-
jennune Huma. IlpunukxoM akuumje XyceuH-naiie
ycioBibeHe [pukum ycrankom 1821. ronune, kana
je crpamao mutponoiut Menentuje II ca Bube-
HUJUM CBEIITCHUIIUMA, CBeIITeHUK Mapjan [lomo-
Buh n306erao je mory0Jpeme CaKpHBILIU CE Y JeAHY
0auBy y octaBu ['abpoBaukor manactupa.l® ¥V ma-
HacTupy cy ce 1838. roguHe ckiiamanyi CTaHOBHU-
i Humra, y xome je Bragana enuaemuja kyre. !l

[locroje u M3BeCHM HABOAW Ja j€ MaHACTHUP
['abpoBamr 6MO M MecTO cacTajama OpraHu3aIlvje
no0poBoJkalia Kojy je dopmupao Ombop 3a mkonie
u yuuresbe y Crapoj CpOuju mouerkom 1874. ro-
muae. Opranuszanmja, kojy je npeasoano Hukoma
Kone Pammh, y ucropuorpadwuju je HazBana Humkn
komuTeT.!2 CBpxa OBe OpraHuzaiyje Owia je mpH-
KyIJbambe 0OpOBOJbAIla M KOMYHHKAIIH]ja Ca BJIaJOM
Kuexesune CpOuje, kao 1 cripoBol)eme MPOCBETHUX
¥ TpOTIaraHgHUX akTUBHOCTH Opbopa. AKTHBHOCT
Komurera, Koju ce MpOIIMPUO HA YHUTaBy OOIACT
[IpuspeHckor caHyaka, HHje MOAPOOHUje HCTpaXKe-
Ha. [locne mHMIMjanHUX cacTaHaka y JOMOBHMMa
Hunumja n xadanama, tokom 1874—1875. ronune,
Oerexu ce Tpelia3ak y OKoJTHA cejla M MaHacTupe. 13
Manactupu mmpom Hurke enapxuje Ounu cy 3Ha-
YajHU LIEHTPH OKYIUUbalha 3aBEPEHUKA U TOKOM IIpH-
npema u opranuzanyje 6yna 1835. u 1841. ronune,
NP Y€MYy Ce Kao [IeHTap 13/1Bajajy LpkBa BazHecemwa
XpucroBor u maHactup Cseror JoBana y [opmem
MarejeBiy.!4 Hema nonaraka HU 7@ je y paHHjUM
Oynama MaHactup [abpoBari ©Mao OBaKBy YIIOTY.
Opranuzanyja je HaBOIHO KOPUCTHIIA MAHACTHPCKE
MPOCTOpHjEe 3a CMEIITaj opyXkja npeHeror u3z Kue-
xeBuHe Cpbuje 1877. ronqune.! Ceemrenuka Ilerpa
Hxonomouha, nuile koje je MHHUIM]aTHBOM BIIAJIC
KnexxeBune CpOuje pyKOMOIOKEHO U TOCTABJHEHO
3a jJeTHOT O] IPE/IBO/ITHMKA OpraHu3alje, OCMaHCKe
BJIACTH JIpyKaJie Cy 3aTBOPEHOT y HOIPYMCKOj CKPHB-
HUIM MaHacThpa TokoM 1875. rogune. 16

Mamnactup je 3a00M0 U KapaKTePUCTUKE Me-
MopHujaiHor Ttoroca. Munan ‘b. Munmhesuh 3a6e-
JIEKHO je Tpename Ja je nocrojehu xpam noauHyT

10 Tarymuh 1979: 3.

I Parynuh 1985: 103.

12' Crauxosuh 1937: 15-19; Aunpejesuh 1996: 123.
13 Augpejesuh 1973: 178-179.

14 v, Amnpejesuti 1988.

15 Crauxoruh 1937: 18.

16 Tarymuh 1979: 16.

225

monastery’s dormitory was built.? The wall paint-
ings at the Holy Trinity Church were also done dur-
ing this restoration.

During the 19th century, the Monastery of Gab-
rovac played an important role not only in the re-
ligious, but also in the social and political life of
the Christian community of NiS. In the action of
Hussein Pasha provoked by the Greek uprising in
1821, when Metropolitan Melentije II with more
prominent priests was killed, priest Marjan Popovi¢
avoided being executed by hiding into a barrel at the
pantry of the Monastery of Gabrovac.10 In 1838, the
monastery served as a refuge for inhabitants of Ni§
since there was a plague epidemic in the city.!!

In addition, there are certain statements saying
that at the beginning of 1874 the Monastery of Gab-
rovac was also the meeting place for an organisation
of volunteers founded by the Old Serbia School and
Teacher Committee. The organisation, led by Nikola
Kole Rasi¢, has been named in the historiography as
the Committee of Nis.12 The purpose of this organisa-
tion was to bring together volunteers and to maintain
communication with the government of the Prince-
dom of Serbia, as well as to conduct educational and
propaganda activities of the Committee. The activity
of the Committee that spread over the entire territory
of the Sanjak of Prizren has not been studied in more
detail. The initial meetings held at the homes of Ni§
residents and at traditional inns were moved during
1874-1875 to surrounding villages and monaster-
ies.!3 The monasteries throughout the diocese of Nis§
were important places of gathering of the rebels also
during the preparation and organisation of revolts in
1835 and 1841. The main centres were the Church of
the Ascension of Christ and the Monastery of Saint
John in Gornji Matejevac.14 There is also no data as
to whether the Monastery of Gabrovac played such a
role in the earlier revolts.

Apparently, the organisation used the monas-
tery premises for the storing of arms transferred
from the Princedom of Serbia in 1877.15 Priest Petar
Ikonomovi¢, an individual who was ordained and
appointed as one of the leaders of the organisation,
was incarcerated by the Ottoman authorities in the

9 Kannr 1985: 183.

10 Tarymuih 1979: 3.

1 Farynuh 1985: 103.

12 Crankosuh 1937: 15-19; Auapejesuh 1996: 123.
13 Anppejesuhi 1973: 178-179.

14 Comp: Anapejesuh 1988.

15 Crankosuh 1937, 18.
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Ha TeMmesby HeMmamuhke 3amyxOuHe mnocBeheHe
Boroponuim,!” koje cy mpeHenan u NoTOmbH UCTOPH-
yapu.!8 Hemamuhko mopeksio npuImmcuBaHo je 1p-
KBU W 300T Hajasa jeJHOT Iedara y IMOpTH MaHac-
TUPA, KOJH je OTOM mociar y maHactup Jleuane.!?
OBakBa npe/iarba UMalia Cy U parMaTHuHy HaMeHy,
jep je UCTHIIamke CTapOCTH MaHACTUPA HAKOH OOHO-
Be Ilehke marpujapmmje 06e30ehuBano yBakaBame
KOJI OCMAaHCKHX BIIACTH, aJld j& jeTHOBPEMEHO J0-
MIPUHENIO ¥ Pa3BOjy W HErOBamy KYJITOBA OCHHBA-
4a.20 MuomTBo 60pou Boheno je Tokom 1877. ro-
JIMHE Y OKOJIMHU MaHacTupa, a [opuiia u ['abposau-
KM BHC TIPETIO3HATH Cy Kao Hajciaaduje ogqopamoOeHe
Tauke rpaja.2! MemopujaiHu KapakTep MaHacTHpa
[Mabpogar nonymwyje npeaame 1a cy NOrHHYIU BOj-
HUIIM CaxpameHU y MOPTH MaHACTHUPA, O YeMy He
MOCTOj€ CBEIOYAHCTBA Y BUIY o0elexja.2?

%k

IIpxBa Cere Tpojuiie je jemHOOpomHa Trpahe-
BHHA Ca TOJTYKPY>KHOM ariCHIOM Ha HCTOKY, HEIITO
y)KOM o]l mupuHe Haoca. LlpkBu je Ha 3amagHoj
CTpaHH MMPUJIO0/AT OTBOPEHH JApBeHHU TpeM. Haoc 1p-
KBE TI0JIEJbEH j€ Ha T TpaBeja yCKUM MUJIACTPUMA,
KOjH C€ Yy HUBOY CBOJA MCIIOJbaBajy Kao pedpa. ¥
HajHIKOj 30HM u3Mel)y munactapa GopMupanu cy
JYKOBH TIPUCIIOEEHHU y3 CEBEPHU OJHOCHO jJY)KHHU
3up. ITunactpu cBojoM 1yOMHOM yMamyjy pacrioH
cBoja. lllupoku cBoj je 10JaTHO OjadyaH APBEHUM
3arerama. IIpo3opcku oTBOpHM Hajasze ce y IEHTPY
OBHX JIyKOBa. XpaMmy ce IIPUCTyIa Kpo3 yJa3 Ha 3a-
MajJHOj CTpaHHM, Jy>KHO] U3 Haj3amafHUjer Tpaseja,
JIOK TTOCTOjH yJia3 ¥ Ha CEBEPHO] cTpaHu. Tpem mo-
YKMBa Ha JPBEHUM CTyOOBHMa, orpal)eH je HUCKUM
COKJIOM M HaTKPUBEH TPOCIMBHUM KPOBOM, HEUITO
HIDKUM O]] TOKpUBava npkse. @opma jernoOposHor
Xpama MOEJbEHOT MUIACTPUMA Haja3M Iapaseine
y LpKBeHOM rpamutesbcTBy KuexeBune CpOuje
m3mely 1818. u cpenune Beka.?3 MehyTtum, nyou-
Ha TPHUCIOKEHNX JIYKOBa HaJla3| IMapajesne y rpa-
mutesbetBy XVI m XVII Beka,?4 kakBo ce cpehe u
okpyxkewy Huma n 3amnamy, [loweMm [lparosby,

17 Musuhesnh 1884: 258.

18 Kanni 1985: 183; Jlospuh 1927: 40.
19 Kamum 1985: 184.

20 Menaxosuh 1974: 218.

21 Bpxosua komana 1879: 62—63.

22 Kamn 1985: 183.

23 Byjosuh 1986: 110.

24 ymyr 1984: 88-89.
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monastery’s priest hole in the cellar during 1875.16

The monastery also acquired the characteris-
tics of a memorial topos. Milan Mili¢evi¢ recorded
a legend that the current church had been built on
top of the foundations of a Nemanides endowment
dedicated to the Mother of God,!7 which has been
repeated by subsequent historians.!8 The Nemanides
origin was attributed to the church also because of
a find in the shape of a seal from the yard of the
monastery that was later sent to Decani monastery.!?
Such legends also had a pragmatic purpose, since
the emphasising of the age of the monastery, after
the restoration of the Patriarchate of Pe¢, ensured
respect among the Ottoman authorities, while also
contributing for a while to the development and
cherishing of the founder cult.20 Numerous battles
were fought during 1877 in the vicinity of the mon-
astery; Gorica and Gabrovacki Vis were recognised
as the weakest defence points of the city.2! The me-
morial character of the Monastery of Gabrovac is
additionally supplemented by the oral account that
the perished soldiers were buried in the monastery
yard, but there are no markers to this effect.22

sk

The Holy Trinity Church is a single-nave build-
ing with a semi-circular apse in the east that is some-
what narrower than the width of the naos. On the west
side of the church, there is an added open wooden
porch. The naos of the church is divided into five
bays by narrow pilasters that turn into ribs at the level
of the vault. In the lowest zone, between the pilasters,
there are blind arches formed on the north and the
south walls which reduce the span of the vault with
their depth. The wide vault is additionally reinforced
by wooden braces. The window openings are posi-
tioned in the centre of these arches. The church is en-
tered through the doorway on the west side, its south
section is entered from the most western bay, while
there is also an entrance on the north side. The porch
rests on wooden pillars, it is fenced off by a low socle
and covered by a triple pitched roof that is somewhat
lower than the roof of the church. The form of the
single-nave church divided by pilasters has parallels

16 Carymah 1979: 16.

17 Musnuhenuh 1884: 258.

18 Kanwm 1985: 183; Jlospuh 1927: 40.
19 Kamun 1985: 184.

20 Memnakosuh 1974: 218.

21 Bpxoeua komanza 1879: 62—63.

22 Kamun 1985: 183.
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babuukom, CuheBy.25 OBakBa mapasena Moria Ou
yKa3uBaTH Ha PaHUjU JaTyM HacTaHKa roctojehe
rpaljeBuHe, Ha K0jOj CE€ jaCHO BHJE M3BEJCHE HC-
NpaBKe y BHJY HPOIIUPEHA MPO30PCKUX OTBOPA U
JY’KHOT ynasa.

*

3uaHo cnukapctBo y upkBu CBere Tpojurie
Hactano je 1875. romuue, mTo je 3a0enekXeHo Ha
OpojHMM TPHIOKHUYKMM Harmucuma. H3yszerax
YUHU CJIMKAPCTBO HHUIIIE MMPOTE3UCca, HAacTajio 1862.
ronuHe.26 Harmucu 10OHOCE W MOTHHUCE ayTopa KH-
Bomuca. Y Tpaiy Koja OKpyxKyje mpeacraBy boro-
pomuie [lupe on Hebeca y koHxu arncuae ctoju
P¥ = KOC :IAROR 1875. [IpencraBa Teomopa Tupona
Ha WCTOYHOM 3Hy MOTIHcaHa je y ¢popmu P¥ : KOG
JAROR 1875. Ommmpan HaTmuc 0 OCIUKaBaBY Ip-
KBE HaJla3u C€ Ha 3alaJHOM 3MJly Haoca, Haj yia-
30M KOjH Y Hera BOIU M3 Tpema u miacu: 1Z PYROTY
MAPKAMHHOERA H: 1875 4() ANP. 23. Y npBoM HaTmH-
Cy mpeno3Haje ce ckpaheHa ¢opma moTmuca Ciu-
kapa Koncrantuna JakoipeBuha. CBoje mmyHO nMe
UACHTUYHOM TasnieorpadujoM OCTaBHUO j€ Y 3UTHOM
ciukapeTBy LpkBe y ['pkumu (1875)27 u xacHuje y
[Tacjany (1892), ka0 m Ha WMKOHaMa y MaHACTUPY
Jparanar (1892).28 [ToTnuc Ha 3amagHOM 311y jac-
HO TIOKa3yje nMe Mapka MuHOBa, clHKapa Mmo3Ha-
TOT y JuTeparypu,?® koju je Ha mpocropy Hurke
ernapxuje noTmnuc ocrasuo y 1pksu Ceetor Uinje y
[Teuemeny. [Ipe3ume cnukapa Ha MOTIHCY y Tabd-
pOBauKoOj IPKBH YMUTAHO je Kao MmiocaBibeBuh,

25 v Tlejuh 2003.

26 Tarymuh 1969: 144.

27 Mapxosuh 2019: 50.

28 Kenapjy Pajosuhi 2014: 187-188.
29 Bacumes 1965: 292.
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in the ecclesiastical architecture of the Princedom of
Serbia between 1818 and the middle of the century.?3
However, the depth of the blind arches has its own
parallels in the architecture of the 16th and the 17th
centuries?* that is also found in the surroundings of
Nis and the region of Zaplanje and villages of Donje
Dragovlje, Babicko and Si¢evo.25 Such parallel could
suggest an earlier date when the present building was
first constructed, since there are clearly visible altera-
tions in the form of expanded window openings and
the south doorway.
*

The wall paintings at the Holy Trinity Church
were created in 1875 which was marked on numer-
ous donor inscriptions. The paintings in the niche of
the prothesis, made in 1862, are an exception.26 The
inscriptions also bear the signatures of the authors
of the paintings. In the ribbon that encircles the de-
piction of Our Lady of the Sign in the apse’s conch
there is “P¥ : K0C :IAKOR 1875 and the depiction of
Theodore Tiron on the east wall was signed in the
form of “P¥ : K0C :IAROR 1875.” An extended inscrip-
tion about the painting of the church may be found
on the west wall of the naos, above the entrance
leading into it from the porch and it reads: {7 P¥-
ROFY MAPRA MHHOERA H: 1875 A() ANP. 23. In the first
inscription we may recognise the abbreviated form
of the signature of painter Konstantin Jakovljevi¢
who left his full name using identical paleography
in the wall painting of a church in Grkinja (1875)27

23 Byjosuh 1986: 110.
24 Iymyr 1984: 88-89.
25 Comp: Iejuh 2003.
26 Tarymah 1969: 144,
27 Mapxosuh 2019: 50.

2. Howiiuc crukapa y KOHXU aticuoe

2. Painter signature in the apse’s conch
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ITO je MOBOMMIIO 10 mpoOieMa uaeHTH(UKaIuje
cimkapa.30

Koncrantun JakomeBuh u Mapko MuHOB
ounu cy 3orpadu mopexiom u3 [annmuHuka u ne-
JoBasiu Cy y okBHUpy ucte Tajde. Tajdu je, usmehy
ocTaiux, npunanao 1 Musom JakosibeBuh, unja ce
JIeNIaTHOCT Ha npoctopy Hutike emapxuje Besyje 3a
3ajeIHUYKH paJi ca IOMEHYTHM cimkapuMa.3! O3Ha-
YeHU Cy Kao MpUMaJAHUIM pona byHnoBckwu, mro cy
YeCTO J0AaBaIN Y3 NoTHHc.32 O MOpoIudHUM Be3a-
Ma npunaaHuka tajde ce naraha.33 U3BecHo je na
ce Mapkos otan, Muno, 1865. rogune u3 ['anuunu-
ka ipecenno y Kapahoj (Karadwuro), cemno cmemre-
Ho m3Mmely Cepesa u Hepoxona (I'ome emuen).34
[Maxmwy u3a3uBa mojarak aa je Mapko MuHOB 610
OXKEHEH CeCTPOM apXuMaHjapuTa MaHactupa Cae-
tor JoBana [Ipereue y mecty ['opwu bpox ko Ce-
pe3a, Teonocuja, MOTOMWET CKOIICKOT MHUTPOIOIH-
ta.35 Apxumanaput Teoxocuje je ox 1875. rogune
00aBsbao (hyHKIM]Yy HAMECHHKA HUIIKOT MUTPOTIO-
nmuta Bukropa.36

Jematnoct KoncranTuHa JakoBibeBuha Ha
npocropy Humike enapxuje 3abenexena je ox 1871.
roAnHe, Kaja Ha UKoHocracy 1jpkBe Csetor ['eop-
rHja y 3amiamckoM ceny [opmu bapbem Hamsme-
HUYHO TIOTIIHCYje MKOHE ca Mujomem JakoBibe-
Buhem.37 Koncrantun JakoBibeBUh je m3paawo u
3MJHO CIIMKapCTBO LpKBe Ycmewa boropomune y
I'pxkumu 1875. ronune ca Anactracom Credano-
Buhem.38 U3mely 1887. u 1892. romuHe akTHBHOCT
Koncrantuna JakoBibeBrha 3a0enexena je y okpy-
xewy ['munana u Butuan.3?

Mapko MunoB ce Ha npoctopy Humike enap-
XHj€ IPBU MYT MIOMHIbE Y j€THOM 3aIKCy Ha KEbU3U
AmnocToun, Koja My je nokjiomeHa 1868. rogune, kao
haky #ouucanuja y upksu y bynymkom Hudmyky,
nok Mwunom JakoBibeBuh u3palyje MKkoHe U 3ua-
He ciuke y oBoM xpamy.*? ITormmc oBor 3orpada,

30 Iemanun 1985: 134; Aunpejesuh 1996: 122; Crounth
2006: 433; MPUITUKOM PEIEHTHOT IyOINKOBamka HATIIHCA ayTOPH
Cy Ce Orpauiii Ol OBAKBOT YWTaba ajld HHUCY HU IIOHYIMIN
npenu3Hujy Bapujanty: Mumuh, Anexcuh 2020: 66.

31 Hukonoscku 1984: 20.

32 Bacuimes 1965: 292.

33 Mummurpos 2010: 456.

34 ivurpos 2010: 456.

35 Mumurpos 2010: 453.

36 Jumescku 1965: 40-43.

37 Tarynuh 1969: 136.

38 Tarymuh 1969: 136; Mapxosuh 2019: 150.
39 Kenapjy Pajosuh 2017: 86-87.

40 Tarymih 1967: 126.
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and later in Pasjan (1892), as well as on icons at
the monastery of Draganac (1892).28 The signature
on the west wall clearly shows the name of Marko
Minov, a painter known in literature,2® who left his
signature on the territory of the diocese of Nis at the
Church of St. Elijah in Pec¢enjevac. The surname of
the painter in the signature at the church of Gabro-
vac used to be read as Milosavljevi¢, which lead to
issues concerning the identification of the painter.30

Konstantin Jakovljevi¢ and Marko Minov were
fresco and icon painters from Gali¢nik who operated
within the same artistic group. Among other people,
the group also included Milo§ Jakovljevi¢ whose ac-
tivity on the territory of the diocese of Nis is linked
to the joint work with the said painters.3! They were
marked as members of the Bundovski family, which
they often added alongside the signature.3? The family
ties of the members of the artistic group may only be
guessed.?3 It is certain that the father of Marko, Mino,
moved in 1865 from Gali¢nik to Karacoj (Katafito), a
village tucked between Serres and Nevrokop (Gotse
Delchev).34 The attention of the researchers is caught
by the fact that Marko Minov was married to a sister
of archimandrite of the Monastery of Saint John the
Forerunner in the village of Gornji Brod near Serres,
Teodosije, who was subsequently the Metropolitan of
Skopje.35 From 1875, Archimandrite Teodosije was
appointed to the function of the deputy of the Metro-
politan of Nis, Viktor.36

The activity of Konstantin Jakovljevi¢ on the
territory of the diocese of Ni§ was recorded from
1871, when he alternately signed the icons at the
iconostasis of the Church of Saint George in the vil-
lage in Zaplanje region, Gornji Barbes, with Milo§
Jakovljevi¢.37 Konstantin Jakovljevi¢ also did the
wall paintings at the Church of the Assumption of
the Theotokos in Grkinja in 1875, together with
Anastas Stefanovic¢.3® Between 1887 and 1892, the

28 YKenapjy Pajosuh 2014: 187-188.
29 Bacumuen 1965: 292.

30 TTespannn 1985: 134; Amnnpejesuh 1996: 122; Cromuh
2006: 433; during a recent publication of the inscriptions, the
authors distanced themselves from this reading, but they did not
offer a more precise variant: Mumh, Arexcuh 2020: 66.

31 Hukonosckn 1984: 20.

32 Bacusues 1965: 292.

33 mmurpos 2010: 456.

34 Jumutpos 2010: 456.

35 HMummrpos 2010: 453.

36 JTumescku 1965: 40-43.

37 Tarynuh 1969: 136.

38 Tarymmh 1969: 136; Mapkosuh 2019: 150.



3UJJHO CIIMKAPCTBO OJITAPCKOI' ITPOCTOPA LIPKBE
CBETE TPOJULIE Y TABPOBILIY

ocuM y ['abpoBiy, Hamaszu ce u y npksu Ceror
Wnuje y [ledemeBiy, rae je u3paano 3WAHO CIH-
KapctBo y nepuoay usmehy 1873. u 1875. rogune.
Kao mpumamaumnm tajde, Koncrantun JakoBibeBuh
1 Mapko MHHOB 3aCHTYPHO Cy Y Pa3lIUUUTO] MEpU
Y4eCTBOBAJIM y paJioBUMa Koje mornucyje Muom
JakoBsreBuh y mnpkBama y [abpoBmy (ukoHe Ha
WKOHOCTacy mornucao je 1863), ['pkumu (MKOHO-
crac, 1867), Kue3 Ceny (1870), lopmem bapbemnry
(1871) u bynymkom Yudnyky (1872). Ha ocnoBy
MKOHOTpaCKUX mapanesa u crenupuaHe u3senoe,
OBOJ PaJMOHUIIU MOKE C€ MPUITUCATH U ayTOPCTBO
HETNOTIUCAHOT 3UJHOT CIIMKAPCTBA I[PKBE YCIEHa
Boroponurie y Jlomem MehypoBy, kojy je oCBETHO
MutpononauT Bukrop 1872. ronune. IloueBmm of
1876. ronune, Mapko MuHOB noTnucyje aena 3uj-
HOT ciuKapcTBa ca Oparom Teodwuiom, poheHuM
oko 1852. rogune, U TH paZioBU C€ Be3yjy 3a OKO-
muHy Hespoxona n Mennuka. KonkpeTHo, peu je
0 3UJIHOM CIIMKapcTBy y IpkBama Caetor ['eopruja
y Howoj Cymunu (1876), Yenewa boropomuie y
ceny Jluku (1880-1885), Ceeror Huxomne y Lpse-
HoM bpery (1882), Csetor Jumutpuja y Termosy,
Cseror Huxone y Jloneny (1887), boropoauue Ku-
BoToHOCHOT McTounuka y Kamarosy (1888), e Ce-
tor Kupuna u Mertoauja y barpenmma (1889).41

*

3unHo ciukapetBo HpkBe Ceere Tpojune y
['abpoBily W3BEIEHO je Tako Ja, y CKJIaay ca Tpa-
JMIMOHATHOIINY, Y MOTIYHOCTH MMOKPHUBA YHYTpa-
e 3UJJ0BE Xpama, Kao | 3amnajHy ¢acany mpKse.
[Tpunukom u360pa crieHa NoTOBaHa je CUMOOINY-
Ka Tororpaguja mpocTopa xpama, HoTpede puryana
U crienuUIHN 3aXTeBH Hapyuwunana. CIukapcTBo
y HAoCy U3BEJICHO je y TPU 30HE, U3Y3€B COKIA,
KOjH je ocTao 0e3 CIIMKaHUX IpelcTaBa. TeMaTcKu
penepToap 30Ha yckialeH je ca CMiMOOIMKOM Xpama
Kao CIIMKE CBETA, IIPU Y€MY CBOJOBH MPEICTABIbA]Y
HeOecKy cdepy, JOK Cy HWXKH JCJIOBU OJIMKH 3e-
MaJbCkoM.42 [lomToBaHa je W CHMOOJIWYKA TOIO-
rpaduja Xpama ¥ Xujepapxuja TeMa U CBETHTEJbA.
[Toetuka 3umHoT cukapcTBa npkee Ceere Tpojurie
y CKJIaJy je ca 30rpad)CKUM MOJEIIOM CIIMKAapCTBa,
KOjU je y MOTIYHOCTH JAOMHMHAHTAaH Ha MPOCTOPY
Humike enapxuje 1o 1878. rogune. OBakaB mMozaen
CJIMKapCTBa, KOjH MOYMBA HA TPAIUIIMOHATHOCTH U
Y4eCTBYj€ Y BU3YCIIHOM KpeHpamy KyJIToBa, OO je

41y, iumurpos 2010.
42 Ylajcuesuh 1855: 4-5.
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activity of Konstantin Jakovljevi¢ was recorded in
the surroundings of Gnjilane and in Vitina.3%

The first time Marko Minov is mentioned on the
territory of the diocese of Ni§ was in an inscription
on the Apostle that was in 1868 given to him as the
student of the popisanije at the church in Banuski
Cifluk, while Milo§ Jakovljevié did the icons and the
wall paintings at this church.4? In addition to Gab-
rovac, the signature of this painter may also be seen
in the Church of Saint Elijah in PeCenjevac where
he did the wall paintings in the period between 1873
and 1875. As members of the artistic group, Kon-
stantin Jakovljevi¢ and Marko Minov certainly to
a different degree took part in the works signed by
Milos Jakovljevié, in the churches in Gabrovac (he
signed the icons at the iconostasis in 1863), Grkinja
(the iconostasis, 1867), Knez Selo (1870), Gornji
Barbes (1871) and Banuski Cifluk (1872). On the
basis of the iconographic parallels and the specific
execution, this workshop may also be attributed with
the authorship of the unsigned wall paintings at the
Church of the Assumption of the Theotokos in Don-
je Medurovo, consecrated by Metropolitan Viktor
1872. Starting from 1876, Marko Minov signed
wall paintings together with his brother Teofil, born
around 1852, and these works are linked to the sur-
roundings of Nevrokop and Melnik. Concretely, this
concerns the wall paintings at the churches of Saint
George in Donja SusSica (1876), Assumption of the
Theotokos in village Lika (1880-1885), Saint Ni-
cholas in Crveni Breg (1882), Saint Demetrius in
TesSovo, Saint Nicholas in Dolen (1887), Mother of
God the Life-Giving Source in Kapatovo (1888) and
Saint Cyril and Methodius in Bagrenci (1889).4!

k&

The wall paintings at the Holy Trinity Church in
Gabrovac were done in such a way that, in line with
the tradition, they fully cover the interior walls of
the church, as well as the west facade of the church.
When selecting the scenes, the symbolic topography
of the church’s space was fully respected, as well as
the needs linked to the rites and the specific demands
of the ordering party. The paintings in the naos were
done in three zones, except for the socle that was left
without painted depictions. The thematic repertoire
of the zones was aligned with the symbolism of the
church as the image of the world, in which the vaults

39 Kemapjy Pajosuh 2017: 86-87.
40 Parymuh 1967: 126.
41 Comp: Jumurpos 2010.



3. Ucyc Xpuciuoc, deimian Cesetie Tpojuye
3. Jesus Christ, a detail from the Holy Trinity

MIOTO/IaH 32 M3paKkaBambe CaBPEMEHHX CTAaBOBA IIp-
KBE, Kao M XpHIhaHCKe 3ajeHuIIe y mporiecy (op-
MHUpamba JOKATHOT M HAIIMOHAHOT UICHTUTETA.43
AKTUBHY yJOry y yoOiuuaBamy Iporpama
3ugHOr cnuKaperBa npkee Csere Tpojure mmana
je 3ajenHuIa BepHUKa. Y (pOpMaNTHO-TIPABHOM CMH-
CIly 3ajeHHUILY je MpeCcTaBbaia IPKBEHO-IIKOJICKA
ommruHa. Hamgnexxnoct Han manactupom [abpo-
Ball MMaJia j& HHUIIKA [[PKBEHO-IIKOJICKA OMILNTHHA,
Koja je ompehuBana TyTope u3 pexa mupjana.*4 Ha
Yely HUIIKE IPKBEHO-IIKOJICKE OIMIITHHE OZHOCHO
CHHOJIa, KaKO je jOII OBO TEJO Ha3WBAHO, HAJIA3MO
Cce HAMECHHMK MUTPOIIONUTA, JAOK cy BehuHy wia-
HOBa YMHWIN UCTaKHYTH TproBuu. CHHOJ je, W3-
Mely ocraior, IMao HaJUIeKHOCT TPU U3rPAbU U
orpeMamy XpamoBa Kpo3 obez0ehuBame cpeacra-
Ba, AaHTAKOBAIbE I'PAJANUTEIHA U CIIMKapa, HAO0aBKy U
cTapame O MOKPETHOM HMHBeHTapy.*> Besza Mapka
MmuHOBa ca apXUMaHAPUTOM TeomocujeM, KojH je,
W3BECHO, OMO Ha Yely JICCKOBAYKOT CHHO/A,*0 Mo-
IJ1a je YyTUIAaTH Ha BENHWKHU Opoj aHrakmaHa Tajde
ByHI0BCKH Ha MTPOCTOPY YUTABE eMapXuje.
Bepuunu cy Takohe MHAMBUAYaTHO M HETIO-
CpeIHO y4ecTBOBAIMU Y (hOpMyJIaliuju Iporpama Ciu-
kapcTBa 1pkBe Cere Tpojuile Kpo3 NPUIOKHHYKA
yuH. Y Iporpamy ce u3/Baja u Kpeupame MeMopuje
Ha ktuTopa obHoBe, Kocty Tomoposuha, BepoBat-
HO JYTOTOIWIIEET TyTOpa Xpama, ¢ 003MpOM Ha

43 Makuljevié 2003: 390.
44 Mumuhesuh 1878: 232.

45 O HamIeKHOCTMMA HUIIKOT CHHOZA B. Xauu-Bacwbesrh
1928: 338.

46 Panocasseesuh 2009: 98.
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represent the firmament, while the lower sections are
closer to the earthly sphere.42 The selection also re-
spected the symbolic topography of the church and
the hierarchy of the themes and saints. The poetics
of the wall paintings at the Holy Trinity Church is in
line with the zographic painting model that was com-
pletely predominant on the territory of the diocese
of NiS§ until 1878. Such painting model, which rests
upon the traditional approach and takes part in the
visual creation of cults, was suitable for expressing
the contemporary positions of the Church, as well as
the Christian community, within the scope of forming
the local and national identity.43

The local community of believers played an
active part in the shaping up of the wall painting
programme at the Holy Trinity Church. In the for-
mal and legal terms, the community was represented
by the church and school municipality. It was the
church and school municipality of Ni§ that was in
charge of the Monastery of Gabrovac and they des-
ignated the custodians from among the laymen.44
The church and school municipality of Ni§ or the
Synod, as this body also used to be called, was head-
ed by the metropolitan deputy, while the majority
of the members comprised prominent merchants.
Among other things, the Synod was in charge dur-
ing the construction and equipping of churches, by
providing funds, engaging builders and painters,
procuring and taking care of the movable invento-
ry.4> The link between Marko Minov and Archiman-
drite Teodosije, who certainly headed the Synod of
Leskovac,* could have had the impact on the large
number of engagements of the Bundovski artistic
group throughout the entire diocese.

The members of the congregation individually
and directly also took part in the formulation of the
painting programme at the Holy Trinity Church
through their acts of donation. The creating of
the memory of the ktetor of the restoration, Kosta
Todorovi¢, probably a long-term custodian of the
church taking into account that he was still alive in
1869, stands out within the programme.4’ For the
purpose of liturgical memory, the individual and
the family, different depictions were donated by
inn-owners Todor Miti¢ and Vucko Savié, grocery

42 Ylajcuesuh 1855: 4-5.
43 Makuljevi¢ 2003: 390.
44 Mumuhesuh 1878: 232.

450 HaiexxHoctuMa Humkor Cunona: Xanu-Bacuisesuh
1928: 338.

46 panocasssesuh 2009: 98.
47 Comp: Bojunosuh 1985: 118.



3UJJHO CIIMKAPCTBO OJITAPCKOI' ITIPOCTOPA LIPKBE
CBETE TPOJMLIE YV TABPOBIY

TO ma je Ouo y xuBoTy U 1869. rogune.4’ V cBpxy
JUTYPTHjCKE MEMOpHje, IOjeAuHIIa U TIOPOIUIIE,
MOjeIMHAYHE MPEICTaBE Cy NMPUIOKIWIN MEXaHIIN]je
Tomop Mutuh u Byuxo Casuh, 6akamun Credan
JosanoBuh, HInupunon /lomoB y ciiomen cuna To-
nopa, Mapa Ilnupunonosa, nokrop I[lanajor u3
JleckoBua, Ilepa LIBeTkoB y cilovwen cuna Huxomne,
@unun Joanosuh, Taca Ctpennuja ca cunom Jla-
3apoM, Musie CtankoBuh ca KeHOM Y cilomer CUHA
JoBana, Mune Munuh Bbaranka, kao u aBe JIMYHO-
CTH KOje ce npe3uBajy MiaieHoB, urja UMEHa HUje
moryhe y nenoctu pekoHcrpyucatu. Corepuosno-
IIKKM MOTUB UCTHUYE C€ y MPHJIOKHUYKOM HATITHCY
Tonopa CrankoBuha, ICTUCAHOM Ha YEOHO] CTPAHU
pebpa uenTpansor coxa: ()Y 0RPAL ORI NMPIAOKH. ZA
CMOM() TOAOP CTAHRORH() () TAl COXPAHT €ro ¢AC ().
[TpuIOKHUIITBO je& MMAJI0O U COIWjaiHy YJIOTY, Te
NPWIOKHUYKHA HATIIMCH OCJIMKABajy XHjepapxujy
U CTPYKTYypy 3ajeqnuie. Mely npuioxHuimma ce,
OCHM TIpUMAJHMKA 3aHATIMja U TProBala, Koju Ccy
TPaIUIIMOHAIHO HOCHOIM HAaTPOHAKHOT MEXaHH-
3Ma, u3aBaja Togop CrankoBuh Kao HOCHUIIALl jaBHE
¢ynkimje. CrankoBuh je o 1871. 610 aHraxkoBaH
Ka0 PEIAaKTOp CPICKHX TEKCTOBa JwmcTa [Ipuspen,
cinyxOeHor racuna [IpuspeHckor Buiiajera, KoMme
jé aAMHHHCTpPATWBHO mpunaaana u Hwumka Ha-
xuja.*8 Tokom 1875. rommue mpeys3eo je Boheme
Humkor komurera npuinkom oacycrtsa Kosnera Pa-
mmwmha, xoju je 6opasuo y Cpouju.4 AKTUBHOCTH Cy
ce ofHOcWiIe Ha obasemiTaBame Ondopa 3a mKoie
u yuuresbe y Crapoj CpOuju o norahajuma y Humry
¥ OKOJIMHH, K20 1 Ha MIPEHOC HOBIIA M KEbUTA 32 TO-
Tpede Ondopa.>0

VYipkoc pa3BujeH0j KOMyHHUKAIIM]jH, TTOJAIHU 10
KOJUX Ce JIONUIO TOCAIAIIbUM HCTPAXKHBAakbUMa HE
yKazyjy Ha Henocpenny nomoh Cpbuje npuiimkoM
0o0HOBE MaHAacTHpa M OcCjlHMKaBama IpkBe CBere
Tpojwurte.

b3

[Tporpam ciaukapcTBa ONTapcKOr MPOCTOpa U3-
BEJIEH je Y TPH 30HE, JIOK Cy y camoj arcuau ¢op-
MupaHe 1Be 30He. Kanorty ancuzae 3ay3uma yoou-
yajena npexactsa boropoauue Ilupe ox HebGeca.
[IpBy 30HY CIIMKapcTBa OJNITAPCKE ATICHJIE YNHH HU3
(pOHTAIIHO MOCTAaBJLEHUX CBETUTEIhA, CEBEPHO IO~

47 Vi Bojunosuh 1985: 118.
48 Jlunuh 1997: 56.

49 Auppejesuh 1973: 179.

50 Bysmuhesnh 2013: 223, 227.
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shop owner Stefan Jovanovié, Spiridon Domov to
the memory of his son Todor, Mara Spiridonova,
doctor Panajot from Leskovac, Pera Cvetkov to the
memory of his son Nikola, Filip Jovanovi¢, Tasa
Streldzija with his son Lazar, Mile Stankovi¢ with
his wife to the memory of their son Jovan, Mile
Mili¢ Batalka, as well as two individuals with sur-
name Mladenov whose names cannot be fully re-
constructed. The soteriological motive stands out in
the donation inscription of Todor Stankovi¢ writ-
ten on the front side of the central vault’s rib “()
Y OKPAL ORT MPIAOKH. ZA CMOK() TOAOP CTAHKORH() ()
Tal COXPAHT €ro ¢A¢ 4().” The act of donation also
played a social role and thus the donation inscrip-
tions reflect the hierarchy and the structure of the
community. In addition to the members of crafts-
men and merchants who were traditionally carriers
of the patron mechanism, Todor Stankovi¢ who was
a holder of a public function stands out among the
donors. From 1871, Stankovi¢ was engaged as an
editor of the Serbian texts in the Prizren newspa-
per, the official gazette of the Vilayet of Prizren that
in administrative terms also included the Nahiye of
Nis.48 During 1875, he took over the heading of the
Committee of Ni§ during the absence of Kole Rasi¢
who was in Serbia.4® The activities were linked to
informing the Old Serbia School and Teacher Com-
mittee about the events in Ni§ and its surroundings,
as well as about the transfer of money and books for
the needs of the Committee.50

Despite the developed communication, the data
that we have been collected by the research conduct-
ed so far does not suggest any direct assistance of
Serbia during the restoration of the monastery and
the painting of the Holy Trinity Church.

%

The painting programme in the altar was car-
ried out in three zones, while in the apse itself there
are two zones. The calotte of the apse is taken by
the usual depiction of Our Lady of the Sign. The
first zone of the paintings in the altar’s apse includes
a number of frontally positioned saints, starting on
the north with the depiction of Saint Sava, followed
by Saint Simeon the Myrrh-Gusher, Saint Spyridon,
Bishop of Trimythous, Saint Nicholas of Myra, con-
tinuing south of the window with depictions of Saint
Stefan, King of Decani, Saint Athanasius of Alex-

48 Jlumuh 1997: 56.
49 Augpejesuh 1973: 179.
50 Bymuhesnh 2013: 223, 227.
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yume npezacraBom Ceeror Case, cienu Ceeru Cu-
MeoH MupotounBu, Ceetu Crupugon TpumuTyH-
cku, CBeru Huxonma Mupnukujcku, HacTaBba ce
JY’KHO of1 mpo3opa, rae cy npukazanu Ceeru Cre-
¢an xpasb [leuancku, CBetn AtaHacuje AJCKCaH/I-
pujcku, Te moHoBO CBetn Hukona Mupnukujcku u
Cgetu CriupuoH TpUMUTYHCKHU.

Boropoanma Illupa on Hebeca (MTEPL EkHA
HIHPWIAA CHERECH) mprKa3aHa je Ha 37aTHO]j 033U~
HH, JI0II0JaCHO, JIOK jOj je Ha rpyauMa y IIeCTOKpa-
Koj 3Be3au Xpucroc Emanyuio, koju Omarocusba
obema pykama. boropomuma je omeBeHa y IUIaBy
TYHHKY, TIPEKO KOje je IPBEHH Ma(pOpPHOH, TOK CY
kon Xpucrta 60je ofexau MHBepToBaHe. Tpaka y
JIHY TIpeJICTaBe HOCH LUTaT Tpomapa boropoaumu:
[IPOPOLIH MPOMORKAALI AMO HAZ() 1 Mkl ERPORAXKOM K
EOTOPOAHLS A ROHCTHHY CSW¥() THM H REAHYACH
POKTRO TROE. IIpencrasa je ¢uaHkupana (urypa-
Ma anljena, KOju HOCE CBUTKE Ca HATIHCOM (YUTaK
camo ca ceBepHe ctpane): $TP0 CRETACHWAA. Y nry
KOMIIO3MIIMj€ WCIHCAH je TPHIOKHUYKU HATIIUC:
PHAOAHAR HZ HHII MEAHAHA TOAOPh X~ MHTHRR H
R¥1K0 CARHRR H RARAAHHL CT¢PAHL HORAHORHEK PY :
ROC :AROR 1875. IIporpamcku, boropoauna lupa
ox Hebeca je crangap/iHO peliemhe CIIMKapceTBa Io-
JyKanoTe arncuje, Koje Mpenopyvyjy epMUHH]E KO
XpamoBa KOJ KOjUX He MOCTOjU KyIoJia Haj oJITap-
CKUM mpoctopom.3! Cumbom3syje JbyIaCcKy pUpomy
Xpucra u 6oxaHcko oBaruoheme.52 Kopecrnonaupa
ca JUTYPrujcKOM (PyHKIIMjOM OJNTApCKOT MPOCTO-
pa Kao MecTa Ha KOME C€ OCBELITaBa TEJIO U KPB
Xpucronra.>3 [Iparehu Tekct Tpormapa ykasyje u Ha
mIopUQUKAIH]y LPKBE, KOja ce MPUKa3yje Kpo3 beH
k.24 [Mpunagaumm tajdhe byHmoBcku u3Benu cy
UICHTUYHO PEIIeHhE MONyKajIoTe y IpkBama y be-
noBy, 3naronucty, TemoBy n Tomomaunm (Muon
JakoBspeBuh).?>

Cgertu Caga (C. ¢(ARA APKHEMHCROM) mpuka3zaH je
y crapujoj mobu, kpahe ceme koce u ayre Opane,
IJ1aBe OKpeHyTe Omaro yneo. JlecHoM pykom Oia-
rocuJba, JI0K y JIEBOj APKH pa3BUjEHU CBUTAK Oe3
Harrica. OIEBEH je y apX#jepejcKu OpHaT, KOju 10
CB0jOj (hopMu onmroBapa caBpeMeHO] OICKIH APXH-
jepeja. [Ipeko myre TyHHKe ca eMUTPaXUIbEM HOCH
MypHIypHH CaKOC ONEPBaKEH TPAKOM Yy 3JIaTOBE3Y,
peKo Kora je omodop. Ha rmasu my je 3marHa MuTpa

51 Bacumues 1977: 62.

52 Brenk 2010: 1011, 76, 110.
53 Majcujesuh 1855: 4.

54 Tomnoeuh 1995: 77.

55 Tumurpos 2009: 62.
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andria and again Saint Nicholas of Myra and Saint
Spyridon, Bishop of Trimythous.

Our Lady of the Sign (MT¢PL EAHA WHPLAA
CHERECH) is shown against the golden background, in
half-length, with Christ Immanuel in a six-pointed
star on her chest blessing with both hands. The Vir-
gin is dressed in a blue tunic over which there is a
red maphorion, while the colours of the garments of
Christ are inverted. The ribbon at the bottom of the
depiction exhibits a quotation from a hymn to the
Virgin “NPOPOLH MPONORKAALL AMO HAY() | Mkl ERPORA~
KOWM'h ROTOPOAHUE A ROHCTHHY CXWIY() THH H REAHYACH
POXTRO TROE.” The depiction is flanked by figures of
angels carrying scrolls with inscription (readable
only on the north side) “STP0 (RETACHIWAA.” At the
bottom of the composition there is a written donor
inscription “MIPHAOKHAL HZ HHII KEAHKHA TOAOPL
K~ WMHTHRL H R¥YR0 CARHRL H EARAAHHL (TEPAHR
HORAHORHK PE : KOG :AKOR 1875 1875.” In terms of
the programme, Our Lady of the Sign constitutes
a standard solution for the painting of the apse’s
semi-calotte, recommended by the hermeneia for
the churches where there is no dome above the altar
area.! It symbolises the human nature of Christ and
the Divine Incarnation.32 It corresponds to the litur-
gical function of the altar area as the place where
the body and the blood of Christ is blessed.>3 Fol-
lowing the text of the troparion, it also points at the
glorification of the church that is shown through her
image.>* Members of the Bundovski artistic group
executed the same solution for the semi-calotte at
the churches in Belovo, Zlatolist, TeSovo and Topol-
nica (Milos Jakovljevi¢).55

Saint Sava (. (ARA APXHEMHCKOM) is shown at an
older age, with shorter gray hair and a long beard,
and with his head turned slightly to the left. He is
blessing with his right hand, while in his left hand he
is holding an open scroll without any inscription. He
is dressed into an archihiereus chasuble, which by
its form corresponds to the modern garments of the
high priests. Over a long tunic with an epitrachelion
he wears a purple sakkos bordered with a golden
embroidered ribbon with an omophorion over it. He
had a golden mitre with a cross on his head. The
depiction of Saint Sava departs from the traditional
model.5¢ It is done in line with the solutions estab-

51 Bacumues 1977: 62.

52 Brenk 2010: 1011, 76, 110.

53 Tajcujesuh 1855: 4.

54 Tlonosuh 1995: 77.

55 Jtumurpos 2009: 62.

56 Comp: hoposuh JbyGunxosuh 1956-57: 81.
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4. Ceeiuu apxuetiucxoi Casa u Ceeitiv Cumeon
Mupoiiouusu

ca kpcrom. Ilpuka3 Cseror CaBe oxcTymna of Tpa-
JTMIIMOHATHOT Mojiena.>¢ Y ckiaay je ca peliemu-
Ma YCTaHOBJBEHHM Y 30rpad)Cckoj Mpakch IyTeM
MITaMIAHUX TIpeJuIoXKaka, mpeBacxoaHo Cremaro-
rpadwuje, Koju Cy CTaHJapAN30BaHU YKIbYUHBAHEM
y TekcToBe epMmuHHja.5’ OBaKBO pelIewke, Koje ce
ocrama Ha OApOKHY MOETUKY BEIMYajHOCTH, OWIIO

56 V. hoposuh-JbyGunxosih 1956-1957: 81.
57 I'posnamnos 1991: 217-224.

4. Holy Archbishop Sava and Saint Simeon the
Myrrh-Gusher

lished in the zographic practice by printed templates,
primarily Stemmatografia, which were standardised
by being included into the hermeneia texts.>” Such
a solution that rests on the Baroque poetics of gran-
deur was in line with the nature of the ecclesiastical
cult of this saint among the Slavic population living
in the Ottoman Empire.58

57 Tposnanos 1991: 217-224.
58 Kyrommxues 2015: 342-343.
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jey ckilaay ca mpupoIoM LIPKBEHOT KyJITa OBOT CBe-
TuTesha Mely ciIoBeHCKMM cTaHOBHHIITBOM y Oc-
MaHCKO] UMTIepHju.>8

Ceetrn Cumeon MupotounBu (6. CHMEOH HHPO~
TOYHEH) mpuka3zaH je ¢ppoHTaNHO, AyTE cene Opane
u Oagemactux ounjy. OzneBeH je y oaehy Bemmko-
CXMMHHKA Ca KyKOJbUIIOM Ha IIaBH. Y JE€CHOj pyLH
My je OpojaHMIa, JOK Yy JI€BO] APXKH pa3BUjeHU
ceutak. Mkonorpaduja Ceeror CumeoHa, mpuka-
3aHOT Ka0 BEJIMKOCXUMHHKA, MPATH PelIeHhe ycTa-
HOBJBEHO TOKOM IIPOTEKIMX BEKOBA, YCIOBJHEHO
MIPOCIIaBJbAbEM OBE JIMYHOCTH KAao CBETOI MOHA-
xa.5 NxoHorpadwuja je mpuxsaheHa u y 6apoKHUM
porpaMumMa, Te je yT BEeHOT yCBajama y 3orpad-
CKOj Tpakcu uaeHThuyaH npexacraBu Ceeror Case.
Wxonorpadckn Mozenu ynorpeO/beHH 3a TpHUKa3
Cgeror Case u Cetor CumeoHa OOJMKOBAaHU Cy
3a notpebe cTBapama MaHTEOHA HAIIMOHAJTHUX CBE-
TUTEJhA 32 MOTPeOE BEPCKO-TIOMUTUYKOT MPOrpaMa
KapnoBauke mutpomnonuje y cBpXy oadpaHe Bep-
CKOT U TTOJIUTHYKOT UaeHTHTEeTa.%0

[TocraBmamwe Ceeror Cumeona jeBo ox Cae-
tor CaBe yka3yje Ha HaMepy HBHXOBOT IPUKA3UBaba
K20 CBETUTEJHCKOT apa, HACYIPOT XOPCKOM TPHKa-
3MBamby MpeMa pacrnopeny ciyxkoe. OBakaB oOpazall
(dhopmMHpaH je y UKOHOMHUCY U 3UTHOM CIHKApPCTBY
TOKOM HOBOBEKOBHOT I€pPHO/Ia, Yy CKJIQIy Ca O3Ha4a-
BambEM Y JIUTYPTHjCKOj U TIOXBATHO] KEHIDKEBHOCTH
Ka0 CBETUTEJbA CjeIUIEHUX JIyXOM, 3arOBOPHHKA
ucte uueje.b! Y 6apokHUM mporpamuMa, U3 KOjux
j& MOJeN HeMoCpeTHO MPEY3eT, CBETUTEIbCKU Tap
MIPUKA3UBaH je KPO3 UJIEjy O OCHUBAKY HAIMOHAI-
HE IIPKBE, IITO j€ MPEHOIICHO W IMyTeM rpaduka
mITaMIanux y Xuianaapy, Koje cy Ouie y mupKysa-
uju Mehy xpuirhanckuM cTaHOBHUIITBOM.%2 KoH-
CTaHTWH JakoBJheBHh M3BEO je MpeMa MCTOBETHOM
nkoHOTpadcKoM 00pacily 0Baj CBETUTEIHCKHU TIaAp Y
Haocy 1pkBe y IlacjaHy, ¢ THM IITO je KOI apxue-
MUCKONIAa MHUTPA M30CTajla, T€ j€ CBUTAK 3aMEH-EH
3aTBopeHNM JeBanhesbem.o3

Ceeru Crimpumon (6. CMHPIAOH TPIMHTYHCKH)
MpuKasaH je GpoHTaIHO, Ayre ceae Opajae u kpahe
koce. OneBeH je y apXujepejcKu OpHaT JOMUHAHT-
HO 3aracHMTo IPBEHUX TOHOBA, Ca KapaKTEePHCTHUY-
HOM KOHYCHOM Kamom of npyha Ha maBu. [lecHu-

58 Kyrommxnes 2015: 342-343.
39 Terkosuh 2007: 70-71.

60 Tumorujesuh 1998: 389.
61 TlerkoBuh 2007: 74.

62 V. Jlasunios 1971: 167.

63 Zenarju Rajovié 2017: 369.
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Saint Simeon the Myrrh-Gusher (¢. CHHE0H KH~
POTOYHRH) is shown frontally, with a long gray beard
and almond-shaped eyes. He wears the garment of
the great schima monk with a head cover. In his right
hand he holds a rosary, while in his left hand there
is an open scroll. The iconography of Saint Simeon
shown as the great schima monk follows the solu-
tion established during the past centuries and caused
by the celebration of this individual as the holy
monk.5° The iconography was accepted in the Ba-
roque programmes as well and therefore the path of
its adoption in the zographic practice is identical to
that of the depiction of Saint Sava. The iconograph-
ic models used for the depictions of Saint Sava and
Saint Simeon were shaped for the needs of creating
a pantheon of national saints that was necessary for
the religious and political programme of the Metro-
politanate of Karlovac for the purpose of defending
the religious and political identity.60

The placing of Saint Simeon left of Saint Sava
suggests an intention to depict them as a saintly pair,
as opposed to the choir-like depiction in line with the
sequence of the service. Such a template was formed
in the icon painting and the wall painting during the
modern historical period, in line with their designa-
tion in the liturgical and panegyric literatures as the
saints united by the spirit and advocates of the same
idea.¢! In the Baroque programmes from which the
model was directly taken over, the saintly pair was
depicted through the concept concerning the found-
ing of the national church, which was also conveyed
by graphics printed in Hilandar that were in circula-
tion among the Christian population.®2 Konstantin
Jakovljevi¢ painted this saintly pair in the naos of
the church in Pasjan in accordance with the identi-
cal iconographic template, with a difference that the
mitre is missing in the case of the archbishop, while
the scroll was replaced by a closed Gospel.®3

Saint Spyridon (¢. CMHPIAOH TPIMHTYHCKH) is
shown frontally, with a long gray beard and shorter
hair. He wears an archihiereus chasuble with pre-
dominantly dull reddish tones and has a characteris-
tic conical head cover made of reeds. He is blessing
with his right hand, while carrying a scroll in his left
hand. The depiction of Saint Spyridon may have a
number of functions and thus several iconographic

59 Herxoruh 2007: 70-71.

60 Tumorujepuh 1998: 389.
61 [erkopuh 2007: 74.

62 Comp: dasumos 1971: 167.
63 Zenarju Rajovié 2017: 369.
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5. Ceewiu Ciiepan, kpase Jlevancku

5. Saint Stefan, King of Decani

1IOM ONarocusba, JOK My je y JIEBOj PyIH pa3BUjeH
ceutak. [IpeacraBa Ceeror CniupugoHa MoXe UMa-
TH HU3 (QYHKIMja ¥ TUME BUIIE MKOHOTPAa(CKUX
Buao0Ba.%4 Koncrantun JakoBsbeBuh ompenenuo ce
3a MKOHOTPA(CKO pemlieme Koje TMPEeAcTaBiba OIl-
mTH npuka3 Ceeror CriupuaoHa y CKIagy ca yio-
TOM OBE TIpe/ICTaBe y Xopy cBetuTesba. [Ipencrasa
Ceeror Crnmpuaona Tpumurynckor (. CMHPIAOH
TPIMHTYHCKH) Ha jy:xHOj cTpanM IomymeHa je ap-
XM]jepejCKOM HAJIUIIOM ca 3MHUjCKUM IJIaBaMa.
Cern Hwukoma Mupnukujckn (6. HHK0AA
MHPAHKHHCKH) mpukaszaH je y OKBHPY CEBEpHOT M
JY)KHOT HH3a, UCTOBETHE (H3HOHOMH]jE, KapakTe-
puUCTHYHE KpaTke cene Opaze u HabopaHOr dYerna.

64 Ierujesuh 2014: 71; Exdeljan 2019: 95-96.
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aspects.®4 Konstantin Jakovljevi¢ opted for an icon-
ographic solution that depicts the general image of
Saint Spyridon, in line with the role of this depic-
tion within the choir of saints. The depiction of Saint
Spyridon, Bishop of Trimythous (¢. ¢THPIA0H TPiMH-
T¥HCKH) on the south side was supplemented with an
archihiereus rod with snake heads.

Saint Nicholas of Myra (¢. HHK0AA MHPAHKH~
HCKH) is depicted within the north and the south se-
quences with the same physiognomy, the character-
istic short gray beard and wrinkled forehead. The de-
pictions are significantly damaged. The saint wears
a sakkos of green tones, that is, of red tones in the
case of the south depiction (¢. koA MiPATRICKH), with
a mitre on his head. Like Saint Spyridon, his right
hand is making the gesture of blessing, while the left
hand is holding an open scroll with no inscription.
The presenting of Saint Nicholas and Saint Spyri-
don was never done in the form of a saintly pair,
but their joint depiction is comparatively frequent.
It stems from the fact that these are two almost
equally revered saints of the same order. Konstantin
Jakovljevi¢ shows them in this way in the church in
Grkinja, in an altered iconographic aspect, in line
with the request of the donor and the function of the
depictions.63

Saint Stefan of Decani (. CT6®KP() ()AH) was de-
picted in the ruler’s chasuble, with a longer brown
beard. He is holding an upright sceptre in his left
hand and has a crown on his head the shape of which
is difficult to ascertain on account of the amalga-
mation of the colours with the nimbus’s pigment.
The appearance of the depiction of Saint Stefan of
Decani was in line with the prevalence of the folk
and ecclesiastical cults of this saint, the centre of
which was the Monastery of Decani.®® The connec-
tion between the population of Ni$ with the mon-
astery was kept by pilgrimage journeys, when ar-
tificial objects were transferred.¢” In line with this,
the template for the solution for this depiction in the
church in Gabrovac can be linked to a chalcographic
cliché from the monastery’s treasury, made in Vi-
enna in 1846.%¢ The cult of King Stefan of Decani
was maintained in Ni§ by a direct influence of the

64 [Termjernh 2014: 71; Erdeljan 2019: 95-96.
65 Mapxosuh 2019: 154.

66 About the cult of King Stefan of Degani, see: Xaym-
Bacussenh 1922; Oununosuh 1937; Bykanosuh 1937; MapjaHo-
Buh-/lymannh 2007.

67 I1lakora 1984: 200.
68 [ITakora 1984: 316.
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[Ipencrase cy 3natHO omrehene. OneBeH je y ca-
KOC, 3€JICHHX, OJTHOCHO LIPBEHUX TOHOBA Yy CIIy4ajy
jyxue npencrase (6. HiKOA WMiPATRICKH), ca muTpom
Ha miaBu. [Tonyt Cetor Criupuiona, fecHa maka
My je y recTy Oiarociona, JIOK j€ y JIeBOj pa3BHjeHU
cBuTak 0e3 Harnuca. [IpukasuBame Ceror Huxone
u Ceeror CnmpuioHa HUKaga ce Huje Gpopmupaio
Ka0 CBETHTEJHCKH Iap, aJIM je HUXOBO 3ajeJHHYKO
IpejcTaB/bambe cpa3MepHo yecto. [Ipouctekio je
U3 YMIEHULIE J1a Cy y NUTamy JiBa TOTOBO jeIHAKO
MOIITOBaHA CBETUTEJbAa HCTOr pena. KoHcTaHTHH
JakoBsbeBUh MX TpuKa3yje HAa OBAj HAUYUH y LPKBU
y ['pxumu, y M3MemeHOM HKOHOTpadCcKOM BHITY,
y CKIIaJly ca 3aXTE€BOM NPHIIOKHHUKA U (YHKIIH]OM
npeacTana. s

Cgetu Credan leuancku (6. CTEPKP() ()AH) mpu-
KasaH je y BJIaJapCKOM OpHaTy, 1yxe cMmehe Opaje.
V 51eBOj pylH IpKU Y3IUTHYTH CKHUIITAp, IOK MY je
Ha IVIaBU KpPYyHa, O 4HjeM OOJIMKY je TeIIKO CYyAUTH
300r cranama 60je ca nurMmeHtoM HumOa. IlojaBa
npencraBe Ceeror Credana Jleuanckor Omia je y
CKJIaJly ca paclpoCTpameHOIIy HapOAHOT U IJPKBe-
HOT KyJITa OBOT' CBETHTEJhA, UHMjE CPEAMINTE j& OHO
MaHacTup Jleyann.°¢ Besa cranoBHumTBa Humma ca
MaHACTUPOM OJIp’)KaBaHa je MOCPEICTBOM MOKJIO-
HUYKHX IIyTOBama, KaJia je BpLIEH U TpaHcdep ap-
TUPHUIHIPaHUX 00jekaTa.t” ¥V ckianay ca TUM, MOXKE
ce IpeAIoKaK 3a peliee OBe MpecTaBe y radbpo-
BAyKOj IPKBH JIOBECTH Y BE3y ca jeTHUM OaKkpopes-
HUM KJIMIIEOM M3 PU3HUIIC MaHACTUPa, u3paheHum
y beuy 1846. rogune.%8 Kynr Credana Jleqanckor
onp:kasaH je y Humry HenocpenqHuM yTumajeMm ma-
HAaCTHPCKOT OpaTcTBa MOCPENCTBOM MeToxa.®® V¥
MaHaCTHp C€ OAJa3WiIo U3 OpOJHUX pasiiora, ajiu
je IOMHUHHUPAO aCHeKT KyiTa JledaHCKoT Kao CBETOT
Biajgapa, e je y Humry najuemrhe o3HauaBaH kao
Cseru Kpasp.70 Kynt je Tokom xomovanrha monpu-
Mao UCTOpUCTHYKE o/uinKe.’! YV JI0KamHOj KoJeK-
THUBHOj U KynTypHOj MeMopuju Credan Jledancku
ce MCTMYe Kao BIajap 4yujoM 3aciayrom je Hwum
yIIa0 y CcacTaB CPIICKE CPEAHOBEKOBHE JIpiKaBe.’2
Ha npocrtopy Humke emapxuje mpencraBa Creda-

65 Mapkosuh 2019: 154,

66 O kynry Credana Jleqanckor B. Xayu-Bacubesnh 1922;
Ounmunosuh 1937; Bykanosuh 1937; Mapjanosuh-/lyuranuh
2007.

67 Illaxora 1984: 200.

68 Yllakora 1984: 316.

69 INlanuanun 1879; I'arynuh 1968: 3.

70 Tarymuh 1968: 3.

71 Tarymih 1968: 2; Mapjasosuh-/{ymanuh 2007: 491.
72 V. Aunpejuh 1995: 286.
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monastery’s brotherhood thanks to a metochion.®®
There were numerous reasons to go to the monas-
tery, but they were all dominated by the aspect of
the cult of King Stefan of Decani as the holy ruler
and thus in Ni§ he was most often called the Holy
King.70 During the pilgrimages, the cult obtained
characteristics of Historicism.”! In the local collec-
tive and cultural memories, King Stefan of Decani
is emphasised as the ruler thanks to whom Ni§ be-
came a part of the Serbian medieval state.’? On the
territory of the diocese of Nis, the depiction of King
Stefan of Decani appears in the wall paintings in
the Church of the Ascension of Our Lord in Gornji
Matejevac within the choir of the national saints. He
appears as a pair with sister Jelena in the wall paint-
ings in the church of the Monastery of Saint John
close to the same village. Marko Minov painted him
in the shape of a bust in the naos of the Church of
Saint Elijah in Pecenjevac. King Stefan of Decani
will also be painted by Milos Jakovljevi¢ in the naos
of a church in Topolnica, Bulgaria in 1874, as one of
four prominent Christian emperors.”3

The appearance of Serbian saints within the
choir created in the altar apse is justified by them
being mentioned in the services, which is corrobo-
rated on the territory of the diocese of Ni$ by the
presence of Srbljak, the 1861 edition, in the church
treasuries.” The presence of saints who do not come
from among the ranks of high priests was certainly
impacted by the legend about the Nemanides ori-
gin of the monastery. The only parallel known so far
may be found in the Church of Saint Nicholas in vil-
lage Reljevo near Samokov, the founding of which
is also associated with nobleman Hrelj, the ktetor of
Rila Monastery.”s

The depiction of Saint Athanasius of Alexan-
dria (C. ANTAHACHIA AAEKCAHAPT) has been preserved
only as a bust. The saint is shown without a mitre,
slightly bald and with a short gray beard. He wears a
yellow chasuble and is turned slightly to the left. He
is blessing with is right hand, while holding an open
scroll in his left hand. Including Saint Athanasius
here may be interpreted by grouping him with Saint
Nicholas and Saint Spyridon. A composition formed

69 lamuanum 1879; Tarymuh 1968: 3.

70 Tarymuh 1968: 3.

71 Tarymuh 1968: 2; Mapjanosuh-Jlymananh 2007: 491.
72 Comp: Auzmpejuh 1995: 286.

73 Iumupos 2009: 131.

74 Tpebjemanun 1982: 285.

75 Teprosa 2000: 16.
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6. Ceeitiu Awianacuje Anexcanopujcku u Ceettiu Huxona
Mupnuxujcku (Oeitiasn)

Ha JleuaHCKOT jaBjba c€ y 3UIHOM CIMKapCTBY IIp-
kBe Basnecewa Xpucrosor y ['opmem Marejesiy y
OKBHPY XOpa HAallMOHAJIHUX cBeTUTesba. [lojaBibyje
ce y mapy ca CecTpoM JeleHOM y CIMKapCTBY Lp-
KBe MaHacTipa CBeTor JoBaHa HaJOMaK UCTOT Cea.
Mapko MuHOB M3BOIIM T'a Y BHIy TONpCja y HAOCY
npkee Cseror Wnuje y Ileuemeniyy. Credana Jle-
yaHckor Haciaukahe 1 Munomr JakoBsseBuh y Haocy
upkse y Tonomuunum 1874. ronuHe, Kao jeAHOT Of
YETBOPHIIE UICTAKHYTHX XPHUIITNAHCKUX I1apesa.’3
[TojaBa cprickux cBeTHTE/hA Y OKBHUpPY XOpa
dbopMHpaHOT y ONTapCKOj anCHIW ONpaBiaHa je
BHXOBHM [IOMHBAEM y CITy)k0aMa, Koje je Ha Ipo-
cropy Humike enapxuje morBpheHo NpuCy-CTBOM
CpOspaka, m3nama u3 1861. ronuHe, y LpKBEHUM
pusHuIiama.’s Ha mprucycTBO CBETHTEIbA KOjU HUCY
U3 PeIoBa apXHujepeja CBAKaKo j€ YTUIIAJIO MPeIame
0 HeMamHUNKOM MOpeKiy MaHacTHpa. JeauHa 3a
caJla Mo3HaTa mnapaiena Hajasu ce y ceiny PesboBo

73 Mumurpos 2009: 131.
74 Tpetjemanun 1982: 285.

6. Saint Athanasius of Alexandria and Saint Nicholas
of Myra (detail)

in this way could also justify the double representa-
tion of these saints. The origin of this solution could
be looked for in the joint depiction of the three saints
on account of their role in the ecclesiastical history.
Namely, on account of their active role at the First
Council of Nicaea, they have become the symbols
of the fight for the catholicity.”¢ Such an assumption
may also be supported by the fact that this event was
shown on the west wall of the Holy Trinity Church.

The choir of saints in the altar apse replaced the
traditional depiction of the conducting of the holy
liturgy in accordance with the practice developed in
the Baroque painting.”” Having obtained the form
of a choir of saints by placing the figures frontally,
the function of the depictions becomes didactic and
the painted personalities are presented as the para-
gons for the hierarchy.”® Emphasising the idea of
catholicity and the personality of the founders of

76 Comp: Walter 1992: 209-210.
77 Tumornjesuh 1994: 68.
78 Maxkymesuh 2006: 113.
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kon CamoxoBa y upkBu Ceror Hukone, umje ce
OCHUBAam-e Takol)e TOBOAM y Be3y ce BIACTEINHOM
XpesboM, KTuTOpoM Puiickor manactupa.’s

[lencraBa Caeror Atanacuja AJieKCaHIpPU]-
ckor (¢. AHNTAHACHKA AAGRCAHAPT) ouysama je camo
y noripcjy. CBeTuTesb je nmpuKkaszan 6e3 MUTpe, Tpo-
henaB u kpatke cene Opane. OneBeH y )KyTH OpHAT
ca oMo(hopoM, OKpeHyT je OJaro y jieo. JlecHurom
Omarocusba, JOK JIEBOM JPKH Pa3BUjeHU CBHTAK.
VrspyunBambe CBeTor ATaHacwja MOXe ce Tyma-
yuTy rpynucameM ca Ceerum Huxomom n Ceetum
Cnupunonom. Tako popMupana KoMIo3uiuja Mo-
1a OM ONpaBaaTH M JBOCTPYKO MPUKA3UBAKHE OBUX
cBeTuTesba. [IOpeksio OBakBOT peliema Moo Ou
Ce TPAKHUTH y 3ajeTHHYKOM IPHKA3UBaKYy TPOjU-
LIe CBETHTEJba 300T IHLUXOBE yJIOre y IPKBEHO) HC-
TOPHjH, KOjH Cy 300T akTHBHOT yyenrha Ha Huxej-
cKkoM cabopy mocTaim cumboim 6opOe 3a mpaBo-
BEpHOCT.’® OBaKBy IMPETHOCTAaBKY MOXE apryMeH-
TOBaTH U YMI-EHHIIA /1A je 0Baj noral)aj mpuka3aH Ha
3amagHOM 311y npkse Cere Tpojure.

Xop cBeTHTEJhA Yy OJNTAPCKO] ANCHIN 3aMEHHO
je TpaJuIMOHAIIHY MPEACTaBY CIIy)KeHha CBETE JIU-
Typruje y cKiaay ca IpakcoM pa3BHjeHOM y OapoK-
HOM cimkapcTBy.’’ JlobuBmm (Gopmy xXopa CBETH-
TeJba (PPOHTATHUM IOCTaBJbaeM (urypa, QyHk-
[Mja TpeJcTaBa MocTaje AWJAaKTHYKa, HACITHKAHE
JUYHOCTH TPE/ICTAaBIbEHE CY Ka0 Y30pH jepapxuju.’s
Hctuname nzeje mpaBoBEpHOCTH U TMYHOCTH OCHH-
Baua HaIMOHAJHE IPKBEHE OpraHusaimje Ouio je
y CKJIaJy ca aKTyeJIHHM TOKOBHMa Ha IPOCTOPY
Humke enapxuje. Hamme, y upkBeHO-IpaBHOM
ToTIIe Ty emapxuja je Ouia mon ympaBom byrapcke
ersapxuje, JIoK je BOheH mpoIiec 3a yCIoCTaBIbambe
L[PKBEHE YIIpaBe MpemMa TeKmbama beorpaacke mu-
tporonuje.’® Y mporecy je ydectBoBao u Tomop
Crankopwuh.80

[TpBy 30HY CIMKAapCTBa MCTOYHOT 3U/a YHHE
npencTaBe cBeTHX hakona. [Ipukazanu cy y 1enoj
¢burypu, oieBeHH y CTHXap ca OpapoM U JpiKe OTBO-
peHe cBUTKe y pykama. CeBepHO je HUIIIA TPOTE3H-
ca 0CTaBWIIa MPOCTOP 3a pukKa3 camo CBeTor apxu-
hakona Credana (CThIH APKHAHAKON CTEdAN), koju
je okpeHyT ¢poHTanHO. J[Be mpeacTaBe apxuhako-
Ha Ha jy>KHOM JIeTy MUCTOYHOT 3M/a MOCTaBJbEHE CY

75 Teprosa 2000: 16.

76 Vi1, Walter 1992: 209-210.
7T Tumornjesuh 1994: 68.
78 Makysbesih 2006: 113.

79 Crnujerruesuh 1981: 585.
80 Crankosuh 1996: 14-15.
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the national ecclesiastical organisation was in line
with the current trends present on the territory of the
diocese of NiS. Namely, in ecclesiastical and legal
terms, the diocese was under the administration of
the Bulgarian Exarchy, while there was an ongoing
process aimed at establishing ecclesiastical admin-
istration in accordance with the aspirations of the
Metropolitanate of Belgrade.” Todor Stankovié¢
also took part in this process.80

The first zone of the paintings on the east wall
comprises the depictions of holy deacons. They
were shown as full figures, dressed in a sticharion
with an orar, and holding open scrolls in their hands.
To the north, the prothesis niche left enough space
for the depiction only of the holy archdeacon Stefan
(CTLIH APKHAHAKON CTEAH), who is shown frontally.
The two depictions of archdeacons in the south part
of the east wall are positioned in such a way that
they flank the niche of the diaconicon. The inscrip-
tions that they are marked with are not legible. The
deacon shown in the south is turned with his body
posture slightly to the north, towards the centre of
the apse.

The paintings in the niche of the prothesis pre-
ceded chronologically the overall painting of the
church, as a necessary segment for the liturgy. The
concurrent creation of these paintings and the icon-
ostasis point at Milo§ Jakovljevi¢ as the author. The
painted layer has been significantly damaged by
moisture and humidity, and therefore it is impos-
sible to talk about the details. In the centre of the
niche there is a depiction of Jesus the Bread of Life.
Christ is painted in a chalice, as a bust, with pro-
nounced bleeding wounds. To the left and right from
the chalice, there are depictions of the Mother of
God and John the Baptist who are addressing Christ
in prayer. The depiction that serves as a reminder
to the Passion of Christ on Golgotha, with the rep-
resentative role of the Mother of God and John the
Forerunner in the conveying of prayers, constitute
a frequent part of the programme for the prothesis
established by the means of the iconography of the
books that list the late individuals who need to be
mentioned in prayers.$!

The second zone of the wall paintings on the east
wall is located on the surface of the arch above the
apse’s conch. The middle field with the depiction of
cherubs is flanked by two fields each on the north and

79 CnwmjerraeBuh 1981: 585.
80 Crankosuh 1996: 14-15.
81 I'eproea 2002: 66.
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7. Ceeiiu Ciiupuoon Tpumuityncku

7. Saint Spyridon, Bishop of Trimythous

Tako na (rankupajy HUmy hakonukona. Harmmcn
KOjUMa Cy CUTHHPaHU HHUCY YHTJHHBU. DakoH mpu-
Ka3aH jy)KHO CTaBOM Tela je O1aro OKpeHyT Ka ce-
BEpY, CPEAUIITY aTniCHIE.

CaMKapCcTBO HUIIE MPOTE3UCA XPOHOJIOMIKH je&
NPETXOAWIO OCIIHMKaBamby XpaMa, Kao HEOMXoJaH
CeTMEHT 3aBplIeHa CiiyxOe. JeqHo BpeMe HH Ha-
CTaHaK OBOT CIMKapCTBAa Ca MKOHOCTACOM yKa3yje
Ha Munoma JakoBsbeBuha kao aytopa. CnukaHu
CJ10j je u3y3eTHO ommTehen BIarom, Te ce o AeTabu-
Ma HEe MOXKE TOBOPHUTHU. Y LIEHTPY HUIIIE IPUKa3aHa
je mpencraBa Xpucra Xineba KuotHor. Xpuctoc
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the south sides. In the north, there is a depiction of the
Synaxis of Archangels, followed by a depiction of an
unidentified saint, while in the south there are depic-
tions of Saint Tryphon and Saint Theodore Tiron.

In the depiction of the Synaxis of Archangels
(COROPh APXAHTECACKH) an army of bodiless forces
gathered around a shield with an image of Christ
is led by archangel Gabriel dressed in a chiton and
a himation, an unknown archangel in the middle
wearing a deacon’s chasuble and archangel Michael
to the north shown in full military regalia and with a
raised sword in his free hand. In the bottom, there is
an inscription “IIPHAOKHI ()6TKORA: C8MPE() KOCTAA~
THKA ()HAGWNI() ()ALRETA”. The iconography follows
an older solution for showing this most frequently
depicted scene from the Archangel cycle.82 The de-
piction found its place within the wall paintings of
the Holy Trinity Church as an expression of person-
al piousness. The influential teachings about angels
of Pseudo-Dionysius the Areopagite were conveyed
through ecclesiastical sermons to a wider circle of
believers. Equal veneration of all orders of angels
was encouraged, but archangels stand out with their
personal piousness, as the protectors and direct car-
riers of messages and prayers.83 The level of pres-
ence of the archangel cult in Ni$ is also reflected
in the dedication of the cathedral church to Archan-
gels, which also explains the prominent position of
this depiction within the wall painting programme
in the Holy Trinity Church.

This is followed by a depiction of an unknown
saint (CThIH). The long draped tunic worn by the
saint over his chiton and the open scroll in his hand
at which he is pointing with his free hand, suggest
that this is an Old Testament prophet.

Saint Tryphon (CThIH TPH®8Hh) is shown as a
young person, with long brown hair, slightly turned
to the right, with characteristic attributes, a martyr
cross and a pruning knife. The donor inscription
at the bottom reads “HZLHIWIL MPHAGKHA TKA MAPA
WMHPHAOHORA 1875.” The iconographic solution
with the characteristic attributes follows the rec-
ommendations from the hermeneia.84 The donation
of the depiction of this saint by a woman is not a
frequent occurrence. Saint Tryphon, painted in this
form, was predominantly revered as the protector of
crops and vineyards, and of the inn-keeper and bar-
rel maker crafts. Still, there are few records about

82 TaGenmh 1991: 56.
83 Bpauancku 1868.
84 Bacuues 1976: 72.
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j€ HacHMKaH y MyTHUPY, OTI0jaCHO Ca MCTaKHYTHM
panama koje KpBape. JIeBo u 1eCHO o1 Iy THpa MpH-
kazanu cy boroponuna ognocHo JoBan Kpcruress,
Koje ce monuTBeHO oOpahajy Xpwucrty. [Ipencrasa
KojoM ce Bpmu cehame Ha TONTOTCKO CTpaname
Xpwucra, y3 3acTynHuuKy ynory boropoauie u Jo-
BaHa [Ipereue y mpeHoOIIey MOIUTBHU, ydecTalu
j€ Zieo mporpamMa IpoTe3nca yCTaHOBJbEHA ITOCPe-
CTBOM HKOHOTpaduje moMeHnka.s!

Jlpyra 30Ha JXKMBOIHCA HMCTOYHOI 3UAA CMe-
LITEHA je Ha MOBPIIMHY JIyKa U3HAJ] KOHXE arcuje.
Cpenuime noJbe ca MpeacTaBoM XepyBuMa (hiaH-
KHpaHO je 10 JIBEMa MOoJbUMa ca CEBEpHE M jy)KHE
ctpane. CeepHo je mpukazan Cabop apxanbena,
CJIe/IA TIPeICTaBa HeUICHTU(UKOBAHOT CBETUTEIhA,
JyXHO cy noctaBibene npenacrase Ceetor Tpudyna
u Csetor Teonopa TupoHa.

Y mpencrasu Cabopa apxanhema  (COEOPL-
APKANTCACKH) Bojcka OecTenecHMX cCuiIa OKYyIUJbe-
Ha OKO IITUTAa ca XPUCTOBUM JIMKOM IpeaBolheHa
je apxanbhenom ['aBpHJIOM, OJIEBEHUM Y XUTOH H
XMMaTHOH, HEMO3HAaTHM apxaHhenoMm y cpeau-
mrty y hakonckom opHary u apxanbheirom Muxau-
JIOM CEBEpPHO, IIPUKA3aHUM Y IyHO] BOJHO] ONIpEeMHU
ca y3AMTHYTUM MadyeM Yy clo00aHO] pylH. Y JHY
cToju npuiokHuyky Harnuc: NPHAOKHIL () 6TKORA:
C8MP8() KOCTAATHKA ()HAGUILI() ()ALRETA. UkoHorpa-
(uja nparu crapuje peliene NpruKa3uBama OBE Haj-
yemrhe MpuKa3uBaHE CLEHE U3 LUKIyca Apxanle-
na.82 [Ipencrasa je HallIa CBOj€ MECTO Y KHBOIIUCY
upkBe Cere Tpojurie kao ozapa3s JuyHe MOOOKHO-
ctu. YTHnajHo yuewme o anhenuma [lceyno-/lnonu-
3"ja AeporaruTta NpeHoIIeHO je Kpo3 IPKBEHE Mpo-
MOBEM LIMPOKOM Kpyry BepHuka. [loacruiano je
jeIHaKO TOIITOBAK-¢ CBHM pElOBHMa aHhena, anu
ce apxanlhenu u3aBajajy y JIMYHO] MOOOKHOCTH Kao
3alITUTHHUIIN ¥ HEMOCPEIHH MMPEHOCHOIH MOPYKa U
MonuTBU.83 PacpocTpameHocT Kynrta apxanhena y
Humy nokasyje u nmocsera cabopHor xpama Cae-
TUM apxanhenuma, mTO OOjalImaBa W HCTAKHYT
MOJIOXKaj OBE IMPEJCTaBe y MpOrpamy CIHMKapcTBa
pkBe Ceere Tpojurie.

Cnemu mpeicTaBa HEMO3HATOT CBETUTEIbA
(CTRIH). dyra npamupana TyHUKa, KOjy CBETHTEJh
HOCH NIPEKO XUTOHA, M Pa3BUjE€HH CBUTAK Y PYIIH, HA
KOjH yKa3zyje c1000THOM pyKOM, TOBOPE Jia j€ ped O
CTap03aBETHOM IPOPOKY.

Ceern Tpudyn (CThHIH TPH8HL) mpukazan je
MJIQJIONUK, AyTe cMele Koce, OKpEeHyT 0J1aro yJ1ecHo,

81 Teprosa 2002: 66.
82 T'aGennh 1991: 56.
83 Bpauancku 1868.
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8. Cabop Ceeiuiux apxanhena

8. Synaxis of Archangels

his function as the saint who is addressed through
hymnography for the purpose of conveying a prayer
linked to love and harmony, and thus he is also con-
sidered a protector of the family.85

Saint Theodore Tiron (CThIH ()A0P THPOHL) is
shown in a landscape, in the form of an equestrian
depiction. The horse is adorned and shown with
its front legs up, facing north. The saint is dressed
like an ancient soldier, with a gold armour and a
red cloak that flutters behind him. He is holding the
reigns with his left hand, while piercing with his
right hand a beast in the shape of a snake-like crea-

85 Teprosa 2019: 35.
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ca KapaKTepHCTUYHUM aTpuOyTHMa, MyYCHHIKUM
KPCTOM U KOCHPOM. [IpHIOKHUYKY HATHHC Y JHY
rnacu: HZRHIWL MPHAOKHA TKA MAPA WNHPHAOHORA
1875. Uxonorpadcko penieme ca KapaKTeprucTud-
HUM aTpuOyTOM IIpaTH Mpernopyke epMuHHuja.’4
[Tpunarame npencTaBe OBOT CBETUTEJbA O] CTPAaHE
eHe Huje yecta nojaBa. Ceetu TpudyH, HacIMKaH
y TIOMEeHYTOj (hOPMH, TOMHUHATHO j€ MOIITOBAH Kao
3alITUTHUK YCEBa M BHHOTPAJa, MEXaHH]CKOT U
KauapckorsaHara. Mnak, peTko ce Oesiexu 1 lberopa
(byHKIMja Ka0 CBETUTEIba KOME Ce KPO3 XUMHOIpa-
¢bujy obpaha y cBpXy ImpeHOIIeHa MOJIUTBE TOBE-
3aHe ca JbyOaBJby M XapMOHH]OM, T€ C€ CMaTpa U
3aIITUTHUKOM TOPOAHMIIE. 3

Teonop Tupon (CThIH ()A0P THPOHL) mpukazan
je y mej3axy, y BUIy KomaHHuke npenctase. Kom
je okumheH, mpHKa3aH y3AUTHYTHUX MPEIBUX HOTY,
yCMepeH Ka ceBepy. CBETUTEIb j€ O/IeBeH MOIYT aH-
THUYKOT BOjHUKA, Ca 3JIATHUM OKJIONIOM M LIPBEHUM
TUTAIITOM, KOJU BUjOpH 3a BbUM. JIEBOM pyKOM JIp:Ku
y37€, I0K IECHOM MpoOHja HEMaH y BH]LY 3MH]jOJIH-
KOT' CTBOPEHA, KOje Ce HaJla3! MoJ] KOUTaMa Komba.
[TpUIOXXKHUYKKM HATIHC HAJla3W CE y JIEBOM JIEITy
cauke u rnacu: MMPHAOKHO T~ IWMHPHAOHL AOMORK
Zd CHHA Todord ZA AMWERHO CIACEHH() 1875 P¥ : KOG
1AKOR. Uxonorpacduja Csetor Teomopa Tupona Ha
KOIY MPOHMCTUYE M3 HAPOIHUX BEPOBAA BE3aHUX
3a KyJIT OBOT CBETHTEJba. TogopoBa cybora, mpa-
3HUK KaJa Cce MpOociaBiba OBAj CBETHUTEJb, BE3yje
Ce 3a KyJIT MPTBHX U CHJIC a/1a M OJ] CBETHTEJha CE
O4eKyje 3allTHTa of] J1eMoHckux cuia. [lopen Tora,
3alITUTHUK j€ TOTKUBapa U Komwa.’0 Y mporpamy
3UIHOT caukapcTBa ['abpoBua Hamao ce kao ozpas
NpUBaTHE MOOOKHOCTH, KA0 JMYHH 3aIITUTHHUK Y
CKJIaJy Ca aHAJIOTHjOM Y UMCHY.

Tpehy 30Ha KUBOIUCA YUHH JEAHO JIyYHO 3a-
BPILIEHO I0Jbe y BpXy McTOouHOr 3uaa. IIpeacrasa
Cgere Tpojuriie (()TH ()id TFoH 1|A) mpuka3aHa je Tako
Jla ¢y y oBoM MoJby Haciukanu bor Oran u Ucyc
Xpucroc, 1ok ce mnpencraBa CBeTor nyxa Hajaszu
y TeMeHy cBoja oiTapckor Tpaseja. bor Otam u
Hcyc Xpuctoc HaCTUKaHU Cy Ha IJ1aBOj MMO3aHHHU,
MIOCTaBJbEHU HA 3J1aTHE 00J1aKe, OKPY>KeHU MaHI0p-
JaMa, ca 3Be3JacTUM HMMOOBMMa H3a miaBe. bor
Oran HacnukaH je y ukonorpadcekom tumy Crapra
JlaHa, Iyre celie Koce u Opaze, JeBe pyKe MOJIoxkKe-
He Ha cdepy. [lecHO o7 Bbera, OJHOCHO CEBEPHO O]
po30pa, KOjU Ce Hajla3M y CPEeIUILTy I0Jba, MpU-

84 Bacumnes 1976: 72.
85 Teprosa 2019: 35.
86 PHophesuh 1958: 358.
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ture that is located under the hooves of the horse.
The donor inscription is on the left-hand side of the
painting and it reads: PHAOKHO '~ WITHPHAOHL A0~
MORh ZA CHHA TOA0PA ZA AWERHO CNACEHH() 1875 P¥
: ROC :IAKOR. The iconography of Saint Theodore Ti-
ron on a horse comes from folk legends linked to
the cult of this saint. Theodore’s Saturday, a feast
when this saint is celebrated is linked to the cult of
the dead and the forces of the Hades, while the saint
is expected to provide protection against demonic
forces. In addition, he is also the protector of farri-
ers and horses.3¢ He found his place within the wall
painting programme in Gabrovac as a reflection of
private piousness, as a personal protector in line
with the analogy in the name.

The third zone of the wall paintings comprises
an arched field on the top of the east wall. The depic-
tion of the Holy Trinity (()TH ()id TFOHLA) is shown
in such a way that God the Father and Jesus Christ
are painted in this field, while the depiction of the
Holy Spirit is in the crown of the altar bay’s vault.
God the Father and Jesus Christ are painted against
the blue background, placed on golden clouds, sur-
rounded by mandorlas, with starry nimbuses above
their heads. God the Father is painted according to
the iconographic type of the Ancient of Days, with
gray hair and beard, and with his left hand placed on
a sphere. To the right from him, that is, to the north
from the window that is in the middle of the field,
there is a depiction of Jesus Christ. He is shown in
a starry mandorla, sitting on clouds, with Thrones
under his feet. The right hand of Christ rests on a
wooden cross that is of the same height as the fig-
ure of Christ, while holding an open Gospel in his
left hand. The Holy Spirit is shown in the shape of
a dove, depicted in profile, with its head turned to-
wards Christ. It is surrounded by a mandorla of light
that has a starry shape, with the rays of light accen-
tuated with black die. It is positioned against a blue
background the north and south ends of which are
accentuated with a reddish ochre tone. The solution
constitutes a type of the formulation of the Baroque
triangular composition of the Holy Trinity, accom-
modated to the needs of the orthodox church dogma
on the emanation of the Holy Spirit, as well as the
glorification of the redeeming role of Christ.87 Posi-
tioning of this depiction in this place suits the needs
of the liturgical act where the prayers are a form to

86 Bophesuh 1958: 358.
87 Comp: Tumorujeruh 1996: 302-303.
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ka3aH je Mcyc XpucToc kako y 3B€37acT0j MaHIOP-
JIM ceM Ha o0Onanuma, ca MmpecToiuMa rmoj| Horama.
JlecHa pyka XpucTa OCIIOHBEHA j€ Ha JAPBEHU KPCT
BUCHHE jeqHake Gpurypu Xpucra, 0K My je Y JeBOj
0TBOpeHO jeBaHhesbe. CBETH yX MPENCTaBIbEH j€ Y
BUYy romy0a, mpuKa3zaHoT y NpoQuity, I1aBe OKpe-
HyTe ka Xpucty. OKpyXyje ra CBeTJIOCHa MaH10pJia
3Be3JacTor OOJIMKa, CBETJIOCHUX 3paka, Harvamie-
HUX IIpHOM 00joM. Hata3u ce Ha 11aBoj 1Mo3ajuHu,
YHjH Cy CEBEPHU W JY)KHH Kpaj HAIJIaIIeH! IPBEH-
KacTOOKep TOHOM. Pemieme mpencraBiba Bui Gop-
Mynamnuje 6apokHe TpoyraoHe kommnosuije Cpere
Tpojuue, npunarohene norpedbama 1orme mnpaBo-
CIIaBHE IIPKBE O Ipownsmiaxkermy CBETor jayxa, Kao
1 Iopu(HKaLUjU UCKYTTUTEIbCKE yiiore Xpucta.8’
[locraBspame mpeacTaBe Ha OBOM MECTY OATOBapa
norpebdaMa JIUTYPrHjCKOT YMHA TJe CE€ Y MOJIUTBA-
Ma obpaha Tpojuom nuity bora.88 Cama npezncrasa
Caeror myxa (hraHkKHpaHa je mapoBUMa XEpyBHMA,
Mel)y kojuma ce Hajiaze 1o TpU MeIaJbOHU Ca PeUu-
Ma XepyBHMCKE ITECME (RA. Henocpenno xopecmno-
HAMpA Ca PEAJHUM JICIIABAKEM Y TOM IPOCTODY,
JIUTYPTHjOM, TOKOM KOj€ TIEBabEe XePyBUMCKE TIECMe
UCTHYE 3HAYCHE IIPKBE Kao 3eMHOT Heba.8d

ITpBy 30HY cinukapcTBa OOYHHUX 3UI0BA YMHE
NpeAcTaBe y TONYKPY)KHO 3aBpIICHUM IOJbHMA,
Koja opMHpajy MPUCITOHKEHH JIYKOBH, Ka0o U TPe-
CTaBe y TPOYraoHMM ToJbUMa HaJl JykoM. [Ipeacra-
Ba Cgetor napa Koncrantuna u napune Jenene (6.~
() KO() HH (. TIPHUA €AEHA) cMerrTeHa je y OKBHPY
Hule ceBepHOT 3uaa. OOIMK MpocTopa yCIOBHO je
Jla, YMECTO Y 11eJ10j pUrypH, Kako je mpuKa3aH ap
Koncrantun, napuna Jenena Oyne mpeacraBibeHa
norojacHo. KoMrosuityja nmparu ycTabeHO HKOHOT -
padcko perieme, Koje ce 3aApxKaio Uy 30rpadckum
KPYTOBHMa, Y KOME C€ OBaj CBETUTEJbCKHU Tap MpH-
kazyje npxkehn YacHu kpet mehy codom.? Onee-
HU Cy Y BJIaIapCKe OpHaTe, ca KpyHaMa Ha IllaBama,
U ci000THUM pyKama japske ckunrpe. [Iporpamcku
Ipe/ICTaBa KOPECIIOHIUpa ca CBETUTEJbUMA U3 JI03€
Hemamunha. Cetn Cumeon u CaBa ka0 OCHHBauU
CpIICKe NPKBE H3jelHAaYaBaHU Cy ca yTeMeJbHBa-
9yrMa IpKBeHe opranuzanyje kox Pomeja. Koncra-
HTHH ¥ JeleHa UCTHLAHHU CYy Y POAOCIOBHMA Kao
IIPEeLH INHACTH]je, IITO je YCIOBUIIO U3BECHY ITOBE-
3aHOCT MPEJCTaBa y MporpaMuMa 3uIHOT CIIUKapC-

87 V. Tumorujesuh 1996: 302-303.
88 IMajcujesuh 1855: 26.

89 Majcujenuh 1855: 35.

90 i1, LiseTkoBcku 2013: 274,
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address the tripartite face of God.83 The very depic-
tion of the Holy Spirit is flanked by pairs of cher-
ubs among which there are three medallions each
with the lyrics of the cherub song “(EA.” This corre-
sponds directly with the realistic event in that space,
the liturgy, during which the singing of the cherub
song accentuates the meaning of the church as the
earthly heaven.39

The first zone of the paintings on the side walls
includes depictions in the semi-circularly finished
fields created by blind arches, as well as depic-
tions in triangular fields above the arches. The de-
piction of the Holy Emperor Constantine and Em-
press Helen (.~ () K0() HH ¢~. TIPHIIA ¢A€HA) is placed
within the frame of the niche on the north wall. The
shape of the space made it necessary that instead
of being presented as a whole figure, like Emperor
Constantine, Empress Helen was shown as a bust.
The composition follows the usual iconographic
solution that was predominant in the zographic cir-
cles in which this saintly pair was shown holding
the Honourable Cross between themselves.?0 They
are dressed in ruler chasubles with crowns on their
heads, while holding sceptres in their free hands. In
terms of its programme, the depiction corresponds
to the saints from the Nemanides dynasty. Saint
Simeon and Saint Sava, as the founders of the Ser-
bian Church, were equated with the founders of the
church organisation among the Byzantine Greeks;
Constantine and Helen were specified in the gene-
alogies as the ancestors of the dynasty, which cre-
ated a certain associative link among the depictions
in the wall painting programmes from the Middle
Ages.91 Later, the bishop of Nis§, Nikanor, will put
Constantine and Helen among the national saints
and designate them as Serbs who came from Ni§.?2

In the space above the niche, there are depictions
of Holy Prince Lazar to the west and Holy Milos
Obili¢ to the east. They are shown as a saintly pair,
facing each other, with the beginning of the donor
inscription “MPHAOKH” written like an arch around
the painted cross between the two of them. While
most of the inscriptions in the church have been
damaged, in this case it is easy to discern preparato-
ry lines for the writing of the name of the donors that
were never written. Holy Prince Lazar (€. A4ZAPh) is

88 Iajcujesuh 1855: 26.

89 IMajcujesuh 1855: 35.

90 Comp: LisetkoBcku 2013: 274.

91 hopouh JbyGunkoruh 1956-57: 81.
92 Pyskmanh 1893.
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9. Ceetuu yap Konciuanmiun u yapuya Jenena ca Ceeitium 9. Holy Emperor Constantine and Empress Helen with
knezom Jlazapem u Munowem Obunuhem Holy Prince Lazar and Holy Milos Obili¢




10. Ceeitia wwipu jepapxa ca iupopoxom Jonom u
HeUo3HAUM UPOPOKOM

TBa o7 cpenmer Beka.?! Kacauje he Koncrantuna u
Jeneny emmckon Humku Hukanop cepcratu mehy

91 hoposuh-JbyGumkosuhi 1956-1957: 81.
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10. Three Holy Hierarchs with prophet Jonah and an
unknown prophe

shown as a full figure, but on account of the arched
ending of the niche he is cut in the lower part. He is
depicted with long brown hair and beard, dressed in
a purple sakkos bordered with a golden ribbon, over
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HAIlMOHAJIHE CBETUTEJbE M O3HAUMTH UX kao Cpbe
nopeksioM n3 Humra.%2 Ha mpocropy w3Haja Hulie
cmemTene cy mpezacraBe Ceeror Jlazapa 3aman-
Ho, ogHocHO Cseror Mwunoma OOwmimnha ucTO4YHO.
[Tpuka3anu cy y BUAY CBETUTEJHCKOT Mapa, OKpeHy-
TH j€/1aH Ka JIpyTroM, J0K je ToUeTaK MPUI0KHUYKOT
Harrica [IPHAOKH menmcaH JIydHO OKO OCIMKaHOT
kpcta mehy muma. Jlok je Behu Opoj Harmmca y
Xpamy omreheH, y OBOM CiIy4ajy jacHO c€ Tpero-
3Hajy TpUIPEMHE JIMHU]jE 3a UCIHCHBAaKbE€ MMEHA
MpUJIOKHUKA Koja HucCy Hamucana. Csetu Jlazap
(C. AAZAPL) mpukasaH je y 1enoj Gurypu, 300r 1yu-
HOT 3aBpILIETKA HUIIEC MPECEUCHO] Y TOHEM JeTy.
Hacnukan je ca nyrom cmehom xocom u Opajom,
OJICBEH y IypPIypHH CAaKOC OMNEPBAXEH 371aTHOM
TPaKOM, MPEKO KOra HOCH XEPMEJIIMHCKH orprad. Ha
IJIaBU MY je OTBOPEHA KpyHa, Y JIECHOj PYIH JIPIKHU
KPCT, JIOK MY j€ y JIEBOj IIPHKa3aH CKHUIITap. YMECTO
yoOuuajeHe uKoHOrpaduje kedanodopa, Kako ce
kHe3 Jlazap nox yrunajem Crematorpaduje mpuka-
3yje Yy OKBHPY XOpOBa HAIIMOHAIHUX CBETUTEIhA,’3
omabpaH je mpHKa3 KOju MCKazyje MyYeHHYKH CTa-
TyC CBETHUTEJbA, KOJH j& 3aJI00M0 TOCTPaJambeM Y
KocoBckom 60jy.%4

AKTYEeIIHOCT KOCOBCKOI MHTa M HEroBa Be-
3aHOCT 3a HAaIMOHAIHY HACOJIOTH]y 00e30emuie
Cy CBENpPUCYTHOCT KynTa KHe3a Jlasapa, koju ce
MIMPUO W3 MaHacThpa BpmHuk Kao 1eHtpa, 300r
npucyctBa MomTHjy.”> Ha mpoctopy OcmaHcKor
[apcTBa ce Kao ILEeHTap KynTa Mmel)y CloBEeHCKUM
CTAaHOBHHMIITBOM KOjU j& YTHIIA0 Ha Pa3BOj HAIMO-
HasiHe cBectu CpOa u byrapa u3aBojuo maHacTup
Xunanaap, y KOMe je HeroBaH KyiAT y CKIaay ca
KTUTOPCTBOM crioJbHe npurnpare.?® Kues Jlazap xao
KTUTOP CIOJbHE MPUTIPATE HACIUKAH j€ Y )KUBOITHCY
u3 1803. roauHe, 0K ce y XOpy CBETUTEJba HA Ce-
BepHOM 3uy Hamao U Munom O6unuh.%7 Mapko
MuHOB M3BOMIM MpecTaBy KHe3a Jlazapa y mompcjy
y ciaukapcTBy Haoca LpkBe Cseror Ummje y Ile-
YEHEBILY.

Ceetn Muomr O6umuh (€.~ MHAOW ORfAHR)
NpHKa3aH je rojao0paj, AyrHx MOBHjEeHHUX OpKoBa
U KpaTKe Koce, HCTAaKHYTHUX 0aJeMacTHX Ouujy U

92 Pysxuunh 1893.

93 V. Xan 1958.

94 Tlasmosuh 1965: 120.
95 Maxymesuh 2003: 199.

96 TlpuMep wmMpera KynTa je NETaTHOCT XHIAHZApPCKOT
MoHaxa Kupnna Ilejunnosuha, koju o6naBiba Manactup CaeTor
Amntanacuja y [lonory, mo npenamy, 3aayxOuny kuesa Jlazapa, u
cacraBJba KHeKeBO xuTHje. Vi1 [lejkuHoBuk 1974: 48-50.

97 Xunannapan 1997: 88.
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which he wears an ermine cloak. He has an open
crown on his head and is holding a cross in his right
hand, while having a sceptre in his left hand. Instead
of the usual cephalophore iconography, the way in
which under the influence of Stemmatografia Prince
Lazar is shown within the choirs of national saints,3
here we have a depiction that expresses the martyr
status of the saint which he acquired by perishing in
the Battle of Kosovo.%4

The importance of the myth of Kosovo and its
relation to the national ideology have ensured the
omnipresence of the cult of Prince Lazar that spread
from the Monastery of Vrdnik as the centre, on ac-
count of his relics kept there.?> On the territory of the
Ottoman Empire, the centre of the cult of the Slavic
population that influenced the development of the
national awareness of the Serbs and Bulgarians was
the Monastery of Hilandar which cultivated the cult
in line with the ktetorship of the exonarthex.%¢ Prince
Lazar as the ktetor of the exonarthex was painted in
the frescoes from 1803, while the choir of saints on
the north wall also includes Milo§ Obili¢.97 Marko
Minov did the depiction of the bust of Prince Lazar
within the wall paintings in the naos of the Church
of Saint Elijah in Pecenjevac.

Holy Milo§ Obili¢ (6.~ MHAOW OEiAHK) was
shown with no beard, with long twisted moustache
and short hair, with pronounced almond-shaped
eyes and dark eye-brows. He wears the armour of
an ancient soldier with a long red cloak that covers
his shoulders and arms, following the iconography
of the holy warriors. Instead of a helmet, he wears
a soft cap with its top bent backwards. He is hold-
ing a raised spear in his left hand, while pointing to
the depiction of Prince Lazar with his right hand.
The cap is a relict of the symbolic costume of heav-
enly nobility in which holy warriors were depicted.
This emphasised their role in the iconomy of salva-
tion.?® Within the zographic model based painting,
Milos Obili¢ was depicted only a few more times,
in the narthex of the catholicon of the Monastery
of Hilandar, the porch of the Holy Saviour Church

93 Comp: Xan 1958.
94 [Masnosuh 1965: 120.
95 Makyssesuh 2003: 199.

96 An example for the spreading of the cult is the activity of
Hilandar monk Kiril Pej¢inovi¢ who restored the Monastery of
Saint Athanasius in Polog which was according to the tradition an
endowment of Prince Lazar and he [the monk] wrote the prince’s
hagiography. Comp: IlejkunoBux 1974: 48-50.

97 Xunaumapar 1997: 88.

98 Cmomanh Maxysesuh 2009, 72-73.
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TaMHUX 00pBa. O/IEBEH je y OKJION aHTHYKOT BOj-
HUKa, ca TyTHMM [PBEHUM OrpTaueM, KOju MPEeKprBa
pameHa W pyke, Mo y30py Ha HKoHOrpadwujy cBe-
THUX PaTHHUKA. YMECTO IIUIeMa, Ha TJIABU MMa MEKY
KaIy, Bpxa MOBHjeHOT YHa3aa. JIeBOM pyKoM JIp:Ku
Y3AUTHYTO KOIUBE, JIOK JECHOM YKasyje Ha Ipe-
craBy kHe3a Jlazapa. Kama mpencraBiba pemukT
CUMOOJIMYKOT KOCTHMa HeOeCKe BIacTelle y Kojoj
Cy NMPHUKa3MBaHU CBETH PAaTHUIU, YUME CE UCTHIIA-
Jla ’bUX0BA YJIora y MKOHOMHJHU criacema.’8 Mo
OOwnuh je y okBUpHMMa CIIMKapcTBa 30rpad)cKor
MoJIeJia HaCJIMKaH jOII caMO HEKOJIUKO IyTa, Y MPH-
NpaTH KaTOJMKOHA MaHAcTHpa XWIaHIap, TPemy
npkBe CBeror Cnaca y KyueBwuinry, y 1jpkBu cena
Kumame xox KymanoBa u npunparu upkse Basne-
cema Xpuctosor y [opmeM MartejeBily ceBepHO 01
Huma.? TIpencraBa y rabpoBauykom Xxpamy HacTasa
je BEepOBaTHO MO y30py Ha rOpHOMATejeBauky, Ha-
cnukany 1870. ronune.

Kynt Munoma O6unuha ce u 'y okonuau Hura
pa3BHjao y CKJaay ca HapoOIHHM KyITOM pa3BHje-
HuM y KocoBckoj KoTmHu, Koju je y oOnactu Jlaba
no0Mjao U acmekT IpkBeHor Kynta.!00 Heroman je
MPEBACXOAHO KpPO3 HAPOJIHY EMHKY, KOja je KpeH-
pana auk Munoma O6unuha, Koju je CIyXuo Kao
exemplum virtutis, ipe cBera, Oymyhux Oopama 3a
ocnoboheme.!01 Y okonmuan Huma HapoaHa ennka
HETOBaHa je U TMEeBamkEM Y3 T'yClie, KOje ¢e O/IBUjalio U
y IPKBEHHUM ITOpPTamMa, KOMe Cy MPUCYCTBOBAIN CaMO
mymikapi. 102 M3name 30upke Jyrnauke napooue iie-
cme, mTamnano y beorpany 1850. ronune, Moriio ce
Hahu y npkBeHuM pusHuiama. 03 I'ycinapcka Tpaau-
uja 3aapkana ce 'y lopmem Marejesiy o IIpsor
cBerckor para. KocoBcku mMuT HerosaH je y Humry
U OKOJIMHH U TIOCPEICTBOM JuTeparype u3 Kuexe-
BuHe Cpbuje. borocnosu uerBpre ronune n3 Huma
jaBJbajy ce m Mely mpeTiuiaTHUIMMA Jena builika
Kocosoiiomcka 1389. eooune n3 1870. romgune.!04
OgakBa nuTepatypa je, mpema Mmuyomnry Mwuoje-
Bully, IIeH3ypuCcaHa O] CTpaHe er3apXujcKe IPKBe-
He ympase.!05 Ananoruje usmely cpeamOBEKOBHIX
Xepoja, Ha KOje je MeMOopHja cauyBaHa Y HApOIHOM
npesiamby, U CaBPEMEHHUX BOJHHUKA TO3HATE y TOKOM

98 Cmomunh Makysesuh 2009: 72-73.

99 PanosanoBuh 1929: 14; Jlesvanun 1985: 133-135;
Crommuh 2006: 432-433.

100 TTapnosuh 1965: 192.
101 Mapxosuh: y mrramm.
102 Mapkouh: y mrramm.
103 Tpepjemmarmmn 1982: 287.
104 Bojunoruh 1985: 118.
105 TpeGjemanmn 1982: 270.

WALL PAINTINGS IN THE ALTAR OF THE HOLY TRINITY
CHURCH IN GABROVAC

in Kuceviste, in the church of village KSanje near
Kumanovo and the narthex of the Church of the
Ascension of Our Lord in Gornji Matejevac north
of Nis.% The depiction in the church in Gabrovac
was probably created after the paragon from Gornji
Matejevac, painted in 1870.

In the region around Nis, the cult of Milo§ Obili¢
developed in line with the national cult that spread
in Kosovo basin, which in the area of the Lab river
also had the aspect of an ecclesiastical cult.190 It was
cultivated primarily through the folk epics that cre-
ated the image of Milo§ Obili¢ who served as the
exemplum virtutis primarily for the future liberation
warriors.!01 Around Nis, the folk epics were also
cultivated by being sung alongside the sounds of the
gusle [a single-string traditional music instrument]
that also took place in the churchyards and that was
attended only by men.102 An issue of the collection
Jynauke napoone iecme [Heroic folk songs], printed
in Belgrade in 1850, could be found in the church
treasuries.!93 The gusle tradition survived in Gornji
Matejevac until WWI. The myth of Kosovo was cul-
tivated in Ni$ and its surroundings also thanks to the
literature coming from the Princedom of Serbia. The-
ology students attending the last year of the faculty
from Ni§ appear among the subscribers of buitixa
Kocosoiiomcka 1389. cooune [The 1389 Battle of Ko-
sovo] from 1870.104 According to Milo§ Milojevic,
such literature was censored by the exarchal church
administration.!%5 There were well-known analogies
between the medieval heroes, the memory of whom
has been preserved in the folk tradition, and the con-
temporary soldiers during the Serbian — Ottoman
wars in 1876—-1878.106 The militaristic character of
the cult of Milo§ Obili¢ in Nis is corroborated by his
visualisation in Gornji Matejevac and Gabrovac, the
centres of conspirator organisations.

The niche of the north wall is taken by the de-
piction of Three Holy Hierarch. The saints whose
joint cult was established in the 11th century are
depicted in accordance with the usual iconographic
template. They were painted as full figures, dressed
in archihiereus chasubles with mitres on their

99 Panosanosuh 1929: 14; Hemanun 1985: 133-135;
Crommh 2006: 432433,

100 TTapnosuh 1965: 192.

101 Mapxosuh: in print.

102 Mapxosuh: in print.

103" Tpetjermannn 1982: 287.

104 Bojunosuh 1985: 118.

105 TpeGjermanmn 1982: 270.

106 Comp: Boplesuh 1902 106-118.



3UJJHO CIIMKAPCTBO OJITAPCKOI' ITPOCTOPA LIPKBE
CBETE TPOJULIE Y TABPOBIIY

CPIICKO-TypCKUX paroBa.l0 Ha MumuTaprcTHikm Ka-
pakrep kynta Munoma O6wimmha y Humy ykasyje u
merosa Busyenusanuja y l'opmem MarejeBiy u ['a-
OpOBILY, CPEAUIITIMA 3aBEPCHUYKUX OpraHu3almja.

Humry ceBepHor 3uja 3ay3uma npencrasa Cae-
Ta Tpu jepapxa. CBETUTEJbH UYHjU j€ 3ajeTHUYKU
KYyJIT YCTaHOBJbEH y XI BeKy MpuKa3zaHu Ccy mpemMa
ycTajbeHOM HKOoHorpadckoM obpaciyy. Hacnmka-
HU Cy y 11eJ0j (GUrypH, OIEBEHH y apXHjepejcKu
opHart, ca MuTpaMa Ha rmaBama. Ceetu ['puropuje
borocnos (¢. TPHIOPHA) mpukaszan je neBo, Ona-
r0 OKpEHYT Ka CpemuITy clieHe. [IpencraBibeH je
Kao craparl cefie Koce u Opaje. Y JIeBOj pyIH JpKu
cBUTAK ca Harrmcom: YZPAAA0 ® MPECTHH NMPEITEH.
Cpenumma ¢urypa Cseror Joana 3naroyctor ((.
H®WAHL) okpenyTa je pponTanHo. CBETUTED j€ TIPU-
KazaH MJIQJIOT JIKa, kpaTtke cMmehe koce u Opajne. YV
JIEBOj PYLM JIP’KU apXHjepejcKy MauIly, 3aBpIICHY
3MHjOJIMKUM TJ1aBaMa, ciMOoJioM Mynpoctr. CBeTn
Bacunmje Benmuku (6. RACHAHA) mpuka3zan je Ona-
r0 OKPEHYT YJIEBO, MPEACTaBIbEH Ka0 3pPE0 YOBEK,
nyre cmehe koce u O6pane. pxu pa3BUjeHN CBUTAK
ca "HarnucoM. [Ipupona KynaTa u 3ajeHUYKOT MPO-
ClIaBJbamba TPOJUIIE apXHjepeja Kao YCTaHOBHUTEIhA
JorMaTa MpaBOCIIaBHE BEpe YCIOBWIIA je Ja OBa
npeacTaBa MOCTaHe aMONEeMaTCKU HMCKa3 HhEeroBe
onopane.!07 TIporpaMcku OHa KOpECHOHAMpa ca
HU30M apXujepeja Ha jJy>KHOM eIy arCuje.

[Tospe M3Ha HUIIE PELICHO je UACHTUYIHO Kao
Ha Jy)KHOM 3H]Y, IIPEJCTaBOM CBETUTEJHCKOT Mapa,
KOjH Cy TIOJIO)KajeM Tejla W TeCTOBUMA PYKY jelaH
Ka pyroM. OBzie Cy y NMUTamy CTapO3aBETHE JINY-
Hoctu. Mcrouno je mpukasan CBeTu mpopok JoHa
(CTHH~ TIPR HOHA), TamHe Koce U Gpajie, OEBEH y
3eJIeHy TYHHKY W mypnypHu orprad. Ciukap je y
OBOM CITy4ajy OJICTYIIHO O] TIperopyka epMUHH]a,
Kao W cTapuje MKOHOTrpadcke Mpakce, Ha OCHOBY
gyera OM popok OMO HacivkaH henmaB u cene Opa-
ne.108 Hacynpor mpopoky JoHu, mpuKka3aH je He-
no3Haru ceet mpopok (CTHH~ [PK), kao crapan
cenie Opajie, OJIeBeH y LIpBEHY TYHHUKY, Ca OKEp Orp-
tadeM. [IpUIOKHUYKH HATIIHC UCTTMCAH j€& OKO CITH-
KaHOT OCJIOT KPCTa y CPEeIUIIbEeM, Hajy)KeM ey
nosba u macu: PHAOKH A0RTOP IAHAKT HZ ACCKORAL
74 ASIIERHEGE CMIACEHHE 1875.

CnukapcTBO Y HCTOYHOM I0JbY JY>KHOT 3HJ1a je
omreheno. [Ipencrasa je mormyHo 6nena, a mpema
KOHTypaMa ce MOXE 3aKJbY4HTH Jia je OMo Haciu-

106 yi1. Bophesuh 1902: 106-118.
107 TMajuh 2003: 69-70.
108 TTonosuh 1991: 445; Memuh 2002: 536.
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heads. Saint Gregory the Theologian (6. TPHIOPHA)
is shown to the left, slightly turned towards the
middle of scene. He is depicted as an old man with
gray hair and beard, holding in his left hand a scroll
with inscription “YZPAA70 & NPECTEH NPETTEH.” The
central figure of Saint John Chrysostom (. HOAHE)
is turned frontally. The saint is shown as a young in-
dividual, with short brown hair and beard. He holds
in his left hand an archihiereus rod ending in snake-
like heads, the symbol of wisdom. Saint Basil the
Great (6. RACHAHA) 1s shown slightly turned to the
left, depicted as a mature man with long brown hair
and beard. He holds an open scroll with inscription.
The nature of the cult and the joint celebration of
the three hierarchs as those who established the
dogma of the orthodox faith made this depiction
become an emblematic expression of its defence.!07
In terms of the programme, the depiction corre-
sponds to a sequence of high priests on the south
wall of the apse.

The field above the niche was solved in an iden-
tical manner as the one on the south wall, by depict-
ing a saintly pair facing each other with the posi-
tions of their bodies and the hand gestures. These
are the Old Testament individuals. To the east, there
is a depiction of the Holy Prophet Jonah (CTHH- IIPK
HOHA) with dark hair and beard, dressed in green tu-
nic and a purple cloak. In this case, the painter devi-
ated from the recommendations of the hermeneia,
as well as the older iconographic practice, on the
basis of which the prophet would be painted as bald
and with a gray beard.!9® Opposing Prophet Jonah
there is a depiction of an unknown holy prophet
(CTHH~ NIPK), shown as an old man with a gray beard,
dressed in a red tunic and with an ochre cloak. The
donor inscription is written around the painted white
cross in the central, narrowest section of the field
and it reads: MPHAOKH AOKTOP NMAHAKT HZ ACCKORAL
ZA ASIIERHME CMIACEHHE 1875.

The painting in the east field of the south wall
is damaged, the depiction is completely pale and
judging by the contours it may be concluded that a
beardless saint of youthful image dressed in a long
tunic was painted here, which can suggest a continu-
ation of a sequence of holy deacons shown in the
apse. No depiction exists in the same place on the
north pilaster that contains only a brown field.

The second zone of the paintings on the side
walls of the altar space contains two Old Testament

107 Tajuh 2003: 69-70.
108 Tlomosuti 1991: 445; Mexuh 2002: 536.
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KaH ToJ00paay CBETHTEJh MIIAJIOT JIMKA, OJICBEH Y
YTy TYHHKY, IITO MOXKE YKa3MBaTH Ha HaCTaBaK
HU3a cBeTUX lakoHa nmpukazaHux y ancuau. Ha uc-
TOM MECTY Ha CEBEPHOM IMHUIIACTPY TpE/CTaBa je y
MOTIYHOCTHU H30CTajIa M IOCTOjU caMo cMele rmosbe.

Jpyra 30Ha HuBOIHca OOUYHHMX 3UI0BA ONTApP-
CKOT IPOCTOpPa HOCH JIBE CTapo3aBeTHE ciene — XKp-
TBa Kanna u ABespa Ha ceBepHOM ofHOCHO KamH
yOuja ABespa Ha jy>kHOM 3uay. [lpuHomeme xp-
TBe on cTpaHe KamHa m ABesba (HaTmMC KOjUM je
IpeicTaBa O3HAauU€Ha jé HEeYMTAaK, TPAroBU IOCTOje
y CPEIUIIHEM TOPHEM JIeTy CIICHE) CMEIITeHa je
y nej3axk. Kanma n ABesb mpHKazaHU Cy Kao MJa-
nuhu nyre mpHe Koce, HarW U3HAJ mojaca. ABesb je
MpUKa3aH 3arajHo, MITO Ce WACHTH(]HKYje MyTeM
XKpTBE Y BUIY japua kojy mpuHocu. Ilpukasan je
PYKy BHCOKO y3AMIHYTHX Ka HeOy. Kaun je mpu-
Ka3aH HaCylpoT KEeMy KaKo IPUHOCHU CBOjY KPTBY
O] TUIOZIOBA 3eMJbE€, Y BUY pacTumha. KauH maka-
Ma TpeKpuBa juie. McroBeraH mpuka3z mej3axa u
(¢u3noHOMHja JMKOBA yHOTpeOJbeHA j€ U MPUIH-
KOM civKama ciiene Kann youja 6para cBor ABesba
(KAHN YEHT EPATA CROETO AREAA). ABesb je mpHKasaH
MIOJIOKEH Ha TJI0, HaIJIAIIeHe paHe Ha Yelly, Horve-
na yrepeHor ka KawHy, koju je HalBUjeH HAJl lUM
ca aebiom y pykama. Excripecuja kon Kanna jacHo
Haramasa Oec U arpecMBHOCT. Pa3zBujeHe crapo-
3aBETHE CLIEHE M3BEJCHE Cy y MOTIYHOCTH Ipema
npenopykama epmunuja.l® Epmunuje npensubajy
U YKJbyuUeH-€ OBHX CILI€Ha y IpOrpaMm CIHKapcTBa
onTapckor npocropa.ll® Ha oBom mecty Hamuie cy
Ce Kao JIMTYPTHjCKe TeMe, KOje MPECTaBsbajy /B
npedurypanuje Xpucrose xprae.!1!

Tpeha 30Ha kuBoMHmCa jome je ouyBaHa. M3-
HaJ] TOPETIOMEHYTUX CIieHa (POpPMHUPAHO je 10 jeTHO
10Jb€ Ha CEBEPHOM OJTHOCHO jy’KHOM KOPEHY CBOJIA.
CBako 071 110Jba Ha ABOOOjHO]j MTO3aAMHHA HOCH TIPEJI-
CTaBe JIBOjHIIe cBeTUTEJba. Harmucu kojuma cy cBe-
TUTEJbU CUTHUPAHH YIIIABHOM HUCY CauyyBaHH, alld
ce mpema ozehu, nyrum xajbuHaMa U HabOpaHUM
orprayMmMa 3aKkJbydyje Jia Cy y IHUTamwy CBETHU IIpo-
poru. CeBepHO 10JbE€ HOCH IMPEACTABY HEUIECHTH-
(hMKOBaHOT TTPOPOKA, BUCOKOT Yelia M KpaTke Opaje
u nipopoka Camyuna ((AMOHAT), kparke npHE Koce
u Opaze. Jy)KHO je mpHKa3aH MPOPOK Kparke IpHe
KOCE U TeK NMpOHUKJe Opaje, A0K je apyra Gurypa
roysiobpazior cBeTHTEba Iyre Koce. Mako epMunuje
7ajy Tpenn3Ha YIyTCTBa O (U3HOHOMHjH, aTpH-

109 Bacunues 1976: 46; Menuh 2002: 558-559.
110 Bacunues 1973: 56-57.
HT Tyumornjesuh 1994: 86.
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scenes, Sacrifice from Cain and Abel on the north
wall and Cain killing Abel on the south one. The
offering of the sacrifice by Cain and Abel (the in-
scription used to mark the depiction is illegible,
with traces present in the middle upper part of the
scene) is placed within landscape. Cain and Abel
are shown as young men with long black hair, na-
ked from the waist up. Abel is shown on the west
side, which is identified by the sacrifice in the shape
of a goat which he offered. He is shown with his
arms raised high towards the heaven. Cain is shown
opposite of him offering his sacrifice made of the
fruits of soil, painted in the shape of vegetation.
Cain is covering his face with his hands. The same
depiction of the landscape and the physiognomy
of the characters were also used when painting the
scene of Cain killing his brother Abel (RAHH YEHI
EPATA CROETO AREAA). Abel is shown lying down on
the ground, with an emphasised wound on his fore-
head and with his gaze directed at Cain who bends
over him with a wooden club in his hands. The ex-
pression of Cain clearly accentuates rage and ag-
gressiveness. The developed Old Testament scenes
were done completely in accordance with the rec-
ommendations from the hermeneia.l% The herme-
neia also stipulate the inclusion of these scenes
into the painting programme for the altar space.!10
They found their place here as liturgical themes
that represent two prefigurations of the sacrifice of
Christ. 111

The third zone of the wall paintings is poorly
preserved. Above the previously mentioned scenes
there is a field created on the north bottom of the
vault and another one on the south bottom of the
vault. Each of the two fields carries depictions of
two saints on a two-coloured background. The in-
scriptions used to designate the saints have mostly
not been preserved, but judging by the garments,
the long robes and draped cloaks, it may be con-
cluded that these are holy prophets. The north field
carries the depiction of an unidentified prophet,
with a high brow and a short beard, and Prophet
Samuel ((AMOHAT) with short black hair and beard.
On the south side there is a depiction of a prophet
with short black hair and a barely visible beard,
while another figure shows a beardless saint with
long hair. Although the hermeneia provide precise
instructions about the physiognomy, attributes and
inscriptions alongside Old Testament personalities,

109 Bacunues 1976: 46; Memuh 2002: 558-559.
110 Bacunues 1973: 56-57.
HT Tyumornjesuh 1994: 86.



3UJJHO CIIMKAPCTBO OJITAPCKOI' ITPOCTOPA LIPKBE
CBETE TPOJULIE Y TABPOBIIY

OyTuMa M HATIIMCHMA y3 CTapO3aBETHE JTMYHOCTH,
CBaKM TIOKYIIa] WACHTU(UKAIMje OU Y OBOM CITy-
yajy Ouo HempenmsaH. [Ipopouke ¢urype 3aysu-
Majy ¥ HajBUIIY 30HY KMBOIIMCA HAOCA, y3 KOj€ Cy
cadyBaHU Harmucu petkocT. Ciukap ce, Kao mTo ce
3aKJbydyje U3 mpuMepa npopoka JoHne, HUje ApKao
yoOmnuajenux obpasamna. [Tpoporu ce u mpema mpe-
nopykama epMHHHja CIIMKAjy TPaAULUOHAIHO Yy
TaMOypy KyIoJje, ajld Cy y HBEHOM HEJOCTaTKy y
cinydajy upkse Csere Tpojulie mocTaB/beHU Yy Haj-
BUIIY 30HY.!12

sk

3UIHO CIMKApPCTBO OJITAPCKOT IMPOCTOpa LIPKBE
Csere Tpojunie y ['aGpoBily omimKyje HHU3 jeIarH-
CTBEHHX MPOTPAMCKHX U MKOHOTPA(PCKHUX pelIeHa.
OcuM TeMa ycI0BJbeHHUX (DYHKIIMjOM ITPOCTOPa, 10-
MUHHUpa BU3yelu3alyja KylIToBa pa3BUjeHUX Yy JIO-
KaJHoj 3ajequuny. Hactano y 3Ha4ajHOM TpEeHYTKY
y APYIITBEHO-TTOJUTHYKOM JKUBOTY 3aj€IHHIIE, J10-
MIPUHOCH TO3HABaky HEHOT YTHIIAja HA KPEUpPame
nporpamMa IpKBEHOT CIMKApCTBa, Ko U MO3HABAY
PETUTHO3HUX U APYLITBEHUX MPaKCH XpuinhaHCke
3ajequuie Huma npen cprcko-Typcku par.

112 Bacunues 1973: 57.

249

each attempt at identification in this case would
be imprecise. The prophet figures also take up the
highest zone of the wall paintings in the naos and
any preserved inscriptions in this section are a rar-
ity. As it may be concluded from the example of
Prophet Jonah, the painter did not adhere to the
usual templates. According to the recommenda-
tions from the hermeneia, prophets are traditionally
painted in the drum of the dome, but since this is
lacking in the case of the Holy Trinity Church they
were positioned in the highest zone.!12

k

The wall paintings of the altar area in the Holy
Trinity Church in Gabrovac is characterised by a
number of unique programme and iconographic
solutions. In addition to the themes determined by
the function of the space, they are dominated by
the visualisation of the cults developed in the local
community. Painted at an important moment in the
social and political life of the community, they con-
tribute to the better understanding of its influence
on the creation of the wall painting programme, as
well as the understanding of the religious and social
practices of the Christian community of Ni§ before
the Serbian-Ottoman war.

12 Bacunues 1973: 57.
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