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Abstract. The composition with representations of medieval
rulers is a unique structure within the fresco-ensemble of the
Hilandar refectory, which was signed by the painter Georgije
Mitrofanovi¢ in 1621/1622, replacing the previous, three centuries
older works. It depicts Serbian King Milutin and the Byzantine
Emperor Andronikos II Palaiologos in a paraphrased version
of the solution found in medieval portraits within the narthex
of the Catholicon of the Monastery. With some modifications,
it was incorporated into a new programmatic context, together
with figures of Saint Simon the Monk (most likely representing
the former King Uro$ I) and Saint Stefan Decanski. The for-
mation of the latter pair is based on iconographic patterns that
combine the initial theme of the pious rulers’ patronage with
motifs of martyrdom and unwavering faith. The new visual
ensemble, featuring figures of pious and orthodox rulers from
the medieval past, is completed by the insertion of the symbol of
the cross between them and by placing all the figures under the
protection and blessing of Christ, the Angel of Great Counsel.

Why did the creator of this pictorial program connect the
bygone rulers, patrons of the monastery, with a distinctive,
non-traditional representation of Christ? How does the passage
of time since the medieval period affect the reception of this
iconographic group? What does the medallion with the cross
and Christogram signify in the given arrangement? These and
similar questions, mostly overlooked in previous discussions
focused on the restoration aspect of Mitrofanovi¢’s work, stem
from the endeavour to understand what was achieved through
the characteristics and circumstances of the era in which the
refectory was repainted, particularly in the context of the chal-
lenges faced by the Orthodox community within the then
Ottoman state.
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The composition under consideration is a segment of the wall painting in the
communal dining hall of the Hilandar monks. This hall is situated in the building
opposite the western facade of the Catholicon and was adorned during a renovation
project at the beginning of the 17 century.® Despite its medieval origins, when
it was initially shaped during the extensive renovation of the monastery’s most
important buildings in the time of King Milutin,* the building underwent various
modifications and alterations over the centuries of Ottoman rule, which have
significantly shaped its present-day appearance (Henagosuh, 1963; Theocharidis,
1989, pp. 65-66; bornanosuh, Hypuh, Megakosuh, 1978, pp. 76-78; Nenadovic,
1998, pp. 181-184; Kovacevi¢, 1998, pp. 133-137; Petkovié, 1999, pp. 46-47;
Kosauesuh, 2022, pp. 286-307).> The changes to the medieval interior, resulting
from the painting works, are most notably associated with the renovation that took
place in 1621-1622. In this period, when Mount Athos was under Ottoman rule
and the monastery no longer received the patronage it had enjoyed from Serbian
rulers in the past, the first recorded and clearly visible restoration took place.® This

? It is considered that the indicated place, common for the topography of monastery
units, corresponds to the place of the building with the same purpose from the time of
the establishment of the Serbian monastery (end of the 12 century). There is a scarcity
of information concerning the building attributed to the efforts of Saint Simeon Nemanja
and Saint Sava of Serbia in the writings of their contemporaries. The sole medieval, albeit
somewhat later, testament comes from Teodosije Hilandarac, the author of The Life of Saint
Sava, who asserts that the father and son constructed it “from the ground up” (Teogocuje,
1973, pp. 50-51; Teogocuje, 1988, p. 138; cf. Mupkosuh, 2008, pp. 85, 94).

* The undertaking of King Milutin, the great restorer and “second ktetor” of the
endowment of Saint Simeon Nemanja and Saint Sava, was most likely completed in the
early years of the reign of his son and successor Stefan Decanski, at least when it comes to
painting the refectory (v. infra).

> From the consideration of the material remains resulted the identification of a sig-
nificant portion of the outer wall of the building, including segments associated with the
oldest monastery fortifications, i.e., layers attributed to the former Greek monastery and
the reconstruction from the era of the first Serbian ktetors.

¢ Letters written by Hilandar monks during the latter half of the 16" century, addressed
to Tsar Ivan the Terrible, along with other members of the Russian ruling family and nobility,
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restoration occurred three centuries after the completion of the works associated
with the most prosperous period in the history of the Hilandar monastery.” The
construction interventions that preceded the painting works occurred around
1620, although specific dates lack direct confirmation. Nevertheless, there is a
precise chronological documentation for the creation of the fresco paintings in
the spacious hall designated for the daily monastic meal ritual, which to this day
remains preserved on three of its walls (Kajmaxosuh, 1977, pp. 189-267, figs.
101-134; TaPAaxng, 1997, pp. 149-164 et passim, figs. 141-152; Raki¢, 1998,
pp- 263-266). The fresco-paintings on the north wall of the main apse date from
1780.% The founder’s inscription inside the room, located above the entrance
door at the northern end of the east wall and signed by the painter himself, con-
firms that the frescoes were created and donated by the Hilandar monk painter
Georgije Mitrofanovi¢’ in the years 1621-1622. These works were commissioned
at the request of “the fathers and brothers and the entire council of the Hilandar
Monastery, with Abbot Kir Ilarion hieromonk overseeing the project” (Cy6otuh et
al., 2019, pp. 53-55). One of the leading Serbian painters of the 17 century, known
for his fresco-ensembles, icons, and iconostases (Kajmakosuh, 1977; Iletkosuh,
2002; Topmh, 2013, I, pp. 132-140; Matuh, 2017a, pp. 279-283, 445-447), painted
the refectory of this monastery upon returning from the Patriarchate of Pe¢. He
also completed an extensive project for Patriarch Pajsije in 1619-1620, marking
the culmination of his productive involvement in his homeland. At the Serbian

provide compelling evidence of the monastery’s deterioration and the dire condition of spe-
cific structures, thereby highlighting the urgent need for restoration. In one such appeal for
assistance directed to Prince Georgi Vasilievich, brother of Ivan the Terrible, dated to 1558,
mention is made of the collapse of the refectory; cf. @oruh, 2000, pp. 108 sq., especially 109,
127 (with bibliographical references, especially see Iumurpujesuh, 1903, p. 31, no. 22). On
the relations between Hilandar and Russia in the 16" and 17" centuries, see [Terxosnh, 1995.

7 On the reign of King Uro$ II Milutin as the time when Hilandar reached the peak
of power, cf. JKusojunosnh, 2022, pp. 453-485.

8 The ktetor inscription from 1780 was published by Kajmakovi¢, 1977, p. 255; cf. also
Yiannias, 1991, p. 271, n. 18. A new edition of the inscription is expected in an upcoming
volume of the book on the inscriptions of the Hilandar Monastery, which is listed in the
bibliographic reference provided in the paper (Cy6oruh et al., 2019).

? The author’s and ktetor’s inscriptions by Mitrofanovi¢’s hand constitute the sole
source of information regarding this talented and industrious artist. Within a relatively
brief and “condensed” timeframe, spanning from 1615 to 1622, he left a significant im-
print not only in Hilandar but also across Herzegovina, Dalmatia, and the southern part of
Serbia. Preceding this period, the sole instance of his fresco-painting, dating back to 1609,
adorned the walls of a monastery in the area of Zapadna Morava (Jezevica). Mitrofanovi¢
was educated in the painting workshop of Mount Athos, with possible beginnings under the
tutelage of a master who had plied his craft within the domain of the Patriarchate of Pe¢. It
is the distinctiveness of his style, imbued with the hallmark traits of the Cretan “school” of
painting, that sets him apart from his local predecessors. For further reading on this subject,
refer to the supplementary bibliography provided in the subsequent sections of this paper.
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church headquarters, he painted various significant works, including the entire
refectory (of which only the foundations remain to this day). This project served
as preparation for a similar endeavour at the Hilandar Monastery, which stands as
his last recorded and most significant work (Kajmakosuh, 1977, pp. 51-56, 92-96;
Bypuh et al., 1990, pp. 291-294; Tommh, 2013, I, p. 137)."° The construction works
carried out on the monastery building before the execution of the fresco-paintings
primarily refer to the replacement of the upper structure and the adjustment of
the existing openings on the walls (breaking new ones and bricking up parts of the
existing ones) (Henagosuh, 1963, pp. 8-12; Henagosuh, 1965, p. 108; Cy6oTnh
etal., 2019, pp. 57-58; Koauesuh, 2022, pp. 294-296, 303). A discovery from the
eighth decade of the 20" century showed that the new solution with a flat ceiling,
instead of the previous one with a visible construction of a gabled roof, obscured
the authentic remains of the fresco-ensemble from the 14™ century. Untouched
during the painting of the room and hidden from view, they survived only in the
former attic, gable part of the north wall above the opening of the main apse and
the place reserved for the abbot’s table (Djuri¢, 1978, pp. 41-53; bormanosuh et
al., 1978, pp. 88-92; Dordevi¢, 1998, pp. 243-244; Petkovi¢, 1999, pp. 47-48)."
These frescoes exhibit stylistic characteristics that do not align with the work of
the artists who completed the painting of the Catholicon in September-October
1321, prior to the death of King Milutin."* Instead, they support the previously
mentioned perspective regarding the antiquity of the refectory building."

12 On Mitrofanovi¢’s engagement beyond the confines of Mount Athos, as understood
in the context of accumulating funds for the restoration of the refectory, see Cy6otnh et
al., 2019, pp. 54-57 (where this endeavour is compared with the other relevant examples
of artists bestowing endowments — an occurrence not quite uncommon but still rare).

! Kajmakovi¢ (1977, p. 190, n. 448) was aware of the newly discovered remains, although
he had not personally examined them at the time. The survival of these remnants on the
wall, whose section beneath the ceiling was the only area painted in the late 18" century,
has led to a reinterpretation of Mitrofanovi¢’s renovation efforts. A recent interpretation
challenges the conventional understanding of his work by proposing that Mitrofanovi¢
chose to preserve the ancient paintings on the north wall, with the newer ones mirroring
the appearance and arrangement of the medieval artwork (see Mumpkosuh, 2008, p. 207,
n. 50). This viewpoint contradicts the earlier observations regarding the extent and nature
of the damage sustained by the frescoes in the northern and northeastern sections of the
hall (cf. Kajmakovi¢, 1977, p. 265, and also XKuskosuh, 1981, p. 39; Petkovi¢, 1999, p. 50;
Kosauesuh, 2022, p. 302).

'2 On the new, accurate reading of the date on the original ktetor inscription in the
catholicon, executed in fresco technique on the eastern wall of the narthex, and its signif-
icance in resolving the question of the dating of the construction works on the catholicon
and refectory, see Mapkosuh, Xocrtetep, 1998, pp. 201-220 (with reference to previous
literature), and especially p. 205, n. 20.

1 In the written sources of the time, the refectory was not explicitly identified as the
primary architectural project of King Milutin. Instead, it was considered that this might
have been implied in the broader context of the construction of other monastery structures,
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Fig. 1. Hilandar refectory, south apse (photo by Nikolaos L. Dionysopoulos)

At the far end of the elongated hall, in the apsidal recess on the southern
wall, smaller and lower than the one previously mentioned,'* there is a group
of representations that we will pay special attention to in this paper (Figs.
1-2). Due to its position and arrangement within the two-band structured
fresco-surface of the small, low apse, this group of representations stands out
formally from the surrounding content. In the lower part of the composition,
there are four standing figures, grouped in pairs on either side of the window.
Notably, these figures are distinct from the series of standing figures displayed
beneath the painted arcades in the lower zone of the hall’s longitudinal walls

cf. Borganosuh et al., 1978, pp. 76, 78; JKusojunosnh, 1998, p. 135. For the point of view
about the realization of the plan to paint the refectory only after Milutin’s death (accepted
in recent literature), see Dordevi¢, 1998, pp. 243-244 (cf. our n. 4).

!4 The central portions of the narrow walls of the rectangular refectory end with apses.
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Fig. 2. Hilandar refectory, view of the south wall with the
apse (photo by Nikolaos L. Dionysopoulos)

(both west and east), which also includes two figures at the eastern end of the
southern wall.”® These figures do not share the same dimensions as those on
the adjacent walls, and this difference is due to their adaptation to the available
surface in the recess. The height of the conch-shaped niche housing the com-
position matches the height of the lower zone of frescoes on the surrounding
walls (cf. Kajmakosuh, 1977, figs. 104-107, especially 105, and 116). However,
the two-zone design of this mini-unit required the inclusion of another equally
significant representation in the upper part of the available surface. This decision
was influenced by the shape of the wall, i.e., its conchal finish. Additionally, the
positioning of the window in the center of the lower, semicircular part of the
wall necessitated the use of pairs in the composition.'¢

15 The row with depictions of holy monks beneath the arcades on the western side of
the hall is only found in the southern half of the west wall. In the northern half of that wall,
several large compositions occupy the space, leaving no room for individual figures. This
sequence of holy monks does not extend into the western end of the southern wall due to
the presence of an exit leading to the shooting range of the rampart. For the northern wall,
with frescoes from 1780, uncertainty exist about the presence of painted arcades, which may
not have been there or could not have been replicated (cf. Kajmakosuh, 1977, figs. 104-107).

' The window opening does not correspond to the one from the time of Mitrofanovic¢’s
composition. It was expanded later (Cy6otuh et al., 2019, p. 59, n. 19).
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The pair in the eastern half of the
wall is a joint portrait in the full sense
of the word (Fig. 3). It is interesting to
note that we are talking about the rul-
ing representations of King Milutin and
his father-in-law, the Byzantine Emperor
Andronikos II Palaiologos, as they ex-
ist at the entrance from the narthex to
the nave of the main monastery church
(Djuri¢, 1989, especially pp. 105-106, figs.
1-5, 10-12; Vojvodi¢, 1998, pp. 250-257;
Bojsozuh, 2022, pp. 419-420, 422-423,
427). The outstretched left hand of King
Milutin and the right hand of Emperor
Andronikos II are extended towards each
other, engaged in the joint act of transfer-
ring charters. Unfortunately, significant
damage to the fresco between the two
rulers makes it challenging to determine
precisely what was originally painted in the
area where their hands meet. It is noticea-
ble that their hands are not positioned at
the same height. However, the motif bears
a striking resemblance to the portraits of

Fig. 3. Hilandar refectory, east the same individuals in the ktetor com-
half of the south apse (photo by position in the narthex of the Catholicon
Nikolaos L. Dionysopoulos) (Fig. 4). This similarity suggests that, just

like in the narthex of the church, the rulers
here also held a bundle of charters (chrysovuli) with hanging stamps between
them.'” Both are in ceremonial imperial garb (sakkos, loros and crown in the
form of stemma), with cruciform scepters in their hands, and illuminated by
a nimbus. They are accompanied by inscriptions with the same designation
(“pious ones”, along with the name, and “the ktetor of this holy temple”, Fig.
5) (Kajmakosuh, 1977, p. 255, tig. 133; Dionisopulos, 2002, figs. 59-62, with
inscriptions in the catalogue N. 15/1-15/2; ct. Dordevi¢, 1998, p. 244; Vojvodic,
1998, pp. 257-258). Two figures to the west of the window (Fig. 6), also with a
nimbus, are marked differently in the inscriptions—their clothing and insignia

'7On the iconographic type of the ruler-ktetor with a folded charter in his hand, that
is, on representations depicting the act of donating a church through a charter, the oldest
example of which in Byzantine monumental art dates from the 7* century, cf. Bypuh,
1989, pp. 33-38 (especially pp. 37-38, fig. 22, with a solution from the Hilandar narthex).
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Fig. 4. Narthex of the
Hilandar Catholicon.
Emperor Andronikos
IT Palaiologos and
King Milutin (photo
by Nikolaos L.
Dionysopoulos)

Fig. 5. Hilandar
refectory, south
apse. King Milutin
and Andronikos II
Palaiologos (photo
by Nikolaos L.
Dionysopoulos)

differ from each other, but they are accompanied by the same type of signature
(“saint” next to the name) (Kajmaxosuh, 1977, p. 255, fig. 134; Dionisopulos,
2002, figs. 59-62, part of the description in the catalogue N. 15; cf. Vojvodic,
1998, pp. 257-258).

The figure next to the window, described as “Saint Simon II” (most likely
the late King Uros, father of King Milutin), is dressed in the robes of a schema
monk, with a koukoulion on his head, and thus differs from the other three,
because the fourth, the Holy King Stefan Decanski, is depicted in representative
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{0, wroulk

Fig. 6. Hilandar
refectory, south
apse. Saint Simon II
the Monk and Saint
Stefan Decanski
(photo by Nikolaos
L. Dionysopoulos)

(imperial) robe, similar to the one worn by the “ruling-ktetor” pair on the east-
ern section of the wall. In contrast to the cross-shaped scepter of King Stefan
Decanski, which corresponds to the insignia of the previously mentioned cou-
ple, the holy monk, whose name and identity are “clarified” by the added letter
with the numerical value “second’'® holds a thin white cross in his right hand.
His left hand is raised in front of his chest, with the palm facing the viewer as a
sign of testimony. There is no doubt that it is a martyr’s cross—an iconographic
detail that is not uncommon in the hands of saints from the order of monks,
though it is not an absolute rule or convention. In the fresco in the narthex of
King Milutin’s endowment in Grac¢anica, where both of the founder’s monastic
parents are rightly recognized, the former King Uros is represented as a sche-
ma monk. He likewise holds the same sign of the cross in his right hand as he
makes a characteristic gesture with his left (Toguh, 1993, pp. 8-14, figs. 1-3;
Bojsopuh, 2009, p. 251 sq., figs. 1-2). The damaged inscription did not contain
his monastic name. This inconsistency in naming was not uncommon in the
medieval portraits of the monastic ancestors, which appear multiple times in
the endowments of the sons of Uro$ I at the end of the 13™ and the beginning

'8 The identification of the painted figure as the former king Uro$ I is a viewpoint held
by most researchers. With all caution, we share that view. This identification is supported by
various details discussed in the paper, particularly the addition of the number “two” to the
monk’s name. For an alternative opinion and identification of the painted figure with Stefan
the First-Crowned, see Cy6otuh et al., 2019, p. 59 (the interpretation according to which
the number next to the monk’s name would refer to the ruler’s title should not be accepted).
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of the 14™ century. He was referred to as both Simeon and Simon, a naming
practice that also applied to the corresponding portraits of his father, Stefan the
First-Crowned."” The same practice is also confirmed in written sources.” It is
worthy of mention that the form of the monk’s name inscribed on Mitrofanovic’s
fresco (Simon), with “Izhitsa”, is identical to the one in the copies of the text of
Milutin’s charter to the Hilandar pirg Hrusija (Mommus et al., 2011, p. 439AD),
especially due to the circumstances that in one of the two mentioned speci-
mens (specimen A), the same monastic name was written in addition to the
secular name and the title of the First-Crowned—but with an octal “i”. A figure
with a name that is associated with both Stefan the First-Crowned and Uro$
I in written sources, as well as in painted representations of former Serbian
kings, is clearly associated with a martyr in Mitrofanovi¢’s fresco. As a kind
of deviation from iconographic pattern, the depiction of holy monks with the
cross of martyrdom in their hands (Mouriki, 1988, pp. 341-342; Mapkosuh,
1995, p. 255, n. 136; Bypuh, 1997, p. 135, n. 58) clearly refers to the Christian
understanding, developed by the early church fathers, and especially nurtured
in the Mount Athos, according to which monks as “martyrs of conscience” are
equal in feat to “blood martyrs” (Malone, 1950; Malone, 1951; JeBtih, 1980).*!
As the figure of the schema monk is paired with the image of the holy king
whose exceptional respect and celebration in the era of Turkocracy is based on
the developed cult of the ruler-martyr, the reception of the depicted couple is
significantly determined by allusions to martyrdom and perseverance in faith
tested by great trials. If the specific circumstances of the monastic life of King
Uro$ did not particularly distinguish the image of the sanctity of this Nemanji¢

19 In the paraklis at Purdevi Stupovi near Ras and in the Church of St. Achileos in Arilje,
Stefan the First-Crowned is represented as “St. Simon” and Uro$ I as “St. Simeon” (Papojunh,
1997, pp. 27-28; Munoutesuh u Hemxosuh, 1987, p. 49, fig. 31; Hopbhesuh, 1998, p. 50, with
an illustration on pp. 54-55; Bojsomuh, 2005, pp. 91, 165-167, 296, pl. 26). In the Church of
the Holy Apostles of Pe¢, whose wall paintings date ca. 1300, an identical naming convention
is used, with the name “Simeon” appearing alongside depictions of both figures (Bypuh et
al,, 1990, p. 121, fig. 75). In the exonarthex of Sopocani, painted during the reign of King
Dusan, a portrait of the former King Uro$ is accompanied by the inscription “St. Simon the
monk, the ktetor of this holy temple” (Hypuh, 1991, p. 160; XKusxosnh, 1984, pp. 38-39).

2 In the earliest sources, i.e. in documents related to the era of King Milutin, there are
two variants of King Uro$’s monastic name (Simon and Simeon). For further information,
cf. Komarusa, 2021, pp. 275-276 (with accompanying notes and sources).

I One form of expressing such an idea is observed in the practice of juxtaposing the
images of holy great martyrs and holy monks on the walls of churches. The examples of
this concept in Hilandar, Protaton and Pe¢ are elaborated in Radovanovi¢, 1989; Djuric,
1991, pp. 45-50; Bypuh, 1997, p. 135, n. 58. This idea has also been considered as part of a
more intricate variation of the same parallelism, which encompasses baptism, monasticism,
and martyrdom. This connection is explored in relation to the selection of themes in the
exonarthex of the church of Treskavac Monastery, cf. Munanosuh, 2012, especially p. 463 sq.
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ruler-monk,” which remains uncelebrated by the service, it is an entirely different
case with the cult construction of King-Martyr Decanski. Completely defined
by the merit of the Visoki Decani abbot and writer Grigorije Camblak (1989),
in the first decade of the 15" century, his cult gained exceptional momentum
in the period of the restoration of the Patriarchate of Pe¢ and during the time
of Georgije Mitrofanovi¢, closely rivaling the already strong cults of Saints
Simeon and Sava (IleTkoBuh, 1965, p. 83 et passim; Djuri¢, 1983; Hypuh, 1985;
I[Terkosuh, 1990; ITonmosuh, 2006, pp. 162-178; Mapjanosuh-[lyuranuh, 2007,
pp. 361-405, especially 369 sq; Maruh, 2017b; Bacupesnh, 2021, pp. 202-222).%

Defining the “common denominator” of the group in question is a chal-
lenging task, given the selection of personalities, their iconographic identities,
and accompanying inscriptions. While historical records confirm their chari-
table donations and patronage of the Hilandar Monastery, not all of them were
ktetors of the refectory.?* Only King Milutin and Emperor Andronikos II are
explicitly marked as ktetors. Research into the cults of the monarchs depicted
does not yield a singular or homogeneous image, even though factors that could
be associated with specific cult categories seem to have influenced individual
depictions. As a result, not all of them were categorized as saints, and the con-
struction of their cults may have remained incomplete. Despite King Milutin’s
reference to him as the “Holy Emperor”, the Byzantine autocrat was never offi-
cially “canonized”. Beyond the broader context, which underscores the sacred
lineage of the Nemanji¢ rulers, connecting them through text and imagery to
the celebration of their dynastic heritage and its “holy root” (Bojsomuh, 2007;
2016a), perhaps the most enigmatic aspect lies in the depiction of the former
King Uros as a saint. Ever since the medieval era, the veneration of the “blessed”
king remains without the “tangible” elements of a distinct cult. Even during the

> These circumstances are connected with the violent dethronement: the rebellion
of the elder son, Dragutin, against his father took place with the participation of a foreign
factor, namely the Hungarians. After his defeat in the military conflict with his son, he re-
treated to the monastery in Hum (cf. Komarusa, 2021, pp. 275-276; Bojsomuh, 2022, p. 388).

» The depictions of dramatic trials and sufferings, overcome through unwavering
faith, are highly emphasized in the late medieval hagiography and service authored by the
learned sojourner in Serbia under the Lazarevi¢ Dynasty. These depictions are in accordance
with the ideals and spiritual needs of the time. The portrayal of the king’s sanctity and the
related events from his life would be reaffirmed as a favourite theme in Serbian painting
from the mid-16" century onwards.

¢ All three rulers could still be credited, in one way or another, with merits and con-
tributions to the most significant building in monastic communities after church buildings.
King Uros I, however, would certainly remain outside this particular circle. Of course, the
perspective changes when considering all the charities and donations made to the monastery
[for general information, cf. JKusojunosuh, 1996; Tomith, 1997, pp. 176-178; Kusojunosuh,
1998, pp. 115, 118 (Uro$ I), 123, 134 sq. (Milutin), 147 sq. (Andronikos I1, i.e. Andronikos
IT and Milutin); Bexuh, 2006; JKnBojunosuh, 2022, pp. 453-485; Toguh, 2022].
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era in which Georgije Mitrofanovi¢ lived and worked, there are no indications
of a special or widespread celebration of that king-monk.>” The origins of the
cult of King Milutin took shape following his death and centered around his
burial endowment, including relics, at the Banjska Monastery. Initially, this
cult included the image of the warrior-king. However, due to the absence of a
formal service, the perception of King Milutin’s sanctity evolved independently
of older hagiography topics—it shifted toward celebrating him primarily as a
great builder and ktetor (ITomosuh, 2022, especially pp. 549-551; Toguh, 2022,
pp- 372-373). During the period of Ottoman rule, the veneration of King Stefan
Decanski as a saint reached its zenith (as mentioned above).

In order to achieve a more objective perspective on the selection of figures,
it becomes imperative to explore not only the possibility that Mitrofanovi¢ had
access to an authentic and perhaps partially damaged older painting serving as
a model but also the likelihood that he himself made these choices based on his
own conceptualization of the programme or the requirements of his contempo-
rary environment and era. In this context, it is crucial to consider additional
aspects within the image analysis. Scholars have noted the resemblance between
the ruling couple in the eastern half of the apse and the portraits of ktetors found
in the narthex of the Hilandar Catholicon. This often implies prioritization of
the restoration aspect of the work carried out by the Hilandar monk-zographer,
as if this were the only perspective worth exploring.” The medieval fresco from
the narthex of King Milutins church endowment was well-known to Georgije,
particularly due to his association as a Hilandar monk. It is, therefore, reasona-
bly suggested as a possible model for the depiction we are currently examining.
However, most researchers have refrained from explicitly stating this as a fact,

» We emphasize that prior to Mitrofanovi¢’s painting of the refectory, the cult of St.
Stefan the First-Crowned had not been raised to the level of full saintly celebration. This
transformation would occur slightly later, thanks to the efforts of the Serbian Patriarch Pa-
jsije. In 1629, the relics of the First-Crowned were unearthed, and it was during this period
that Patriarch Pajsije composed a service and, toward the end of his life, a hagiography as
well. For further details, cf. Matuh, 2017b, pp. 394-395 (including information on fresco
representations within note 32).

26 In relation to this aspect, the identification of the monK’s figure in the refectory
with the First-Crowned can be observed, see Cy6otuh et al., 2019, p. 59 (cf. supra, n. 18).
The authors of the mentioned publication conclude that the choice of the ruler’s figures,
especially Stefan the First-Crowned, was influenced by the older painting of the refectory,
because no model could be found in the Catholicon. We will not delve into the hypothesis
about the portraits that were painted over in the narthex, as it is not relevant to the topic
(loc. cit.), but in connection with the question of the model, we believe that we should not
ignore the fact that Mitrofanovi¢ could have seen a monastic representation in Pe¢ that
corresponds to the one he chose. Furthermore, it was precisely in Pe¢ where he worked
immediately before the repainting of the refectory (Hypuh et al., 1990, p. 121, fig. 75).
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with the exception of Kajmakovi¢ (Kajmaxosuh, 1977, p. 256).”” There seems to
have been some reservation, as they considered the possibility that a correspond-
ing or similar representation might have existed on the now irretrievably lost
older layer of frescoes in the dining room. It is generally accepted that Mitrofanovic,
recognized for his skillful restoration work on frescoes in the Church of St.
Dimitrije in Pe¢ (Kajmakosuh, 1977, pp. 92-95 et passim; BHypuh et al., 1990,
pp- 291-292), “renewed what could be recognised” from the previously removed
older fresco painting, as suggested by Dordevi¢ (1998, p. 244). While Vojvodi¢
generally adopts a positive stance regarding the likelihood of portraits of the
founders existing in the older programme of the refectory,* one of his conclud-
ing statements regarding these representations reveals a significant degree of
doubt about the possibility that the depictions of King Milutin and the Byzantine
emperor “could have been ‘transferred’ from the Catholicon into the apse of the
refectory in the 1320s” (Vojvodi¢, 1998, p. 258).” Grouping of representations
in the small apse of the refectory does not seem to reflect a choice related to the
time of King Milutin or the early years of Stefan Decanski’s reign. The figure of
Decanski does not appear in buildings whose founder was King Milutin dating
back to the rebellion against his father, and the representation created as part of
the so-called horizontal Tree of the Nemanji¢ dynasty, which emerged at the end
of the first or beginning of the second decade of the 14™ century in the Church
of the Holy Virgin of Ljevisa, anticipate the later type of vertical Nemanji¢ tree
(Bojsopmuh, 2007, pp. 301-302; 2022, pp. 405-406, 411-415, 419). Furthermore,
we have knowledge that his portrait, along with the portrait of his son, the young
King Dusan, in the Hilandar Catholicon, was painted later—only after the death
of his father-ktetor and his own accession to the throne, without disrupting the
authentic thematic programme that underpinned the complex portrait

?In relation to the hypotheses regarding the repetition of the previous fresco programme,
Kajmakovi¢’s perspective is influenced by the dating of the original refectory painting, which
places it at the end of King Milutin’s reign, and the classification of the frescoes as part of Mi-
lutin’s ktetorial contributions. He viewed the portrait of King Stefan Dec¢anski as anachronistic
in the context of the earlier medieval frescoes, leading him to question the notion that Mitro-
fanovi¢’s work was “merely a replication of a medieval solution” (Kajmakosuh, 1977, p. 256).

*8 Rarely preserved material data about the iconographic programmes of monastic
refectories in the Byzantine world up until the period of Turkish rule do not shed light on
the inclusion or potential approaches to representing ktetors, especially royal ktetors, within
the refectory’s fresco-paintings. However, the situation changes when examining written
testimonies. It is noteworthy that in The Life of Saint Sava, authored by the Hilandar monk
Teodosije, a depiction of Saint Simeon Nemanja (the founder and ktetor of the Serbian
monastery on Mount Athos) is mentioned as being painted on the wall of the refectory in
his endowment at Studenica (Teogocuje, 1988, p. 166; cf. Mupkosuh, 2008, p. 129).

¥ The unwillingness to present such a possibility as a result of comparing the fun-
damental similarity of visual representations and completing a conclusion consistent with
DPordevils statement is summarized in the initial part of the formulation “It is quite doubt-
ful” (if that is the case) (Vojvodi¢, 1998, p. 258).
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ensemble (Djuri¢, 1989, pp. 119-121; Vojvodi¢, 1998, p. 257; AlovuaomovAog,
2012, pp. 82-85; Tomuh, 2017, pp. 161-162).° As a general practice, King Decanski
was typically not portrayed without his son and heir to the throne, whose rep-
resentation, interestingly, is absent in the composition within the small apse of
the refectory.’® In addition, it is crucial not to overlook a significant aspect of
Mitrofanovic’s overall composition—the central part and the very “crown” of
the depiction. Situated between the two pairs of representations described ear-
lier, a cross bearing Christ’s cryptogram, inscribed within a circle, was meticu-
lously painted above the window opening. The circle’s field was adorned in a
vivid shade of red (cf. Fig. 1). Within the same space, the decoration is conclud-
ed by a distinctive and unconventional representation of the Angel of Great
Counsel, portrayed in bust form. This figure, owing to its size, the expansive
wingspan, and the brightness of its white tunic, dominates the apex of the apse—
it does not derive from some lost three-century-old fresco. Before delving into
the specifics of the central and upper segments of the composition, it is essential
to acknowledge the presence of certain details that prevent us from regarding
Mitrofanovic¢’s work solely as a restoration of older artistic solutions. It is worthy
of note that both King Milutin and his father-in-law, the Byzantine Emperor
Andronikos II Palaiologos, are identified in inscriptions as pious ktetors of “this
temple”,*> whereas inscriptions accompanying the other two figures emphasize
their status as saints. This circumstance underscores a fundamental difference
in the programme’s conceptual framework from what is evident in the existing
medieval solution in the church’s narthex.”® In the narthex portraits, only King
Milutin is identified as the ktetor. To be more precise, in the inscription where
he proudly acknowledges his status as the son-in-law of the “holy” Emperor
Andronikos II, he is explicitly labeled as “the ktetor of this holy monastery”
(Djuri¢, 1989, p. 106, figs. 4-5). The Byzantine Emperor, while himself a donor
of the monastery and the sovereign of the territory where the monastery is

% The authors of the aforementioned contributions provide different explanations
for the addition of the portrait and the circumstances surrounding it. It is challenging to
accept the hypothesis presented by Suboti¢ et al. (2019, p. 59) that the later-added portraits
of Stefan Decanski and his son were painted over the original portraits of King Milutin’s
grandfather and father (Stefan the First-Crowned and Uro$ I), whom the Hilandar monks
undoubtedly revered as donors and patrons of the monastery.

! Even in the later-added portraits in the narthex of the Grac¢anica Monastery, and
similarly in the narthex of the Hilandar Catholicon, he is depicted alongside his son, the
young King Dusan (Bojsopuh, 2009).

32 Cf. Dionisopulos, 2002, catalogue numbers 15/1 and 15/2. As it is a monastery
refectory and not a church, the word “xramg¢ / temple” is probably used with the broader
meaning of “home” or “holy place”, and actually refers to a monastery.

¥ This is one of several observed and described differences, clearly indicative when
compared to the related representation in the Catholicon (Vojvodi¢, 1998, p. 257).
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situated,* serves primarily in the capacity of a guarantor of Milutin’s founding
act—the one who confirms that act.*® There are two other deviations in the
portrayal of the initial couple from the model in the Catholicon, and these de-
viations are noteworthy because they appear to carry ideological and meaning-
ful connotations that historically differentiate the content of the Catholicon from
that of the refectory. These deviations are not likely the result of error or oversight
in the possible transmission of form. One of these deviations pertains to the
rearrangement of the positions of the two rulers, who, in Mitrofanovi¢’s work,
are attributed with the characteristics of ktetors. Another deviation involves the
placement of the scepter in King Milutin’s right hand. The author of the portrait
in the narthex of the Catholicon left out that detail in the representative depiction
of King Milutin for a reason. It is also explained why: the absence of the insignia
on the portrait in the church, as well as the usual intitulation in the inscription
(along with Milutin’s name, the title of samodrZac / autokrator is not highlight-
ed), is an expression of the appropriate hierarchical subordination of the Serbian
king to the Byzantine basileus (Djuri¢, 1989, pp. 106-109; Vojvodi¢, 1998, pp.
251-253, BojBopuh, 2022, pp. 422-423).% Mitrofanovi¢s solution, on the other
hand, abolishes and at the same time changes that hierarchy. It is completely
trivial at a time when both the Byzantine and Serbian empires, that is, the pre-
vious Serbian state, are a distant, albeit glorious, past. This is most clearly shown
by placing King Milutin at the head of a special portrait group.”” It is worth

* It is known that Andronikos II Palaiologos issued chrysovuli and other charters
multiple times, confirming various contributions to Hilandar or specific legal acts, often
at the request of the Serbian king and the monks of Hilandar. Some of these charters relate
to King Milutin’s donations to the monastery. For the most recent insights into the role of
the Byzantine basileus in bestowing Hilandar, cf. JKusojunosuh, 2022, pp. 453-485, in the
paper discussing King Milutin and Hilandar.

It is noteworthy that the portrait of Stefan Decanski, subsequently added to the
fresco-ensemble in the narthex, was accompanied by an inscription in which the new
Serbian king, bearing his full title, is referred to as “the founder of this holy place” (Djuri¢,
1989, p. 120; Vojvodi¢, 1998, p. 257). Conversely, in the fresco located in the refectory, only
the reference to his sanctity and the toponymic addition, which gradually evolved into an
integral part of the name and identity of this revered king, are prominent.

% Andronikos IT’s young ruler, Andronikos III, whose representation is not included
in the composition in the refectory, is presented with all the signs of imperial authority, in
a portrait ensemble in the narthex of the Catholicon. The relationship between the Serbian
king and the Byzantine basileus in the fresco that served as inspiration to the painter of the
refectory is indicated by the elevated position of Andronikos IT's hand in the depiction of the
handing over of the charter, signifying the circumstance that the Byzantine emperor extends
the scroll from above while the Serbian king-ktetor receives it with a downward hand gesture,
signifying acceptance of the lower end. This detail remains unchanged in the later fresco.

7 Due to the exchange of positions between the two figures, the same insignia in Mi-
trofanovi¢’s painting shifted from the right hand to the left hand of the Byzantine emperor.
The painter’s emphasis on symmetry in the arrangement of insignia is evident, prioritizing it
over strict adherence to the patterns of medieval insignology. This is not only evident in the
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examining what we see when we set aside the existence of the older fresco in the
Catholicon and the assumptions regarding Mitrofanovic’s role as a restorer of
older solutions in the refectory. Initially, it might seem that the figures in the
group from the Hilandar refectory align with the series depicting selected holy
rulers, a theme well-documented in Serbian painting during Mitrofanovi¢’s era.
The sequence bears a resemblance to the solutions observed in the fresco-en-
sembles of several Serbian churches dating from the late 16" and early 17"
centuries,* as well as those featuring a similar motif in the icon-painting of the
time.* However, what sets this composition apart is the presence of the Byzantine
emperor and the emphasis on the ktetorial character, not only of King Milutin
but also of Andronikos II. These elements give the composition a distinct and
nuanced meaning.** While seeking connections with the medieval past and
medieval iconographic and ideological patterns can offer insights, it is essential
not to overlook the influence of the historical time in which the painter worked.
The narrowness of relying solely on medieval frameworks for interpreting the
thematic set becomes evident when we examine the nature of the changes in
patterns that Mitrofanovi¢ used as models or starting points. These changes,
both in terms of appropriating details and assembling the whole ensemble,
suggest that symbolism held greater importance for him than historical recon-
struction. The motifs comprising the upper part of the thematic repertoire serve
as confirmation of this approach. However, it is essential to note that prioritizing
symbolism does not mean entirely neglecting historical connections between
the four depicted figures. In the monograph on the painter Mitrofanovi¢, there
is an emphasis on “kinship” connection between the figure of the king-ktetor
positioned at the head of the line and all those who accompany that figure. In

positioning of the cross-shaped sign in the ruler’s hands but also in the way the ruler’s loros
is depicted. For the sake of symmetry, Milutin’s loros drapes over the right arm, in contrast
to the traditional belting of this imperial insignia on the left arm during the Middle Ages.

3 During the Turkish rule, and especially after the restoration of the institution of the
Serbian patriarchate (1557), the devotion of the Serbian church to the values associated with
the era, symbolized by the sovereigns from the Nemanji¢ dynasty, was expressed through
special, thematically clearly defined paintings in which the sanctity of the depicted rulers
stands out. They are inspired by a concept extremely developed already in the Middle Ages.
For representative examples of monumental paintings from the late 16" and early 17* cen-
turies (Orahovica, Holy Trinity Monastery of Pljevlja, Gradi$te Monastery, Patriarchate of
Pe¢), cf. ITetkoBuh, 1965, p. 84, et passim; idem, 1971, pp. 87, 94-95; especially Hypuh et
al., 1990, p. 295, fig. 189. For a more recent discussion of examples, cf. Pagyjxo, 2020, pp.
45 sq., especially 58; Bojsoguh, 2020, pp. 206-207, 208-209, figs. 10-14.

¥ On the corresponding topic, with examples, see Maruh, 2017a, pp 163-164, 177-
178, 380, figs. 187, 200; 2017b, pp. 393, 396, fig. 12.

0 Earmarked from the series as a separate representation, the depiction of the ruling
couple in question is incorporated into the material that forms the basis for the contribution
on the iconography and typology of ktetor portraits in Serbian painting of the 16" and 17*
centuries (Matuh, 2018, pp. 234-235).
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the mentioned finding, and especially in recognizing the particular importance
of King Milutin within the group, the author of the study sought a key criterion
for selecting these personalities. Despite this focus, it is worthy of note that
throughout the study, all mentioned personalities were collectively designated
as “other ktetors” (Kajmakosuh, 1977, pp. 255-257). Even if we accept the exist-
ence of a special relationship among these figures (King Milutin, followed by his
father-in-law, the sovereign of the state where the monastery is located, the
collaborator and the guarantor of the donor act; father and predecessor; son and
heir), it is essential to note that such a group has not been confirmed in visual
material.** The fresco composition does not indicate this “kinship” connection
through any specific details. This narrow and one-sided interpretation of the
representation does not align with the complexity of the painting or its essence.
It also does not correspond to the recorded perspective of Mitrofanovi¢, a paint-
er of the Turkish era, regarding the rulers associated with the medieval history
of his monastery. Still, what unites all four figures in the mini-unit at the lower
part of the apse is their representation as medieval rulers-ktetors and patrons of
the monastery during the period of its greatest growth and prosperity (Kajmaxosuh,
1977, pp. 255-257; Dordevié, 1998, p. 244; Vojvodié, 1998, pp. 257-258; Rakié,
1998, p. 265; Dionisopulos, 2002, p. 208),** that undoubtedly held significant
meaning and symbolism during the restoration of the monastery refectory. The
selected figures are drawn from the ranks of honorable emperors, kings, holy
ruler-monks, and ruler-martyrs—and they represent specific symbols of the
most significant period in the monastery’s history, from its foundation onwards.*
The act of donating and protecting the monastery was a significant and ongoing
topic—an issue that deeply occupied the monastic communities as they con-
tended with various legal and illegal, regular and extraordinary impositions and
burdens. These challenges, including “debts, punishments, and injustices”, were

1 We have already discussed why it appears to be absent from the fresco that dates
back three centuries earlier.

2 In the monograph on Mitrofanovi¢ (Kajmakosuh, 1977, p. 255), this group is
presented under the section titled “Other ktetors in the southern apse” Vojvodi¢’s con-
tribution (1998, pp. 257-258) in the publication on Hilandar is titled “Ktetor’s portraits
and representations”, whereas Dordevi¢ (1998, p. 244) describes the group as “portraits of
historical personalities” within the same publication. Raki¢ (1998, p. 265) refers to them
as “images of Serbian rulers and the Byzantine emperor” and “the most deserving donors
of the monastery”. Overall, when considered collectively, the most frequently used are the
terms rulers, as seen in Cy6oruh et al., 2019, p. 59 (in Vojvodi¢, loc. cit., also “ rulers”) or
ktetors (Kajmaxosuh, loc. cit., “other ktetors”).

# Towards the end of the third decade of the 14" century, during the final years of
Andronikos II’s reign, there is a notable increase in the number of documents confirming
the monastery’s property rights and other privileges. This period is significant as it attests
to a time of generosity that, due to the subsequent sequence and development of historical
events, would not be repeated OKnsojunosuh, 1997, p. 33).
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an integral part of life under the Ottoman rule (Poruh, 2000, p. 65 et passim).*
Mitrofanovi¢, who was well-acquainted with the hardships endured by enslaved
Christians during the challenging period of the Turkish era and who understood
the efforts and sufferings of the monks of Mount Athos to ensure the survival
and preservation of their monasteries,” managed to convey a message of hope.
He explores the founding and sponsorship mission of the featured personalities
with unique and optimistic messages. While Mitrofanovi¢ may have had access
to damaged remains of a gallery of ktetorial ruler portraits from the older me-
dieval fresco-painting in the refectory and sought to repeat what could be re-
peated, it is evident that his intention extended beyond merely depicting Stefan
Decanski as a ktetor. The same likely applies to his choice of portraying Saint
Simon the Monk. Through the saintly depiction of the monarch, who was cel-
ebrated as a great victor in the trials of faith during the new painting of the
monastery refectory, Mitrofanovi¢ imparts messages about perseverance in
suffering and steadfastness in faith. He further underscores these themes by
including a martyr’s cross in the hands of the portrayed ruler-monk. In shaping
the reception of the composition, Mitrofanovi¢ stresses motifs as a means of
conveying the specific attitude of a monk from Mount Athos towards the angel-
ic schema and everyday life of his fellow monks, achieved in conditions often
far from the ideal of monastic life. The choice to depict a monastic figure, rath-
er than a ruler, among the four personalities certainly confirms the fact that the
monks of Mount Athos held special respect for the rulers who renounced
worldly fame and power by embracing monastic robes. This sentiment is nota-
bly evident in the reverence shown by the Hilandar monks towards their found-
ers and first ktetors, Saint Simeon and Saint Sava (Cy6otuh, 1979; Bypuh, 1997).

* Mitrofanovic’s frescoes were created during a challenging period marked by looming
debts and hardships. These challenges emerged as a result of the economic and political
difficulties faced by the Christian population due to the circumstances surrounding the
Long Turkish War (Langer Tiirkenkrieg) between the Ottoman Empire and the Habsburg
Monarchy (1593-1606). Monks struggled to alleviate their financial burden in the face of
escalating annual financial obligations and interest (®oTwmh, 2000, pp. 65, 67, 71). In this
context, the recorded testimony of the “great distress caused by Hagarenes” in the form
of a document dating back to 1614/1615, which pertained to the tin roof of the Hilandar
church, is particularly intriguing (Crojanosuh, 1926, p. 108, N. 10113).

*> While working in his homeland for Patriarch Pajsije, the successor of Jovan Katul,
who was murdered in Constantinople in 1614 due to anti-Turkish actions, Mitrofanovi¢
could gain a unique perspective on the complex and tragic political circumstances of the
era. He closely witnessed the reasons behind the peaceful policy and the direction taken
by the new leader of the Serbian people, which sought a form of “creative respite” after the
tumultuous events at the turn of the century (cf. Kajmakosuh, 1977, pp. 20-23, 181 sq.).
Due to various circumstances, during the decade spanning the transition from the 16™ to
the 17* century, the connections between Hilandar and the royal court, as well as donors
from Imperial Russia, temporarily ceased, lasting until the second quarter of the 17* century
(Hetxosuh, 1995, pp. 152-153).
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Fig. 7. Hilandar refectory, north apse (photo by

Nikolaos L. Dionysopoulos)

However, these characters are not part of the repertoire of individual representa-
tions on the three existing walls with frescoes painted by this Hilandar monk.
Therefore, it is entirely justified for researchers to explore the potential special
relationship between the representations in the southern apse and the figures of
the founders of the Hilandar monastery, which were repainted in the late 18
century in the lower zone of the main refectory apse (Kajmakosuh, 1977, pp.
255, 256, tigs. 101, 107; TaAdxng, 1997, pp. 159-161; Raki¢, 1998, pp. 264-265;
Dionisopulos, 2002, p. 208; Mwskosuh, 2008, p. 207) (Figs. 7-9). In the existing
frescoes of the younger layer, located in the lower zone of the space within the
large apse of the north wall, the figures of the two founders and first ktetors of
the monastery are depicted as part of the procession of the holy fathers of the
church, wearing monastic robes that are not worn during religious service. These
representations align with the custom of the post-Byzantine era, where similar
spaces within Mount Athos received comparable programmatic representations
(Yiannias, 1991, pp. 279-280; TapAdkng, 1997, pp. 101, 117, figs. 30, 38, 42;
Kadag, 1997, p. 59, figs. 56-57). We see them positioned opposite each other at
the extreme lateral positions, right at the beginning of the apsidal opening. Here,
in the company of the greatest holy fathers of the church and with the
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Fig. 8. Hilandar refectory, north Fig. 9. Hilandar refectory, north
apse. Saint Sava (photo by apse. Saint Simeon (photo by
Nikolaos L. Dionysopoulos) Nikolaos L. Dionysopoulos)

intercessory support of the Mother of God and Saint John the Forerunner, they
engage in prayer before the throne of God. Considering Mitrofanovi¢’s artistic
achievement in the recess of the smaller southern apse, which occupies a less
prominent position both in scale and hierarchy within the space, it becomes
challenging to imagine that a similar solution featuring saintly figures of the
most significant patrons of the monastery did not exist in the main apse at the
time when Mitrofanovi¢ executed the fresco programme for the refectory.
Therefore, it also seems reasonable to consider the possibility that in the repaint-
ed older or previous program and arrangement of saintly figures in the main
apse, the figure of the monk Saint Simon “The First” (formerly Stefan the First-
Crowned) was included. The presence of such a solution, as an integral part of
Mitrofanovic’s fresco ensemble, could also provide an explanation for the nu-
merical designation next to the name of the monk Simon (formerly King Uro$
I) in the southern apse.

In his monograph on Mitrofanovi¢, Kajmakovi¢ (Kajmakosuh, 1977, p.
257) identified the figure of Christ the Angel of Great Counsel, prominently
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positioned above the royal group at the top of the conch in the opposite south-
ern apse, as a counterpart to the Christ on the throne (of the main apse).
However, discussions on that part of programmatic complementarity between
the fresco-paintings in the two apses, and particularly on the Angel of Great
Counsel theme of the southern one, have been limited to one extensive sentence.
He only highlights the representation of Christ the Angel of Great Counsel as
“an element of theophany and an accent with which the painter aimed to em-

>

phasize the importance of this separate space”* The depiction of a youthful
winged Christ, with a characteristic inscription “Jesus Christ the Angel of Great
Counsel’, inspired by the Christological interpretation of a passage from the
Book of the prophet Isaiah (LXX Is. 9, 6), is an unusual theme within the fres-
co programme of the refectory.” It relates to the type of representation atypical
for the Serbian medieval art and not represented in endowments whose ktetors
were the rulers painted in the Hilandar refectory. In the tradition before the
Ottoman rule, whose thematic repertoire was not devoid of angelomorphic
representations with Christological semantic connotations (Grabar, 1956;
Meyendorff, 1959, p. 266 sq.; Der Nersessian, 1962; [TdAAag, 1989-1990;
JIykoBHuMkoBa, 2002; Miljkovi¢, 2004; Kyrommxknesa, 2020, pp. 29-33),* an
exception to the typical themes can be found in the bust within the medallion
located in the western bay of the small church of St. Nikola in Prizren, built in

* Loc. cit. Kajmakovi¢ did not extensively address the winged figure of Christ in the
Hilandar refectory, in contrast to his detailed examination of the same iconographic motif
within the broader context of Mitrofanovic’s frescoes on the western facade of the church
in Mora¢a Monastery (Kajmakosuh, 1977, pp. 179-186). The national-patriotic context and
the political message against the Turks associated with the Mora¢a programme were rejected
by Petkovi¢ (ITetkoBuh, 1986, p. 66, n. 287), who did not identify a reason for depicting
Christ the Angel at the pinnacle of the facade, outside the context of that representation’s
connection with the accompanying scenes of Old Testament visions (for a similar perspec-
tive, cf. [lejuh, 1998, p. 120, n. 21).

¥ As uncommon for the refectory program, this representation was singled out by:
TaPAdxng, 1997, pp. 260, 423-424; Dionisopulos, 2002, pp. 209-211. The ‘Painter’s Manual
of Dionysius of Fourna recommends a representation with the same inscription, albeit with
a slightly more complex iconography, for the program of the side spaces next to the altar
(Meguh, 2005, pp. 528/529-530/531).

*® Among Byzantine and late medieval examples, we find dominant themes illustrating
the Old Testament story of Abraham’s Hospitality (the Old Testament Holy Trinity). Other
examples refer to motifs from the Stories of Solomon, representing the theme of Wisdom, as
well as depictions that draw inspiration from visions of the prophets Habakkuk and Ezekiel,
which actually convey the content of St. Gregory the Theologians Second Easter Sermon
(Der Nersessian, 1962; Miljkovi¢, 2004). Notably, the circle of medieval representations
does not include the figure of Christ the Angel of Great Counsel from the diaconicon of the
Church of the Virgin in Studenica (cf. infra). Some studies on this subject have inaccurately
dated it to the 13" or 15" century (Meyendorff, 1959, p. 266; JTykoBHukosa, 2002, p. 77, n.
65; 2009, p. 291; Bonesa, 1988, p. 92).
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1331/1332 as the endowment of the monk and former landlord Nikola Tuti¢.
Based on the foundational inscription and the evaluation of the stylistic and
program features of the only fragmentarily known painting, this particular rep-
resentation is dated to the time close to the construction of the church, i.e. to the
fourth decade of the 14" century (PagoBanosuh, 1988a; Hophesuh, 1994, pp.
51-52, 100, 134, fig. 7).** Given that the origin of painting in the Davidovica
monastery church has been shifted from the medieval era to the Turkocracy era
with convincing arguments (Topguh, 2011, pp. 414-415, 416, fig. 2; Bojsopuh,
2015),” the previously mentioned example remains without real analogies in the
works of the 14™ century. This absence of analogies raises questions about the
origins of the iconographic practice that would come to define monuments in
the 16™ and 17" centuries and its connection to medieval heritage. Mitrofanovi¢s
representation, in its condensed and highly reduced form, depicts an Old Testament
prophetic vision. It belongs to a unique type of Christ figure, often depicted
alongside other Christ figures, standard or not unusual in the tradition of Byzantine
art, like Emmanuel, Pantocrator and Christ the Ancient of Days (JIngos, 1999;
2014). Such an arrangement is confirmed as part of the thematic repertoire in
many temples painted during the 16™ and 17" centuries (ITetkoBuh, 1965, pp.
67, 107-108; Kajmakosuh, 1977, pp. 99-100; Bypuh et al., 1990, p. 296).>' The
largest number of recorded examples is part of the programme of the highest
zone, where, in the vaults of the church building medallions with the various

* This representation corresponds to the type of a youthful Christ with wings in a
medallion (not exclusively confirmed due to the absence of a preserved inscription). For a
color photo, cf. https://www.blagofund.org/Archives/Prizren/StNicholas/Pictures/Interior/
Naos/PRIZREN_3_IMG_4008-2.html). We are not aware that the mentioned dating of the
paintings of the Tuti¢ church (cf. also Dypuh, 1974, p. 61, n. 69) has recently been called
into question. It was retained in the work of D. Vojvodi¢ (2016b), although the findings
of that author precisely refute the stylistic and programmatic assumptions on which the
dating rests (for details and a more complete bibliography, see ibid.).

%0 Todi¢ initially shifts the dating from the late 13" to the middle of 14" century, and
Vojvodi¢ subsequently establishes a more convincing timeframe: the second half of the
16™ century. This dating corresponds to the arrangement in which the figure of Christ the
Angel of Great Counsel, along with corresponding representations of Christ Emmanuel
and two non-handmade figures of Christ (Mandillion and Keramion), is situated within
the fields between the four evangelists in the pendentives of the dome.

>! Wider post-Byzantine materials have been documented by Kuyumdzhieva (Kytom-
mKuesa, 2020, especially pp. 70-83). For similar examples within Greek monuments from
the 16" and 17" centuries, and related materials from Bulgarian heritage, cf. Zépoylov,
2010; Bbresa, 1988, pp. 94-96. For an intriguing example from Wallachia see our n. 57.
Unlike the iconographic tradition of the Balkans, the Russian monuments of the era attest
to a unique tradition of its own. For a deeper insight into works representing this tradition,
cf. publications such as Yeprosa (Ed.), 2000, from which we have drawn contributions by
Ostashenko (Ocramenko, 2000, pp. 36-39) and Etingof (Stunrod, 2000, pp. 59-63; also
see [TapeBckas, 2019).
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tigures of Christ are arranged, surrounded by prophets.”> The solutions with
counterpart pairs of Angels of Great Counsel and Emmanuel in the tops of the
apse of the proscomedia and the diaconicon stand out in particular (cf. Menuh,
2005, pp. 528/529-530/531).> A similar arrangement is also recorded in Greek
triconchal churches in a variant with two close and programmatically connect-
ed characters at the tops of the side conches.” Judging by the material offered
by Serbian monuments, one of the characteristic solutions is the prominent
place of the winged bust of Christ on the gable wall fields in the western areas
of the edifice or on the facades of the nave.”® An insight into Mitrofanovic’s
oeuvre and the frequency of the appearance of a unique, non-traditional char-
acter of the Saviour in his other preserved and well-known works shows that
this could have been his favourite representation. He incorporated it alongside
the figures of Christ the Ancient of Days, Pantocrator and Emmanuel in the
churches of Dobri¢evo and Zavala. A similar arrangement can be observed in

32 As in the Serbian environment (see the cited literature), the solution is also typical for
the Bulgarian soil, where it is mostly about small single-nave village churches (Bbnesa, 1988,
pp. 94-96). In churches with a dome, different figures of Christ are placed in the subdome
arches or the corresponding series of representations in the dome and on the vaults are com-
pleted by those on the subdome arches. This was the case, for example, in the Church of the
Virgin Mary in Matka, which contains one of the oldest images of Christ with wings, judging
by the founding inscription from 1496/1497 (Iumutposa, /Innuh, AnteBcka, BacuieBcku,
2011, pp. 192, 194; Cy6otuh, 1980, p. 144, figs. 111-112; Zépoylov, 2010, p. 382).

>3 Such a solution was achieved during the restoration of the painting in the Church
of the Virgin in Studenica in 1568. An unusual variant of the standing figure of the Angel
of Great Counsel was placed in the niche of the diaconicon. This representation from
Studenica is an authentic work from the era of the Turkocracy. It is worth noting that this
is not the only example of a corresponding image of Christ in that church (cf. infra, n.
55), and it cannot be cited as an example of a medieval solution. Unfortunately, this mi-
sattribution still exists in the literature dealing with the iconography of the winged Christ.
To a valid understanding of the representation and more detailed information about its
relationship with other examples of the era, the closest analogy is found in the church of
the Petkovica Monastery, cf. JKusxosuh, 2019, pp. 440-443. For photographic material,
see https://www.blagofund.org/Archives/Studenica/sr/Main/Pictures/Interior/Sanctuary/
Diaconicon/STUD_3__MG_9895.html; https://www.blagofund.org/Archives/Studenica/
sr/Main/Pictures/Interior/Sanctuary/Diaconicon/STUD_2_IMG_7382.html.

> For examples of both mentioned layout variants, cf. ZépoyAov, 2010, p. 382.

> For examples recorded on the western facades, cf. ITejuh, 1998, p. 120, which in-
cludes churches in Crna Reka, Moraca and Mrtvica. The way in which the image of Christ
is presented on the front of the church corresponds to the example from the Church of the
Virgin in Studenica. In this arrangement, it occupies a place in the gable top of the western
wall of the nave, cf. JKuskosuh, 2019, pp. 495-496; For photographic material, see https://
www.blagofund.org/Archives/Studenica/sr/Main/Pictures/Interior/Naos/Western_bay/
West_wall/West_wall_-_third_row/STUD_2_IMG_6761.html; https://www.blagofund.
org/Archives/Studenica/sr/Main/Pictures/Interior/Naos/Western_bay/West_wall/West_
wall_-_third_row/STUD_2_IMG_6760.html.
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the Lower Hermitage of St. Sava in Studenica, although there is no representa-
tion of Christ the Ancient of Days (Kajmaxosuh, 1977, pp. 66. 79, 87, 99, figs.
19, 28, 34, 185; Tonuh, 2013, pp. 134, 137). On the main facade of the church in
Moraca, the image of Christ the Angel of Great Counsel was given an important,
separate place at the top of a selected group of representations (Kajmakosuh,
1977, p. 179, figs. 92-93; [TeTkoBuh, 1986, p. 66, fig. 18; Toguh, 2013, p. 134),
and as a special motif, in bright and shiny robes, it stands out at the top of the
despotic icon of the Virgin Mary surrounded by prophets (theme “The proph-
ets foretold you”) (Kajmakosuh, 1977, pp. 281-288, figs. 152, 155; [leTkoBuh,
1986, p. 63, fig. 49; Matuh, 2017a, pp. 94, 446-447, tig. 86).° The example of
placing representations of pious and holy ktetor-rulers under the auspices and
blessing of the youthful winged figure of Christ, as found in the refectory apse
in Hilandar, has survived to this day as a unique solution. There are no exact
and complete analogies to be found in the available examples.” Its symbolism
is particularly notable due to the radiant attire typically worn by Christ in scenes
of divine revelation, such as the Transfiguration, Resurrection and Ascension.
Does it contain the confirmation of ideas that should sublimate the selected
type of representation per se? An important guideline for distinguishing them
is certainly the inscription that usually accompanies the representation and
underlines the Christian interpretation of the Old Testament text whose vers-
es are a recognizable primary source. The messianic reception of the title “Angel
of Great Counsel’, as mentioned in the book of the prophet Isaiah, is clearly
evidenced by the apostolic heritage contained in the New Testament writings
and the writings of the early church fathers, classical patristic literature, as well
as hymnographic and liturgical tradition.”® Calling Christ an “angel” reflects an

*¢ Frontal head-to-waist representations of either Christ as the Ancient of Days, Em-
manuel, or the Angel of Great Counsel might be a special component of a larger program-
matic idea found in complex icons of the Virgin and Christ, where they dominate the center
of the upper zone of the icon frame. This feature is particularly characteristic of Serbian
post-Byzantine icons, especially despotic ones. For more details, see Maruh, 2017a, p. 69
et passim.

*7 The closest example that we know of is particularly interesting due to the spatial
connection between the portrait of the distinguished ktetor-ruler from the medieval past
and the figure of Christ the Angel. This example dates back to the year 1542/1543 and can
be found in the narthex of the Bolnitza church of the Wallachian Monastery of Cozia. It
was painted thanks to Duke Radul Pajsije. In this instance, the ktetor composition featuring
portraits of the Cozia founder, Mircea the Elder and his son Michael, adorns the western
wall of the premise. Notably, a small medallion depicting the mentioned figure of Christ is
placed into a nearby opening in the same wall (cf. Dumitrescu, 1978, pl. 11, with a drawing
of the arrangement of paintings on page 31; for a new interpretation of the portrait of Duke
(Voivoda) Radul Pajsije, depicted on the nave of the chapel, see Negrau, 2019).

> Basic insights, with selected data from various sources in all indicated categories,
are available in works that specifically focus on the iconographic theme of Christ the Angel
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ancient tradition where the term denotes a “messenger’, the bearer of a message
(in writings of a sacred character, it is certainly a divine message).” This notion
has remained relevant throughout Christian history, because the church has
consistently highlighted the concept of Christ the Angel, understanding it in
the sense of Him being a messenger rather that a distinct being (Juncker, 1994;
Bucur, 2018). In Isaiah’s prophetic vision of the birth of the Messiah, the “Child”
and the “Son” (also referred to as Emmanuel in another passage in the book),
His power and mission are conveyed by the words: “For unto us a child is born,
unto us a son is given: and the government shall be upon his shoulder: and his
name shall be called Wonderful, Counsellor, The mighty God, King of Ages,
The Prince of Peace” [Is. 9, 5(6)]. The apostolic and patristic interpretations of
this vision view it as the revelation of “the fellowship of the mystery which hath
been hid in God”, pertaining to the creation of the world (Ephes. 3, 9; Col. 1,
26; cf. Genesis 1, 26; Book of Proverbs 8, 22-31). This concept is closely relat-
ed to the pre-eternal plan or idea of the Father regarding the destiny of human-
ity and all creation. It encompasses the incarnation of the Son, who is described
as “born before the world existed” (John 17, 5), and the Logos “in whom all
things were created” (Col. 1, 15-20). This divine plan is seen as the ultimate
purpose behind the act of creating the world (Bucur, 2008; Ti¢ftitg, 2012). As
the mission of the Son, in cooperation with the Father and the Holy Spirit, and
as the renewal of God’s plan (“The Great Counsel of the Trinity”) on the adop-
tion of man by grace, the Incarnation, due to the fall of Adam and the obedience
of the world to the laws of death, also entailed the Son’s humiliation, culminat-
ing in His death on the cross (Phil. 2, 7-8). His victory over death marked the
reconciliation of heaven and earth, opening the doors to the Kingdom whose

>«

ruler is often identified with Isaiah’s “Prince of Peace” and “Father of the age to

b2}

come”® The image of a beardless Christ with wings alludes to the pre-eternal
nature of the second person of the Holy Trinity, serving as a reminder of the
eschatological character and significance of His mission as the “Father of the

and those encompassing related themes such as Christ the Wisdom. For a list of biblio-
graphic references, refer to the previous paragraph of this paper and the subsequent section
of the text followed by n. 48, as well as the titles mentioned in n. 51. For the evidence of
exegetical references to Old Testament theophanies as crhistophanies in the tradition that
mediate between pre-Nicene and later crhistian literature, and for the general findings on
the diversity and convergence of the sources, see Bucur, 2018.

% For insights on the Gospel of John, which prominently presents Christ as the Father’s
messenger and even more as “the very embodiment of the message’, see Juncker, 1994, p.
223. In the Gospel’s opening, John introduces Christ as “The Word that became body”

5 We have conducted an analysis based on a wide range of literature, encompassing
both theological and philosophical sources. Along with these references, we have explored
relevant passages from various sources to identify key elements essential for understanding
Mitrofanovi¢’s work. A substantial selection of these significant passages can be found in
the studies authored by Juncker (1994), Bucur (2008) and Jevti¢ (IiéBtitg, 2012).
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Time to Come™". Given its context, the portrayal in Hilandar’s refectory carried

a message of victory and optimism, which could be attributed to the meaning-
ful connotations resulting from the association of the ruler’s names of Isaiah’s
Angel of Great Counsel with Christ. The radiant, winged figure of the Christ
Child, blessing the pious and holy rulers of the glorious past, served as a bear-
er of the message about the only imperishable kingdom—the future kingdom
of Christ. This message may have been intended as a source of consolation for
Orthodox Christians living under the rule of infidel leaders. To support this
interpretation, a distinct motif placed at the very centre of the composition, in
a small free space between Christ the Angel and the window opening of the
apse, at the level of the faces of the four rulers, was featured—the sign of the
cross within a circular medallion bearing Christ’s victorious cryptogram “Jesus
Christ Conquers!” (JIC XC HU KA).

Within its category, the size of the painted motif is not negligible. It neither
distracts attention from the previously described figural ensemble, nor is it easily
overlooked. Its bright red colour within the medallion gives it prominence and
makes it a focal point in the composition. There appears to be a conceptual link
between this motif and the central axis of Mitrofanovi¢’s composition (cf. Fig.
1). This connection is based on Irenaeus of Lyons’ interpretation of one of the
names associated with the Angel of Great Counsel in the ninth chapter of the
book of the prophet Isaiah (similarly found in the work of Tertullian). This early
Christian apologist saw in the cross of Christ the “mighty power” of “The One
upon whose shoulder is the government” (Juncker, 1994, pp. 226, 243). The
place where the symbol of the Crucifixion of Christ and the victorious sign of
Christians was inserted into the composition corresponds to the places where
such a motif, due to its apotropaic function, usually appears (Walter, 1997, pp.
210-215; Mapkosuh, 2011, p. 139), but in the southern apse of the refectory,
that motif was certainly more than the standard marking of the window with
a protection mark.

To understand why the painter decided to connect the old rulers and patrons
of the monastery with a special representation of Christ and to complement this
connection with the cross motif, we return to the beginning of our discussion.

8! The basis of the character mentioned draws from Isaiah’s names of God and the dual
symbolism inherent in the representation. This concept finds a compelling confirmation in
a fresco painted by Pop Strahinja, a contemporary of Mitrofanovi¢, located in the altar of
the church in the Ozren Monastery (1605/1606). In this fresco, we observe a representation
closely resembling Mitrofanovi¢’s iconographic solution in Hilandar, featuring the bust of a
young winged Christ in a gesture of double blessing. However, it is positioned at the top of
the niche of the upper place and serves a different programmatic context. What makes this
fresco particularly intriguing is the accompanying inscription, more eloquent than usual,
which reads: “Father of the Time to Come, Angel of Great Councel”. For further details and
analogies, especially in the context of Georgia, see Pagyjko, 2020, pp. 34-38, 41, figs. 32-35.
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We need to revisit the narthex of the monastery’s catholicon. We will exam-
ine the fresco program from which the model of the ruling-ktetor pair, King
Milutin—Emperor Andronikos II, was ‘borrowed’ and modified for the purpose
of the new composition. Mitrofanovi¢ would have surely been drawn to two
monumental representations in this space, which were combined with portraits
into a unique thematic and visual whole. Directly above the mentioned ruling
pair, a medieval master painted a composition featuring motifs from the Old
Testament allegory of Wisdom (Proverbs 9). Above the representation of the
patroness of the temple, the Virgin and Child with angels, joined by saintly figures
of the founders of the monastery, there was the theme of Christ’s Crucifixion
(Djuri¢, 1989, pp. 105-132, figs. 1-2).°* These two scenic representations (the
allegory of Wisdom and the Crucifixion) were contextually connected to the
central representation of the church and monastery’s patron saint, celebrated
as the “Temple of Wisdom”, both thematically and spatially. They deepened
the theme of the mystery of the incarnation of the second person of the Holy
Trinity, identified with the Logos and Wisdom. However, both representations
were marked by multi-layered symbolism, going beyond simple illustrations of
sections of the Gospel or biblical text. They served as conceptual and theological
frameworks within which a representative image of the ktetorial act would be
highlighted. The inclusion of the imperial figure of Solomon in the scene illus-
trating his story of Wisdom introduced a series of allusions that subtly glorify
all the patrons of the Virgin's temple due to the “presence” of the Old Testament
king and the very symbol of wisdom, the ideal ruler-patron of the house of God
(Djuri¢, 1989, pp. 112-116; Markovié, 1998, pp. 230-232; Vojvodié, 1998, pp.
250-254; Atovvaomovlog, 2012, pp. 70-76). Georgije Mitrofanovi¢ evidently
did not remain indifferent to what he observed in front of the doors of the
Catholicon of his monastery. It appears that he possessed both creativity and
the ability to synthesize. Within the available limited spatial framework of the
refectory apse, he adapted the inspirational result from older fresco paintings
through authentic symbolic representations, demonstrating that he was not

only a skillful restorer but also a “child of his time”*

62 Georgije observed the scenes in their original form, without the “fresco layer” that
was added in the beginning of the 19* century.

6 “Every work of art is a child of its time, while often it is the parent of our emotions*
(Kandinsky, 1946).
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Hukomnaoc JI. IVIOHVICOITYJIOC

Yuusepsurer 3amagae Makeyjonuje
[IIxona nenux ymetHocty, GnopuHa, Ipuka
Karenpa nenux u npuMemeHNX yMETHOCTH

Becna JI. MMJTAHOBITh

Yumsepsuret y [IpuinTunmu ca npuBpeMeHNUM
ceguiuteM y KocoBckoj Mutposuiu
dunosodpeku paxynrer

Karezipa 3a ucropujy ymeTHOCTU

®pecko-kommnosuiyja leopruja Mutpodanosuha
ca IpeficTaBaMa CpefilbOBeKOBHIX B/ajjapa
Y jy’KHOj anicuau XuaaHgapcKe Tpresapuje

Pesnme

Dpecke NCTAKHYTOT CPICKOT CIMKapa us npsux jenennja XVII exka, Xunangapua
Teopruja Mutpocdanosuha, saMennse cy, y IpocTpaHoj CpefbOBEKOBHO] Cajll 3a
3ajellHIYKY 06ey] XWIaHIApCKIX MOHAXa, IIpeTXofHa, ourrehena, Tpu croneha crapuja
mena. Y IpUIOTy ce pasMaTpa KOMIIO3MIIMja ca MpeAcTaBaMa CpeJmbOBEKOBHIUX
BIafiapa y ABOIOjacHO ypeheHOM mpocTopy Maje, HUCKe aNCHfie Y jy)KHOM 3UAY
case. CBOjeBpCHa je CTPYKTYpa 3a cebe y ppecKo-Lie/IMHM C MOTINCOM C/IMKapa U3
1621/1622. roguHe. 3ajefHIYKO Y€TBOPOYIAHO] TPy, pacnopeheHoj y mapoBuma
y [OIEM I0jacy aIcupjanHe KOHXe, jecTe TO LITO je ped O MpefcTaBaMa OfabpaHux
CpelmbOBEKOBHUX BJIajlapa KTUTOpa U IIOKPOBUTe/ba XMIaHapa U3 Haj3HadajHMjer
U HajIIpOCIepUTETHHUjET IepUofa ICTOPHje MaHACTYPa Off 062 BeroBOT OCHYUBAA.
Mebhy wuma Hucy noprpetu npsux kturopa. Moryhe je, mehytnm, na je rpyma 6mia
Y HApOYMTOM OJHOCY Ca Caip)KMHOM HaclpaMHe, Kpajem XVIII Bexa npecnukane
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Lie/IMHe ca IpefcTaBama npByux Hemamuha ocHyBaua MaHACTUpA Y IOH0j 30HY ITIaBHE
TpIIe3apujcKe aIcufe.

ITpmkas cpnickor Kpa/ba My TiHa ¥ BU3aHTUjCKOT ITapa AHfponuKa II Tlaneonora
3aje[HIYKY je IOPTPeT y IIYHOM CMIUCITY peuy 1 napadpasa pelliermba OCTBAPEHOT Ha
CPeIIbOBEKOBHMM IIOPTPETHMA y IIPUIIPATH I7IABHE MAHACTUPCKE LIPKBE. Y3 HEKe 3MEHe
CIIMKap je ,,TI03ajM/beHO“ U3 IPUIIpaTe HOCTABIO Y HOBJ IIPOIPaMCKI KOHTEKCT, YjI
cy neo u mukoBu Ceetor CrMoHa MoHaxa (HajBepoBaTHMje OMBIIET Kpasba Ypoura I)
u cetor Kpajba Credana [leqanckor. Yob6muaBare Ipyror Of ABa I1apa 3aCHOBAO je
Ha MKOHOrpad)cKuM obpaciyMa Koju ¢y My oMOryhym Hairpanmy mojlasHe TeMe O
KTUTOPCTBY (IIOKPOBMTE/BCKO] MICHjJ) TOOOKHIMX BIafilapa MOTMBYIMA MyYeHNIITBA 1
ucTpajaocty y Bepy. HoBu BusyenHy aHcaMOII ca TMKOBMMA MIOOOKHYIX Y ITPAaBOBEPHUX
BJIaJlapa Cpe/itbOBEKOBHE IIPOLIOCTU 3a0KPY>KIO je yMeTarbeM Mefla/bOHa Ca KpCTOM
1 XPpUCTOBMM KPUIITOIPAMOM, Ha [Ie0 CI0OO0THOT CPefIIber I10/ba Haf| IPO30POM, I
CTaBJ/balbeM CBVIX JIMKOBA IO OKpbe 1 6arocnos Xpucra Aubena Bemkor Casera.

3a pasyMeBame KOMIIO3MIHje IOfIjeffHAKO je Ba)KHO pacBeT/baBarbe CUMOOIIKe
HeOOMYHO yIIeyaT/bBOT MOHYMEHTA/THOT IIOIPCja MIAJOIMKOr KpuIaTor XpucTa, Kao
1 1360p U pasMaTpame NKOHOrpadcKmx oberexja mpefcTaB/beHuX Brasiapa. Ped je o
VICTAaKHYTOM U, YVHM Ce, je/JHOM OJf OMIWbeHIX MOTVBa Y Murpodanosuhesom omycy. 3airo
ce CTapy B/Iafilapy IIOKPOBITE/bY MaHACTHPA II0BE3Yjy ca 0COOEHNM, HeTpayLIOHaTHUM
TunoM Xpucrosor nmka? Kako BpeMeHcKa IMCTaHIa Off CPebOBEKOBHE IIPOLIOCTI
yTHHe Ha pelieniyjy ukoHorpagcke rpyme? IlIta y saToM CKIOIy 0O3Ha4aBa Meja/boH ca
KPCTOM U XpUCTOrpaMoM? VI 3a1To je Taj MOTVB BHILIE O CTAHTAPIHOT 00e/IeKaBama
npo3opa 3HaKoM 3amTuTe? Ta 1 cIMYHa NUTamka, HEPasMOTPEHa Y JoCafallbeM
¢doxycuparwy Ha pectaypaTopcku acrekT Murtpodanosuhesor fena, mpoucTndy us
HaCTOjamba la Ce OCTBAPEHO caIviefia M Kpo3 IIPU3MY eIloXe Y KOjoj je TpIesapuja M3HOBa
XKVMBOIIMCaHa, OfHOCHO 13 YITIa ofpeheHOCTH mpuinKamMa Koje ¢y 00enexxuie >KUBOT
IPaBOCAABHUX Y Tafammoj OcMaHCcKoj apkaBu. Jla Cy 3a OirOHETarbe KOHIIENTA I
HeOOMYHOT CKJ/IONa MIHM-1{e/IMHe TeCHI OKBMPY KojuMa ce Toryiesi Ha Murpodanosuhes
HOAyXBaT 3a/jp)kaBa y paBHM paclipaBe O IIOKasaTe/buMa Moryhe pecraypauuje uim
PEKOHCTPYKIIUje APeBHNUX pellierha, MOIJIO Ce BUJIeTH 13 IIPUPOJie 3MeHa obpasara
Y3€THX 32 y30P M CBOjeBPCHO noasuiTe. IIprpona usMeHa, 1 y CErMEHTY BE3aHOM 3a
arpoIpujaLyjy feTaka, Kao M OHOM KOji OU ce OTHOCUO Ha CKIAIlambe Lie/liHe, YKasyje
Ha T0 71a je Mutpodanosuhy cumbommka 611/1a BaxKHMja Off MICTOPUjCKe PeKOHCTPYKIIje.
Lema xoMnosniyja Auire IopyKaMma OCMUIIJbEHUM Kao CBOjEBPCHA yTeXa IPaBOBEPHIM
xpuirhaHuMa y ip>kaBy MHOBepHUX rocrnogapa. Murpodanosuh nobpo 3Ha ja je
CBaKOJHEBIIIA IberoBe cabpahe y HogBuUry fameko of upeana o anheockoM >KuBoTy —
ontepeheHa pasHMM HaMeTNMa, Ka3HaMa I HeIIpaBJaMa, U o0e/le)keHa HallopuMa 1
MyKaMa fia ce, Y epy HY)KHUX Ofi/Ia3aKa y IPUKYI/bambe ITOMOhM [jajieko off TpaHnIa
Cserte Tope, 06e36emy OIICTAHAK U OYyBalbe MaHACTHUPA.

AHanusa crnoja 1MKoBa BIafjlapa MOKpOBNUTe/ba XMIaHgapa, CUMOOIa 3/IaTHOT
moba MaHACTHMPCKe UCTOPUje, ca MOTUBMMA KOji ¥ ceOu casKuMajy Hajay6/pe OCHOBe
xpuimhaHcke Bepe M HAPOUUTY ONTUMUCTUYKY U TPUjyMarHy IIOPYKY, YMji U3BOPU
CeXY [I0 alloJIOTeTCKe MUCINM PAaHMX XPUITHAaHCKMX OTalla MapTupa, IoKasyje fa
Teopruje Mutpocdanosuh Huje 0cTao paBHOAYIIAH IIpeMa OHOMe IITO je IVIeflao Kaja
je cTajao mpex gBepMMa KaTOMMKOHA CBOTA MaHAcTHpa. 1y je, y IpUIIpaTy, MOTJIef
IpUBJIAYNIa CIOXKeHa rajiepyja KTUTOPCKO-BIaIapCKMX MOPTPeTa ¥ HoceOaH TeMaTCKI
OKBYIP Y KOjU Cy YKJIOI/BEHU CBOjMM MeCTOM HeIlocpefHo 1oy cnukoM Pacnieha u
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CUMOOIIYHO-a/IETOPYjCKOM KOMIIO3MIIMjoM ¢ MOTVBIMa COTTOMOHOBYX ITpyuda 0 boxjoj
npemygppocti. Yunu ce ta Murpodanosuhy Huje MambKanlo H KpeaTBHOCTI HI iapa
3a CUMHTE3Y. Y PacHoNoXUB CKPOMaH IPOCTOPHY OKBMP MaJjie TpIie3apujcKe arcue
IIPEHeO je, 3aIIpaBo, pe3y/ITaT HaJaxHyha cTapujuM CIIMKapCTBOM, KPO3 ayTeHTUYHe
cakeTe cUMOOIMYHE IIPUKa3e KOjU Tpaxke a Y lbeMY BUMMO CIMKapa Koju Huje 6uo
CaMO BEIIT pecTaypaTop HEro 1 JieTe CBOra BpeMeHa.

Kmwyune peuu: Teopruje Mutpodanosuh; rpresapuja manactrpa Xumangapa;
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