Abstract: The church of St. George built and
painted in 1548/49, is located in the village of Ban-
jani near Skopje. The appearance of the single-aisle
church was altered during the 19" century when the
narthex was added. The inscription above the west-
ern entrance leading to the nave indicates that the
renovation of the church was a merit of the donor
Petar Kaovche and the local villagers. In addition
it is stated that the paintings are work of the painter
Dimitar Krstev(ich) - Dicho from Debar, completed
in1846. On the entire surface of the eastern wall of
the narthex, Dicho Zograf depicted the impressive
and complex composition of the Last Judgement,
characterized by rich illustrative qualities, a nar-
rative approach, and an extraordinary sense of de-
tail, accompanied by numerous explanatory inscrip-
tions. In this composition he incorporated many new
themes with a moralizing-didactic character, motifs
with Russian and Bulgarian provenance, and apoca-
lyptic components.

The small church dedicated to the victorious
saint and the great martyr George, built and painted
in 1548/49, is located in the village of Banjani near
Skopje.! The appearance of the single-aisle church
was altered during the 19" century when new win-
dows were opened and the narthex was added. The
iconostasis was completed in 1845 according to the
inscription on one of the royal icons (The Virgin Ho-

' Bamabanos K., Huxomoscku A., KopHaKOB .,
Cnomenuyu na kynmypama 6o CP Makeoonuja, Cxorje
1971, 40; Cy6oruh I'., Ceemu Bophe y barwanuma, 3J]1Y
21 (1985), 136-146; Idem, ,, Céemu Bophe y Barwanuma.
3uono cruxapcmeo“, in: I'pyna aBtopu, Ha TparoBuma
Bojucnasa J. Bypuha, CAHY / MAHY, Beorpan 2011,
325-355; Popovska-Korobar, V., Church of St. George —
Village of Banjani, nr. Skopje, in: Macedonian Cultural
Heritage. Christian Monuments, Skopje 2008, 52-55.
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degetria) signed by the famous painter Dimitar Krste-
v(ich) - Dicho from Tresonche,? near Debar, who at
that time had painted prolifically in the Skopje re-
gion, especially in Banjani.?

The inscription above the western entrance leading
to the nave indicates that the renovation of the church
was a merit of the donor Petar Kaovche and the local

2 From the numerous papers and articles on the work
of Dicho Zograf, on this occasion we distinguish several
of them: Bacumues A., Juuo 30epag, MakemoHcka Mu-
cbll, kH. 7-8, rom. 1 (1946), 372-384; Idem, Bwvreapcku
Bb3POJCOCHCKU MAUCMOPU: JCUBORUCYY, pe3bapu, cmpo-
umenu, Codpus 1965, 180-187; I'posmanos 1., ITouemo-
yume Ha Juuo 3oepagh u uxonocmacom 6o ceno Pocoku,
IIpunosu. Onnenenue 3a ommrTecTBeHW Hayku, MAHY,
XXV 1-2 (1994) (=Idem, YmeTHOCTa W KyiITypara Ha
XIX Bek Bo 3amagHa Makenonuja: CTyanu ¥ MPHIIO3H,
Cromje 2004, 63-77); Idem, 3a saujanuemo na Xpucmo-
gop Kepaposuu ep3 oerama na Huuo 3oepad u Aepam
Jluuos, Tomumien 300pHuK, kKH. 23 (49), ®unosodceku
tdakynrer, Yausepsuter CB. Kupun u Metoauj (1996)
(=Idem, YmeTHOCTa M KynTypaTta Ha XIX Bek Bo 3amaaHa
Maxenonuja: Ctyauu u npwiosu, Cxorje 2004, 95-120);
Idem, Juuo 3oepag u nezosume yuenuyu 6o ypreama Ca.
Hnuja 6o Cmenue, T'ocTuBapcko, KyntypHo HacineacTBo
XXVI-XXVII/2000-2001 (2001), 7-26; Idem, herewxu 3a
Jluuo 30epag no nosod cmo u mpuecem 200uHU 00 He20-
sama cmpm, Tlpunosu. OnneneHre 3a ONIITECTBEHH Hay-
ku, MAHY, XXXIII 1 (2002), 5-22; AnekcueB E., Juuo
3oepadgh. Hrononuc, Cromje 1997, Uxonu 00 oxpudckuom
onyc Ha Juuo 3oepagh (aBTOp Ha M37I0XKOATa ¥ TEKCTOT:
T'eopruescku M.), Oxpun 1999; LisetkoBcku C., Kugonu-
com na [uuo 3oepag u Aepam [uuoe: CTyauu v IPUIIO3H,
Crpyra 2010, 13-176; Idem, Hxornume na Juwo 3oepagh 0o
ypxeume 60 lebap u Mana Pexa, Ctpyra 2013.

3 AnexcueB E., Op.cit., 8-10; Uxononucnomo meo-
pewmso na JJuuo 3oepagh 6o Cronje u Cronckuom pe2uon
(aBTOp Ha M3nOkOara W TekctoT: I'po3ganoBa KoreBcku
B.), My3ej na rpan Ckomje, Cxomje 2008, 3-4; Popovs-
ka-Korobar V., Church of St. George, 55.



1. 1. The Last Judgement on the east wall of the narthex, church of St. George in Banjani (1846)

villagers. In addition it is stated that the paintings are
the work of the painter Dimitar Krstev(ich) - Dicho
from Debar, completed on December 5, 1846

BO CAdBY E®10 H BO HMA CTAr®) CAHBNAIe)
BSAHKOMYYENHKA [T6WOPTTH] Y¥AOTBOFUA, CENORHCA
CThIH [XIPAML, CEH BO A€TO, &) XFCTH ... BL TOH®E
BPEMA  WEPLTAWECCA CMHPENLH  KTHTOPL  METPL
KAWEBYE 3444, H COBEPIUH CORCTMH MPABOCAHBNIH HAE
WEPRTHEWHMCH BO C€AO CEH BEATKTH MLAS H MAAH,
ASHMEPHA €6 NAXOAGWS MAMd VFOW, d CMHPEHKIH,
3IPddL AHMHTPHE & Kd3d ASEOFL, KPRCTERIY®,
COXPANH TCAH BECh C6H H EBCA MPAROCAIAIBNIA
XFCTHANH AMHNL. MCOA AGKEMEBFIH]S :ACWMS.5

On the entire surface of the eastern wall of the
narthex, Dicho Zograf depicted the impressive and
complex composition of the Last Judgement, char-
acterized by rich illustrative qualities, a narrative ap-
proach, and an extraordinary sense of detail, accom-
panied by numerous explanatory inscriptions (ill. 1).°
At the same time, it is important to note that the Last

* For the revision of the year of completion of the paint-
ings in the Banjani narthex, see I'pozganosa Kouescku B.,
Op.cit., 3.

5 In the transcription of the inscriptions and texts, the
symbols [ ] are used for lost/damaged letters, while other
words are transmitted as they are written without reading
the ligatures.

¢ We presented the church of St. George, including the
Last Judgement, and also the Monastery of St. Elijah in
Banjani in the article: Anexcanoap Benuxu mooice 0a ce
suou na Croncka L[pna I'opa by Stojanovska B., published
in the daily newspaper “Nova Makedonija”, No. 23.7010,
Year LXXI, Tuesday, March 152016, 14-15, followed by
a short promotional video #RaskaziNiZaMakedonija on
YouTube: https://www.youtube.com/watch?v=pwX2Y X-
udSlg&feature=youtu.be (accessed February 24, 2018).
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Judgement in Banjani is the only known example of
this composition in his work.

According to recent research, it is considered
that some of the earliest works of Dicho Zograf are
four royal icons painted in 1844 from the church of
St.Nedelya, in the village of Debrene, in the vicinity
of the town Sandanski in Bulgaria.” Probably creat-
ed after his visit of the Rila Monastery, they would
be his earliest works on Bulgarian territory.® Besides
being such a productive artist, Dicho Zograf is also
known as an editor of two painter’s manuals, the First
Hermeneia (prior to 1844) and the Second Hermeneia
(1851), compiled from various sources and paper
icons,” which among other themes contain descrip-
tions of the Last Judgement. It is also well known
that Dicho Zograf for the most part has formed his
painterly style thanks to the tuition received in the
workshop of the painter Mihail from Samarina, and
his son Dimitar/Daniil."® This is especially notewor-

" T'eproa U., Haii-pannume uxonu na Juuo 3oepagh 6
bwvreapus, llarpumornym.MK 14, Ckomje 2016, 203-212.

8 Ibidem, 208-209.

® Mytados E., [loeneo ep3z dseme epmunuu na Jquuo
3oepag, 360pHUK 3a CpeIHOBEKOBHA YMETHOCT Ha My-
3ejor Ha Maxkenonnja 3 (2001), 268-280; Vpanosa T.,
Cmpawnus cv0 cnoped Epmunuume na Buvicapckume
6b3podcOeHcKu 30epagu, borocioBcka MuchI. JoKTO-
paHTCKH u3cienBanus, k. 1-2, 2012, 50-86 (in the further
references the pagination of the text is quoted according to
the article available on the author’s profile on Academia.
edu: https://uni-sofia.academia.edu/Tatyanalvanova). A.
Kuymdzhiev notes many coincidences and similarities
between the paintings of the main Rila church and the de-
scriptions in Dicho Zograf’s Hermeneia, see Kyrommxuen
A., Cmenonucume 6 Inasnama ywpkea Ha Punckus
manacmup, Codus 2015, 567.

10 Tposnanos L., [Touemoyume na duuo 3o0epad, 63-



1. 2. The Prepared Throne, the symbols of Evangelists, Adam and Eve, the two groups of poor people sepa-
rated as grateful righteous and beggars-sinners, Archangel (Gabriel) with groups of righteous,
church of St. George in Banjani (1846)

thy in the similarities of the Last Judgement in Ban-
jani with the same composition from the church of
St. George in Lazaropole (1836), the work of Mihail
from Samarina.!! However, in addition to the obvious
similarities and influences from him, Dicho Zograf in
Banjani created a composition in which he incorporat-
ed many new themes with a moralizing-didactic char-
acter, motifs with Russian and Bulgarian provenance,
and apocalyptic components. It is from this work that
his disciples and followers would draw inspiration, es-
pecially his sons Avram and Spiridon (Spire), although
Dicho’s variant would not be repeated.

On the entire wall surface is the composition of
the Last Judgement, while the depictions of the Deé-
sis and the Apostles today are not visible due to the
flat wooden ceiling added later.”> Under the ceiling
are the depictions of the Prepared Throne, Adam and
Eve, the group of poor people, the righteous, Heav-
en, the Four Rivers, the Weighing of Souls (Psychos-
tasia), the General resurrection, Hell/the Fiery Riv-
er and the Aerial Tollbooths, Moses and the group
of Jews, and the Four Kingdoms. Within the Last
Judgement additional themes are incorporated such
as three scenes related to the prophet Elijah, the right-
eous Enoch and the Antichrist, the Wheel of Life and

77; Tpuukoscka J, [Jerama 6o Makedonuja na ciuxap-
ckomo cemejemeo na Muxaun o0 Camapuna, Jloktopcka
nucepranuja, Punoszodeku dakyarer — Cromje, Ckorje
2008, 65-66.

1! TpuukoBcka J., Cmpawmnuom cyo o yp. Ce. Iopru
60 Jlazaponone, Ilarpumonnym.MK 14 (2016), 213-238.

12 In the documentation of the NI Conservation Centre
- Skopje, as well as in the literature, there is no data about
the exact time of the repairs, i.e. when the addition of the
wooden ceiling was undertaken.
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the Sacred Confession. On both sides of the entrance
to the nave there are five so-called pseudo-icons of
Jesus Christ Pantocrator, the Holy Mother of God
with Christ, St. John the Forerunner, the patron St.
George slaying the Dragon, and St.Demetrios con-
quering the beast.

The Magnificent Prepared Throne

On the highest visible surface is the lavishly deco-
rated Prepared Throne depicted above clouds, where
a pillow is set, on which the Christ’s blue cloak is
placed. Above them are the Gospel and the Dove (the
Holy Ghost), while on the background a part of the
Holy Cross which probably had large dimensions
can be seen. On the four sides of the Throne were
the symbols of the Evangelists from which only the
lion- Mark (MFK) is visible on the left side and the calf
— Luke (R) on the right side. Besides the Throne are
Adam (AAdML) and Eve (6Bd) with nimbuses, kneel-
ing in a proskynetic attitude with crossed arms on
their chest. Behind them, according to the remains,
the archangels Gabriel and Michael were presented,
also with their hands crossed (ill. 2).

The Prepared Throne is mentioned many times in
the Psalms 9:7-8 and 89, 14, and in Psalm 103:19 as
a “throne in heaven”, while according to the Revela-
tion of St. John 4:2 “the throne was set in heaven”.
The throne is an indispensable part of this compo-
sition since the earliest examples, with some differ-
ences and variations in its form and components. Al-
though the instruments of crucifixion are not visible
in our example, together with the cross they deter-
mine the soteriological message of this motif with-

13 Brenk B., Die Anfinge der byzantinischen Weltger-



in the Last Judgement."> Adam and Eve,
usually represented with nimbuses, are
almost always present in the proximity of
the Throne, which emphasize the symbol-
ism of the redeemed sin thanks to Christ’s
sacrifice.

The Grateful righteous

Behind Adam and Eve are two groups
of poor people consisted of beggars, lame
and blind (ill. 2).The group of poor peo-
ple (MHTIA1H) behind Adam is led by an
old man leaning on a crutch on whose
saddle part his cut leg is set, and with his
left raised hand holds a scroll containing
the gratitude of the righteous: ETOAAFIM¢
@ MPABEANIH. On his shoulder there is a
large bag, and the other figures also carry
full bags, canes and (shepherd’s) crooks,
while some of them have characteristic
caps in the form of klobuks on their heads.
The poor people are shown in modest folk
costumes consisted of dark shirts, white
underwear with long trousers, socks and
peasant shoes (opinci). The last partic-
ipant of the group, presented as a blind
man, holds a string instrument that looks
like a kemene or a gusle." The group of
three poor people behind Eve today is not
visible in the upper part due to the added
pillar. One of them is leaning on a crutch
where his leg is set. All three are barefoot,
with short trousers or shirts, while in their
hands they hold crooks and empty bags
with openings turned downwards.

The representations of the poor people
who are treated as a post-Byzantine inno-

ichtsdarstellung, Byzantinische Zeitschrift
57/1, Miinchen 1964, 119-121. For the dom-
inance of the Holy Cross in the Middle and
Late Middle Ages, as well as for the other
components, see: CepajpumoBa A., Cemu-
OMUYKA aHAnU3a U NOCMBUIAHMUCKU NApa-

1ll. 3 a). The Holy Mother of God flanked by the Archangels, the
forefathers Abraham, Isaac, and Jacob, children as virgins and the
Righteous Thiefin Heaven,; b) The Four Rivers, ¢) The inscription
nenu na Cmpawnuom cyo 6o xyuesuwxume ON the Gate of Heaven, church of St. George in Banjani (1846)

Csemu Apxaneenu, KynrypHo HaciencTBo 28-
29/2002-03 (2004), 170-171.

Y TIumpescku B., Ilpemcmasume na mysuuxume um-
cmpymenmu Ha (ppeckume u opsopezume 6o Maxeoonuja, N . ) K
Maxenonckn donkiop, Tomura IX, 6p. 17 (1976), 160- l’église c.z’es Saints Pzerre et — Paul de Tutin en Yougosla-
161. Tt is known that gusle singers were blind persons or V¢ Cahiers balkaniques 6 (1864), 239-241; Eadem, Hko-
with physical disability, cf. Stevenson B. L., The Gusle ~ 'o2paguja Cmpawnoe cyoa y yprsu ce. Ilempa u Ilasna
Singer and His Songs, American Anthropologist, New Se- Y Tymuny, Caonumrera XV,H (1985), 171-172; Eadem,
ries, Vol. 17, No. I (Jan. - Mar., 1915), 58, 60. La signification de la représentation des pauvres dans
les Jugements derniers post-byzantins, ZLU 23, (1987),

175-182; Ilenxosa b., ,,Tua mou naumarku 6pams‘ 6 no-

and variants, see: Simi¢-Lazar D., Le Jugement dernier de

15 For the motif of the poor people, the oldest known
illustration, the inscriptions, as well as numerous examples
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1. 4. St. Peter as a leader of the righteous who will enter Heaven, church of St. George in Banjani (1846)

vation in the iconography of the Last Judgement,'
will remain its constant even during the 19 cen-
tury. The textual model for their visualization is in
the Gospel of Matthew 25:34-41, and the quotations
from his gospel that often convey the motif of the
poor,'s in this case are not visible or were left out.
In this example, a clear distinction is made between
the two groups, separated as grateful righteous who

cmeusanmuckama ukonocpaghus na Cmpawinust cv0 u 8
Konmexcma Ha banxkanckama napoowna kyimypa, [1pooie-
MU Ha u3KkycTBOTO 4 (1993), 21-27; Eadem, ,, Cmenonucu
evpxy gpacaoama ', Bo: I'epos I, [lenkora b., Boxxuuos P.,
Cmenonucume na Poowcenckus manacmup, Copus 1993,
68-69; I'po3nanos 1., Cmpawnuom cyo so ypreama Cee-
mu Knumenm (Bozopoouya Ilepusnenmoc) 6o Oxpud 6o
ceemaunama na memamckume unosayuu na XVI eex, Kyn-
TypHO HaciencTBo 22-23/1995-96 (1997), 52-55; Cepadu-
MoBa A., Cemuomuuxa anaiuza u noCMeU3AHMUCKYU Na-
panenu, 172-174; Eadem, Kyuepumikuor manactup CBeTu
Apxanrenu, Ckomje 2005, 181; ITomorcka-Kopobap B.,
Crnuxapcmeomo Ha 3anadonama ¢acaa Ha MaHacmupcKa-
ma ypkea 6o Cnumnuya, Monumenta 1 (2016), 152-153,
n. 42; Tpuukoscka J., Cmpawnuom cyo 6o yp. Ce. I'opru,
221-223.

16 The various variants of the accompanying texts in
our examples, including the most complete among them,
are presented by: I'posmanoB 1., Cmpawnuom cyo 6o
ypxeama Ceemu Knumenm, 53-54.

367

receive protection from Christ, and beggars-sinners
who will be condemned for their ruthlessness and
greed. Although the group on the right-hand side of
the composition is not fully visible, the determining
elements for their classification are the inscriptions,
as well as their full or empty bags.'” We note a simi-
lar depiction of the distinction of the poor people as
righteous and sinners, including the text on the scroll,
in the church of St. George in Lazaropole.'®

Behind the group of the poor on the left side is
the Archangel (Gabriel) in royal dalmatica who, with
one hand, points at the Judge, and with the other hand
holds a scroll on which the words according to the
Gospel of John 5:29, and taken from Daniel 12:2 are
written: COTRIOJFIIIH EArAA, Bh BOCKFIIGNI¢ KHROTH
(“And shall come forth; they that have done good,
unto the resurrection of life...”). The Archangel is
the leader of the group of the righteous led by monks
with the explanatory inscription: IPAR¢ANTH KHEXTh

17 The determining element for the distinction of the
two groups of the poor through full and empty bags is an-
nounced by Dicho Zograf himself in his Second Herme-
neia, Bacunmes A., Epmunuu. Texnonozus u ukonozpagusi,
Codus 1976, 120.

18 Tpuuxoscka J., Cmpawnuom cyo 6o yp. Cs. 'opru,
223, ill. 3-4.



BO BEKH (Matthew 25:46). Behind the monks there is
a group of figures of different ages with rich outfits
consisted of long shirts and fur lined coats, and tur-

bans or hats on their heads, some of them also deco-
rated with fur (ill. 2).

The Archangels as God’s messengers of the
judgement that is to be brought into the deeds of man,
are also related to the inclusion of individual groups
of the poor and the righteous, but also the sinners.
Besides the figures of monks, the righteous, who ac-
cording to the rich clothes were obviously members
of a higher social rank, are included.' The inclusion
of the quotation according to the Gospel of John on
the archangel’s scroll is previously recorded in the
Last Judgement from Lazaropole.?

The Garden of Eden

On the northern part of the wall surface, Heaven
(PAH) is depicted as a delightful garden with flow-
ers and cypresses surrounded by a wall and towers,

1 For the various groups of the righteous within the
composition of the Last Judgement in many examples, see:
Millet G., La Dalmatique du Vatican. Les élus. Images et
croyances, Paris 1945, 82-91. In earlier examples, the sep-
aration of the righteous of a higher social status is noted
in Tutin (Cumuh-Jlazap ., Hronoepaguja Cmpawmnoz
cyoa, 173, cn. 1) and in Vitkuk, thus as a separate group
behind the poor are included in Lazaropole (TpuukoBcka
J., Cmpawmuom cyo 6o yp. Ce. I'opru, 224, 1. 74).

20 Cf. Tpuukoscka J., Cmpawnuom cyo 6o yp. Cs.
Topru, 220, 224, ll. 3-4.

1Il. 5. TheWeighing of Souls (Psychostasia), church of St. George in Banjani (1846)
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where the common representations are aranged in
two zones. In the upper part on a honorary place, the
Holy Mother of God (MHP ®Y) is seated on a lav-
ishly decorated throne flanked by the two archangels,
standing on a suppedaneum. The Mother of God in
her right hand holds a flower/blossoming branch,
while her left palm is opened forwards. In the second
zone, under her representation, the three forefathers
Abraham, Isaac and Jacob are depicted.”’ Right next
to them are three figures with smaller dimensions than
the others, apparently of children, signified as virgins
(ABRI), and further on is the figure of the Righteous
Thief with the cross on his shoulders (FA3E0HNH) (ill.
3a). At the foot of Heavens wall from arched open-
ings four rivers Phison, Gihon, Euphrates and Tigris
flow (FERA d5CON, TEON'L, €PATE, THIFL) (ill. 3b).

On the arched part of the Gate of Heaven is
written: ¢T& BPATA TCANA NMPEANTH BNHAYTH BLNA
(ill. 3c). Towards Heaven approach the righteous
led by St. Peter, who with his right hand unlocks the
gate, and in his left hand holds a half-open scroll that
identifies him as Christ’s Apostle (¢TPd AMCAL IHCh
XPCTO). Beside him are St. Paul (iTA) with scrolls in
his left hand, St. Jacob (IKOR), St. John the Theologian
(© EB), and then St. Matthew (%) behind whom
are St. Bartholomew (BF9") and St. Simon (CH). In the
continuation of the procession on the foreground are
St. Luke (AK) and St. Mark (MFK). All four Evangelists,
apart from the physiognomic characteristics and

2! Their inscriptions in Banjani are damaged and un-
readable.
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1ll. 6. The devils tormenting and leading to hell a group of sinners, church of St. George in Banjani (1846)

inscriptions, are also recognized by the closed
gospels in their hands. Behind them are the Apostles
St. Thomas (M) and St. Philip (dsATl). Next to the
Evangelists is the forefather Adam (84), while behind
him is the hermit St. Onuphrius (WH¥). The last in the
line on the front row is another hermit with a damaged
inscription, but judging by his garment woven with
palm leaves and the broad straw cap on his head, he
is St. Paul ofThebes.? In the second row behind the
Apostles St. Paul and St. John the Theologian are
the holy fathers St. John Chrysostom (i% 34) and St.
Spyridon (¢flH), while behind them is St. Nicholas
(R) from whom only part of the face and the crown
are visible. Near the walls of Heaven, there is a figure
of a monk with a damaged inscription, and the rest
are marked only with nimbuses (ill. 4).

The Holy Mother of God since the earliest exam-
ples is almost always present and dominant in Heav-
en. Also, the figure of the Righteous Thief is almost
constant, which is derived from Christ’s words: “Tru-
ly I tell you, today you will be with me in paradise”

22 On the iconography of one of the first Christian her-
mits, St. Paul of Thebes, see Cniaxuy J., Ciuxapcmeomo o
Haocom Ha cesepnuom napaxauc na Tonauuxuom maua-
cmup, Iarpumonuym.MK 10 (2012), 235-236, n. 107-111
(with bibliography and examples).

2 The figures of the Holy Mother of God and the Right-
eous Thief in the Garden of Eden appear since the earliest
standardized representations of the Last Judgement, cf.
HasunoB-Temepuncku A., [Juxayc Cmpawnoe cyda, in:
3uaHo cnukapcTBo Manactupa [euyana. ['paha u cryamje,
Beorpan1995, 203.
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(Luke 23:43).2As for the representations of the three
forefathers who are sporadically represented in dif-
ferent ages from an older to a younger man, in our
example, all three are depicted as elders.** Certain
fading of the figures make it difficult to identify the
personification of the souls of the righteous who are
usually portrayed as babies in swaddling clothes or
only their heads are visible. Nevertheless, despite the
fading, they were presented on the lap of one of the
figures or were left out, and were replaced by a sep-
arate group of children beside the forefathers.”® The
representations of children as a separate group are
often depicted on paper icons.?

The four rivers flowing from Heaven have their
literary source in Genesis 1:10-14. According to St.
Epiphanius, a bishop of Salamis in Cyprus (4" centu-
ry), St. Ephrem the Syrian (4th century), the Map of
the World from “Christian Topography” by the sixth
century geographer Cosmas Indicopleustes, and also
according to other authors and texts, their springs

24 Such is the example with their representations in the
church of St. George in Lazaropole, cf. Tpuukoscka J.,
Cmpawnuom cyo 6o yp. Ce. I'opru, 226, ill. 6.

% Dicho Zograf in his Hermeneia writes that next to
Abraham small children should be presented which should
be inscribed as “virgins”, see BacuimeB A., Epumunuu.
Texnonozus u uxonoepagus, 118.

2 Papastratos D., Paper Icons: Greek Orthodox reli-
gious engravings, 1665-1899, Vol. 1, Athens 1990, 87-93.

2" The Christian Topography of Cosmas, an Egyptian
Monk. Translated from the Greek, and Edited with Notes
and Introduction (ed. J. W. McCrindle), London 1897, 41;



are in the Garden of Eden.?” Although known from
early Christian art before the complete formation of
the image of the Last Judgment,?® their absence in
the Byzantine representations of the theme is not-
ed.” The inclusion of the four rivers within the Last
Judgement is considered to be a post-Byzantine in-
novation,*® and the iconographic scheme will remain
unchanged even in the later examples. The inscription
on the Gate of Heaven which allows only the right-
eous is considered to be an author’s addition in his
Hermeneia,*' but we note a similar inscription earlier

Maguire H., Earth and Ocean: The Terrestrial World in
Early Byzantine Art, The Pennsylvania State University
Press 1987, 17-18, 23, 26, 37, fig. 13.

2 Maguire H., Op. cit., 23-29, 37, 43, 45-48, 51-52,
55, 77, 90, 94; Hachlili R., Ancient Mosaic Pavements.
Themes, Issues and Trends, Leiden — Boston 2009, 180-
183. Numerous illustrations showing the four rivers are
available on: Notes on the Four Rivers of Paradise in
Romanesque and pre-Romanesque Art, http://green-man-
of-cercles.org/wp-content/uploads/2017/01/Four-Rivers-
draft-Sept-21.pdf (accessed February 9, 2018).

» I'pozmanos 1., Cmpawmnuom cyo o ypxsama Céemu
Knumenm, 56.

3 T'poszmanos 1., Cmpawmnuom cyo o ypxksama Ceemu
Knumenm, 56; Cepabumona A., Cemuomuuka ananusa u
nocmeuzanmucku napanenu, 184.

31 Usanosa T., Cmpawnus cv0 cnopeo Epmunuume, 12.

32 Tlonoscka-Kopobap, B., Ciukapcmeomo na 3anao-
Hama ¢acaoda, 155, n. 53.
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3

1ll. 7. The General Resurrection, church of St. George in Banjani (1846)

in the Monastery of Slivnitsa (1613/14).%2 St. Peter,
the leader of the righteous who will enter the Garden
of Eden, is depicted with the Keys of the Kingdom
of Heaven according to Matthew 16:19. Right next
to him is St. Paul, while behind them is the group of
apostles, bishops, forefathers, monks and hermits.*

The Weighing of Souls (Psychostasia)

Underneath the Prepared Throne is the Weighing
of Souls with the Scales of Justice (Ame MGFHTL
MPAEO§ MFIA0) (ill. 5). The Hand of God (FYKA TCANH)
holds the scales with two pans, with an object of a
circular shape on the left pan, while on the right pan
there are open scrolls on which the deeds of man are
written. Among the scales a figure is shown with
larger dimensions with a perizoma around the thighs
and crossed arms on the chest as a personification of
the Soul. Beside her is a group of kneeling people
in colorful clothes with the same gesture, as a
personification of the souls of the righteous who will
be in the hands of God, and the unjust who will suffer
(NPARGAHKI AIIG BP¥US EWTH, NENPARSAHKI CNGITCA HX'L
M¥KA). Nearby two birds with human legs and hands
in their beaks are depicted, above which is written:

33 Dicho Zograf in his Hermeneia noted that the group
behind St. Peter should be consisted of all apostles, bish-
ops, martyrs, righteous, prophets and kings, see Bacwmues
A., Epmunuu. Texnonozus u uxonozpagus, 118.
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1. 8 a). The Personification of Hades,Satan, sinners, and the Tollbooths within the Fiery River; b)The Aerial
Tollbooths (Mytarstvo) within the Fiery River, detail; ¢) Satan holding a rake, Judas, cup of flames and the
chains with the sinners, detail, church of St. George in Banjani (1846)

NTHULI AAKOTh, NAOTH JABY6CKH. Under the birds
there are open graves from which the dead resurrect
(MGFTEIH BOCTATL H3L I'FOEOEL), and the years of

death are written on the crosses, although not all are
legible: 184(?), 1842, 1845 and 1846.

On the left side of the scale, an angel is depicted
carrying the souls for valuation of their deeds on the
scales of justice (AITAL AWKl NOCKI NA CXA H MPAROG
MEFIAQ). To the left are the Archangels Michael (M)
and Gabriel (I') stabbing the devils on the opposite
side with spears. The Archangel Michael is depicted
as an archistratege with a short tunic, armor and a
red cloak, while of Archangel Gabriel only the head,
wings and a long dark blue cloak are visible. One of
the devils in his arms and around his waist carries
scrolls, while the other two pull the right pan of the
scales toward them with a hook. A devil is shown
dragging a harlot’s hair (EA¥AHLILA) and piercing her
with a rake beneath the chest, while another devil
rides a figure of a miller with a millstone tied to its
neck (BOASNIYAPL TO AXA AIAROAL). The third devil
torments and leads to hell (BA¥Kh AI#BOAL NOCITh RO
AAA'L) a group of grieving and anxious sinners bound
in chains (TFRUINH RO AAL XOAHT®) (ill. 6).

The righteous weighing of souls of the living is
according to Job (31:6) and Daniel (5:27), while the
books/lists and the judgement of the dead by what
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was written in them, according to their deeds, is
mentioned in the Revelation (20:12). The motif of
the weighing of souls that has a long tradition de-
rived from Egyptian mythology and art, with certain
modifications and adaptations becomes an insepara-
ble part of the Last Judgment.* The scales of justice
have a dominant central place, usually underneath
the Prepared Throne, and in most of the examples,
Archangel Michael holds them. Although the Bible
does not mention his role as a weigher of souls,* the
Archangel is depicted even in the earliest represan-
tations of this composition.*® The other variant, as in

3 For the sources and the iconography of this motif,
cf. ITokposckiii H. B., Cmpawmnsiii cyov 66 namsmuuxaxs
suzanmitickazo u pycckazo uckyccmaa, Tpyasl VI apxeo-
noruyeckaro cbb3na b Omecch (1884 1.), Toms 111 (1887),
343-347; Hasunmos-Temepuncku A., [Juxkiyc Cmpawnos
cyoa, 204; Cepadumona A., Cemuomuuka anaiuza u no-
cmeuzanmucku naparenu, 179; Giakoumis K., “Textual
visuality & Visual Textuality in Texts Correlated with Art-
works. Nektarios Terpos’Pistis and Last Judgement Scenes
from Muzeqe, central Albania”, in: TekcToBe, HajaMuUCH,
obpasu/Texts, Inscriptions, Images, Art Readings. The-
matic annual peer-reviwed edition in Art Studies in two
volumes 2016/vol. 1 — Old Art, Codpus 2017,230-231.

35 TTokpogckiit H. B., Op. cit., 345-356.

36 Tasumos-Temeprrcku A., Luxrnye Cmpawinoz cyoa, 204.



111.9 a). Archangel (Michael) and Moses, b) The group of Jews, the Four Kingdoms and the four
animals, church of St. George in Banjani (1846)

this case, shows the hand of God holding the scales,
which emphasizes the symbolism of the righteous
judgement equal to every person according to their
deeds, as confirmed by the inscriptions.

The textual models for the resurrection of the dead
from the graves are found in John 5:28-29; Epistle to
the Philippians 3:11, and Revelation 20:13. It is inter-
esting that on the graves are written the years of the
death of the deceased (1842-1846), in a time close to
the painting of the narthex. In the struggle between
good and evil, the most striking are the representa-
tions of the devils that are shown anthropomorphical-
ly with black bodies with wings, horns, tails, claws
and flaming tongues.*” From the sinners tormented by
the devils are depicted the harlot and the miller who
has stolen flour, while the larger group is only labeled
as sinners without identifying/determining their sins.

The General resurrection

Nearby are elements of the General resurrection
where two angels with trumpets enliven the dead. The
first angel blows a trumpet waking the dead from the
earth (ATTAL TPXENE Bh 36MAK). Under the angel’s
figure, the personification of the Earth/Gaia (3¢MAA)
is depicted sitting on the top of a building. Dressed
in a blue dress with a red cloak, and a crown on her
head, she holds a rock and a sickle in her hands. The
second angel blows a trumpet into the sea (AITAL
TPYENE Bh MOPE), while the Personification of the
Sea (MOF€) rides a fish. The half-naked female figure
is wrapped in a red cloak, with a crown on her head,
and holds a sailboat in her left hand. On the sea sur-

37 For the appearance of the demons in post-Byzantine
period, see: Garidis M.K., Etudes sur le Jugement dernier
post-byzantine du XVe a la fin du XIXe siecle. Iconogra-
phie — Esthetique, Thessaloniki 1985, 31-62.
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face between the various species of fish that return
the dead, at the corners four small heads puffing and
blowing symbolize the four winds Boreas (EBOF¢d) —
the cold northern wind, Eurus (§BFOChH) — the eastern
wind, Zephyrus (3¢bHA) — the western wind, and No-
tus (NOTOCh) - the warm southern wind (ill. 7).

With this the announcement of the resurrection
through the angelic trumpets is literally illustrated,
as well as the four winds in the Gospel of Matthew
24:31: “And he shall send his angels with a great
sound of a trumpet, and they shall gather together his
elect from the four winds, from one end of heaven
to the other.” The textual models for the resurrection
of the dead with angelic trumpets are also found in 1
Corinthians 15:52, and 1 Thessalonians 4:16.° The
personification of the Sea has a more pristine appear-
ance,* while the Earth can be depicted sitting on the
ground or on an animal, holding a cloth/heavenly
oval, a sceptre, a rock, a snake or another object.*! In
this example, a rare presentation of the personifica-
tion of the Earth sitting on a building with a gable roof

38 Dicho Zograf in his Hermeneia points the names of
the four winds, but does not give a recommendation on how
to paint them, see Bacunues A., Epmunuu. Texnonozus u
uxonoepagust, 119.

¥ Cf. NaBunos-Temepuncku A., [Juxayc Cmpawino2
cyoa, 195.

4 For the presentations of the Personification of
the Sea, see Tomuh b., Ipauanuya. Cnuxapcmeo, beo-
rpag-Ilpumruna 1988, 162.

4 Nasumo-Temepuucku A., [uxkayc Cmpawnoz
cyoa, 199; Cepadumona A., Cemuomuuka anaiuza u no-
cmeuzanmucku napanemu, 177 (with bibliography and
examples).

“2 Dicho Zograf in his Hermeneia suggests that the per-
sonification of the Earth should ride an animal, and from
the attributes he only mentions the sickle, see Bacunues
A., Epmunuu. Texnonozus u uxonozpagus, 119.



a
1l 10a) The prophet Elijah and the righteous Enoch as two witnesses of the Antichrist and Elijah and Enoch
are killed by the Antichrist; b) Archangel Michael slaying the Antichrist, church of St. George in Banjani (1846)

is illustrated.** This motif will be further used by Avram
Dichov, as can be seen in the Last Judgement from the
church of St. Elijah in Melnica, Mariovo (1881).*

The inclusion of the personification of the winds
begins during the 14" century shown as (half)figures
with trumpets* and the literary source is found in the
passage from Daniel’s vision of the four beasts (Dan-
iel 7:2),% but also in Matthew 24:31. The four winds
in the same manner as in Banjani are depicted in sev-
eral monuments from the post-Byzantine period.*

3 1IBetkoBcku C., JKugonucom na Juuo 30epagh, 221,
ill. 28 on p. 249.

4 The oldest example of the four winds are pre-
served in the Snetogorsky Monastery near Pskov —
1313 (CapabwsinoB B./l., CmupuoBa 3.C., Hcmopus
opesnepycckou acusonucu, Mocka 2007, ill. 290), and af-
ter that in Dragalevci— 1476/77 (Cy6otuk I'., Oxpuockama
cauxapcka wxona 00 XV eex, Oxpun 1980, sk. 94-96, sk.
104) and in Kremikovci - 1493 (ITackanesa-Kabananesa
K., Jvpreama ,,Cs. ['eopeu“ 6 Kpemuxoscxus manacmup,
Coodus 1980, ill. 67-68).

4 Cf. Cumuh-Jlazap [., Uxonoepapuja Cmpawnoz
cyoa, 1717.

4 Their representations are identical in Periblep-
tos (Bacunecku A., Busujama na npopoxom [anuun 3a
Yemupume yapcmea (lan. 7: 1-14) BoO NIOCTBU3aHTHCKHUTE
npercraBd Ha CTpamHHOT Cyld Ha TEpUTOpHjaTa Ha
Penyonuka Makenonuja, in: Stowianskie teksty kultu-
ry. Samokowskie kontynuacje II, Poznan — Prilep 2015,
92-93), in Kuchevishte (Cepadumosa A., Cemuomuuxa
ananusza u nocmeusanmucku naparenu, 177-178, ill.
1, 4), in St. Nicholas of Theologina church in Kastoria
(ITekekovidov X., Kaoropia 1. Bolavtivor Toryoypogpiol,
®eccorovikn 1953, mv. 261P), Panagia tou arhonta Apos-
tolaki and also Panagia in the Agios Anargyros district, both
in Kastoria (ITaioidov M.II., Ot toryoypopics Tov 170vai-
ava otovg vaovs s Koaoropiag. Zvufoine tnu eAét. g
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As for the inscriptions, in the Last Judgement from
the church of St. Holy Mother of God Peribleptos
in Ohrid (last quarter of the 16th century) only one
representation of the wind with the inscription Livas
(AioPag) is preserved,*” which is equal to the Med-
iterranean southwestern warm wind blowing from
Libya. In the church of Panagia tou arhonta Apos-
tolaki (1605/06), some of the inscriptions of the four
winds are legible.* In the second wall-painting layer
from the Church of the Nativity in Arbanassi (1649),
the inscription Notus (N6tog) is preserved,* while in
the exonarthex of the Vatopedi monastery only the
name Zephyrus (Z€pupog).’® From the available ex-
amples, we note the complete names of all four winds
previously in Lazaropole.®!

wvnuetaxns (oypagikng me Avtikng Moxedoviag, AGnva
2002, mv. 77, miv. 80), in Arbanasi (from personal notes), in
Tutin (Cumuh-Jlazap 1., Hxonoepaghuja Cmpawnoe cyoa,
177,1ll. 1, 8) and in Kostinci (Bacunecku A., Buzujama na
npopoxom [anuun, 93, cn. 8).

47 The inscription is noted by: Bacunecku A., Buzujama
Ha npopoxom [anuun, 92-93.

 Maicwov MLIL., Op. cit., mv. 77.

4 Notus is referred to as the name of the personifica-
tion of the Sea in: IlenkoBa b., ,,Apbanawxusm Cmpawen
cvo om XVIII sex om Hayuonannus ucmopuyecku mysetl 6
Coghusa™, in: Jlroben IIpamikoB, pecTaBpaTop U H3KyCTBO-
Ben, Codus 2006, 87.

59 Horlbeck F.R., Last Judgement Fresco in the Vatope-
di Outer Narthex, in: Holy Mountain: Icons from Mount
Athos and Photographs by Frank Horlbeck, https://holy-
mountain.omeka.net/items/show/16 (accessed February
16, 2018).

! We noted the four winds and their inscriptions on a
illustration in the article about the Last Judgement in Laza-
ropole (Tpuukoscka J., Cmpawnuom cyo 6o yp. Ce. I opru,
ill. 11).



The Fiery River

The Fiery River on the right side of the composi-
tion is one of the most picturesque and most charac-
teristic depictons of the Last Judgement in Banjani
(PEKA OPNENA BCA TPRIUINH MOKPETH) (ill. 8a, b, c).
Due to the flat ceiling, we are not able to accurate-
ly determine its source, but it probably came out of
Christ’s feet. Painted as a red mass with flames and
waves, there are various sinners depicted in a mon-
ochrome manner, tied in chains and pushed by the
devils with rakes. On the upper part a figure with
larger dimensions than the others was represented,
from which only the legs are visible. Further on are
the murderers (VEHUH) and the magicians (MATHCTFI),-
shown as a family with a woman in folk costume,
and then Caiaphas with a crown (kdiAdsf) and a devil
dragging him by his beard.”> Among the damned are
other historical figures such as Constantine V/Copro-
nymus (KONCTHNT KOMPONId), the kings Ahab (AXHABh)
and Jeroboam (I§FOBOANML), and high-ranking repre-
sentatives of the clergy (MANAPHTL, I6PEA, APXIGPCH,
AHARONT). Next to them there is a naked male figure
with a slightly raised arm, but without an inscription.

The Fiery River ends with open jaws of Hades
depicted as a beast (AAL BC¢ MAEUL), where Satan
(CATANA H AIABOAL) stands holding a rake and Judas
(I¥Ad) with a bag of coins on one hand, while with the
other raised hand holds a cup of flames and the chains
with the damned. From the mouth of Satan comes out
a text written in a reversed manner: IFIAHTE AP¥3H BO
OFINL CMENE (ill. 8a, c).

The Fiery River, which is an integral part of all
compositions of the Last Judgement, has its literary
source in the books of prophets Isaiah 66:2 and Dan-
iel 7:10, while in Revelation 21:8 is described as “a
fiery lake of burning sulfur”. In contrast to the sim-
pler appearance of the Fiery River in medieval exam-
ples, certain changes have been noted in the course of
the 18™ century,” while more realistic presentations
are particularly dominant in 19" century composi-
tions.>* With regard to the various categories of sin-
ners in the whirlpool of the Fiery River, in our exam-
ple the wrongful ones are consigned, some of them as
mentioned in the texts of St. Cyril of Alexandria, St.
Ephrem the Syrian, the Life of St. Basil the New”’,

32 Dicho Zograf'in his Hermeneia has stated that Caiaphas
with a devil pulling his beard, should lead the Jews behind
Moses (Bacumues A., Epyunuu. Texnonozaust u ukonozpagus,
119), but in our example he is depicted in the Fiery River.

3 ITokporckiit H. B.,Op. cit., 369.

3 For more examples, see Bacumue A,. Coyuan-
HU U NAMPUOMUYHU MeMU 6 CMAPOMmo 6wbI2apcKo USKY-
cmeo, Cobus 1973, 19, 21, 25, 27, 31, 43.

55 BacuimeB A,. Coyuannu u nampuomuynu memu,
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and the Revelation 21:8. Further on, our attention is
drawn by the family, followed by the inscription ma-
gicians which, unlike the other Slavic inscriptions, is
a Greek word, but in this case transliterated in Cy-
rillic. The same word that is not encountered in the
monuments of Greek language provenance, is writ-
ten beside one of the figures in the Fiery River from
the church of St. George in Lazaropole®. At the same
time, the woman in folk costume resembles the wom-
en depicted in the scenes Visiting a Fortune teller,
Witchcraft and the Woman Magician, often included
within the composition of the Last Judgement. Dicho
Zograf could have been introduced to this theme dur-
ing his early stay in Bulgaria,’” which was very pop-
ular there by the beginning of the nineteenth century.

Among the sinners in the Fiery River historical fig-
ures such as Herod (with Herodias and Salome), Pon-
tius Pilate, Diocletian, Maximian, Julian the Apostate,
Constantine V and others are often included.®® In the
Fiery River in Banjani the infamous Byzantine emper-
or Constantine V, and the kings Ahab and Jeroboam
are portrayed.” The figure with larger dimensions or

363, 368; Cumuh-Jlazap M., Hrxonoepapuja Cmpawnoz
cyoa, n. 67-69.

56 Tpuaxoscka J., Cmpawnuom cyo eo yp. Cs. I 'opru, 230.

57 Bacuimes A,. Coyuannu u nampuomuyny memu, 71-81.

58 Tlokporckiit H. B.,0p. cit.,316, 375-376; Krauze-
Kotodziej A., “And they will throw them into the fiery fur-
nace, where there will be weeping and gnashing of teeth”
(Mt 13,42). The Representation of Divine Justice in Latin
and Byzantine Iconography of the Last Judgement — Part
1, Studia Anthropologica. The borderlands of art history
and culture, vol. 2 (2017), 259-276. One of the earliest ex-
amples of the inclusion of historical figures among sinners
are the representations of Herod and Herodias in the Last
Judgement from the church of St. George near Kouvaras
in Attica (13"century), cf. Mouriki D., 4n Unusual Rep-
resentation of the Last Judgment in a Thirteenth Centu-
ry Fresco at St. George near Kouvarasin Attica, Agktiov
XAE 8 (1975-1976), 157-158, ill. 87. In the composition
of the Snetogorsky Monastery near Pskov (1313), besides
Herod, Herodias and Salome, are included Severus, Ari-
us, Nestor, Origen, Diocletian, and others, cf. Capa0bsiHoB
B.J., «Crpammnsii Cym» B pocnucsax CHETOrOpcKoro
MOHACTBIpS B IICKOBE M ero JMTepaTypHas OCHOBA,
[Tpobnemu Ha uzkycTBOTO 2 (1996), 28-29. In Macedonian
post-Byzantine examples, as in the Last Judgement of the
Monastery of Slivnitsa (1613/14), only Herod is depicted
in the Fiery River (cf. Bacunecku A., I[locmsuzanmucku-
me npemcmasu Ha Cmpawinuom cyo Ha mepumopujama
Ha Penybnuxa Maxeoonuja, Marucrepcku tpyn, duso-
3o(dcku dakyarer — Ckomje, 2015, 127; Iomorcka-Ko-
pobap B., Cruxapcmeomo na 3anaonama gacaoa, 153),
while later in Lazaropole, the emperors Diocletian and
Maximian are included (cf. Tpuuxorcka J., Cmpawmnuom
cyo 6o yp. Ce. I'opru, 230, ill. 10). 315-317.

% Dicho Zograf in his Hermeneia within the Fiery River



1ll. 11a) The Wheel of Life; b) The Sacred Confession; c) and d) Individual punishments and dark torments
of the sinners

the one with a slightly raised arm, on the other hand,
may have represented the rich man who during his ag-
ony in hellfire, demanded from Abraham a water to
cool his tongue, derived from the Parable of the Rich
Man and Lazarus (Luke 16:19-25).5°

The most striking part of the Fiery River is the
personification of Hades depicted as the head of a
monster with open jaws, which had it earliest ap-
pearance in the Monastery of Great Lavra (c. 1535).9!

included the emperors who tormented saints: Constanine
V, Jualin (the Apostate?), Maximian, Diocletian and Ahab,
see BacunueB A., Epmunuu. Texnonozus u uxonoepagust,
119. In our example he did not portray Julian the Apos-
tate, Maximian and Diocletian, but replaced them with
Caiaphas and Jeroboam.

% For the rich man condemned to hell, see JaBumos-
Temepuncku A., Luxnyc Cmpawmnoe cyoa, 204-205. In
Lazaropole this figure is accompanied by the inscription
“ruthless rich man”, cf. Tpuukoscka J., Cmpawnuom cyo
60 yp. Ce. I'opru, 229.

1 Cepadumosa A., Cemuomuuka ananuza u nocm-
suzanmucku napaneiu, 181-182, 3a6. 115. For different
personifications of Hades, see: Garidis M.K., Etudes sur le
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From it arises the ruler of the underworld accompa-
nied by the inscription Satan and Devil, derived from
Revelation 12:9. The winged representation of Satan
resembles the other devils, but differs by his much
larger dimensions.®” The text written in a reversed
manner, inviting the sinners to join him in the infer-
nal fire, is exceptional and so far we have not noticed
it on other examples.

The Serpent and the Aerial Tollbooths

Within the Fiery River from the jaws of the beast
comes out a long tongue that ends with a serpent’s
head, accompanied with the inscription 7ollbooths or
Mpytarstvo (ordeals) (MBITAFCTRO) (ill. 8c). Along the
serpents body where the devils ride, there is a long

Jugement dernier; 63-81; Aaronos JI.11., Maiizynec M.P,,
Anamomus aoa. IlyreBoguTtens Mo APESBHEPYCCKON BHU3Y-
anmpHOM nemononorum, Mocksa 2013, 117-124, 139-143.

62 For the various representations of Satan, see: AHTO-
HoB JI.U., Maiizynec M.P., /lemonsr u epewnuku 6 opes-
Hepycckou uxonoepaguu: Cemuomuxa obpasza, Mockpa
2011, 35-43, 57-66; Idem, Anaromus ana, 144-150.



scroll with twenty various types of sins: 1. Greed
(AHKOMCTRO,), 2. Lie (Ab#k,), 3. Condemning (0C¥H
AGNIE,), 4. Overating (IPCROXTOASNIE.), 5. Witch-
craft (1AFOAGHCTRIC.), 6. Banditry (PA3EOHCTRO.),
7. Envy (3ABHCT'L.), 8. Miserliness (CKYMOCTR.), 9.
Gluttony (OEbAAENIE.), 10. Injustice (NCMPARAA.), 11.
Incest (KFOBOCMENIE.), 12. Rage (APOCTh.), 13. Pride
(TOFAOCT®.), 14. Avarice (CPEEFOAIOEIE.), 15. Heresy
(MPAZNOCAORIE), 16. Murder (ASUIEIYRICTRO), 17. De-
spair ((14AND), 18. Anger (TN¢BL), 19. Fornication
(EA¥Th), 20. Drunkenness (ITHANCTRO).

The main idea of the Aerial Tollbooths is the re-
sult of the soul’s examination after death, and judge-
ment in the presence of angels and devils, in order to
determine its good deeds or sins. Devils take charg-
es for sins against good deeds, while angels who are
accompanying the soul defend its innocence.®® The
direct literary source for the deriving of the theme
is The Life of St. Basil the New (+944), in fact the
vision of his disciple Gregory for the aerial tollbooths
through which the soul of the old woman Theodo-
ra passes in the aftermath of her death®. The theme
appears as a separate cycle or is incorporated within
the Last Judgement. The earliest appearance of the
second variant was in Russia during the 15" century
with the inclusion of a huge serpent with twenty or
twenty-one stations/rings of separate sins.®> On the
territory of present-day Romania representations of
the Tollbooths can be found in different regions from
16" century and further on,* while in Bulgaria we
find them from 18th and 19th centuries.®’

% Weanosa T., Mumapcmeama na oywama 6 uKoHo-
epaguama na Cmpawnus cvo, [IpodieMu Ha H3KYCTBOTO
4 (2013), 25.

% Rydén L, The Life of St. Basil the Younger and the
Date of the Life of St. Andreas Salos, Harvard Ukrainian
Studies 7 (1983), 568-586; Every G., Toll Gates on the
Air Way, Eastern Churches Review 8 (1976), 139-151;
The Oxford Dictionary of Byzantium (ed. by Alexander P.
Kazhdan), Vol. 1., Oxford 1991, 270-271, 593; Goldfrank
D.M., Who Put the Snake on the Icon and the Tollbooths
on the Snake? — A Problem of Last Judgment Iconography,
Harvard Ukrainian Studies 19 (1995), 180, Himka J., Last
Judgment Iconography in the Carpathians, University of
Toronto Press, 2009, 18-19, 47-53.

% Goldfrank D. M., Op.cit., 188-193; Berezhnaya L.,
Sub Specie Mortis. Ruthenian and Russian Last Judge-
ment Icons Compared, European Review of History/Re-
vue européenne d’histoire, Vol. 11, No. 1, 8-17.

¢ Betea R., The Trial of the Soul. Post-Byzantine Visual
Representations of the Tollbooths in the Romanian Church-
es of Maramures, Kunsttexte.de/ostblick, No. 4, 2-3.

¢ T'enosa E., uxvrvm ,, Mumapcmeama na oywama”
8 Ovreapckama YvprogHa dcusonuc (TEKCT W M300pake-
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On the territory of the Republic of Macedonia,
Dicho Zograf introduced the Russian variant of the
Tollbooths for the first time in Banjani, although he
does not mention it at all in his hermeneias. Follow-
ing his example, this version of the Tollbooths will
be depicted in the church of the Holy Mother of God
in Drslajca, Struga (1875) painted by his sons Avram
and Spiridon (Spire),* in the church of St. Elijah in
Selci,” in the church of St. Elijah in Melnica, Mario-
vo (1881) painted by Avram Dichov,” in the church
of St. Joachim Osogovski (1884) painted by Avram
Dichov, Miron Iliev and Gregory Petrov,”' and also in
the church of St. Paraskevi in Velgoshti (1890),7> al-
though the list can be expanded with more examples.

In the last decades of the 19 century, the ser-
pent began to be represented in a different and sim-
plified variant with smaller dimensions, without the
wrapped scroll, but with an apple in its jaws. The ser-
pent is turned towards Eve, which can be associated
with the Original sin, derived from Genesis 3:1-6. We
note the so-called “Serpent of Eve” in the Fiery River
of the Last Judgement in the church of St. Nicholas in
Nebregovo, near Prilep (1882),” in the church of St.
John the Baptist in the Monastery of Slepche (1889),
and in the church of St. Nicholas/The Prophet Jere-
miah in Gorni Disan, near Negotino (19" century).”

On the other hand, the separate cycle of the Toll-
booths, which is still within the reduced variant of
the Last Judegment, is recorded on our territory in the
porch of the old church of the Holy Mother of God
in the Monastery of St. Panteleymon in the village
Panteley, near Kochani (1872), painted by Zachary
Dospevski”™ and in the church of St. Nicholas (St.

(15), 2011, 441-459; UBanosa T., Mumapcmeama na 0y-
wama, 25 (with examples and literature).

68 TIserxoBcku C., XKusonucom na Huuo 3ozpag, 77,
216, 221.

% Ibid., 222-223, ill. 24 on p. 246.

" Ibid., 221, ill. 28 on p. 249.

" Usanosa T., Mumapcmeama na oywama, 31, n. 110.

2 1 express my deep gratitude to my dear colleague
Ivona Pandzak-Pineva, MA who pointed out this example.

3 Tposmanos 1., ,Ipxesama Ceemu Huxona 6o
Hebpezoeo, Tpunencko®, in: YMETHOCTa M KyJITypara Ha
XIX Bek Bo 3amagHa Makenonuja: CTyauu ¥ MPHIIO3H,
Crkomje 2004, 316, 319-320.

™ On this occasion, I express my deep gratitude to my
dear colleague Mirjana M. Mashnich who informed me
about these two examples, as well as for the provided pho-
to documentation.

S Bacunues A., Bvaeapcku 6b3posicoencku maticmopi,
426, ill. 239; Idem, Coyuannu u nampuomuunu memu, 78.
Only fourteen scenes have been preserved in the separate
cycle of the Tollbooths in Panteley, while the rest have been
damaged. In addition to the reduced variant of the Last
Judgement, in the porch are also depicted the scenes Visit-



1. 12. Pseudo-icons of Jesus Christ Pantocrator, the Holy Mother of God with Christ, St. John the Forerun-
ner, the patron St. George slaying the Dragon, and St.Demetrios conquering the beast

Mother of God) in Rankovce, Kriva Palanka (1885),
work of Avram Dichov together with Miron Iliev and
Gregory Petrov.”

Unto the resurrection of damnation

On the right side of the composition, the
archangel Michael is shown, who points towards the
Judge, while holding a scroll with the inscription:
COTBOPWIH SAHA, BOCKPEWENTC ¢X¥AA. Behind him is
Moses with a nimbus and a prophetic hat, leading the
group of Jews (BFEH). While the explanatory text is
hidden from the ceiling, only few letters are legible...
TAFWY TCAd. The prophet with one hand points
towards Christ, while with the other hand holds the
Stone tablets with the Decalogue and an inscribed
scroll which indicates the rebuking of the group: ¢¢H
€CTh PACIMIATALIO BE3AIEIONTH(lL. 9a).” The group is
consisted of numerous figures of old and young men
dressed as Jewish elders, with characteristic hats and
veils on theirs heads. Some of them are plucking their
hair and mustache, and by their facial expression
most of them are frightened, while three devils stab
them with rakes (ill. 9b).

The Archangel is the second God’s messenger
depicted as a leader of the group of sinners on the
left side of the Judge, while the rest of the quote af-

ing a Fortune teller (from personal notes) and the Just and
Wrongful Confession joined in one episode without many
details (cf. YokpeBcka-Dunun J., [Ipobusom na memama
,IIpasedno u epewno ucnosedare” 60 CIUKAPCMBOMO
60 Maxkedonuja, Ilarpumornym.MK 3-4/5-6 (2009), 225-
226, ill. 8).

76 Bacunues A., Coyuannu u nampuomuynu memu, 78,
ill. 72; Tenora E., Op.cit., 441.

7 The admonitory text with which Moses addresses
the Jews is complete in Dicho Zograf’s Hermeneia, see
Bacunues A., Epmunuu. Texnonoeus u uxonoepagus, 119.

8 The same inscription is written on the Archangel
Gabriel’s scroll in the Last Judgement from the church of
St. George in Lazaropole, cf. Tpuukoscka J., Cmpawmnuom
cy0 6o yp. Ce. I'opru, 218, ill. 3.
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ter John 5:29 is inscribed on his scroll (““...and they
that have done evil, unto the resurrection of damna-
tion”).”® The representation of Moses with the Jews
is another addition which appears earliest in the Sne-
togorsky Monastery near Pskov (1313),” then be-
comes a favorite episode in the post-Byzantine paint-
ing,* while prevailing its popularity even during 19"
century. Otherwise, in the vision of Gregory about
the Last Judgement contained in the text of his teach-
er St. Basil the New, it is stated that Jews who did
not have faith in Christ will be condemned to eternal
torment along with other unbelievers.’!

Daniel s vision of the Four Kingdoms

Under the representation of the Jews are the
four beasts; a white bird resembling a four-legged
eagle with a crown on its head (FHMCKOS UFCTRO), a
fantastic bird with four heads with crowns and four
legs with leopard strips (BAEIAONCKO§ LFCTEO),%2a bear
(MEPCKOS LFCTRO), and a lion (MAKEAWNCKOS LFCTRO).
At the end of the composition are depicted the Four
Pagan kings, at different age, all in richly decorated
imperial clothes and closed crowns. The first one
is Poros (IFk MOFOCh) portrayed as a stern old man
with a long pointed beard, next to him is Darius ([[F'h
AAFI0CH) with a black broad beard, then is Cyrus (IIF'h
KHPIHOCh) with a very short beard, and at the end is

7 Cf. CapabbsiroB B.J1., «Cmpawmnsiii Cyo», 24.

% More on the respresentation, the meaning and nu-
merous post-Byzantine examples, see Cepapumona A.,
Kyuesuwxuom manacmup, 183-184.

81 Cf. Honosuh J., JKumuja ceemux 3a mapm, Beorpar,
1973, 521; Capadbsinos B. /., «Cmpawnwiii Cyoy,, 24.

82 In the Last Judgement from the church of St. George
in Lazaropole, this beast is named Pardalis (cf. TpuukoBcka
J., Cmpawmuom cyo eo yp. Ce. I'opru, 232, ill. 9), as stated
in the Dicho Zograf’s Hermeneia (Bacunues A., Epuunuu.
Texnonozus u uxomoepagus, 119), which in Latin and
Greek means leopard (Oxford Latin Dictionary (ed. by
P.G.W. Glare), Oxford University Press 1968, 1295).



the beardless Alexander the Great (IIF'h AACSANAFA),
with their bodies and hands tied in chains (ill. 9b).%

The visualisation of the Four Kingdoms is based
on Daniel’s vision (7:1-28) where they are symbol-
ized by the appearance of four beasts: a lion with
eagle’s wings, a bear with three ribs in its mouth be-
tween its teeth, a leopard with four wings of a fowl
and four heads, and also a dreadful, terrible and ex-
ceedingly strong beast with large iron teeth and ten
horns. The earliest representation of the four beasts as
a symbol of the Four Kingdoms of the ancient nations
that will disappear with the coming of Christ is in
the Snetogorsky Monastery near Pskov (1313),%* and
then in Andrei Rublev’s paintings in the church of the
Assumption Cathedral in Vladimir (1408).% In the
post-Byzantine iconography of the Last Judgement,
the parallel presentation of the four beasts together
with the four emperors, will begin in the Refectory
of the Great Lavra Monastery (c. 1535),% and after
that will appear in different variants with or without
the beasts.*” In our earlier examples of the composi-
tion, their joint presentation is recorded in the church
of Holy Mother of God Peribleptos in Ohrid (last
quarter of the 16%century),’® the Monastery of Sliv-
nitsa (1613/14)* and the Monastery of Kuchevishte
(1630/31).°

Apocalyptic motifs

Under the representations of Moses and the
Jews, three scenes related to the prophet Elijah, the
righteous Enoch and the Antichrist are depicted.
The first scene represents the prophet Elijah and the
righteous Enoch as two witnesses of the Antichrist
(MFFOKL HAIA, H MPEAHKIH ¢NOX® CRRAHTEACTXETh 3d

8 The four pagan emperors are depicted in the same
order and description as Dicho Zograf himself recom-
mends in his own Hermeneia, see Bacunues A., Epuunuu.
Texnonozus u uxonoepagus, 119.

8 CapabbsinoB B.JI., «Cmpawnwiii Cyox, 25-27.

85 Jlazapes B. H., Anopeii Pybnes u eco wxona, Mocksa
1966, 25, 119, pl. 45; Ammaro M. B., Auodpeii Pybnes,
Mocksa 1972, 52, pl. 34.

8 Millet G., Monuments de [’Athos relevés avec le con-
cours de I’armée frangaise d’Orient et de |’Ecole frangaise
d’Athenes, 1. Les Peintures. Album de 264 planches. Er-
nest Leroux, Paris, 1927), pl. 149/2.

8 I'pozmanoB L., Cmpawruom cyo 6o ypreama Ceemu
Knumenm, 51; Cepadpumona A., Cemuomuuka ananusa u
nocmeusanmucku napanenu, 178-179; Bacunecku A., Bu-
sujama na npopoxkom Hanuun, 90-91.

8 I'posmnanoB L., Cmpawruom cyo 6o ypreama Ceemu
Knumenm, 51.

% [Tonoscka-Kopobap B., Cruxkapcmeomo na 3anadua-
ma ¢pacaoa, 153-154.

% Cepadumona A., Cemuomuuxa anaiuza u nOCMeu-
saumucku napanemv, 178-179.
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ANTHXFHCTL) (Revelation 11:3-4).°! Elijah (HAId) and
Enoch (€NOX) are seated on clouds with their gestures
pointing towards the Antichrist (A[NJTHXPHCTL). In
the second scene Elijah and Enoch are killed by the
Antichrist (ANTHXPHCT® NMOCEKAETH ARA CBRAHTEAH
HAIA H §NOXH). In the center is the Antichrist shown as
a middle aged man with brown hair that falls on his
shoulders and a short beard, with royal clothes and a
crown on his head, while his legs are in the form of
animal paws.”? In the left hand he holds a scabbard
and with the sword he cuts off the head of the prophet
Elijah (HAId), while Enoch (§fX) stands beside him
(Revelation 11:7) (ill. 10a).

Underneath, the third scene depicts the Archangel
Michael slaying the Antichrist (AFXHAFTAL MY VEH
ANTHXFHCTH) (Revelation 12, 7-10) (ill. 10b). Archangel
Michael is shown with a fiery sword in his right hand,
and with his left hand holding a sphere with a cross
and Christ’s monogram (i’ XC NIkd). The archangel
vigorously tramples over the conquered Antichrist
(ANTHXFHCT®), shown as in the previous scene with
royal clothes, but here as a bald old man. His crown
has fallen, while his soul comes out of the mouth
accompanied by a devil. Beside the head and the paws
of the Antichrist, two more devils are shown, who
while fleeing turn their backs towards him.

The scenes belong to the so-called apocalyptic mo-
tifs that are inspired by the Revelation of St. John.”
They illustrate the story of the two witnesses, Elijah
and Enoch, who will appear to testify and dissuade
the people from the worship of the beast, although
few will obey them, after which the beast will come
out of the Abyss and shall make war against them,
and shall overcome them, and kill them. After the
caused strife and devastation, the beast (Antichrist)
will be cast out by Archangel Michael. Although the
Revelation does not reveal their identities, but they
are referred to as “the two witnesses, the two olive
trees and the two lampstands”, it is considered that
the two righteous who ascended into heaven without
tasting the death, are indeed Elijah and Enoch,” as
confirmed by (Pseudo) Ephrem the Syrian in his ser-

! The inscription differs from the one stated in Di-
cho Zograf’s Hermeneia, see Bacumuer A., Epumunuu.
Texnonozeus u uxonoepagusi, 119.

2 For the image of the Antichrist and especially the
balance on the verge of human and demonic in his de-
pictions, see: Auronos J[.U., Maiizynec M.P., [Jemonwvr u
epewnuxu, 169-172.

% Cf. UsanogaT., Cmpawnus cvc cnoped Epmunuume,
16, n. 72.

% Tabor J.D., ”Returning to the Divinity”: Josephus's
Portrayal of the Disappearances of Enoch, Elijah, and-
Moses, Journal of Biblical Literature, Vol. 108, No. 2
(1989), 225-238.



mon called “On the Last Times, the Antichrist, and
the End of the World”.>> In the recommendations for
depiction of the Apocalypse in the painter s manual
of the Zografski family and the one by Dionysius of
Fourna, the chapter 11 briefly states that “Enoch and

Elijah are ascending to heaven in clouds”.”

Dicho Zograf introduced these apocalyptic scenes
for the first time in the Last Judgement on the terri-
tory of Republic of Macedonia, for which he gave
a detailed description in his Hermeneia.”” The depic-
tion of the Antichrist in royal clothes within the Last
Judgement, but among the representations of the sin-
ners in Hell, is previously encountered in the Athonite
refectories of the monasteries Great Lavra (c. 1535)
and Dionysiou (after 1553), and the narthexes of
the monasteries Roussanou (1560) and Docheiariou
(1567/68).” The earliest side by side representation
of the prophet Elijah and the righteous Enoch is on
the south wall of the narthex of the church of St.
George in Veliko Tarnovo (early 17" century). Their
figures are in the immediate proximity and in relation
to the conceptual context of the Last Judgement, de-
picted on the eastern wall of the narthex.”

% For the texts of Pseudo Ephrem the Syrian, see Hem-
merdinger-Iliadou D., Les données archéologiques dans
la version grecque des sermons de saint Ephrem le Syrien,
Cahiers archéologiques, No. 13 (1962), 29-37. For other
sources in which the two witnesses are identified as Elijah
and Enoch, see Culleton G., The Reign of Antichrist, Rock-
ford, 1974, 7, 11, 17, 65-66, 69, 71, 93,97, 110-111, 124-126.

% Memuh M., Cmapu cruxapcku npupyunuyu II, be-
orpan, 2002, 655; Idem, Cmapu cauxapcku npupyunuyu
1II, EpmuHHuja 0 cIMKapcKuM BemTuHaMma /[noHucHja w3
®ypnue, beorpan, 2005, 351.

7 Bacuiwes A., Epvurn. Texrnonozus u uxonogpagus, 119.

% Chouliaras I. P., The post-byzantine iconography of

the individual punishments of the sinners in the depiction
of Hell in Northwestern Greece. Differences and similari-
ties to the Cretan school of painting, Zograf 40 (2016), 145
(with literature).

» T express my special gratitude to the respected col-
league Dr Maria Kolusheva, who pointed out this ex-
ample and provided me with an insight into her doctoral
dissertation: Konymesa M., I{vpreama ,,Cs. I'eopeu” 6vs
Benuxo Topnoso u nelinume cmenonucu, Jlucepranussa
NpUCHXIaHe Ha oOpa3oBarenHara W Hay4yHa CTereH
noktop, MHCTUTYT 3a m3cnenBane Ha m3KycrBara, Copus
2016, 208-211. For their representations in this church,
and especially their popularity in the Western art, precise-
ly in connection with the composition of the Last Judge-
ment, despite their low presence in this context in Eastern
Orthodox churches, see also: ITenkosa b., ,,Kvm uoetinus
Konmexcm Ha Cmpawinust cv0 8 OvieapcKume NAMEeMHUYU
om XVI-XVII 6. Convmcmeawu memu “, in: Ot UecTHUS
nosic Ha boropoauma a0 koanyeTo 3a poxba. M3ciensa-
HUSI TI0 U3KYCTBO3HAHUE U KYJITYPHA aHTPOIOJIOTHS B 4ECT
Ha npod. Enka Bakamosa, Codus 2010, 51-52, ill. 3.
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As far as the apocalyptic scenes from Banjani are
concerned, we find similar depictions on two paper
icons from the first decades of the 19" century,'® then
in the church of St. Nicholas in Rayovo near Samok-
ov (1837), the work of Kiriazis Konstantinu,'*' and
also on a 19" century icon from the Regional Muse-
um of History in Veliko Tarnovo.'” Unlike Banjani,
we note the depiction of the Archangel slaying the
Antichrist as an episode included within the Fiery
River in the church of St. George in Lazaropole.!®
According to our research, the apocalyptic motifs de-
veloped through three scenes would not be repeated
in other examples in the Republic of Macedonia.

The Wheel of Life

Beside the Fiery River and underneath the Gener-
al resurrection is the illustration of the The Wheel of
Life (ill. 11a). The wheel on the inner side is divided
into eight parts marked with certain letters and num-
bers, and on the outerside there are eight half-length
figures of a person in different stages of life. The cir-
cle of life begins with a ten-year old child, marked
with the number 10 and the letter I. In the following
parts are presented a young man at the age of twen-
ty with the number 20 and the letter K, and an adult
man of thirty years of age with the number 30 and
the letter A. At the top of the wheel is depicted a man
in emperors clothes with a crown on his head, hold-
ing a sceptre in his left hand, and a cross in his right
hand. His age, which is considered to be the peak of
wisdom and intellect, is marked with the number 40
and with the letter i, and above it an inscription is in-
scribed: €T Ad EHEAITRIABKL N BFLXETA MYAPHH CH
... AOEFH FAZXMNIH, while underneath is written: ARTH
PAZXMENI TABKY. Further on is an older man with gray
hair and a short beard, and below him the number 50
and the letter N. The next two figures of elderly man
with longer beards are shown and marked with 60 (%)
and 70 (0). At the bottom of the wheel is an old man
in eighty years of age, perceived as the ultimate stage

100 Such is the example with the paper icon from Con-
stantinople, dated in 1807, the work of the engravers
Parthenios and Gerasimos Karavias of Ithaca, and also the
paper icon from Mount Athos, dated in 1840, the work of
the hieromonk Daniel who probably used the same cliche
from 1807, cf. Papastratos D., op.cit, 86-87, 89, ill. 51, 53.

0 Myrados E., Ipvykama pamurus Koncmanmurny
u xyooocecmeenume npoyecu ¢ Camoxosckama mMumpo-
nonus npez nvpeama nonogura Ha XIX e., IIpobnemu Ha
u3kyctBoto 4 (2010), 36-39, ill. on p. 38.

102 Miganosa T., Mumapcmsama na oywama, ill. on p. 31.

13 For the episode from Lazaropole is stated that it pre-
sents an “angel piercing a figure of an unknown ruler (in em-
perors clothes with a crown on his head) ...”, cf. TpuukoBcka
1., Cmpawmuom cyo 6o yp. Ce. I'opru, 229, ill. 10.



of life, marked with the letter fI, with his head towards
the open grave (I'FOE'h) and underneath is written: KOI'd
EHAXETh TABKL N : 80 : ASTE OYEAAZHTL BO TFOM.
Close to the wheel there is another open grave (I'FOEhL)
where the skeleton stands as the personification of
Death (CMEFT'L). The Grim Reaper has a winged head
with a closed book between the wings, while holding a
scythe in his hands. Next to the skeleton’s head is writ-
ten: CTA CMEFTL TABKA ¥MHPHIOTh, and beside his feet
there is an ax, a hammer, a saw, a spear and a hook,
marked as tools of death (XdAHTH § CMEFT).

This composition belongs to the themes with mor-
alizing-didactic character which reflects the medieval
idea of transience of the earthly life and the percep-
tion of time as an unstoppable circle. The descrip-
tion of death as a skeleton along with its tools can be
found in the vision of Gregory for the death of The-
odora,'™and its personification in art can be found in
various creative variants.!® In the Balkans, the Wheel
of Life emerged during the 17" century, and became
especially favorite in the 19th century, often included
within the Last Judgement.!® The developed type of
the composition is described in details in the Zograf-
ski Family’s Hermeneia,'”” and also in the painters
manual by Dionysius of Fourna.'® Although Dicho
Zograf does not give directions in his Hermeneia for
painting the theme, he introduced it for the first time
in Banjani. After him, on our territory, the composi-
tion will be depicted by his sons Avram and Spiridon
(Spire) in the church in Drslajca.'®

104 TTonoswh J., JKumuja ceéemux 3a mapm, 508.

105 The appearance and the presentation of death in the
Western art, as well as in other examples, and especially in
the Last Judgement, are available on: Volser L., The Theme
of Death in Italian Art: The Triumph of Death, Montréal,
2001; Oosterwijk S.,’Fro Paris to Inglond’? The danse
macabre in text and image in late-medieval England,
Doctoral Thesis, Leiden University, 2009 (all chapters
available via web link: https://openaccess.leidenuniv.nl/
handle/1887/13873); Betea R.,“The Death of Sinners is
Evil”. The Personifications of Death in the Iconography
of the Last Judgement in Maramures (17th—19th Centu-
ries), Transylvanian Review, Vol. XX, supplement no. 2:1
(2011), 307-321; Carrade Sh.M.,The Black Death in the
Medieval World: How Art Reflected the Human Experi-
ence Through a Macabre Lens, Senior Theses and Cap-
stone Projects, 41 (2016), 1-44; Symbol Dictionary. Sym-
bols of Death and Time (Western), Symbolsdictionary.Net.
http://www.symboldictionary.net?p=2696.htm (accessed
February 26, 2018).

16 For the emergence, the earliest examples, influ-
ences, iconographic formulas, literary sources, parallels,
semantic elements and the spreading of the theme, see
Bakalova E., The Wheel of Life in 17" Century Painting —
Iconographic Sources, ZMSLU 32-33 (2002), 9-19.

107 Memuh M., Cmapu cruxapcexu npupyunuyu I, 668-671.

18 Idem, Cmapu cauxapcrku npupyunuyu II, 521-525.
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The Sacred Confession

Underneath the Wheel of Life the Sacred Confes-
sion (HCMORGAANTE CMACTHTEANOS) is illustrated (ill.
11b). The priest is sitted on a throne under an arch
where there is a censer and a Christ’s icon. In front of
him is a kneeling young man dressed in red clothes
in a moment of confession, while snakes come out of
his mouth according to the number of sins. Behind
the young man is the devil (AH4EOAL) who encour-
ages him not to tell his sins and points to the scroll
with the inscription: OCFAMHCA MOCFAMHCA NEKAZXH
IPEX TBOA. In the background, the guardian angel is
grieving because of the unconfessed sins: TOH TABKT
AOWEAT Ad €€ HCMOREAA MA NEKAZYRA CHTE IPEXORE
3ATORA M¥ NEHZAA3H ZMHATA H3hYCTA KOARY PEXORE
kd3d TOAKY 3MHH HZLEAXBA. ATTAL XPANHTGA] MAR'¢
3d NErO 34110 NEKE Ad C¢ HCMOREGAG.

This is one of the themes that finds a significant
place in the painted ensembles on the territory of Re-
public of Macedonia during the 19" century. In it, the
act of sacrament of confession is conveyed, or more
precisely the act of confessing and admittance of sins
to God in the presence of a priest, known as Just and
Wrongful Confession.'? The theme is illustrated as
a detailed variant with two episodes, or as a concise
version, which is more widespread and usually part
of the Last Judgement, as in our case.!!!

The Eternal Torments of the Damned

Further on in the lower part of the composition,
in a rectangularly shaped space bounded by a frame,
are the individual punishments and dark torments of
the damned as symbols of particular types of sin, that
burn in the eternal fire (ill. 11 c, d). Seven figures of
the sinners are depicted wearing waistbands, except
for the first figure of the harlot who is completely

1% For the composition Wheel of Life from Banjani,
and also in Drslajca, see IlBetkoBcku C., JKusonucom na
Jluuo 3oepagh, 76-89.

0 The appearance, sources, distribution, iconography
and variants of the theme, as well as numerous examples,
among which is the one from Banjani, see Yokpescka-®Du-
mun J., . [Ipasedno u epeuino ucnosedysarse ** 60 ypxeama
Ce. I'oprtu 60 Cmpyea “, in: JyGuneeH 360pHUK - 25 TOXMHY
mutpononut Tumorej, Oxpua, 2006, 298, ill. 6; Eadem,
Ilpobueom na memama ,,Ilpasedno u epewno ucnose-
damwe*, 219-230, ill. 12.

1A thorough description of the detailed variant of the
Sacred Confession is given in the Dicho Zograf’s Herme-
neia (Bacunues A., Epuunuu. Texnonoeus u ukonoepaghus,
120-121), whose great influence is equally important for
the development and spreading of both editions (cf. Ho-
kpeBcka-Oumun J., [Ipobusom na memama ,,Ilpaseono u
epeuino ucnogeoarse *‘, 221-222 227-228).



naked. The harlot with chained legs hangs upside
down (TEMNA M¥kd EAXANIKL), while from the mouth
of the slanderer comes out its tongue, and worms eat
his flesh (TEMNA M¥KA KAGBETNIKL). The next figure
of the usurer is wrapped with snakes (TE¢MNA M¥Kd
FOCTORIIHKAME), while beside him the female figure
of the harlot is tied to the neck and legs, with a snake
around her neck (MYKd ®¢NA EAXANA). Further on is
a witchcraft and idolatry woman (M¥Kd “1dFOAGENM
H HAOAOCAXHITEAE), accompanied by a murderer
(MXKd  AXWErXELEM), while the last two figures are
of a drunkard with a snake around his neck (M¥Kd
MHANILEM) and a lustful woman tied up by her arms
and legs (M¥Kd MFCAIOEOAGEMT).

The complex image of the individual punishments
that evolves during the 12th century and continues
until the 14" century,!'?becomes a constant within the
post-Byzantine depictions of the Last Judgement, and
has its continuity during the 19" century.'”* The visual
representation of the eternal torments has a moraliz-
ing-didactic character. Its main role is to warn, dis-
cipline, and to keep the believers from sinning and
straying away from the God’s path.!" Dicho Zograf
in the chapter “The dark torment of the unconfessed
— devils devour them” in his Hermeneia, listed and
described several categories of sinners and their tor-
ments.'" In the individual punishments from Banjani
few sin(ner)s are missing, such as thieves, liars, trai-
tors, and the couple who sleeps on Sundays and does
not go to church, for example an episode included
within the Fiery River in the church of St. George in
Lazaropole.''

Pseudo-icons

On both sides of the entrance to the nave are the
five so-called pseudo-icons painted above the base
with flower vases (ill. 12). To the south of the door

12 Garidis MK, Les punitions collectives et indivi-

duelles des damnés dans le Jugement dernier (du XII
au XIV siecle, ZLU 18 (1982), 1-17; Ibid., Etudes sur le
Jugement dernier, 86-91; Tonuh b., Hosoomkpuene npeo-
cmaee epewinuka na Cmpawnom cyoy y I pavanuyu, 3J]1Y
14 (1978), 193-207; Ibid., I pavanuya. Cnuxapcmso, beo-
rpan-IlpumTunra 1988, 163.

13 Garidis M.K, Etudes sur le Jugement dernier, 91-
114; Betea R., Pdcatosi si pedepse eterne. Iconografia
ladului in bisericile de lemn din comitatul Maramures,
Memoria Ethnologica 46-47 (2013), 91.

114 Betea R., Pdcatosi §i pedepse eterne, 92.

15 Bacunues A., Epmunuu. Texnonozus u ukonozpa-
¢us, 121-122.

116 The inscription from the episode in Lazaropole has
been identified, but the scene has remained unrecognized,
see Tpuuxoscka J.,Cmpawmuom cyo 6o yp. Ce. I'oprfu, 230.
According to the inscription and the iconography, it is clear
that this particular sin was depicted (from personal notes).
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is the half-length figure of Jesus Christ Pantocrator
(i€ XC BCGAPRHTEAL), dressed in a cinnabar chiton
and a blue-green himation. Christ makes the gesture
of blessing with his right hand and in his left hand
holds an open book with the inscription: A3k ¢CM'L
CBETH MHPY XOAAH MOMNIE NE¢ HMATHL XOAETH RO
TME NO HMAT®L CBETHAHBOTHRH (John 8:12). Next
to him is the half-length winged figure of St. John
the Forerunner (CTRIH IQANN® MFATEY%), who also
makes the gesture of blessing with his right hand,
while in his left hand holds his severed head and a
scroll with a damaged inscription: [MOKAH]TE[CA]...""
Further on is St. Demetrios conquering the beast
(CTRIH AHMHTFTH MOERAH 3BEFA), shown as a full-
length figure dressed in a long white shirt and a red
tunic, decorated with floral motifs, as well as blue
chlamys. Depicted with a martyr’s wreath on his
head, the saint holds a cross with his right hand, and
a spear with his left hand, while stamping upon a
scorpion.The scorpion, as a symbol of Satan, in the
scenes from the hagiographical cycle of this saint,
appears in most of the Athonite wall-paintings from
18" century, but this characteristic detail is usually
present in the depictions of St. Demetrios enthroned
and in the scene of the saint in prison.'”® The full-
length figure of St. Demetrios as a warrior saint and
a cross in his hand, with the scorpion being crushed
under his feet, is previously represented in the
Refectory of the Monastery of St. John Forerunner at
Bigor (c. 1833), attributed to the painter Mihail from
Samarina and his son Dimitar/Daniil.'”

To the north of the door the Holy Mother of God
with Christ is depicted. The Mother of God (MHP
®Y) dressed in red maphorion, with her right hand
points toward the little Christ (I€ X) wearing a white
chiton with floral decoration and a red himation. He
makes the gesture of blessing with his right hand,
and in his left hand holds an open book with the text:
AXE TCAHL NAMH B €MO &€ PAAH MOMA3AMA EATORT

7 The rest of the text has not been preserved, but
probably a quote from the Gospel of Matthew 3:2; 4:17
was written. The quotation, which is often included in the
representations of St. John the Forerunner, is also present
on other Dicho Zograf’s works/icons, see I'pozganos 1.,
Huuo 3oepagh u necosume yyenuyu, ill. 3-4; l{BeTkoBCKH
C., Uxonume na /[uuo 3oepagh, 33, 37, 42, ill. 3 (St. Achil-
lius — Trebishte), ill. 10 (the Monastery of Rajchica), ill. 14
(the church of Holy Mother of God - Rostushe).

18 Kyriakoudis E.N., The scene of the martyrdom of
Saint Demetrios in post-Byzantine art, Zograf 31 (2006-
2007, 210 (with examples and bibliography).

19 Tpuukoscka J., ,,Temamuxama Ha HCUBORUCOM HA
mawxama mpnezapuja 6o manacmupom Ce. Josean bBu-
eopcku’, in: I'pyna aBropu, Manactup Csern JoBan bu-
ropcku, Cxomje 1994, 157-158, ill. 15; Eadem, Jerama 6o
Makedonuja na cruxapckomo cemejcmso, 259, T.VIIL.



CTHTH  NHUILIME NMOCAAMA (Luke 4:18). Right next
to them is one of the most popular representations
of St. George slaying the Dragon (CThIH T¢WPITH).
The patron of the church is depicted as a horseman
piercing a dragon with a spear, thereby rescuing the
princess shown at the gates of the castle.

Fresco-icons or the so-called pseudo-icons paint-
ed in different places of the churches are known from
the Byzantine art,'* and in addition to the medieval
tradition their depiction continues in the post-Byzan-
tine period.'?! In the post-Byzantine examples, their
place is usually in the narthex by the entrance leading
to the nave, or on fagades, and very often in com-
bination with the Last Judgement.'?* Although, not a
permanent and obligatory part of the Last Judgement,
their position and the prominent mediatrix role points
to a specific expansion of the eschatological charac-
ter of this composition.'** At the same time, the two
saints, George and Demetrios, are portrayed as con-
querors of the beast, which can also be interpreted as
a victory over the beast of the Last Judgement.

The impressive composition of the Last Judge-
ment in the church of St. George in Banjani is also
supplemented by the rich color palette consisting
of various and intense colors, the most dominant of
which is the red. Dicho Zograf skillfully and crea-
tively managed to organize the surface, were he in-
corporated numerous figures, depictions and scenes,

120 Hhophesuhi UM., O ¢pecko-uxonama koo Cpba y
cpeorwenm geky, 3J1Y 14 (978), 79, 91-92.

2 Tlenu C., @pecko-ukonu om noCmMeUu3saHmuiiCKus
nepuoo 6 Copbus, Uzkycto 33-34 (1996), 45-49.

12 Tlejuh C., ,,[{pna Pexa — y3 npobrem dscugonuca Ha
gacaoama*, in: Manactup Llpna pujexa u Csern [lerap
Kopumku, ITpumtuna-beorpan 1998, 118-119.

12 More on their role and meaning, as well as depiction
of the fresco-icons in combination with the Last Judgement
from the church of St. George in Lazaropole: TprukoBcka
J., Cmpawnuom cyo eo yp. Ce. I'opru, 235-236.

* Origin of the illustrations: Jehona Spahiu Janchevs-
ka and Vladimir Janchevski. I would like to express my
special gratitude to Gordana Ristova (Skopje), Darko
Nikolovski (Skopje), Ljuben Domozetski (Sofia), and
Vladimir Janchevski (Skopje) for their unselfish help in
obtaining a part of the quoted bibliography in this article.
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including the explanatory inscriptions. Certain in-
consistencies are noticeable in the proportions of
some of the figures, especially when depicting the
hands and feet. At the same time, some of the figures
are with much larger dimensions than the rest, which
probably meant that the painter wanted to emphasize
the importance of certain scenes.

Dicho’s Last Judgement in Banjani was created
between the compilation of his two Hermeneias, but
they do not contain all the scenes and motifs that he
depicted. Besides the similarities and influences from
the painter Mihail from Samarina and the Last Judge-
ment in the church of St. George in Lazaropole, Di-
cho Zograf certainly had other sources of inspiration.
According to our research, parts of the motifs are
with Russian and Bulgarian provenance, and some
are similar to elements of the Athonite paper icons
circulating in this area during that time. Dicho Zo-
graf created an impressive and unique eschatological
composition enriched with numerous episodes, mo-
tifs, and especially inscriptions, allowing us to con-
sider it as an important, not only visual or artistic, but
also a literary heritage.



Jexona CITAXY JAHUYEBCKA

CTPAIIIHHAOT CYJI BO IIPKBATA CB. FOPI'M BO BAIbAHU

Pezume:

Lipkeara Cs. ['opfu BO GIH3MHA HA CKOICKOTO
ceno bamanu e u3rpanena u ;kuBomnucana Bo 1548/49
roguHa. Bo texkor Ha XIX Bek u3IIeqoT Ha €IHO-
OpomHaTa MpKBa CO MOTYyOOIUIECT CBOJ OMJI NU3MECHET
CO OTBOPAETO HA MPO3OPIIUTE U CO Iorpamdara Ha
mpurnparara. Bo KTUTOPCKHOT HATHC HaJl 3amaHa-
Ta BpaTa Koja BOIW OJ MpHIIparaTa BO HAOCOT € OfI-
OerexxaHo Jexa oOHOBaTa Ha IpKBaTa OWia 3aciyra
Ha ktutopot Ilerap Kaosdue u xurenure Ha cenoTo.
Bo mponomxeHne e HaBeleHO JeKa CIWKAKETO Ha
XpaMoT € neno Ha 3orpador Humurtap Kpceres(nu)
— Jlndo ox kazara JlebGap, 3aBpuieHo Bo 1846 romu-
Ha. Ha nenara nmoBpiunHa o HCTOYHUOT SHJ HA TPH-
nparara, Judo 3orpad ja Haciukan BlieyaTIMBaTa
U KOMIUIEKCHA Komro3ulidja Ha CTpamHuoT Cyl, CO
borara WIyCTpaTUBHOCT, HAPATUBHOCT U W3BOHpEI-
HO YyBCTBO 3a JI€TaJIH, IPUAPYKEHH CO TOIeM Opoj
o0jacHyBadku TeKkcToBU. Haky, CTpalmHHOT CyI O
Bamanu e gocera eqMHCTBEHUOT MO3HAT MPUMEP HA
OBaa KOMITO3HIIKMja BO TBOPELITBOTO Ha 30rpadorT.

Ha menara sumHa moBpHIMHA € WIIycTpanujara
Ha CTpamHuoT cya kaje [Iencucor um armoCTOICKHOT
TpuOyHAaJ JEHEC HE C€ BUAJMBU O MOJOLHA II0CTa-
BEHaTa paMHa JIpBeHa TaBaHuua. [lox TaBanunara e
[IpurorBeHNOT pecTos co cuMOOIUTE Ha EBaHTEIH-
cure, Anam u EBa, 1BeTe Tpynu cUpOMaBH NpHKa-
YKaHU Kako OJlarofiapHu MpaBeJHH U MPOCjaly-Tpen-
HUIM, KaKO0 W rpynara npaBeqauny. Ha ceBepHara
[I0JIOBMHA Ol SUJHATa IOBPILIMHA € MpuKaxaH Pajor
KaZe ce BooOW4aeHUTE IpercTaBu Ha boropomuna
Merly ABajuara apxaHrenu, npaoruure ABpam, Mcak
u JakoB 0 kou uMa UTrypH Ha Aena O3HAUYCHH KaKo
nesuny U [IpaBeqHuor paszdojHuK. Bo momHoXkjeTo
HA PajCKUTE SHIMHU O] JIJAYHUTE OTBOPH HCTEKYyBaar
geTupute pajcku pexu ducon, ['eon, Eydpar u Tu-
rap. [lon IIpurorsenuor npecton ce Haora Mepeme-
TO Ha AYWIUTE CO MPABEIHOTO MEPHUIIO, KaJe BO OBO]
ciyuaj Pakara Boxja ja npxwu tepe3ujara, a Mery Ta-
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COBHTE € HACJIMKAHA [TEPCOHU(HUKAIIM]aTa Ha AyIIIaTa.
Bo Onusuna ce wiyctpupanu eneMeHTd o1 OnmTHOT
BOCKpeC KaJie 1Ba aHTeja Bo JIET TpyOejku KOH 3eMja-
Ta M MOPETO 'Y MOBHKYBaaT MpTBUTE. [Tokpaj mepco-
HU(UKaUUTe Ha 3eMjara 1 MopeTo, MPUKAKAHH Ce
u yetupute BeTposu bopeja, EBpoc, 3edup u Hotoc.

Ornenara Peka e eaHa o Haj>KUBOIUCHUTE WU
HajKapakTepUCTUYHU penieHuja Ha CTpamIHUOT Cyn
BO bamanu. HacnukaHna kako IjpBeHa Maca co Ijiame-
HU ja3uIy u OpaHOBH, BO Hea MMa rojieM Opoj Tper-
HUIM MeTy Kou ce yourure, marencuurmre, Kajaga,
Koncrantun KonponnwMm, Axas u JepoBoawm, a notoa
TpelIHU apXUMaHIPUTH, jepeH, apXujeper U FakoHH,
JI07ieKa aBoJIv TH Bp3yBaaT BO CHHIIUPH U TH TypKaat
co rpebria. Ornenara Peka 3aBpiryBa BO IIMPyM OT-
BOpEHaTa ajicka uenycT kaze crou Caranara co Jyna,
rpe6i10, IIaMeHa Jaila U CHHIMPH BO palere, a o
ycTaTta My U3JieryBa oOpaTHO ucnuman TexkcT. On aa-
CKOTO JKIPENO M3JIEryBa JONT ja3WK IITO 3aBpIIyBa
CO 3MHCKa I71aBa, a Ha BPBOT € HaBeJIeHO MHUTapcTRO.
Pyckara BapujanTa Ha MuTtapcTBaTa BO HaIlTUTE TIPH-
Mepu ke Ouge BoBeneHa ox Jlndo 3orpad TokMy BO
OamaHckroT CTpalleH Cya.

Bo nmponomkenre Ha KOMITO3UIIMjaTa € TPUKaKaH
Mojcej kako MpeaBOIHUK Ha rpymnara EBpen, kako u
UYetupure 1apcTBa co YeTUPUTE )KUBOTHU. Mery ue-
TUPHTE MAraHCKH IapeBHU Mpou3sjie3eHu o1 Busujara
Ha MPOPOKOT JaHUWIT Kaje THe ce CUMOOI Ha YeTH-
pUTE UMIIEPUU HA CTAPUTE HAPOAM KOU IpOIagHaie
€O noafameTo Ha XPUCTOC U KOM ro MPETCTaByBaar
Basunonckoto, Ilepcuckoro, Pumckoro n Makenon-
CKOTO I[APCTBO, € MpUKaKaH u Anekcannap Bemuku.
Bo pamkute Ha CTpanrHUOT Cyx ce HaoraaT TpH CIe-
HU TIOBP3aHU O Ipopokot Miuja, mpaBemnHHOT EHOX
U AHTUXPUCTOT KOM IpHIaraaT Ha T.H. allOKaJIMI-
TUYHU MOTHBHU HHCIUpUPaHU of OTKPOBEHUETO U
3a IPBIIAT BOBEIECHU BO HAIIWTE Nmpumepu o Hudo
3orpad.



Crpammnnot cyn Bo bamaHu € JONONTHET CO KOM-
no3unyjara Tpkano Ha KMBOTOT Koja TMpurara Ha
TEMHTE CO MOPAIU3ATOPCKO-IUIAKTHYKN KapakTep
U BO Koja ce pediekTHupa CpeIHOBEKOBHATA HICja
3a MUHJIMBOCTa Ha 3€MHHOT JKUBOT U c(akamero
Ha BpEeMETO Kako Hezamupius Kpyr. Kommosunujara
Ha CTpamHHioT Cyl € 3a0KpYKeHa CO WIIyCTpHpame
Ha CKpareHara Bep3uja Ha CHACHTEIHOTO HCIIOBE-
IlyBame, Kako W MPUKA3 Ha pPa3IuYHU KaTETOpUU U
WHAWBHUIYyaTHU Maku Ha rpemHuu. On aBeTe crpa-
HU Ha BJIE30T BO HAOCOT, MaK, UMa MMHTAalHja Ha
HWKOHOCTAC CO Ba3M CO IBEKHIb@ BO IOKJIETO M TET
riceBo/suaau ukonu Ha Mcyc Xpucroc Cenpixuren,
Bboropoauua co Xpucroc, cB. Joan IIpereua, cB. u-
MHTpH] TO IOGEIM SBEPOT | IATPOHOT cB. | opiu Kako
ja yousa namjara. HuBHara mecromnonox0a 1 Harina-
CeHara 3aCTallHMYKa yIIora YKa)XyBa Ha CIeIU(pUIHO
MPOIINPYBAbE HAa €CXaTOJIOMKHOT KapaKTep Ha KOM-
no3uijara Ha CTPAIIHUOT CY]I.

[Mokpaj AONTOTO W HMCKIYYHTENHO TIIOAHO TBO-
pemTBo, mo3Haro e jieka Juuo 3orpad Oumn cocrasy-
Bay U Ha JBa CIIMKapCKu npupadnuiu, [Ipsara Epmu-
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Huja (nmpen 1844 r.) u Bropara Epmunnja (1851 1),
KOHWIIITO MPETCTaByBaaT KOMITHJIAILMja OJ pa3indHU
W3BOPH, CIMKAPCKH MPUPAYHUIM M KHWKHU MKOHH,
a BO HMB c€ COApKaHU U onucH Ha CTPalIHUOT CYI.
Hako cnukameTo Ha OamaHCKaTa MpHIIpaTa € Mery
COCTaBYBaILCTO Ha JIBETC EPMUHHH, CETIaK BO HUB HE
ce COAp)KaHU CHUTE MPETCTaBH, CICHH U MOTHUBU KOU
T0j TM Hacnukai. llokpaj oumriegHuTe OIUCKOCTH
u Biaujaanja ox 3orpador Muxamn on CamapuHa u
ocobeno CrpamHuoT cyn Bo npksara C. ['opfu Bo
Jlazapomone (1836), Anvo 3orpad ounmieqHo nmain
U Jpyrd M3BOpH Ha nHcnmpanuja. Crnopen Hammre
UCTpaXXyBama, TOJIEM JIeN OJ MOTHBUTE CE CO pycKa
u Oyrapcka IpOBEHHCHIIMjA, 3 HEKOU C€ CIUIHH CO
€JIEMEHTH O] CBETOTOPCKUTE KHIPKHI UKOHHU KOUILTO
BO TOj MEPHO LUPKyIHpalie Ha oBa noapadje. Audo
3orpad co3man BrevaTanBa U YHUKAaTHA €CXaTOJIOII-
Ka KOMITO3HIIKja 300rareHa co rojeM Opoj emu3oiH,
MOTHBH M 0COOCHO HATITUCH, IIITO MOXKE Jia C€ CMeTa
HE CaMO KaKO 3Ha4acH U UCKJIyYUTEJICH JIUKOBEH aH-
camOJI TyKy 1 Kako 60raTo JIMTepaTypHO HACJIEACTBO.



