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Abstract: This research investigates the stylistic
features of a chosen number of frescoes in the Church
of the Holy Trinity at the Resava Monastery, mak-
ing comparisons with relevant examples such as the
frescoes of the Andreas Monastery and the Pareccle-
sion of Holy Anargyroi in the Vatopedi Monastery.
The findings reveal that the Resava frescoes analysed
in this study are the work of Serbian painter Metro-
politan Jovan Zograf. The research presented here-
in, thus, shows that Metropolitan Jovan Zograf was
the protomaster of the frescoes in the most signifi-
cant endowment of Serbian Despot Stefan Lazarevi¢
(Prince: 1389-1402; Despot: 1402—1427), which he
adorned with frecoes alongside his disciples from his
painting workshop.

Introduction and historiography. The beauty of
the burial church of Serbian Despot Stefan Lazarevi¢
(Prince: 1389-1402; Despot: 1402—-1427), dedicat-
ed to the Holy Trinity in the Resava Monastery, was
praised in the biography of Despot Stefan Lazarevi¢
written by Constantine the Philosopher, as well as in
other medieval Serbian literary works (fig. 2a, 3c,
5c—d, 11)." Research into the foundation established
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by Despot Stefan, which is associated with the lib-
eration of Serbia from the Turkish rule, began in the
19th century.? The frescoes of the Resava Monastery

of this paper and for providing me with the images of the
frescoes in Andrea§ Monastery, allowing me to publish
them. Furthermore, I wish to express my thanks to Mr An-
astasios Ntouros who allowed me to obtain and publish the
images of the frescoes in the Parecclesion of Holy Anargy-
roi in Holy Monastery Vatopedi (Mount Athos). Without
their help and support, my research would not have been
possible.

! J. Prolovi¢, Resava (Manasija). Geschichte, Architek-
tur und Malerei einer Stiftung des serbischen Despoten
Stefan Lazarevi¢, Wien 2017, 27. On the historical sources
from the 15" century that praise the beauty of the Resa-
va church and its frescoes, specifically the life of Despot
Stefan Lazarevi¢ by Constantine the Philosopher (around
1431) and the Genealogy of Karlovac (between 1418 and
1427): B. Jaruh, Koncmanmun @unozogp u rweeos JKusom
Cmedgpana Jlazapesuha oecnoma cpnckoea, I'macauk Cpn-
ckor y4eHor apymrTsa 42 (1875) 288-290 (Part No 52);
Koncrantun ®unozod, Kusom decnoma Cmegana Jla-
sapesuhia, in: Crape cprcke onorpaduje XV, XVI u XVII
Beka. [lamOnak, Komcrantun, Ilajcuje, Beorpamx 1936
(transl. by L. Mirkovi¢), 86—88 (Part No 52); Koncran-
tuH Ounozod, Kusom Cmegana Jlazapesuhia oecnoma
cpnckoe, beorpax 2009 (transl. by G. Jovanovi¢), 61-64
knjizevnosti (XI-XVIII veka), Beograd 1960, 160-162
(Karlovacki rodoslov, that is, “Genealogy of Karlovac®).
Constantine the Philosopher states that Despot Stefan
constructed a tomb for himself within the Resava church,
where he was subsequently buried (Jaruh, Koncmanmun
Qunoso u mwezoe JKusom Cmeghana Jlasapesuha oec-
noma cpncroea, 289; Koncrantna Ounozod, Kusom
decnoma Cmegana Jlasapesuha, 87; Koncrantna ®du-
no3o¢, Kusom Cmegana Jlazapesuha oecnoma cpnc-
Koe, 62). On the tomb of Despot Stefan in Resava, and the
frescoes around it: JI. [TomoBuh, Cpncku eradapcku epob y
cpeomem geky, beorpan 1992, 129—-131.

2 Prolovi¢, Resava, 27.
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la Officiating Church Fathers, Resava Monastery, altar, north, in the period between 1412 and 1415

have been thoroughly examined by numerous schol-
ars since the beginning of art history in Serbia.’ Right
after their completion in 1418,* the wall paintings of
Resava were regarded not only as the most important
aspect of Despot Stefan Lazarevi¢’s endowment, but
also as the highest artistic achievement in Serbia as a
whole.’> Therefore, identifying the origins of the Re-
sava’s painters and the artistic influences behind their
work is of utmost importance.® According to the cor-
rect evaluation of Vojislav J. Puri¢, the Resava pro-
tomaster, together with Theophanes the Greek, and
Andrei Rublev in Russia, and other old masters, rep-
resented the height of Byzantine artistic achievement
during his era.” On another place, Vojislav Puric,
in collaboration with Gordana Babi¢ DPordevi¢, em-
phasized the accurate observation that it was evident

3 Ibid.

4 Jaruh, Koncmanwmun @uuozop u mwecos Kusom
Cmegana Jlazapesuha, 288-289; Koncrantun ®uino3od,
JKusom oecnoma Cmeghana Jlazapesuha, 87-88; Kon-
crautu Owuno3od, Kusom Cmegpana Jlazapesuha oec-
noma cpnckoe, 62—63.

3 O. Tomuh, Hosuja ucmpascusarsa Pecase, in: B. J.
Bypuh, Manactup Pecasa, nctopuja u ymernoct. Hayuanu
ckyn Manactup MaHacuja U BeroBo n06a, Jlecrmorosari,
21-22. 9. 1994. ([Janm cpmckora myxoBHora IIpeoOpa-
xKema 2), leciorosary 1995, 19.

6 Ibid.

V. J. Buri¢, Resava (Manasija), Belgrad 1966, XII (=
B. J. Bypuh, Manacmup Pecasa, Beorpan 1963); B. J. Dy-
puh, Busanmujcke gpecke y Jyzocrasuju, beorpam 1975,
101; Tomuh, Hosuja ucmpascusarsa, 19.
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that the wise Despot had comissioned a master for
the painter of his endowment who “surpassed all his
contemporaries in talent and proficiency in the appli-
cation of color”.® Meanwhile, the Resava Monastery
has been the focus of several scientific monographs
up to the present day, among which the contributions
by Branislav Todi¢ and Jadranka Prolovi¢ stand out
significantly.” Furthermore, the stylistic features of
the catholicon paintings have been explored in the
synthetical survey on Serbian painting during the pe-
riods of the Lazarevi¢ and Brankovi¢ dynasties, writ-

8 B. J. Bypuh, I. baouh bHophesuh, [Torem ymem-
nHocmu, in: J1. bormanosuh u np., Mctopuja cprickor Ha-
poma, K. 2, Jloba 60p6u 3a ouyBame U OOHOBY JAp>kaBe
(1371-1537), beorpan 1982, 185 (= B. J. Dypuh, I. baduh
Bophesuh, Ilonem ymemunocmu, in: B. J. Bypuh, I'. ba-
6uh, HBophesuh, Cpricka yMeTHOCT y cpeImeM Beky, K.
2, XIV-XVI Bex, beorpanx 1997, 158).

9 C. Cranojesuh, JI. Mupkosuh, B. Bomkosuh, Ma-
nacmup Manacuja, beorpax 1928; B. J. Bypuh, Pecasa,
Beorpan 1963; C. Tomuh, P. Huxomwh, Manacuja. Hc-
mopuja, xcusonuc, Caonmrema 6 (1964), 7-97 (on the
wall painting: P. Huxommh, JKusonuc, 47-97, cn. 1-128
[I-CX1I]); C. Tomuh, Manacmup Pecasa, beorpan 1971;
B. Tomuh ne Mypo, C. Tomuh, Manacuja — Pecasa: Hcmo-
puja, apxumexmypa, caukapcmeo, beorpam 19772 (19853);
b. Tomuh, Manacmup Pecasa, beorpax 1995; I. Cumuh,
. Tomoposuh, M. bpmbomnuh, P. 3apuh, Manacmup Pe-
casa, beorpax 2007 (20142); G. Simi¢, D. Todorovi¢, M.
Brmboli¢, R. Zari¢, Monastery Resava, Belgrade 2007
(20142); Prolovi¢, Resava, 23-714.
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ten by Tatjana Starodubcev, along with other schol-
arly works."”

In the biography of Despot Stefan Lazarevic¢, au-
thored by Constantine the Philosopher, it is noted
that Despot Stefan Lazarevi¢ sought out the finest
builders and the most talented painters for the Resa-
va endowment, and he “even sent to the islands and
beyond”." This passage from the Despot’s biography
has inspired researchers to investigate the origins of
the Resava painters, resulting in various responses
that, with few exceptions, are predominantly un-
substantiated or insufficiently supported theories. A
more detailed analysis of the previously mentioned
statement from the life of Despot Stefan Lazarevic¢
indicates that it lacks precision, making it difficult to
definitely determine whether the Serbian Despot sent
individuals to the islands specifically to find paint-
ers, or if he was simultaneously searching for both
builders and painters. However, when examining this
matter in connection with conclusions regarding the
origins of Resava painting, it seems that the interpre-
tation indicating that Constantine the Philosopher’s
statement refers to builders is more precise and more

0" T. Craponyb6rieB, Cpncko 3uoHO CIUKAPCmMeo y
semmama Jlasapesuha u bpanxosuha, K., 1-2, beorpag
2016,308-311 (Km.1), 124-146 (Kw. 2); T. CraponyOues,
Cnukapu 3a0yxcouna Jlazapesuha, 300pHUK pagoBa Bu-
3aHTOJOMIKOT HHCTUTYTa 43 (2006) 359-361.

" Jaruh, Koncmanmun @unozoqh u weeos Kusom Cme-
¢ana Jlazapesuha, 289; Koncrantuan ®unozod, Kusom
odecnoma Cmegpana Jlazapesuhia, 87 (= Koncrantina Ouo-
30, Kusom Cmepana Jlazapesuhia decnoma cpnckoe, 62).
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close to the truth. In the end, upon considering that
the general term “islands” is paired with another am-
biguous term, the locative adverb “and anywhere”, it
becomes evident that these expressions do not pro-
vide a definitive answer to the question concerning
the origins of the Resava painters.

According to the previously mentioned quote,
earlier literature suggested that the Resava artists
were Dalmatians originating from the Coastal re-
gions (Purde Boskovié, Miloje Vasic),"” and that they
received their education in the same area (Radomir
Nikoli¢)."® Tt was also proposed that the Resava paint-
ers migrated to Serbia from Crete (Lazar Mirkovic),'
from the Aegean islands (Svetozar Radojcic),"” or,
more specifically, from Lesbos, and its principal

12'h. Bomkosuh, Apxumexmypa, in: C. Cranojesuh, b.
Bomkosuh, JI. Mupkosuh, Manacmup Manacuja, beorpan
1928, 30, nam. 2; M. Bacuh, JKuua u Jlasapuya, beorpan
1928, 138.

13 Hukomuh, JKusonuc, 59-60, 67, 82—86; P. Huxonuh,
Ha xoja ocmpsa nomuuiwa Koncmanmun @unosogh kada
2osopu o Manacuju?, Caonmrema § (1969) 187.

4 J1. Mupkosuh, Hkone epukux soepagha y Jycociasuju
u 'y cpnckum ypreama ean Jyeocaasguje, in: Mkonorpagcke
crymuje, Hosu Can 1974, 335 (= L. Mirkovi¢, Die Tkonen
der griechischen Maler in Jugoslawien und in den serbi-
schen Kirchen ausserhalb Jugoslawiens, in: Xt. Kvptloki-
dov, A. Evyyomoviov kot I1. Zémov (emyt.), Iempoaypéva
Tov 6" AeBvoidg Bulavtivorloykov Xvvedpiov, O@eccoro-
vikn, 12-19 Anpidiov 1953, T. A", ABva 1955, 301-328).

5 C. Pamojunh, IHopmpemu cpnckux enadapa y
cpeomwem gexy, beorpan 1934, 70.



2a Officiating Church Fathers, Resava Monastery, altar, central apse

town, Mytilene (Svetozar Radojcié).'* Furthermore,
it was thought that they originated from significant
artistic centers in Chalkidiki (Svetislav Mandic)."
Additionally, it was believed that the style of the Re-
sava frescoes was “imbued with Western influence”,
a notion that is incorrect.'

16 C. Pagojunh, Cmapo cpncko caukapcmeo, beorpan
1966, 202.

17C. Mauguh, ,, Ocmposu ** Koncmanmuna @unozoga,
in: C. Marmuh, Upte u peze. @parmMeHTH CTapor IMEHHUKA,
Beorpan 1981, 233 (= C. Manguh, Posema na Pecasu.
IInemenuja cnogeca o Pasanuyu u Manacuju, Kpyear
1986, 77).

8 Huxomuh, JKusonuc, 59-60, 67, 82-86; Hukonuh,
Ha koja ocmpsa nomuwiva Koncmanmun @unozogp, 187.
On this occasion, it is important and sufficient to recall that
Vojislav J. Puri¢, Branislav Todi¢ and Oliver Tomi¢ right-
fully rejected the assumption of Western art influence on
the realistic and other elements present in the Resava fres-
coes, which they interpreted by drawing upon the Orthodox,
Byzantine art and tradition (V. J. Buri¢, La peinture murale
de l’école de la Morava, in: La peinture de I’école de la
Morava, Belgrade 1968, 49 (see also f. 20 on the follow-
ing page); Tomuh, Pecasa, 110; Tomuh, Pecasa oecnoma
Cmeghana, 28). Similarly, Gojko Suboti¢, with equall cor-
rectness, refuted the possibility of Western art’s impact
on the frescoes of the Church of St. John the Theologian
near Pirot (Poganovo), recognizing in fresco details the Or-
thodox Byzantine tradition (I. Cy6otuh, Ha npaey nosoe
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In contrast to these assumptions, a new perspec-
tive has emerged, showing that Resava painting is
derived from Thessaloniki painting, with which it
shares notable similarities. This viewpoint was pro-
posed by lVojislav J. Puri¢. Although initially met
with skepticism, influenced by the biases of his era
and a segment of older historiography,'’ Puri¢’s per-

sexa. Caukapcmeo U3AHMUjCKo2 CIuad y Hawoj cpeouHi
kpajem XV eexa, JleckoBauku 300pHUK 33 [1993] 156). At
this point, it is noteworthy to mention that there existed a
belief in earlier bibliography suggesting that Western influ-
ences can be observed in the frescoes of the Parecclesion
of Holy Anargyroi in Vatopedi Monastery on Holy Mount
Athos (E. N. Towyapidag, Oi toryoypopics tod Iapexiinoi-
ov TV Ayiwv Avopydpwv, in: lepd Meyiotn Movn Batomat-
diov. Tapdadoon. Totopia. Téyvn, Ayiov ‘Opog 1996, 283).
This assumption is also incorrect, similar to the situation
with the Resava frescoes and the frescoes in the Church of
St. John the Theologian near Pirot (Poganovo). The frescoes
of the Parecclesion of Holy Anargyroi are also created in
Orthodox tradition, and there are no traces of Western ar-
tistic influences on them [A. I'aBpunosuh, IIlpomomajcmop
@pecaxa y napaxiucy Ceemux becpebpenuxa y Bamonedy
(1365/1366—1368), 360pHuKk panosa dunozodckor daxy-
teta y lpumtuan 55. 2 (2025) 299-307].

¥ Bypuh, Hemopuozpagpcro-memoapceka benewxa, 27;
M. Thoposuh Jbyomnkosuh, V3 npobnem uxonocpaghuje
cpnekux ceemumena Cumeona u Case, CtapuHap 7-8
(1956-1957) 85.



2b Officiating Church Fathers, Andreas Monastery (St. Andrew’s Monastery, Matka),

altar, central apse, detail, 1388/1389

spective is the most accurate, comprehensive, and
scientifically substantiated explanation regarding the
origins of Resava painting.”* The significance and
precision of his research are further evidenced by its
gradual development, the successive publication of
new findings, and an objective, reasoned approach to
the issue. Vojislav Duri¢ discovered and highlight-
ed the undeniable connections between Resava wall
painting and the art of Thessaloniki.?! In this regard,
significant importance was given to the wall paint-
ing of the endowment of Despot Jovan Ugljesa in the
Parecclesion of Holy Anargyroi in Vatopedi Monas-

2 B. J. Bypuh, Conyrcko nopexio pecagekoe scusonu-
ca, 36opHUK pamoBa Busantonomxor uactutyTa 6 (1960)
111-128; B. J. Bypuh, @pecke yprsuye cs. becpebperu-
Ka decnoma Josana Yemewie y Bamonedy u mwuxos 3ua-
uaj 3a UCNUMUBAILE CONYHCKO2 NOPEKIA PecdBCKoe JiCU-
sonuca, 300pHUK pagoBa Bu3aHTOIOMIKOT WMHCTHUTYTa 7
(1961) 125-136; DPuri¢, La peinture murale de I’école de
la Morava, 49; Duri¢, Resava (Manasija), III-XI1I; Duri¢,
La peinture murale de Resava. Ses origines et sa place
dans la peinture byzantine, in: L’école de la Morava et
son temps, Symposium de Resava, 1968, Beograd 1972,
277-291; Bypuh, Buzanmujcxe ¢pecke, 99-101, 224-225
(footnote no 125); V. J. Duri¢, Thessalonique et la peinture
serbe au Moyen Age, Cyrillomethodianum 15-16 (1991—
1992) 25-39; Tomuh, Hosuja ucmpascusarsa, 19-20.

21 See the previous footnote.
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tery.”> Branislav Todi¢ pointed out that the Resava
painters were “exceptionally talented and educated”,
and remarked that they were regarded as “the most ex-
perienced painters” by Despot Stefan Lazarevic’s bi-
ographer, Constantine the Philosopher, placing them
among the elite painters of their time. For this reason,
Branislav Todi¢ deemed it implausible for the paint-
ers to have emerged from a provincial background.”
Therefore, he proposed that they most probably
came from Constantinople or Thessaloniki, which
were the major centers of a rich artistic tradition and
high-quality art.** Tatjana Starodubcev remarked that
the Resava painters were the foremost artists of their
time, a status appropriate for a ruler’s patronage and
expressed her belief that they most likely originated
from one of the two cities of the Byzantine Empire,
with a primary focus in Thessaloniki.?

Setting aside various other issues and observa-
tions made by Vojislav J. Purié, 1 wish to highlight
his conclusion that the old masters of the Pareccle-
sion of Holy Anargyroi at Vatopedi Monastery, build

2 Bypuh, @pecke ypreuye cé. becpebpenura, 125-136.
2 Tomgmh, Pecasa, 120.
2 Ibid.

% Craponyb6ues, Cpncko suono cauxapcmeso, 309
(K. 1), 146 (K. 2).



and adorned with frescoes by Des-
pot Jovan Ugljesa, belonged to the
same group of painters who worked
in Resava.?® In my recent research,
I have reached an unequivocal con-
clusion that the protomaster of the
old frescoes in the Parecclesion of
Holy Anargyroi at Vatopedi Mon-
astery was Metropolitan Jovan Zo-
graf.”’ This conclusion is supported
by the analysis of the iconography
and the style of several original
cleaned frescoes in the Pareccle-
sion, as well as the palacographic
analysis of the inscriptions on them
— chosen inscriptions in the Parec-
clesion of Holy Anargyroi in Vato-
pedi Monastery written in Greek,
match with the Greek inscriptions in
Andrea$ Monastery, the endowment
of Andrea$ Mrnajvéevi¢ painted by
Metropolitan Jovan Zograf and his
painting workshop (1388/1389).%8
The precise correspondance be-
tween the painter’s handwriting in
both ensembles can be most clear-
ly observed when one compares
the letters on the scroll of St. John
Chrysostom from the central apse
of the Parecclesion of Holy Anar-
gyroi in the Vatopedi Monastery
with those on the scroll of St. Peter
of Alexandria in Andrea§ Monas-
tery.? Notably, both scrolls feature
identical prayer — the Prayer of the
Offering, which provides ideal op-
portunities for comparison since the
same painter inscribed this identi-
cal prayer.*® Considering the above,
a clear conclusion arises that Metropolitan Jovan
Zograf was the protomaster of the frescoes in the
Church of the Holy Trinity in Resava Monastery of

2 Bypuh, @pecke yprsuye cs. becpebpenuxa, 132.

" TaspustoBuh, [lpomomajcmop ¢pecara y napaxiucy
Csemux becpebpenuxa, 287-315; on Metropolitan Jovan
Zograf: J. Prolovi¢, Die Kirche des Heiligen Andreas
an der Treska, Wien 1997, 4244, 206-214 (with earli-
er bibliography); b. Tonuh, Cpncku cauxapu 00 XIV do
XVIII sexa, Kro. 1, HoBu Cax 2013, 253-255 (with earlier
bibliography).

28 On the Andrea$ monastery and its frescoes see the
previous footnote.

¥ See the next footnote.

30 TagpustoBuh, [lpomomajcmop pecara y napaxiucy
Csemux becpebpenuxa, 299-307, ci. 5-6.
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3a St. John Chrysostom, Andreas Monastery

Despot Stefan Lazarevi¢, and that he adorned it with
frescoes alongside the members of his painting work-
shop. This conclusion is proven by comparing sever-
al frescoes from Resava with those from Andreas and
from the Parecclesion of Holy Anargyroi in Vatopedi
monastery, all of which, like Resava frescoes, share
the same blue background, which serves as their pri-
mary and easily recognizable common feature (fig.
2a-3c¢). Ultimately, in addition to the iconography,
several other significant elements of the fresco style
in Andrea$ correspond with those found in Resava.
Moreover, the Serbo-Slavic inscriptions on the scrolls
held by the holy fathers in Resava, which will also be
examined in this paper, match with the Serbo-Slavic
inscriptions in Andreas (fig. 9a—10).



Taking into account the previously mentioned
points, it is justifiable to claim that Milan Kasanin’s
viewpoint, which posited that the carefully inscribed
and flawlessly executed Serbian inscriptions devoid
of linguistic errors in Resava church (and on the
scrolls of Church fathers as well), serves as a proof
of the Serbian origin of the Resava masters, is com-
pletely valid and correct (fig. 3¢, 9a—d).*! Milan Kasa-
nin also emphasized the fact that during the late 14"
and early 15" centuries, many exceptionally skilled
Serbian masters were active in Serbia, and that the
considerable artistic merit of the Resava frescoes
should not be seen as evidence that they were created

31 M. Kamanws, Pecasa decnoma Cmegana, 3orpad 3
(1969) 8; Tomuh, Hosuja ucmpasicusarsa, 22.
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3b St. John Chrysostom, the Parecclesion of Holy Anargyroi in Vatopedi
Monastery, central apse, 1365/1366—1368

by foreign painters from
Thessaloniki.*> The same
author, similar to Vojislav
J. Duri¢, effectively and
convincingly rejected the
idea of a coastal, or more
specifically, Italian influ-
ence on the style of the
Resava frescoes, rightful-
ly asserting that the Resa-
va frescoes are not linked
to the contemporary art
of the Italian Peninsula.®
Moreover, the conclusions
reached by Milan KaSanin
emphasize the reasoning
behind Viktor N. Laza-
rev’s “caution” expressed
in his correspondence with
Vojislav J. Puri¢ regard-
ing Puri¢’s discoveries on
the origins of the Resava
painting, a topic Viktor
Lazarev also brought to
attention in his compre-
hensive work, History of
Byzantine Painting.* In
particular, in the Italian
edition of this extensive
survey, Viktor Lazarev ac-
knowledged all the results
proposed by Vojislav J.
Duri¢ regarding the Thes-
saloniki origins of Resava
painting, while also stating
that the painters of Resava
included both Greek artists
and their Serbian disciples,
leaving, thus, the possibili-
ty that the Resava painters may have been Serbs.

Shared features. In line with the aforementioned,
I will briefly outline the conclusions derived from
earlier literature regarding the Resava painters and
Resava painting, as well as the findings related to the
Andreas frescoes. The identical nature of these find-

32 KamranuH, Pecasa oecnoma Cmeghana, 9. Consider-
ing the same fact — that numerous gifted Serbian painters
were acrive in Serbia —Tatjana Starodubcev (Crapony0uies,
Cnukapu 3a0ysicouna Jlazapesuha, 372) recently posed the
question: “Why then did the members of the Lazarevi¢ dy-
nasty invite Greeks to decorate their most famous endow-
ments?” (“3amiTo cy OH/a 3a yKpallaBambe CBOjUX Haj3Ha-
MEHUTHjUX 3a1yx0una Jlazapesuha nozuamnu ['pke?”’)

33 Kanranwun, Pecasa oecnoma Cmegpana, 9.
3 Bypuh, HUcmopuoepagcro-memoapcka benewxa, 28.
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ings further proves the conclusion that Metropolitan
Jovan Zograf was the protomaster of the frescoes in
the Church of the Holy Trinity in Resava, commis-
sioned by Despot Stefan Lazarevi¢. The frescoes of
Andrea$ and those of Resava have been connected
in earlier literature in multiple ways to similar artis-
tic works, especially to the most representative art
that flourished in Byzantium during the early and
throughout the 14" century.*® It is of particular im-
portance to emphasize that the conclusions regarding
the style of the frescoes in the Parecclesion of Holy
Anargyroi and the Resava style are literally identical
— all these artworks display a melancholic lyrism.*
Frescoes of all three monuments strongly relay on
ancient (classical) Byzantine legacy and traditions,
what can be seen also by considering the connection
to the 14™ century artworks.’” While Jadranka Pro-

35 Prolovié, Die Kirche,201-222, esp. 214-222; Tonuh,
Pecasa, 107-109, 124-129; Prolovi¢, Resava, 428-444
(esp. 439).

3% E. N. Tovyapidag, Of toryoypagies tod Hopexkinoiov
v Ayiwv Avapybpwv, in: Ilepd Meyiotn Movn Batonat-
diov. Mapdadoon. Totopia. Téxvn, Aytov 'Opog 1996, 283
(frescoes of the parecclesion of Holy Anargyroi); Duri¢,
Resava, X1II; Tonuh, Pecasa, 114 (frescoes of Resava).

37 Prolovi¢, Die Kirche, 201-222, esp. 214-222; To-

220

lovi¢ associates the painting of Resava with the mon-
uments of Constantinople, it is essential to note that
Manolis Chatzidakis has already rejected the distinc-
tion between the works of Constantinople and those
of Thessaloniki.*®

At this point, [ will first clearly identify which
figures in the Resava church were painted by Met-
ropolitan Jovan Zograf, followed by an analysis of
these figures. Given the focus of this paper, I will not
address stylistic handwritings of other artists at this
time. [ will focus exclusively on the works of Met-
ropolitan Jovan Zograf and those painters directly
linked to his contributions in the examined context,
which will be discussed in detail below.

Metropolitan Jovan Zograf, together with his
three disciples, illlustated the scene of Officiating

muh, Pecasa, 107-109, 124—-129; Prolovi¢, Resava, 428—
444 (esp. 439); I'aBpunosuh, IIlpomomajcmop ¢hpecaxa,
287-315.

3 Prolovié, Resava, 428—-444; M. Chatzidakis, Classi-
cisme et tendances populaires au XIVe siecle. Les recher-
ches sur I’évolution du style, in: M. Berza, E. Stanescu
(publ.), Actes du XIVe Congrés International des Etudes
Byzantines, Bucarest 612 Septembre 1971, Vol. I, Bucar-
est 1974, 187-188.
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Church Fathers.*® He depicted the Holy Table featur-
ing Christ Melismos and the chalice, two archangels
holding ripidia next to the Holy Table, and several
hierarchs participating in the Service: on the north
side, St. John Chrysostom, St. Gregory the Theolo-
gian, St. James the Brother of the Lord, and St. John
the Merciful; on the south side, St. Athanasios of Al-
exandria, St. Sylverster of Rome, and St. Spyridon of
Tremithus, along with a portion of the figure of St.
Cyril of Alexandria (fig. 1a—b, 2a, 3c). Other figures
and frescoes in the Resava Church were painted by
the disciples of Metropolitan Jovan Zograf, who were
members of his painting workshop. This conclusion
is based on the observation that within the Pareccle-

3 On the scene of Officiating Church Fathers in Re-
sava: JI. Mupxosuh, JKusonuc, y: C. Cranojesuh, B.
Bomkosuh, JI. Mupxosuh, Manacmup Manacuja, beorpan
1928, 38-40, T. XI.1-2, XII.1; Tonuh, Pecasa, 57-61, 83,
117, cm. 32,56-59, 61, 100-101, 107; Camuh, Tomoposwuh,
Bpmbomuh, 3apuh, Manacmup Pecasa, 63—66, cn. 29, 30,
31 (Simi¢, Todorovi¢, Brmbolié, Zari¢, Resava Monas-
tery, 66, fig. 30-31); X. Kovotavidn, Meliousg. Or ovl-
AEITOVPYODVTES 1EPGPYES KL O GyYeLOL-01GKOVOL UTPOTTA
oty Ayio. Tpamelo pe o Tiwa Awpa 1 tov Evyapioti-
a6 Xpioto, @eocalovikn 2008, 94.63, 132, 136, 153,
157, 215, 473-474 (LXXXI-LXXXII, ew. 265-267);
J. Tponosuh, Ilpeocmasa numypeuje y onmapckom
npocmopy ypkee maunacmupa Pecasa, Caommrema 41
(2009) 45-53; Crapomydues, Cpncko 3u0HO CIUKapcmao,
142, ci. 140-142, 145-146 (Kw. 2); Prolovi¢, Resava,
179-191, Abb. 110-121; for previous distinctions of
painters and their “artistic handwritings”: Puri¢, Resava,
XII-XIII (= Bypuh, Pecasa, X1I-XIV); Tomuh, Pecasa,
117-120; Crapony6ues, Cauxapu 3adysxcouna, 360-361;
Crapomy61eB, Cpncko 3uoHo caukapcmeo, 308-309 (K.
1), 144-145 (see also footnote no 688).
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4 Christ Melosmos, Officiating Chur

ch Fathers, Resava Monastery, detail

sion of Holy Anargyroi in Vatopedi Monastery, Met-
ropolitan Jovan Zograf depicted the figures located
in the altar area (St. John Chrysostom, St. Gregory
the Theologian, and two archangels above who bow
in reverence to the Mother of God).*’ The remarkable
distinction between these two fresco ensembles is
evident in the portrayal of the ktetorial composition:
in the Parecclesion in the Vatopedi Monastery, in
addition to the aforementioned frescoes in the altar,
Metropolitan Jovan Zograf painted the ktetor’s por-
trait of Serbian Despot Jovan Ugljesa who is shown
holding his endowment in his left hand on the eastern
wall of the nartex.*! In contrast, in Resava, he did not
illustrated the image of its ktetor, Despot Stefan La-
zarevi¢.* In my opinion, this particular detail, clearly

4 TaBpusoBuh, [Ilpomomajcmop pecaxa y napaxiucy
Csemux becpebpenuxa, 287-315.

4 On the ktetorial composition in the nartex of the
Parecclesion of Holy Anargyroi in Vatopedi (repainted):
Bypuh, @pecxe yprsuye cs. becpebpenuxa, 126—127; I'a-
BpmitoBuh, Ilpomomajcmop ¢gpecaxa y napaxaucy Ceemux
becpebpenuxa, 306-311, c. 7a.

4 On the ktetorial composition in the Holy Trinity
Church in Resava Monastery: Huxomuh, JKugonuc, 55-56;
Tomuh, Pecasa, 100-104, cn. 82—-84; JI. Bojsonuh, Bra-
dapcku nopmpemu cpnckux oecnoma, in: B. J. DBypuh
(ed.), Manactup Pecasa. Hcropuja u ymernoct, Hayunu
ckyrn 2019, Manactup Manacuja u meroBo moba, Jec-
mortoBari, 21-22. 8. 1994 (Jlanm cprickora JTyXOBHOTa
IIpeobpaxema 2), Jecmorosary 1995, 76, npt. 5, ci. 2;
B. LsetkoBuh, Braoap xao ciuxa Boea: Ilpumep Pecase,
Kopenn 5 (2007) 13-24; Y. MapuukoBuh, Crnuka nooueky-
me ypkee. Ilpedocmase apxumexkmype Ha KMUMOPCKUM
nopmpemuma y cpnckoj u susanmujcxkoj ymemuocmu, be-
orpan 2007, 155-156, cn. 175-176; B. Cvetkovi¢, Imago
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S5a Archangel Michael next to the Mother of God, the Parecclesion of Holy Anargyroi,
Holy Monastery of Vatopedi, altar, central apse

4

indicates that during the period of his work on the = have painted it, just as he painted the portrait of the
fresco of Officiating Church fathers in Resava (be-  ktetor Despot Jovan Ugljesa in the Perecclesion of
tween 1412 and 1415), Metropolitan Jovan Zograf  Holy Anargyroi in Vatopedi Monastery (the original
had passed away, and his disciples completed the  fresco by Metropolitan Jovan Zograf from the 14th
fresco decoration of Despot Stefan Lazarevi¢'s en-  century is indeed preserved today beneath a new fres-
dowment. Had he been alive during the creation of  co layer dating from 1847).4

the Resava ktetorial composition, he would certainly Regarding the time of Metropolitan Jovan Zo-
graf’s passing, it is important to note that the year of

leonis in Despot Stefan’s Iconography, Tkon. Journal of  his death remains unknown, as there are no historical
Iconographic Studies 2 (2009) 137-146; b. Ilsetkouh,  records that provide this information. The inscription
Iopmpem decnoma Cmegana y Pecasu: ucmopuoepa-  detailing the history of the construction of the Ca-
puja u uxonoepaguja, Cpenmwu Bex y cprckoj Haynwm,  tholicon of the Transfiguration at Zrze Monastery,
MICTOPH]H, KEKEBHOCTH 1 ymerHocTH 11, Hayunm ckym  Jocated on the southern fagade of this church, pre-
HAecriorosan — Manacuja, 20-21. asrycr 2019. ronune,  gents a wealth of important historical and other de-
HAecniorosan 2021, 219-254; T. Craponybues, Cpncko su- tails related to the founding of the Zrze Monastery,
g?;;ﬁ”::ﬁic::ioﬁlié“’ml LS’ .158 I(K}_I’,' 2; 129_13117_(55}2' the construction of the Catholicon dedicated to the
: graphy); Prolovic, Resava, > Transfiguration, and the lives of the brothers Metro-

Fig. 70, Abb. 277, 298-301 (with earlier bibliography); . . .
J1. Bojsouh, Opyoicje ¢ nebeca. Hrononozuja cpedrose- politan Kyr Jovan Zograf and his brother Hieromonk

KOBHUX Npedcmasa uHeecmumype 61a0apa 60jHUM UHCUS-
Hujama, in: M. Bykcanosuh (yp.), [IpuctynHa npenaBama 4 On the arguments which prove that the original fresco
normcHuX wnaHoBa. K. 1, beorpan 2019, 239, cn. 4; B.  from the 14th century depicting the ktetorial portrait of Des-
Cvetkovi¢, The Royal Imagery of Medieval Serbia, in: T. ~ pot Jovan UgljeSa Mrnjavcevi¢ in the Parecclesion painted
Herzig, P. Magdalino et als. (eds.), Meanings and Function by Metropolitan Jovan Zograf is still preserved below the
of the Ruler’s Image in the Mediterranean World (11th—  new fresco layer: ['aBpunosuh, /Ilpomomajcmop gpecaxa y
15th Centuries), Leiden — Boston 2022, 194, Fig. 5.10. napaxaucy Ceemux becpedpenuxa, 306-311, ci. 7a.
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5b Angel, Officiating Church Fathers, Andreas Monastery, altar, detail

Kyr Makarije.** While this inscription refers to Met-
ropolitan Jovan Zograf as the one who is "resting in
holiness", the year of his death is not recorded, nor
is the date when the inscription was created. Some
scholars have dated the inscription to the timeframe
between 1395 and 1402, based on the references to
Kings Vukasin and Marko within the text, along with

# On this inscription: J. Iadapuk, Ipaha 3a
cmapy ucmopuro  cpocky, Imacauk JlpymrBa cpOcke
cioBecroct 6 (1854) 186 (3. Hagnmer Ha mpkBH Yy
MoHacTupy IIpeoOpakeHis, Ha3BaHOMB JJaHACH 3ep3e
xoxp Ipunemna); S. Verkovié, Starine macedonske, Arkiv
za povjestnicu jugoslavensku. Knj. 4 (1857) 169—-170; Jb.
CrojanoBuh, Cmapu cpncku sanucu u Hamnucu, K. 1,
Beorpan 1902, 63, 6p. 200; I. Cy6otuh, Oxpudcko 3uono
cauxkapcmeo XV eeka, beorpax 1980, 43-46, upr. 20;
Prolovi¢, Die Kirche, 43; A. Tomnan, 3uono cauxapcmeo
ypree Ilpeobpadcerva Xpucmosoz y manacmupy 3pse,
Beorpan 2019 (meobjaBibeHa ITOKTOpCKA AMCEPTAIja),
6, 8-10, 12, 14, 15, 20-22; V. J. Buri¢, Icones de You-
goslavie, Belgrade 1961, 40-41; B. Crenuh, bawmencke
ypkee y cpnckom cpeorwosekosHom npasy, beorpam 2022
(meobjaBsbeHn MacTep pan), 54-57; on different dating of
this inscription see the next footnotes.
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a subsequent mention of Sultan Bayezit I. *° Never-
theless, most scholars, without further investigation
and proofs, have accepted Ljubomir Stojanovic¢’s
opinion that the inscription on the southern fagade
of Zrze was created around 1400, a statement that
Ljubomir Stojanovi¢ himself did not support with
any evidence.* Only Gojko Suboti¢ correctly ob-

4 'B. Cn. Panojuunh, Makapuje. Kueonucay Jbybo-
cmure, CTapuHap HOBa cepuja, op. 1 (1950) 88; 3. Pacon-
kocka Hukonoscka, Mcmopujamom na manacmupom 3p3se
HU3 Hamnucume u 3anucume 00 XIV oo XIX eex, 300pHIK
Ha ApxeonomknoT Mysej 4-5 (1966) 329. 336, inscription
no 4 (= eadem, CpeqHOBEKOBHA YMETHOCT BO Make10HH]a.
®peckn n nkonu, Cxomje 2004, 327-339); 3. Paconkocka
Hukonoscka, Manacmupom 3pse co ypxeume Ilpeobpa-
orcenue u Ceemu Huxona, CIIOMEHUITUTE HA CPETHOBEKOB-
HaTa W TOHOBaTa ucToprja Ha Makemonuja 4 (1981) 371,
Harmuc 0p. 5 (= eadem, CpeqHOBEKOBHA YMETHOCT BO Ma-
kenonuja. ®pecku u ukonu, Crorje 2004, 349-404).

4 Stojanovi¢’s view was accepted by Vojislav J. Purié¢
[DBurié, Icones de Yougoslavie, 40; B. J. Bypuh, Paouonu-
ya mumpononuma Josana, 3orpad 3 (1969) 18; Dypwuh,
Busaumujcke gpecke, 84], Bosko Babi¢ [b. babuh, Ilpu-
J102 KoH ucmopujama va manacmupom 3p3ze, CTpemex 3
(1966) 63], Kosta Balabanov (K. bamabanoB, HMkone u3z
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5c¢ Archangel with ripidion, Officiating Church Fathers, Resava Monastery, al

served that the inscription on the southern facade of
the Zrze catholicon refers to the reign of the Turkish
Sultan Bayezid, solely as the period during which
the Transfiguration Monastery of Zrze, located near
Prilep, began to experience deterioration and decline.
This period is recognized as the time when the broth-
ers, Metropolitan Kyr Jovan Zograf and Hieromonk
Kyr Makarije Zograf, entrusted the management
of their inherited church to the serf Konstantin and
his descendants, thereby transferring the associated
rights to him.*’

Now let me return to the scene of the Officiat-
ing Church Fathers in Resava. Metropolitan Jovan

Maxkeoonuje, Cxomje 1969, ctp. XXVI], Petar Miljkovik
Pepek [I1. MumbkoBuk Ilenek, O mumponorumy Josa-
Hy u jepomonaxy Maxapujy, barmama 118 (1969) 12; I1.
MusskoBuk Ilenek, O cauxkapuma mumpononumy Jogany
u jepomonaxy Maxapujy, in: B. J. Bypuh (yp.), Mopascka
IIKONIa ¥ BeHO 100a, beorpan 1972, 242]; and some other
scholars (for a detailed list of authors, see Cydoruh, Ox-
puodcka cauxkapcka wkona, 43—46, esp. the footnote no 44).

47 Cyboruh, Oxpudcka caukapcka wikona, 43—46.

224

0,
o N

tar (north), detail

Zograf was not the only painter who illustrated this
scene. In total, four painters contributed to it, includ-
ing him. One of his disciples portrayed the figure of
St. Sava of Serbia, * another depicted the figure of
St. Nicholas of Myra,* while a third anonymous dis-
ciple was responsible for illustrating the figures of St.
Basil the Great,*® St. Gregory of Nyssa (fig.),’! and a
portion of the figure of St. Cyril of Alexandria (fig.
la—b).>?> The figures painted by Metropolitan Jovan
Zograf are particularly recognized by their exquisite
harmony and delicate interplay of blue and gold, as
well as gold and darker tones, which are all character-
ized by an overall subtlety. These figures emanate an
unmatched sense of solemnity and grace. The differ-
ences in the “artistic handwritings” become evident

* Tomuh, Pecasa, ci1. 59; Prolovi¢, Resava, Abb. 115-116.
4 Prolovi¢, Resava, Abb. 113.

0 Tonuh, Pecasa, ci. 58; Prolovié, Resava, Abb. 87.

3 Prolovié, Resava, Abb. 119.

52 Tomuh, Pecasa, cn. 58; Zari¢, Monastery Resava, fig.
29; Prolovi¢, Resava, Abb. 87.
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5d Archangel with ripidion,

when one compares the figures done by the esteem
Metropolitan with those illustrated by his disciples
(for example, the figure of St. Spyridon of Tremithus
by the Metropolitan Jovan, in contrast to the figures
of St. Nicholas of Myra and St. Gregory of Nyssa,
which are not directly and easily visible to the ob-
server, and thus, done by his disciples).

The shared features and similarities observed in
the paintings of Andreas, the Parecclesion of Holy
Anargyroi in Vatopedi Monastery, and Resava are
evident in various aspects. The most distinctive and
noteworthy common feature of these fresco ensem-
bles is the blue background present in frescoes. The
upper section of the background in all three churches
exibits a notable blue hue. Additionally, in each of the
three painted ensembles, the lower part of the back-
ground is green. Shared features can be discerned
both in the overall composition and in the finer de-
tails.

In the context of this research, it is important to
highlight that the St. John Chrysostom’s position
among the Officiating Church Fathers is same in all
three monuments (Andreas, the Parecclesion of Holy
Anargyroi in Vatopedi Monastery, and Resava; fig.
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Officiating Church Fathers, Resava Monastery, altar (south), detail

la, 2a—3c). Furthermore, the text of the prayer on
his scroll remains uniform in both Parecclesion of
Holy Anargyroi and Resava (fig. 3b—c, 7, 9a). The
only difference is that the text in the Parecclesion in
Vatopedi Monastery is inscribed in Greek, while in
Resava it is rendered in the Serbo-Slavic language.
Moreover, the iconography of St. John Chysostom
in Resava matches the iconography of the same
church father in the Parecclesion of Holy Anargy-
roi in Vatopedi Monastery and in Andreas (fig. 3a—c,
7). In the Resava Monastery, St. John Chrysostom is
depicted as the leading figure in the liturgical pro-
cession of the Church Fathers on the northern side
of the bema, similar to his portrayal in Andreas, and
in the Parecclesion of Holy Anargyroi in Vatopedi
Monastery (fig. 3a—c, 7).> He is depicted similarly in

53 On this prayer on the scrolls of St. John Chrysostom,
and of other church fathers: B. Babi¢, Ch. Walter, The In-
scriptions upon liturgical rolls in Byzantine Apse Deco-
ration, Révue des études byzantines 34 (1976) 270; A.
T'aBpunosuh, [Jpxea Bozopoouye Ooueumpuje y Ilefikoj
nampujapuwiuju, beorpag 2018, 91.

54 Prolovi¢, Die Kirche, 94 (3), 102-103 (Abb. 15-16);



6a Left hand of St. Gregory the Theologian,
Andrea$ Monastery, altar

all the three previously mentioned monuments, pre-
sented in a semi-profile view, oriented towards the
Holy Table, as an older man. His figure in all three
churches is characterized by a distinctive tonsure,
a medium-thin brown beard with two short circular
strands, and a slender mustache. The saint’s tonsure
in all three churches is formed by a series of curls
that give it a wreath-like look, alluding to its symbol-
ism.* In all the monuments, the Archbishop of Con-
stantinople is depicted with brown hair and beard, a
narrow face, and notably, prounounced cheekbones.
When comparing the image of St. John Chrysostom
from Andreas with that from Resava, one can notice
the emergence of red or reddish shadows along the
left side of the face (the observer’s right), the area
towards which the figure leans and turns (fig. 3c,
7). Despite the damage to the face in Resava, these
reddish shadows are clearly visible on the lower left
section of the saint’s tonsure (the observer’s right),
along the left edge of the forehead, and on the chin.
In Andreas, these shadows can also be seen on the
right side of the face (the observer’s left). The size
of the tonsure in Resava is smaller and more similar
to the fresco in Andrea$, while in the Parecclesion
of Holy Anargyroi, it appears somewhat larger. The
saint’s forehead is notably large, taking up one-third
of the head, and together with the hair, it makes up
half of the head. In these representations, as previ-
ously mentioned, the distinctly emphasized, rounded

laBpunosuh, IIpomomajcmop ¢pecaxa y napaxnucy Cee-
mux becpebpenuxa, 294, c1. 2, 36, 5; Ilponosuh, IIpeocma-
6a tumypeuje, 4647 (upr. 1/3), 48; Prolovi¢, Resava, 181.

% On the symbolism of the wreath-like tonsure in
Orthodox church: b. Mmskosuh, Kpyowcnu nocmpue y
npasociasHoj ypkeu (otpoyydln kovpo, momolnlpa, Re~
LIEHHILCKO TOYULH 1e, 300PHUK pasoBa BU3aHTOIONIKOT MH-
crutyta 50 (2013) 987-1002.
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6b Left hand of St. John Chrysostom,
the Parecclesion of Holy Anargyroi,
Holy Monastery of Vatopedi

cheekbones are prominent, which is characteristic
of Metropolitan Jovan Zograf’s style in depicting St.
John Chrysostom. Alongside the overall appearance
of the hierarch, this resemblance in the Parecclesion
of Holy Anargyroi and in Resava is particularly not-
icible when considering facial features. The semicir-
cular outline of the cheekbones is clearly discernible
on the saint’s right cheek in both the Parecclesion
of Holy Anargyroi and in Resava. It is evident that,
despite the common iconographcal traits of St. John
Chrysostom, the frescoes depicting this saint from
Andreas, the Parecclesion of Holy Anargyroi, and
Resava undoubtedly show the charactestics of Met-
ropolitan Jovan Zograf’s style, particularly in how he
represents the image of the Patriarch of Constantino-
ple (398-404) and the renowed preacher.>

In the Parecclesion of Vatopedi Monastery, as
well as in Andreas and in Resava, the iconography
of the Church Fathers depicted in the scene of the
Officiating of Church Fathers is uniform — the ico-
nography of Church Fathers from Resava entirely
matches the iconography and stylistic approach of
Metropolitan Jovan Zograf, which relates to the
overall design of the phelonion, including variations
in the color of the crosses, the design and shape of
the epitracheilon, and the appearance of the epi-
trachelon itself, which is represented as golden in
both Andrea$ and Parecclesion of Vatopedi Monas-

% On the iconography of St. John Chrysostom in
Byzantine and Serbian art: O. Demus, Two Paleologan
Mosaic Icons in the Dumbarton QOaks Collection,
Dumbarton Oaks Papers 14 (1960) 89-119; H. Maguire,
The Icons of Their Bodies in Byzantium, Princeton NJ
1996, 78 —81; A. P. ®okum, /1. B. 3aiineB, A. A. Koponés,
B. I. Yenmona, A. A. Typunos, A. A. Jlykamesuu, M. A.
Maxanko, Hoann 3namoycm, Yact 11, [IpaBocmaBHa SHITH-
kioniesust 24 (2010) 240-250.
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6¢ Left hand of St. John the Merciful,
Resava Monastery

tery, while in Resava, it is made from gold leaves
(fig. 2a-3c, 7).”” The distinctive technique used to
depict the folded omophorion and its draping is
consistently utilized in depicting Church Fathers in
all three churches (fig. 2a—3c¢, 7). A specific icono-
graphic element from the depiction of the Officiat-
ing Church Fathers stands out in the context of this
study, as it is consistently depicted in both Resava
and Andreas$. This feature is the kamilavkion (hat)
of St. Cyril of Alexandria, which is typically point-
ed at the top, similar to those found in the Pareccle-
sion in Chora (Constantinople), the White Church
of Karan, and various other churches.’® In contrast
to the prevailing iconographic solution, the domed
kamelavkion of St. Cyril of Alexandria in Resava is
similar with the one in Andreas$ (fig. 1b, 2a).> The
arrangement of the figures depicting St. Athanasi-
os of Alexandria and St. Cyril of Alexandria on the
southern wall of the altar in Andreas, the Pareccle-
sion of Holy Anargyroi and in Resava is uniform, as
is the positioning of St. Cyril of Alexandria follow-
ing St. Athanasius of Alexandria in all three mon-

7 T'aBpunosuh, I[Ipomomajcmop gpecaxa y napariu-
cy Ceemux Becpebpenuxa, cn. 2—6; Prolovi¢, Die Kirche,
T. IVa, Abb. 15, 16, 18-23; Prolovié, Resava, Abb. 87,
112-121.

% P. A. Underwood, The Kariye Djami, Vol. 3, Plates
335-553, The Frescoes, New York 1966, [201]; 1. [Tanuh,
I'. babuh, bocopoouya Jhesuwixka, beorpam 1975, 116—117
(117); M. Kamanwn, bera ypxeéa Kapancka, Crapunap
cep. I, km. 4 (1928) 188.

% Simi¢, Todorovi¢, Brmboli¢, Zari¢, Monastery
Resava, fig. 29 (= Cumuh, Togoposuh, bpm6omuh, 3apuh,
Manacmup Pecasa, cn. 29); Prolovi¢, Die Kirche, 103—
104, Abb. 29, 23; Tomuh, Pecasa, 60, cn. 58; ITpomosuh,
Ilpeocmasa numypeuje, 4647 (upt. 1/3), 51; Prolovié,
Resava, 187-188.
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6d Right hand of St. Sylvester of Rome,
Resava monastery

uments.®® Likewise, the sequence in which St. Basil
the Great is followed by St. Athanasios of Alexandria
and St. Cyril of Alexandria in all three monuments
represents another common trait of the frescoes in
Andreas, the Parecclesion of Holy Anargyroi, and
Resava (fig.1a—b, 2a).%! This choice reveals the work
of Metropolitan Jovan Zograf, who served as the pro-
tomaster for the frescoes in all these churches. Addi-
tionally, it is also equally important to note that the
depiction of St. Gregory the Theologian following St.
John Chrysostom is not only found in Andreas and
Resava, but also in the Parecclesion of Holy Anargy-
roi in Vatopedi Monastery (fig. 1a, 2a, 3b—c, 7).°> The
same selection of holy fathers depicted in Resava is
also evident in the Parecclesion of Holy Anargyroi,
albeit with a variation of their positioning in the altar
(St. John the Merciful; St. James the Brother of the
Lord, St. Sylvester of Rome, St.Spyridon of Trem-
ithus; fig. 1a-b).®* In the same way and due to the

8 N. Tovtog, I. Povotépng, lepd Movip Baromaidiov.
Naog Ayiwv Avapybpwv, in: Evpetiplov g Mvnuetokng
Zayypoaewng tov Ayiov Opovg, 10-17% odvag, Adrva
2010, 150-152 (No 64, 141); Prolovi¢, Die Kirche, 95
(Sch. 2/50-51), 103—-104, Abb. 19; Toxuh, Pecasa, cn. 58;
Prolovi¢, Resava, 187—-188, Abb. 87.

81 Tovtog, Povotépng, lepa Movij Batomoudiov. Nadg
Ayiwv Avopydpowv, 150-152 (No 63, 64, 141); I'aBpu-
nosuh, IIpomomajcmop ¢pecaxa y napaxaucy Ceemux
becpebpenuxa, cn. 2; Tonuh, Pecasa, cin. 58; Prolovic,
Resava, 186—188, Abb. 87.

82 Tovtog, Dovotépng, Ilepd Movip Baromaidiov.
Noog Ayiov Avopydpowv, 150-152 (No 63, 64, 141);
TaBpunosuh, [lpomomajcmop ppecaka y napaxiucy
Csemux Becpebpenuka, cn. 2, 30, 5, 8; Prolovi¢, Die
Kirche, 94 (Sch. 1/3), 97 (Sch. 4/108), 102—103; Prolovi¢,
Resava, 186-187, Abb. 87.

8 Tovtog, Povotépng, lepa Movij Batomoudiov. Nadg



7 St. Gregory the Theologian (new fresco layer from 1847, painted over the original fre

.

sco from 1366-1368)

and St. John Chrysostom (original fresco layer, 1366—1368), the Parecclesion of Holy Anargyroi,
Holy Monastery of Vatopedi

same reason, the figure of St. Peter of Alexandria is
present in both Andreas and Parecclesion of Holy
Anargyroi in Vatopedi Monastery.®

The appearance, particularly the shape of the Holy
Table, shows slight variations in all three altars: in the
Parecclesion of Holy Anargyroi, Andreas$ and Resava
(fig. 2a-3b). The design of the paten, along with the
placement and representation of Christ Melismos, re-
mains consistant in all three churches, where Christ
also gives blessing (fig. 2b, 3b, 4). Furthermore, the
shape of the paten, the positioning and representation
of Christ Melismos, as well as the manner in which
Christ Melismos conveys a blessing, are identical in
the Parecclesion of Holy Anargyroi and in Resava
(fig. 3b, 4). Furthermore, the placement of the Holy

Ayiwv Avapyopwv, 150-152 (No 65, 79, 140, 141, 142);
Prolovié, Resava, 184-185, Abb. 114, 116 (St. John the
Merciful), 182-182, Abb. 112 (St. James the Brother of
God), 188189, Abb. 117, 120 (St. Sylvester of Rome),
190, Abb. 117, 121 (St. Spyridon of Tremithus).

¢ Prolovi¢, Die Kirche, 97 (Sch. 4/107), 103; Tovtog,
Dovotépng, lepa Movip Batomaidiov. Naog Ayicwv Avapyd-
powv, 150 (No 140).
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Table and the angels is the same in both Andrea$ and
Resava, with (arch)angels holding ripidia positioned
beside the Holy Table, all dressed uniformly in white
sticharion, blue robes, and red shoes (fig. 2a-b).% In
both churches, these angels face the Holy Table. In
each of the three monuments, the upper sections of
the angels’ wings are adorned with gold at the top and
blue at the bottom, a feature similarly observed on
the frescoes of the archangels Michael and Gabriel,
located above the Officiating Church Fathers in the
Parecclesion of Holy Anargyroi (fig. 2a-b).% A single
minor variation can be noted — in illustrating the red
lower section of the wings of the archangel shown to
the south from Holy Table in Resava.

Furthermore, in all three monuments, the angels
are depicted with hair ribbons that are painted in an
identical manner (fig. 5a—d). These ribbons are blue,

% Prolovi¢, Die Kirche, T. IVb, Abb. 15-16; Prolovi¢,
Resava, Abb. 87, 110-111.

% Prolovi¢, Die Kirche, T. IVb, Abb. 15-16; Prolovi¢,
Resava, Abb. 110-111; TaBpunosuh, IIpomomajcmop
@pecaka y napaxucy Ceemux becpebpenuka, ci. 2.
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8a Right hand of St. Peter of Alexandria,
Andrea$ Monastery

8b Right hand of St. John Chrysostom, Parecclesion
of Holy Anagryroi, Holy Monastery of Vatopedi

short, semicircular, divided into two horizontal sec-
tions, with their ends visible behind the head, gently
swaying. In all frescoes depicted in the three men-
tioned monuments, the ribbon is positioned behind
the first row of angels’ curls, which consists of a se-
ries of small, circular curls. The ribbon in the angels’
hair is not entirely visible; only the semicircular part
that extends from the hair is visible. The hair, despite
slight variations in execution, is made of numerous
curls, and the faces of all the angels are identical, as
are the shapes of their heads and the proportions of
their hair and faces. All faces of angels painted by
Metropolitan Jovan (in Holy Anargyroi, Andrea$ and
Resava) are oval, a characteristic that is similarly ob-
served in the depictions of the Mother of God from
the Annunciation scene in Andreas.®” On the necks

7 Tovyapidog, Of toyoypogies tod Hopekkinoiov t@v
Ayiwv Avopydpov, . 240-241; M. Markovi¢, Serbia
in Byzantium — The Patronage of Serbian Ktetors in the
Byzantine Empire, in: D. Popovi¢, D. Vojvodi¢ (eds.),
Sacral Art of the Serbian Lands in the Middle Ages,
Belgrade 2016, fig.47 (M. Mapxosuh, Cpouja y Buzanmuju
— KMumopcka OeiamHocm CPACKUX 3a0yxcOuHapa Ha
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8c Left hand of St. Athanasios of Alexandria,
Resava Monastery
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8d Left hand of St. Spyridon of Tr
Resava Monastery

emithus,

of the angels depicted in the Parecclesion of Holy
Anargiroi and those in Resava, a distinctive fold is
observed, representing Adam’s apple on the portray-
als of Christ, while also appearing on female figures,
including the Mother of God from Annunciation
scene in Andrea$ (fig. 5a, 5¢—d).®® Furthermore, the
technique used in depicting the incarnate is identical
in all the previously mentioned painted ensembles
(fig. 5a-d).%

Several additional details unmistakably demon-
strate that Metropolitan Jovan Zograf is the proto-
master of the frescoes in the Resava catholikon, and
that Despot Stefan Lazarevi¢ engaged him and his
painting workshop to decorate his burial church with

noopyujy Pomejckoe yapcmea. in: JI. Tlomosuh, /1.
Bojsomuh (yp.), CakpamHa yMETHOCT CPIICKHX 3eMaJba
y cpenmeM Beky, beorpan 2016, ci. 47); Prolovi¢, Die
Kirche, Abb. T. ITIb, IVb, Abb. 14—-15; Toguh, Pecasa, ci.
32, 56-58, 100; Prolovi¢, Resava, Abb. 110-111.

% Prolovi¢, Die Kirche, Abb. T. IIIb, Abb. 14.

% On the detailed way in which Metropolitan Jovan
Zograf illustrates the incarnate: Prolovi¢, Die Kirche, 208.



9a Inscription on the scroll of St. John Chrysostom,
Resava Monastery

frescoes. These details include the specific manner in
which holy fathers hold their scrolls, a practice that
is consistently observed in Andreas, the Parecclesion
of Holy Anargyroi, and Resava. A comparative anal-
ysis of the hands of various holy fathers across all
three churches reveals identical details. The signature
mark of Metropolitan Jovan Zograf'is his depiction of
the upper hand, with which the holy fathers hold the
scroll — they are firmly holding a kontakion (fig. 6a—
6d). In his works, Metropolitan Jovan Zograf places
particular emphasis on the thenar (the small area at
the base of the thumb), a feature that is apparent in
all the hands of the holy fathers he illustrates. Thus,
Metropolitan Jovan Zograf similarly depicted the
hand of St. Gregory the Theologian in Andreas (fig.
6a), the hand of St. John Chrysostom in the Pareccle-
sion of Holy Anargyroi (fig. 6b), and in Resava, the
hand of St. John the Merciful (fig. 6¢) as well as that
of St. Sylvester (fig. 6d), to name a few.

Another detail proves that Metropolitan Jovan
Zograf was the protomaster of the frescoes in the
burial church of Despot Stefan Lazarevi¢ in Resava.
The ductus of the original, cleaned inscription in the
Parecclesion of Holy Anargyroi in Vatopedi Mon-
astery with the name of St. Gregory the Theologian
in the central apse, is identical with the one of the
nearby inscriptions, including the inscription with the
name of St. John Chrysostom next to it, clearly show-
ing that Metropolitan Jovan Zograf was the painter
who illustrated the mentioned figure of St. Gregory
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9b Inscription on the scroll of St. Athanasios of
Alexandria, Resava Monastery

the Theologian in this small chuch (fig. 7). Namely,
the inscriptions with the names of St. John Chrys-
ostom, St. Gregory the Theologian and other adja-
cent figures are written by the same hand, the hand of
Metropolitan Jovan Zograf.”” The fact that the origi-
nal fresco of St. Gregory the Theologian painted by
Metropolitan Jovan Zograf is still preserved under
the 19th century fresco layer is clearly demonstrated
by the specific gesture of St. Gregory the Theologian
holding a scroll with his right hand, another signa-
ture mark of Metropolitan Jovan Zograf (fig. 3c, 7),
which the artist who undertook the “fresco-restora-
tion” in the Parecclesion of Holy Anargyroi in 1847
faithfully repeated following the original fresco.
Many years ago, it was observed that the Greek artist
Matthew, who painted new frescoes over the original
ones in the Parecclesion of Holy Anargyroi in 1847,
accurately reproduced the old frescoes he had previ-
ously seen.”! Thus, the fresco depicting St. Gregory
the Theologian is not an exception. An analysis of
the right hand gesture of St. John Chrysostom, as de-
picted on the original fresco painted by Metropolitan
Jovan in Resava, and the precisely replicated gesture
on the fresco of St. Gregory the Theologian from the

0 TaBpmiosuh, IIpomomajcmop ¢pecaxa y napaxiucy
Csemux becpebpenuxa, 300.

T Bypuh, @pecre yprsuye ce. Becpebpenuka, 128,
130; Bypuh, Hcmopuoepaghcko-memoapcka beneuika, 28
(see also: I'aBpunosuh, IIpomomajcmop gppecaxa y napak-
qucy Ceemux Becpedpenuxa, 307).



9c¢ Inscription on the scroll of St. Sylvester of Rome, Resava Monastery

19th century in the Parecclesion of Holy Anargyroi
in Vatopedi Monastery, also reveals and confirms the
fact that Metropolitan Jovan Zograf is the author and
protomaster of the frescoes in Resava.

Another element shows that Metropolitan Jovan
Zograf served for the protomaster of the Resava fres-
coes. The particular in question is the manner in which
the hierarchs hold their scrolls with their lower hand,
a characteristic observable in all three of the afore-
mentioned monuments. This characteristic is another
signature mark of Metropolitan Jovan Zograf. In par-
ticular, certain hierarchs in Andreas, the Parecclesion
of Holy Anargyroi, and Resava hold their scrolls be-
tween the second and third fingers, with the last three
fingers positioned behind the scroll and only partially
visible. These figures include St. Peter of Alexan-
dria in Andrea$ (fig. 8a), St. John Chrysostom in the
Pareclesion of Holy Anargyroi (fig. 8b), as well as St.
Athanasios of Alexandria (fig. 8c, 9b), St. Sylvest-
er of Rome (fig. 9¢), and St. Spyridon of Tremithus
(fig. 8d, 9d) in Resava. Moreover, the depiction of
the incarnate on the backs of the hands and fingers
remains uniform in Andreas, the Pareclesion of Holy
Anargyroi, and Resava.” The upper part of the hand
is outlined brown, followed by a thick layer of green,
and highlighted with white accents, which gradually
transition into darker skin tones through color mod-
eling, while a substantial portion of the lower part

2 On the detailed manner in which Metropolitan Jovan
Zograf illustrates the incarnate: Prolovi¢, Die Kirche, 208.
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of the hand is depicted in darked tones. Additional-
ly, the upper contours of the fingers are rendered in
green, whereas the lower contours are in reddish and
dark ochre. Another distinctive feature of the work
of Metropolitan Jovan Zograf is the illumination of
the first three fingers of the hand with white accents,
which stands in severe contrast to the significantly
darker depiction of the last two fingers.

Inscriptions. Upon examining the Serbo-Slavic
inscriptions in Andrea$ alongside those on the scrolls
of the Holy Fathers illustrated in the scene of Offi-
ciating Church Fathers in Resava, it becomes clear
that they were inscribed by the same painter, Metro-
politan Jovan Zograf (fig. 9a—10). The visual charac-
teristics of the letters are identical. It is particularly
noteworthy that in Resava, all the prayer texts on the
open scrolls of the church fathers in the scene of Of-
ficiating Church Fathers were inscribed by Metropol-
itan Jovan Zograf, even though he did not depict all
the church fathers present in the scene (fig. 9a—d). He
also inscribed all the names of the church fathers in
the same scene in gold (see below). The Serbo-Slav-
ic inscriptions in Andreas include the ktetorial fresco
inscription above the western portal, the text of the
charter inscribed in a gold band above the second
painted register, as well as the inscriptions beneath
the Annunciation scene, the texts on the scrolls of the
prophets David and Solomon next to the Annuncia-
tion, along with the inscriptions on the scrolls of cer-
tain prophets in the dome and other figures. There is
no doubt that these were inscribed by the protomaster



of Andreas, Metropolitan Jovan Zograf, whose hand-
writting is distinguished by large, calligraphically
beatiful letters (fig. 9e, 10). His letters are arranged
in rows that are bordered by stright lines, with an
empty space between two rows that is half the size
of the area occupied by the written letters. Metropol-
itan Jovan Zograf often writes individual letters in
smaller dimensions between the rows, which appear
as superscript letters. This is frequently the case with
the letter m, as seen in the word ,,built” (cbzaa) from
the verse ([lphuoyapocTh chzaa cerh xpamn; Wisdom built
herself a house, Prov.9.1) held by the prophet Solo-
mon in Andrea$ (fig. 9¢),” or the letter 1 in the word
“security” (oyTephaspenHe) found in the twelfth line of
the ktetorial fresco inscription in Andreas$ (fig. 10).7
The inventory of the superscript letters that Metro-
politan Jovan Zograf inscribed above the rows (that
is between the rows) in the ktetorial inscription above
the western portal of the nave in Andreas Monastery,
as well as on the open scroll held by the prophet Sol-
omon within the same church, includes: 1, e, , 11, M,
H, 0, P, C, T, X, 4, along with s, & and ¥. In addition
to these letters, Metropolitan Jovan Zograf also in-
scribes diacritical marks above the rows: titloi (fig.
9a-10), double gravis (fig. 9b), acute (fig. 9a, 9c—d),
and spiritus lenis (fig. 9a—d, 10). In the inscriptions on
the scrolls of the church fathers in Resava, the letters
1 (fig. 9b), ¢ (fig. 9b—c) and x appear most frequently,
whereas titloi are the most common among the dia-
critical marks (fig. 9a—d). Letter T appears between
the rows in the word @ (“of”, “from”), for instance on
the scroll of St. Gregory of Nyssa in Resava, as well
on the scroll of the prophet Habakkuk in the dome
of Andreas. On the scrolls of certain church fathers
in Resava, including St. John Chrysostom (fig. 9a),
St. Gregory the Theologian, St. Gregory of Nyssa,
and St. Spyridon of Tremithus (fig. 9d), only titloi
and diacritical marks are inscribed between the rows,
while all other letters are arranged in rows, leaving
the spaces them devoid of superscript letters.

In the text on the scrolls of the holy fathers in the
scene of the Officiating Church Fathers in Resava,
the letters 0, B, T, 11, €, U, K, H, 0, II, P, C, III, h, aMONg
others, along with capital letter a and the lowercase
letter a match with the letters of Metropolitan Jovan
Zograf in Andreas (fig. 9a—10). The dual representa-
tion of the letter a is also a distinctive feature of the
Metropolitan Jovan Zograf’s handwriting. The letter
a is represented in Resava in both lowercase and up-
percase variations, depending on the context of the
word in which it appears. Consequently, the letter a
in the term “God” or in phrases containing or con-

7 Prolovié, Die Kirche, Abb. 12.
" Prolovi¢, Die Kirche, Fig. 1.
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9d Inscription on the scroll Spyridon of Tremithus,
Resava Monastery

nected with the term “God”, such as “ours” (Haum),
sometimes appears in uppercase form in the first line
(for example on the scroll of St. Athanasios of Alex-
andria; fig. 9b), whereas the same letter is rendered in
lowercase form in other terms of lesser importance.
Nonetheless, the fact that this was not an absolute
rule is evidenced by the lowercase letter a in a first
line on the scroll of St. John Chrysostom (fig. 9a),
which serves as a variant of this letter. However, in
many instances, when a specific word holds signif-
icance and is more prominent than others, like the
term “God”, the Metropolitan chooses to capitalize
it. For instance, on the scroll of St. John Chrysostom
(forth row; fig. 3c, 9a), Metropolitan Jovan Zograf
wrote this word using two letters and placed them
under a titlo, with the letter a being capitalised ( £A).

The letter 0 features a vertical column, and its
upper horizontal line is consistently straight and
adorned with a triangular pendant in both Resava and
Andreas$ (fig. 9a—10). Letter T (fig. 9¢), r (fig. 9a),
and x (fig. 9a) are also embelished with same char-
acteristic triangular pendants. In contrast, the letter e
is slender and elongated, taking up half the space of
larger letters like the letter 1, 1 and u (fig. 9a—10).



9e Prophet Solomon with scroll, Andreas§ Monastery

The diagonal line of the letter u starts just below
the top of the left vertical stroke and connects to the
right vertical stroke at its midpoint (fig. 9a—9c). The
letter ¢ akin to e, is drawn narrowly resembling an
arch with extended endings, typical for handwrit-
ing of Metorpolitan Jovan Zograf (fig. 9a—10). The
letters 7 and u possess a shared vertical stroke, a
practice utilized by the Metropolitan Jovan in both
Serbo-Slavic and Greek inscriptions (fig. 3b, 7, 9a,
10). For example, he inscribed these two letters in the
word “heavenly”(negectin) from the phrase “heavenly
bread” on the scroll of St. John Chrysostom (fig. 9a).
Similarly, in the Parecclesion of Holy Anargyroi, he
wrote the letters alpha and ro next to the figures of
Archangels Michael and Gabriel, just as in Resava,
where he inscribed the Cyrilic letters a and p with a
shared vertical stroke next to the figures of archan-
gels deacons. The sole distinction is that in the Parec-
clesion of Vatopedi Monastery, he used lowercase
letter alpha,” while in Resava, he utilized the upper-
case Cyrillic letter a (fig. 1a—b). Following the same
principle, the Metropolitan also linked the letters T
and u, as seen in the word “holy” on the scroll of St.
Athanasios of Alexandria in Resava (second row; fig.

5 Cf. T'aBpunioBuh, Ilpomomajcmop ¢pecaxa y napax-
aucy Ceemux Becpebpenuxa, ci. 2.
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9b). This specific method of connecting the aforemen-
tioned letters is also present in the Greek inscriptions
of the same painter. As an example, [ mention the arti-
cle v from the word v tpognv on the scroll of St.
John Chrysostom in the Parecclesion of Holy Anargy-
roi (fig. 3b, 7).

It is noteworthy to observe the variations of the
letter B as well. In the case of Andreas, for instance,
the scroll of the prophet Solomon features letter B
with side loops that are connected just above the mid-
point of the column, while below the prophet one can
see the letter B similar to its variant present on the
scrolls in Resava (fig. 9¢, 9b—d). The letter k is iden-
tical in Andreas (fig. 10) and Resava (fig. 9b, 9d), and
without exception, similarly to the letter x, it features
a distinct triangular pendant at the upper section.”
The letter r has its vertical stroke whose height corre-
sponds to the height of the letter row, while its upper
horizontal line is shorter than the vertical stroke and
is also adorned with a triangular pendant (fig. 9a, 10).
The vertical stroke of the letter r may occasionally be
adorned with a short lower horizontal line, at the root
of vertical stroke, as seen on the scroll of St. Gregory
of Nyssa in the word “Lord” (I'fl). The letter x is the

76 Prolovi¢, Die Kirche, Fig. 1-2.
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10 Ktetorial inscription, Andrea$ Monastery, 1389

one that predominantly appears above the letter rows.
However, regarding the Cyrilic inscriptions on the
scrolls of Holy Fathers in both Andreas and Resava,
Metropolitan Jovan Zograf inscribed all letters most-
ly only in uppercase form and avoided placing letters
between the rows, as demonstrated, for example, in
the scroll of St. John Chrysostom in Resava (fig. 9a).
Namely, small letters between the rows are not im-
mediately visible, they form a whole with the main
row of letters, as observed in the ktetorial inscription
in Andreas, on the scroll of Prophet Solomon in the
same church (fig. 9¢) and on the scrolls of church fa-
thers in Resava (fig. 9a—d, 10). On the scroll of St.
Sylvester of Rome, only two letters are inscribed
between the rows, accompanied by a long titlo (fig.
9¢), which serves as another distinctive feature of
Metropolitan Jovan Zograf’s handwriting, thereby
emphasizing the aesthetic appeal of the inscription.
It is noteworthy and interesting to observe that Met-
ropolitan Jovan writes the Cyrilic letter n and Greek
letter eta in the same way, and also consistently ap-
plies spiritus lenis above both (fig. 9a—d, 10). Addi-
tionally, Metropolitan Jovan Zograf employes the
spiritus lenis in similar fashion in all three churches.
His letter u is identical to the Greek efa: a horizon-
tal line connects two robust vertical strokes, and it is
situated slightly above the midpoint of the vertical
stroke’s height. Regardless of whether Metropolitan
Jovan Zograf is inscribing Greek or Serbo-Slavic
letters, he maintains the same, consistent style in his
writing, connecting letters, and embellishing them. It
is also significant to note that the appearance of the
scrolls are uniform in all three mentioned churches
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— Andreas, the Parecclesion of Holy Anargyroi and
Resava (fig. 3b—c, 7, 9a—e).

At this point, it is important to highlight anoth-
er aspect of the inscriptions on Resava frescoes in
the scene of Officiating Church Fathers as a whole.
The inscriptions featuring the names of Holy fathers
in this scene are rendered in gold. To this day, they
have been significantly deteriorated. At present, the
inscriptions are visible next to the figures of St. John
the Merciful and St. Gregory of Nyssa (along with
partially visible inscriptions that include the names of
St. Sava of Serbia and St. Sylvester of Rome). All the
inscriptions with the names of holy fathers from the
scene Officiating Church Fathers were not restored
at the beginning of the 20™ century; however, during
the latter half of the 20" century, they were cleaned
by the conservator Branislav Zivkovi¢. Alongside
the appearance of the Resava frescoes depicting the
Service of Holy Fathers, Branislav Zivkovié also
carefully replicated the accompanying inscriptions.””
These inscriptions reflect the distinctive handwriting
style of Metropolitan Jovan Zograf, as well as some
very specific features of his handwriting. One of the
most important signature marks of his work is first
observed in the inscription bearing the name of St.
John Chrysostom. Specifically, Metropolitan Jovan
Zograf consistently abbreviates the name Jovan
(John) in both Serbo-Slavic and Greek by inscribing
the first two letters of his name and placing them be-

" b. XKuskosuh, Manacuja. Lpmescu ppecaxa, beo-
rpan 1983, 15-17.



11 St. Spyr1don of Tremlthus Oﬁic1at1ng Church Fathers
Resava monastery, detail

neath the titlo, as demonstrated in Resava (fig. 1a)
and Holy Anargyroi next to the figure of this holy
father (fig. 3b, 7). In Andreas, Metropolitan Jovan
particularly emphasized the initial two letters of the
name of St. John Chrysostom, by creating a slight
space between them and the remaining letters, in ad-
dition to placing a long titlo above the first two let-
ters, which once again show and confirm his practice
to subtly highlight his own name within the name of
this saint (fig. la, 3a-b, 7).

When examinig the mastery of the protomaster
of the Resava frescoes, Metoropolitan Jovan Zograf,
one can identify significant differences by comparing
the figures of two angels positioned next to the Holy

235

Table in the scene of Officiating
Church Fathers that he painted
(fig. Sc—d) with those of the all
other angels depicted in the Re-
sava church, particularly in the
scenes of the Apostles’ Com-
munion, the Anapeson scene,
the ktetorial composition, and
others.”™ A comparison of these
various angels reveals distinct
contrasts. Although all the
painters of Resava, as disciples
of Metropolitan Jovan Zograf,
demonstrate remarkable talent,
the angels executed by Metro-
politan Jovan Zograf stand out
as the most spiritually potent
figures, exhibiting the deep-
est expressions and the most
technically flawless figures and
faces among all the angels in
the church. The pronounced
depth of psychological expres-
sion and the unmatched sense
of volume are all signature
marks of Metropolitan Jovan’s
artistry, and in this regard, no
other artist working in the Re-
sava church can rival him, even
though disciples have sought to
imitate his style as part of the
Metropolitan Jovan’s painting
workshop. The figures painted
by the other artists in the church
appear flat compared to those
painted by Metropolitan Jovan
Zograf, in whose work every
stylistic element and detail is
brought to perfection. Except
from the figures of angels, one
of the most exquisite figures

8 For (arch)angels by Metropolitan Jovan Zograf in
the scene of Officiating Church Fathers in Resava: To-
nuh, Pecasa, cin. 32, 5657, 100; T. Starodubcev, Art in
the Lands of the Lazarevi¢ and Brankovi¢ Dynasties, in:
Sacral Art of the Serbian Lands in the Middle Ages, D.
Vojvodi¢, D. Popovié (ed.), Belgrade 2016, fig. 315 [Cra-
ponyoues, Ymemnuuxo cmeapanawmeso y opacasu Jlasa-
pesuha u bpanxosuha, in: J1. Tlonosuh, /. Bojsoauh (yp.),
Cakpanna ymemHocm Cpnckux 3emMama y Cpeorem 6eKy
(Vmemnuuko nacnehe u cpncka ymemnocm 11), beorpan
2016, cn. 315]; Prolovi¢, Resava, Abb. 87, 110-111; for
other angels, done by the disciples of Metropolitan Jovan
Zograf: Tomuh, Pecasa, cn. 31, 38, 47-48, 58, 99, 103,
113; Prolovi¢, Resava, Abb. 87, 93, 98, 102, 106, 108—
109, 169, 247-248, 255, 276, 292-294, 298-301.



that exemplify the perfection of Metropolitan’s mod-
eling approach is the figure of St. Spyridon of Tremi-
thus (fig. 11). Conversely, when comparing the figure
of St. Nicholas of Myra, one can discern the differ-
ence in the treatment of the figures’ volume. Further-
more, a comparison between the figure of St. John the
Merciful by Metropolitan Jovan Zograf and that of
St. Sava of Serbia by his anonymous disciple reveals
how disciples adopted and replicated the style of their
teacher, Kyr Metropolitan Jovan Zograf.” This topic
will be further explored in subsequent work, along
with additional observations.

7 Prolovi¢, Resava, 184—185, Abb. 114, 116 (St. John
the Merciful); Tonuh, Pecasa, cn. 59; Prolovi¢, Resava,
Abb. 115-116 (St. Sava of Serbia).
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In conclusion, I would like to emphasize that
I have deliberately focused on the most significant
shared features, and analogies between the frescoes
of Andreas, the Parecclesion of Holy Anargyroi in
Vatopedi Monastery and Resava in this paper. Fur-
ther research, which also confirm that Metroplitan
Jovan Zograf is the protomaster of the Resava wall
painting, will be published in due course.”

*The origin of images: 1a—b) According to: )Kuskosuh,
Manacuja, 17; 2a) Blago Fund; 2b) Miodrag Markovié¢
3a) Darko Nikolovski; 3b) Aylopettikiy gotia; 3¢) Blago
Fund; 4) Blago Fund; 5a) Aywopettikn gotio; Sb) Darko
Nikolovski; 5¢) Blago Fund; 5d) Blago Fund; 6a) Darko
Nikolovski; 6b) Aylopettikn eotia; 6¢) Blago Fund; 6d)
Blago Fund; 7) Aylopettikn| gotio; 8a) Darko Nikolovski;
8b) Aylopeitikn eotia; 8c) Blago Fund; 8d) Blago Fund,
9a—d) Blago Fund; 9¢) Darko Nikolovski; 10) Accoding
to: Prolovi¢, Die Kirche, Fig. 1; 11) Blago Fund.



Anhena TABPMJIOBUR

INPOTOMAJCTOP ®PECAKA Y lIPKBU CBETE TPOJULIE ¥ PECABHU

Pezume

VY oBOM pajy je aHaJTU30M CTHICKHX 0COOCHOCTH
onpehenor 6poja pecaka y nupksu Csere Tpojurie y
Pecaru, 1 muxoBuUM nopehemem ca oxrorapajyhum
anajorujama (AHmpeam W mapakiuc Csetux be-
cpebpennka y Baromeny), 1okazaHo fa Cy OHE Jelo
cprickor cnukapa Murpononura Joana 3orpaga. 13
HCTPaXHBakba M3JIOKECHUX Y pajly NpOHU3HIIa3H Ja je
Murtpononut JoBan 3orpag Ono mporomajcTop Ku-
BOIMCA HAjMOHYMEHTAJHHUje 3aIyXOWHE Jecrora
Credana JlazapeBuha (xme3: 1389-1402; mecmor:
1402—1427), xojy je oCIHKao 3ajeTHO ca CBOjUM yde-
HUIMMA.

Jlemora rpoOHe 3amyxOune necnora Credana
Jlazapesuha, upkBa Csere Tpojune y maHacTupy
PecaBu, xBasbeHa je Beh y sxxutnjy necnora Credana
Jlazapesuha on Koncrantnna ®dunozoda u apyrum
CPEeIbOBEKOBHIM KIHIDKEBHUM JEIHMMa, a HCTpa-
KMBama JECIOTOBE 3aayKOMHE, MoBe3aHa ca oc-
nobahamem Cpbuje ox Typaka, ornouena cy y XIX
Beky. JKuBonuc manactupa PecaBe mpencraBibao je
npeaMeT M3ydaBamba OpOJHUX HCTpakuBada O ca-
MHUX TOUYeTaka ucropuje ymerHocta y Cpouju. 3u-
JTHO CITUKAapCTBO PecaBe je omMax 1mo HacTaHKY (3a-
BpureHo 1418. romuHe), cMaTpaHo He caMo HajBehom
Bpennomhy 3anyxOune aecnora Credana Beh u
HajoospuM xuBonucoM y CpOuju yorre, na je of-
TOBOP Ha MUTAE O MOPEKITYy PECABCKOT CIMKApa U O
YMETHHYKUM H3BOPHMa FHMXOBOT CTBapalamiTBa O]l
MIPBOPA3PEITHOT 3HAYA]ja.

Hacympot 6pojHuM mpeTnocTaBkama O MOPEKITy
pPECaBCKHUX JKHMBOIHUCAIA Yy JHUTEPATypH CE jaBUIIO
MUIBEHE J1a PECABCKU JKUBOIHC BOAHM CBOje IIO-
PEKIJIO Of COMYHCKOT KMBOITHCA ca KOJUM HMMa Har-
nameHe cimaHocTH. OBaKBO MUIUBECHE MTOHYIHO je
Bojucnae J. Bypuh. VNako ucnpa HEJA0BOJBHO MPH-
xBaheHo, ToJ yTHIIajeM TIpeapacyaa CBOT BpEeMEHA
W jemHOT Jena crapuje uctopuorpaduje, Dypuheso
IJIEUIITE je HajuCIpaBHUje, HajTeMeJbHIje U Hayd-
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HO HajoIpaBAaHWje MHUILBEHE O W3BOPUILTHMA PeE-
caBCKor >kuBomuca. BojucnaB bypuh je ykazao Ha
HECyMIbHMBE Bede m3Mel)y pecaBckor clMKapcTBa U
xuBonrca CoyHa, a y OBOM CMHUCITY oceOHa BaxK-
HOCT JIaTa je CITUKapCTBY 33y kOnHe AecroTa JoBaHa
VYreme y Baroneny — mapaximcy Cserux becpe-
Openuka. OcTaBibajyhu Ha OBOM MECTy IO CTpaHu
OpojHe npyre npodieMe U 3anaxama Bojucnasa by-
puha u Apyrux aytopa, y paay UCTHYEM 3aKJbydak
Bojucnasa J. Bypuha na cy crapu mMajcropu Yribe-
IIMHOT Tapakiuca y Baromeny mpunamHuIm wcTe
OHE TpyIle XMBOIUCAla KOju ¢y paawian y Pecau.
Haume, y cBOjUM HOBHMjUM HMCTpa)XKMBambHMa JOILIA
caM JI0 HeJIBOCMHCJICHOT 3aKJby4Ka JIa je IPOTOMajc-
TOp crapor kuBonuca y napaxiucy Cserux becpe-
oennka y Baroniemy 6mo Mutpomonut JoBan 3orpad.
OBaj 3akspydak MOTBplyje aHanmm3a mKoHOTpadwuje,
ctuna oxapeheHor Opoja MPBOOMTHUX OYHITNEHUX
¢pecaka mapakiuca, Kao W majeorpadcka aHanu-
3a Harmuca Ha wuMa. Ca TOpeHaBelCHUM Y BE3H,
NPOM3HWIIa3u CUTYpaH 3akJbydak Aa je MHUTponoiuT
JoBau 3orpad 6mo mporomajcTop dpecaka y IpKBH
Csere Tpojurie y Pecasu nmecnora Credana xojy je
OCJIMKAO 3aje/IHO ca MPUITaIHUIIIMA CBOje CIIMKApCKe
panuonune. OBaj 3akJbydak ce M0y31aHO MOXKE I10-
tBpautu nopehemem onpeheror 6poja ppecaka Pe-
cage, ca (hpeckama AHjIpeala u BaTOTE/CKOT Mapak-
muca Cetnx becpeOpeHmka, Koje CBe Kao M pecas-
CKe (pecke MMajy UCTOBETHY IIaBy ITO3aJUHY, IITO
je BHX0Ba IPBa M JIAKO YO4JbHBA 3ajeTHUYKa 0cobe-
HocT (ci. 2a—3c¢). Hajzan, y3 ukoHorpadujy, u apyru
BEOMa Ba)KHH €JICMEHTH CTHIa (pecaka y AHjapea-
11y cy NOAyJAapHH PECaBCKHM, a y pajy je 3aKibyde-
HO W J1a Cy CPIICKOCJIOBEHCKH HATIHCH HA CBUIMMA
apxujepeja y PecaBu momymapHH CPIICKOCIOBEHC-
kUM Hatnucuma y Aepapeamry (ci. 9a—10). Taxobe,
npumeheHo je na cy u OpojHM 3aKJbY4LHU MTOBOIOM
xuBonuca PecaBe, Anipeamna u napaknuca CBeTux
Becpebpenuka y Baroneny nogynapau. Y cBemioc-



TH JI0 CaJ1a M3HETHX 3aKJbyUaKa y pajy, yka3aHo je aa
je munubeme Munana KanranuHa koju je cMaTpao ja
HEroBaHH, OCCIPEKOPHO M3BEICHH CPIICKU HATIIHUCH
0e3 je3nUKNX Tpelraka y3 JIMKOBE CBETUTEIha Ha CIIe-
Hama CBEJI0Ye O CPIICKOM MOPEKIY PECaBCKUX Majc-
TOpa OMPABIAHO U UCIIPABHO.

VY pany je moapoOHO yka3aHO Koje je ¢pecke y
PecaBu Hacnukao Murpomnonut JoBana 3orpad. Y
nutamwy cy YacHa Tpresa, apxanhenu y3 my, Kao u
onpehen Opoj MKoBa cBeTuX oraiia y cienu Ciyxoe
apxujepeja: ca ceBepHe ctpane Caetor JoBana 3ma-
toycror, Cseror [ puropuja borocnosa, Ceror Jako-
Ba bpara boxujer, Ceeror JoBana MuiocTusor, a ca
jyxkHe ctpane Ceror ATaHacuja AJEKCaHIPH]jCKOT,
Cseror Cuisectepa Pumckor, Cetor CnupunoHa
Tpumurtynrckor u geo ¢purype Csetor Kupnna Asex-
cauapujckor (ci. la-b, 2a, 3c, 4, 5¢c—d, 11). Takohe
YKa3aHO je J1a je HaTIMCe Ha CBUIIMMAa CBHX apXHje-
peja y cuenn Ciryx0e otana y onrapy u3Beo Mut-
POIIOJIHT, Kao U Ja je OH Takol)e N3Beo M CBE 3J1aTHE
HaTmuce Kpaj purypa apxujepeja ca lbUXOBUM HMe-
HUMa. 3aKJbYUCHO je JIa Cy MY y CIIMKamy OBE CIICHE
TToMoTyIa TpojuIa moMohHMKa, o7 KOjuX je jemaH u3-

238

Beo nuk Ceeror Huxone Mupnukujckor, apyru ¢u-
rypy Csetor Case Cprckor, a Tpehu nmukose CBeTor
Bacwuimja Benuxkor, Cseror I'puropuja Huckor u neo
¢urype Ceeror Kupunna Aekcanapujckor.

V pany je yka3zaHO Ha apTyMEHTE KOjH Ca CHTyp-
Homrhy moTBplhyjy na je Mutpomnonut JoBan 3orpad
010 MPOTOMAjCTOP pecaBckor kuBomuca. Heku on
BUX Cy KapaKTePHCTHYaH HAuYWH CIHMKalba TOpHE
(cn. 6a—7) u nowe maxke (ci. 3c, 7; 7-8d, 9b—d)
KojoM apxujepeju y ciienn Ciyx0e oTana mpHIpxa-
Bajy CBHUTKE, a KOjU Cy 0coOeHH 3a pag MuTpormoanra
JoBana 3orpada. [loceOHa maxxma yka3aHa je u jef-
HOM O] 3alITUTHUX 3HAKOBA OBOT U3Y3ETHOT CIIMKapa
— crenu(UYHO] MPAKCH UCTIMCUBama uMeHa CBeTor
JoBana 3naroycTor y popMu KOHTPAKIIHje Ca TUTIIOM
Y TIpBa JIBa CJI0Ba UMEHA y KOjeM j€ CIIMKap TajHO 3a-
OeIe)Kno 1 CBOje ComcTBeHO uMe (ci. la, 7). V3 ap-
xanlene npukazane nopen YacHe Tprese moceOHO je
ykazaHo Ha Juk Ceeror Cnupuaona TpuMuTyHTCKOT
KOjU y TOMIeqy MojeNnanyje MHKapHaTa W JIeToTe
JIMKa MoKasyje BpxyHcko ymehe Mutpononuta JoBa-
Ha 3orpada (ci. Sc—d, 11).



