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APXUTEKTYPA U ) KUBOIIUC HPKBE CBETOI' KIUMEHTA
Y MOCTARUMA KO/l TPEBUIHA

Huna JlojoBuh Musmmanh'*
'Brcoka IIKoJIa 3a TypHU3aM U XOTeIHjepcTBo, Tpebume, Penybnuka Cpricka

Caxkerak: LlpkBa Ceeror Kiiumenra y Mocrahinma xox Tpebuma carpaljena je u xxuBonucana nouetkom X VII Bujeka.
[Tpunana n31B0jeHOj CKyIIMHY [IPKaBa CKPOMHHX JJMMEH3H]a, KOj€ Cy TOKPHBEHE KAMEHHM IIJI0YaMa, Ca KapaKTepUCTHUHUM
MIPEKJIONIOM IUIOYa Ha CJbeMEHY. YHyTap OBUX jeIHOOpDOAHHUX IpKaBa Hajla3e Ce NPHCIOHEHHU JIYKOBH Iy OOYHHX
3WI0Ba W TOAYKHU ToryoOimmdgacTi cBoja. Kox oBakBor Thma mpkaBa 00jeUECHE CY OPTOJOKCHE HIIeje HapydHola u
€IIEMEHTH 3aIlaJHOXPUITNAHCKOT CTHIIA, KOje YHOCE TpaauTesbu. JKUBOIIC y IPKBH H3paano je 3orpad Bacummje 1623.
rofMHe NOIITYjyhu TpaauIMOHAIHU PACIIOpPe]] KaKaB je OHO YCTa/beH Y MambHM XEepIICroBauKUM LpkBama TokoM X VI u
XVII Bujeka. JleTajbHUjOM aHAIM30M CTHIA YTBphEH je cimkapcku kBaiauteT 3orpada Bacunmja. OBaj 3orpad, mopen
yoOMuajeHnX MKOHOTpadCKUX cXeMa, YHOCH M HeKe MKOHOrpadcke moceOHOCTH — TponuKy npezcraBy Ceere Tpojurie,
10jaBy TPHOBHX BHjE€HAlla HA IJIaBaMa CBETHTEJba M HEyoOWYajeH Inpuka3 cueHe Mpras Xpucroc y rpoly (Imagio
pietatis). LIy oBOT pafa jecTe Ja yKake Ha OBE HKOHOTpadcKe MoCeOHOCTH U /1a C€ pa3MOTpe MOTYhH yTHIIAjH KOjH Cy
JIOBEJH JI0 TI0jaBe OBUX M3y3€TaKa y CIMKAPCTBY XEpILEroBavyke enapxuje, Kao ¥ aHAIM3Upame CTuiIa 3orpada Bacummja
U yTBphHBame MPOBEHU]CHIIM]E apXUTEKTOHCKHUX 00JiMKa Ha mpoctopy XepueroBadke enapxuje y XVI u XVII Bujexky.
Kibyune pujeun: upksa Ceeror KitumenTa, apxutekrypa, xuBonuc, 3orpad Bacuiuje, nkoHorpadcke moceGHOCTH.
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Abstract: The church of St. Kliment in Mostaci, in the vicinity of Trebinje, was built and wall painted at the beginning
of the 17th century. It belongs to the detached group of churches which are of moderate dimensions, with roofs cladded in
stone slabs with distinctive slab overlapping at the gable. Within these single-nave churches there are leant arches along
side-walls and longitudinal half-arched ceiling. In these types of churches, the orthodox ideas of the ordering party and
elements of the West-Christian style, introduced by very builders, have been incorporated. The wall painting in this church
was done by zograph Vasilije in 1623 who respected and obeyed the traditional pattern and scheme which had already been
used and known in minor Herzegovinian churches during the period of the 16th and 17th century. The painting quality
of zograph Vasilije's work has been stipulated by means of the detailed style analysis. This zograph, beside common
iconographic schemes, introduces some iconographic individuality and singularities — presentation of the Holy Trinity
in the form of three-faces image, appearance of the thorn wreaths on the heads of the saints and unusual presentation of
the scene Dead Christ in the Grave (Imagio pietatis). The aim of this work is to pinpoint these iconographic individuality
and singularities and to examine the possible influences which led to appearance of these exceptions in painting of the
Herzegovinian Eparchy, as well as analysing of zograph Vasilije's style and stipulation of origins of architectural forms in
the area of the Herzegovinian Eparchy in the 16th and 17th century.
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YBOA

Tema oBoOr pajia ycMjepeHa je Ha apXUTEeKTypy
n xuBonuc 1pkee Cseror Kinumenra y
Mocrahuma kon TpeOuma, y Hapoay mo3Hara
kao Knummentuna. OBa xepleroradyka ILpKBa
Ha OCHOBY apXUTEKTOHCKOT CKJIOTMA, NMpHUIaaa
U3JIBOjEHO] CKYNUHHU jeAHOOPOJHUX LpPKaBa,
CKPOMHHUX JMMEH3H]a, Ca MOIYKPY>KHOM ariCHI0M
Ha UCTOYHO] CTPaHU. YHYTap LIPKBE j& MOMYKHH
MOJTYOOIUYacTH CBOJ, a MOCEOHY 3aHMMJBUBOCT
YUHE YHYTpAUIkhU NPUCIOHEHU JTYKOBU YK
60ounux 3ujoBa. LlpkBa je MOKpHBEHAa KaMEHUM
riouyama. Ha ocHOBy Harmnmca yHyTap IpKBe, H3Ha
yJa3HHUX Bpara, ca3HajeMo Ja je IPKBY KHUBOITHUCAO
3orpadg Bacummje 1623. rogmne mnomryjyhu
TpaJMIMOHAJIAH PACTIOPE KaKaB je OMO YCTalbeH y
MambUM LIPKBaMa, a KOjH j€ OCIIOIEH Ha Paciopes
KakaB je OMo 3acTyIUb€H Y MamUM I[pKBaMa Ha
npoctopy Ilehke narpujapimje Tokom XVIu XVII
BUjeka. 3orpad Bacunuje momtyje u ycrajbeHe
nukoHorpadcke odpaciie KakBe MOKEMO BHIIJETH Y
XEpLETOBaYKUM I[PKBaMa U3 OBOT IIEPHO/IA, Al Ce
3anakajy M HeKe M3y3€THOCTU. TpONMKU MpHKa3
Cgete Tpojurie, kao 1 HeyoOHUajeH MPUKa3 CLICHE
MprtaB Xpuctoc y rpo0y (/magio pietatis) y upkBu
Caeror Kimmenra npezcraBibajy HKOHOTpadCke
pujetkoctu. Heyobuuajen je u mpukasz cumOosa
MYYEHUIITBA y BUAY TPHOBHUX BHjeHAIa Koje
Bacunuje nocTtasiba Ha I1aBe CBETUTEIhA.

JATALIMIJA U3I'PAIBE U )KUBOITMCA
[PKBE CBETOI' KIIMMEHTA

pxea Ceetor KnmmmenTa, y Hapoy mo3HaTa
kao KimMeHnTuia, Hana3u ce OKo 2 KAJIOMETpa
cjeBepo3anajaHo on TpeOuma, y mpaBOCIaBHOM
rpo6sby Hacesba Moctahu. M3nax ymasHux
BpaTa y LPKBY HaJla3u ce€ HATMHC KOjU IpyKa
mogaTtaKk O BPEMCHY XKHUBOIIMCamka LPKBE IIa
ce TPEeTIOCTaBJha J1a j€ TO M BpHjeMe HEHOT
rpahema. Y HaTmHCy je HaBEACHO Ja je IPKBa
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INTRODUCTION

Topic of this piece of work has been directed
at the architecture and the wall painting of the
church of St. Kliment in Mostac¢i in the vicinity
of Trebinje, which is known as Klimentica among
local people. According to the architectural design,
this Herzegovinian church belongs to the detached
group of the single-nave churches which are of
moderate dimensions and with a semicircular
apse in the east. Inside this church, there is a half-
arched ceiling while the distinctive singularity
is the existence of inner leant arches along side-
walls. The church roof was cladded in stone slabs.
Thanks to the inscription inside the church, which
is actually above the very entrance church door,
we find out that the very wall painting was done
by zograph Vasilije in 1623 who respected the
traditional arrangement which was common in
churches of smaller dimensions, and which relied
on the arrangement which was common in churches
of smaller dimensions in the area of Patriarchate
of Pe¢ in the 16th and 17th century. Although
zograph Vasilije respected iconographic patterns
which can be seen in Herzegovinian churches from
this period, some distinguished singularities can
be noticed as well. The presentation of the Holy
Trinity as well as the unusual presentation of the
scene Dead Christ in the Tomb (Imagio pietatis) in
the church of St. Kliment represent iconographic
rarity and singularity. The presentation of the
symbol of martyrdom- thorn wreaths- that Vasilije
put on the saints' heads is also uncommon.

DATATION OF BUILDING AND WALL
PAINTING OF THE CHURCH OF ST.
KLIMENT

The church of St. Kliment, known as Klimentica
among local people, is located about 2 kilometres
away from Trebinje in the north-west direction, in the
Orthodox graveyard of the suburb called Mostaci.
Above the very entrance church door, there is the
inscription which provides a piece of information
about the church wall-painting which consequently
leads to the conclusion that this is the year of its
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Ci. 1. Hpksa Ceeror Kimmmenra
Fig. 1. Church of St. Kliment

JKUBOIMCaHa y 100a nehkor marpujapxa Ilajcuja
(1614—1647) u xepueroBaukor MUTPOIOIUTA
Cumeyna (1615-1630) u w™jecHor mnomna
Hparojna. Krutop xuBonmca 6uo je Pamoje
MuxaspeBuh, a xwuBomuc je 1623. romumue
ypanuo 3orpad Bacummje. C o03upom Ha TO 1a
J€ OBO jJeIMHU MO3HATU JOKYMEHT KOJU CIIOMUE-E
Panoja MuxasseBuha u xuBonucua Bacunuja
(KajmakoBuh, 1971, ctp. 277; Muneruh,
1954, ctp. 284) npernocrasiba ce na je Pamoje
MuxaspeBuh mpunagao MCTAKHYTO] CEOCKO]
MOPOJIMIM C 003UPOM Ha TO J1a je y TELIKO 100a
MOTA0 Hapy4YHTH U TUIATHTH U3paay >KUBOIHCA
upkse. [louerkom XVII Bujeka rpaguie cy ce
CEOCKE IPKBE MaJIUX AUMEH3HUja, a KTUTOpU
MOCTAjy JIOKAaJTHU IPKBEHU BEJIMKOIOCTOjHUIIH,
CEOCKHM KHE30BHU U BOJBOJIE WIIH ce€ocKa OparcTBa
(Kopah & bBypuh, 1964, ctp. 562).

building as well. The inscription contains the
information that the church wall painting was done in
the period of patriarch Pajsije from Pe¢ (1614—1647)
and Herzegovinian archbishop Simeun (1615—-1630)
and the local priest Dragojlo. The bestower of the
wall painting was Radoje Mihaljevi¢, while the very
wall painting was done by zograph Vasilije in 1623.
Taking into consideration the fact that this is the only
known and existing document which mentions the
name of Radoje Mihaljevi¢ and zograph Vasilije
(Kajmakosuh, 1971, p. 277; Munetuh, 1954, p. 284),
it is assumed that Radoje Mihaljevi¢ belonged to a
distinguished village family because he was able to
order the church wall painting and pay for it at that
hard time. At the beginning of the 17th century, the
village churches were built in moderate dimensions,
while their financial supporters and donors were local
church dignitaries, village headmen and dukes or
village fraternity (Kopah & Bypuh, 1964, p. 562).
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JOCAJJAIIBA NCTPA’KNBAIBHA 1IPKBE
CBETOI' KIIMMEHTA

Hpksa Ceeror Knumenra y auteparypu ce
MpBU MyT criomuie 1888. roqune y Buecmuuxy,
rgje je Bynmeruh-BykacoBuh B. o6jaBuo nuo
HaTIIMCa KOjU Ce HaJa3M M3HAJ 3alaJHuX BpaTa
upkBe. OBaj ayTop y MOTIYHOCTH 00jaBibyje
HATIHC, Y3 KPaTKe 3a0MJbEIKE O IIPKBU U H-EHOM
xuBomnucy, 1890. roqune. Harnue, y njenunan
1oHoBO 00jaBibyje CtojanoBuh Jb. ,,Xpaw Ceemoe
Knumenma y Mocmahuma*, moMmume ce y3 ocraiie
upkse IIporonpessurepujara Tpedumckor 1890.
roguHe, kao u 1901. ronuue y3 ocrane IpKBe
TIOMHIbE CE€ U OBa IIPKBA ca HEKOJIMKO MOJIaTaKa 13
Harnuca. Mnapuon Pysapari, Takohe oBe roaune,
HABOJIM JIATyM KHBOITHCaba OBE LpKBe. Biaaumump
hopoBuh HEKONMMKO IMyTa MOMUELE OBY LPKBY, Y3
ocTaJIe XepLeroBayke MaHacTipe, HaBoaehu camo
TOJIMHY JKUBOIHKCama, yBUujek 1630. roguny, 3a
BpHujeme narpujapxa Ilajcuja u xeprieropayxor
mutpornonura Cumeyna (1615—1630). OBa ronuna
ce NOMH-E M 'y HOBH]jOj JIUTEPATypH.

[IpoyuaBajyhu OBy XepueroBauky IPKBY
Muntetuh H. neraspHHje muie o pacrnopeny H
MKOHOTpa(Uju )KUBOIKCA, KA0 U aHATIM3H CTHUIIA.

KajmakoBuh 3. mnpoyuaBajyhu 3unHo
cimKapceTBO Y bocHu n XepreroBuHu aHaiusupa
u paz 3orpada Bacunuja unju ce moTnuc Hajmasu
W3HAJl Bpara y yHyTpalmbocTH pkse. [Ipodecop
ap Cserozap Pamojumh npjeno osor 3orpada
OLjemY]je Kao ,,KIACUYHU NPUMjEp PYCIUYUUPaHe
YMjemnocmu‘, anu UctHde U cienehe ,,necnpemnu
upmedic u opeuehe boje oajy 3anamy majcmopa
Bacunuja cnazy u ceexcuny xoja nooceha nonexaoa
HAQ CMeNIoCmu U eKCnepUMenmucare MOOepHUxX
majemopa nocie umnpecuonusma’ (Kajmaxosuh,
1971, crp. 278). KajmakoBuh ce nasse OaBu
uKoHorpadckoMm ananm3zoM BacunumjeBor gjena y
Mocrahuma u 3akipyuyje aa ce 6e3 CTpy4HHUjer
CJIIMKAPCKOT MPHUPYYHUKA, KAKO j€ Paauo OBaj
3orpad), He MOXe OCTBApHUTHU J100ap pas.
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FORMER RESEARCHES OF THE
CHURCH OF ST. KLIMENT

The church of St. Kliment was mentioned in
the references for the first time in 1888 in Viestnik,
in which V. Vuleti¢-Vukasovi¢ made the part of the
inscription above the west church door public. This
author made the entire inscription, with some short
notes about the very church and its wall painting,
public in 1890. The entire inscription was again
published by Stojanovi¢ L. ,,The church of St.
Kliment in Mostaci* and it was mentioned together
with other churches of archpriest's area in Trebinje
in 1890, as well as in 1901 when this church,
with some information from this inscription, was
mentioned together with some other churches.
Also, Ilarion Ruvarac, mentioned the date of this
church wall painting in this same year. Vladimir
Corovi¢ mentioned this church a few times,
together with other Herzegovinian monasteries,
stating only the year of the church wall painting,
which was always 1630, during the period of
patriarch Pajsije and Herzegovinian archbishop
Simeun (1615—1630). This year has also been
mentioned in the recent references.

While studying this Herzegovinian church,
Mileti¢ N. also analysed and wrote in details
about the organization and iconography of the wall
painting, as well as about the style analysis.

While studying the wall painting in Bosnia
and Herzegovina, Kajmakovi¢ Z. also analysed
the work of zograph Vasilije, whose inscription
is above the door inside the church. Professor
Doctor Svetozar Radoj¢i¢ evaluated the work
of this zograph as ,, the classical example of
the rusticized Art“, but he also emphasized that
., awkward drawing and garish colours give the
master Vasilije's craft power and freshness which
sometimes remind of boldness and experimenting
of modern masters after Impressionism*
(Kajmaxosuh, 1971, p. 278). Kajmakovi¢ dealt
further with the iconographic analysis of Vasilije's
work in Mosta¢i and made conclusion that without
existence of a more competent painters' book of
reference, a good work cannot be done upon the
way how this zograph worked.
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APXUTEKTYPA IIPKBE

IIpxBa Cseror KnuMmeHTa npumana Tuimy
I[pKaBa Koju je Ouo 3actyrsbeH y Jlanmauuju u
jyxxHoM [Ipumopjy jour y nepuoay ox IX no XI
BHj€Ka, OJJaKJIe CE MPOILIUPUO Y YHYTPAIIHOCT
nyTeM ayOpoBaukux Tpaautesba. Koj oBaksor
TUTIA IPKaBa 00jeTUEHE CY OPTOJOKCHE HJIEje
Hapy4uolla U eJIEMEHTH 3araJHoXpHUIIhaHCKOT
CTHJICKOT Koje yHoce rpaautessn (Kopah &
‘Bypuh, 1964, ctp. 562—563). [Ipunana nu3aBojeHoj
CKYIIMHH L[PKaBa, KOje Cy ce HapOuMUTO Tpajauiie
y UCTOYHO] XEpIETOBUHH — IPKBE jeJHOCTaBHE
OCHOBE, CKPOMHHUX JHMMEH3Hja, MOKpHUBEHE
KaMEHUM IuIOYaMa, ca KapaKTEePUCTUYHUM
IIPEKIIONOM Iuto4a Ha cibemeny (LlymyT, 1984, ctp.
155). V yHyTpammoCTu ce Hajla3e MPUCTIOmhEHU
JTYKOBU JyX OOYHUX 3HUAOBA U TMOAYKHH
MOTyOOINYACTH CBOJI, OjauyaH MOMPEYHUM JIyLIuMa
i 0e3 \buX.

IpxBa Cgeror Knumenrta je jennoOpomHa
npaBoyraoHa rpaleBuHa, ca NPUCIOHEHUM
JTyKOBHMa, MUJIACTPUMA, Ty’K OOYHHX 3UI0BA U
ca mosryoOnuyacTuM cBosioM. LIpkBa ce Ha HCTOKY
3aBplIaBa MOJXYKpPY>KHOM arncuaoMm. [lunactpu
Cy TIOBE3aHH JIyKOBUMa KOjU 00pa3zyjy HHIIE.
VY 00YHMM 3HMJI0OBUMa CMjEIITEHE Cy HUIIE 3a
MIPOCKOMU/IN]Y U haKOHUKOH. Y ILIPKBU C€ Haja3u
JpBEHA OJTapcKa mperpana ca asepuma u3 XVII
Bujeka (ILleBo, 2002, ctp. 186). ITox je mokpuBeH
TECaHUM KaMEHUM IUI0YaMa.

3UI0BU LIPKBE HANPABJHEHH CY OJ1 JIOMJHEHOT
KaMeHa, OJJHOCHO Of] KPYITHUX KaMEHHUX KBajepa
CIIOXKEHUX Y XOpPU3OHTaJHE penoBe. M3nan
3amaJHoT 3UJAa IPKBE Halla3d CE€ MaJld 3BOHUK
Ha TpEeCIHIly, HalpaBJbeH o (puHo oOpahenux
KoMana kpeumaka. Cynehu mo HaumHy oOpaze
KaMeHa, MPETIOCTaB/ba Ce Ja jé 3BOHUK HACTao
HemTo KacHuje, y XIX Bujeky. 3BOHUK je jeqHa
O/l TYIaBHUX KapaKTEPUCTHKA L[PKBUIIA OBOT THIIA
y XepueroBunu. CBjeTIOCT y LIPKBY IPOIUPE KPO3
MaJIi MPO30p Ha JY)KHOM 3UAY U KpO3 KacHHje
npoOMjeHrn OTBOp Ha amcuiau. Bpara mpkse Ha
3armagHoM 33Uy, HalpaBJbeHa Cy O KaMEHUX
JOBpAaTHUKA U HAJBPAaTHUKA. Y HaJBPATHHKY, ca
YHYTpalllihe CTPaHe, HaJla3u Ce HaTIIUC.

VY upkBeHoM rpo0spy Moryhe je BUajeTH

THE ARCHITECTURE OF THE CHURCH

The church of St. Kliment belongs to the type
of churches which was represented in Dalmatia
and South Seaside even in the 9th to 11th century,
and from which it spread towards the inland
thanks to builders from Dubrovnik. In this type
of churches, the orthodox ideas of the ordering
party and elements of the West-Christian style,
introduced by very builders (Kopah & DBypuh,
1964, p. 562—563), have been incorporated. It
belongs to the detached group of churches which
were particularly built in East Herzegovina — the
churches which are of simple base, moderate
dimensions, with roofs cladded in stone slabs with
distinctive slab overlapping at the gable (ILlymyT,
1984, p. 155). Inside these churches, there are
leant arches alongside-walls and longitudinal
half-arched ceiling, strenghtened with transversal
arches or without them.

The church of St. Kliment is a single-nave
rectangular church with leant arches, pilasters,
alongside-walls and with half-arched ceiling. The
church ends in the east with a semicircular apse.
Pilasters are joined by means of the arches which
form niches. In the side walls there are niches
for The Liturgy of Preparation (Proskomedia —
Prothesis) and the Apsid. In the church there is
the wooden altar partition with altar door from the
17th century (IleBo, 2002, p. 186). The church is
floored with hewn stone slabs.

The church walls were made of the broken
stone, or to be more precise of huge stone blocks,
arranged in horizontal rows. Above the west
church wall there is a small ,,distaff belfry*, made
of nicely cut pieces of lime-stone. According to the
applied method of the stone treatment and cutting,
it is asumed that the belfry was made a little bit
later, in the 19th century. The belfry is one of the
main characteristics of the churches of this type in
Herzegovina. The light enters the church through a
small window on the south wall and through later
cut-through opening in the apse. The church door
on the west wall was made of stone door posts and
lintels. In the linteln, from the inner side, there is
the inscription.

In the church graveyard, a few gravetombs can
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HEKOJMKO HAATPOOHUX CIOMEHUKA KOJH CY
0 BpPCTH MaTepujana, HauuHy oOpane u
JIEKOpaTHBHHUM €JIEeMEHTHMA BPJIO CJIMYHH 3BOHUKY.

PACIIOPEZl U UKOHOI'PA®CKE
ITOCEBHOCTH XMBOITMCA

IIpxBa Ceetor KiimmenTa nako cCkpoMHa 110
CBOJUM JTMMEH3HjaMa, 3aHMMJbHBA j€ TI0 CBOM
MPUIMYHO OYyBaHOM >KuBomucy. M3 Harmuca y
I[PKBH Ca3HAjeMO J1a j€ ,,pyKa epeuiHoaa uzyepaga
Bacunuja “ n3Bena oaj xuBonuc 1623. roaune.

3orpad Bacumnmje je ycrmjemHo pujenimo
npo0ieM CKydYeHOI MpocTopa IpkBe. Manu
IPOCTOP MYy j€é HaMETHYO OrpaHHuYeHma y
n300py KOMIIO3MIIMja U TOjeMHAYHUX (PUTypa.
[Momryjyhu Tpanunmonanau pacnopen, ¢ppecke
je Tmoaujenuo y Tpu 30He, Tako 1a ce Tpeha 30Ha
HaJIa3u Ha CBOY.

Hajumxa 30Ha ykpameHa je (IopajaHuM
yKpacoM y Bufy maiamMerte. Mctu ykpac Hanasu ce
Ha 3arajHoM 3HJy U y HMIIaMa, a Ha CTyOOBHMa
1y OJITAPCKOM MPOCTOPY OCIHKAHE Cy Apariepuje
y BUJIy 3aBjE€CHIIa OKQUCHUX Ha aJIKe.

VY 10®0j 30HU TPENICTABIbEHH Cy CBETHTEIHH
U3 LApCKe JI03€, CPICKU CBETHUTEJbH, JhEKaApH,
paTHULIM, MyYEHHULH, HakoHU. Y HUILIU CPEIHEer
nyka je nonpcje Ceemoe Knumenma. Y TjeMeHy
CpedmEr JIyKa, ca CjeBEepHE CTpaHe, je MoIpcje
Cgeme Tpojuye y BUTy TpH JIMKA, IOK C€ y TjEMEHY
Cpenmber JiyKa ca jy>KHe CTpaHe Hasla3u IoTpcje
Xpucma Emanyuna.

VY ancuam yobuyajeHo je HaciaMKaHa CIeHa
Iloknowemwa apxujepeja Xpucmy Aeneyy.
XpHucToc ArHel je NpeACTaB/beH Ha YacHO]
TpIE3H Koja je y BHIY CTyOa, IOK je y KOHXH
oJTapcke arcuzie Haciukana boeopoouya Opanma
ca apxanbhenuma [aspurom u Muxaunom. Y
MIPOCTOPY MPOCKOMHUIHjE je KoMTo3ulirja Busuja
Csemoe Ilempa Anexcanopujckoz U KOMIIO3HIIHja
curaupana kao Cruemue Xpucmogo, OIHOCHO
Mpmae Xpucmoc y epoby (Muneruh, 1954, ctp.
287).

VY ropm0j 30HM MpHUKa3aHe Cy HajBaXKHHU]E
clieHe n3 XpucToBOr KUBOTa: Poherve, Kpuimerse,
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be seen and according to the type of material, the
applied method of stone treatment and decorative
elements they are rather similar to the belfry.

THE ARRANGEMENT AND
ICONOGRAPHIC INDIVIDUALITY AND
SINGULARITIES OF THE WALL PAINTING

The church of St. Kliment, although moderate
in its dimensions, is interesting because of its rather
preserved wall painting. We find out by means of
the inscription in the church that ,,the hand of sinful
zograph Vasilije did the wall painting in 1623.

Zograph Vasilije successfully solved the
problem of the cramped and restrained church
room. Small room limited his the choice when it
comes to the option of compositions and individual
figures. Respecting the traditional arrangement, he
divided frescos into three zones, so that the third
zone is set on the dome.

The lowest zone is decorated with floral
ornament in a form of a palmette. The same
decoration can be seen on the west wall and niches,
while the draperies in a form of the curtains, which
seem to be hung by rings, have been illuminated
on the pillars and in the altar area.

In the lower zone, there are presented saints
belonging to the imperial lineage, Serbian saints,
medical men, warriors, martyrs and deacons. In
the niche of the middle arch, there is the bust of St.
Kliment. In the vertex of the middle arch, on the
north side, there is the bust of Holy Trinity, in the
form of three-faces image, while the bust of Christ
Emmanuel is in the vertex of the middle arch on
the south side.

As it is common, the scene of Obeisance of the
Archbishops to the Christ the Lamb (Agnus Dei)
has been painted in the apse. Christ the Lamb is
presented at the Holy Table which is in the form of
a pillar, while Holy Mother Oranta with archangels
Gabriel and Michael has been painted in the konha
of altar apse. In the area where The Liturgy of
Preparation (also Prothesis or Proskomedia) is
done, there is a composition Vision of St. Peter of
Alexandria and the composition marked as Christ's
Death, actually Dead Christ in a Tomb (Munetuh,
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Cpememe, Pacnehe, Cunazax y ao u Baszuecerve.
N3mely oBux kommo3uiuja 3orpad Bacummje je
YCIIjeTHO YKOMIIOHOBAO U MPEICTAaBE NPOPOKA
y MeaasboHMMa. Ha 3amasiHoj cTpaHU je clieHa
Yenerwa Bozopoouye.

Tpeha 30Ha, OJHOCHO CBOJ I[PKBE OCIHMKAH
je nmukoBuma Xpucra: Xpucmoc Ilanmoxpamop,
Xpucmoc kao Cmapay Januma w Xpucmoc
Anheo Benuxoe Casjema. Y cpeluimbeM JTUjeTy
CMjeILTEH je MK Xpucma Ilanokpamopa OKpyxeH
mempamopghom M aHTPOTIOMOPGHHUM TTpeicTaBamMa
cynya u mjeceya. IMIeHTHYHE TIPE/ICTaBE CYHIIA U
Mjecella puKa3aHe Cy y IPKBU MaHACTHpa 3aBasie.

CarnenaBameM pacmopena cIeHa U
nojeiMHayHuK ¢urypa y upksu Cegemoe
Knumenma y Moctahuma Moxe ce KOHCTAaTOBAaTH
na je yobuuajeH. 3orpad Bacumnuje crnujenu
pacmiopes; koju je Hajuenthe OMO 3aCTYIUBEH y
MambUM I[pPKBaMa Ha IMPOCTOPY XepIEeroBauyke
ernapxuje.

Pasmarpamem ukoHOrpaduje u cxema Koje
3orpad Bacuimje KopucTy MpUIIMKOM OCITHKABabha
upkBe Ceror Knumenra y Moctahuma mory
ce 3ama3uTH YTULAJU U HEKe HMKOoHOorpadcke
MOCEOHOCTH.

3anuMibuBa je nipencraBa Ceeme Tpojuye y
BUJIy TPHU JIMIIA KOja MPEACTaBba UKOHOTPA(CKy
PHjETKOCT y XepLEeroBaukoj enapxuju. Tpoauku
tunn Ceere Tpojuile mpencTaB/beH je paHUje
y BH3AHTHJCKO] U CPEIHOBJEKOBHO] CPIICKO]
ymjetHocTH — boropoauna IlepusienTta y
Oxpuay (1295.), Marenuy oxo 1350. rogune
(dumurposa, 2002, ctp. 196—197; Bypuh, 1974,
ctp. 71; Ipyjuh, 1955, ctp. 100—102). OBakas TaI
Cgete Tpojulle 4ecTo ce jaB/hao y UTAIHjaHCKO]
ymjetHoctH XV—XVI Bujeka, a HakoH 3a0paHe
OBAaKBOT IIprKa3uBama 1628. ronuHe, HacTaBsba 1a
ce MmprKazyje y 0apoKHO] yMjeTHOCTH, HAPOUUTO HA
rpaBupama aHTBeprieHckor kpyra (Tumorujesuh,
1996, ctp. 305). Bacunuje ce HajBjepoBaTHUje
OJITy4HO 3a OBaj TUN Ja OW KOMILJTUKOBaHY
TEOJIOMIKY CaJpXKUHY O jJeAMHOCYUIHOCTH H
jennakoctu Csere Tpojure mpubINKUO H
CIIMKOBUTO 00jaCHHUO HEIOBOJFHO OOpPa30BaHO)]
cpenuau. HajBjepoBarHuje je U3 UCTOT pasiora
OBy (ppecKy MOCTaBUO HA BUJHO U MPUCTYIIAYHO
MJECTO 3a BjepHHKE.

1954, p. 287).

In the upper zone, the most important scenes
from Christ's life are presented: The Birth of
Christ, Baptism of Christ, Presentation of Jesus
at the Temple, Crucifixion, Descent into Hell, and
Ascension. Between these compositions, zograph
Vasilije sucessfully fitted presentations of Prophets
in medallions. The scene of Ascension of Holy
Mother is on the west side.

The third zone, actually the dome of the
church, has been painted with the images of Christ:
Christ Pantrocator, Christ as Ancient of Days and
Christ Angel of the Great Council. In the central
part, there is the image of Christ Pantrocator
surrounded by fetramorph and anthropomorphic
presentations of the sun and the moon. Identical
presentations of the sun and the are presented in
the church of the Zavala monastery.

While observing the arrangement of the
scenes and individual figures in the church of St.
Kliment in Mostaci, it can be concluded that it is
the common one. Zograph Vasilije follows the
arrangement which was mostly used in moderate
churches in the area of the Herzegovinian Eparchy.

When observing the iconography and schemes,
which were used by zograph Vasilije while doing
the wall painting of the church of St. Kliment in
Mostacdi, the influences and some iconographic
singularities can be noticed.

The presentation of the Holy Trinity in the
form of three-faces image, is interesting and it
represents the iconographic singularity in the
Herzegovinian Eparchy.

The three-faces image of the Holy Trinity had
been presented earlier in the Art of Byzantium and
Medieval Serbian Art — church of Holy Mother
Perivlepta in Ohrid (1295), Matejce about 1350
(Aumutposa, 2002, p. 196—197; Dypuh, 1974,
p. 71; I'pyjuh, 1955, p. 100—102). This type
of presentation of the Holy Trinity frequently
appeared in the Italian Art of the 15—16th century,
and after the ban on this presentation in 1628,
it continued to appear in the Art of Baroque,
especially on engravings of Antwerpen circle
(TumotujeBuh, 1996, p. 305). Vasilije probably
opted for this type in order to make the complex
theological content upon unity and equality of the
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Ha rmaBama cBeTHTEIhA KOjU CY M0jeIMHAYHO
NpUKa3aHu Hajla3e ce TPHOBH BUjEHIIM, OTIET jeIHa
UKOHOTrpagcka HeyoOn4ajeHoCT. TpHOBU BUjEHIIH,
Kao cuMOoJ MyuyeHHUIITBA, Ha BacuiamjeBum
(dpeckama BjepoOBaTHO Cy TOCJBEAMIIA YTHUIA]ja
nyopoBaukor ciaukapcra u3 XV u XVI Bujexa.
Hy6poBauku cinukapu Hukona boxkupapesuh
u brnax JypjeB Ha rmiaBama cBeTuTesba Takohe
cnukajy TpHoBe Bujenie. C 003upoM Ha TO J1a
cy ce obojunia 1mkojoBaia y Beneuuju, oBakas
CIIMKApCKH JIeTajb Cy MOIJIH Jia TIPEy3My ca Jjena
BEHEIMjaHCKUX CIIMKapa MO3He TOTHKE U paHe
penecance, Hp. Paola Venecijana wu Giovannia
Belinnia (Graham-Dixon, 2012, ctp. 126; Prijatelj,
1968, cn. 1, ctp. 18).

VY LIpKBH ce 3araxa joII jeHa HKOHOrpagcka
oceOHOCT. Y MPBOj 30HH OJITAPCKOT IPOCTOpa Ha
CjeBepHOM 3y, Halla3u ce KoMIo3ulja Mpmas
Xpucmoc y epody (Imagio pietatis), carHupana
kao CHuemue Xpucmoso. Ilpey3zumajyhu
eJIEMEHTe U3 BHIlE n3Bopa Bacunyje je mpukazao
JEIHO HOBO HMKOHOTPA)CKO M KOMITO3UI[MOHO
pjememse. [lpukazanu cy nukoBu boropomuie u
arocroja JoBaHa Koju OIUIaKyjy XpHcTa Tako Ja
je HaroBjemTeHa crieHa Oniakugarbd, OMHOCHO
Ckudame ca Kkpcma xoja je Hajuemrhe o3Ha4eHa
kao Cuuemue (Llleso, 2010, ctp. 130). OBo je
MpOUIMpPEHa Bep3Hja IMPeICcTaBe BU3AHTU]CKOT
Nopujeka, nozHare kao Pieta. Y XV BUjeKy jaBiba
ce yrunaj Uranuje u dpaniycke y 3amnagHuM,
BU3aHTHJCKHUM M OPHUJEHTAIHUM CIUKAPCKUM
IKOJIama, Ta He 3adyhyje XpHucTOB MOJI0XKaj] HA
pyOy capkodara, Koju je pe3ynrar MOMEeHYTOr
yruiaja (Maguire, 1977, ctp. 162). Jlerasb y kome
je boropoauiia npusey6sbeHa y3 Xpucra Moxe ce
BUJIJ€TH U Y APYTUM CIOMEHHUIIIMA Ha MPOCTOPY
[lehke mnarpujapmuje. Jlune bBboropoauue
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Holy Trinity approachable and understandable,
and to explain it picturesquely and vividly to the
people who were not very well educated. Most
likely, for the same reason this fresco was set in
the visible place, the one which can be easily seen
by the believers.

On the heads of the saints, who are presented
individually, there are thorn wreaths — again one
unusual iconographic individuality and singularity.
Thorn wreaths, as the symbol of martyrdom, in
Vasilije's frescos are probably the results of the
influence of painting from Dubrovnik from the
15th and 16th century. Painters from Dubrovnik
Nikola Bozidarevi¢ and Blaz Jurjev also painted
thorn wreaths on the heads of the saints. Taking
into consideration the fact that both of them were
educated in Venice, suchlike painter's detail could
have been overtaken from the works of painters
of Venice-late Gothic and early Renaissance —
from, e.g. Paolo Veneziano or Giovanni Belinni
(Graham-Dixon, 2012, p. 126; Prijatelj, 1968, pt.
1, p. 18).

Another iconographic individuality and
singularity can be noticed in the church. In the
first zone of the altar area, on the north wall there
is te composition Dead Christ in the Tomb marked
as Christ's Death. Taking the elements from more
sources, Vasilije showed one new iconographic and
composition solution. There is a presentation of
the images of Holy Mother and Apostle John who
mourn over the dead Christ's Body, so the scene
of Pieta, was announced, or to be more precise
Removing of the Christ's Body from the Cross
which is most frequently denoted as Christ's Death
(IlIeBo, 2010, p. 130). This is an extended version
of presentation which is originally from Byzantium,
known as Pieta. In the 15th century, the influence
of Italy and France appears in west schools, schols
of Byzantium and oriental schools of painting, so
consequently the Christ's position at the edge of the
sarcophagus is not surprising at all, since it is the
result of the already mentioned influence (Maguire,
1977, p. 162). The detail in which Holy Mother
is cuddling Christ with her face pressed lovingly
to Christ's face can be seen in other monuments
in the area of Patriarchate of Pe¢. Holy Mother's
face is pressed lovingly to Christ's face in Christ's
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je mpuiby6speHo y3 XpuctoBo y Cmarujy y
npockomuanju Csere Tpojune y I[libeBbrma
(ITerkoBuh, 1974, ctp. 180). ¥V npockomuauju
upkBse y bymucasimma xon [ehn Hanasu ce cruna
komnosunyja u3z 1568. ronune (Ilerkosuh, 1965,
ctp. 101). Cnukame boropoautie u Imago pietatis
Ha JIBOCTPaHUM MKOHaMa WM JUITUCHMA YECTO Ce
cpehe y Buzanrtujckoj ymjernoctu ox XIII Bujexa.
Hajpanuja cauyBana mpeacraBa MOTHBa [mago
pietatis jecte nBocTpaHa nkoHa u3z Kacropuje u3
XII Bujexa.

[Tonynapuoctun BacunujeBux ¢Qpecaka y
MocTahuma ca mTamMnaHuM WIycTpanujama
u3 Ilpasununor muueja boxuaapa Bykosuha
u3 1538. ronuHe Mory ce youutu Ha (ppeckama
XpucroBor Pohewa, Ycnewa, Kpwmerwa u
Cpemera, 3aTUM JIjeTUMHYHO Ha MOPTPETUMA
Ceemoe Knumenma, Ceemoe Cage Cpnckoe,
Kao M Ha HEKUM JIEKOPAaTUBHUM eJIEMEHTHMA.
Canuna nkoHorpagcka cxema YCrema MOXe ce
Bugjetd u 'y Apanbhenony. Cnukajyhu Cseror
CaBy Cprckor 3orpag ce ocinama Ha rpapuuxy
WIIyCTpalfjy Ha KOjoj je CBETall MPE/ICTaBIbEH Cca
palLIMpeHnM pyKaMa 1 KOJEKCOM Y JIMjEBOj PYLH.
Melytum, 3orpad Bacunuje CaBy npencrasiba ca
TOH3YpOM Ha IJIaBH, IIITO HHUj€ CITy4a)j Ko rpaduke
u3 Musneja. OpHaMeHTe U JleTajbe Ha OACKAU
TpeTHpa ciodoanuje, He cibeaehu rpaduke, Mmaga
HEKe JIeKOpaTuBHE elleMeHTe, 1Bujehe y mocynwy,
Koje ce JiBa ImyTa jaBjba y Mocrahuma, npeyzuma
ca mirycrpauyje raje cy npukasanu Cseru Capa u
Cumeon.

CTHUJI 30I'PA®A BACUJINTA

Ctun 3orpada Bacunuja MmoxxemMo carnenatu
KpO3 IPTEkK, MOAETALHN]Y, KOJIOPUT, (DUTyparmjy,
MOPTPET, Kao M CHOCOOHOCT YyKJamama H
KOMOHMHOBAamba CIICHa M CAaMOCTATTHHUX (PUTypa.

BacunuijeB cimMKapcku MOCTYIAK 3aM0YHibe
ype3uBameM I[pTexa TAaHKOM ajaTKOM y 3.
Jlanac ce TakaB IOCTyIaK jacHO BHMJIM Ha
3UJIHUM TOBpIIMHAMA Ca KOjUX j€ BPEMEHOM
umrye3ao kuBonuc — Jlewsuc. Bacunuje kao
1pTay He nocjeayje nocedHe kBanurere. Maxo je
ErOB LIPTEXK HENpPEeLU3aH, JUIIEH eJeTaHIHje

Death in Proskomedia of Holy Trinity in Pljevlja
(ITetkoBuh, 1974, p. 180). in Proskomedia of the
church in Budisavci near Pe¢ there is a similar
composition from 1568 (IlerkoBuh, 1965, p. 101).
Painting of Holy Mother and Imago pietatis on
double-sided icons or dyptichs are frequently seen
in the Art of Byzantium from the 13th century. The
oldest preserved presentation of the motif of /mago
pietatis is the double-sided icon from from the 12th
century.

Congruities of Vasilije's frescos in Mostaci
with printed illustrations from Festive Liturgical
book (minej) done in 1538 by Bozidar Vukovi¢
can be noticed on frescos of The Birth of Christ,
Ascension, Baptism of Christ and Presentation
of Jesus at the Temple and also partially on the
portraits of St. Kliment, St. Sava Serbian, as well
as in some other decorative elements. The similar
iconographic scheme of Ascension can be seen
in Arandelovo. While painting St. Sava Serbian,
the zograph relied on the graphic illustration on
which the Saint was presented with outstretched
arms and Codex in his left hand. However, the
zograph Vasilije presented Sava with tonsure on his
head which is not the case in the graphic in Festive
Liturgical book (minej). Ornaments and details on
the vestment were treated more freely, without
following the graphics, although some decorative
elements — flowers in the holder, the motif which
already appeared twice in Mosta¢i, had been taken
from the illustration on which St. Sava and Simeon
are presented.

ZOGRAPH VASILIJE'S STYLE

Zograph Vasilije's style can be looked upon
through the drawing, modeling, colour, figuration,
portrait, and the ability to fit in and combine scenes
and individual figures.

Vasilije's painting action starts with incision
of the drawing by means of a thin tool in the wall.
Nowadays, suchlike treatment can be clearly seen
on the wall surfaces from which the wall painting
— Deisis — disappeared over the period of years.
Vasilije, as a drawer, does not possess special
qualities. Although his drawing is imprecise,
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u Jnakohe, mpenacraBe BuUIIEPUTYpPATHHUX
KOMIIO3HUIIMja U3/IBajaMO Kao IPTAYKH YCITjelIHe
njenune. KoHType M3BOAM TaMHOKECTEHACTOM,
TaMHOILJIABOM, TIIOHEr/Aje 3eleHOM 00joM.
JlekopaTuBHE 3aBjece COKJIa UCI[PTaBa T'OTOBO
L[PHUM JIMHUjaMa.

BeroB paj mpeno3HaTJbUB je MO jaKUM
KOHTpacTUMa CBUJETVIMX M TaMHHUX MOBPIIUHA.
Ha nunmma cBerurtesba JOMHUHHpAjy cpracTe,
nebene u IpHE OOpBE, KOHIICHTPHUYHE Owujerne
JHMHUjE Y OYHUM JyIlJbaMa, KIMHACTE CjeHKe Ha
MoJ0UkhalliMa. Yo4aBajy ce€ U MyTHOOKepacTa
OCBjeTJbCHba Ha JIpanepHjH, H3IYKEHa CIIOBa
Ha HATMHCUMAa U CBULHU Ca KapaKTePUCTUYHOM
o3HakoM 3a cioBo T (III). KajmakoBuh 3amaxka
TEXHOJIOUIKY TpemIKy Kojy 3orpad Bacunmje
MIpaBH, 1A HETOBH JIMKOBH U3IVIENAjy CIIMjEIH,
HaMMe 3jeHHIe 0uHjy 00ju IIpHOM 00joM Koja Ha
KECTEHhaCTO] MOAI031 BPEMEHOM I10CTaje CBUjeTIa
(KajmakoBuh, 1971, ctp. 282). Tperman nuia Huje
yjennaden. KajmakoBuh je yTBpAMO CIMKapCKH
MOCTYTIAaK KOjUM ce Bacummje ciry>Ku MpuiIMKOM
o0pasie nuia — U3 TaMHUX cMehUX 1 3eJIeHKacTuX
TOHOBA U3Parbajy OKEp CBHjETIIC TIOBPIIMHE JIHIIA.
OncTyname ol OBaKBOI' MOCTYIIKA CE€ 3araka Ha
JIMKY LIapHLie JeneHe, Yiju je MHKapHaT MOJICJIOBaH
CYNTHJIHU]€ CBHUjEeTIMM TOHOBHMMA. Cpriactu
TMIO/IOYHHAIIM TOTOBO JIa HE MOCTOj€ HA FeHOM JIUILY.
3anaska ce Ja je Bacunuje mocBeTro MHOTO BHIIE
MK MOJIETIOBAIbY JIMIIA OBE CBETUTEIBKE, JIOK je
KOJI OCTaJIMX CBETUTEJhA IIPUCYTHA CTEPEOTUITHOCT.

Crnmkapcka majieta CBEICHA je Ha HEKOJIMKO
00ja ma ce CTHYe YTHCAaK KOJOPHCTUYKE
MoHoToHHMje. [IpeoBnanaBajy LpBeHHU, IUIABH,
3esnieHn, okep u cmehu ToHOoBHM. Hemocraje
rpanamuje 0oja koja 61 OBO CIMKAPCTBO YUHHUIIO
KBIMTETHUJUM M KOJOPHUCTHYKH OOTaTHjUM.
Cejetninje TOHOBe A00HWja [0/aBamEM OKep
unu Oujene 6oje, a TamMHE TOHOBE ao00HWja
MHjelIambeM OCHOBHE 00je ca TaMHOILIABOM HJIH
TaMHOKeCTeHmhacToM 0ojoM. L[pBeHe moBpinHe,
KOje mpeoBiaaaBajy Ha ¢peckama, Takohe
orjieMemYyje ca OKep M OWjeluM TOHOBHMA 32
CBHjeTIIMj€ WU cMehuM 3a TaMHH]je TIOBPILUHE.
[InaBy koja mopen 1pBeHe 00je JOMHHHMpA Ha
BacunujeBum Qpeckama, omiemMemyje OKepoM
u OujenoMm 0O0joM 3a CBHjeTNIMje TOHOBE, a

150

deprived of elegance and lightness, we select the
presentations of compositions with more figures as
successful ensembles in the drawing context. He
outlines contours with dark brown, dark blue and
somewhere with green colour. Decorative curtains
of the stand are drawn almost in black lines.

His work is recognizable by strong contrasts
between bright and dark surfaces. Sickle-like,
thick black eyebrows stand out on the saints'
faces, as well as concentric white lines in the eye
sockets and wedge-like shadows on the rings
under the eyes. Some vague-ochre lightings can
be noticed on the drapery, as well as elongated
letters on the inscriptions and rolls with distinctive
characteristic for letter T (III). Kajmakovi¢
notices a technological mistake which was made
by zopgraph Vasilije — his characters seem to be
blind since he paints apples of the eyes black which
becomes brighter over the time on the dark brown
base. (KajmakoBuh, 1971, p. 282). The treatment
of face is not balanced. Kajmakovi¢ stipulated the
painting procedure used by Vasilije while treating
the face — ochre bright surfaces of the face emerge
from dark brown and greenish tones. Divergence
from suchlike procedure is noticed on the face of
tsarina Jelena, whose incarnate was modelled more
subtly with brighter tones. Sickle-like rings under
the eyes almost do not exist on her face. It can
be noticed that Vasilije paid greater attention to
modelling of this Saint woman, while the sterotype
is present when other saints are in question.

Painting palette has been reduced to a few
colours, so the impression of the colouristic
monotony is obtained. Red, blue, green, ochre
and brown tones prevail. Gradation of colours
is missing — gradation which would make this
painting of better quality and in the colouristic
context richer. Brighter tones are obtained by
adding ochre or white colour, while dark tones
are obtained by mixing of basic colour with dark
blue or dark brown. Red surfaces which prevail
on frescos are also enriched with ochre and white
tones for the brighter surfaces or with brown for
darker surfaces. Blue, which beside red, dominates
on Vasilije's frescos, was enriched with ochre
and white colour for brighter tones, and dark
blue for darker surfaces. Suchlike combinations
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TaMHO IIJIaBOM 3a TaMHHUje noBpinHe. OBakBe
KOMOWHAIMje ce KOHCTAaHTHO TOHAaBJbajy 0Oe3
Ha3HaKa eKCIIEPUMEHTHCAba, 11a KOJIOPHT IOCTaje
MOHOTOH U CHPOMAIIIaH.

Cujenke Ha JpamepujaMa HCLpTaBa
HEKOHTPOJIMCAHO U JIOHEKJIE HEOCMHIIIJBEHO TaKO
Jla U30CTajy PUTMHYHO pacropehenn Habopu
IITO C€ MOXKE 3aIa3uTH Ha MambHM JO0NOjaCHUM
MOpTpeTUMa, Ha ipuMjep Ha UKy Cetor CamoHa.
Bume naxme nocsehyje cnukamy Qurypa y
1jennHy, kao Ha ¢urypama Ceerux Kosme u
HNawmjana. [Ipamepuje koje mpernase MpeKo PykKy,
4ecTo Jjeryjy Kao 3aMazaHa 0oja mTo moTephyje
MOBPEMEHY TOBPIIHOCT y pajay OBOI' CIMKapa,
MIOTOTOBO KO j€ PUjey O I0TI0jaCHUM ITOPTPETUMa
y TIPBOj 30HHU.

Bumedurypanne KoMmMmo3uiuje KpacH
CKJIaHOCT, COJIUJIHA PUTMUYHOCT U MPUMjEpaH
uprex. CTHue ce yTucak Jia 30rpad) BUILIE MaKmbe
MOKJIaha KOMIIOHOBAbY OBHX TEMa, HETO MPHKazy
nojeArHavHuX (urypa u3 npse 30He. Ha Hexum
npuKa3uMa Gurypa Wi JO0NO0jaCHUX MOpTpeTa
CBETUTEJbA 3amaka ce Op3MHAa W TOBPUIHOCT
y CIUKapckoj oOpaad, AOK TPUKA3ZUBAY
BUIIEUTYpATHUX MIyCTpalHja MpUCTyIa
030uIBHH]E.

Jenna on OWUTHHX KapakKTepUCTHKA
BacunujeBor yMmjeTHHUYKOT CTBapama jecrte
HEeNpelr3Ha aHaToMcKa oOpaja Tujena. [aBa
Ceetor apxanhena Muxauna HecpasMmjepHa
je y omHocy Ha tujeno. OBaj HemocTarak y
BacunujeBom pajny, ka0 M U3BjeCHE IpTayke
HECIOCOOHOCTH, OYMTYje ce, MpHUje cBera, Ha
npukasy pyky. Ha Hexum wmimyctparujama oHe
Cy HecpasMjepHO BEJIMKE Y OHOCY Ha OCTaje
JIMjeNIOBE THjena, Ha MpuMjep Ha JTukoBuMa CBeTor
Cage Cprckor y ontapckoMm aujeny u Cetor
KnumeHnTa Ha cjeBepHOM 3uay Haoca. Bacunuje
TpUjeld U TPWIMKOM ClIMKama ctonana. boca
cToIasa, Ko IMOjeIMHUX CBETUTEIha Cy aHATOMCKHU
HEeTauHa M 0/1ajy YTHCAK KapUKaTypalHOCTH, Kao
Ha ¢urypu Ceeror CumMeoHa U3 KOMITO3UIIH]jeE
Cperema.

[Torpcja mpopoka y MenabOHUMa U37Bajajy
Ce MO JBEMOTH Yy CIHUKApPCKOM pemneproapy
upkBe y Mocrahuma. IloceGHy maxmmy majcTop
nocsehyje oxjehn u cBuIMMa Koje MPOPOIH

are constantly repeated without any signs of
experimenting, so colour image becomes dull and
poor.

He draws shadows on draperies uncontrollably
and to a certain extent without any plan, and
consequently rhytmically arranged folds are
missing, which can be noticed on smaller half-
length portraits, for example on the St. Samon's
image. He pays greater attention to painting of the
entire figures, such as the figures of St. Cosma and
Damian are. Draperies which go over the hands
often seem to be nothing but smeared colour
which confirms the occasional superficiality in
the painter's work, especially when half-length
portraits in the first zone are in question.

Compositions with more figures are adorned
with harmony, decent rhythmicality and adequate
drawing. The impression a man can get is that the
zograph pays a greater attention to composing
of these topics, rather than to the presentation
of the individual figures from the first zone. On
some presentations of the figures or half-length
portraits of saints, swiftness and superficiality in
the painting treatment can be noticed, while he
approaches more seriously the presentation of
illustrations with more figures.

One of the important characteristics of
Vasilije's artistic creation is imprecise anatomical
treatment of the body. The head of St. Archangel
Michael is disproportionate when compared to the
body. This flaw in Vasilije's work, as well as certain
drawing incapability, is evident primarily, at the
presentation of the hands. On some illustrations
they are disproportionately big when compared
to the other parts of the body, e.g. on the images
of St. Sava Serbian in the altar part and of St.
Kliment on the north wall of naos. Vasilije also
makes a mistake while painting feet. Bare feet of
some saints are anatomically wrong and leave the
impression of caricature, as on the figure of St.
Simeon from the composition of Presentation of
Jesus at the Temple.

Prophets' busts in medallions are distinctive
due to their beauty in the painting repertoire of
the church in Mosta¢i. The master pays a special
attention to clothes and rolls kept in prophets'
hands. Vasilije breaks monotony by painting
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HUHA JIOJOBUR MUJINHUR
NINA LOJOVIC MILINIC

Ipxe y pykama. Bacunuje pa3duja MOHOTOHH]Y
cnukajyhu Heka morpcja OKpeHyTa y CTpaHy
BjemTo ux yknanajyhu y kpyr. Ilpu Tom Boau
padyHa 0 pUTMHYHOCTH Jparepuja, a ToroToBo O
noJoxkajy ceutaka. Omjeha Ha OBIM CBETUTEIbHIMA
6oraro je aexopucana. Koiopur, mHKapHaTu u
Jpariepyje OBUX CBETUTEIha UCTOBJETHU Cy OHUMA
Ha ctojehuM ¢urypama u3 rpse 30He. MenaboHu
Cy OMBHYEHHU TaHKUM OHjeTUM Tpakama 0K Cy
CIIeHEe OMBUYEHE IIMPOKKUM LIPBEHUM Tpakama 6e3
YKpacHUX O0opaypa.

3AKJbYYHAK

IpxBa Ceror Kimmmenta y Mocrahuma xox
TpeOuma xuBonMcaHa je pykom 3orpada Bacunuja
1623. ronusxe.

Haj3acTynspeHUju THII TNPaBOCIABHUX
rpaljeBuHa Ha MozIpy4jy XepIleroBauke enapxuje
y XVI u XVII Bujexy cy jenHoOpoaHe LpKBe,
MambUX JUMEH3Mja, ca [OoJIyoOIuyacTum
CBOJIOM, TIOJIYKPYKHOM aIrlCHIOM Ha UCTOKY H
3BOHHMKOM ,,Ha MPECIHIY" Ha 3aMajHOj CTPaHH
pkBe. OBakaB apXUTEKTOHCKH CKIION je M3pa3
TPaJIUIIMOHAIIHAX Be3a XepIeroBadkor 3aineha
ca JlyopoBHuKOM. M31BOjeHy CKYNHHY I[pKaBa
y XepLeroBUHH MpPEACTaBJbajy jEIHOOPOIHE
IPKBE Ca MPUCIOBCHUM JIyKOBUMA Ty’ OOUHHX
3UJI0Ba U MOIYXHUM TMOJTYOOIUYaCTHM CBOJOM,
0jadaH TONPEYHOUM JIyMMa Wiu 0e3 mHUX
(upxBa Cseror Kimmenta y MocTtahnuma).
AHanusupameM jkuBomuca y IpkBu Ceror
Knmumenra yodasa ce pacnopes KOMIO3UIHja U
nojeIMHaYHuX (PUrypa Kakas je 6uo yoOuuajeH
Yy MamUM IpKBaMa Ha MPOCTOpY XepIeroBadyke
ernapxuje. AHaIN30M UKOHOTPa(CKUX cXeMa Koje
je kopuctro 3orpad Bacuimije Moxe ce 3aK/byIUTH
71a je FerOBO CIMKAPCTBO CHHTE3a MKOHOTpa(CKuX
oOpazala Koje MOXEMO BHUJJETH Y OOIMKEHM
MaHacTUpckuM 1pkBama Jloopuhesa, 3aBaie u y
1pkBu Ceetor apxanhena Muxauna y Apanhenopy
Kao U rpaduukux wiyctpanuja u3 [IpasaumuHor
muneja boxunapa BykoBuha u3 1538. ronune.
Takohe ce Mory 3ama3uTi 1 HeKe MKOHOTpadCke
noceOHOCTH Koje 3orpad Bacunmje Huje morao
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some busts turned aside fitting them skilfully
into a circle. While doing it, he pays attention
to rhythmicality of draperies, particularly to the
position of the rolls. Clothes worn by these saints
are lavishly decorated. Colours, incarnate, and
draperies of these saints are identical to those ones
belonging the standing figures from the first zone.
Medallions are rimmed with thin white ribbons
while the scenes are rimmed with wide red ribbons
without decorative edging.

CONCLUSION

The church of St. Kliment in Mostaci, in
the vicinity of Trebinje, was wall painted by
zograph Vasilije in 1623. The most common and
represented type of the Orthodox buildings in the
area of the Herzegovinian Eparchy in the 16th and
17th century are single-nave churches, of smaller
dimensions with half-arched ceiling, a semicircular
apse in the east and belfry classified as a ,,distaff
belfry* in the west side of the church. Suchlike
architectural form is the expression of traditional
bonds between Herzegovinian hinterland and
Dubrovnik. The detached group of churches in
Herzegovina are denoted and presented by single-
nave churches with leant arches alongside-walls
and longitudinal half-arched ceiling, strengthened
with transversal arches or without them (the church
of St. Kliment in Mosta¢i). During the wall painting
analyzing process of the church of St. Kliment, the
pattern and scheme of compositions and individual
figures have been noticed, the pattern and scheme
which were common and known in minor churches
in the area of the Herzegovinian Eparchy. By
means of analysis of the iconographic schemes
used by zograph Vasilije, it can be concluded
that his painting is the synthesis of iconographic
patterns which can be seen in the nearby monastery
churches of Dobri¢evo, Zavala and in the church
of St. Archangel Mihail in Arandelovo, as well as
in the graphic illustrations in the Festive Liturgical
Book (minej) done in 1538 by Bozidar Vukovi¢.
Some iconographic individuality and singularities
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npoHah# y TOMEHYTUM H3BOPUMA, a BjepOBATHO
Cy yTullaj JyOpOBauKOT CIMKapacTBa.
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