Andela Gavrilovic

REPRESENTATIONS OF THE WELLS IN THE BYZANTINE
ART. CONTRIBUTION TO THE RESEARCH OF THEIR
ICONOGRAPHY*

Introduction and historiography

The topic of the present paper is the iconography of the wells2 in the
Byzantine art in the scenes of Old Testament and New Testament cycles, the
hagiographic cycles and the cycles illustrating the stories from the paterika, as
well as in the scenes of the Cycle of the Virgin, in some rare scenes with histori-
cal content and in other compositions.

The theme of the well in the Byzantine art is not enough covered and
not even treated by scholars. The most investigated theme is the fountain of
life (fons vitae),3 in the scene of the Virgin Virgin Zmodoyog tnyn* and in the

I * T dedicate this paper to the memory of my grandmother Veroslava Kosti¢, born
Kopsa.

2 Concerning the wells in general v. the reference Brunnen, in: Lexikon fiir Theolo-
gie und Kirche, 11, Freiburg-Basel-Rom-Wien, 1994, 727-728 (H. Brakmann); Beersheba, in:
Ibid., 124. About the iconography of the wells, in: Lexikon der Christlichen Ikonographie,
IIL, (hrsg. v. E. Kirschbaum et alt.), Quelle, Quellenbrunnen, 486-487; Brunnen, in: Lexikon
der Christlichen Ikonographie, 330-336 (A. Thomas). For the iconography of the scenes that
will be mentioned in the text we refer to corresponding lines in the following lexicons and
manuals: H., TTokpoBckiii, Eeancenue 6'n RAMAMHUKAX B UKOHOZPAGDIU NPEUMYUECIEEHHO
suzanmiuxn u pycckux s, C. IlerepOyprs, 1892; E. Kirschbaum, W. Braunfels, (hg.), Lexikon
der Christlichen Iconographie, Bd. 1-8, Rom, Freiburg-Basel-Wien, 1968-1976; Carbol, F.,
Leclercq, H., Dictionnare de I’archéologie chrétienne et de liturgie, I-XV, Paris, 1924-1953;
L. Réau, L’iconographie de I’art chrétien, 1, 11, 11I/3, Paris, 1955-1959.

3 P.A. Underwood, The Fountain of Life in Manuscripts of the Gospels, Dumbar-
ton Oaks Papers Vol. 5, 1950, 41-138 (further: Underwood, The Fountain); T. Velmans,
L’iconographie de la “fontaine de vie” dans la tradition byzantine a la fin du Moyen Age,y:
Synthronon, Art et Archéologie de la fin de Antiquité et du Moyen Age, Récueil d’études, Paris,
1968, 119-134; J1. MenakoBuh, bocopoouya ,, ’Kueonocru ucmounux * y cpnckoj ymemnocmi,
in: 36opark PaymoBa Buzanronomkor MucturyTa K. 5, beorpan, 1958, 203-218.

4 B.Munanosuh, O ¢hpecyu na ynazy y Boeopoouuuny ypkey apxuenuckona [lanuna
1l y Ilehu, in: 3orpad 30, beorpan, 2004-2005, 141-165 (The author deals with the ico-
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individual representations of the paradise fountains in the Gospel manuscripts.s
On the other hand, there is much less talk about the representations of the wells
from other scenes in other art media, and only occasionally in the framework of
individual scenes. This mentioning is mainly reduced to the description of the
form of the well.6 Sometimes, although very rare, it is mentioned through the
contruction material of which wells represented on frescoes were built from. In
most cases, the material used was marble.”

In such a way, already Pokrovski, describing the scene of the Annunciation
to the Virgin at the well from the Illuminated Akathist (from the Museum of
Saint Peterbourg Spiritual Academy), mentioned that this well has a marble
footstall consisting of several steps.8 For the other wells, from the homonymous
scenes, Pokrovski only gives a general epithet “classical”.? Peter Singelenberg
on a few places describes the form of the well in the scenes of the Healing of
the Blind Born. 10

In recent times, speaking of the Christ Ministry Cycle, Paul Underwood,
mentions several wells from different scenes. To the description of each well
he gives space of one sentence, or less. He describes their form and sometimes
relates the water in the wells with the symbolism of baptism from the scenes
the Healing of the Blindborn at the Pool of Siloe, the Encounter of Christ with
Samaritan Woman and The Healing of the Paralytic at the Pool of Vithesda.!!
He mentions the example of the scene the Healing of the Blind Born at the
Pool of Siloe at the Serbian monastery of Chilandar,!2 and Christ and Samaritan
Woman in monastery of Decani, where in both cases the well has the appearance
of a baptismal font.!3 Ivan Drpi¢ also mentions forms of wells, and sometimes
points out the construction material of the wells: ,,the quatrefoil stone well* in
the scene of the Healing of the Paralytic in Vithesda in the nartex of the Serbian

nography of the motive of the vessel in which Virgin Zwodoyog anyn carries Christ in the
west fagade of the nartex in Church of Pecka patrijarsija); M. Tamuh-Bypuh, Jlux u nopyka
boecopoouye ,, H360p srcusoma*, in: Cryauje o boropomumu, beorpan, 2007, 510 (=Tati¢-
DBuri¢, M., Image et message de la Théotocos ,, Source de vie“, in: Association Internationale
d’Etudes du Sud-est Europeen, Bulletin XIX-XXIII, 1-2, Bucarest, 1993, 31-47, fig. 1-8. The
author mentions the same vessel from the same scene).

5 V. the cited text of Underwood in our footnote no. 2.

6 P.A.Underwood, Some Problems in Programs and Iconography of Ministry Cy-
cles, in: The Kariye Djami, Vol. 4, Studies in the Art of The Kariye Djami and Its Intellectual
Background, Princeton, 1975, 258, 261, 262.

7 V. our previous note; U. dprwuh, Tpu cyene uz yuxnyca Xpucmosux uyoa u noyka y
conohanckom napmexcy, in: Caommrerma 34 (2002), beorpan, 111, 112, 114, 115, 123, 125.

8 Tlokposckiii, Esaneenue, 23.

9 Ibid.

10 P. Singelenberg, The Iconography of the Etschmiadzin Diptych and the Healing of
the Blind Man at Siloe, Art Bulletin, Vol. 40, No.2 (Jun., 1958), 110-111.

11" Underwood, Some Problems, 258.

12 Ibid., 261.

13 Ibid. 262.
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monastery of Sopoc¢ani,!4,,the cruciform well“ in the scene of the Healing of the
Blind Born at the Pool of Siloe from the same church,!5 ,,the cruciform Jacob’s
well” in the scene of Christ and Samaritan Woman from the same church,16
»the cruciform vessel” in the scene with the same content from the chapel of
Saint Euthymios in Thessalonika,!7 ,,the cruciform marble bassin on the stair-
cased base* from the scene with the same content from monastery of Protaton
at Holy Mountain, 8 ,,the cruciform bassin® from the scene Prophet Elisha heals
the bad water in Jericho from the north dome of the nartex in the monastery of
Chilandar.1® Thalia Gouma-Peterson points out that the well from the scene of
the Encounter of Christ with Samaritan Woman has the cruciform shape as well
as the scene of the Baptism of Aspebetos from the cycle of Saint Euthymios
from the of the Chapel of Saint Euthymios in Thessalonika.20 She relates them
to the symbolics of baptism.2! Miodrag Markovi¢, describing the scene of the
Healing of the Blind Born at the Pool of Siloe in Decani mentions ,,the round
well*“.22 The same author mentions that the well from the scene of the Encounter
of Christ with the Samaritan Woman has the shape of a cruciform baptismal font
with a staircased base.23 Bojana Popovi¢ states that the fountain from the scene
of the Annunciation to Ann in Decani consists of two bassins, a cruciform one
and a rectangular one,24 and that the font from the scene of the Annunciaton
to Virgin Mary is round-shaped.2s Smiljka Gabeli¢ notices that the wells from
the scenes of the Teachings of Saint Gregory the Theologian and of Basil the
Great in the nartex of the monastery of Lesnovo are cruciform.26 For the wells
from the scenes of the Encounter of Christ with the Samaritan Woman and the
Healing of the Blind Born the same author mentions that they are ,,in the form
of the crosses®.27 She asserts that the cross-shaped well is in the connection with
the symbolics of baptism,28 as Gouma-Peterson asserts as well. Milan Ivanovi¢

=

Hpnuh, Tpu cyene, 111.
5 Ibid., 111, 114.

6 [bid., 112, 114.

17" Ibid.,115.

18 Ibid., 125.

9 Ibid., 123.

20 T. Gouma-Peterson, Christ as Ministrant and Priest as Ministrant of Christ in a
Paleologian Program of 1303, in: DOP 32, Washington, 1978, 212, fig. 27.

21 Gouma-Peterson, Christ as Ministrant, 209.

22 M. MapxoBuh, Xpucmosa uyoa u noyke, in: B. J. Bypuh (yp.), 3UHO CIUKapCTBO
Heuana. I'paha u crymmje, beorpam, 1995, 136 (further: 3udno cauxapcmeo /[euana);
Ilerkosuh, [euanu, P1. CXCII.

23 Ibid.

24 B. Ilomoswuh, [Ipocpam srcusonuca y onmapckom npocmopy, in: 3UIHO CIUKAPCTBO
Heuana, 91(further: [Monosuh, /Ipoepam scusonuca).

25 Ibid., 92.

26 C. T'abenuh, Manacmup Jlecnogo. Hemopuja u ciukapemeo, beorpan, 1998, 162
(further: I'abenuh, Jlecroeso).

27 Tabenwuh, Jlecnoso, 91.
28 Ibid.
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in one scene of the Cycle of the Virgin in the Church of the Virgin Hodegetria
in Pe¢, notices ,,the cruciform two-steped base (the encloisture of the well?)*.29
On the basis of that observation, he identifies the scene as the Announciation
at the well. These very brief and side mentionings of the wells in literature
are justified by the simplicity of their iconography. Still, regarding present day
literature, exempting the wells from the scenes of the Encounter of Christ with
the Samaritan Woman, the Healing of the Paralytic at the Pool of Vithesda and
the Healing of the Blind Born at the Pool of Siloe,30 these mentionings are the
furthest statements reached in the research of the relationship between shapes
of the wells and their symbolic meaning. We leave for future work the review
in this direction, regarding wells in broader set of cases, while we will now deal
with the iconography of the wider repertiore of wells and with the general ques-
tions which are imposed when analyzing this motive.

In the text there will be talk about the questions of shape, appearance and
symbolism of wells, as well as about the degree of the reality of their represen-
tation. The word will go about the wells in general. Until this day, there has not
been a study which would put in it’s scope wider iconographical repertoire of
the motive of the well. The present text would contribute to the acquaintance
of this theme.

Listing of the scenes

In the Byzantine art and in the art of it’s cultural sphere we will find the
representations of the wells in the following scenes: Moses by the well-fig.1-
(Ex.2:15),31 Moses and Daughters of the Midian priest Jethro water the flock
-fig.2-(Ex.2:16), 32 Rebecca water the camels of Jacob-fig.3-(Gen.24:20),33
Joseph thrown to the pit -fig.4-(Gen.37:24), 34 Lifting Joseph from the pit

-fig.5- (Joseph sold to merchants-Gen. 37:28),35 Reuben returning to the pit

29 M. Usanosuh, Ipxea bocopoouye Oodueumpuje y Ilehxoj nampujapuiuju, in:
Crapune Kocosa u Metoxwuje II-111, 148 (133-156).

30 B. P. A. Underwood, Some Problems, 245-302.
31 0. Demus, The Mosaics of San Marco in Venice 2, Vol. II: Plates, Chicago, Lon-

don, 1984, P1. 312, P1. 321; Demus, O., Die Mosaiken von S. Marco in Venedig, Wien, 1935,
Abbild. 50.

32 0. Demus, The Mosaics of San Marco in Venice 2, The Thirtheenth Century, Vol.
Two: Plates, Chicago, London, 1984, P1. 77 (colour plate), Pl. 322 (black-and white plate);
Ead., Die Mosaiken, Abbild. 50.

33 E. Kitzinger, Mosaics of Monreale, Palermo, 1960, Fig. 30, PI. 38.

34 0. Demus, The Mosaics of San Marco in Venice 2, The Thirtheenth Century, Vol. I,
Text, Chicago, London, 1984, 131, P1. 37 (black-and-white plate); Ead., /bid., Vol. II: Plates,
PI. 244; P1. 250; E. Vio, St Mark's Basilica in Venice, London, 2000, 24-25, fig. 13 (colour
plate),or in: Demus, Die Mosaiken, Abbild. 31 (black-and-white picture).The pit is here rep-
resented as a well,as in two following scenes.V. next two notes.

35 Two events, the event of “Lifting Joseph from the pit* and ,,Joseph sold to mer-
chants* are in some cases, as for example in the Baptistry in Florence, executed as one scene.
Sometimes, as is the case in the Basilica of St Mark in Venice,these are executed as two dif-
ferent scenes. V. O. Demus, The Mosaics of San Marco in Venice 2, The Thirtheenth Century,
Vol. 11, Plates, P1. 252 (Lifting Joseph from the pit, the Church of Saint Mark); Guadalupi, G.,
The Holy Bible, Places and Stories from the Old and New Testament, Turin, 2003, 76, fig. 76
(Joseph sold to merchants, the dome of the Baptistry in Florence).
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Fig. 1 Moses by the well, |
the Basilica of St Mark,
Venice, XIII c.

Cn. 1 Mojcej na 6ynapy,
oazunuxa Ceemoe
Mapka, Beneyuja, XIII 6.

Fig. 2 Daughters of
Median Priest water the
flock, the Basilica of St

Mark, Venice, XIII c.

Cn. 2 Mojcej u
hepxe maoujamckoe
ceeuimenuxa noje
cmaoo, bazunuxa
Csemoe Mapxa,
Beneyuja, XIII 6.

Fig. 3 Rebecca water-
ing camels of Jacob, the
Cathedral of Monreale,
Sicily, XII c.

Cin. 3 Pesexa noju
Jakoemwese kamue,
xameopana y Moupearney,
Cuyunuja, XII 6.
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Fig. 4 Joseph thrown to the pit, the Basilica Fig. 5 Lifting Joseph from the pit, the

of St Mark, Venice, XIII c. Basilica of St Mark, Venice, XIII c.
Ca. 4 Jocugha 6ayajy y 6ynap, bazunuxa Cn. 5 Jocugha sade uz 6ynapa, 6asunuxa

Csemoe Mapka, Beneyuja, XIII 6. Ceemoe Mapxka, Beneyuja, X111 6.

Fig. 6 Reuben returning to the pit, the Fig. 7 The Annunciation to the Virgin Mary,
Basilica of St Mark, Venice, XIII c. the Basilica of St Mark, Venice, XIII c.

Cn. 6 Pysum ce epaha na 6ynap, basunuxka Cx. 7 brazosecmu Bozopoouyu na dynapy,
Csemoe Mapxa, Beneyuja, X111 6. basunurxa Ceemoe Mapka, Beneyuja, XIII 6.
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-fig.6- (Gen.37:29),36 Prophet Elisha heals the bad water in Jericho (2 Kings
2:19-22), 37 the Annunciation to Ann -fig.15, fig. 16- (acc. to apocrypha),38
the Annunciation to Virgin Mary at the well -fig.7- (acc. to apocrypha), 39 the
Healing of the Blind Born at the Pool of Siloe (Jn. 9:7), 40 the Encounter of
Christ with Samaritan Woman -fig.13-(Jn.4:6-21), 41 the Healing of the Paralytic
at the Pool of Vithesda-fig.12-(Jn. 5:2-9), 42 Christ Sends Apostols to Baptize
Peoples of the World *3 Ananias baptizing Paul -fig.8-(Acts.22,16),4 Peter bap-
tizing centurion Cornelius (Acts.10:48),45 Peter baptizing the young maiden

in the house of Cornelius (the variant of the previous scene), 46 Mark baptiz-
ing Athaulf in Aquileja -fig.11- (acc. to apocrypha),47 Mark baptizing Anianus

36 O. Demus, The Mosaics of San Marco in Venice 2, The Thirtheenth Century, Vol.
1I: Plates, Chicago, London, 1984, P1. 255.

37 M. Mapkosuh, [Ipgobumnu scueonuc enaene maHacmupcke ypkee, in: Manacmup
Xunanoap, beorpan, 1988, 229.

38 V. R. Petkovi¢, La peinture Serbe du Moyen Age, I, Beograd, 1930, Pl. 84a (the
well with two rectangular recipients and ancient mascaron ornament on the upper recipient
from Bela Crkva in Caran); Ead., La peinture Serbe du Moyen Age, II, Beograd, 1934, 23,
fig. 24 (the cruciform well from the catholicon of Chilandar monastery); [Tonosuh, /Ipoepam
arcusonuca, 91, fig. 17b (the cruciform well in the prothesis of Dec€ani); V. N. Lazarev, Old
Russian Murals and Mosaics, London, 1966, fig. 32 (the cylindrical well from the church of
Saint Sophia in Kiev), etc.

39 M. Usanosuh, Lpkea Bocopoouye Ooucumpuje y Ilehxoj nampujapuwiuju, in:
Crapune Kocosa u Metoxuje II-111, 148 (the Virgin Hodegetria in the monastery of Pe¢);
Homnoswuh, IIpoecpam scusonuca, 92, fig. 18 (the prothesis of the Decani ); Lazarev, Old Rus-
sian Murals, fig. 33 (the skeuophilakion of the church of Saint Sophia in Kiev); O. Demus,
The Mosaics of San Marco in Venice I, The Eleventh and Twelfth Centuries, Vol. II: Plates,
Chicago, London, 1984, P1. 41 (the Church of Saint Mark -colour plate).

40 Singelenberg, The Iconography, 111, fig. 9 (the Gospel Rossano from the Arch-
bishop Library, fol. 7); Ibid., fig. 10 (the manuscript of the Homilies of Grigorius of Na-
zianze — manuscript from the Paris National Library Par. Gr. 510, fol. 316v); O. Morisani,
Gli Affreschi di Sant’Angelo in Formis, Napoli, 1962, fig. 20 (the church of San Angelo in
Formis); Gouma-Peterson, Christ as Ministrant, fig. 25 (from the church of Saint Catherine
in Thesalonika) etc.

41 B. P. IlerxoBuh, /Jevanu, II, Beorpan, 1941, Pl. CXCII (the catholicon of Decani);
Hprh, Tpu cyene, 107-129, fig. 7, (the Protaton at Holy Mountain); Gouma-Peterson, Christ as
Ministrant, fig. 22 (the church of Saint Virgin Peribleptos, i.e. Saint Clement, in Ochrid), etc.

42 C. Bypuh, Jbybocmuma. Lprea Yenerwa boeopoouuunoe, beorpan, 1985, fig. 11, etc.

43 Vio, St Mark's Basilika, 145, 149, fig. 115; Demus, Die Mosaiken, 6.

44 Tomuh, b., M. Yanak-Menuh, Manacmup euanu, Beorpan, 2005, 485, fig. 402.

45 E. Mumurposa, Manacmup Mamejue, Cxomje, 2002, fig XXXIII.

46 G. Babi¢, Les chapelles annexes des églises byzantines. Fonction liturgique et Pro-
grammes iconographiques, Paris, 1969, 106, fig. 71 (the Chapel of Saints Peter and Paul in
the Church of Saint Sophia in Kiev).

47 M. T'muropujesuh-MakcumoBuh, [Juxiayc dena anocmoinckux y Gu3aHMujcKoM
cauxapemsy, beorpax, 2007 (memyOnukoBaHa JoOKTOpcka aucepranuja), 199 (further:
I'muropujesuh-Makcumosuh, Juxayc); O. Demus, The Mosaics of the San Marco in Venice
2,The Thirtheenth Century, Vol. I, Text, Chicago, London, 1984, 186, 282, P1. 78 (color plate),
PL. 336, P1. 337(black-and-white plate); Ead., /bid., I, The Eleventh and Twelfth Centuries,
Vol. I, Text,58,60,61.
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(?7),#8 Hermagoras baptizing the youth-fig.10-(acc. to apocrypha),4 Martyrdom
of Matheew-fig.9-(acc. to apocrypha),s0 The Baptism of Nachor, The Baptism
of Aspebetos,siSaint Isidoros baptizing harlots,s2 Palladios runs away from the
well in which he saw the asp,53 Abbot Doretheus giving instructions to Palladios
and blessing the well 54 Beside these scenes, wells appear in the next ones:
Byzantine emperor Leo guides a blind man in the presence of court members
and priests,ss the Teaching of Saint Basil the Great (fig.9),56 the Teaching of the
Saint Gregory the Theologian, 57 the Virgin Z®woddyog myn, 38 and on canon

tables of Gospels Manuscripts.s

Iconography

Regarding the theme of wells, the language of the Byzantine iconography
was very miscellaneous. This diversity first refers to their shape, and then to

48 TmuropujeBuh-Maxcumosuh, [uxnyce, 199; M. ImuropujeBuh-Makcumosuh,
Cyene uz oicusoma ceemoz Mapka y euszanmujckoj ymemuocmu, y: Caommrema XXV,
Beorpan, 1993, 45, fig. 5 (the enamel plaque from Pala d’ Oro). V. also the note No 21 from
the her text in: Ead., Ibid.

49 I'muropujesuh-Makcumosuh, [Jukayc,199; O. Demus, The Mosaics of San Marco
in Venice I, The Eleventh and Twelfth Centuries, Vol. I1: Plates, Chicago, London, 1984, 61,
62, Pl. 45.

50 1bid.,P1. 360,P1. 371 (south aisle, the Basilica of Saint Mark in Venice).

51 Ch. Walter, Art and Ritual of Byzantine Church, London, 1982, 46, XII-fig. 28
(Paris. Graec. 1128, f. 144v); Gouma-Peterson, Christ as Ministrant, 212, fig. 27.

52 E. Vio,La capella di Sant’ Isidoro e i restauri dei mosaici, in: 3orpad 32, beorpan,
2008, 121, fig. 6a (a marble well in the form of the cube; the chapel of Saint Isidoros in
the Church of Saint Mark in Venice).The scene represents one event form the vita of Saint
Isidoros.

53 M. Mapxkosuh, Unycmpayuje namepuuxux npuua y npunpamu Xuianoapcko
Kkamonuxowa, in: Ocam éexosa Xunanoapa, beorpan, 2000, 520, 530, 534 (Sch. 11, 35a). The
literal base for this, and following scene, are the paterika.

54 Ibid., 520, 530, 534 (Sch. II, 35b ). I use this opportunity to express my appre-
ciation to Ph. D. Miodrag Markovi¢ for pointing me out the presence of wells in two last
menitoned scenes.

55 T. Velmans, La peinture murale byzantine a la fin du Moyen Age, Paris, 1977, 74.
6 Tabenuh, Jlecnoso, fig. 76.

7 Ibid., fig. 77.

58 Ibid., fig. XLV.

59 Underwood, The Fountain, 41-138. We shall mention two more scenes, which
don’t enter into the scope of our study, because they belong to the postbyzantine period, but
which can be added to the repertoire of the scenes with the motive of the well. These are
two scenes from the Cycle of the Holy Cross: Young men pull the Old Jew Judah out of the
well (v. C. Ilejuh, Manacmup Ceemu Huxona Jabapcku, beorpan, 2009, 169, fig. 116; M.
Janocha, Exaltation de la Sainte Croix dans le cadre de cycles illustratifs d’invention de la
Sainte-Croix dans la peinture monumentale post-byzantine de la fin du XVe et XVlIe siéecle, in:
Ni$ and Byzantium-36opuuk pagosa III, Ni§ 2005, 310-311) and the Baptism of Judah in the
well (Ilejuh, Manacmup Ceemu Huxona, 169, fig. 116; Janocha, Exaltation, 310-311). I use
this occasion to express my warm gratitude to Ph. D. Svetlana Peji¢, for pointing me out that
the theme of the well appears in these scenes.

W W
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Fig. 8 Ananias baptizing Paul, the monas- Fig. 9: Martyrdom of Matheew, the Basilica of

tery of Decani, XIV c. St Mark, Venice, XIII c.
Cn. 8 Ananuja kpwmasa Ilaena, Cn. 9: Myuerwe Mameja, 6azunuxa Ceemoe
manacmup Jewanu, X1V 6. Mapxa, Beneyuja, XIII c.

Fig. 10 Hermagoras baptizing the
youth, the Basilica of St Mark, Venice,
XII c.

Cn. 10 Xepmazopa kpwmasa
mnaouha, 6azunuxa Ceemoe Mapka,
Beneyuja, XIII 6.
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| Fig. 11 Mark baptizing
¢ Athaulf, the Basilica of St

Cn. 11 Mapko Kpuimasa

Amayngha, basunuxa

| Ceemoe Mapka, Beneyuja,
Xl s.

Fig. 12 The Healing of
the Paralitic at the Pool of
Bethesda, the Monastery
of Ljubostinja, XV c.

\\ Cn. 12 Ucyemere

. pacnabmenoe y baru
Cunoamckoj, manacmup
Jby6ocmura

Fig. 13 Christ and
Samaritan Woman, tha
. Basilica of St Mark,
Venice, XIII c.

~ Cun. 13 Xpucmoc u
Camapjanxa, bazunuxa
. Ceéemoz Mapxka, Beneyuja,
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Fig. 14 The w1 o8 (A AR, Aok t7

Teaching of St Basil . g .
the Great, the mon- |
astery of Lesnovo,
XIVe. |

Cn. 14 |
Yuumemwcmeo
ceemoe Bacunuja

Benuxoe, manacmup
Jlecnoso, XIV 6.

~ 8 L - 1 -
their secondary iconographic characteristics, the colors of wells, their height,
the presence or absence of the base, as well as the appearance of the water in
wells (in the case it was depicted).

a) The shapes of wells. Regarding the shapes of the wells they can be
represented in cruciform, cylindrical form,6! square-shaped (horizontallys2 or
vertically placed®3), in the form of hexaedre,54 or in the form of octoedre.65

60 Singelenberg, The Iconography, 110, fig.10 (the Healing of the Blind Born on the
miniature from Homilies of Gregory of Nazianze from Paris National Library Manuscript
Par. Gr. 510, fol. 316v); B. P.IletkoBuh, Jeuanu, 33, PI.CXCII (Chirst and the Samaritan
Woman, the Monastery of Decani); dpmuh, Tpu cyene, fig. 7 (Chirst and the Samaritan
Woman, Protaton); Gouma-Peterson, Christ as Ministrant, 199-216, fig. 21 (Chirst and the
Samaritan Woman, the chapel of Saint Euthymios in Thessalonika); Gouma-Peterson, Christ
as Ministrant, fig. 25 (the Healing of the Blind Born, the church of Saint Catherine in Thes-
salonika); ['abemuh, Jlecnoso, fig. in color XVIII (Christ and Samaritan Woman, the church
of Saint Archangels in Lesnovo) etc.

61 Morisani, Gli Affreschi, fig. 21(Christ and Samaritan Woman, the Church of San
Angelo in Formis); Kitzinger, Mosaics, Fig. 44, P1.38 (Rebecca waters the camels,the ca-
thedral of Monreale); Gouma-Peterson, Christ as Ministrant, 199-216, fig. 22 (Christ and
Samaritan Woman, the church of the Virgin Peribleptos in Ochrid); B.P. [lerkosuh, JKugonuc
ypxee y Jbybomeny, I'macank Crorckxor Hayunor [pymtsa II, Cxomse, 1927, 109-124, pic.
4 (the homonymous scene, the church of Ljuboten); M. benosuh, Pasanuya. Hemopuja u
cauxapemeo, beorpan, 1999, fig. LXX- in color, LXIX —black and white photo (the Healing
of the Paralytic at the Pool of Vithesda, monastery of Ravanica) etc.

62 G. Millet, A. Frolow,La peinture serbe du Moyen Age en Yougoslavie, Fasc. II,
Paris, 1957, PL. 60, 1 (the Annunciation to Ann, the catholicon of Gradac) etc.

63 1. M. Bophesuh, 3uono ciuxapcmeo cpncke énamene doba Hemaruha, beorpar,
1994, 146 (the Healing of the Blind Born at the Pool of Siloe, the church of Saint Nicolas in
Ljuboten).

64 Tabenuh, Jlecnoso, fig. XLV (the Virgin Zmoddyog nnyn) etc.

65 S. Dufrenne, Les programmes iconographiques des églises byzantines de Mistra,
Paris, 1970, PL. 13, Schéma IX: Afendiko, église-nartex (Christ and Samaritan Woman, the
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Regarding the height of the wells they can be elongatedss or shallow.67

Concerning their complexity, wells can be composed from one main re-
cipient, in which water flows directly from the springé or one or more other
recipients in which water overruns.®® Cruciform wells can be represented with
the four usual, rectangular endings,” and can be represented with the rounded
endings.”! Cylindrical-shaped wells can have rounded?2 or oval openings at the
top,73 while those square-shaped often have rectangular’+ rather than square
openings.”s There are such representations of the wells which reassemble bap-
tismal fonts.76

One of the present architectual elements of the well, which appears oc-
casionally, are two stone or two woden pillars above the well and the construc-
tion which binds them. Stone pillars appear, by our knowledge, in the scenes of
the Encounter of Christ with Samaritan Woman.?”? While the wooden pillars are
found in the scene of the same content, they can be seen as well in the scenes of
the Annunciation to Ann78 and the Annunciation to the Virgin Mary.79

north vault of the nartex of the church of the Hodeghetria Aphendiko in Mistra).

66 Bypuh, Jbyboctuma, fig. Il (the Healing of the Paralytic at the Pool of Vithesda,
the monastery of Ljubostinja).

67 Millet, Frollow, La peinture serbe du Moyen /fge en Yougoslavie, Fasc. 111, Paris,
1962, P1. 125, 4 (the drawing of the well from the scene of Christ and Samaritan Woman, the
Catholicon of Staro Nagori¢ino) or in: b. Toguh, Cmapo Haeopuuuro, beorpan, 1993, fig. 73.

68 0. Demus, The Mosaics of San Marco in Venice I, The Eleventh and Twelfth Cen-
turies, Vol. I1: Plates, Chicago, London, 1984, PI. 41 (the Church of Saint Mark -colour plate)
or in: [TokpoBckiit, Eéancenue, 23, drawing 28).

69 T. babuh, Kpawesa ypksa y Cmyoenuyu, beorpan, 1987, fig. 119 (the Annuncia-
tion to Ann, the King’s Church at the monastery of Studenica) etc.

70 V. our note no 59, which refers to the cruciform wells.

71 benosuh, Pasanuya, fig. LXXXII-in color, LXXVI-black and white photo., LXXI
(the Healing of the Blind Born, the monastery of Ravanica); B.J. Bypuh, Conohanu, beorpan,
1991, 161, fig. 121:2 (the Healing of the Paralytic at the Pool of Bethsda, the nartex of mon-
astery of Sopocani).

72 Tlonosuh, IIpoepam scusonuca, 92 (The Annunciation to the Virgin Mary at the
well, monastery of Decani, prothesis), etc.

73 Kitzinger, Mosaics, Fig. 30, P1. 38.

74 V. our note 61.

75 Vio, La capella, 121, fig. 6a.

76 A.M. Talbot, Epigrams of Manuel Philes on the Theotokos tes Peges and Its Art,
Dumbarton Oaks Papers Vol. 48 (1994), Fig. 5 (the Virgin Zwodoyog mnyn, the Church of
Saint John at Mistra) etc. Cf. also supra.

77 Q. Schiller, Iconography of Christian Art, London, 1971, Fig. 453 (Chirst and
Samaritan Woman, the relief in ivory, the Maximian Episcopal throne from Ravenna, year
545-456; G. Schiller, Iconography, Fig. 454 (the homonymous scene, the bronze pillar of
Bernward in the Cathedral in Hildesheim, between years 1015-1022) etc.

78 Q. Hjort, The Sculpture of Kariye Djami, Dumbarton Oaks Papers, Vol. 33, Wa-
shington, 1979, fig. 15 (Christ and Samaritan Woman, the Church of Saint Apolinare Nuovo);
Kitzinger, Mosaics, fig. 44 (the homonymous scene, the cathedral of Monreale); G. Millet,
A. Frolow, La peinture serbe du Moyen Age en Yougoslavie, Fasc. III, P1. 2,4; Pl. 3,1 (the
Annunciation to Ann, the church of the Virgin Peribleptos at Ochrid) etc.

79 B. P. Ilerxkouh, JKusonuc ypkee FBozopoouye Ooueumpuje y Iampujapuiuju
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Beside the pillars, the base is one of the architectural elements of the
wells which can occasionally be seen in the Byzantine art.80

b) Water in wells. In execution of the wells the artist had the option to vary
the way he portraited movements of the water and its color.

Water represented in the wells is depicted by rule in the movement. This
would be done in two most frequent ways: by overrunning the water from the
main recipient to another or more of them or by accentuating the contours of
the flow of water currents. The movement of the currents can follow the shape
of the vessel or it can be represented by many smaller circular whirpools.8! The
movement of the water can be also depicted in parallel winding lines along
the surface of the vessel.82 There are examples of wells where water in them is
still.83

In regards of the coloring there exist some examples of the wells where
the color merges into the interior of wells, so that it is very difficult to distin-
guish the color of the water from the color of the well.84 There are also cases
where water is represented with one colour gradient, from the lightest to the
darkest.85 The shades of the water are very often of the same color in which
the well is depicted.86 It would be logical to assume that the dark shade of the
color of the water in the middle of the well could indicate its depth. Of course,
there are cases of the scenes with wells, where water isn’t represented at all.87
Regardless of the coloring in which the well is depicted, in numerous cases it
can be noticed that equality exists of the color of the construction material of the
well and of the water within it. There are also examples in which color of the
water differs from the color of the well.

[lelikoj, in: 3Bectns Ha brirapckust Apxeonorndecku Uucruryt IV (1927), 145-170, fig. 50
(the Annunciation to the Virgin Mary at the well, the church of the Virgin Hodegetria in Pe¢).

80 O. Demus, The Mosaics of San Marco in Venice I, The Eleventh and Twelfth Cen-
turies, Vol. 1I: Plates, Chicago, London, 1984, Pl. 41 or in: [lokpoBckiii, Esancenue, 23,
drawing 28 (the base consisting of few steps, the Annunciation to the Virgin at the well, the
Basilica of Saint Mark in Venice); dpruh, Tpu cyene, fig. 7 (Christ and Samaritan Woman,
Protaton); Bypuh, /bybocmuma, fig. 11 (the Healing of the Paralytic at the Pool of Vithesda,
the catholicon of the monastery of Ljubostinja) etc.

81 V. our note 61 (the Annunciation to Ann, the catholicon of Gradac).

82 0. Demus, Die Mosaiken, 6, Abbild. 23 (Christ and Samaritan Woman, the Ba-
silica of Saint Mark in Venice), etc.

83 ImutpoBa, Mamejue, fig XXXIII (Peter baptizes Cornelius, the Church of
Mateic).

84 Tlerkosuh, Jeuanu, Pl. CXCII, CCXXV (Christ and Samaritan Woman, the mon-
astery of Decani).

85 V. our following note.

86 Kitzinger, Mosaics, Fig. 30, Pl. 38 ( Rebecca waters camels from the cathedral at
Monreale).

87 Npuuh, Tpu cyene, fig. 7(Christ and Samaritan Woman, the church of Protaton);
Millet, Frolow, La peinture, Fasc. 111, Pl. 2,4; P1. 3,1 (the Annunciation to the Virgin at the
well, the Church of Virgin Peribleptos at Ochrid); [TetkoBuh, JKusonuc, fig. 50(the Annun-
ciation at the well, the church of Virgin Hodegetria in Pe¢); I'abenuh, Jlecnoso, fig. XLV (the
Virigin Zwodoyog mnyn, the nartex of the monastery of Lesnovo) etc.
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Fig. 15 The Annunciation
' to Ann, the Church of St

Cn. 15 brnazosecmu Anu,
* yprea Ceeme Coguje y

IR - el x oS |

We can conclude that there didn’t exist unique pattern in representing
wells in the Byzantine art, but still, in some cases, the consistencies can be
noticed.

c¢) Construction material of wells. On the basis of the observations of
representations of wells in art and some written testemonies about them, we can
with quite certainty assume that marble was in most cases the contruction ma-
terial of which wells represented in the Byzantine art were built from. In great
number of cases, if we would rely on the data which art material provides, we
could have been sure in the mentioned statement.88 We will mention now some
examples of these wells.

In the sixth century, at the Pool of Siloe, water rose beneath the basilica
build on the place where the Blind Man was healed, and was conducted into the
basin, divided into two parts to provide that both sexes could be undisturbedly
immersed. For these divided two parts (i.e. divided pools, divided bassins) it is
clearly stated in the source that they are built from marble: ,,et habet duo solia
ex marmore*.89

The Pool at Vithesda constituted of two basins, the upper and the lower
one, and was vaulted with caracteristic portico with five vaults.20 On the ex-
ample of the scene in the monastery of Ljubostinja we can see that the artist
represented the pool where Christ healed the Paralytic and its surroundings,
with lavishly decorated marble wall, marble pillars, with the high well on the

88 If we compare some representations of wells from art material with real marble,
we come to this assumption.

89 P. Geyer, “Itinera Hierosolymitana saeculi III-VIII, “Corpus scriptorum ecclesi-
asticorum Latinorum, XXXVIII, 1898, 175-176 (cited according note no 13 from: Singelen-
berg, The Iconography, 108 ).

90 Jn., 5,2; M. Taruh-Bypuh, Bumesoa, in: Enyuxnoneouja npasocrasna, Kmura
mpBa, A-3, beorpan, 2002, 381.
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Fig. 16 The Annunciation
to Ann, the monastery of
Decani, XIV c.

Cn. 16 Bracosecmu Anu,
manacmup Jeuanu, XIV 6.

marble base (v. fig. 12).91 Here, as well as in the case of aforementioned wells,
we ask the questions of the symbolism of the scenes and the wells in them and
of their realistic appearance. Where the wells were originally built of the marble
and where the marble was connected only through symbolic meanings of the
scene and the message it represents. The question possed was their surrounding
really been built of marble as well. Are the representations of the marble wells
in the Byzantine art the reflection of the realistic situation which regards each
individual well in individual scene at the time of the execution of the certain
scene or the reflection of the real circumstances of earlier times? Or, in other
words, do the representations of the wells in the art material have their “mate-
rial”, original or some other model or is the model from later period or are they
just the reflection of the symbolic meaning of the scene? Or can we submit the
third option that the representation of the well in each individual scene contains
elements based on real appearance of wells, as described in certain biblical or
other events. The further research would first require analytical approach to
the problem: research of individual problems of each well, it’s apperence and
it’s symbolics, and then, observe possible similarities and differences in apper-
ences and symbolics of scenes. Here we have only indicated the most impor-
tant problems. We will not be in position to deal with these problems in more
detail because of purpose of this text and of the limited time and space on our
disposal.

In conclusion we can say that on one hand, we can see that there are
indications that the connection between marble and construction materials of
certain wells gives the possibility that certain real wells could really have been
built of these materials. In depicting the construction material of wells, the artist
could depict them according to the church furniture he had around him.

d) Coloring of the wells. In the Byzantine art, wells can be executed in
one colour, or represented with one or more colors gradients. Although one
colour could seem dominant, shades and spillings of one or more colours can
be noticed on each individual well. Still, different shades of purple color mostly

91 Bypuh, Jbybocmursa, fig. 11.
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appear.?2 Sometimes, even when executed in the same church, wells from dif-
ferent scenes can be carried out in the grades of different colours. When ex-
ecuted in marble, they can be marked with different marble veins.

Although the differences in colors and their shades represent wells in the
Byzantine art in broader sense of the word, there also existed others themes
which artist painter executed in the same manner as themes of wells.93 The
colour and construction material of these themes didn’t always represent the
unique iconographical solution of wells. Here, we first think of the theme of
Christ tomb, the rock rolled from Christ’s tomb, and also of some architec-
tural elements, such as pillars, socle, floor, even tables, all of them also rep-
resented in numerous different scenes. Regardless of the model which artist
used it can be noticed that similarity exists in the execution of all these themes.
Aforementioned description also apply to these themes, and these require fur-
ther future research on subject of the theme of wells. Perhaps, the multicolor-
ness and variety of wells shown in the Byzantine art could be explained by
the assumption that the constructing material shown by Byzantine artist in the
execution of the wells is in the number of cases marble.

It should be recalled that marble is the unusual, multicoloured, stone, and
that it has the unique physical property of shimmering, from which it got it’s
name.% It also should be mentioned that numerous Byzantine authors admired
and described the beauty and physical properties of the marble stone.95 And just
as it is very difficult, for example, to define color of certain marble blocks on the
fagades of churches Studenica% and Banjska,%7 because of the complex multi-
colourness caused by the multiple spilling of the stone colours, which at the first
glance seem to be one-coloured, the same case is with colours of certain wells
shown in the Byzantine art. If we assume that certain wells were really built
from marble, we can also assume that they were shimmering. The effect of the
marble shimmering can even today be seen on the sunny day on the fagades of
Studenica and Banjska. Of course, this is just assumption. The detailed analysis
of individual cases of wells is still to be done.

Regarding the fact that in the Byzantine art and in the art of those lands
which were under Byzantine occupational cultural influence great number of
wells were represented in different scenes and so preserved in that way, these
scenes have various meanings given within their own context of conceptual
meaning. Hence, we believe that the further research in this direction would
present the analysis of the individual symbolics shown in different scenes. In

92 Morisani, Gli Affreschi, fig. 20 (Christ and the Samaritan Woman); Bypuh,
Conohanu, 161, fig. 2 ( the Healing of the Blind Born at Siloe) etc.

93 V. for example the case of Matei¢ in: Jlumurposa, Mamejue, fig. 11.

94 H.G.Liddel and R. Scott,4 Greek-English Lexikon,rev. and augm. by Sir H. S.
Jones et al.,Oxford, 1996, 1081.

95 V. the reference ,,marble” in the index, in: C. Mango, The Art of Byzantine Empire
312-1453, Sources and Documents, ed. by J.H. Janson,New Jersey,1972,270.

96 M. Suput, Gottesmutterkirche als Kultbau im Rahmen der byzantinischen Archi-
tektur Ihrer Zeit, in: B. Kopah, (yp.), Crynennna u Buzanrtijcka ymerHoct oko 1200. ronuse,
beorpan, 1988, fig. 2, 3, 6 (133-139).

97 Tomuh, Yanak-Menuh, Jeuanu, 255, fig. 192.
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that sense, it would be important to observe wells from three points of view:
from the point of view of the picture which shows archeological findings of
wells on the territory of Holy Land, Byzantium and lands of its cultural influ-
ence, then through reflections of representation of wells in Byzantine art, and
also through the picture of wells seen through the mirror of literal sources. In
the framework of observations of wells through the prism of archeological find-
ings, the questions especially appear from the observation of relationship be-
tween the appearances of the bapristeries and wells, and also between agiasms
and wells. In the view of a third angle of observation of wells, inter alia, the
important place should be given to the analysis of symbolic meaning of wells,
baptisteries and agiasms. Equaly important place belongs to the analysis of eti-
mological and deeper conceptual connections of those words which authors use
in texts dedicated to wells.

To conclude, here we tried to expose, in general, the contours of the
iconographic characteristics of the bulk of art material related to wells in the
Byzantine art, to expose some problems of the possible construction material
from which various wells were represented in various works of art. We will
speak about other problems at another time.%8

Anbena I"aBpuoBuh
NNPEACTABE KJIAJIEHALIA Y BUBAHTUJCKOJ YMETHOCTHM.

IPUIOI TIPOYYABABY HKOHOI'PAGUJE

Tema oBor paza je ukoHorpaduja KiaJeHana y BU3aHTHjCKOj YMETHOCTH y CLieHEeMa
CTapO3aBETHUX, HOBO3aBETHUX, Xarnorpadckux, GOropoANYMHUX U MATEPUUKHX LHUKIyca,
Kao M y ClieHaMa HCTOPH]jCKe CaIp)KUHE U APYTUM TI0jeIMHAYHIM KOMITO3HIIHjaMa.

VY pany he GutH pedn o nuTamUMa OOIKKA, U3IICAA, B CHMOOJIMKE KIIaJeHaIa, Kao
U O CTENeHY PEeaNUCTHYHOCTH EUXOBHX IpescTaBa. bulie peun o KilaaeHIMa YONIITEHO.
o nanamimer JaHa, HHUje HaMcaHa CTyAMja Koja OW y cBoOje OKBHpe oOyXBaTHia LIMPU
HKOHOTpadCKH pereproap TeMe KiaJeHala y rope HaBeeHHM IIUKIyCHMa U clieHama. Paj
KOjH je TIpeJ1 YUTAOLEM JONPUHEO OM 103HABaKkY OBOT MOTHBA.

V 3akspydKy MoxkeMo pehiu 1a ¢ jeHe cTpaHe mocToje HHIAMIM]jE 1a OBE3aHOCT n3mely
MepMepa U rpaljeBUHCKOT MaTepHjalia KiajeHala aaje MoryhHOCT Jia Cy MOjeIHH KIIaACHIH
3aucTa Ownu m3rpaleHu O OBHX MarepHjaiia. Y NpUKa3HBamy rpal)eBUHCKOT MaTepHjajia
KJIaJieHana, yMEeTHHUK je MOrao Jia uX u300pa3u rnpema pKBEHOM MOOMIHjapy KOjH je UMao
npe codoM. be3 003upa Ha y30p KOjU je YMETHHK UMAo Mpe]] COOOM youasa ce Jia MOCTOjH
CIIMYHOCT y U3BOhEHbY CBHX OBHX MOTHBA. [IPETXOHO HOMEHYTH OIMCH MOTY C€ OJJHOCHTH
U Ha OBE TEME, a OHE 3axTeBajy Aasba Oyayha MCTpakuMBarba MOTHBA KJIAJICHIA M APYTHX
MoTuBa. Mokzia O ce mapeHuI0 y 6ojaMa i pasHOBPCHOCT Y MPHKa3HUBamby KiaJcHana y
BHU3aHTH]jCKOj YMETHOCTH MOTIIM 00jaCHHUTH NPETIOCTABKOM Ja je Tpal)eBUHCKH MaTepuja
0]] Kora cy KJaJieHI u3rpal)eHu nprukasuBaHd MepMep y BelInKoM Opojy ciydajea. Tpeba
ce MPUCETUTH JIa je MepMep LIapeH, HeOOUYaH KaMeH ca MPUPOJHIM CBOjCTBOM /i CBETIYLIA,
o KojeM je m poouo mMe. CIIOMEHHUMO M TO Jia Cy €€ JIIOTH W MPHPOIHUM CBOjCTBUMA
OBOI' KAMEHA JMBHJIM M ONMCHUBAIM UX OPOJHH BU3AHTH]CKH MUCLH. AKO IIPETHOCTABUMO J1a

98 For the origin of the pictures v. our notes that refer to individual scenes.
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Cy MOjeAMHU KJIAJICHIM 3aucTa OMiu u3rpaheHn ox MepMepa, U Kao TaKBH NPUKA3UBAHU Y
BH3aHTH]CKOj YMETHOCTH, MOIJIM OMCMO J1a TPETIIOCTaBUMO U Jia ¢y Mpuaiu. HapasHo, oBo je
caMo MpeTnocTaBka. JleTajbHa aHaIM3a [0jeAnYaHuX CllydajeBa KiiaJeHala TeK IPeICTOju.

C 003upoM Ha YHMICHUILY 1a je Y BH3aHTHjCKOj YMETHOCTH M YMETHOCTH 3eMajba
O]l ’bCHUM [MBHIIM3ALMjCKAM YTHIAjeM TPUKa3UBaH U OYyBaH BEJIHMKH OpOj pazinuMTHX
Ipe/icTaBa KiIajcHala y pa3iMyduTHM CLiEHaMa, OHE HMajy COICTBEHY CHMOOJHKY BE3aHy
3a COINCTBEHM MAEjHU KOHTEeKCT. CTora, MUCIMMO J1a OM JlaJba HCTPaXKMBAHba Y OBOM IPaBILy
MofipasyMeBasia pa3Marpame MojeIMHAYHNX CUMOOJIMKA CIIeHa, Kao M 3ajelHHYKHX MecTa
cumOoHKe oipel)eHUX KOMITO3UIIHja. Y TOM CMHCITY, OJ] 3Hauaja O OHJIIO cariieJaTH KJIaICHIIe
KpO3 TPM IIPU3ME: ca CTAHOBHIITA CIMKE KOjy Jajy apXCOJOIIKM Hajla3M KiajeHana Ha
nozipy4jy Csere 3emibe, y Buzantuju u 3emspama mweHe KylaTypHe cepe, 3aTUM Kpo3 ozpa3
JIMKOBHUX IPEJCTaBa KIaJeHala y YMETHOCTH BU3aHTHje U HEHOI KYJITYpPHOI Kpyra, Kao
1 CBaKaKO KO3 CIIMKY KJaJIeHala y oniefaly JUTepapHuX U3BOpa. Y OKBUPY IOCMATparba
KJIaJieHana Kpo3 MpU3My apXeoJIONIKHMX Hajla3a, MOCEOHO MHUTAame OTBAapa Ce Carye/laBabeM
onHOCa n3Mel)y u3rnena KpCTHOHMIIA M KJTa/IeHala, arkja3Mi M KiIaJieHala, Kao U lhUXOBHUX
n3o0paxema y yMeTHocTH. Y ckiomy Tpehe cTpane carienaBama npobiaeMaTrke KiaeHana,
TIOPEJI OCTAJIOT, BA)KHO MeCTO 61 Tpeballo ja mpuIaHe CHMOOIMYKOM TyMaderby KilaieHara,
KPCTHOHHMIIA M arvjasMH, Kao M pa3Marpamy eTHMOJIOIIKO-H/CJHUX BE3a PEeYH KOje IMUCIH
KOPHCTE Yy CBOjUM CacTaBUMa 1ocBeheHUM KIIaJICHIIMMA y IIUPEM CMHCITY Pedn.

OBie CMO ce MHOTPYIMIM A& YOIIITCHO H3JIOKHMO KOHTYpE HKOHOIpaCKux
ocobeHocTH OOWMHE JHKOBHEe Tpalhe KiajgeHala, Kao W J1a M3HECEMO MPETIIOCTaBKE O
moryhem rpaljeBuHCKOM MartepHjary O Kojer Cy MOjeIHH KIaAeHIM u3rpal)eHu nprKkazaHmn
Ha (peckama.



