Marta Nagy

THE ICONOGRAPHY AND ICONOLOGY
OF HRISTOFOR ZEFAR’S!
SAINT NAHUM DEPICITIONS

Hristofor Zefar depicted Saint Nahum of Ohrid four times in his oeu-
vre: in 1737 in a wall painting in the main church of the Monastery of Bodani
(Bodjan, Serbia)?, and in three engravings — first in the collection entitled
Stemmatographia in 17413, then in two independent representations in 17434,
The former ones received a Church Slavonic inscription, whereas the latter two
Greek ones.

The earliest surviving image, the fresco in Bodani (fig. 1.) can be found
in the lunette of the recessed northern widow of the naves. In this wall painting
Nahum is portrayed in full-length, in frontal position as a solemnly professed
monk in a monastic habit (rason, esorason, belt, mandias, analavion, kouku-

I The work is supported by the TAMOP 4.2.1./B-09/1/KONV-2010-0007 project.
The project is implemented through the New Hungary Development Plan, co-financed by the
European Social Fund and the European Regional Development Fund.

2 0. Muxkuh, Xpucmoghop Kepaposuh u scusonuc manacmupa bohana, /eno
Xpucmodghopa Kegpaposuha (Hosu Can, 'anepuja Marune Cprncke, MCMLXI, 1961), 8.
Presumably Zefar, who painted the walls of the church in Siklés between 1739 and 1740, also
depicted the Saint of Ohrid there, though those mural paintings have not survived (ibid, 9).

3 Ibid., 11.

4 The earlier hagiographic engraving was commissioned by Nahum Bikerasz, and it
has only one known print, which can be found in the Hungarian Orthodox Museum. It will be
published and described in detail in the Catalogue of the present author’s Ohridi Szent Naum
magyarorszagi kultusza, mint az etnikai identitas megdorzésének megnyilatkozasa (The Cult of
Saint Nahum of Ohrid in Hungary as a Manifestation of the Preservation of Ethnic Identity),
currently in manuscript. The second engraving was also made by Zefar in Vienna. Based on
the above-mentioned earlier representation and comissioned by Mikhail Gotounisz, it is well-
known in the literature of the field. One of its earliest publications: [I. laBunos, Xpucmogop
Kegaposuh, npsu cpncku daxpopesay, [eno Xpucmoghopa JKegaposuha I'anepuja (Hosu
Can, Maruue Cprncke, MCMLXI, 1961), 46, 103.

5 Its sketch is published in: b. )Kusxosuh, bohanu, L{pmesxncu ¢ppecaxa, CriomeHu-
1 cprickor 3upHor ciukaperBa X VIII Bexa, with an “Introduction” by Jlenocasa Illeamuh
(HoBu Cag, I'anepuja Marune Cpricke, 1988), 41, figure 46.
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Fig. 1 Saint Nahum and Saint George of Sinai, Fig. 2 Saint Nahum and Saint Clement,
Sketch of a wall painting, 1737. (Hristophor Despotic icon. 1711. (Constantinos zo-
Zefar), Monastery of Bodani.[J)Kuskosuh (1988),  graph). Iconostasis, Monastery of Saint
41, fig. 46] Nahum, Ohrid. [I'po3nanos (1983),
Ci. 1) Ceeru Haym, Cs. Bophe na Cunajy plate XIV].
Ckuua sunsor cimkapersa. 1737, (Xpuctudop Cn. 2) Ceetu Haym u Ceetn Kiimment
JKedaposuh). Manactup bohanu. [XKuskosuh — Jlecrorcka ukona, 1711. (KoucrauTiu
(1988), 41, cn. 46] 3orpagd). Mkonocrac, Manactup Cs.
Haym, Oxpua. [['po3nanos (1983),
tabna XIV].
lion), with a halo around his head. Zefar is likely to have used the throne icon¢
of the Saint Nahum Monastery by Lake Ohrid (Ohridsko) painted in 1711 (fig.
2.) as the archetype for the garments, but he might as well have been acquainted
with Nahum’s earliest depiction in the Bogorodica Church in Zaum?, a wall
painting made in 13618 (fig. 3.), in which the saint is vested similarly. The man-
dias bound together at knee-height first appeared in the seal (fig. 4.) of the Saint
Nahum Monastery dating from the second half of the seventeenth century?,
which can now be found in Sofial0. In the fresco of Bodani Nahum’s right hand

6  Published in: LI. I'po3nanoB, ITopmpemu na ceemumenume o0 Maxeoonuja 00 IX
0o XVIII sex, Cromje, 1983, plate XIV.

7 Zaum is not far away from Ohrid and the Monastery of Saint Nahum.

8 Its sketch is published in: L. I'po3nanos, Ceemu Haym oxpuocku, Cxomje, 1995,
39, fig. 26.

9 Tts sketch is published in: II. Tpo3nanos, [Topmpemu na céemumenume 00 Maxe-
donuja 00 IX 0o XVIII ek, 200, fig. 65.

10 The artefact is kept in the Patriarchal Museum.
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Fig. 4 Saint Nahum, The seal of the Monastery of
Saint Nahum. 17th century. Patriarchal Museum,
Sophia (Photo: National Museum, Sophia).

Ca. 4) Cetu Haywm, Ileuat manactupa Ceetor
Hayma. XVII Bek. [larpujapriujcku my3ej, Coduja
(doto: Hapormun my3ej, Coduja).

S
D)

Fig. 3 Saint Nicholas, Saint Clement, Saint Nahum,
Saint Stephen. Sketch of a wall painting. 1361.
Bogorodica Church, Zaum. [I'po3mzanos (1995), 39,
fig. 26].

Cn. 3) Ceetn Hukoma, Ceetn Kimmment, Cetn Haym,
Ceetu Credan. Ckuua 3ugHor ciukapersa. 1361.
> Boroponuunna npkea, 3ayma. [I'posnanos (1995), 39,
ci. 26].

is raised in blessing and his left is represented in the orans position. The earliest
depiction of Nahum raising his hand in the orans position is the mural painting
in Zaum.

The essence of monastic life is that the professed monk leaves his former,
secular self behind to be able to devote his whole being to following Christ!!l.
These ideas are expressed by the individual items of the solemnly professed
monk’s habit worn by Nahum. I have written in detail about their symbolism in

11 T. Imre, Az okeresztény szerzetes-eszmény tartalma és gyakorlati megvalositasa a
keresztény Keleten (The Meaning and Practical Realisation of the Early Christian Ideal of
the Monk in the Christian East, 1968, manuscript), 7.

All translations from non-English sources are mine, with the help of the Hungarian
translation in the case of Slavic and Greek sources. Translator’s note.
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Fig. 5 Saint Nahum and Saint Nicodemus,
Engraving from Stemmatographia. 1741.
(Hristophor Zefar). [I'po3ganos (1983), 230, 84].

Ca. 5) Cetu Haym n Cetun Hukonuwm, I'paBupa
n3 Cremarorpaduje, 1741. (Hristophor Zefar).
[[po3nanos (1983), 230, 84].

my study published in the vol-
ume Ni§ and Byzantium IV in
200612, so let me give only short
references here. The length of
the rason reminds its wearer that
he commits his entire being to
the denial of his former self, the
esorason worn over it is an em-
blem of being enrobed in a new
man, the belt refers to killing
the body and renewing the soul.
The mandias is the robe of a
man undertaking an angelic life.
The koukulion encourages par-
taking in Christ’s suffering, the
analavion hanging down in the
front is emblematic of the idea
that whoever is clad in Christ’s
death, shall also partake in his
resurrection.

The Christian interpreta-

| tion of the orans position in-

herited from pagan antiquity is
manifold: the hands stretched
out during prayer evoke the suf-
ferings of the Christ. The depic-
tion of martyrs in this position
shows that they have already tri-
umphed over their ordeals. The
figure in the orans position refers

to the blest soul having found the “certainty of salvation”13.

Leposava. Selmi¢ has pointed out that the wall paintings of Bodani dis-
play a harmonious symbiosis of Post-Byzantine and contemporary Western
painting!4 mixed with influences from Athos. The character of Nahum is an
example of the latter, since the orans position and the mandias bound together at
knee-height, referring to the life of a hermit!s, are frequent motifs of saints’ de-
pictions from Athos and highlight the ascetic features of a monk’s life. Although
Zefar uses the iconographic models of Ohrid in the wall painting of Bodani,
his Nahum is a generalised figure of the solemnly professed monk without any

12 N. Marta, The iconography of Saint Naum in the icons of the workshop of Rackeve,
Nis$ and Byzantium. Symposium IV (Nis, 3-5 June, 2005). The Collection of Scientific Works

IV, ed. Misa Rakocija (Nis, 2006), 325-342.

13 V. Laszl0, Az okeresztény miivészet szimbolumai (Symbols of Early Christian Art),

(Budapest, 1988), 190.

14 JI. Wenmuh, Introduction, [b. YKuskosuh, op. cit., 4].

15 N. Marta, op. cit., 330, footnote 39.
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references to Nahum'’s personal history which would from distinguish him for
example from the Saint George of Sinai depicted in the lunette of the opposite
recessed window!6. The depiction of both saints is highly stereotypical.

The publication of Hristofor Zefar’s Stemmatographia in 1741 was sub-
sidised by the church. Through evoking the great figures of Serbian culture it
was aimed at strengthening the national self-awareness of the Serbs, a nation
living partly under Ottoman authority, partly in a foreign land, the Hungarian
Kingdom. Zefar’s product of graphic printmaking was meant to be a propa-
ganda tool of this thought.

In Stemmatographia, similarly to the wall painting in Bodani Saint,
Nahum!7 (fig. 5.) is depicted in full length, but only the lower half of his body
is in frontal position, whereas his bust is turned a little bit inwards, towards his
companion. He wears the habit of the solemnly professed monks without the
analavion and the forehead part of his koukulion is adorned with a cross, which
is an accessory of this item and a reinforcement of the symbolism inherent in
the koukulion!8. Medieval examples!9, the throne icon of Ohrid or Zefar’s own
work in Bodani might also have served as models for the habit.

Nahum is holding the grip of his monk’s staff in his right hand and an
open scroll in his left. Zefar might have borrowed this feature from the first
depiction of Nahum holding a monk’s staff, the despotic icon of Ohrid. The first
image of Nahum with an open scroll appears in the wall painting of the Church
of the Archangels Michael and Gabriel in Vithkuq (Albania), which is dated
somewhat roughly to the period between 1626 and 172820. The inscription of
the scroll held in Nahum’s hand in Stemmatographia is the following: ,,HXE
COTROPHT H HAYYHT CEH REAIH HAPEYETCA® (“Great is he who creates and
teaches. Revere him!”)

Nahum’s depiction in the baroque-like representation is stereotypical, his
position and garments are identical with those of Nicodemus portrayed next
to him. Zefar presents the generalised image of the wandering-teaching-evan-
gelising monk in Nahum, despite the fact that his iconographic archetypes are
linked to the Monastery of Ohrid, the most important location of the cult of
Saint Nahum. Neither did it concern Zefar that he represented Nahum next to a
local saint, Nicodemus, who was canonised by Joasaph, Archbishop of Ohrid,
not long before the publication of Stemmatographia and whose hagiography
was also included in the Akouluthia of Moschopolis2!.

16 Tts sketch is published in: b. )Kuskosuh, op. cit., 41, fig. 46.

17" Published in: L. I'po3nanos, [lopmpemu na céemumenume 00 Maxedonuja 00 IX
0o XVIII sex, 230, fig. 84.

18 N, Marta, op. cit., 330, footnote 41.

19 For example the wall painting in Zaum, its sketch is published in: Ilgeran
I'po3nmanos (1995), 39, fig. 26.

20 R. Lozanova, Images Slavic Saints in Moschopolis and Vithkuqoi (Albania),
Togumnnk Ha Coduiickus Yrusepurer CB. Kitument Oxpuncku (LleHTsp 3a ciaBsHO-BH-
3aHTHiicku npoyusanus Mean [lyitues, Tom 92 [11], 2002), 333, fig. 2.

21 1I. TposnanoB, ITopmpemu Ha ceemumenume 00 Makeoonuja 00 IX 0o XVIII eex,
233-234.
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Fig. 6 Saint Nahum with Scenes of his Fig. 7 Saint Nahum with Scenes of his Life,
Life, Engraving. 1743. (Hristophor Zefar). Engraving. 1743. (Hristophor Zefar — Thomas

From the Church of Miskolc, Orthodox Mesmer). From the Church of Miskole,

Museum, Miskolc (Photo: Mihaly Orthodox Museum, Miskolc (Photo: Mihaly
Doémotor). Doémotor).
Cx. 6) Cetu Haym u cuieHe U3 merosor Ca. 7) Csetu Haywm u cuieHe u3 merosor
KHUBOTa, [ paBupa, 1743. (Xpuctudop xKuBOTa, [ paBupa, 1743. (Xpucrudop

Kedapesuh). U3 npkse Mumkonir, XKedaperuh - Tomac Mecmepa). 13 npkse

npaBociaBHU My3ej, Mumixouni (Poro: Muikont, paBoCcIaBHU My3€j, MUIIKOILL

Muxasb JlomoTop). (®Poro: Muxass Jlomotop).

Zefar produced two hagiographic engravings of Nahum in 1743 in Vienna;
one (fig. 6.) verifiably for Nahum Bikerasz, a commissioner from Hungary?2, and
another (fig. 7.)as a compilation of this engraving and one of Saint Nicholas23.

As opposed to the previous representations, the engravings depict exclu-
sively the saint of Ohrid. Unlike in Bodani, in the central composition of the
Bikerasz engraving (fig. 8.) Nahum is not portrayed as an iconic figure but in a
completely different manner: depicted in full length in a landscape setting, he
is not in frontal position, but rather turned right, towards his church. His habit
resembles that of Bodani, but his mandias is not bound together in the front24.
His right is raised in blessing and his left is pointing at his church represented
on a smaller scale in the background.

22 The inscription of the engraving mentions the commissioner. The inscription will
be published in: Nagy Marta (2011).

23 Nagy Marta (2011).

24 Master Zefar obviously does not want to emphasise here the anchoretic lifestyle of
Saint Nahum of Ohrid.
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In the iconography of Saint |
Nahum the church appears first as |
an attribute in the throne icon of |
Ohrid2s. However, Zefar borrows
it only as a motif, as he applies it
in a completely different manner.
While in the icon of Ohrid Nahum
is holding the model of his church,
Zefar portrays a real church in a
real setting. The Byzantine attitude [
of founding-offering is replaced |
by a patronising gesture directed
at the church. It is not only the
movement that is new in Zefar’s
iconography, but also the form of
the hand and arm. It is not the hand
of a living man, like the right of
Nahum, but a rigid hand relic. The
representation of a relic hand as a
part of a living body is an unusual
motif, with no analogy, as far as [
know. At the time of working on %
the engraving Zefar was living in [*
Vienna26, where he must have got |
acquainted with the reprints of the *EE==—_—_— : .
medieval Heiltumbuchs that docu- Fig. 8 Saint Nahum, Central composition

mented medieval relics, among of fig. 6.
them numerous hand relics?? (fig.  Cn. 8) Csern Haym, llentpanua koMmmosumuja
9.). These must have influenced cn. 6.

Zefar. These representations de-

picted the hand relic in a shrine,

separate from the body. However, Zefar depicted it as a part of the living body.
The motif ensemble created in this manner allowed Zefar to demonstrate glar-
ingly that the already deceased saint does still patronise his church by his relic
from the heavenly fields, since he is pointing at it with nothing but that hand.
The triple temporal plane of the saint’s veneration resides in this motif. The
past is represented by the living Nahum, who does not live on earth any more;
however, his relic re-presents him on earth — that is the present. Present and
past foreshadow the future2s, since Nahum’s relic hand pointing at his church
indicates that he will also patronise it in the future.

25 Published in: II. I'po3nanos, Illopmpemu na céemumenume 00 Makeoonuja 00 IX
00 XVIII ek, plate XIV.

26 Zefar lived in the imperial town from 1740 [Jero Xpucmogopa Kepaposuha
(Hosu Capn, I'anepuja Marune Cpncke, MCMLXI (1961), 76].

27 Der Heilige Leopold. Landesfiirst und staatssymbol (Stift Klosterneuburg 30.
Mairz — 3. November 1985), Catalogue No. 583, 585, etc.

28 B. Gabor, Szenttisztelet. Bevezetd gondolatok, (Veneration of Saints. An Introduc-
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Fig. 9 Saint Leopold’s Hand Relic, Engraving. 1760. (Georg Nicolai). Stiftsbibliothek,
Klosterneuburg, [Der Heilige Leopold (1985), Catalogue No. 583].

Cn. 9)Penuksuja pyke Ceetor Jleononna, ['pasupa, 1760. (Georg Nicolai). Stiftsbibliothek,
Klosterneuburg [Der Heilige Leopold (1985), Catalogue No. 583].

Thus there is a very strong emphasis on the patronising role of the saint in
the Nahum figure of the central composition.

This strange combination of motifs has another reading, too. There are
references to numerous miracles (the taming of a bear, the exorcism of evil spir-
its from the possessed, etc.) in Nahum’s hagiography, and the folk legends about
him also speak about the wonders he worked. In Christianity the working of
miracles is primarily associated with the hands. The miracle-worker’s prayer is
accompanied by a gesture of the hands, which also indicates that he intercedes
for the people turning to him. Early-Christian representations depict saints’
hands in gold29. Zefar, who is likely to have learned painting in Thessaloniki3o,
must have known the mosaic of the golden-handed Saint Demetrius from the 6th
century in the church of the same name.

Nahum’s hand can also work miracles. But the engraving is black and
white, Zefar could not colour Nahum’s hand gold in it. However, by highlight-
ing it among the parts of the living body, by representing a part of the living
body as a relic, he could still draw attention to the miracle-working hand.

While the episodic scenes of the despotic icon of the monastery of Ohrid
serve as models for four of the side compositions3!, there is no iconographic

tion) Szenttisztelet, ed. Barna Gabor (Szeged, 2001), 14.

29 For example the icon Virgin with Child (609), published in: Belting, Hans, Kép és
kultusz (Image and Cult), (Budapest, 2000), 39, figure 8.

30 O. Mukwuh, op. cit., 8.

31 These are the following: Harnessing a Bear instead of an Ox, Healing the Pos-
sessed, Dormition of Saint Nahum, Saint Marina [Ll. I'po3ganos, [lopmpemu na céemume-
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Fig. 10 The Monastery of Ohrid with the surrounding settlements, From fig. 6.

Ca. 10) Manactup OXpuj ca OKOJTHAM HaceJbHMa, U3 CII. 6.

archetype for the others, their construction can be attributed to Zefar. Four of
these have a historic core32. Professor Grodzanov postulates that the textual
forerunners of the remaining side compositions consist in monastic stories,
which could have been told to Zefar by Constantinos, the igumen of the mon-
astery3s.

Zeftar depicts these legends and miracles in a typical Macedonian environ-
ment; he also uses local national costumes (for example a cylinder-like headwear
complete with a tassel dangling from a long string, long tight boots, etc.) and
draws an exact image of the monastery (figure 10.). He gives a topographically
exact representation of Lake Ohrid, the River Drim streaming next to the mon-
astery, and the surrounding settlements34: on the eastern shore of the lake the
towns Ohrida, Pestiani, Trapzitsa, Zaum, Elsian and Livanistia, on the western
one Semistia, Puraets, Starova and the Church of Saint Panteleimon3s. Even the
image of Moschopolis, quite distant from Lake Ohrid, appears in Zefar’s repre-
sentation. In short, he connects Nahum'’s figure to the place, to the Macedonian
landscape. He does so because for his commissioner of Macedonian origin3s,

aume 00 Maxedonuja 00 IX 0o XVIII eex, 242].

32 The following ones: The King Orders the Saint to Heal his Daughter, The Saint
is Put to Jail, The Saint Baptises the Princess, The Saint is Persecuted by Bogomils [II.
I'posnanos, Ceemu Haym oxpuocku, 179].

33 Constantinos at that time was the Archimandrite of the Monastery of Saint Nahum
in Ohrid [I1. I'po3nanos, Ceemu Haym oxpuocku, 180].

34 Their detailed description in: Nagy Marta (2011).

35 The names of the settlements are the Hungarian versions of the contemporary
town names to be found in the Bikerasz-engraving [Nagy Marta (2011)].

36 The Macedonian origins of Nahum Bikerasz and his birth in Moschopolis are
proved by the archival documents of the census in 1770 (The Archives of Borsod-Abaiij-
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Nahum Bikerasz — a man bearing the name of his patron saint — it was extremely
important to emphasise that Saint Nahum came from his homeland. It is also
expressed by the fact that Nahum Bikerasz did not simply make Zefar represent
his hometown, Moschopolis, in the engraving, but also named it in its inscrip-
tion:

»H ITAPOYXA 'EIKQON AYTH META TON IIEPI=Z GAYMATQN TOY
OZIOY [TATPOX'HMOQN NAOYM TOY GAOYMATOYPI'OY. ZYN APOMH
TOY ITANOZIOTATOY APXIMANAPITOY KYPIOY KQNXITANTINOY
AATTIANH AE TOY 'EINTIMOTATOY KAI XPHXHMOTATOY KYPIOY,
NAOYM TOY ZAOYA MITHKEPA EK MOZKOIIOAEQX. AOIEPQ®H ITAP
AYTOY EIZ TO MONAZXZTHPION TOY AT'TOY NAOYM AYMI /émictactio

ypot: Cepap.)”

(“This icon of our Holy Father, the miracle-working Nahum with the won-
ders surrounding him [was made] with the support of the holiest Archimandrite
Constantinos and on the expenses of Master Nahum, the son of the most re-
spectable and worthiest Saul Bikera[sz] from Moschopolis, and was offered by
him to the Monastery of Saint Nahum. 1743. Under the supervision of Hristofor
Zefar.”)

For the Macedovlach individual living in a strange land, the engraving,
as a means for the veneration of the saint from the old mother country in the
new homeland, also embodies the interconnection of the old mother country in
Macedonia and the new homeland in Hungary. This is also expressed by such oth-
er factors as the choice of the master, Zefar, since he is also a Macedovlach com-
ing from Nahum’s homeland37, or the mentioning of the igumen, Archimandrite
Constantinos, who subsidised the production of the engraving in its inscription.
In Constantinos’s contribution the mother country’s feedback also realised it-
self: it is an expression of how important the fellow-Macedovlachs living in a
strange land were for the old mother country3s.

Zemplén County IV. 501/b. XI. 1. 67): ,,Paul Nahum, aproximately 58, Macedonian, Or-
thodox, but not in communion. Married. Born in the Macedonian provinces, in the town of
Moschopolis. Well-built, proportionate, short-necked, round-faced, of high colour...”

37 Jleno Xpucmodghopa )Keghaposuha (Hosu Can, I'anepuja Maruue Cprcke, MCM-
LXI, 1961), 76.

38 Zefar’s engravings were also taken to the old mother country and copied there: for
example the 18th-century image entitled Saint Nahum with Scenes of his Life, to be found in
the Saint Nicholas Gerakomija Church in Ohrid, was also made on the basis of Zefar’s en-
graving, just like an etching of similar topic made in 1849, a print of which is currently kept in
the Monuments Office in Ohrid. Both objects are published in: Isetan ['po3nanos, “YTuiaj
Xpucropopa XKedaposnha Ha cTBapame MakeZOHCKHUX Majctopa XIX Bexa,” 3anaomo-
esponcku 6apox u suzanmuiickuceem. 360pHuK paoosaca HayyHoe ckyna oopacaroz 00 10.
0o 13. okmobpa 1989 (Ypenuuk: Menakosuh, [lejan., ci. 4, beorpaza, 1991), pictures 3, 1.
Zefar’s engravings also served as archetypes for masters working in Hungary, for example
for the iconographer of the despotic icon (cc. 1760) for the iconostasis of the Saint Nahum
Chapel in Miskolc [Nagy Marta (2011), Catalogue No. 11.] or for the master from Rackeve
who made the great hagiographic icon (cc. 1770) in Hodmez6vasarhely [Nagy Marta (2011),
Catalogue No. 14].
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Thus he main current of the present reading of this artefact is suggested
by the central thought of Hristofor Zefar’s 1743 engraving of Saint Nahum, by
the interconnection of Saint Nahum’s role as a patron and the Macedovlachs’
emotional attachment to the old mother country: for the Macedovlachs living in
a foreign land Saint Nahum’s support means not only the Saint’s protection and
patronage, but also those of the old mother country3°.

Conclusion

Zefar depicted Nahum four times, using three different iconographies. In
Bodani, following archetypes from Ohrid, he represents Nahum as a general-
ised figure: a saint of spiritual strength. The proselytiser-missionary Nahum fig-
ure of Stemmatographia, which was also formulated on the basis of archetypes
from Ohrid, is similarly stereotypical and generalised. In neither case was Saint
Nahum depicted for his own self, but rather as a decorative element in a larger
system of wall paintings or a member of a legion of saints.

In contrast, in the engravings of 1743 Nahum appears as the sole figure in
the composition, in an iconography different from all earlier ones and construct-
ed for the occasion. The commissioners of these engravings are not institutions
(like a monastic community) but private individuals: the objects were made
for purposes of private devotion. In the Nahum figures of the two engravings
Zefar — complying with the commissioners’ wishes — highlighted the attitude of
patronage and Macedonian bonds. This is what distinguishes the cult of Saint
Nahum in Hungary from all other saints’ cult. For the veneration of Nahum is
not simply the veneration of a saint, the reflection of the emotional bonds with
the old mother country appears as an additional feature in it.

Mapra Hap
VKOHOT PA®MIA 11 UKOHOJIOTMJA TIPEJCTABE
CB. HAYMA XPUCTHU®OPA )XE®GAPOBUHA

Xpucrudop Kedaposuh je yetnpu myra Hacnukao CB. Hayma Oxpuackor y cBoM
omycy: 1737. ronune Ha peciy y miaBHOj npksu Manactupa bohanu (bohanu, Cpouja), n'y
TpH rpaBype-y 30upuu nox HazuBoM Cremarorpaduja nzl 741, u y 1Be He3aBHCHE PEICTaBE
y 1743. Tonune.

YeTnpu mpezacTase 3Hade TpU nkoHorpaduje. Y bohanmma, mo y3opy Ha oxpupacke
apXeTHIIOBE, OH NpeAcTaBba Hayma Kao reHepaau30BaHy I10jaBy: CBETLA BEIHMKE JyXOBHE
cuare. [IpocBeruresscko-mucronapeka ¢urypa Hayma y Cremarorpaduju, xoja je taxohe

39 It must be mentioned, however, that from the Westernised manner of the engrav-
ings (central perspective, plastic shapes and bodies, the features of western period styles
— Baroque and Neo-Classicism) the altered tastes of Orthodox believers living in a foreign
environment and, ultimately, their assimilation might be inferred. This assimilation to be
traced in fine arts, however, was not total, since — as it has been demonstrated — the western-
ised artefact is also a representation of a saint from the old mother country.
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(dopMynricaHa Ha OCHOBY OXPHJICKMX apXETHIIOBA, Ha CIMYAH HAYMH CTEPEOTHIIHA U TeHe-
panusoBana. Hu y jennom ciy4ajy Ceetu Haym Huje mpukaszaH cam 3a cebe, Beh Kao JeKo-
paTMBHHU enieMeHT y BeheM cucremy (pecaka MM Kao WiaH MMOBOPKe cBeTHTesba. Hacy-
mpoT ToMme, y rpaBupu u3 1743. Haym ce mojaBibyje kao jeanHu Gurypa y KOMIO3HUIIHUjH,
y MKOHOTpa(HjH ce pasinKyje O CBHX PAHHUjHX MMPUKa3a U KOHCTPYHCAH j€ 3a TY HPHIIUKY.
Hapyumonu oBux rpaBupa HACY HHCTHUTYIHje (Ka0 MaHACTUpPCKA 3ajefHuIa), Beh usmuka
JIUIA: IPEIMETH Cy HalPaBJbeHHU 3a MOTpede TMYHOT 00oKaBama. Y noreny ¢purypa Hayma
y aBe rpasupa je XKedaposuh - y ckiaay ca xespama Hapy4IHOLd, HCTAKAO OJHOC MaTpOHA
noBe3anocT ca MakeauaujoM. To je oHo mTo pasnukyje KynT Cseror Hayma y Mahapckoj oxt
KyJITa CBHX JPYTHX cBerana . [TomroBame Hayma HUje jeTHOCTaBHO MOIITOBAE CBETUTEIbA,
Beh U o/1pa3 eMOTHBHE Be3€ ca OTaIIOMHOM CE M0jaBJbyje Kao oAaTHa (PyHKIIH]a.



