Abstract: This study examines five 19"-centu-
ry icons portraying St. Naum of Ohrid, originating
from the Prilep’s churches of the Annunciation, the
Transfiguration, and that of Sts. Cyril and Methodi-
us. Through iconographic analysis, the research
seeks to elucidate the artistic conventions underly-
ing the depiction of St. Naum within the 19"-century
Orthodox iconographic traditions. Meanwhile, the
stylistic analysis aims to identify the artistic circles
and influences within which these works were created
and circulated. The icons preserved in the Prilep’s
churches constitute a vital source for exploring the
visual representation of the saint during this period
and for tracing the spread and entrenchment of his
cult throughout Macedonia. By integrating icono-
graphic and stylistic approaches, this paper offers a
nuanced understanding of the interplay between the
artistic practices and the religious dynamics in the
region, shedding light on the synthesis between the
tradition and the localized artistic expression.

The visual depictions of St. Naum of Ohrid, along
with the literary works chronicling his life and the ex-
pansion of his cult, have been the focus of numerous
scholarly inquiries, addressing various key aspects of
these subjects.! Nevertheless, due to the sheer volume
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! Among the numerous studies dedicated to the visual
representations of St. Naum, with a particular emphasis
on the depictions from the 19" century, we highlight: II.
I'po3nanos, [lopmpemu na ceemumenu 00 Maxedonuja 00
IX=XVIII gex, Cxomje 1983, 199-204, 227-243; 11. I'po3-
nmaHoB, Cmyouu 3a oxpudckuom ocusonuc, Cxorje 1990,
200-202; T. Auremmuns XKypa, Hosomkpuenu cpednoge-
KoeHu nopmpemu Ha ce. Haym Oxpuocku u apxuenuckon
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Ilpoxop, Bo CTpaHWIM O HWCTOpHjaTa M YMETHOCTa Ha
Oxpux u Oxpuncko (XV-XIX B.), Oxpun 1997, 127-136;
P. PyceBa, Obpasume na cs. Haym 6 yvprosnama dscu-
eonuc Ha mepumopuama Ha Anbanus, Bo: 300pHUK Ha
TpymoBu on MeryHapoxauor HaydeHn codup CB. Haym
Oxpunckn — XKusor m gmeno, Oxpun 19-22 oxromBpH
2005, Cromje 2006, 247-259; M. Nagy, The iconography
of Saint Naum in the icons of the workshop of Rackeve,
Nis and Byzantium Symposium IV, Nis§ 2006, 325-342; C.
LBerxoBcku, Ilopmpemom na ceemu Haym Oxpuocku na
uxonama Cume Ceemu 00 Mysejom 6o Kopua, KyntypHo
HacnencTBo 32-33, Cxomje 2007, 101-110; C. LiBeTkoB-
cku, Ilopmpemu na Ce. Haym Oxpudcku 8o srcusonucom
Ha J/lebapckama 30epgcra wixkona 00 XIX eex, 300pHHK Ha
TPYIOBH 0Jf MeI'yHapoJeH HaydeH cooup ,,CB. Haym Ox-
PHICKH 1 CTIOBEHCKATa IyXOBHA, KyJITypHA M TIMCMEHA Tpa-
mummja’, VKM, Cromje 2011, 359-370; C. LiBeTkoBCKH,
Hoeoomxpuenu nopmpemu na Ce. Haym 6o sicusonucom
Ha Oxpuockama apxuenuckonuja o0 XVIII u XIX eex, 1100
TOAWHHU O] YIOKOjyBameTo Ha cBetn Haym Oxpuackw,
300pHUK Ha TPYIOBH O MeT'yHapOIeH Hay4eH cooup ,,Jle-
Oapcko-kmueBcka enapxmja’, Oxpun 2011, 195-214, ci.
1-29; LI. I'po3manos, JKusonucom 6o Makedonuja XVIII
XIX gex, Ctymuu, Cxomje 2011; P. Ilamuropa, I[Ipemcma-
sume Ha c8. Haym Oxpudcku 8o srcugonucom oo emopama
nonosurna Ha XIX eex 6o Ilpecnanckuom pezuon, 8o 1100
TONWHU of YIOKOjyBameTo Ha cBeTHm Haym OXpuackw.
Oxpux 2011, 249-278; M. Nagy, The Iconography and
Iconology of Hristofir Zefar's Saint Nahum Depictions,
Nis and Byzantium 1X, Ni§ 2011, 415-426; M. Nagy,
Ohridi Szent Naum magyarorszagi kultusza, Budapest —
Debrecen 2012; LI. I'poznanos, Ilopmpemume Ha céemu-
menume 00 Makedonuja 00 IX oo XVIII ek, Cxorje 2016,
116- 128, 135-140, 151-159; L. I'po3nanos, Ceemu Haym
Oxpudcku, Cxomje 2015, 233-279; P. PyceBa, Hkonozepa-
Guama na ce. Hay m Oxpuocku u HetiHomo MHo2000pasue
(Benesicku 8bpXy mpu MAiko u3gecmuu UKOHU ¢ 00pasza na
c6. Haym Oxpuocku om Myses 3a Xpucmusncko usKycmeo
6 Coghusa, Paleobulgarica, And wings were given to the
woman, Codpus 2022, 927-948.; P. Pycesa, Pazsumue u
pasnpocmpanenue Ha uxkonozpaguama na Ce. Haym Ox-



of artistic representations and their wide geograph-
ical dispersion, many remain relatively unknown to
scholars and have yet to undergo academic analysis.
This is particularly the case for the five icons from
Prilep, which have largely been overlooked within
the professional discourse or have only briefly been
examined within broader thematic studies.

Similar to other areas of the Ottoman Empire, the
political and social transformations initiated by the
“Giilhane Hatt-1 Serif” (Edict of Giilhane) of 1839,
which marked the beginning of the Tanzimat period,
had a profound impact on the developments in the
church architecture and religious art®. After the con-
quest of Prilep, the Ottoman authorities abandoned
the medieval city’s original location, leading to the
establishment of a new settlement that would evolve
into modern-day Prilep®. Prior to the 19" century, the
city lacked Christian religious structures and the li-
turgical services were instead held in the medieval
churches of Varo$ — a district that occupied the area
of the former medieval suburb, although under the
altered socio-political framework Varo$ began func-
tioning as a distinct rural settlement*.

The Tanzimat era, characterized by heightened re-
ligious tolerance and the formal acknowledgment of
Christian religious freedoms, saw the construction of
the Church of the Annunciation (commonly referred
to as the Old Church) in 1838, just before the issuance

pudcku Yyoomeopey (XIV-XIX B), TBpnuHa Ha IpaBoCcya-
Bueto, Codus 2023, 29-68;

2 For the art on the territory of Macedonia during
the 19" century see J. TpuukoBcka, Hexou acnekmu Ha
ypkosuama ymemtnocm ua Bankanom o0 XVIII u XIX
eex : mpaouyuja u enujanuja, Ilarpumormym MK 11,
Cromje 2018, 327-352; For the implementation of social
reforms and the period of the Tanzimat, cf. J.von Hammer,
Historija turskog (osmanskog) carstva, t. 3, Zagreb 1979,
257-265.; The conditions that prevailed in the broader
territory of Macedonia in the 19th century are addressed
by: B. Topfues, Makedonuja 6o ocmannuckuom nepuoo,
Bo Makenonnja: MMICHHYMCKH KyATYPHO-HCTOPUCKH
¢daxti Tom 4 (yp. Emmzabera JJumurposa, [Tacko Kyzman
u Josan JloneB), Cxomje 2013, 1916, 1917.

3 The conquest of Prilep by the Ottoman Empire in 1395,
launched a process of urban and ethnic redefinition of the
settlement cf. M. Coxonocku, Crmabunuzayuja Ha mypckama
ynpaeéa 6o XV u XVI eex, Bo: Ilpunen u Ilpunenckoro HU3
ucropujara, kH. 1, [Ipumen 1971, 111-120.

4 During the period of Ottoman rule, there is an evident
decline in the function of sacred buildings in Varosh, best
illustrated by the fact that, out of 19 sacred structures
attested in medieval material and written sources, only
five have survived and remained in use to this day, cf.
A. Bacunecku, Cpednosexoguume ypksu 6o Ilpunen Hu3
nuwanume u mamepujarHume uzeopu, bankaHocnaBuka
47/2, Ilpunen 2018, 201-203.
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1. S§t. Naum (Reg. No. 21361), Icon Gallery in
Prilep, first quarter of 19" century.

1. Cs. Haym (Pee. 6p. 21361), I'anepuja na uxonu 6o
Ilpunen, nouemoxom na 19 gex.

of the “Giilhane Hatt-1 Serif”. Later on, in 1871, the
Vlach community of Prilep headed the construction
of another church, dedicated to the Holy Transfigu-
ration®. The final city church, dedicated to the Saints

> J. Xaym-Bacwmwesuh, Ilpunen u mwezosa okonuHa
(ucmopujcko-eeocpagpcka uznazarsa), beorpan, 1902, 36;
I. Tpajues, I pao Ipuren, Coduja 1925, 85; . Upanoss,
Lvpxeama Bnazoseujenue, Ilpumen mpex 100 rommmwm,
JyOuieeH nUCT 10 TIOBOZ CTOTOIMIIHMHATA Ha ITPUJIETICKaTa
upksa C. bmarosemrenne, Codujst 1938. 1, 2; Ilpunen u
Ipunenckomo nuz ucmopujama, kaura npsa, Ipunen 1971,
225, 226; 1. KopHaKOB, Llpxeama Cs. Brazosewimenue u
Hej3unama eHampeuina dexopayuja, KyntypHo HacliencTBo
VII Cromje 1978, 77-82, 92; 3. Anrenecku, /70 coounu
00 oceemysarvemo Ha ypkeama Ceemo bnacosewmenue
60 Ilpunen, Ipunen 2008, 47; 1. Huxomnoscku, Mkonu 00
pusnuyama ua ypxeama Ce. bracosewmenue- Ilpunen,
[Marpumornym MK X Cromje 2012, 333-344;

¢ T. Tpajue, Ipao I[lpuren, 76-78.; Ilpuren u
Ipunenckomo Hus ucmopujama, 225, 226; J. Hadzi-
Vasiljevi¢ also addressed the construction of the Church
of the Transfiguration, providing, for the most part,
inaccurate information, see J. Xanu-Bacwsesuh, Ipuien



2. St. Anthony the Great, St. Euthymios the Great,

and St. Naum of Ohrid (Reg. No. 16325),
Church of the Annunciation in Prilep, circa 1838.
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2. Ce. Aumonuj Benuku, ce. Eemumuj Benuxu u
c8. Haym Oxpuocku (Pee. op. 16325),
Cs. brnazosewmenue Ilpunen, oxony 1838.

Cyril and Methodius, was completed in 1884. Initial-
ly modest in scale, this church was referred to as a
Paraklis or chapel. The original building was later de-
molished, and the present-day structure was erected
between 1926 and 19367. The icons analyzed in this
paper are housed in these churches, except for two
that have been removed from their original settings
and are now displayed in the Icon Gallery in Prilep.

St. Naum of Ohrid
(Reg. No. 21361, 48.3 x 31 x 3 cm) (fig.1)

The oldest icon in this collection is an individual
standing depiction of St. Naum, currently exhibited in
the Icon Gallery in Prilep. While its precise date and

U e206a OKONUHA (UCMOPUjcKo-2eocpacka uznazara),
Beorpan 1902, 37.

"E. Jlyuecka, Ilpsuunama ypxea Ce. Kupun u Memoouj
(Ilapaxnuc) 6o Ilpunen, Balcanoslavica 48 1-2 ITpuien
2019, 141-146; For the earlier phase of the church‘s
construction, cf. J. Xarm-Bacwwesuh, [Ipunen, 37.
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place of origin remain uncertain, the stylistic charac-

':_; teristics suggest an earlier date of creation within the

19™ century. The brief Greek inscription in the lower
right corner, intended to record the donors’ names,
is incomplete due to damage: Aio cvvdpoufg [...]
é&v do&mv 1dVv ypig[tov] Td Teov pa(ot)oplov] sipa
Tadwv [...JuvMeb[n] xopie 6en(or)c T(ov) [...] 6(ov)
Aov) o(ov). The remaining text reveals that the icon
was commissioned by a craftsman whose name has
not been preserved.

The icon depicts St. Naum attired in a dark blue
monastic robe, layered with a brown mandyas (mantle,
mantiya) worn with the hood lowered, and a green ana-
lavos draped across his chest. The saint’s appearance
conforms to the conventional iconographic standards,
depicting him with short auburn hair and a long beard®.
The background features an idealized landscape with
rolling green hills, a segment of the sky with stylized
clouds, and a church on his left which has been iden-
tified as the Catholicon of the Monastery of St. Naum.
The church is rendered with a gabled roof, a dome, and
a tower rising behind it, evoking a recognizable and
yet stylized architectural portrayal.

The artistic source for this depiction of St. Naum
can be traced back to the engravings found in Hristo-
for Zefarovié’s Stemmatographia, printed in Vienna
in 1743°. These engravings incorporate many of the
elements present in the icon from Prilep. However,
unlike the latter, the engraving from the Stemmato-
graphia features an individual representation of the
saint surrounded by scenes from his life, as well as
depictions of other saints associated with his cult.
Apart from serving as an iconographic model, the
graphic template appears to have significantly influ-
enced the artistic approach to the rendering of this
icon. Notably, the linearism dominates as the primary
means of artistic expression, often assuming an or-
namental character. While the color palette is rich, it
serves as a secondary stylistic vehicle. Given these
characteristics, it is plausible to date the creation of
this icon in the early decades of the 19% century.

St. Anthony, St. Naum, and St. Euthymius
(Reg. No. 16325; 71.8x 51.3 x 3.3 cm) (fig. 2)

The second icon featuring St. Naum chronolog-
ically presents part of the iconostasis in the Church

8 Extensive studies on the iconographic characteristics
of the depictions of St. Naum have been conducted in the
work of: II. I'po3nanos, Ilopmpemu na ceemumenume 00
Maxeoonuja : IX-XVIII eex Cxomje 2016, 118; P. Pycesa,
Paszeumue u pacnpocmpanenue, 38-48.

° A detailed analysis of the depictions of St. Naum in
the graphic works of Hristofor Zefarovi¢ can be found in:
M. Nagy, The Iconography and Iconology, 415-426.



of the Annunciation. This composition situates the
Ohrid's saint alongside two of the most venerated
figures in the Orthodox monasticism: St. Anthony the
Great and St. Euthymius the Great. St. Anthony oc-
cupies the central position, with St. Naum positioned
to his right and St. Euthymius to his left. Above the
trio, Christ is depicted in a gesture of blessing, em-
phasizing the divine approval and sanctity.

Consistent with the established iconographic
conventions, St. Naum is depicted dressed in a light
brown under-cassock (esorason), a red mantle, and a
black analavos. In his right hand, he holds a prayer
rope (komboskini), symbolizing the central role of
prayer in the monastic life, while his left hand ex-
tends to hold an open scroll. The scroll bears a Greek
inscription of the Psalm 111:1, reinforcing the saint's
association with scripture and spiritual instruction:
M(AK)(AP)IOZ (ANHP) O ®OBAMENOZXZ TON
KYPION. This text is a recurring element in the de-
pictions of St. Naum and has been documented in
numerous examples of Macedonian ecclesiastical
art. Notable parallels include the Icon of St. Nicholas
Gerakomia (late 18™ to early 19" century), the Virgin
with Christ, St. George, St. Naum, and St. Demetri-
us (1857) housed in the Icon Gallery in Struga, the
mid-19"-century Icon of St. Naum and St. Sabbas
the Sanctified from the Church of St. Nicholas in the
village of Openica, and the Virgin with Saints from
the Zrze Monastery, dating to the mid-19" century.
Moreover, this motif appears in wall paintings, such
as the depiction of St. Naum in the Church of the
Holy Savior in Topolcani (1854-1869), as well as
in icons like the mid-19"-century example from the
Church of St. George in Ohrid!°.

This icon, although lacking an inscription explic-
itly identifying its origin or authorship, can be dated
and attributed to a particular artistic tradition based
on its stylistic and compositional characteristics. The
only textual elements within the icon are the names of
the saints and the inscriptions on their scrolls. How-
ever, by comparing this work with other icons from
the Sovereign tier of the Church of the Annunciation,
which date to 1838—1840, it is reasonable to propose
a similar dating for this piece''. Anastas Konstan-

10 The examples with the quote from Psalm 111 on the
scroll of St. Naum are provided by: P. PyceBa, Pazsumue u
pasnpocmpanetue, 64, 65.

L A review of the royal icons from the iconostasis of the
Church of the Annunciation and their attribution to Anastas
Konstantinov was conducted by JI. Huxonoscku, Hxonu,
335-339: A. Bacwuitecku, [lpunoe ko npoyuysaremo Ha
meopewmeomo Ha 30zpagom Anacmac Kocmanmumnos
00 Maeapeso, Bo 30opuuk IlpBa MajopekaHCKa JeTHa
mrxona 1o marexute Ha J{iao 3orpad, Cxomje 2021, 52-53;
JI. Kopuakos, Lpxeama Ce. Barcosewmenue, Kynrypro
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3. St. Anthony the Great, St. Euthymios the Great, and

St. Naum of Ohrid with scenes of their lives (Reg. No.

16418), Church of the Transfiguration in Prilep, 1871.
3. Cs. Anmonuj Benuxu, ce. Eemumuj Benuxu u

c6. Haym Oxpuocku co sicumujnu cyenu, (Pee. Op.
16418). Cs. IIpeobpascerue Ipunen, 1871 2oouna.

tinov from the village of Magarevo, the painter of
several of the icons on the Sovereign tier, has been
recognized as a likely candidate for its authorship.
While the absence of a direct inscription precludes
absolute certainty, the strong stylistic parallels be-
tween this icon and other works from the same peri-
od—particularly within the Sovereign tier—support
this attribution'?. Further evidence of this connection
can be found in the inscription on the scroll held by
St. Naum, a recurring motif in other depictions of
the saint created by Konstantinov’s sons, Konstantin
and Dimitar Anastasov. These works include the icon
from the Zrze Monastery', the representation of St.

HacnmenctBo 7, Ckomje 1978, 90-91; 3. Amnreneckw,
170 200unu 00 oceemysarwemo Ha ypkeama ,, Ceemo
brnazosewumenue, 36-43.

12 A. Bacuneckw, Ilpunoe kon npoyuysarsemo , 52-53.

13 The icon of the Theotokos with Christ and saints,
which we attribute to Konstantin Anastasov from Magarevo
based on stylistic and iconographic characteristics,
features the inscription of the saint in Church Slavonic.



4. The Miracle of Taming the Bear (detail), St. Anthony the
Great, St. Euthymios the Great, and St. Naum of Ohrid with
hagiographical scenes (Reg. No. 16418),

Church of the Transfiguration in Prilep, 1871.

4. Yyoomo co enpecnysarbemo Ha meukama (Oemasm),
Ce. Aumonuj Benuku, ce. Eemumuj Benuxu u c6. Haym
Oxpuocku co acumujuu cyenu (Pee. op. 16418),

St. Anthony, St. Euthymius, and St. Naum
with Scenes from their lives
(Reg. No. 16418, 155x91x3.5 cm) (fig.3)

The icon from the Sovereign tier of the
iconostasis in the Church of the Holy Trans-
figuration, dated in 1871, features full-length
representations of the three esteemed mo-
nastic figures. St. Anthony the Great is de-
picted on the left, St. Euthymius occupies
the central position, and St. Naum appears
on the right. Each saint holds an open scroll
bearing Greek inscriptions with monas-
tic exhortations. The text on St. Naum’s
scroll conveys an eschatological message:
AAEA®OT ATONIZAYOE YITEP THXZ
TOTIPIAT 'YMON IIPO T(OY) "EA®EIN
THN "QPAN "EIQN KATA N(OY)N T(0Y)
XPIZT(OY) HAP(OY)ZIAN XITENAZE
KAT A(IA)KPIE®GPHNEI META OYTQ
I'AP "EEEIX TIN ZQHN AIQNIAN. The
opening segment of this text corresponds to a
passage prescribed in Pop Danilo’s painterly
manual for the depictions of St. Theodore of
Sykeon, while the second part lacks a direct
precedent in the established templates'®. This
latter portion emphasizes an eschatological

Ce. IIpeobpasicenue Ilpunen, 1871.

Naum in the Church of the Holy Savior in Topol¢ani,
and the icon from the Church of St. Nicholas in the
village of Openica'*.

The rarity of this specific iconographic model in
the Orthodox art is further emphasized by its use in
two other icons, one signed and the other attributed to
Nikola Mihailov from Krusevo. One of these icons,
painted for the Church of the Holy Transfiguration,
remains in its original position on the Sovereign tier
of the iconostasis, while the other, likely produced
for the Church of the Annunciation, is now part of the
collection in the Icon Gallery in Prilep'.

The analysis was made based on the author’s own field
documentation.

14 C. LigerroBcku, Hosoompuenu nopmpemu, 210, cin. 22.

15 Based on stylistic and iconographic characteristics,
J. Trickovska attributes the icon to Nikola Mihajlov, and
according to indirect information, she notes that it was
brought to the Gallery of icons from the Church of St.
Annunciation, see: J. TprukoBcka, /Jerama 6o Maxeoonuja
Ha caukapckomo cemejcmeo na Muxaun 00 Camapuna,
JOKTOPCKHU TpyH oxOpaHeT Ha Puino30pCcKuoT dakynrer,
Cromje 2009, 124, 126, 343. This attributing was also
accepted by Nikolovski see, /I. Huxomoscku, Hxonu 00
pusHuyama, 339-340.
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theme, presenting the monastic asceticism as
essential for the attaining of the eternal life
and the communion with Christ.

The representation of St. Naum adheres to the
established iconographic conventions. His monastic
robe incorporates the traditional elements, with one
notable exception: the raised hood adorned with a
cross on the forehead. Such depictions of St. Naum
are quite rare. A comparable example can be found
in an engraving from Zefarovi¢’s Stemmatograph-
ia, which portrays St. Naum alongside St. Nicode-
mus of Vitku¢, another figure associated with the
Ohrid-Moscopole region. In this engraving, both
monks wear raised hoods decorated with crosses on
their foreheads and shoulders'’. This solution was
also accepted by DiCo Zograf, as seen in his rep-
resentations of St. Naum of Ohrid in the churches of
St. George in Rajcica (1848) and St. Archangel Mi-
chael in BituSe (1848).'8

16 M. Memuh, Cmapu cruxkapcku npupyunuyy, K. 2,
Beorpan 2002, 363.

17 For the depiction of St. Naum of Ohrid and St.
Nikodim of Vitku¢, see: L. I'po3manos, Cetn Haym Ox-
puncku, Cromje 2015, 242.; M. Nagy, The Iconography
and Iconology, 419, fg. 5

18 C. LiBetrkoBcku, Iopmpemu na ce. Haym, 360-361,
cir. 1-3.



In the case of the icon from Prilep, the
depiction of St. Naum with a raised hood ap-
pears to have been primarily driven by the
artist’s desire to achieve visual symmetry
within the composition, rather than strict ad-
herence to an established iconographic tra-
dition. Beyond this, Nikola Mihailov’s deci-
sion to group two ecumenical monastic fig-
ures alongside a local saint in a single com-
position demonstrates a creative blending
of broader Orthodox themes with regional
devotional practices. His approach seems to
have been influenced by the 1838 icon from
the Church of the Annunciation, particular-
ly in his depiction of the segment of the sky
above the three monks. However, whereas
the earlier icon portrays Christ in this upper
section, Mihailov replaces this with a rep-
resentation of the Holy Spirit, introducing a
nuanced variation to the composition.

The compositional richness of the icon
is further enhanced by the inclusion of three
narrative scenes in its lower section, each il-
lustrating a notable miracle associated with
one of the saints. For St. Naum, Mihailov
chose the well-known miracle involving a
bear, a story deeply embedded in the local
oral tradition (fig.4)." The scene depicts St.
Naum at the center, raising his hands in a
gesture of blessing, while a bear, yoked in
the place of the ox it had devoured, stands
before him. An inscription in Church Greek
located in the upper right corner of the com-
position contextualizes the event, empha-
sizing its divine nature: 6 dytog va(ov)u 618
TPoceLvyNS T(0v) cvvehafPe TV GpKTOV KaTAPay(OV)
ocav Tov &va &k Pomt T kai cvvelevéev dutny petd
t(ov) GAM(ov) Podg. The saint’s spiritual connection
to the divine intervention is further emphasized by the
inclusion of rays of light descending from the clouds,
symbolizing the miraculous nature of the event.

Two distinct compositional variants of the rep-
resentation of this miracle have been identified. The
earlier variant, exemplified by the depiction in the

¥ The works of folk art that influenced the conceptu-
alization of the imagery of the miracle of the Ohrid saint
have been addressed by: H. Llenakocku, IIpedanujama u
cmapume newamu Ha manacmupom Ce. Haym, Jluxunn
5 Oxpun 1983, 13-25; M. Marudgeros, [Ipuxkasnama 3a
Haymosama meuxa, Makenoucku Qonkiop 15-16, Cxomje
1985, 129-144; C. Pucrescku, [Ipedanuja u necenou 3a ce.
Haym, Cxomje 1990. B. Ilonoscka- Kopobap, Hronama
Cseemu Haym Oxpudcku o0 ypxeama Cs. Cnac 6o Ckonje,
300puuk Ha TpymoBu 1100 roguHU 0f YIIOKOjyBameTO Ha
ceetn Haym Oxpuncku Oxpun 2011, 188-189.
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5. St. Anthony the Great, St. Euthymios the Great, and

St. Naum of Ohrid (Reg. No. 16223),
Icon Gallery in Prilep, circa 1871.

5. Cs. Aumonuj Benuxu, ce. Eemumuj Benuxu u Ce. Haym
Oxpuockuja (Pee. op. 16223) ['anepujama na uxonu 6o

Ilpunen, oxony 1871.

Prilep icon, represents the bear yoked to a plow. This
interpretation, traceable to the 17™ century, first ap-
peared on the seal of the Monastery of St. Naum?.
It was later replicated in the 1711 icon painted by
Konstantin the Hieromonk for the iconostasis of the
monastic church?!. The second variant, which depicts
the bear harnessed to a cart, emerged later in Hristo-
for Zefarovié’s Stemmatographia (1743) and gained
broader acceptance among the artists??. This version

20 11. I'posmanos, XKusonucom 6o Maxedonuja : XVIII
— XIX gex, 309, 310; U. Tomes, Cmapumo nevamu ua
manacmupa Ce. Haym 6v Maxeoonus, COOPHUKD Bb
namets Ha npod. [lersps Hukoss, M3BecTrs Ha Obirap.
ucrop. a-so; XVI—XVIII, Codus 1940, 93-117: H.
Hemnaxocku, Ilpeoanujama u cmapume newamu, 13-25.

2 . T'posnanoB, JKusonucom 6o Maxedonuja: XVIII
— XIX sex, 310.

211. I'posmanos, Ceemu Haym Oxpudcku, 243.



6. Mother of God with Christ and Saints (Reg. No.
16433), Church of St. Cyril and Methodius, 1885.

6. bocopoouya co Xpucmoc u ceemumenu (Pee. Op.
16433), Cs. Kupun u Memoouj, 1885 coouna.

is exemplified by the fresco painted by Trpo Zograf
in 1801 inside the burial chapel of St. Naum?.

Icon of St. Naum, St. Anthony, and St. Euthymius
(Reg. No. 16223; 34.5x 23 x 2.5 cm) (fig.5)

A smaller icon representing depictions of St.
Naum, St. Anthony, and St. Euthymius is also pre-
served in the Gallery of Icons at the Museum of
Prilep. This icon does not bear an inscription indicat-
ing its date, authorship, or specific provenance. How-
ever, based on the stylistic and artistic features, the
icon has been attributed to the workshop of Nikola
Mihailov. This attribution places its creation within
the same approximate chronological framework as
the larger icon from the Church of the Holy Transfig-
uration. The identical arrangement of the saints, the
shared iconographic elements, and the similar ren-
dering of their garments are all elements supporting
this identification®.

B 11. I'poznanos, Ceemu Haym Oxpudcku, 141-152.

24D. Nikolovski, while not entirely dismissing this view,
suggests that another painting workshop, with artistic ideas
similar to those of Anastas, but with a stronger inclination
toward Baroque elements, may have been involved in their
creation, see: . Huxonoscku, Hxonu 00 pusnuyama, 337.
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7. St. Naum of Ohrid (detail), Mother of God with
Christ and Saints (Reg. No. 16433),
Church of St. Cyril and Methodius, 1885.

7. Ce. Haym Oxpuocku (0emasn), boeopoouya co
Xpucmoc u ceemumenu (Pee. 6p. 16433),
Cs. Kupun u Memoouj, 1885 coouna.

In both icons, the portrayal of St. Naum differs
from the established iconographic conventions
found in the earlier representations of the saint. In
the preserved images dating as far back as the mid-
13™ century, St. Naum is traditionally depicted with
a narrow, sharply tapering beard extending onto his
chest. In contrast, the icons attributed to Nikola Mi-
hailov present St. Naum with a shorter, broader, and
flatter beard. This deviation from tradition suggests
Mihailov and his workshop may have relied on alter-
native textual or visual prototypes, reflecting a shift
in the evolving visual canon of the saint’s image.

Icon of the Mother of God with Christ and
Accompanying Saints
(Reg. No. 16433; 45 x 34 x 2 cm) (fig.6)

The final icon in the Prilep’s collection featuring
St. Naum originates from the Church of Sts. Cyril
and Methodius. This composition depicts a half-
length image of the Mother of God with Christ, ac-
companied by a group of saints. An inscription in ec-
clesiastical Greek, located in the lower right corner,
dates the icon to May 17, 1885. Although the final
line of the inscription is difficult to decipher, it likely
contained the name of either the donor or the iconog-
rapher.

While this icon lacks notable artistic merit, it
includes several features of interest from an icono-
graphic and technically-technological perspective.
These include the selection of saints and the distinc-
tive use of the stucco technique for the background



and halos. St. Naum is included among the group of
saints but is presented in the background, whereas
only the upper portion of his figure is visible (fig.7).
This positioning renders the depiction unsuitable for
detailed iconographic analysis.

The saintly group accompanying the Mother of
God includes St. Constantine and St. Helena present-
ed prominently in the foreground, accompanied by
St. Demetrius, St. Photini, and St. Mary Magdalene.
Due to difficulties in identifying some of the saints,
small Latin-letter inscriptions in red were added at a
later date to clarify their identities. These inscriptions
highlight the layered history of the icon’s creation
and its subsequent modifications, further enriching
its significance within the broader context of the ec-
clesiastical art from the region.

k ok ok

The study of the iconographic characteristics of
the icons from the churches in Prilep provides a val-
uable framework for the research of the development
of the cult of St. Naum and the artistic traditions
associated with his visual representation. It is note-
worthy to mention that no known artworks depicting
St. Naum from Prilep predate the 19" century. This
absence can be attributed to the historical process-
es that shaped the dissemination of the saint’s cult,
both within Macedonia and across the wider Balkan
region®.

St. Naum of Ohrid was undoubtedly held in great
reverence during his lifetime. Nevertheless, com-
pared to his associate, St. Clement, the cult of St.
Naum appears to have expanded beyond the region
of Ohrid more gradually, with the establishment of
standardized iconographic conventions occurring rel-
atively later. The complementary roles of St. Clem-
ent and St. Naum are evident in the traditions of the
Ohrid's Archbishopric: while St. Clement is celebrat-
ed as the bishop-founder of the priesthood, St. Naum
is venerated as the founder of the monastic tradition.
The institutionalization of St. Naum’s cult began in
the 13" century, catalyzed by the literary contribu-
tions of the Ohrid’s Archbishop Demetrios Choma-
tianos?®. These efforts not only reinforced the saint’s
veneration but also laid the foundations for the subse-
quent development of his iconographic tradition.

% For the spread of the cult and the visual
representations of St. Naum, see: L. IposmanHos,
Hopmpemu na ceemumenume o0 Maxedonuja: IX-XVIII
sexk, 116, 117, 229-231, 234, 241; P. Pycesa, Pasgumue u
pasnpocmpanenue, 32; Vcrara, Obpasume, 247-249.

2 11. I'posnanos, [lopmpemu na céemumenume, 51-52.;

W. CuerapoBb, Mcmopust Ha 0Xpuockama apxuenuckonus,
toM 1, Cocpust 1995, 279-282.
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The earliest surviving visual representations of St.
Naum date back to the second half of the 14" century,
originating exclusively from the churches in Ohrid
and the immediate vicinity of Lake Ohrid?’. This
geographic concentration persisted throughout the
15" and 16" centuries. A significant transformation
occurred between the 17" and 19* centuries, marked
by the substantial territorial expansion of the saint's
cult®, This period of growth was driven by several
factors: his role in the spiritual and cultural enlight-
enment of the Slavic peoples, the numerous miracles
attributed to him, and the increasing prominence of
the Monastery of St. Naum as a center of religious
and pilgrimage activity.

A critical development in the dissemination of St.
Naum'’s iconography beyond the Ohrid region was the
conceptualization of the Seven Slavic Saints compo-
sition, which originated at the Slivnica Monastery®.
However, the most impactful influence on the pop-
ularization of St. Naum’s image stemmed from the
painters of the Kor¢a and Moscopole regions, as well
as from the engravings in Hristofor Zefarovi¢’s Stem-
matographia. Additionally, the seals (sphragistics) of
the Monastery of St. Naum played a pivotal role in
the standardizing of the saint’s iconography. Certain
distinctive elements associated with St. Naum’s im-
age first appeared on these seals, serving as templates
for the later visual representations™.

During the 18" century, particularly under the
leadership of the Archbishop Joasaf (1719-1746), a
native of Moscopole, the Ohrid’s Archbishopric ex-

27 11. T'posnanos, Ilopmpemu na ceemumenume, 116-
128; Vojislav J. hypuh, Hkxone uz Jyzocrasuje, beorpan
1961, 30-32; Ligeran I'poznanos, Ceemu Haym Oxpuocku,
Ckomje 2011, 57.

2 11. Tposmanos, Ceemu Haym Oxpudcku, 253-264.;
P. Pycesa, Uxonoepagusama na ce. Haym Oxpudcku, 328-
330; Ucrara, Passumue u pacnpocmpanenue, 32-48; C.
LBerxoBcku, Hogoomkpuenu nopmpemu, 196; Hctunor,
Hopmpemu na ce. Haym, 359-370.

® For the representation of the Seven Slavic Saints
in the Slivnica Monastery see Bukropmja Ilomoscka
— Kopobap, IIpercraBara Ha CeaMOYHCICHUIINTE BO
KOHTeKCT Ha CJIMKaHata nporpama BO CIMBHHUYKHOT
ManHactup, (YerBpra HaydHa cpenda 1Mo moBOA NaTPOHUOT
npa3HuK Ha HarmoHanHata n yHUBep3UTETCKa OnOImoTeka
,»CB. Kmmment Oxpuacku-Cromje®, 2010), 61-70 with
bibliography.

3 The seals of the Monastery of St. Naum were a
subject matter in the works of: WM. Tomes, Crapurp
nedaty Ha MaHactupa C. Haym, 93-117.; H. Ilenakockw,
IIpenanmjata u crapure nedaru, 13-25.; II. M. Ilemek,
Enen Bo HaykaTa Hemo3HAT medyar o MaHacTHpoT CB.
Haywm, Togmmen 300pHuK Ha (umo30(CckuoT (akynrer,
Cromje 1987, 161-171.



perienced a significant cultural renaissance®'. This
period saw the enhancement of the Monastery of St.
Naum, including the decoration of its Catholicon, as
well as the broader promotion of the saint’s cult. It
was during this time that the artistic conventions for
St. Naum’s depiction were solidified. His image be-
came a central element in the repertoire of the painters
active in western Macedonia, southern Albania, and
northern Epirus. From these regions, his veneration
spread across the Balkans, including Mount Athos,
and extended as far as Vienna and Buda, reflecting
the increasing reach and significance of his cult®? .

By the 19" century, the depictions of St. Naum
ranked among the most numerous for any local Bal-
kan saint. The Moscopole printing house, first man-
aged by the monk Grigorije Moskopolec and later by
Constantine, played a pivotal role in the disseminat-
ing of the saint’s image, using it as an emblem in its
publications®*. This period also coincided with the
rise of a Christian middle class in the urban areas,
accompanied by increased church construction and
a surge in commissions for religious art. Together,
these factors contributed to the widespread populari-
ty of St. Naum’s image.

The representations of St. Naum in the churches
from Prilep reflect both the broader popularization
of his cult and the development of distinctive icono-
graphic patterns. One unique pattern is the depiction
of St. Naum alongside prominent monastic figures
such as St. Anthony the Great and St. Euthymius the
Great. By portraying St. Naum in the company of
these eminent figures, these compositions emphasize
his role as the founder of monasticism in the Ohrid’s
diocese, elevating him to the same stature as the great
monastic leaders of the Christian tradition.

This iconographic model is believed to have orig-
inated in the Ohrid-Moscopole region. Among the

31 W. CuerapoBb, Hcmopus Ha oxpuockama
apxuenuckonus, Tom 2, Codmsa 1932, 208, 209.; LI
I'po3manos, CB. Haym Oxpuocku, 223.

32 1. T'posmanos, [Hopmpemu na ceemumenume 00
Maxkeoonuja IX-XVIII gex, 229, myc M. Nagy, The
Iconography and Iconology of Hristofir Zefar'’s Saint
Nahum Depictions, Nis and Byzantium 1X, Ni§ 2011,
415-426, M. Nagy, The iconography of Saint Naum in the
icons of the workshop of Rdckeve, Ni$ and Byzantium
Symposium I'V, Ni§ 2006, 325-342.; M. Nagy, Ohridi Szent
Naum magyarorszagi kultusza, Budapest — Debrecen
2012.; Pycea, Paszsumue u pacnpocmpanerue, 38-49.

3 For the representations of St. Naum in the
Moscopole’s examples see L. I'posmanos, Ilopmpemu
na ceemumenume, 234, 247, cn. 73, cn. 74; HUcruror,
Cseemu Haym Oxpuocku, 224-226; On the activities of the
Moscopole printing house: U. CrerapoBs, HMcmopus Ha
oxpudckama apxuenucxonus, 2,348, 349;
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earliest known representations of St. Naum, depict-
ed alongside St. Anthony the Great, is an icon dating
to the second half of the 18th century, located in the
Church of St. Nicholas Gerakomia in Ohrid**. In an-
other icon from the last quarter of the 18th century,
housed in the Church of the Mother of God Kamen-
sko in Ohrid, St. Naum is portrayed alongside some
of the most prominent saints of the monastic tradition.
In this composition, he is accompanied by St. Antho-
ny the Great, St. Euthymios the Great, and St. Sava
the Sanctified®.. This iconographical model was sub-
sequently transferred to the Pelagonia region, most
likely by painters who originated from the broader
Moschopolis area. These artists played a significant
role in disseminating the representations of St. Naum
through their works. This hypothesis is supported by
the fact that Anastas Konstantinov, the author of the
icon in the Church of the Annunciation in Prilep, came
from Magarevo—a village with strong ties to the mi-
gration waves from Gramos, Moscopole, and Korca
between 1769 and 18213, These migrations created
enduring connections to the monastic and religious
traditions of these regions. The representations of St.
Naum of Ohrid among the most prominent monastic
saints are notably present in the wall paintings of the
Church of St. Paraskevi in Dolno Egri (1845). Here,
as in the icons from Prilep, he is depicted alongside
St. Anthony the Great and St. Euthymios the Great.
A similar iconographic arrangement can be observed
in the Church of St. Paraskevi in Skocivir (1847), a
work attributed to the painter Jovan from Trnovo*’.

Furthermore, St. Naum is portrayed in the compa-
ny of St. Anthony and St. Euthymios in the Church
of St. Athanasius in Novaci (1868), as well as in the
Church of St. Archangel Michael in Klepa¢ (1877).
These latter works were executed by the brothers
Konstantin and Dimitar Anastasovi from Magarevo®®.

3 At the icon from St. Nicolas Gerakomia, beside
St. Naum and St. Anthony is represented St. Clement of
Ohrid, which is result of the strong cult of the local saints
in Ohrid, see C. L{seTroBCKH, Ho800mKpuenu npompemu,
206-207.

35 C. UerkoBcku, Hosoomkpuenu npompemu, 207.

3% K. Zwomovdog, Févor talididtes otnv EAAdda
1810 — 1821, 2, Abnva 1992, 348-349, 400.; T Xiovidng,
X. Teopywog, O1 avékdotes avouvioeis tov Iliw,
(Ilovayioty), Noodu yio tovg Bldyovs g Hreipov kai
¢ Moxkedoviag oty didpxero tov 1900 aicdva kot yio v

emovaotaon tov 1878 oy Moxedovia, Maxedovikd KA’,
®eccorovikn 1984, 61-66.

37 H. Murpescku, [lopmpemume na ce. Haym, 236-
237.

3% H. Mwurpescku, [lopmpemume na cé. Haym, 238,
240.



The commissioning of St. Naum’s image in Prilep
may have been initiated by the church’s leadership,
potentially by the influential Hadzi Hriste Logothete.
A fervent advocate for the use of Church Slavon-
ic in the liturgy and for the honoring of the Slavic
saints, Hadzi Hriste likely played a significant role
in the promotion of the cult of St. Naum in the re-
gion*. Although the precise origins of this artistic
model remain unclear, it is evident that later icons,
such as those from the Church of the Transfiguration,
drew inspiration from the earlier depictions of St.
Naum. The involvement of Prilep’s Vlach communi-
ty, who played a seminal role in the construction of
the Church of the Transfiguration, further highlights
their significant contribution to the promotion of St.
Naum’s veneration within the city.

¥ A detailed presentation of the personality of
Hadzi Hriste Logothetes was given by: C. KoBmiocku,
Hajenujamennuom npunenuaney 6o XIX eex: Xayu
Xpucmo Jlocomem, Kumxesro xwutue 32, Cxomje
2014, 42.; W. VsaHoBb, Xayu-Pucme [lamjanosuu —
Jlocomem, Tlpunen npexn 100 rogwau, JyOmireeH nmcT
[0 TI0BOJ] CTOTOJMIIHMHATA Ha IpUIIericKara Ipkea CB.
Bnarosemrrenue, Coduja 1938, 1.
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However, the veneration of St. Naum transcend-
ed ethnic and social boundaries. His representation
in the Church of the Annunciation demonstrates that
his cult was not confined to a single community. His-
torical records indicate that St. Naum was highly re-
garded even among local Muslims — a testament to
his enduring legacy. His life and work, continuing the
mission of the Saints Cyril and Methodius, became a
powerful symbol of understanding, unity, and coex-
istence among people of diverse ethnic and cultural
backgrounds.



Anexcangap BACUJIECKMH, Karepuna POCHUKOITIYIIOC

INPETCTABUTE HA CBETHU HAYM OXPUJCKHU BO HKOHOIIUCOT
O 19 BEK BO I1PUJIEIICKUTE IIPKBU

Pezume

JluxoBHuTEe TpercTaBu Ha cB. Haym Oxpuacku
ce jaByBaaT YIITE BO CPEJIHOBEKOBHHOT TEPHOJ, HO
HajrojiemMara eKcItan3uja Ha OpojoT Ha BaKBHUTE Jiea,
KaKO ¥ BO TIOTIIE]] HA TUCTIEP3Hja BO TEPUTOPH]jaITHI
pamkH ce jaByBa BO 19 Bek. Bo pamkure Ha cTyaujata
€ HampaBeH O0H] 1a ce MPoAs1aboul 3HACHETO 32 Ba-
KBHUTE TPOIIECH NIPEKy aHajIu3ara Ha MeT UKOHU KOM
MIOTEKHYBaar ofl 1pkBuTe Bo [Ipmien, a kou He Ouie
peaMeT Ha HaydHa oOpaboTka. Jlenm of MKOHHUTE ce
HaoraaT BO HUBHHUOT OPUTHHAJIEH KOHTEKCT BO IIPK-
Bute CB. bnarosemrenne, CB. [Ipeobpaxenue u Cs.
Kupun u Meroauj, a ase Bo [anepujata Ha MKOHU
BO [Ipunen. PaznuuHara GyHKIMja 1 XpOHOIOTHja HA
HacTaHyBam€ Ha OBHE JIeJia YCIOBUJIe BO HUB Ja Ou-
JIaT MPUMEHETH Pa3InyHU PElIeHN]ja, KOU Ofipa3yBaaT
[TOMHAKBY YMETHHYKN ¥ HKOHOTPA(CKA TPATUIIHH.

Bp3 ocHOBa Ha CTHIICKOJIMKOBHHUTE OCOOEHOCTH
Kako HajcTapo JeJl0 MOXE Jla Ce IMOCOYM HMKOHAaTa
co uHauBHyadHa npercraBa Ha CB. Haym (Per. Op.
21361), koja ce uyBa Bo l'anepujaTa Ha MKOHH BO
IIpunen, a BepojaTHO AatWpa O MOYETOKOT Ha 19
Bek. MkoHorpadckara cxema Ha MKOHAaTa TUPEKTHO
€ TIpe3eMeHa o1 0AaKPOIMCHOTO JIe0 Ha XpucTtodop
XKedapouk koe morexknysa on 1743. Bo mpa3uuy-
HUOT pej Ha UKOHU Off MKoHocTacoT Ha L{pkBara Ha
bnarosemTennero e mocTaBeHa MKOHATa CO MPETCTa-
BHUTE Ha cB. AuTOoHH] Benuku, cB. EBTuMu] Benukn
u cB. Haym Oxpuncku (Per. 6p. 16325), xoja ro cBp-
CCTyBa OXPHJCKHOT YyAOTBOpEL Mely HajuCTaKHa-
TUTE NPETCTaBHUIIM HA MOHAIITBOTO. Bp3 ocHOBa Ha
CTHJICKUTE KapaKTEPUCTUKU 3a MKOHAra ja arpuoy-
npame Ha AHacrac KoncrantwHOB, cimkap on Ma-
rapeBo, U JaTupa Off KpajoT Ha TPHECETTUTE TOMUHHI
Ha 19 Bek. YuTe eqHa UKOHA CO MpeTCcTaBara Ha CB.
Awntonnj Benuku, cB. EBrumuj Benuku u cB. Haym
OxpuacKH, BO KOj C€ BKIYYCHH H M300p Ha CIICHHU OJf
HUBHHTE JXUTH]a, € MIOCTaBEHa BO MPECTOIHUOT pell
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Ha UKOHH Bo IpkBaTa CB. [Ipeobpakenne Bo [Ipmen
(Per. Op. 16418). Uxonara, natupa ox 1871 roguna, a
e nieno Ha cnukapot Hukona Muxajmos on Kpymiego.
WnenTnuHO pemieHne 3a nNpuKaxyBame Ha ¢B. Haym
Oxpuncku co cB. AHTOHH] Bennku, cB. EBTuMuj Be-
JIMKH ja IieJjaMe Kaj yIITe eIHO JEN0 MPUITUIIAHO Ha
Huxora MuxajimoB — nkoHara co momai ¢popmar (Per.
Op. 16223) koja ce gyBa Bo ['anmepujaTa Ha UKOHU BO
[Ipunen. Criopen AaTyMOT Ha HACTaHyBambe MOCIE-
Ha onl mpeTcTaBa Ha cB. Haym on 19 Bek koja e couy-
BaHa BO MPWJICTICKUTE LPKBU € 0f HKOHaTa Ha boro-
pomutia co Xpucroc u ceerurenu (Per. 6p. 16433) on
npkBara CB. Kupun u Meronyj, koja HacTaHaia BO
1885 romuna. Cs. Haym Oxpuicku € mpHuKakaH BO
3aJHHOT PETUCTap HA CBETUTEIH M HETOBHOT JIMK €
caMo JIelyMHO BHUJUIMB, a MOXE Ja e UAECHTU(DUKY-
Ba EIMHCTBEHO CIOPE] HATIIMCOT KOj ja IPUIPYKyBa
HEeropara npeTcTaBa.

IIpunenckure HKOHU CO IPETCTaBUTE Ha ¢B. Haym
OXpHICKH COIpKAaT PapUTETHU HKOHOIpadCcKu pe-
HIEHHja KOM 0COOEHO Ce HarjJaceH! BO 3a€IHUYKOTO
NPUKAKYBamkbe Ha OXPHUICKUOT CBETUTEN IOKpPa] CB.
Antonnj Benuku u cB. Erumuj Benuku. Ce ynaM
BepojaTHa MPETIOCTaBKaTa Jieka MOTEKIOTO Ha BaK-
BOTO perieHue Tpeba maa ce 6apa BO OXPHICKO-MOC-
KOIIOJICKMOT YMETHUYKH KpYT, a IeKa BO MpeIeuTe
Ha [lemaronuja Oun mpeHeceH BO MHUIPALUCKHUTE
OpaHOBHM KOU TMPOCIEAHiie MO PENpEeCcHUTe Ha OBHE
KpauiliTa BO BTOpara MoJIOBMHA Ha 18 u mpBuTE ne-
nennu Ha 19 Bex. Hecomueno, camo Bo Onu3nHara Ha
KAPUILITETO Ha KyNTOT Ha cB. Haym — manacTupoT Ha
operor Ha Oxpunackoro Ezepo, moxeno na ce Ouze
BOOOJIMYEHA HEjaTa 3a M3eTHAYYBAmbETO Ha JIOKAJ-
HHUOT CBETUTEN KaKO POJOHAYAIHUK Ha MOHAILITBOTO
Ha OBHUE MMPOCTOPU U CO Toa Ja Ouje M3eqHadeH CO
HajTIOYNTYBaHUTE MOHACH BO TIPABOCIIABHUETO.
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