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Abstract: This study explores the wall paintings of the Church of St.
Demetrius in Trebino (1644), Municipality of Makedonski Brod, placing them
within the broader context of post-Byzantine artistic production in the Porece
region. It examines the church’s architecture, iconographic program, and stylis-
tic characteristics, emphasizing close parallels with nearby monuments, most
notably the Church of St. Archangel Gabriel in Oreovec, which point to the
activity of the same painter or workshop. Particular attention is given to the
present condition of the wall paintings and the factors that have contributed to
their deterioration, emphasizing the urgent need for conservation, restoration,
and long-term protection of this cultural monument.
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The Church of St. Demetrius is located in the village of Trebino, within
the Municipality of Makedonski Brod, in the Porece region (fig. 1). Trebino is
also known for its much older church dedicated to the Holy Mother of God, dat-
ing to the 13th century,! which had previously been inaccurately dated in 17th
century.2

* The initial data and findings concerning the Church of St. Demetrius derive from
the condition assessment carried out by an expert team of the National Conservation Centre
— Skopje, appointed by Decision No. 08-262/3 of 25 July 2024. The expert team was tasked
with preparing documentation in the field of immovable cultural heritage, intended to serve
as Conservation and Protection Guidelines for the new Spatial Plan of the RN Macedonia.
The author of this study participated as a member of the expert team.

** National Conservation Centre — Skopje; e-mail: jehspa@yahoo.com

I II. T'posnanoB, Kypbunoeo u opyeu cmyouu 3a gpecrodcusonucom 6o Ilpecna,
Ckomje 2015 / C. Grozdanov, Kurbinovo and other studies on Prespa Frescoes, Skopje 2015,
22, 84.

2 @.Mececuen, Tonoepagcke beneuwike 0 HeKUM ypkeeHum cnomeruyuma y Iopeuy,
I'macank Cxonckor HayuHor npymTsa 13, yp. P. M., I'pyjuh, (Cxomuse 1934), 171-173.
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The church was first mentioned
in 1934 by France Mesesnel, who
published the donor’s inscription to-
gether with the recorded year and
provided brief descriptions of the ar-
chitecture and the painted program.
He also reported on the severely de-
teriorated condition of the church, at-
tributing much of the damage to the
compromised roof structure, which
significantly contributed to the decay
of the wall paintings, especially in the
vaults and upper parts of the interior.3
A year later, the village of Trebino
and the Church of St. Demetrios were
likewise mentioned and published by
Petar S. Jovanovi¢.4 More recently, the
author of the present study has made a
brief presentation of the wall paintings
in Trebino as comparative material in
relation to those of the Church of St.
Archangel Gabriel in Oreovec.>

The donor’s inscription on the
{ west wall above the entrance, origi-
nally written in two rows, is now very
damaged (fig. 2).6 However, the con-
cluding line (3" p H B™), which pre-
serves the most crucial information,

Fig. 1 The Church of St. Demetrius in Trebino (1644), remains legible and indicates the year
Municipality of Makedonski Brod, Porece region. Photo: 1644, referring to both the construc-

Jehona Spahiu Janchevska tion and the painting of the Church of

Cn. 1 Lpkea Ceeror JJumurpuja y Tpeduny (1644.), St. Demetrius in Trebino.
Onmtrnaa Makenoncku bpox, obmact I[Topeue. doto: In terms of stylistic, thematic,

Jexona Cnaxuy Jatriencka and iconographic features, the church

and especially its wall paintings be-
long to the modest yet noteworthy ecclesiastical and artistic production of the
post-Byzantine period. It is connected to a recognizable group of churches in
the Porece region, including St. Athanasius in Kova¢ (1626/27),7 St. Archangel

3 @. MececHern, op.cit., 174-175, ci. 4-6.

4 TII. C. JoBanosuh, ITopeue, Hacesba U NMOPEKIIO CTaHOBHHINTBA, Kib. 28, yp. J.
Leujuh, (beorpax 1935), 311-312.

5 J. Cnaxuy JanueBcka, 100 npegezom na 3abopasom — ypkeama Ceemu Apxaneen
Taspun 6o Opeogey, Balcanoslavica 53(1-2), yp. A. Bacuneckn, (Ilpunen 2024), 61-89.

6 By the time when F. Mesesnel published his notes, the inscription was preserved
in a considerably better condition, see: ®. Mecechen, op.cit., 175.

7 H. Murpescku, Llpkeama Ceemu Amanacuj 6o Kosau, Ilopeue, JyouneeH 300pHUK
— 25 rogunu mutponoaut Tumorej, yp. L. I'po3nanos, (Oxpun 2006), 309-329.
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Fig. 2 Donor’s inscription, west wall above the entrance (1644). Photo: National
Conservation Centre — Skopje; Mishko Tutkovski

Ca. 2 Krutopcku Harnuc, 3anajasu 3un u3Hay yiasa (1644.). ®oro: Hanponanuu
KOH3epBaTopckH neHrap — Crorsbe; Mumko TyTkoBckn

Michael in Bence,8 St. Barbara in Kova¢ near Samokov, St. Nicholas in
Cresnevo,’ and St. Archangel Gabriel in Oreovec (dating to the second quarter
of the 17th century).10

According to its architectural type, the church is a single-nave structure
with a barrel vault, externally covered by a gabled roof. It is constructed of
crushed stones bounded with lime mortar. The roof, originally covered with
stone slabs, is now overlaid with a sheet-metal covering, installed by local resi-
dents without prior approval from the competent professional institution for the
protection of cultural heritage. Additional evidence of unprofessional interven-
tions is visible in the mortar joints. The entrance to the church is on the western
side, while on the eastern side it ends with a three-sided apse. The southern fa-
cade is articulated with a niche, a feature commonly found in churches through-
out the Porece region.

The church retains a substantial portion of its original wall paintings, al-
though heavily damaged and severely affected by salt efflorescence, present-
ing considerable challenges for both interpretation and conservation (fig. 3).
Moreover, numerous inscriptions have deteriorated to the point of illegibility,
while others have vanished completely.!! Despite the current condition, the
surviving paintings reveal an iconographic program characteristic of the first

8 Idem, ®peckoocusonucom 6o yprkeama Ceemu Apxancen Muxaun 6o ceromo
benue, Ilopeue, Ilpunoszu XLIV 1-2, mocBerenn Ha Akagemuk LiBeran [po3nanoB mo moBoxg
50 roqvHU HayYHO-UCTpaXkyBayKa JejHOCT. 300pHUK Ha TPYIOBH O] HAyYHHOT COOHP OpKaH
Bo Oxpun, 4 okromspy, 2012 (Cromje 2013), 187-206.

9 C. liBerkoBcky, /[Jee nenoznamu nocmeuzanmucku ypxeu 6o Ilopeue 00 XVII
6ex, Manactupot Crerde U mocTBU3aHTHCKaTa yMeTHOCT Ha bankanot ox XVI u XVII Bek,
300pHUK Ha TpynoBH, yp. C. LIBetkoBku, (Kypue - lemup Xucap 2021), 215-238.

10 Cnaxuy JanueBcka, [100 npesezom na 3abopasom, 61-89.

11" Due to the deteriorated condition of the wall paintings and, in particular, the ille-
gibility of the surviving texts, the transcription of the original inscriptions is not undertaken
at this stage of the research.
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Fig. 3 Interior
of the Church of
St. Demetrius

in Trebino.
Photo: Mishko
Tutkovski

Cn.3
YHyTpammocT
npkBe CBeTor
Jumurpuja

y Tpebumny.
Doto: Muiko
TyTkoBCKH

half of the 17th century, corresponding to the general decorative scheme found
in small post-Byzantine churches. The painted program extends through the
sanctuary, partially the vault, and the nave, following established compositional
norms.

This study also addresses the challenges posed by the current condition of
the church, and particularly of its wall paintings, proposing potential directions
for further research and conservation efforts. Ultimately, the research aims not
only to enhance our understanding of regional artistic practices and production,
but also to contribute to the preservation and long-term safeguarding of the
area’s cultural heritage.

Stylistic, thematic, and iconographic parallels indicate a close connection
between the wall paintings of the Church of St. Demetrius in Trebino and those
in the Church of St. Archangel Gabriel in Oreovec. The striking similarities
suggest that the same painter or workshop was active in the region within a
relatively short timeframe.

In the conch of the altar apse, the Holy Mother of God is depicted in
half-length, holding the Christ Child in a medallion on her chest (fig. 4). She
is flanked symmetrically by the half-length figures of Archangels Gabriel and
Michael, shown in adoration with covered hands, each enclosed within a me-
dallion.!2 The first register of the altar space presents the Officiating Church
Fathers. On the left side are St. Athanasius of Alexandria and St. Basil the
Great, while on the right side are represented St. John Chrysostom and St.
Gregory the Theologian.

In the niche of the prothesis is the depiction of the Man of Sorrows (fig.
5). Christ is shown with his head gently inclined toward his right shoulder and

12 In the Church of St. Archangel Gabriel in Oreovec, the half-length figures of
Archangels Gabriel and Michael are not included, cf. Cniaxuy Januescka, /100 npegezom Ha
3abopasom, 65, 3a6. 16, ci. 3.
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i | .'i" 4 Noaly ¢ P i
Fig. 4 Mother of God with Christ Child in a medallion, altar Fig. 5 Man of Sorrows, prothesis
apse. Photo: Mishko Tutkovski niche. Photo: Mishko Tutkovski
Cin. 4 Boroponuiia ca XpucToM y MeIaJbOHY, OJTapcKa Cn. 5 MptBu Xpucroc, HAII1a
ancuna. @oro: Mumko TyTkoBCkH nporesuca. @oro: Mumiko TyTkoBCKH

his hands crossed over the stomach. Formed as an event and an image under
the influence of the liturgical innovations that arose from the Christological
debates conducted during the 11th and 12th centuries,!3 the depiction acquires a
Eucharistic meaning, and its designated place is within the altar space, most com-
monly, from the 13th century onward, in the prothesis.14 The image of the Man
of Sorrows within the prothesis becomes increasingly prevalent during the 14th
and 15th centuries and is particularly dominant in the 16th and 17th centuries.15
While closely associated with the Liturgy of Preparation (Proskomedia),!6 the
position of the crossed arms simultaneously conveys a funerary connotation.1?

In the niche of the diaconicon stands the figure of the Protomartyr and
Archdeacon St. Stephen. He is depicted as a beardless youth with curly hair and
a tonsure, holding a censer in his right hand and a pyx in his left. St. Stephen is
clad in a white sticharion with a golden collar adorned with pearls and precious
stones, while a red mantle is draped over his left shoulder.

13 T. Babuh, Xpucmonowxe pacnpe y XII 6exy u nojasa Ho8ux cyena y ancuoaiHom
0eKopy 8U3aHmMujcKux ypraea, 300pHUK JUKOBHE yMeTHOCTH 2, yp. . Menakosuh, (HoBu
Can 1966), 11-29.

14 For a more detailed discussion on the depiction, development, and connection of
the Man of Sorrows with the liturgical service, see: H. Belting, An Image and Its Function in
the Liturgy: The Man of Sorrows in Byzantium, Dumbarton Oaks Papers 34-35 (Washington,
DC 1980-1981), 1-16; D. Simic¢-Lazar, Kaleni¢ et la derniére period de la peinture byzantine,
Skopje 1995, 85-99; Eadem, Kanenuh: Cauxapcmeo-Hcmopuja, beorpan 2011, 121-133.

15 The numerous examples of depictions of the Man of Sorrows are summarized in:
H. Mutrpescku, Manacmupom Caenue kaj Ipunen, Hpunen 2001, 45-49 (with earlier litera-
ture).

16 Cumuh-Jlazap, Kazenuh, 131-132.

17 For the position of the hands, see: H. Maguire, The Depiction of Sorrow in Middle
Byzantine Art, Dumbarton Oaks Papers 31 (Washington, DC 1977), 154-155, n. 173; H. Belt-
ing, op.cit., 6.
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Fig. 6 St. Sava and St.
Blaise, north wall, altar
space. Photo: Jehona
Spahiu Janchevska

Cn. 6 Ceetn CaBa

u Csetn Bnacuje,
CEBEPHU 3UJ, OJITAPCKU
npoctop. doro: JexoHa
Crnaxuy JaHueBcka

In the first zone of the southern wall of the altar space, standing represen-
tations of hierarchs were originally depicted, as suggested by the few surviving
fragments. Within the frieze of bust-length figures in medallions, only the upper
portions of three hierarchs are preserved, while their inscriptions are now illeg-
ible. Beyond extensive surface deterioration, the legibility of the inscriptions
is further obscured by later interventions, notably the installation of electrical
wiring.

On the north wall of the altar, the first register probably featured the Vision
of St. Peter of Alexandria. Above it, the frieze includes two half-length figures
of hierarchs within medallions—St. Sava and St. Blaise (fig. 6). The Serbian
saint Sava is portrayed with short brown hair, a tonsure and a broad beard.18 St.
Blaise is shown as a curly-haired elder with a pointed beard, in accordance with
his description in the ‘Painter’s manual’ of Dionysius of Fourna.!® Both holy
fathers hold closed books in their veiled hands. Comparable half-length images
of these two hierarchs, placed in the same position, appear in the churches of St.
Athanasius in Kovaé,20 and St. Archangel Gabriel in Oreovec,?! suggesting a
shared iconographic model and consistent placement. Immediately beside them
is the bust-length figure of the deacon St. Romanos the Melodist, identifiable
by his characteristic physiognomy with short brown hair and a rounded beard,
accompanied by a legible inscription.

18 For the developmental phases of the iconography of St. Sava of Serbia, see /.
Bojoauh, Ilymesu u asze yobnuuasarwa cpeomwosexosne uxonocpaguje ceéemoz Cage
Cpncxkoe, Humt u BuzanTuja XIII, yp. M. Pakormja, (Hum 2015): 49-73.

19 M. Menuh, Cmapu cauxapcku npupyunuyu III, Epmunuja o ciaukapckum
sewmunama [uonucuja uz @ypue, beorpan 2005, 396-397.

20 MurpeBcku, Ceemu Amanacuj 6o Kosau, 315, cx. 3.
21 Cnaxwuy Januescka, [100 npeseszom na 3abopagom, 69.
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Fig. 7 Ascension with the Mother of God Fig. 8 Three representations, apex of the
and the Holy Mandylion, east wall, altar vault. Photo: Mishko Tutkovski
space. Photo: Mishko Tutkovski Cr. 8 Tpu npesictase, Bpx coza. PoTo:

Ca. 7 Bazneceme XpHcTOBO ca Muuko TyTkoBcku
Boroponuniom u Ceetum YOpycom, HCTOUHH
3UJ1, OATapcKu npoctop. Poto: Mumiko
TyTkoBcku

The Annunciation is depicted on either side of the apse conch. On the
northern side, the Archangel Gabriel is preserved, while the representation of
the Holy Mother of God is almost entirely destroyed. By contrast, in the church
at Oreovec, the same event is rendered as a single scene on the flat surface of
the diaconicon.22

Above the conch, on the eastern wall, the Ascension is illustrated (fig. 7).
Christ, shown in a double gesture of blessing, is seated on a rainbow within a
mandorla carried by two angels.23 Flanking the conch are seven apostles on the
left and eight on the right, a representation that does not align with the Gospel
accounts of Mark (16:19) and Luke (24:50-52), which mention the presence

22 Ibid, 69-71; Eadem, “Blessed Art Thou Among Women”: The Annunciation as a
Single Scene Within the Great Feasts, PHTOPIZZA. U3cnenBanus B yect Ha npod. bucepka
ITenkoBa MHCTUTYT 32 M3cnenBane Ha U3KycTBata, pea. A. ToromaHosa, (Codus 2026), 87,
89, ill. &c.

23 The textual foundation of the event, which constitutes the principal source for
the illustration of the scene, is found in Acts of the Apostles 1:4—11 (I1. Cumuh, @Ppecka
Basnecerwa Xpucmosoe y bujenom Ilomy u wena numypeujcka noonoza, 3orpad 6, yp. B.
Bypul), (beorpan 1975), 21-24).
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Fig. 9 Christ
Emmanuel, west part
of the vault. Photo:

| Mishko Tutkovski

Cn. 9 Xpucroc

' %, Emanywr, 3amagnu neo
" B4 cpozma. ®@oto: Murko

8 |[yYTKOBCKU

Fig. 10 Half-length
figures of prophets,
base of the vault.
Photo: Jehona Spahiu
Janchevska

Ca. 10 Jomojacue
[peCTaBe MPOpoKa,
% TIOJHOX]E CBOJA.

" ®oro: Jexona Criaxmy
JanueBcka

of only eleven apostles at the Ascension.24 An angel is also included on the
southern side of the scene,25 and on the northern side stands the Holy Mother of
God, depicted as a witness to the event. Although her presence is not mentioned
in the New Testament sources, it holds symbolic significance, representing the
Church of Christ remaining on Earth.26 Also noteworthy within the Ascension

24 M. Mapxosuh, Luxnyc Beruxux npasnuka, 3uHO cIukapcTBO MaHactupa Jleda-
Ha: rpaha u cryamje, yp. B. Dypub), (beorpan 1995), 118.
25 The angel is pointed out by: Ciaxuy Januescka, [700 npesezom na 3abopasom, 71-72.

26 B.Tomuh, Hajemapuje 3uono cauxapcmeo y Ce. Anocmonuma y Ilehiu, 360pnux 3a
auxosre ymemuocmu 18, yp. 1. Menaxosuh, (Hosu Cax 1982), 33-34.
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Fig. 11 Nativity of
Christ, south wall,
altar space. Photo:
Mishko Tutkovski

Cx. 11 Poheme
XpHUCTOBO, jy)KHH
3UJ1, ONTAPCKH
npoctop. Poro:
Murko TyTKkoBCKH

scene is the inclusion of the Holy Mandylion, an element frequently found in
post-Byzantine churches when placed in the altar space.2? Its presence here
underscores the idea of the Incarnation, while its integration into the Ascension
scene symbolizes Christ’s bequest of the Mandylion to his followers as testa-
ment of his presence on earth and divine-human nature.28

At the apex of the vault, three representations are depicted, although they
have suffered considerable damage (fig. 8). On the eastern side, the half-length
figure of the Ancient of Days was once shown, while Christ Pantocrator most
likely occupied the central position, as suggested by the surviving fragments.
The best-preserved image is located on the western half of the vault and, based
on the visible features and the remaining letters of the accompanying inscrip-
tion, can be identified as Christ Emmanuel (fig. 9).29

At the base of the vault, half-length figures of prophets holding inscribed
scrolls were originally presented (fig. 10). The figures on the south side of the
vault are now completely destroyed. Those on the northern side are preserved
to a slightly greater extent; however, their identifying inscriptions and the texts
on the open scrolls are largely illegible. Despite this condition, several fig-
ures may be tentatively identified, including the Prophet Zechariah the Elder,
Prophet Moses, and King Solomon. Particularly recognizable among them is
the Prophet Noah, depicted holding the Ark, as well as a half-length representa-

27 More on the Holy Mandylion, its significance, location, and particularly its con-
nection with the Ascension of Christ, see: J. Cnaxuy Januescka, [[pxeama Ceemu Huxona 6o
Tonnuuxuom manacmup, Cxomje 2021, 65, 88-89 (with examples and literature).

28 C. Ilejuh, Manounuon y nocnesuzanmujckoj ymemnocmu, 3060pHUK Martuie
cpricke 3a JiukoBHE ymeTHOocTH 34-35, yp. 1. Menakosuh , (HoBu Can 2003), 84, 87.

29 The image in Trebino is identified by: Cnaxuy Januescka, I1o0 npesezom Ha
3abopagom, T4.
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- Fig. 12

Presentation of

Christ in the

Temple, south

% wall, nave. Photo:
. Jehona Spahiu

. Janchevska

Cx. 12 Cpereme
Tocnonme, jyxHH
3u, Haoc. Poro:
Jexona Craxny
JanueBcka

Fig. 13 Baptism
of Christ, south
wall, nave. Photo:
Mishko Tutkovski

Cn. 13 Kpmreme
Xpucroso,
JYXKHU 311, HaoC.
®oto: Mumko
TyTkoBCKH

tion of St. John the Forerunner.30 A comparable selection of prophets, accom-
panied by analogous textual references, is found in the Church of St. Archangel
Gabriel in Oreovec.3!

The scenes from the Great Feasts cycle extend across the upper zone of
the altar space and the nave. They are rendered in a traditional and widely es-
tablished iconographic manner, yet they also display certain distinctive features,
and subtle iconographic peculiarities. On the south wall, the first scene is the
Nativity of Christ, presented in accordance with the fully developed and long-
established iconographic model that incorporates all the recognizable elements

30 Prophet Noah and Prophet Moses in Trebino were identified by: Ibid., 75, n. 75.
31 Tbid., 74-75.
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and narrative episodes (fig. 11). At the center of the composition is the semi-re-
clining figure of the Virgin Mary, turned toward the manger in which the swad-
dled Christ Child lies, with the ox and the donkey nearby. Although the upper
part of the scene suffered the most damage, perhaps one angel announces the
news of Christ’s birth to a young shepherd (Luke 2:9-12), while another greets
the three Magi bringing their gifts. In the foreground, the bathing of the Infant
Christ is shown, and in the right corner is the contemplative figure of Joseph,
engaged in conversation with a shepherd (Psalms 71:11; Matthew 2:11).32

The scene is followed by the Presentation of Christ in the Temple, com-
posed symmetrically with the protagonists arranged around the central balda-
chin, which enhances the balance and solemn character of the event (fig. 12).33
On the left side stands the Holy Mother of God, followed by Joseph, who car-
ries two doves in his veiled hands. The Christ Child is in the arms of Simeon
the God-receiver on the opposite side. Behind him stands the Prophetess Anna,
holding an open scroll in her left hand, inscribed with the words concerning
the predestined role of the Infant “to be the Creator of heaven and earth™.34
This iconographic formulation, including the text on the Prophetess Anna’s
scroll, recurs in the Church of St. Archangel Gabriel in Oreovec.35

In the Baptism of Christ, Christ occupies the central position, standing on
a pedestal from which serpent-like creatures emerge (Psalms 73(74):13).36 On
the left riverbank, St. John the Forerunner steps forward, extending his right
hand to baptize Christ, while on the opposite bank a group of angels stands with
veiled hands (fig. 13). Notably, the dove symbolizing the Holy Spirit is absent,
as are the personifications of the Jordan River and the Sea within the water.37
The scene is supplemented by the inclusion of the tree and the axe, visual refer-
ences to the metaphor found in Matthew 3:10 and Luke 3:9.

32 Tbid., 75, n. 76.

33 On the iconography of the scene and its evolution, including its spatial configu-
ration and arrangement of figures, the variants in which Christ is held either by the Holy
Mother of God or by Simeon the God-receiver, as well as the prophetic gesture of Anna,
cf. D. C. Shorr, The Iconographic Development of the Presentation in the Temple, The Art
Bulletin 28:1, (1946), 17-32; G. Schiller, Iconography of Christian Art, Vol. 1, New York
1971, 90-94: H. Maguire, op.cit., 261-269; 1. Sinkevi¢, Changes in the composition of the
Presentation of Christ in the temple in Palaeologian times, Kyntypno nacnenctso 28-29, J.
Tpuukoscka, Cxomje 2004, 33-38.

34 For the origin of the text in church poetry, cf. Mapkosuh, uknyc Bennkux
npasuuka, 109. The text is also recommended in the ‘Painter’s manual’ of Dionysius of Four-
na: Memuh, Cmapu cauxapcku npupyunuyu 111, 261.

35 Cnaxny Januescka, I1o0 npesezom na 3abopasom, 77.

36 This depiction is interpreted as a symbolic and allegorical triumph over evil.
For a more detailed discussion of this motif, see: Il. Kocroscka, Cumboruukomo 3nauerse
na npemcmasama na Xpucmosomo xpumenue 6o ypxeama Ceemu Huxona eo Bapou,
xaj Ilpunen, Balcanoslavica 26-27, Ilpunen 1999-2000, 39-58; Eadem, Ilpoepamama ua
arcusonucom na ypkeama Ce. Hukona 6o Bapow kaj I[Ipunen u nejsunama @yuxyuja xaxo
2pobna xanena, 300pHUK 32 CPETHOBEKOBHA yMETHOCT Ha My3ejoT Ha Makenonuja 3, yp. B.
[Tonoscka-Kopobap, (Cxomje 2001), 62-63.

37 This has been noted by: Ciaxuy Januescka, [100 npegezom na 3abopagom, 77.
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Fig. 14 Raising
of Lazarus, south
wall, nave. Photo:
Mishko Tutkovski

Cix. 14 Backpceme
JlazapeBo, jyxHN
3u1, Haoc. Doro:
Mumko TyTkoBckH

Fig. 15 Hospitality
of Abraham, west
wall, nave. Photo:
Mishko Tutkovski

Cn. 15
TocTosmybibe
ABpamoBo,
3amafHy 341, HA0C.
®oro: Mumko
TyTkoBCKH

The final scene on the south wall is the Raising of Lazarus. On the left,
Christ approaches accompanied by the apostles and he blesses with his right
hand (fig. 14). In front of him should be the sisters of Lazarus, of whom only
one is partly preserved, while on the opposite side is the resurrected Lazarus
in his sarcophagus. Beside the sarcophagus, one young man lifts the lid. The
miraculous event unfolds in front of the gathered crowd at the gates of Bethany.
An analogous compositional arrangement can be observed in the Church of St.
Archangel Gabriel in Oreovec.38

The upper semicircular surface of the west wall is occupied by the
Hospitality of Abraham (fig. 15),39 a scene that scholar Mesesnel mistakenly
identified as the Last Supper,40 likely due to the similar appearance of the table
and the arrangement of the figures, an ambiguity that itself reflects the profound

38 Cnaxwmy Jandescka, loc.cit.
39 The correct composition was identified by Ibid., 79.
40 Cf. @. Mececwern, op.cit., 175.
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Eucharistic connotations inherent in the subject.4! The composition illustrates
the Old Testament episode described in Genesis 18:1-16, wherein the patri-
arch Abraham receives the three divine visitors at his dwelling by the oak(s) of
Mamre, an event long interpreted in Christian exegesis as a theophanic revela-
tion of the triune God.42 At the center of the scene, seated at an oval table, is the
angel hieratically emphasized through frontal presentation, dominant scale, and
a cruciform halo inscribed with the letters O"QN, a Christological marker that
identifies him with the divine hypostasis of God and underscores the theophanic
and revelatory character of the event.43 To his left stands Abraham, offering
a dish, while Sarah is positioned to his right, holding a vessel, both shown in
reduced scale. The two remaining angels are arranged symmetrically on either
side of the table, completing the composition.44

As one of the most theologically charged subjects of Christian art, the
Hospitality of Abraham functions as a visual articulation of the doctrine of the
consubstantial and indivisible Trinity, in which the Old Testament narrative is
transformed into a dogmatic image of Trinitarian unity.45 At the same time, the
scene bears a pronounced liturgical dimension, as it prefigures the Eucharist
and anticipates Christ’s sacrificial offering. In this way establishes a typological
link between the Old Testament theophany and the New Testament mystery, a
reading particularly emphasized in contexts where the scene engages broader
eschatological or programmatic concerns.46

The narrative continues on the north wall with the scenes of Christs Entry
into Jerusalem (fig. 16). Christ, riding on a white donkey, approaches the city
gate, followed by the apostles. At the head of the apostolic group stands Peter,
who gestures with his raised left hand. To the right rise the walls of Jerusalem,

41 M. Alpatov, La Trinité dans I’art byzantine I'icone de Roublev, Etudes compa-
ratives, Echos d’Orient 26, (1927), 150-186; L. Réau, Iconographie de I’art chrétien, 11/1,
Paris 1956, 134-137; V. Lasareff, La Trinité d’André Rublov, Gazette des Beaux-Arts 54,
(1959), 282-300; Z. Kadar, A propos des representations de la Philoxénie d’ Abraham sur les
mosaiques des Ve —Vle siécles, 3orpad 6, yp. B. Bypulb, (beorpan 1975), 5-7.

42 S. Kalopisi Verti, Die Kirche der Hagia Triada bei Kranidi in der Argolis (1244),
Miscellanea Byzantina Monacensia 20, Miinchen 1975, 165-181; 1. CantsixoB, HxoHozpa-
¢us ,, Tpouywt *“ Anopes Pyobnesa, [ipeBaopycckoe uckyccrso XIV-XV BB., pen. O.U. [Toxo-
6enosa, (Mocksa 1984), 80; I. Cmwbka, LJuknyc apxanhena y uzanmujckoj ymemnocmu,
Beorpan 1991, 62-65.

43 E. Iumutposa, Manacmup Mamejue, Cxomje 2002, 110-112.

44 H.B. Manuukiu, Ko ucmopiu komnosuyuu eemxozasvmuotl Tpouysl, Seminarium
Kondakovianum II, (Prague 1928), 35-36.

45 M. Altripp, Die Rezeption trinitarisch interpretierter Texte des Alten Testamentes
in der byzantinischen Kunst, 360pHuk panoBa Buzanronomkor nacruryra 53, yp. Jb. Mak-
cumoBnh, b. Kpecmanosuh, (beorpan 2022), 251-265. For a detailed discussion of the scene,
its sources, theological interpretation, iconographic features, function, continuity and change,
examples, and the extensive scholarly literature, see: M. Kyrommkuesa, Jluxem na boza.
Hzo6pascenuama na Ceema Tpouya 6 npasocrasnomo uzkycmso, Copus 2020, 159-1911.

46 A. TaspuioBuh, [lpunoz npoyuasarwy cyene “Tocmomybma Aspamogoe”
Y UCMOYHOXpUWRAHCKO] — YMEMHOCMU—NPOSPAMCKO-CUMOOTUYKY — dCheKm  CleHe,
Etnoanrpononomku npobnemu H. ¢. rox. 19, cs. 2, yp. . Antonujesuh, (beorpan 2024),
599-613.
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i Fig. 16 Christ’s
. Entry into
Jerusalem, north
> wall, nave.

41 Photo: National
¢ Conservation
Centre — Skopje

Ci. 16 Ynazak
XpHUCTOB Yy
Jepycanum,
CEBEpHH 3UJI,
Haoc. doro:
Hanumonanau
KOH3EPBaTOPCKU
nenrap — Ckorsse

forming a square, within which the crowd awaits Christ’s arrival. The scene is
further enriched by the presence of children, one of which offers food to the
donkey, while another spreads his garment beneath its feet. In the crown of the
palm tree stands a child cutting branches with a small axe, as yet another as-
cends the trunk. An identical scene can be found in the Church of St. Archangel
Gabriel in Oreovec.47

The next scene is the Crucifixion of Christ. To the left stands the Holy
Mother of God, accompanied by four women, while on the right side is the
apostle John, behind whom stands the centurion Longinus, his gaze directed to-
ward Christ and his right hand raised in testimony (fig. 17). In the upper portion
of the composition, flanking the Cross, are the personifications of the Sun and
the Moon. The background is defined by partition walls from which defensive
towers rise.

Immediately following it is the scene of the Myrrh-bearing Women at the
Tomb (fig. 18). At the center of the composition is the sarcophagus, upon which
only the linen cloth remains, the very shroud in which Christ had been wrapped
according to ancient Jewish custom. Seated on the marble lid is an angel clad
in white, holding a scepter in his left hand and directing his right hand toward
the empty tomb. Beside the grave stands another angel, pointing to the place
where the Lord had lain. From the left, six haloed Myrrh-bearing Women ap-
proach in a pyramidal arrangement: three figures occupy the foreground, while
the remaining three are suggested solely by their halos. In front of the tomb rests
a group of sleeping soldiers, slumped over their shields and spears. A closely
related compositional scheme is found in the Church of St. Archangel Gabriel
in Oreovec.48

47 Cnaxwuy Januescka, [100 npeseszom na 3abopagom, 79.
48 Ibid., 79, n. 85.
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Fig. 17 Crucifixion
of Christ, north wall,
nave. Photo: Jehona
Spahiu Janchevska

Cn. 17 Pacniehe
XpHUCTOBO, CEBEPHU
3uj, Haoc. Poro:
Jexona Cnaxmy
JanueBcka

In Eastern Christian iconography, the scene of the Myrrh-bearing Women
at the Tomb signifies the Resurrection of Christ and conveys the same theologi-
cal meaning as the Harrowing of Hell 4 thereby forming part of the Eothina
(Resurrectional) Gospel cycles.50 In the post-Byzantine period, the scene is en-
riched with an additional angelic figure,>! following the Gospel accounts of Luke
(24:4) and John (20:12-13). Another variable element is the number of repre-
sented myrrh-bearers. Although Matthew (28:1) and Mark (16:1) mention two
and three women respectively, in our case six women are shown.52 The Mother
of God may also appear among them, a presence contrary to the Gospel tradi-
tion, but emphasized by St. John Chrysostom, and later by Nikephoros Kallistos
Xanthopoulos and Gregory Palamas.53 Their writings, particularly those of the

49 H. B. Ilokposckiii, Esancenue b namsmuukaxs ukonoepagiu, C. IlerepOyprsb
1892, 392-398.

50 More extensively on the Resurrectional Gospels: C. IlerkoBuh, Manacmup
Csema Tpojya koo Ilwesawa, beorpan 1974, 59-60; N. Zarras, The Iconographical Cycle
of the Eothina Gospel Pericopes in Churches from Reign of King Milutin, 3orpa¢ 31, yp. I.
Cy6otuh, (beorpan 2006-2007), 95-112 (with literature).

51 Cf. A. CepadumoBa, Kyueguwixu manacmup Ceemu Apxanzenu, Cxonje 2005, 69
(with examples).

52 According to the First Jerusalem Manuscript (1566) and the Book of Priest Dani-
lo, also known as the Second Jerusalem Manuscript (1674), the names of the seven Myrrhbe-
arers are known: Mary Magdalene, Salome, Joanna, Mary and Martha, Mary of Cleopas, and
Susanna (or Sosanna/Suzanna), see: M. Menuh, Cmapu cauxapcku npupyunuyu I, beorpan
2005, 384-385. All seven Myrrhbearers are likewise listed by name in the ‘Painter’s manual’
of Dionysius of Fourna: Idem, Cmapu cruxapcxu npupyunuyu 111, 431.

53 Zarras N., La tradition de la présence de la Vierge dans les scénes du “Lithos”
et du “Chairete” et son influence sur l'iconographie tardobyzantine, 3orpad 28, yp. 1. M.
Bophesuh, (beorpax 2000-2001), 113-115.
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Fig. 18 Myrrh-
bearing Women at
the Tomb, north
wall, nave. Photo:
Mishko Tutkovski

Ca. 18 Muponocure
Ha XpHUCTOBOM
rpo0y, CeBepHH 33U,
Haoc. ®oro: Mumiko
TyTKoBCKH

Fig. 19 Harrowing
of Hell north wall,
nave. Photo: Jehona
Spahiu Janchevska

Cn. 19 Cunazak y
An, ceBepHH 3UJ,
Haoc. doro: JexoHa
Cnaxuy JaHueBcKka

latter two, exerted a strong influence on the Palaiologan era painting.54 Under
the impact of Palaiologan art, the inclusion of the Holy Mother of God among
the myrrh-bearers persisted throughout the post-Byzantine period.5>

In The Harrowing of Hell, Christ is depicted clad in white chiton and
himation, standing above the shattered gates of Hades (fig. 19). In his left hand

54 The inclusion of the Mother of God among the Myrrh-bearing Women at the Tomb,
as well as in the scene of the Appearance to the Myrrh-bearers, is interpreted as a visual ex-
pression of the exceptional veneration accorded to her during the fourteenth century, cf. Ibid.,
115-119.

55 1Ibid., 119-120 (with examples).
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he holds a cross, while with his right hand he pulls the forefather Adam out of
the sarcophagus. Behind Adam, on the left, rises a group of Old Testament kings
and prophets, with King David and King Solomon positioned in the foreground.
On the right, Eve stands in the sarcophagus, with her veiled hands raised in a
gesture of prayer, followed by the ranks of the righteous led by St. John the
Forerunner. Beneath the broken gates of Hades is the ruler of the underworld,
Beelzebub bound in chains.

The cycle ends with the Dormition of the Mother of God, depicted in its
traditional placement in the second register of the west wall (fig. 20). Christ is
represented holding a swaddled infant in his arms, symbolizing the pure and
righteous soul of his mother. The composition further includes two angels, two
hierarchs holding Gospels, the assembled groups of apostles, and the episode
featuring the Archangel Michael confronting the heretic Jephonias in front of
the bier.

Beneath the scenes of the Festal Cycle is the zone featuring half-length
saintly figures enclosed within medallions, now severely damaged and large-
ly unrecognizable. The southern wall most likely featured Saints Nestor and
Procopius, along with another, for the moment unidentified saint with white
hair and a pointed beard. Subsequently, three holy women are also depicted,
the first one in maroon dress, the second one is a crowned female saint, and
the third one is identifiable as Saint Thecla. On the north wall, a female saint
wearing a white veil is presented, followed by another crowned figure, possi-
bly St. Barbara. Next to them is St. Julitta, turned toward her son, St. Cyricus.
Further along are the Holy Unmercenaries Cosmas, Damian, and Panteleimon,
recognizable by the tweezers and medicine boxes they hold. At the end of the
sequence, another half-length figure is represented, probably a monastic saint.
By comparison with the Church of St. Archangel Gabriel in Oreovec, a similar
selection of saints appears to have been adopted in Trebino as well, albeit with
a slightly modified arrangement.56

Beneath this zone, in the first register, are full-length standing figures of
saints, now heavily damaged. On the south wall, next to the iconostasis, if one
originally existed, it is likely that St. Nicholas was depicted, possibly occupy-
ing the position typically reserved for the church’s patron saint. As a protector
and a wonderworker, St. Nicholas holds an eminent place in the celestial hier-
archy, immediately after Christ and the Holy Mother of God, and was widely
venerated as a swift intercessor and rescuer in times of trouble and misfortune.
During this period, his cult enjoyed exceptional esteem, and numerous churches
were dedicated to him.57 St. Nicholas is frequently represented either alongside
the patron saint or in place of the patron,58 which appears to be the case here,
as well as in the related churches of St. Archangel Michael in Bence,>9 and St.

56 Cnaxuny Januescka, I100 npesezom na 3abopasom, 81.

57 M. IlypkoBuh, Ceemumemncku Kyimosu y cmapoj Cpnckoj Oparcasu npema npema
xpamoerom noceehueary, borocnosme XIV/2, yp. 1. Credanosuh, (beorpax 1939), 166-
168; C. IlerxoBuh, 3uono cauxapcmeo ma noopyujy Ilehxe nampujapwuje (1557-1614),
Hosu Can 1965, 68.

58 C. IMerkoBuh, op.cit., 68.

59 Murpescku, Ceemu Apxanzen Muxaun, 191
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Fig. 20
Dormition of
the Mother

of God, west
wall, nave.
Photo: Mishko
Tutkovski

Cn. 20 Ycniemwe
IIpecsete

. Boropoauue,
3amaHu U7,
Haoc. doro:
Muniko
TyTkoBcKH

Archangel Gabriel in Oreovec.%0 The procession of saints on the southern wall
has been entirely lost, while on the southern half of the western wall Saints
Paraskeva and St. Kyriaki are depicted. On the northern half of the western wall
are Saints Constantine and Helena, shown with the True Cross between them.
On the northern wall, on the basis of the surviving fragments, the depiction ap-
pears to have included warrior saints dressed in patrician attire.

The wall paintings in the Church of Saint Demetrius in Trebino exhibit
many of the stylistic and iconographic characteristics typical of ecclesiastical
art from the first half of the 17th century, particularly those found in the churches
of the Porece region. According to the stylistic characteristics and the consis-
tency of the painterly expression, we believe that the wall paintings in Trebino
were executed by a single principal master, whose identity remains unknown.
His artistic language is defined by a certain degree of schematization, with elon-
gated, slender and proportionately balanced figures, conveying an overall sense
of harmony. In the treatment of facial features, a certain routine is evident, as
the same physiognomies recur frequently, typically with large eyes and pro-
nounced dark pupils, although lacking in expressive depth. Nevertheless, the
painter attempted to introduce subtle variation through selective alterations in
physiognomic features. The drawing functions primarily to outline and define
contours. The chromatic range is limited, consisting of a narrow spectrum of
tones dominated by brown, ochre, terracotta, red, olive green, and grey. Subtle
movements of the figures are suggested through variations in the positioning
of heads, posture of the bodies, and limbs. The painter appears to have pursued
a restrained and balanced arrangement of figures, contributing to the overall
symmetry and compositional harmony. The individual depictions and scenes
are characterized by their simplicity, with a reduced number of figures and a
deliberate avoidance of excessive detail or ornamentation.

60 Craxny Januescka, I100 npesezom na 3abopasom, 82.
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Based on the existing documentation and our own observations, only ba-
sic preventive measures have been undertaken to date at the Church of Saint
Demetrius in Trebino by the competent institution responsible for the protection
of this immovable cultural heritage. This is evident from the remnants of gauze
strips, once applied to the wall paintings as a temporary protective measure. The
current condition to a great extent is a consequence of multiple compounding
factors: the structural instability and displacement of the stone roof slabs, com-
bined with persistent atmospheric water infiltration. Further damage has been
inflicted by unprofessional interventions carried out in the absence of quali-
fied supervision and in contravention of established conservation principles and
standards. Equally detrimental has been the absence of timely and systematic
protective actions, which has left the monument increasingly vulnerable to pro-
gressive decay.

Among the main types of damage observed include widespread pulveri-
zation of the paint layer in areas affected by accumulated grime, particularly
in the upper zones. This reflects a weakened layer, with pigment lost as dust.
Flaking and detachment of the paint surface, often in the form of scales, are also
present. Cracks are visible in both the preparatory and pictorial plaster layers,
with several areas showing separation between them, primarily due to mois-
ture or water infiltration. Extensive surface contamination (as dirt) and high
salt concentrations affect large sections of the wall paintings. Structural damage
is evident as well, including deterioration of both base and pictorial plasters.
Additionally, the horizontal tie beams have completely rotted away, leaving
only their openings. The primary cause of these various forms of degradation
is the significant moisture penetration through the compromised roof structure.

The deterioration of the architectural structure and, in particular, the wall
paintings of the Church of Saint Demetrius in Trebino poses a serious risk of
further degradation and the potential irreversible loss of original architectural
and pictorial elements, along with the historical and artistic values inherent
in this immovable cultural heritage. In light of this, the implementation and
undertaking of urgent conservation measures is imperative, not only to pre-
vent additional damage, but also to protect the monument from unregulated
or unqualified interventions. Furthermore, thorough conservation and restora-
tion would enable a more accurate and complete identification of the depicted
saintly figures.

Given the church’s current condition and the urgent need for immediate
protective action, it is essential that the National Conservation Centre — Skopje
prioritizes its inclusion in the forthcoming annual funding programs adminis-
tered by the Macedonian Ministry of Culture and Tourism. At the same time,
supplementary funding sources would also be greatly welcomed. Securing fi-
nancial resources through these mechanisms is crucial for carrying out the nec-
essary conservation and restoration activities.

Accordingly, the most appropriate procedures and measures would in-
clude the following:

Conservation research: Undertaking of thorough conservation research
as a preparatory phase for the development of comprehensive conservation and
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restoration projects, encompassing both the architectural structure and the wall
paintings. The projects should define the principal guidelines and propose spe-
cific measures for subsequent conservation and restoration interventions.

Conservation and restoration interventions: The execution of immediate
protection, namely conservation and restoration work on both the architectural
structure and on the wall paintings.

Preparation of a revaluation report: The preparation of a detailed revalu-
ation report (elaborate) for the Church of Saint Demetrius in Trebino, with the
objective of formalizing its designation as cultural heritage. This report should
determine the appropriate classification of its significance and propose a cor-
responding protection regime, in accordance with the current Macedonian Law
on the Protection of Cultural Heritage or the forthcoming legislation presently
in development.

Jexona Cnaxuy Janueecka
(HammonanHu koH3epBaTOpcku 1eHTap - CKombe)
HNCTPAXUBAKE 3UAHOI" CJIMKAPCTBA LIPKBE CBETOI" AUMUTPUJA
Y TPEBUHY: YMETHUUYKU YBUJIU 1 KOH3EPBATOPCKU U3A30BU

IIpxBa Ceeror [dumutpuja y cemy TpeOuHo, Ha moapydjy OHmTHHE MakemOHCKH
Bpon, moysmano je naroBana y 1644. roaumHy 3axBasbyjyhn OETUMHYHO CadyBaHOM
KTHTOPCKOM Harnucy. IbeHo 3MAHO CIMKapCTBO INpeICTaB/ba CKPOMHO, alli 3HA4ajHO
OCTBapeme NMOCTBU3AaHTH]CKE IIPKBEHE YMETHOCTH y obOnactu Ilopeda m Moxe ce 0BeCTH
y Be3y ca IIHPOM TPpyIIOM HCTOBPEMEHUX CIIOMEHHUKA CIIMYHHUX CTHICKUX M HKOHOTpa(CKuX
obenexja.

IpkBa je jenHoOpoHa rpal)eBUHA ca MOITYy0OIMYacTHM CBOJIOM U JBOBOJJHUM KPOBOM,
KOja Cc€ Ha MCTOKY 3aBpIIaBa TPOCTpaHOM amncumoM. ONTapCKd MPOCTOp palIwiameH je
MambHM HHIIaMa 3a TIPOCKOMHUIIU]Y U )aKOHUKOH, JOK Ce yja3 Hajla3d Ha 3amaJHoj CTPaHH.
VIpKoc jeHOCTaBHOM apXUTEKTOHCKOM peIIeHy, YHYTPAIIbOCT XpaMa dyBa 3HadajaH Jeo
KHBOIIHCA.

Naxko cy 3umgHe ciuke y Beiukoj mepu oriteheHe u 3axBalieHe conmma, cauyBaHH
JIETIOBH jaCHO CBEIOYEe O MKOHOTPAadCKOM IPOrpamMy THIMYHOM 3a MpBYy mnoinoBuHy XVII
Beka. JKuBomuc oOyxBara onTapcKu MpoCTOp, CBOJ U HAOC U CIEAN yTBphEeHe KOMITO3HI[OHE
MIPUHLUIE KapaKTepPUCTUYHE 32 Mame IOCTBU3AHTHjCKE XPaMOBE, y3 H3BECHE JIOKalHe
ocobernoctH. M3paskeHe CTHIICKE, TEMAaTCKe M UKOHOTpadcke MOTyAapHOCTH Ca KHBOITHUCOM
npkee Ceeror Apxanhena ['aBpuna y OpeoBiy, natoBane y apyry 4eTBpTuHy XVII Beka,
yKazyjy Ha IeNaTHOCT UCTOT CIIMKapa WX paJHOHHUIIE Y OBOM PETHOHY Y KPaTKOM BPEMEHCKOM
pa3no6spy. OBe Bese nompuHOce 00JBEM pasyMeBamby PETHOHAIHHX YMETHHUKHX TOKOBA
W CIIMKapCcKe MPOAyKIHWje Yy mocMaTpaHoM mepuony. McroBpeMeHo, paa ykasyje Ha 3Ha4aj
O4yBama OBOT CIIOMEHHKa 1 HaIaliaBa noTpedy 3a ’iberoBOM KOH3EpBaLlijOM, peCTaypalijoM
1 lyTOPOYHOM 3alITUTOM Kao BaXXHOT Jiea KyaTypHor Hacieha [lopeua.



