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PAJ] CJINKAPA AKCEHTHUJA
JAHKOBHU'hA 13 BPIIIIA V CPBUIN
KHE3A MUJIOIIA OBPEHOBURA®

Atniciupaxiu: Axcentuuje Janxkosuh uz Bpuwya jeoan je o0
UPBUX YMEWIHUKA HeOKIACUYUCTUUYKO2 Olpedenerbd Koju je
upewao y Cpoujy tiocne [[pyeoe cpiickoe YCilaHKa HOKYUA8-
wiu 0a y woj Hahe yxnebwerve. Hakon witio je Ha tpetiopyky
Byxa Kapayuha oowao y Cpoujy 1824. cooune paou iiop-
wpeiuucarba kneza Munowa Obpenosuha u unanosa rwe2ose
Hopoouye, UMAo je Hamepy 0a ce Oasu U YPKEEHUM CIUKAD-
cieom. Yciociuasmena capa()fba ca kuezom Munowenm,
ocum ocnukasarea ukoHocuiaca 3a ypxey y Ilooicapesyy u
0ge uxone 3a ypksy y Kpaeyjesyy, nuje ciuxapy oouena tio-
clogse Kojuma ce HA0ao y OOMeHY YPKE8eHO2 CIUKApCled.
Cauysanu iooayu ceedoue 0a je Jankosuh dceneo 0a paou u
uxonociuac ypkee y Ceunajuyy, Ho 0o peanuzayuje oz
focna nuje dowino. Jankosuheso perusuo3no CIuKapciigo,
Koje je c1eduno HeoK1acuyuCtuyKy JUKO8HY oeiliuKy U Ho8
eonowKY UPUCILYIL 8ePCKOj CUYl, HUje 00208apaio KHe3)
Munowy Obpenosuhy u ypkeenum eraciuiuma Hu ca eciieiti-
cKo2, Hu ca doemaitickoe ciuanosuwina. Hemajyhu tioiiped-
HY HoOpwiKy eradajyhux u ypreenux xpyeosea y Cpouju 3a
basmerve YpKBEHUM CIUKAPCIBOM, KOjUM je tokom itpefie
deyenuje XIX eexa jour yeex oMuHupao 302pagpcku mooein
uxkoHnotiuca, Jauwkosuh wne Haciiaewa pao y Cpouju.
Manobpojua wezosa octiisapersa nauursena y Cpouju oenom
cy eeh neitospaiino uzeyomena, a ose ukone uz Ciiape kpa-
2yjesauke ypkee Hanaze ce y 10uemM Ciliary u OUCIoyupaHe
cy. Cimioea je yusn 0802 paoa peKoHCIPYUCARe OeLaHOCTIU
Axceniuuja Janxosuhia y Cpbuju kako ou ce pasymesarbem
dolpuHoCa 0602 caukapa 00OUNA WO HOMUYHUJA CIUKA O
TOKOBUMA YPKBEHOR CIUKAPCIUBA KOjU Cy obenexcuiu iepu-
00 tupehe oeyenuje XIX sexa.

Kwyune peuu: Axcentiuje Jankosuh, ypkeeno caukap-
ciugo, knes Munow Obpenosuh, ypxsa y Kpaeyjesyy, ypxea
y Tooicapesyy

[Tocne ycranaka mpotuB Ocmanckor rapersa (1804—
1815), y CpOuju mox KkHe3oM Mwuomniem
OO0penoBrhem HacTyma NEPUO AUTUIOMATCKUX TIPe-
roBopa ca lloproMm, koju 3a 1WJb HWMajy YCMO-
CTaBJbaHhE MUPA, EKOHOMCKE CTAOMITHOCTH, 100Ujame
[paBa Ha ayTOHOMHY KHEXXEBUHY U COIICTBEHY ILIp-
KBEHY opraHuzanujy yHytap me.! IlapamenHo ca

* Pan je HacTao y OKBUPY npojekta [Ipedcitiase udeniiuitie-
wa y yMemHOCHU U 8epOAIHO-6U3VeIHO] KYIypU HO802 000d
(6p. 177001), xoju prHAHCHPa MUHHCTAPCTBO MPOCBETE, HAYKE H
TEXHOJIOIIKOT pa3Boja Pemyomuke Cpbuje.

1 Jbynrih 2008: 61-118; ITysosuh 2018: 81-89.
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WORK OF PAINTER AKSENTIJE
JANKOVIC FROM VRSAC IN THE
SERBIA OF PRINCE MILOS
OBRENOVIC*

Abstract: Aksentije Jankovic from Visac is one of the first artists

of the Neo-Classical affiliation who moved to Serbia after the
Second Serbian Uprising trying to find his bread and butter
there. Having arrived in Serbia in 1824 at the recommendation

of Vuk Stefanovic Karadzi¢, in order to do the portraits of
Prince Milos Obrenovi¢ and members of his family, he also had
intention to work on ecclesiastical painting. Apart from the
iconostasis for a church in Pozarevac and two icons for a

church in Kragujevac, the established cooperation with Prince
Milos did not bring work to the painter in the domain of eccle-

siastical painting which he hoped to get. The preserved data

show that Jankovi¢ also wanted to do the iconostasis for a

church in Svilajnac, but this commission never took place.

Jankovic¢'s religious painting that followed the Neo-Classical
artistic poetics and a new theological approach to the religious

painting did not suit Prince Milos Obrenovi¢ and the church

authorities either from the aesthetic or from the dogmatic point
of view. Not having the necessary support from the ruling and
church circles in Serbia for his work on the ecclesiastical paint-

ing, which during the third decade of the 19" century was still
dominated by the zograph icono-painting model, Jankovi¢ did
not continue with his work in Serbia. The few works of his cre-

ated in Serbia have already in part been irrevocably lost, while

two icons from the Old Church in Kragujevac are in a very poor
state and have been dislocated. For this reason, the goal of this

paper is to reconstruct the work of Aksentije Jankovi¢ in Serbia

in order to get an as complete picture as possible about the

trends in the ecclesiastical painting that marked the period of
the third decade of the 19 century through the contribution of
this painter.

Key words: Aksentije Jankovié¢, ecclesiastical painting,
Prince Milos Obrenovié, church in Kragujevac, church in
Pozarevac

After the uprisings against the Ottoman Empire
(1804-1815), under the rule of Prince Milo$
Obrenovi¢ there came a period in Serbia during
which there were negotiations with the Porte with
the goal to establish peace and economic stability,
and acquire rights for the autonomous Princedom
and its own church organisation within it.! Parallel

* The paper has been prepared within the scope of the project
Depictions of the identity in the arts and in the verbal and visual
culture of the new times (no. 177001), financed by the Ministry of
Education, Science and Technological Development of the Republic
of Serbia.

1 Jbymruh 2008: 61-118; ITysosuh 2018: 81-89.
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JTUTUTOMATCKUM aKTUBHOCTHMA OJIBHjaJId Cy Ce€
MIPOIIECH M3TPaibe MHCTUTYIHja CPICKE BIIACTH,
oOHOBe mocTtojehux W M3rpaame HOBUX IMapOXH)-
CKHX XpaMmoOBa M MaHacTHpa Ha 0ci000heHoj cpri-
ckoj Teputopuju.2 IlocteneHo ce gopmupa HOBa,
yCTaHWYKa €JIMTa, KOjy YHMHE JIOKAJIHU KHE30BH,
Oorare 3aHaTivje, TPTOBIIM, CBEIITCHUIIN U YUHOB-
Huny. HoBa enura cprickor apymTBa Kpeupa, mpu-
xBarajyhu onmpehene ememente eBporicke rpahan-
CKe KYNType, APYraunju KyITypHH MOJEI O] OHOTa
koju je Haciehen m3 Ocmanckor mapcrtBa.? OBaj
COLIMjaJIHU CJIOj TIOCTaje IIaBHU HOCWJAI] MaTpo-
HaXHOT MexaHum3ma y Kuexesunu CpOuju, mcka-
3yjyhu mocpeacTBoM yMETHOCTH M BU3yEITHE KyJl-
Type CBOj IOPYIITBEHH M €KOHOMCKH craryc. Ca
CTBapameM HOBUX MOJUTUYKHX, COIMjaTHUX, KO-
HOMCKHUX M KYJITYPHHUX OKBHpa nociue Jlpyror cpr-
ckor ycranka (1815), y Cpbuju nonasu 10 moBoJb-
HUJHUX yCJIOBA 33 IPAJIUTEILCKU U YMETHHYKH 3aMaXx.
[TpuBydenn Opojuum mMoryhHocTHMa 3a moOMjame
nocia, Ha Teputopujy CpOuje MOCTENeHo oja3e
MHOTOOPOjHU TpaauTeIbl W CIUKapU U3 Pa3HHUX
KpajeBa bankana koju cy jou OUIM MOJ OCMaHCKOM
pnamhy — u3 Jyxue u Crape Cpouje, Lipue [ope,
Makenonuje, byrapcke, I'puke, bocue n Xepue-
r-opuHe.* Y HaBeneHoM mepuony y KHexeBuHy
CpOujy Takohe monaze rpaauTesbl, HHKCHEPU U
CIIMKapH ca TEPUTOpHUje AyCTPH]jCKOT IIapCTBA.
Cprcku cinukapu u3 AyCTpPHjCKOT I1apcTBa
nonaze y CpOujy texxehu na 1o0ujy mocioBe mpe-
BaCXOJHO y JIOMEHY TMOPTPETHOT CIMKapCTBa, Koje
Taja 700Mja Ha 3HA4Yajy y CKJIaJy ca HOBOHACTAIIUM
norpebama Bojaeher ciioja Tamammer CPICKOT
npymrTea.® YMeTHuuke Bese ca CpOuma u3 ,,mpeka‘
uMalie Cy KOHTHHYHTET M y paHHjeM NepHOAY, Y
Bpeme IIpBor u [Ipyror cprckor ycranka (1804—
1815).6 IToceOHo je y ToM mepuomy Ouna 3abemnexe-
Ha rpadudka qenaTHOCT, Kao U paj ciaukapa VBana
u Credana ['aBpunosuha n Hukone Anocronosuha
BE€3aH 32 OCJIMKAaBabEe CPIICKUX YCTAHMYKUX 3aCTa-
Ba.” Mehy npBuM clluKapuMa KojH je ca MpocTopa
AycTpHjCcKOT IIapcTBa MO OKOHYamy Jlpyror cpm-
ckor ycranka jgomao y CpOujy Beh 1817. rogune
ono je ['eopruje JlankoBuh. OH je momao y mMaHa-
ctup BpaheBmnuiy na ypaaum moprper apxumaH-

2 Byjosuh 1986.

3 Makyssesuh 2006: 38-45.

4 Kocruh 2016: 236-237, 370.

5 Byjosuh 1986: 267-280.

6 Byjosuh 1986: 226-237.

7 Jbymmh 2018: 279-284; Konapuh 1960: 65-68.
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to the diplomatic activities, there were also processes
going on linked to the establishing of the institutions
of the Serbian authority, restoration of the existing
and construction of new parish churches and monas-
teries in the liberated Serbian territory.2 Gradually, a
new, uprising-based elite was established and it com-
prised local noblemen, wealthy craftsmen, mer-
chants, clergy and administration officials. The new
elite of the Serbian society created a different cul-
tural model than the one inherited from the Ottoman
Empire by accepting certain elements of the European
urban culture.? This social group became the main
carrier of the patronage mechanism in the Princedom
of Serbia, expressing their social and economic status
through the arts and visual cultures. With the creation
of new political, social, economic and cultural frame-
works after the Second Serbian Uprising (1815),
more favourable conditions for architectural and
artistic impetus were generated in Serbia. Attracted
by numerous possibilities related to the obtaining of
commissions, gradually numerous architects and
painters came to the territory of Serbia from different
parts of the Balkans that were still under the Ottoman
rule — from South and Old Serbia, Montenegro,
Macedonia, Bulgaria, Greece, and Bosnia and Herze-
govina.* During this period, architects, engineers and
painters from the territory of the Austrian Empire
also came to the Princedom of Serbia.

Serbian painters from the Austrian Empire
came to Serbia trying to get commissions primarily
in the field of portrait painting that gained impor-
tance at the time in line with the newly-created
needs of the leading class of the then Serbian soci-
ety.> The artistic ties with the Serbs from “the other
side” had continuity in the earlier period as well,
during the First and the Second Serbian Uprisings
(1804—-1815).6 This period was particularly marked
by graphic art activity, as well as the work of paint-
ers Ivan and Stefan Gavrilovi¢ and Nikola
Apostolovi¢, linked to the painting of the Serbian
uprising flags.” Georgije Lackovi¢ was among the
first painters to arrive in Serbia from the territory of
the Austrian Empire, in 1817, after the completion
of the Second Serbian Uprising. He came to the
Monastery of Vracevsnica in order to do a portrait

2 Byjosuh 1986.

3 Makyssesuh 2006: 38-45.

4 Kocruh 2016: 236-237, 370.

5 Byjosuh 1986: 267-280.

6 Byjosuh 1986: 226-237.

7 Jbymmh 2018: 279-284; Komapuh 1960: 65-68.
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nputa Menentuja [laBmoBuha, MOTOEmET MPBOT
CPIICKOT MUTPOIIONIUTA, ¥ HEKOJIMKO MKOHA 32 Taj
manactup.® J[Bagecerux roquna XIX Beka Ha Tepu-
topujy Cpbuje wu3 ,npeka” nponaze Hukomna
Amnocronosuh, Te Cumeon u Apcenuje Jakmuh u3
bene LlpkBe, koju ce ycnemHo 6aBe IPKBEHUM CITH-
kapcTBoM.? [lofCcTakHYTH TOBOJFHUJUM EKOHOM-
CKUM ycloBuMa U norpebama Boaeher cioja taga-
IIBEr CPICKOT JpyIlITBa TOKOM Tpehe aeuenuje
XIX Beka, caukapu ca TEpUTOpHje AYCTPH]jCKOT
napcrea y cBe Behem 0pojy nonasze y Kuexeuny
Cpbwujy xako Ou pauiiv MOPTPETE U 110 HEKH MT0Ca0
y JIOMeHy IpKBeHOT ciukapcTBa. [ogune 1824. o
no3uBy kHeza Mwnoma OO6penoBuha u3 Hosor
Capa crtuxe ciukap [laBen DypxoBuh na uspanu
KHEXXEB€ IOPTPETe U MOPTPETe HEroBe MOPOAU-
re.!0 Yopaso y to Bpeme y CpbOujy je mpucrneo u
ciukap Akcentuje Jankosuh u3 Bpmma.

VY nocamammoj uctopuorpaduju 0 OBOM CIIH-
Kapy U meroBoM panay y Cpbuju mano ce 3Ha, a
HENIOKYNIaH HhErOB YMETHHYKU OIyC M JIOTIPHHOC
TeK Tpeba CUCTEMAaTCKU UCTpPaKUTH.!! AkceHTuje
JankoBuh 610 je jeaaH o NpBUX YMETHHKA 00pa30-
BaHMUX Y JAyXYy aKTYEJIHOT CPEIHOEBPOIICKOT CIIH-
KapcTBa.l2 AKTHBHO je cTBapao Of APyTe JIO IIecTe
nernerrje XIX Beka Ha Ty AyCTPHjCKOT IIapCTBa.
3a coOoM je OCTaBMO HEKOJIMKO MOopTpera Oora-
THjux cyrpahana uz Bpma, mel)y kojuma ce mnoje-
JUHU AaHac yyBajy y lanepuju Maruue cprcke y
Hosom Cany (cn. 1), kao u 3HayajaH Opoj mojeau-
HAaYHUX HMKOHONMCHUX JeJa IO CPIICKUM, PYMYH-
CKUM M KaTroiduykuM IpkBama y Cpemy, banary n
baukoj, Te bapawu u Cenrtannpeju.!3 Iloznaro je
na je 3a manactup Pajunoar 1819. ronune uszpa-
muo ukony boropoawuie.'4 Tonune 1851. jaBma ce
Kao TpPETIJIATHUK Kibure [lyiiosarwe anaxap3uca
o I'peyuju.’> 3a npkBy Csetor JoBana 3maroycror

8 Byjuh 1902: 140; Bophesuh 1921: 9; Bophesuh 1922: 153.

9 Bacuh 1966: 319-325; Komapuh 1966: 140—141; Komapuh
1965: 110; Byjosuh 1986: 228-232, 235.

10 Bophesrh 1921: 10; Konapuh 1966: 162—163; Bophe-
Buh 1925: 14-15; Ilene6uh 1969: 54; Byjosuh 1986: 269-270.

11 0 Axcentnjy Jamkosuhy B. Komapuh 1965: 113-114;
Komapuh 1966: 162—163; Komapuh 1967: 28; Komapuh 1967a:
84-85; ByjoBuh 1986: 246, 270-271; PamojeBuh 1988: 31;
Bophesuh 1921: 11; Bophesuh 1922: 157; Bpbamku 2009:
262-263. Yn. u Kocruh Bexuh 2018: 182-184; Jlazuh 2008:
42-44, 62-63; Jlasuh 2010: 289-291; ILlenmuh 1976: 9;
JoBanosuh Yemnika 2004: 341-343.

12 BpGamrku 2009: 262.
13 BpGamrku 2009: 262.
14 Konapuh 1965: 113.
15 Komapuh 1965: 114.

87

of Archimandrite Milentije Pavlovi¢, subsequently
the first Serbian Metropolitan, and several icons for
that monastery.® During the 1820s, Nikola
Apostolovi¢ and Simeon and Arsenije Jaksi¢ from
Bela Crkva, who were successful in ecclesiastical
painting, also came to the territory of Serbia from
»the other side.“® Encouraged by favourable eco-
nomic conditions and the needs of the leading class
of the then Serbian society, an increased number of
painters came from the territory of the Austrian
Empire to the Princedom of Serbia during the third
decade of the 19th century in order to do portraits
and a few other commissions in the field of ecclesi-
astical painting. In 1824, at the invitation of Prince
Milo§ Obrenovié, Savel Durkovié¢ came from Novi
Sad in order to do the portraits of the prince and his
family.!0 It was precisely in this period that painter
Aksentije Jankovi¢ from VrSac also came to Serbia.

In the historiography so far, little is known
about this painter and his work in Serbia, while his
overall artistic opus and contribution is yet to be
researched systematically.!! Aksentije Jankovi¢ was
one of the first artists educated in the spirit of the
current Central European painting arts.!2 He actively
created on the territory of the Austrian Empire from
the second to the sixth decade of the 19th century. He
left behind several portraits of wealthier fellow
townsmen from Vr$ac some of which are nowadays
kept at the Gallery of Matica srpska in Novi Sad (fig.
1), as well as a significant number of different icon-
ographic pieces found in Serbian, Romanian and
Catholic churches around Syrmia, Banat and Backa,
as well as in Baranja and Szentendre.!3 It is known
that he painted the icon of the Mother of God for the
Monastery of Rajinovac in 1819.14 In 1851, he
appears as a subscriber to the book Travels of
Anacharsis the Younger in Greece.l> He painted the

8 Byjuth 1902: 140; Bophesuh 1921: 9; Bophesuh 1922: 153.

9 Bacuh 1966: 319-325; Komapuh 1966: 140—141; Konapuh
1965: 110; ByjoBuh 1986: 228-232, 235.

10 Bophesnh 1921: 10; Komapuh 1966: 162—163; Bophe-
Buh 1925: 14-15, Ilenebuh 1969: 54; Byjosuh 1986: 269-270.

11 O Axcentujy Jamkopuhy: Komapuh 1965: 113-114;
Komapuh 1966: 162-163; Komapuh 1967: 28; Komapuh 1967a:
84-85; Byjosuh 1986: 246, 270-271; Panojesuh 1988: 31;
Bophesuh 1921: 11; Hophesuh 1922: 157; Bpoamku 2009: 262—
263. Koctuh Bexuh 2018 182-184; Jlazuh 2008: 42-44, 62-63;
Jlazuhi 2010: 289-291; Ilenmuh 1976: 9; JosanoBuh Yermika
2004: 341-343.

12 BpGamku 2009: 262.
13 BpGamku 2009: 262.
14 Konapuh 1965: 113.
IS Konapuh 1965: 114.
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1. XKena y 3enenom, Axceninuuje Janxoguh, oxo 1820, 1. Woman in Green, Aksentije Jankovi¢, c. 1820, Gallery
Tanpuja Maiiuye cpiicke y Hosom Cady 1833/637 of Matica srpska in Novi Sad, 1833/637
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y INaBnumy xox Bpmima Hacimkao je MKOHOCTAc
1856. roguHe, mMTO je 3a cajga HErOBO IMOCICIHE
natupaHo Jneno.'¢ 3axBaspyjyhm mpenuciu Byka
Kapayuha, 30a ce na je Axcentuje JankoBuh
HACJIMKAO ¥ MOPTPET pycKor reHepana Emanyena.l’
Ce0e je ncTHIIao Kao akaaeMCKOT KHBOIHCIA, HAKO
ETOBO IIIKOJIOBAE Ha akaJieMuju y bedy jor yBek
HUje noTBpheno.!8

Ha ocHOBy cadyBaHMX mojaTaka 1mo3Haro je aa
je JankoBuh Hajpanuje y CpOujy xeneo nohu Beh
1822. ronune, Oynyhu na ce mucMom mpenopydu-
Ba0 pecaBCKOM KHe3y MwuiocaBy 3npaBkoBuhy 3a
OCITMKaBamke HKOHOCTaca LpkBe y CBUIAjHIy U
NOPTPETHUCAHE WIAHOBA IeroBe nopoauue. ¥ Jlanac
j€ TI03HATO Ha OCHOBY TEPEHCKUX UCTPaKUBaba U
apxuBcke Trpahe na 10 ckiamama Mocia ca
AxcentujeM JankoBuheM 3a norpede ociuKaBama
MKOHOCTAaca CBWJIAjHAYKe I[PKBE HHUjE MOILI0.20
[Torom ce JankoBuh o6paha macmom 30. jyma 1823.
ronuHe Byky Credanosuhy Kapanwuhy, ca kojum je
010 y mpHjaTesJbCKUM OJHOCHMA, C MOJIOOM Ja ra
MUCMEHO Tpenopyuun kHezy Muonry O6peHoBuhy,
ErOBOM HACTOJHUKY M apXUMaHIPUTy MeneHTHjy
[TaBnoBHhYy, KO/ KOjHX j€ KeJIe0 CTYIUTH Y CIIYKOy
Kao CIHKap: ,,... O6aue Bac nmam uroron monurwy,
ma me I Munomy BpxoBHOMy KHazy CepOue,
HBEroBoM HancTomHy M enmckory OHAAIIHEMY I10
BalleMy OO€LITaHWY IMHUCMEHO MPENnopyyuTe, HO
BpJIO O HY’KHO, J1a UX ja 32 00JbY MOJy CUTYPHOCT
BHMa y pyKe npenam, na kako I. Munoma usmoiry-
eM, Ty hy BaMm o06emTaHO TMOPTPE HEroBO adue
nocnaru. Hagam ce nakie, kako mpenopyduTesiHa
nUCMa, TAaKo M JApakauller TO)KeIaeMor Barlier
OTBETa CKOPUM BPEMEHOM IMOIY4HTH. .. 2! Kapaymh
je Ha oBy M0J10y MO3UTHBHO OATOBOPHO, MOCITIABH-
M TMCMO TIpenopyke kHe3y Muonry O6peHoBuhy,
ca xojuM JankoBuh u nomazum y CpOujy kox KHe3a
Beh y ampuny Hapemne, 1824. romuHe, mpernopy-
qyjyhu ce kao mopTpeTucTa u MKOHomucaI.22 JacHy
MOTBP/Y O H-ETOBOM JIOJIACKY Jlaje JIMYHO U KHE3

16 BpGaruxu 2009: 262; Komapuh 1965: 114; https:/www.
eparhijabanatska.rs/parohije/vrsacko-namesnistvo/pavlis/,
npuctymbero 12. 6. 2021.

17Kapa],11/1h 1908: 745.

18 BpGamku 2009: 262.

19 BpGamrki 2009: 262; Joparosnh Yemka 2004: 343.

20 1Jene6uh 1969: 129-130. Crapn HKOHOCTAC LPKBE Y
CBuiIajHIYy M3paauan ¢y ciukapu 3orpadu. ITocine usMemnirama
13 CBUJIQjHAYKE IPKBE HKOHOCTAC j€ HAIIA0 CBOje MECTO y LPKBH
y cemy [lyOnuna. MxoHocTacHa mperpajia je y CKopHje Bpeme
PACKIIONJbEHA U HKOHE CY caJia JIe0 LPKBEHE PH3HHUIIC.

21 Konapuh 1966: 162-163.

22 Bophesuh 1921: 11.
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iconostasis for the Church of Saint John Chrysostom
in Pavli§ near VrSac in 1856, which is for the time
being his last dated piece.!¢ Thanks to the corre-
spondence of Vuk Karadzi¢, it is known that he also
painted a portrait of Russian General Emmanuel.!”
He promoted himself as an academic fresco and icon
painter, although his education at the academy in
Vienna has still not been corroborated.!8

On the basis of the preserved data, it is known
that the earliest time when Jankovi¢ wanted to come
to Serbia was already in 1822, taking into account
that he recommended himself in a letter to Resava
nobleman Milisav Zdravkovi¢ for the painting of the
iconostasis at the church in Svilajnac and the por-
traits of different members of his family.!® On the
basis of the field research and the archival materials
it is known nowadays that the deal concerning the
painting of the iconostasis of the church in Svilajnac
never saw the light.20 After that, in a letter of 30 July
1823, Jankovi¢ addressed Vuk Stefanovi¢ Karadzi¢
with whom he was on friendly terms with a request
that the latter recommended him in writing to Prince
Milos$ Obrenovié, his mayor of the palace and archi-
mandrite Melentije Pavlovi¢ with whom he wanted
to start his employ as a painter: “... Only I have to
ask you something, that you recommend me in writ-
ing to Master Milo§, the Supreme Prince of Serbia,
his Mayor of the Palace and Bishop, but it would be
very necessary that for my better security I hand this
over to them in person and as I plead with Master
Milos, I will send you his promised portrait.
Therefore, I hope to receive both your letter of rec-
ommendation and your dear response in the near
future...”2! Karadzi¢ responded positively to this
plea, by sending the letter of recommendation for
Prince Milo§ Obrenovi¢ with which Jankovi¢ arrived
in Serbia meeting the prince already in April of the
next year, 1824, when he recommended himself as a
portrait painter and icon painter.22 A clear confirma-
tion about his arrival was provided by Prince Milo§

16 BpGaumku 2009: 262; Konapuh 1965: 114; https:/www.

eparhijabanatska.rs/parohije/vrsacko-namesnistvo/pavlis/
accessed on 12.6.2021.

17 Kapayuh 1908: 745.
18 BpGamku 2009: 262.
19 BpGamku 2009: 262; Joparosuh Yemrka 2004: 343.

20 1TeneGuh 1969:129-130. The old iconostasis of the church
in Svilajnac was made by icono-painters. After the removal from
the church of Svilajnac, the iconostasis found its place at the church
in village Dubnica. The iconostasis partition has been recently
dismantled and the icons are now a part of the church’s treasury.

21 Komapuh 1966 :162—163.
22 poplesuh 1921: 11.
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Muomn, umyhu 24. anpuna 1824. mrucmo Byky
Kapanuhy y kojem ra obaBemiraBa 1a je ciuKap
Axcenruje JaukoBuh npucturao y Cpoujy, Ha 1BOp
y KparyjeBait: ,,... mpu TOM jaBUTH BaM HEHU30-
CTaBjbaM Jia € MO3HaThU BaM MoJep AKCEHTHje
JankoBuu m3 Bpmma oBaMo Ipemrao, U HajasHu ce
cazia oBIM, Kou he 0BO JjaHa €70 Xy/I0KeCTBa CBOT
MOYETH, OBaW MOJIEp MMa U MUCMO Balle, ¢ KOjuUM
npernopydyere ra ga oBamo npehe, He 3HaM join
KakaB €, aJIi 10 MPeropylu Bamu cynehu, Hana ce
na here 3HaTu Kora cre Mu nocianu. 23

Ha ocHoBy cauyBaHe apxuBCKe rpalje 10 qaHac
je mosHato na je JamkoBuh y CpOuju GopaBmo
Oapem y nBa HaBpara TokoM 1824. u 1825. ronune
u ga je 3a morpebe kHe3a Mwujoma paauo y
Kparyjesuy u Iloxapesiy, kao U Aa My ce moclie
1826. mpekuna caka Be3a ca Cpoujom.24

BOPABAK U PAJI V KPAT'YJEBIY

Ha ocHOBY cauyBaHuX npenucku kHe3a Muo-
ma OOpenoBuha mo3HaTO je na je AKCEHTHje
JanxoBuh 60opasuo y Kparyjesity HajkacHuje o1 24.
anpwia 1824. ronuHe, Kaja KHE3 MOTBPhyje HEroB
nonazak Byky Kapangwmhy, ma cBe 1o 19. maja ucre
roJIMHE, Ka/1a My Jaje 103Boiy Aa uae u3 Kparyjesua
npeko barounne m Cunajuua 3a Iloxapesar] Ge-
CIUIaTHUM TPEBO30M, KOJU My je JIMYHO 00e30e-
110.25 3a BpeMe CBOT CKOpPO JIBOMECEUHOT OOpaBKa
y Kparyjesity, mo3znaro je na je JankoBuh ypamano
CKHIIE 3a MOpTpeTe KHe3a Muiomnia u kerose nopo-
mune.26 [Toprpere je JankoBuh 3aBpmmo y Bpiiry,
Kazia ce y \bera Bparuo, 1 1825. roguHe ux mnociao
kHe3y.2’ [lopTpetu 0 1aHAc HUCY cauyyBaHU, HUTH
Cy Yy panujoj uctoprorpaduju 3adenexeHn ’bUXOBU
ormucu. [lo3Hato je Takohe Ha OCHOBY cadyBaHe
apxuBcke rpahe na je Byk Kapapmh 1824. umao
HaMmepy J1a y bedy yMHOXH H ,,[T0 HAPOIY paIIupu‘
vk kHe3a Mutoma O6penoBuha y nponaranaHe u
HaroHanHe cBpxe.?8 O Tome MocToje MoAalnu y
mpenuciu ca AkKceHTHjeM JankoBuhewm, rme ce
MOJKE BUJICTH JIa Cy HHX JBOjUIIA Beh BOIUIN HEKY
BPCTy pasroBopa Ha Ty TeMy jep My JankoBuh
oOehasa na ,,xako I. Munoma uamonyem, Ty hy Bam

23 Komapuh 1966: 170; Kapaumh 1908: 559; Bophesuh
1921: 11.

24 Konapuh 1966: 162-163, 170, 172, 178-181.

25 Konapuh 1966: 172; Bophesuh 1925: 25; Llene6uh 1969: 71.
26 Byjosuti 1986: 270.

27 Bpbanrku 2009: 262.

28 Bophesrh 1922: 156.
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himself, when he wrote a letter to Vuk Karadzi¢ on
24 April 1824 informing him that painter Aksentije
Jankovi¢ arrived in Serbia, to the court in Kragujevac
“... at the same time I should not omit to tell you that
the painter you know, Aksentije Jakovi¢ from Vrsac,
came over here and is here now, and he will start his
artistic piece on this day, this painter also has your
letter, with which you recommend him to move
over here, I still don’t know what he is like, but
judging by your recommendation, I hope you know
whom you have sent to me.”23

On the basis of the preserved archival materi-
als, so far it is known that Jankovi¢ stayed in Serbia
on at least two occasions, during 1824 and 1825,
and that for the needs of Prince Milo§ he worked in
Kragujevac and Pozarevac, as well as that after
1826 all of his links with Serbia ended.?*

STAY AND WORK IN KRAGUJEVAC

On the basis of the preserved correspondence
of Prince Milo§ Obrenovic¢ it is known that Aksentije
Jankovi¢ stayed in Kragujevac from 24 April 1824
at the latest, when the Prince confirmed his arrival
to Vuk Karadzi¢, until 19 May of the same year
when the Prince gave him a permit to go from
Kragujevac via Bato¢ina and Svilajnac to Pozarevac
using a free transportation which the Prince pro-
vided personally.2> During his almost two month
stay in Kragujevac, it is known that Jankovi¢ did
sketches for the portraits of Prince Milo§ and his
family.2¢ Jankovi¢ finished the portraits in VrSac
when he returned there and then he sent them to the
prince in 1825.27 The portraits have not been pre-
served until the present times, nor are there their
descriptions in the earlier historiography. It is
known on the basis of the archival materials that in
1824 Vuk Karadzi¢ had an intention to make copies
of the image of Prince Milo§ Obrenovi¢ in Vienna
and “to disseminate them among people” for the
propaganda and national purposes.?® There is data
to this effect in the correspondence with Aksentije
Jankovi¢ in which it may be seen that the two of

23 Komapuh 1966: 170; Kapayuh 1908: 559; Bophesuh
1921: 11.

24 Komapuh 1966: 162-163, 170, 172, 178-181.

25 Komapuh 1966: 172; Bophesuh 1925: 25; IleneGuh
1969: 71.

26 Byjosuhi 1986: 270.
27 Bp6amku 2009: 262.
28 pophesuh 1922: 156.
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2. Munoje Baxk / kne3 Munow Obpenosul / knes Josan
Obpenosuh (?), Axceniiuje Janxosuh (?), 1824

2. Miloje Pak/Prince Milos Obrenovic/Prince Jovan
Obrenovic¢ (?), Aksentije Jankovic (?), 1824

o0erTano mopTpe BeroBo adbue mocyatu. 2% Byk je
19. neuemOpa 1824. ymyTno u Iu4Hy MOJIOY KHE3Y
Muutonry 1a My molajbe HEKH CBOj MOPTPET, OMII0
jenan ox oHux koje je ciukap I[laBen DBypxosuh
ypaauo, uiau na on JankoBuha 3arpaxu aa My
,»MaKap IJIaBy ypaJau y TyIIy U MOIIaJbe PaJl yMHO-
KaBama W mmMpema 1mo Hapomy.30 Ocrano je 3a
cajla Hemo3HaTo na Ju je JankoBuh ypaano oBy
CKUIly KHe3a Mwuuoma u ia Jim jy je mocinao Byky
Kapayuhy. Jenan noprper koju je y BJIACHUILITBY
Haponnor myseja y beorpagy cmarpa ce aenom
AkceHTyja JankoBrha HacTaaoM 3a BpeMe HBEeroBOT
oopaska y Cpouju 1824. romune (ci. 2). Y nocana-
0] CTPYYHO] JUTEpaTypH HHje J0 Kpaja pasja-
IIFEHO J1a JIU je MPHUKa3aHa JIMYHOCT Ha MOPTPETy
Muoje ‘Bak, y uujoj HOPOAUILIU j€ TIOPTPET UyBaH,
kHe3 Musomr O6penoBuh win Josan O6penosuh.3!
Cynehu mo mopTpeTHUM KapaKTepUCTHKaMa, BEJIH-
Ka je BepoBaTHoha 1a je TpHWKa3aH WM KHE3
Munomt mim JoBan OGpenosuh.32 OBaj moptper
Takohe je umMao Komujy, kojy je 1904. ypaguo cnu-

29 Konapuh 1966: 162-163.

30 Komapuh 1966: 170; Bophesuh 1921: 11; Bophesuh
1922: 156.

31 Joparosuh Yenka 2004: 335-346; Byjosuh 1986: 270-271.

32 yi. Jopanosuh Yemka 2004: 335-346; Byjosuh 1986:
270-271.
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them had already had a conversation on the subject,
since Jankovi¢ promises to Karadzi¢ that “as I plead
with Master Milos, I will send you his promised
portrait.”2® On 19 December 1824, Vuk Karadzi¢
also sent a personal request to Prince Milo$ to send
him a portrait of his, whether one of those done by
painter Pavel Purkovi¢ or to ask Jankovi¢ to do “at
least his head in ink and send it in order to be copied
and disseminated among the people.“30 It has
remained unknown for the time being whether
Jankovi¢ did this sketch of Prince Milo§ and wheth-
er he sent it to Vuk Karadzi¢. A portrait owned by
the National Museum in Belgrade is believed to be
a piece done by Aksentije Jankovi¢ created during
his stay in Serbia in 1824 (fig. 2). The professional
literature has not fully clarified so far whether the
person depicted in the portrait is Miloje Dak, whose
family kept the portrait, Prince Milo§ Obrenovi¢ or
Jovan Obrenovi¢.3! Judging by the portrait charac-
teristics, it is most likely that it depicts either Prince
Milos or Jovan Obrenovi¢.32 This portrait also had

29 Komapuh 1966: 162-163.

30 Komapuh 1966: 170; Bophesuh 1921: 11; Bophesih
1922: 156.

31 Josanosuh Yemka 2004: 335-346; Byjosuh 1986: 270-271.

32 Compare: Jopanosuh Yemka 2004: 335-346; Byjosuh
1986: 270-271.
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kap u Bajap [lamxo Bydwerwh.33 Ha moprperty je
MIPUKa3aH MyIIKapal CpeamHX TOAMHA ca TypoOa-
HOM Ha TJIaBH, OJIEBEH y OCMAaHCKO-OaJIKaHCKY
rpalh)aHCKy HOIIIY, ca OpYKjeM O TI0jacy.

Kao jemmHo wMarepujallHO CBEIOYaHCTBO
JanxoBuheBor 6opaBka y Kparyjesiry ocraie cy 10
JlaHac cadyBaHE JIB€ WKOHE MOHYMEHTAIHUX
JIMMeH3HMja ca npeactaBama boropoauie ca manum
Xpucrom u Cseror Hwukome, koje cy Owmie To-
CTaBJbeHE HA BPX HKOHOCTaca MwuiomeBe mpu-
nBopHe npkBe nocsehene Cmracky CBeTor qyxa Ha
arroctosie. OBe MKOHE Cy OWiie cacTaBHU JI€0 MKO-
Hoctaca Crape kparyjeBauke 1pkBe ce g0 2018.
TOJIMHEe, Kaja cy 300T KUBOMHUCAama Xpama M Ipe-
ypehema eHTepujepa YKIOHECHE W W3MEIITCHE Yy
[PKBEHY PU3HUITY.34

Ha uxonu Cseror Hukose, Ha CBUTKY Kpaj cBe-
TUTEJHEBUX HOTY, HAJa3M Ce 3aluC KOjU CBEIOUH J1a
je mKoHa Omiia YMETHHUKOB JIMYHH TIOKJIOH KHE3y U
Jla je HacTaja mpeMa 3anvicanoM marymy 20. mapra
1824. romune y Bprmy (cin. 3). Harmue Ha cBUTKY
rmacu: ,,CsjaruressctBy l[ocmomapjy Mmomnry
OOpeHOBHYY KHa3y CepOCKOM B J1ap MOJIOBAaHO U
Harnncano B Bepmiy 20 mia mapra 1824. nera ...
Axkcentujem JankoBuhem xuBommcieM. Ilpema
MECTY U BpEMEHY HACTaHKa HABEICHOM Ha CBHUTKY
jacHo je ma je oBa mkoHa Certor Hwukore HacTanma
OKO Mecell jgaHa mpe JankoBuheBOr 3BaHMYHOT
nonacka y CpOujy, Koju ce JOroIu0 HEIOCPETHO
npe wim TadHo 24. anpuna 1824. rogune. 300r Tora
ce OCHOBAHO MOJKE MPETIIOCTABUTH JIa j€ OHA Mpe/l-
CTaBJbajia HEKY BPCTY COIICTBEHE MTPETIOpPYKe KHE3Y,
KojoM ce JaHkoBWh jKeleo TpEeACTaBUTH HE Camo
Kao IMOPTPETHCTAa HETO M Ka0 HCKYCaH IPKBEHHU
ciukap. YumeHHna Jga KHe3y IOKJIamka HKOHY
Cseror Hukoie, meroBor JHMYHOT 3aIITUTHUKA U
KkpcHe ciaBe O0peHoBuha, uie y mpuiior Tome ja je
cIMKap skeneo crehu KHeXKeBy JIMYHY HAKJIOHOCT,
Koja 6m My omoryhwita naseu pan y CpOuju y gome-
Hy LpPKBEHOT ciukapcTBa. Mako Hema mojaraka
KOju OW HEJIBOCMHCIICHO YIYTWJIM Ha TO, BPIIO je
BEpOBAaTHO J1a je 1 uKoHa boroposuie ca Xpuctom
Koja ce Hayiaswia Ha ukoHoctacy Crape LpKBe y
KparyjeBy Hacrama y ucto Bpeme. M Ha 0BOj
WKOHH C€ HaJa3W CBUTAK Ca 3alMCOM, YHjU je Cal-
pkaj BeoMa omTeheH, HO HeroB MOYETHH JIe0 yKa-

33 Josanosuh Yemka 2004: 335-346.

34 Ykone ce Hamase y JIOLIEM CTamy M MOTPEGHO je WITO
XHUTHHje W3BPLUIMTH IHXOBY KOH3EpBALMjy M pecTaypainujy u
00e30e/I1TH YyBame y a/IeKBaTHUM yCJIOBHMA.
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a copy done in 1904 by painter and sculptor Pasko
Vuceti¢.33 The portrait shows a middle-aged man
with a turban on his head, dressed in the Ottoman-
Balkan urban garments with weapons tucked in his
waistband.

As the only material testimony to Jankovié’s
stay in Kragujevac, there are two icons of monu-
mental dimensions preserved to the present times.
They are the depictions of the Mother of God with
Infant Christ and St. Nicholas and were placed on
the top of the iconostasis of Milo§’s castle church
dedicated to the Descent of Holy Spirit upon the
Apostles. These icons were an integral part of the
iconostasis of the Old Church in Kragujevac until
2018 when they were moved to the church’s treas-
ury on account of the fresco-painting of the church
and the rearrangement of the interior.34

In the icon of St. Nicholas, a scroll beside the
saint’s feet contains a record that testifies to the fact
that the icon was the artist’s personal gift to the
prince and that according to the recorded date it was
created on 20 March 1824 in VrSac (fig. 3). The
inscription on the scroll reads: To his highness mas-
ter Milos Obrenovic the Prince of Serbia painted
and written as a gift in Vrsac on 20 March 1824 ...
by Aksentije Jankovi¢ fresco and icon painter.
According to the place and the time of its creation
stated in the scroll, it is clear that this icon of Saint
Nicholas was painted a month before Jankovi¢ offi-
cially arrived in Serbia which happened directly
before or exactly on 24 April 1824. Because of this,
it may be justifiably presumed that it constituted
some kind of the painter’s self-recommendation to
the prince with which Jankovi¢ wanted to present
himself not only as a portrait-painter, but also as an
experienced ecclesiastical painter. The fact that he
presented the prince with an icon of Saint Nicholas,
his personal patron and the family saint of the
Obrenovices, supports the thesis that the painter
wanted to win the prince’s personal approbation that
would allow him further work in Serbia in the
sphere of ecclesiastical painting. Although there is
no data that would unambiguously confirm this, it is
very likely that the icon of the Mother of God with
Christ that was in the iconostasis of the Old Church
in Kragujevac was painted at the same time. This
icon also contains a scroll with an inscription with its
content badly damaged, but its initial part points at

33 Jopanosuh Yemka 2004: 335-346.

34 The icons are in a poor state and it is necessary to carry
out their conservation and restoration as soon as possible and to
ensure their keeping under adequate conditions.
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3. Hronociac Ciiape ypree y Kpaeyjesyy (1818—1824), 3. Iconostasis of the Old Church in Kragujevac
deno Jarwe Monepa, Anexcuja Jlazosuha u Axceniiuja (1818—1824), done by Janja Moler, Aleksije Lazovi¢
Janxosuha and Aksentije Jankovi¢



4. 3aiiuc na uxonu boeopoouye ca Xpuciiom uz Ciiape
ypkse y Kpaeyjesyy, Axceniiuje Janxkosuh, 1824

4. Inscription on the icon of the Mother of God with Christ from
the Old Church in Kragujevac, Aksentije Jankovic, 1824

3yje Ha boropomuity kao mjeBy (ci. 4).35 Ha ocHOBY
cauyyBaHE apXWBCKe rpalje HHje TO3HATO Ja JH je
Axcenrtuje JankoBuh 1Be IOMEHYTE€ MKOHE TOHEO
ca coOOM MPUIIMKOM JoJlacka KoJ KHe3a Muomia y
Kparyjesan y anpuiny 1824. ronune, Maja ce 0CHO-
BaHO MO)KE MPETIIOCTABUTH TakaB cien gorahaja.
Uxone Cseror Hukone u boropoaune ca
ManuMm XpuctoMm a0 2018. ronune cy ce Hana3uie
Ha BpXy MKOHOCTaca mopej kpcrta ca Pacmehew,
oaMax a0 ukoHa boropoamie u Cseror JoBana
borocinosa, koje je 1822. ronune ocnukao 3orpad
Anexcuje Jlazouh.3¢ Hkona Cseror Hukone Hana-
3uja ce jy)Ho, a nkoHa boropomune ca mamum
Xpuctom ceBepHo on kpcra ca Pacmehem. OGe
MKOHE Cy MOHYMEHTAITHUX JAUMEH3H]ja, 3aBpIIaBajy
ce TMONYKPYXKHO M Npe yKJIamama ca HKOHOcTaca
Ousie cy yKIJIOIJbeHE y IpBeHe, boraro pe3dapeHe u
no3siahene pamoBe ca 6apoKHOM (pIIOpaIHOM JI€KO-
pamjoM, Koja ce Ha BpXy 3aBpIlaBaja Toiyoom,

35 3ammc je Beoma omrrelieH 1 TOTPEOHO je pecTaypupaTh ra
Kako Ou ce 1o6uite noapodHuje nudopmanuje u3 mwera.

36 Koctuh Bexuh 2018: 171-174.
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5. 3aiiuc na uxonu Ceeitioc Huxone uz Citiape ypxee y
Kpaeyjesyy, Axceniiuje Janxosuh, 1824

5. Inscription on the icon of Saint Nicholas from the Old
Church in Kragujevac, Aksentije Jankovi¢, 1824

the Mother of God as a Virgin (fig. 4).35 On the basis
of the preserved archival materials, it is also not
known whether Aksentije Jankovi¢ brought the two
icons with him when coming to see Prince Milo$ in
Kragujevac in April 1824, although it may be justifi-
ably presumed that this was what in fact happened.
Until 2018, the icons of Saint Nicholas and the
Mother of God with Infant Christ were on the top of
the iconostasis beside the cross with the Crucifixion,
right next to the icons of the Mother of God and
Saint John the Theologian done in 1822 by icon
painter Aleksije Lazovi¢.3¢ The icon of Saint
Nicholas was to the south and the icon of the
Mother of God with Infant Christ was to the north
of the cross with the Crucifixion. Both icons have
monumental dimensions, they end in a semi-circle
and before the removal from the iconostasis they
were fitted into wooden, opulently carved and
gilded frames with Baroque floral decoration that

35 The inscription is badly damaged and it needs to be
restored in order to get more detailed information from it.

36 Kocruh Bexuh 2018: 171-174.
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MATHM Yy TIyHO] CKYJINTYpH, W3 YHjeT KJbyHa je
BrcwiIO Kauauio (ci. 5). Mkonocrac Crape npkse
y KparyjeBuy ocnukaBas je y Buie etana oxa 1818.
no 1822, roguHe W y HETOBOM OCIHMKaBamby CY
ydecTBOBaja JABOjULIA CITUKapa, 3orpadu Anekcuje
JlazoBuh u3 bjenor Ilosba u Jama Crepresuh/Cre-
pujeBuh, mo3Hatuju kao Jama Momnep, LuHnapun
ponom u3 Makenonwuje.3’ /Ise JankoBuheBe nkoHe
Cy HaKHaJHO MPHIOJATE MPETXOAHO YOOIMYEHOM
nporpaMy KparyjeBaukor MKOHOCTaca, HO OCTaje
OTBOPEHO MUTAE KaJla C€ TO JOTOAMIIO. Y PaHUjUM
OMHMCHUMa KpParyjeBaykor MKOHOCTAaca KOjH TOTHUIY
n3 XIX Beka HeMa MOMEHa O MPOTrpaMy MKOHA Ha
MKOHOCTAcCy, HUTH O OBe JBe MKoHe. Joakum Byjuh
y cBoM [ lytueweciusujy iio Cepouju TOMUE ,,JIETIO,
HOBO TEMILIO, TOpE C pacijaThjeM XpHCTOBUM, C
[APCKUM JBEPMH, MPECTOIHHUMH HKOHAMU U C
JIEBET CpeOpHU KaHIWIAa YKPAIIeHO™, IOK Ce y Ka-
CHHUjeM KOMHCH]jCKOM m3BemTajy u3 1836. rogmue
NOMHIE ,,TEMIIJIO TPEKpacHO ca JBa IIBeTa
snarHa“.38 Mkone boropoamue m Cseror Huxone
MOTIJIe Cy HajpaHuje OUTH MOCTaBJ/bEHE Ha MKOHO-
ctac Crape kparyjeBauke 1pkBe 1824. rogune, wim
y HEKOM KacHHjeM TPeHYyTKy. Pe30a Hekamammux
pamoBa JankoBuheBe IBe HKOHE M OJMCKOCT ca pe-
300M ¥ JIEKOPaTUBHUM €JIEMEHTHMA BEJIMKOT KpCTa
ca Pacnehem Ha BpXxy nkoHocraca u ukoHa Ceeror
JoBana borocinoBa um boropomuue ymyhyje Ha
MPETIIOCTaBKy Ja je cama 3aBpIIHa 30HA Kparyje-
BauKOI MKOHOCTaca BEpOBATHO OWiia yKjamaHa y
BPJIO OJIMCKOM BPEMEHCKOM IepHOAY, MIIN HAKHA/I-
HO OOHOBJbEHA HCTOBpeMeHO. MHKopmopupame
JankoBuheBux nkona Ceeror Hukosne u boropoauiie
ca Xpucrom y Tpehy 30Hy ukonoctaca Crape Kpa-
ryjeBauke L[PKBE CTBOPHUIIO j€ CIOKEH CUMOOIMYKA
U JINTYPTHjCKH TIPOrpam, KOjU jé Ha KOMIUIEKCaH
Ha4YMH MCKa3MBAO M BIIQAAPCKY HICOJIOTH]Y KHeE3a
Mutonra O6penoBuha.3?

Ha JankoBuheBoj uxonu Cseror Hukone cBe-
TUTEJB j€ IpeACTaBJbeH Kao crojeha durypa y uzae-
aJIM30BaHOM HEOECKOM I1€j3aXKy, KOJU YMHE 00nanu
cmehe 6oje, Ha KOjUMa CBETUTEJb CTOjU, U HEOO
NPUKa3aHO y MpeJa3iMa Of CBETIO3eJIeHE 10 CBe-
mioiaBe 0oje (ci. 6). [lpemMa HOBOBEKOBHO] HMKO-
Horpadwuju, CBetn Hukona je mpukaszaH y cKymoie-
HOJj apXHjepejCKoj OACKIN ca CUMOOINMa TyXOBHE
Biactu.40 Hocu HapaHijacTu cakoc, ykpaiieH ¢io-

37 Kocruh Bexuh 2018: 148-149, 178-185.
38 Byjuh 1901: 170-171; Bokuh 2006: 275.
39 Kocruh Bexuh 2018: 174-178.

40 Cyumuh 2017: 94-95; PagoBanosuh 1987.
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ended on the top in a dove presented in full sculp-
ture with an oil lamp hanging from its beak (fig. 5).
The iconostasis of the Old Church in Kragujevac
was painted in several stages over the period from
1818 to 1822 and two craftsmen, fresco and icon
painter Aleksije Lazovi¢ from Bijelo Polje and
Janja Stergevi¢/Sterijevi¢ better known as Janja
Moler, an Aromanian from Macedonia, were com-
missioned for its painting.3? The two icons by
Jankovi¢ were added subsequently to the previously
envisaged programme of the iconostasis from
Kragujevac, but it remains an open question when
exactly this took place. In the earlier descriptions of
the iconostasis from Kragujevac, dating back to the
19t century, there is no mention of the icon pro-
gramme of the iconostasis or of these two icons. In
his book Travels in Serbia, Joakim Vuji¢ mentions
“a nice, new iconostasis, decorated with crucified
Christ on the top, the royal doors, despotic icons
and with nine silver oil lamps,” while a later-date
commission report from 1836 mentions “gorgeous
iconostasis with two golden flowers.””38 The earliest
when the icons of the Mother of God and Saint
Nicholas could be installed in the iconostasis of the
Old Church of Kragujevac was in 1824 or at some
later point in time. The carving of the former frames
for the two icons by Jankovi¢ and the similarity
with the carving and the decorative elements of the
large cross with the Crucifixion on the top of the
iconostasis and the icons of St. John the Theologian
and the Mother of God lead to a supposition that the
finishing zone of the iconostasis in Kragujevac was
probably assembled within a very similar time
period or it was simultaneously restored subse-
quently. The incorporation of Jankovi¢’s icons of
Saint Nicholas and the Mother of God with Christ
into the third zone of the iconostasis of the Old
Church in Kragujevac created a multifaceted sym-
bolic and liturgical programme which in a complex
way also expressed the ruler’s ideology of Prince
Milo§ Obrenovi¢.3?

In the icon of Saint Nicholas by Jankovi¢, the
saint is shown as a standing figure in an idealised
celestial landscape consisting of brownish clouds
on which the saint is standing and the sky depicted
in transitions from light green to light blue (fig. 6).
According to the modern age iconography, Saint
Nicholas was depicted in a luxurious hierarchical

37 Koctuh Bexuh 2018: 148-149, 178—185.
38 Byjuh 1901: 170-171. Boxuh 2006: 275.
39 Koctuh Bekuh 2018: 174—178.
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paTHUM MOTHBHMA, UCIIOJ] KOjer C€ BHIH JICO 3J1aT-
HOT' eMUTpaxuiba W 3eleHH ctuxap. [Ipeko rpymu
HOCcH oModop Oerne 00je, ONBUYCH 37TaTHAM BE30M U
yKpalleH 371aTHUM KpcToBuMa. Ha rpymuma Hocu
JIaHAI[ ca JPBEHUM HANPCHUM KPCTOM, Ca MUHYIIH-
O3HO TPEICTaB/LEHUM CPEOPHUM OKOBOM U TIpeI-
craBoM Pacnieha, kao u maHarujy onepBaxeHy Ouce-
POM, y UHjeM CpEIUINTY je BeoMa orreheHa gomnojac-
Ha mpezacTaBa boropoauiie, kpaj koje ce pazasHajy
crojehe ¢urype apxanrenra Muxauna ca riaMeHUM
madyeMm u ['aBpuna ca kpuHoM. Vcnon necHe cBetu-
TeJbEBE pyKe je HaIOCIPEeHHK YKpallleH 3JTaTHUM
knhaHkama, M3Be3eH MO0 000y 371aTHOM CPMOM, ca
KPCTOM y CpENUINTY, Kpaj YHjUX KpakoBa Cy IIO-
CTaBJbEHH MEJAJbOHHM Ca MHHYIHMO3HO OCIUKaHUM
TMKOBUMa yeTBopulle jeBanhenucra. CBetn Hukoma
y JIECHO] PYII HOCHU OKOBAaHH PYYHH JIPBEHH KPCT,
Ha KOjeM Cy MpHKa3aHe ClieHe 13 XPUCTOBOT )KUBOTA
u npencraBa Pacneha y cpemumiry. V jeBoj pynu
HOCH apXMEMHUCKOIICKHM INTal, KOjU Ce 3aBplaBa
00raTom JeKOpaIyjoM, CaYMmbEHOM Off Oesie TKaHH-
He W mo3naheHe KOHCTPYKIMje ca MenajbOHMMa
Ncyca Xpucrta n boropomuiie u ca MUTPOM, KOjy
(ankupajy nBe cTuim3oBaHe 3mMuje. Kao 3Hak cBor
apXUETUCKOIICKOT JTOCTOjaHCTBA, Ha IJIaBH HOCH
MypIlypHY MUTpY, YKpallleHy IparuM KaMemeM U
MHUHYIIMO3HUM TIpE/ICTaBaMa arocTolia Y MeAasbo-
HUMa, Koju ce pehajy mo meHom o6omy. JInk Ceror
Huxone je mar peamucTHYHO, ca IMOPTPETCKUM
KapakTeprcTiKaMa. [IprkasaH je Kao cTapuju 40BeK,
kpahe cenme koBpuaBe Koce W Opane, Omarux mpra
JuIla, ca TMOMIEAOM YCMEPEeHHM Ha JECHO.
MUHYIIMO3HOCT Y TPETUPAy CBETUTEIHEBOT JIMKA
JIOCJIE/THO je CIPOBE/ICHA U HA CBUM OCTaJHMM IIPH-
Ka3uMa CBETUTEJHCKHX JIMKOBA Ha JIEJIOBUMA apXHje-
pejcKe omexie, momyT JinkoBa anhena u boropomuie
Ha TaHaruju, clieHaMa W3 XpPUCTOBOT XHMBOTA U
Pacniehy Ha pydyHOM M HaIIPCHOM KPCTY, Ha JINKOBH-
ma boropomuiie u Mcyca Xpucrta Ha apXHUENUCKOT-
CKOj ImTanw, jeBanhenmucra Ha HaAOSIPEHUKY, WIN
arnocToja Ha MUTPHU. AKCeHTHje JaHkoBUN HAa UKOHU
Cseror Huxkone npumemyje nkoHorpadujy 3acHoBa-
Hy Ha KacHOOApOKHUM U HEOKIACHIIUCTUIKUM
HCKyCTBUMA, Koja cy kpajeM X VIII u mogerkom XIX
Beka Ha Tepuropuju KapioBauke Mutpomnosnuje Omia
yBEJHMKO NpuxBaheHa y peMruno3HoM CIMKapCTBy. 4!
VY cknaay ca moTpeboM peluruo3HOT CIMKApCTBa ca
novyetka XIX Beka Ja HKOHA TIPEICTaBU NCTOPH]CKY
WCTHHY, JaHKOBMh HACTOjU J]a OCIMKA pPeaarcTHIaH
mk Cseror Hukone.42

41 Tumorujesnh 1996: 127-131.
42 Tumornjesnhi 2002: 381-384.

WORK OF PAINTER AKSENTIJE JANKOVIC FROM VRSAC IN
THE SERBIA OF PRINCE MILOS OBRENOVIC

6. HUromna Ceeitioc Hukone, Axceniuuje Jankosuh, 1824,
pusnuya Ciiape yprege y Kpazyjesyy

6. Icon of Saint Nicholas, Aksentije Jankovié, 1824, trea-
sury of the Old Church in Kragujevac

vesture with symbols of spiritual authority.40 He
wears an orange sakkos decorated with floral motifs
under which it is possible to see a part of a golden
epitrachelion and a green sticharion. Over his chest
he wears a white omophorion edged with golden
embroidery and decorated with golden crosses. On
his chest he wears a chain with wooden pectoral
cross with minutely shown silver fitting and the
depiction of the Crucifixion, as well as a panagia

40 Cyumnh 2017: 94-95; Panosanosuh 1987.
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7. HUrona boeopoouye ca manum Xpuciiom, Axcenitiuje
Jankosuh, 1824, pusnuya Ciuape ypkee y Kpazyjesyy

7. Icon of the Mother of God with Infant Christ, Aksentije
Jankovic, 1824, treasury of the Old Church in Kragujevac

Ha wxonm boropomumie ca Xpucrom, oHa je
npencTaBibeHa, nomyt Ceetor Hukone, y ckiany ca
MO3HOOAPOKHOM HKOHOTpadujoM, Kako CTOjU Ha
00aKy, a y mo3aJiuHu, KOjJy YMHU HEOO 3eJIeHoIIa-
BUX HUJAHCH, OKO E-CHOT JIUKA JIETe XePyBUMH (CII.
7).43 boropoauiia je ofieBeHa y IUIaBy XaJbHHY U
pBeHH MadOpHOH, ACKOpHUCaH MO pyly IIaBOM
no3naheHoM TpakoMm ca IPBEHHM LBETOBUMA. Y
JIeBOj pyLUM HOCH Major XpHCTa, JOK y JECHO]

43 Tumorujesuti 1996: 353-354.
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bordered by pearls in the centre of which there is a
very damaged half-length figure of the Mother of
God next to whom it is possible to discern the stand-
ing figures of Archangels Michael with a flaming
sword and Gabriel with a lily. Below the right hand
of the saint there is an epigonation decorated with
golden tassels, embroidered along the rim with a
golden thread, with a cross in the centre next to the
arms of which there are medallions with minutely
painted images of the four Evangelists. In his right
hand Saint Nicholas carries a fitted wooden blessing
cross on which there are depictions with scenes
from the life of Christ and the depiction of the
Crucifixion in the middle. In his left hand he is car-
rying a crosier that ends in opulent decoration con-
sisting of white fabric and gilded structure with
medallions of Jesus Christ and the Mother of God
that ends in a mitre flanked by two stylised serpents.
As a sign of his archbishop’s dignity, he wears a
purple mitre on his head decorated with precious
stones and minute depictions of the apostles in
medallions that are arranged along its rim. The
image of Saint Nicholas is done realistically, with
portrait characteristics. He is shown as an elderly
man, with shorter gray curly hair and beard, with
mild facial features and his gaze looking to the
right. The minuteness in the treatment of the saint’s
image was consistently reflected also in all other
depictions of the saintly figures in the parts of the
hierarchical vesture, such as the images of the
angels and the Mother of God on the Panagia,
scenes from the life of Christ and the Crucifixion on
the blessing and the pectoral crosses, the images of
the Mother of God and Jesus Christ on the crosier,
the Evangelists on the epigonation or the apostles
on the mitre. In the icon of Saint Nicholas, Aksentije
Jankovi¢ applies the iconography based on the late
Baroque and Neoclassical experiences which were
accepted in the ecclesiastical painting on the terri-
tory of the Metropolitanate of Karlovci at the end of
the 18t century and the beginning of the 19th centu-
ry.#! In line with the need of the ecclesiastical paint-
ing from the beginning of the 19th century that an
icon should represent a historical truth, Jankovi¢ is
trying to depict a realistic image of Saint Nicholas.42

In the icon of the Mother of God with Christ,
she is depicted, like Saint Nicholas, in line with the
late Baroque iconography, standing on a cloud,
while in the background, consisting of the sky of

41 Tumorujesnh 1996: 127-131.
42 Tumorujesnti 2002: 381-384.
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npxu kpuH. Mcye XpucToc je mpukaszaH kao cmeho-
KOCH JIeUaK, O7IeBeH y Oelry XaJbuHy, KOjy MpeKprBa
37aTHY orprad. JlecHumom O6marocuspa, 0K y JI€BOj
pyuu npxu map. Kpaj boropoauunne ¢urype, y3
HBEH JIeBU OOK, OTBOPEH j€ CBHUTAK, Ha KOME Ce
Haja3u JocTta omreheH 3amuc, KOju je TEeIIKO
pexonctpyucaru. Cynehu mo pacrno3HaT/bHBOM
Jieny TekcTa y kome je boropoamiia o3HaueHa xao
JjeBa, BEPOBAaTHO je M OCTaTaK HATIHCA CaapiKao
MIPUTOJIAH TTIOXBAJIHU TeKCT boropoauiy.

BOPABAK U PAJ] V ITOXKAPEBIY

Ha ocHoBy cauyBane apxuBcke rpahe mosnaro
je na je mocie 6opaeka y Kparyjesiry, ox 19. maja 10
20. jyna 1824. rogune JankoBuh OopaBuo Yy
IToxxapesmy. ¥ TOM nepuony Cy BPLIEHH JOTOBOPH
ca IPKBEHOM YIPABOM U MPEICTABHUIMMA JIOKaJI-
HUX BJIACTH OKO HbETOBOT aHTA)KOBarba HA OCIIHKA-
Bamkby MKOHOCTAaca TaMoOIlke MuUIomese mpuaBop-
He 1pkBe.* MHunmjatuBa 3a M3paay HKOHOCTaca
MoTeKJIa je O caMmor kKHe3a Mwioma, koju je
JankoBuha paau Tor nocna u nocinao u3 Kparyjesna
y IloxkapeBarr.4> HakoH ycrocTaBJbeHUX JOTOBOPA,
kae3 Muyom 20. jyna 1824. nucmom obaBeriraBa
Opara, kHe3a JoBana OOpeHoBuha, koju je GopaBHO
y Ioxapesiy, 1a Moxe myctuTd JankoBuha na y
Bpuuiy 3aBpiim yroBopeHe MKOHE 3a M0XKapeBauKy
LIPKBY M JIa UX OJ[aHJIe MOIIaJbe 3ajeHO ca ,,Ha3Ha-
YeHH]jeM IieHe ’hrHe .46 CadyBaHa npenucka m3mely
KHe3a Muionia v mpeAcTaBHUKA LIPKBEHUX M JIOKAI-
HUX BJIACTH HacTaja TokoM 1825. romuHe roBopu y
MIPUJIOT TOME Jia j€ YTOBOPEHE UKOHE 3a ToKapeBay-
KU UKOHOCTac AKceHTHje JaHkoBuh JINYHO JOHEO U3
Bpmma y IToxkapean y jecen 1825. romune.4” To cy,
Kako casHajeMo, Owje Tpu HWKOHE. Te TomuHe je
nopyueHo u Pacniehe 3a Bpx MKOHOCTAca U jOIII HEKE
WKOHe 0e3 Ha3HaKe IITa je Ha KBUMa Tpebano OuTh
npezactaBbeHo.48 Tako kHe3 Munomr u3 CBuiiajHIa
npenopyuyje 17. mHoBemOpa 1825. apxumanaputy
Menentnjy IlaBnoBuhy, BWeroBoj aecHoj pyuu y
[PKBEHUM MHTAmbHMa U TOTOEHEM MIPBOM CPIICKOM
MUTPOIIOJINTY, Aa C€ HCIUIare Moiepy AKCEHTH]y
JankoBuhy Tpu Beh ypalhene ukoHe 3a UKOHOCTAC U
Hapyude HOBE, HaKO j€ He3a/JI0BOJbaH HETOBUM II0-

44 Konapuh 1966: 172.
45 JTasuh 2010: 289.

46 Konapuh 1966: 172; Ilene6uh 1969: 72; Bophesnh
1925: 27.

47 Konapuh 1966: 178-179, 180.
48 JTasuh 2010: 289-290.
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green and blue nuances, there are cherubs flying
around her image (fig. 7).43> The Mother of God
wears a blue robe and a red maphorion decorated
along the edge with a blue gilded ribbon with red
flowers. She carries infant Christ in her left hand,
while in her right hand she holds a lily. Jesus Christ
is depicted as a brown-haired boy, dressed in a
white robe covered by a golden cloak and blessing
with his right hand, while in his left hand he holds a
globe. Beside the figure of the Mother of God, next
to her left hip, there is an open scroll that contains a
rather damaged inscription which is difficult to
reconstruct. Judging by the recognisable part of the
text in which the Mother of God is marked as a vir-
gin, the rest of the inscription probably contained a
suitable laudation of the Mother of God.

STAY AND WORK IN POZAREVAC

On the basis of the preserved archival materi-
als, it is known that after his stay in Kragujevac,
Jankovi¢ stayed in Pozarevac from 19 May to 20
June 1824. During this period, there were negotia-
tions with the church administration and repre-
sentatives of the local authorities about his engage-
ment for the painting of the iconostasis of the local
castle church of Milo§.44 The initiative for the
construction of the iconostasis came from Prince
Milo$ himself who sent Jankovi¢ from Kragujevac
to Pozarevac precisely because of this commis-
sion.*5 After reaching the agreement, on 20 June
1824, Prince Milos informed by a letter his broth-
er, noble Jovan Obrenovi¢c who was staying in
Pozarevac that he can let Jankovi¢ finish the
agreed icons for the church in Pozarevac in VrSac
and that he could then send them together with the
“quotation of their price.”#6 The preserved corre-
spondence between Prince Milo§ and representa-
tives of the church and local authorities, written
during 1825 support the thesis that the agreed
icons for the iconostasis in PoZzarevac were brought
from Vrsac to Pozarevac by Aksentije Jankovi¢ in
person, in the autumn of 1825.47 As we can find
out, these were three icons. In that year, the order
was placed for the Crucifixion for the top of the

43 Tumornjesuh 1996: 353-354.
44 Komapuh 1966: 172.
45 JTazuh 2010: 289.

46 Komapuh 1966: 172; IleneGuh 1969: 72; Bophesuh
1925: 27.

47 Konapuh 1966: 178179, 180.
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ciom: ,Ja mumem Byky (InmuropujeBuhy) na ce
MOJIEpOM 3a OHa TpPHU Napyera HMKOHA, koe € Beh
HAYMHHUO, TIOTO/IN, H TJIATH MY — Oy/IUTE U BH TOMY
JIeITy MYKaeT, U TIOTOIMTE C HUM JIa HaM U pacrleTne
XpucroBo Ha Temrmuty, y cpenn nzmely CB. Hukore
u boroponuie, oBUMa COOTBETCTBEHHO, HAYHMHU.
CaMo0 u3jaBUTH My MpHU TOM, Ja caM ja C JHIKUMa
MKOHA H-ETOBH JIOCTa HE3a10BOJbAH, HETO J1a Ce T0-
crapa obOpa3 coorBercTBeHun Kapakrtep oHora
M3MaJiaTH, KOeT OH NpeACTaBba, u Oyaure ¢ Bymom
W TMaKOHOM TyJie cBeMy MyKaeT.“4? [Tociie kHexeBe
npuMende CiauKap je MMao Hamepy HOIPaBUTH
JIMKOBE CBETUTEJhA, aJIM HHj€ MO3HATO JIa JIU j€ J0
ToTa Ha Kpajy u nonuio. O ’eroBoj HaMepH CBEI0YU
Jieo cauyBaHe mpernucke u3mely kuesa Munoma u
apxumManapurta Menentuja [lasnosuha. Menentyje,
obaBemraBajyhu KkHE3a 0 CBEMY BE3aHOM 3a H3PaILy
NOKapeBauyKOI MKOHOCTAca, y CBOM mucMmy of 19.
HoBeMOpa 1825. nmopyuyje aa HHUje ,,... U30CTABHO
JaBUTH MOJIEpPY ... HE3aJ0BOJICTBHE Y MPHU3PEHUY
o0pa3a, HKOHa 4TO € JI0 caJla MOJIOBAO, Ha KOE OJIro-
Bapa, /1a My € ’Kao IITO MpHe HUE 3HAO JIOK CTEe BU
Ounm oBJie, 1a OM OMO TIONIPABHO IO BaIlleM BKYCY, U
pekao e kana npehe apyru nyt nahe monopasurtu. S0
Apxuscka rpaha nokasyje na je usmely Jankosuha
1 KHe3a Muuiola JIonuio U 10 CIopema, OCUM OKO
HauMHa TPEACTaBJbaba CBETUTEIHCKUX JIUKOBA U
OKO ILieHE 3a m3pal)eHe TPH MKOHE 3a M0XKapeBauKy
IPKBY, jep je cyma ox 1200 rpoma kojy je ciaukap
TpaXXHO KHe3y Owmiia mpeBHCOKa.’! ApXUMaHIPUT
Menentuje u Byne Imuro-pujeBuh uctuuy kpo3
CBOjy MpEemnHcKy ca KHe3oM MwuiomeMm fa cy 10
JAJbUX HETOBUX HApea0M CMENH MCIUIATUTH CIIHKA-
py camo 300 rpora, ca 9uM je OH OTHIIIA0 Ha3ad y
AycTpujy a HacTaBH paj Ha MOPYYEHUM MKOHaMa
u Kpcry ca Pacriehem 3a moxkapeBauku xpam.>2 Kue3
Munomr nmucmoM  ymyheHUM — apXUMaHIPUTY
Menentujy [TaBnosuhy 21. HoBeMOpa 1825. npeno-
pydyje Z1a ce MOoJIepy IUIaTH 10 HErOBOM 3aXTEBY.>3
Mebhytum, cauyBaHa apxuBcka Trpaha mokasyje na
CJIMKap 3a CBOj paja HHje Ono ucriaheH y 1enocTH,
te 15. neuemOpa 1825. rogune muiie u3 Bpmia

49 AC, KK-XXXV, 1825, 14; Konapuh 1966: 178-179;
[lene6uh 1969: 82-83.

50 AC, KK-XXI, 1825, 508; Konapuh 1966: 180; ITepynnuuh
1977: 422-423, 6p. 237; Jasuh 2010: 290; Jlasuh 2008: 43;
IJene6uh 1969: 83-84.

5T AC, KK-XXI, 1825, 508; AC, KK-XXI, 1825, 509;
Komapuh 1966: 179—180.

52 AC, KK-XXI, 1825, 508; Konapuh 1966: 180; [Tepynnuuh
1977: 422-423, 6p. 237; Jasuh 2010: 290; Jlasuh 2008: 43;
[lenebuh 1969: 85.

53 [leneGuh 1969: 84.
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iconostasis and for some icons for which there
was no indication as to what was supposed to be
depicted in them.4® Thus, on 17 November 1825,
from Svijalnac Prince Milo§ recommends to
Archimandrite Melentije Pavlovi¢, his right hand
in the sphere of ecclesiastical questions and the
subsequent first Serbian metropolitan, to pay to
painter Aksentije Jankovi¢ for three already fin-
ished icons for the iconostasis and to order new
ones, although he was dissatisfied with his work:
“I’ve written to Vuk [Gligorijevi¢] to cut the deal
with the painter for the three icons which he has
already made and to pay to him — please be a part
of this and cut a deal with him to make us the
appropriate crucifixion of Christ for the Iconostasis,
in the middle between St. Nicholas and the Mother
of God. Just tell him when doing this, that I am
rather dissatisfied with the faces of his icons and
that he should make sure that he paints the face
reflecting the character of who is represented, and
be with Vule and deacon in all of this.”#9

After the prince’s remark, the painter had an
intention to correct the images of the saints, but it
is not known whether this took place in the end or
not. His intention may be seen in a part of the pre-
served correspondence between Prince Milos and
Archimandrite Melentije Pavlovi¢. When inform-
ing the prince about everything linked to the con-
struction of the iconostasis in Pozarevac in his
letter of 19 November 1825, Melentije says that he
did not “... fail to inform the painter... dissatisfac-
tion concerning the presentation of the face, in the
icons he has painted so far, to which he responded
that he regretted not knowing this before while
you were here, and that he would correct that
according to your taste, and he said that when he
comes here another time he will put it right.”>0
The archival material shows that there was also a
dispute between Jankovi¢ and Prince Milos, not
only about the manner in which the images of the
saints were depicted, but also about the price for
the three icons painted for the church in Pozarevac,
since the sum of 1200 groschen which the painter
demanded was too high for the prince.>! Through
their correspondence with Prince Milos, Archi-

48 JTazuh 2010: 289-290.

49 AC, KK-XXXV, 1825, 14; Komapuh 1966: 178-179;
[lemebuh 1969: 82-83.

50 AC — KK-XXI, 1825, 508, Komapuh 1966: 180;
Mepynmanh 1977: 422-423, br.237; Jlasuh 2010: 290; Jlazuh
2008: 43; LleneGuh 1969: 83-84.

SIAC — KK-XXI, 1825, 508, AC — KK-XXI, 1825, 509,
Komapuh 1966: 179-180.
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KHe3y Mustomry npasaajyhu My ce J1a padyyH Koju je
mojHeo 3a ypaheHe uKoHe HUje mperepaH. ,,Moe
MIPEeBENMKOe TounTaHue K Bamiemy CujaresicTBy a
puToM M Onaroaymve Bamrero Crjaresctsa mpooy-
M0 Me € Ha 3akreBaH [. YpomieBnya Bamemy
CujarencTBy KOHTY HE MOJHUETH, MO OTXOLY obaue
Bamiero CujarenctBa B Kparyjesan npunyhen 6mx
I'munom MenenTtujem ApxuMaHApUTOM KazaTu Emy,
YTO TaKO JIEJIO KOINTAT, KOEM YHCTOCEpICYHU U
BEpHH, CKazax, Jla caM Ha TpHu m3o0paxenuja 600.
@opuHTH y OaHKaMu MOTPOIINO, yBepasajyhu
oOaue Bame CHjaTesCTBO ca 4eCTU]y MOEjy, a Ipu
TOM M OHa HajMama Kpajiapa, ako caM KOHO BHILIE
HAMETHYO, HEro ITO caM TOTPOIIMO, HU Ha I0-
CIIEAIFEM Yacy M3IMXaHHMja MOEra He Halllla MU Ce:
MoOja € JKeJba cBarma Ouiia U 0CTaje; TOKMO BallleMy
CujarencTBy yIOBIETBOPUTH, M KOJ BaIlIero
CujarencTsa 3a 1eJi )KUBOT MOJU Y MUJIOCTH TIpe-
OWTH; KOJIMKO caM o0adye BpeMeHa MOTPOIIHO, TPY-
noJbyOuja ymoTpedmno, JOK caM TakoBa Jena K
KOHITy TIPUBEO M OKOHYA0, TO Bamemy CHjaTesicTBy
Ha MEpPWJIO NpaBId U MUJIOCTHBOMY Oiaropascy-
XKIeHujy octaBibaMm. Jla cam obaye cTO memecer
¢opuntu y Oankamu, win y cpedpy 30. Tanmpa
ype3 . Byne na Tpomak mpumuo na 6u 10 kyhe
CBOE€ J0hM MOTrao OTOM BHIIIEpeYHH T. Byse mruoBo
CujarencTBo u3BecTHa yuyuHUTH Oyznet. [Ipu Tom y
CBaKoOj MOKOPHOCTH MOJIUM Barie CHjaTeNICTBO €Xe
OM MHJIOCT MMAajo, OCTaBIIy, 3aciyXeHy IUIaTy
MOJYy, OCJIaTH MU; Aa JieJ1o koje caM ¢ [. Menentujem
Ha HOBO YTOBOPHO U 1orouo 3a [loxkapeBauky 1ep-
KBY C MPEJICIKAIIUM U HYXJHUM TPOIIIKOM OKOHYA-
TH Mory.“54 Kako je u fma im je paspenieH npooiem
oko ucrare JankoBuha 3a HeroB paj, HeMa apXuB-
cKkux moparaka. [Ipernocrasspa ce a cy mpeocraie
YrOBOPEHE HKOHE 32 MKOHOCTAC TIOXKapeBavYKe IPKBE
3aBpuieHe y Bpmity nHajkacHuje 1826. romuHe u
noroM noHete y Cpoujy.5s

JankoBuheB HMKOHOCTAcC je y TOXKapeBavKoj
IpKBU 1ocTojao a0 1869-1870. rommue, kKama je
3aMemhEeH HOBUM, U3pal)eHNM y paJOHHIIN T03HATE
cnukapcke noponuiie Mapkosuh.5¢ Mako omnwmcu y
TaJalllkb0] JHEBHO) IITAMIM CBEJOYE Ja je CTapu
HMKOHOCTAc THX roguHa Beh Omo jmocra omrrehen,s’
MIPaBU PA3JIOT HETOBOT U3MEIITAamka je Oriia 3ampaBo
’KeJba L[PKBEHUX M CBETOBHUX BIIACTH, KA0 M Mapo-
XUjCKEe 3ajelHuIle, Jla ce MPUCTYIU mpeypehemy

54 AC, 36mpka Mure Ilerposnha, XXXV, 1825, 268;
Komnapuh 1966: 181; Jlasuh 2010: 290-291; Jlasuh 2008: 43—44.

55 JTasuti 2008: 44; Jlasuti 2010: 291.
56 JTazuh 2008: 63—76; Jlasuh 2010: 296-297.
57 Masuh 2008: 63; Buos mam. 6p. 201, rox. VIII, 18. 9. 1868.

WORK OF PAINTER AKSENTIJE JANKOVIC FROM VRSAC IN
THE SERBIA OF PRINCE MILOS OBRENOVIC

mandrite Melentije and Vule Gligorijevi¢ pointed
out that until they had received his further orders
they were allowed to pay out to the painter only
300 groschen with which he went back to Austria
to continue his work on the ordered icons and the
cross with the Crucifixtion for the church in
PoZarevac.>2

In his letter sent to Archimandrite Melentije
Pavlovi¢ on 21 November 1825, Prince MiloS rec-
ommends that the painter is paid according to his
demand.33 However, the preserved archival mate-
rials show that the painter was not fully paid for
his work and therefore on 15 December 1825 he
wrote from VrSac to Prince Milo§ justifying him-
self and saying that the bill he had submitted for
the completed paintings was not exaggerated. “My
greatest respect for your Highness and at the same
time [ was reminded of the kindness of your
Highness with the request of Mr. UroSevi¢ not to
submit the bill to your Highness, after the depar-
ture of your Highness to Kragujevac I was forced
to tell Mr. Melentije the Archimandrite how much
such a piece costs, to whom I said with clear heart
and faithfully that I spent 600 forints in banknotes
for the three creations, assuring your Highness of
my honesty and even the smallest kreuzer, if |
charged it more than what I have spent, may it not
come to me even at the last moment of my living
breath: my desire has always been and it remains;
to please your Highness and to be in grace of your
Highness my whole life; how much time I spent,
how much effort I put into it, while I brought such
pieces to completion, I am leaving that to your
Highness to measure justly and assess graciously.
That I received separately for the costs one hun-
dred and fifty forints in banknotes or in silver 30
thalers from Mr. Vule in order to be able to come
back to my home about which the above-men-
tioned Mr. Vule would inform your Highness. In
all of this, with all my humbleness, I ask your
Highness to have the mercy to send me my
remaining, deserved payment; so that I can finish
the piece which I newly agreed and cut the deal on
with Mr. Melentije for the church in Pozarevac
with the proposed and necessary costs.*>4 There is
no archival data as to how and whether the issue

52 AC—KK-XXI, 1825, 508; Komapuh 1966: 180; [1lepyrnaunh
1977: 422423, br. 237; Jlasuh 2010: 290; Jlasuh 2008: 43;
Ilenebuh 1969: 85.

53 [leneGuh 1969: 84.

54 AC, 36upka Mure Ilerposmha, XXXV, 1825, 268;
Komapuh 1966: 181; Jlazuh 2010: 290-291; Jlazuh 2008: 43—44.
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SHTepHjepa Xpama, ca IHJbeM 1a Oyzie ITo cBeda-
HUJH U PENpPe3eHTaTUBHUjU.S8 VY JIeTonuCy noxape-
Bauke IPKBE MOCTOje Tmojauu Ja je JankoBuhes
HMKOHOCTAC IOKJIOKEH IPKBU BasHecewa l ocrionmer
y IlerpoBity Ha MnaBu, rae ce Hajga3uo BEPOBATHO
1o moyeTka XX Beka, HAaKOH 4era je YKJIOmEH J1a Ou
U Ty YCTYIHO MECTO HOBOM HKOHOcTacy.’? Huje
MO3HATO IITa CE€ Ca HUM JIOTOIWIO, HHU Ja JIU Cy
NOje/IMHEe MKOHE HEeTJIe cauyBaHe, IMOIITO CE JaHac
HE Haja3e y pU3HHLM MEeTPOBAYKe [[PKBE.

Wzrnen u nporpam JankoBuheBor MKOHOCTaca
3a TIO)KapPEBAa4YKH XpaM MMO3HATU Cy HaM jeJIMHO Ha
OCHOBY HEKOJIMKO CadyBaHMX CKPOMHHX OIIHCA,
KOjU CBEJOYE J1a j€ CIMKApCTBO HHETOBUX HKOHA
Ouso BpJIo JIeTno, Ja je MKOHOocTac OMo HHU3ak, ca
JBepUMa, M Ja je MMao YeTHPH MKOHE U KPCT ca
Pacehem Ha Bpxy, om dera cy JBE HKOHE
Boropomurie u jemqna nkona Xpucra nMaje cpeopHe
okoBe.®0 Axo y3Memo y 003up mojarak M3 mrucMa
KHe3a Mwoma apxuMaHapuTy MeneHTtujy o
HapyIouHu kpcra ca Pacriehem koju 6u O6uwo mo-
craBibeH u3Mely mkona Cseror Hukonme m boro-
pOAHMIIE, MOKEMO MPETHOCTABUTH JIa Cy MpPOrpam-
CKO pelICHe MOKAPEBAYKOT MKOHOCTAca YHWHUIIE
ukoHa Cseror Hukone u boroponuue, y3 mutyp-
T'MjCKH HEOIXOHe mnpecToHe ukone Vcyca Xpucra
u boroponuiie ca manmum XpUCTOM, IIAPCKE TBEPU
ca npezacraBoM biiaroBectu u kpet ca Pacriehem Ha
BpPXy MKOHOCTaca.b!

JEJIO AKCEHTUJA JAHKOBHURA U BBET'OB
3HAYAJ V IPKBEHOM CJIIMKAPCTBY
CPBUIE V TPEROJ AEINEHMIN XIX BEKA

Ha ocHoBy cBera HaBeleHOI jeMHM 3a caja
cadyBaHU M TIO3HATH paj AkKceHTHja JaHkoBuha Ha
teputopuju CpOHuje jecy 3ampaBo aBe ukone u3 Crape
KparyjeBauke 1pkBe. brxoBa nmoeTrnka Moxe y Belu-
K0j MepH toMohu 00JbeM pa3yMeBarby TOKOBA IIPKBeE-
HOr cimkapcTBa TokoM Tpehe nenenmje XIX Beka,
kaja Jankosuh paau y Cpouju, anmu u 60J6eM pazyme-
Bamby 3Hauaja KErOBOT pajia Ha TOj TEPUTOPH]H.

Axcenruje JankoBuh Ha ukoHama boroponwuie
ca manuM XpuctoMm u Cseror Hukose npumemyje
UKOHOTpa(ujy W JIMKOBHY MOETHKY 3aCHOBAaHy Ha
KacCHOOQpOKHUM U HEOKJIACULIUCTHYKAM HCKYCTBH-
Ma, koja cy kpajeM XVIII u nmouerkom XIX Beka

58 JTazuh 2010: 292-298.

59 Jlasuh 2008: 63.

60 RBokuh-ITonmosuh 2005: 225-227; Jlasuh 2008: 62-63.
61 Konapuh 1966: 178-179.
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about the payment to Jankovi¢ for his work has
been resolved. It is presumed that the remaining
contracted icons for the iconostasis of the church
in Pozarevac were finished in VrSac in 1826 at the
latest and then brought to Serbia.>>

Jankovi¢’s iconostasis at the church in
Pozarevac existed until 1869—-1870 when it was
replaced by a new one made at the workshop of
the well-known painting family Markovi¢.56
Although the descriptions in the daily newspapers
of the time say that the old iconostasis was already
rather damaged during those years,37 the real rea-
son for its removal was in fact the desire of the
church and the secular authorities, as well as of
the parish community, to start with the redecora-
tion of the interior of the church with the aim to
make it as ceremonious and representative as pos-
sible.58 The chronicle of the church in Pozarevac
contains data saying that Jankovi¢’s iconostasis
was given to the Church of the Ascension of our
Lord in Petrovac na Mlavi where it was probably
located until the beginning of the 20t century,
after which it was removed in order to allow a new
iconostasis to be installed.>® It is not known what
happened to it and whether individual icons have
been preserved somewhere, since they are not in
the treasury of the church in Petrovac [na Mlavi]
nowadays.

The appearance and the programme of
Jankovi¢’s iconostasis for the church in Pozarevac
are known to us only on the basis of a few pre-
served modest descriptions which say that the
painting of his icons was beautiful, that the icon-
ostasis was low with the doors and that it had four
icons and a cross with the Crucifixion on the top,
with two icons of the Mother of God and one icon
of Christ having silver fittings.®0 If we take into
consideration a piece of data from the letter of
Prince Milos to Archimandrite Melentije concern-
ing the order for the cross with the Crucifixion
that would be placed between the icons of Saint
Nicholas and the Mother of God, we can presume
that the programme solution for the iconostasis in
Pozarevac comprised the icons of Saint Nicholas
and the Mother of God, with the liturgically neces-

55 Jlasuh 2008: 44; Jlasuh 2010: 291.
56 Jlazuh 2008: 63—76; Jlasuh 2010: 296-297.

57 Jasuh 2008: 63; Buos gan. Bp. 201. rox VIII, cpena 18.
centemoOpa 1868.

58 Jaswh 2010: 292-298.
59 Jlasuh 2008: 63.
60 ‘Boxuh-TTonosuh 2005: 225-227; Jlasuh 2008: 62-63.
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Ouna mpuxBaheHa y pPEeTUTHO3HOM CIIMKapCTBY Ha
teputopuju KapnoBauke murpornonuje.6?2 Cienehu
HOBE H7Ieje MPoM3aIIe n3 pe)OPMUCAHOT IPKBEHOT
6orocnonska ¢ nouetka XIX Beka, o Kojuma penu-
rMO3Ha ciMKa Tpeba Ja MpeicTaBU HCTOPH]CKY
UCTHHY,®3 JaHKoBHMD Jaje peamucTHYHE JHMKOBE
Csetor Huxone u boropoguiie, ca roroBo moprper-
HUM KapakTepucTukama. CBeTHTEJbe CIIMKa Kao
crojehe ¢urype, mro je ox kpaja XVIII Beka Beh
M0CTA0 CTaHJAP/IHU HAYMH HHXOBOT NIPHUKA3HBambha,
KOJU j€ 3aMEHMO JI0 TaJla IPUCYTHE MIPEACTaBe CBeE-
TUTEJbA KOJU CeJle Ha PACKOIIHUM TPOHOBUMA.%4 YV
nepuoay kajga JankoBuh paju, y peIurao3HOM CIH-
kapctBy KaproBauke mutpomnonuje Beh je yBeImko
HAaITyIITeH KOHLIENT 3JIaTHE 033 IUHE, & CBETHTEIhC-
ke (urype cy cCMelITaHe MCIpPE] OTBOPEHOr Heba,
WIN y pealucTu4He mpezene.® JankoBuheBe JBe
nKoHe ca mkoHocraca Crape KparyjeBauke LpKBe
KapaKTepHIlle HEOKJIACUIICTUYKA JIMKOBHA TOETHKA
HaIIalIeHOT ILIPTekKa, CBETIOr W mpodnurheHor
KOJIOpUTA U M3y3€THE MUHYIIMO3HOCTH IPU TPHKaA-
3MBamby J€Taba, UITO j€ MOCEOHO YOUJbMBO Ha apXH-
jepejckoj omexnau Cseror Hukone. [IpuxBaramem
aKaJIeMCKMX Hauejla PeJIMrHO3He CIHMKE Kao HMCTO-
pHjCKe HCTHHE U HEOKJIACHUIICTUYKE JTMKOBHE IT0E-
THKE JaHKOBHMNEBO pEIMTHO3HO CIMKAPCTBO j& UIEC)-
HO ¥ (popmasHO OO BpiIO OJIMCKO paay clMKapa
Apcennja TeonopoBuha, jenHOr O HajyIIeTHUJUX
U HAJIPOAYKTHBHUJUX CIIMKapa KOJU C€ KpajeM
XVIII n mouetkom XIX Beka 6aBHO IPKBEHUM CITH-
KapcTBOM Ha TepuTopuju KaprmoBauke MUTpOIIO-
nmje.%0 O GIMCKOCTH pajia OBa JIBa CIMKapa CBE0YEC
U HWKOHOTrpadcka pemema JaHkoBHheBUX HKOHA
Boropoauie ca Xpucrom u Ceeror Hukorne, koja cy
BEOMa CITMYHA UKOHOTPA(CKUM peliemhIMa Koje je Yy
CBOM PpEJIUTMO3HOM CIIMKapCTBY IPHUMEHUBAO
Apcennje Teomopouh (ci. 8).67 Tlpuxsarajyhm
TEOJIOIIKH PePOPMUCAHO LPKBEHO CIMKAPCTBO M
HEOKJIACUIIUCTHYKY JINKOBHY ITOETUKY, Y ICTOM Bpe-
MEHCKOM IepUoy Ha Teputopuju KapmoBauke MuT-
pononuje pane u IlaBen Byprxosuh, Muxaumo
XKuskosuh, J[umurpuje bpatornuh, Credan
I'aBpunoBuh n Koncrantun Jlekuh, koju cy ce on

62 Tumormjesnh 1996: 127-131.

63 Tumorujesuh 2002: 362-370.

64 Tumormjesnh 1996: 368; Cumuth 2017: 93.
65 Cumuhi 2017: 93.

66 O crmkapy A. Teomoposuhy i merosom gemy B. Lleamuli,
Muxkuh 1978; Komapuh 1965: 90-104; Tumorujesuh 1996: 128—
131; JoBanosuh 2007: 54-56.

67 Vi Cumuh 2017: 93-95, mocebHo ci1. Ha ctp. 92;
Josanosuh 2007: 55.
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sary despotic icons of Jesus Christ and the Mother
of God with Infant Christ, the royal doors with the
depiction of the Annunciation and a cross with the
Crucifixion on the top of the iconostasis.®!

WORK OF AKSENTIJE JANKOVIC AND HIS
SIGNIFICANCE FOR THE ECCLESIASTICAL
PAINTING OF SERBIA IN THE THIRD
DECADE OF THE 19T™H CENTURY

On the basis of everything that has been said,
the only preserved and for the time being known
work by Aksentije Jankovi¢ on the territory of
Serbia are in fact the two icons from the Old
Church in Kragujevac. Their poetics may help to a
large degree have a better understanding of the
trends in ecclesiastical painting during the third
decade of the 19th century when Jankovi¢ worked
in Serbia, as well as a better understanding of the
importance of his work in this territory.

In the icons of the Mother of God with Infant
Christ and of Saint Nicholas Aksentije Jankovi¢
applies the iconography and visual poetics based
on the late Baroque and Neoclassical experiences
which were accepted in the ecclesiastical painting
on the territory of the Metropolitanate of Karlovci
at the end of the 18t century and the beginning of
the 19th century.62 Following the new ideas coming
from the reformed ecclesiastical theology from the
beginning of the 19th century according to which a
religious painting ought to represent a historical
truth,63 Jankovi¢ creates realistic images of Saint
Nicholas and the Mother of God, with almost
portrait-like characteristics. He painted the saints
as standing figures which had since the end of the
18th century become a standard way in which they
were depicted that replaced the depictions of saints
sitting on sumptuous thrones present until then.%4
In the period when Jankovi¢ was active, in the
ecclesiastical painting of the Metropolitanate of
Karlovei the golden background concept had
already been to a large extent abandoned, while the
saintly figures were positioned in front of an open
sky or within realistic landscapes.®> Jankovié’s
two icons from the iconostasis at the Old Church

61 Komapuh 1966: 178-179.

62 Tumornjesuth 1996: 127-131.

63 Tumorujesuh 2002: 362-370.

64 Tumorujeruth 1996: 368; Cumuh 2017: 93.
65 Cumuti 2017: 93.
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8. Hxona Cseiioe Huxone ca uxonociiaca cpiicke ypkee y
byoumy, Apcenuje Teoooposuh, 1820, Myszej Cpiicke
ipasocnasne eiapxuje oyoumcke y Ceniianopeju,
OcHrosHu (o0 myseja, ung. op. 50

8. Icon of Saint Nicholas from the iconostasis of the
Serbian church in Buda, Arsenije Teodorovié, 1820,
Museum of the Serbian Orthodox Diocese of Buda in
Szentendre, Museum s Basic Fund, inv. no. 50
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in Kragujevac are characterised by neoclassical
visual poetics of emphasised drawing, light and
clean colour scheme, and exceptional minuteness
when painting details, which is particularly notice-
able on the episcopal robes of Saint Nicholas. By
accepting the academic principles of a religious
painting as a historical truth and the neoclassical
visual poetics, Jankovi¢’s religious painting was
formally and in terms of ideas very close to the
work of Arsenije Teodorovi¢, one of the most
respected and most prolific painters who dealt with
ecclesiastical painting on the territory of the
Metropolitanate of Karlovci at the end of the 18th
century and the beginning of the 19t century.6¢
The closeness between the work of these two
painters is testified to by the iconographic solu-
tions in Jankovi¢’s icons of the Mother of God
with Christ and of Saint Nicholas that are very
similar to the iconographic solutions applied by
Arsenije Teodorovi¢ in his religious painting (fig.
8).67 By accepting the theologically reformed
ecclesiastical painting and the neoclassical visual
poetics, Pavael DPurkovi¢, Mihailo Zivkovié,
Dimitrije Bratogli¢, Stefan Gavrilovi¢ and
Konstantin Leki¢ also worked on the territory of
the Metropolitanate of Karlovci in the same time
period, being different from Teodorovi¢ only in
terms of the quality of their painting skill.®8 In the
field of ecclesiastical painting, among the said
painters, Aksentije Jankovi¢ belongs to the better
artists of his times.

Although the visual poetics based on the late
Baroque and the Neoclassical experiences was
generally accepted in the ecclesiastical painting on
the territory of Central Europe from the beginning
of the 19th century, both by the catholic and the
orthodox buyers, the religious painting in the
Princedom of Serbia was dominated by the fresco-
painting model. In the period of the third decade of
the 19t century, when Jankovi¢ came to Serbia
looking to work for Prince Milos, the most impor-
tant commissions in the sphere of ecclesiastical art
were given to fresco and icon painters coming from
different parts of the Balkans. Attracted by the
increased volume of work linked to the painting of

66 About painter A. Teodorovié and his work: Illenmuh,
Mzxuh 1978; Konpuh 1965: 90—104; Tumotujeuh 1996: 128-131;
JoBanouh 2007: 54-56.

67 Compare: Cumuh 2017: 93-95, especially the painting on
p- 92; JoBanosuh 2007: 55.

68 Jopamosuh 2007: 56; Komapuh 1965, 98-104, 115-116;
Tumorujesuh 2002: 370.
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TeomopoBuha pa3nMKOBaIM caMO KBAJUTETOM CIIH-
KapcKe BEmTHHE.®8 Y IOMEHy IPKBEHOT CIIHUKap-
cTBa, Mel)y MoMeHyTHM ciukapuma, AKCEHTHje
JankoBuh crnaza y pen 00JbHUX yMETHHKA CBOT 700a.
HMaxo je TMKOBHA NOETHKA 3aCHOBAHA HA KACHO-
OapOKHUM M HEOKJIACUIIUCTUYKUM HCKYyCTBUMA
6una ox mouetka XIX Beka ommrenpuxsaheHa y
LPKBEHOM CIIMKApCTBY Ha TEPUTOPUJU CPEIHE
EBpone, kako Kol KaTOJIMYKHUX, TAKO M KOJ MpaBo-
claBHHX mopyumnana, y Kaexesunu CpOuju je y
PETUTHO3HOM CIIMKAPCTBY JTOMHUHHMpPAo 3orpadceku
Mmogen. Y nepuony tpehe nerennje XIX Beka, kama
JankoBuh nomasu y CpOujy ma Tpaxu yxieOJbeme
KoA KHe3a Mwuuloma, Haj3Ha4ajHUjU IOCIOBH Y
JIOMEHY IIpKBEHE YMETHOCTH IIOBEPABAjJy CE CIIMKa-
puma 3orpaduma, KOjU [0J1a3e M3 PANTMUUTHUX
obnactu bankana. Ilojenuuim u ynrase 3orpadcke
Jpy’KuHe, TpuBy4YeHe noBehaHuM OOMMOM IMocIa
BE3aHUM 32 OCIUKaBakhe HOBOMOAUTHYTUX U
0o0HOBJbeHUX XpamoBa 1o CpOuju, 107a3e TOKOM
tpehe nmenenuje XIX Beka ca moxmpydja ceBepHE
I'puke, Makenonuje, Anbanuje, bocae n Xepie-
rosune, Llpue Tope u Crape Cp6Owuje.®® Iunmapcke
3orpadcke IpykuHe 1 3orpadu u3 okonuHe burosba,
Jlebpa, Mockorospa, Beneca 6w cy mehy Hajan-
raxxoBanujuma.’0 tbuxoB pax je 6wo y ckiamy ca
KYJITypHUM MOJIEJIOM U JOTMaTCKO-TEOJIOMIKUM I10-
IeMMa Ha PEIMTHO3HY CIHUKY KOje Ccy IpUXBaTalu
M HEroBaJli TPEACTABHUIM I[PKBEHE U CBETOBHE
Biactu y Cpbuju, a KOju Cy OAroBapajiy norpedama
U cXBaTambuMa IPaBOCIaBHE IPKBE Yy oOJacTHMa
noJ jypucnukuujoM BacesbeHcke marpujapiiuje, y
4Hjoj je HaaekHOCTH cBe 0 1830. Oumio u cpricko
MPaBOCIABHO CTAHOBHMIITBO Ha 0OcCI000heHuM
TepuTopHjaMa. [1eaHo ca TEOoNOIKOT acleKTa, O
MKOHE C€ TPAXKHJIIO J]a MCKaXKe NMPAaBOCIABHU Kapak-
Tep, BEPCKO-AUIAKTUYKH Ca/ipKaj U 1a CTBOPH YTH-
CaK PEeNpe3eHTAaTUBHOCTH y NPUKa3UBamy CBETHU-
TEJbCKUX JINKOBA. Y BU3YEITHOM CMHCIIY TO j€ OCTBa-
pPHBAaHO TPUXBATAlkEM PAHOOAPOKHE IUKTOPAIHE
MOETHKE U UKOHOTPa()CKUX PELIeHa, KPO3 MOETUKY
BEJIMYAJHOCTH U €JIEMEHTE UCTOPUYHOCTH OJIMYCHE
y 3J1aTHOj MO3aJMHHU U YOIIITe OOMIIHO] yroTpeOu
371aTa, YMMe Ce UCKa3MBaja PaBOBEPHOCT U perpe-
3€HTaTUBHOCT NPHUKA3aHUX CBETUTEIhA.”!

68 Jopanosuh 2007: 56; Komapuh 1965: 98-104, 115-116;
Tumotujesuh 2002: 370.

69 Maxysmesuh 2015: 19-24; Koctuh 2016: 370.

70 YV pammjuM HCTpaKHBamBHMAa H  JIHTEPATYpH
UJICHTU(UKOBAHYU Cy OBM LIEHTPH Kao HajBaKHHjU, ymn. ByjoBuh

1986: 254-257; Maxysesuh 2015: 19-24; Maxkysseuh 2012:
7-22; Koctuh 2016: 370-372.

10 3orpadckoM Mojeny wukoHomuca y XIX Beky B.
Makuljevi¢ 2004: 385-405; Makyseesuh 2008: 103—105.
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the newly-built and restored churches throughout
Serbia, individuals and entire fresco and icon paint-
ing crews came during the third decade of the 19t
century from the parts of northern Greece,
Macedonia, Albania, Bosnia and Herzegovina,
Montenegro and Old Serbia.®® The Aromanian
fresco and icon painting crews from the areas
around Bitolj, Debar, Moskopole and Veles were
among the most sought after.’0 Their work was in
line with the cultural model and the dogmatic and
theological views at the religious painting adopted
and maintained by the representatives of the church
and secular authorities in Serbia, which suited the
needs and the standpoint of the Orthodox Church in
the regions under the jurisdiction of the Ecumenical
Patriarchate that was until 1830 in charge of the
Serbian orthodox population in the liberated territo-
ries. From the theological aspect, an icon needed to
express the orthodox character, the religious and
didactic content and to create an impression of rep-
resentativeness in the depiction of the saintly imag-
es. In the visual sense, this was achieved by accept-
ing the early Baroque pictorial poetics and icono-
graphic solutions, through the poetics of grandeur
and elements of historicity reflected in the golden
background and generally in the ample use of gold,
thus expressing the catholicity and the representa-
tiveness of the depicted saints.”!

In order to have more complete understanding
of the trends in the ecclesiastical art in Serbia dur-
ing the third decade of the 19t century and the
importance of the work of Aksentije Jankovi¢ in
that period, it is important to take note of the
criticism which Prince Milo§ addressed to the
painter when he received the icons for the iconos-
tasis in Pozarevac. When giving his opinion to
Archimandrite Melentije, he said that he was
“rather dissatisfied with the faces” and that he
asked the painter “to make sure that he paints the
face reflecting the character of who is
represented.”’? The prince’s criticism does not
only show his dissatisfaction with the aesthetic
depiction of the saintly images, but also some-

69 Makyssesuh 2015: 19-24; Kocruh 2016: 370.

70 These centres have been identified as the most important
in the earlier research and literature: ByjoBuh 1986: 254-257;
MakysseBuh, 2015: 19-24; Maxkysmesuh 2012: 7-22; Koctuh
2016: 370-372.

71 On the fresco and icon painting model of the 19th century
icon painters: Makuljevi¢ 2004: 385-405; MaxkyseeBuh 2008:
103-105.

72 AC, KK-XXXV, 1825, 14; Konapuh 1966: 178.
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3a MOTHyHHje pa3yMeBamk€ TOKOBA LIPKBEHE
ymerHocT y CpbOuju Tokom Tpehe nernenuje XIX
BeKa W 3Hauaja paga AkceHTHja JaHkoBuha y ToM
MepUOy BakKHA je KPUTHKA Kojy KHe3 Mwromr
ynyhyje ciukapy oBOIOM TpHjeMa HKOHA 3a ToXkKa-
peBauku uKOHOcTac. M3Hocehu cBoje MHIIBEHE
apxuMaHapuTy MeneHTHjy, Kaxe 1a je ,,C JUIuMa
EETOBH JIOZICTA HE3a/I0BOJbAH U TPakH Of CIIMKapa
»Ja ce nocrapa obpas coorBercTBeHHH Kapakrep
OHOTa M3MaJaTH, KOer OH IMpeacTaBiba’.’? KHexena
KpUTHKA HE yKa3yje caMO Ha HEroBO HE3aJ0BOJb-
CTBO €CTETCKMM MPUKA30M CBETHUTEJHCKUX JIMKOBA
Beh M Ha HEIITO MHOTO BaXHHWje — Ha JApyraduja
OYEKHBama y IMOIJIey JOTMATCKOT NpUKa3a CBETH-
Tespa. OBakaB cTaB KHe3a Muitoma, usrpalhen Bepo-
BaTHO I0J] YTHIAjeM LPKBEHHX JIMIA ca KOjuMa je
0610 y OJMMCKMM OIHOCHMA,’3 jacHO TOKa3yje /1a ce
0]l UKOHE OYEKMBAJIO HEIITO JPYyro M Ja JIMKOBHA
MOETHKA PEJIUTHO3HE CIIMKE Koja je Omia y cKiIamy
Ca UCTOPUJCKOM UCTHMHOM U HOBUM TEOJIOIIKUM I10-
miequMa HHUje Haujaszwia Ha J100ap MpujeM TOKOM
tpehe nenennje XIX Beka y Kuexesunu CpOuju Hu
ca eCTETCKOI, HH ca JOTMaTCKOT CTAaHOBHIITA.
KHe3y, ka0 1 IJpKBEHOj U APYIITBEHO] EIIUTH, BUILIE
je oxaromapano 30rpad)cKo CIMKApCTBO ca CBOJUM
JOTMaTCKUM HaveanMa M MIOETUKOM PETPOCIICKTHB-
HOCTH W BEJIMYAJHOCTH Yy TPUKA3UBaly CBETUTEIb-
ckux aukoBa. To moTBphyjy 1 OpojHE Ipyre KHEXeBe
HapylIOMHE MKOHOCTaca Koje MOoBEepaBa y TO BpeMe
ciukapuma 3orpagpuma. Ilocie kparke capaame ca
KHEe30M ocTBapeHe TokoM 1824—-1825. ronune,
JankoBuh ce Bpaha y Bpuan, Hemajyhu notpebHy
NOAPUIKY Bianajyhux W IpPKBEeHHX Kpyrorsa y
CpOuju kako Ou J100Mja0 HOBE MOPYIIOWHE y JOME-
Hy LpPKBEHOT CIHMKapcTBa. Iberos wukoHocrac y
[oxapesity, nHactao 1825—1826. rogune, Kao u JBe
cauyBaHe ukoHe y Kparyjesmy n3 1824. romuse,
Onnu cy peak MpuMep OBaKBOT MOJI€JIa MKOHOIINCA
y IPaKCH 3acTyIIJbEHO] Y LIPKBEHOM CIIMKAPCTBY Ha
teputopuju CpOuje y tpehoj aeuenuju XIX Beka.
MebhyTtum, ynmenuna aa je aeno AKceHTHja JaHko-

72 AC, KK-XXXV, 1825, 14; Konapuh 1966: 178.

73 Tlosuato je ma ce kHe3 MWIOmI O CBMM MHTAHHMA
BE3aHUM 32 I[PKBY KOHCYJITOBAO Ca apXHUMaHAPUTOM MeleHTHjeM
IMaBnoBuhem, kora je mocne nobujama xarumepuda 1830. u
KOHKOpJIaTa MOTIUCcaHoT ca BacesbeHckoM marpujapiimjom 183 1.
TOJMHE IIOCTABHO 3a IPBOT CpIicKor MuTpornonura. O o6pasoBamy
CBEIITEHHKa W BHCOKe ILPKBEHe jepapxuje BacesbeHcke
HaTpHjapIinje U CPIICKOT CBEIITCHCTBA, TE O BbHXOBHM TEOJIOIIKUM
nmorieMa M CTaBOBMMA 3a caja Ce Majo 3Ha. Tek HakoH
ONCEXHUJUX MYATHIUCUUIUIMHADHAX HCTPAKUBaWka Y OBOj
obmactu Moryhe je mohw 10 0AroBOpa O KOHKPETHOM YTHIIAjy
onpeheHrX JTMIHOCTH U bUXOBHUX TEOJIOMIKUX CTABOBA HA TOKOBE
LPKBEHOT CIMKAapCTBa y MpBe ABe AeteHuje XIX Beka.
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thing much more important, his different expecta-
tions with regards to the dogmatic representation
of the saints. Such position of Prince Milos, devel-
oped probably under the influence of the clergy-
men with whom he had close relations,” clearly
shows that something else was expected from an
icon and that the visual poetics of a religious
painting that was in line with the historic truth and
the new theological positions was not welcome in
the Princedom of Serbia during the third decade of
the 19th century, either from the aesthetic or from
the dogmatic point of view. The prince, as well as
the church and social elite, were more interested
in the zograph painting with its dogmatic princi-
ples and the poetics of retrospective character and
grandeur in the depiction of saintly images. This is
also confirmed by the prince’s numerous other
orders of iconostases which he placed at the time
with fresco and icon painters. After the brief coop-
eration with the prince that took place during
1824-1825, Jankovi¢ returned to VrSac not having
the necessary support of the ruling and ecclesiasti-
cal circles in Serbia in order to get new orders in
the domain of ecclesiastical painting. His iconos-
tasis in Pozarevac made in 1825-1826, as well as
the two preserved icons in Kragujevac from 1824
constituted a rare example of such model of icon-
painting in the practice applied in the ecclesiasti-
cal painting on the territory of Serbia in the third
decade of the 19th century. However, the fact that
the work of Aksentije Jankovi¢ was carried out on
the territory of Serbia precisely in this period
allows us to reject the position taken in the Serbian
historiography before according to which the eccle-
siastical painting of the said period was assessed as
retrograde and backward.”* The ecclesiastical
painting model followed in his work by Jankovi¢
could not find a broader reception in Serbia during
the third decade of the 19th century. The reason for
this did not lie in the backwardness of the social

73 It is known that with regards to all the questions linked to
the church Prince Milo§ consulted with Archimandrite Melentije
Pavlovi¢ whom he instated as the first Serbian metropolitan after
receiving the 1830 Hatt-i Sharif and signing the Concordat with
the Ecumenical Patriarchate in 1831. For the time being, little is
known about the education of the priests and the high ecclesiasti-
cal hierarchy of the Ecumenical Patriarchate and the Serbian
clergy or about their theological points of views and stances. Only
after more comprehensive multi-disciplinary research in this area
it will be possible to come up with answers about the concrete
influence of certain individuals and their theological positions on
the trends in the ecclesiastical painting during the first two decades
of the 19t century.

74 Josanosuh 2007: 57.
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Buha ymnpaBo y TOM Iepuoay OWIo peann3oBaHO Ha
teputopuju CpOHje TOBOPH y MPHUIIOT OA0alBamby
CTaBa paHUje HETOBAHOT y CPIICKO] UCTOpHUOrpaduju
10 KOME j€ IIPKBEHO CIMKAPCTBO HABEIEHOT TIepro/Ia
OLIEKLMBAHO Ka0 PETPOrpamHo H 3a0cTajno.’+ Monen
IPKBEHOT CIIMKapCTBa KOjH j€ Y CBOM pajy CIEIUO
JankoBuh HHMje Morao Hamhu Ha mUpU TpHjeM Y
Cp6uju Toxom Tpehe nmenenumje XIX Beka. Paszmor
TOME HHJE JIEKA0 y 3a0CTAJIOCTU CPEAUHE U HEMO-
ryhHOCTH J1a pUXBaTH HOBE CPEIHHOEBPOTICKE YMET-
HUYKE TOKOBE, Beh y pa3iuYuTUM TEOJOMIKHUM U
JIOTMAaTCKUM TOIVIEIMMA Ha PEJIMTHO3HY CIIHKY JIBE
pasnuuuTe LpKBeHe opraHuzanuje — Kapiosauke
MUTPOMOJHje, U3 YHUjUX OKBUpPA CY CIMKAPH MOIMYT
Axcentuja JankoBuha mnotunanu, u BacesbeHcke
narpujapiigje, Mmoj 4ujy jypUCAUKIH]Y je TOKOM
tpehe neuenuje XIX Beka joml yBeK MOTHajasIa
npkBa y Cpouju. OBakaB MojIes IMPKBEHOT CIIMKAPC-
TBa 3akuBehe y nmpakcu Ha Teputopuju KnesxeBune
CpOwuje Tek kaja ce 3a TO CTBOPE MHCTUTYIIMOHAIHU
OKBHpH, JIaKje, mocie Ao0ujama YHYTpallhe pK-
BeHe ayronomuje 1831. u pedopmu 1npkBeHe opra-
HU3allMje ¥ IIPKBEHOT 0Or0CIIOBIba, KOje Cy 3aro4yere
nomackom Iletpa JoBaHoBMha Ha MecTO CPIICKOT
mutporonuTa 1833. romune.”> Ox Thx roauHa Ouhe
MIPUMETHO cBe Behe aHraxoBame akaJeMCKH IIIKOJIO-
BaHMX CJIMKapa ca mpoctopa AyCcTpHjCKOT I1apcTBa
Ha TOCJIOBMMA BE3aHUM 3a IPKBEHY YMETHOCT, O
4YeMmy CBEIOYM Mel)y MpBUMa M AETaTHOCT CIIMKapa
Koncrantnna Jlekmha wm Teoprmja bakamosuha
TokoM 4eTBpTe naeneHuje XIX Beka.’¢ JankoBuhes
paz ce HaJla3uo y 3a4eTKy OBAaKBUX IMPOMEHa pelu-
ruo3He ymetrHoctd Ha Ty KuexxeBune CpOuje u
300r Tora je 3Ha4yajaH. Mako Huje mpunagao rmaBHUM
TOKOBHMA IIPKBEHE YMETHOCTH, H-ETOB paj Takohe
yKa3yje Ha PaHO TOCTOjarbe PA3THUUTHX MPAKCH y
LPKBEHOM CIIMKAapCTBY Ha Ty miane KuexeBune
CpOuje 1 Ha CIOXKEHY CIIMKY KpeTama YMETHHKA Ha
TOj TepuTOpUju ToKOM Tpehe nenennje XIX Beka.

74 Josanosuh 2007: 57.

75 O 3Hauajy peopmu Mutpononuta Ilerpa Joarosuha 3a
pas3Boj upkeeHe ymerHocTH B. TumotujeBuh 2002: 365; Koctuh
2016: 80-87.

76 Bophesuh 1922: 158-159; Murposuh 2008: 103-107;
Kocrtuh 2016: 398-399; Byjouh 1986: 265-267.
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environment and the lack of readiness to accept
Central European artistic trends, but rather in dif-
ferent theological and dogmatic views at religious
painting between two different ecclesiastical
organisations — the Metropolitanate of Karlovci
from the realm of which came painters like
Aksentije Jankovi¢ and the Ecumenical Patriarchate
under whose jurisdiction the Church in Serbia still
was during the third decade of the 19t century.
Such model of ecclesiastical painting will take up
roots on the territory of the Princedom of Serbia
only after the institutional frameworks have been
created, in other words, after acquiring the interior
church autonomy in 1831 and after the reforms of
the ecclesiastical organisation and the ecclesiasti-
cal theology that started with the instating of Petar
Jovanovi¢ to the position of the Serbian
Metropolitan in 1833.75 From these years on, there
was a noticeable increased engagement of aca-
demic painters from the territory of the Austrian
Empire taking on commissions linked to ecclesias-
tical art, which among the first examples is testi-
fied to by the activities of painters Konstantin
Leki¢ and Georgije Bakalovi¢ during the fourth
decade of the 19th century.’¢ Jankovié¢’s work was
at the forefront of such changes in the ecclesiasti-
cal art on the territory of the Princedom of Serbia
and this is why he is significant. Although he did
not belong to the mainstreams of ecclesiastical art,
his work also points at the early presence of differ-
ent practices in the ecclesiastical painting on the
territory of the young Princedom of Serbia and at
the complex picture reflecting the movements of
artists on this territory during the third decade of
the 19th century.

75 Concerning the importance of the reforms of Metropolitan
Petar Jovanovi¢ for the development of the ecclesiastical art, see:
Tumorujesuh 2002: 365; Koctuh 2016: 80-87.

76 RBophesuh, 1922: 158-159; Murposuh 2008: 103-107;
Kocruh 2016: 398-399; Byjouh 1986: 265-267.



PAJT CJIMKAPA AKCEHTUJA JAHKOBURA M3 BPIIIIA
Y CPBUIU KHE3A MUJIOIIA OBPEHOBURA

Apxuecku uzeopu

Apxus Cpouje, KK (Kmwaxescka kanuenapuja), XXXV (Llpksa u
CBEIITEHCTBO), 1825, 14.

Apxus Cpouje, KK (KmaxkeBcka kannenapuja), X X1 (IoxkapeBauxa
Haxuja ca [Topeuom), 1825, 508, 509.

Apxus Cpbuje, 36upka Mute Ilerposuha, XXXV, 1825, 268.
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Buoos oan, 6p. 201, rox. VIII, 18. 9. 1868.
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