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Alexandru Babos offers a reference volume, a fine quantitative contribution,
by bringing together and illustrating all the icons belonging to the work of
Alexander Ponekhalsky identified so far, and a useful scientific contribution,
by the information added to the artist’s biography, in his triple role: painter,
sculptor and scribe who, through the inscriptions with which he accompanied
his paintings, made a decisive contribution to the introduction of the Romanian
language into the art of Maramures icon painting. The ability to visualize his
works in detail and the knowledge of the direction in which the origins of his art
and the sources of inspiration will make it easier to identify many of the details
in common with the paintings of Ukrainian workshops and, through them, the
ability of Romanian society in Maramures to relate to an artistic synthesis that
dominated for centuries in Central Europe, and which during the lifetime of
Alexander Ponekhalsky expanded even further, himself being one of the vectors.

Alexandru Babos ofera un volum de referinta, o frumoasa contributie cantitati-
va, prin aducerea Impreuna si ilustrarea tuturor icoanelor apartinand creatiei lui
Alexandru Ponehalschi identificate pana acum, si o deosebit de utila contributie
stiintifica, prin informatiile adaugate biografiei artistului, in tripla sa ipostaza:
de pictor, sculptor si scriptor care, prin Inscrisurile cu care si-a Insotit picturile,
a avut un aport decisiv la introducerea limbii romane in arta icoanei maramure-
sene. Putinta de a-i vizualiza in detaliu lucrdrile si cunoasterea directiei in care
trebuie cautate originile artei sale si sursele de inspiratie vor facilita identifica-
rea mai multor detalii comune cu pictura atelierelor ucrainene si, prin acestea,
a capacitatii societatii romanesti din Maramures de a se racorda unei sinteze
artistice care a dominat vreme de secole 1n centrul Europei, iar in timpul vietii lui
Alexandru Ponehalschi s-a extins si mai mult, el insusi fiind unul dintre vehicule.

1SBN 978-606-020-823-5
1SBN 978-630-6548-28-6
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Alexandru Babos offers a reference volume, a fine quantitative contribution,
by bringing together and illustrating all the icons belonging to the work of
Alexander Ponekhalsky identified so far, and a useful scientific contribution,
by the information added to the artist’s biography, in his triple role: painter,
sculptor and scribe who, through the inscriptions with which he accompanied
his paintings, made a decisive contribution to the introduction of the Romanian
language into the art of Maramures icon painting. The ability to visualize his
works in detail and the knowledge of the direction in which the origins of his art
and the sources of inspiration will make it easier to identify many of the details
in common with the paintings of Ukrainian workshops and, through them, the
ability of Romanian society in Maramures to relate to an artistic synthesis that
dominated for centuries in Central Europe, and which during the lifetime of
Alexander Ponekhalsky expanded even further, himself being one of the vectors.

Alexandru Babos ofera un volum de referinta, o frumoasa contributie cantitati-
va, prin aducerea Tmpreuna si ilustrarea tuturor icoanelor apartinand creatiei lui
Alexandru Ponehalschi identificate pana acum, si o deosebit de utila contributie
stiintifica, prin informatiile adaugate biografiei artistului, in tripla sa ipostaza:
de pictor, sculptor si scriptor care, prin Inscrisurile cu care si-a Insotit picturile,
a avut un aport decisiv la introducerea limbii romane in arta icoanei maramure-
sene. Putinta de a-i vizualiza in detaliu lucrarile si cunoasterea directiei in care
trebuie cautate originile artei sale si sursele de inspiratie vor facilita identifica-
rea mai multor detalii comune cu pictura atelierelor ucrainene si, prin acestea,
a capacitatii societatii romanesti din Maramures de a se racorda unei sinteze
artistice care a dominat vreme de secole in centrul Europei, iar in timpul vietii lui
Alexandru Ponehalschi s-a extins si mai mult, el insusi fiind unul dintre vehicule.
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Sotiei mele Maria,
ancora de sprijin
in toate Incercarile acestui proiect!

Multumiri ajutoarelor nenumarate,
tuturor oamenilor prietenosi, intelegatori
si generosi, specialistilor, institutiilor si
comunitatilor dedicate binelui si bunului
public, fara de care nu s-ar fi implinit
acest volum!

Thanks to countless helpers, to all
friendly, understanding and generous
people, specialists, institutions and
communities dedicated to the public
good, without whom this book would
not have been possible!

The eight-petalled lily is a symbol of
purity, beauty and virtue, often associated
with the Mother of God. The lilies
appear in the sanctuary of the church of
Ieud Deal, painted in a vase under the
triptych of the donors, which has now
disappeared, and above which is placed
Alexius the Metropolitan of Kyiv and all
Rus’, the patron saint of the painter Alexa.
The underlying meaning is that of an
offering in honour of the guardian angel,
a subtle gesture to mark the presence and
contribution of the painter.

Crinii cu opt petale sunt simbolul
puritatii, frumusetii si virtutilor, adesea
asociati Maicii Domnului. Apar pictati
intr-un vas sub pomelnicul bisericii din
leud Deal, azi disparut, si deasupra caruia
este zugravit Alexie mitropolitul Kievului
si al intregului Rus, stantul protector al
zugravului Alexa. Sensul este cel de
jertfa adusa in cinstea protectorului,
un gest subtil de marcare a prezentei si
contributiei zugravului.



Orthodoxies and Politics:
The Religious Reforms of
Mid-17" Century in Eastern
and South-Eastern Europe

Ovidiu Victor Olar

OrTHPOL, an European Research Council Star-
ting Grant, presents an interconnected view of the
Early Modern religious reforms, the fault lines of
which are visible in contemporary debates. In the
17" century, following similar developments in
Western and Central Europe, the wind of religious
change swept throughout Orthodox Christianity
with unparalleled intensity. While a consensus has
been reached on the pivotal role of the Reforms of
Nikon, named after the controversial Patriarch of
Moscow (71681), its causes and far-reaching con-
sequences remain a matter of debate, fueled by the
emergence of new sources and, at times, polemical
reassessments.

Our first aim is to broaden the scope of research
by examining unpublished texts and visual mate-
rials held in repositories from Greece, Italy, the
Netherlands, Romania, Russia and Ukraine, to
mention the most important ones. Based on this
data, read against published materials, we argue
that the reformist thrust covered wider areas and
aspects than hitherto assumed, affecting even the
Orthodox communities of the Ottoman Empire.
Focusing on the vital interplay between the religi-
ous and political spheres, we show that Nikon was
part of a larger dynamics of religious reforms pro-
moted by such diverse and disputed figures as the
‘Calvinist’ Patriarch of Constantinople Kyrillos
Loukaris (11638), the ‘Westernizer’ Metropolitan
of Kyiv Peter Mohyla (11647) and the ‘Orthodox’
Patriarch of Jerusalem Dositheos (11707).

Given the phenomenon’s multi-layered nature, we
propose a model of analysis that highlights the
specificity, antagonisms and connections betwe-
en Muscovite, Ruthenian, Wallachian and Greek
reforming currents by combining historical, theo-

Ortodoxii s1 politici.
Reformele religioase ale
mijloculul de secol XVII in
estul s1 sud-estul Europei

Proiectul OrTHPOL, finantat de Consiliul European
al Cercetarii, ofera o viziune interconectata a refor-
melor religioase moderne timpurii, ale caror linii
de falie sunt inca vizibile in dezbaterile contempo-
rane. In secolul al XVII-lea, similare evolutiei din
Europa de Vest si Centrald, vanturile schimbarii
religioase au lovit crestinismul ortodox cu o inten-
sitate fara egal. Daca a inceput sa se manifeste un
anume consens asupra rolului central al reforme-
lor lui Nikon, controversatul patriarh al Moscovei
(f1681), cauzele si consecintele lor profunde ra-
man subiect de dezbatere, ca urmare a aparitiei de
noi surse si a unor reevaluari alimentate polemic.

Primul nostru obiectiv este sa largim domeniul de
cercetare prin examinarea textelor inedite detinu-
te in biblioteci si arhive din Grecia, Italia, Tari-
le de Jos, Romania si Rusia. Pornind de la aceste
date, confruntate cu sursele deja publicate, vom
argumenta ca impulsul reformator a acoperit arii
si aspecte mai largi decat s-a crezut pana acum,
afectand inclusiv comunitatile ortodoxe din Impe-
riul Otoman. Subliniind interactiunea vitald dintre
sfera religioasa si cea politicd, vom arata ca Nikon
face parte dintr-o dinamica mai larga de reforme
religioase promovate de figuri la fel de diverse
si contestate precum Kyrillos Loukaris (11638),
patriarhul ,,calvin” al Constantinopolului, Petru
Movila (+1647), ,,mitropolitul occidentalizat” de
Kyiv, si Dositei (11707), Patriarhul ,,ortodox” al
[erusalimului.

Tinand cont de natura complexa a fenomenului,
vom folosi un model de analiza care evidentiaza
specificul, antagonismele si legaturile dintre curen-
tele reformatoare moscovite, rutene, romanesti si
grecesti, prin combinarea instrumentelor de cerce-
tare istorica, teologica si lingvistica. Proiectul



logical and linguistic research tools. Our research
compares, contextualizes and transgresses boun-
daries artificially imposed by nationalistic histori-
ographies, while it tackles key topics in Early Mo-
dern religious, institutional and cultural history:
confessionalization, factional (political) shaping
of the ‘Right Faith’ (seen as cultural system) and
tension between tradition and innovation.

https://www.oeaw.ac.at/en/ihb/research-units/
balkan-studies/research/knowledge/ortho-
doxies-and-politics-orthpol

nostru compara, contextualizeaza si depaseste gra-
nitele impuse artificial de istoriografiile nationale,
abordand in acelasi timp teme-cheie ale istoriei
bisericesti, institutionale si culturale moderne
timpurii: confesionalizarea, evolutia factologica
(politica) a ,,credintei drepte” (inteleasa ca sistem
cultural) si tensiunile intre traditie si inovatie.

https://www.oeaw.ac.at/en/ihb/research-units/
balkan-studies/research/knowledge/ortho-
doxies-and-politics-orthpol



Argument

Ana Dumitran

In the recently reedited dictionary of Romanian
painting in Transylvania, the informational section
dedicated to Alexander Ponekhalsky is one of the
most extensive and — presumably — exhaustive
in terms of both biography and bibliographyi.' If
we consider that, in most cases, the biographies
of our old painters are limited to the list of works
preserved, then we know a great deal about Ale-
xander Ponekhalsky, and have known about him
for a very long time, the first mention of him in
historical literature dating back to 1909.% In fact, it
is perhaps precisely the impressive quantity of his
works that is the reason why the compilation of a
monograph has been so long delayed. Indeed, the
documentation needed to fulfill such a desire requ-
ires years of field research and multidisciplinary
investigations. And even at the end of such a labor
it is possible to offer only partial results, concen-
trated on a single aspect of the artist’s work, as is
the case with the present volume. Dedicated solely
to the icons painted by Alexander Ponekhalsky, its
exhaustive approach completes the series of previ-
ous investigations, which were mainly concerned
with his wall-painting ensembles.’

This editorial project capitalizes on a first sample
of the religious art of Maramures, carefully and
meticulously inventoried by Alexandru Babos
alongside the study of the architecture of the wo-
oden churches of Maramures.* Since they alone
account for almost half of all preserved icons from
Maramures, Alexander Ponekhalsky’s icons have

1 Marius Porumb, Pictura romdneasca din Transilvania.
Secolele XIII-XVIII. Dictionar, Editura Academiei Romane —
Bucuresti, Editura Mega — Cluj-Napoca, 2023, 491-495.

2 Toan Barlea, Insemnari din bisericile Maramuresului, Ate-
lierele Grafice Socec et Comp., Bucuresti, 1909, 19-20, nr.

62-63 (“zugrau Alexa”), 186, nr. 678 (“zugravulu Alexander
Ponehachile”).

3 Anca Pop-Bratu, Pictura murald maramureseand. Mesteri
zugravi si interferente stilistice, Editura Meridiane, Bucuresti,
1982, p. 23-42; reeditare ingrijitd de Ana Barca, Editura ACS,
Bucuresti, 2015, 96-170.

4 Alexandru Babos, Three Centuries of Carpentering Chur-
ches. A chronological approach to the sacred wooden archi-
tecture of Maramures, Lund University, 2000.

In recent reeditatul dictionar al picturii romanesti
din Transilvania, grupajul informational dedicat lui
Alexandru Ponehalschi este unul dintre cele mai
extinse si — de presupus — cu un continut exhaustiv
in ceea ce priveste biografia si bibliografia'. Daca
ne gandim cd, in cea mai mare parte a cazurilor,
biografiile vechilor nostri pictori se rezuma la lista
lucrarilor pastrate, atunci despre Alexandru Po-
nehalschi stim foarte mult si de foarte multa vre-
me, prima sa semnalare in literatura istorica datand
din 1909% De fapt, este posibil ca tocmai impre-
sionanta cantitate a lucrarilor sale sa fie motivul
pentru care a intarziat atat de mult alcatuirea unei
monografii. Caci documentarea necesard pentru
implinirea unui astfel de deziderat presupune un
lung sir de ani de cercetare de teren si investigatii
cu valente multidisciplinare. Si chiar si la capatul
unui astfel de travaliu este posibil sa se poata ofe-
ri doar rezultate partiale, concentrate pe un singur
segment din activitatea artistului, cum este si pre-
zentul volum. Dedicat doar icoanelor pictate de
Alexandru Ponehalschi, abordarea lor cu pretentii
exhaustive incununeaza insa sirul investigatiilor
anterioare, interesate cu precadere de ansamblurile
sale de pictura parietala®.

Acest proiect editorial valorificd un prim esantion
din arta religioasd a Maramuresului, atent si minu-
tios inventariatd de Alexandru Babos in paralel cu
studiul arhitecturii bisericilor de lemn maramure-
sene?. Deoarece singure constituie aproape juma-
tate din totalul icoanelor din Maramures pastrate,

1 Marius Porumb, Pictura romdneasca din Transilvania.
Secolele XIII-XVIII. Dictionar, Editura Academiei Romane
Bucuresti, Editura Mega — Cluj-Napoca, 2023, 491-495.

2 loan Barlea, Insemndri din bisericile Maramuresului, Ate-
lierele Grafice Socec et Comp., Bucuresti, 1909, 19-20, in-
semnarile nr. 62-63 (,,zugrau Alexa”), 186, insemnarea nr. 678
(,,zugravulu Alexander Ponehachile™).

3 Anca Pop-Bratu, Pictura murald maramureseand. Mesteri
zugravi §i interferente stilistice, Editura Meridiane, Bucuresti,
1982, 23-42; reeditare ingrijitd de Ana Barca, Editura ACS,
Bucuresti, 2015, 96-170.

4 Alexandru Babos, Three Centuries of Carpentering Chur-
ches. A chronological approach to the sacred wooden archi-
tecture of Maramures, Lund University, 2000.



been separated from the other artifacts documen-
ted during almost three decades of tireless research
in places of worship, in both museum and private
collections, in archives and libraries, in Romania
and abroad. The remainder, chronologically classi-
fied between the 15" century and the early years of
the 19" century, will be published in a second vo-
lume, which will also be financially supported by
the ERc ORTHPOL grant, led by Ovidiu-Victor Olar.
The link between the scientific interest of his team
of researchers and the subject of these two books
is ensured by the constant Ruthenian-Ukrainian
imprint of the icons of Maramures. An expressi-
on of a cultural transfer with many other spiritual
consequences, this imprint was for a time discus-
sed and accepted only at an isolated level and in
a mixture of influences which, coming also from
Moldavia, have completely obscured the primary
sources that generated them.’ Even the foreign
sound of the names of the icon-painters — such
as Alexander Ponekhalsky himself — did not raise
doubts about their possible origin, and implicitly
also about the origin of their art in the territory of
the Polish-Lithuanian Commonwealth. Recently,
the search for sources of inspiration has also begun
to focus on the typographic production of the Lviv
and Kyiv® officinae. Also, the study of Maramures
icons in collaboration with Polish and Ukrainian
art historians (without which previous research co-
uld not have gone beyond the stage of conjecture)
has finally allowed us to anchor them in Rutheni-
an art.” In the context of this collaboration, it was
5 Marius Porumb, Icoane din Maramures / Ikonen aus der
Maramures, Editura Dacia, Cluj-Napoca 1975, 6-14.

6 Dumitrita Daniela Filip, Transfer and Reception of the
Kyivan Spiritual, Artistic and Cultural Environment in the
Iconography of the Three Wooden Churches in Maramures,
Eighteenth Century, in Annales Universitatis Apulensis Series
Historica, 25/1, 2021, 261-280.

7 Jle Cxom, Mansap uxonu boeopoouys-Odueimpis 3
Mpaoicnuyi, Jloroc, JIsBiB 2004; ['anuna JIpy3tok, Muxaiiino
Ckomn, [xona Isana Pymxosuua «bBozopoouys Ooucimpisy
i3 Kam sanko-bysvkozo pationy: Xxy0odicHi ocobausocmi,
ampubyyis ma ikonoepaghis, in Haponosnasdi 3ommt, nr. 1
(163), 2022, 36-49; Agnieszka Gronek, Icons from the Car-

pathian Mountains Region in the ‘Spiritual Treasure of Ukrai-
ne’ Museum in Kyiv, in Museikon, 6, 2022, 137-142; Oksana
Somak, Mihai Covaci, The “Belz-Drohobych Workshop” in
Ukrainian Galicia and its Connection with Romanian Mara-
mures, in Museikon, 6, 2022, 81-98; Ana Dumitran, Oksana
Somak, Icoana Sfantului Ioan Botezatorul cu scene din viatd
de la Budesti-Josani, in Ciprian Firea, Aurel Rustoiu (coord.),
Sub semnul artei. Studii in onoarea academicianului Marius
Porumb la 80 de ani, Editura Mega, Cluj-Napoca, 2023, 293-
302; Ana Dumitran, Ruthenian Patterns in the Painting of Ro-
manian Churches in Transylvania, Crisana, and Maramures
in the 15"-17" Centuries, in Ana Dumitran, Mirostaw Piotr
Kruk (eds.), Intercultural and Visual Art Transfer in Central

icoanele lui Alexandru Ponehalschi au fost separa-
te de celelalte artefacte documentate pe parcursul a
aproape trei decenii de cautari neobosite deopotri-
va in lacasurile de cult, in colectiile muzeelor si in
cele particulare, in arhive si biblioteci, In Romania
si in afara ei. Restul, incadrabile cronologic intre
secolul XV si primii ani ai secolului XIX, vor fi
publicate intr-un al doilea volum, care va fi sustinut
si el financiar de grantul ERc OrRTHPOL, condus de
Ovidiu-Victor Olar. Legatura intre interesul stiinti-
fic al echipei sale de cercetatori si subiectul acestor
doua carti este asigurata de constanta amprenta ru-
teano-ucraineand a icoanelor maramuresene. Ex-
presie a unui transfer cultural cu multiple alte con-
secinte in plan spiritual, aceasta amprenta a fost o
vreme discutata si acceptata doar la nivel izolat si
intr-un amestec de influente care, venind si dinspre
Moldova, au ocultat cu totul sursele primare care
le-au generat’. Nici macar sonoritatea straind a nu-
melor cunoscute de iconari — precum insusi Ale-
xander Ponekhalsky —nu a starnit dubii in ceea ce
priveste posibila lor origine, implicit si a artei lor
in teritoriul Commonwealth-ului polono-lituanian.
Recent, cautarea surselor de inspiratie a inceput sa
fie orientata si spre productia tipografica a offici-
nae-lor din Lviv si Kyiv®, iar studierea icoanelor
din Maramures impreuna cu istoricii de arta polo-
nezi si ucraineni a permis in sfarsit acele ancorari
in arta ruteana fara de care cercetarea anterioara
nu a putut depasi stadiul de presupuneri’. In con-

5 Marius Porumb, Icoane din Maramures / lkonen aus der
Maramures, Editura Dacia, Cluj-Napoca 1975, 6-14.

6 Dumitrita Daniela Filip, Transfer and Reception of the
Kyivan Spiritual, Artistic and Cultural Environment in the
Iconography of the Three Wooden Churches in Maramures,
Eighteenth Century, in Annales Universitatis Apulensis Series
Historica, 25/1, 2021, 261-280.

7 Jles Cxon, Mansap ukxonu bozopoouys-Ooucimpis 3
Mpadsicruyi, Jloroc, JIpeiB 2004; Tamuna [py3tok, Muxaiiio
Ckon, Ikona Ilsana Pymrxosuua «boeopoouys Ooucimpisy
i3 Kam sinko-By3vko2o pationy:  XyOOduCHI
ampubyyis ma ikonoepagis, in Hapogosznasui 30muTH, nr. 1
(163), 2022, 36-49; Agnieszka Gronek, Icons from the Car-
pathian Mountains Region in the ‘Spiritual Treasure of Ukrai-
ne’ Museum in Kyiv, in Museikon, 6, 2022, 137-142; Oksana
Somak, Mihai Covaci, The ,, Belz-Drohobych Workshop” in
Ukrainian Galicia and its Connection with Romanian Mara-
mures, in Museikon, 6, 2022, 81-98; Ana Dumitran, Oksana
Somak, Icoana Sfantului loan Botezatorul cu scene din viata
de la Budesti-Josani, in Ciprian Firea, Aurel Rustoiu (coord.),
Sub semnul artei. Studii in onoarea academicianului Marius
Porumb la 80 de ani, Editura Mega, Cluj-Napoca, 2023, 293-
302; Ana Dumitran, Ruthenian Patterns in the Painting of Ro-
manian Churches in Transylvania, Crigsana, and Maramures
in the 15"-17" Centuries, in Ana Dumitran, Mirostaw Piotr
Kruk (eds.), Intercultural and Visual Art Transfer in Central
Europe and the Balkans. Ruthenian-Ukrainian and Romanian
Art from the 15" to the Early 19" Century, Editura Muzeu-

ocobusocmi,



also possible to place Alexander Ponekhalsky in
the environment in which he was formed,? from
which he came and stayed for a while among the
Romanians of Maramures and — what was not
known until now! — to where he returned, con-
tinued to create for a while and ended his destiny
at an undoubtedly venerable age. With this new
information, his career became practically interna-
tional, and the research into his work also became
internationalized, even if the investigations in the
Hutsul villages in the Cheremush valley were only
in their infancy.

An architect by profession, thus a spirit much
more subject to discipline than the art historian,
who sometimes juggles too volubly with hypothe-
ses and assumptions, Alexandru Babos knew how
to make the most of the richness of the researched
material, achieving performances that no other si-
milar attempt to reconstruct the work of an artist
has ever reached. Using the concept of the alpha
icon (designation used for signed and dated icons),
Alexandru Babos has succeeded in giving a credi-
ble chronology to numerous undated works, but so
difficult to categorize in stages because of the sty-
listic unity of a creation spanning several decades.
Using the information provided by architecture, he
was able to reconstruct the relationship between
the painted surface, the time required for the pain-
ting, and the cost, as testified by the artist, to such
an extent that appropriate explanations were given
for the differences in price according to the height
of the painted surface. Careful cross-checking of
the dates has made it possible to separate the mural
and easel paintings by season, the colder seasons
being generally devoted to the execution of icons,
to which Alexander Ponekhalsky contributed not
only as a painter but also as a sculptor. This dou-
ble competence emphasized by Alexandru Babos
deserves more attention in the future, as it seems
to be an attribute of many of Alexander Ponekhal-
sky’s contemporaries, who are also suspected to
have originated in the Ruthenian-Ukrainian artis-
tic environment, possibly in the same region of Po-
cutia still little known to Ukrainian art historians,
but for which there are more and more arguments

Europe and the Balkans. Ruthenian-Ukrainian and Romanian
Art from the 15" to the Early 19" Century, Editura Muzeu-
lui National al Unirii Alba Iulia, Editura Mega, Cluj-Napoca,
2023, 93-153.

8 We would like to thank Roksolana Kosiv for her constant
support, the extremely valuable information she so gene-
rously provided each time, and for intermediating access to
the collections in Ukraine where Alexander Ponekhalsky’s
works have been identified.

textul acestei colaborari a fost, de altfel, posibila
si agezarea lui Alexandru Ponehalschi in universul
in care s-a format®, din care a venit si a ramas o
vreme printre romanii maramureseni si — ceea ce
nu s-a stiut pana acum! — unde s-a intors, a con-
tinuat o vreme sa creeze si si-a sfarsit destinul, la
o varsta fara indoiala venerabila. Cu acest plus de
informatie cariera lui devine practic internationala,
1ar cercetarea operei sale se internationalizeaza si
ea, chiar daca investigatiile in satele hutulilor de
pe valea Ceremusului se afla abia in faza de debut.

Arhitect de profesie, deci un spirit mult mai supus
disciplinei decat este indeobste istoricul de arta,
care, cateodata, jongleaza prea volubil cu ipotezele
si presupunerile, Alexandru Babos a stiut sa pro-
fite la maximum de bogatia materialului studiat,
reusind performante pe care nici o altad incercare
similara de reconstituire a activitatii unui artist nu
a atins-o. Cu ajutorul conceptului de icoana alfa
(denumire folosita pentru icoanele semnate si da-
tate), Alexandru Babos a reusit sa dea o cronologie
credibila numeroaselor lucrari nedatate, dar atat
de dificil de etapizat din cauza unitatii stilistice a
unei creatii intinse pe mai multe decenii. Cu ajuto-
rul informatiilor oferite de arhitectura, a reusit sa
reconstituie raportul intre suprafata de pictat, tim-
pul necesar si costurile marturisite de artist pana
acolo incat s-au dat explicatii adecvate diferentelor
de pret in functie de Inaltimea la care s-a aflat su-
prafata de pictat. Confruntarea atenta a datarilor a
permis separarea pe anotimpuri a picturii murale
de cea de sevalet, anotimpurile reci fiind n gene-
ral destinate executiei icoanelor, la care Alexan-
dru Ponehalschi a contribuit nu doar in calitate de
pictor, ci si de sculptor. Aceastd dubla competenta
subliniata de Alexandru Babos merita mai multa
atentie pe viitor, deoarece pare sa fie un atribut al
mai multora dintre contemporanii lui Alexandru
Ponehalschi, banuiti si ei a avea origini Tn mediul
artistic ruteano-ucrainean, posibil in aceeasi regiu-
ne a Pocutiei inca insuficient cunoscuta de istoricii
de artd ucraineni, dar pentru care se gasesc tot mai
multe argumente cd, in secolele XVII-XVIII, a fost
o adevarata pepiniera de artisti, care au fertilizat
deopotriva Transilvania si Maramuresul. Succesul
celor care au venit in secolul XVIII, unul real daca
luam ca reper numarul mare de lucrari pastrate,
lui National al Unirii Alba lulia, Editura Mega, Cluj-Napoca,
2023, 93-153.

8 Multumim Roksolanei Kosiv pentru sustinerea constanta,
informatia extrem de pretioasa oferita de fiecare datd cu foarte
multa generozitate si intermedierea accesului la colectiile din

Ucraina in care au fost identificate lucrari ale lui Alexandru
Ponehalschi.



that in the 17"-18" centuries it was a real nursery
of artists, who fertilized both Transylvania and
Maramures. The success of those who came in the
18" century, a real one if we take the large number
of works preserved as a benchmark, was due to a
considerable extent to the pleasing appearance of
the sculpted components rather than to the quali-
ties of the painting. Last but not least, the attention
paid to the texts that Alexander Ponekhalsky inser-
ted with evident pleasure and responsibility into
his compositions allowed observations to be made
about his mother tongue and implicitly about his
origin, but also about the real role of some of his
collaborators, such as the teacher losip lacov from
Sarbi, who, according to his own statement that he
“helped ... with the painter Aleczander Ponehal-
schi at work in churches”, was labeled as “mural
painter active in Maramures in the seventh decade
of the 17" century”,’ although in fact he only con-
tributed to the correct writing of the inscriptions
and perhaps not only of those that complete the
1760 painting at Sarbi-Susani.

It is, therefore, to the particular merit of Alexan-
dru Babos to offer a true reference volume, a fine
quantitative contribution, by bringing together and
illustrating all the icons belonging to the work of
Alexander Ponekhalsky identified so far, and a
beneficial scientific contribution, by the informa-
tion added to the artist’s biography, in his triple
role: painter, sculptor and scribe who, through the
inscriptions with which he accompanied his pain-
tings, made a decisive contribution to the intro-
duction of the Romanian language into the art of
Maramures icon painting. The ability to visualize
his works in detail and the knowledge of the di-
rection in which the origins of his art and the so-
urces of inspiration will make it easier to identify
many of the details in common with the painting of
Ukrainian workshops and, through them, the abi-
lity of Romanian society in Maramures to relate to
an artistic synthesis that dominated for centuries
in Central Europe, and which during the lifetime
of Alexander Ponekhalsky expanded even further,
himself being one of the vectors.

9 M. Porumb, Pictura romdneasca din Transilvania, 316,
492.

s-a datorat Intr-o masura considerabila aspectului
placut al componentelor sculptate mai degraba de-
cat calitatilor picturii. Nu 1n ultimul rand, atentia
acordata textelor pe care Alexandru Ponehalschi
le-a inserat cu o vadita placere si responsabilita-
te in compozitiile sale au permis observatii legate
de limba sa materna si implicit de origine, dar si
de rolul real al unora dintre colaboratorii sai, pre-
cum dascalul Tosip Iacov din Sarbi, cel care, in
baza propriei sale declaratii ca ,,a agiutorit ... cu
zugravul Aleczander Ponehalschi de lucru besari-
cii”, a fost catalogat drept ,,pictor muralist activ in
Maramures in deceniul al saptelea al sec. X VIII™,
desi in fapt a contribuit doar la redactarea corecta
a inscriptiilor si poate nu doar a celor care comple-
teaza pictura din 1760 de la Sarbi-Susani.

Este, deci, meritul deosebit al lui Alexandru Babos
de a oferi un volum cu adevarat de referinta, o fru-
moasa contributie cantitativa, prin aducerea impre-
una si ilustrarea tuturor icoanelor apartinand crea-
tiei lui Alexandru Ponehalschi identificate pana
acum, si o deosebit de utila contributie stiintifica,
prin informatiile adaugate biografiei artistului, in
tripla sa ipostaza: de pictor, sculptor si scrib care,
prin inscrisurile cu care si-a insotit picturile, a avut
un aport decisiv la introducerea limbii romane in
arta icoanei maramuresene. Putinta de a-i vizua-
liza in detaliu lucrarile si cunoasterea directiei in
care trebuie cautate originile artei sale si sursele
de inspiratie vor facilita identificarea mai multor
detalii comune cu pictura atelierelor ucrainene si,
prin acestea, a capacitatii societatii romanesti din
Maramures de a se racorda unei sinteze artistice
care a dominat vreme de secole in centrul Euro-
pei, iar in timpul vietii lui Alexandru Ponehalschi
s-a extins si mai mult, el insusi fiind unul dintre
vehicule.

9 M. Porumb, Pictura romaneasca din Transilvania, 316,
492,
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fig. 1 Romanian cultural area in the 18" century. Maramures was historically organised into four parts: I Upper District, II
Cosau, III Sighet and IV Lower District. The works of the painter Alexa have been preserved from the following Romanian
communities: 1 Calinesti Susani, 2 Hoteni, 3 Desesti, 4 Harnicesti, 5 Giulesti Monastery, 6 Feresti, Berbesti (painter’s place of
residence), 7 Oncesti, 8 Valea Stejarului, 9 Nanesti, 10 Barsana, 11 Cornesti, 12 Calinesti Caeni, 13 Vileni, 14 Sarbi Josani, 15
Sarbi Susani, 16 Budesti Josani, 17 Budesti Susani, 18 Breb, 19 Apsa de Mijloc, upper church, 20 Apsa de Jos, 21 Stramtura,
22 Slatioara, 23 Poienile Izei, 24 leud Deal, 25 Cuhea, 26, Salistea de Sus Buleni, 27 Salistea de Sus Nistoresti, 28 Viseu de
Mijloc, 29 Moisei Monastery, 30 Borsa de Jos and 31 Borsa de Sus. The only known location of his works on the other side of
the Carpathians is in the village 32 Shpetky. Peri Monastery was the ancient cultural centre of Maramures from 1391 until the
middle of 17th century. Mukachevo Monastery competed with Peri Monastery in Maramures after 1491 and became the only
cultural centre of the Byzantine rite in northern Hungary in the 18" century. The Maniava Hermitage was a centre of Orthodox
spirituality north of the Carpathians in the 17" and 18" centuries. Kolomyia was the historical heart of Pokuttia and a centre of
artists active on both sides of the Carpathians in the same period.

Aria de cultura romdneasca in Maramures, in secolul al XVIII-lea. Cele patru parti istorice ale regiunii: [ Districtul de Sus,
IT Cosau, III Sighet si IV Districtul de Jos. Comunitati romanesti unde s-au pastrat lucrari ale zugravului Alexa: 1 Calinesti
Susani, 2 Hoteni, 3 Desesti, 4 Harnicesti, 5 Manastirea Giulesti, 6 Feresti, Berbesti (localitatea de resedinta a zugravului), 7
Oncesti, 8 Valea Stejarului, 9 Nanesti, 10 Barsana, 11 Cornesti, 12 Calinesti Céeni, 13 Valeni, 14 Sarbi Josani, 15 Sarbi Susani,
16 Budesti Josani, 17 Budesti Susani, 18 Breb, 19 Apsa de Mijloc, biserica de sus, 20 Apsa de Jos, 21 Stramtura, 22 Slatioara,
23 Poienile Izei, 24 leud Deal, 25 Cuhea, 26, Salistea de Sus Buleni, 27 Salistea de Sus Nistoresti, 28 Viseu de Mijloc, 29
Manastirea Moisei, 30 Borsa de Jos si 31 Borsa de Sus. Dincolo de Carpati, lucrari ale sale au fost identificate in satul 32
Shpetky. Manastirea Peri a fost vechiul centru cultural al Maramuresului din 1391 pana la mijlocul secolului al XVII-lea.
Manastirea din Muncaci a concurat dupa 1491 manastirea Peri si a devenit singurul centru cultural de rit bizantin din nordul
Ungariei in secolul al XVIII-lea. Schitul Maniava a fost un centru de spiritualitate ortodoxa la nord de Carpati 1n secolele X VII-
XVIII. Colomeea a fost capitala Pocutiei si un centru artistic regional cu activitate de ambele parti ale Carpatilor in aceeasi
perioada.
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The pride of the Byzantine churches of Maramures
are their interiors. In the pre-modern era,! they
were decorated by several travelling artists,
who were in demand from far and wide for their
ability to create the painted and sculpted objects
so necessary for worship. One of them, the
Ukrainian-born artist Alexander Ponekhalsky
stood out from the rest. Unlike most artists in the
region, he chose to settle for four decades, during
the Theresian period of the Habsburg monarchy,
among the Romanians of Maramures where he
became known by his Romanian name, Alexa.
Alexa left behind numerous objects of worship
and extensive monumental ensembles, which
nowadays dominate the image of the artistic
heritage of Maramures. His works provide us
with the opportunity to delve into the depths of
Maramures heritage and its sinuous path through
history. Hence, an investigation exclusively
focused on Alexa’s work becomes a scientific
necessity and priority. If we want to understand
the painter Alexa, we must consider all his works,
icons as well as wall paintings.

The icon is a revered object of worship that is
integrated into the liturgical ritual, serving a
practical, mental and spiritual role in a church’s
religious life. Icons have long been a point of
focus in Eastern churches, as they embody the
divine presence in the eyes of the community,
requiring their adornment within the interiors.
The production of icons facilitated the artist to
operate from his private workshop, immersed
in his own space of serenity where painting
constituted just one step within a complex and
lengthy process. An extensive part of the icon

1 The pre-modern era can be approximated for Maramures,
between 1550 and 1850.

2 The Teresian era takes its name from Maria Theresa of Aus-
tria (1740-1780).
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Mandria bisericilor de rit bizantin din Maramures
provine din aspectul interioarelor. In epoca
premoderna!, ele au fost inzestrate de numerosi
artisti calatori, cautati si chemati din departari
pentru priceperea lor in a crea obiecte pictate si
sculptate, atat de necesare cultului. Intre ei se
distinge zugravul de origine ucraineand Alexandru
Ponehalschi, activ in perioada tereziana a
Monarhiei Habsburgice®. Spre diferentd de multi
altii, el s-a asezat timp de patru decenii printre
romdnii maramureseni, motiv pentru care a
fost adoptat sub numele romanizat de Alexa.
Zugravul Alexa a ldsat in urma lui numeroase
obiecte de cult si cateva ansambluri de picturad
parietald extinse, care domind azi imaginea artei
vechi maramuresene. Prin opera lui, avem sansa
sd patrundem in profunzimea patrimoniului
maramuresean i a traseului sau sinuos prin istorie.
lata de ce un studiu dedicat lucrarilor acestui artist
constituie nu numai o necesitate, ci i o prioritate
stiintifica. Pentru a-l intelege pe zugravul Alexa,
trebuie sa-i cuprindem toatd opera, atat icoanele,
cat si picturile parietale.

Icoana este un obiect de cult venerat, integrat in
ritualul liturgic, si de aceea are o functie practica,
mentald si spirituald in zestrea unei biserici. In
biserici, icoanele au stat mereu in centrul atentiei,
datorita nevoii comunitatii de a vizualiza prezenta
divina si de aici necesitatea de a inzestra interiorul
cu ele. Executia icoanelor permitea zugravului
lucrul in propriul atelier, adancit in spatiul sau de
meditatie, unde pictura cuprindea doar o etapa, la
sfarsitul unui proces lung si complex. O mare parte
din munca de iconar o lua pregatirea suportului
icoanelor, care presupunea stdpanirea lemnului

1 Epoca premoderna poate fi aproximata in Maramures, intre
anii 1550-1850.

2 Epoca tereziand isi ia numele de la Maria Tereza a Austriei
(1740-1780).
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fig. 2-3 Viseu de Mijloc. Alpha icon of Christ Pantokrator (cat. 161), donated to the widows in the village and signed in small,
barely legible letters on the frame by the painter Alexa the Sinner, in 1767. Photo taken in June 2023, during the cleaning and
conservation process in the workshop of the restorer Mihai Covaci.

Viseu de Mijloc. Icoana alfa cu reprezentarea lui lisus Hristos Pantocrator (cat. 161), donata vaduvelor din sat si semnata
marunt pe rama, abia lizibil, de zugrau Alexa [cel] pdcatos, datatd odata cu perechea ei, in anul 1767. Foto iunie 2023, in timpul
procesului de curdtare si conservare in atelierul restauratorului Mihai Covaci.
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painter’s craft was comprised of devising the case
of the icon, necessitating a knowledge of carpentry
and sculpture, two trades that have only been
marginally explored in the study of post-Byzantine
art in the region.

Despite the importance of icons in Alexa’s work,
the majority of them are either unknown or poorly
studied and published. The lack of comprehension
for their values is reflected in their limited
recognition. Furthermore, old icons are subject to
relentless degradation, leading to continuous losses
due to a lack of proactive and programmatic care
from institutions, specialists, and communities.
Certain icons have vanished from churches for
several reasons, and it is not entirely excluded that
such losses will occur again in the future. Therefore,
it is imperative to have a catalogue that consists
of all of Alexa’s available icons. Only through
gathering them together will we be able to have

ca tamplar si sculptor, doua mestesuguri doar
marginal atinse in studiul artei postbizantine din
regiune.

Cu toata importanta datd icoanelor in activitatea
lui Alexa, marea lor majoritate sunt fie complet
necunoscute, fie prea putin studiate si publicate.
Gradul scazut de cunoastere se reflecta in interesul
restrans pentru valoarea lor. In plus, timpul este
mereu nemilos cu icoanele vechi. Cele mai multe
dintre ele se afla intr-un proces de degradare
progresiv, care le aduce pierderi continue, fiind
lipsite inca de grija proactiva si programatica din
partea institutiilor, specialistilor si comunitétilor.
O parte din icoane au disparut din biserici din
varii motive, iar aceste pierderi nu pot fi complet
excluse pe viitor. Iata cateva motive pentru care
un catalog care si cuprinda toate icoanele lui
Alexa, care sd le facd accesibile, se impune in
zilele noastre. Doar adunandu-le la un loc putem
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a complete overview of his work, of the efforts he
made and of the importance he played in his time
and still has today in the history of Maramures art.
The aim of this study is to reconstruct his narrative
and assess his contributions using all available
source material.

Alexa, like many other painters of his time, treated
the walls of the churches as a complementary
background to the icons, which were painted in
the same way.’ Not every painter, however, was
able to undertake large, monumental works, as
they required an extension of the iconographic
discourse, the ability to deal with large surfaces,
a willingness to travel and work on the site for
long periods of time, and good physical condition.
In the case of Alexa, the activity with mural
painting has already been studied. However, its
relationship and alternation with the icon has not
been considered. The interdependence between
icon and mural painting is most obvious in the
case of the so-called “fruntar”. The fruntar is a
Transylvanian type of iconostasis,* which was
widespread in Maramures in the 18" century, where
the upper icons were replaced by monumental wall
paintings and integrated into the architecture of the
church.’ Alexa was a fiuntar painter at the height
of its fashion, of which no less than five examples
have survived, and a sixth (fig. 22), although lost,
is still fairly well documented. Incomplete sets of
icons from other fruntars also survive (fig. 23).
Despite the unparalleled practical, aesthetic and
symbolic importance of the fruntar inside the
Maramures church, it has inexplicably remained a
great unknown of Maramures art.

Last but not least, a painter had to be a literate
man. He therefore had to supplement his pictorial
communication with explanatory theological texts,
invocations, biblical quotations and dedicatory
inscriptions. Written communication in church
painting has only been partially documented,’
without careful analysis of context, form and
content.

Rediscovering Alexa

The works of the painter Alexa survived in cultic
use until the 20th century, and in some cases until
the present day. Sooner or later, the painter was

3 Pop-Bratu 1981, pp. 93-94.

4 Timbus 2021.

5 Iconostases painted on the Eastern wall of the nave were
popular even in the Northern parts of the Carpathians from
the late 17" to the first half of the 18" century.

6 Barlea 1909; Pop-Bratu 1981, pp. 93-117.

18

construi imaginea de ansamblu a operei sale,
a travaliului si a importantei pe care pictorul a
exercitat-o Tn timpul sdu si o joaca si azi In istoria
artei maramuresene. Provocarea acestui studiu este
sd recupereze povestea si contributia zugravului
cu ajutorul tuturor martorilor pe care ii avem la
dispozitie.

In bisericile maramuresene, pictura parietald a
fost desfasurata in fundal, ca o extensie a icoanei.
Alexa, la fel ca multi alti zugravi ai timpului
sdu, s-a ocupat de peretii bisericilor numai in
plan secund, tratatdndu-i in aceeasi maniera cu
icoanele’. Totusi, nu orice zugrav se angaja in
lucrari mari, monumentale, deoarece ele cereau
largirea discursului iconografic, adaptarea la
suprafete mari, disponibilitatea de a calatori, de
a lucra ambulatoriu perioade lungi de timp si o
conditie fizica buna. In cazul lui Alexa, activitatea
secundara de muralist a fost studiatd deja, in linii
mari, lasand totusi pe dinafara relatia si alternanta
ei cu icoana. Relatia de interdependenta dintre
icoana si pictura parietald transpare cel mai clar pe

fruntar. Fruntarul este un iconostas caracteristic

Transilvaniei*, raspandit in Maramures in secolul
al XVIIl-lea, In care icoana se intrepdtrunde cu
pictura monumentald si cu intreaga arhitectura a
bisericii’>. Alexa a fost un zugrav de fruntare, in
perioada de varfa fenomenului. De la el s-au pastrat
nu mai putin de cinci exemplare siun al saselea (fig.
22) care, desi disparut, totusi este destul de bine
documentat. In afard de acestea, se mai pastreazi
seturi incomplete de icoane din alte fruntare (fig.
23). Cu toatd importanta practica, estetica si
simbolica inegalabila a fruntarului in lacasul de
cult maramuresean, in mod inexplicabil el a ramas
0 mare necunoscuta a artei maramuresene.

Un zugrav trebuia sa fie si un bun cunoscator de
carte. De aceea, el trebuia sa completeze comuni-
carea in imagini prin comentarii teologice lamu-
ritoare, invocari, citate biblice si inscriptii dedi-
catorii. Comunicarea scrisa din picturi a fost doar
partial documentata pana acum®, fard o analiza
atenta de context, forma si de continut.

Redescoperirea lui Alexa
Lucrarile zugravului Alexa au supravietuit in

3 Pop-Bratu 1981, p. 93-94.

4 Timbus 2021.

5 Iconostasele pictate direct pe peretele estic al naosului
au fost raspandite si in partile nordice ale Carpatilor, de la
sfargitul secolului al XVIl-lea pand in prima jumadtate a
secolului al XVIII-lea.

6 Barlea 1909; Pop-Bratu 1981, p. 93-117.



destined to emerge from the oblivion that had fallen
over his activity after his departure from Maramures
and the disappearance of the generation of donors
he had served. This happened at the beginning of
historical research, in the notes collected by loan
Barlea and published in 1909, although only in
passing and with an imprecise transcription of the
name.” His notes were soon used by the church
historian Stefan Metes who mentioned painter
Alexa, in an early coverage of the icon painters
from Romania, from 1929.% The first art historians
to study Maramures, Victor Bratulescu, Atanasie
Popa and Ion D. Stefanescu, who were concerned
with the essence of Maramures’s art, did not notice
him, although we can see many of his paintings
in their publications. Alexa and some of his
monumental works are mentioned in passing in
an early study of Maramures painters, published
by Aurel Socolan and Adalbert Téth in 1969. The
first researcher who intentionally searched for his
works, and identified and accurately transcribed
his signatures, was the art historian Aurel Bongiu,
in a study dedicated to the painting on the fruntar
of the church of Sarbi Susani, in 1970. He also
devoted an extensive chapter to him in his doctoral
thesis of 1973, identifying and carefully analysing
some of his murals. The manuscript, written in
French in Paris, where the author lived in exile,
is still little known, but not without consequences.
Since then, Romanian art historians have shown a
growing interest in the individual contributions of
painters, including Alexa’s legacy in Maramures’s
art. Marius Porumb included him in his 1975
survey of Maramures icons, defining some of his
artistic characteristics and expanding knowledge of
his work through a selected number of icons. Anca
Pop-Bratu, for her part, dedicated a chapter to him
in her 1982 survey of Maramures wall painting,
expanding knowledge ofhis monumental art in leud
Deal, Calinesti Céeni, Sarbi Susani and Budesti
Susani. The iconography of the Last Judgement,
one of the most important and extensive inside the
narthex of churches, has been deepened by Raluca
Betea in her doctoral thesis of 2011, where Alexa’s
works are distinguished by their affiliation to
artistic centres under Kyiv’s influence. Dumitrita
Filip also speaks of such affiliation in a thematic
study that includes the mural attributed to Alexa
inside the altar of the church of leud Deal. Another
possible influence, this time from northern
Moldavia, has been suggested by Eliane Poirot in

7 Barlea 1909, notes 205: zugravul Alexander, 220: zugravul
Alexandru Ponehaschii, 465: zugrau Alexa celu pacatosu si
678: zugavu Alexander Ponehachile.

8 Metes 1929, pp. 132-133.

uzul liturgic pana in secolul XX, iar in unele
cazuri chiar pana in zilele noastre. Zugravul
trebuia, mai devreme sau mai tarziu, sia iasa
din uitarea care s-a asternut peste creatia lui,
dupa plecarea sa din Maramures si disparitia
generatiei de ctitori pe care i-a servit. Ceea ce
s-a §i petrecut pand la urma, in zorii cercetarilor
istorice, In Tnsemndrile culese de loan Barlea si
publicate In 1909, chiar dacd numai In treacat si
cu numele transcris imprecis’. Insemndrile sale
au fost de folos istoricului Stefan Metes, care I-a
mentionat pe zugravul Alexa intr-o prima trecere
in revista a zugravilor activi pe teritoriul Romaniei
interbelice®. Primii istorici de arta care au cercetat
Maramuresul, Victor Bratulescu, Atanasie Popa
si Ton D. Stefanescu, preocupati mai mult de
esenta artei maramuresene, nu l-au remarcat, desi
au publicat un numar mare de imagini cu lucrari
ale sale. Zugravul Alexa si cateva din picturile
lui monumentale apar mentionate in fugd intr-
un studiu dedicat zugravilor din Maramures,
publicat de Aurel Socolan si Adalbert Toth in
1969. Primul cercetator care 1-a individualizat, i-a
cules si transcris semnaturile cu numele corect si a
evidentiat o parte din lucrarile sale monumentale,
a fost istoricul de arta Aurel Bongiu, intr-un studiu
dedicat picturii de pe fruntarul bisericii din Sarbi
Susani, in anul 1970. Tot el i-a dedicat apoi, In
teza sa de doctorat din 1973, un amplu capitol,
identificandu-i si analizandu-i atent pictura de
perete. Manuscrisul, scris in franceza la Paris,
unde autorul trdia 1n exil, a rdmas pand azi putin
cunoscut, insd nu fara urmari. De la el incolo,
istoricii de artd romani au aratat un interes sporit
pentru contributiile individuale ale unor zugravi,
inclusiv pentru mostenirea lui Alexa in cadrul
artei maramuresene. Marius Porumb [-a cuprins
in studiul sau de ansamblu dedicat icoanelor
maramuresene din 1975, definindu-i o parte din
trasaturile artistice si largind cunoasterea operei
sale printr-un numar selectiv de icoane. Anca Pop-
Bratu i-a dedicat, la randul ei, un capitol aparte
intr-o lucrare de sintezd asupra picturii murale
maramuresene, publicatd in 1982, amplificand
cunoasterea artei sale monumentale din leud Deal,
Calinesti Caeni, Sarbi Susani si Budesti Susani.
Iconografia Judecatii de Apoi, una dintre cele mai
importante si extinse din tindele bisericilor, a fost
aprofundata de Raluca Betea, in teza sa de doctorat
din 2011, unde lucrérile lui Alexa se disting prin
filiatia lor cu centre artistice sub influenta kieveana.

7 Barlea 1909, insemnarile 205: zugravul Alexander, 220:
zugravul Alexandru Ponehaschii, 465: zugrau Alexa celu
pacatosu si 678: zugavu Alexander Ponehachile.

8 Metes 1929, p. 132-133.
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fig. 4 leud Deal. In the fruntar of the church, Alexa painted
the upper tiers directly on the east wall of the nave, imitating
the architecture of a temple with colonnades and entablatures.
The tiers of apostles and prophets are inscribed with
explanatory texts and quotations in Slavonic, which dates
the work to the early 1750s, making it one of his earliest
monumental works. The rest of the nave was painted later by
the same artist, between 1764 and 1765, with texts only in
Romanian. Of the original fruntar icons, only the icon of the
Nativity of Mary (cat. 251) in the main tier, dated 1782, has
survived and is one of his last works. The festal beam was
repainted and fragmented by the painter Gheorghe Plohod
from Dragomiresti, who raised the entrance to the sanctuary
and painted the royal icons. The old mural painting on the
fruntar is separated from the later one inside the nave by a
decorative frame. The ornamental painting of the bottom
frieze can be seen under the large icons on the fruntar and at
the bottom of the side walls. Photo September 2020.

leud Deal. Fruntarul bisericii are registrele superioare pictate
de zugravul Alexa direct pe peretele de rasarit al naosului,
imitand arhitectura unei tample cu colonade si antablamente.
Registrele apostolilor si profetilor sunt prevazute cu texte
explicative si citate in limba slavona, ceea ce face lucrarea
databild la inceputul anilor 1750, fiind una dintre cele mai
vechi lucrari monumentale ale sale. Naosul a fost pictat de
acelasi zugrav mai tarziu, intre anii 1764-1765, pictura fiind
insotita de texte numai in romana. Dintre icoanele fruntarului
original, s-a pastrat doar icoana de hram Nasterea Maicii
Domnului (cat. 251), din registrul principal, datata in 1782,
fiind una dintre ultimele sale lucrari. Grinda praznicarelor a
fost repictata si fragmentatd de zugravul Gheorghe Plohod din
Dragomiresti, cel care a Tnaltat golul usii spre altar si a pictat
o parte din icoanele imparatesti. Pictura veche de pe fruntar
este despartita de cea ulterioara de pe peretii laterali de o rama
decorativa. Sub icoanele mari de pe fruntar si in partea de jos
a peretilor laterali se vede pictura ornamentald a poalelor de
icoand.
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fig. 5 Calinesti Cdeni. The nave vault was painted by Alexa, probably in 1753. In mural painting, the nave vault presented
the most difficult challenge for a painter, due to the demanding conditions of working at height, in darkness and in physical
discomfort. In the axis of the semi-cylindrical vault in Caeni dominates Born e, i.e. God the Father, who extends the scene
of the Crucifixion from the fruntar and makes the transition to the painting of the nave. Scenes from Genesis and the Passion of
Christ unfold around the Creator on the side tiers, forming a narrative of the Creation. The texts, written by the painter Alexa,
contain Slavonic terms and grammatical inconsistencies, natural in the period of acquaintance with the Romanian writing.
Photo April 2019.

Calinesti Cdeni. Bolta naosului a fost pictati de zugravul Alexa probabil in anul 1753. In pictura murala, bolta naosului
prezenta cea mai grea provocare pentru un zugrav, datorita conditiilor dificile de lucru la indltime, in intuneric si in disconfort
fizic. In axul boltii cilindrice din Ceni domind Bors OTeu, adicd Dumnezeu-Tatil, care extinde scena Ristignirii de pe fruntar
si face trecerea spre pictura naosului. in jurul Creatorului, in registrele laterale, se desfisoara scene din Geneza si din Patimile
lui Hristos, care construiesc impreund o Istorie a Creatiei. Textele scrise de zugravul Alexa prezinta slavonisme si dezacorduri

gramaticale, firesti in perioada de familiarizare cu scrisul in limba romana.

the cycle of the prophet Elijah on the ceiling of the
church of Ieud Deal. The art historian Szilveszter
Terdik, in a study published in 2016, has written
about some of his lesser-known icons preserved
in some museums in Budapest. Recently, I drew
attention to the painter Alexa’s contributions to
the wall paintings and icons of the Berbesti and
Oncesti churches, both too little known. The first
study about some works of Alexa discovered in
the village of Shpetky, on the northern side of the
Carpathians, was published by Tetiana Dugayeva
and Volodymyr Krasnov in 2003. Since the authors
were not familiar with either the artist or the
Romanian literature, the study remained isolated
from the rest of the research until the present. In
1990, the Ukrainian art historian Vasyl Otkovych
regarded the works of Alexa in Maramures as
part of the successful Rybotychi workshops, a
hypothesis that Roksolana Kosiv, an expert in that
centre of artists, later dismissed.’

Activity

In Maramures, Alexa’s activity is documented
almost entirely by his dated works, between
1746 and 1782. Although, it was probably in the
early 1740s, that he came with a small group of
painters who painted, among other things, some
icons for the wooden church of Biserica Alba."
The moment of his departure from Maramures is
easier to approximate, thanks to a conscription in
the Autumn of 1783 in Berbesti, when the house
in which he lived for the past decades was already
deserted." Alexa continued to work a decade
later in the Ceremus valley, at the border between
Pokuttia and Bucovina, and he died sometime
after that. We do not know exactly how old he

9 OtxoBuu 1990, p. 50 and Kocis 2019, p. 14.

10 Babos 2021 b, pp. 77-83, figs. 13 and 14.

11 Conscription consulted in 2022 together with Livia Arde-
lean at the National Archives of Romania, Serviciul Judetean
Maramures (ANR/MM), Fond 45 Prefectura Maramuresului,
inventar 508 Conscriptii dicale, actul 26 Berbesti 1783.

Tot despre o asemenea filiatie vorbeste Dumitrita
Filip intr-un studiu tematic care cuprinde pictura
parietala din altarul bisericii din leud Deal, atribuita
lui Alexa. O alta posibild influenta, dinspre nordul
Moldovei, a fost propusa de Eliane Poirot intr-o
analiza a ciclului profetului Ilie de pe tavanul tindei
din Ieud Deal. Despre cateva icoane ale sale mai
putin cunoscute, pastrate in muzeele budapestane,
a scris istoricul de artd Szilvester Terdik, intr-un
studiu publicat in 2016. Recent, am atras atentia
asupra contributiilor zugravului Alexa la pictarea
peretilor si inzestrarea bisericilor din Berbesti si
Oncesti, amandoud putin cunoscute. Primul studiu
dedicat unor icoane de dincolo de Carpati care i
pot fi atribuite a fost publicat de Tetiana Dugayeva
si Volodymyr Krasnov in 2003. Deoarece autorii
nu au fost familiarizati nici cu zugravul Alexa,
nici cu literatura romaneasca, studiul a ramas
practic izolat de restul cercetarii pana in prezent.
In 1990, Vasyl Otkovych l-a cuprins pe Alexa
in randul zugravilor formati in centrul de artisti
din Rybotychi, ipoteza pe care Roksolana Kosiv,
experta in arta acestui centru, a respins-o recent’.

Activitate

In Maramures, activitatea lui Alexa poate fi
documentatd aproape numai prin lucrarile sale,
datate Intre anii 1746-1782. Nu stim cand a venit
in Maramures, probabil ca la inceputul anilor
1740, intr-un mic grup de zugravi care a inzestrat
printre altele biserica de lemn din Biserica Alba."?
Momentul plecarii sale din Maramures este mai
usor de aproximat datoritd unei conscriptii din
toamna anului 1783 a satului Berbesti. In aceasta
conscriptie, casa in care locuise cateva decenii
era inregistratd ca fiind deja pustie''. Un deceniu

9 OtroBua 1990, p. 50 si Kocis 2019, p. 14.

10 Babos 2021 b, p. 77-83, fig. 13 si 14.

11 Conscriptie consultatd in 2022 Tmpreund cu Livia Ardelean
la Arhivele Nationale ale Romaniei, Serviciul Judetean
Maramures (ANR/MM), Fond 45 Prefectura Maramuresului,
inventar 508 Conscriptii dicale, actul 26 Berbesti 1783.
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fig. 6 Giulesti Monastery. The signature of the painter Alexa: the painter Alexa the sinner, on
the icon of Christ Pantocrator, dated 1777 (cat. 237).

Manastirea Giulesti. Semnatura zugravului Alexa: zugrau Alexa cel pacatos, de pe icoana

lisus Hristos Pantocrator, datata 1777 (cat. 237).

was when he died, but he most probably lived for
over seventy years, and most of the time he was
working in Maramures.

His activity in Maramures can be better understood
from the perspective of the cultural geography of
the region at that time. From 1391 to the middle of
the 17" century, Maramures had its own religious
centre in the Peri monastery.'> After 1491, the
monastery gradually decreased in importance
due to competition from new centres established
outside the region, in particular the Mukachevo
monastery. In addition, the region segregated
step by step into two cultural areas, a Romanian
one in the south and a Slavic one in the north,
the crossroads of which was the monastery of
Peri. This cultural division, on either side of the
monastery of Peri, was not accidental, and seemed
to influence the movement of craftsmen, including
painters. The painter Alexa chose to live and work
in the southern area, mainly in the villages of the
Cosau and Upper districts, where the Romanians
were in the overwhelming majority. In the Sighet
district, south of the Peri monastery, there were
eight other communities that belonged to the
Romanian cultural area. The Romanian nobles and
peasants in the lower parts of Maramures, north
of Peri, although still recorded in the documents
of that time, were already in an advanced stage
of assimilation in the second half of the 18"
century, under the influence of the Ruthenian
religious centre of Mukachevo, which protected
the old Slavic culture in the north of Maramures.
Of course, Alexa could also have been active in
the mixed Ruthenian-Romanian environment of
the lower parts, but there are no traces of this.
What we do know, however, is that the painter
Alexa covered the entire southern area, where the
Romanian language and culture were dominant.

12 Babos 2004, pp. 230-231.
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mai tarziu, Alexa continua sa lucreze pe valea
Ceremusului, in Pocutia, si a decedat candva dupa
aceea. In lipsa documentelor, varsta lui la deces nu
poate fi inca precizata, dar el a trdit mai bine de 70
de ani, dintre care cea mai mare parte a dedicat-o
artei maramuresene.

Activitatea lui In Maramures poate fi mai bine
inteleasa din perspectiva geografiei culturale din
regiune din vremea respectivd. Din 1391 si pana
spre mijlocul secolului al XVII-lea Maramuresul
a gravitat in jurul propriului sau centru religios, in
manastirea Peri."> Dupa 1491, manastirea a scazut
treptat in importantd, datoritd concurentei unor
centre noi din afara regiunii, in special dinspre
manastirea din Muncaci. in acelasi timp, regiunea
s-a divizat progresiv in doua, intr-o arie de cultura
romaneasca in sud si una slavona in nord, al caror
loc de rascruce ar putea fi localizat In manastirea
din Peri. Aceasta diviziune culturala, de o parte si
de alta a manastirii din Peri, a influentat circulatia
mesterilor, inclusiv a zugravilor. Zugravul Alexa
a ales sa traiasca si sd profeseze in zona de sud,
preponderent in satele din districtul Cosau si din
cel de sus, acolo unde romanii erau In numar
covarsitor majoritari. In districtul Sighetului, au
existat alte opt comunitati la sud de manastirea
Peri care s-au inscris in aria de cultura romaneasca.
Nobilii si tdranii romani din partile de jos ale
Maramuresului, la nord de Peri, desi Inca surprinsi
in documentele vremii, se aflau in a doua jumatate
a secolului al XVIlI-lea deja intr-o faza inaintata
de asimilare, sub influenta centrului religios rutean
de la Muncaci, care a protejat cultura slavona
in nordul Maramuresului. Alexa ar fi putut,
bineinteles, activa si in mediul mixt ruteano-roman
din partile de jos, dar de aici nu s-au pastrat icoane
sau picturi parietale care sa-i poatd fi atribuite.
Ceea ce stim este cd zugravul Alexa a acoperit

12 Babos 2004, p. 230-231.



The question remains as to whether Alexa crossed
the mountains into actual Transylvania. If Alexa
ever left his familiar surroundings, it was only
occasionally. At first sight, it seems difficult to
explain how a few icons could have wandered
outside Maramures since they were located around
Nasaud, Bistrita and even in Mures."* In fact, most
of them seem to have come from the property of a
single church in Viseu de Mijloc, which, for some
unknown reason, scattered in this direction.

The large number of works left to us by the painter
Alexa in Maramures testifies to an intensive
activity and to a significant artistic success, that
makes him among the most important artists in
the region. If Alexa had hypothetically contributed
to the complete (re)decoration of all 66 churches
of the Romanian communities, he would have
produced no less than 1600 icons and other interior
paintings. In reality, not all churches needed
new paintings, and some communities limited
themselves to additions and possible repairs of old
icons, or turned to other, rival painters. Therefore,
we can limit Alexa’s production in Maramures to
about 800 icons and other painted pieces, a figure
closer to his work capacity in his four decades of
activity. From the second half of the 18" century
until today, almost half of the churches have
disappeared and with them most of their icon
collections. And even inside the churches that
have survived, the collection of ancient icons has
diminished considerably over time. Nevertheless,
about a third of Alexa’s works have survived to
the present day, which is a significant enough
percentage to be able to appreciate his entire work
and its importance for the heritage of Maramures.
For comparison, Alexa’s icons account for half to
two thirds of the 18" century icons preserved in all
the Romanian villages of Maramures. Thus, Alexa
was the most prolific and successful painter in the
southern part of the region in that century, and
probably in the entire pre-modern era.

Due to his considerable and long-lasting profes-
sional success among the Maramures people,
Alexa naturally became well-acquainted with the
extensive artistic heritage that predated him. It
was only natural that when he was called upon
to change the interior of a church, he would
thoroughly review the entire existing stock of
icons. Collaborating with priests, deacons, and with
the support of benefactors and donors, he assessed
the artistic, emotional, and practical relevance of
everything he found, providing suggestions for

13 Pop-Bratu 1981, p. 103, note 24.

toata zona de sud, in care domina limba si cultura
romand. Se mai pune problema dacad Alexa a trecut
muntii mai departe, spre Transilvania. Daca Alexa
a iesit vreodatd din mediul sau bine cunoscut, a
facut-o numai ocazional. La prima vedere, pare
greu de explicat cum de s-au ratacit cateva icoane
in afara Maramuresului, acestea fiind localizate in
jurul Nasaudului, al Bistritei si chiar in Mures".
In realitate, mai toate par a proveni din zestrea
bisericii din Viseu de Mijloc, care, dintr-un motiv
incd necunoscut, s-a Tmprastiat in aceasta directie.

Numarul mare de lucrari ramase de la zugravul
Alexa in Maramures vorbeste despre o activitate
neintreruptd si un succes artistic semnificativ, care
il recomanda drept unul dintre cei mai importanti
artisti din regiune. Daca Alexa ar fi contribuit
ipotetic la (re)inzestrarea completa a tuturor celor
66 de biserici din comunitatile roméanesti, trebuia sa
produca nu mai putin de 1600 de icoane si alte piese
pictate de interior. In realitate, nu toate bisericile
au avut nevoie de innoiri, iar unele comunitati s-au
limitat numai la completari si eventuale reparatii
ale icoanelor vechi sau au apelat la alti zugravi,
concurenti. De aceea am putea restrange productia
lui Alexa in mediul maramuresean la circa 800 de
icoane si alte piese pictate, o cifrd mai apropiata
de capacitatea sa de lucru in cele patru decenii de
activitate. Din a doua jumatate a secolului al X VIII-
lea si pana acum, aproape jumadtate din biserici
au disparut si, impreuna cu ele, mai toata zestrea
lor de icoane. Chiar in bisericile care au dainuit,
fondul de icoane vechi s-a diminuat semnificativ
in timp. Cu toate acestea, s-a pastrat pana in
zilele noastre aproximativ o treime din lucrarile
zugravului Alexa, ceea ce reprezintad un procent
suficient de relevant pentru a-i putea aprecia
intreaga opera si semnificatia ei pentru patrimoniul
maramuresean. Pentru comparatie, icoanele lui
Alexa Insumeaza intre jumatate si doud treimi din
icoanele din secolul al XVIII-lea pastrate din toate
satele romanesti din Maramures. Asadar, Alexa a
fost cel mai productiv si de succes zugrav in partea
de sud a regiunii in veacul respectiv si probabil din
intreaga epoca premoderna.

Datoritd succesului sau profesional considerabil
si indelung in mijlocul romanilor maramureseni,
Alexa a ajuns de buna seama sa cunoasca o mare
parte din zestrea artisticd acumulatd fnaintea lui.
Era firesc ca, atunci cand era chemat sa schimbe
interiorul unei biserici, sa parcurga tot inventarul
existent. Aldturi de preoti si diaconi si cu sprijinul
ctitorilor si donatorilor, el trebuia sd evalueze

13 Pop-Bratu 1981, p. 103, nota 24.
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changes and additions. Consequently, a significant
part of the Byzantine and post-Byzantine artistic
heritage of Maramures was carefully selected,
integrated, and perpetuated, ultimately defined by
Alexa in dialogue with the communities. While
modernizations continued in numerous churches
after his time, no other artist had the opportunity
to reshape interiors on such a large scale, making
his contribution remain significant to this day.

The diversity of Alexa’s surviving works, such
as icons, doors, crosses, chandeliers, triptychs,
banners and furniture, testifies to the complexity
of his work. These artefacts require knowledge
of several trades, the most obvious being
woodworking and carving, the preparation of
pigments and glues, drawing sketches and stencils,
easel and monumental art on canvas and wood,
mastery of several languages, reading theological
and religious books, calligraphy and writing. So
Alexa was not only a man of the thin brush or of
small calligraphy, but he was skilled with the axe,
the compass, the handsaw, the hammer, the drill,
the planer, the knife and the chisel. At home he
had to have a table for fixing, gluing and finishing
icons, an easel, a mortar for crushing pigments and
all sorts of other tools. He also prepared the plasters
for the primer, boiled the glues and varnishes,
burned the charcoal, stretched the canvases and,
if he had the means, applied silver sheets to the
background of some of his icons.

In order to understand the artistic complexity of
Alexa’s painting, we need to look at some key
aspects of his work. In what follows, we will look at
his work as an icon painter from three professional
perspectives in which he excelled: that of painter,
sculptor and scribe.

relevanta artistica, afectiva si practica la tot ce
gdsea, sa faca sugestii de schimbari si completari.
Astfel, o mare parte din mostenirea artistica
bizantina si postbizantind a Maramuresului a
fost selectatd, integrata, perpetuatd pana in zilele
noastre si in cele din urma definitd de Alexa in
dialog cu comunitatile. Cu toate ca modernizarile
au continuat si dupa el In numeroase biserici, totusi
niciun alt artist nu a mai avut posibilitatea de a
remodela interioarele la o scara atat de larga, motiv
pentru care contributia sa a ramas semnificativa
pana in zilele noastre.

Diversitatea lucrarilor ramase de la Alexa, precum
icoane, usi, cruci, candelabre, triptice, prapori,
mobilier, vorbesc despre complexitatea muncii
sale. Aceste produse presupun cunostinte stranse
din mai multe meserii, printre cele mai evidente
fiind prelucrarea si cioplirea lemnului, pregatirea
pigmentilor, a cleiurilor, intocmirea propriilor
caiete de desen cu izvoade si sabloane, pictura
de sevalet si de artd monumentala, pe panza si pe
lemn, stapanirea mai multor limbi, lectura cartilor
teologice si de cult, caligrafia si scrisul. Asadar,
Alexa nu a fost doar un om al pensulei subtiri sau
al penelului de caligrafii marunte, ci avea mainile
deprinse cu securea, barda, firizul, rindeaua,
cutitoiul, briceagul, ciocanul, tarcalamul si dalta.
Acasa, trebuia sa aiba o masa de fixat, incleiat si
incheiat icoane, sevalet de picturd, masa si mojare
de frecat pigmenti si tot felul de alte instrumente.
Tot el prepara gipsurile pentru grund, fierbea
cleiurile, vernis-urile, ardea carbunele de desen,
intindea panzele de casa si, cand avea de unde,
aplica foite de argint pe fundalul unor icoane.

Pentru a cuprinde complexitatea personalitatii
artistice a zugravului Alexa, trebuie sa abordam
mai multe aspecte esentiale culese din creatia sa.
In continuare, i vom analiza activitatea din cele
trei perspective profesionale in care a excelat: cea
de zugrav, de sculptor si de scriptor.
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Identity

In the pre-modern period, several terms were used
to define the profession of painter or artist in sacred
art, in Maramures. The term “zugrav” (from the
Greek zographos) was more popular among the
Romanians, the term “maliar” (from the German
Mahler) among the Ukrainians, and the Latin term
“pictor” among artists with academic ambitions
and pride in the cities and small markets of the
Empire.

Regardless of the term used, the professional
achievements of the artists who performed in
the area varied considerably, depending on their
training, talent and orientation towards a particular
style. According to their training, they can be
divided into three groups. The most competent
artists came from Western academic backgrounds
and worked in the large urban and -cultural
centres around the Carpathians, where they
received commissions from wealthy patrons and
communities. These artists, whether painters or
sculptors, covered a very wide area of circulation,
participating in the shaping and exchange of ideas
and values, responding to the tastes of the elites.
In Maramures, it was not until the cultural reform
of the Bishops of Mukachevo, especially after the
middle of the 18" century, that such outstanding
artists began to appear.'* The second group
includes the provincial painters, who travelled
around the Carpathian countryside, preserving the
post-Byzantine tradition, trained in monasteries or
in the workshop of a master. Although their works
varied in quality, they were often distinguished by
their wide-ranging training, at their best being able
to work equally well in sculpture, painting, drawing
and calligraphy. The formation of a regional style

14 Babos 2020 a, pp. 108-147.

Identitate

In epoci, au circulat mai multi termeni asociabili
profesiei de iconograf. Termenul grec de zugrav
(in greaca: zographos) a fost mai popular printre
romani, cel german de maliar (In germana:
Mahler) intre ucrainieni si cel latin de pictor intre
artistii cu ambitii si orgolii cat de cat academice,
din orase si mici targuri ale imperiului.

Indiferent de apelativul folosit, performantele
profesionale ale artistilor care au circulat in zona
au variat semnificativ, in functie de formatie, talent
si inclinatie spre un anumit stil. Dupa formatia lor,
ei pot fi grupati In trei categorii. Artistii cei mai
competenti veneau din medii academice de factura
occidentald si activau in marile centre urbane
si culturale din jurul Carpatilor, in care primeau
comenzi de la ctitori $i comunitati cu dare de mana.
Acesti artisti, fie ei pictori sau sculptori, acopereau
un spatiu foarte larg de circulatie, participau la
schimburi de idei, valori si raspundeau gustului
elitei din regiune. Astfel de artisti remarcabili
si-au facut aparitia iTn Maramures mai ales dupa
reforma culturald a episcopilor de Muncaci,
indeosebi dupa mijlocul secolului al XVIII-
lea.' In al doilea grup intra zugravii provinciali,
itineranti prin mediul rural din Carpati, pastratori
ai traditiei postbizantine, fiind educati in preajma
unor manastiri sau in atelierul unui maestru. Desi
lucrarile lor puteau varia calitativ, ei excelau adesea
prin polivalenta pregatirii profesionale, putand
aborda in egald masura sculptura, pictura, desenul
si penelul de scris. Formarea unui stil regional s-a
datorat in principal zugravilor célatori, deoarece ei
au dominat o perioada indelungata piata artistica
din Maramures si din Carpatii de Nord, pana spre
miljocul secolului al XIX-lea. Zugravul Alexa

14 Babos 2020 a, p. 108-147.
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fig. 7 The name of the painter Alexa mentioned at position 14 in the 1776 conscription of Berbesti village. National Archives
of Romania, Maramures County Service, fond 45, inv. 508 Fiscal conscriptions, act 25 Berbesti 1776. Photo February 2022.

Numele zugravului Alexa mentionat la pozitia 14 in conscriptia din 1776 a satului Berbesti. Arhivele Nationale ale Romaniei,
Serviciul Judetean Maramures, fond 45 Prefectura Maramuresului, inv. 508 Conscriptii dicale, act 25 Berbesti 1776.

was mainly due to the itinerant painters, who
dominated the artistic market in Maramures and
the North Carpathians for a long period until the
middle of the 19" century. The painter Alexa
belongs to this group. The least skilled were the
local craftsmen, whose training was influenced by
the post-Byzantine painters, who were mostly self-
taught and whose style was often naive. They took
the name of painters and came to serve the needs of
the neighbourhoods of the community of residence
and other limited areas, but sometimes they could
go as far as nearby regions. Local painters began
to appear in the 18" century and reached their peak
in the first half of the 19" century.

In Maramures, it is only where the professional
title appears next to the name that the artist can
be distinguished from the donors without risk of
confusion. Alexa’s name, together with the title of
painter, appears eleven times, as far as we know, in
different sources and places. Although this is not
much, they are crucial to identifying the painter,
defining his unmistakable style and attributing all
of his work.

There are two documentary sources independent

of his works, one in a register recently studied
by the historian Livia Ardelean and the other
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apartinea acestui grup. Cei mai slab pregatiti erau
meseriasii locali, a caror formatie se facea sub
influenta zugravilor de facturd postbizantina, fiind
frecvent autodidacti, si al caror stil era adesea
naiv. Ei 1si asumau numele de zugravi si ajungeau
sd acopere nevoile din vecinatatile comunitatii
de resedinta si din alte zone limitate, insd uneori
puteau ajunge panad departe. Zugravii locali apar
incepand cu secolul al XVIII-lea, iar activitatea lor
ajunge la apogeu In prima jumatate a secolului al
XIX-lea.

In Maramures, numai acolo unde apelativul
profesional apare alaturi de nume, artistul poate fi
distins de donatori fara riscuri de confuzii. Numele
lui Alexa, impreuna cu calitatea de zugrav, apar
de unsprezece ori inregistrate in diferite surse
si locatii, din ceea ce stim pana in prezent. Desi
nu sunt multe, acestea contribuie decisiv la
identificarea zugravului, la definirea stilului sau
inconfundabil si la atribuirea intregii sale opere.

Exista doua surse documentare independente
de lucrarile sale, una este o conscriptie, studiata
recent de Livia Ardelean, iar alta este inscriptia
unui clopot. Conscriptia din anul 1776 a satului
Berbesti confirma faptul ca zugravul Alexa 1si
avea resedinta Tn aceastd localitate (fig. 7). Din



fig. 8 Berbesti. The donor names of the painter Alexa and his wife Elena were scratched on the small bell, which is the only one
left of the three bought in 1757. Photo September 2020.

Berbesti. Numele zugravului Alexa si al sotiei sale Elena au fost zgariate pe clopotul mic, singurul rdmas din cele trei cumparate

in anul 1757. Cei doi s-au insemnat in rolul de donatori.

on a church bell. The records from 1776 in the
village of Berbesti confirm that the painter Alexa
had his residence in this village (fig. 7). From the
conscription we learn that his social status was that
of a tenant or “inquilinus”, i.e. he had the right to
move freely. He lived in a modest third-class house,
probably a room with a vestibule, perhaps with an
adjoining pantry and a veranda, built of wood and
covered by thatch, according to local tradition.
Next to it there must have been a barn and a stable,
because he had a horse, with which he naturally
transported his works and tools when he travelled
through the villages.”” We have no information
about his workshop, but the execution of icons
required a permanent source of heat and light in
the cold and dark seasons. We can only imagine
the interior of his house and workshop, which was
probably unique in Maramures, where family life
was closely accompanied by the creation of icons.

On the bell from Berbesti, most probably cast in
1757, he signed himself only as donor: Zugrau
Alexa and his wife Elena (fig. 8). His handwriting
was engraved directly into the bronze of the bell,'
suggesting that he was present when it was cast.

15 ANR/MM. Fond 45 Prefectura Maramuresului, inv. 508
Conscriptii dicale, act 25 Berbesti 1776.
16 Babos 2020 a, fig. 26.

conscriptie, aflam ca statutul sau social era de
inquilinus sau jeler, adicd avea dreptul de libera
stramutare. El locuia intr-o casd modestd, de
categoria a treia, cel mai probabil o camera cu
tinda, poate completatd cu o camard aldturatd si
un pridvor, ridicata din barne si acoperita cu paie,
dupa traditia locului. Alaturi, trebuia sa aiba un
grajd si o surd, deoarece dispunea de un cal, cu
care, desigur, transporta lucrarile si instrumentele
de lucru, célatorind prin sate'>. Nu avem date despre
atelierul sau, Insa executia icoanelor presupunea o
sursd permanenta de caldura si lumina in perioada
rece. Ramane de domeniul fanteziei cum aratau in
interior casa si atelierul, probabil fard pereche in
tot Maramuresul, unde viata de familie s-a impletit
intim cu creatia de icoane.

Pe clopotul din Berbesti, databil in 1757, el s-a
semnat numai ca donator: zugrau Alexa si soata
sa Elena (fig. 8). De remarcat scrisul sapat direct
in masa de bronz a clopotului'®, ceea ce presupune
prezenta donatorului la turnarea clopotului.

Toate celelalte mentionari ale zugravului apar sub
forma de semnaturi pe lucrari de-ale sale, care-i

15 ANR/MM. Fond 45 Prefectura Maramuresului, inv. 508
Conscriptii dicale, act 25 Berbesti 1776.
16 Babos 2020 a, fig. 26.
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fig. 9 Oncesti. This fruntar was made before 1751 and is the oldest executed by the painter Alexa in Maramures. On the icons
of the main tier and on the festal icons there are almost only Slavonic texts and two dates, 1746 and 1748. The two entrances to
the sanctuary represent an archaic feature of Maramures architecture, the construction of the church being dated around 1621,
a date mentioned on the royal doors and supported by dendrochronological studies. The fruntar is a simplified iconostasis.
According to the rules of the Maramures fruntar, the three upper tiers are painted directly on the wall, while the two lower tiers
consist only of movable icons. Reconstruction (Babos 2019).

Oncesti. Acest frutar a fost executat inainte de 1751 si este cel mai vechi dintre cele realizate de zugravul Alexa in Maramures.
Pe icoanele din registrul principal si pe cele praznicare apar aproape numai texte slavone si doud datari, 1746 si 1748. Cele
doud intrari in altar sunt o trasdturd arhaica a arhitecturii maramuresene, constructia bisericii fiind datatd in jurul anului 1621,
data mentionata pe usile imparatesti si sustinuta de studiile dendrocronologice. Fruntarul este un iconostas simplificat. Dupa
regulile fruntarului maramuresean, cele trei registre superioare sunt pictate direct pe perete, iar cele doua registre de jos sunt
formate numai din icoane mobile.

All other known references to the painter appear in ~ confirma contributia si-i autentifici maniera de
the form of signatures on his works, confirming his lucru. Deoarece o semnaturd nu putea aparea in
contribution and authenticating his style. Since a orice conditii, se ridica firesc o intrebare: cand
signature could notappearunderany circumstances, avea un zugrav dreptul sau posibilitatea de a-si
one question naturally arises: when did a painter semna o lucrare? La prima vedere, semnarea
actually have the right or the opportunity to sign unei lucrari poate fi interpretati ca o afirmare
his work? At first glance, signing a work could a unui drept de autor. In realitate, Alexa pare sa
be interpreted as a claim of authorship. In reality, fi semnat mai mult in rolul de donator decat ca
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Alexa seems to have signed in the role of donor
rather than author, even though his professional
title accompanies him throughout. In the rural
world of Maramures, there was hardly room for
professional claims, especially in competition with
the ardent and proud noble donors. The painter
had to sacrifice something himself, something
significant enough to be accepted on the strict and
prestigious list of donors. The benefit of a donation
was primarily spiritual, being remembered in the
prayers of the parish priest. For this reason, the
painter’s name, together with that of the donors,
tended to appear in places of symbolic importance,
which did not necessarily confer the greatest
professional exposure.

Six of his signatures can be found on the interior
walls of churches. In the narthex of Calinesti Céeni,
painted in 1754, he appears in two places, writing
his name as zugravul Alexander Ponekhalsky.
On the fruntar in Sarbi Susani, completed on
10 June 1760, he signs with the same name. In
Budesti Susani, on the wall painting of the fruntar,
finished on 8 November 1760, zugravul Alexandru
Ponekhalsky writes his given name in a Romanian
form. Then, on 28 February 1762, he signed the
wall of the fruntar in Budesti Josani only with his
first name, zugravul Alexander, and with reference
only to the main and royal icons. Another mention
on a wall was identified in 1769 in an inscription on
the fruntar painted by him in Berbesti, the village
of his residence, where he was briefly mentioned
with an emphasis of familiarity: zugrau Alexa."

In general, it is rare to find an icon signed and
dated by the artist. Among art historians, an
unquestionable identification of a painter with
his work cannot be certified without a signature.
Because of its rarity and importance, the signed
work becomes a reference, an alpha for all others
of its kind. Of the more than 250 known movable
objects that can be attributed to Alexa, only two
alpha icons with his signature have survived: the
first is an icon donated to the widows of Viseu
de Mijloc in 1767 (figs. 2-3, cat. 161), and the
second is a royal icon donated to the monastery
of Giulesti in 1777 (fig. 6, cat. 237). In both cases,
he identifies himself as Alexa the Sinner, with the
meaning of a humble donor before the Creator.
The ninth signature was recorded on a triptych in
the sanctuary of the church of Berbesti, now lost,
probably dating from 1769, where Alexa appeared
together with his wife lelena.'

17 Barlea 1909, p. 20, note 63.
18 Barlea 1909, p. 19, note 62.

zugrav, chiar dacé titlul profesional il insoteste
peste tot. In lumea rurali maramureseani nu
era loc pentru pretentii profesionale, mai ales in
concurentd cu nobilii donatori, atat de zelosi si
orgoliosi. Zugravul trebuia sa sacrifice el insusi
ceva, suficient de semnificativ, ca sa poata intra in
sirul strict si ravnit al donatorilor. Beneficiul unei
donatii era in primul rand de ordin spiritual, prin
pomenirea in rugdciunile preotului din respectiva
comunitate, si numai in plan secund conferea
prestigiu social. De aceea numele zugravului
apare, la fel ca si al altor donatori, de preferinta
in locuri cu Incarcatura simbolica, nu neaparat cu
maxima expunere profesionala.

Sase semnaturi se gasesc pe peretii interiori
ai unor biserici. In tinda din Calinesti Cieni,
pictatd in 1754, el apare in doua locuri, semnat cu
numele de zugravul Alexander Ponehalschi. Pe
fruntarul din Sarbi Susani, terminat pe 10 iunie
1760, se semneazi cu acelasi nume. In Budesti
Susani, 1In pisania picturii fruntarului, terminata
pe 8 noiembrie 1760, 1si scrie numele sub o forma
romanizata, zugravul Alexandru Ponehalschi. El se
semneaza apoi pe peretele fruntarului din Budesti
Josani in 28 februarie 1762, doar cu prenumele,
zugravul Alexander, si cu adresd numai la icoanele
mari si imparatesti. O altd mentionare pe un perete
a fost identificatd intr-o pisanie din anul 1769 de
pe fruntarul pictat de el in Berbesti, in satul de
resedinta, unde s-a semnat scurt, cu un accent de
familiaritate: zugrau Alexa'.

In general, se intampla rar sa intdlnesti o icoani
semnati si datati de autor. Intre specialistii in
istoria artei, o asociere fara dubii a unui zugrav cu
opera sa nu poate fi certificatd fara o semnatura.
Datorita raritatii si importantei piesei semnate, ea
devine o referintd, un alfa pentru toate celelalte
asemanitoare. Intre cele peste 250 de piese mobile
cunoscute, care 1i pot fi atribuite lui Alexandru
Ponehalschi, se pastreaza numai doua icoane alfa,
cu semnaturda pe ele, prima fiind icoana daruita
vaduvelor din Viseu de Mijloc in 1767 (fig. 2-3,
cat. 161), iar a doua fiind icoana imparateasca
inchinatd manastirii din Giulesti in 1777 (fig. 6,
cat. 237). Pe amandoud el se semneaza zugrdu
Alexa cel pdcatos, cu sens de donator smerit
inaintea Creatorului. O ultimd semnatura a lasat-o
intr-un pomelnic din altarul bisericii din Berbesti,
acum disparut, probabil din 1769, unde Alexii
apare alaturi de sotia sa lelena'®.

17 Barlea 1909, p. 20, insemnarea 63.
18 Barlea 1909, p. 19, insemnarea 62.
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fig. 10 Oncesti. The depiction of the Last Judgement in the narthex was probably painted in the early 1750s. The fragment to the
right of the nave entrance is somewhat better preserved, having survived dismantling, transport and reassembly in the open-air
section of the Maramures Museum in 1975. The visible explanatory texts are in Romanian only, but contain some grammatical
errors and Slavonic expressions. Foto July 2019.

Oncesti. Reprezentarea Judecatii de Apoi in tinda a fost pictata probabil la inceputul anilor 1750. Fragmentul din dreapta intrarii
in naos este ceva mai bine pastrat, supravietuind demontarii, transportului si remontarii constructiei in Muzeul Maramuresului,
sectia in aer liber, in 1975. Textele explicative vizibile sunt numai in romana, dar amestecate cu slavonisme si redata cu greseli

gramaticale.

A more subtle form of assuming the role of donor,
without a signature, is found on the back of the icon
of the Coronation of the Virgin in Borsa de Sus,
dated 1765 (cat. 148). It depicts the patron saints
of the church, Archangel Michael and Gabriel, as
well as the painter’s spiritual patron, Saint Alexius,
and of his wife, Empress Helen."” An inscription
on a wall inside the sanctuary of the church of
Berbesti, dating from 1769, in which the painter
made a dedication to his spiritual patron under his
image,” should also be interpreted in this way.

19 Terdik 2016, p. 59.
20 Barlea 1909, p. 19, note 61.

32

O forma mai subtild de a-si asuma o lucrare in
rolul de donator, fara semniturd, se regaseste
pe dosul icoanei Incoronarea Maicii Domnului
din Borsa de Sus, datata in 1765 (cat. 148). Aici
1i regdsim pictati atat pe patronii bisericii, Sfintii
Arhangheli Mihail si Gavriil, cat si pe patronul
spiritual al zugravului, Sfantul lerarh Alexie, si
pe cel al sotiei sale, Impardteasa Elena®. Tot in
acest mod trebuie interpretata inscriptia din altarul
bisericii din Berbesti, din 1769, unde zugravul a
facut o dedicatie patronului sau spiritual chiar sub
chipul acestuia®.

19 Terdik 2016, p. 59.
20 Barlea 1909, p. 19, insemnarea 61.



We know almost nothing about Alexa’s origins.
His surname, Ponekhalsky, is found on inscriptions
and has a West Slavic, probably Polish, resonance.
However, his profession as a painter in Byzantine
churches testifies to his Ukrainian origin.?! His
presence in Maramures is not surprising, since
itinerant Ukrainian painters were valued and
called to work in the area throughout the pre-
modern period.?? What really stands out is his
decision to settle down permanently in the area.
The inscriptions give us a glimpse of his private
life: his marriage to Helena, with whom he always
shared the role of donor. Could Helena have been
a local, or did he simply find a good place for his
family to settle and a good market for his trade?
Whatever the reason for his stay in the area, the
encounter between the painter and the locals was
an auspicious one for both parties.

Painting

The painter Alexa spent much of his activity
alternating between commissions for small, mobile
works and large murals. Naturally, painting church
walls kept him away from home and his studio
easel for long periods of time. We do not have
precise data on how long it took him to complete a
wall surface, but his church inscriptions from 1760
give us some valuable clues. He probably worked
on the fruntar in Sarbi Susani (12 m?, figs. 14-17)
for more than a month, between May and June,
and completed the work with a dedication dated 10
June 1760. It is unlikely that the painter would have
been involved in monumental work earlier that
year, before Easter, during the cold and difficult
period of Lent. As the winters in the Maramures
mountain valleys were long,” lasting until May,
the warm season did not begin until Pentecost. In
Budesti Susani he was involved in three works, in
continuation of the same year, 1760: the walls of
the sanctuary (25 m?), the fruntar (22 m?, fig.19)
and the lower walls of the nave (15 m?). The latter
two were included in a single commission, as
suggested by a joint dedication dated 8 November.
The sanctuary, according to another dedication,
was commissioned separately by different
clients (fig. 40), and the work was completed on
4 November, so most of the time the two rooms
were worked on in parallel. In Budesti Susani he
probably worked for five months, from June to

21 A Ponechal family is known in central Slovakia in a
Catholic environment, where it has been documented since
the late 17" century.

22 Dumitran, Kruk; ed (2023). Somak, Covaci 2022; Babos,
Covaci 2020.

23 Ardelean 2020, pp. 46-73.

Despre originea lui, nu stim practic nimic. Numele
de familie Inscris 1n pisanii este Ponehalschi, care
are o rezonantd vest slavicd, cel mai probabil
poloneza, insa profesia de zugrav in biserici de
rit bizantin marturiseste o origine ucraineand*'.
Prezenta sa iTn Maramures nu surprinde pe nimeni,
deoarece zugravii ucraineni itineranti au fost
apreciati si chemati sd lucreze in zona in toata
epoca premodernd®?. Ceea ce iese in evidenta cu
adevarat este alegerea sa de a se stabili permanent
in zona. Din inscriptii, desprindem un crampei din
viata lui personald: casatoria cu Elena, Tmpreuna
cu care a impartit mereu rolul de donator. Sa fi fost
Elena o localnica? Sau pur si simplu a gasit in zona
un loc prielnic pentru familie si o piatd bund in
meseria sa? Oricare ar fi fost motivul raméanerii sale
in zon4, intalnirea dintre zugrav si maramureseni a
fost una de bun augur pentru ambele parti.

Zugravitul

Zugravul Alexa a alternat o bund parte din
activitatea sa Intre comenzile de piese mici, mobile
si cele mari, murale. Desigur, pictarea peretilor de
biserici l-a tinut perioade lungi departe de casa
si de sevaletul din atelier. Nu avem date precise
despre cat timp 1i trebuia sa termine o suprafata
de perete, dar Tnsemnarile Iui din biserici din anul
1760 ne dau cateva indicii pretioase. La fruntarul
din Sarbi Susani (12 m? fig. 14-17) a lucrat cel
mai probabil timp de mai bine de o luna, intre
mai si iunie, incheind lucrarea cu o pisanie datata
10 iunie 1760. Putin probabil ca zugravul sa fi
fost prins in lucrari monumentale mai devreme,
inainte de Pasti, in perioada mai rece si dificila a
postului. Cum iernile erau lungi in depresiunile
muntoase ale Maramuresului®®, pana prin mai,
sezonul cald incepea de-abia spre Rusalii. In
Budesti Susani, el a fost implicat 1n trei lucrari,
in continuarea aceluiasi an, 1760: peretii altarului
(25 m?), fruntarul (22 m?, fig.19) si peretii de jos
ai naosului (15 m?). Cele doua din urma au fost
cuprinse intr-o singurd comandad, sugeratd de o
pisanie comund din 8 noiembrie. Altarul a fost
comandat separat, conform pisaniei, de ctitori
diferiti (fig. 40), lucrare incheiata pe 4 noiembrie,
deci o buna parte de timp a lucrat in paralel in
ambele incaperi. In Budesti Susani, el a lucrat
probabil din iunie pana in noiembrie, timp de cinci
luni, terminand in medie cam 12 metri patrati de

21 O familie Ponechal este cunoscuta in centrul Slovaciei,
in mediul catolic, unde a fost documentata inca de la sfarsitul
secolului al XVII-lea.

22 Dumitran, Kruk; ed (2023). Somak, Covaci 2022; Babos,
Covaci 2020.

23 Ardelean 2020, p. 46-73.
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fig. 11 Calinesti Cdeni. The monumental wall painting in the narthex, signed by the painter Alexa and dated August 1754.
Three large icons (cat. 36-38) of the fruntar of women have been inserted in the Last Judgement. Photo September 2017. The
inscription in the clouds above the main icons contains the following text (verified in black, completed in blue and erased in
green):

Calinesti Caeni. Pictura parietald monumentala din tinda, semnata de zugravul Alexa si datata in august 1754. Trei icoane mari
(cat. 36-38) din fruntarul femeilor au fost intercalate in Judecata de Apoi. Foto septembrie 2017. Pisania, desfasurata in norii
de peste icoanele principale, contine urmatorul text (verificat in negru, completat in albastru, sters in verde):

Acles]ta s[fan]tu lucru au platit 7 [florin]ti satul si Marinca cu so[tu sau Simion] si [bo]iarii ce cu so[coteald] pentru sandtate
si ertare p[acjatelor pentru toti pomafnd in veci, amin.] 1754, [luna lui] avgust [2]9, zucrav[u]l Alecxander Ponehalschii.
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November, completing on average about 12 square
metres of mural per month. If we add this up, we
see that the painter was engaged in painting walls
from spring to late autumn, during the whole warm
season of 1760. Obviously, the dated icons that
have survived from 1760 could only have been
painted in the cold season, at the beginning or end
of the year, the only times when the painter was
able to stay at home in his studio (fig. 18). The
icons of 1760 fully confirm this reconstruction.

The fruntar of the small church of Calinesti Caeni
is dated 10 May 1752 (fig.12), marking the first
stage of the mural painting, while the eastern

picturd parietala pe luna. Daca insumam, vedem
ca zugravul a fost prins in lucrdri monumentale
din primavara pand toamna tarziu, in tot sezonul
cald al anului 1760. In mod firesc, icoanele datate
pastrate din anul 1760 puteau fi realizate numai in
sezonul rece, la Inceputul anului sau spre sfarsit,
singurele perioade in care zugravul a putut sta
acasd, 1n atelier (fig. 18). Icoanele datate cert in
1760 confirma pe deplin aceasta reconstituire.

Fruntarul de la micuta biserica din Calinesti Caeni
a fost datat in 10 mai 1752 (fig.12), marcand prima
etapd de inzestrare cu pictura parietala, in timp
ce jumatatea de est a tindei a fost terminata pe 19
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fig. 12 Calinesti Caeni. The church fruntar, dated 10 May 1752, has almost exclusively Slavonic texts. The festal tier was
added in 1753-1755. The large icons of the main tier and the royal doors were made between 1771 and 1772. The fruntar has
only two entrances to the altar, an archaic feature of the Maramures iconostasis, the church dating from 1629. Reconstruction.

Calinesti Caeni. Fruntarul bisericii, datat 10 mai 1752, prevazut aproape numai cu texte slavone. Registrul praznicelor a fost
adaus in anii 1753-1755. Icoanele mari ale registrului principal si usile imparatesti au fost executate intre anii 1771-1772.
Fruntarul prezintd doar doua intrari spre altar, o caracteristica arhaica a iconostasului maramuresean, biserica fiind datata

dendrocronologic in anul 1629.

half of the narthex was completed on 19 August
1754 (fig. 11), when the entire work was finished.
The nave (fig. 5) and sanctuary were probably
completed in the summer of 1753. If we add up his
work in Célinesti Caeni, we can see that one warm
season alone was not enough for him to completely
paint the interior of a small church like Calinesti
Céeni, much less a medium or large church. This
explains why the painter Alexa worked in stages,
returning from year to year until he had completed
the whole interior, as we see in Ieud Deal and
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august 1754 (fig. 11), cand s-au incheiat lucrarile.
Naosul (fig. 5) si altarul au fost cel mai probabil
executate 1n vara anului 1753. Daca punem cap la
cap munca sa din Calinesti Caeni, constatam ca un
sezon cald nu-i era suficient, de unul singur, pentru
a zugravi in Intregime chiar si o biserica atat de
micd precum era cea din Célinesti Caeni. Cu atat
mai putin o biserica medie sau mare. Asa se explica
de ce zugravul Alexa lucra in etape, cu reveniri de
la an la an, pana termina un ansamblu integral,
dupa cum vedem in leud Deal si fragmentar in




fig. 13 Calinesti Caeni. The representation of Christ the True Vine to the right of the prothesis, painted on the north-eastern wall,
probably in 1753, is the central scene of the Eucharistic cycle in the sanctuary. Behind Christ, the painter explains the scene:
This is Jesus, the Giver of Life. On the right, the angel stands with an unfolded scroll on which appears the beginning of the
priest’s prayer at the Office of Oblation: Save us from the condemnation of the law with your precious blood. The importance
and popularity of the theme is underlined by its representation on movable icons in the sanctuary. (cat. 58-59, 62, 89 si 99).
Photo September 2020.

Calinesti Caeni. Reprezentarea Hristos Vita cea Adevarata din dreapta proscomidiarului, pictata pe peretele de nord-est, probabil
in anul 1753, constituie scena centrala din ciclul euharistic in altar. In spatele lui Hristos, zugravul explica scena: Acesti este
Ifi]s[us] datétoriul de viata. In dreapta, st ingerul cu o filacterd desfisurati pe care apare inceputul rugiciunii preotului de la
proscomidie: Rascumparatuf-Jne[-a]i pre noi din blestemul legii cu scump sdngele tau. Importanta si popularitatea temei este
subliniata de redarea ei pe icoane mobile, pastrate in altar (cat. 58-59, 62, 89 s1 99).

Oncesti. The interior of the church in Ieud Deal
is completely covered with at least 235 square
metres of religious scenes and over 50 square
metres of simple ornamental elements. If we take
the average of 12 square metres per month for the
painter Alexa alone, according to data from 1760,
the extensive surfaces of leud Deal could not have
been completed in three consecutive summers,
especially if we consider the vaults and ceilings,

Oncesti. Interiorul bisericii din leud Deal este
acoperit in intregime cu cel putin 235 metri patrati
de scene religioase si cu alti peste 50 metri patrati
de elemente simple ornamentale. Dacéd socotim o
medie de circa 12 metri patrati Intr-o luna pentru
zugravul Alexa, de unul singur, conform datelor
din 1760, suprafetele extinse din leud Deal nu
puteau fi terminate nici in trei veri succesive, mai
ales dacd luam in considerare boltile si tavanele,
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which would have tested the physical endurance
and patience of any artist. As far as we know, Alexa
painted in 1764-1765 the walls of the sanctuary,
nave and narthex inside the church of Ieud Deal.*
The work in the workshop during the cold season
of the same years was devoted to a series of
objects ordered from different places, close or far
from each other, such as Sarbi Josani, Poienile
Izei, Dragomiresti, Salistea de Sus and Viseu de
Mijloc. Cutting, carving and painting icons took
up much of his time. Basically, in one cold season,
depending on the complexity of the work, he could
produce a complete set of fruntar icons and other
religious objects in a church, which could number
between 20 and 30 pieces. However, as he had to
divide his attention between several simultaneous
commissions, the dating of the icons in some
churches extended over several years in successive
stages, as in the case of the wall paintings. If the
paintings on the walls of the churches could not be
executed during the cold season, part of the warm

24 According to the parish register of 1774, the church of Ieud
Deal was renovated between 1764 and 1765 by the nobleman
Mihai Balea. Véghse6 2016, p. 421.

care ar fi pus la grea Incercare rezistenta fizica si
rabdarea oricarui artist. Din putinele date pe care
le avem la dispozitie, Alexa ar fi putut lucra intre
anii 1764-1765 la pictura peretilor din altarul,
naosul si tinda bisericii din Ieud Deal**. Lucrul
in atelier, In sezonul rece din aceiasi ani, a fost
dedicat unor serii de comenzi de piese mobile, din
multiple locatii, apropiate sau chiar indepartate
una de alta, precum Sarbi Josani, Poienile Izei,
Dragomiresti, Salistea de Sus si Viseu de Mijloc.
Taiatul, cioplitul si zugravitul icoanelor 1i cereau
mult timp. Practic, intr-un sezon rece, in functie de
complexitatea lucrarilor, ar fi putut termina un set
complet de icoane de fruntar si alte obiecte de cult
dintr-o biserica, ce putea insuma intre 20-30 de
piese. Cum 1nsa el a trebuit sa-si alterneze atentia
intre diferite comenzi simultane, datarea icoanelor
din anumite locatii se intinde pe mai multi ani,
la fel ca si pictura de pe pereti, realizata in etape
succesive. Dacd picturile de pe peretii bisericilor
nu puteau fi executate in sezonul rece, in schimb

24 Conform conscriptiei parohiale din 1774, biserica din Ieud
Deal a fost renovata de nobilul Mihai Balea intre anii 1764-
1765. Véghsed 2016, p. 421.

fig. 14-15 Sdrbi Susani. Inscription of the wall painting of the fruntar, completed in the first part of the warm season of 1760.
Photo July 2022. In the left corner, under the console of the vault:

Sérbi Susani. Pisania picturii parietale a fruntarului, terminati in prima parte a sezonului cald din anul 1760. in coltul stang,

sub consola boltii:

Din mila lui D[u]mn[e]zeu si din darul D[u]hului Sf[d]nt si eu am ag[iJutorit losip lacovu cu zugravul Alecxander
Ponehalschii de lucru beserdcii, hie pomana intru veci de veci Amean. In the right corner: / in coltul drept: Cu vrearia Tatdlui
si cu indemnarea Fiiului §i cu savarsir[ea] D[u]hului Sf[d]nt, amin, bine au vrut serbu lui D[umne]z[e]u, Borodi Chira si cu
sotul dumisale Achimie, de au platit 15 florinti de au zugravit acest fruntariu ca sa le fie pomana dum/niJilor sale si a tot nfe]
amul lor. An Dom/[nului] 1760 luna iunie 10 zile.

ST
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fig. 16 Sdrbi Susani. The fruntar was remodelled in the second half of the 18" century, replacing an old iconostasis painted
on canvas, while the church dates from 1639. The small size of the fiuntar allowed the upper tiers to be painted on the wall in
about six weeks in 1760. The donors of the fruntar differ from wall to icons and even from icon to icon. The upper tiers on the
wall were paid for by Chira and Achimie Borodi. The royal icons were bought in the winter of 1759 by loanas losip and Porfira
Pasca, together with lacov losip and Maricuta Balin (Mother of God, cat. 87), Egnat and Axenia Damian (Christ Pantokrator,
cat. 86). The patron saint icon of Saint Paraskeva (cat. 93) was painted on the back of another older icon in February 1760, at
the expense of two families: Ioanas losip and Porfira Pasca, lacov losip and Maricuta Balin. The large icon of the Descent into
Hell (cat. 95) was purchased by Adrian (?) and Catalina Tamas. Five of the 13 festal icons were bought later, in the autumn-
winter of 1772: Saint Basil the Great (cat. 203) was bought by the schoolmaster Iacob, one and the same with Iacov Iosip, who
bought the Presentation in the Temple of Christ (cat. 204), the Exaltation of the True Cross (cat. 201) and the Baptism (cat. 202)
were bought by Gheorghie and Calina Berinde, the Ascension (cat. 206) was bought by Ioan Borodi. In the church there is a
separate set of small icons of the same size as the festal icons: the icon of Saint George and the Dragon (cat. 205) ordered and
paid for in advance by Vasile Bilin, the icon of Saint Demetrius bought by Ioan Borodi (cat. 208) and another small icon of the
Mother of God (cat. 209) bought by the priest Ignat. Reconstruction.

e RS |

Sarbi Susani. Fruntarul a nlocuit In a doua jumatate a secolului al XVIII-lea un iconostas pictat pe panza, poate la fel de vechi
cu biserica, care dateaza din anul 1639. Dimensiunile reduse ale fruntarului au permis pictarea registrelor superioare de pe
perete in circa sase saptamani, in anul 1760. Donatorii fruntarului difera de la pereti la icoane si chiar de la o icoana la alta.
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fig. 17 Sdarbi Susani. The monumental wall painting of the fiuntar is signed by the painter Alexa and dated 10 June 1760.
All the texts, either explanatory on the upper tiers or quoted in scrolls, were written for the first time only in Romanian. The
technique used was tempera with an organic binder, probably egg. The palette shows a narrow range of red, ochre and umbra
earth pigments, to which the painter added only black and white. The natural pigments were probably of local or neighbouring

origin. Photo July 2022.

season could be devoted to more complex movable
objects, as was the case of the royal doors in the
upper church of Apsa de Mijloc, which were part of
a larger commission for the iconostasis completed
in August 1761.> Moreover, from 1770 onwards,
the painter abandoned his commitments to mural
painting and devoted himself exclusively to the
execution of icons, some of which, naturally, were
executed in the warm season.

25 Babos 2020 b, pp. 16-43.
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o parte din sezonul cald putea fi dedicat unor
obiecte mobile mai complexe, asa cum sugereaza
usile Tmparatesti din biserica de sus din Apsa de
Mijloc, care au facut parte dintr-o comandd mai
insemnata la iconostas, incheiata in august 1761%.
De altfel, incepand cu 1770, zugravul a renuntat
la angajamente in picturi parietale, dedicandu-se
numai executiei de icoane, unele dintre ele fiind
firesc datate in sezonul cald.

25 Babos 2020 b, p. 16-43.
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Sarbi Susani. Pictura parietald monumentalad a fruntarului a fost semnata de zugravul Alexa si datata 10 iunie 1760. Toate
textele, fie cele explicative de pe benzile superioare, fie citatele redate pe filactere, au fost scrise pentru prima data numai in
limba roméana. Tehnica de executie a fost in tempera, cu liant organic, probabil din oua. in paleta coloristici se remarca gama
restransd de pigmenti de pdmant rosu, ocru si umbra la care zugravul a addugat doar negru si alb. Cel mai probabil, pigmentii

sunt de provenienta locala sau din vecinatate.

Style

As an artist, Alexa displays his own distinctive
style, which remains consistent throughout his
work.” The style is post-Byzantine, simplified in
form, not seeking perfection but merely suggesting
it. Against this post-Byzantine background, there
are elements of Ukrainian Baroque influence, most
visible in the sculptural compositions, but also in

26 A description of his way of working can be found in
Pop-Bratu 1981, pp. 93-95.

Maniera

Ca artist, zugravul Alexa demonstreaza un stil
propriu, distinct, care ramane consecvent de-a
lungul intregii sale activitati®. Stilul sau pictural
este postbizantin, simplificat, care nu cautd
formele perfecte, ci doar sugerarea lor. Pe acest
fond postbizantin apar influente ale barocului
ucrainean, mai vizibile in compozitii sculptate,

26 Descrieri ale manierei sale de lucru la Pop-Bratu 1981,
p. 93-95.
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fig. 18 Seasonal activity in 1760. The works of the painter Alexa document and highlight the transition from icon painting in
the studio to monumental painting in the field and back again, from one season to the next.

Activitatea sezoniera in 1760. Lucrarile zugravului Alexa din anul 1760 documenteaza si evidentiaza trecerile de la pictarea
icoanelor, in atelier, la lucrari monumentale de santier si inapoi, de la un sezon la altul.

the anatomy of the faces and hands, painted in the
brightest colours available: pink and especially
white, less ochre.?’ (figs. 2 and 21) Shadows are
absent from the faces and were probably avoided.
A scene was divided into several distinct colour
fields, for background, drapery, architecture,
landscape, scenery, which would have remained
rather flat, lacking expression, without a final
reinforcement of the drawing with graphic
accents. For this reason, post-Byzantine graphic
art was essential in a painting that concentrated
so much on colour and light, without shading.
When necessary, darkness was represented by dark
colours in contrast with the rest of the surface.

Alexa’s way of drawing, first schematically, on a
compositional level, and then adding the necessary
details, is evident in both mural and icon art. His
sketches are clearly visible in the icon of the Entry
into Jerusalem of Viseu de Mijloc (fig. 20 and
cat. 165). Although the geometry of the human
proportions and the composition of the scenes
are well studied, the final drawing is free and

27 Pop-Bratu 1981, p. 94.
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dar si in anatomia chipurilor si mainilor, tratata
in culorile cele mai luminoase avute la indemana:
rozuri i mai ales alb, mai putin ocru?’. (fig. 2 si
21) Umbrele lipsesc de pe chipuri si erau probabil
evitate. O scend era Impartitd Tn mai multe
campuri de culoare distincte, pentru fond, draperii,
arhitectura, peisaj, decor, care ar fi ramas destul
de plate, lipsite de expresie, farad o intarire finald a
desenului, prin accente grafice. De aceea, grafismul
postbizantin era absolut necesar intr-o pictura atat
de concentrata pe culoare si lumina, fara adaugarea
umbrei. Cand era necesar, intunericul era redat
cu ajutorul culorilor inchise, in contrast cu restul
suprafetelor.

Atat in arta murala, cat si in cea de icoane transpare
modul sdu de a desena, mai intai schematic, la
nivel compozitional, addugand ulterior detaliile
necesare. Schitele lui se pot vedea clar pe
icoana praznicar Intrarea in lerusalim din Viseu
de Mijloc (fig. 20 si cat. 165). Desi geometria
proportiilor umane si compozitia scenelor sunt
bine studiate, desenul final este conturat liber si

27 Pop-Bratu 1981, p. 94.



fig. 19 Budesti Susani. Photo July 2019. Painted tiers on the wall of the fruntar. The inscription is on the left, below the console,
and reads as follows:

Budesti Susani. Registrele pictate pe perete ale fruntarului. Pisania se afld in stdnga, sub consola, si are urmatorul continut:

Din mila lui Dumn/[e]zau si din darul D[u]hul[ui] Sf/a]nt s[-]au milostivit D[u]mnezau de s[-]au facut si s[-]au indemnat din
indemnul lui Popa lonas de s[-]au zugravit besereca de zugravul Alecxandru Ponehalschii si s[-]au zidit ac[i]asta sf]aJnta
besereca spre lauda lui D[u]mnezdu si spre izbavire sufletelor crestinesti si a satului tuturora noi titorii, eu Popa lonag preutul
satului §i cu a sa giupanase lura Mdricuta si feciorii lor Vasalie si Toader si Grigorie si fatute loana si Bud Toader si Opris
Vartic si Bata Stefan. Anul 1760, m[esiJt[a] Noembrie 8 zile.
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fig. 20 Viseu de Mijloc. In the icon of the Entry into Jeru-
salem (cat. 165), the characteristic features of the painter’s
drawing can be seen where the layer of paint has deteriorated.
His drawing style appears free and minimalist, executed in
charcoal. Photo April 2019.

Viseu de Mijloc. Acolo unde stratul de pictura s-a deteriorat, in
icoana praznicar Intrarea in lerusalim, circa 1767 (cat. 165),
se observa trasaturile caracteristice ale desenului zugravului
Alexa. Desenul lui este liber si minimalist, lucrat in carbune.
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Coroana bogat ornamentata in relief plat,
care imitd perle §i pietre prefioase

Fond metalic, argintat, cu
desen decorativ vegetal
incizat in grund

Ochii mari tintesc privitorul, pornesc din
linia nasului, pleoapa superioara este
acoperita cu o tugd albd, irisul deschis are
punct central i contur negru, o pata alba
subliniaza sclipirea privirii. Albul ochilor
complet conturat, cearcanul usor sugerat.

Nasul drept, in usor semiprofil, se ingusteazd
in jos, primeste un contur deschis in prim
plan si unul inchis in plan secund, nari
arcuite

Tragusul urechii la fel de
mare ca lobul. Urechea
este complet conturatd.

Fata senind, ovald, cu contur puternic sub
barbie, acoperita cu nuante de rozuri

Linia gurii usor arcuitd, adesea neutrd in
expresie, in nuanta inchisa, conturul buzelor
in rosu stins

Desenul puternic conturat,
in negru, brun sau rosu,
cu efecte de addncime si

lumind sau umbra

Maini proportionate,

cu degete articulate la
incheieturi, corect redate
anatomic

Vesminte in rosu, albastru, alb si ocru, cu
falduri in linii simple, putin perlate pe tiv,
materialitatea subliniata de caderea lor sub
efectul gravitatiei

Oncesti. Trasaturi caracteristice ale
picturii zugravului Alexa in icoana
imparateasca Maica Domnului cu
Pruncul, circa 1746-1748 (cat. 12).



Richly decorated crown in low relief, imita-
ting pearls and gemstones.

Silvered background, with
decorative vegetal design
engraved in plaster.

The large eyes begin at the nose and face
the viewer, the upper eyelid has a white tint,
the open iris has a central point and a black
outline, while a white spot underlines the
sparkle of the eyes. The whites of the eyes
are fully outlined and the dark circles are
slightly indicated.

The nose is straight, slightly semi-profiled,
tapering downwards, with a light outline
in the foreground and a dark outline in the
background, with arched nostrils.

The tragus of the ear is as
large as the lobe. The ear
is completely contoured.

Serene, oval face, strongly contoured under
the chin, covered with pinkish tones.

Slightly arched mouth line, usually neutral in
expression, in a dark shade, lip contours in
muted red.

Strongly outlined drawing
in black, brown or red,
with depth and light or
shadow effects.

Hands are proportioned
with articulated fingers at
the wrists, anatomically
correct.

Garments in red, blue, white and ochre, with
Sfolds in simple lines, slightly pearled at the
edge, the materiality emphasised by their
falling under the effect of gravity.

fig. 21 Oncesti. Characteristic features
of the painting by Alexa in the royal
icon of the Mother of God, c. 1746-
1748 (cat. 12). Photo April 2019.
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spontaneous.?® The different sizes of his works on
the same theme and the compositional variations
from one work to the next show that he always
transferred the iconographic source freely, on both
large and small surfaces.

Faces are the most distinctive of the artist’s works,
making it possible to identify them even when not
signed.” The way in which the eyebrow, eyelid and
eye are arched and gathered into the lines of the
nose, with or without the addition of a dark circle,
give common facial features that are specific to
Alexa’s faces. The typology of the face presents
strong cheekbones, emphasised by the light placed
on them. The mouth is fleshy, well curved, but
undersized and always silent. The most striking
detail is the outline of the ears, especially the
emphasis on the tragus, which is as prominent as
the lobe. The ears and the lower part of the face are
diminished in size, measuring only three quarters
of the nose.

Alexa, like most painters of his time, approached
easel painting more or less differently from wall
painting. Easel painting was more meticulous,
closer to nature in portraiture and in the anatomy
of the hands, while wall painting was more
graphic, better adapted to the tradition of post-
Byzantine monumental art, visible in costume,
drapery, landscape, scenery and background.
The transition from one approach to the other is
often made within the same scene, with greater
attention being paid to the main figures. There
are icons, generally smaller, where the style can
be exclusively graphic, just as there are carefully
treated faces on the walls, as in the large icons.
In the decorative fields, the style remains very
simple, whether it is the human figure, the floral
or the geometric element. The geometric motifs of
the painted bottom of the walls are similar to those
of Maramures carpets.

In his paintings, Alexa portrays the drama of
biblical events in a participatory way, recounting
them in increasingly long, explanatory texts,
imbued with their meaning. This concern to
understand the scenes and to capture some of the
emotions reveals his commitment to upholding
and conveying theological doctrine, not just to
give an aesthetic face to the church interior. The

28 They can be compared with the well-preserved 17" cen-
tury drawings on the exterior Southern wall of the church of
Krainykovo (Zakarpattia) and by Ioan Plohod on the back of
the iconostasis of the Moisei Monastery.

29 Babos 2019, pp. 133-161, fig. 28.
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spontan®®. Dimensiunile diferite ale lucrarilor sale
pe aceeasi tema si variatiile compozitionale de la
0 piesa la alta demonstreaza ca transpunea izvodul
iconografic de fiecare data liber, atat pe suprafetele
mari, cat si pe cele mici.

Chipurile sunt cele mai distinctive in arta zugra-
vului, facand posibila identificarea lucrarilor sale
chiar fara semnaturi*’. Modul in care spranceana,
pleoapa si ochiul sunt arcuite si adunate in linii-
le de structura si compozitie ale nasului, la care
se adauga sau nu cearcanul, dau trasaturi faciale
comune, specifice chipurilor Iui Alexa. Tipologia
fetei prezinta zigomati puternici, subliniati de lu-
mina asezata pe ei. Gura este carnala, bine arcuita,
dar subdimensionata si mereu tacutd. Cel mai dis-
tinct detaliu este dat de conturul urechilor, indeo-
sebi de sublinierea tragusului, care devine la fel de
proeminent ca si lobul. Urechile si partea de sub
nas a fetei sunt subdimensionate, masurand doar
trei sferturi din nas.

Zugravul Alexa, ca mai toti zugravii din vremea
lui, aborda mai mult sau mai putin diferit pictura
de sevalet de cea murala. Pictura de sevalet era
mai atent lucratd, mai aproape de natural, in
portret si Tn anatomia mainilor, pe cdnd cea murala
era mai graficd, mai bine adaptatd traditiei artei
monumentale postbizantine, vizibild in costumatie,
drapaje, peisaj, scenografie si fundal. Trecerea
de la o abordare la alta se face adesea in aceeasi
scend, prin atentia sporitd acordatd personajelor
principale. Sunt icoane, In general mai marunte,
unde stilul poate fi exclusiv grafic, tot asa cum
sunt chipuri pe pereti tratate cu mare atentie, ca
si in icoanele mari. In campurile decorative, stilul
ramane foarte simplu, indiferent cd abordeaza
figura umand, elementul floral sau geometric.
Motivele geometrice ale poalelor de icoand se
apropie de cele ale covoarelor maramuresene.

In picturile sale, Alexa transmite dramatismul
faptelor biblice, participativ, povestindu-le in texte
din ce In ce mai lungi, explicative, patruns de
semnificatia lor. Aceastd grija suplimentara pentru
intelegerea scenelor si surprinderea intr-o masura
incipientad a emotiilor, dezvaluie implicarea sa in
a sustine si transmite Invataturile teologice, nu
doar de a da un chip estetic interiorului bisericii.
Accentul il pune nu atat pe perfectiunea formelor
cat mai ales pe limpezimea mesajului, in buna

28 Se pot compara cu desenele bine pastrate din secolul al
XVlI-lea de pe peretele sudic al bisericii din Crainiceni si cele
ale lui Ioan Plohod de pe dosul tamplei Manastirii Moisei.

29 Babos 2019, p. 133-161, fig. 28.
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fig. 22 Berbesti. Reconstruction of the fruntar (Babos 2020 a). The icons of the fruntar have been dated to the cold season 1759-
1760. The painted tiers on the wall had an inscription dated August 26, 1769:

Berbesti. Icoanele fruntarului au fost datate in sezonul rece 1759-1760. Registrele pictate pe perete au avut o pisanie datata 26
august 1769, sub registrul apostolilor:

Din mila lui Dfu]mnezeu si din darul D[u]hului Sf{d]nt s-au milostivit de s-au indemnat spre lucru bun hotnosu Stefan Potacu
si nemis birau Gheorghie Avremescu si cu toti boierii impreund ai satului, precum am fdcut contractusu cu zugrau Alexa si am
imbracat Sf[dJnta beserecd spre lauda lui D[u]mn[e]zeu, si ca sd le fie pomana lor si ertare de pacatele mortilor, in veci de
veci, Amin. 1769 avgust 26.
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fig. 23 Viseu de Mijloc. The wooden church was dated 1569 by an old conscription (Véghsed 2016, p. 404) and was replaced by
a stone church in 1827. The movable icons made by the painter Alexa, dated 1767, which came from the fruntar of the former
wooden church, were reused in the stone church for a while, then they were sold and today they are scattered in four different
collections. Most probably, the church had only two doors to the sanctuary, according to the archaic model, and a width of about
4.6 m, or 16 royal feet (28.8 cm, Babos 2004, pp. 117-123). In order to accommodate all the festal icons, two had to be placed
on the side walls, in the same way as in the Oncesti fruntar. Of the large icons on the main tier, only the icon of the patron saint,
the Annunciation, is missing. From the women’s fiuntar, two other royal icons have been preserved. Reconstruction.

Viseu de Mijloc. Biserica de lemn era datata in anul 1569 de o conscriptie veche (Véghsed 2016, p. 404) si a fost inlocuitd de
una de zid in 1827. Icoanele mobile lucrate de zugravul Alexa, datate in anul 1767, care provin din fruntarul fostei biserici de
lemn, au fost o perioada de timp refolosite in biserica de zid, dupa care au fost vandute, fiind azi imprastiate in patru colectii
diferite. Cel mai probabil, biserica avea doar doua usi spre altar, dupa tiparul arhaic, si o latime de circa 4,6 m sau 16 urme
regale (28,8 cm, Babos 2004, p. 117-123). Pentru ca toate icoanele praznicare sa aiba loc, doud trebuiau sa fie asezate pe peretii
laterali, dupa modelul fruntarului din Oncesti. Dintre icoanele mari ale registrului principal lipseste numai icoana de hram:
Buna Vestire. Din fruntarul femeilor s-au pastrat alte doua icoane Imparatesti.

emphasis is not so much on perfection of form as
on clarity of message, in a good Baroque rhetorical
and post-Byzantine formal tradition. His mastery
of painting and sculpture, but above all of the
liturgical and rhetorical meaning of the symbols
concealed behind decorative motifs of all kinds,
testifies to his solid training and spiritual authority
in the trade.*

30 Babos 2021 a, pp. 214-257.
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traditie retoricd baroca si formald postbizantina.
Stapanirea artei zugravitului, a sculpturii, dar mai
ales a sensului liturgic si retoric dat simbolurilor
ascunse in spatele motivelor decorative de tot felul,
demonstreaza formatia sa solida si autoritatea sa
spirituald in spatiul in care a activat®.

30 Babos 2021 a, p. 214-257.



Iconography

The iconostasis is the most important piece of the
church and the most complex work of art inside,
with a significant role in the liturgical ceremony
and, for this reason, essential to the Byzantine rite.
The iconostasis, in its demarcation of the visible
from the invisible world and in its monumental
and elaborate design, represents a unique icon of
the Salvation of the faithful, i.e. the entrance into
the Kingdom of Heaven. In Maramures, as in the
whole of Transylvania, the most widespread and
oldest known type of iconostasis is the fruntar. The
popular Maramures fruntar has no less than five
tiers of images, forming the cycle of the Salvation
(fig. 9). On the fruntar there is a transition from
movable icons in two lower tiers to wall paintings
in three upper tiers. Each tier focuses on the scene
in the axis. The central axis is read from bottom
to top because of the ascending meaning, practical
function and significance of the lower tiers in the
liturgical ritual. At the midst of the icons is the
entrance to the sanctuary with the royal doors,
whose iconography captures the essence of the
Sfruntar.’!

Most of the objects and icons painted by Alexa,
about 4 out of 5, come from the fruntars. The main
tier of large icons varies from 4 to 6 and even 8
icons, depending on the number of doors and the
capacity of the church. On either side of the royal
doors, stands the pair: the Mother of God and
Christ Pantokrator, which have been given the
name of royal icons. On the left, Saint Nicholas
of Myra is almost impossible to miss. The icon of
the patron saint is mandatory, but naturally varies
from church to church, the most popular being
the Nativity and the Virgin Mary Dormition, Saint
Paraskeva, the Archangels Michael and Gabriel
and Saint Nicholas of Myra. Not all large icons
come from the main tier. Many of them were meant
for the small women’s fruntar that emerged at that
time, which explains the presence of duplicates of
the royal icons in the same church. In this respect,
the eastern wall of the narthex of Calinesti Caeni
is significant, where three main icons (cat. 36-37-
38) are integrated into the mural of 1754. Movable
icons from the women’s fruntar can be identified
in Viseu de Mijloc (cat. 160-161). There are also
a number of royal doors and some deacons’ doors,
with their specific iconographic programmes.
Above the doors, in the tier of the feasts, twelve
small icons have been grouped together, with

31 Babos 2021 a, pp. 214-257.

Iconografie

Iconostasul constituie piesa de maxim interes
a bisericii, fiind cea mai complexa lucrare din
interior, cu un rost semnificativ in actul liturgic
si, din acest motiv, purtatoare de simboluri
esentiale pentru ritul bizantin. Iconostasul, prin
delimitarea lumii vizibile de cea invizibild si
prin desfasurarea sa monumentala si complexa,
expune pentru credinciosii din bisericd o icoana a
Mantuirii fara de egal, adica a intrarii in imparatia
cerului. In Maramures, cel mai raspandit si vechi
tip de iconostas cunoscut este fruntarul, care se
desfasoara pe cinci registre si are ciclul Mantuirii
ca tema centrald (fig. 9). Pe fruntar se face trecerea
de la icoane mobile, in doua registre inferioare,
la picturda murala, desfasuratd pe trei registre
superioare. Fiecare registru se concentreaza pe
scena din ax. Axul central se citeste de jos in sus,
datorita sensului de indltare, functiei practice si
semnificatiei registrelor de jos in ritualul liturgic.
In mijlocul icoanelor, in centrul atentiei, se afla
intrarea spre altar cu usile imparatesti, care prin
iconografia lor surprind esenta fruntarului’'.

Majoritatea absoluta a obiectelor pictate de Alexa,
aproximativ 4 din 5, provin din fruntare. Registrul
principal de icoane mari variazd, in functie de
numarul de usi si de capacitatea bisericii, de la 4
la 6 si chiar la 8 icoane. De o parte si de alta a
usilor Tmparatesti sta perechea Maica Domnului
cu Pruncul si lisus Hristos Pantocrator, numite
indeoste icoane imparatesti. Alaturi de ele, Sfantul
Nicolae este aproape nelipsit. Icoana hramului
este obligatorie, dar variaza firesc de la o biserica
la alta, reprezentarile cele mai frecvente fiind:
Nasterea Maicii Domnului si Adormirea Maicii
Domnului, Sfanta Parascheva, Arhanghelii
Mihail si Gavriil si Sfantul Nicolae. Nu toate
icoanele mari provin din fruntarul principal, din
naos. O buna parte din ele au fost menite micului
fruntar al femeilor, care 1n acea perioada prinde
contur si care explica prezenta unor dublete ale
icoanelor mari Tn aceeasi bisericd. Semnificativ
in acest sens este peretele de rasarit al tindei din
Cilinesti Caeni, unde sunt integrate in pictura
de pe perete, din 1754, trei icoane mari (cat. 36-
37-38). Icoane mobile provenite din fruntarul
femeilor pot fi identificate in Vigeu de Mijloc (cat.
160-161). Se pastreaza, in plus, un numar de usi
imparatesti si cateva usi diaconesti, cu programele
lor iconografice specifice. In registrul priznicar,

31 Babos 2021 a, p. 214-257.
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minor variations and additions. There is a thirteenth
icon in the centre of the tier, with the unvarying
representation of the Mandylion.

Icons on the altar and on the prothesis were
introduced into the interior of Greek Catholic
churches through a growing Western Latin
influence. The altar icon depicts Our Lady in
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fig. 24 Moisei Monastery. The altar icon of the
Mother of God has been preserved only in fragments.
During its conservation, the following inscription
was discovered on the tympanum: An alm from the
donor Mihai ... In Christ ... this holy tabernacle
was completed. The work was inspired or even
based on a drawing of the painter Alexa. However,
it was finished by another painter, most probably
Gheorghe Plohod from Dragomiresti. Many thanks
to the restorer Mihai Covaci for the exchange of
information about this painting, so difficult to assign.
Photo September 2020. /

Manastirea Moisei. Icoana de altar Maica Domnului
cu Pruncul s-a pastrat numai fragmentar. Dupa
curatare, a fost descoperitd urmatoarea inscriptie pe
timpan: Pfo]mand [CtiJtor Mi[hai] ... In Hr[istos]
... §[-Jau ghetat acest [sfant] chivot. Lucrarea a fost
inspiratd sau chiar are la baza desenul zugravului
Alexa. A fost insa definitivatd cu pictura de un alt
zugrav, cel mai probabil Gheorghe Plohod din
Dragomiresti. Multumiri restauratorului  Mihai
Covaci pentru schimbul de informatii din timpul
conservarii acestei piese, atat de greu de atribuit.

desfasurat deasupra usilor, se regasesc cele 12
mari praznice, cu mici variatii si completari. in
centrul registrului apare a treisprezecea icoana, cu
reprezentarea invariabild a Mandilionului.

Icoanele de pe masa altarului si de la masa pro-
scomidiarului au intrat in epocd in interioarele
bisericilor greco-catolice, prin influenta occiden-



various poses, especially the Mother of God on one
side and the Nativity of Mary on the other. A series
of icons, whose frames can often be compared to
those of the altar or royal icons, are dedicated to
the Coronation of the Virgin by the Holy Trinity,
possibly used as side altars. On the prothesis we
find the icon of Christ the True Vine, with an
Eucharistic meaning.

A special group is formed by the icons placed on
the walls of the nave and even in the narthex, or
among the main icons with themes such as the
Three Holy Hierarchs, Apostles Peter and Paul,
the Nativity of John the Baptist or the Beheading
of Saint John the Baptist, Saint George and the
Dragon, Saint Theodore Stratelates slaying
Dragon or Saint Demetrius. Among the smaller
icons are the Raising of Lazarus (cat. 215), Saint
Nikitas slaying the demon (cat. 240), the Vision of
Saint Peter of Alexandria (cat. 238) or the Forty
Martyrs of Sebaste (cat. 170). A rare combination
of representations, the New and Old Testament
versions of Trinity, can be seen on the two sides
of the cross from the church of Nanesti (cat.
250). The dimensions of the solitary icons are
often determined by those of the fruntar, either
the large, royal ones or the small, festal ones,
indicating an aesthetic idea of uniformity. Among
the furnishings, the candleholders suspended from
the vault and moved by pulleys hangs above the
solea, painted on both sides, mainly with cherubs
and seraphim. Inside the santuary, there are a few
triptychs, ciboriums and prothesis cabinets, painted
in a more decorative manner and subordinated to
their function.

The image of the Mother of God the Unfading
Flower, with Mary holding a lily in her right
hand, is depicted on some royal icons. In Barsana
and Feresti, this image was combined with Mary
as Queen of Heaven, coronated by two angels
(cat. 20 and 100), a fusion that circulated in
the Carpathian area.’> A remarkable feature is
represented in the icon of Christ the True Vine
from Cilinesti Cédeni (cat. 58). Although Jesus is
at the centre of the composition, all the figures
turn their heads towards the Mother of God on
the left. She has a sword pierced into her heart,
an image that introduces the Latin iconography
of the Mother of God of the Seven Arrows. A
unique iconographic sequence in the Orthodox
world and beyond can be found in the painting
on canvas from Budesti Susani, dedicated to the

32 denax 2017, pp. 44-52.

tald latind. Icoana altarului o infatiseaza pe Maica
Domnului in diferite ipostaze, indeosebi Maica
Domnului cu Pruncul pe o parte si Zamislirea Mai-
cii Domnului pe cealata parte. Un grup de icoane,
ale caror rame adesea se pot compara cu cele ale
icoanei de pe masa altarului sau cu cele impara-
testi, sunt dedicate /ncorondrii Maicii Domnului
de catre Sfdanta Treime, posibil asezate pe peretii
perimetrali. La proscomidiar intdlnim icoana /lisus
Vita cea Adevarata, cu conotatie euharistica.

Un grup distinct 1l formeaza icoanele asezate pe
peretii din naos si chiar 1n tinda, cu teme precum:
Sfintii Trei lerarhi, Sfintii Apostoli Petru si Pavel,
Nasterea Sfantului loan Botezatorul sau Taierea
Capului  Sfantului loan Botezatorul, Sfantul
Gheorghe, Sfantul Teodor sau Sfantul Dumitru.
Cu caracter singular, intdlnim Intre aceste icoane
Invierea lui Lazdr (cat. 215), Sfantul Nechita (cat.
240), Sfantul Petru din Alexandria (cat. 238) sau
Sfintii 40 de Mucenici (cat. 170). O combinatie
rard de reprezentdri, Sfanta Treime 1n versiunile
neotestamentara si veterotestamentard, se poate
vedea pe cele doua fete ale crucii din naosul
bisericii din Nanesti (cat. 250). Dimensiunile
icoanelor solitare sunt adesea conditionate de cele
de pe fruntar, fie de ale celor mari, Tmparatesti,
fie de ale celor mici, praznicare, ceea ce indica
o idee estetica de uniformitate. Dintre piesele de
mobilier, se disting lumanararele cu pipe din fier
batut, agatate In boltd si manevrate prin scripete,
peste solee, pictate pe ambele fete, in principal
cu heruvimi si serafimi. In altar, sunt cateva
pomelnice, ciborii si dulapuri de proscomidie
pictate mai mult decorativ si subordonat functiei
lor.

Reprezentarea Maicii Domnului Floarea cea
Nevestejita, cu Maria tinand o floare in mana
dreapta, este ilustrata pe unele icoane Tmparatesti.
Aceasta imagine a fost combinata la Barsana si
Feresti cu tipul Maica Domnului Impdrateasa
Cerurilor, care o prezintd pe Fecioard Incoronata
de doi ingeri (cat. 20 si 100), o alaturare care a
circulat in zona Carpatilor’*>. O tema remarcabila
apare cuprinsa in icoana Hristos Vita cea Adevarata
din Calinesti Caeni (cat. 58). Desi lisus std in
centrul compozitiei, toate personajele isi arunca
privirile si muta atentia spre Maica Domnului,
aflatd in stinga imaginii. Aceasta are o sabie Infipta
in inimd, imagine prin care se face o introducere
in iconografia de origine latind Maica Domnului
cu sapte sageti. O iconografie cu totul unica in
lumea ortodoxa, si nu numai, aflam in pictura pe

32 ®epax 2017, 44-52.
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fig. 25-26 Alexa’s master. The icons of Virgin Mary Dormition from Velesnytsia, Pokuttia (left), and from Calinesti Susani,
Maramures (right), demonstrate the master’s circulation on the both sides of the mountains. Photo June 2023 and April 2019.

Maestrul lui Alexa. Icoana praznicar Adormirea Maicii Domnului din Velesnytsia, Pocutia (stdnga), si sora ei din Calinesti
Susani, Maramures (dreapta), demonstreaza circulatia peste munti a maestrului zugrav si sugereaza originea sa pocutiana.

Annunciation cycle (cat. 73).* The painting should
be read from the scene of the Annunciation, placed
between the four Evangelists. The Three Holy
Hierarchs are added eccentrically on the far right.
The composition refers to a troparion of the Virgin
Mary: “The prophets have preached, the apostles
have taught, the disciples have confessed, and we
have believed: that you are the Mother of God,
the Giver of Truth.”** This work demonstrates the
close relationship between the Annunciation, the
Four Evangelists and the Three Holy Hierarchs,
and sheds light on the composition, iconography
and meaning of the painting on the elaborate royal
doors of Maramures.*

In the iconographic representations of Alexa’s
icons, every detail has a meaning. Through his

33 Babos 2021 a, pp. 214-257, fig 7.

34 November Menaion 1778, Ramnic, p. 204; (Bogorodi-
ciele) troparion of the Mother of God, tone 3, Wednesday
evening.

35 Babos 2022, p. 268.

52

panza din Budesti Susani cu tema Ciclul Bunei
Vestiri (cat. 73)*. Panza trebuie cititd plecand de
la scena Bunei Vestiri, care a fost asezata intre cei
patru evanghelisti. Cei trei ierarhi au fost atasati
excentric, n capatul din dreapta. Compozitia
face trimitere la un tropar al Maicii Domnului:
,»Proorocii au propoveduit, apostolii au invatat,
mucenicii au marturisit §i noi am crezut: ca tu
esti de Dumnezeu Nascdatoare dupd adevar™*.
Aceasta piesa demonstreaza legatura intima dintre
Buna Vestire, Cei Patru Evanghelisti si Sfintii
Trei lerarhi, lamurind compozitia, iconografia si
semnificatia picturii din elaboratele usi imparatesti
din Maramures™®.

Fiecare detaliu din compozitiile iconografice ale
lui Alexa, poartd o semnificatie. Prin formatia

33 Babos 2021 a, p. 214-257, fig 7.

34 Mineiu pe luna Noiembrie 1778, Ramnic, p 204; (Bogo-
rodiciele) troparele Nascatoarei de Dumnezeu, glasul al 3-lea,
miercuri seara.

35 Babos 2022, p. 268.



fig. 27 Viseu de Mijloc. The icon of the Last Judgement was executed by his master, then cut and reused by Alexa for large
reverse-painted icons. Photo July 2019 (left, cat. 159) and July 2022 (right, cat. 158). Despite some differences in physiognomic
features, backgrounds and folds of the clothes, there is a great resemblance between their works.

Viseu de Mijloc. Icoana Judecata de Apoi a fost executata de maestru, tdiata si refolositd ulterior de Alexa pentru icoane mari,
pictate pe dos. Foto iulie 2019 (stanga, cat. 159) si iulie 2022 (dreapta, cat. 158). Cu toate diferentele care apar in unele trasaturi
fizionomice, de fundal si de redare a pliurilor la vesminte, se poate constata o asemanare mare intre lucrarile lor.

solid theological training and pedagogical acumen,
he offers the viewer occasional explanatory details
through which we can enter into the deeper meaning
of his works. One of the most recurrent decorative
elements in the background, characteristic of
Alexa’s icons, takes the form of a drop of liquid. Its
identity and symbolism can be better understood
in the icon of Christ the True Vine from Berbesti
(cat. 89), where the Slavonic text on the scroll
unrolled by the angel suggests: “This is my blood,
the blood of the covenant, shed for many for the
forgiveness of sins” (Matthew 26:28).3¢ The drops
of blood appear in the background to underline
the iconography of the Sacrament, and from here
they move into the background of other icons to
associate them with the presence or immanence of
the Christic Sacrifice.

36 Credit to Roksolana Kosiv for transcription. For the special
importance of the communion in blood within the Byzantine
Church see: Kosiv 2023, pp. 197-198.

teologica solida si calitatea pedagogica, el ofera
uneori privitorului detalii explicative, prin care
poate patrunde 1intelesul profund al lucrarilor
sale. Unul dintre elementele decorative cele mai
repetitive 1n fundal, caracteristic icoanelor lui
Alexa, prinde forma unui strop de lichid. Identitatea
si simbolismul lui pot fi mai bine intelese 1n icoana
Hristos Vita cea Adevarata din Berbesti (cat. 89),
unde textul slavon de pe filactera desfasurata de
inger lasa de inteles ca: “acesta este sangele Meu,
sangele legamantului, care este varsat pentru
multi spre iertarea pdcatelor” (Matei 26:28)%.
Stropii de sange apar aici in fundal cu rolul de a
sublinia iconografia sacrificiului, iar de aici trec in
fondul altor icoane pentru a le conecta la prezenta
sau iminenta sacrificiului hristic.

36 Multumiri lui Roksolanei Kosiv pentru transcriere. Pentru
importanta impartasirii cu sange in cadrul Bisericii Bizantine,
vezi: Kosiv 2023, p. 197-198.
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fig. 28-29 The master of the icon of Christ Pantokrator in Harnicesti was a contemporary of Alexa’s master. His period
of activity in Maramures can be estimated to the second quarter of the 18" century by means of two dated icons: Christ
Pantokrator from Harnicesti, dated 1728 (left), and the Mother of God from Calinesti Susani, dated 1750 (right). Photo June
2023 and September 2020.

Pictorul icoanei lisus Hristos Pantocrator de la Harnicesti a fost contemporan cu maestrul lui Alexa. Perioada lui de activitate
in Maramures poate fi incadrata in al doilea patrar al secolului al XVIII-lea prin doua icoane datate: lisus Hristos Pantocrator
din Harnicesti, din 1728 (stanga), si Maica Domnului cu Pruncul din Calinesti Susani, din 1750 (dreapta).

The series of icons of Christ the True Vine made in
1755 for the churches in Calinesti Caeni (cat. 58),
Budesti Susani (cat. 62) and Borsa de Sus (cat. 59)
are important for understanding another recurring
background element in most of his works. It is
the motif of the vine in Jesus’ words: “I am the
true vine and my Father is the worker”, “I am the
vine, you are the branches” and “If you abide in
me and my words abide in you, ask what you will
and it will be given you”. (John 15; 1, 5 and 7) The
iconographic theme of Christ the True Vine has a
strong Eucharistic message and is intended to hang
above or to the right of the prothesis. The text on
the angels’ scroll contains a prayer from the Office
of Oblation during the liturgy. Thus the vines in
the background or on the frames of the Alexa icons
can reveal the presence of Christ or the divine
participation in human history and salvation.
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Seria de icoane Hristos Vita cea Adevarata facute
in anul 1755 pentru bisericile din Calinesti Caeni
(cat. 58), Budesti Susani (cat. 62) si din Borsa de
Sus (cat. 59) sunt semnificative pentru a intelege
un alt element de fundal, regasit in majoritatea
lucrarilor Iui. Este vorba de motivul vegetal al
vitei de vie din cuvintele lui lisus ,, Eu sunt vita
cea adevarata si Tatal Meu este lucratorul”, ,, Eu
sunt vita, voi sunteti mladitele” si ,, Daca ramdneti
intru Mine si cuvintele Mele raman cu voi, cereti
ceea ce voiti si se va da voua” (loan 15; 1, 5 si
7). Iconoana Hristos Vita cea Adevarata poarta
un puternic mesaj euharistic, fiind menitd a sta in
dreptul proscomidiarului. Textele de pe filacterele
ingerilor cuprind rugaciuni de la proscomidie, din
timpul liturghiei. Asadar, mladitele de vita de vie
din fundalul sau din ramele icoanelor lui Alexa pot
revela prezenta lui Hristos sau participarea divina
in istoria si salvarea omenirii.



fig. 30-31 The icon of Saint Nicholas of Myra in Velesnytsia, Pokuttia region (left), and the Nativity in Rona de Jos, Maramures
(right), demonstrate the circulation of the master of the icon of Christ Pantokrator in Harnicesti across the Carpathians and his
probable Pokuttian origin. Photo June 2023 and April 2019. The anonymous painters from Harnicesti and Sat Sugatag were
different in terms of native talent, but belonged to the same Pokuttian school, in which the painter Alexa was also trained.

Icoana Sfdntul Nicolae din Velesnytsia, regiunea Pocutia (stanga), si Nasterea Domnului din Rona de Jos, Maramures (dreapta),
demonstreaza circulatia pictorului icoanei Isus Hristos Pantocrator din Harnicesti peste Carpati si probabila sa origine
pocutiand. Zugravii anonimi din Harnicesti si Sat Sugatag, difera in ceea ce priveste inzestrarea nativa, dar apartin aceleiasi

scoli pocutiene, in care s-a format apoi si zugravul Alexa.

The motifs of the blood and the vine, engraved
in the background of the icons and carved in the
frames, link the icons, beyond their thematic
diversity, to the iconography of the Christological
sacrifice at the Prothesis. They seem to remind the
viewer of the context in which the icons are needed,
a symbolic-theological and a functional-liturgical
one, with the probable intention of underlining
the particular importance of the Eucharist, of
communion and union with Christ, in both body
and blood.

The wall paintings inside the churches were
designed by the painter Alexa, always starting from
the central theme of Salvation on the fruntar. There
are several interconnected thematic cycles, both
contextual and illustrative, specific to each room.
The nave is dedicated to the Story of Creation,
with themes from the two Testaments: Genesis, the

Atat motivul stropilor de sange, cat si cel al vitei
de vie din fundalul icoanelor si chiar din ramele
sculptate, leagd piesele mobile de iconografia
sacrificiului hristic de la proscomidiar, dincolo de
diversitatea lor tematica. Ele par a aminti privito-
rului contextul in care sunt necesare icoanele, unul
simbolic-teologic si unul functional-liturgic, cu
intentia probabila de a sublinia semnificatia deose-
bita a euharistiei, a Impartasirii si unirii cu Hristos,
atat in trup cat si in sange.

Pictura parietald din interiorul bisericilor a fost
conceputa de zugravul Alexa plecand de fiecare
data de la subiectul central al Mdntuirii de pe frun-
tar. In acest sens, se disting cateva cicluri tematice
interdependente, contextuale si explicative, speci-
fice fiecdrei Incaperi. Astfel, naosul cuprinde Isto-
ria Creatiei, fiind acoperit cu teme din cele doua
testamente: Geneza, Viata si Minunile lui Hristos
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Life and Miracles of Christ and the Passion; the
narthex, the Fate of Creation, dominated by the
Last Judgement, while the Sanctuary is dominated
by the Mystery of the Eucharist. Within each
cycle there is a key scene from which all the other
scenes unfold. In the sanctuary, the key scene is
Christ the True Vine at the prothesis. The nave is
dominated by the figure of the Creator, Ancient of
Days, looking down from the centre of the vault,
and the Last Supper scene on the west gable. In
the narthex, Christ Pantokrator is placed above
one of the entrances (fig. 11). To these structural
principles, of course, some side scenes and themes
were added or subtracted, with variations and
nuances of content and meaning.*’

Evolution
In the artist’s work, it is difficult to distinguish
some chronological, evolutionary reference

points. One of the few obvious changes is the
transition in the 1750s from the use of Slavonic
to Romanian in explanatory texts and quotations
on icons and wall paintings. The Oncesti fruntar
(fig. 9) was probably completed by the time of the
canonical visitation in the summer of 1751, when
the interior was praised for its beauty by the bishop
of Mukachevo, Mikhail Manuil Olshavsky. Here
all the texts were written in Slavonic. The fruntar
from the church of Calinesti Caeni (fig. 12), dated
10 May 1752, is another important landmark
in this respect, being almost entirely inscribed
in Slavonic. The same is true of the sanctuary,
which was most likely painted immediately after
the fruntar. The fruntar in leud Deal Deal (fig. 4)
is much older than the murals in the rest of the
church. Both the Slavonic texts and the decorative
frieze around it testify to its age. The text on the
open book in the royal icon of Christ Pantokrator
from Cornesti (cat. 23) proves the persistence of
the use of Slavonic; the icon being dated October
1753. The painting in the nave and the narthex of
the church of Oncesti must also date from the early
years of the same decade, given the mixture of
languages and the difficult Romanian expressions.
On the other hand, the Slavonic language in the
nave and the narthex of Calinesti Caeni was almost
completely replaced by Romanian, the work in the
narthex being completed in 1754. The icons in
Cilinesti, Sarbi and Budesti, dated 1755, are still

37 For a description of the thematic cycles, see Pop-Bratu’s
book 1982, pp. 23-42. For the theology of the iconographic
programme, see Filip 2020. Filip proposes the interpretation
of the iconographic programme from the perspective of the
theology of the Triod. The author leaves out the iconostasis
and chooses the centre of the vault as the starting point for the
analysis of the wall painting.
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si Patimile, tinda surprinde Destinul Final al Cre-
atiei, fiind dominata de Judecata de Apoi, in timp
ce 1n altar domina ciclul misterului euharistic. Fie-
care ciclu are, la randul lui, o scena-cheie, din care
se desfisoara toate celelalte componente. In altar,
scena-cheie este Hristos Vita cea Adevarata de la
proscomidiar. Naosul este dominat de figura Cre-
atorului, Tatal cel Vechi de Zile, plasat in centrul
boltii, si respectiv de scena Cina cea de Taina de
pe tampla de vest. lar tinda, 1l are pe Hristos Drep-
tul Judecator n axul de intrare in tinda sau spre
naos (fig. 11). La aceste principii structurale sunt
adause sau scoase, bineteles, unele scene si subiec-
te colaterale, cu variatii si nuantari de continut i
sens’’.

Evolutie

In lucrarile artistului, se remarca consecventa sa
stilisticd. Unul dintre putinele repere evolutive
este deceniul cuprins intre 1750-1760, cand a
trecut de la folosirea limbii slavone la limba
romand, in redarea texte explicative si a citatelor
de pe icoane si din picturile parietale, pentru a
le aduce pe intelesul clientilor sai. Fruntarul din
Oncesti (fig. 9) era cel mai probabil terminat
la data vizitei canonice din vara anului 1751,
inzestrarea interioara fiind apreciatd in termeni
pozitivi de episcopul de la Muncaci, Mihail
Manuil Olshavsky. Aici, toate textele au fost scrise
in slavona. Fruntarul de la biserica din Calinesti
Céeni (fig. 12), datat 10 mai 1752, constituie Inca
un important reper in acest sens, inscrisurile fiind
aproape in intregime in slavona. Lucrurile stau
la fel in altarul din Calinesti Céeni, zugravit, cel
mai probabil, imediat dupa fruntar. Pictura de pe
peretele fruntarului din Ieud Deal (fig. 4) este mult
mai veche decat cea din restul bisericii. Despre
vechimea acesteia vorbesc atat textele in slavona,
cat si rama decorativa din jurul fruntarului, care
apare numai atunci cand fruntarul era gandit
distinct, fara continuare in naos. Textul in slavona
de pe cartea vietii, in icoana impdarateasca lisus
Hristos Pantocrator din Cornesti (cat. 23), dove-
deste persistenta utilizarii limbii slavone, icoana
fiind datata In octombrie 1753. Din primii ani ai
deceniului trebuie sa fie si pictura din naosul si
tinda bisericii din Oncesti, dat fiind amestecul
de limbi si exprimarea greoaie in limba romana.
In schimb, in naosul si tinda din Calinesti Caeni,

37 Pentru descrierea ciclurilor tematice vezi Pop-Bratu 1982,
p- 23-42. Pentru teologia programului iconografic vezi Filip
2020. Filip propune interpretarea programului iconografic din
perspectiva teologiei Triodului. Autoarea omite iconostasul,
alegand centrul boltei ca punct de plecare in analiza picturii
parietale.



filled with Slavonic texts mixed with Romanian
ones. Another important landmark are two icons
of the Praise of the Mother of God, from Budesti
Susani (cat. 54) and Sarbi Susani (cat. 87), whose
relationship with the tier of prophets on the fruntar
is evident in the translations. The translation of
the texts on the prophets’ scrolls took place as
late as December 1759, on the icon from Sarbi
Susani, and was copied the following summer
on the respective tiers of the fruntars from Sarbi
Susani and Budesti Susani. After 1760, Slavonic
inscriptions became very rare. An exception
was made for the royal doors, where texts with
quotations from the Gospels lasted in Slavonic.

Alexa’s evolution as an icon painter is also
noticeable, to a limited extent, in his depictions
of human anatomy. The faces of the figures were
more often rounded in the first two decades,
becoming more elongated in the last part of his
work in Maramures. Whereas in his earliest icons
the figures have a certain rigidity, tension and
stringency in their gaze, given by the canonical
code inherited from earlier masters, in his later
icons we see a serenity in the face, a lightness in
the shape of the human body, probably given by
artistic and life experience.

Throughout his work, he remained faithful to
the post-Byzantine style he had learnt under the
influence of the Ukrainian Baroque, of which he
was one of the last major exponents in Maramures.
Surprisingly, the doors of Valea Stejarului (cat.
221) show the artist’s late, unique flirtation with
the Rococo style, which was gaining in popularity
at the time.

Timeline

Like most painters of his time, Alexa went through
a period of training under a master, a period of
maturity and artistic independence, and a late
period of sharing experience with apprentices. His
work after returning to his native region adds a
final twist to his professional life.

During his apprenticeship, he was trained by an
anonymous master. This master is best defined
by a wall painting on the fruntar in the village of
Sat Sugatag and identified in several icons from
different churches (figs. 25-27).®® The master
may have come to Maramures together with
a companion whose related work can also be
identified in Maramures in the second quarter of
the 18" century (figs. 28-31). The small team of

38 Babos 2021, pp. 64-87.

limba slavonda a disparut aproape in intregime,
lucrarile in tinda fiind terminate in 1754. Icoanele
din Calinesti, Sarbi si Budesti, datate in 1755,
sunt incd pline de slavonisme, amestecate cu texte
romanesti. Un alt reper important il ofera icoanele
Maicii Domnului cu Pruncul slavita de profeti de
la Budesti Susani (cat. 54) si Sarbi Susani (cat.
87), ale caror legaturi cu registrele profetilor de pe
fruntare sunt evidentiate de traduceri. Traducerea
textelor de pe filacterele profetilor a avut loc abia in
decembrie 1759, pe icoana de la Sarbi Susani, fiind
apoi reluata in registrele respective ale fruntarelor
de la Sarbi Susani si Budesti Susani, pictate in vara
urmatoare. Dupa 1760, slavonismele raman foarte
rare. O exceptie o constituie usile Tmparatesti,
unde cartile evanghelistilor vor fi scrise 1n slavona
pana la sfarsit.

Evolutia Iui Alexa ca iconar se remarca intr-o ma-
surd limitata si In reprezentarile anatomiei umane.
Fetele personajelor au fost in primele doud decenii
redate adesea mai rotund, devenind mai alungite in
ultima parte a activitatii sale in Maramures. Daca,
in cele mai vechi icoane, personajele au o anumita
rigiditate, incordare si severitate in priviri, data de
codul canonic preluat de la maestrii anteriori, Tn
ultimele lui icoane vedem o seninatate a chipului,
o lejeritate 1n structura corpului uman, data proba-
bil de o experienta artistica si de viata.

In toata activitatea lui, a fost fidel stilului post-
bizantin insusit pe filiera barocd ucraineana, fi-
ind unul dintre ultimii sdi reprezentanti majori in
Maramures. In mod surprinzitor, usile de la Valea
Stejarului (cat. 221) probeaza o cochetarie tarzie,
singulara, a artistului cu stilul rococo, atat de gus-
tat Tn epoca.

Periodizare

Ca mai toti zugravii din timpul sdu, Alexa a
trecut printr-o primd faza de formare in grija
unui maestru, o perioada de activitate solitara
si de deplind maturitate profesionald, precum
si 0 perioada tarzie, de formare a unor ucenici.
Intoarcerea in regiunea natald constituie, pentru
cercetatorul operei sale, o intorsatura neasteptata
in viata sa profesionala.

In perioada de ucenicie, Alexa pare si fi fost
influentat de un maestru zugrav ramas anonim,
identificat in pictura monumentala de pe fruntarul
din Sat Sugitag si in cateva icoane (fig. 25-27)%*.
Maestrul, impreuna cu cel putin un colaborator
(fig. 28-31), si-a facut aparitia iIn Maramures in al

38 Babos 2021, p. 64-87.
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fig. 32 Salistea de Sus Buleni. Representation of the Last Judgement in the narthex, executed in 1776 by the painter Radu
Munteanu from Ungureni. The manner of execution is very different from his earlier works, and it resembles in certain
anatomical features those of the painter Alexa. Photo March 2018.

Salistea de Sus Buleni. Reprezentarea Judecdtii de Apoi din tinda, pictatd in anul 1776 de zugravul Radu Munteanu din
Ungureni. Maniera de executie difera marcant de lucrarile lui anterioare, apropiindu-se intrucatva de cea a zugravului Alexa,

vizibilda mai ales in anumite trasaturi faciale.

painters can be recognised in two icons from the
collection of the Hutsul Museum in Kolomyia,
collected from Velesnytsia in Pokuttia (figs. 25 and
30), which suggests that they may have worked
together. They probably originated from the town
of Kolomyia or from somewhere else in this
region of the Northern Carpathians. The arrival
of itinerant painters from Pokuttia in Maramures
is not at all surprising, since a series of other
painters also came from there in the second half
of the 17" century, as a result of a long-standing,
natural connection between two neighbouring
regions. Alexa probably followed his master, but
chose to stay in Maramures, where he saw a need
for renewal in the communities that had recently
united with Rome.

In the early period, before 1755, Alexa seems
to have adapted to his new home, local culture
and made a living from his profession. He made
an effort to learn the Romanian language that
he successively introduced in his works. He
worked intensively in the Cosau District where he
dominated the artistic life. In the Upper District
he faced some competition from some local and
travelling artists, such as a traveling Galician
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doilea patrar al secolului al XVIII-lea. Mica echipa
de zugravi poate fi identificata in cateva icoane din
colectia Muzeului Hutul din Colomeea, adunate
din Velesnytsia, in Pocutia (fig. 25 si 30), ceea
ce indicd originea ei 1n acest targ sau 1n aceastad
regiune a Carpatilor de nord. Venirea zugravilor
itineranti Tn Maramures din Pocutia nu surprinde
deloc, deoarece tot de aici venisera o serie de alti
zugravi in a doua jumatate a secolului al XVII-lea,
fiind vorba de o legatura de lunga traditie, fircasca
intre doua regiuni vecine. Alexa probabil ca si-a
urmat maestrul, dar a ales sa ramana in Maramures,
unde a intrevazut, probabil, o nevoie de innoire a
lacasurilor de cult, intrate sub atenta observatie a
episcopului greco-catolic de la Muncaci.

In perioada de activitate timpurie, pana prin 1755,
Alexa pare sd se fi asezat si adaptat la noul sau
mediu. El a facut efortul de a invata si a stapani
limba romana, pe care a introdus-o succesiv in
lucrarile sale. A lucrat intens in districtul Cosau,
unde prezenta sa a fost dominanta in aproape toata
perioada de activitate. In Districtul de Sus a intalnit
probabil o concurentd din partea unor zugravi
locali din familia Plohod si din partea unui zugrav
calator, care a pictat biserica din Cuhea la 1754.



fig. 33-34 Glod. The door of the prothesis cabinet shows the Annunciation scene on the front and Christ the True Vine on the
back. The cabinet is dated February 1778. The painting shows the influence of Alexa in the development of the painter Radu

Munteanu. Photo July 2019.

Glod. Usa dulapului proscomidiar prezinta scena Buna Vestire pe fata si lisus Vita cea Adevarata pe verso. Dulapul este datat in
februarie 1778. In pictura de pe aceasta piesa de mobilier se observa influenta Iui Alexa in evolutia zugravului Radu Munteanu.

painter in Cuhea in 1754 and local painters from
the Plohod family in Dragomiresti.

There is a middle period, between 1755 and 1770,
in which the production of icons and monumental
paintings is intense. In addition to the use of the
Romanian language in almost all aspects, one
can notice an explosion of ornamental details,
both in the painted surfaces, in the background
plaster and in the carving of the frames. In the
painting, numerous elements of scenography are
introduced, as well as purely decorative elements,
especially on the frames and in the corners of
the painted surface. In plaster, the richness of
the incisions in the background and the dotted
reliefs on accessories such as crowns, medallions,
sleeves, hems, book covers, flowers, halos and
others are remarkable. In this period of maximum
productivity and excellence, Alexa faced marginal
competition, such as that of Toader, a painter
who came to Sacel in the 1760s and was the only
exponent of post-Branconean art in Maramures.

The late period, after 1770, is marked by a
gradual decrease in the production of icons,
experimentation with rare subjects and a return to

Se poate delimita o perioada de mijloc, intre anii
1755-1770, in care se remarca intensitatea produc-
tiei de icoane si de picturd monumentald. Pe langa
apelarea la limba romana in aproape toate aspec-
tele, se poate distinge explozia de detalii orna-
mentale, atat in suprafetele pictate, in grundul de
fundal, cat si in sculptura ramelor. In pictura, sunt
introduse numeroase elemente de scenografie, pre-
cum si pure elemente de decor, mai ales pe rame si
in colturile suprafetei pictate. In grund, se remarca
bogatia inciziilor din fundal si a reliefurilor punc-
tate de pe accesorii, precum coroane, salbe, ma-
neci, tivuri, carti, flori, aureole si altele. In aceasta
perioadd de maxima productivitate si excelenta,
Alexa a intampinat o concurentd marginala, de
exemplu pe cea a zugravului ardelean Toader, ve-
nit in Sacel prin anii 1760, singurul reprezentant al
artei postbrancovenesti in Maramures.

Perioada tdrzie, de dupa 1770, se remarca printr-o
scadere treptata a productiei de icoane, experimen-
tarea unor teme rare si o simplificare a ramelor. In
aceeasi perioada, Alexa s-a retras din pictura mo-
numentald de perete. Cativa zugravi tineri incep
sd-i faca concurenta, precum Radu Munteanu dupa
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simple frames. At the same time, Alexa withdrew
from monumental wall painting. Some young
painters began to compete with him, such as Radu
Munteanu after 1771,% a Galician painter in Borsa
de Jos in 1775, and others.

An important aspect of Alexa’s late period is
his influence on the new generation of local
painters. His relationship with Radu Munteanu
from Ungureni, documented especially between
1775 and 1780, is particularly noteworthy. The
walls in Salistea de Sus Buleni (1775-1776) and
the fruntar in Desesti (1780) cannot be explained
without a collaboration between the two. In the
latter, the drawing and the composition belong
to the painter Alexa, while the painting betrays
an effort of imitation and the weaker training of
Radu Munteanu. The result is a mixture in which
both styles can be read in overlapping layers.
A few icons painted entirely by Alexa, from the
inventory of the two churches, prove that he was
present during the preparation of the painting of
the walls. Radu Munteanu, as far as we know, was
only an icon painter until they met, and lacked
the experience of large, monumental ensembles.
Radu Munteanu’s different style in his individual
works in the Lapus area, and then his imitation of
his master, support his tutelage and dependence
on Alexa’s authority in Maramures between 1775
and 1780. The collaboration between them is also
visible in the way they made objects of worship,
such as the cupboard prothesis in Glod (1778)
and a series of icons. We do not know why Alexa
withdrew from mural painting, leaving the place
for Radu Munteanu. One hypothesis is that the
painter Alexa took this decision after a circular
from the bishop of Mukachevo, loan Bradacs,
sent in 1769.% The circular banned the activity
of traditional painters in the diocese, who were to
be replaced by academically trained artists. Since
Radu Munteanu was not a better painter, on the
contrary, another possible hypothesis, which does
not exclude the first one, is that Alexa, for personal
reasons, avoided to work with large wall surfaces
for weeks and months at a time.

Gheorghe Plohod could also have been one of
Alexa’s students. His presence in the painting of
the Sanctuary and the fruntar in Desesti with Radu
Munteanu is proof of this. Alexa’s collaboration
with Gheorghe is attested by the fragment of an

39 At the arrival in Maramures, painter Radu Munteanu
was young, in need for commissions and for a guidance of a
master, considering the poor performance in his early works.

40 Udvari 1992, pp. 187-190; Babos 2020, pp. 108-147.
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17717, zugravul galitian din Borsa de Jos in 1775,
st altii.

Un aspect important din perioada tarzie a
activitatii lui Alexa in Maramures il constituie
influenta exercitatd asupra noii generatii de
zugravi locali. Trebuie reliefatd mai ales relatia
cu Radu Munteanu din Ungureni, documentatd
indeosebi intre anii 1775-1780. Picturile parietale
de la Salistea de Sus Buleni (1775-1776), posibil
si cele de la Salistea de Sus Nistoresti, apoi
fruntarul de la Desesti (1780), nu pot fi explicate
fara o colaborare intre cei doi. Aici desenul si
compozitia apartin zugravului Alexa, in timp ce
pictura trddeazd un efort de imitatie si formatia
mai slaba a lui Radu Munteanu. Rezultatul este
unul mixt, In care pot fi citite amandoua stilurile,
in straturi suprapuse. Cateva icoane pictate in
intregime de Alexa, din zestrea celor doua biserici,
dovedesc cd el a fost prezent in Salistea de Sus
in perioada pregatirii pentru zugravit a peretilor.
Radu Munteanu a fost, din cate se stie, doar iconar
pana la intalnirea lor, lipsindu-i experienta marilor
ansambluri monumentale. Stilul diferit al lui Radu
Munteanu in lucrarile sale individuale din zona
Lapusului si apoi imitarea maestrului sdu sustin
tutela si dependenta sa de autoritatea lui Alexa, in
Maramures, in perioada 1775-1780. Colaborarea
dintre ei este vizibila si iIn modul de realizare
a obiectelor de cult, precum proscomidiarul de
la Glod (1778) si o serie de icoane. Nu stim de
ce Alexa s-a retras din activitatea de muralist,
lasandu-i locul lui Radu Munteanu. O ipoteza ar
fi ca zugravul Alexa a luat aceastd decizie dupa
o circulard a episcopului loan Bradacs de la
Muncaci, expediatd in 1769%. Circulara interzicea
activitatea zugravilor in cuprinsul eparhiei, urmand
sa fie inlocuiti de artisti cu studii academice. Dat
fiind cd Radu Munteanu nu era un zugrav mai
bun, ba din contra, o altd posibild ipoteza, care
nu o exclude pe prima, ar fi motivele personale,
care l-au pus pe Alexa in imposibilitatea de a lipsi
de acasa saptamani si luni la rand pentru executia
unor lucrdri mari.

Gheorghe Plohod poate fi, de asemenea, unul
dintre ucenicii lui Alexa. In acest sens sta dovada
prezenta lui la pictarea altarului si fruntarului din
Desesti alaturi de Radu Munteanu. Colaborarea
cu Gheorghe este probata de fragmentul de icoana
de altar de la Manastirea Moisei (fig. 24) si de o

39 La venirea in Maramures, tanarul zugrav Radu Munteanu
era in cdutarea unor comenzi si a unui maestru, considerand
lucrarile lui anterioare mult inferioare calitativ.

40 Udvari 1992, p. 187-190; Babos 2020, p. 108-147.



altar icon from Moisei Monastery (fig. 24) and by
an icon of the Mother of God from Borsa.

The place left by Alexa after his departure to
Pokuttia was immediately filled by local painters,
his former students and collaborators, Radu
Munteanu from Ungureni and Gheorghe Plohod
from Dragomiresti, but also by new itinerant
painters, such as Nicolae Faliukevici, who settled
in Maramures. None of them, however, would ever
match again Alexa’s popularity and productivity.

Alexa’s return to his roots on the other side of the
Carpathians, in Pokuttia, turns a final page in his
artistic life, which lasted for at least another decade.
It appears that he worked in the mountainous
parts of the region, for some communities of
Hutsuls. In this area, murals were rare inside the
churches. The interiors of churches in the Land
of the Hutsuls, Hutsulshchyna, in the second
half of the 18" century, were normally provided
with a distinct type of iconostasis, characteristic
of the northern side of the Carpathians. This
iconostasis was entirely supported by a wooden
structure following an architectural disposition. It
was filled with painted wooden panels or framed
canvases, which allowed the artists to work mostly
from the comfort of their workshops. In the cold
season from Autumn 1792 to Winter 1793, Alexa
painted several distinct canvases for the upper
tiers of an iconostasis from an unknown church in
the Ceremus valley. In the second half of the 19™
century, they were transferred and reused in a small
wooden church from Shpetky,*' at the limits of the
region of Bukovina with Pokuttia. In comparison
to his earlier activity in Maramures, the condition
of Alexa in the final period of activity decreased
to a local artist of less significance. His works on
canvases avoided demanding woodwork, reduced
heavy handling, and offered greater mobility to
reach even remote communities; all together they
were better suited to an ageing artist. Moreover,
he painted with vivid colour pigments, in a mixed
tempera and oil-based technique, that fitted well
with the high and dark church interiors of this
region as well as the colourful local artistic taste.

41 Hyraesa, Kpacnos 2003, pp. 119-123.

icoana a Maicii Domnului cu Pruncul de la Borsa.

Locul lasat de Alexa, dupa plecarea sa in Pocutia,
va fi umplut imediat de zugravi locali, fostii
lui colaboratori si ucenici, Radu Munteanu din
Ungureni si Gheorghe Plohod din Dragomiresti,
dar si de noi zugravi itineranti, precum Nicolae
Faliukevici, care se stabileste in Maramures.
Insa, niciunul nu va mai ajunge la popularitatea si
productivitatea lui Alexa.

Revenirea lui Alexa pe plaiurile natale, in Pocutia,
de cealaltd parte a Carpatilor, intoarce o ultima
fild din viata sa artistica, care a durat cel putin
incd un deceniu. Se pare ca a lucrat in zonele
muntoase ale regiunii, in comunitati de hutuli.
Interioarele bisericilor din Hutsulshchyna, 1n
a doua jumatate a secolului al XVIll-lea erau
in mod normal prevazute cu o tampla, un tip de
iconostas caracteristic partii de nord a Carpatilor.
Acest iconostas a fost sustinut in intregime de o
structurd din lemn, umplut fie cu panouri de lemn
fie cu panze pictate, ceea ce le-a permis artistilor
si lucreze mai ales din confortul atelierelor lor. in
sezonul rece din toamna anului 1792 pana in iarna
anului 1793, Alexa a pictat mai multe panze pentru
nivelurile superioare ale unui iconostas dintr-o
biserica necunoscuta de pe valea Ceremusului.
In a doua jumatate a secolului al XIX-lea acestea
au fost transferate si refolosite intr-o bisericuta
de lemn din Shpetky*!, la granita Bucovinei cu
Pocutia. In comparatie cu activitatea sa anterioara
in Maramures, rolul lui Alexa in perioada finala de
activitate s-a diminuat, ramanand un artist local,
cu semnificatie redusa. A evitat lucrarile solicitante
din lemn, cu manevrabilitate greoaie, pictand mai
ales pe panza, un material-suport care i-a oferit
mobilitatea de a ajunge chiar si In comunitatile
cele mai indepartate. Mai mult, el a inceput sa
picteze in culori vii, intr-o tehnicd mixta pe baza
de tempera si ulei, care se potrivea cu interioarele
inalte si intunecoase ale bisericilor din aceasta
regiune, precum si cu gustul artistic local.

41 Hyraesa, Kpacnos 2003, p. 119-123.
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fig. 35 Sdrbi Josani. The front of the royal doors (cat. 139) was richly carved in openwork, both on the wings, on the central
column and on the frames, with a vine motif. At the bottom, the prophet Jesse and king David, ancestors of the Mother of God
and Christ, are depicted as the Tree of Jesse, in a unique format for this part of the Carpathians, which appeared in the Kyiv
school and was probably brought to this area via the Maniava Hermitage. Photo September 2017.

Sarbi Josani. Fata usilor Imparatesti (cat. 139) a fost bogat sculptata in ajur, atat pe voleturi si pe coloneta centrald, cat si pe
rame, cu motivul vitei-de-vie. La poald sunt redati profetul Iesei si regele David, stramosii Maicii Domnului si ai lui Hristos, un
detaliu al reprezentarii Arborelui lui lesei unic in aceastd parte a Carpatilor, aparut in scoala kieveana si adus in zona probabil
prin intermediul schitului Maniava.
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THE SCYISPTOR
SCYIsSPTORYIs

The mastery of carpentry and sculpture, in
addition to painting, seems to have been one
of the characteristics of the Ukrainian school
of traditional church artists from which Alexa
came. If in the academic schools and in the more
important cultural centres artistic specialisation
and professional differentiation between painting,
carpentry and sculpture were natural, in Maramures,
out of necessity, provincial painters like Alexa
had to be both carpenters and sculptors, and in
the later cases of loan Plohod from Dragomiresti
and Philipp Schaitzner from Sighet, the sculptor
could also be a painter. We have no evidence that
the painter Alexa used the services of others, just
his own skills while preparing the wood needed for
the icons and decorating it with bas-relief or relief
ornaments. In fact, the sculptural elements show
the same stylistic consistency that we have noticed
in the artist’s painting. Moreover, the identification
of some pieces of furniture that passed through his
hands suggest a decent knowledge of carpentry,
such as a ciborium in Poienile Izei, a high prothesis
cupboard in leud Deal, a low one in the collection
of Nicula Monastery (fig. 39, cat. 172) and two
doors of a cupboard in the Bishopric Museum of
Cluj-Napoca (cat. 171).

Alexa’s development and stylistic consistency as
a carpenter and sculptor can be traced over time.
In the frames, he moved from simple drawn pro-
files to hand-carved, individualised or repetitive
elements in bas-relief and openwork, occasional-
ly accompanied by distinctive colonnettes, wings
and crownings. There is a great variety of frames,
which testifies to good craftsmanship. Sometimes
he chose frames with specific features that are only
found in one particular church, such as the double
convex profile frames typical of the icons in the

Stapanirea tamplariei si sculpturii alaturi de cea
a picturii pare sd fie una din trasaturile scolii
ucrainene de iconografie, din care Alexa provenea.
Daca, in scolile academice si centrele culturale mai
insemnate, specializarea artisticd si diferentierea
profesionala intre picturd, tamplarie si sculptura
era fireasca, in Maramures, din necesitate, zugravi
provinciali ca Alexa trebuiau sd fie si tdmplari
si sculptori, iar In cazuri mai tarzii, ale lui loan
Plohod din Dragomiresti si Philipp Schaitzner
din Sighet, sculptorul putea fi si pictor. Nu avem
nici o dovada ca zugravul Alexa apela la serviciile
altcuiva decat la propria sa pricepere in prelucrarea
lemnului necesar pentru icoane, pentru innobilarea
lui cu ornamente in basorelief sau in relief. De
altfel, elementele de sculpturd prezintd aceeasi
consecventa stilisticd pe care o are si pictura
zugravului. Mai mult decat atat, identificarea
unor piese de mobilier trecute prin mainile lui
sugereaza cunostinte multumitoare de tamplarie,
de la el pastrandu-se un chivot la Poienile Izei, un
proscomidiar 1nalt la Ieud Deal, un proscomidiar
mic aflat in colectia Manastirii Nicula (fig. 39,
cat. 172) si usile de la un dulap pastrat in Muzeul
Mitropoliei din Cluj-Napoca (cat. 171).

Evolutia, dar si consecventa stilisticd a lui Alexa
in rolul de sculptor si tamplar pot fi urmarite in
timp. In cazul ramelor, trece de la profile trase
simplu la rindea la elemente sculptate manual,
individualizate sau repetitive, redate in basorelief
si ajur, pe care uneori le completeaza cu colonete,
volete si coronamente distincte. Varietatea mare
a ramelor vorbeste despre un mester stapan pe
propria sa meserie. El alegea uneori rame cu
trasaturi anume, regdsite numai la o biserica,
cum sunt ramele cu profil dublu convex, specifice
icoanelor de la Sarbi Susani. Alteori, icoanele
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fig. 36 Barsana. The icon of the Mother of God (cat. 20) has a simple tray-like frame, characteristic of the 1750s. The preparation
of the icon’s case was mainly a matter of carpentry. The numerous components suggest successive stages of preparation,
assembly and finishing, which required time and patience. No fewer than 11 main components can be identified: a base of
two boards (a) fixed together by four hidden pegs (f), a recessed stiffening crosspiece (b), a widened frame of four planks (d)
and four decorative carved wooden strips (c) that were applied to close the gap between the frame and the top. These pieces
were fastened to the base with 11 wooden dowels (g) and 11 wooden nails (h), probably stiffened with glue. The dowels were
also secured with light wooden wedges. A wrought iron rod (e) was added to hang the icon. The back of the base was left
undecorated, only smoothed with a knife, washed with lime and plastered over cracks and joints.

Bdrsana. Icoana Maica Domnului cu Pruncul (cat. 20) are o rama simpla, de tip tava, caracteristica anilor 1750. Pregatirea
suportului de icoana presupunea in principal stapanirea tamplariei. Numeroasele elemente componente sugereaza etape
succesive de pregatire, ansamblare si finisare a suportului, care cereau timp si rdbdare. Se pot identifica nu mai putin de 11
piese mari componente: un blat confectionat din doua poste (a), o traversa incastrata de rigidizare (b), o rama evazata construita
din patru scanduri (d) si patru stinghii sculptate decorativ cu baghete (c) aplicate pentru inchiderea rostului dintre rama si
blat. Aceste piese au fost prinse in blat cu 15 cepuri (g) si 11 cuie de lemn (h), rigidizate probabil cu clei. Cepurile au fost pe
rand fixate cu pene usoare de lemn. Pentru agatarea icoanei a fost adausa o toarta din fier batut (e). Dosul blatului a fost lasat
nedecorat, fiind doar netezit cu cutitoiul, spalat cu var pentru curatare si gletuit cu gips peste crapaturi si rosturi.
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church of Sarbi Susani. On other occasions, the
large icons of the fruntar received applied, distinc-
tive decorative elements, such as the floral buttons
in the upper corners of the icons in Viseu de Mi-
jloc and the Baroque arches in Budesti Josani. His
carving skills are also evident in the tracery of the
crosses, in the openwork of the crowning and the
wings of the icons. A special category are the trip-
tychs. The most elaborate, however, are the royal
doors to the sanctuary, where his art reached its
highest level of expression. Alexa began around
1760 to carve openwork into the royal doors and
into the frames of the icons as a sign of distinction
and enhanced beauty. Some of the earliest exam-
ples can be seen in the royal icons of Borsa de Sus
(cat. 107) and Budesti Josani in the winter of 1761-
1762 (cat. 112-115), as well as in the royal doors
of Calinesti Susani (cat. 108, fig. 38) and in the
upper church of Apsa de Mijloc in 1761 (cat. 110),
decorated with the common motif of a vine laden
with grapes. The vine motif became as popular in
sculpture as in painting, inspired by the iconogra-
phy of Christ the True Vine at the Prothesis.** In
Viseu de Mijloc, the sculptures on the icons from
the men’s fruntar show a slightly higher ambition
compared to the icons in the women’s narthex, em-
phasising the importance of the former. Alexa also
carved ornamental beams, attached to the vault at
one end and provided with pulleys at the other, for
hanging cherub candelabras, such as those in Sarbi
Susani, Calinesti Caeni and Berbesti.

The icon maker paid particular attention to a
wooden case. In the 1751 icon of the Mother of
God of Barsana (cat. 20, fig. 36), no less than 37
different pieces can be identified, which provide
the support, structure and embellishment for the
icon. In this icon, the process of preparing the
wooden case can be analysed. In the first phase,
the craftsman worked on the large base of the icon,
made up of two boards placed side by side. The
boards had been previously cut from a tree trunk,
probably at a water mill on the Mara River. The
two boards were then cut to size with a hand saw,
drilled and held together with four rectangular pegs.
To stabilise the icon against warping, a crosspiece
was added to fit into a specially chiselled groove
in the back of the base. The base was then made as
smooth as possible on the front and adjusted with
a knife on the back. The craftsman then designed
and executed the frame around the icon. The frame
encloses, protects, deepens and embellishes the
painted surface, thus fulfilling both a functional
and an aesthetic role. The frame was made from

42 Kosiv 2023, pp. 197-229.

mari ale fruntarelor au primit elemente decorative
aplicate, distinctive, cum sunt butonii florali din
colturile superioare ale celor din Viseu de Mijloc si
arcele baroce din Budesti Josani. Arta sa de sculptor
se remarca si in trafoarele crucilor de mana, ajurul
coronamentelor, voletelor de icoane si la timpanele
atasate. O categorie aparte o formeaza pomelnicele
si tripticele. Dar cele mai lucrate raman usile de
intrare in altar, cu care arta lui de sculptor atinge
nivelul maxim de expresie. Sculptura in relief o
dezvoltd mai intdi In rame de icoane Tmparatesti,
ca semn de distinctie, pe la sfarsitul anilor 1750, si
mai clar in jurul anului 1760 1n Borsa de Sus (cat.
107), pentru a o consacra la Budesti Josani in iarna
dintre 1761-1762 (cat. 112-115). Apoi inregistram
introducerea ajurului, a sculpturii in relief la
colonetele usilor imparatesti de la Calinesti Susani
din 1761 (cat. 108, fig. 38) si de la biserica de sus
din Apsa de Mijloc, de asemenea din 1761 (cat.
110), impodobite cu motivul comun al vitei de vie
incarcata cu rod. Motivul vitei de vie a devenit
popular nu numai in pictura, ci si in sculptura,
fiind inspirat tot din iconografia temei Hristos Vita
cea Adevarata de la proscomidiare*. Tot Alexa
trebuie cd a sculptat popii decorativi pringi cu un
capat de boltd si terminati la celdlalt cu scripete,
pentru manevrarea lumanararelor cu heruvimi si
a policandrelor, precum cele de la Sarbi Susani,
Calinesti Caeni si Berbesti.

In munca iconarului, o atentie aparte a fost
acordata suportului de lemn. La icoana Maica
Domnului cu Pruncul de la Barsana din 1751 (cat.
20, fig. 36) pot fi identificate nu mai putin de 37
de piese distincte, care ofera suport, structurd si
cadru icoanei. La aceastd icoand poate fi analizat
procesul de pregitire a suportului de lemn. in prima
fazd mesterul a lucrat la alcatuirea blatului mare
al icoanei, obtinut din doud bucati de scandura
alaturate. Scandura a fost in prealabil taiata dintr-un
bustean, probabil la un joagar de apa pe firul raului
Mara. Cele doud buciti de scandurd au fost apoi
taiate cu un firiz de mana la dimensiunile dorite,
sfredelite si montate impreuna prin patru cepuri de
lemn cu sectiuni rectangulare. Pentru stabilizarea
suportului de icoand impotriva deformarilor s-a
adaugat o traversa, Incastrata intr-un sant anume
daltuit in dosul blatului. Blatul a fost apoi finisat
cat mai plan pe fatd si numai netezit cu cutitoiul
pe dos. Dupd aceea, mesterul a gandit si executat
rama din jurul icoanei. Rama adanceste, inchide,
protejeaza si infrumuseteaza fata pictata si de aceea
primeste atat rol functional, cat si estetic. Rama a
fost alcatuita din patru piese cu profil identic, taiate

42 Kosiv 2023, p. 197-229.
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fig. 37 Borsa de Sus. The icon of the Coronation of the Virgin (cat. 148) is build of two main parts: the icon itself (a) and a
complementary tympanum (b). The icon was constructed of two boards joined with pegs and reinforced with two crosspieces.
The tympanum was made of two boards joined by pegs. The frame of the icon is carved in openwork (c) with a repeated motif
of the vine leaf, characteristic of the main icons and the altar icons of 1760-1782. The tympanum has a moulded frame (d) and
an attached openwork decoration (e) with grapevines and crosses. All the adjoining parts were fixed with numerous wooden
and blacksmith’s nails and glue.

Borsa de Sus. Icoana Incoronarea Maicii Domnului (cat. 148) a fost construita din doud piese principale: icoana propriu-zisa
(a) si un timpan complementar (b). Icoana este compusa din doud poste unite cu cepuri si rigidizate cu doua traverse. Timpanul
e facut si el din douad poste prinse in cepuri. Rama icoanei a fost sculptata in ajur (c) cu motivul repetitiv al frunzei de vita de
vie, caracteristica anilor 1760-1782 pentru piesele mari ale fruntarului si cele din altar. Timpanul are o rama profilata trasa la
rindea (d) si un coronament ajurat (e) cu vrej de vita de vie si cruci. Toate piesele anexe au fost prinse cu numeroase cepuri,
cuie de lemn, de fierar si cu clei.
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four pieces of identical profile, cut and joined at
a 45 degree angle. The frames were then attached
to the front of the icon using two or three wooden
nails, 11 in all, each inserted into a carefully drilled
hole and fastened by a small wooden wedge at
the rear. Depending on the order, a tympanum
or some openwork ornaments and even carefully
carved colonnettes were attached to the standard
icon support, adding to the complexity of the
woodwork (fig. 37). Only after the wooden support
had been constructed and stabilised could the
painting layer be prepared. It is worth noting that
a canvas, stretched and glued over the front of the
icon, was used as a uniform and elastic support for
the icon’s plaster, which to some extent prevented
possible cracks in the painting layer. The icon of
Saint Nicholas of Myra from Slatioara (cat. 19) is
a notable exception, due to the replacement of the
canvas by paper, reusing old written letters.

To adjust to the sizes of an icon was not a trivial
task for a church artist. The dimensions of a
wooden case had to be first decided concerning the
entire fruntar and second the place within it. At the
same time, each icon had to provide a harmonious
overall experience, since it could be independently
used on certain occasions. This experience was
achieved among others by using proportions. A
historical source from Transylvania in the second
half of the 18" century speaks of an ideal 3/4 ratio
between the short and the long size of an icon.*
One-third of the icons made by Alexa confirms
his keen use of it.* Most of the other icons also
revolves around the same proportion, although
more or less adjusted to the dimensions of the
whole fruntar.

The Tree of Jesse

Among the most elaborate works in the interior of
the churches were the royal doors, characterised
by their complex combination of carpentry,
sculpture and painting, used in order to highlight
their significant theological meaning. No less than
ten such doors have survived from the hands of
Alexa: those of Berbesti (1759, cat. 83), Budesti
Josani (ca. 1760, cat. 98), Calinesti Susani (1761,
cat. 108), Apsa de Mijloc, the upper church (ca.
1761, cat. 110), Sarbi Josani (1764, cat. 139
and fig. 35), Viseu de Mijloc (1767, cat. 155),
Stramtura (1776, cat. 230), Calinesti Céaeni (cat.
186), Valea Stejarului (cat. 221) and Valeni (cat.
248). For their decoration, Alexa introduced the

43 Metes 1929, p. 124.
44 Most of the reused and fragmented cases as well as certain
crosses and doors are for various reasons not included.

si unite in unghi de 45 de grade. Ramele au fost
apoi cusute in blatul icoanei cu ajutorul a doua-
trei cuie de lemn, in total 11, fiecare introdus intr-o
gaura atent sfredelitd si Intepenit printr-o mica
pana de lemn la capatul din spate. La suportul de
icoana standard au fost eventual atasate, in functie
de comanda, fie un timpan, fie un coronament si
chiar colonete atent sculptate in ajur, amplificand
astfel complexitatea lucrarii in lemn. Numai
dupa executia si stabilizarea suportului de lemn
se putea trece la pregatirea stratului de pictura.
Aici se remarca folosirea panzei confectionate in
casd, intinsa si incleiatd peste blatul icoanei, ca
suport uniform si elastic pentru grundul icoanei,
care, intr-o anumitd masura, prevenea eventuale
crapaturi ale stratului de pictura. Icoana Sfdntul
Nicolae din Slatioara (cat.19) constituie o exceptie
remarcabild, datoritd Inlocuirii panzei cu hartie,
prin refolosirea unor scrisori vechi.

Dimensionarea unei icoane era o provocare pentru
un zugrav. Cadrul icoanei trebuia decis mai Intai
cu privire la intregul fruntar si in al doilea rand
in functie de locul aferent in structura acestuia. in
acelasi timp, fiecare icoana in sine trebuia sa ofere
o0 experienta armonioasa, deoarece putea fi folosita
separat, Tn anumite ocazii. Aceastd experienta a fost
obtinuta printre altele prin utilizarea proportiilor. O
sursa istorica din Transilvania din a doua jumatate
a secolului al XVIII-lea vorbeste despre un raport
ideal de 3/4 intre dimensiunea scurta si cea lunga
a unei icoane®. O treime din icoanele realizate de
Alexa confirma utilizarea intentionatd a acestor
proportii**. Majoritatea celorlalte icoane prezinta
proportii asemanatoare, desi mai mult sau mai
putin ajustate, in functie de destinatia lor finala.

Arborele lui lesei

Printre cele mai semnificative si elaborate piese
sculptate din interiorul bisericilor se afla usile
imparatesti, distincte prin lucratura lor complexa
de tamplarie, sculpturd si pictura, pentru a
evidentia incarcatura lor teologica. Din mainile
zugravului Alexa ni s-au pastrat nu mai putin de
zece astfel de usi: cele de la Berbesti (1759, cat.
83), Budesti Josani (cca 1760, cat. 98), Calinesti
Susani (1761, cat. 108), Apsa de Mijloc, biserica
din sus (cca 1761, cat. 110), Sarbi Josani (1764,
cat. 139 si fig. 35), Viseu de Mijloc (1767, cat.
155), Stramtura (1776, cat. 230), Calinesti Céeni
(cat. 186), Valea Stejarului (cat. 221) si Vileni
(cat. 248). Pentru decorarea lor, Alexa a introdus

43 Metes 1929, p. 124.
44 Majoritatea celor refolosite sau alterate, precum si unele
cruci si usi au fost excluse din variate motive.
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fig. 38 Calinesti Susani. The back of the royal doors (cat. 108) was left undecorated, carved only to highlight the openwork on
the front. There are ten pieces of wood, held together with wooden nails and glue: two main wings, two vertical pieces attached
to their outer edges, the central column, the cross and four crosspieces. In addition, four hinges are nailed together by a local
blacksmith. Traces of nails on the upper crosspieces indicate the presence of a small hook lock, which has been lost over time.
Photo March 2018.

Calinesti Susani. Dosul usilor imparatesti (cat. 108) a fost lasat nedecorat, fiind doar cioplit, pentru a pune in valoare ajurul
de pe fatd. Zece piese de lemn componente sunt prinse intre ele cu cuie de lemn si clei: doua canaturi, doua piese verticale pe
marginile exterioare, coloneta centrald, crucea si patru traverse. La acestea se adauga patru balamale lucrate de un fierar local,
prinse in cuie de fier. Urmele de cuie pe traversele de sus indica existenta unei mici incuietori cu carlig, pierduta in timp.
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fig. 39 Prothesis cabinet of unknown provenance (cat. 172). It was designed for a right-angled corner in a probably square
sanctuary, which is rare in southern Maramures. The knowledge required to make this piece of furniture does not exceed that
necessary to make a normal icon. It probably dates from 1760-1770. Some names of worshippers, written in Cyrillic letters,
were later scratched into the painted layer inside. Photo February 2022.

Dulap proscomidiar cu provenientd necunoscutd (cat. 172). A fost conceput ca un coltar in unghi drept, pentru un altar probabil
patrat, mai rar intalnit in sudul Maramuresului. Cunostintele necesare pentru confectionarea acestei piese de mobilier nu le
depasesc pe cele necesare pentru realizarea unei icoane obisnuite. Dateaza cel mai probabil din anii 1760-1770. in interior, in
stratul de culoare, au fost ulterior zgariate numele unor credinciosi, redate cu slove chirilice: Erina lu varuc, loan, To[a]dir si

cu litere latine: Stef.

theme of the Tree of Ancestors, better known as
the Tree of Jesse, both in its widespread Western
version and in the lesser known Eastern version.
In the Western version, which was introduced in
the last quarter of the 17th century and adapted
to the Baroque-style royal doors produced by the
Zhovka workshops, Jesse lays alone at the foot of
the tree, inspired by the revelation of the prophet
Isaiah (11:1): “And from the root of Jesse shall
come forth a staff, and from his bud a flower.”*
His first two works in Maramures are of this
type, indicating a certain accommodation to the
local environment. The Eastern version, probably
created in the workshops of Chernyhiv after the
mid-17" century,*® is Baroque in expression and is
also based on the revelation of the prophet Isaiah,
but in the form of a liturgical troparion for the feast

45 Babos 2022, p. 273.

46 See the vings of the silver ark of the miracle-working icon
of the Mother of God in Chernyhiv, depicted in an engraving
from 1695. Munuk and [{uranok 2017, pp. 111-119.

motivul pomului stramosilor, mai bine cunoscut
sub denumirea de Arborele lui lesei, atat in varianta
sa apuseand, de larga circulatie, cat mai ales in cea
risariteand, mai putin cunoscut. in tipul apusean,
introdus si adaptat la usile Tmparatesti decorate
in stil baroc produse de atelierele artistilor din
Zhovka in ultimul patrar al secolului al XVII-lea,
stramosul lesei st singur, culcat la baza arborelui,
inspirat de revelatia prorocului Isaia (11:1): ,,S7
va iesi Toiag din radacina lui lese si Floare din
raddcina lui sa va inalta”®. Primele doua lucrari
ale sale in Maramures sunt de acest tip, indicand
o oarecare tatonare si adaptare la mediul local.
Tipul rasaritean, apdrut probabil in atelierele
din Chernyhiv dupd mijlocul secolui XVII*, de
expresie barocd, are la baza tot revelatia prorocului
Isaia, Insa sub forma de expresie liturgica inspirata

45 Babos 2022, p. 273.

46 Vezi voleturile chivotului de argint al icoanei facatoare de
minuni a Maicii Domnului din Chernyhiv, redate intr-o gravu-
ra din anul 1695. Munuk si Lluranok 2017, p. 111-119.
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of the Nativity of the Mother of God: “From the root
of Jesse and from the thighs of David, the daughter
of God, Mary, was born”. In this type, Jesse is
symmetrically accompanied by King David, both
forming the basis of the family tree of Mary and
Christ (fig. 35). The six pairs of royal doors made
by Alexa in Maramures after this model are unique
in this part of the world. They are the most creative
and elaborate pieces of his work, which reflects
his familiarity with this model and, not least, their
positive reception in Romanian parishes. The
existence of these doors testifies to the trust of the
Romanians of Maramures not only in his artistic
skills as a sculptor and painter, but above all in
his solid theological training, through which he
demonstrated a true mastery and revelation of the
complex symbols associated with the royal doors.
The particular iconography of the Tree of Jesse
suggests that it belongs to the Chernyhiv-Kyivan
Orthodox environment, possibly brought through
the Maniava hermitage,”” rather than the Greek
Catholic environment of Lviv. The iconography
of the Patriarchs in the sanctuaries and of the Last
Judgement in the narthexes painted by Alexa also
suggest a possible education in the Kyiv school, in
its broadest sense.**

47 From the surroundings of the Maniava hermitage come the
royal doors of the eastern type from Zhuraky, contemporary
with those of the painter Alexa. Thanks to the researcher
Roksolana Kosiv for the information with reference to image
175 in Lapcoxi spama 2012.

48 Filip 2021; respectively Betea 2009.

de troparul praznicului Nasterii Maicii Domnului:
,,Din Raddacina lui lesei si din Coapsele lui David,

fiica lui Dumnezeu Maria sa naste.” In acest tip,

stramosul Iesei este nsotit de regele David, cei doi
fiind asezati simetric la baza arborelui genealogic
al lui Hristos. Cele sase perechi de usi imparatesti
realizate de Alexa in Maramures dupa acest model
sunt singulare in aceasta parte de lume. Ele sunt
cele mai creative si elaborate piese din creatia lui,
ceea ce oglindeste familiaritatea cu acest model si,
nu mai putin, receptarea lor pozitiva in comunitatile
romanesti. Existenta acestor usi Tmparatesti
probeaza increderea romanilor maramureseni nu
numai in priceperea lui artistica, de sculptor si
zugrav, cat mai ales in formatia lui teologica solida,
prin care face o adevaratd demonstratie de stapanire
si relevare a simbolurilor complexe asociabile cu
usile imparatesti. [conografia deosebitd a Arborelui
lui lesei sugereaza o afiliere mai degraba la mediul
ortodox kievean, posibil prin intermediul Schitului
Maniava®’, decat la cel greco-catolic liovean.
Despre o posibila familiaritate cu scoala kieveana,
in sensul ei larg, vorbesc si iconografia patriarhilor
din altar si a Judecatii de Apoi din tinda*.

47 Din mediul schitului Maniava provin usile imparatesti de
tip rasaritean de la Zhuraky, contemporane cu cele ale zugra-
vului Alexa. Multumiri cercetdtoarei Roksolana Kosiv pentru
informatie, cu trimitere la fig. 175 din Japcori spama 2012.
48 Filip 2021 si respectiv Betea 2009.
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THE SCRIBC
SCRIPTORYIs

Alexa was something of a chronicler of the 18"
century in the region, being one of the most
prolific writers of inscriptions and epigraphic
records. His inscriptions are fragile additions to
icons that can fade over time or disappear with the
icons. Their recovery and inventory was, and still
is, a pressing task. In the last century, a significant
percentage of them disappeared, either partially or
completely. Without loan Barlea’s contribution to
the knowledge of the Maramuregean heritage, we
would not have known the extent of this process,
as he rescued many inscriptions from oblivion.
However, the use of the material collected by him
requires caution. It must be verified, corrected and,
if possible, completed, since the inscriptions were
sometimes only partially recorded, sometimes with
mistakes, without indication of the icon or with a
wrong reference, imperfections that are otherwise
excusable given the limited documentation
possibilities of his time.

More than half of Alexa’s icons were provided with
donation inscriptions, all written in Romanian.
About 50 of these have remained unpublished until
this work. All the other inscriptions, already known,
have been verified where possible, and a good
part of them have been corrected and completed
where necessary. In particular, the inscriptions
speak mostly about the donors, bringing to light
their small acts of faith and virtue. From a general
point of view, they speak of the numerous and
diverse world of nobles and peasants with whom
the painter came into contact, traded with and took
orders from.

The painter Alexa tranformed into Romanian the
sacred art after the middle of the 18" century, when
he translated most of the descriptive theological

Alexa a fost un fel de cronicar al secolului al
XVII-lea in regiune, fiind unul dintre cei mai
prolifici scriitori de pisanii, inscriptii si texte
epigrafice. Insemndrile lui sunt completiri fragile
pe icoane, care se pot sterge in timp sau dispar
odatd cu icoanele. Prin urmare, recuperarea si
inventarierea lor a fost si ramane in continuare
un demers de urgentd. Numai in ultimul veac o
parte insemnatd a disparut definitiv, partial sau
total. Nu am fi realizat dimensiunile acestui proces
fard contributia lui loan Barlea la cunoasterea
patrimoniului maramuresean, deoarece el a salvat
multe inscriptii de la uitare. Folosirea materialului
adunat de el cere, totusi, precautie. El trebuie
verificat, corectat si complectat, unde se mai poate,
deoarece inscriptiile au fost transcrise uneori doar
partial, cateodata cu greseli, fara precizarea icoanei
sau cu trimitere gresitd, imperfectiuni de altfel

reduse ale timpului sau.

Mai mult de jumatate din icoanele lui Alexa au
fost Inzestrate cu inscriptii de danie, toate scrise
in romaneste. Dintre acestea, peste 50 au ramas
inedite pana la aceastd lucrare. Toate celelalte
inscriptii, deja cunoscute, au fost verificate, daca
a fost posibil, iar parti din ele au fost corectate
si completate, unde a fost necesar. Inscriptiile
vorbesc individual despre donatori, punand in
valoare maruntele fapte de credinta si virtute.
Dintr-o perspectivd generala, ele zugravesc lumea
numeroasa si diversd de nobili si tarani cu care
zugravul a intrat In contact, s-a targuit, preluand
comenzile si eternizand mereu faptele.

Zugravul Alexa a romanizat arta de cult dupa

mijlocul secolului XVIII, cand a tradus in cea mai
mare parte textele descriptive, invocarile si citatele
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fig. 40 Budesti Susani. Inside the sanctuary, the archangels Uriel and Raphael were placed just above the royal doors, unfolding
the canvas on which the dedication of the wall painting was written. They each hold a quill in one hand, suggesting that
the deeds were written not so much in the earthly church as in the Book of Life, a connection also suggested by the divine
hand appearing from the clouds above and blessing the work. Photo September 2020. The following text (veryfied in black,
completed in blue, missing in green) appears in the dedication:

Budesti Susani. Pisania picturii parietale din altar a fost asezata simbolic deasupra usilor imparatesti, fiind redata pe o panza
desfasurata de arhanghelii Uriil si Rafail. Ei tin in cate o mana o pana de scris, sugerand inscrierea faptelor nu atat in biserica
pamanteasca, cat mai ales in cartea vietii, fapt sugerat si de mana divina care apare dintre nori si binecuvanteaza cele scrise in
pisanie. Pisania contine urmatorul text (verificat in negru, completat in albastru, sters in verde):

lata de ac[i]asta din mila milastivului Dumnezau cine[-]i lacuitor nemis Bud Pop Nechita si cu a sa giupdaniase Birtoc Nastafd,
Dfu]hul Sfa[nt] i[-]au luminat si i[-]au indemnat si au zugravit oltariul cu a lor putere dreapta di 14 flori[n]ti pentru pacatele
lor si a parintilor a Nechitdi, Pop lonas, tata sau si mdasa lui Salomie, ai Nastaf]ii] tata sau Birtoc Griga. D[oaJmne Dumnezeu
nostru cela ce prin pocdinta ai daruit ertare oamenilor si ai ardtat noao pilda cunostintei de pacate si a marturisirei, pocdinta
prorocului David spre ertare, insuti Stapdne, pre noi cei cazuti in multe si mari pacate ne miluiaste dupa mare mila ta. Si intr[-]
acli]asta vreme fiind preut a satului Popa lonas, se[-]i fie si lui pomand pdana in veci amin. Anu 1760 luna lui Noemvrie 4 zile.

texts, invocations and biblical quotations in his
paintings (fig. 42). His translations recall a period
of cultural and spiritual revival in Romanian
communities, brought about by the elevation of
Romanian to the status of a language of worship.
The painter facilitated access to the sacred word
through translations and images, removing the last
linguistic barrier between the faithful and their
church. By charging modest, affordable prices,
he enabled and encouraged donors from different
social classes and even entire communities to
contribute to the investment in culture as never
before. The investment in the ennoblement of the
Romanian language and its use in all aspects of
worship was not a matter of course in Maramures,
but a committed effort by part of the Romanian
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biblice (fig. 42). Traducerile lui aduc in atentie o
perioada de efervescenta culturald si spirituald in
comunitatile romanesti, determinata de ridicarea
limbii romane la statutul de limba de cult. Zugravul
a inlesnit accesul la cuvantul sfant prin traduceri
si imagini, indepartand ultima bariera lingvistica
dintre credinciosi si biserica lor. Prin practicarea
unor preturi modeste, accesibile, el a facilitat si
incurajat donatorii din diferite straturi sociale si
chiar comunitati intregi sa contribuie, ca niciodata
pana atunci, la investitia In culturd. Investitia in
innobilarea limbii romane, prin folosirea ei in
toate aspectele de cult, nu a fost una fireasca in
Maramures, ci un efort indraznet, voit si sustinut al
unei parti din comunitatile romanesti de a-si afirma
identitatea si cultura distinctd de cea dominanta in



communities to assert their identity and culture,
distinct from the dominant one in the diocese of
Mukachevo, in synchrony with the Romanians
from Transylvania and across the Carpathians
since the 16™ century. It was a choice against using
the old Slavonic language, that deeply divided the
Orthodox community in Maramures.

Donors

Dedication inscriptions invariably answer a series
of questions relevant to the local context: what ob-
ject was endowed, how it was acquired, by whom,
why and when (fig. 44). Few inscriptions deviate
from this sequence of information or extend it.

The interest of the Maramures donors in the
interior decoration of the churches is evidenced by
the numerous dedications on the icons and on the
walls of the churches, rendered by the brush of the
painter Alexa (fig. 40). In most cases, the donors are
a couple, husband and wife, usually listed in that
order, possibly followed by children, parents and
other family members. In some places, however,
the order is clearly reversed, with the wife first and
the husband second, emphasising the participation
of women in the act of donation. Of course, these
appear on objects that may have come from the
women’s narthex, especially their small fruntars.
This is the case with the painting in the narthex
of Célinesti Céeni, and the two royal icons in the
narthex of the church of Viseu de Mijloc were
donated by the painter at the request of the village
widows. Even more interesting, however, is the
participation of women in the painting of the main
fruntar in the men’s church, as in Sarbi Susani. We
find a similar situation in Budesti Susani, where
three of the four large icons were donated by the
women of the village. These aspects contribute to
a better understanding of the social environment of
Maramures in the past.

In the inscription of the Sarbi Susani fruntar (figs.
14-15), the deacon and teacher lacov losip is
signed as the painter’s assistant. It is difficult to
understand lacov losip’s assistance in Sarbi Susani
without putting the painter’s needs and evolution
into perspective. The painter Alexa used to work
on his own, but for practical reasons he had to rely
on local help. The help offered by the teacher from
Sarbi was probably emphasised for reasons more
important than mere local pride. The inscription on
the icon Praise of the Mother of God in the same
church, commissioned among others by lacov
himself (cat. 87), provides the first translation of

episcopia de Muncaci, In sincronizare cu romanii
din Ardeal si de peste Carpati, inca din secolul al
XVl-lea. A fost o alegere impotriva traditiei de a
folosi vechea limba slavona, alegere care a divizat
profund comunitatea ortodoxa din Maramures.

Donatorii

Inscriptiile cu caracter dedicatoriu raspund con-
secvent la o succesiune de intrebari relevante in
context local: despre ce obiect este vorba, cum a
fost achizitionat, de cine, de ce si cand (fig. 44).
Putine inscriptii deviazd de la aceasta succesiune
de informatii sau o Tmbogatesc si cu alte aspecte.

Grija donatorilor maramureseni pentru inzestrarea
interioara a bisericilor este doveditd de numeroa-
sele inscriptii de pe icoane si de pisaniile de pe
peretii bisericilor, transmise prin penelul zugravu-
lui Alexa (fig. 40). In majoritatea cazurilor, dona-
torii sunt o pereche, sot si sotie, de regula redati
in aceastd ordine, eventual urmati de copii si alti
membri de familie. Dar, in unele locuri, ordinea
apare evident inversatd, prima fiind sotia si al doi-
lea sotul, subliniind participarea femeilor la ac-
tul de ctitorie. In mod firesc, aceste situatii apar
pe obiecte care pot proveni din inzestrarea tindei
femeilor, indeosebi de pe micul lor fruntar. Astfel
este cazul in zugraveala tindei din Calinesti Caeni,
iar cele doua icoane imparatesti din tinda bisericii
din Vigeu de Mijloc au fost donate de zugrav la ru-
gamintea vaduvelor din sat. Cu atat mai interesan-
ta devine, 1nsa, participarea femeilor la inzestrarea
fruntarului principal, din biserica barbatilor, cum
este cazul picturii fruntarului din Sarbi Susani. Tot
o situatie similara intalnim la Budesti Susani, unde
trei dintre cele patru icoane mari sunt donate de
boierese din sat. Aceste aspecte contribuie la o mai
buna intelegere a mediului social maramuresean
din vremurile trecute.

In pisania fruntarului din Sarbi-Susani (fig. 14-
15), diacul Iacov losip se semneazad in sensul de
asistent al zugravului. Sprijinul oferit de lacov lo-
sip in Sarbi Susani este greu de interpretat fara a
pune in perspectiva nevoile si evolutia zugravului.
Alexa obisnuia sa lucreze de unul singur, dar din
ratiuni practice sprijinindu-se pe ajutor local. Aju-
torul oferit de dascalul din Sarbi a fost subliniat,
cel mai probabil, din motive anume, mai semni-
ficative decat un simplu orgoliu local. Inscriptia
de pe icoana Maicii Domnului slavita de proroci
din aceeasi bisericd, care a fost comandata chiar
de Tacov (cat. 87), ofera prima traducere a textelor
de pe filacterele prorocilor. Deoarece inscrisurile
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fig. 41 Jeud Deal. The inscription was incorporated into the painting by Alexa in 1764-1765, under the sexton’s window,
preserved almost in its entirety, but difficult to transcribe and understand. As the text states, the painting was made for the
benefit of the whole community: priests, teachers and lay people. The aim was to understand, affirm and defend Orthodox
spiritual values, following the example of the lives of the Holy Fathers. The text clarifies the role of painting in educating,
guiding and uniting the community through images and texts around its core spiritual values, as an illustrated and interpreted
theological guide accessible to all. The text was issued by the community on the expenses of the benefactor, the vice-governor
of Maramures and patron of the church, the nobleman Mihai Balea. Photo September 2017.

leud Deal. Inscriptie integratd in picturd de zugravul Alexa in anii 1764-1765, sub fereastra craznicului, pastratd aproape in
intregime, insd greu de descifrat, pentru care propun lectura de mai jos. Dupa cum reiese din text, pictura a fost facutd pentru
beneficiul intregii comunitati: preoti, dascali si mireni. Scopul a fost intelegerea, afirmarea si apararea valorilor spirituale dupa
modelul vietii sfintilor parinti. Textul lamureste rolul picturii de a educa, indrepta si unifica comunitatea prin imagini si texte,
ca un indrumar teologic ilustrat si interpretat, accesibil tuturor. Emitentul textului a fost comunitatea, prin comanda donatorului,
vicecomitele Maramuresului si patronul bisericii, nobilul Mihai Balea.

In potriva sflilnte[i]...
s/-Jau zugravift] pravoslavnica
beseareca acestie, sa nfuj fife]
[fiec]um cinstitilor si intru H[risto]s
sfintiti preoti si dascali si
mireani ac[e]asta D[u]mnazdaesca
[besearecd], ca sa nu hulim impotriva
[c]e[lor s]fi[nt]e si mai beane sa indirepteaze
pre noi, mult e[s]t[e] jitie
a sffilntilor [parinti].
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the prising texts on the Prophets’ scrolls. Since the
inscriptions in the paintings are taken from religious
texts, their translation could not be done without
the participation of theologians and the approval
of the local clerical hierarchy.* Iacov, in his role
as deacon and teacher, was able to contribute to
the translation of the texts inserted first in this icon
(December 1759), then in the row of prophets on
the fruntar (June 1760, fig. 17), on the fruntar of
Budesti Susani (November 1760, fig. 19) and later
on other fruntars (Berbesti 1769). In this way,
lacov was able to help the painter not only with
many practical aspects, but also with the correct
translation into Romanian of the explanatory texts
and quotations on the icons. The teacher lacov did
not need to be his only help in translations. Filip
Opris, educated and ordained in lasi in 1733, parish
priest of Calinesti since 1762, was probably another
local theologian with whom Alexa was in frequent
contact, judging from his numerous returns and
contributions to the churches of Calinesti. The
contribution of some local theologians to providing
the places of worship with the necessary means to
adapt the liturgy to local linguistic needs can be
documented by their efforts to bring printed books
in Romanian from great distances. The priest
Filip Opris (1733-18097?) spent a year looking for
the Romanian Antologion printed in Ramnic.®
Atanasie Rednic (1722-1772), another prominent
local theologian, was born in Giulesti and rose to
the top of the Transylvanian hierarchy, becoming
Greek Catholic Bishop of Transylvania in 1765.
At home in Giulesti lived his brother Andrei, the
archpriest of Cosau county, both descendants of
the founder of the local monastery and members
of the noble Rednic family. The painter Alexa was
therefore able to formulate and verify translations
of icons and wall paintings in dialogue and
with the evident support of the contemporary
theological elite of Maramures, who continued the
trend of emancipation of the Romanian language
and culture in the region, initiated by previous
generations.

By mentioning the donors, the inscriptions provide
an important aid to correcting or recovering the
former context of some icons. With the help of
the donors’ names, the provenance of some works
that had been removed from the cult circuit and
gathered in museum collections can be recovered,
such as the 1772 icon of lacov losip from Sarbi
Susani (cat. 204), erroneously collected from
Cubhea, the icon of Saint George by Grad Dumitru

49 Bongiu 1973, p. 121.
50 Barlea 1909, p. 69, note 234.

din picturi provin din texte religioase, traducerea
lor nu se putea face fara participarea carturarilor si
acceptul ierarhiei clericale locale®. Tacov, in rolul
sdu de diacon si dascal, a putut contribui la tra-
ducerea textelor, care au fost introduse mai Intai
in aceasta icoana (decembrie 1759), apoi in regis-
trul profetilor de pe fruntar (iunie 1760, fig. 17),
pe fruntarul de la Budesti Susani (noiembrie 1760,
fig. 19) si mai departe pe alte fruntare (Berbesti
1769). Asadar, lacov l-a putut asista pe zugrav,
dincolo de multe aspecte practice, cu traducerea
corectd in limba romana a textelor explicative si
a citatelor de pe icoane. Dascélul lacov nu a fost
singurul lui sprijin in traduceri. Filip Opris, educat
si sfintit la lasi in 1733, preot paroh in Calinesti
din 1762, a fost probabil un alt cleric local cu care
Alexa a intrat repetat n contact, judecand dupa nu-
meroasele sale reveniri si contributii pentru bise-
ricile din Célinesti. Contributia unor preoti locali
la inzestrarea locasurilor de cult cu cele necesare
pentru celebrarea liturghiei in acord cu necesitatile
lingvistice locale se poate observa in stradania lor
de a aduce, de la mari departari, carti tiparite in
limba romana. Preotul Filip Opris (1733-1809?) a
cautat un an dupa Antologhionul in limba roma-
na tiparit la Ramnic®. Din Giulesti se tragea Ata-
nasie Rednic (1722-1772), un alt Tnsemnat cleric
local, care a urcat pana in varful ierarhiei ardele-
ne, devenind episcop greco-catolic al Transilvani-
ei in 1765. Acasa in Giulesti a rdmas fratele sau,
Andrei, protopopul districtului Cosau, amandoi
fiind urmasi ai ctitorului manastirii din localitate
si membri ai familiei nobile Rednic. Asadar, zu-
gravul Alexa a putut formula si verifica traduceri
din icoane si picturi parietale in dialog si cu sprijin
evident din partea elitei clericale maramuresene
contemporane, care continua curentul de emanci-
pare a limbii si culturii roméane din regiune, pornit
de generatiile anterioare.

Prin mentionarea donatorilor, inscriptiile ofera un
sprijin substantial in corectarea sau recuperarea
contextului originar din care au provenit unele
icoane. Cu ajutorul numelor de donatori, au fost
indreptate incurcaturi in provenienta unor lucrari
iesite din circuitul cultic si adunate in colectii
muzeale, precum icoana lui losip lacov din 1772,
din Sarbi Susani (cat. 204), gresit localizata
din Cuhea, icoana Sfdntul Gheorghe a lui Grad
Dumitru din Borsa de Jos, 1770 (cat. 179), care se
presupunea ca a fost achizitionatd din Calinesti, si
icoana Soborul Apostolilor din Borsa de Jos (cat.
195), care s-a crezut a fi din Valeni. De asemenea,

49 Bongiu 1973, p. 121.
50 Barlea 1909, p. 69, insemnarea 234.
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fig 42 Budesti Susani. On the northern wall of the nave the painter executed the cycle of Genesis with the key image of the
Creator in the centre: Bore GDeu, which means God the Father. The commentary to the image is based on the first verse of
the Book of Genesis, which is rendered in Slavonic at the beginning of the text and explained thereafter in Romanian. Photo

March 2018.

Budesti Susani. Zugravul a pictat ciclul Creatiei pe peretele nordic al naosului, in centrul lui asezand imaginea-cheie a
Creatorului: Bore (eu, adicd Dumnezeu-Tatdl. Comentariul imaginii are la baza primul verset din Cartea Genezei, redat la
inceputul textului in slavona: GagaoT 13noAHHH HEBO T 3emay, pe care l-a tradus si explicat pe larg in romaneste: Adeca Tatal
au facut ceriul §i pamantul si ingeri si hiruvimi si sarafimi §i alte podobe in cer; si au facut om pre Adam si paseri §i pestii si
hiiara si toata hrana a omului §i in sese zile au zedit §i a septe zii au o sf[ijntit si in ceriul s[-]Jau hodenit; intru slava in veci

de v[e]ci, Amin.

from Borsa de Jos, 1770 (cat. 179), supposedly
acquired from Cilinesti, and the icon of Synaxis
of the 12 Apostles from Borsa de Jos (cat. 195),
supposedly from Vileni. The icon of the lord Lupu
and his son Toader Andreica from 1765 in Borsa
de Sus (cat. 148), the icon of the Zet and Sima
families from 1765 in Viseu de Mijloc (cat. 146),
from the collections of the Ethnographic Museum
in Budapest, could also be correctly identified. The
icon of the sexton Ignat in the Maramures Museum
(cat. 209) could only be found in Sarbi Susani,
where Damian Ignat donated another icon in 1759
(cat. 86). The donor of the icon in the collection
of the National Art Gallery in Budapest (cat. 174)
can be identified as Vlasin lonas from Apsa de Jos,
recorded in a fiscal conscription of 1754.%' Thanks

51 Thanks to Livia Ardelean for the information. The name
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a putut fi localizatd corect icoana jupanului Lupu
si a fiului sau Toader Andreica din 1765 din Borsa
de Sus (cat. 148), icoana familiilor Zet si Sima
din 1765 din Viseu de Mijloc (cat. 146), aflata
fara localizare in colectiile Muzeului Etnografic
budapestan. Icoana crasnicului Ignat din Muzeul
Maramuresean (cat. 209) nu poate fi localizata
decat in Sarbi Susani, unde Damian Ignat a mai
daruit o icoanda in 1759 (cat. 86). Donatorul
icoanei din Colectia Galeriei Nationale de Arta din
Budapesta (cat. 174) poate fi identificat cu Vlasin
Ionas din Apsa de Jos, consemnat intr-o conscriptie
din 1754°'. Datorita insemnarilor culese de Ioan

51 Multumiri Liviei Ardelean pentru semnalare. Numele fa-
miliei Vlasin a fost consemnat grafic in mai multe variante,
printre ele Volaszin, Volosin. Originea familiei pare sa fie in
satul Uglea, fiind extinsa in epoca in Apsa de Jos si Feresti.



to the inscriptions collected by loan Barlea,
several other icons could be identified, even if their
inscriptions were partially or completely erased in
the last century, such as the icon of the Coronation
of the Virgin by Stefan and Dumitru Grad from
1772 in Budapest (cat. 218), which belonged to
the church of Borsa de Jos, and several other icons
from Berbesti, Slatioara and Stramtura.

The inscriptions usually appeared on the bottom
frame or in the lower field of the icon, where the
names of the donors could be easily seen, read and
kept in the memory of the community. Sometimes,
however, they were so faintly integrated into the
painting that they could hardly be read at close
range, as is the case with the icon of the Mandylion
from Budesti Susani (cat. 77). A considerable
number of icons seem not to have been assumed
by any donor. Most likely, they were part of larger
orders whose inscriptions disappeared with the
pieces or parts of buildings on which they were
placed, leaving only the impression that the donors
wished to remain anonymous. It is much more
likely that the vast majority of donors recorded
their gifts in order to benefit from the services of
remembrance and forgiveness of sins, as stated in
almost all the inscriptions.

The icons from Budesti Josani and Calinesti Caeni
illustrate two different approaches to donation, one
collective, where all the icons were ordered at once,
and the other individual, where the icons were
brought one at a time and purchased by different
donors. This is probably the reason why the row
of 15 festal icons at Budesti Josani, ordered as a
whole, has been preserved so well, while in other
churches the festal row has deteriorated over time
or was never completed.

Pricing

In Cilinesti Céeni, after cleaning and recovering
some hardly visible parts of the inscription on the
narthex, one can read the price for the painting of
the walls in 1754 by the lady Marinca, her husband
Simeon and other villagers.”> The 7 florins paid,
mentioned in the inscription, were not given to
paint the whole church, but refer strictly to the
narthex, and that only painted on the Eastern half

of the noble family of Vlasin has been recorded in several
variants, including Volaszin and Volosin. The origin of the
family seems to be in the village of Uglea (Yrms, Ukraine),
spread in that period in Apsa de Jos (Hmwxus Ama, Ukraine)
and Feresti.

52 See fig. 11. National Heritage Institute, image archive,
Nicolae Tatu 1937, 1 7066 si 7075, Bongiu 1970, p. 53, note
20; Pop-Bratu 1981, p. 95, note 15.

Barlea, au putut fi identificate alte cateva icoane,
chiar daca inscriptiile lor s-au sters partial sau
complet in ultimul secol, ca de exemplu icoana
Incoronarea Maicii Domnului a lui Grad Stefan si
Dumitru din 1772, aflata la Budapesta (cat. 218) si
care a apartinut bisericii din Borsa de Jos, si mai
multe icoane din Berbesti, Slatioara si Stramtura.

De regula, inscriptiile apar pe rama de jos sau in
campul inferior al icoanei, acolo unde numele
donatorilor puteau fi lesne vazute, citite si pastrate
in memoria comunitatii. Uneori, insa, ele puteau
fi integrate in pictura atat de marunt incat abia se
puteau citi de aproape, dupa cum se poate deslusi
pe icoana Mandilionului de la Budesti Susani (cat.
77). La capatul opus, se afld un numar insemnat
de icoane care, aparent, nu au fost asumate de nici
un donator. Cel mai probabil, ele faceau parte din
comenzi mai mari, ale caror pisanii sau inscriptii au
disparut odata cu piesele sau partile de constructie
pe care au fost asezate, 1dsand doar impresia ca
donatorii au dorit sd rdmana anonimi. Este mult
mai credibil cd marea majoritate a ctitorilor si-a
consemnat daniile, pentru a putea beneficia de
serviciile de pomenire si iertare de pacate, dupa
cum apare specificat Tn aproape toate inscriptiile.

Icoanele din Budesti Josani si Calinesti Caeni
exemplificd doud abordari diferite ale donatiei,
una in grup, toate icoanele fiind comandate o data,
alta individual, icoanele fiind aduse pe rand si
cumparate de donatori diferiti, in etape succesive.
Probabil acesta este motivul pentru care registrul
de 15 icoane praznicare din Budesti Josani,
comandat ca un set Intreg, s-a pastrat atat de bine,
pe cand registrele praznicare din alte biserici s-au
descompletat in timp sau nu au fost niciodata
finalizate.

Preturi

In Cilinesti Caeni, dupa curitarea si recuperarea
unor parti greu lizibile din pisania din tinda, se
poate citi suma daruitd pentru zugravirea peretilor
in 1754 de boiereasa Marinca, sotul ei Simeon
si alti sateni®. Cei 7 florini platiti, mentionati
in pisanie, nu au fost dati pentru a zugravi toata
biserica, ci se refera strict la tinda, si aceea pictata
numai pe jumitatea de rasarit (12 m?). in 1760,
altarul din Budesti Susani (cca 25 m?) a fost pictat
pentru 14 florini®, fara peretii de sus si fara bolta,

52 Vezifig. 11. INP, arhiva de imagini Nicolae Tatu din 1937,
1 7066 si 7075, Bongiu 1970, p. 53, nota 20; Pop-Bratu 1981,
p. 95, nota 15.

53 Vezi fig. 40. Diferente la Barlea 1909, 65, insemnarea 216;
Bongiu 1970, p. 53, nota 20; si Pop-Bratu 1981, p. 100, n. 18.
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fig. 43 Sarbi Susani. The back of the icon of Saint George and the Dragon (cat. 205) bears an engraving scratched by the
painter Alexa himself. This inscription probably served as a contract between the patron and the craftsman. Payment was made
in advance by the donor and documented on the reverse: This holy icon was paid for by Balin Vasalie, the dimensions were
those of the panel, and the subject was also noted on the back: Ghiorghie. The inscription on the front of the icon confirms the
payment and gives credit to the donor before the community for the final painting. Photo March 2018.

Sarbi Susani. Dosul icoanei Sfantul Gheorghe (cat. 205) prezinta o inscriptie zgariatd chiar de zugravul Alexa. Aceasta inscriptie
a funtionat cel mai probabil ca un contract intre comanditar si meserias. Plata a fost facutd in avans de donator si documentata
pe spate: Acfijasta s[fantd] icola]na au platit Balin Vasalie, dimensiunile erau cele ale panoului, iar tema a fost de asemenea
notata pe spate: Ghiorghie. Inscriptia de pe fata icoanei confirma plata si da credit donatorului inaintea comunitatii pentru

pictura finala.

(12 m?). In 1760, the sanctuary of Budesti Susani
(about 25 m?) was painted for 14 florins,** without
the upper walls or the vault, and only with a
decorative frieze at the bottom. In Sarbi Susani,
the fruntar (12 m?) was painted in the same year
for 15 florins.>* Later, in 1780, Radu Munteanu
painted the firuntar in Desesti for 35 florins, almost
a copy of the one painted by Alexa in Berbesti
in 1769 (fig. 22). In 1793, the painter Gheorghe
Plohod painted the nave of Poienile Izei for at
least 40 florins. The difference in price between
the Calinesti Caeni narthex and the Sarbi Susani

53 Fig. 40. Differences at Barlea 1909, p. 65, note 216;
Bongiu 1970, p. 53, n. 20; and Pop-Bratu 1981, p. 100, n. 18.
54 See figs. 14-15. Differences at Barlea 1909, p. 186, notes
677-678; Bongiu 1970, p. 53, note 20; Pop-Bratu 1981, p. 95,
note 15 and 19.

55 Babos, Covaci 2020, p. 611.
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iar la poale a fost pictat doar un brau decorativ. In
Sarbi Susani, fruntarul (12 m?) a fost pictat pentru
15 florini, in acelasi an**. Mai tarziu, in 1780,
Radu Munteanu a pictat fruntarul din Desesti
pentru 35 de florini, practic o copie a celui din
Berbesti din 1769 (fig. 22). In 1793, Zugravul
Gheorghe Plohod zugravea naosul din Poienile
Izei pentru cel putin 40 de florini*. Diferenta de
pret intre tinda din Calinesti Caeni si fruntarul din
Sarbi Susani, aproximativ egale in suprafata, este
cel mai probabil cauzatd de diferenta de inaltime
a peretilor si de atentia suplimentara acordata
fruntarului. Zonele greu accesibile, precum partea
superioara a peretilor si bolta, au impus, probabil,

54 Verzi fig. 14-15. Diferente la Barlea 1909, p. 186, insem-
narile 677-678; Bongiu 1970, p. 53, nota 20; Pop-Bratu 1981,
p. 95, nota 15 si 19.

55 Babos, Covaci 2020, p. 611.



fruntar, which are approximately the same size, is
probably due to the difference in the height of the
walls and the extra attention paid to the fruntar.
Difficult to reach areas, such as the upper part of the
walls and the vault, probably demanded different
prices to compensate for the difficult conditions
of execution. This explains the higher price of the
fruntar in Desesti and Sarbi Susani compared to
the sanctuary in Budesti Susani and the narthex
in Calinesti Caeni, both limited in height to one
fathom. As the surfaces were calculated most
probably with the Viennese fathom,* the fruntar
in Sarbi Susani can be approximated to about 3
square fathoms, and the price of a square fathom
was around 5 florins. This amount seems to be the
same for the fruntar of Desesti (1780). For the
lower walls, as in the narthex of Célinesti Caeni
and the sanctuary of Budesti Susani, the price was
less than half, about 2.3 florins per square fathom.
However, we cannot exclude the possibility that
the total amount was reduced by the painter’s
contribution to the deed as a gift, as suggested by
his signatures.

We learn about the value of an icon from the
inscription on the back of the large icon of
Archangel Michael in Oncesti, which measures
53.5%83.5 cm. The donor Theodosius Gogea
bought it in 1746 for two Polish zlotys (cat. 2), the
equivalent of two Rhenish florins.’” To confirm this
rare estimate of the price of a movable icon from
Maramures, we also have a scratched inscription
on the back of a festal icon from around 1772,
from Cilinesti Céeni (cat. 191). The icon was
decorated with two adjacent scenes, the Descent
into Hell and the Ascension, and measures 63x40
cm, about half the size of the Oncesti icon. This
icon was commissioned by the mayor from the
Nemis family for 5 mariesi,>® or 1 florin and 40
kreuzer. Since its size was equivalent to two small
festal icons, the twelve obligatory festals could
cost ten florins and, together with the icon of
the Mandylion, which was usually twice as long,
a complete festal tier could cost about twelve
florins. If the Mandylion had a tympanum with a
more unusual carved decoration, the whole tier
could cost more. A pair of large royal icons would
cost at least five florins. If those royal icons were
provided with a tympanum, a carved frame and
even side columns, their price had to rise in line

56 About 3.6 m?, a Viennese fathom was 1.89 m.

57 Babos 2019, p. 158.

58 Maries is the Romanian name for the 20 kreuzer silver
coin with the immage of Mother of God on the reverse. One
florin was equal to 60 kreuzer or 3 mariesi.

preturi diferite, corespunzatoare conditiilor dificile
de executie. Asa se explica pretul mai mare la
fruntarul din Desesti si Sarbi Susani fata de altarul
din Budesti Susani si tinda din Calinesti Caeni,
amandoud limitate pe indltime la un stat de om.
Fiindca suprafetele erau calculate cu stanjenul
de Viena*®, fruntarul din Sarbi Susani poate fi
aproximat la circa 3 stanjeni patrati, iar pretul
pentru un stanjen patrat a fost de circa 5 florini.
Suma pare sa fie aceeasi si la fruntarul de la
Desesti (1780). La peretii de jos, dupa cum a fost
situatia in tinda din Calinesti Céeni si in altarul din
Budesti Susani, pretul a fost fixat la mai putin de
jumatate, circa 2,3 florini pentru un stanjen patrat.
Totusi, nu putem exclude aici scaderea partiald a
sumei totale, prin contributia zugravului la actul de
danie, sugerata de semnaturile sale.

Despre valoarea unei icoane aflam din inscriptia de
pe spatele icoanei mari a Arhanghelului Mihail din
Oncesti, care avea dimensiunile de 53,5%83,5 cm.
Donatorul Teodosie Gogea a cumparat-o pentru 2
zloti polonezi n anul 1746 (cat. 2), echivalentul
a doi florini renani”’. Pentru confirmarea acestei
rare evaludri a pretului unei icoane mobile in
Maramures detinem si o insemnare zgariatd pe
spatele unei icoane praznicar din jurul anului
1772, din Calinesti Céeni (cat. 191). Icoana a fost
prevazuta cu doua scene alaturate, Cobordrea la
iad si Indltarea Domnului, si are dimensiunile de
63x40 cm, aproximativ jumatate fatd de cea de la
Oncesti. Aceasta icoana a fost comandata de birdul
satului, din familia Nemis, pentru 5 mariesi®, adica
un florin si 40 de creitari. Deoarece dimensiunile ei
corespund cu doud icoane praznicare marunte, cele
douasprezece praznicare obligatorii puteau costa
zece florini, iar impreuna cu icoana Mandilionului,
care de obicei era dubld in lungime, un registru
praznicar Intreg putea costa cam doisprezece
florini. Daca Mandilionul avea atagat un timpan cu
un decor sculptat mai deosebit, tot registrul putea
costa mai mult. O pereche de icoane imparatesti,
mai mari $i mai atent lucrate, puteau costa cinci
florini. Cand o icoand mare Tmparateascd era
prevazuta cu timpan, rame si chiar colonete laterale
sculptate, pretul ei trebuia sd creasca pe masura
complexitatii lucrarii in lemn. Sculptura a adus 1n
arta icoanelor un element de noutate si innobilare,
fiind la mare cautare si de aceea, cel mai probabil,

56 Circa 3,6 mp, stanjenul vienez a echivalat cu 1,89 m.

57 Babos 2019, p. 158.

58 O moneda de un madaries echivala cu 20 creitari sau o trei-
me dintr-un florin renan. Numele monedei venea de la icoana
Maicii Domnului cu Pruncul de pe una din fete. Un florin era
divizat in 60 de craitari sau 3 mariesi.
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with the complexity of the woodwork. Sculpture
brought an element of novelty and ennoblement to
icon making and was in great demand, which is
probably why it fell into a higher price category.
An inscription in the upper church of Apsa de
Mijloc speaks of 60 florins paid in advance® for
the endowment of a relatively small iconostasis,
but most probably with carved pieces, as can be
seen at the royal doors (cat. 110). The price might
have included not only the icons but also the wall
part of the fruntar. Sometimes, engraved scratches
on the backs or sides of some of the icons can
also testify to the prices and agreements with the
donors.

In order to keep the prices as low as possible, Alexa
repaired and intervened in the works of others
— as can be seen on an icon of Saint Nicholas of
Myra from Oncesti (cat. 4) and on the first icon of
the Mother of God from Borsa de Sus (cat. 103),
painted over them — John the Baptist from Viseu
de Mijloc (cat. 154), the second icon of the Mother
of God from Borsa de Sus (cat. 104), but above
all he painted on their backs — for example, the
series of large and festal icons in Budesti Josani
and Stramtura, Saint Nicholas of Myra (cat. 158)
and Saint George (cat. 159) in Viseu de Mijloc,
the Apostles Peter and Paul in Budesti Josani (cat.
131), with the possibility of sometimes using both
faces. In Stramtura, he reused beautifully carved
colonnettes in his icons (cat. 229 and 234). Of
course, some of his icons were in turn modified
by the painters who came after him, repainted
— such as the altar icon in Poienile Izei and the

59 Babos 2020, pp. 16-43. The figures indicating the amount
paid are partially erased, but it is probably six[ty] florins.

a intrat intr-o alta categorie de preturi. O pisanie
din biserica din sus din Apsa de Mijloc vorbeste
de 60 florini platiti in avans®, la tocmeala pentru
inzestrarea unui iconostas relativ mic, dar foarte
probabil prevazut cu piese sculptate, dupa cum se
poate vedea la usile imparatesti (cat. 110). Pretul
acestuia pare a cuprinde nu numai fruntarul,
ci si icoanele. Despre preturi si intelegerile cu
cumpdratorii donatori pot marturisi i unele ravase
zgariate pe dosul sau pe lateralele unor icoane.

Pentru a tine preturile cat mai mici, Alexa a reparat
si intervenit pe lucrarile altora — dupa cum se poate
observa pe icoana Sfantul Nicolae din Oncesti (cat.
4) si pe prima icoand Maica Domnului cu Pruncul
din Borsa de Sus (cat. 103), a pictat peste ele — loan
Botezatorul din Vigeu de Mijloc (cat. 154), a doua
icoand Maica Domnului cu Pruncul din Borsa de
Sus (cat. 104), dar mai ales a pictat pe dosul lor —
de exemplu setul de icoane mari si praznicare din
Budesti Josani si Stramtura, Sfantul Nicolae (cat.
158) si Sfantul Gheorghe (cat. 159) din Viseu de
Mijloc, Sfintii apostoli Petru si Pavel din Budesti
Josani (cat. 131), cu posibilitatea de a folosi uneori
ambele fete. In Stramtura, el a refolosit colonete
frumos sculptate din icoane mai vechi la icoanele
lui (cat. 229 si 234). In mod firesc, unele piese ale
sale au fost la randul lor alterate de zugravii care
i-au urmat, fiind repictate — precum icoana de altar
din Poienile Izei si dosul celei din Sélistea de Sus
Buleni (cat. 136), Sfanta Paraschiva din Valea
Stejarului, usile impdaratesti din biserica din sus de
la Apsa de Mijloc (cat. 110) — sau chiar integrate in
piese de mobilier — strana din Stramtura (cat. 233).

59 Babos 2020, p. 16-43. Suma platita este partial stearsa, dar
cel mai probabil e vorba de sase[zeci] de florinti.

fig. 44 Oncesti. Inscription on the back of the icon of Saint Michael the Archangel (cat. 2), the oldest surviving work by the
painter Alexa. It answers the following questions relevant to the local context: what the object is, how it was acquired, by
whom, why and when. The price mentioned in the inscription is singular in this case.

Oncesti. Inscriptie pe spatele icoanei Sfdntul Arhanghel Mihail (cat. 2), cea mai veche pastratd de la zugravul Alexa. Ea
raspunde la urmatoarele intrebari relevante in context local: despre ce obiect este vorba, cum a fost achizitionat, de cine, de ce
si cand. Mentionarea pretului in inscriptie este singulara in acest caz.

D/[u]m[nealui] au c[u]m[p]arat aciasta icolaln[d] dre[pt] pJoma]na par[intilor] si mos[ilor] si stra-
mos/ilor], pom[and] sd fie in veci, drep[t] 2 dzloti. Goge Todosie, anful] Dfo]m[nului] 1746,
miset/a] avgust 11 dzile.
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backside in Salistea de Sus Buleni (cat. 136), Saint
Paraskeva in Valea Stejarului, the royal doors of
the upper church in Apsa de Mijloc (cat. 110) — or
even integrated into pieces of furniture - as in the
lectern in Stramtura (cat. 233).

In the inscriptions it is important to pay attention to
the verbs describing the transfer of an icon from the
producer to the purchaser. The monumental works
were paid for, never bought, in other words they
were negotiated and commissioned on the basis of
a contract drawn up in advance. This is confirmed
by the inscription on the former Berbesti fruntar,
which explicitly mentioned the contract with the
painter, whether oral or written.®® The verb fo
pay is sometimes used for icons, suggesting that
they were paid for in advance. It is not by chance
that some names appear engraved on the back of
these icons, indicating an agreement between the
commissioner and the painter, as for example on
the icon of Saint George by Balin Vasalie from
Cilinesti (fig. 43 and cat. 205) and on the icon of
the Exaltation of the True Cross from Sarbi Susani
by Gheorghe Berinde and his wife Calina (cat.
201). However, the most common verb within an
inscription is fo buy, suggesting that the icon was
received in exchange for a sum of money or in
a transaction after it was presented to the client.
The icon was most often exchanged for various
goods, which may explain why the value of the
icon is so rarely mentioned in the inscriptions. The
verb to buy reinforces the quality of the icon as
a transferable object, made in a workshop, then
bought and used. The verbs used in the inscriptions
thus indicate how payment was made, in advance
or at the end. Extremely rarely, and mainly when
the painter himself donates the icon, does the verb
to make appear in connection with the concept of
offering, i.e. donating it himself. The verbs to pay,
to buy and to make can be replaced by other verbs,
but their meaning is reduced to the three main
relationships that could arise between the artist
and the beneficiary: commission, sale and gift.

60 See fig. 22. Text of the inscription after Barlea 1909, pp.
19-20, note 63.

In inscriptii, este important si acordim atentie
unor verbe legate de transferul icoanei din
atelierul producatorului spre beneficiar. Lucrarile
monumentale au fost platite, niciodata cumparate,
cu alte cuvinte targuite si comandate pe baza
unui contract stabilit in avans. Asa se explica
pisania picturii fruntarului din Berbesti, unde
contractul cu zugravul, oral sau scris, a fost anume
consemnat®. Verbul a plati este folosit uneori si
in cazul icoanelor, sugerand cad au fost platite in
avans. Tot in avans trebuie sa se fi facut plata si
in cazul icoanelor pe spatele carora apar incizate
numele comanditarilor. Textul de pe spate poate fi
interpretat, in acest context, drept o intelegere intre
comanditar si zugrav, ca de exemplu pe icoana
Sfantul Gheorghe a lui Balin Vasalie din Célinesti
(fig. 43 si cat. 205) si pe icoana Inaltarea Sfintei
Cruci din Sarbi Susani a lui Gheorghe Berinde si a
sotiei sale Calina (cat. 201). La icoane, verbul cel
mai consacrat este a cumpdra, ceea ce sugereaza
ca icoana a fost primitd in schimbul unei sume
sau a unui troc ulterior, la aducerea icoanei
inaintea comanditarului. Vanzarea era rezultatul
unei tocmeli ulterioare, care cel mai probabil
se facea prin produse 1n natura, ceea ce ar putea
lamuri motivul pentru care valoarea icoanei apare
in inscriptii numai foarte rar. Verbul a cumpara
intareste calitatea icoanei de obiect mobil, facut
intr-un atelier, apoi achizitionat si folosit. Asadar,
verbele folosite 1n inscriptii aratd modul in care
a avut loc plata, in avans sau la final. Extrem de
rar, si numai cand zugravul doneazd el nsusi
icoana, apare verbul « face asociat cu termenul de
jertfa, adica de donatie proprie. Verbele a plati, a
cumpara s$i a face pot fi substituite cu alte verbe,
insd, se reduc ca sens la cele trei relatii principale
ce puteau aparea intre artist i beneficiar: comanda,
vanzare si dar.

60 Vezi fig. 22. Textul pisaniei dupd Barlea 1909, p. 19-20,
insemnarea 63.
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d COMPIseTe ARTIST
YN dARTIST COMPIsCT

The activity of the painter Alexa in Maramures
can be explained in the context of the cultural
phenomenon of Maramures. For most of the pre-
modern period, Maramures had no centre of its own
and therefore depended on attracting travelling
artists from elsewhere. The arrival of Alexa from
Pokuttia, in the former Polish-Lithuanian union,
seems to be confirmed by his name, his style of work
and choice of iconographic themes, the presence in
both regions of icons made by a group of painters
to which Alexa also belonged, the proximity of
the regions and the traditional contacts between
them. Nevertheless, at the end of his career, Alexa
returned to his native region, on the other side of
the Carpathian Mountains, continuing to work in
some remote Hutsul villages.

A characteristic of the Maramures cultural
phenomenon is its division into two cultural areas,
a Romanian one in the south and a Ukrainian one
in the north. In the southern area, the Romanization
of the worship language was ending in the second
half of the 18" century. The painter Alexa chose
to work in the southern area, where he had to
contribute to the consolidation of the Romanian
culture. The Romanians he lived among seem to
have been inspired by the motto of the time that
it is better to receive one word of meaning than
many words of no use. Therefore, the painter
impresses us with his efforts to learn, master and
use the Romanian language in his works.

He was a representative of the art of the post-
Byzantine tradition, in the phase of interweaving
with the Ukrainian Baroque. His works reveal
a complete, multivalent provincial artist with
openness and theological depth. He helped the
local communities to cull, replenish and develope
the interiors of their houses of worship with works
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Prezenta zugravului Alexa in Maramures se explica
in contextul fenomenului cultural maramuresean,
caruia i-a lipsit un centru cultural propriu in epoca
premoderna si de aceea a depins de atragerea unor
artisti calatori din alte parti. Venirea lui Alexa
din Pocutia, din fosta uniune Polono-Lituaniana,
pare a fi intaritd de numele lui, de stilul de lucru
si alegerea unor teme iconografice, de prezenta
in ambele regiuni a unor icoane facute de un
grup de zugravi din care Alexa a facut si el parte,
de vecindtatea intre regiuni si de contactele
traditionale dintre ele. Mai mult decat atat, spre
sfarsitul carierei, Alexa se intoarce in locurile
natale de cealalta parte a Carpatilor, continuand sa
lucreze in comunitati hutule.

O trasatura definitorie a fenomenului cultural
maramuresean este impartirea in doud arii de
culturd, una romaneascd in sud si alta slavo-
ucraineand in nord. In aria de sud, procesul de
romanizare a limbii de cult se Indrepta spre final in
a doua jumatate a secolului al XVIII-lea. Zugravul
Alexa a ales aria de sud, unde a contribuit la
consolidarea culturii romanesti. Romanii 1n
mijlocul cdrora a trait par sa fi fost inspirati de
deviza epocii ca mai bine daruiesti semenilor tai
un cuvant pe inteles decat multe, fara folos. In
acest sens, zugravul impresioneaza prin efortul
de a invita, a stapani si a folosi limba romana in
lucrarile sale.

El a fost un reprezentant al artei de traditie
postbizantind, in faza de impletire cu barocul
ucrainean. Lucrarile sale vorbesc despre un artist
provincial complet, multivalent, cu deschidere si
profunzime teologicd. El a sprijinit comunitatile
locale sa selecteze, completeze si improspateze
inventarul din interioarele lacasurilor lor de cult
cu lucrari fidele filonului de traditie postbizantina.



stil run out of the local post-Byzantine tradition.
After his departure, later artists continued to build
on local traditions as well as introduce new ideas
and fashions, although they never reached the
same level of intensity and consistency. Through
the prevalence, influence and quality of his works
and his intrinsic curating role in the artistic heritage
of Maramures, he contributed to the synthesis
and fulfilment of a regional aesthetic taste. For
this reason, one of the defining characteristics of
the region, that of the visual arts, is still largely
reflected in his legacy.

The many scattered icons that can be attributed
to Alexa’s workshop allow us to study him in
detail, once they have been gathered together and
chronologically arranged. His creations, often
accompanied by valuable notes, reveal important
aspects of his life as a painter, such as his
commitment to large and small works, depending on
the season. They show his skillfulness in drawing,
painting and carving, as he managed all the steps
required to create an icon, from the support, frame
and ornamentation to the painting, silvering and
varnish. His skills earned him recognition, respect
and the collaboration of the local elite. Towards
the end of his stay in Maramures, he influenced
the training and education of a new generation of
painters from among the locals themselves.

Most of the iconographic subjects used by Alexa
belongs to the standard repertoire of the Byzantine
art and heritage, that he repeated from one church
to another. To these he added some rarely occurring
iconographic subjects, which he presented and
explained in revealing details. He was aware of
the educational and formative power of his works
on those who commissioned, received, studied and
revered them. He acted as a mediator, entrusted to
explain the mysteries and teachings of the Church
in a simple and understandable way. He narrated
biblical facts, translated iconographic canons,
explained Scripture and other theological writings,
and supported liturgical practice with relevant
images and texts.

Last but not least, the work of Alexa speaks to
the communities in which he lived and interacted.
He was active during a highly dynamic period
for the Romanians of Maramures, marked by
unprecedented transformation and renewal,
political integration into a vast Central European
empire, contribution to economic development
within the realm, linguistic emancipation and

Dupa plecarea sa, artistii care i-au urmat s-au
indepartat incet de traditie, introducand modele
noi. Dar niciunul nu I-a mai egalat in popularitate
si productivitate pe zugravul Alexa. Atat prin
preponderenta, influenta si calitatea lucrarilor
sale, cat si prin selectia facutd In zestrea artistica
anterioard, el a contribuit la sintetizarea si
implinirea unui gust estetic postbizantin regional.
Din acest motiv, una din trasaturile regionale
definitorii, cea a artelor vizuale, se reflectd pana
azi in buna parte prin rolul sau si mostenirea sa.

Numeroasele icoane risipite ce-i pot fi atribuite
ne permit sa 1l studiem indeaproape, dacid le
strangem iar la un loc si le punem in ordine.
Lucrarile sale, adesea completate cu valoroase
insemnari, descopera aspecte importante din viata
sa de zugrav, precum angajarea in lucrari mari
si mici, In functie de sezon, in etape succesive.
Ele evidentiaza polivalenta sa in desen, pictura,
sculptura si tamplarie, stdpan pe toate momentele
necesare pentru crearea unei icoane, de la blat,
rama, ornament la picturd, asezatul foitelor de
metal si vernis. Priceperea sa i-a adus recunoastere,
respect si colaborare cu elitele locale. Spre finalul
carierei, asa cum era firesc, el a influentat formarea
si ridicarea unei noi generatii de zugravi chiar
dintre localnici.

Majoritatea temelor iconografice abordate de
iconarul Alexa se Inscriu in repertoriul de referinta
al artei bizantine, care se repetd de la o biserica
la alta. La acestea, el adaugd cateva subiecte
iconografice mai rare, pe care le expune si explica
in detalii revelatoare. El a fost constient de puterea
educativa si formativa a lucrarilor sale asupra celor
care le-au comandat, cercetat, primit si venerat. Se
comporta ca un pedagog, chemat sa lamureasca
simplu si pe intelesul tuturor, tainele si invataturile
Bisericii. El a fost un povestitor al faptelor biblice,
a tradus canoane iconografice, a explicat Scriptura
si alte scrieri teologice si a sustinut actul liturgic n
imagini si texte.

Nu in ultimul rand, lucrdrile zugravului Alexa
vorbesc despre comunitatile in mijlocul carora
a trdit si cu care a interactionat. El a fost activ
intr-o perioada deosebit de dinamicd pentru
romanii maramureseni, marcatd de transformari
si Innoiri fara precedent, de integrare politica intr-
un vast imperiu central-european, de participare
la dezvoltarea economicd in cadrul imperiului,
de emancipare lingvistica si de adaptare in cadrul
bisericii unite. In acea vreme, participarea la actul
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adaptation within the Greek Catholic Church.
At that time, participation in the act of founding,
and consequently access to culture, was extended
from a few representatives of the elite towards
the bottom of the social pyramid, to include an
increasing number of donors, a phenomenon
that can be associated with the European
Enlightenment. Through his many inscriptions,
Alexa becomes a chronicler of individual, group
and community acts of generosity, revealing
realities, mentalities and attitudes characteristic of
the social and economic structures of the region at
the time.

In conclusion, the painter Alexa stands out as
a complete provincial artist, sought after and
productive, consistent in his artistic expression
and committed to the cultural emancipation of the
Romanians from Maramures. He was one of the
notable local personalities of his time, among the
few that we can recover and identify in the region.
Thanks to his works, especially the small icons,
dated and inscribed, we have the chance to get closer
to his creation and the world in which he lived. His
art opens a new and unexpected perspective on the
history and culture of Maramures.

The effort to recover his work and his unique
perspective on the life of Maramures can be
continued by researching, cleaning, preserving
and saving all his works. What remains to be
discovered and integrated are the works that today
are scattered in anonymous private collections.
Their owners can help to build a clearer image
of the painter by exhibiting them in public,
through greater transparency and collaboration
with the scientific world. Who knows when,
how and by whom old documents, unpublished
data, innovative techniques and methods will
appear, which will further enhance the work of
this remarkable painter and, through him, the
acquisition of a more accurate understanding of
the ancient culture of Maramures. The study of
Alexa’s final period, among the Hutsuls of Pokuttia
and Bucovina, is just at the beginning, in need of
dedicated research, covering a large area, relevant
archival sources, integrated and reevaluated within
his entire creation.

de ctitorie si, in consecintd, accesul la culturd
coboard de la cei cativa reprezentanti ai elitei
spre baza piramidei sociale, cuprinzand un numar
din ce 1n ce mai mare de donatori, un fenomen
care poate fi cuprins in iluminismul european.
Prin numeroasele sale inscriptii, Alexa devine un
cronicar al faptelor de smerenie individuale, de
grup si comunitare, relevand realitati, mentalitati
si atitudini caracteristice ierarhiilor sociale si
economice din regiune, in epoca.

In concluzie, zugravul Alexa se impune ca un
artist provincial polivalent, cautat si productiv,
consecvent in expresia sa artisticd si preocupat
sd sprijine emanciparea culturald a romaénilor
maramureseni. El a fost una dintre personalitatile
timpului sau, printre putinele pe care le putem
recupera si individualiza in regiune. Datorita
lucrarilor sale, in special maruntelor icoane,
datate si prevazute cu inscriptii, avem sansa de
a ne apropia de creatia lui si de a patrunde in
lumea cu care a interactionat. Arta lui deschide o
noud si nesperatd perspectiva in istoria si cultura
maramureseana.

Efortul de a-i recupera opera si viziunea sa unica
asupra lumii maramuresene poate fi continuat
odatd cu cercetarea, curdtarea, conservarea
si salvarea tuturor lucrdrile sale. Rdman de
descoperit si integrat lucrari azi risipite in colectii
private, anonime. Proprietarii lor pot participa la
construirea unei imagini mai clare a zugravului
prin expunerea in spatiul public, prin mai multa
transparentd si colaborare cu mediul stiintific.
Cine stie cand, cum si prin cine vor mai apdrea
documente vechi, tehnici si metode inovatoare
care vor pune si mai mult in valoare activitatea
acestui zugrav deosebit si, prin el, vor contribui
la dobandirea unei mai drepte intelegeri asupra
vechii culturi maramuresene. Studiul perioadei
finale de activitate a lui Alexa, in mijlocul hutulilor
din Pocutia si Bucovina, se afld abia la nceput
si are nevoie de cercetdri dedicate, integrate si
reevaluate 1n intreaga sa creatie, care s acopere
o0 arie geografica mare si sa scoatd la lumina surse
arhivistice necunoscute.
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CHRONOISOGY CRONOISOGIC

Movable painted objects, wall paintings and missing works of probable authorship:
Obiecte mobile, picturi parietale si lucrari disparute cu atribuiri nesigure:

1740s

1746-1748 Oncesti, icons
1748-1750 ca Oncesti, fruntar

1750s

1750 uncertain provenance, icon

1750 ca Oncesti, sanctuary, nave and narthex
1750 ca Ieud Deal, fruntar

1751 Bérsana icons

1751 Slatioara icons

1752 Calinesti Céeni, fruntar

1753 Cornesti, icons

1753 ca Calinesti Céeni, sanctuary and nave
1754 Calinesti Caeni, narthex

1754 Moisei Monastery, icon

1755 Calinesti Caeni, icons

1755 Budesti Susani, icons

1755 Sarbi Susani, icon

1756 Giulesti, icon

1757-1758 Desesti, icons

1758-1759-1760 Berbesti, icons

1759-1760 Sarbi Susani, icons

1760s

1760 Budesti Susani, fruntar, sanctuary and nave
1760 Sarbi Susani, fruntar

1760 Borsa de Sus, icons

1760 Feresti, icons

1760-1761 Budesti Josani, icons

1761 Calinesti old church, royal doors

1761 ca Apsa de Mijloc upper church, royal doors
1762 Budesti Josani, icons

1763 Salistea de Sus Buleni, icons

1764 Sarbi Josani, royal doors and icons
1764 Poienile Izei, icons

1764-1765 Dragomiresti, icons
1764-1765 Ieud Deal, sanctuary, nave and narthex
1765 Salistea de Sus Nistoresti, icons
1765 Borsa de Sus, icons

1765-1767 Viseu de Mijloc, icons

1766 Salistea de Sus Buleni, icons

1767 Feresti, icons

1768 Viseu de Mijloc, icons

1769 Berbesti, fruntar and sanctuary

1770s

1770-1772 Borsa de Jos, icons

1771-1772 Calinesti Céeni, icons

1772 Sarbi Susani, icons

1772 Salistea de Sus Nistoresti, icons

1770-1774 ca Valea Stejarului, icons and royal doors
1775 Moisel, icons

1775-1776-1777 Stramtura, icons and royal doors
1776 Salistea de Sus Buleni, icons

1777 Calinesti Susani, icoane

1777-1778 Desesti, icons

1777-1779 Manastirea Giulesti, icons

1779 Vileni, royal doors and icons

1780s

1780 Calinesti Susani, icon
1781 Nanesti, cross

1782 Ieud Deal, icons
1790s

1792-1793 Shpetky, iconostasis icons
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CAMALOGY¥C OF

CATAISOGYIs

The catalogue is arranged chronologically, with
priority given to pieces with a firm date. Most
of the pieces lack a precise age and are therefore
roughly dated, so the order in which they appear
in the catalogue is approximate. Icons painted on
both sides by the painter Alexa are presented on
facing pages under a common number. For icons
that are no longer kept in parishes, the institution
or collection where they were documented was
mentioned. The provenance of some icons from
public collections requires reservations and future
verification. The texts of the inscriptions and those
within the field of the icons have been transcribed
in the following colours: black for texts verified on
the basis of other authors, blue for new corrections
and additions, and green for old transcriptions
of missing parts in nowadays. For convenience,
Slavonic texts are transcribed in the Cyrillic
alphabet and Romanian texts are transcribed in the
Latin alphabet.

ICONS
ICOANCISOR

Catalogul este ordonat cronologic, dand prioritate
icoanelor datate cert. Deoarece marea lor majori-
tate nu sunt datate, ordinea 1n care acestea au fost
plasate 1n catalog este aproximativa. Icoanele pic-
tate pe ambele fete de zugravul Alexa au fost pre-
zentate pe pagini alaturate, sub un numar comun.
La icoanele care nu mai sunt pastrate in parohii
a fost mentionata institutia sau colectia in care au
fost documentate. Provenienta unor icoane stranse
in colectii publice cere rezerve si verificari viitoa-
re. Textele inscriptiilor si din campul icoanelor au
fost transcrise in urmatoarele culori: negru pentru
texte verificate dupa alti autori, albastru pentru
corecturi si completari si verde pentru transcrieri
vechi, care s-au sters intre timp si din acest motiv
nu mai pot fi verificate sau corectate. Textele in
slavona sunt transcrise cu alfabet chirilic, iar cele
in romana cu alfabet latin.
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1
Sarbi Susani, Three Holy Hierarchs,
GleaTnn] Baciai Beaiki, G[gaTuu] Lpiropin B[o]rocacr, G[eaTun] Idan 3aaTor[cT],
painted over an older icon, Maramures Museum, inv. 1434, 31x39,5 cm.
Photo April 2019.
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Oncesti, patron saint icon, Archangel Michael, Maramures Museum, inv. 18012, 53,5x82,5 cm (2/3).
Df[u]m[nealui] au c[u]m[p]arat aciasta ico[an[d] dre[pt] p[oma]na par[intilor] si mos[ilor]
si stramos/[ilor], pom[and] sa fie in veci, drep[t] 2 dzloti. Goge Todosie, anful] D[o]m[nului]
1746, miset[a] avgust 11 dzile.
Photo April 2019.

Babos 2019, p. 157, fig. 20.



... [8unT]

Gorepuiena
c[BATHH]
HNukoaasa ta
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3
Oncesti, iconostasis icon, Saint Nicholas of Myra, COys Hukoad€ ... Aepxkanito unTena,
Maramures Museum, inv. 8013, 66x85,5 cm (3/4).
Aciasta icolaln[d] au cumparat Gog[e] T[o]d[osie] dr[e]pt pacat[ele] dum[i]sal[e], mie si la tot
rod[ul]. In anul de la mantuire 1748 miset[a] avgust 19.
Photo April 2019.

Babos 2019, p. 157, fig. 19.
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4

Oncesti, iconostasis icon, Saint Nicholas of Myra surrounded with scenes from his life, partial intervention over
an older icon, Maramures Museum, inv. i8011, 63x85 cm (3/4).
Photo April 2019.
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5
Oncesti, icon, Mother of God Eleusa, Maramures Museum, inv. 18021, 35,5x42,5 cm (5/6).
Photo April 2019.
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6
Oncesti, festal icon, Nativity, Poxpectro I[u]c[8¢ca] X[pu]c[Ta],
Maramures Museum, inv. i518, 31x38 cm (5/6).
Photo April 2019.

Babos 2019, p. 159, fig. 21.



7

Oncesti, festal icon, The Presentation of Christ in the Temple, Xrpkretie ...,
Maramures Museum, inv. i8018 (5/6).
Photo April 2019.

Babos 2019, p. 159, fig. 22.
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8
Oncesti, festal icon, Annunciation, Baarogk[uietne IlpecearTon] Bloropoan]in,
Maramures Museum, inv. 18022, 31,5x37,5 cm (5/6).
Photo April 2019.

Babos 2019, p. 159, fig. 23.
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9

Oncesti, festal icon, Entry of Christ into Jerusalem, Bky[0]a ...

Maramures Museum, inv. i404 (5/6).
Photo April 2019.

Babos 2019, p. 159, fig. 24.
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Oncesti, festal icon, Transfiguration, Ilp-korpaxenne I'ocnolaa,
Maramures Museum, inv. 18019, 30,5x38 cm (4/5).
Photo April 2019.

Babos 2019, p. 159, fig. 26.



11
Oncesti, festal icon, Virgin Mary Dormition, 8cnetne Ilpe[cekToln Bloropoan]u,
Maramures Museum, inv. 18017, 31,538 cm (5/6).
Photo April 2019.

Babos 2019, p. 159, fig. 27.
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12
Oncesti, royal icon, Mother of God, Maramures Museum, inv. 12736, 57,5x83 cm (5/7).
Photo April 2019.

Babos 2019, p. 156, fig. 15.
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13
Oncesti, royal icon, Christ Pantokrator, on the book: Viniti blagoslovitii Parantelui Mieu de mostenit[i] intru
Imparatiia Me care[-]i gatat[a] voao din inceputul lumei, Maramures Museum, inv. 12735, 57,5x82,5 cm (5/7).
Photo April 2019.

Babos 2019, p. 156, fig. 16.
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Oncesti, festal icon, Descent into Hell, Maramures Museum, inv. 18025, 32,5x44 cm (3/4).
... ertare de pdcate ...
Photo April 2019.

Babos 2019, p. 159, fig. 25.



15
Provenance unknown, festal icon, Descent into Hell, Bockpece Hic[Bca] W Apam HAPOAS,
Romanian National Art Museum, 48,5x65,5 cm (3/4).
1750 iulea 2[7].
Photo July 2019.
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Provenance unknown, royal icon, Mother of God,
Nicula Monastery, 55,5x78 cm (5/7).
Photo February 2022.
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17
Provenance unknown, iconostasis icon, Saint Nicholas of Myra,
Y[ra]Tein Hiikoaan,
Nicula Monastery, 59x82,5 cm (5/7).
Photo February 2022.
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18
Slatioara, royal icon, Christ Pantokrator, on the book: IlpigykTe BAAr[ocao]ReHHI[€] Oua Moero nacakpdnTe
8rororantoe Bam ufalp[c]TrO H[€]B[€]cHoe, from the 1970s in the Nicolae Pipas collection and since 2021 in
the Mihai Covaci collection, 54x89,5 cm (5/7). Acfia]sta svanta icoanda au cumparat Le[h]atam Semion
cu sota sa Nastasie, [ca] sa le [fie] pantru ertarea pacatelor ... 1751.
Photo April 2019.

Barlea 1909, p. 192, n. 693.
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19
Slatioara, iconostasis icon, Saint Nicholas of Myra, S[fantul] Arhiepiscopu Nicolai, manuscripts used under the
painting layer, from the 1970s in the Nicolae Pipas collection and since 2021 in the Mihai Covaci collection,
45%79 cm (4/7).
Photo April 2019.
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20
Barsana Monastery, royal icon, Mother of God, IIpevncTaa, Museum of the Archbishopric in Cluj-Napoca,
62x89,5 cm (5/7). Acfi]a[sta] s[fant]a icufo]na au cufm]parat Stefan Olariu Strometchi si cu sota sa
Nastasie pantru ertare pdacatele sale 1751.
Photo April 2019.

Barlea 1909, p. 26, n. 103; Bratulescu 1941, p. 62, fig. 100.
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21
Barsana Monastery, iconostasis icon, Saint Nicholas of Myra, Sf[/d[ntul Arhiereu Nicolai, Barsana Monastery
Museum, 46x62 cm (3/4).
Photo July 2019.
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22
Cornesti, royal icon, Mother of God, Maramures Museum, inv. 1673, 55,5x77 cm (3/4).
Photo April 2019.
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23
Cornesti, royal icon, Christ Pantokrator, painted over an older icon, on the book:
MpiykTe Baarocaorentie COun Aoero nacakaBuTe BroToranoce Bam ufalpcTro H[€]B[€]cHoE,
Maramures Museum, inv. 1672, 64x82,5 cm (4/5).
[Aciasta] icoand au c[umparat] ... [pentru] sendtate §i ertare de pdacatele, sa le hie pomana veci ...
1753 octomvrife] ...
Photo April 2019.
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24
Cornesti, iconostasis icon, Saint Paraskeva, S[fan]ta Mu[cenita] Parascoveia,
Maramures Museum, inv. 1674, 64x83.5 cm (3/4).
Photo April 2019.

Porumb 1975 b, fig. 21.
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25

Cornesti, iconostasis icon, Virgin Mary Dormition, in the arms of Christ: sufletul al Marii,
Maramures Museum, inv. 1675, 68,5x96,5 cm (5/7).
Photo April 2019.

Bratulescu 1941, p. 40, fig. 66; Pop-Bratu 1981, p. 102, n. 20.
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26
Calinesti Caeni, festal icon, Transfiguration, Ilpedrpaxeine I'locno]aa NaJwero, 37,5x44,5 cm (5/6).
Acfias]ta icoana au cumparat Nemis Gheo[rghe].
Photo April 2019.
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27
Cailinesti Caeni, festal icon, Baptism, Boroaraenie I'[o]c[no]aa H[a]wero,
Maramures Museum, inv. 1490, 30x38,5 cm (4/5).
Acfias]ta icoand au cumparat Moldovan Osip pantru ertare pacatdle sale.
Photo April 2019.

Bratulescu 1941, p. 52, fig. 77.
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28
Calinesti Caeni, festal icon, Annunciation, haarogewenn Ilpec[gaTin] Bloropoau]uin, disappeared, (5/6).
Photo by Nicolae Tatu 1937, INP, fototeca CMI, 1. 7062.

Bratulescu 1941, p. 51, fig. 75; Porumb 1975 b, fig. 23.
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29

Cilinesti Caeni, festal icon, Pentecost, disappeared.
Photo by Nicolae Tatu 1937, INP, fototeca CMI, 1. 7064.

Bratulescu 1941, pp. 51-52, fig. 76.
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30
Calinesti Caeni, Saint Demetrios of Thessaloniki, G[ga]T[i]n AA[8]v[ennk] AmuTpin, fragment 26x39,5 cm (3/4).
Acliasta icoand] au cumparat Nemis Marinca ...
Photo April 2019.

Bratulescu 1941, p. 49, fig. 74; Nicolae Tatu 1937, INP, fototeca CMI, 1. 7068.
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31
Cilinesti Caeni, festal icon, Mandylion, (f’)spasb Hepbko Tropenin, 63,536 cm (7/4).
Photo April 2019.
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32
Calinesti Caeni, festal icon with two scenes, Circumcision of Jesus and Saint Basil the Great,
Gx Tonaorn (Dephaanie Tocno]pam Hawero and G[ea]TH Bacuain, 58x44,5 cm (4/3).
Photo April 2019.
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33
Cilinesti Caeni, patron saint icon, Nativity of Mary,
Poxpectro Ilp[ecaa]Ton Bloropopn]unn, 63x81 cm (4/5).
Photo April 2019.

125



34
Cilinesti Caeni, iconostasis icon, Beheading of Saint John the Baptist,
S/fan]ta icona Taera Capul a lui loan, 59x80 cm (3/4).
Aclias]ta s[fan]ta icoana au cumparat ... Gheorghia.
Photo April 2019.
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35

Saints Peter and Paul, Maramures Museum

, inv. 11191, 25,5%33 cm (3/4).

Photo April 2019.
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36
Cilinesti Caeni, royal icon painted on the wall inside the narthex, Mother of God, (3/4).
Dedication: Acfes/ta s[fan]tu lucru au platit 7[ flovin]ti satul si Marinca cu softu sau Simion] si [bo]iarii
ce cu sofcoteala] pentru sandtate si ertare p[dc]atelor pentru toti poma[na in veci, amin.]
1754, [luna lui] avgust [1]9, zugrav[u]! Aleksander Ponehalski.
Photo April 2019.

INP, fototeca CMI, 1 7075; Bongiu 1970, p. 53, n. 20; Pop-Bratu 1981, p. 95, n. 15.
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37
Cilinesti Caeni, royal icon painted on the wall inside the narthex, Christ Pantokrator, (5/7) on the book:
Viniti bl[agoslo]v[i]tii Parantelui Mieu de mostiniti intru imparatie Me care[-]i gatata voao din inceputul lumii.
Dedication: Acfes]ta s[fan]tu lucru au platit 7[ florin]ti satul si Marinca cu softu sau Simion] si [bo]iarii
ce cu sofcoteald] pentru sandtate si ertare p[acjatelor pentru toti pomafnd in veci, amin.]
1754, [luna lui] avgust [1]9, zugrav[u]! Aleksander Ponehalski.
Photo April 2019.

INP, fototeca CMI, 1 7066; Bongiu 1970, p. 53, n. 20; Pop-Bratu 1981, p. 95, n. 15.
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38

Cilinesti Caeni, iconostasis icon painted on the wall inside the narthex, Saint Nicholas of Myra, S[fd]ntul Arhie-
rei Nficolai], (5/7). Dedication: Ac[es[ta s[fan]tu lucru au platit 7[ florin]ti satul si Marinca cu softu sau
Simion] si [bo]iarii ce cu so[coteald] pentru sandtate si ertare pldc]atelor pentru toti pomafna in veci,

amin.] 1754, [luna lui] avgust [1]9, zugrav[u]l Aleksander Ponehalski.
Photo September 2020.

INP, fototeca CMI, I 7066; Bongiu 1970, p. 53, n. 20; Pop-Bratu 1981, p. 95, n. 15.
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39

Cilinesti Caeni, festal icon, Resurrection, 29,5x40,5 cm (5/7).
Photo April 2019.
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40
Moisei Monastery, royal icon, Christ Pantokrator, [ViJniti bl[agoslo]vitii P[a]rint[elu]i M[ieu] de most[eniti]
intru imp[aJratiia [Me] care[-]i gatat[a] voa[o] din inceputul lumei, reused on the reverse, fragment,
56x66,5 cm. On a triptych: lata eu, Ples Filip, am dat pe 8 icoane pe sama mandastirii Moiseiului
pomand, Illies Maricuta, in anul 1754.
Photo September 2021.

Barlea 1909, p. 135, n. 491.
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41

Provenance unknown, festal icon, Mandylion, [Icoana] Nefacuta cu Mina a lui Ifisu]s H[risto]s inbetween
archangels Rafail and Uriel, Maramures Museum, inv. 18412, 80x46 cm (7/4).
Photo April 2019.
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S/[-Jau despartit lachim di la Anna Rughin[d]u[-]sau in munte

Svatul a lui Arhanghel
lachim cu au vestit
Anna bucurie la
lachim
Bunavestire Rugac[i]
di la Gavriil unele a lui
Anni in
gredind sa
Dreptate Ingeru
(Maria) au vestit
cu Pace bucurie la
(Elisaveta) Anna
s/-Jau
serutat
Aducire in Zamislire a
beserica lui Anna cu
...te Mariia liachim

42
Cilinesti Caeni, patron saint icon, Nativity of Mary with scenes from the cycle Conception of the Virgin Mary,
Nastere pres[fin]ti Nascatorii, 72,5x92 cm (4/5). Ac[ias]ta s[fd[nta icola]na s[-]au lucrat di la Nasterea
lui Hr[is]tos 1755 martie zilele 5. Popa a lu Achim.
Photo April 2019.
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43

Cilinesti Caeni, festal icon, Virgin Mary Dormition, S[finJte Adormirea a lui precistie Mariia,
Maramures Museum, inv. 11189, 37x46 cm (4/5).
1755 marta 5.
Photo April 2019.
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44
Cilinesti Caeni, festal icon, Descent into Hell,

A trie zi Domn[u]l nostru [a] inveaiat si pa noi [ne-]au scos din iad, 34x47 cm (5/7).
1755. Aclias]td icofalna s[fan]ta au cumpadrat ... hie pentru senatate si ertare ...
[h]ie a rodului seu.

Photo April 2019.
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45
Cilinesti Caeni, royal icon, Mother of God, Precista, 59x93 cm (2/3).
Photo April 2019.
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Photo April 2019.
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47
Calinesti Caeni, festal icon, Nativity, S[fan]ta icona a Nastere lui H[ristos],
on a scroll: C/iJata ingerelor, 36x48 cm (3/4).
Photo April 2019.

Bratulescu 1941, p. 54, fig. 85; INP, fototeca CMI, I 7077.
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48
Calinesti Caeni, festal icon, Entry into Jerusalem, S/fan]ta icona Domi[ni]ca a Florilor
a lui I[isu]s Hristo]s, 34,5%45 cm (3/4).
Photo April 2019.
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49
Calinesti Caeni, festal icon, Entry into Jerusalem, disappeared.
Photo by Nicolae Tatu 1937, INP, fototeca CMI, 1. 7061.

Bratulescu 1941, p. 52, fig. 79.
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50
Cilinesti Caeni, festal icon, Presentation of Christ in the Temple,
Intimpeanare a Domnului Ifisu]s H[risto]s, 34x46 cm (3/4).
Aclias]ta s[fan]ta icolana au cufm]parat Simion si cu sofalta sa Mari[n]ca pentru ertare de pdcatele sale.
Photo April 2019.
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51
Cilinesti Caeni, festal icon, Presentation of Christ in the Temple,
Intemp[iJnar[ea DoJmnului Ifisu]s H[risto]s nostru, 34x46 cm (3/4).
Photo April 2019.

143



52
Cilinesti Caeni, processional cross, face 1: Baptism, disappeared, 36x48 cm (3/4).
Photo July 1995.
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52
Calinesti Caeni, processional cross, face 2: Crucifixion, disappeared, 36x48 cm (3/4).
Photo July 1995.
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53

Cilinesti Céeni, triptych, front: Annunciation to Joachim and Annunciation to Anne, 33,5x52 cm.
Fie po[malna la [v]ec[i] seminta a lor acfias[ta icoana ... blast[emati] ... sobor ... 1755.
Photo April 2019.

Bratulescu 1941, p. 52, fig. 78; Stefanescu 1968, p. 88; Porumb 1975 a, fig. 35.
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53

Cilinest Caeni, triptych, interior: Eucharistic Christ, Coronation of the Virgin and Christ the True Vine, Pahar
cu Trup[u]l a lui Hris[to]s and Pahar cu Singele a lui a lui Hris[to]s, 33,5%x52 cm.
Photo April 2019.

Bratulescu 1941, p. 52, fig. 78; Stefanescu 1968, p. 88; Porumb 1975 a, fig. 35.
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54
Budesti Susani, royal icon, Praise of the Mother of God, 67x90 cm (3/4).
Aclia]sta iconad s[fdan]ta au cumparat Cupce Ivona, Tamas Ndstafie pentru senatdte si ertare de
pacafte]le a mortilor sei. Anul di la ndasterile lui H[ris[tos 1755 luna aprealfie] 8.
Photo April 2019.

Barlea 1909, p. 66, n. 218.
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55
Budesti Susani, royal icon, Christ Pantokrator, on the book: Veniti blagoslovitii Parintelui Mieu de mosteniti
intru imparatie Me care[-]i gatat[a] voao din inceputul lumei. 69,5x92,5 cm (3/4).
Aclias]ta s[fdn]ta icona au cumparat Annuta a lui Popa Vasalii pentru senatdte
si ertafre] de pa[catele. Anu Dfomn]ului 1755 maia 21.
Photo April 2019.

Pop-Bratu 1981, p. 98, fig. 8.
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mare

56
Budesti Susani, iconostasis icon, Saint Nicholas of Myra with scenes from his life, S/fdn]tul Nicolai,
77%x92,5 cm (5/6).
1755 luna a lui Mai 16. Bud To[a]der.
Photo April 2019.

Pop-Bratu 1981, p. 98, n. 16.
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57
Budesti Susani, iconostasis icon, Saint John the Baptist with scenes from his life, on the scroll:
ITokanTECA NPEEARHAKITH BO CA LAPCTRO HEEECHOE, 75,5%83,5 cm (5/6).
Aclias]ta icoana au cumparat Cupcea Acsenia, Cupce Pintia [ca sd le] hi[e] de senatate
si ertaria de pacate amean.
Photo April 2019.
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58
Cilinesti Caeni, prothesis icon, Christ the True Vine, on the scroll: Rascumpariatu/-]ne/-]i pre noi din blestemul
legei cu scump siangele teu, pre cruce fiind rastignet si cu sulita impuns, 62,5x64 cm.
Aclias]ta s[fan]ta icoana au cumparat ... Marinca si losip Simion. Do[a]mne I[isu]s[e] H[ristoa]s[e]
primeste acfias]ta jertva in [im]paratia ta. 1755 [iulie] 4.
Photo April 2019.
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59
Borsa de Sus, prothesis icon, Christ the True Vine, on the scroll: Rascumparatu/-[ne/[-]i pre noi don blestemul
legii cu scump sdangele Teu pre cruce fiind rastignit si cu sulita impuns.
Maramures Museum, inv. i413, 64,5x69 cm.
[Aceasta] icoand au cumpadrat ... losip si sot[tu] ... baserica pomana hie veci de [veci] amin.
1755 luna avgust 17. On the backside: An/njo Do[mini] 17..
Photo April 2019.
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60
Cilinesti Caeni, Three Holy Hierarchs, S[fantul] Vasilie, S[fantul] Grigoria, S[fantul] loan Zlatovst,
Maramures Museum, inv. 11188, 35,5x48 cm (3/4).
Photo April 2019.



61
Cilinesti Susani, iconostasis icon, Synaxis of the Archangels, S[fin]tul Soborul Ingerilor si cu arhanghel Mihail
voevodul preste cetele ingerilor lui I[su]s H[risto]s, 65,5%95 cm (2/3).
Aclias]ta s[fd]nta icolalna au [cumparat] ... Fek[e]t[e] ... cu sotu sau pentru sendtate si dfrept]
ertare pacatele sale si a [mortilor] pomana hi vecilor Amin. 1755 avgust 24.
Photo April 2019.
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62
Budesti-Susani, prothesis icon, Christ the True Vine flanked by Mother of God and John the Baptist, on the
scroll: Rascumparatu/-Jne[-]i pre noi din blestemul legei cu scump sangele teu, on the tympanum: God-Father,
Holy Ghost and Lume, 63,5%35,5+33 cm:

Aclias]ta s[fd]nta ico[a]na si impregiur a preotului au imbracat cu sffan]tul imparatar boer din
Calinesti, Tipleia Gabor si cu so[a]ta sa Nastafa, si au dat ... [ca sa le fie pomand in] veci amin.
Ani di la Hfristo]s 1755 luna lui [noemvrie 21]...

Photo April 2019.

Bratulescu 1941, fig. 40, Stefanescu 1968, p. 88, fig. 35.
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63
Budesti Susani, icon from the sanctuary vault on canvas, Mother of God of the Sign, Bo]ropopnua p'kra, on a
circular band, the troparion: ... toiag si acoperamdnt Nascatoare de Dumnezeu Marie, carea ai ndscut supt ani
pre Cel fa[ra de inceput], ca o maica roaga/-]! pre Dansul cu osdrdie cu mucenicii, §i prorocii,
si cu Dumnezeesti pot[ear[nici ..., 120x136 cm.
Photo September 2020.
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64
Budesti Susani, processional cross, face 1: Baptism, 37,5x65,5 cm.
Photo July 2019.
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64
Budesti Susani, processional cross, face 2: Crucifixion, 37,5x65,5 cm.
Photo July 2019.
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65
Budesti Susani, patron saint icon, Saint Nicholas of Myra, S[fan]tul Episcopu Nicolai,
in Budesti Josani, 46,5x70 cm (2/3).
[Aceasta sfanta icoana au] cumparat [Ti[ple Gabor din Calinesti cu sota sa Nastafa pentru
[sanatate si] ertare di pacate [a lor si] a mortilor [sai]. 1755 dichemvrie 5.
Photo April 2019.
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66
Budesti Susani, iconostasis icon, Nativity, S[/dan]ta icona a lui Nastere a Domnului Ifisu]s H/risto]s Noastru,
51,565 cm (4/5).
1755 dichemvrie 15. Acfialsta sf[an]ta icoana au cumparat Cupce Alexa pentru pacatele §i ...
Photo April 2019.
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68
Budesti Susani, festal icon, Nativity of Mary, [Na]stere ..., 32x41,5 cm (4/5).
Photo July 2019.

Porumb 1975 b, fig. 24.
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69

festal icon, Presentation of Christ in the Temple

Grpkrenie Ic8[ca] X[pilc[T]a,

>

>

Budesti Susani

33x41 cm (4/5).
Photo April 2019.
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70
Budesti Susani, festal icon, Pentecost, GowecTrue A[8]x[a] ..., 44x57 cm (4/5).
Au cumparat Toporan Ivoan.
Photo April 2019.
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Photo April 2019.
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S/fantul] Ap[ostol] S/fantul] Inger Gauvriil M{ati]r
E[van]g/elist] Luca E[van]g/elist] Marko T[heotokos]a

73

Budesti Susani, icon on canvas, Annunciation cycle, Annunciation flanked by the Four Evangelists and
Three Holy Hierarchs, 422x95 cm (6/5 x 4).
Photo September 2020.

Babos 2022, pp. 272-273, fig. 9.
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S/fantul] Apos[to]l S/fantul] S/fan]tul Vasilii S/fantul] Grigorii S/fantul] Ioan
Ev[an]g/elist] Ioan Ev[an]g/elist] M[a]tei
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74
Budesti Susani, Mother of God, 30x38,5 cm (4/5).
Photo April 2019.
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76

festal icon, Holy Emperors Constantine and Helena

teasa] Elen[a],

imp[ara

5

arat si

imp

Costantin

>

>

Budesti Susani

38x49 cm (4/5).
Photo April 2019.
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77
Budesti Susani, festal icon, Mandylion, (Dgpazs Hep8ko Bropein, on the tympanum: Dumn/e]zeu Tatdl si
Duhul Sffd]nt, 64,5x47,5+19,5 cm (4/5).
Aclia]sta icofaJna au cumparat Marinca Teodor. On the veil: si falon, patrafir, pucretele aceste cu flori
de matase inca le-au cumparat Marinca Teodor ca sa fie pomand dumisale si tatal dumisale Cupce
Alecse si tot neamul si sa nu fie slobod samintei sale vinde [in veac]. / Sa nu fie slobod samintei sale
veci nici a le arunca altor oameni, ce sd fie pe sama sfintei besereci a satului in numele a lui
Dumnezeu ca sa primasca ...
Photo April 2019.

Pop-Bratu 1981, p. 98, n. 16.
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78
Desesti, royal icon, Mother of God, 65x85,5 cm (3/4).
Acfia]sta sfld]nta icoana au cumparat Pop Stefan si cu soata sa Todora si Ivoan, Tetiena sd fie
pomana in veci de veci amin. 175]7] luna lui fevruarie 9.
Photo April 2019.

Porumb 1975 b, p. 88, n. 59; Pop-Bratu 1981, p. 95, n. 14, fig. 6.

174



79
Desesti, royal icon, Christ Pantokrator, on the book: Viniti bl[a]g[o]slovitii Parintelui Mieu de mostenit/[i] intru
imparatiia Me care[-]i gatate voao din inceputul lumei. 63x80 cm (4/5).
Photo April 2019.

Pop-Bratu 1981, p. 95, n. 14, figs. 4-5.
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Mother of Go

,5 cm (3/4).

royal icon, d, 61x81
Photo April 2019.

>

Desesti
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81
Desesti, festal icon, Descent into Hell, 50x62 cm (4/5).
Aclias]ta icoana au cumparat [Pop] Lupu si Mareia. 1758 fevruarie 20.
Photo April 2019.
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82
Berbesti, Entombment of Christ, ... HOB'R 3aKpHB M0A0KH HOBR TPETIH AEHH BOCKPECE ...
Maramures Museum, inv. 1650, 69x93.5 cm (3/4).
Photo April 2019.

Babos 2020, p. 126, fig. 12.
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c[H]na
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evangelist

Luke:

Ionexe
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Archangel
Gabriel

the holy apostle
evangelist

Mark:

3a4aa0 e[Ran]
rle]aia Tc[8ca]
X[pic]Ta c[u]ua
Boxia akoxe
€[c]T[b] nHcanno
BO MPOPOLLEX

the holy apostle
evangelist

John:

B vavaak gk
CAORO, H CAORO
&'k k8 Blo]ra, i
Blo]rs 8k caoro

Berbesti, royal doors, Annunciation, Maramures Museum, inv. 1649 si 12899, 91x133 cm (2/3).

Aciasta sfinte dverile au cumpdarat Codre Gheorghie si cu sota lui Tetiana, hie pantru sandtate i

ertare de pdacatele sale, 1759 luna lui avgust 19 zile.
Photo April 2019.

Barlea 1909, p. 21, n. 74; Babos 2020, p. 122, fig. 8.
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84

Berbesti, royal icon, Christ Pantokrator, on the book: Viniti bl[agoslo]vitii Pard[n]telui Mieu de mosteniti intru
Imparatiia Me care[-]i gatata voao din inceputul lumei. Barsana Monastery Museum, 69x133 cm (2/3).
Aciastd icoand au cumparatu-o ... din Barsana, 1759 misita septe[m]vrie.

Photo April 2019.

Barlea 1909, p. 21, n. 68; Babos 2020, p. 123, fig. 10.
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Berbesti, royal icon, Mother of God, Barsana Monastery Museum, 72x129 cm (3/4).
Aciasta icoand au cumparat ... se hie de sandtate si ertare de pacatele sale, 1759 noemvrie 28 zile.
Photo April 2019.

Barlea 1909, p. 21, n. 69; Babos 2020, p. 123, fig. 9.
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86
Sarbi Susani, royal icon, Christ Pantokrator, on the book: Viniti bl[agoslo]vitii Para[n]telui Mieu de mosteniti intru
imparatiia Me care[-]i gatate voao din inceputul lumei. 59x83 cm (5/7).
Acli]asta icof[a]na au cumpdrat Damian Egnat, Axeniea, sd fie pomand in veci. 1759 dechenvrie 16.
Photo April 2019.

Barlea 1909, p. 186, n. 674.
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87
Sarbi Susani, royal icon, Praise of the Mother of God, 61x83,5 cm (5/7).
Aclias]ta s[fan]ta icoana au plateat losip loanas cu sofa]ta sa Pasca Porf[i]ra si cu losip lacov si cu
sofalta sa Balin Maricuta. 1759 luna decamvrie 25.
Photo April 2019.

Barlea 1909, p. 186, n. 673.
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Provenance unknown, icon with two sides, face 1: Mother of God,
Maramures Museum, inv. 15298, 65,5x97,5 cm.
Photo April 2019.
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Provenance unknown, icon with two sides, face 2: Saint Paraskeva,
Maramures Museum, inv. 15298, 65,5x97,5 cm.
Aclias]ta sfld]n[t]a icolaln[a au] ...

Photo April 2019.
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89

Berbesti, royal icon, face 1: Christ Pantokrator, intervention over an older icon,
Maramures Museum, inv. 1648, 63,5x87 cm.
Photo April 2019.

Babos 2020, p. 139, fig. 23.



e

89
Berbesti, prothesis icon, face 2: Christ the True Vine, on the scroll: IIbrTe oT Hea BeH ¢ia €CTh KPOBE MOA
toera[ro] 3ae'kTa, on the rear of an old icon, Maramures Museum, inv. 1648, 63,5x87 cm.
Aclia]sta s[fan]ta icoana au cumparat Codre Mihai si soata sa Ivona si Gheorghie, Erind.
1760 luna ianuarie 7 zile.
Photo April 2019.

Barlea 1909, p. 21, n. 64; Babos 2020, p. 139, fig. 22.
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90
Berbesti, patron saint icon, Nativity of Mary, Nassteria ..., on the scroll: Pa[a8ei]c[a] ughTe Hed[B]apaem
AkBCTRA TROEW, altered by repaintings, Barsana Monastery Museum, 74x101 cm (3/4).
Aciasta icoand au cumparatu Potacu Stefanu si soata lui Mariuta.
Photo April 2019.

Barlea 1909, p. 21, n. 73; Babos 2020, p. 140, fig 24.
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91
Berbesti, Saint Demetrios of Thessaloniki, S/fdn]t[ul] M[u]c[e]nic Demitrie,
Maramures Museum, inv. 1647, 35,5x48,5 cm (3/4).
Photo April 2019.

Babos 2020, p. 126, fig. 13.
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92
Berbesti, festal icon, Pentecost, Maramures Museum, inv. 1646, 34x46,5 cm.
On a disappeared festal icon: Aceste sfinte icoanile 13 au cumparat titor a besericii Ghestucu Eremie cu
sota sa Cozmutanu Acsena, ca sa le fie pintru sandtate si ertare pdcatele loru in veci de veci amin.
Photo April 2019.

Barlea 1909, p. 21, n. 66; Babos 2020, p. 125, fig. 11.
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93
Sarbi Susani, patron saint icon, on the rear of an old icon, Saint Paraskeva,
Precuvioasa Paraschevie, 69x95 cm.
Aclfias]ta sfld]nta icola]na au cumparat losip loanas si cu sota sa Pasca Porfira si losip lacov si cu
sotul dumisale, Balin Maricuta. 1760 luna fevr[u]arie 24.
Photo April 2019.

Barlea 1909, p. 186, n. 671; Bratulescu 1941, p. 36, fig. 61.
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94
Sarbi Susani, festal icon, Virgin Mary Dormition, Adormeare Precistie Marie, 42x60,5 cm.
Photo April 2019.
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95
Sarbi Susani, iconostasis icon, Descent into Hell, 69x85 cm.
Aclias]ta sfanta icona au cumparat Tamas A...n si cu sota sa Catalina hie pomana [in] vec[i] amin.
Photo April 2019.
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Sarbi Susani, festal icon, Entry into Jerusalem, disappeared.
Photo by Nicolae Tatu 1937, INP, fototeca CMI, 1. 54.

Bratulescu 1941, pp. 33-34, fig. 54; Stefanescu 1968, fig. 36.
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97
Budesti Josani, Three Holy Hierarchs, 61x80,5 cm.
Ac[ea]sta s[fan]ta icoana au platit Marinca Popa Lupul, Marinca Marie, Todor, Marie, lonas. D[oa]mne
1fisu]s[e] H[ristoa]s[e] primeste afc]esta jert[f]a in imparatie sa, amean. 1760 luna Noem[v]rie 29.
Photo April 2019.

Barlea 1909, p. 59, n. 202.
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Budesti Josani, royal doors, Annunciation, Din radecin/a] lui leseie si din caapseli lui David ...,

196

44x148 and 41x126 cm.
Photo September 2017.
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Feresti, prothesis icon, Christ the True Vine, 51x47,5+24 cm (1/1).
Photo April 2023.
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Feresti, royal icon, Mother of God, IlpevicTaa, 63x93,5 cm.

Photo April 2019.
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101
Feresti, royal icon, Christ Pantokrator, on the book: Viniti bl[agoslo]vitii Parantelui Mieu de mosteniti intru
imparatiia Me care[-]i gatata voao din inceputul lumei.
1760 luna decafm]vrie 2.
Photo April 2019.
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102
Feresti, deacon’s door, canvas, Archangel Michael Transfixing Satan, S[fan]t[ul] Arhanghel Mihail, 75x163 cm.
Acfe]st[e]a 2 usi au cumparat lufo]nas.
Photo April 2019.

Pop-Bratu 1981, p. 102, n. 20.
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Borsa de Sus, royal icon, Mother of God, intervention on an old icon.
Maramures Museum, inv. i407.
Photo April 2019.
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Borsa de Sus, royal icon, Mother of God, painted over an old icon,
Maramures Museum, inv. i408, 63,5x87 cm (3/4).
[Aceasta sfanta] icoana ...
Photo April 2019.
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Borsa de Sus, royal icon, Christ Pantokrator, on the book: Vi/n]it/i] bl[agoslo]vitii Parintelui Mieu de mosteniti
intru imparatie Me care[-]i gatate voao din inceputu/-]i lumei.
Maramures Museum, inv. 1405, 59,5x84 cm.
Acleas]ta s[fan]ta icoana au cumparat Haiduc Ivonas ...
Photo April 2019.
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1
Archangel Michael

i

painted over an old icon

5x83 cm (4/5).

B

, patron saint icon,

5

Borsa de Sus

66,

>

inv. 1403

)

H

Maramures Museum

Photo April 2019.
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Archangel Michael, Maramure

66x91 cm (5/7).

>

,inv. 1412

s Museum

5

, patron saint icon,

Borsa de Sus

Photo April 2019.
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Cilinesti Susani, royal doors, Annunciation, on the scrolls: Din redecina lui Esei si din coapsele a lui David
fili]ca a lui Dfu]mnezeu se naste, 40x157 si 37x137 cm.
Aclia]sta sfld]nta porta a raiului au cumparat lurca loan si cu sotta sa Erina.
1761 luna lui ianuarie 29 zile.
Photo March 2018.

Babos 2022, p. 278, fig. 19.
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109
Budesti Josani, altar icon, praise of the Mother of God, Precista, and
Trinity on the tympanum, On the bottom: Tropar Blogorodi]tii. Domnul cel ce dintru tine s[-]au aratat
preacuratd, c[e]ata muerilor, care barbdteste s[-]au luptat, si au primit. 79x91 cm.
Anul 1761 luna a lui aprilie 25. lata ac[e]asta sf]a]ntd icoand au cumparat Vaida Stefan si cu a sa
giupaniase Pop Erina, sd fie lor pomana pand in veci de veci amin.
Photo April 2019.
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110
Apsa de Mijloc upper church, royal doors, Annunciation, repainted by Kornelius Romanowsky in 1840,
43,5x147 and 40x147 cm.

On the icnostasis: Pok8 Boxkia /761 mkcew, a[gr]cTa ana 15. Bo xpamk c[gea]r[o]ro Hukoaaa ... lafta] eu
Dan popa lonas cu sotfia saj ...ba lliana [la] tom/[nit par]etele la catapetezma au dat sase[zeci] de
Jforinti vonasi pintru senetate §i pintru spe[senije sufletelor si pintru a mosilor, acelora cari alti
crestini care au necrestini ... inaifnjte lui Domnedz[aJu lucru acesta ...

Photo April 2019.
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111

Budesti Josani, iconostasis icon, Saint Paraskeva, on the rear of an old icon, 63x89,5 cm.
1762 ianuarie dnia 26.
Photo April 2019.
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112
Budesti Josani, royal icon, Mother of God, on the rear of an old icon, 61,5%x89 cm.

On the fruntar: Di la H[risto]s a[nul] 1762 faurar 28. Din mila lui Dum|[ne]zeu si din darul Duhului
Sfld]nt ne-au invrednicit Dumnezeu de am innoit aceste sfinte icoane intr-aceasta beserica in zilele
acestora oamini, intie popa a satului Marinca Popa Lup, Bud Grigorie crdznic, Chindris Mihai,
Marinca Costan, Bud Matei, Bud Ursul, Dunca Palcu, Fe[i]r Vasalie din Cheatcau, Vaida Stefan, Pop
Nechita, Pop Grigorie, Pop Toader, Bud Mihoc, Pop [Ma]tei, Ciceu Cozma, s[i cu fJratii lui si cu tot
saftul] impreund sd fie pom[ana in vecii vecilor amin. Zugravul Alecxander.

Photo April 2019.

Barlea 1909, pp. 59-60, ns. 204-205; Bongiu 1970, p. 53, n. 20; Pop-Bratu 1981, p. 102, n. 22.
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113
Budesti Josani, royal icon, Christ Pantokrator, on the rear of an old icon, on the book: Veniti bl[a]goslovitii

Parentelui Mieu de mosteniti intru impardtiia Me carea/-]i gatatd voao din inceputul lumei. In Budesti Susani,
59,5x90 cm. On the fruntar: Di la H[risto]s afnul] 1762 faurar 28. Din mila lui Dum/[ne]zeu si din darul
Duhului Sf[d]nt ne-au invrednicit Dumnezeu de am innoit aceste sfinte icoane intr-aceastd beserica in
zilele acestora oamini, intie popa a satului Marinca Popa Lup, Bud Grigorie craznic, Chindris Mihai,
Marinca Costan, Bud Matei, Bud Ursul, Dunca Palcu, Fe[i]r Vasalie din Cheatcau, Vaida Stefan, Pop
Nechita, Pop Grigorie, Pop Toader, Bud Mihoc, Pop [Ma]tei, Ciceu Cozma, s[i cu f]ratii lui si cu tot

saftul] impreuna sd fie pom[and in vecii vecilor amin. Zugravul Alecxander.
Photo April 2019.

Barlea 1909, pp. 59-60, ns. 204-205; Bongiu 1970, p. 53, n. 20; Pop-Bratu 1981, p. 102, n. 22.
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Budest Josani, iconostasis icon, Saint John the Baptist, on the rear of an old icon, on the scroll: Pocaiti/-]va ca
s[-]au apropiet imparatie cerurilor ca iatd si sacure sta la raddcina lemnului. Tot lemnul ce nu face roadda buna
taial-]se si in foc arun[njcal-]sa, 61,5x89 cm.

On the fruntar: Di la H[risto]s afnul] 1762 faurar 28. Din mila lui Dum/[ne]zeu si din darul Duhului
Sfldnt ne-au invrednicit Dumnezeu de am innoit aceste sfinte icoane intr-aceasta beserica in zilele
acestora oamini, intie popa a satului Marinca Popa Lup, Bud Grigorie craznic, Chindris Mihai,
Marinca Costan, Bud Matei, Bud Ursul, Dunca Palcu, Fe[i]r Vasalie din Cheatcau, Vaida Stefan, Pop
Nechita, Pop Grigorie, Pop Toader, Bud Mihoc, Pop [Ma]tei, Ciceu Cozma, s[i cu f]ratii lui §i cu tot
saftul] impreuna sd fie pom[ana in vecii vecilor amin. Zugravul Alecxander.

Photo April 2019.

Barlea 1909, pp. 59-60, ns. 204-205; Bongiu 1970, p. 53, n. 20; Pop-Bratu 1981, p. 102, n. 22.
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Budesti Josani, patron saint icon, Saint Nicholas of Myra, Sfdntul Nicolae Arhiereu facator de minu[n]i de la
M(ir]e Lichie[i], on the rear of an old icon, 73x93,5 cm.

On the fruntar: Di la H[risto]s a[nul] 1762 faurar 28. Din mila lui Dum/[ne]zeu si din darul Duhului
Sfld]nt ne-au invrednicit Dumnezeu de am innoit aceste sfinte icoane intr-aceasta beserica in zilele
acestora oamini, intie popa a satului Marinca Popa Lup, Bud Grigorie craznic, Chindris Mihai,
Marinca Costan, Bud Matei, Bud Ursul, Dunca Palcu, Fe[i]r Vasalie din Cheatcau, Vaida Stefan, Pop
Nechita, Pop Grigorie, Pop Toader, Bud Mihoc, Pop [Ma]tei, Ciceu Cozma, $[i cu fJratii lui si cu tot
saftul] impreuna sd fie pom[and in vecii vecilor amin. Zugravul Alecxander.

Photo April 2019.

Barlea 1909, pp. 59-60, ns. 204-205; Bongiu 1970, p. 53, n. 20; Pop-Bratu 1981, p. 102, n. 22.
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116
Budesti Josani, festal icon, Nativity of Mary, on the rear of an old icon,
Nastere presfi[n]tie[i] Marie, 50,5%x67,5 cm.
On other festal icon: Ac/es]ta sffintile iconile 15, s[-]au innoit si s[-]Jau zucgra[v]it di la nasterea lui
Hristo]s 1762 luna lui martie 14.
Photo April 2019.
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117
Budesti Josani, festal icon, The Exaltation of the True Cross, on the rear of an old icon, Inchinare Censtitei
Cruce Sffi]ntii, 48,5x67,5 cm.
On other festal icon: Ac/es]ta sffintile iconile 15, s[-]au innoit si s[-]Jau zucgra[v]it di la nasterea lui
Hristo]s 1762 luna lui martie 14.
Photo April 2019.
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Budesti Josani, festal icon, Presentation in the Temple of Virgin Mary, Aducerei in Beseareca D[o]mnului pre
Marie, on the rear of an old icon, 55,5x68 cm.
Acles]ta sfliJntile iconile 15, s[-]au innoit si s[-]au zucgra[v]it di la nasterea lui H[risto]s 1762 luna
lui martie 14.
Photo April 2019.

Pop-Bratu 1981, p. 103, n. 22 and fig. 17.

216



119
Budesti Josani, festal icon, Nativity, Nastere D[o]mnului I[isu]s H[risto]s, on the scroll: G[RAT®] G[RATE]
GlraTs Tocnops] GaraoT Henoank HERO T 3emaro, on the rear of an old icon, 50x67 cm.
On other festal icon: Ac/es]ta sffi]ntile iconile 15, s[-]au innoit si s[-]Jau zucgra[v]it di la nasterea lui
H/risto]s 1762 luna lui martie 14.
Photo April 2019.
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Budesti Josani, festal icon, Baptism, Bobotiaza lui I[isu]s H[risto]s, on the rear of an old icon, 51x67 cm.
On other festal icon: Ac/es]ta sffi]ntile iconile 15, s[-]au innoit si s[-]au zucgra[v]it di la nasterea lui
Hristo]s 1762 luna lui martie 14.
Photo April 2019.
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Budesti Josani, festal icon, Presentation in the Temple of Christ, Tempinare lui I[isu]s H[risto]s,
on the rear of an old icon, 48,5x67 cm.
On other festal icon: Ac/es]ta sfli]ntile iconile 15, s[-]au innoit si s[-]Jau zucgra[v]it di la nasterea lui
H/risto]s 1762 luna lui martie 14.
Photo April 2019.
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Budesti Josani, festal icon, Annunciation, Bl[a]govestenie Nascdtoarei de D[u]mnezeu Mariei,
on the rear of an old icon, 42x68 cm.
On other festal icon: Ac/es]ta sffi]ntile iconile 15, s[-]au innoit si s[-]Jau zucgra[v]it di la nasterea lui
Hristo]s 1762 luna lui martie 14.
Photo April 2019.
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Budesti Josani, festal icon, Entry into Jerusalem, D[u]mineca Florilor a intrd[rii lui] Isu/s] in lerusalimul,
on the rear of an old icon, 51x67,5 cm.
On other festal icon: Ac/es]ta sffi]ntile iconile 15, s[-]au innoit si s[-]Jau zucgra[v]it di la nasterea lui
Hristo]s 1762 luna lui martie 14.
Photo April 2019.
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Budesti Josani, festal icon, Mandylion, Fata D[o]mnului I[isu]s cu Mdana Nefdcut, 79x64+27 cm.
On other festal icon: Ac/es]ta sffintile iconile 15, s[-]au innoit si s[-]au zucgra[v]it di la nasterea lui
Hristo]s 1762 luna lui martie 14.
Photo April 2019.
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Budesti Josani, festal icon, Descent into Hell, Invierea Domnului I[isu]s Hfristo]s pre Adam ...,
on the rear of an old icon, 50,568 cm.
On other festal icon: Ac/es]ta sfli]ntile iconile 15, s[-]au innoit si s[-]Jau zucgra[v]it di la nasterea lui
Hristo]s 1762 luna lui martie 14.
Photo April 2019.
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Budesti Josani, festal icon, Ascension, S/fanta] Naltare D[u]hului Ifisu]s H[risto]s Nostru,
on the rear of an old icon, 51x67 cm.
On other festal icon: Ac/es]ta sffi]ntile iconile 15, s[-]au innoit si s[-]Jau zucgra[v]it di la nasterea lui
Hristo]s 1762 luna lui martie 14.
Photo April 2019.
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Budesti Josani, festal icon, Pentecost, Pogordtus/-]au D[u]hul Sf]d]nt ... peste cap [apostoliloru] neamurilor,
on the rear of an old icon, 52x68,5 cm.
On other festal icon: Ac/es]ta sffintile iconile 15, s[-]au innoit si s[-]Jau zucgra[v]it di la nasterea lui
Hristo]s 1762 luna lui martie 14.
Photo April 2019.
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128
Budesti Josani, festal icon, Transfiguration, Aratdatus/-Jau Ifisu]s H[risto]s lui Moisii si lui Aron
in dial Tabor[ului], on the rear of an old icon, 51x67 cm.
On other festal icon: Ac/es]ta sffintile iconile 15, s[-]au innoit si s[-]Jau zucgra[v]it di la nasterea lui
Hristo]s 1762 luna lui martie 14.
Photo April 2019.

Pop-Bratu 1981, 103, fig. 18.
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Budesti Josani, festal icon, Virgin Mary Dormition, Adormirea Presf[iJntei Nascdatoarei Mariei,
on the rear of an old icon, 58x67 cm.
On other festal icon: Ac/es]ta sffi]ntile iconile 15, s[-]au innoit si s[-]Jau zucgra[v]it di la nasterea lui
Hristo]s 1762 luna lui martie 14.
Photo April 2019.
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1
Inviere D[o]mnului I[isu]s H]risto]s, 48,

Photo April 2019.

5x67 cm (5/7).
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131
Budesti Josani, festal icon, Apostles Peter and Paul, on the rear of an old icon, 62x90,5 cm (2/3).
Photo April 2019.
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Budesti Josani, Saint Paraskeva, Sf[d[nta Mucenita Parascheva, 39x64 cm (3/5).
Photo April 2019.

Porumb 1975 a, fig. 49.
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1
Archangel Michael

(5/7).

>

Sfld[ntul Arhanghel Mihail

Photo April 2019.

B

>

Budesti Josani
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134
Budesti Josani, processional cross, face 1: Baptism, 34x75 cm.
Photo September 2021.
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Budesti Josani, processional cross, face 2: Crucifixion, 34x75 cm.
Photo September 2021.
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135
Salistea de Sus Buleni, hand cross, face 1: Baptism, Barsana Monastery Museum, 42,571 cm.
Photo July 2022.
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Salistea de Sus Buleni, hand cross, face 2: Crucifixion, Barsana Monastery Museum, 42,571 cm.
Photo July 2022.
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Salistea de Sus Buleni, altar icon, face: Mother of God, on the typanum: God-Father /Dumnezeu] Tatl,
sizes of the icon: 38,5%x48,5 cm, total sizes: 64,5x83 cm (4/5).
Photo July 2019.
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Salistea de Sus Buleni, altar icon, rear: Conception of the Virgin Mary, overpainted afterwards,
sizes of the icon: 38,5x66 cm, total sizes: 64,5x83 cm (4/5).
Photo July 2019.
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Provenance unknown, Mother of God, Prec/is]ta, losif, loan and I[isu]s H/risto]s, Art Museum, Sankt Gallen,
inv. G2013.28, donation of Lotti and René Girtler from 2013, 37x35 cm (1/1).
Inscription on the rear: Vii: Nastacd, Lazar. Mort[ii]: lona[s] si Gafie, Gafie si iar Gafie, Palaga, Stefan,
Stefan, Vasile. 1763 luna lui fevrarie 23.
Photo Sebastian Stadler 2015.

Kunstmuseum St. Gallen 2016, p. 62, cat. 35.
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Salistea de Sus Buleni, royal icon, Mother of God, 59x89 cm (2/3).
Ac[eas]ta sf]d[ntd icoana au cumparat Trufan loan, lusco Nastafie, Nistor Marie, sa fie pomand in
veci de veci, amin. Anu de la H[risto]s 1763 iunie 20.
Photo July 2019.

Barlea 1909, p. 166, n. 603.
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Sarbi Josani, royal doors, Annunciation, on the bottom: Din raddacina lui leseie si din coapsele ui David

240

fiica a lui D[uJmnezeu se naste, 41,5<147+19 si 41x145 cm.
Aceste sfintele dveri le au cumparat sa fie pomand in veci de veci amean. Anul Domnului 1764 ianuarie 20.

Photo September 2017.



140
Sarbi Josani, iconostasis icon, Nativity, Nastere lui Ifisu]s H[risto]s, 62,5x85 cm (3/4).
Aclias]ta sf]anjta icoana au cufm]parat Tamas Vasoc, Todora, Vasalie, ... 1764 Mai 2.
Photo July 2019.

Barlea 1909, p. 186, n. 675.
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1
d, Maramures Museum

>

, 57,5%83,5 cm (2/3).

inv. 1526

>

>
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>
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Pop Erina, Pop Miron

Photo April 2019.

n. 653.

Barlea 1909, p. 181,
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142
Sarbi Josani, royal icon, Christ Pantokrator, on the book: Veniti blagoslovitii Parintelui Mieu de mosteniti
imparatiia carea efste] gatata voao de la inceputul lumei. Maramures Museum inv. 1527, 57,5x84,5 cm (2/3).
Acles]te sfli]ntele iconi doavo au cumparat Pop Erina [si] Pop Miron, sd fie pomania in veci de veci
amin. 1764 luna a lui octovr[i]e 30.
Photo April 2019.

Barlea 1909, p. 181, n. 654
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t/a Precuvioasa Maic

painted over an old icon,

Paraschevie,
,5%92,

i
74

Photo April 2019.

an

Slfe

arbi Josani, patron saint icon,

S

5 cm.

B

5

Maramures Museum inv. 1525

p- 85, fig. 33.

B

Stefanescu 1968
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144
Poienile Izei, royal icon, Christ Pantokrator, on the book: Viniti bl[agoslo]vitii Parantelui Mieu de mosteniti
Intru imparatiia Me care[-]i gatat voao din inceputul lumei. 43,5x64,5 cm.
Ac[ea]sta sf]d[nta icoana au cumparat llies Simion ... Marie si soata sa Todosie, sd fie pomand in veci
de veci amin 17]..].
Photo July 2019.

Barlea 1909, p. 154, n. 560.
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Poienile Izei, processional cross, face 1: Baptism, 42x72 cm.
Photo September 2020.
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Poienile Izei, processional cross, face 2: Crucifixion, 42x72 cm.
Photo September 2020.
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Viseu de Mijloc, altar icon, Coronation of the Virgin,
Museum of Ethnography in Budapest, inv. SzN 4078, 68,5x89+29 cm (3/4).
Aclias]ta sf]d]nta icoana au cumparat Sima Gavrilo, Zet Mihai, Anisora, sa fie pomanda in vec[i] de
vec[i] amean. 1765 luna ianuarie 7.
Photo July 2022.

Terdik 2016, p. 60, fig. 6.
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Feresti, candelabra, Cherubim, 45x60 cm.
Photo September 2020.
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Borsa de Sus, altar icon, Coronation of the Virgin, face: [Sfanta Trofita: Tatal, Fiiul, Duhul Sfant, Museum of

Ethnography in Budapest, inv. 80.66.3 (1-2), 69x88,5+29 cm.
GliJufpanul Lupu, lleana, Matei, Luchian, Andr[e]ica Toder. Anul Domnului 1765 luna martie 21.
Photo July 2022.

Terdik 2016, pp. 58-59, fig. 3.
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Borsa de Sus, altar icon, rear: Archanghel Michael and Gabriel, Saint Alexa and Empress Helena, Arhanghel
Mihail, Arhanghel Gavriil, Precuveaos Alecxei and Impdrdtiasa Elena, Museum of Ethnography in Budapest,
inv. 80.66.3 (1-2), 69x88,5+29 cm.
Photo July 2022.

Terdik 2016, pp. 58-59, fig. 4.
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Salistea de Sus Nistoresti, iconostasis icon, Saint George and the Dragon, Sf]d]ntu Mare Muc/e]nic Gheorghie
in Tara Libisca in Cetate Silenea ac[eas]ta Minune au Facut, 58x78,5 cm (3/4).
Aclia]sta s[fan]ta icoana au cumparat Bondor Vasoc si Nastasie, Gheorghie, Ivona, Anuta, Toder,
Mariea, Dunca Matei, sd fie pomand in veci de veci, amean. 1765 luna a lui apreale 15.
Photo September 2020.

Barlea 1909, p. 168, n. 612.
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Salistea de Sus Buleni, Coronation of the Virgin, on the rear of an old icon,
66x86,5 cm (3/4).
Ac[eas]ta sf]d[nta icoand au cumparat Trufan Lupul si Nastasie si Chifor Maricuta, Mariia, Ghirpina,
Gheorghie, Hilip, ca sd le fie pomand in veci de veci, amean. Anul 1766 luna lui dechemvrie 4 zile.
Photo July 2019.

Barlea 1909, p. 166, n. 602.
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Feresti, patron saint icon, Saint Nicholas of Myra, Sf[d]ntul Nicolai, 66x106 cm (3/5).
Ac[ealsta icoana au cumparat Penteleu Vasilie si Calina. 1767 april[i]e 27.
Photo April 2019.

Pop-Bratu 1981, p. 102, n. 20.
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Feresti, iconostasis icon, Saint Basil the Great, Sf[a[ntul Mare Patriarhul Vasilie, 64x87 cm (3/4).
Pentelei Vasalie, Calina si fic[i]orilor Vasilie, Nicolae se fie pomana lor intru veci de veci amin.
Photo April 2019.
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Hoteni, candelabra, face 1: Cherubim,

49x52 cm.

Inger Hirovim,

a

Photo October 2020.

256



153
Hoteni, candelabra, face 2: Seraphim, Inger Sarafim, 49x52 cm.
Photo October 2020.
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Viseu de Mijloc, iconostasis icon, Beheading of Saint John the Baptist, painted over an old icon, upper part:
Giucatoare amagitoare, lower part: Tdiat censtita cap lui proroc loan, Maramures Museum inv. 1387, 43,564 cm.
Photo April 2019.
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Viseu de Mijloc, royal doors, Annunciation, Maramures Museum, inv. i383 A and B,

41,5x139,5 and 38,5x138,5 cm. Aci/e]sta usi impdardateaschi au cumpdrat Bota Lupu, ca sa le fie pomand

in veci de veci amean, 1767 iulia 10.
Photo April 2019.
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Viseu de Mijloc, royal icon, Mother of God,
Maramures Museum, inv. i385,
49,5x81 cm (3/5).
Photo July 2022.
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Viseu de Mijloc, royal icon, Christ Pantokrator, on the book: Viniti bl[agoslo]vitii Parantelui Mieu de mosteniti
intru imparatiia Me care[-]i gatata voao din inceputul lumei.
Maramures Museum, inv. 1386, 49,5x81,5 cm (3/5).
Photo July 2022.
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Viseu de Mijloc, iconostasis icon, Saint Nicholas of Myra, Sf[an]tul Arhiereu Nicolai di la Mira Lichie[i], on
the rear of an old icon, purchased by Antal Szmik in 1912, Museum of Ethnography in Szentendre, inv. 100689,
56x82,5 cm (2/3).
Photo July 2022.

Terdik 2016, fig. 2.
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Viseu de Mijloc, iconostasis icon, Saint George and the Dragon, Sf]d[ntul M[u]c[e[nic [Mare] Gheorghe, in

Taara Le[mbiis]ca in cetata Salenic ac[e]sta [minune] s[-]au facut, purchased by Tzigara Samurcas
in the interwar period, The National Museum of the Romanian Peasant in Bucharest, inv. R 161,
on the rear of an old icon, 57x82 c¢m (5/7).

Photo July 2019.

Nicolescu 1971, fig. 70; Pop-Bratu 1981, p. 103, n. 24.
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Viseu de Mijloc, royal icon, Mother of God, The National Museum of the Romanian Peasant in Bucharest,
inv. R 162, 60,5%87 cm (5/7).

[Ceea ce esti] mai sf]d[nta decat heruvimii si serafimii te[-]i ardtat Preacuratd nascand pre
Ziditoriul fapturii, pre carele roagd[-]! pururea ... Domnul, cel ce dintru tine s[-Jau ardtat precuratd,
c[i]ata muerilor care barbdteste s[-]au luptat of-]au primit. 1767 ...

Photo Vladimir Bulza 2022.

Pop-Bratu 1981, p. 103, n. 24.
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Viseu de Mijloc, royal icon, Christ Pantokrator, Maramures Museum, inv. 1384, 58x88 cm (2/3).
[Doa]mne I[isu]se Hritoa]se ac[eas]ta [este] jertfa di la mine zugrau Alecxa [cel] pdcatos pentru
numale Teu cel sfant, iare ac[ealsta icoana sfld]nta am fdacut pantru vad|[u]vele buerilor din sat carile
poftesc cel dar sfld]nta icoand, ca sa le fie pomania lor in veci amean. lar apoi cele ce hulesc podoba a
besariacii icoandle sf[i]nte si acele sd fie blastemati de la D[u]mnezeu si di la 318 de parinti sfinti.

Photo April 2019.

Barlea 1909, p. 212, n. 785. Pop Bratu 1981, p. 104, n. 25.
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Viseu de Mijloc, festal icon, Presentation in the Temple of Virgin Mary,
Barsana Monastery Museum, 37x50 cm (3/4).
Photo April 2019.
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Viseu de Mijloc, festal icon, Presentation in the Temple of Christ, Stretenie D[o]mnului I[isus]s H[risto]s,
Barsana Monastery Museum, 41x50,5 cm (4/5).
Photo April 2019.
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Viseu de Mijloc, festal icon, Entry into Jerusalem, Barsana Monastery Museum, 39,5x50 cm.
Photo April 2019.
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Viseu de Mijloc, festal icon, Descent into Hell, Barsana Monastery Museum, 37x51 cm.
Photo April 2019.
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Viseu de Mijloc, festal icon, Pentecost, Barsana Monastery Museum, 37x50,5 cm.
Photo April 2019.
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Viseu de Mijloc, festal icon, Transfiguration, Barsana Monastery Museum, 40x51,5 cm.
Photo April 2019.
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Viseu de Mijloc, festal icon, Virgin Mary Dormition, Barsana Monastery Museum, 39,5x50 cm.
Photo April 2019.
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Viseu de Mijloc, Forty martyrs of Sebasteia, Sfintii 40 de Mucenicov. On the icon: Un strajer au vazut minund
din cer si au crezut [intr-Jun D[u]m[ne]zeu si au sarit si el in tau. lare o muera au grait catre ficioriul al sau:
rabda fiifu]le al mieu amu sti agiuta Dumnezau,
Nasaud Border Museum, inv. 66, 45x56,5 cm.
Aclia]sta sf{a]nta icoand au cumparat Zet Gheorghie §i cu sotta sa Chilina ca sa le fie pomana in veci

de veci amin. Anul 1768 luna lui fevrarie 28. On the rear: Zed Gheorghie.
Photo July 2022.

Pop-Bratu 1981, p. 103, n. 24.
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Sanisor, Mures, cupboard doors, door 1: Archangel Gabriel and Saint Nicholas of Myra, door 2: Coronation,

Museum of the Archbishopric in Cluj-Napoca inv. 74, 28x36,5 cm.
Photo July 2022.

Porumb 1998, p. 297.
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Provenance unknown, prothesis cupboard, Nicula Monastery Museum, 68x96x94,5 cm.
Left door: Saint Gregory The Theologian, S[fantul] Grigorie Dvoeslov, 32x62,5 cm;
right door: Saint John Chrysostom, S[fantul] loan Zlatov/[s]t, 33x62,5 cm.
Photo February 2022.
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Provenance unknown, triptych, face: Apostles Peter and Paul,
Ethnographic Museum of Transylvania inv. 7984, 39x70 cm.
Photo July 2019.

Micu et al. 2011, p. 235, cat. 585.
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Provenance unknown, triptych, interior: Mother of God and Christ Pantokrator,
on the book: Vinit/i] bl[agoslo]vitii Parintelui Mieu de mostenit[i] intru imparatiia Me,
Ethnographic Museum of Transylvania inv. 7984, 39x70 cm.
Photo July 2019.

Micu et al. 2011, p. 235, cat. 585.
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Apsa de Jos (?), royal icon, Mother of God,
private collection in custody of Hungarian National Gallery in Budapest inv. L.5.061, 58(61)x86 cm (5/7).
Ac[e]ste s[fin]te ico[a]nele doavo au cumparat Vola[s]in lanos pentru sendtate si ertare de pdcatele si

carte de icolalna a lui I[isu]s.
Photo May 2023.

Puskas 2008, pp. 182-183, fig. 143.
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Borsa de Jos, royal icon, Mother of God, in the upper stone church, 63,5x93 cm (2/3).
Aceaste s[fante] icoane doavo au cumparat Grad Domitro si cu soata Gafie §i ca sa le fie pomanda cu
tot rodu seu in veci de veci, amin. Anul de la nastere lui I[isuls H[risto]s 1770 luna lui Martie ...
Photo April 2019.

Barlea 1909, p. 35, n. 140.
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Borsa de Jos, sexton door, Archangel Michael Transfixing Satan, Sf[d[ntul Arhanghel Mihail,
At the bottom: 7atal s/-]au suparat si pa Satanail din cer au tipat, 66,5%162,5 cm.
Grad Stefan si cu soata sa Parasca.
Photo July 2022.

Barlea 1909, p. 35, n. 142; Pop-Bratu 1981, pp. 103-104, n. 26, fig. 19.
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Borsa de Jos, deacon door, Saint Nicholas of Myra, S[fantul] Arhierei Nicolai, 66,5162 cm.
Ac[e]ste sf[i]ntele doava usi au cumparat Grad Stefan si cu soata lui Acxena si ca sa le fie pomanda in
veci de veci amean. Di la Hristo]s 1770 luna lui iunie 23.
Photo July 2022.

Barlea 1909, p. 35, n. 142; Pop-Bratu 1981, pp. 103-104, n. 26, fig. 20.
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Calinesti, Saint Nicholas of Myra, 38,5x51,5 cm (3/4).
Photo April 2019.
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Borsa de Jos, iconostasis icon, Saint George and the Dragon, Sf/d[ntul M[u]c[enic] Gheorghe,
Taara Lembiisca si in cetate Salenic ac[es]t sflan]tul Mare Mucenic Gheorghie minune au facuft] cdfn]d
pa balaur au batut, Maramures Museum inv. 1391, 67x99 cm (2/3).
Aclias]ta sf]an]ta icofana au cumpdarat Grad D[u]m[i]tr[o] si cu soata sa Gafiia, sd fie pomana in
veci de veci amin. 1770 luna lui iuni 25 zile.
Photo April 2019.

Barlea 1909, pp. 34-35, n. 137; Nicolescu 1971, p. 46, cat. 50.
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Borsa de Jos, triptych, Trinity, Maramures Museum, inv. 1389, 40x69,5 cm.

ITomani rlocno]au pag[a] ceony Grad Domitro, Gafie, Toder ... On the right door: Si Grad Domitro si
cu soata lui Gafie au cumparat icoana a lui Gheorghie si pa priastol icoand si lu D[i]mitrii icoand si
Precistii icoanda si a lui Hfristo]s icoana si pahar, blead si lingura §i jveajda si svesnici doavo. ...
Di la nastere lui H[risto]s 1770 luna lui august 28.

Photo April 2019.
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Borsa de Jos, triptych, right door, Archangel Gabriel, Inger Gavriil, the left door is missing,
Maramures Museum, inv. i389.
Photo April 2019.
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Borsa de Jos, iconostasis icon, The Birth of Saint John Baptist, Nasterea lui loan IlpeyTHTevH, 64,5393 cm
(4/5). Ac[eas]ta sf[d]nta icoand au cumparat Matan Grigorie si cu soata sa ... Odochie ca sa le fie
pomand [l]a toata rudenia in veci amin. 1771.
Photo April 2019.

Barlea 1909, p. 35, n. 135.
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Calinesti Caeni, royal icon, Christ Pantokrator, on the book: Viniti bl[a]g[o]slovitii Parintelui Mieu de
mostenit[i] intru imparetiia Me care[-]i gatate voao din inceputul lumei, 59x86 cm (2/3).
Aclias|ta sf]dnta icola]na au cumpdarat Alecxa si soata lui Maricuta ca sa le fie pomand in veci
amin. 1771 ma[rtie] ...
Photo April 2019.

Bratulescu 1941, p. 62, fig. 99; Porumb 1975 a, fig. 38; Pop-Bratu 1981, p. 107, n. 28.
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Salistea de Sus Nistoresti, altar icon, face 1: Mother of God,
Barsana Monastery Museum, sizes of the icon: 41,5x58,5 cm, total sizes: 75,5x73,5 cm.
Photo April 2019.
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Salistea de Sus Nistoresti, altar icon, face 2: Conception of the Virgin Mary, I[o]achim and Ana
Barsana Monastery Museum, sizes of the icon: 41,5x58,5 cm, total sizes: 75,5x73,5 cm.

Photo April 2019.
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Salistea de Sus Nistoresti, altar icon, Coronation of the Virgin,
Sfldlnta Troita Nadespartita, 73,5%91,5+40,5 cm (4/5).
Aclias]ta s[fd]ntd icoana au cumparat Chis lonas si Elena ca sa le fie pomanda in veci de veci amin.
1772 luna lui ianuarie 17 de zile.
Photo September 2020.

Barlea 1909, p. 168, n. 611.
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Calinesti Susani, iconostas icon, Synaxis of the twelve Apostles, Sobor Apostolilior, 56,5x73,5+28,5 cm (3/4).

Acfias]ta icoana a cumparat Mariosu lui Costan ca sa le fie pomana in veci amin.
Photo April 2019.
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Cilinesti Caeni, royal doors, Annunciation, on the bottom frame:
[Din radacina lui Esei] si din coapsale lui David, 42,5x151 s1 39x133,5 cm.
Photo April 2019.
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Cilinesti Caeni, royal icon, Mother of God, 59,5%84,5 cm (5/7).
Acli]asta icoana au cumpdrat lui Petrica Mihai si soata sa Palaghie, ca sd le fie pomand in veci de
veci amin. 1772 luna lui martie 21 zile. On the rear: Miha[i] din Calinesti. Preci[sta].
Photo April 2019.

Barlea 1909, p. 68, n. 233.
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Calinesti Caeni, iconostasis icon, Archangel Michael, 55,5x75,5 cm (3/4).
Photo April 2019.
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1
Saint Nicholas of Myra, Sf[a]ntul Arhiepiscop Nicolai

5x77 ecm (5/7).

55,

>

, iconostasis icon,

Cilinesti Caeni

Photo April 2019.
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Cilinesti Caeni, fragment of banner, face 1: Mother of God and face 2: Archangel Michael,
60,5%32,5 cm.
Photo July 2022.
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Cilinesti Caeni, festal icon with two scenes: Descent into Hell and Ascension, Inviere lui H[risto]s din lad pre
Adam au scos and Inaltara Domnului I[isu]s H[risto]s, Maramures Museum, inv. i414, 63x40 cm (3/2).
Engraved on the rear: [n Calen[i] Nemis birov. 5 Ma[riesi], on the bottom: Invierea and Naltarea.
On the face: ... amin.
Photo April 2019.

299



192
Cilinesti Caeni, candelabra, face 1: Cherubim, 42+10x66 cm.
Photo July 2022.
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Cilinesti Caeni, candelabra, face 2: Cherubim, 42+10x66 cm.
Photo July 2022.
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Cilinesti, festal icon, The Birth of Saint John Baptist, Nastere Jertfitului loan Botezatorul, 56,5x73,5 cm (3/4).
1772 luna iulie 5 zile. Acfias]ta icoand au cumpdrat lui Patric Mih[ai] si cu soata Palaghie
ca sa le fie pomand in veci de veci, amin.
Photo April 2019.

Bratulescu 1941, p. 59, fig. 87; Porumb 1975 a, fig. 37.

302



194
Saint Basil The Great

Sfld[ntul Vasilie [cel] Mare,

>

iconostasis icon,

>

Borsa de Jos

63x87 cm (5/7).

Photo April 2019.

Monastery Museum,

arsana

B
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Borsa de Jos, iconostasis icon, Synaxis of the 12 Apostles, Sobor Apostolilor,
Maramures Museum, inv. 1390, 69,5x97,5 cm.
Ac[eas]ta sf]d[nta icoana au cumparat Grad Stefan si Domitro si cu soata sa Gafie ca sd le fie
pomand in veci de veci. 1772 luna lui avg]u[st] 5 zile.
Photo April 2019.

Nicolescu 1971, pp. 45-46, cat. 49, fig. 69; Efremov 2002, figs. 280-281, cat. 150.
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Borsa de Jos, iconostasis icon, Saint Nicholas of Myra, S/fdntul] Arhierei Nicolai,
Maramures Museum, inv. 1409, 62,5x76,5 cm (5/6).
1772 [luna lui] aug[ust] ...
Photo April 2019.
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Cilinesti, festal icon, The Exaltation of the True Cross, Inchinarea Cinstitei Crucei, 57x75,5 cm (3/4).
Au cumparat Mihai si Palaghie ca sa le fie pomand in veci. 1772 octomvrie 25.
Photo April 2019.
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Calinesti, festal icon, Ascension, Naltarea D[o]mn[u]lui Nostru I[isu]s H[risto]s, 57x75 cm (3/4).
Aclias]ta sf]d]nta icoana au cumpdarat Popa [A]lecxa si Maricuta ca sa le fie pomand lor in veci ...
Photo April 2019.

Bratulescu 1941, p. 55, fig. 80; Porumb 1975 a, fig. 38.
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Calinesti Susani, festal icon, Descent into Hell, D[o]mnu[l] I[isu]s H[risto]s ... scolat si s[-]au coborit in iad ...
iad ... si pre Adam cu neamu lui afara au lovat, 38x48,5 cm (4/5).
[Aciastad icoand au cumpar]at preutiasa Mariiuta ca sd le fie pomana in veci amin.
Photo April 2019.
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200
Cilinesti Susani, festal icon, Annunciation, Inger Gavriil [a] adus vestiirea la sfinta Maria, 39,5x51 cm (4/5).
Photo April 2019.
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Sarbi Susani, festal icon, The Exaltation of the True Cross,
Inchinara Cinstitei Crucii a Dfo]mnului Hfristo]s, 34x45,5 cm (3/4).
Au platit Berinde Gheorghie si Calina. Fie pomana in veci amin. Engraved on the rear:
Au [platit] Berinde Gheorghie, Calina ico[and] cruce.
Photo April 2019.

Barlea 1909, p. 186, n. 672; Porumb 1975 a, fig. 48.
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Sarbi Susani, festal icon, Baptism, Boroagaenne I[n]c[8¢]a X[pilc[T]a Hawero, 34,5x45,5 cm (3/4).
Acli]asta icoana au cumparat ... [Gheo]rghie ...
Photo April 2019.
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Sarbi Susani, festal icon with two scenes, Saint Basil the Great and Circumcision of Jesus,
Sfld[ntul Vasilie [cel] Mare and (f')spusomﬂie lui H[risto]s, 39x45,5 cm (5/6).
S/fanta] icoana au cumparat lacob dascalu. 1772 luna lui octo[m]vrie 25.
Photo April 2019.

Barlea 1909, p. 186, n. 672; Bongiu 1970, p. 55, n. 30; Porumb 1975 a, fig. 48.
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204
Sarbi Susani, festal icon, Presentation of Christ in the Temple, GrpiTenie D/o/mnului I[isu]s H[risto]s,
Maramures Museum, inv. i68 A, 38,5x45,5 cm (5/6).
Acli]asta icoand au cumparat lusip lacov. 1772 dechemvrie 15 zile.
Photo April 2019.

Barlea 1909, p. 186, n. 676.
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Sarbi Susani, Saint George and the Dragon, Sf]d[ntul M[u]c[enic] Gheorghe, engraved on the rear: Ac/ijasta
s/fanta] icofana au platit Balin Vasalie. Ghiorghie. Maramures Museum, inv. 1516, 33,5x44,5 cm (3/4).
Aclias]ta s[fantd] icoand au platit Balin Vasalie.
Photo April 2019.
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festal icon, Ascension, Naltare D[o]mnului I[isu]s H[risto]s

, 34,5%45 cm (3/4).

Susani,

Sarbi-

Engraved on the rear: Borodei loan, Boctecenne.

t Borodi loan.

a au cufmjpadra
Photo April 2019.

-

nta] icoan

S[fa
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207
Sarbi Susani, Saint Paraskeva, S/fanta Cuvioasa] Paraschevie, 29,5%46,5 cm (2/3).
Photo April 2019.
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208
Sarbi Susani, Saint Demetrios of Thessaloniki, S[d]ntul Mucenicu Demitrie, 33,5x45,5 cm (3/4).
Aclias]ta s[fan]ta [icoana au cumparat] Bor[odi lo]a[n] si ...
Photo April 2019.
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Sarbi Susani, Mother of God, Maramures Museum, inv. 199692, 31,5x44,5 cm (5/7).
Engraved on the rear: Marie.
Ac[eas]ta s[fanta] icoand au cumparat chirsnic Egnat.
Photo April 2019.
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Conception of the Virgin Mary,

la

[-]av Mariia dim loachim si di

5 cm (3/4). Engraved on the rear: 3avaTia.

Photo April 2019.

Zamislitu

>

a de iconostas

, icoan:

Anna,

Sarbi Susani

>

,5%84

, 65

H

Maramures Museum inv. 1524
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Sarbi Susani, candelabra cross, face 1: Cherubim, 42,5%x46 cm.
Photo September 2020.
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, face 2: Cherubim, 42,5x46 cm.
Photo September 2020.

Sarbi Susani, candelabra cross
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Provenance unknown, candelabra, face 1: Cherubim, Hirovim, Maramures Museum, 63,5x81,5 cm.
Photo July 2022.
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Provenance unknown, candelabra, face 2: Cherubim, Hirovim, Maramures Museum, 63,5x81,5 cm.
Photo July 2022.
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Breb, festal icon, Resurrection, Inviere D[o]mnului I[isu]s H/risto]s,
Maramures Museum, inv. i495, 36,5x50 cm (3/4).

Icoana au cufm|parat Berle Toma ca sa le fie pomand ... amin. ... [lu]na [lui] dechemvrie ...
Photo April 2019.
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Breb, royal icon, Christ Pantokrator, on the book: Vinit[i] bl[agoslo]vitii Parantelui Mieu de mostenit/[i]

Intru imparatiia Me care[-]i gatata voao din inceputul lumei, 62,5x81,5 cm (3/4).
Photo April 2019.

Porumb 1975 b, fig. 26.
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Breb, festal icon, Raising of Lazarus, Domnul [lisus | H[risto]s minune aratat si pre Lazar din gro[apad au]

in[viet], Maramures Museum, inv. i492, 37x51 cm (5/7).
Photo April 2019.
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iconostasis icon, Saint Nicholas of Myra

>

ntul] Arhiepiscop Nicolai

S[fa

>

>

H

Borsa de Jos

inv. 1416 (4/5).
Photo April 2019.

)

H

Maramures Museum
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Borsa de Jos, festal icon, Saints Constantine and Helen, Sf]d[nta ce[n]stita Cruce, imparat Costantin
si Elena impardtiasa, Maramures Museum, inv. i415, 35x44,5 cm (4/5).

Photo April 2019.
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218
Borsa de Jos, altar icon, Coronation of the Virgin, Museum of Ethnography in Budapest,
inv. 100690, 65x94 cm (5/7), the tympanum is missing.
Aclias]ta sfld]nta icoana au cumparat Grad Stefan si Domitru si Gafie ca sa le fie pomana in vec[i]
de veci, afmin]. Di la nastere lui H[risto]s 1772 dechemvrie 30 zile.
Photo July 2022.

Barlea 1909, p. 35, n. 138; Terdik 2016, p. 59, fig. 5.
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2
, face 1: Coronation of the Virgin, Tatal si Fiiul,

, altar icon with two faces

>

Borsa de Jos

65x124 cm.

9

Monastery Museum

Barsana

Photo April 2019.
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219

Borsa de Jos, altar icon with two faces, face 2: Saint Paraskeva, [Cuvioa]sa Maica Parascheviia,

Barsana Monastery Museum, 65x124 cm.
Photo April 2023.
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220
Valea Stejarului, triptych, front: Annunciation, Bunavestire Sf[iJntei Marii and Sf[d[ntul Gavriil,
30,5%40,5+12,5 cm (3/4).
Photo September 2021.
Bratulescu 1941, p. 139, fig. 239.
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Valea Stejarului, triptych, interior: Mother of God flanked by Joachim and Anne, Precista, Sf[d]ntul loachim and
SflaJnta Anna, Holy Ghost in tympanum, 30,5x52,5 cm.
Photo September 2021.

Bratulescu 1941, p. 139, fig. 239.
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221
Valea Stejarului, royal doors, Annunciation, 30x132 si 32x132+15 cm.
Photo July 2018.

Bratulescu 1941, p. 139, fig. 238.
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Inviere Dfo]mnului I[isus]s H[risto]s

38x49,5 cm (3/4).

>

, Resurrection,

festal icon

>

Valea Stejarului

Photo September 2021.
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Cuhea, candelabra, face 1: Cherubim and Seraphims, 62x66,5 cm.
Photo July 2022.
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Cuhea, candelabra, face 2: Cherubim and Seraphims, 62x66,5 cm.
Photo July 2022.
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Provenance unknown, processional cross, face 1: Baptism, since 2022 in the private collection of
Mihai Covaci, 27x29+19 cm.
Photo July 2022.
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Provenance unknown, processional cross, face 2: Crucifixion, since 2022 in the private collection of
Mihai Covaci, 27x29+19 cm.
Photo July 2022.
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Sarbi Josani, iconostasis icon, Saint Nicholas of Myra, Sf/d]ntul Arhiereu Nicolai, 74x97,5 cm (3/4).
... sa Palaghie din Calineste ca sa le fie pomana in veci amin. 1774 luna lui Mai zile 1
Photo April 2019.

Barlea 1909, p. 181, n. 652.
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5x46 cm (4/5).

’

-94.

pp- 93

)

private collection in Hungary, 37

]

Photo Dora Boldizsar 2018
Terdik 2020

painted on the rear of an old icon
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face 1: Mother of God, 73%82,5 cm.
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227
Stramtura, altar icon, face 2: Christ in the Chalice, 73x82,5 cm.
Ac[eas]td icoana au cumparat Marchis Simion ca sa le fie pomana in veci de veci amin.
1775 luna lui ianuarie [26 zile].
Photo April 2019.

Barlea 1909, p. 198, n. 722.
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Stramtura, festal icon, Pentecost, D[u]hul Sf[d]nt azi s[-]au Pogorit de[n Cer] ...,
painted on the rear of an old icon, Museum of the Archbishopric in Cluj-Napoca, 38x48 cm (4/5).

... SI Manta.
Photo April 2019.
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Stramtura, iconostasis icon, Saint Nicholas of Myra, Sf]/an]t[ul] arhiepiscop Nicolae,
on the medallion above: Sf/d/ntul Nicolai un om au scos din aapa,
painted on an old icon with original colonettes, 86x103,5+20,5 cm.
Acleas|ta sfla]nta icoana au platit Gabriian Hilimon $i cu soata sa Mariia si Stefan, Vasilie si [vonu,
Netita, Mariia, Anna,Vasilie, ca sa la fie pomana veci de veci, amin. 1775 luna lui martie 15 zile.
Photo April 2019.

Barlea 1909, p. 198, n. 723.
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230

Stramtura, royal doors, Annunciation, on the scrolls: D/in red]acin/a lui E]seie ... si din caapsele [lui] David,
81x127,5 cm. lata aceste sffi[nte usi au cumparat anume Lihdata Grigorie si cu soata sa Marie, lacob,
Grigorie, loana, Vasilie, Marie, Gavrila. Pomeneste D[oa]mne pe robul tau Mateiu de impreund cu
Boroica loan §i cu soata sa Gafie. La dreapta: si cu fecioru meu Simion $i cu soata sa Marie, Gavril,
Vasilie, Gafie, Toader si preutu Grigorie, Ana, Vasilie, Marie, Axenie; pomeneste[-]i D[oa]mne intru
iertarea in imparatia ceriului. Anul Dom[nului] 1776 m[ise]t iulie 21 de zile.
Photo April 2019.

Barlea 1909, p. 199, ns. 734-735; Babos 2022, p. 280, fig. 23.
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Salistea de Sus Buleni, iconostasis icon, Baptism, Botezul lui I[su]s H[risto]s, 64x87 cm (3/4).

1776 Vlad Toder Otiia...
Photo April 2019.

Barlea 1909, p. 166, n. 601.
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Stramtura, royal icon, Christ Pantokrator, partially reused in the lectern of the pew, painted on a base of an old
icon, on the book: Vinit[i] bl[agoslo]vitii Parant[elui] Mieu dfe mo]sten[iti] in[tru impajra[tiia Me] care[-i]
gatfata] voao [din] incep[u]tul [lumei].
Acia[st]a sflan]ta icona ...
Photo March 2018.
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Stramtura, fragment of an iconostasis icon, Saint Theodore Stratelates slaying Dragon,

on a side face of the pew desk.
Photo March 2018.
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Stramtura, royal icon, Mother of God, in the medallion above: Joachim and Anne, painted on an old icon with
original colonettes, 78,5x101+19 cm.
Acleas]ta sf]an]ta icoana au platit Manta Gavrila si cu soata sa Cherstina si Gavrila, Todosie
si Gahie, pantru sandtate §i ertare de pacate in veci, amin. 1777, luna lui martie 15 zile.
Photo April 2019.

Barlea 1909, p. 198, note 724.

350



t
v

235
Stramtura, royal icon, Christ Pantokrator, on the book: Vinit[i] bl[a]g[os]lovitii Parintelui Mieu de mostenit[i]
Intru imparatiia Me care[-]i gatat[a] voao din inceputul lumei, 81,5x105,5+22 cm (3/4).
Din mila lui Dfu]mnezeu si din daru D[u]hului Sf[d]nt de ni[-]au invrednicit H[rist]o[s] da am
aceasta sfld[nta icoana am cumparat Marcos Gheorghie si cu soata sa Marica si fecior lacov si Elena

ca sd le fie pomanda lor in veci de veci amin. De la nastere lui H[risto]s 1777 luna ianuarie 4 zile.
Photo April 2019.

Barlea 1909, p. 198, n. 725.
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Cilinesti Susani, iconostasis icon, Saint Theodore Stratelates slaying Dragon,
Sfantul Teodor marghind pa drum si au dormit si o moere au vinit: Scola voinice,
iata on balaur si capul au ridicat si sf[a]ntul cu sulita in gura au dat, 60,584 cm (5/7).
Aclias]ta sf]djnta icoana au cumparat Serba Grigorie si Palaghie si Toder ca sa le fie pomand in veci
amin. 1777 luna lui mai 29 zile.
Photo April 2019.
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Manastirea Giulesti, royal icon, Christ Pantokrator, on the book: Vinit[i] bl[agoslo]vitii Parintelui Mieu de
mostenit[i] intru impardtiia Me care[-]i gatat[a] voao din inceputul lumei, disappeared.
DJfoa]mne I[isu]s[e] H[ristoa]se erte pre cei ce iubesc chipul teu cel sf]djnt si erte pre titori carile au zitit
aciasta sfld]nta mandastire, si primaste D[oa]mne jertva si di la cei ce aducu la sfld]nta manastire, si erte

DJoa]mne si pa zugrau Alexa cel pacdtos si Elena, ca sa le fie si lor de folos. 1777 luna lui iulie 29 zile.
Photo July 1995.

Barlea 1909, p. 130, n. 465; Porumb 1975 b, p. 88, n. 60; Pop-Bratu 1981, pp. 107-109, n. 29.
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238
Harnicesti, festal icon, Vision of Saint Peter of Alexandria, Ar[at]atus[-]au Isu[s] lui Petru Patriarhu di la

Alecxandria. Si au saritu Hr[ist]o[s] cu je[runtii goi si haine]le rupte pa Pristol, 41x55 cm (3/4).
Photo April 2019.
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Desesti, candelabra, face 1: Trinity of Cherubims: Troita [celor] trei heruvimi, disappeared.
Repainted in the middle of the 19th century with Romanian and Hungarian texts.
Photo July 1995.
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Desesti, Saint Nikitas slaying the demon, Macsimilian imparat pa demon au manat la sf[antul Nachita

in temnita si Nechita au pusu mina pa el si au batut, 37x50,5 cm (3/4).
Photo July 2019.
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Desesti, iconostasis icon, The Birth of Saint John Baptist, Nastere lui loan Boteza[to]riu, in lyrics: Irod inpdrat,
pa Hfristo]s taare s[-]Jau superat si tabora au manat, coconele au taifa]t si Elisaveta s[-]au speriet
si cu pruncul seu loan paste dial au scapat, 65x86,5 cm (3/4).
Aclias]ta sfldn]ta icoana au cumpdarat Pop Dumitru si cu soata sa Roman Nastasie si Pop loan si cu
Petric Maria ca si le fie pomania in veci de veci amin. 1777 luna lui Decamvrie 1 zile.
Photo July 2019.

Barlea 1909, p. 90, n. 319; Bratulescu 1941, p. 19.
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Mother of God

Photo July 2019.

5 cm (3/4).

65,5x86,

i

)

royal icon

St

Desesti
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243
Desesti, royal icon, Christ Pantokrator, on the book: Vinit[i] bl[agoslo]vitii Parintelui Mieu
de m[o]stenit[i] intru imparatiia Me care/-]i gatata voao din inceputul lumei, 63x80 cm (4/5).

Acli]asta icoana au cumparat Pop loan si soata sa Palaghiia. 1778 luna lui martie 15 zile.

Photo July 2019.

Barlea 1909, p. 91, n. 321; Bratulescu 1941, p. 19; Pop-Bratu 1981, p. 109, fig 23.
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Desesti, festal icon, Entry into Jerusalem, Vinitau Ifisu]s in lurusalim pa aseneo, 41x55 cm (3/4).
Photo July 2019.
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Vileni, iconostasis icon, Presentation in the Temple of Virgin Mary, loachim si Anna au dus jertva la besarica
pa Mariia lui Domnazeu, on the rear of an old icon, Maramures Museum, inv. i404, 70,5x96,5 cm (3/4).
Ace[a]sta sf]d[nta icoana au platit Goge Toder si cu sota sa Palaghia ca sa le fie pomand in veci de

veci, amin. 1779 luna lui Decamvrie 10 zile.
Photo April 2019.

Barlea 1909, p. 205, n. 760; Bratulescu 1941, p. 86, fig. 133; Porumb 1975 a, fig. 50;
Efremov 2002, figs. 282-283, cat. 151.
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Vileni, Three Holy Hierarchs, Grigorie voeslov patriarhu, loan zlatovst patria[rhul],
Maramures Museum, inv. i406, 60x84 cm (5/7).

... adevarat ...
Photo April 2019.

Bratulescu 1941, p. 86, fig. 131.
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Vileni, festal icon, Nativity, Nasterea Domnului I[isu]s H[risto]s,
Maramures Museum, inv. i401, 62x79 cm (4/5).

Photo April 2019.

Bratulescu 1941, p. 86, fig. 132; Porumb 1975 a, fig. 47.
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Vileni, royal doors, Annunciation, painted over in the 20th century, 33,5x130 and 29x122 cm.
Photo July 2006.

Bratulescu 1941, p. 87, fig. 134.

364



249
Cilinesti Susani, festal icon, Mandylion, Hepko Tropettin CIrpasn, flanked by Inger Rafail and Inger Uriil,
61x48 cm (5/4).

1780 luna lui ianuarie 2 zile.
Photo April 2019.
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Nanesti, candelabra cross, face 1: Old Testament Trinity: Hospitality of Abraham,
Aratatus[-]au Troita in Mamvri lui Avraam, Barsana Monastery Museum, 55,5x63,5 cm (3/4).
Acli]asta sf]d[nta Troitd au cumparat lofan] Lupul [sa] hie pomand in vec[i] de vec[i], amin. 1781
luna lui februarie 10 zile.
Photo April 2019.
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Nanesti, candelabra cross, face 2: New Testament Trinity: Paternitas, Barsana Monastery Museum,
55,5%63,5 cm (3/4).
Photo April 2019.
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Ieud Deal, patron saint icon, Nativity of Mary, Nastere pre Nascatoarea de D[u]mnezeu Mariia,
on the rear of an old icon, 55,5x84 cm (2/3).
Ac[ealsta sf]d[nta icoana au platit Simon Stefan si cu ficiorul lui [Dan] ... ca sa le fie pomand lor in

veci de veci amin. 1782, luna lui ianuarie 12 zile.
Photo April 2019.

Barlea 1909, p. 122, n. 431; Pop-Bratu 1981, pp. 113-114, n. 37 and fig. 28.
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leud Deal, Three Holy Hierarchs, Grigorii dvoeslov, S[fantul] Vasilie [cel] Mare, loan zlatovst,
on the rear of an old icon, 62x86 cm (5/7).
178/2]. Ac[ea]sta sf[d]nta icoana au platit [Simon] Stefan si Dan ca sa le fie pomana.
Photo April 2019.

Barlea 1909, p. 122, n. 432.
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Shpetky, icon on canvas, Mother of God of the Sign, on the background:
Gia MaTn Boxia 13 BeAHKIM ABOPOM™D FPHLUNIH ABLITH MOKPIETH CROEMb OHODOPOMK,
72,5%96,5 cm, Chernivtsi Regional Art Museum.
Gen OBpa3 naaTies Yerwk Bacriae 1 xkena Ilanarna Haxart 8AeT 3a mam8 ero Baciaa 3a
rPiXOBh CMACEHIE ... 1792 cenTemrpia 24 AHA.
Photo June 2024

Hyraesa; Kpacuos 2003, pp. 119-123.
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Shpetky, icon on canvas, Mother of God of the Sign, on the oval band it is an antiphon dedicated to Virgin Mary:
ITop Trot muaocTh npesbraemt Boropopuua [ABRO, MoAH]TOR® HALIHXK [HE MPE3A]PH BO CKOPE[H, HO W
AbAbL H3BARH HACHE GAHHO MICTAA H BAArO|CAOR[€H]HA[A],
86,5x115,5 cm, Chernivtsi Regional Art Museum.
Photo June 2024

Hyraesa; Kpacuos 2003, pp. 119-123.
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Shpetky, iconostasis icon on canvas, Deesis, on the book: IIpiabTe sa[a]ro[cao]gentie CIua Aloero
HacabABHTE BroToranoe Ram 1[a]pCTRO HERECKCHOE, on the scroll of G. Tchan TpepeTeviri: TlokanTeca ka
CA NPpeBAEXK([I]T[H] BO CA LLAPCTRO HEEECHCHOE, 96117 cm, Chernivtsi Regional Art Museum.

Photo June 2024
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256
Shpetky, icon on canvas, Mother of God of the Sign, on the circular band it is an antiphon dedicated to Virgin
Mary: Ilop Tgroto muaocTh npuebraems Boropoaniue ABRO, MOAHTOR™ HALIHXE HE MPE3APH BO CKOPRH, HO
W AbAb [H]3RARH HACTH €AHHO MICTAA H BAArOCAOREHHAA, 118x118 cm, Chernivtsi Regional Art Museum.
Gen HeBo ... ca.lkb np... T keHa ero ... Heanbs BpaTo... T xkena I'adia ¥ Gaek3a T'axmari 1
KaTepita 3a 330p0BA T 34 cnacenia fixi 1793 mua mapTia 8 pna.
Photo June 2024
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257

Shpetky, iconostasis icon on canvas, apostles Thomas and Andrew,
49x78 cm, Chernivtsi Regional Art Museum.
Photo June 2024

Hyraesa; Kpacuos 2003, pp. 119-123.



258

Shpetky, iconostasis icon on canvas, apostles Bartholomew and Matthew,
49,5x78,5 cm, Chernivtsi Regional Art Museum.
Photo June 2024

Hyraesa; Kpacuos 2003, pp. 119-123.
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259

Shpetky, iconostasis icon on canvas, apostles Paul and John, on the book: & Havaaab Bb ¢A0BO H ¢CAORO 08

Bra 1 Bt Bb cA0R0, 49x78 cm, Chernivtsi Regional Art Museum.
Photo June 2024

Hyraesa; Kpacuos 2003, pp. 119-123.
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260

Shpetky, iconostasis icon on canvas, apostles Luke and James,
49,5x78 cm, Chernivtsi Regional Art Museum.
Photo June 2024

Hyraesa; Kpacuos 2003, pp. 119-123.
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261

Shpetky, iconostasis icon on canvas, apostles Simon and Philip,
48,5x78 cm, Chernivtsi Regional Art Museum.
Photo June 2024

Hyraesa; Kpacuos 2003, pp. 119-123.
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262
Shpetky, sexton door, Archangel Michael Transfixing Satan, GTbi AMuxaiah 4820 MOKAZAR CATAHHAA MOHOTi
noTonTaR, 76,5%175,5 cm, Chernivtsi Regional Art Museum.
Photo June 2024
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prophet prophet prophet king prophet prophet
Isaiah Zechariah Ezekiel David Jacob Moses
PapBrca PapBuca PapBuca PapBuca PapBrca PapBuca
8raw Boxe ceRTiALHIME ABEpiF KHBRCOTE ake[Th] cRALE K8nuo
REHHATO COrHA 3AATHI HEBECHAA 3ar'kTA HEEECHAA HEOMAAHMAA
263

Shpetky, iconostasis icon on canvas, left half of the row of prophets, repainted, 145x41 cm.
Photo June 2024
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prophet king prophet prophet prophet prophet
Aaron Solomon Gideon Daniel Jeremiah Elijah
PapBuca PapBuca PapBuca PaprBuca Phuntaa PennBa
KE3AE ¢[BA]TAA pBuo ropo 8eTpammaettan MNOPERHOBAY
NPO3ABKILLIF ¢[Ba]THY OPOLIENHOE npeckyubHaa
ROABLLAA
264

Shpetky, iconostasis icon on canvas, right half of the row of prophets, repainted, 145x41 cm.
Photo June 2024
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265
Shpetky, candelabra cross, painted on both sides, face 1: Seraphim, Aurea cepadim, 45x58 cm.
Photo June 2024
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