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On the fagade of the church of the Presentation of the Vir-
gin, in Lipljan, the damaged depictions of two rulers were
discovered under a more recent layer of fresco mortar. The
depictions can be identified as portraits of the Serbian king
and the emperor Stefan Dusan (1331-1355) and his wife Je-
lena. That provides the basis for the more reliable dating of
the original wall painting in the interior of the church. For
their part, the stylistic characteristics of that expressionistic
painting suggest that the original Lipljan frescoes came into
being around the mid-fourteenth century. Probably, they
were executed by the same workshop that did the frescoes in
the Church of St. Peter near Unjemir in Metohia, not very
far from Lipljan.
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The study of monuments of Serbian medieval art in
Kosovo and Metohia occupies a significant place in the
rich and thematically diverse work of academician Gojko
Suboti¢. He has dedicated three books and a series of articles
to these monuments.! Among them is the well-known and
manifoldly significant study dealing with the chronology
of the Decani painting.? Our jubilee celebrator devoted ex-
ceptional care to this highly endangered heritage in manag-
ing the project for the digitalisation of scientific documents
about the monuments of Kosovo and Metohia. Bearing all
this in mind, we present this paper about a Serbian church
in Kosovo in this issue of Zograf, which is being published
in his honour. Let it be a modest expression of gratitude to
Gojko Suboti¢ for the extraordinarily valuable contribution
to different spheres of scholarship and for his sincere dedica-
tion to the preservation of ancient artistic heritage.

* %k %k

The cleaning, repair and presentation of the wall paint-
ings from the fourteenth, sixteenth, and seventeenth centu-
ries in the Church of the Presentation of the Mother of God
in Lipljan,® not far from Gracanica, was performed during
the autumn of 2009 and spring of 2010. In the course of these
activities, remains of the initial painting were discovered on
the facade of the church, under a layer of fresco mortar from
the beginning of the seventeenth century (fig. 1).* Although
the newly discovered depictions thus became visible to the
eyes of researchers and visitors, they were not given the at-

tention they deserve. The reason why this occurred was the
failure to recognise their iconographic content due to the sig-
nificant damage to the frescoes. However, despite that, now
being reduced mostly to a basic drawing in brown, marked
in some parts with a sharp object on the fresco mortar, the
painted surface still contains enough information for the ver-
ifiable identification of the depicted figures.’ This identifica-
tion provides the basis for a more reliable dating of the oldest
painting in the church, which is indeed interesting regarding
the characteristics of its style. Furthermore, conditions were
thus created for finding the appropriate place in the develop-
mental framework of Byzantine and Serbian medieval art,
for the initial Lipljan frescoes.

Above the entrance, slightly to the north, a ruler is
painted, facing forward, in a characteristic ceremonial pos-
ture (fig. 2, 3, 6). His portrait is preserved from the waist up,
and on it one can make out the insignia of the Serbian kings
and emperors of the fourteenth century. The ruler is clad in
a sakkos of brown, now mostly washed off from the face of
the fresco. The base drawing of the peribrachia on the upper
arms and the epimanikia above the hands, which decorated
the rulers’ sakkos, can barely be distinguished. The sover-
eign is girded with a loros (i.e. a diadema, after Pseudo-Ko-
dinos) over the sakkos, which is crossed over the chest in the
form of the Latin letter “X”. It is this form of rendering the
crossed loros that is characteristic of the Byzantine art of the

* The article contains some of the results achieved in the projects
no. 177036 — Serbian medieval art and its European context — and no.
177032 — Tradition, innovation and identity in the Byzantine world —
which are supported by the Ministry of Education, Science and Techno-
logical Development of the Republic of Serbia.

** dvojvodi@f.bg.ac.rs

! These books are: G. Suboti¢, L’église Saint-Démétrios a la pa-
triarchie de Pec¢, Beograd 1964; idem, Terra sacra. L’arte del Cossovo,
Milano 1997; idem, Dolac i Cabici, Beograd 2012.

2 G. Suboti¢, Prilog hronologiji decanskog zidnog slikarstva, ZRVI1
20 (1981) 111-135.

3 To that interesting church, as a valuable architectural monument,
attention, even then, was drawn by Sir A. J. Evans in his Antiquarian re-
searches in Illyricum, Parts I1I, IV, Archaeologia: or, Miscellaneous tracts
relating to Antiquity 49 (London 1885) 6466, fig. 34, 35.

4 The project was conceived and conservation works were done by
experts from Republic Institute for the Protection of Cultural Monuments,
under the management of Mr. Dragan Stanojevi¢, MA, paintings restorer.

> D. Vojvodi¢, Stefan DuSan i Jelena, srpski vladarski portreti nad
dverima lipljanske crkve, Politika, no. 35357 (Beograd, 14. i 15. april
2012), Kultura, umetnost, nauka, str. 2-3.
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Fig. 1. Lipljan, Church of the Mother of God, western facade

so-called “Palaiologan Renaissance”.® In earlier periods, the
crossing was in the shape of the Latin letter “Y”, except on
rare occasions.” The rear part of the loros, which folds over
the ruler’s right hip and crosses over the belly, was undoubt-
edly folded over the ruler’s left arm. Unfortunately, this part
of the image is completely destroyed and one cannot confirm
if he held an anexikakia (akakia) in the left hand, which was
customary. In the right hand, elevated to the middle of the
chest, the ruler is holding a sceptre,® of which only traces of
the drawing are preserved. On the head, the portrayed char-
acter wears a dome-shaped crown, once abundantly decorat-
ed with pearls, but now significantly damaged in the upper
segment. Two pairs of strings of pearls fall from the edges of
the crown, over the ruler’s temples — seia, i.e. prependulia.
The sovereign’s face is greatly damaged and one can only
distinguish the upper part of the nose with the eyebrows and
parts of the eyes (fig. 5). Still, the outline of the face and the
fact that almost the entire neck and cheeks are visible, assure
us that the ruler might have had only a very short and thin
beard and moustache. With some effort, their remains can
be traced thanks to darker patches of colour along the edge
of the lower part of the face and under the nose. The head
of the portrayed character is lit by a halo — an unavoidable
element of portraits of Serbian rulers ever since the second
half of the thirteenth century.’ To the left and right of the
halo, several lines were drawn for writing an elaborate ac-
companying inscription, of which only parts of some letters
are preserved.

Opposite the sovereign’s portrait, south of the en-
trance, the picture of a woman ruler was found (fig. 2, 4,
7). Indications of this are the oval female face and notice-

144  ably smaller dimensions of the figure compared with the one

described previously. The particularly telling signs are the
characteristic female rulers’ insignia and ceremonial ges-
tures. First of all, it is evident that the portrayed character is
wearing a dress with sleeves that have very wide openings.
Such a dress did not appear on the portraits of Serbian wom-
en rulers before the second decade of the fourteenth cen-
tury,'* although Byzantine empresses started wearing them
in the second half of the eleventh century.!! The front end of
the loros hangs from a collar (kontomanikion) that is visible
on the chest and decorated with pearls. The rear end of the
loros is folded over the left forearm, which is resting against
the waist. In the left hand, the ruler’s wife holds a sceptre,
barely visible now.'? One can still discern its basic drawing
and a few pearls with which it was strewn. The portrayed fig-
ure holds the palm of her right hand to her chest in a gesture
of prayer, which was common for representations of eastern
Christian rulers” wives of the high middle ages. The faint
outlines suggest that the woman ruler wore on her head a tall
open crown (propoloma), a characteristic insignia of wives
of eastern Christian sovereigns during the mature period of
the Paleologues. Her head was illuminated with a halo, too,
and the rather faint traces of the large earrings (oboce) can
still be seen next to her temples. The portraits of the ruling
couple are painted on the sides of the niche situated directly
above the entrance to the church. The image of the patron
of the shrine — the Mother of God — must have stood in
that niche, once."® One should assume that a bust of Jesus
Christ, blessing the rulers or placing crowns on their heads,
was painted above the couple, as was customary.

¢ Idem, Portreti viadara, crkvenih dostojanstvenika i plemica u
naosu i priprati, in: Zidno slikarstvo manastira Decana. Gradja i studije,
ed. V.J. Djuri¢, Beograd 1995, 288-292; idem, Ukrstena dijadima i “torak-
ion”. Dve drevne i neuobicajene insignije srpskih viadara u XIV i XV veku,
in: Tre¢a jugoslovenska konferencija vizantologa, ed. Lj. Maksimovi¢, N.
Radosevi¢, E. Radulovi¢, Beograd—Krusevac 2002, 267.

7 Cf. E. Condurachi, Sur [’origine et l'évolution du loros impérial,
Arta si Archeologia 11-12 (Jasy 1935-36) 37-45; P. E. Schramm, Von der
Trabea Triumphalis des romischen Kaisers tiber das byzantinische Lorum
zur Stola der abendlindischen Herrscher, in: idem, Herrschafiszeichen
und Staatssymbolik, Stuttgart 1955, 25-38; E. Piltz, Loros — ett bysantinskt
insignium, Kunsthistorisk Tidskrift 41 (1972) 55-62; eadem, Trabea tri-
umphalis und Loros, in: Reallexikon zur byzantinische Kunst 111, Stuttgart
1973, 428-444.

8 This was in accordance with the ancient rules of Constantinopo-
litan court ceremony, which were observed during the Palaiologan epoch,
too. Cf. Pseudo-Kodinos, Traité des offices, ed. J. Verpeaux, Paris 1966,
202, 5,

° S. Radoj¢i¢, Portreti srpskih viadara u srednjem veku, Beograd
19962, 23, 77. Radoj¢i¢’s explanation of the reasons why nimbuses were
depicted around the heads of Serbian medieval rulers was critically re-
considered by D. Vojvodic¢ in his article: Portreti prvih ktitora u prizemlju
zicke kule. Poreklo ikonografije, Nis i Vizantija 10 (2012) 336-337.

10 Radoj¢i¢, Portreti, 83.

K. Wessel, Die byzantinische Emailkunst vom 5. bis 13. Jahrhun-
dert, Recklinghausen 1967, Abb. 38, 46b; 1. Spatharakis, The portrait in
Byzantine illuminated manuscripts, Leiden 1976, fig. 7, 11, 46, 47, 70, 93,
136, 139, 155, 162, 170, 181.

12 The rule that the scepter had to be held in the right hand was not
reflected on the portraits of women rulers in the Orthodox Christian world
as strictly as on the portraits of male sovereigns. In Serbia, too, exceptions
appeared, like here, in Lipljan. In a similar way, Jelena, wife of Stefan
Dusan, holds the scepter in the left hand on her portraits in Polosko and St.
Nicholas Bolnicki in Ohrid. Cf. Radoj¢i¢, Portreti, sl. 45, 73.

3 It is well known, on the bases of medieval charters, that the
church in Lipljan was dedicated to the Virgin from the time of its founda-
tion. Cf. Monumenta Serbica spectantia historiam Serbiae Bosnae Ragu-
sii, ed. F. Miklosich, Wien 1858 [=Graz 1964], 120-124 (no. CXI); Actes
de I’Athos, V, Actes de Chilandar, Deuxiéme partie, Actes slaves, ed. L.
Petit, B. Korablev, Vizantiiskii vremennik. Prilozhenie k XIX tomu, No. 1
1 (1915) 451-455 (no. 24).
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Fig. 2. Lipljan, Church of the Mother of God, portraits of rulers on the western fagade, drawing by N. Krstic¢

Several iconographic and programme elements
that are present on the frescoes of the fagade of the Lipl-
jan church have a crucial role in identifying the portrayed
ruling couple. Let us first consider the insignia. The loros
crossed in the shape of the letter “X”, worn by the depicted
ruler, as an unusual and anachronous insignia, appeared on
the portraits of Serbian rulers from the time of King Stefan
Uros IIT Dec€anski.'* This is an ancient insignia of Byzantine
rulers, somewhat altered in shape, which almost completely
vanished from ceremonies by the time of the Komnenoi. It
was reaffirmed for a brief period, before being finally re-
jected, during the reign of the first emperor of the Palaiolo-
gan dynasty.!® Like the “thorakion” on the dresses of rulers’
wives — another long forgotten insignia of the Byzantine
world — the crossed loros was introduced in the portrayal
of Serbian rulers for ideological and propaganda reasons.
The appearance of ancient rulers’ insignia on the Nemanji¢
portraits was directly connected with the growing political
ambition of the Serbian dynasty.'® The crossed loros was
used the most frequently on the representations of the son
and heir of Stefan Decanski — the king and emperor Stefan
Dusan.!” It is certain that it is his portrait on the fagade of the
Lipljan church, although the mentioned insignia appeared
sporadically, not only on the portraits of his father, but also
on those of some later Serbian rulers from the Mrnjavcevié,
Lazarevi¢ and Brankovi¢ dynasties.'® Other iconographic
and programme elements additionally indicate that this is re-
ally the representation of Dusan.

On the one hand, it is a fact that the depicted ruler
had a conspicuously broad face, and thin and short beard,
which is characteristic of Dusan’s portraits.!”” On the other,
one must note that the woman ruler is painted on the oppo-
site side of the sovereign in Lipljan. Dusan’s father, Stefan
Decanski, was always portrayed with a thick and particularly
long beard, ending in two locks.? Besides, for dynastic rea-
sons, as a ruler he was not painted with his wife as a pair, but
with his son, the co-ruler — Young King Dusan.?! The two
known portraits of DuSan’s successor, the last Serbian em-

peror, Uros, lead to the conclusion that during his reign, too,
it was not the custom to portray the woman ruler beside the
sovereign in the endowments of their subjects.” In this re-
gard, it is interesting to note that the legal documents of Em-
peror Uros, unlike the charters of Stefan Dusan, contained
no mention of the ruler’s wife. Neither was she mentioned
in Uro$’s charters issued immediately after their marriage,
nor in later ones. This quite clearly testifies to the fact that
Uro§’s wife was completely isolated from the political life
of the empire, which was slowly falling apart. Moreover, the
influence of the emperor himself was not much greater in
certain parts of the Serbian empire.” Therefore, it is not sur-
prising that Uro§’s portraits were omitted from the painting
programme in the endowments of certain noblemen (Church
of St. John the Theologian in Zemen, Church of the Virgin
in SusSica, Church of the Virgin on the island of Mali Grad in
the Great Prespa Lake, etc).

Another convincing argument that rules out the as-
sumption that the representations in Lipljan could be por-
traits of Uro$ and his wife is the appearance of the painted

Y Vojvodi¢, Ukrstena dijadima i “torakion”, 259-267.

15 Ibid., 250-259.

1 Ibid., 267-273.

17 Ibid., 262-266.

18 Ibid., 272-273.

¥ D. Vojvodi¢, Srpski viadarski portreti u manastiru Duljevu, Zo-
graf 29 (2002-2003) 149.

20 Radojci¢, Portreti, sl. 31, 34,37, 39, 71; D. Vojvodi¢, Donor por-
traits and compositions, in: Hilandar monastery, ed. G. Suboti¢, Belgrade
1998, 257 and figures on pages 252, 256.

2 D. Vojvodié, Personalni sastav slike vlasti u doba Paleologa.
Vizantija — Srbija — Bugarska, ZRV1 46 (2009) 426-429.

2 C. Grozdanov, Ohridsko zidno slikarstvo XIV veka, Beograd
1980, 123, crt. 30; I. M. Djordjevi¢, Zidno slikarstvo srpske vlastele u doba
Nemanjiéa, Beograd 1994, 173, sl. 26, 27. F. Kdmpfer endeavoured to ex-
plain the absence of the Serbian empress’ portrait in Psaca. Cf. F. Kdmp-
fer, Die Stiftungskomposition der Nikolauskiche in Psaca — Reichentheo-
retsche Beschreibung eines politischen Bildes, Zeitschrift fiir Balkanologie
10/2 (1974) 55.

2 R. Mihalj¢i¢, Kraj srpskog carstva, Beograd 2001, 39-205.
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Fig. 3. Lipljan, portrait of a ruler on the western fagade

ruler. Emperor Uro§ was married in the summer of 1360, to
Anca (Anka), the daughter of the Wallachian duke, Alexan-
der Besaraba.* He was already 23 or 24 years old at the time
and, on the portrait in the Church of the Virgin Peribleptos
in Ohrid, created when he was 27 or 28, Uros is depicted
with a characteristically long and thick beard, covering his
neck.? He also has a strong beard, parted into two locks that
fall on his chest, on the portrait in Psaca. This portrait was
once categorically dated to the period after 1365, and before
September 26™, 1371. In more recent times, the view was
put forward that it was created a little earlier, before the mar-
riage of Emperor Uros, i.e. between 1358 and 1360.2° One
should also remark that both portraits of the emperor Uros
depict the ruler wearing a loros of simple, not crossed form.

One must also dismiss the possibility that in Lipljan,
Uro$ was painted before his marriage, while he was still a
very young ruler, in the company of the empress-mother Je-
lena. It is well-known that Jelena was never regent to the em-
peror Uro$ (born in 1336/1337), who was already an adult
by the time of DuSan’s death (20. December 1355). In the
early years of her widowhood, she retained a certain amount
of political influence, but it was limited to the parts of the
state which were under her direct control.?’” She governed the
great principality of Serres and the trading centres (z7govi) on
the Serbian Maritime land (Zeta), and was not considered as
the ruler of the entire state. In the charters he issued until the
end of the 1350s, as the supreme ruler, Uro$ mentioned his
mother only in the context of legal activities that concerned
the areas under her control — the principality of Serres and
the Maritime land.?® Similarly, the joint mentions of the
young emperor and his mother as rulers are found solely in
the contemporary, written monuments of the principality of
Serres.” Besides, the opinion accepted in scholarly circles

Fig. 4. Lipljan, portrait of a woman ruler on the
western fa¢ade

is that Dusan’s widow Jelena very quickly exchanged the
imperial robe for a monastic one. She assumed her monastic
name, Jelisaveta, probably some time in the first four months
of 1356.%° Perhaps this took place on April 24", on the day
of St. Jelisaveta, which was on Easter Day in 1356.3! One

2 Cf. K. Jire¢ek, Srpski car Uros, kralj Vukasin i Dubrovéani,
Zbornik Konstantina Jire¢eka, I, Beograd 1959, 357; S. Cirkovié, Kralj u
Dusanovom zakoniku, ZRVI 33 (1994) 158. There are different opinions
about the data, presented by Mavro Orbini, that the Serbian emperor later
married the daughter of Vojislav Vojinovi¢ (cf. 1. Ruvarac, Kraljice i carice
srpske, in: Zbornik Ilariona Ruvarca. Odabrani istorijski radovi, 1, Beo-
grad 1934, 28-30; Mihalj¢i¢, Kraj srpskog carstva, 78-79).

25 Grozdanov, Ohridsko zidno slikarstvo, 121-123, crt. 30; G.
Suboti¢, S. Kisas, Nadgrobni natpis sestre despota Jovana Ugljese na
Menikejskoj gori, ZRVI 16 (1975) 174-178.

26 That portrait and the question of its dating were discussed in de-
tail by Z. Rasolkoska-Nikolovska in her article: O istorijskim portretima u
Psaci i vremenu njihovog nastanka, Zograf 24 (1995) 39-43.

27 G. Ostrogorski, Serska oblast posle Dusanove smrti, Beograd
1965, 3-6; Mihalj¢i¢, Kraj srpskog carstva, 28-32; Vizantijski izvori za is-
toriju naroda Jugoslavije, V1, Beograd 1986, 559-560, n. 627 (S. Cirkovi¢,
B. Ferjancic).

2 Monumenta Serbica, 153 (no. CXXXIV), 155 (no. CXLI); Actes
de Chilandar, 11, 526 (no. 53); A. Solovjev, V. Mosin, Grcke povelje srp-
skih vladara, Beograd 1936, 202/203 (no. XXVIII); R. Mihalj¢i¢, Hriso-
vulja cara Urosa melnickom mitropolitu Kirilu, Stari srpski arhiv 2 (2003)
85-97; idem, Mletacke isprave cara Urosa, Stari srpski arhiv 3 (2004)
71-87; M. Aleksandrovna Chernova, Gramota tsaria Stefana Urosha Du-
brovchanam o torgovle, Stari srpski arhiv 8 (2009) 81-86; eadem, Pis 'mo
fsaria Stefana Urosha Dubrovchanam, Stari srpski arhiv 9 (2010) 87-92.

2 Cf. Ostrogorski, Serska oblast, 4-5.

3 Recently, Dj. Bubalo has presented the reasons to doubt that. Cf.
Dj. Bubalo, Falsifikovana povelja cara Stefana Urosa o Stonskom dohot-
ku, Stari srpski arhiv 2 (2003) 124-125.

31 B. Milutinovi¢, R. Radi¢, O vremenu zamonasenja carice Jelene.
Jedna pretpostavka, ZRV1 33 (1994) 195-201.
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Fig. 5. Lipljan, head of a ruler

should assume that the empress spent some time in at least
a symbolic novitiate before taking her vows, and extensive
painting works were not usually done in the early months of
spring. Therefore, by all accounts, in Lipljan, Dusan’s wid-
ow could not have been painted next to the emperor Uros,
especially not in imperial robes. Admittedly, the assumption
was put forward recently that in Psaca, some time between
1358 and 1360, the empress Jelena was initially portrayed
alongside of her son, but as the nun Jelisaveta. There, under
the fresco layer with the image of King Vukasin, the remains
of a figure were discovered, dressed, as it seems, in dark blue
monastic robes*>. This assumption, which is hard to accept,
in our opinion, has yet to be submitted to serious scrutiny.

It is not certain if the subsequent successors of Ser-
bian royal rule, the Mrnjavéevi¢ family, at all held the area
of Pristina with Lipljan.® If they did, this could have lasted
only for a brief period, a few years. Besides, one must bear
in mind that Uros’s co-ruler, King Vukasin, recognised the
supreme authority of the Serbian emperor. Thus, Uros’s por-
trait would be expected alongside that of King Vukasin in
the territory of Raska.** All the more so, considering that
they were painted together in Macedonia (Psaca). One must
also note that, during the period of co-rulership, when he
might have ruled Lipljan, King Vukasin was a very old man.
His portraits from the Psaca, Prilep and Markov Manastir
depict an old man with completely grey hair and a long white
beard,** quite different from the ruler depicted on the Lipljan
fresco. The circumstances after the military disaster at the
Maritza in 1371 rule out the basis for the assumption that
King Marko is depicted in Lipljan. It is also very unlikely

Fig. 6. Lipljan, portrait of a ruler, drawing by N. Krsti¢

that he truly ruled Pristina, even for a brief period. In this
regard, it is interesting to note that in the year of Vukasin’s
death, probably while Emperor Uro§ was still alive, King
Marko was depicted in a white sakkos — a sign of mourning
— next to the entrance to the Holy Archangels in Prilep. Fur-
thermore, he is depicted there with his father, not his wife.*
The two of them were represented in the same way, next to
the southern entrance to the Markov Manastir in 1376/1377.%
Whatever the case may be, both portraits of Marko depict a
dark-haired ruler with a long, voluminous beard. It is there-
fore certain that King Marko is not depicted on the facade
of the Lipljan church. Finally, the dome-shaped crown on
the head of the sovereign from Lipljan, and other insignia of
the ruling couple, especially the woman’s insignia, rule out
the possibility that these are portraits of subsequent Serbian
dynasts — the Lazarevi¢s and Brankovics.

Therefore, it can quite reliably be concluded that the
portraits preserved on the facade of the Church of the Moth-
er of God in Lipljan are those of Stefan Dusan and his wife
Jelena. Almost regularly, the king and emperor Dusan was
portrayed with his wife Jelena, as a pair, and, from the start

32 Rasolkoska-Nikolovska, O istorijskim portretima u Psaci, 39-51.

3 M. Dini¢, Oblast Brankovica, Prilozi za knjizevnost, jezik i folk-
lor 26/1-2 (1960) 5-6; Mihalj¢i¢, Kraj srpskog carstva, 130; idem, in: Is-
torija srpskog naroda, 1, Beograd 1981, 590.

3 The emperor Uro§ issued a charter in PriStina on 11 March, 1365.
Cf. Monumenta Serbica, 171-173 (no. CLIII); R. Mihalj¢i¢, Hrisovulja
cara Urosa Manastiru Hilandaru o daru kaludjera Romana, Stari srpski
arhiv 5 (2006) 139-148.

3 Radoj¢i¢, Portreti, 63, sl. 54; V. J. Djuri¢, Tri dogadjaja u srpskoj
drzavi X1V veka i njihov odjek u slikarstvu, ZLU 4 (1968) 87, sl. 16; Rasol-
koska-Nikolovska, O istorijskim portretima u Psaci, 49-50, sl. 21.

3 Radoj¢i¢, Portreti, 62-64.

37 Djurié, Tri dogadjaja, 87-89, sl. 16.
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Fig. 7. Lipljan, portrait of a woman ruler, drawing by N. Krsti¢

of the 1340s, their son Uros is depicted alongside of them.
Other, less ambiguous testimony can be found in favour
of the conclusion that the figures portrayed in Lipljan are
Dusan and Jelena. For instance, the custom of painting the
ruler’s image and other portraits on the facades of Serbian
churches has been followed since DuSan’s time, when it was
very widespread.’® It was an old and well-known Byzantine
practice. The most convincing parallel to the Lipljan solu-
tion is found in the painting of the facade of the Church of
St. George in Polosko near Kavadarci. There, King Stefan
DusSan, Queen Jelena and their son Uro§ are portrayed in
the second zone of the painting of the fagade, around the
bust of the patron, above the entrance to the church.** An
appropriate solution was also implemented on the facade of
the Church of St. Nicholas in Palez near Studenica. The im-
ages of the Serbian rulers, identified as Stefan DuSan and
the members of his family, were painted in the second zone
of the Palez church. They stood next to the lunette with a
rendering of the saint to which the church was dedicated.*
The portraits of King Dusan, Queen Jelena, their son Uro$
and of Ohrid Archbishop Nikola are assembled around the
image of the church patron above the entrance on the facade
of St. Nicholas Bolni¢ki in Ohrid.*! In DuSan’s mausoleum,
St. Archangels near Prizren, a similar iconographic solution
was expressed in relief technique. The figures of Emperor
Stefan Dusan and King UroS$ in proskynesis are depicted in
the lunette above the main portal, around the figures of the
Virgin and the archangels.*

The number of cited examples shows that the custom
of placing ruler portraits on a church’s facade, usually in

148 the second zone of the painting, was carefully fostered dur-

ing the reign of Stefan Dusan. Still, it cannot be said that
it was characteristic only of Dusan’s time. The custom of
depicting the portraits of rulers and the nobility on the fa-
¢ade, sometimes in the second zone, lasted in the Serbian
medieval state for a certain period after the death of Emperor
Dusan. However, it is possible to cite only a few monarchi-
cal portraits painted on fagades, from those later times. Thus,
the emperor Uro$§ was represented in the company of local
aristocracy and clergy on the facade of St. Gregory’s parec-
clesion next to the Virgin Peribleptos in Ohrid.* Portraits of
the members of the Mrnjavcevi¢ dynasty were painted next
to the doorposts of the Holy Archangels in Prilep and above
the southern entrance to the Markov Manastir.* Soon after
that period, the custom was completely abandoned in Ser-
bian art. Serbian churches from the period of the Lazarevi¢
and Brankovi¢ dynasties do not have a single, even approxi-
mate analogy with the painting on the fagcade of the church
in Lipljan. Like the positioning of the image of rulers in the
second zone of the fagade painting, another custom was in-
troduced in the Serbian art of portraiture during the reign of
Stefan Dusan. It was to significantly enlarge the dimensions
of the figure of the supreme master of the state, in compari-
son with the surrounding figures. As in Lipljan, the portrait
of the Serbian sovereign in Ljuboten, Polosko, Lesnovo and
Matei¢ was obviously larger compared with the figure of his
wife.* After the death of the emperor DuSan, this practice
endured for an even shorter time than the previous one. Only
one obviously enlarged representation of the ruler is known
in the later Serbian art of the fourteenth century — the por-
trait of the emperor Uros§ in Psaca.*

Perhaps one should point to another element in the
ruler’s image in Lipljan, which is characteristic of the por-
traits of Stefan DuSan. On some portraits of the first Ser-
bian emperor, particularly on those in the narthex of Decani
and in Lesnovo, the ruler’s sakkos shows the contours of the
body more consistently than was usual in the Byzantine and
Serbian depictions of monarchs. On these representations of
Dusan, the volume of the chest and the protrusion of the hip,
the curvature of which is outlined beneath the sakkos, are
accentuated. Below the hip, the robe curves again, and then
shows the rounded, tensed calf of the weight-holding leg.*’
It is this, manifoldly and strikingly undulating silhouette line
of the body that is clearly visible on the left side of the ruler’s
portrait in Lipljan.

One written source also brings Stefan Dusan into di-
rect connection with the Church of the Mother of God in
Lipljan. King Dusan issued a charter, whereby the Church of
the Mother of God in Lipljan was donated as a metochion to

¥ D. Vojvodi¢, O vremenu nastanka zidnog slikarstva u Palezu,
Zograf 27 (1998-1999) 124-127, with a review of earlier literature.

3 C. Grozdanov, D. Cornakov, Istorijski portreti u Poloskom, 1, Zo-
graf 14 (1983) 60-66; idem, Istorijski portreti u Poloskom, 11, Zograf 15
(1984) 85-93.

4 Vojvodié, O vremenu nastanka zidnog slikarstva u Palezu, 123—
134, sl. 2-4.

4 Grozdanov, Ohridsko zidno slikarstvo, 54-58, crt. 7.

42 D. Popovi¢, Predstava viadara nad “carskim vratima” crkve
Svetih arhandjela kod Prizrena, Saopstenja 26 (1994) 25-35.

4 Grozdanov, Ohridsko zidno slikarstvo, 121-123, crt. 30.

4 Radojci¢, Portreti, 62-64; Djurié, Tri dogadjaja, 87-97, sl. 16.

4 Ibid., sl. 42-44, 47-48, 73.

46 Radoj¢i¢, Portreti, 61, sl. 51; Z. Rasolkoska-Nikolovska, O is-
torijskim portretima u Psaci, 40, 49, sl. 1-2 (where additional explanations
for the reduction of the scale of Vukasin’s portrait are set forth).

47Radoj¢i¢, Portreti, 56, sl. 42; Vojvodié, Portreti viadara, crkvenih
dostojanstvenika i plemica, sl. 8, 20; S. Gabeli¢, Manastir Lesnovo. Istori-
Jja i slikarstvo, Beograd 1988, 168.
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Fig. 8. a) Lipljan, St. Athanasius of Alexandria,; b) Unjemir, Church of St. Peter, St. Joachim (?)

the Hrusia Tower near Hilandar.*® The document, the authen-
ticity of which is not contested, is not dated, so researchers
date it differently. In our opinion, which was explained in
detail in another paper, it is certain that the charter was is-
sued between the start of 1336 and the end of 1344.% This
time frame provides the terminus ante quem of the building
of the church, but does not give an accurate basis for the more
precise dating of the initial painting,® and for the portraits
on the fagade. The actual portraits, on the other hand, only
provide the possibility for an approximate dating. They must
have been painted between July 1332, when DuSan married
Jelena,’ and December 20th, 1355, when he died. The dam-
age to the portraits and to the accompanying inscriptions does
not allow any kind of precise determination of the time when
the facade was painted. It seems that in the field separated by
borders, in which the Serbian ruling couple was painted, in
the second zone of the facade of the Lipljan church, above
the lunette, there was no room for other portraits. One may
therefore think that DuSan and Jelena were painted without
their only son — UroS. This means that the initial paintings
in Lipljan were done before the birth of Uros in 1336/1337.
Unfortunately, the wider programme context which the por-
traits of the Serbian rulers on the Lipljan fagade belonged to,
is completely unknown. The initial fresco mortar can be ob-
served beneath the greatly damaged layer of paintings from
the beginning of the seventeenth century, in the large blind
niches on the sides of the facade, outside of the bordered field
with the portraits of Dusan and Jelena.>> This proves that the
older fresco painting of the fagade expanded into these wide
niches, to the windows at least, and that its programme was
richer than it may look at first. Uro$ could have been painted
a little farther from his parents, as is the case on the facade
of St. Nicholas Bolni¢ki in Ohrid.** Therefore, one must be
very cautious regarding the precise dating of the creation of
the frescoes on the fagade of the church in Lipljan.

It is quite certain that the initial frescos on the Lipljan
fagade did not only extend upwards> and sideways, with re-

spect to the remains that now exist, but also descended to the
ground-floor zone. Images of the saints were painted beneath
the portrait of the ruler on the facade of the church of St.
Nicholas in Palez.>* On the other hand, beneath the portraits
of the members of Dusan’s ruling family, in Polosko and Le-
snovo, the images of noblemen-ktetors were depicted.’ For
some reason, in the charter granting the Lipljan church to
the Hrusia Tower, contrary to custom, there was no mention
of the ktetor of the church.’” King Dusan appeared as the
sole donor although according to the contents of the charter
it is certain that he did not build the Lipljan church. Some
researchers considered the ktetor of the church, or the donor
of its paintings, to be the person depicted in the naos, in a
niche in the western section of the northern wall.*® This was

 Monumenta Serbica, 120-124 (no. CXI); Actes de Chilandar, 11,
451455 (no. 24); Spomenici za srednovekovnata i ponovata istorija na
Makedonija, 1, Skopje 1975, 353-358.

4 On the dating of that charter, an article was written, which is
expected to appear in the Hilandarski zbornik No. 14.

% For a different opinion cf. R. Ljubinkovi¢, D. Djoki¢, S.
Vucenovié¢, A. TomaSevié, IstraZivacki i konzervatorski radovi na crkvi
Vavedenja u Lipljanu, Zbornik zastite spomenika kulture 10 (1959) 72-73,
91 (R. Ljubinkovi¢).

3I M. Purkovié, Jelena Zena cara Dusana, Diseldorf 1975, 6-7.

32 For the opposite claim, issued before the removal of the upper
fresco layer, cf. Ljubinkovi¢, Djoki¢, Vuéenovi¢, Tomasevié, Istrazivacki i
konzervatorski radovi, 78, sl. 2 (R. Ljubinkovi¢).

3 Grozdanov, Ohridsko zidno slikarstvo, crt. 7.

> The upper part of the fresco painting is cut off by the roof of
the subsequently built narthex. On that narthex cf. Ljubinkovi¢, Djokic,
Vucenovi¢, Tomasevi¢, Istrazivacki i konzervatorski radovi, 109-110 (S.
Vucenovic).

3 Vojvodi¢, O vremenu nastanka zidnog slikarstva u Palezu, 129, sl. 2.

56 Grozdanov, Cornakov, Istorijski portreti u Poloskom, 1, 60-66;
idem, Istorijski portreti u Poloskom, 11, 85-93; Gabeli¢, Manastir Lesnovo,
167-172.

7 Radivoje Ljubinkovi¢ attempted to resolve the problem. Cf.
Ljubinkovi¢, Djoki¢, Vucenovi¢, Tomasevi¢, Istrazivacki i konzervatorski
radovi, 71, 1n. 9.

58 Ljubinkovi¢, Djoki¢, Vu¢enovié¢, Tomasevié, Istrazivacki i konz-
ervatorski radovi, 83, 91, sl. 7 (R. Ljubinkovi¢); V. J. Djuri¢, Vizantijske
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Fig. 9. Lipljan, St. Gregory the Theologian
(photo: Ivan M. Djordjevic)

an unusually clad man of very small dimensions, shown as
praying at the feet of a holy archpriest, probably St. Nicho-
las. So, he was not praying to the Mother of God, or to Christ
through her mediation, as befitted the ktetor of a church ded-
icated to the Mother of God. In point of fact, the iconography
of his portrait “stresses the act of praying and not the deed
of donorship”.*® All in all, it was not customary to represent
ktetors in that way in the Serbian monumental painting of
the Middle Ages. They were usually given much more space
and significance in the painted programmes.

The singularly reduced dimensions and the place be-
side the feet of a holy person in Byzantine and especially in
Serbian medieval art are more often a feature of the iconog-
raphy of some other persons, who deserve less credit for the
building or painting of a church.® Such portraits sometimes
appear parallel to those of the ktetors. The portraits in the
church of the Virgin on the island of Mali Grad in the Great
Prespa Lake offer an interesting parallel to the Lipljan ex-
ample. There, a monk, probably the hegoumenos Jonas, is
depicted on a reduced scale, standing in an attitude of prayer
beside the feet of St. Paraskeve.®' The donors of the church
decoration, the caesar Voihna, the caesar’s wife Kali and
their children are painted in the second zone of painting on
the western fagade.®” They are even larger than the Mother of
God with the Infant Christ, to whom they are praying. There-
fore, one may reasonably conclude that the unknown suppli-
cant from the northern wall of the Lipljan church could have

150 been a person who was less significant for its construction or

Fig. 10. Lipljan, Incredulity of Thomas, Jesus Christ

decoration, for instance, a benefactor. Perhaps the real do-
nors were depicted on the opposite, southern wall, where the
wall painting had crumbled away completely. However, it is
more probable that they were represented on the facade, as
in Pologko,* below the ruler’s portrait. In that way, the ac-
cent was placed on the hierarchy in the structure of earthly
power, and the nobility expressed submission and allegiance
to their suzerains.

On the basis of numerous, well-known examples, one
can reliably conclude that the fagades were not painted be-
fore the interior of the medieval churches.** Where it con-

freske u Jugoslaviji, Beograd 1974, 83; Djordjevi¢, Zidno slikarstvo srpske
viastele, 109, 153, crt. 28.

% Djordjevi¢, Zidno slikarstvo srpske viastele, 109.

%0 A considerable number of these examples were collected by S.
Cvetkovski, Beleske iz Bogorodicine crkve na Malom gradu, Zograf 34
(2010) 112-118. For the opinion that less significant contributors in the
Bela crkva in Karan are depicted on a reduced scale, contrary to the ac-
tual ktetors, cf. D. Vojvodi¢, O Zivopisu Bele crkve karanske i suvremenom
slikarstvu Raske, Zograf 31 (2006-2007) 140, n. 47.

ol Cvetkovski, Beleske iz Bogorodicine crkve na Malom gradu, 112,
sl. 2, 3.

2 Djordjevi¢, Zidno slikarstvo srpske viastele, 177, sl. 84, 85.

% Grozdanov, Cornakov, Istorijski portreti u Poloskom, 1, 60-66;
idem, Istorijski portreti u Poloskom, 11, 85-93, sl. 1.

% That practice is explained by G. Suboti¢ and S. Kisas in their
article: Nadgrobni natpis sestre despota Jovana Ugljese, 176, 177. For the
wall paintings on the facades of the Byzantine churches see in detail: M.



Vojvodi¢ D.: Newly discovered portraits of rulers and the dating of the oldest frescoes in Lipljan
B .‘..1..1 'fg::r_: m i

-,

Fig. 11. Lipljan, Christ’s Elevation on the Cross
(photo: Blago Archives)

cerns the Lipljan church, some additional, quite specific
reasons must have influenced such an order in decorating
the church. The outer side of the walls of the Church of the
Mother of God in Lipljan consisted of a careful arrangement
of stone and brick in cloisonné technique. That is plainly vis-
ible on most of the building, which was not rebuilt (fig. 1).
The arches, blind niches and higher zones of the wall surface
on the western facade were decorated with diagonally placed
and rhythmically arranged bricks, separated by wide strips
of mortar.®® The tympana of the niches display the herring-
bone brick pattern used as a decorative fill in. That is why
it is quite certain that, initially, there had been no intention
to cover the Lipljan church fagade with frescoes. The later
applied layer of mortar with portraits of the Serbian ruling
couple concealed from view the main ornament of the west-
ern facade — a band of bricks placed in relief, in a serrated
fashion, framing and connecting the arches of the niches (fig.
1, 2).% This flagrant ignoring of the fagade ornament could
not have occurred before the painting of the whole church.
The rulers’ portraits and accompanying iconographic con-
tents were painted on the fagade only when it became clear
that they would not be placed in the interior of the church.
Hence, it emerges that the portraits were contemporary with
the initial painting in the church or were done a little later.

The scanty remains of the painted layer seem to point to the
conclusion that the rulers’ portraits were the work of the
painters who decorated the church interior. On Dusan’s face,
one observes the traces of accentuated dark rings under the
eyes, and special accents of light around the eyes and on the
nose (fig. 5), of the kind one encounters on the faces from
the initial layer of painting in the altar and eastern sections
of the naos.

Unfortunately, neither was the painting in the interior
of the Lipljan church dated more accurately. In his time,
based on a stylistic analysis of the frescoes and the paral-
lel appearance of Serbian and Greek inscriptions, Vojislav J.
Djuri¢ concluded that the initial wall painting of Lipljan was
done after 1375 or around 1380.’ Tvan M. Djordjevi¢ had
reason to doubt his opinion. He judged that the several-dec-
ade long period separating the time of erecting and painting
the church, according to Djuri¢, was too long. Not one me-
tochion of the Hilandar monastery had been left waiting to
be painted for so long. Apart from that, Ivan Djordjevi¢ re-
marked that one could also notice the appearance of mixed,
Greek-Serbian inscriptions in monuments dating from the
first half of the fourteenth century. In Djordjevié’s view, the
stylistic analysis could not offer completely reliable results
because “the stratigraphy of the special ‘expressionist trend’
in Serbian fourteenth century painting had not yet been
sufficiently studied”. Nevertheless, based on the particular
features of the painting, he was inclined to date the Lipl-
jan painting to the mid-fourteenth century.®® The discovery
of the portrait of Stefan Dusan and his wife Jelena on the
church fagade provide credible proof of the views of Ivan
Djordjevic.

In contrast to the classicistic approach, and even coex-
isting with it, in Serbian monumental painting, the so-called
expressionistic trends can already be found during the fifth
decade of the fourteenth century. The tides and development
trends of that “expressionism” are distinguishable thanks to
a whole series of monuments. One should certainly mention
the painting of the narthex and southern nave of Treskavac
(c. 1340), the space beneath the dome of Lesnovo (c. 1342),
the Church of St. Nicholas in Celopek (c. 1342), certain sec-
tions of St. George in Polosko (1343—-1345), the exonarthex
of Djurdjevi stupovi in Budimlje (1343—1345), the western
pilasters with the arch above them in the Holy Apostles in
Pe¢ (1338-1345), the narthexes of the Pantokrator church
in Decani (1343—1347), and the Church of St. Athanasios
in Lesak (c. 1350).% To this series one should add the earli-

A. Orlova, Naruzhnye rospisi srednevekovykh khramov. Vizantiia. Balkany.
Drevniaia Rus’, Moskva 2002.

 The carefully and skillfully built fagades of the church in Lipljan
were even then described by Sir Arthur Evans, who thought that the church
originated in the Pre-Slavonic period (Evans, Antiquarian researches, 66,
fig. 35). For the thorough analysis of the articulation and decoration of the
Lipljan facades cf. S. Curéi¢, Two examples of local building workshops in
fourteenth-century Serbia, Zograf 7 (1977) 48-51.

% Tjubinkovi¢, Djoki¢, Vu¢enovié¢, Tomasevié, Istrazivacki i konz-
ervatorski radovi, 78, sl. 2.

7 Djuri¢, Vizantijske freske, 83.

% Djordjevi¢, Zidno slikarstvo srpske viastele, 54-57, 152-153.

% About “expressionistic” paintings in the itemized churches cf. S.
Gabeli¢, Jedna lokalna slikarska radionica iz sredine XIV veka. Decani —
Lesnovo — Markov manastir — Celopek, in: Decani i vizantijska umetnost
sredinom XIV veka, ed. V. J. Djuri¢, Beograd 1989, 367-377; V. J. Djuri¢,
S. Cirkovi¢, V. Koraé, Pecka patrijarsija, Beograd 1990, 210-213, sl. 132-
135 (V. ]. Djuri¢); Djordjevi¢, Zidno slikarstvo srpske viastele, 54-57; 1. M.
Djordjevi¢, D. Vojvodi¢, Zidno slikarstvo spoljasnje priprate Djurdjevih
stupova u Budimlji kod Berana, Zograf 29 (2002-2003) 174-179; B. Todi¢,
M. Canak-Medi¢, Manastir Decani, Beograd 2005, 496-500 (B. Todi¢);
S. Gabelié, Prvobitno slikarstvo crkve Sv. Nikole u Celopeku kod Tetova,
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Fig. 12. Lipljan, Annunciation, Archangel Gabriel (photo: Blago Archives)

est frescoes of the Church of the Mother of God in Lipljan.
They are heavily damaged and preserved only in part. Still,
according to many artistic features, the initial Lipljan wall
painting is comparable to the achievements by some artists
in the above listed monuments. What all those artists have in
common is a tendency towards robust, voluminous figures of
strong bodies, tense to a considerable degree, with striking,
slightly deformed physiognomies, and accentuated rings un-
der the feverishly staring eyes and a network of accents of
light on the incarnate. Older persons are depicted with deep
wrinkles that divide the forehead and cheeks into segments
(fig. 9). They usually have elongated, bulbous, curved noses,
divided, as it were, into lobes, and the grey strands of their
hair and beards are in restless, almost whirling movement.
An impressive example of such an artistic approach can be
seen in the image of St. Athanasius of Alexandria on the
southern wall of the altar space in Lipljan (fig. 8a), who was
erroneously identified as St. Blasios.” However, one should
not lose sight of the fact that the colouring in the Lipljan
frescoes is significantly changed. Since the palette of colours
is reduced, due to the heat effects of some fire long ago, and
the contrasts of the tones are overstated by the darkening
of certain colours and the loss of the finer transitions in the
modeling, the frescoes in Lipljan acquired an additional “ex-
pression” that was not original.

A certain similarity was observed a long time ago be-
tween the representations of the officiating archpriests in Li-

152 pljan and the images of the monks painted in the lowest zone

of the Decani narthex.”' It seems that the face of the Jesus
Christ from the Incredulity of Thomas (fig. 10) or the execu-
tioner in Christ’s Elevation on the Cross (fig. 11) in Lipljan
correspond more closely to some faces from Lesnovo, Lesak
and the Dec€ani Menologion than to those from Kuceviste.™
By its other elements, the remains of the scene of Christ’s El-
evation on the Cross from the Lipljan church bring to mind
the details of the calendar scenes of Decani, too. In the two
mentioned monuments, the shaping and modeling of the na-
ked bodies of the martyrs are very similar, as are the over-
stated poses and movements of the participants in the scenes,
as well as the manner of draping their garments. In Lipljan,

in: Vizantijski svet na Balkanu, 11, ed. B. Krsmanovi¢, Lj. Maksimovi¢, R.
Radi¢, Beograd 2012, 481-499.

" Ljubinkovi¢, Djoki¢, Vu¢enovi¢, Tomasevi¢, Istrazivacki i kon-
zervatorski radovi, 81 (R. Ljubinkovi¢); Djuri¢, Vizantijske freske, sl. 90;
Djordjevi¢, Zidno slikarstvo srpske viastele, 153. St. Blasios had to be de-
picted with a long, pointed beard. However, the representation of the saint
in Lipljan that we refer to has a fan-like beard. St. Athanasios of Alexandria
and St. Gregory the Theologian are almost regularly depicted with such a
beard in the representation of the Officiating Church Fathers. The image
of St. Gregory, who is commonly portrayed as a bald man, is identified
undoubtedly on the northern part of the eastern wall of the bema in Lipljan
(Ljubinkovi¢, Djoki¢, Vucenovi¢, Tomasevic, Istrazivacki i konzervatorski
radovi, 80).

"I Djordjevi¢, Zidno slikarstvo srpske viastele, 55-56.

2 For the typological and stylistic links between the painted figures
in Lipljan and Kuceviste cf. ibidem, 56. Regarding the similarities of men-
tioned depictions in Lipljan with those in Lesnovo, Lesak and Decani cf.
Gabeli¢, Jedna lokalna slikarska radionica, tig. 3, 10, 23.
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Fig. 13. Lipljan, Annunciation, Archangel Gabriel, detail

the rocks of Mount Golgotha, to some extent, resemble the
rocky landscapes in the background of the scenes depicted
in the Decani narthex.

Still, typologically and in the way the painting was ex-
ecuted, one can find slightly closer parallels to the images
from the Lipljan church of the Mother of God. This refers
to the initial painting from the Church of St. Peter near Un-
jemir, a less known monument in Metohia, not very far from
Lipljan.” According to the shape and drawing of the bul-
bous, curved nose with pronounced lobes, the arched line
painted on the cheek, the way in which the rings under the
eyes are emphasised and accents of light are executed, one
can notice a great similarity in the image of St. Athanasius
from Lipljan and the image of a righteous man from the Old
Testament (St. Joachim), until recently only preserved in
Unjemir (fig. 8, 14). The resemblance is so strong that one
should not exclude the likelihood that the same painter did
both of the representations. Or, at least, we may be dealing

Fig. 14. Unjemir, Church of St. Peter, St. Joachim (?) (photo:
Blago Archives)

with two artists who belonged to the same painting work-
shop. Judging by the very high artistic values of its achieve-
ments, this workshop did not have a narrow, local character.
The painting of the ruins of St. Peter in Unjemir was dated
on the basis of the stylistic features, to around the mid-four-
teenth century.™ In our view, too, the Unjemir frescoes came
into being during the fifth decade of the fourteenth century,
that is, circa 1350.7 As they were very near each other, it be-
comes quite plausible that the churches in Lipljan and Unje-
mir were painted by the same workshop of painters within a
relatively short span of time in the mid-fourteenth century.
Unfortunately, the wall painting of the Church of St.
Peter in Unjemir was even more damaged than that of the Li-
pljan church. Not one scene has been preserved in the higher
zones of the Unjemir church which could offer a foundation
for broader comparisons. Some scenes in the higher zones in

3 For this monument cf. B. Todi¢, Crkva Sv. Petra kod Unjemira,
Starine Kosova 9 (1989-1990) 5-32, with a review of earlier literature.

™ Todié, Crkva Sv. Petra kod Unjemira, 30.

> As for dating those frescoes, it is very instructive to compare
the depiction of St. Joachim from Unjemir with the very similar one of
St. Mark the Evangelist in Lesnovo (c. 1342). Cf. Gabeli¢, Jedna lokalna
slikarska radionica, fig. 11.
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Lipljan, however, demonstrate the need and ability of their
creators to express a classicistic creed besides an “expres-
sionistic” one.” This particularly refers to the remains of the
representation of the Annunciation on the eastern wall of the
altar space. Although the Archangel Gabriel is depicted in
lively motion, with strikingly dynamic contrasts of light and
shade on the folds of his robes, the position and shape of the
herald’s figure are rendered with unequivocally classicistic
inspiration (figs. 12 and 13). The deformation and stylisa-
tion of the forms are almost completely restrained. The artist
demonstrated classicistic principles and knowledge in many
elements of that part of the Annunciation. They can be rec-
ognised in the manner in which the well-developed architec-
tonic setting is introduced and drawn, in the persuasiveness
and spontaneity of the archangel’s movement, the roundness
of the ample forms, and in the balance of the verticals, hor-

izontals and diagonals in the composition. It refers to the
original and lively classicism that did not decline into the
lifelessness of academism but was awakened by certain “ex-
pressionistic” elements and temperament. The classicistic
balance was even more evident on the picture before its col-
our was thermically changed. All this additionally confirms
the conclusion that the Lipljan fresco-painting was created
around the mid-fourteenth century, at the very time when
the still lively classicistic trends in Serbian painting were
being interwoven with a new expressionistic approach. At
the same time, one discovers the particular breadth of artistic
knowledge and great artistic skill of the painters who deco-
rated the Church of the Mother of God in Lipljan.

¢ The classicistic traits are more obvious in the wall painting of the
higher zones of the narthex in Djurdjevi stupovi in Budimlja; cf. Dordevic,
Vojvodi¢, Zidno slikarstvo spoljasnje priprate, 174-179.
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HoBoOTKpUBEHU BilaJIapCKu TOPTPETH
U JaToBame cTapujux (pecaka y Jlumsbany

[paran Bojsoauh

Toxom jecenu 2009. u mposneha 2010. roqune ounurhe-
HO je, CAaHHUPAHO M NIPE3EHTOBAHO 3UIHO CIMKApCTBO U3 X1V,
XVIu XVII Bexa y npksu Basenema boropoguannor y Jlu-
baHy, Hemaneko ox ['pagannme. ToM IPHIMKOM OTKpHBE-
HU cy Ha (acaau IpKBe, U3HAJ yiiaza y Xpam, OCTallH Ip-
BOOUTHOT ciuKapcTBa. HOBOOTKpHBEHE MpeicTaBe BeoMa Cy
omreheHe, YIIIaBHOM CBEICHE HAa OCHOBHH LIPTEX, U3BEICH
MpPKOM 00jOM W IOMONyY OIITPOT MpenMeTa Y CBEXKEM MaJl-
Tepy. CIMKaHU CII0j cadyyBao je UIIaK TOBOJHHO ITOJaTaka 3a
BEPOJOCTOJHO MPEMO3HABAKHE HACIUKAHUX JTHYHOCTH. Pas-
MaTpame 0COOCHOCTH BUXOBUX (PU3MOHOMU]Aa U HHCUTHH]A,
OJJHOCHO MPOTPaMCKOI MECTa MPEACTaBa U HaYWHA Ha KOjU
Cy HaCJIMKaHe, BOIHU 3aKJbYUKY Ja je Ped O IOpTpeTHMa CpII-
ckor Brnanapa Credana [lymana u meroe cymnpyre JeieHe.
VYmpaso je kpass Hyman usmely 1336. u kpaja 1344. uznao
oBeJbY KojoM ce boropoanunna ipksa y Jlurbany ca uma-
BUMa TIOKIIamka XulaHaapckoM nmupry Xpycuju. Haxkanocr,
IIMPH TPOTPAMCKH KOHTEKCT KOjeM Cy MpHUIagai BiIagap-
CKHU IMOPTPETHU Ha JUIJbAHCKO] (hacaau Huje no3Hat. Huje usz-
BECHO HHM TO J1ia Jiu je kpaj [ymana u Jenene OM0 HacCIUKaH
BUXOB CHH Ypor, pohen 1336/1337. Ctora ce HOBOOTKpH-
BEHH MOPTPETH Ha (acagl MOTY MOY3IaHO MOCTABUTH CaMO
y JOCTa MUPOK XPOHOJOIIKA OKBUP. OHU CYy HACTAIA HAKOH
jyna 1332. ronune, kana ce Jlyman oxeHuo JeneHoM, a npe
20. nenembpa 1355, xana je npeMuHyo.

W3BecHU CTHIICKH eeMEeHTH omTeheHuX mopTpeTa Ha
¢dacanu boroponnunne 1pkBe y JInmibaHy yka3yjy Ha Mo-
ryhHOCT 12 je Te Biajapcke JMKOBE M3BEO CIMKap KOjU je
YKPacHo U YHYTPAIIHOCT IPKBE. Y CBAKOM CIIy4ajy, OPTpe-
TH Cy MOpaJli HACTATH KaJ U IPBOOUTHO CIIMKAPCTBO Y Xpa-
My WIH YOp30 HakoH mera. BepomocTojHy moTBpay j00uja
CTOTa MUIIJBCH:E I j& 3aHUMJBHBO ,,eKCIPECHOHHCTHYKO
CIIMKapCTBO Y UCTOYHOM JENYy JHUIUBAHCKE LIPKBE M3BEICHO
3HatHO npe 1375, a He mociie Te ToAuHE, KaKo Cy HEKHU Off

UCTpaxuBaya cMarpaiu. JINKOBHE 0COOEHOCTH MTPBOOUTHOT
xuBonuca y JIumspany 3amcra oAroBapajy TOKOBHMA CpII-
CKOT' ¥l BU3AHTH]CKOT ciiMKapcTBa u3 cpenune X1V Beka. [1o
CBOM ,,eKCIIPECHOHU3MY"* JIUTIJHAHCKO CIMKAPCTBO OJIMCKO
je JKMBOIMCY TpuIipare U jyxHor Opona TpeckaBua, mot-
KynosnHor npocropa JlecHosa, Cseror Hukone y Yemnoneky,
nojequamx jenoBa Ceeror Hopha y Ilomomkom, erzonap-
Tekca Byphesux crynosa y bynumibu, 3anajHuX muaiacrapa
¢ mykoM Hajg kuMa y CBetuM amocroiuMa y [lehn, npumpa-
te [TanToKparopose 1pkBe y [Jeuannma u Ceetor AtaHacuja
y Jlemky. CBa HaBe/IeHa CIIMKApPCKa Jieia MOBE3yje CKIOHOCT
Ka poOyCTHHM, BOIYMHHO3HHM (HUTypaMa CHaKHHUX Tella y
M3BECHOM HAIOHY, Ca M3Pa3HTUM, ITOMAJIO Ne(POPMUCAHUM
¢u3nOHOMHjaMa, HATTANICHUX MOJ0YAKa, Y)KapeHHX II0-
IJIeAa ¥ ¢ MPEKOM CBETIIOCHUX aKIIEHAaTa Ha HAajOCBETILCHHU-
juM nenoBuMa nHkapHata. Ctapuje ocode npencraBbaHe Cy
¢ nybokuM Oopama Koje Jeie 4deia M o0pa3e y CerMeHre.
OnHe 00MYHO MMajy TIOIy)KEe MECHATE H U3BHjeHE HOCEBE TI0-
JIEJbEHE y PEKILEBE, a CEJE BIACH HBUXOBE Koce U Opane y
HEMHUPHOM Cy INOKPETY, TOTOBO yCKOBUTIaHe. Mmak, nuko-
BHMa U3 JIMTIJbaHCKe boroponnymHe 1npkBe HajONMMKa mnapa-
JieJTa, TUTIOJNIONIKY M TI0 Ha9MHY 00paje, Moxe ce mpoHahu y
cTapujeM cinukapcTBy IpkBe Ceeror [letpa xox Ymemupa.
Peu je 0 Mame MO3HATOM CIIOMEHHMKY Y MeTOXuju, HE MHO-
ro ynasjseHoM of Jlumspana. To ciMkapcTBO, C IPaBOM Ja-
TOBaHO y cpeuHy XIV Beka, BEpOBATHO je JIeNO CIIMKApPCKe
JIpy’XKUHE Koja je pamuia y Jlumssany. [lojennne ciieHe y BU-
KM 30HaMa y JIursbaHy OTKpHUBajy MaK CloCOOHOCT CBOjUX
TBOpala Jia UCKaxy, y3 ,,eKCIIPECHOHUCTUYKA® cXBaTamba, U
OHa KJIACHIMUCTHYKA. TO 1aje mogaTHy MOTBPAY 3aKJbYUKY
J1a JTUTIJFAHCKH JKUBOTIMC HACTaje Y BpEMEHIMa OKO CPEIANHE
XIV Beka, ynpaBo OHJa KaJa C€ jOII )KUBU KIACHUIIUCTHIKI
TOKOBH y CPIICKOM CIIMKAapCTBY Iperuinhy ¢ HOBUM, ,,eKCIIpe-
CHOHUCTUYKHUM" IIPUCTYIIOM.
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