lucida
intervalla

CASOPIS ZA KLASICNE NAUKE
A JOURNAL OF CLASSICAL STUDIES

52/2 (2023)

FILOZOFSKI FAKULTET
BEOGRAD



lucida intervalla — Casopis za klasi¢ne nauke / A journal of Classical Studies
Periodi¢no izdanje Filozofskog fakulteta u Beogradu
ISSN 1450-6645

Urednistvo

Stephanie West (Oxford), Aleksandar Loma (Beograd), Daniel Markovi¢ (Cincinnati),
Sandra Séepanovi¢, gl. i odg. urednik (Beograd), Boris Pendelj, tehni¢ki urednik (Beograd),
Orsat Ligorio (Beograd), Goran Vidovi¢ (Beograd), Il Akkad (Beograd), Marina
Andrijasevi¢, sekretar urednistva (Beograd), Jelena Vukojevié, zamenik sekretara
urednistva (Beograd)

Adresa

Cika-Ljubina 18-20, 11000 Beograd, Srbija

telefon +381112639628

e-mail lucida.intervalla@f.bg.ac.rs

https://www.klasicnenauke.rs/lucida-intervalla/

www.t.bg.ac.rs/lucidaintervalla

Ziro-raéun

840-1614666-19, s pozivom na broj 0302

Stampanije ove sveske pomoglo je Ministarstvo prosvete, nauke i tehnologkog razvoja
Republike Srbije.

Na osnovu misljenja Ministarstva nauke (413-00-1080/2002-01) ova publikacija
oslobodena je plaanja opsteg poreza na promet shodno ¢l. n st. 7

Zakona o porezu na promet.


mailto:lucida.intervalla@f.bg.ac.rs
https://www.klasicnenauke.rs/lucida-intervalla/
www.f.bg.ac.rs/lucidaintervalla

Sadrzaj — Contents

OpcAT JIuropro
Hogo usgame Mapetuhesor npesozpa Hasouaxxjare?

JIyiiujA JAHWIOB
CemanTtruka cepa pui-gegckol nojma devdh ¥ IpodieMu HEHOT 0f-
pehema

BHOJETA TABPHJIOBUR

ATICOIyTHU TeHUTHUB KoJ XoMepa U CPIICKO-XPBAaTCKU IIPEeBOJAU XOMep-
CKHX CIIeBOBa

NASTAS JAKSIC
HAMARTIA An error of judgement or a character flaw?

BojaNA RADOVANOVIC

Nubia i meretrix: od starozavetne idolopokloni¢ke nevernice do ranohri-
$¢anske i srednjovekovne jereticke meretrix

MILAN VUKOMANOVIC
Novozavetni tekstovi u svetlu drustvene istorije ranog hriséanstva

MIHAILO MILENKOVIC

The Lexeme fepamneia and Its Significance in the Religious History of the
Blessed Theodoret of Cyrrhus

JyiaH [TonoBUs

Crapo3saBeTHH JTMKOBU ¥ MOTHBH Y BU3AHTHjCKHM €TOIIejaMa 1 CPOSHUM
KIbMIKEBHUM (I107])BpCTaMa

ANDELA GAVRILOVIC

A Contribution to the Research of the Symbolism and the Context of the
Double-Headed Eagle in Byzantine and Serbian Medieval Art

33

51

107

127

141

151

167

181



Andela Gavrilovié¢ 7.046(497.11)"04/14”
University of Belgrade COBISS.SR-ID 134411785
Institute of Art History
andjelaiz2i@gmail.com

A Contribution to the Research of the Symbolism and
the Context of the Double-Headed Eagle in
Byzantine and Serbian Medieval Art

Abstract: The motif of the double-headed eagle appeared very early in the ancient
cultures of the Orient, from where it then reached Europe and later medieval Serbia.
Much has been written about this motif in international scholarly circles, as
numerous examples have been preserved. The paper shows that the motif of the
double-headed eagle in Byzantine and Serbian medieval art has a different meaning
depending on the context in which it is found (Figs. 1—4b). Particular attention is
paid to selected examples of the double-headed eagle motif (Figs. 1-3), which show
that in addition to the heraldic meaning, which is emphasized and most often
attributed to it, the double-headed eagle motif also carried a strong Christian
symbolism, as an emblem and image of paradise and heavenly habitations.
Keywords: double-headed eagle, Serbian medieval art, Byzantine art, symbolism,
emblem of paradise.

The motif of the double-headed eagle appears very early in the ancient cultures
of the Orient in various iconographic formulas, from where, after a long period of
time, it was gradually transferred by influences from the Near East to Byzantium and
then to medieval Serbia.' Since the earliest extant representations of the double-
headed eagle are known from seal cylinders from the city of Lagas (2500 BC), and
the first extant example of the motif in Eastern Christian art dates from between the
10th and 11th centuries, there are many lacunas in the large time span between these
two examples, some of which only the surviving artworks can answer.” In this sense,
the analysis of the double-headed eagle motif is also motivated by the conclusion
reached in earlier studies, according to which, despite the numerous opinions and
hypotheses of researchers, the exact meaning of the motif is still unknown.3

' On the ways in which the motif of the double-headed eagle might have come to Byzantium via Asia
Minor, cf. COJIOBJEB 2000Db, 295, 303; Androudis 2012, 133—-134; ANDROUDIS 2018; on the motif of the
double-headed eagle in general, cf. PEKER 1989; CHOTZAKOGLOU 1996; PEKER 2000; ALIOBU'E 2008,
127-161; [IOoNOBUE 2005, 62—68; OJAK 2015, 236—248; [IOIIOBUR 2020, 320—322.

* DALTON 1911, 707; MARSHALL 1975, 164 (with bibliography); Co10BJEB 2000b, 67, T. XXI.1; LEBRUN
2004; LEBRUN 2006.

3 ANDROUDIS 2012, 135; MELVANI 2013, 24.
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Early representations of double-headed eagles, with the exception of examples
from Lagash and certain Hettite representations, were generally characterized by
more complex iconography. They usually depicted agon — the double-headed eagle
is in a fight with other animals, crushing or holding them in its talons and defeating
them.* In another variant, the double-headed eagle was depicted without prey in its
talons or beak.’> Both types of depictions are characteristic of the art of the Hettite
capital Hattus.® In this context, it is important to note that both iconographic types
of the double-headed eagle — the more complex one and the simpler one — were
adopted in both Byzantine and Western European art. The motif of the double-
headed eagle, which predominated in Western art in a more complex iconography,
also appears in Asia Minor art at a much later date, for example, on the portals of
mosques in the 13" century’ In India, where the earliest example of the motif
deviates from the iconographic form mentioned above and where a particular
iconographic type of the double-headed eagle appears (stupa in Taxila, Sirkap,
30 BC — AD 80), the more complex and stylized type of the double-headed eagle
motif gradually extablished itself, which was later represented in areas of Western
Europe that were under the strong influence of different civilizations and religions,
such as Sicily and Spain.®

As far as Eastern Christian art is concerned, one of the oldest extant examples of
the double-headed eagle motif belongs to a simpler iconographic type and comes

from a stone slab from Beroe (Stara Zagora, Bulgaria), now kept in the Archeological

h—1

Museum in Sofia (10— century of earlier; fig. 1).% Judging by the preserved

material, the motif of the double-headed eagle represents a real rarity in Byzantine
or Eastern Christian art in the brodest sense of the word at that time. A single other
surviving example of the double-headed eagle comes from a church in the ancient
Armenian city of Tigranakert or Tigranocerta (Miafargin), now called Silvanus and
located near the ancient Mesopotamian city of Amida (now Diyarbakr).'® It is
important to note that the bas-relief slab from Stara Zagora with the double-headed
eagle forms a conceptual unit with three other slabs with representations of a lion, a

* For Hettite examples, see LEBRUN 2004; LEBRUN 2006; COJIOBJEB 2000b, T. XXI.2 (with bibliography).
5 CoJIOBJEB 2000b, T. XXXL.1, 3; LEBRUN 2004; LEBRUN 2006.

6 ANDROUDIS 2013, 210; see previous footnotes as well.

7 ANDROUDIS 2013; ANDROUDIS 2016; ANDROUDIS 2018. It should be noted that the simpler type of
double-headed eagle motif also appeared on the soil of Asia Minor, whose context of appearance is
closely related to its appearance in Byzantine art: see above.

8 MARsSHALL 1975, 164; COJIOBJEB 2000b, T. XX1.5—-6; ANDROUDIS 2013; ANDROUDIS 2018.

9 KOH/ZJAKOB 1929, 115; GRABAR 1976, 72—73; BOZKOV 1980, 104-105; ALCHERMES 1997, 326—326 (no.
220B); COJIOBJEB 2000 b, 302, T. XXII.5; ANDROUDIS 2013, fig. 1.

'° The slab is now in the British Museum, see STRYGOWSKY / VAN BERCHEM 1910, 365-366, Abb. 317;
ANDROUDIS 2013, 317, I. 29.
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griffin and two peacocks, and according to some authors also with a damaged relief
showing a flutist or centauride (?)."

Regardless of whether the figure of the musician was part of this bas-relief unit,
we believe that the slab with the double-headed eagle was in some way part of
the church furniture or part of the architecture sculpture when viewed from the
perspective of the whole. According to one earlier opinion, the sculptures were once
parts of a templon, or sanctuary divider, which we believe is a correct assumption.
Based on the appearance of the nude female flutist, it has also been hypothesized
that the slabs were not part of the church furniture, but a kind of stone screen or
canopy that embellished an aristocratic house or garden.'* Wherever the slab with
the double-headed eagle from Stara Zagora was located, we agree with Solovjev
that it did not represent the emblem of the ruler, the image of the coat of arms,
the symbol of the Byzantine emperor or any other status symbol of power;" he
points out that “it is by no means an individual emblem that could be considered as
a personal coat of arms” but is “only one of many ornamental motifs”'# This second
part should be taken with some reservations. For although the double-headed
eagle is only one of many motifs in art (which the same author later emphasizes),”
it was hardly an “ornamental motif”, that is, a mere decoration without meaning.
Some analogies will demonstrate that the motif of the double-headed eagle in the
context in which it appears in Stara Zagora was neither an individual emblem, nor a
personal coat of arms, nor an ornament without meaning. The work of art that could
best support such an opinion and demonstrate its meaning in the aforementioned
context, is the fresco with the double-headed eagle motif from a much later period,
which is part of the Last Judgment cycle in the kathilokon of the Zrze Monastery
dedicated to the feast of Transfiguration of Christ. It has been executed on the third
fresco layer belonging to the beginning of the 17" century (1624/1625; fig. 2)."° Being

" See previous footnote.

** Alchermés opines that sculpture ensemble included both animals and flutist (ALCHERMES 1997,
326327 [no 220B]), while Grabar treated the flutist slab separately from the five that bear animal
reliefs (cf. GRABAR 1976, 74—75; ALCHERMES 1997, 327, IL. 5).

' On the double-headed eagle motif as an image of the ruler, his coat of arms or as a status symbol, see,
e.g., PEPJAHUME 1960, 24—25; MAPJAHOBH'R /IYIIIAHUE 1994, 116-117; CHOTZAKOGLOU 1996; ALCHERMES
1997, 327; TABEJINE 1998, 141; COJIOBJEB 20004, pass; COJIOBJEB 2000b, pass; TABEJHE 1998, 141;
BITAAIQTHE 2011, 182; ANDROUDIS 2012; MELVANI 2013, 24—25, 148, 149—150; ANDROUDIS 2015; CAGAPTAY
2018; BOXXMHOBUE 2019, 310; TOMUER BYPUE 2017, 550-558.

4 COJIOBJEB 2000b, 302.

'> COJIOBJEB 2000b, 303.

'® On the representation of the Last Judgment in Zrze, see BACUIECKH 2015; TONIAIL 2019; GOLAC 2022;
on the heraldic meaning of the double-headed eagle, BACUIECKH 2020, 310; on the illustration of
the Last Judgment including the double-headed eagle, BACUIECKH 2015, fig. 1; for the history of the
church, its founders and the phases of fresco painting, GOLAC 2019, 19—23 (with bibliography); Vasileski
2020, 13-16, 35—44, 326—342, passim.
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both unstudied and crucial for the present paper, this fresco will receive special
attention in the following discussion.

The fresco depicting a double-headed eagle on the eastern wall of the porch
in Zrze monastery, on the north side of the church entrance, testifies to the fact
that the tradition of depicting this motif, in a way it was executed in Stara Zagora,
continued and survived many centuries later, while being firmly rooted in the deep
past. The motif of the double-headed eagle in Zrze is crucial for the study of the
meaning of this motif and the study of its context, since apart from the technique
in which it was executed, it represents a direct analogy to the motif of Stara Zagora
in terms of meaning, adjacent motifs and programmatic context. The Zrze fresco is
also of great importance because, as mentioned above, it has only been analyzed in
terms of its heraldic meaning."

The double-headed eagle in Zrze (fig. 2) is located in the socle on the north
side of the entrance to the church. The slab from Stara Zagora was in some way
certainly connected with the same zone, as we will discuss later. The socle in Zrze
actually represents a kind of “conclusion” of the entire cycle of the Last Judgment.
Being a highly nuanced and developed artistic narrative, the cycle at Zrze as a
whole essentially reaches its climax in the zone of socle, especially in light of the
iconographic and conceptual details of the composition of the Last Judgment at
Zrze (more below). All registers of the cycle as well as other compositions and figures
are framed by a thin red border. In northern, southern and upper parts, wide and
richly decorative strip of heart-shaped palmettes forming complementary “zigzag
triangles” frames the Last Judgment cycle scenes. The decorative strip of floral
motifs arranged in “zigzag triangles” framing all the episodes of the Last Judgment,
including the socle zone, proves that this part of church decoration was conceived
as part of the cycle of the Last Judgment in which it was depicted. The motifs of
the socle on the north side of the entrance (double-headed eagle, two birds with a
flower vase and trees) are painted in black color, resembling drawings and sketches,
while the background common to all motifs is in shades of yellow (in the upper
part), blue (in the centre) and green (in the lower part of the register). In this way,
the motifs of the socle form a unique visual whole.

The characteristics of the double-headed eagle in Zrze (and in Stara Zagora; fig.
1, 2) are the following: a scale-like body covered with feathers, curved semicircular
wings in the upper part with a pronounced upper contour, and an accentuated long
tail covered in dense feathers, longer than the legs.”® While the neck and the head of
the eagle in Zrze are covered with feathers, the body and the upper part of the wings

'7 BACHJIECKH 2020, 310.
*® The tail in Stara Zagora is not as long as that in Zrze, but just as dense, and the arrangement of the
feathers corresponds to that of the eagle in Zrze.
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of the eagle in Stara Zagora are executed in the same way. The eagle representations
from both Zrze and from Stara Zagora are iconographically simpler, that is, there
are no animals against which they fight and which they defeat. In this way, both are
reduced to a single symbolic sign. Next to the double-headed eagle in Zrze, several
cypress-like trees are shown from the north, next to which two confronted birds
stand on the rocks in a paradisiacal environment, flanking a vase with flowers. All of
these motifs are linked iconographically and in terms of their meaning in a specific
way: the way in which the wings of these birds are painted corresponds to the way in
which the body of the double-headed eagle is depicted, while the background of all
the motifs is the same. Clearly, they form a single symbolic whole. The motif of the
two confronted birds and the aforementioned similarities confirm that the entire
group of these motifs, including the double-headed eagle, alludes to the heavenly
habitations and represents a recognizable image of Paradise. To the right of the
birds there is also a row of cypress-like trees. Relevant for the present inquiry is
another iconographic and programmatic feature of the Last Judgment cycle on the
west wall of the porch in Zrze. Namely, the entire northern part of the socle with the
representations of the double-headed eagle, cypress-like trees and affronted birds
with vase of flowers is located under the fresco depicting Paradise, more precisely
under a fresco depicting the Righteous: a fenced Garden of Paradise with a fiery
cherub, three patriarchs and a Good thief; the representation of a double-headed
eagle is placed directly under the wise virgins entering heaven with burning lamps
and the apostle Peter with the keys of Heaven at the head of the procession of the
apostles and the Righteous.

In this way, the painter once again emphasizes the meaning of the double-headed
eagle motif as a “symbolic sign” of the socle zone: just like the two confronted birds,
next to which it is depicted in Zrze, its programmatic position — under the depiction
of the Garden of Eden itself — shows that this motif is a symbol of Paradise and
heavenly habitations.

This interpretation is supported by an important iconographic and conceptual
feature of the depiction of the Last Judgment in Zrze and its emphasized eschatolog-
ical connotation.” Both the motif of the two confronted birds with the vase full of
flowers and the depiction of the double-headed eagle are in accord with the artist’s
intention of emphasizing the positive outcome of the Last Judgment and the hope
of salvation and the attainment of eternal, heavenly habitations. This intention is
expressed and emphasized by the “specific” iconography of Last Judgment in Zrze,
namely, by the absence of torments in hell, by the image of the Royal Deesis on the
south side of the church entrance and by the text on the Gospel that Christ holds

' On the strong eschatological meaning of the Last Judgment scene in Zrze, with special reference to
the theme of Royal Deesis, see BACHJIECKH 2015.
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in his hands in the same scene: “Come, you who are blessed by my Father; take
your inheritance, the Kingdom prepared for you since the creation of the world”
(Matt. 25.34).>°

In terms of date, iconography and programmatic position, the direct analogy to
the motif of the double-headed eagle from Zrze can be found in the church of Saint
Athanasius of Alexandria near the village of Zurée in the present-day Republic of
Northern Macedonia (1617; fig. 3).> This double-headed eagle is depicted in the east
side of the southern window of the nave, as a counterpart to the image of the cross
with cryptograms “Jesus Chist Victory.” This example shows that the motifs of the
socle can also be depicted in the area next to the windows. As in Zrze, the artist
has depicted both fields in the same way (with red border and yellow frame) and
placed them next to each other as counterparts, in the same symbolic context. A
very similar example is preserved in the Lesnovo monastery (on which more below).

Here we will mention another similar example of the double-headed eagle
motif, executed in the same symbolic context as the motifs in Zrze — in the socle
of the porch. It is a very interesting depiction of a double-headed eagle in the old
church of St. Athanasius in Moscopole, in the area of Korge, on the territory of
present-day southern Albania, not far from Zurée. Although this motif contains
some iconographic details that do not appear in Zrze and Zurée, its programmatic
context and iconographic position within the depicted Paradise strongly suggest
the same meaning — as in Zrze, in the church of Moscopole the two-headed eagle
is literally transferred to the Garden of Eden in the socle of the porch. In this
example, the painter has gone the furthest in this endeavour. He painted three
flower vases, and depicted a double-headed eagle in one of them, symbolically and
iconographically equating the fantastic bird with the Paradise flowers.

Finally, the bas-relief slab with the motif of two peacocks flanking the Tree of
Life from Stara Zagora — part of a sculptural ensemble of several slabs — and the
presence of the similar motif in Zrze next to the double-headed eagle, testify to
the same meaning of, in line with what has been said so far, that the slab with the
double-headed eagle in Stara Zagora as those in Zrze, Zurée and Moskopole.??

It should be noted that in Serbian medieval art during the period of state indepen-
dence, the double-headed eagle was often depicted in the socle, either in the form of

** On the iconography of the Last Judgment in Zrze without the depiction of the torments in hell, see
BACUJIECKH 2015; GOLAC 2022.

* Vasileski mentions the double-headed eagle motif in the socle in the church of St. Athanaisus in
Zurde, but he does note refer to the literature, nor brings the image of it, since the motif remained
unknown and unpublished (BACHIECKH 2020, 310). I sincerely thank my collegue Jehona Spahiu for
letting me use her photo and giving me the permission to publish it. For the motifs of birds in the
socle in general (Zrze and Slepce), see ATAHACOCKH 2017, 161, fig. 281, 282; for the frescoes in the socle
of the porch of Zurée monastery and above them, see Criaxuy 2015a; CIIAXHY 2015b.

* KOHZAKOB 1929, drw. 43; see footnotes g and 12 above.
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a fresco, as in the church of St. Peter and Paul in Bijelo Polje (Montenegro) or in the
church of the Mother of God Ljeviska in Prizren, Serbia (in the nartex and the altar),
or in the form of slabs attached to the facade, as was common in the architecture
of Moravian Serbia, which will be discussed later.®® In the fresco technique, the
double-headed eagle was usually depicted in red on a white background with golden
or gold and green folds, as was common in Byzantine art as confirmed by the same
motif in the church of St. Anthony in Durrés (XIV century);** in later periods the
same motif could also be depicted in the socle in different variants with different
motifs.?® In this context, it is worth remembering that the double-headed eagle
was not only represented as a main motif on the draperies in the socle, repeated
in the form of an arabesque, often with cross-shaped motifs, but also painted with
other motifs on the podeas and church cloth. For example, the double-headed
eagle was painted as an arabesque together with other motifs on the podea of
the icon of the Mother of God Hodegetria in the scenes of the Akathistos Hymn
(12th oikos) in the church of St. Demetrius in the Monastery of Marko or in the
church of the Dormition of the Mother of God in the Krepi¢evac Monastery.*® The
detail of the double-headed eagle on the liturgical fabrics testifies to the erudition
of the painters who worked in Krepicevac and to the founders’ decision to pay
special tribute to the Constantinopolitan icon of the Mother of God Hodegetria, the
dedicatee of Krepicevac, which was emphasized several times in the wall paintings
of the church.?” In both churches, the double-headed eagle is depicted in circular
rings forming medallions. In the Monastery of Marko, the podea is depicted in
one piece, and double-headed eagles are executed in white and yellow (golden)
color on red background, while in Krepicevac the podea is divided vertically into
two parts by stripes and the double-headed eagles are shown in white color on a
green background. Although there are differences in the color of the fabrics, their
essential role is the same, as shown by the adjacent motifs next to the eagles in the

* On the fresco in the church of St. Peter and Paul, see JbyBUHKOBHE 1950, 114, fig. 20; on the frescoes
from Mother of God Ljeviska, see I[IAHUE | BABUE 1975, 62, T. I, drw. 1,18-19; on the Moravian examples,
see below.

** On the double-headed eagle in the altar of the church of St. Anthony in Durrés, see BITaAlQTHE
2011, 180-183, fig. 3, 4, 5a.

* On different variants of the motif in Serbian art of the later period, see CYBOTHE 1980, 29, fig. 4, and
38, fig. 15.

% Tomus ByPUB 2019, 332334, fig. 159 (Monastery of Marko); KHEKEBUB 2021, 83, fig. 48, 49
(Krepicevac).

“T In Krepidevac, above the entrance, a fresco of the Mother of God Hodegetria is preserved, indicating
that, like the church of the Mother of God Hodegetria in the Patriarchate of Pe¢, the church in
Krepicevac was dedicated to both the feast of Dormition of the Mother of God and the Mother of God
Hodegetria (KHEXXEBUE 2021, fig. 4, 5). On the fresco icon of the Mother of God Hodegetria on the
facades, see TABPHUIOBUER 2023; on the unified celebration of the Mother of God Hodegetria and the
feast of Dormition, TABPUJIOBUE 2018, 20—33.
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form of crosses and stars in Krepicevac or stylized single-headed birds (eagles or
herons?) in Monastery of Marko.?® It is interesting that the double-headed eagles
are depicted in two different ways on the same podea in the Monastery of Marko.
The first double-headed eagle in the first row (from left to right) is simpler (similar
to the original Indian iconographic type of the double-headed eagle), while the
other double-headed eagles on the podea are stronger, larger, more hieratic and
much more carefully executed, similar to the depictions on the socle of the church
of the Mother of God Ljeviska. It is important to note that a lily is depicted in both
monuments between the heads of the eagles, either in the form of a tripartite flower
(Monastery of Marko) or stylized in the form of a circle (Krepicevac).?® In both
monuments the painters made a clear difference between the podea of the icon of
the Mother of God Hodegetria in the representations of the 12 kondak and the
12" oikos of the Akathistos hymn: in the scenes of the 12 kondak the podea is
embellished with rhomboid and floral motifs, and only in the scenes of the 12th
oikos, the podea is adorned with double-headed eagles.°

In addition to the icon of the Mother of God in the Akathistos cycle, the double-
headed eagle is also depicted on the Holy Table cover in the scene of the Communion
of Apostles in the conch of the apse in the church of Christ Pantocrator in Decani.?!
Besides the eagle arabesque motif, the Holy Table cover in Decani is also decorated
with the embroidered cross on each side. The double-headed eagle is depicted
on this liturgical cloth, since it covers the Holy Table. In connection with the
meaning of the motif and the reasons of its depiction, it is significant to note
that the fresco is located above the Holy Table itself. The rare example of the
surviving painted decoration of the Holy Table in the church of Archangel Michael
in Lesnovo Monastery confirms that the double-headed eagle motif had strong
symbolic connection with the Holy Table.3* It is executed on the front of the Holy
Table in blue color on a white background with lilies between the heads of the
eagle and framed with red border. Next to the double-headed eagle in Lesnovo,
“two stars were also painted, which indicate the appropriateness of the entire field
with the eagle in the altar area” and its symbolic connection with the Holy Table
as the image of Christ’s tomb.33 It has been assumed that the double-headed eagle
in the socle “most likely also represents here the status symbol of the donor, Jovan

8 For the opinion that in the Monastery of Marko swamp birds (cranes or herons) are depicted next
to double-headed eagles, see ToMmus ByPUE 2019, 333.

* Cf. ToMUE BYPUE 2019, 332—334, fig. 159 (Monastery of Marko); KHEKEBUE 2021, 83, fig. 48, 49
(Krepicevac).

% Cf. ToMmuE BYPUE 2019, fig. 159, 161; KHEIKEBUE 2012, fig. 48, 49.

8 TopuE 2005b, fig. 313.

32 TABEJIN'ER 1998, 141.

33 Ibid.
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Oliver”.34 In this context, it should be noted that on the fresco with the depiction of
the double-headed eagle from Lesnovo in the socle of the Holy Table, a lily branch
springs directly from the eagle’s neck, which shows that this fresco is a direct analogy
to the motif of the double-headed eagle in Moscopole in terms of iconography and
meaning. This iconographic detail, as well as the fact that colors of the double-
headed eagles varied in different monuments, indicate that the color of the eagle
motif is not uniform, but that the double-headed eagles were usually depicted with
floral motifs or motifs in the form of a cross or other, with the exception of extremely
reduced iconographic examples. If no ornament was depicted next to the double-
headed eagle, the artist indicated the meaning of this motif either by the shape of
its plumage or by adjacent motifs. It can be concluded that the double-headed eagle
in the socle of the Holy Table in Lesnovo Monastery was not only a supposed status
symbol, but also a symbol of Paradise and heavenly habitations.

This interpretation would also apply to other examples of this motif in the
socle, including those usually referred to as signs and symbols of the ruler or the
heraldic symbols. Some of these examples are the double-headed eagles in the socle
of the Mother of God Ljeviska or the motif on the east parapet slab in the north
biphora of the Chilandar’s outer nartex and others.3> In these examples the body
of the eagle is highly stylized, entwined or fused with floral motifs; in Chilandar
the parapet slabs above the double-headed eagle are decorated with cherubs and
crosses, while in Kaleni¢ the lunette above the eagle motif in south biphora of the
nartex is decorated with a relief sculpture of the Mother of God with the Christ
Child flanked by cherubs.3® The double-headed eagles that adorn the biphores and
the window frames in Lazarica, Kaleni¢ and Naupara are very similar to them in
terms of iconography, meaning and programmatic position,3” especially the motif

34 TABEJINE 1998, 141.

% KATAHUTE 1988, 204 (fig. 19), 205 (fig. 17), 206—207; LLIVIIYT 1998; BOXXUHOBHUE 2019, 299, 310, fig. 4
(with earlier bibliography); BoZINOVIC 2021, 111, 117, fig. 6, 22.

3 KataHME 1988, 206 (fig. 21), 207 (fig. 24); IymyT 1998 (Chilandar); CTEBOBUE 2006, fig. 10, 23
(Kaleni¢). Tripartite floral and foliate motifs are conected to or intertwined with the stylized double-
headed eagle motifs in Kaleni¢ and on the parapet slabs on the north and south facade in Chilandar’s
outer nartex. In this sense, it should be noted that even the helmet, which is in previous literature
interpreted as the coat of arms of Prince Lazar, has floral ornaments on its top, which connect it to
the other parapet slabs of the Chilandar outer nartex, with which it forms a unique symbolic whole.
The identical detail is found in the south biphora in the Kaleni¢ monastery (east slab; cf. CrEBOBUR
2006, CI1. 10, 23). As analogies for such a solution, can serve, the lion sculpture on the slab from Stara
Zagora, whose body parts are stylized in the form of lieves (cf. ALCHERMES 1997, 326, No 220A). This
type of floral decoration is usually interpreted as a lily with which the double-headed eagle is usually
depicted. On the symbolism of the lily, see BYPHE 1985, 58—-59; TOZOPOBHE 1991, 106-107; [IONOBHR
2005, 68-69; CTEBOBUE 2006 , 173-174 (with fn. 37).

%7 For Lazarica, see KATAHUR 1988, 48 (fig. 12), 49 (fig. 16), 55 (fig. 22, 23); for the representations in
Kaleni¢ and the general meaning of the facades of the Moravian churches, see CTEBOBHE 2006, fig.
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of the double-headed eagle and the group of motifs on the marble arch on the west
wall of the nave crowning the passage to the nartex in the Parigoritissa church in
Arta, and the “decoration” of the same type on the headpiece of the Gospel which is
now kept in Saint Peterburg (Cod. D. gr. 276, 14" century).3® The latter two examples
support the interpretation of the meaning and the context of the double-headed
eagle motif in Stara Zagora in Bulgaria, that is, the conclusion that the motif of the
double-headed eagle and other adjacent motifs were integral parts of a templon or
sanctuary divider or a related structure of church furnishings or facade decoration.3?
In this sense, one can observe that the programmatic context of the double-headed
eagle in Stara Zagora corresponds to the context of the same motif in Moravian
architecture in general. The motif of the double-headed eagle in Naupara is unique
in Serbian architecture and art by its position in the ring of the large rose window on
the west fagade.*> Along with the examples above, it also explains the appearance
of the double-headed eagle in the vault of the passage under the tower in the Zi¢a
monastery. Comparing these motifs of the double-headed eagle, we find that they
are juxtaposed with the motifs varying the sign of the cross and Paradise flowers.
Double-headed eagles depicted in the circular fields next to the crosses in the vault
of the passage under the tower in Zi¢a, by their iconography fully correspond to
the double-headed eagles depicted in the socle of churches. The double-headed
eagles in Zi¢a by their programmatic place in the highest topographical register of
this part of the church, next to the scene “If you should not be like this child”, the
Martyrdom of the Forty Martyrs of Sebaste and stylized cruciform forms next to
them, should also in our opinion be understood as a literal allusion to the Kingdom
of Heaven.#' Puri¢ argues that no ornamental border similar to the one containing
double-headed eagles in the vault of the Zi¢a tower is attested in Serbian medieval
art.** And yet, it can be seen that the programme of the painted decoration in the
nartex of the church of the Mother of God Ljeviska corresponds to the painted
decoration in Zi¢a and in Zrze with regard to the depiction of the double-headed
eagles and the motifs accompanying them. The double-headed eagles in the frieze
next to the portrait of King Milutin on the east wall of the nartex of the church
of the Mother of God Ljevigka are framed by double circles, as in Zi¢a, and like

10, 22, 264, 27a; for Naupara, see KATAHWUE 1988, 24 (fig. 7), 98, 99 (fig. 9), 100 (fig. 11; I); [TONOBUE /
"RYPYUER 2000, 37-38.

% On the marble arch of the west wall of the nave in the church of Parigoritissa in Arta, see MELVANI
2013, 53, 136, 148, fig. 41, Drw. 1; for the headpiece of the Gospel from Saint Peterburg, see ANDROUDIS
2017, 189, fig. 9, 10.

39 See below.

> For Naupara, see above; for Zi¢a, PURIE 2000, esp. 125-127.

# For the interpretation of double-headed eagle motif in the context of the relationship between
royalty and priesthood, see BYPH'B 2000.

** BYPHUR 2000, 125-126.
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these, they are depicted with tripartite floral ornaments forming a kind of triangle,
corresponding to the ornaments in Zi¢a or the heart-shaped palmettes on the wide
decorative strip in Zrze. In 7Zi¢a, one sees the “shortened” version of the cross motif,
which appears as painted “ornamental border”, for example, of the tambour carée
of the church of Holy Apostles in the Patriarchate of Pe¢,*3 and which also appears
in the apex of the vault of the west bay of the same church.** The motif in the apex
of the vault of the west bay in the church of Holy Apostles speaks for the fact that
the motifs in Zi¢a and in Holy Apostles are the same, namely that the motif in Zi¢a
is a variant of the motif used in Holy Apostles. Instead of the double-headed eagles
seen in Zi¢a, the anonymous artist in Pe¢ depicted various floral motifs. The same
conclusion is reached if one compares the ambo in Pridvorica decorated with the
double-headeded eagle and the ambo in Krepicevac adorned with a floral motif.4>
It should also be noted that in the church of the Mother of God Ljeviska there is a
cross with the inscription “Jesus Christ Victory” on the doorposts, with which the
double-headed eagles are often associated or depicted next to it.45

Finally, as a special analogy to the motif of the double-headed eagle in the
outer nartex of Chilandar (and to the other examples above), one should consider
the representation of the double-headed eagle from the Serbian Munich Psalter
illustrating Psalm 33 (fol. 33r; fig. 4a). Previously, this motif like the mentioned motif
in the socle of the Chilandar’s outer nartex, was interpreted as a heraldic symbol
and emblem of the donor, that is of the commissioner of the manuscript.#” We
believe that the motif of the double-headed eagle in the pictorial representation of
the psalm with a strong eschatological character is to be understood as a symbol
of paradise with an equally strong eschatological meaning, which in this sense is
depicted in the heavenly abodes. Like the double-headed eagle in the church of
Zrze, its place in the miniature is entirely consistent with the representation of
Paradise embodied in the Hand of God with the souls of the righteous, representing
the image of the future salvation and the age to come. It is also noticeable that the
red color of the double-headed eagle matches the color of the rocks on the land and
the other motifs in the water (rocks and bull’s head). Likewise, the paradisiacal trees
in the upper part of the miniature perfectly match in form the trees illustrated next
to the double-headed eagle in the socle of Zrze. The position of the double-headed
eagle under the four rivers of Paradise on the miniature also corresponds to the one
in Zrze.
43 KopaT 19904, fig. 8; KOPAT 1990Db, fig. 54; KOPAR 1990¢, fig. 61, 62.
* ByPuE 1990, fig. 70, 71.
4 For Pridvorica, see YAHAK MEZIWE 1995, 142-143, fig. 25, 51, 52; for Krepi¢evac, see KHEXXEBHE 2021,
fig. 33.
# See, e.g, ANDROUDIS 2017, 36-30.
*" BO)XMHOBHE 2019, 310 (with bibliography); BoZINOVIC 2021, 117; MUJIOPAZIOBHER 2022, 2223, 158
(with previous bibliography).
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In line with the discussion above, we believe that the second example of the
double-headed eagle motif from the same manuscript on the miniature of the one
hundred fiftieth psalm from the Serbian Munich Psalter is to be seen in the same
context (“Let everything that breathes sing praises to the Lord”, fol. 185r; fig. 4b).
From the point of view of colors, it is important to note that both examples from the
Serbian Munich Psalter were rendered in red (as the motifs in the socle in the nartex
of the Ljeviska Church, in the passage under the Zi¢a’s tower and elswehere). The
motif of the last psalm is depicted in the midst of numerous animals, leaning slightly
to the left and is placed almost in the center of the scene, which is shifted slightly to
the left. Althougth small, its presence is important, because it subtly indicates that
the scene takes place in heavenly realm. If we consider the two representations of
the double-headed eagles from the Serbian Munich Psalter and from Chilandar in
the absence of earlier hypotheses about their meaning as heraldic emblems, their
position in the decoration of the church and in the miniature representing the
Kingdom of Heaven seems logical.

Let us mention a few more examples of the double-headed eagle motif, which are
significant in the context of the overall picture of the appearance of this motif: the
depiction of the double-headed eagle on the ring found in tomb no. 4 in the Banjska
Monastery attributed to Constantine,* the son of King Milutin (1282-1321), and the
double-headed eagles on the sarcophagus of the granddaughter of the Byzantine
emperor Theodore II Lascaris (1254-1258), the Italo-Byzantine Princess Vataca
Lascaris di Ventimigla, now in the Old Cathedral of Coimbra (1336; Portugal),*
whose symbolism matches with the meaning of the representations of the double-
headed eagles on the ambones>° and choroi of Serbian churches in general.>*

8 BUKWE 2016; BUKUE 2017.

49 MACLAGAN 1975; REI 2013, 159, 164, fig. 3 (with previous bibliography); ANGELOV 2019, 227.

5° Ambones with double-headed eagle reliefs are preserved in Pridvorica, Banja Pribojska, Ljubostinja,
Dubocica and other churches (cf. YAHAX MEAWE 1995, 142—143, fig. 25, 51, 52; [IEJUR 2009, 61, fig.
38-39; BYPUE 1985, 58, fig. 53; [IETKOBUE 1995, 77, fig. 10). The practice of carving double-headed
eagles on ambones was adopted from Byzantium, as evidenced by the ambo with the double-headed
eagle in the Metropolis in Mystra (cf. MELVANI 2013, 136, 203, fig. 73). These later examples of ambones
are a reflection of ealier ones built on the foundations of early Christian art, as can be seen when
observing the ambo with a relief of a single-headed eagle from the church of St. Sophia in Ochrid, a
similar representations on the door of St. Nicholas Bolnicki (cf. KOHZAKOB 1909, drw. 233, I, IT; Pazaras
1987), or the aforementioned example from Tigranokerti (Miafarqin; cf. STRYGOWSKY / VAN BERCHEM
1910, 365-366, Abb. 317; cf. also fn. 10, above). The sculpture of the single-headed eagle on the apse
window of the Studenica Monastery and the double-headed eagle on the apse window of the Decani
Monastery come from this repertoire of bas-relief motifs (cf. MAKCUMOBUE 1986, fig. 68, 83; YAHAK
MEJAWE 2005, 284—285, fig. 214).

% On the representations of the double-headed eagles on choroi, see TO0POBHUE 1991, 99-124, fig. 1,
15 (Psaca), 16 (lesnovo), 25 (Decani), T. 3 (Dochiariou); TABEJHE 1998, pass (Lesnovo); TOZWE 20053,
fig. 184, 188 (Decani); BYPHE 2017, 553554 (Monastery of Marko).
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The motif of the double-headed eagle on the ring found on the tomb no. 4 in
the Banjska monastery and attributed to King Milutin’s son Constantine should be
interpreted in an eschatological sense, since it has already been established that the
decorative program of the Constantine’s ring in the form of tendrils, palmettes and
flowers is to be understood as a representation of a heavenly, fragrant garden.>* The
context of the finds supports this view. The double-headed eagle motif is also found
on the sarcophagus of Theodore II Lascaris’ granddaughter, the Italo-Byzantine
princess Vataca Lascaris di Ventimigla. It is a sarcophagus with gisant. On the longer
sides of the sarcophagus are three depictions of a double-headed eagle under a
trefoil arch. The iconography of birds matches with the representations on the slab
from Stara Zagora. The eschatological meaning of the motif is also indicated by the
fact that in Western Europe numerous fabrics with double-headed eagles motifs
have been found in the tombs of saints.5 The elaborate and very carefully executed
iconography of the double-headed eagles on them (whose bodies are formed from
the floral motifs of the Garden of Paradise) clearly point to their symbolism.5>* Finally,
on this occasion, as an analogy to the motifs on the sarcophagus of Italo-byzantine
princess, we will only mention the marble slab with the motif of double-headed
eagle defeating dragons from the Dormition Church in Ano Volos, which belonged
to the sarcophagus of Anna Malliasene.>>

As noted at the beginning, numerous examples of the double-headed eage motif
have survivied in various cultural settings. They raise numerous questions that
require further interdisciplinary research. Some of these include both the manner
and purpose of its transfer from one cultural matrix to another and the consideration
of the motifs from the perspective of multiple cultural matrices, a topic that remains
for future investigation. One ultimate question arises: can we assume that the motifs
of the double-headed eagles not only represent the symbol of the ruler, but also
special “symbolic decoration” of the garments of the represented donors of different
classes, who, through the donor’s act of building endowments or donating icons
and other gifts, through this symbol express their hope that they will attain eternal
life and be accepted among the righteous?5°

5* BUKWH 2016, with bibliography; for the interpretation od the programme of the ring, see 82—8s.

5 ANDROUDIS 2018, fig. 6; ANDROUDIS 2013, fig. 2; for Byzantine textiles, see MUTHESIUS 1997, 44—55.
5 Cf. for example ANDROUDIS 2013, fig. 2.

%5 ANDROUDIS 2018, fig. 12; PAZARAS 1987.

5% The origin of illustrations: 1) Public domain; 2) Andela Gavrilovié; 3) Jehona Spahiou; 4a) public
domain (https://www.digitale-sammlungen.de/en/view/bsboo106322%3Fpage%3D296?page=68,69);
4b) public domain (https://www.digitale-sammlungen.de/view/bsboo106322?page=296?page=372,
373)-

193


https://www.digitale-sammlungen.de/en/view/bsb00106322%3Fpage%3D296?page=68,69
https://www.digitale-sammlungen.de/view/bsb00106322?page=296?page=372,373
https://www.digitale-sammlungen.de/view/bsb00106322?page=296?page=372,373

Lucida intervalla 52/2 (2023)

Bibliography

ALCHERMES 1997 = J. Alchermes, “Two Stone Slabs”, in The Glory of Byzantium. Art
and Culture of the Middle Byzantine Era. A.D 843-1261, New York: Metropolitan
Museum of Art, 326—327.

ANDROUDIS 2012 = P. Androudis, “Capiteau de la crypte de la baslique de Saint-
Démétrios a Thessalonique avec emblémes de la famille des Paléologues’, AeAtiov
¢ Xptatiavigs Apyatodoynajs Etaupelas 33 (2012) 131-140.

ANDROUDIS 2013 = P. Androudis, “Les premiers apparitions de l'aigle bichephale
dansl’art Roman d’Occident (XIe—XlIle siécles). Origines et symbolique”, Huw u
Busanituja 11 (2013) 209—-225.

ANDROUDIS 2016 = P. Androudis, “Double-Headed Eagles on Early (11"-12%" c.) Me-
dieval Textiles: Aspects of Their Iconography and Symbolism”, Huw u Busaniauja
14 (2016) 313-339.

ANDROUDIS 2017 = P. Androudis, “Présence de l'aigle bicéphale en Trebizonde et dans
la principauté grecque de Théodoroen Crimée (XIVe—XVe siecles)’, Byzantiaka 34
(2017) 197—218.

ANDROUDIS 2018 = P. Androudis, “Evidence on the Role of Textiles as A Medium of
Ornament Transmission between Seljuk Anatolian and Late Byzantine Art. The
Case-Studyof Two Marble Slabs from Episkopi, Ano Volos, with Double-Headed
Eagles Fighting Dragons’, Huw u Busaniiuja 16 (2018) 233—248.

BoZkov198o = A. Bozkov, La Bulgarie médievale. Art et civilisation [Exposition] Grand
Palais, Paris, 13 juin —18 aotit 1980), Paris : LAssociation.

BOZINOVIC 2021 = V. BoZinovi¢, “Sculptural Decoration of Chilandar’s Outer Nartex",
Xunangapcku 360pHux 15 (2021) 101-119.

CHOTZAKOGLOU 1996 = Ch. Chotzakoglou, “Die Palaiologen und das fritheste Auftre-
tene des byzantinischen Doppeladlers’, Byzantinoslavica 52 (1996) 60—-68.

CAGAPTAY 2018 = S. Cagaptay, “On the Wings of the Double-Headed Eagle: Spolia
in Re and Appropriation in medieval Anatolia and Beyond’, in I. Jevti¢, S. Yalman
(ed.), Spolia Reincarnated. Afterlives of Objects, Materials, and Spaces in Anatolia
from Antiquity to the Ottoman Era. ANAMED. Istanbul: Ko¢ University, 309—338.

DALTON 1911 = O. M. Dalton, Byzantine Art and Archaeology, Oxford: Clarendon Press.

DURIC 2000 = V. ]. Durié, “Le Royauté et le Sacerdoce dans la Décoration de Zi¢a’ in
J. Apawmkosuh, C. Bophesuh (yp.), Manaciaup Kuua. 360prux pagosa, Kpameso:
Hapozauu mysej, Kpameso; 3aBo 3a samruTy crioMmeHuKa KyaType, Kpameso, 2000,
123-147.

GoOLAC 2022 = A. Golac, “Come, You who are blessed by the Father — The Last
Judgment in the Monastery of Zrze”, Facta Universitatis. Visual Arts and Music 8.1
(2022) 7-19.

GRABAR 1976 = A. Grabar, Sculptures byzantines du Moyen Age (XIe -XVe siécle). 11,
Paris : Editions A. et J. Picard, 1976.

LEBRUN 2004 = C. Lebrun, “L'aigle bichéphale sur les sceaux inscrits de scribes dans
le monde hittite”, Res Antiquae 1, 133-148.

194



Andela Gavrilovié

LEBRUN 2006 = C. Lebrum, “L'aigle bicéphale dans la monde Hittite”, in M. Mazoyer
et al. (ed.), Loiseau entre ciel et terre. Paris: Série Actes Université I Sorbonne
(Kubaba), 2006, 161-168.

MACLAGAN 1975 = M. MacLagan, “A Byzantine Princess in Portugal’, in G. Robert,
G. Henderson (ed.), Studies in Memory of D. T. Rice, Edinburgh: Edinburgh Univer-
sity Press, 1975, 284—293.

MARSHALL 1975 = J. Marshall, Taxila. An Illustrated Account of Archaeological Excava-
tions Carried out at Taxila, Varanasi: Bhartiya Publishing House, 1975.

MELVANI 2013 = N. Melvani, Late Byzantine Sculpture, Turnhout: Brepols.

MUTHESIUS 1997 = A. Muthesisus, Byzantine Silk Weaving AD 400-1200, Wien: Institut
fir Byzantinistik der Univerzitdt Wien.

PAZARAS 1987 = Th. Pazaras, “Reliefs of a Sculpture Workshop operatingin Thessaly
and Macedonia at the End of the 13" and the Beginning of the 14" Century”, in
R. Samardzié¢ (réd.), Lart de Thessalonique et des pays balkaniques et les courants
spirituels au XIVe siécle, Belgrade: Académie serbe des sciences et des arts. Institut
des etudes balkaniques, 1987, 159—182.

PEKER 1989 = A. U. Peker, The Double-Headed Eagle of the Seljuks. A Historical Study,
Istanbul: Bogazici University, 1989 (MA Thesis).

PEKER 2000 = A. U. Peker, “The Origins of the Seljukid Double-headed Eagle as
a Cosmical Symbol’, in F. Déroche, Ch. Genequand, G. Renda, M. Rogers (ed.),
Turkish Art. 10" International Congress of Turkish Art. Geneva, 17-23 September
1995. Proceedings, Geneve: MaxVan Barchem, 1999, 559—563.

REI 2013 = A. Rei, “Uma Senhora Bizantina nas cortes de Aragéo, Portugal e Ledo
e Castela: Dona Vataca Lascaris (c. 1270-1336). Em torno as suas origens e
descendéncia’, Roda da Fortuna 1 (2013) 157-171.

STRYGOWSKY / VAN BERCHEM 1910 = ]. Strygowsky, M. Van Berchem, Amida, Heidel-
berg: Carl Winter’s Universitidtbuchhandlung, Paris: Leroux, 1910.

ATAHACOCKH 2017 = A. Atanacocku, OprameHIulow KaK ilej3axcer 3Hax 60 cilome-
Huyuiie Ha gpeckoxcusotiucoiti 8o Ilenaionuckaiia euapxuja og XII go XVII gex,
[punemn: JHY MaCTUTYT 3a CTOBEHCKA KYATYpa.

AnoBuE 2008 = [I. Anosuh, Xepaaguxa u Cpou, Beorpaz: 3aBog 3a yiibeHUKe.

BUKWUE 2016 = B. Bukuh, ,IIpcreme us Bamcke. UaeHTHMKAIMja U YMETHIYKO-
-3aHaTCKU KOHTeKCcT", Caotiwiliersa 48 (2016) 79-89.

BUKWE 2017 = B. Bukuh, ,IIpcren Koncrantrna Hemamuha“, y M. Mapkosuh, /I, Boj-
Boauh (yp.), Cpiicko ymeinuuro nacaehe na Kocosy u Meimoxuju. Hgeninuinei,
3Hauaj, yipoxceroci, Beorpag: CAHY (2017), 166.

BOXXHUHOBUE 2019 = B. boxkunosuh, ,XePATAUIKY CUMOOIU Ha IIApaNleTHUM ILIOYa-
Ma XWJIaHAapCKor Haprekca“, Huw u Buzaniiuja 17, 295-315.

BACHJIECKH 2015 = A. Bacunecky, ,MzejHaTta Bpcka nomery CrpaurHuor cyg u Jleu-
cucot co Xpucroc llap boropoauna llapuna u Cs. JoBan Kpcrures Bo njpkBara B.
IIpeodpaxenue, manacrup 3p3e*, Balcanoslavica 40—45 (2015) 27-43.

195



Lucida intervalla 52/2 (2023)

BACHJIECKH 2020 = A. Bacunecku, Caukapciisoio 60 cakpaiuiie odjeKinu Ha
KyAwtypHuoil Komitaexc 3pse, Yausepsurert ,C. Kupun u Mertoauj“ — Cxomje,
®unosodcku daxyarer: Ckonje, 2020 (HeodjaB/beHa JOKTOPCKA AUcepTalyja).

TABEJINE 1998 = C. Tadenuh, Manaciaup Jlecnoso. Hemwiopuja u cauxapciigo, Beorpap;
CrydoBu KyiType.

TABPHUJIOBUE 2018 = A. TaBpmiosuh, I[pksa Boiopoguye Oguiuinpujey Iehixoj uaiwpu-

Jjapwuju, beorpaz: zpaBauxku ¢ponz Apxuenuckonuje beorpazcko-kapioBadke.

TABPUJIOBUE 2023 = A. l'aBpurosuh, ,0 pasnosuma nojase ¢pecke Boropoguue
Opururpuje Ha 3anazHoj acaau npkse [Ipeodpamemwa y Hosropogy (XIV Bek) —
mpuIIor npoyyasamy”, Huw u Busaniniuja 21 (2023) 245-263.

ToJiAL, 2019 = A. Tonan, ugro cauxapciniso upkee Ipeodpascersa Xpucitiogol y maa-
ctuupy 3pse, Beorpaz: Yausepsurer y Beorpazy, unozodcku dakynrer (Heodja-
BJbEHA JJOKTOPCKA AUCEPTALH]A).

‘ByPug1990 = B.]. Bypuh, ,JKusonuc u npumemena ymersHoct", y B. Bypuh, C. Rupxko-
Buh, B. Kopah, Ilefixa iainpujapwuja, Beorpag: Jyrociosercka pesuja; [Ipuurrisa:
JemmucTBO, 121-169.

KaTaHWE 1988 = H. Karanuh, Jexopaiuusna kamena traciiuka MopascKe wKoe,
Beorpag: ITpocsera: Perybiiku 3aBog, 3a 3aIITUTY CIIOMEHHKA KyJIType.

KoHzmAKOB 1909 = H. II. KongaxoB, Maxedonrs. Apxeonozuueckoe nymeutecmsre,
CIIBypr: Tunorpadia MmnepaTopckoii akagemiu Hayks, 1909.

KoHzAKOB 1929 = H. I1. Kongaxos, Ouepku u 3ammmxu no ucmopIu cpedHesrnKosazo
uckyccmea u kyamyput, [lpara: spanie Yemkoit AkageMIn HayKb M HCKYCCTB,
1929.

Kopag 1990a = B. Kopah, ,IlpkBa CBerux Anmocrosa“, y B. Bypuh, C. Rupkosuh,
B. Kopah, Ilefixa aaiwpujapwuja, Beorpag; JyrocioeHcka pesuja; [IpunrruHa:
JemuncrBoO, 26—32.

Korag 1990b = B. Kopah, ,Boropogiranna npksa‘, y B. Bypuh, C. Rupxosuh, B. Kopah,
Ilehixa nampujapwuja, Beorpasa: JyrocioBeHcka pesuja; [IpumtuHa: JeIMHCTBO,
83—91.

KoPpag 1990c¢ = B. Kopah, ,Ociukane dacage, y B. Bypuh, C. hupxosuh, B. Kopah,
Ilehixa uawpujapwuja, Beorpag;: JyrocioBencka pesyja; [IpuimnruHa: JeAMHCTBO,
101-107.

JbYBUHKOBHE 1959 = P. JbyburkoBuh, ,XyMCKO elapXHjcKo BJIaCTEJTHHCTBO U LiPKBa
Cserora Ilerpa y Bujenom ITomsy*, Ciiapurap 9-10 (1959) 97-124.

MAKCHUMOBHURE 1986 = J. Makcumosuh, ,Cxynnrypa“, y M. Kauranun, M. Yanak
Meguh, J. Makcumosuh, B. Toguh, M. llakora, Manaciiup Ciaygernuya, Beorpap;
KwburkeBHE HOBUHE, 97—134.

MAPJAHOBUE JIYIIAHUE 1994 = C. Mapjanosuh [lymanuh, Baagapcke uncuinuje u
gporasna cumboauxa’y Cpouju og XIII go XV eexa, beorpas: CAHY, 1994.

MUJIOPAZIOBUE 2022 = K. Muntopagosuh, Murujaiuype Munxenckol ucariiupa. Hro-
Holpaghcke ogauke u auiepapHe ocHose, Beorpaza: dunosodceku daxyrnrer (Heo-
djaB/peHa JOKTOPCKA AHcCepTaLuja).

196



Andela Gavrilovié

OpAK 2015 = M. Ozaxk, Hxonolpagpuja u cumbouxa dpegeiiasa Ha CPUcKom HO8YY,
Beorpaz: Punosodcku daxynrer (Heodjap/beHa JOKTOPCKA AUCEpPTaIHja).

I1AHUE | BABUE 1975 = [I. [Tanuh, I. Babuh, Boiopoguya /besuwxa, Beorpag 197s5.

IIEJUE 2009 = C. Ilejuh, Manaciiup Ceeiniu Huxona JJabapcxu, Beorpag: Perybmmaxu
3aBO/], 3a 3alITUTY CIIOMEHHKA KY/ITYpe, 2009.

ITETKOBUE 1995 = C. IletkoBuh, Cpiicka ymetunocia y XVI u XVII sexy, Beorpaz;
Cpricka KibMKeBHa 33/Ipyra, 1995.

[TonoBUE 2005 = B. [Tonnosuh, ,371aToBe3 xapuHe ca UMeHOM Ljapa MBana Asek-
cangpa“, y M. I[lonosuh, C. l'adenuh, B. serkosuh, B. Ilonosuh, Iipxea Ceewior
Huxoney Ciianuuersy, beorpag: Apxeonomku uacturyt, CAHY, 2005, 57-78.

ITonoBHE 2020 = B. llonosuh, Cpiicka cpegrs08ex08Ha 84agapcKa u 6AAcieocKa
ogeha, Beorpaz: Mysej CpIicke mpaBoC/IaBHE IIPKBe.

[Tonosus, Bypuuh 2000 = C. Ilonosuh, C. Rypuuh, Hayiiapa, Beorpaz: Pernrybmaxu
3aBO7, 3a 3aLITUTY CIOMEHUKA KY/IType.

COJIOBJEB 20004 = A. CosoBjes, ,Micropuja cprckor rpda“, y A. Conosjes, Hciiopuja
cpuckol ipba u gpyiu xepaaguuku eceju, A. lanasecrpa (npup.), Beorpag: Ilpasau
taxynrer Yuusepsautera, Jocuje: BMI, 2000, 21-118..

ConoBJEB 2000b = A. ConoBjes, ,BusanTujcku xepangiaku amoaemu u CroBeHu", y
A. Conosjes, Beorpag; 2000b, 286-353.

Criaxuy 2015a = J. Cnaxuy, ,KaneHgapckMoT IMKITyC ¥ YeTUPUTE )KUBOTHU BO TPEMOT
Ha MaHactupo Kypue, Ilatipumoruym (2015) 257—272.

Cnaxwuy 201bs = J. Cnaxuy, ,HoBu corezyBama Ha OAJETHH TeMATCKH LI€JTMHU
Y IIPeTCTaBH O TPEMOT Ha LpkBara CB. AraHacuj Anekcanapucky, MaHacTup
Wypue*, Balcanoslavica 40-44 (2015) 67-80.

CTEBOBHUE 2006 = . CreBoBuh, Kasenuh. Bolopoguuuna upxea y apxuiiiekimypu
flo3Hosu3aHinujckoi ceetlia, Beorpan: Punoszodcku dakyrer.

CysoTHUE 1980 = I. Cydotuh, Oxpugcra cauxapcxa wxoaa XV eexa, beorpag: duo-
3o¢cku paxyarer, MHCTUTYT 3a McTOpHjy yMeTHOCTH — OXpuA: 3aBoj 3a 3aIUTUTY
CIIOMEHHUKA KYJITYpe.

IIyrryT 1998 = M. IllynyT, ,ApXMTEKTOHCKH YKpac cnosbHe npunpare’, y I. Cydoruh
(yp.), Manaciuup Xuaangap, beorpag: CAHY, 161-164.

Toans 2005a = B. Toguh, ,JIuryprujcko ycrpojcrso, y M. Yanak Meauth, Manaciiup
Jeuanu, Beorpag: Lenrap 3a ouyBame Hactelja KocoBa u Meroxuje Muemocuse:
Mysej y llpumtnnn: Manactup Jledyanu, 2005, 242—251.

Toaus 2005b = B. Toguh, ,OcHuBame HoBe npkse’, y M. Yanak Meauh, Manaciaup
Jeuanu, Beorpag: Llenrap 3a ouyBame Hacielja KocoBa u Meroxuje MuemocuHe:
Mysej y [Ipumrtuan: Manactup /ledanu, 2005, 390—-395.

TozopoBUE 1991 = [I. Togoposuh, ,Hanasu us crape conyHcke muBHULE", XUuaaH-
gapcxu 3bopruk 8 (1991) 99—124.

ToMuE ByPUE 2017 = M. Tomuh Bypuh, Hgejre ocrose iiemaitckol ipoipama yueo-
uuca ypkse Ceetuol Jumuitipuja’ y Mapxosom manaciiupy, beorpaa: Punosodcku
(hakysrer (ZOKTOpPCKA AMCepTaLHja).

197



Lucida intervalla 52/2 (2023)

Tomus Bypus 2019 = M. Tomuh Bypuh, ®pecke Mapkrosol manaciiupa, Beorpap;
bankanonomku uncruryr CAHY, burom: Apxuenuckonuja oxpuzicka u Murpo-
IoJIMja CKOIICKA.

®EPJAHYME 1960 = B. Pepjanuuh, Jectiotmiu y Busamisiuju u [y#cHoCcA08EHCKUM 3eM/baA-
ma, beorpag: Hayuano geo, 1960.

YAHAK MEAWE 1995 = M. Yanak Meauh, Apxuitexinypa apee iorosure XIII sexa.
II. Ilpxee y Pawioj, Beorpas: Perydimykuy 3aBog, 3a 3aIITUTY CIIOMEHUKA KY/ITYpe,
1995.

YAHAK MEJUE 2005 = M. Yanak Meguh, ,Pacniopes ckynTypaaHux npusopa‘, y
M. Yanak Mexguh, Marnacwup /Jewaru, Beorpaa: llentap 3a ouyBame Hacieha
Kocosa u Meroxuje “Mnemosyne”: Myse] y [Ipumtunu: Manactup /leuany, 2005,
278-2909.

BrTaA1QTHE 201 = L. Brredudtyg, «Bulavtivég, Bulavtivo-yotBués xat porrefulavtivég
Totoypaples oy wévtpey xat Bépeta AABdvias, Bvlavtivd 31 (2011) 172—215.

Awnhena l'aBpunosuh
Yuusepsuret y beorpagy
WHCTUTYT 32 UICTOPHUjy YMETHOCTH
andjelai32i1@gmail.com

IIpuaor Tymadewy 3Ha4emha H H3y4aBamkby KOHTEKCTa
NojaBe ABOIVIABOT OPJia Y BU3aHTHjCKOj  CPIICKOj
CpeA’bOBEKOBHOj YMETHOCTH

Auciipaxiu: MoTUB BOIJIaBOT OpJIa jaB/ba Ce BeoOMa PaHo y PEBHUM Ky/ITypama
Opujenra ozaxe je moToM nmpeHer y EBporny u kacHuje y cpeAroBekoBHy Cpoujy.
O oBoMm moTHBY je y MeljyHapoaHoj Hayim nocra nucaHo, dyayhu ga cy dpojun
IpUMepHU OUyBaHU. Y Pafy je yKasaHo /ia MOTHB JBOIVIABOT OPJIa Y CPIICKO]
CPeABOBEKOBHOj M BU3AHTH]CKOj YMETHOCTH HOCH Pas/IHYUTO 3HAYEHE Y
3aBHCHOCTH Off KOHTEKCTA Y KojeM ce Hanasu (ci1. 1-4b). HapounTa naxma
nocseheHa je ogadpaHum npuMeprMa MOTHBA JBOIVIABOT OPJIa (CJL 1-3) KOju
THIOKas3yjy /a je y3 XepaJUuKO 3HaUeHbe, KOje je y IMTepaTypu UCTUIIAHO U
Hajuenrhe My NPHITICUBAHO, MOTUB JBOIVIABOT OPJIa TAKOl)e HOCHO M CHAXKHY
xpumhaHCKy CUMOOJIMKY, Ka0 aMOIeM M C/IMKa paja M PajcKHUX Hacesba.

Knmyune peuu: geoinasu opao, cpiicka cpegr08eK08Ha yMeIHOCT, CUMboAUKa,
ambaem paja.
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Illustrations

Figure 1: Double-headed eagle, Beroe (present-day Stara Zagora in Bulgaria), 10th-u'
century or earlier
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Figure 2: Double-headed eagle, Transfiguation church, Zrze, 1624/1625
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Figure 3: Double-headed eagle, St. Atanasius Church, Zurée, 1617
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Figure 4: Serbian Munich Psalter, fol. 331, the end of XIV century
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Figure 5: Serbian Munich Psalter, fol. 185y, the end of XIV century
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