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THE ROYAL TOMB IN MEDIEVAL SERBIA

The lively interest in funerary art that has, for many years now,
been evident in European scientific circles, has, in this last
decade, produced results of outstanding importance which, in
turn, themselves best indicate the significance of the study of the
matter. Apart from presenting the rich and, above all, extremely
interesting monuments, the act of burial and the tomb, directly
reflecting the understanding of eschatology or “all things last”,
render information of key importance in reaching an understand-
ing of the very foundations of a civilization such as that of the
Middle Ages. Apart from those general eschatological meanings,
the royal burial, being the most representative of all, also dis-
closes some vital presumptions of royal ideology, yet another
basic motif of the epoch. In approaching the problem of the
Serbian mediaeval royal tomb we had in mind its such meaning
and function which directly brought about the need to define the
subject matter itself on a broad enough basis. This study there-
fore, regards the royal tomb as one complex, ideologically based
programme solution and a representative of “functional art” in
the fullest sense. As a phenomenon, the royal tomb, seen as a
monument, encompasses firstly the royal endowment -
mausoleum, then the tomb in a narrower sense of the word and
finally the programme of painted decoration adapted to or
synchronized with the employ of funerary spaces. From the point
of view of its function, the royal tomb was considered as one
entity so shaped as to meet the needs of dynastic and cults
celebrating the sainthood of Serbian rulers. As such, it rep-
resented an important cult-focus of the church interior around
which, apart from the general soteriological ideas, the most
important messages of royal ideology were also proclaimed. The
examination of the whole and the specific details of these
phenomena, the interpretation of their origin seen in the historic
as well as the general spiritual context, has been designated as the
primary task of this study, its final goal — the perception and
understanding of the place the Serbian royal tomb occupies in
European sepulchral art of the Middle Ages. Chronologically,
this book covers the period of existence of the sovereign Serbian
mediaeval state. Attention was centered on royal tombs of the
Nemanide dynasty which present the most complex and the most
representative programmes. However, for the sake of rendering
a complete picture, monuments included in the research
encopass also those preceeding them as well as their later echoes
in Serbian royal mausolea of the Morava school, those of Bosnia
and the Hum region.

The scientific approach and methodology of investigation of the
subject matter was, to some extent, conditioned by the state and
level the study of Serbian funerary art has reached to day. This
matter did not for a long time arouse any greater interest on the
part of the researchers — both in the field of gathering and
interpreting the basic material as well as its further and broader
explication. Thence, the existing scientific contributions on the
subject can best be qualified as nonuniform in method and,
above all, as lacking in continuous, specialized study. Since the
beginning of this century, the date of the first published scientific
researches on royal burial (M. Valtrovi¢), up until the period of
World WarII, authors rarely ever turned to this subject although
some valuable results did emerge, indirectly, as side-issues of
wider scientific projects, above all those of R. Gruji¢, V. R. Pet-
kovi¢ and S. Radojéi¢. During the postwar period the large scale
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investigative-conservational projects undertaken on mediaeval
royal foundations contributed the most to our comprehension of
the royal tomb by relying on more perfected scientific methods of
work as well as the multiplying opportunities to study and publish
funerary monuments. The royal tombs of Studenica (M. Radan-
Jovin, M. Jankovi¢), Sopoani and Gradac (O.Kandic,
A Juridi€), the church of the Holy Archangels near Prizren
(S. Nenadovic) as well as those at Mili and Bobovac (P. Andeli¢)
were thus systematically and, more or less, documentedly
examined. On the other hand, deeper, more complex interpreta-
tions of Byzantine as well as Serbian mausolea wall-painting
programmes — among which the contribution of V.J.Durié
stands out as the most prominent — have, to a great extent,
improved scientific perception of the entire concept and function
of royal mausolea. Despite growing insight into funerary monu-
ments, the rather small number of studies published on them can
best exemplify the still existing lack of real interest in the subject
matter. Along with some such works (S.Mandi¢, R.Nikoli¢,
M. Canak-Medi¢, D.Popovi¢), the three general, standard
studies on Serbian mediaeval tombs must also be mentioned.
Those are works of V. Corovié, J. Maksimovi¢ and S. Curdi¢ —
among which that of the author last mentioned is the most
concise and contents-full and, at the same time, the first
methodologically based study dealing with the problem of the
Serbian royal tomb in the Middle Ages. Leaning on results
achieved to the present day, this book seeks to fill in that big void
in the body of Serbian mediaeval studies - both in the field of
primary research of royal tombs and attempts to open up discus-
sion on some of the numerous questions tied to the subject of
“sepulchral mentality” of Serbs during the Middle Ages.

THE ROYAL TOMB IN SERBIAN LANDS
OF THE PRE-NEMANIDE PERIOD

The early period of the history of the Serbian nation, from the XI
to the XII century, is documented by only a few reliable historical
sources and remains of material culture, making our knowledge
of royal burials on the whole fragmentary. The first records
preserved, referring to the burial of Docleian rulers, are those
found in the chronicles of Presbyter Docleatis, an important
source the dating (XII-XV century) and historic credibility of
which has been a cause of much dispute among researchers. One
of the Chronicle’s most valuable testimonies refers to the descrip-
tion of death, burial and the cannonization of king Jovan Vla-
dimir (died in 1016), the first example of the cult of ruler-saint
developing around the tomb of any Serbian sovereign. Equally
interesting are records of numerous burials performed in the
today vanished church of SS. Sergius and Bacchus near Skadar
which was, during the XI and XII century, apparently the chief;
although not the only, mausoleum of Docleian rulers.

Due precisely to lack of other material evidence, the remains of
the former Benedictine church of St. Peter de Campo near Tre-
binje (XI century), with a funerary chapel dedicated to St. Paul
added to its side in the XII century, are of key importance 1n
understanding royal funerary art of the pre-Nemanide period.



190

Historical sources, supplemented by archeological excavations,
offer strong reasons favoring the belief that this was the burial
place of jupanus Desa, member of the family which later pro-
duced the Nemanide dynasty. Desa was buried in a spacious,
constructed tomb, elevated above the ground and covered by a
massive stone slab (fig. 1). This construction - echoed later
perhaps in the tomb dating to the XIII century found in Djurd-
jevi Stupovi in Budimlja (fig. 2) — clearly indicates that the Serbs
had adopted a monumental concept of the tomb, the function of
which was to underline the status of the deceased. From the XI
century on, the monumental tomb is regarded as an important
new element of royal funerary art in a greater part of the Christ-
ian world.

THE ROYAL TOMB OF THE NEMANIDE
PERIOD
STUDENICA (Fig. 4-11, Ph. 1-8)

All chief incentives which determined the character of the Ser-
bian royal tomb and its function originated with the founder of
the Nemanide dynasty, the great jupanus Stefan (1166-1196) and
his son Sava and are inextricably tied to the creation of a
sovereign state and a new dynastic ideology. Many of the tenden-
cies linked with the state-creating activities of the first Nemanides
found their expression in the Church of the Virgin at Studenica
(begun after 1186, decorated in 1208/09), the foundation —
mausoleum of Stefan Nemanja. The architectural concept of the
church, that of the Ragka school of architecture, in which a
Byzantine ground and space plan is combined with Romanesque
decoration of the exterior, was, from then on, established as the
model-prototype of all future Serbian mausolea, to be constantly
imitated in a differing but always intrinsic manner. Nemanja’s
burial, the concept of his tomb and funerary monument exerted
equal influence on succeeding Serbian royal funerary practices.
Nemanja had already during his lifetime chosen his eternal rest-
ing place. It was prepared for that purpose in the course of
construction of the Church of the Virgin, in the western part of
the nave, on its southern side. There, a monumental sarcopha-
gus, made of the same grey-blue marble used for the socle of the
Church of the Virgin, was placed above an underground tomb.
The sarcophagus was a composite structure made up of four
vertically standing slabs framed by sculpturally profiled piers and
a low, slanted-side lid. This tomb received the mortal remains of
Nemanja-Simeon in monasticism, after their translation from
Mount Athos where he had originally been buried. Studenica was
the scene of saintly revelation of Simeon’s relics which gave the
final incentive to the formation of the cult of the first Serbian
saint and the creation of a new, religious center of the dynasty, in
the mausoleum of its founder. The familial and dynastic charac-
ter of Studenica has from the very beginning been particularily
underlined. Thus, in the narthex, a tomb-sarcophagus was also
prepared for Nemanja’s wife Ana, Anastasia in monasticism,
which, in its execution, belonged to the overall concept of the
church interior. According to some sources and the new
archeological discoveries, Nemanja’s sons, Vukan and Stefan
Prvovencani, were also buried in Studenica, along with other

closest members of the family whose tombs are covered by pre-
served inscribed gravestones. Soon after its burial in Studenica,
the body of Stefan Prvovencani was transferred to Zica, the
crowning church of Serbian rulers.

The painted fresco decoration of the Church of the Virgin, the
work of the finest Greek artists of the times (1208/09), was
brought about through efforts of Nemanja’s sons, the influence
of St. Sava being decisive in the undertaking. The programme of
the painted decoration of Studenica, based on principles of
Byzantine art of the XI-XII century, consisted of a series of
compositions which were, in their general concept as well as in
details, more or less directly linked with the funerary character of
the Church of the Virgin. In closest connection with Nemanja’s
tomb stands, of course, the’patron’s funerary portrait painted
directly above it (presently in its XVI century version), in which
the traditional idea of an eschatological significance of donation
is illustrated by a composition in which the Virgin introduces the
patron to Christ. In that same first zone surrounding Nemanja’s
tomb we see painted a perfectly carefully concieved choice of
saints (St. Simeon Stylites, St. John Climacus, St. Athanasius the
Athonite), according to testimonies provided by various source -
all monastic and ascetic role models of Simeon’s. In contrast with
this programme, marked by a strong individual note, the higher
zones of the western bay bear, in their compositions, the univer-
sal Christian messages of salvation. That is achieved through
scenes (Raising of Lazarus, Entry of Christ into Jerusalem, the
Crucifixion, Two Marys at the Tomb) which are, in theological
writings, interpreted as prototypes of the idea of Passion and
Resurrection and are in addition, mutually liturgically connected
through services of the Holy Week. Especially rich in its range of
semantic contents was the monumental Crucifixion, which domi-
nated Studenica’s funerary space both conceptually and formaly.
Iconographically shaped so as to represent the Cross Trium-
phant, in the given context it conveyed some, for the Middle
Ages extremely significant messages about protection granted to
the ruling dynasty by the Cross Victorious.

The fresco decoration of the narthex, painted in the XVI century
but strictly following the original pattern, is also conformed to
funerary function. Along with the figure of Ana — Anastasia
kneeling in front of the Virgin, painted above her tomb, a greater
part of the wall-surface is taken up by a developed composition of
the Last Judgement - undisputedly one of the most explicit
funerary pictures in Byzantine art.

MILESEVA (Fig. 12-15, Ph. 9-11)

Despite the fact that, in the earliest period of its history,
Studenica functioned as a common family mausoleum of the
Nemanides, members of the third generation of this family had
already established the custom of each ruler erecting his own
foundation. Thus had Prince Vladislav, the future king
(1234-43), built the Church of Ascencion of the Lord at Mile3eva
at-some time around the year 1218/19, with the intention of
making it his tomb. The more recent explorations of the church
have convincingly pointed out the active role of Sava Nemanji¢ in
its construction and the creation of the concept of its fresco



decoration programme, carried out after the year 1220. At the
same time they confirmed earlier interpretations accerding to
which Sava had designated the exonarthex, built simultaneously
with the church, as his burial place. Therefore, the funerary
function of MileSeva needs to be examined on two levels: regerd-
ing the tomb of king Valdislav and regarding the translation of
the relics of Saint Sava.

While designating the place of his tomb in the body of the church,
king Vladislav had before his eyes the example of Studenica
which is why, in MileSeva, it also stands by the southern wall of
the western bay. What remains today of the funerary monument-
sarcophagus, is only the massive lid carved out of local red
marble. The influence of the prototype from Studenica in the
formation of painted fresco decoration surrounding the tomb
manifested itself in the patron’s funerary portrait on which king
Vladislav, through the mediation of the Virgin, offers the church
to Christ, and also in the composition of the Two Marys at the
Tomb placed above that portrait as an illustration of hope for
personal resurrection. On the other hand, due to a break-up of
the usual order of exposition, the overall disposition of the fresco
programme differs significantly from that of Studenica. On a
general level, the funerary character of Mile3eva is emphisised by
positioning the composition of the Ascencion in the dome. The
eschatological connotation of the Ascencion, derived from
theological-exegesial concepts of the Eastern Church, is based on
its sophisticated comparison with the Second Comming of Christ
and, as such, it appears in several mausolea of the Orthodox
world — often times accompanied by the Last Judgement in the
exonarthex, as is the case in Milefeva.

MileSeva’s two-story exonarthex, with its semicircularily vaulted
unilluminated ground floor, is constructed like a veritable tomb -~
a vault intended for Saint Sava. The first Serbian arachbiskop
and the most learned theologian of the times was, most certainly,
also the conceptual originator of the exonarthex fresco decora-
tion programme. Except for the monumental composition of the
Last Judgement ~ conforming completely with the funerary func-
tion of the space and spreading over all wall surfaces — we note
among the standing figures of saints, along with others, those
towards whom Sava felt specially inclined.

Like his father, Simeon Nemanja, Sava died abroad, in the
Bulgarian town of Trnovo whereupon he was buried in the
church dedicated to the Forty Martyrs. Similar dynastic reasons
brought about the decision to return Sava’s mortal remains to his
homeland following a well determined and established procedure
for the elevatio and translatio of relics. Upon their arrival at
Mileseva, they were at first buried in the exonarthex, to be laid in
a richly decorated casket only after their revelation and placed
beneath his portrait in the naos. Owing to the cult which
developed around the relics of the esteemed saint, Mileleva
enjoyed the status of a very highly revered holy place up to the
time when the Turks abducted Sava’s body and had it burned on
Vradar in 1594.
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SOPOCANI (Fig. 16-24, Ph. 12-13)

In contrast with his brother Vladislav whom he succeeded on the
throne, king Uro§ I (1243-1276) had already ruled for two
decades before he took to building his burial church. In the very
heart of the Serbian state, in Sopocani at the source of the Ragka
river, Uro$ built around 1260, a church dedicated to the Holy
Trinity. During the following years (1263/68) its walls were deco-
rated by a team of the best Constantinopolitan artists of the
times. Judging by given circumstances and, above all, by the
large number of representative funerary monuments, Sopoc¢ani
seem to have been concieved from the very beginning not only as
the king’s but rather as a family mausoleum too. The first burial
in the church was performed already at the time when construc-
tion was drawing to an end. At that time a tomb was built by the
northern wall of the esonarthex in which the body of the king’s
mother, Anna Dandolo, was laid. This grave was marked by a
pink marble sarcophagus, its edges decorated in sculpted profile.
The church patron, king Uro§, chose the customary place for his
burial - that by the southern wall of the western bay, and, already
during his lifetime, comissioned for himself a monumental pink
marble sarcophagus with edges sculpted in very high profile. The
tomb of archbishop Joanikije, a close friend and associate of the
king’s, located directly opposite that of Uro§, is an exception to
the known funerary practice among the Serbs in the XIII century.
Above it stands a black marble sarcophagus decorated with True
Crosses in low relief, one of the motifs characteristic of
archbishopic sarcophagi.

Several other high ranking personalities were also buried inside
the church at Sopocani. Archeological excavations of the narthex
have brought to light several underground tombs, that by the
southern wall belonging to the first abbot of the monastery.
Fragments of an inscribed sarcophagus placed above the tomb -
bear witness to that. Finally, through the initiative of Uro$ I, the
relics of his father, the first-crowned king of Serbia, Stefan, were
also transferred to Sopoéani. Their presence there did not only
raise the prestige of the monastery, but also strongly underlined
its function as a family mausoleum.

The selfawareness of the dynasty was heralded even in pictoria]
language, the fresco decoration surrounding the tombs. Here,
the motif of donation and supplication to Christ, contained
within the customary patron’s funerary portrait, is, for the first
time, linked with a representation of the genealogic procession of
the Nemanides in which the most prominent saintly ancestors
recommend the patron, king Uro§. One completely new element
— the painted halos — also testifies to the holiness of the
Nemanides. From then on this phenomenon becomes a standard
part of the iconography of Serbian rulers’ portraits. The monu-
mental and, in Serbian art, unique scene of the burial of queen
Anna above her tomb in the nathex, a detailed group portrait of
the royal family and the court, belongs to the same circle of ideas.

The programme of the painted fresco decoration of Sopocani
contains also messages of a pronounced eschatological nature.
Except for those explicitly funerary compositions, such as the
Last Judgement covering the northern wall of the narthex, the
basic dogma of salvation through the redeeming death on the
Cross, is further expounded in the western, funerary part of the
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nave through the special emphasizing of certain scenes from the
life of Jesus: the Raising of Lazarus, the Entry into Jerusalem,
the Crufixion and the Descent into Hell. The two last scenes,
placed opposite one another, exceptional even in iconography,
are certainly the axis of a complex soteriological programme
whose intention was to express the patron’s faith in his personal
resurrection and victory over death.

GRADAC (Fig. 25-29, Ph. 14-16)

Queen Jelena, wife of king Uros, also decided on raising her own
burial church. That church was the monastery church at Gradac,
dedicated to the feast of the Annunciation, and built before the
time of king Uro§’s death, in 1276. Inside the church, the patron’s
tomb is located in the traditional place, by the southern wall of
the western bay. On the other hand, archeological exploration
has shown that here the concept of burial was unusual in certain
elements. That refers to the underground tomb built with two
compartments, obviously intended for two people. This circumst-
ance, as well as the fact that two separate phases have been
confirmed in the construction, could be evidence in favor of the
hypothesis that Gradac was, in the beginning, conceived as a
common mausoleum of the royal couple, an idea later aban-
doned: A standard type marble sarcophagus was placed as a
funerary monument above queen Jelena’s tomb. It was con-
structed of vertical slabs with profiled, sculptured edges and a
low lid with slanted sides. However, in contrast to other Serbian
royal sarcophagi, this particular one is rustic and certainly the
product of local craftsmen. The same artisan made another,
smaller sarcophagus, placed opposite Jelena’s, traditionally attri-
buted to her daughter, Brnjaca.

The fresco decoration of Gradac is based in programme and
distribution on the Studenica prototype, especially as far as the
upper zones of the western, funerary bay are concerned, domi-
nated, as they are, by a Crucifixion on the western wall. Another
familiar solution, first promoted in Sopo¢ani, is that of the pat-
ron’s funerary portrait, which stresses the patron’s holy prove-
nance through the motif of the genealogical procession of promi-
pent Nemanides. On the other hand, the western bay of Gradac
shows also some completely new and unique solutions. Such is
the second zone of frescoes above the patron’s portrait, featuring
two standing figures, one of which is that of St.Trophime -
apparently the patron saint of queen Jelena. None the less
unusual is the decoration of the first zone of the western and
northern wall, with scenes of translation of relics — most probably
those of St. Sava — otherwise usually painted in latteral chapels of
Serbian churches. Finally, the decoration of the arch separating
the central from the western bay, features the Hoetimasion of a
developed type with cherubim. This Cherubic throne elevated by
angels, is interpreted in exegesis not only as an allusion to the
Second Comming, but also to an eternal dwelling within the
Kingdom of Heaven, and bears pronounced eschatological mean-
ing. In this capacity it, too, is part of the funerary programme of
the western bay of the church at Gradac.

DJURDJEVI STUPOVI (Fig. 30-31)

One of the wonderful products of Nemanja’s patronage, a
monastery complex with a church dedicated to St. George at Olg
Ras (1170-71) experienced a period of fresh drive and liveliness
towards the end of the XIII century, during the reign of kin
Dragutin (1276-1282). This Serbian ruler, the last to hold his
court at Ras, carried out extensive works within the complex, the
most significant being the erection of a small chapel on the site of
a former monastery gate. That structure, with its unique prog-
ramme of fresco decoration, has no religious compositions, but
rather historical scenes of complex political connotations: the
horizontal genealogical family tree of the Nemanides and the
four Serbian state councils. The scene of king Dragutin giving up
the throne in favor of his brother Milutin is to be found among
them.

The marble base of the former sarcophagus found in the course
of archeological excavations of the monastery complex, today
stands reconstructed in this chapel. There is no doubt that it
belongs to king Dragutin’s funerary monument. It is known for
certain that the king was buried at Djurdjevi Stupovi. However,
it is more likely that the original location of the sarcophagus was
within the main church of St.George rather than inside the
chapel, whose programme of decoration does not speak of a
funerary function. Some later sources also testify to this. Be it as
it may, a series of details tied to the problem of king Dragutin’s
burial, offspring of precisely defined rules of royal funerary prac-
tice, still remains hypothetical. That primarily refers to king
Dragutin’s request not to have his mortal remains disinterred,
which may be interpred in the light of a contemporary tendency
to deprive his branch of the family of its holy status, but also as an
expression of Dragutin’s attested affiliation with the ascetic cur-
rent of monastic tradition, which explicitly rejects the use of
funerary rites for the display of earthly glory of the deceased.

BANISKA (Fig. 32-34)

One of the most luxurious Serbian mediaeval mausolea was that
of king Milutin (1282-1321). The church was built shortly before
1316 on the site of an older episcopal seat at Banjska. It is
dedicated to St.Stephen, the guardian saint of the Nemanide
dynasty. The immediate care for the process of construction was
layed in the hands of DaniloII, the Serbian archbishop and an
exceptional conoisseur of art. Through his efforts, and the mar-
ble facades and rich sculptural decoration of the church itself,
Banjska reminded its contemporaries of the ideal model among
royal mausolea, Nemanja’s Church of the Virgin.

The unhappy fate of the church at Banjska, which had suffered
heavily already at the time of the first Turkish conquests and
which has, to the present day, remained in ruins and stripped of
its painted decoration, makes the materialization of any clear
picture of the concept of royal tombs practically impossible. One
marble fragment, which must certainly have been part of a sar-
cophagus base, identical in its profiles to those of the monument
at Djurdjevi Stupovi, could indicate a traditional choice in type
of funerary monument. Amateur digging undertaken at the
beginning of this century, as well as the only partially carried out



archeological excavations, have, however, produced some valu-
able information on burials performed at Banjska. They have
shown that some family members were buried within the narthex
as well as in the two side chapels. The well constructed under-
ground tombs and precious finds, such as the two luxurious rings,
bear witness to that. Such a concept of latteral church annexes,
designated from the outset as funerary in function, is the distinc-
tive feature of Milutin’s mausoleum and, in that sense, a depar-
ture from the known fuperary practice of the Serbs.

DECANI (Fig. 35-40, Ph. 17-20)

Like his father, king Milutin, StefanIIl Uro§ Deéanski
(1321-1331) wanted his mausoleum to be the materialization of
the ideal embodied in Studenica. Under supervision from
DaniloII, his foundation dedicated to Christ the Pantocrator at
Decani was built and decorated in marble (1334/35) by artisans
and craftsmen from the coastal region. Observing an established
custom, Stefan Decanski prepared for himself a tomb within the
church which, in its main features, follows older models. At the
same time, however, it presents us with a completely new con-
cept. Its ties with tradition are reflected in the type of the king’s
sarcophagus, an excellently carved red marble monument, simple
in form and decorated only by sculptured profiles, executed in
accordance with the classical cannon. Another sarcophagus, simi-
lar in form but smaller, surely belonging to Maria Paleologina,
the wife of Stefan Decanski, was placed by its side. The free
standing disposition of the king’s sarcophagus is an absolute
novelty and at the same time a striking aberration from Eastern
Christian and Serbian funerary customs, as well as an advance
towards Western practice. The placing of funerary monuments of
the royal couple next to each other should also be ascribed to the
same sphere of influence, for it had no analogies in the contem-
porary funerary practice in Serbia. Such motivation towards a
different concept of the royal tomb should probably be inter-
preted on a broader scale — by a change in ideology and by the
growing selfawareness of the dynasty, both of which were being
stated in their fullest sense since the time of king Milutin. These
phenomena brought about a new concept of royal portraits — the
trend of leaving behind the “patron” and “family” type and
adopting the stately, representative type of portrait. Such rep-
resentative portraits, with the figure in official, stately, ornate
dress, directly facing the viewer, are to be found on the southern
wall of the church at De&ani, beneath the bust of Jesus offering
benediction. The emphasis placed on the eschatological connota-
tion of the act of patronage, makes way here to profession of the
elevated status of the ruler, an act in which the portrait itself is
deprived of much of its funerary character.

Keeping with the hallowed custom, according to which the relics
of most Serbian rulers revealed themselves as miraculous after
burial and were then raised from the grave and laid into a
precious reliquiary casket — Stefan Delanski was also given his
“second grave” after the establishment of his cult. His casket,
carved in wood and decorated in relief with motifs symbolizing
the other-worldly, heavenly dwellings, is the only Serbian
mediaeval casket preserved until today. It was placed beneath
the portrait of Decdanski, made after the time of his death and
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occupying an honorary position by the iconostasis. The long
accompanying inscription provides precise guidelines in inter-
preting the meaning of this portrait, on which Decanski is shown
not only as the patron of the church, but rather as a saint — there
to intercede for his descendants at the time of the Last Judge-
ment, -

The feat of covering the huge interior with frescoes was
embarked upon during the reign of Stefan’s son, later emperor
Dusan, and brought to a finish by the year 1347/48. Compared to
funerary programmes of preceding Nemanide mausolea, that of
Decani is considerably more complex and theologically very
learned, following principles of Byzantine art of the period. The
novelty lies first in the concept acording to which an eschatologi-
cally coloured programme does not only occupy the customary
western part of the church — where we find an extensive, icono-
graphically very interesting composition of the Last Judgement —
but the eastern as well, by the iconostasis. Such a solution was
probably caused by the existence of the two tombs of Stefan
Decanski: the marble sarcophagus and the casket holding his
relics. Characteristically, both programmes are pervaded with
similar concepts and are, despite all differences, expressed
through a similar language of iconography. The idea of interced-
ing saints, very much underlined, is represented in both the
eastern and the western part of the church by the composition of
Deesis — as a pictorialization of supplication for mercy through
the mediation of the Virgin and John the Baptist and other saints,
100, among whom St. Nicholas assumes an honorary place. Both
programmes strongly stress the key dogma of Orthodox soterio-
logy — the suffering of Christ as condition for the comming of the
future Kingdom of the Lord. Thus, the understanding of Christ’s
sacrifice, received through the Holy Gifts of the eucharist, is
illustrated on the western wall by a depiction of a Hoetimasia
with a patene bearing the body of Christ. This picture is com-
plemented by the one on the eastern wall, showing the
Hoetimasia with a chalice containing the blood of Christ.

Except for eschatological subjects, the presence of royal tombs in
Detani has also been the cause of appearance of other conceptual
solutions in the programme of decoration. The western wall of
the church, directly opposite the tombs, is covered by a monu-
mental depiction of the Tree of Jesse on the backside of which,
actually the eastern wall of the narthex, stands the fanply tree of
the Nemanides. The daring idea of comparing Nemanide ances-
tors with those of Christ, present also in old Serbian texts, func-
tioned obviously as part of the glorification of the holy-born
dynasty, and the presence of royal tombs certainly only added to
its credibility.

In relation to tradition, Dedani bring about yet an_other .big
novelty concerning sepulchral practices. This, namely, is the first
church in which members of the aristocracy and not those of the
ruler’s family, are buried within the nartex. The most representa-
tive tomb, comprising of a marble sarcophagus and a painted
portrait above it, is evidence enough that the higher aristocracy
had begun to emulate the, until then, exclusively royal type of
funerary monument. This phenomenon points out the br;ak-
through of new concepts and a change of the estabhshed relations
between the ruler and the aristocracy set already, as far as burial
is concerned, in mausolea of the XIII century.
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THE HOLY ARCHANGELS NEAR PRIZREN (Fig. 41-43, Ph. 21)

The custom of founding splendid royal endowments continued
during the reign of king, later emperor Stefan Duan
(1331-1355), when both the Serbian state and its ruler rose to the
apogee of their power. Duan’s burial church, completed around
the year 1352 and dedicated to archangels Michael and Gabriel,
is the first Serbian royal mausoleum whose architectural concept
departs from that of the Rafka school type of ground-plan in
favor of a cross-inscribed-in-square type of ground-plan, charac-
teristic for Byzantine architecture. Fidelity to the common pro-
totype is here kept only in the imitation of exterior appearance
and the sculptural decoration of the facades.

During the period of Turkish rule the Church of the Holy
Archangels suffered heavy destruction, which makes it imposs-
ible to form any complete picture of its patron’s tomb. Explora-
tion of the monument, undertaken in two separate campaigns,
has, nevertheless, clearly shown that an absolute break with
Byzantine and contemporary Serbian sepulchral practice did
occur in the shaping of Duan’s tomb. The only remaining ele-
ment of Serbian funerary practice is the location of the tomb, on
the southern side of the western bay where a carefully built tomb
was discovered. The funerary monument was, however, model-
led on western European examples, as a gisant — a reclining effigy
of the deceased, of which only a few fragments remain today. A
construction on the southern wall which at one time used to
consist of a row of arcades on colonettes and other elements, lost
today, speaks also of a new concept and architectural furnishing
of the area surrounding the tomb. '

The whole solution of emperor DuSan’s funerary monument
remains a solitary example in Serbian sepulchral art. Such a
radical innovation had no roots in contemporary tradition, and it
appears that its application should be contemplated in the con-
text of development of royal ideology — as an adoption of a
representative and certified mean of promoting not only the idea
of the Empire but also the personality of the Emperor himself.

ROYAL TOMBS IN SERBIAN LANDS AFTER
THE NEMANIDES

THE MORAVA REGION

The death of emperor Dusan (1355) and especially the battle on
the Marica (1371), marked the end of a great epoch of Serbian
history, that of the Nemanides. During the comming times, the
future destiny of the state was determined by battles fought
against the Turkish Empire, already well rooted on the Balkan
Penninsula, as well as by attempts to put an end to the process of
internal desintegration within Serbia. The person held most
responsible for keeping the integrity of the state under the new
circumstances was prince Lazar Hrebeljanovié¢ (1372-1389), who
united the still free lands of the river valleys of the three
Moravas, thus initiating there a strong flowering of culture.

In his actions for state sovereignity, one of prince Lazar’s main
tendencies was that of revival of Nemanide traditions. The effort

and care he put into raising his foundation-endowment, the
monastery of Ravanica with a church dedicated to the Ascension
of the Lord, begun after 1375 and completely finished in the
second half of the ninth decade, should also be viewed in the light
of this fact. In its architectural concept, this structure is a specific
mixture of forms which can be traced back to triconchs of Mount
Athos and to royal mausolea of the XIV century, especially to
Dusan’s Holy Archangels (Fig. 44). As far as its function is
concerned, Ravanica, conceived as prince Lazar’s burial church,
is the materialization of Nemanide heritage. Above all, that
refers to the establishment of the prince’s cult through a tradi-
tional elevatio and translatio of his relics, the final consequence
of this act being the creation of a sacral center at his foundation.
On the other hand, different historical circumstances and, above
all, the death of prince Lazar in the battle of Kosovo, effectuated
a change of the older models. Being the first Serbian ruler to
loose his life on the battlefield, Lazar was, in the literary-liturgi-
cal texts created to meet the needs of his cult, attributed a
completely new status, that of a martyr-saint. That introduced
new elements to the traditional image of a Serbian ruler’s and
essentially decided the character of celebration of his sanctity.

Any possible influence of Nemanide mausolea on the original
concept of Lazar’s tomb is much more difficult to ascertain due,
above all, to utterly scarce material evidence. The custom of
placing the tomb underneath the patron’s portrait, which has a
new place in Ravanica, on the western wall of the church - is in
Lazar’s case denied by a series of facts: archeological evidence,
travellers’ chronicles and the location of other tombs within the
church. It is much more probable that the original tomb, if,
indeed, it did exist, was located in the traditional place, the
southwestern part of the church — the place where, judging by all
existing evidence, the casket holding his relics was placed after
their translation to Ravanica. In that case, the separation of the
patron’s portrait and his tomb should be considered a new and
unusual phenomenon. Another novelty is also the absence of an
eschatologically coloured programme in the fresco decoration of
Ravanica.

Towards the close of the ninth decade of the XIV century, a.
separate endowment — the monastery of Ljubostinja with a
church dedicated to the Dormition — was founded by Milica,
prince Lazar’s widow (Fig. 45). The present state of the tombs in
Ljubostinja’s nave and narthex, having been altered during the
course of time, considerably impedes any recognition of the
original plan of the patron’s tomb. Available evidence shows that
princess Milica was buried in the southeastern part of the nave.
At the beginning of this century one spaciously built under-
ground tomb was discovered in that area (Fig. 46). Above it, on
the western wall, Milica’s funerary patron’s portrait could still be
seen during the last century.

The most representative and at the same time the last preservad
burial church in Serbia of the Morava art school period, is
Resava, founded by Lazar’s son, despot Stefan (1402-1427). The
church dedicated to the Holy Trinity was built by 1418. Apart
from the attested good taste of its patron it also reveals a double
set of influences: taking after Ravanica, its plan is that of a
triconch with five domes while its facades, reveted with finely
masoned and polished blocks of stone, depart from the custom of




the times and are an obvious continuation of Nemanide tradition
(Fig. 47).

As in other mausolea of the period, not even the slightest traces
of despot Stefan’s tomb have been preserved. There is no reason,
however, to doubt evidence supplied by Constantine the
Philosopher, biographer and contemporary of the despot, who
states that Stefan’s body was laid west of the church entrance,
that is to say - in its southwestern corner. In Resava, the patron’s
portrait is to found on the western wall, a disposition surely
influenced by Ravanica, which additionally confirms the idea that
portraits of patrons have, during this period, lost their pro-
nounced eschatological meaning and their immediate funerary
function of earlier times.

BOSNIA

In the times after the departure of the hallowed Serbian dynasty
from the political scene, and the ensuing period of owerpowering
regional rulers, one Bosnian ruler, “ban” and later king Tvrtko
(1353-1390), appeared as a candidate possibly to inherit and
continue the traditions of the Serbian state. At Mili, near Visoko,
the crowning place of Bosnian rulers, he rebuilt the former
Franciscan church of St. Nicholas and prepared there a tomb for
himself (Fig. 48). Archeological excavations of the monument
have shown that Tvrtko’s tomb was located in front of the altar
and that it consisted of a deep underground tomb and a funerary
monument raised above the ground in the shape of a specific.
simple type of tombstone — “steak” — with two slanted sides.
This concept clearly indicates a departure from Serbian
Nemanide tradition in favor of a solution which represents a
symbiosis of Western concepts and local sepulchral forms.

A much more decided turn towards total adoption of Western
European funerary customs has been enacted at Bobovac, the
second mausoleum of Bosnian kings. The location of the tombs
in the royal chapel, their honorary position in front of the altar
and their type, in the shape of reclining figures of the deceased,
convincingly testify to this (Fig. 49-50). A choice such as this was
the logical consequence of an increasingly determined shift in
Bosnia towards Catholic Europe. The kingdom established by
Tvrtko’s crowning in Orthodox rites, began gradually to affiliate
itself with Hungary, a process which ended in Catholic rites of
throne-ascencion of the succeeding Bosnian rulers.

HUM - HERCEGOVINA

In the region of Hum, the one-time peripheral district of the
Serbian state which had, since the days of king Tvrtko, been
under the rule of the Kosaca family, events took another, diffe-
rent course. In these parts, a specific culture and architectural
programme reached the fullest extent of their expression in the
two funerary churches of the Kosaga family built on Séepan-
-polje. Those are the church of St. Stephen, endowment of San-
dalj Hrani¢ from the year 1421, and the funerary church of
herceg Stefan at the foot of the fortified city of Sokol. The
Kosaca tombs are marked by local sepulchral monuments in the
form of “ste¢ak”. However, the other solutions to be seen in their
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mausoleums are examples of directly inherited Nemanide tradi-
tion. That is attested not only by the Ra3ka school type of
ground-plan of their churches on Séepan-polje but also by the
fact that members of the Kosaca family were, as opposed to
Bosnian rulers, buried in the western part of the church - thus
accepting the essential concept of hierarchy of sacral spaces in the
spirit of traditional Nemanide customs.

THE ROYAL TOMB IN MEDIAEVAL EUROPE

The chapter dedicated to the problem of the mediaeval royal
tomb in both the eastern and the western parts of the Christian .
world did not have as one of its objectives the review of royal
funerary art during the Middle Ages. Within the perimeters of
this specific field of creativity, its purpose is to present the basic
issues: the way of burial, the status of the body of the deceased,
the type and shape of the funerary monument as well as the circle
of ideas from which the final concept of a royal tomb originates.
An attempt has thus been made to point out the reference points
of a much wider, larger-scale system which should necessarily be
kept in mind when trying to interpret Serbian sepulchral objects,
concentrating on establishing their specific characteristics and
their place within the framework of funerary art of the Middle
Ages.

In this chapter, special and somewhat more extensive attention is
dedicated to Byzantine funerary monuments, above allo those
from Constantinople which had, throughout the Middle Ages,
essentially influenced the concept of the most representative
tombs of the Christian world. While discussing this question, the
difference between imperial burials of the first millenium and
those of the epoch beginning with the XI century, insufficiently
underlined in the science of today, was especially insisted upon.
The royal tomb of the early period is thus a true and faithful heir
to traditions of the antiquity, a fact attested by the custom of
laying the bodies of the deceased in monolithic sarcophagi, as
well as by the representative function of these monuments. Dur-
ing the late Middle Ages the concept of burial undergoes “chris-
tianization”, a process reflected in the practice of laying the
emperor’s body in the ground and also in the new.custom of
emperors taking the monastic vow before death.

A separate, shorter look is taken at royal funerary art of the
period of Latine rule in Constantinople, with new centers of
Byzantine statehood forming in Nicea, Trebisond and Epirus.
Influences of Byzantine funerary art in Slavic lands, Russia and
Bulgaria, as well as its echoes in Italy are also briefly reviewed.

Finally, based on the extensive and both contents and method

wise rich literature on the subject, the basic results of research-
carried out so far on royal funerary art of Catholic Europe are

also outlined. The genesis of major elements of funerary prac-

tice, such as the general concept of a chuch-mausoleum, the way

of burial and commemoration, the location and shape of funerary

monuments, with special attention bestowed upon their ideologi-

cal background, i.e. the function of royal tombs in affirmation of

dynasty and statehood, are discussed in this chapter.
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GENERAL CHARACTERISTICS OF THE
SERBIAN ROYAL TOMB

BASIC IDEOLOGICAL CONCEPTS

In mediaeval Europe, whether Orthodox or Catholic, the royal
tomb was one of those phenomena which were the converging
points of the most significant ideas and creative accomplishments
of a certain community and epoch. As a cult object, it was the
conceptual nucleus of royal mausolea — tombs in a broader sense
of the word. Created as the supreme form of active piety, whose
aim is to ensure the salvation of the soul through material offer-
ings, royal tombs had also another, more complex meaning. This
meaning stemmed out of the idea that the ruler, as the God
designated leader and shepard of his people, took onto himself
the responsibility not only for his personal redemption, but aiso
for the collective redemption of his subjects. A sacral concept of
the institution of kingship, whose sanctity spread onto the state
itself and “the chosen people”, lay at the foundation of such an
idea. The ideal prototype upon which it was based was the
establishment of a cult around a national ruler-saint, focused on
his tomb. Such a function of royal tombs is inevitably the cause of
great significance of royal mausolea which, as a rule, become the
most important state and church centers and in which messages
tied to dynastic ideology, set against a background of general
eschatological programmes, receive a prominent place. Tombs of

Serbian rulers, founded upon these broad, all-encompassing con- .

cepts, had two basic functions: one soteriological and the other
pertaining to the state and the dynasty, or rather, political in
today’s sense of the word. The ideological basis upon which they
rested was itself founded upon the mausoleum of the dynasty’s
progenitor, Nemanja’s Studenica. Apart from the indisputable
contribution of Simeon Nemanja himself, his son Sava also
played a decisive role in their creation. It is, therefore, necessary
to view the two principal functions of the Serbian royal tomb, the
soteriological and the dynastic, in the light of St. Sava’s theologi-
cal concepts, all the more besause those exact ideas remained a
lasting basis of general concepts of Serbian mausolea throughout
the Middle Ages.

While shaping the basic guidelines of theological thought and
practice, to become the essence of religious profession of the
Serbian Chruch, Sava confirmed his profound devotion to cle-
mental traditions of Orthodox spirituality. As a measure of true
faith he accepted the teachings of the fathers of the Church. The
content of Serbian mediaeval texts — those of St. Sava himself as
well as those of his biographers and followers — testify to this
claim. Proof of this thesis is given also by the contents of the
oldest Serbian library which, apart from books used in liturgical
rites, consisted for the most part of early Byzantine patristic
texts. Sava formed his personal understanding of the true faith
upon the most significant dogmas of Eastern Christianity: the
teachings on the Holy Trinity and the Incarnation of Christ —i.e.
Christology understood as an economy of salvation through the
Incarnation, the Passion and the Resurrection. These essential
premises of Orthodoxy logically produced the dogmatic views
pertaining to the soteriological and eschatological concepts of
St. Sava’s theology. -

Sava thus professes the fundamental teaching of the Eastern
Church - that the salvation of mankind is performed by the whole
Person of Christ, through stages of the economy of salvation, in
which the delivering power of Christ is especially apparent in
certain of his deeds, culminating in His death on the Cross which
denotes victory over sin and the Devil, the justification of human
nature and its reconciliation with God. In the religious teaching
of St. Sava special emphasis is placed on an important soteriologi-
cal idea that man is, through his likeness to God - acquired
through Incarnation, not only called upon but also predestined
for eternal life. This fundamental view of Orthodox anthropology
is completed by interpereting Christ as lover of mankind, i.e. by
the idea of the love of God as the moving force through which the
redeeming deed was accomplished.

Eschatological subjects, expressed in ponderings on the Second
Comming of Christ and the destiny of souls in the afterlife, make
up an important part of St. Sava’s teachings as well as those of
other Serbian authors of a later date, especilally those of
archbishop Danilo IT. Sava’s theology is on the whole permeated
by eschatological sentiment and, like his views on soteriology,
these standpoints of his consist of an independant compilation of
biblical! and patristic texts. One such teaching is that on the
immortality of the soul, as the only absolute value upon which
the reality of resurrection is based. This teaching, on the other
hand, lies at the source of the idea of worthlessness of the
material world, the stage to sin and passions. The concepts on the
fate of the soul after death are also adopted from the same source
and then further expounded in descriptions of the ascent of the
righteous soul unto the Kingdom of Heaven. St. Sava’s teaching
on Individual Judgement and the Second Comming also belongs,
in its entirety, to the Oethodox philosphy of eschatology. Thus,
the idea of Telonia at the time of the Individual Judgement, when
the soul is called upon to render account of all its lifetime deeds,
appears more than once in old Serbian biographies. The dogma-
tic perplexities and complexity of this teaching, concerning the
issue of finality of God’s verdict, is probably the reason behind an
evident lack of clear differentiation, in some Serbian texts, bet-
ween reward and punishment at the time of the Individual and
the Last Judgement. However, it is important to stress that the
Serbs adopted a belief - especially emphasized by Domentijan in
his rendering of Simeon Nemanja’s life — that the righteous souls
can directly be introduced into the abode of Paradise, immedi-
ately after death, a privilege granted only to the greatest Christ-
ian ascetics. Ponderings on the Second Comming assume central
position in the eschatological concepts of St.Sava, inspired
mostly by biblical texts and also by the “Word on the Second
Comming” of Ephrem the Syrian. The majesty of the event and
the inexorability of the Judge is permanently underlined in these
texts and, above all, the moral lesson that each individual shall be
judged according to the measure of virtue achieved during his
lifetime. Following patristic dogma on the Last Judgement, Sava
also adopts their teaching on the fate of .the bodies of those
resurrected — a fate befitting their deeds. Sava juxtaposes the
inexpressible blessedness of the righteous, comming from the
proximity and the contemplation of God, to the eternal suffering
of the damned, thus conveying a message of timely repent.

One of the principal characteristics of Serbian theological



thought, as formed by St. Sava, lies in its unbreakable tie to the
ethical. That phenomenon is typical of Byzantine theology in
which each dogma, however apstract in content, possesses at the
same time a moral value and stands as a measure of all human
activity. The fundamental moral imperative for accomplishing
individual salvation is being Christ-like, a trait specially stressed
by St. Sava while creating the saintly image of his father. In that
manner Sava set, for the first time, the ideal moral role-model of
Serbian rulers. The very contents of a ruler’s life are, thus,
voluntary performances of virtues defined already in the Gospels
and strife against sin — immitating Christ and attempting to
establish within himself an elemental image of the Lord. This
inner struggle for the acquisition of virtue is basically an
embracement of ascetism as a way of life, culminating in the
choice of monastic vow-taking. Ascetism professed in the “Lad-
der of Divine Ascent” by John Climacus played a decisive role in
the formation of such etic ideals in Serbia. It is cleary present and
recognizable in Serbian texts, whether in direct quotations and
paraphrasing or in its general spirit. Moral norms, originating in
soteriological dogmas and based on a request for constant striv-
ing towards the higher and the better, have definitely formed the
ideal ethic habitus of Serbian rulers in which they actually, during
their lifetimes, repeated the general soteriological process. We
speak here of one of the essential ideals as a component without
which it is virtually impossible to understand the culture of
mediaeval Serbia and its manifestations.

Although Serbian rulers regarded agon (&y®dv) as an essential
path to the salvation of the soul, their piety was rather dynamic
and actively turned towards the world around them. One of the
most significant forms in which the expression of their active
peity has come down to us are their endowments, results of their
patronage. Along with other character traits and merits, patron-
age and endowment founding was regarded as an exemplary
virtue of a Serbian ruler. Being directly linked to the salvation of
the soul, this activity of theirs was unambiguously soteriologically
based. The progenitor of the dynasty, Simeon Nemanja, had
already established the custom of founding and bestowing chur-
ches-endowments, a pracitice followed by all of his descendants
and successors. Written sources clearly testify that the act of
donation was regarded as material guarantee in acquiring ever-
lasting memory — a prayer for the salvation of the soul said
repreatedly throughout a churh service — the most significant
ritual right of the endowment’s founder. In this manner, burial
churches of Serbian rulers aqcuired the extrordinarily important
function of “liturgical memoriae”. Apart from that, using the
customary patron’s right to a tomb within his church, the found-
ers shaped their mausolea also as »historisal memoriae«. These
»historical memoriac« were made out of the elements of the
funerary ensamble which, apart from the funerary monument
itself, encompassed also a conceptualized programme of paint-
ings. This programme represented the “historical” context — it
served to establish the status of the ruler within the universal —
Christian and the material world order. As in other parts of the
Christian world, tombs of Serbian rulers are not only just “pri-
vate memoriae”. They are also subjected to the broader interests
of society with a wide range of intentions — from the practical and
the enlightening to the mission of collective salvation. Such a
range of functions is a logical consequence of the suprapersonal
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nature of East Christian and Serbian concepts of soteriology,
according to which the personal salvation of a ruler may be
accomplished only on a broader, ecumenical plan, and is insepar-
ably tied to the safe-keeping of his homeland.

As in most other young European states passing through a
phase of state and national consolidation, in Serbia, too, the
cult of dynasty members, formed immediately around their
tombs, stood at the core of royal ideology. Along with an
indisputable spiriutal meaning, the cult of rulers in Serbia func-
tioned also in the form in which it was established by St. Sava
upon the cannonization of St.Simeon, the first national saint,
within the framework of Nemanide secular power. The form of
sainthood celebration was directly inspired by early and, above
all, by middle Byzantine hagiographic literature which, during
the course of time, produced a complete image of death and
revelation of a holy person. A series of common conditions
was subjected to that purpose: the presentiment of death, the
appearance of angelic powers at the moment of death,
radiance and exudation of fine odours by the deceased fol-
lowed by a solemn funeral with psalm-singing. After death, the
deceased reveals his sanctity through an omen. His body is
then lifted out of the ground (elevatio) and transferred to his
new grave (translatio) where it performs miracles, especially
healings, thereby practically confirming cannonization. Liter-
ary-liturgical texts are thereupon written in honour and for the
purpose of the saint’s cult. All these elements, in that exact
chronological and compositional order, were present in
descriptions of deaths of Serbian ruler-saints and implemented
for the first time in the function of St.Simeon’s cult. St. Sava,
its conceptual originator, did not only give it its basic form, but
also enacted it himself, He had excellent knowledge of the
dogmatic background against which the Eastern Church set the
veneration of the hallowed and was, to an equal extent, aware
of how significant their relics were for the state. Sava the Ser-
bian also knew well that, in the Christian world, the myrrh-
exuding saints enjoyed the greatest degree of respect. Along
with others, some rulers — protectors of state were to be found .
in their ranks. He, therefore, modelled the cult of St.Simeon
in this vein, inspired directly by a great example — the cult of
St. Demetrius of Thessaloniki. Thus, he created a conceptual
platform, in the spirit of the theological teaching of St.John
the Damascene, based on which he could accord the relics of
St. Simeon the role of “salvation-bearing sources”. From then
on, at the very heart of Serbian dynastic ideology there lay a
charismatic ruler-saint as warrant of the collective salvation of
the nation. Tombs holding relics of saints were venerated in
liturgical forms and also in popular religious practices, attesting
the legitimacy of the dynasty and extending a much needed
measure of self-awareness to the state and incorporating it, at
the same time and in a befitting manner, into the worldwide-
family of nations.

THE CONCEPT AND EXECUTION OF ROYAL TOMBS

The Serbian royal tomb encompasses, in the first place, the
endowment church itself. The custom among Serbian rulers of
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erecting such monumental burial places for themselves was set
already at the time of the building of Studenica, the progenitor
among mausolea. Although burials performed there could indi-
cate the patron’s intention of making it a family mausoleum, later
pracitice shows that each individual Serbian ruler took to erecting
his own burial church. The decision to do so could at the same
time be considered as one of the basic characteristics of Serbian
royal funerary customs. Although Serbian endowments were not
family-dynastic in nature in the same way as the great royal
mausolea of the East or the West, the number and stateliness of
tombs could, in some cases (Studenica, Sopoéani), indicate that
such an idea was, indeed, present and thoughtfully employed. On
the other hand, rare are the cases, and typical only of the later
period beginning with the second half of the XIV century, in
which any high ranking personage, outside of the royal family, is
buried within a royal endowment.

Mausolea of Serbian rulers were dedicated to a host of various
saints. This matter should be contemplated in close connection
with royal ideology. Nemanja, a great jupanus by rank, did, thus,
dedicate his church to the Virgin Evergetide, his mediatrix before
Christ. At that time his status in the world state order did not
permit him to address the Saviour directly. The rise of Serbian
rulers in the ranks of Byzantine hierarchy and their acquisition of
the royal title was soon reflected in a new and differing choice of
the prime guardian saint. After Nemanja’s Studenica, only the
mausolea of queens and wives of other rulers are dedicated to the
Virgin and her feasts — queen Jelena’s Gradac (the Annuncia-
tion) and princess Milica’s Ljubostinja (the Dormition). Typi-
cally, a great majority of Serbian rulers dedicated their burial
churches to Christ or the Feasts of the Lord. Nevertheless, such a
choice of dedication was never a firmly set rule. King Milutin’s
Banjska celebrated St.Stephen, guardian of the Serbian state
and dynasty, while the special reasons of emperor DuSan for
dedicating his church to the Holy Archangels should be sought
out in the attributes of these heavenly archistratigos — protectors
of warrior-emperors.

Serbian royal mausolea were, no doubt, the most representative
monuments of their time and, as such, they were the embodiment
of the contemporary concept of beauty. Regardless of occasional
changes in taste and aesthetic ideals — expressed either by a
simple, formal monumentality of XIII century mausolea, by the
grandeur, abundance and luxury of those of the XIV or by an
inclination towards picturesque but refined effects of Serbian
mausolea of the Morava art school period - they are examples of
the fullest materialization of the mediaeval concept of art func-
tion, based on an anagogical understanding of beauty as an
attribute of the Most High. At the core of this concept lay the
aesthetic of luminosity, achieved in art through the use of gold,
employed most profusely in the royal burial churches themselves.
The Gold on frescoes, church furniture and liturgical furnishings
conveyed messages of the patron’s power and, as witnessed by
written sources, had also a higher meaning: it was expected of the
onlooker, part-taker in the liturgical life of the Chruch, to view
these objects and works of art with “God-enlightened eyes” and
to receive them through “senses of supreme Wisdom”. From the
art perception point of view, this was a specific way of perceiving
inherent to the Middle Ages, intensive and, in meaning, equalled
with prayer.

In Serbian mediaeval mausolea the founder’s tomb was always
located in the western part of the church, on its southern side.
The tomb’s such location is certainly one of the essential charac-
teristics of royal burials in Serbia, all the more because it came to
be a rule, adhered to with unparalleled consistency. Within the
church interior the western part was the lowest ranking in degree
of sancitity. The choice of this spot for one’s burial, made already
by Simeon Nemanja, had to be in accordance with one’s personal
understanding of one’s place in the general order of the universe,
transposed onto the microcosm of the church. Owing to Neman-
ja’s such designation of his burial place, more than anything else,
the prototype of Studenica remained influential throughout the
Middle Ages. The increasing power of Serbian rulers and their
advancing up the ladder of Byzantine hierarchy was not matched
by their pretentions to a more honorary place of burial, closer to
the altar, the spot where the rulers of the Christian West were
buried. Such an honor was granted to Serbian rulers only in cases
of sainthood — after the revelation of their relics, when they were
layed into reliquiary caskets in front of the altar. This way, the
relics would not only litterally approach the holiest of spaces in
which the liturgical memory services were performed but they
would also, in a certain sense, become part of this space, the
newly elected saint gaining the status of intercessor part-taking in
the all-enveloping prayer for the salvation of the soul.

During the construction of Serbian mausolea no great import-
ance was ever attached to certain specific, typical “funerary”
architectural concepts and forms. Of much greater and seemingly
decisive significance, was the act of immitation of the unique
prototype created in Nemanja’s burial church. The importance of
this model is attested not only by a persistent keeping to a set
location of burial, but also by its numerous later imitations,
performed in accordance with the mediaeval understanding of
similarity. The radiating power of this example finds its most
eloquent confirmation of foundations dating to that period begin-
ning with the reign of king Milutin (Banjska, Decani, the Holy
Archangels), with facades reveted with marble blocks and deco-
rated with luxorious sculptural ensambles, totally out of the
mainstream current of architecture of the times. In Serbia, these
sculptural ensambles appear, typically, only on tomb-churches of
its rulers. The role of their artistic programmes, seen in a general
soteriological context, deserves further detailed studying.

The Serbian royal tomb was a complex sepulchral entity consist-
ing of three basic elements: an underground tomb, a monument
on the ground and a fresco portrait above it ~ placed, as a rule, in
the broader context of a soteriologically based painted decora-
tion programme.

The underground tomb (sepulcrum), the only existing type of
grave during the early Christian period was still in use during the
high Middle Ages: in funerary art of the West it lives in con-
tinuity marked, from the XI century on, by funerary monuments
of increasing grandeur. At the about the same time, the appear-
ance of the underground tomb becomes a significant novelty in
the Byzantine world, marking a break with the antique custom of
laying bodies into monumental sarcophagi. This phenomenon
was matched by a new practice among Byzantine emperors of
taking monastic vows before death. Regarded in this wider con-
text, it may logically be concluded that the only type of burial



befitting Serbian rulers — whose ideology promoted monasticism
— was that during which the body was layed into the ground. This
mode of burial is based on a fundamental Christian viewpoint,
often mentioned in old Serbian texts, that the human body is
made of earth and that unto earth it should return. All excava-
tions of Serbian royal mausolea performed to day have confirmed
the existence of underground tomb. As a rule, they were pre-
pared during the course of constructions of the churches, care-
fully reveted with stone blocks and often closed off with special
slabs, upon which the sarcophagus was then placed.

The funerary monuments placed above ground (monumentumy),
were always in the shape of monumental sarcophagi. Judging by
their function, these installations were actually stripped of their
primary purpose: these sarcophagi never served for the act of
burial itself but rather as gravestones, funerary monuments, and
parts of the church furniture. In complete accordance with their
role, Serbian sarcophagi were not of a monolithic but, without a
single exception, of a composite structure. The prototype of royal
sarcophagi was shaped towards the end of the XII century in
Studenica and did not undergo essential changes until the time of
emperor Du3an. It was constructed out of four marble side-slabs
forming a rectangular coffin covered by a low monolithic lid with
slanting sides. Its only decoration were its edges and comers
sculpted in higher profile. An absolute lack of sculptural decora-
tion and inscriptions is also typical of Serbian royal sarcophagi, a
phenomenon for which no easy, one-sided explanation.can be
found. Nevertheless, it seems that the logical reason behind the
lack of inscriptions lies in the very character and meaning of the
royal tomb as an “historic memory”. Namely, an inscription as an
instrument of identification of the deceased was here substituted
by a most representative form — a portrait of the patron painted
on the wall above his tomb, accompanied always by an inscrip-
tion. The missing sculptural ornamentation of royal sarcophagi is
an even more unusual phenomenon, all the more because funer-
ary monuments of the high prelates of the Church bore rich
sculptural decoration. A good measure of the consistency with
which the Serbs executed such a concept of royal monuments is
certainly the result of their copying the “legitimate” prototype,
the sarcophagus of Simeon Nemanja from Studenica. This
phenomenon, however, could also have had deeper connota-
tions, if one keeps in mind that the tendency of rejecting
ornamentation characterizes a significant number of funerary
monuments of the Byzantine world. It could be interpreted in
light of the ever present and renewed elemental Christian tradi-
tion — expressed in a well known metaphore as “whited sepul-
chres” (Matt. 23, 27) — according to which a richly ornamented
tomb is a sign of personal vanity and lack of true piety. Such a
viewpoint could all the more be relevant for the choice made by
Serbian rulers who, as we know, were, according to proclaimed
principles, exemplars of Christian virtues and who died and were
buried following monastic customs.

The fact that the Serbs were well acquainted with richly deco-
rated royal tombs - their reliquiary caskets used, however, as
coffins exclusively for the keeping of relics of canonized ruler-
saints — could also indicate that some special idea conditioned the
absence of ornaments on their royal sarcophagi. The above men-
tioned reliquiary caskets are wooden coffins, painted and gilded,
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with sculptural motifs in relief representing the familiar symbols
of the otherworldly abode of Paradise. The striking difference
between the simple and reduced stone tomb — sarcophagus, and
the splendid, luxurious “second grave” — the wooden reliquiary

_casket is hardly accidental. While the “first grave” marked the

place of burial of the earthly body, the “second”, like its position,
spoke of the new status of the relics and served as an instrument
in celebrating their sanctity.

The basic difficulty faced when attempting to seek out the pro-
totype and origin of Serbian sarcophagi lies exactly in the utter
simplicity of these monuments, repeating the archetypal shape of
the “domus aeterna” which the Christian world innerited from
the antique. The Serbs could have encountered this house--
shaped type of sarcophagus through their connections with coas-
tal cities, the most often recurring hometowns of artisans who
sculpted their royal funerary monuments. On the other hand,
keeping in mind the fact that this type of monument was first

- used at the time of Simeon Nemanja, as well as the fact that very

simple sarcophagi did also exist in Constantinople — as part of the
marble decoration of church interiors, the replica of which we see
in Studenica — the influence of the capital of the Byzantine
Empire imposes itself as decisive. The great jupanus of Serbia
could have found the models from the capital attractive not only
because’ of their high artistic quality. As proven tools of royal
representation, they certainly enjoyed, in the eyes of the Serbs,
the significance of an ideal prototype. Some existing analogies
could also testify to this. Among them, the funerary monument
of the blessed Meletios (XII century), found in a monastery
bearing his name near Kiteron, is particularily significant
(Fig. 53). The tomb at Osios Meletios, which certainly immitates
those of Constantinople, is of key importance in understanding
the origin of royal funerary monuments in Serbia. Its concept,
encompassing an underground tomb, a simple composite sar-
cophagus with profiled edges and a painting above it, is most
closely related to that of Nemanja’s tomb at Studenica,
approaching it in chronology as well.

Once established, the solution of royal funerary monuments set -
in Studenica was accepted, practically without any alterations, by
several succeeding generations of the Nemanides. This prototype
began loosing its impact at some time during the reign of Stefan
Decanski with the new tendencies expresed rather shyly by
detaching the sarcophagus from the wall and giving it a free--
standing position in space. The next phase already brings radical
innovation so that the monument of emperor Dusan at the Holy
Archangels is shaped completely in the spirit of Western cus-
toms, as a reclining figure of the deceased. This solution, without
any root or ideological backing in Serbian tradition, could be
considered as a new, representative vien of celebrating the per-
sonality of the ruler, befitting his rise to the rank of emperor.
This tomb concept remained a solitary example in Serbian circles -
although, as a result of direct Hungarian influence, it was~
adopted by the kings of Bosnia. Our knowledge of later solutions
to the Serbian royal tomb are heavily hampered by the fact that
not a single monument from Serbia of the Morava school period
remains today. The last examples of Serbian royal monuments,

. the “steéak” type, preserved in the mausolea of the Kosata
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family are a local phenomenon, already distant from the great
Nemanide prototypes.

In the spirit of the customs dominating the Eastern Christian
world, the most significant programme contents of Serbian
mausolea are conveyed by the use of the language of paintings.
Thus, a particular choice of scenes, a specially structured prog-
ramme, is to be found in those spaces in which the tombs were
located. In mausolea of the XIII century, except Mile§eva, the
western bay of each church had a thematically similar system of
decoration of identical meaning, a system established already in
Nemanja’s Studenica. It is formed in the spirit of the soteriologi-
cal concepts professed by the Eastern Church, absorbed, with
remarkable consistency, by the religious teaching of St. Sava: all
of Christ’s life on earth, all his miracles and deeds possess a
profound soteriological meaning, especially evident in certain
instances. Exactly those instances, events from Christ’s life, are
illustrated in western bays of Nemanide XIII century mausolea
proclaiming not only the key dogmas of the science of redemp-
tion but, also, abridging the narrative, stressing the major stages
of the economy of salvation. The Raising of Lazarus (on the
western wall of Studenica, the southern of Sopodani and the
northern wall of Gradac), a metaphore of the future resurrection
of all mankind, thus represents Christ’s greatest miracle and the
most significant test of His powers by which He shall raise
humanity from the dead. The event which follows, the Entry into
Jerusalem (in Studenica and Gradac on the western wall, in
Sopocani on the northern), marks Christ’s willing decision to
suffer humiliation and death and substitutes, in connotation, the
cycle of the Passion. It should also be noted that, in texts of the
Eastern Christian apologetics, this event is seen as a prefigura-
tion, a proto-image of Heavenly Jerusalem and, at the same time,
also of the Descent into Hell — a parallel drawn by comparing the
motif of city gates which appears in all three scenes: the city gates
of the earthly and Heavenly Jerusalem and those of Hell burst
asunder by the Saviour upon His descent into the Underworld.
The dogmatic nucleus of the programme is certainly contained
within the scenes of the Crucifixion and Resurrection (illustrated
either by the Two Marys at the Tomb or by the Descent into
Hell) which proclaim the central idea of Orthodox soteriology on
the redeeming death of Christ on the Cross and the reality of His
resurrection. These events, being the most direct illustration of
hope for personal salvation, are, as a rule, painted directly above
tombs, i.e. above portraits of patrons: the Two Marys at the
Tomb in Studenica and Mile$eva, the Crucifixion and Descent
into Hell in Sopodani. They may, therefore be considered, the
most literal of all funerary pictures. The fullness and complete-
ness of such a programme as this, in which all the fundamental
accents are of an explicitly soteriological nature, are further
underlined by their liturgical basis. Thus, the celebration of all of
the above mentioned events assumes an important place in ser-
vice of the Holy Week when the Church commemorates Christ’s
suffering, His death and His Resurrection

In Serbian mausolea of the XIII century, yet another composi-
tion, directly eschatological in meaning, was undoubtedly con-
nected to burial places. That was the Last Judgement, illustrated
in nartheces, where numerous burials of royal family members

took place. The picture of the Second Comming was an undeleta-
ble part of the repertoire of these spaces: in Studenica’s inner
narthex it appears as the main theme along with a cycle of
Christ’s Passion, while in Sopoéani it stands painted above the
tomb of queen Anna. The most monumental Last Judgemient is
certainly the one preserved in the exonarthex of MileSeva — the
vault of St. Sava — in which it covers all available wall and vault
space thus underlining its funerary function. Gradac is the only
exception to the rule where the programme of painted decoration
of the narthex does not include scenes of the Last Judgement.
However, an abridged version of it — 2 Hoetimasia surrounded by
cherubim ~ was painted at the crown of the arch separating the
central from the western, funerary part of the church.

Despite all differences in details, the soterilogically and
eschatologically based programmes of Nemanide mausolea of the
XIII century seem to be a unified entity carried out along identi-
cal conceptual guidelines. They were perfectly adapted to the
tripartite architectural composition of the Raska school church
which was suitable framework for achieving a very clear distribu-
tion of theme subjects within the painted decoration — eucharistic
themes occupying the altar space, the great Feasts of the Church
the nave and scenes of Christ’s suffering and death the wester
part of the church. Any departure from this system of decoration
was visibly reflected on the nature of the programme of spaces
intended for burial. The decoration of the western bay of
Milefeva is not soteriologically based, except for the isolated
scene of the Two Marys at the Tomb painted in direct connection
with the tomb. The funerary character is, nevertheless, under-
lined in the overall system of decoration through different means:
by placing the scene of the Ascencion in the dome and Last
Judgement in the narthex.

The general concept of funerary space programmes changed, it
seems, in those mausolea raised from the time of king Milutin
on. Wall fresco paintings of Decani, the only such decoration
preserved today, show that this programme did undergo strong
influences of the new ideas of the times which found their
expression not only in the narrative, encyclopaedic character of
Paleologan decoration but also in the attraction towards com-
plex, theologically learned solutions. An extensive programme, -
developed in both the western and the eastern part of the
church with numerous compositions of complex iconography
inspired by theological texts and the liturgy, testifies to this.
Judging by their theological nucleus, these pictures did,
nevertheless, despite their new language, proclaim the redeem-
ing significance of Christ’s death on the Cross, essentially simi-
lar in meaning to programmes of painted decoration of XIII
century mausolea.

Taking a general look at the question of fundamental characteris-
tics of the above mentioned soteriological and eschatological
programmes, one may conclude the following: in the Byzantine
system of decoration, of which the Serbian is a part, particular,
single scenes of exclusively funerary meaning can hardly be con-
ceived. Compositions seen around burial places — wherher in the
guise of carefully planned accents or well defined particular sub-
systems — served, above all, as an illustration of the basic dogma
on the redeeming death of the Son of God through which man
receives eternal life. The fact that a funerary meaning was ulti-



mately drawn out of these dogmas was a logical consequence of
one, also fundamental, principle of Orthodoxy according to
which individual salvation can only be achived as part of an all-
encompassing, general soteriological process. If one keeps in
mind that this teaching was adopted by St. Sava in its elemental
form, one may then logically conclude that the Serbs, whether in
writing or in painting, emphasized two basic ideas: the idea of
persistent admonition to attentiveness to the way of the “good
ladder,, for the measure of virtue of each individual shall be
weighed at the time of the Last Judgement and, above all, the
idea that man is predestined for eternal life — thus stressing faith
unto salvation through resurrection in Christ.

Apart from themes of soteriological contents and meaning, sce-
nes bearing other messages were also tied to tombs of Serbian
rulers, mainly those created for the purpose of emphasizing the
ruler’s ideal image, his piety expressed through his relationship
with personalities of the celestial hierarchy and those proclaiming
dynastic ideology. An integral, and the most significant, element

of a funerary ensamble were portraits of rulers, the sole but, at

the same time, the most representative form of tomb identifica-
tion. In Serbian mausolea, no particular type of funerary--
graveside depiction of the ruler ever became customary. That
role was assumed by his portrait as the patron-founder of the
endowment. The eschatological connotation of endowment
founding was thus underlined, especially on XIII century com-
positions in which the Virgin introduces the piously bowing pat-
ron to Christ himself. Since the days of king Milutin, this compos-
ition gives way to the new scene of the ruler’s divine investiture,
in which the eschatological strata of meaning loose their signifi-
cance in favor of heralding royal power and status. Finally, in
Serbian mausolea of the Morava school period, the patron’s
portrait is no longer painted directly above his tomb so that it
looses all the qualities of a funerary portrait in the narrowest
sense of the word.

Faith in saintly intercession and the power of their supplications
. played a significant part in the piety of Serbian rulers. These
concepts were very much present in programmes of Nemanide
mausolea and were specially developed in the programme of
" painted decoration surrounding the tombs. Owing to the engage-
ment of St. Sava, a rounded-off programme was created already
in Studenica by deploying saintly figures of the spiritual role--
models and personal patrons of the first Nemanides on wall
surfaces of the space designated for burial. Specific, personal
reasons conditioned the choice of patron-guardian saints in
Gradac and Decani, too, but the idea of intercession could also
be expressed in the more general iconographic terms. In Sopo-
¢ani the role of intercessors is thus played by holy warriors and
martyrs, universal mediators for humankind in the chorus of
saints.

In funerary spaces of Serbian mausolea a significant part of the
painted programme consisted of specially underlined references
made to hallowed ancestors. This idea had a two-fold meaning:
apart from an eschatological, stemming from the fact that the
holy Nemanides had the status of heavenly intercessors, there
was also a dynastic meaning for the figures of those saints were
directly incorporated into a dynastic programme. Beginning with
Sopocani, where they apper for the very first time as part of the
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composition of the patron’s portrait, above his tomb, they proc-
laim the holiness of the ruling family and its status within the
universal hierarchy. As part of state elevating tendencies and
tendencies towards the creation of a new royal ideology — typical
of the time of king Milutin and his successors — the idea of holy
ancestors gained in boldness and was enriched with new ele-
ments. The zenith of employment of all possible means of dynas-
tic celebration by emphisizing its holy provenance was certainly
reached in De€ani. Given in a funerary context, it was achieved
here through a comparison between the Tree of Jesse and the
genealogical tree of the Nemanides. Still, of all the dynastic
messages expressed in the language of paintings above Nemanide
tombs, the one most weighty and profound is that of the Crucifix-
ion in Studenica. Apart from its primary soteriological sense it
was also the Cross Triumphant, the image of Rex Gloriae rising
above the tomb of the founder of the dynasty. The idea of
protection granted to the state by the Victorious Cross, inspired
by Byzantine imperial ideology, was a conventional mediaeval
method of establishing dynastic legitimacy and especially so in
those states making their first step towards their national con-
stituting.

Finally, having in mind all its specific traits, the place of the
Serbian royal tomb within mediaeval funerary practices should
now be designated. As a sepulchral object consisting of a under-
ground tomb, a simple composite sarcophagus and a patron’s
funerary portrait, the Serbian royal tomb follows the tradition of
East Christian funerary art. Its unambiguous inclusion in the
Byzantine sphere of influence and Orthodox liturgical practice is
revealed also in the location of the tombs in the church interior.
Along with that, the soteriological and eschatological concepts as
well as dynastic proclamations are conveyed in Serbian mausolea
by the use of that particular iconographic language created and
developed for centuries in painted programmes of the Byzantine
art world. On the other hand, Serbian society has proven itself to
be receptive ground for those influences comming from the
funerary art of the West, a phenomenon.which may be inter-
preted in the wider context of a process evident from the XIII
and the XIV century on in other parts of the Eastern world as
well. This process is manifested in a somewhat less consistent
application of an already widely used sepulchral form in favor of
the Western concept of far greater representative possibilities. In
its function and ideological purpose, the Serbian royal tomb is
part of an important, very complex mediaeval phenomenon
whose common denominator is representativeness. However,
while the tomb of a Byzantine emperor celebrates his personality
as a symbolic embodiment of the hallowed institution of Empire,
in the newly constituted states just emerging in the hierarchy of
nations, the tomb played a somewhat different role. As a focus of
the cult of saintly dynastic progenitors, the royal tomb was there
to confirm the sacral nature of their power which in itself pro-
vided the state with the legitimacy it needed and an appropriate
rank in the universal order of nations. The true significance and
meaning of the Serbian royal tomb must be seen precisely in the
context of this broader process taking place in both Eastern and
Western Europe. Seen from this viewpoint, in the even wider
context of civilization, it was a part of an overall European
phenomenon in the broadest possible sense — in the dymension of
its programme, artistic achievements and contemporaneity.
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HeGecke cune — 109
ecTonu — 112
cepacdumu ~ 109
TeTpamopdu - 109
TOYKOBH — 109
xepysumu —- 87, 109, 110, 112, 157
Anpeauh II. — 14 -
AHTOHMj€E , apXHENTUCKOT HOBrOpOAcKy — 43
AmnToHuje Benuku cB. myctamak — 93
Anoxannrca, 8. CTpaimsu cyn
anmocrond — 24, 51, 141, 138
Amynnja-24
Apwusbe, IpKkBa cB. Axundja—78, 85, 108
Aprapgy, yrapcka Biajfapcka gusacruja — 157
Apcenyje, HTyMaH Aeancky — 108
Apcennje I, cpnckn apxuenuckon — 50, 51, 53, 54, 56, 64, 65, 78
apxanbenn — 24, 114
Muxamo - 41,114, 150
I'aBpuno-41, 114
AraBuie, HOpMaHcKa Bragapcka noponuna Ha Campnuju — 152, 186
AraHacHje, HTyMaH MANEIIEBCKH — 55
Aranacuje AnexcaHipHjCKH cB. — 165
Aranacuje Atorcku cB. — 34, 36, 185
Aranacuje Benukn cB. — 53, 87, 166, 167, 172
Aroc, B. Ceta I'opa
Aycrpujanuu — 30
AxeH, rpag — 157, 159
HBOpCKa Kanena — 156, 157

b

Babuh—Bopbesuh, I'. - 18, 48

Baja3up I, Typcku cyntan — 70

Bankau -16, 24,121

Bantuako Mope — 147

Banuuth Crpauumup — 120

Bamcka, maHactup cB. Credpana — 14, 95-100, 102, 112, 175-177, 183
emucKonuja - 95 :
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Bap6o (Barbeau) xon PonTen6noa, onaruja — 160
Bapwu, rpan - 110
Bapcku poocios, B. Jleromic nona [lyk/banuna
BaukoBo, MaHacTHp — 76
Beorpan - 116, 129
Buaarosecrn Boropomums ~ 71, 175
Bo6osau, kpaeBcKa Kaneaa — 14, 44, 132, 181
BonuH, 3eTcKH kpab —21, 22 .
Bozganosuh . - 169
Boromy6os, rpag — 148, 150
Boroponuua - 25, 31, 34, 38, 41, 57, 74,76, 79, 82, 83, 109, 112, 167,
171, 175, 185
ca XpHucToMm, Ha nipecrony - 24, 41, 42,97, 110, 111
3actynnuua - 35, 51, 71, 84, 184
Baurruraana - 110
Onururpuja —41
uKyc - 87
Boroponuna Jbepumika, npksa — 78, 109, 110
Boropongwanx manactup y Pacy - 32
Bojana, maracrup kop Coduje — 57
Bojman X. (Beumann H.) - 156
Bounudanyje, cB. — 155
BopHc cB. kujeBCKH KHexXeBHh H MydeHHK — 148, 150, 158
Bocua-9, 14, 131-133, 181
Bowxosuh B. —14-16, 48, 53,79, 95
Bomkoeuh Hukona, xy6posayxy Tprosain — 92
Bpanxosuhes neronuc — 32
BpseHuk, Tephasa — 123
Bpenk B. (Brenk B.) - 57
Bpmwauu, gsop — 82
Bpmwaya, khu kpama Credana Ypoma I - 78, 84
Byrapcka, Byrapn - 21, 40, 70, 150-151

B
Basneceme Xpucroso - 51-53, 87, 109, 166, 175, 182, 183
BanenrunujaH I, nyap - 138
Baatipoeuh M. - 13, 15
Bacemencku caGopu — 76, 87
Backpceme JIazapeso — 35, 37, 38, 71, 76, 85, 182
Bacunuje 1, BuzanTrjcxku nap — 138
Bacunuje 11, pusanTajcku uap — 140, 141, 147
Bacunuje Benuxku cB. — 109, 140, 165, 180
Bacuwes A. A. (Vasilev A. A.)-139
Backpceme Xpucroso, (ynopenyu MupoHocuie sa rpoSy XpaCTOBOM H
Cunasaxk y ap) 33, 38, 39, 53, 71, 85, 166, 182 ‘
Barnas, cB. 9ewKH Kpaib — 158
BenGyxq, 6urka— 114
Benuxka (Crpacna) cegmuna, cryx6e - 37-39, 71, 74, 75, 182
Benuka (uapcka) nanara y Hapurpany — 141
Benuxu Bxop — 37
Benuku Komuunu, TpanesyHTcKa napcka JHHACTH]A — 144
Benuxy npasHumy, jesanbeocku waxnyc — 34, 37, 51, 71
Beasanc T. (Velmans T.) - 17
Beneumja (Mnewu, Mnerauka peny6nuka) - 118, 152, 161
Cs. Mapko (S. Marco) upksa — 44, 52, 118, 154
C. Bosaun e [Taono (S. Giovanni e Paolo) - 118, 154
C. Baxapuja (S. Zaccaria) — 154
C. Uinapuo e Berenero (S. Ilario e Benedetto) — 154
C. Bopbo Mahope (S. Giorgio Maggiore) — 154
C. Mapna neu ®papw (S. Maria dei Frari) - 154
Benoca - 152, 153, 186
npxsa cs. Tpojuue — 152
Becmasmjan, pamcky nap — 154
BecrMuscTepcka onatrja — 175



206

Buzanrtuja-21, 24, 40, 43, 52, 86, 96, 104, 143, 147, 152, 155, 161, 177,
178 :
Bumewm II, nopmancku kpam — 153
Burane ®anuep, MIeTauku pyxn ~ 154
Burusnja - 139
Bumropon kon Kujesa, maysonej Bopuca u I'ne6a — 148
Bumerpan, tspbasa xon Ilpuspena — 114
Brnapumup, npksa Ycnema Boroponmne — 148
Bramumup MosoMax, cuH Kie3a Beeponopa Japocnasuya - 148
Bnamumup I CejaTocnasud, KHjeBckd KHe3 ~ 147, 150
Bnapucnas, B. Credan Bnaguciiar
Bnapucnas, cuH kpasba J{paryrana — 89
Burarko Bykoeuh, Bnacrenun — 134
BraxepHa, napcka nanara y Lapurpagy - 141
Bpauy, cB. - 51,52
Amnpiponuk - 34,
Hamjau - 34, 52, 89
Koama-34, 52, 89
Josan -89
Kup - 34, 89
IanrenejmoH — 89
Bpmmuk, MaHACTHD ¥ Cpemy 125
Bcesonop JapocnaBud, KujeBCcKH KHe3 — 148
BCeBONOJIOBUYH, KHEXEBCKA nopoxnna — 186
Byk, cuH knesa Jlasapa — 14, 123-125
Byx Bpaukosuh — 123, 125, 131
BykaH, CPICKH BEJIMKH Xynas — 22
Bykan, cun Hemamun — 24, 26,27, 35, 121, 174, 185
rpo6 —44, 45
noprpet —45
BykanmH, cprcku Kpak — 119
Bysoeuh 5. ~14,16, 124 -

r
TepMaH, NApUrpajcky naTpujapx — 88
T'ne6 cB. kujeBckn xuexenuh n Myyenux — 148, 150, 158

T'papau, manacrup - 14, 15, 30, 38, 40, 51, 78, 79-88, 99, 171, 175, 176,

178, 182, 183, 185
I'pauarnna, mapactup — 15, 74, 78, 109, 110, 131
Ipuropuje, crapan — 114
I'puropuje Borocnos ¢B. ~ 165, 166
I'puropuje Hasujancku cB. ~ 53
I'puropuje Hucku cB. - 53, 76
T'puropuje ITanama cB. — 168
I'puropuje Llam6nak, mucaxn — 101, 106, 107
TI'pupcon @. (Grierson P.) — 138
I'py6uiua, 3eTcka kpamk — 21
Tpyjuh P. — 13, 114, 115, 116, 117
I'puka - 9, 104

A

JTaGapcka ennckommja — 110

Iasupg, npopok — 40, 56, 75, 130

aeup Komuaun, yuyk napa Aspponnkal Komauna — 144

Jfaro6epT, MEPOBHHIIKH Kpam 155, 160

Manmaimuja — 86

Tamjan, Monax - 92, 130

Hauuno, urymMaH gedaHcku — 108

HannnoII, apxuenuckon cpncku ~ 46, 49, 52, 56, 61, 64, 65, 79, 82 89,
91, 93-98, 101, 102, 166, 169-171, 173

Jamuno IIT (Bawcky), naTpujapx cpncku — 98, 122, 123, 124, 126

Hanunos macrasmay ~ 101, 1

Danumyes THHK — 42, 49

Hexesa, momuna - 89
Ca6op - 89, 91

Heusuc — 17, 109, 110, 112, 149, 182, 185

Henyc O. (Demus O.) — 154

Ileca, pamksu BenukM Xynad — 14, 22, 175, 177

Deqann, manactup — 15, 16, 18, 33, 65, 93, 101-113, 116, 118, 175-178,
180-186

Jeqancke xpucopymbe ~ 102

Jumutpuje, pycku napesuh — 148

uonucuje cB. — 155, 156, 160, 176

Homenrtnjan, monax M mucan — 25-27, 36, 42-44, 49, 53, 54, 56, 59,
166~168, 171-173

JHoporteja, xeHa kpama Teprkall - 133

OparyrunH, 8. Credan Iparyrun

Jparyums, nony6par gapa. Credana [ymana - 17, 40

Jpyru ponasak Xpucros, B. CTpaiumuu cyn

Hykmwa -~ 173

Hyman, 8. Credpan Hyman -

B

Hopbe, mnabu cun kae3a Bykana — 69

Bopheeuh H. M. - 18

bypab Bparkosnh, fecnot cprcki - 131

‘Bypbesu Crynosun, ManacTap y byaummn — 22

Bypbern Crynosn, masactup y Pacy — 14, 24, 52, 89-94, 108, 114, 178
Kanena - 65, 85, 88

Bypuh B.J. - 14,15, 17, 48, 61, 78, 86, 89, 175

Bypuh C. - 15

E
EBa, npamajka — 41, 57, 75, 109
Espona -9, 162, 165, 187
3amagHa (Ka'ronmrxa) 44, 85, 119, 153 155-162, 187
Erunmar - 139
Ensapn McnioBeaHuK CB. €Hrnecky Kpam — 158
EnGacaHx, rpapg - 21
Enrnecka — 158
Enuncannje xunapcku — 75, 88
Epux IX cB. msencku xkpam - 158
Edec - 66, 142, 143

X

XKusanosuh C. - 14

ZKurmyHp, yrapckd Kpam — 133

XKwuruje ceetor AHTOHHja ~ 166, 172

XKutnje ceetor Bacunuja Hosor - 77, 167

XKnrvuje apxuenuckona Jaamna Il - 95

XKwuruje ceetor hopba — 76

Kurnje xpamune Jenene — 79, 98, 169, 173

Kuruje narpujapxa Jedpema, ox ermckona Mapka — 93

Kuruje napa JopanaIIl Barana — 143

XKwurtuje xuesa Jlasapa — 122, 123, 125, 126

XKurnje xpama Munyruna - 95, 98, 173

XKwuruje ceeror Case — 26, 55, 56
KPAaTKO XuTHje ~ 59

Kwuruje ceeror Cumeona — 21, 24, 26, 27, 59, 169

Kwurrje Credana [euanckor — 107

Kwya, manactup — 43, 44, 49, 54, 61, 70, 86, 99, 165
CaGop - 53
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3axymime, obnact - 22
3BeuaH, TBphaBa — 106
3era, obnact - 22, 23, 106

44
HiBan Anekcaupap, 6yrapcku nap — 119, 131, 151
Hsan AcenIl, 6yrapcku map - 78, 150, 151
HBan IV I'po3nn, pyck nap - 150
Mpan Kanura, MOCKOBCKE KHe3 — 149, 150
Hsjecnas Japocnasud, KujeBcku KHe3 — 148
Wn ge ®panc (Iile de France) — 159
Hnuja, mpopok - 39, 74
Wurureppa-Wpuna, xena xuesa Japocnasa Mynpor — 147
Wnohenruje II, pumcku nama — 153
Hpaxnnje, BA3aHTHjCKH Hap — 139
Hpuna, Bu3anTHjcka Hapuua — 138
Hpuna, xeHa napa Aspponnxa Il - 145
Hpuna, xena napa Jopasa II Komuuna - 142
Hcanja, npopox — 39
Vicak KoMH®H, BH3aHTHJCKH ceBacTOKpaTop — 146
Hcnpop u3 Cesume — 139
Hranuja - 9, 85, 118, 154, 159, 162
Jyxna - 152, 161, 177, 181

J
JakoB, cepcku murpononnr — 114
Jaukoeuh M. -14, 27
Japocnas, 6pat kne3a Bnagumupa I CsjaTocnasuua — 147
Japocnae Mynapu, kKujeBcku kHes - 147, 148, 150
JapocnaBHyH, XMjeBCKa KHEXKEBCKA JUHACTHja — 148
JeBrenuja MoHaxumba, B. Musmua, xeHa kHe3a Jlazapa
Jesekum, mpopok - 87
Jenena, xena napa [dymana — 108, 119
Jenena, cecrpa Kpasba Crecdana Heuanckor ~ 105
Jenana Ampxyjcka, xeHa kpaba Credana Ypoural - 14, 64, 81, 83,
86, 88, 95, 167, 168, 170, 171, 178, 185
rpob — 40, 51, 56, 83, 97
noprper — 78, 79, 85, 89, 108
Jepuna, xena pecnota Bypba Bpankoeuha - 131
Jepomnom — 139
Jepycanum - 37, 65
Jlaspa cB. CaBe OcBeheHor — 35
Heb6eckn - 37, 68, 76, 156
Csety rpo6 - 37, 74, 140
Cs. Apxanbenu, ManacTup — 114
Jepumuja (Jenena), khu kecapa Bojuxue — 124, 128
Jedpem, naTpujapx cpricku — 121
Jedpem Cupun cs. — 34, 39, 58, 113, 165, 173
Cnoso o gpyrom foxacky — 57, 59, 168
Joakum cB. popuren Boropopwunn — 87, 88, 91, 185
Joaunxuje I, apxuenuckon cprncku — 6466, 69, 175
Joarukwuje, NaTpHjapx cprcku - 65, 78
Joaunkuje, uryman u3 Jlemxa — 68
Josan cB. jeBanbenucra - 39, 74
JoBas Il Acen, Gyrapcku nap - 54
Jopau III Batan, Hukejcka nap — 143, 146
Josan Bnagumup, 3eTcku Kpamb — 21, 158, 173
Kuruje — 21
Josan [amackun cB. — 37, 39, 165, 173
Josau 3naroycru cB. — 39, 109, 140, 156, 165, 166, 172, 180
Josan II KoMuuH, BU3aHTHjCKH Uap — 142
Josau (TIpeteua) Kpcrarers, cB. — 35, 41, 57, 75, 76, 109, 110, 112, 166,
185
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Ilpereunna gecruna — 43

Josan (Knumakc) Jlecreuunuk cB. — 34, 36, 167, 169, 185
JlecTeuna — 36, 165, 169

JoBan Onusep, gecnor ~ 112

Josan VIII [Naneonor, Bu3anTHjcku yap — 145

Jynajan Anoctarta, BU3aHTHjCKM uap — 140

Jypuwuh A. - 14, 62, 66

Jypjes Tomcku, upksa ce. Bopba — 40, 149, 186

Jycrun I1, BusanTHjcky map — 138

Jycrunujan I, susanTrjcku nap — 138, 139, 156

K
Kanusnja Kysapa, npksa cs. ITerpa - 74
Kanguh-Mapxosuh O. - 14, 15, 61, 62, 64, 66, 79
Kapeja, ncniocruna cs. Casa ~ 35
Kapno Bennkn, gap — 156159, 161
Kapno Mapren, ¢ppanauku kpam — 155
Kapnto Tomuja, anGaHcku guHacT — 21
Kaponnn3u, ppanayka Bragapcka guHactaja — 155, 160
Kanern, dpaniycka KpameBcka guHacTHja — 159, 160
Karenuna (KaTtapusa,) keHa kpasba [{paryrusa — 83, 85, 89
Kawanun M. - 15
Kujes, upksa ceete Coduje — 104, 147, 148
HeceTnuna, npkea Ycnewa Boropopume — 147, 148
KujeBcka xnexeBnHa — 147-150
KwniprjaH, MoHax cTyReHHaKu — 47
Kupun AnekcaHapHjcku cB. — 53
Knpun Jepycamumcks cB. — 75, 165, 168
KnvumeRT cB. pUMCKH nana — 147, 149
Kmnmenr VIII, pamcks nana - 92, 130
KunMeHT AneKcaHApHjCKH CB. ~ 167
Knokorauna, 6urka - 150
KHyT cB. nancku kpamk — 158
Kowmnuny, napcka puHacryja — 38, 142, 145, 146, 186
Konpag II, pumcko-HeMayku nap ~ 157, 158, 186
Kosncraurud u3 Octposune — 107
KoHcranTus BceBOIOROBYY, PYCKH KHe3 —~ 149
Koncrantus ®unosod, mican ~ 129, 130
Koncranun I Besmku, pumvcku nap — 40, 137-140, 146, 152, 154, 156
Hapoauna — 153
KoHcranTuH V, BU3aHTHjCKH Hap — 138
Koucranren VII Hopduporenur, susanTujcku uap 1 nucan — 21, 40,
140
Koncranrun VIII, BuzanTujcku nap — 138, 140, 141
Koncranrun IX MoHoMax, Br3anTHjcKy nap — 141, 142
Kowncrauna, khn Koncrantusia Beauxor — 139
Koncranmgje II, suzantujckn nap ~ 137
KoscraHTHHONO, B. I]apurpan
Konrapunu ITaono - 56, 57
Konopus, manactup - 129
Kopah B. - 16, 48, 54, 57, 151
Kocapa, xeHa kpama Jopana Bnaguvmpa — 21
Kocaue, Bnacreocka mopopuna — 14, 134, 181
Kocogo Iome — 122, 123, 127
6urka —70, 126
cry6 - 127
Kotop, rpag - 86, 180 R
KoTpomauuhu, Gocancka Blagapcka nopofuna — 44, 131
Kpemm MOCKOBCKH — 14
Kper :
ronrore - 65
KHBOTBOPHH — 109, 183
noGenumaxy — 40, 41, 149, 152, 158, 185, 186
npouBeTand (ApBo XuBoTa) — 33, 65, 103, 148
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yacuy - 40, 41, 149, 152, 166, 167
Kpurrewe Xpucroso — 35, 37,-103, 166 -
Kymanu - 70

i |
JlaB V, sBu3zanTHjcKH Bap — 138
Jlaspa ce. Aranacuja (Bennka) — 36, 147
Jlazap Bpankosuh, cun fecniora Bypba —~ 131
Jlazap XpeGemanoenh, cpncku kues — 14, 115, 121-123, 126, 127, 131,
132, 170, 173, 175
rpo6 — 124
noprpeT — 124
mowtu — 123, 125
Jlazapesuhu, cpricka Biafiapcka auHacTHja — 131
Jlakanend, BH3aHTHjcKa Napcka quHacTHja — 139
JlackapHcu, BH3aHTHjCKA NapcKa fuHacruja — 144
JIeKapH CB. B. BPayH CB.
Jlecuoro, MaracTup — 78, 119
Jletonuc nona [yk/banuba — 21, 22
Jleronuc KoHcranTtuHa Masraca — 78, 131
Tourun (n3 Pacneha) — 74
Jlo3a Jecejesa — 77, 111, 185
Jloza Hemawuha - 111, 185
Jlypeur ITo60XHN, PEMCKO-HEMAYKHM Lap — 159
JIyka cB. jeanbenncra ~— 131, 138
Jlyj V1, dpaHuycku Kpamk —~ 159
Iyj VII, dpanuycku kpam — 160 -
Jyj 1IX CBe'm ¢panuycxu kpam — 160-162
Jlyj X1V, ¢pannycku kpam — 160

b
Jby6unxosuh P. - 14
Jby6ocTumsa, MaHacTup — 13-15, 46, 68, 125, 127-129, 175, 176

M

Maspnkuje, BH3aHTHjCKA nap — 139

Maruesuja, upkea Xpucra Cnaca — 143

Maxcumosuh J. — 15, 16, 18

Maxcumosuh Jb. — 27

Masacuja, B. Pecara

Mawnzo C. (Mango C.) — 143

Manguh C. - 16, 27, 46

Manojno I Benukn Komurun, Tpaneaynrcky uap — 144

Mamnojno I KoMuuH, BU3aHTHjcKE Uap — 66, 142, 143, 146

Mamnojno 11 Tlaneonor, su3anTHjcka nap — 145

Mapuja, xena Byka bpankoeuha —~ 123

Mapuja, Tpeha xena napa Josana VIII ITaneonora — 145

Mapuja [Maneonoruxa, xeHa kpaba Credana Jleuanckor - 99, 105, 108

Mapuna Burocnasa, Bracrenunka — 112

Mapuuka 6uTka — 121, 125, 131

Mapko cB. jesanbenucra — 154

Mapko Aypeauje, pumcky uap — 154

MapkujaH, Bu3aHTHjCKH Dap — 139

Maprus cB. — 160

Maprunujas, npenono6uu — 27

Marej cB. jeBanbenucra — 37

Martje ne Baupom (M. de Vandome), onar - 160

Menetuje u3 Jamune — 143

Menuxejcka ropa, MaHacTHp cB. Jopana IIpogpoma — 40

MeposuH3y, ¢paHayka Brafapcka gaHacTaja — 160

Muxuh X. — 14

Munemesa, manactup — 14, 16-18, 38, 41, 44, 4860, 71, 86, 131, 134,
150, 151, 175-178, 182, 183

Munu xog Bucokor, npksa cB. Hukone — 14, 44, 132

Munnua (Esrenuja), xena kuesa Jlasapa — 121, 123, 126, 127, 129, 175
rpo6 - 68, 125
noprper —- 124, 128
Muauhesuh M. B. - 128
Munom O6penopuh, kHe3 cprncku — 30
Muaowesuh []. - 61
MunyTuH, B. Credan Ypom II
Musuep Bondranr u3 bambepra - 56
Muposocuie Ha rpoGy Xpucrosom - 35,37, 38, 51, 142, 182
Mpupocnas, kHe3, 6pat Hemamun — 23
Miucrpa - 42
upksa Boropopuue Ilepusnente — 74
Muxanno 111, Bu3aHTHjcKM Hap — 138
Muxanno IV, BusanTujcku uap — 141
Muxauio VII, susanTHjckn uap ~ 142
Muxauno VIII INareonor, BU3aHTHjCKH map — 144
Muxauno, 6yrapcku nap ~ 102
Muxanno, seTckn kpam — 21, 22
Muxauno I'nas - 146
Mierauka peny6auka (Maenn) B. Beneun]a
Mojcuje, npopok - 39, 75, 172
MoOHacH cB. — 51
Monpeane, Boropoauuuna upksa — 153
Mopasa, peka — 121
Mocksa, npecronuna Pycuje
upksa Xpucra Craca - 149
Boropoguuuna npkea — 149
npksa Apx. Muxanna — 148-150
. upksa cB. JoBaHa JlecTBuanuka ~ 149
MockoBcKa KHeXeBuHa — 149
Mycuhu, Credan u Jlasap, nehauu xiesa Jlazapa — 81, 123
MydeHunu cB. — 71, 185
c8. Cpb u Bakx — 54
cB. Tpudyn — 85, 86, 185

H

Hapnrpo6Ho pupame 3a xkne3oM Jlazapom — 126

Hagrpo6xo cioso gecnory Bypby Bpauxosuhy — 127

HanTtunga, xeHa kpamsa [laroGepra I — 160

Heeeposawe Tomuuo — 39

Hemamuhu, cpncka Baafapcka guHacTija - 9, 16, 22-24, 30, 33, 34, 36,
45, 47, 48, 51, 58, 60, 70, 78, 79, 88, 97—100 104, 112 116 122,
129—132 134 137, 140, 169, 171, 172 175, 176, 178-181, 184-187
nosopxa — 71, 85, 108

Hemauxa — 159

Henagosuh C. - 14, 15, 79, 115

Heodur, emmuckon — 45

Hepepuna, upkea cs. Craca ~ 38, 58

Hewxoeuh J. - 14, 89

Huxkejcko naperso — 143

Huxuta XouujaT — 66, 140, 142, 143, 146

HukonnM, apxHemicKon CPICKH — 52 65

Hukona cs. — 110, 111, 112, 185
6p3u momohumk — 110, 185

Huxoauh P. - 16, 48, 53, 55

Humdej, pesupennmja napa Joeana III Batama - 143

Hosa IMasanya, Manactup - 81, 123

Hosropop, upksa cs. Coduje — 148

Hopwmann — 152, 161

o

Osannohewe (MaKkapraumja) — 165, 166

Oura, xMjescKa KWberHma — 147

Outer, 6part kne3a Baagumupa I Cejatocnasmua — 147



Onusepa [lecnuna, xena Bajazuga 1- 70

Op6un Maspo, fy6pOBadku HCTOpHYap — 22

Opuren - 37, 166

Ocwuoc Menerroc kopi Kurepona, rpo6 6naxesor Menetuja — 164, 181
Ocroja, 6ocascku kpamk — 133

Orou I Benuku, puMcKO-HeMauky uap — 156

Orrown 111, puMcko-HeMauky nap — 156-158, 186

I
INasse, Morax — 92, 130
Marne, paixu emickon — 83
Haenosub JI. — 17
Iajcuje, naTpujapx CpACKK H mucall — 119
TManeonosu, BU3aHTHjCKA Liapcka puHactuja — 17, 104, 109, 144-146,
186
Tanepmo, kateapana — 153
ITanarnja PospHoTHCA, UpKBa Ha Kunpy — 78
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