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In the church of St. George at Polosko is depict-
ed one of the most representative images of Stefan
Dusan and his family in the medieval art. This com-
plex composition is full of symbolism that reflects the
historic moment of its creation and DuSan’s desire
to proclaim himself as a rightful ruler of the newly
conquered territories in Macedonia. The portraits of
the royal family as well as the other decoration of the
church reveals the development of this symbolism in
the royal iconography. This paper pays special atten-
tion to the representation of the Serbian ruler and his
assimilation to Constantine the Great and to Archan-
gel Michael depicted in the naos of the church.

Stefan DuSan as “new Constantine”

The donor’s composition at Polosko is developed
on the west facade of the church (now an east wall of
the narthex, fig. 1) Serbian royal family is depicted
in the upper register. The composition consists of the
portrait of the Serbian king Stefan Dusan, his wife Je-
lena and his son Uros. Above the royal family Christ
Emmanuel “in Another Form™* crowns the king and

! The west facade of the church, now is integrated into
the 17th century exonarthex. For the conservation of the fres-
coes in the church at Polosko and the removal of the seven-
teenth-century fresco layer, see: L. Iposnaros, JI. Kopuaxos,
Hcemopujcku nopmpemu y Tonowrxom, 3orpad, 14, beorpaz
1983, 60-67, id., Ucmopujcku nopmpemu y Ilonowxom (1),
3orpad, 15, beorpan 1984, 85-93, id., Mcmopujcku nopmpemu
y Ionowxom (11I), 3orpad, 18, beorpan 1987, 37-43.

2 For the meaning of Christ Emmanuel in Another
Form, see, A. Ristovska, L ‘Eglise Saint-Georges de Polosko
(Macédoine): Recherche sur le monument et ses peintures
murales (XIVe siécle), Thése de Doctorat, Ecole Pratique
des Hautes Etudes, Paris 2010, 43-45, ead, Une moniale
commanditaire: ’art au service de la propagande impériale
au XlVe siecle, Actes du 9e colloque étudiant du Départe-
ment d’histoire de I’Université Laval, Laval 2010, 168-169.

his son. Two angels descend from heaven, one to
crown the queen and the other to bring the sword to
the king. In the lower zone is represented the post-
humous portrait of Jovan DraguSin with his family:
his wife, his mother, the founder Maria, and his son’.

This iconographic solution, where the Serbian
royal family is represented above the donors, is intro-
duced for the first time in Polosko. It is later repeated
only in the narthex of Lesnovo*. The iconography of
the composition is thus used to indicate the hierarchy
of the two kingdoms - celestial and terrestrial, as well
as the hierarchy within the Serbian kingdom - that of
the king and his dignitary. By placing the royal fami-
ly above that of the donors the painting indicates that
the power of DuSan proceeds from Christ, in the same
way that the donor’s power proceeds from Dusan’.
The portraits of the royal family are represented on a

3 For the representation of the aristocratic family, see:
Ristovska, L ‘Eglise Saint-Georges de Polosko, 39-43, ead,
Une moniale commanditaire, 163-169, with bibliography.
On the last place, see: [I. IlaBnoBuh, [Tumare kmu-
mopcmaa ypkee Ceemoe Bopha y Ilonowkom, 3orpad, 39,
Beorpan 2015, 107-118.

4 C. Tabenuh, Manacmup Jlecnoso. Hcmopuja u ciu-
kapcmeo, beorpan 1998, 167.

> This way of representing the hierarchy of powers
is based on Byzantine tradition. The emperor figures
above the portraits of the consuls already on the consular
diptychs from the late antiquity, A. Grabar, L’Art de la
fin de I’Antiquité et du Moyen Age, 1, Paris 1968, 597-
598. In most other Serbian aristocratic endowments, the
subordination to the sovereign was expressed through
painting the donors opposite or next to the rulers. They
demonstrated their subordination by their position, posture
and gesture, S. Marjanovi¢-Dusani¢, D. Vojvodié, The
Model of Empire: the Idea and Image of Authority in
Serbia (1299-1371), Sacral Art of the Serbian Lands in
the Middle Ages. Byzantine Heritage and Serbian Art,
Belgrade 2016, 314.



red background, while the donors are on a blue back-
ground. In this way the iconography, according to the
Byzantine tradition emphasize the divine origin of
the power of the Serbian sovereign®.

The figure of DusSan at Polosko occupies the most
significant place on the wall and represents one of
his most representative portraits. His proportions are
significantly enlarged in comparison with the other
surrounding figures and are close to the dimensions
of his largest known portrait at Lesnovo” Thus, the
symbolism of dimensions contributes to the idea of
submission to the supreme power of the sovereign®

The power of Dusan is emphasized by his impe-
rial insignia. On his head he wears a complex type of
a crown - the kamelaukion’. The fame of the kame-
laukion type crown derives from the tradition of the
kamelaukion not made by human hands of Constantine
the Great who received it from an angel. It was hung
over the altar of St. Sophia and as a special crown was
worn by the Byzantine emperor during liturgical cere-
monies from the end of XI century'®. It was only dur-
ing the Paleologue dynasty that it became an official
constitutional and royal insignia of the Byzantine Em-

¢ A. Carile, Produzione e usi della porpora nell im-
pero bizantino, in La porpora. Realta e immaginario di
un colore simbolico, Atti del Convegno interdisciplinare
di studio dell‘Istituto Veneto di Scienze, Lettere ed Arti,
Venezia, 24-25 ottobre 1996, Venezia 1998, 243-269.
This way of emphasizing the heavenly origin of the sov-
ereign‘s power was introduced in the Serbian royal ico-
nography from the second decade of the fourteenth cen-
tury, /1. Bojsomuh, O swcusonucy bene ypkee xapancke u
cyspemenom cauxkapemsy Pawxe, 3orpad, 31, beorpan
2006-2007, 135-152.

" Tabemnuh, op.cit., 167, fig. XLII. The figure of Dusan
at Polosko is 2, 73 m while at Lesnovo is 2, 95 m. The cus-
tom of significantly enlarging the dimensions of the figure
of the sovereign, in comparison with the surrounding fig-
ures was introduced in the Serbian art during the reign of
Stefan Dusan. His enlarged representations in comparison
to his wife can also be seen in Lipanj, Ljuboten, Lesno-
vo and Matejce, D. Vojvodié, Newly discovered portraits
of rulers and the dating of the oldest frescoes in Lipljan,
3orpad, 36, beorpax 2012, 148, with bibliography.

8 A. Grabar, L’Empereur dans l’art byzantin, London
1971, 89.

® The kamelaukion is a dome-shaped crown, adorned
with pearls and precious stones. Sometimes, like in
Polosko, strings of pearls fall from the edges called pre-
pendulia, E. Piltz, Kamelaukion et mitra, Insignes byzan-
tins impériaux et ecclésiastiques, Stockholm 1977, 80.

0R. J. H. Jenkins, trans., Constantine Porphyrogeni-
tus, De administrando imperio, Washington: Dumbarton
Oaks 1967, 67-71, Cf. Cecily, J. Hilsdale, The social life of
Byzantine gift: The Royal Crown of Hungary Re-invented,
Art History, 31/5, Oxford 2008, 613.
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pire. Even though this insignia is found on the portraits
of Serbian rulers preceding Dusan'', Stefan Dusan es-
pecially manifested the desire to equal the emperor of
Constantinople'?. Depicting himself with this type of
crown he also wanted to emphasize the idea that as
chosen by God he was a direct continuator of the lega-
cy of Constantine the Great.

In his right hand he holds a sceptre while in his
left hand he holds an akakia - a small roll-shaped bag
tightened by a red thread".

The imperial costume worn by the king decorated
with precious stones consists of a purple divitision'
and a loros'S. The most striking insignia in the rep-
resentation of the Serbian king is his /oros. The loros,

1 For the portraits of Stefan Nemanja, Uro$ I, Stefan
Dragutin, Milutin and later for the portrait of king Vukasin,
I. Kyutchoukova, Etude sur les insignes du pouvoir et le
costume a la cour de Serbie, Cahiers Balkaniques, 31, Par-
is 2000, 121.

12 Piltz, Kamelaukion et mitra, 67. C. Grozdanov saw in
the kamelaukion an element of divinisation of King DuSan,
relying on the fact that this type of crown became frequent
towards the middle of the fourteenth century, on the im-
ages of Christ King of Kings in the area of Archdiocese
of Ohrid, . I'po3nanoB, Oxpudckomo suoHo caukapcmeo
00 X1V sex, Oxpuxn 1980, 55, 105, 107, fig. 27. Yet the
usurpation of the imperial crown of Constantinople was
always associated with a political aspiration, Piltz, Kame-
laukion et mitra, 137. Thus this type of crown is also found
on the portraits of Dusan in the churches of Lesnovo,
Kuceviste and Ljuboten, 3. Paconkocka-Hukonoscka, O
kmumopckum nopmpemuma y ypxeu Ceeme bozopoouye
v Kyuesuwmy, 3orpad, 16, beorpan 1985, 42, fig. 2, 3, ea-
dem, O eradapckum nopmpemuma y Jbybomeny u spemeny
Hacmanka 3uone doexopayuje, 3orpad, 17, beorpan 1986,
45-53, I'abenuh, op.cit., 168, fig. XLII.

13 Akakia is a sign of imperial faith in Byzantium. It is
visible on almost all representations of the Byzantine and
Balkan sovereigns. On the portraits of Nemanji¢ dynasty it
takes a form of a roll tightened by a red thread. Constantine
Porphyrogenitus indicates that the emperor is supposed to
hold it in his right hand. However, in most cases Serbian
kings are depicted holding it in the left hand, as can also be
seen at Polosko, J. Verpeaux, Pseudo-Kodinos, Traité des
offices, Paris 1966, 201-202, Kyutchoukova, op. cit., 125.

4 Divetesion is one of the garments which characteriz-
es the costume of the Balkan and especially Serbian sov-
ereigns. It is a long silk tunic, worn underneath the loros
and manikion. Its colour varies between purple and black.

Divetesion is considered to be an equivalent of the sakkos.
It is decorated on shoulders and edges with rich golden
patterns of sumptuous embroidery. On the upper part of
the sleeve are applied strips of richly ornamented fabrics
called peribrachia, Kyutchoukova, op.cit., 128.

15 For the origin of the meaning of the loros, see E.

Piltz, Loros-ett bysantiniskt insignum, Byzantina, 1, Givle
1972, 8-15.



Fig. 1 Fig. 1. The 14th century west facade of St. George at Polosko (now east wall of the narthex)
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Fig. 2 The Royal family, St. George at Polosko

which for centuries was part of the official costume
of the Balkan sovereigns, appears on the DuSan por-
traits in a different form - crossed over the chest in
the form of the Latin letter “X”. This unusual form
of loros already appears on the first known portrait
of Dusan and it is not found on the portraits of other
contemporary Byzantine or Bulgarian kings'®.

Scholars have already tried to explain the mean-
ing of this Joros on DuSan’s portraits as this ancient
Byzantine imperial insignia had been removed from
the Constantinopolitan court ceremonial in the 14th
century. In this type of insignia, Cvetan Grozdanov
saw a tendency for divinisation of the Serbian king
because he noticed that in the the fourteenth centu-
ry Constantine the Great is almost always represent-
ed with this type of loros, just as the Christ King of

16 The loros crossed in the shape of the letter “X”, ap-
peared on the portraits of Serbian rulers from the time of
King Stefan Uro$ III Decanski, but was used the most fre-
quently on the representations of Stefan DuSan. The in-
signia also appeared sporadically on the later Serbian rul-
ers, [I. Bojeomuh, Vkpwmena oujaouma u ,, mopaxuon “.
Hee Opesne u Heyobuuajene umcucHuje cpnckux enadapa
y XIV u XV eexy. Tpeha jyrocioBeHcka KOH(epeHIH]ja
Bmu3aHTONOTa, beorpag—Kpymesar 2002, 249-276.
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kings in the composition “the celestial court”, while
king David and the Archangel Michael and Gabriel
are fairly regularly represented with this insignia'’.
Dragan Vojvodi¢ noticing this type of loros on the
representations of ancient, non-Christian kings, as
well as on the images of St. Constantine the Great
concluded that its meaning lies in the desire of the
Serbian dynasty to emphasise their primacy and pre-
determination for imperium by providential connec-
tion with the first Byzantine rulers, such as St. Con-
stantine'®.

At Polosko, this insignia was above all used to
assimilate the King DuSan to Constantine the Great.
The source for the assimilation of Dusan with Con-
stantin the Great lies in the ideology of the Byzantine
sovereigns where comparisons with the first Christian
emperor, Constantine the Great, played an important
role’. Constantine was an idealized archetype of the

17 I'po3manos, op.cit., 55, Ipo3nanos, Kopuakos, Hc-
mopujcxku nopmpemu y Ilonoukom, 61.

18 Bojsomuh, Vkpwmena oujaduma u ,,mopakuown*,
249-276.

1 For this ideology in the byzantine world, see: C. Wal-
ter, The Iconography of Constantine the Great, Emperor



Christian ruler, a symbol of the emperor’s legitimacy
and identity and a model for comparison. Therefore,
Byzantine emperor was considered heir of Constan-
tine and the defender of the faith - he was considered
“as new Constantine”*"

This Byzantine political ideology was also adopt-
ed in medieval Serbia*. In the 13th and the 14th
century, this ideology was almost simultaneously de-
veloped in painting and literature. In the wall paint-
ings this comparison was emphasized by placing the
Serbian sovereigns face-to-face to Sts. Constantine
and Helen or by juxtaposing them?. In literature,

and Saint: with Associated Studies, Leiden 2006, 104-105,
with bibliography.

20 For the comparison between the Emperor and Con-
stantine the Great, see: O. Treitinger, Die ostromische Kai-
ser und Reichsidee nach ihrer Gestaltung in hifischen Ze-

remoniel vom ostromischen Staats- und Reichsgedanken,
Darmstadt 1956, 129-134.

21 For this ideology in medieval Serbia and Bulgaria,
see: Walter, op.cit., 105-110.

22 These examples are found in the narthex of MileSeva
(ca. 1225), on the coins of king Radoslav (first half of
the 13th century), in King’s Church at Studenica (1314),
in Staro Nagori€ino (second half of the 14th century), in
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the comparison between the Serbian sovereigns and
Constantine the Great as an ideal model of Christian
sovereign was above all treated in hagiography and
hymnography?.

In his charters, Stefan Dusan refers himself twice
to his model, the Emperor Constantine?*. In the pre-
amble of his charter of the donation he made to the
Serbian Church of the Holy Archangels in Jerusalem
in 1348, he states that he followed the example of his
great ancestors Nemanja and Sava for their love for
the Church, as well as the life in Christ of the holy
Emperor Constantine and other sovereigns living in

Psaca (seventh decade of the 14th century) and in Marko’s
Monastery (1376-1377), V. Purié, Le nouveau Constantin
dans ['art serbe médiéval, Lithostroton: Studien zur byz-
antinischen Kunst und Geschichte, Stuttgart 2000, 56, 57,
with bibliography. However, the best example is probably
the representation of Milutin and Simonida in Staro Na-
gori¢ino. In Nagori€ino, the parallel between Milutin and
Constantin is emphasized not only by the fact that they
are painted side by side, but also by the fact that they are
painted in the same position and in the same costume, b.
Tomuh, Cmapo Hazopuuuno, beorpan 1993, 121.

3 Puri¢, Le nouveau Constantin, 58, with examples.
2 Tbidem., 58.



the Orthodox faith?®. Later, in the preface to his Code
of the Laws of the Empire, he thanked God for the
rise of his power and the conquest of the new territo-
ries because He gave him all this in hand as he gave
it to the great Emperor Constantine®.

Thus, this type of loros appears on the portraits
of Stefan Dusan to highlight the similarities between
him and Constantine the Great who, as his 14th cen-
tury representation in Polosko (fig. 4) always wears
the loros crossed in X. In order to proclaim the legit-
imacy of the reigning king, the iconography uses the
reference to Constantine the Great presented as his
ideal model.

The composition in Polosko also includes the
symbolic crowning of the emperor (fig. 3). At the top
of the composition, Christ Emmanuel crowns the em-
peror and his heir. This is the first example in the Ser-
bian royal iconography where Christ himself crowns
the Serbian sovereign and the prince”’. The image of
the crown extended to the basileus by Christ, the Vir-
gin or an angel was part of the Byzantine iconogra-
phy from the time of the Macedonian dynasty?*. This
iconography has its source in the legend reported in

25 F. Miklosich, Monumenta Serbica, Vienna 1858, 134.

26 B. Mapkosuh, /[ywanos saxonuk, beorpamx 1986,
88.The idea of the Serbian emperor as the New Constan-
tine takes on its final shape in the years after 1346, in the
last phase of Dusan’s imperial programme. A number of
sources make clear the universal pretensions of the Ser-
bian Emperor, which also explain his war plans focused
on Constantinople. C. MapjanoBuh-/ymaunuh, Eremen-
mu yapckoe npozpama y J[yuianogoj nogesmu y3 3aKouux,
M[KIN®, 65-66, beorpax 1999-2000, 3—20, Marjanovié-
Dusani¢, Vojvodi¢, op.cit., 302-303.

27 The divine investiture by the angels was already de-
picted in Gracanica on the portraits of Milutin and Simo-
nida and on the portrait of Stefan Dusan in Treskavec, G.
Subotié, L’Art Médiéval du Kosovo, Paris 1988, fig. 39-40,
C. LiBetkoBckH, [Topmpemu 6u3anmujcKux u Cpnckux 61a-
odapa y manacmupy Tpeckasyy, 3orpad 31, beorpan 2006-
2007, 158-166. For the examples of royal investiture in
Serbian medieval art, see: J. bawuh, [Tpumepu ungecmu-
mype 61a0apa y CpncKoj cpedr08eKOBHO] YMemHOCmU,
Viminacium 17, Pozarevac, 2014, 147-184.

8 C. Jolivet-Lévy, L’image du pouvoir dans I’art byz-
antin a l’époque de la dynastie macédonienne (867-1056),
Byzantion, 57, Bruxelles 1987, 441-470, Eadem, Images
de I’empereur, Economie et société a Byzance (VIIIe-XIle
siécle). Textes et documents, Paris 2007, 7-12. The sym-
bolic coronation of the emperor by a delegated figure (on
the first place angel or archangel) was developed in Byz-
antine iconography. This iconography is based on the leg-
end reported in De Administrando Imperio, that the first
imperial crown was sent to Constantin the Great by an
angel, Jenkins, trans., Constantine Porphyrogenitus, De
administrando imperio, 66-67.
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Fig. 4 Sts. Constantine and Helen,
St. George at Polosko

the De Administrando Imperio, that the first imperi-
al diadem was sent to Constantine the Great by an
angel. Therefore, the iconographic formula confirms
the idea that the Emperor is a sovereign inspired and
protected by God and that his reign is guided by the
Divine Providence®. By depicting Dusan crowned by
Christ himself, iconography could not express more

® For the symbolic investiture of the sovereign, see:
Grabar, L’Empereur, 112-122. See also: T. Kambourova,
Du don surnaturel de la couronne: Images et interpréta-
tions, 3orpad, 32, Beorpan 2008, 45-58, for the example
from Polosko, 54-55.



clearly the divine origin of his power. The crowning
of Dusan and Uro$ by Christ himself in Polosko was
repeated three years later in Lesnovo, where Christ
crowns Stefan Dusan and his wife Jelena®.

The portrait of the sovereign at Polosko is also
distinguished from other images of Dusan by the rep-
resentation of the delivery of the sword (fig.3)*!. The
image of the sword granted by the archangels or the
Theotokos to the victorious sovereign, who obtains
his victories by the will of God, is known in Byz-
antine iconography*?. The granting of the sword to
a Serbian ruler was depicted for the first time in Na-
goricino where the patron of the church - St. George,
hands the sword to King Milutin®. Vojislav Puri¢
explained the creation of this motif by a concrete his-
torical event — Milutin’s victory against the Turks in
Asia Minor in 131334,

3 Tabenuh, op.cit., fig. XL, XLI, XLII.

31 The sword is a sign of power well known in Byzan-
tine symbolism, supporting the idea that the Basileus is the
military leader of the empire. This element is also part of
the portraits of Nemanji¢ dynasty, Kyutchoukova, op.cit.,
123-124.

32 Grabar, L’ Empereur, 86-87, 115-116, Jolivet-Lévy,
L’image du pouvoir, 450-452.

33 Tomuh, Cmapo Hazopuuuno, fig. 121.

3 B. J. Bypuh, Tpu dozahaja y cpncxoj opocasu XIV
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Fig. 5 St. George, St. George at Polosko

The episode of granting the sword in Polosko is
also related to a historical event - Stefan Dusan in
Polosko is painted with a sword immediately after
his greatest victories in 1343, when he conquered
the cities in the south Macedonia and Albania®*. His
successes in the battles near Velbuzd (1330), and his
victories won in the following years were considered
by his contemporaries as battles won by the will of
God. The same idea that he was guided by the help of
God and the sign of the cross can be found in Dusan’s
official documents of that time*¢.

Andronicus III Palaecologus after the armistice of
August 1334, according to Dusan’s biographer, Arch-
bishop Danilo, said: “I see that all this was gained as
a gift from the Lord”¥, referring to his territories lost
in the war with Dusan. The same ideas are also con-
tained in the first Dusan Charter granted to the Mon-
astery of Treskavec and in the charter DuSan granted

6exa u wuxoe odjex y caukapcmsy, 3MCILY, 4, beorpan
1968, 68-86.

3% M. Junuh, 3a xpononoawjy [ywanosux ocseajarea
suzanmuckux epadosa. 3PBU 4, beorpan 1956, 4-10.

36 JI. Mupxosuh, mipes., Apxuenuckon danuno Il u mwe-
206U Hacmaemayu, Kueomu Kpameea u apXuenuckona
cpnekux, beorpan 1935, 166.

37 ibidem, 170.



to the church of the Virgin Peribleptos
in Ohrid®® after the conquest of Prilep
and Ohrid. Archbishop Danilo com-
pares Dusan to Joshua®’, while Dusan
his famous preface to the Imperial
Code attributes his victories and the
elevation of Serbian kingdom to the
rank of empire to Divine Providence
that similarly elevated Joseph (son of
Jacob) to the position of administrator
of Egypt*®.

Another confirmation that the
granting of the sward was a manifes-
tation of the military power of Dusan
and the idea that his conquests were a
result of God’s will is also evident in
by the dedication of the church. Again,
like it was the case with Staro Nago-
ri¢ino*', the church was dedicated to
St. George Triomphant*?. St. George
Triomphant was venerated by DusSan
and his father Stefan Decanski as their
ally. As a patron of Staro Nagoricino
he was depicted above the entrance and
on the iconostasis of the church®. Ste-
fan Decanski prayed before this icon
before the battle of Velbuzd (1330)
which was the reason why this victory
was associated with the help from St.
George Triumphant*.

38 C. HosakoBuh, 3akoncku cnomenuyu
cpnckux opoicasa cpeoweza éexa, beorpan
1912, 664, 672.

3 Mupkosuh, nipes., Apxuenuckon Jla-
nuno, 140-141.

“0H. Pamojunh, 3axonux yapa Cmegana Jywana 1349
u 1354, Beorpanx 1960, 142-144.

#1 This church is renovated and dedicated to St. George
Triumphant by King Milutin, thankful for his victory against
the Turks in Asia Minor in 1313 b. Tomguh, Cmapo Hazopu-
yuno, beorpan 1993, 27, 121, B. Todi¢, Serbian Medieval
Painting. The Age of King Milutin, Belgrade 1999, 56.

4 For the dedication of the church, see: Ristovska,
L ‘Eglise Saint-Georges de Polosko, 24-25.

# Tomuh, Cmapo Hazcopuuuno, 36,78, 87, 123, fig. 84.

# In 1330 Stefan Decanski prayed in front of the icon
of St. George in Staro Nagoricino, asking for help during
the battle in Velbuzd. After his victory he commanded
the silver plating for the icon, . M. Bophesuh, Jse mo-
aumee Cmegpana [enanckoe npe bumke Ha Benbyscoy u
wUx08 odjexk y ymemuocmu, 300pHUK 3a JIHUKOBHE YMET-
HOoCcTH Marwume cprcke, 15, Hosu Cax 1979, 135-150, By-
puh, op.cit., 71, Toguh, Cmapo Hazopuuuno, 27, . M.
Bophesuh, 3udno cruxkapcmeo cpncke enacmene y doba
Hemarvuha, Beorpan 1994, 88.
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Fig. 6 Archangel Gabriel, St. George at Polosko

The idea of the divine providence transmitted
through the help of St. George is emphasized once
again through the fresco of the patron depicted next
to the iconostasis on the south wall. St. George is de-
picted in his military costume waving his victorious
sword while a shield is depicted behind his back (fig.
5). The upright sword of St. George symbolizing his
military power® is depicted for the first time at the
church of the Taxiarchis of the Metropolis in Kasto-
ria (13th century)*, and in the church of the Virgin
Olympiotissa in Elasson. In the 14th century St.

4 For this symbolism, see: K. P. Charalampidis, Rep-
resentations of military saints in the middle-Byzantine and
late-Byzantine iconography of Greek Macedonia, Byzantine
Macedonia: Identity, Image and History, Papers from the
Melbourne Conference July 1995, Melbourne 2000, 81-82.

4 M. Chatzidakis, Kastoria; Mosaics, Wall Paintings,
Athens 1985, fig. 19.

47 E. C. Constantinides, The Wall Paintings of the Pa-



Fig. 7 Archangel Michael, St. George at Polosko

George is depicted waving his sword in Protaton®,
on the iconostasis of Staro Nagori¢ino® in St. Nicetas
near Cucer®, in Gracanica’ and in the church of the
Dormition of the Virgin in Zeygostasi®2.

All these elements: the delivery of the sward, the

dedication of the church to DuSan’s ally St. George
Triomphant, as well as the depiction of St. George

nagia Olympiotissa at Elasson in Northern Thessaly, Ath-
ens 1992, 212, pl. 64, 66.

8 G. Millet, Monuments de I’ Athos, Les peintures, Par-
is 1927, pl. 48/2.

4 Tomuh, Cmapo Hazopuuuno, fig. 84.

0 T1. Musskosuh-Tleniek, Jenomo na zoepagpume Mu-
xauno u Eymuxuj, Cromje 1967, 56, fig. 88.

SUB. Tomuh, I pauanuya — caukapemso, beorpan 1989,
fig. 70.

32 1. Zicwov, O1 uspuovauéves uoppéc Ayiwv ato voo e
Hoavayiog Zevyooraoiov Kaoropiog, Humn u Buzanruja, 13,
Hum 2013, fig. 8.
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waving his victorious sword, proclaim the di-
vine origin of Dusan’s victories™.

Prince Uro$ is depicted to the left of
Dusan. Although at the time of the decoration
of the church, UroS§ was only six or seven, he
is raised, in a unique way, to the same height
as his father so that Christ could also touch his
crown: his supedion is placed above an emp-
ty square field>*. He wears a divitision similar
to that of his father but which is nevertheless
decorated more soberly. For the first time in
his portraits, he is painted with a /oros, also
crossed over the chest in X. Nevertheless, his
crown differs from that of his father. In his
right hand he holds a sceptre - a double cross,
and in his left hand the akakia.

To the left of Uros is depicted his mother
Jelena. She holds a sceptre, in her right hand,
while her left hand is stretched forward. On
her head she wears the propoloma, a tall open
crown®’. Under the crown, the sovereign wears
a veil, richly decorated down to the shoulders.
She is adorned with rather imposing earrings
of type “ad modum slavicum™*. The Serbian
sovereign wears a long dalmatic with long
sleeves at the ends, called granatza®.

On the other side of the wall in the first
register in the naos (on the northern part of
the west wall) are depicted Sts. Constantine
and Helen® (fig. 4). They are depicted with
many insignia that figure on the Serbian roy-
al couple. Sts. Constantine and Helen holding
the cross placed between them stand on im-
perial pillow — a supedion and wear the same
royal robes as the Serbian sovereigns: Saint

53 For another explanation of this iconographic solu-
tion, that the paintings such as the one in Polosko did not
celebrate triumph in a particular battle, but that it rather
glorified the triumphant nature of imperial authority as
such, see: Marjanovi¢-Dusani¢, Vojvodié, op.cit., 313.

*In Serbian medieval painting there is another way of
emphasizing the ideological importance of the heir. At St.
Nicholas Bolnicki in Ohrid (1345), Uros at the age of eight
is painted with the same size as his father, 1{. I'po3nanos,
op.cit.,, 57, fig. 7.

55 Kyutchoukova, op.cit., 121.

%6 Ibidem, 122.

57 Some experts, however, have doubts about the cor-
rect use of this element. According to B. Cvetkovic this is
a masculine habit worn by the Basileus and his archons, b.
LBerkoBuh, [lpunoe npoyuasarea 8usaHmujckoe 080pcKoe
xocmuma -I'pavio, lomotiac, 3PBU, 34, beorpan 1995,
143-157.

58 On the iconography of Sts. Constantine and Helen,
see: Walter, op.cit, with bibliography.



Constantine is clothed in a purple divitision with
a loros crossed over his chest in X, and wears the
kamelaukion on his head. St. Helen is also depict-
ed as Queen Jelena - she wears a dalmatic with long
sleeves, called granatza and has propoloma, under
which is the veil, that goes down to her shoulders.

By representing Sts. Constantine and Helen in an
immediate proximity to the Serbian royal couple, and
by depicting them in the same royal habits, the ico-
nography confirms once again the analogy between
these two couples.

The comparison of Stefan DuSan with Archangel
Michael

The crossed loros depicted on the portrait of Ste-
fan Dusan and St. Constantine the Great is repeated
once again in the decoration of the church - on the
representation of the Archangel Michael. In the naos
of the church two archangels are depicted on the east
pair of pilasters under the dome. Archangel Gabriel
is depicted on the south-east pilaster while Archangel
Michael is facing him on the north-east pilaster (O
APXQON MIXAHA)Y. They are depicted in imperial
costumes with /loros®. But while Archangel Gabriel
wears a simplified type of loros (fig. 6), Archangel
Michael’s loros is crossed over his chest in “X” (fig.
7). The both archangels hold their usual imperial at-
tributes: a globe®! and a scepter.

The type of the crossed /loros worn by the Arch-
angel Michael iconographically approximates him to
the Serbian sovereign depicted on the facade of the
church. This analogy is based on an ancient Byzantine
tradition where the Basileus was assimilated to the
archangels and especially to the Archangel Michael.
The iconographic assimilation between emperors and
archangels expresses the analogy of their status in re-
spect of the celestial sovereign and the parallelism of
their mission: ministers of Christ, servants on earth
and in heaven. The privileged link between the Byz-
antine emperor and the Archangel Michael goes back
to Constantine the Great when the imperial costume

% For the depiction of the Archangels at Polosko, see:
A. Popova, Les Puissances célestes et la Seconde Venue
du Christ sur les fresques de Saint-Georges de Polosko,
Palimpest, 1/2, Stip 2016, 135-137.

% On the representations of the archangels in the im-
perial costume, see: C. Lamy-Lasalle, Les archanges en
costume impérial dans la peinture murale italienne. Syn-
thronon: Art et Archéologie de la fin de 1°Antiquité et du
Moyen Age, Paris 1968, 189-198, C. Jolivet-Lévy, Note
sur la représentation des archanges en costume impeérial
dans iconographie byzantine, Etudes cappadociennes,
London 2002, 447-461.

1 For the globe as an attribute of archangels, see:
laGenmh, op.cit., 134-135.
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and crown were brought to him by an angel. The
Archangel Michael is therefore considered as protec-
tor of Imperial power and can play a role in accession
to it%2, Stefan Dusan repeatedly expressed his grati-
tude to the archangels through texts and images, for
it was through them that he had received his victori-
ous sword. It was also the Archangel Michael who
had transmitted to him the insignia of sovereignty of
divine origin, following the example of the emperor
Constantine the Great®®. By assimilating the Serbian
sovereign to the Archangel Michael, the iconography
affirmed both the sacredness of the power of the sov-
ereign and his subordination to the heavenly power®.

62 C. Jolivet-Lévy, Culte et iconographie de I’archange
Michel dans [’Orient byzantin: le témoignage de quelques
monuments de Cappadoce, Etudes cappadociennes, Lon-
don 2002, 432, 434.

6 Dusan dedicated to the Archangels his foundation at
Prizren. Following his example, several dignitaries also
dedicated their foundations to the Archangel Michael,
even more so if they came from military backgrounds.
This is the case of the despot Oliver in Lenovo, as well
as the Protosevastes Hrelja who erected his church in the
town of Stip, V. I. Buri¢, L art impérial serbe: marques du
statut impérial et traits de prestige, Bu{avtio xou XepBia
xatd tov IA" aiova, ABiva 1996, 36.

¢ For the iconographic assimilation of the emperors and
archangels, see: Jolivet-Lévy, Note sur la représentation
des archanges, 447-461. The analogy between the emper-
or and the Archangel Michael is already established quite
early. The best example in relation to the image of Polosko
is the Church of Cavusin (963-960), ibidem, 454-455. The
two archangels depicted in the nave of the church wear
sumptuous imperial Joros that are different: Gabriel’s is of
the traditional type, crossed in front of the body, while the
modified form is used for Michel. Nicéphore Phocas, who
is depicted with his family in the north apse of the church,
wears the same modified form as Michel. The intention to
establish an iconographic link between the Archangel Mi-
chael and the emperor Nicephoros is revealed also by the
attitudes of the archangels: Gabriel carries the globe with
his left hand on the side, while Michael holds it from the
right in a gesture which directs the attention of the viewer
towards the image of the emperor. The latter is, moreover,
represented in an attitude symmetrical to that of the arch-
angel. The example of Cavusin is related to Polosko by an-
other element: in Cavusin the proclamation of Nicephorus
Phocas as a legitimate lieutenant of Christ on earth, was
further emphasized by a suggestive approximation with
Constantine the Great, represented with his mother Helen,
on the south side of the central apse, in a way that he would
only be visible if one places oneself in front of the imperial
portraits. Thus the example of Cavusin is closest to that
of the church of Polosko in the sense that the sovereign is
at the same time associated with the Archangel Michael
and Constantine the Great. This equivalence is illustrat-
ed in other Byzantine works. On the famous ivory of the
Berlin Museum, is shown an Emperor Leo - probably Leo



In the church of St. George at Polosko is depicted
one of the most striking galleries of historical por-
traits in the Serbian Medieval painting. In churches
painted before Polosko, the members of the dynasty
and the family of the noble founder were depicted
face to face. In Polosko, the disposition of Dusan’s
family portraits better reflect superiority of the em-
peror’s status. The face-to-face arrangement reflect-
ed the harmony between the rulers and their vassals,
while the elevation of the image of the sovereign
above the nobles insisted on the hierarchical differ-
ence that existed between them.

St. George of Polosko offers one of the largest and
most representative images of the Serbian sovereign.
At Polosko Dusan appears as a majestic ruler. In cre-
ating the portrait of DuSan in Polosko, the painter
and his advisers adopted the language of a number of
Byzantine Imperial images of that period, while com-
plementing and reworking the solutions adopted for
portraits and compositions dating back to the days at
his predecessors. At the time that preceded the rise of
the kingdom to the rank of empire, a set of symbols
alluded to DusSan’s “legal” right to the title of emper-
or. His portrait at Polosko consolidates the idea of the
sacralization of the new Serbian emperor by assimi-
lating him to Constantine the Great and to Archangel
Michael. The iconographic solutions of the crowning
of the sovereigns by Christ and the granting of the
sword to the king by an angel constituted not only
a symbol of the authority emanating from his status
as a sovereign but also of the triumphant image of
the victor whose power is from heavenly origin. This
portrait of Dusan, like the other images of Serbian
imperial iconography, was intended to present DusSan
as a faithful continuator of the work of his predeces-
sors, but also as an orthodox pretender to the Byzan-
tine imperial title.

VI (886-912) - crowned by the Virgin in the presence of
the symmetrically placed Archangel Gabriel who has the
same pose and the same costume as the Emperor. Archan-
gel Gabriel occupies here the usual place of the Archangel
Michael in the composition showing Theotokos flanked by
the two archangels. Michael is according to the etymology
of his name in Hebrew, ,,he who is like God*“. The equiva-
lence established between him and the sovereign indirectly
refers to the idea of the emperor as the image of God on
earth, ibidem, 436-437, with bibliography.
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The pictorial demonstration of the political pow-
er of Serbia in Polosko is explained not only by the
importance of the historical moment of its construc-
tion but also by its location. At the time of its con-
struction, PoloSko was on the border between Ser-
bia and Byzantium. The image of the royal family
in Polosko, as well as in other contemporary monu-
ments built on newly conquered territories, shows a
tendency towards a more pronounced “sacralisation”
of the king and the Serbian royal family in relation to
the monuments located in the territories of the central
core of the Serbian State.



Amna [TIOIIOBA

ITOUCTOBETYBAIBETO HA CTE®AH IYIIAH CO KOHCTAHTHUH BEJIUKHU U CO
APXAHI'EJI MUXAWJI BO IIPKBATA CBETH I'OPI'M BO ITOJIOIIIKO

Pezume

Bo upksara Ceetun fopfn Bo Ilonomiko ce HacaMkaHu
€IIHM O]l HaJUMIIPECHBHHUTE MCTOPHCKHU TIOPTPETH BO CpPeI-
HOBEKOBHAaTa yYMETHOCT Ha TepuTopujara Ha PemyOnmka
Maxkenonuja. IToprperute Ko mopaHo ce Haoraje Ha 3a-
najgHara Qacajga Ha IPKBATa, a Cera ce JIeN O HCTOYHNOT
SHJI Ha HAOCOT, CE paclope/ieH! BO JBe 30HU. Bo nonHara
30HA CE HACIIMKAaHU IOPTPETHUTE Ha JIOHATOPHTE, J0/IeKa HaJl
HHUB CE€ HaoraaT MOPTPETUTE Ha BIA/ICaYKOTO CPICKO Ce-
mejcro: Credan [lymman, HSTOBHOT CHH YOI M KpajHiiara
Enena. OBoj Tpyz ce OCBpHYBa Ha MPETCTaBara Ha CPIICKO-
TO KPaJICKO ceMejcTBo, mpex c¢ Ha Credan [ymman.

[IpercraBa Ha kpasot [yman Bo Ilomomko crara mo-
Mery HETOBUTE HajBEINYEBCTBEHH IpeTcTaBu. Haciankan
€ CO TOoJIeMH IOUMEH3WH M M300MIIyBa CO MKOHOTPa(CKH
€JIEMEHTH KOM MMaJje 3a Lell JIa TO W3eHa4YaT CO MPBHOT
xpuctujancku nap Koncrantun Benuku. [Tapanenara mo-
mery Credan [yman u cB. Koncrantun Bennku e Harma-
cena moBeke maty. [IpBo, Jlyman e HaciaukaH co mocedeH
BUJ KPYHA KeMeleyKuoH KOja CIIOpesl JIereH/1aTa aHTeJINTe
My ja nonene Ha Koncrantmn Bemmxu. Hebecnorto mo-
TEKJIO Ha HETOBATA BIIACT ja OTBP/lyBa U CAMUOT XPHUCTOC,
KOj Off ZIeTT 07T HeOOTO IO KPYHHUCYBa BIIAACTENIOT M HETOBH-
ot HacnenHuk. [lapanenara co cB. Koncrantun Benuku e
MTOCBEI0YCHA M CO M300TOPOT HA 10POC CO KOj € HACIUKaH
kpanot. CraHyBa 300p 3a moceOeH BHUJ Ha BKPCTEH J10pOC,
co koj Bo 14-ot Bek ce cimka cB. Koncrantun. Co HCTHOT
THII Ha I0pOC OBOj CBETHTEJI € HaciaukaH 1 Bo [lonomkara
upksa. meno ceerute Koncrantuln u Enena ce Hacnuka-
HU OJ] ApyraTa cTpaHa Ha UCTHOT SHJ, BO 30HATa Ha CTO-
€UKH CBETHTENIH BO HAOCOT, BO NCTUTE LIAPCKHU AIIUIITA CO
KOU € HACIIMKAHO CPIICKOTO KPAJICKO CEME]CTBO.

IToucroBeryBameTo Ha Jlyman co Koncrantun Benuku
Bo [losomkara npkBa nmaso 3a e Aa ja 3alBpCTH HeroBa-
Ta MO3MIMja KAKO JISTUTUMEH BJIaJIeTell HA HOBOOCBOCHHTE
TEPUTOPHH. 32 Taa LN KPAJICKUOT MOPTPET OWII HAIOIIO-
HET CO YIITE €/IeH MKOHOTPA()CKU MOTHUB - aHIeJI My IO HOCH
MedoT Ha Biazerelnot. [Ipex [Tosoiko, MOTHBOT Ha MeY KOj
00XKECTBEHO My C€ JI0/IeTyBa Ha CPIICKU BJIAJIETEIl CE CPET-
HyBa Bo Ctapo Haropuuuno kane Cs. fopr’n My IO BpauyBa
Me4oT Ha KpasioT MuyTud. OBaa uKoHOTpaduja e oapas Ha
KOHKPETHA UCTOPUCKA CIy4Ka. MMIIYyTUH IO IpuMa Me4oT
oxt cB. I'opfu o HerouTe romemu mobem nporus TypruTe
B0 Masa Asuja. HebecHoto noziernyBame Ha Med Ha JlyiaH
HCTO TakKa Ce IMOBpP3yBa CO KOHKPETHA MCTOPUCKA CIIYYKa.
AHresor My ro HOCH MEUOT Ha BIIAJETEJIOT HEHNOCPETHO
[0 HETOBHUTE TOJIEMH TCPUTOPHjaHU OCBOjyBarba, KOra 3a
cMeTKa Ha Bu3aHTHja 0CBOMII MHOTY TPajoBU Bo Makeno-
HHja ¥ BO Aunbanuja. Jleka 0BOj MKOHOTPA()CKH CIICMEHT
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MMaJl 3a LIeJT 1A ja NCTaKHe Oo)KecTBeHaTa mpomMuciia Ha Jly-
IIAaHOBUTE OCBOjyBarba CBEJJOYM M IIOCBETaTa Ha LPKBaTa.
Wmeno, npkBara 6mina mocBereHa Ha CB. fopfn [To6emono-
cer koro JlymaH ro cMeran 3a cBoj cojy3HHK. [loceOHara
MIOYHUT IITO TOj ja HETYBAJI KOH OBOj CBETUTEN CE TEMEIH Ha
(hakxToT mTo mobemara Bo OnTKara kaj BenOyxa koja ke ro
npocnasy JlymaH, BCYyIIHOCT My OHJIa IPEMHIIAHA TOKMY
Ha 0BOj cBetuten. [lomapmikara Ha CB. fopr’n [To6emono-
cell € YIITe e[Halll HarlaceHa BO MOTHBHUTE IPHKAKAHH
BO HAOCOT Ha LPKBATA: ATPOHOT Ha mpkeara, Ce. Iopfu e
HACIIMKaH JI0 HKOHOCTACOT KaKO 3aMaBHYyBa CO CBOjOT ITo0e-
JIOHOCCH MeY.

Credan [lyman Bo Ilomomkara mjpkBa He OWJI HCIOCT-
oBeTyBaH camo co Koncrantun Benmku Tyky 1 co ApxaHx-
rex Muxawni. Beymmaoct, Apxanren Muxani € HacIuKaH co
HCTHOT BKPCTEH JIOPOC Kako U Biajerenor. OBaa aHajgoruja
ce TeMeJH Ha JPeBHATa BU3AHTUCKA TPAJUIHja KaJe UMITe-
paroToT OWJI MOWCTOBETYBAH CO apXaHTeluTe, a 0COOCHO
co apxanren Muxani. OBa IIONCTOBETYBAmbE CE TEMEIH Ha
aHaJoTHjaTa Ha HUBHUOT CTaTyC BO OJHOC HAa HEOECHHOT
BIIafIeTeN, KAKO W HA HHWBHATA MHCHja: XPUCTOBH 3acTall-
HUIM, CITyTH Ha 3eMjara u Ha HeOoTo. [TountTa koj Ctedan
Jlymian ja HeryBaJl KOH apXaHTEIUTE € TIOCBEeJ0YeHa U BO
MUIIAHNTE TEKCTOBU U BO yMeTHOCTa. CO MONCTOBETYBame-
TO Ha CPIICKUOT BiIajieTel co ApxaHren Muxani, HCTOBpe-
MEHO € HarjaceHa CBETOCTa M MOKTa Ha HEroBaTa BIIACT,
Kako M HEeroBaTa mojapeaeHocT Ha bokjara cuma.

IIpercraBara na dyman Bo Ilonomko € nHcnupupana
O]l BU3aHTHCKarTa Iapcka MKoHorpaduja, Kako ¥ O CpI-
cKaTa KpaJjicka nkoHorpadujara ox BpemeTo Ha JlymaHo-
BUTE mpeany. Bo BpeMeTo koe My MPETXOmeno Ha Mpor-
JIacyBamkeTO Ha LAPCTBOTO, 30Mp Ha CHMOOIH alynupa
Ha “3aKOHCKOTO” mpaBo Ha JlyIraHoBaTa Ijapcka THUTYIA.
Herosuot moptpet Bo [TosoIiko ja KOHCOIMIUpA UejaTa
3a CBETOCT Ha HOBHOT CPIICKH Iap, KOj ce MOMCTOBETYBa
co Koncrautun Benuku u co apxanren Muxaui 4uja MOK
MOTEKHYBa 071 HebecaTa.

HkonorpadckaoTo HCTaKHYBambe HAa MOTUTHYKATA MOK
Ha Cp6wuja Bo [Tonomko ce objacHyBa He caMO CO BayKHOC-
Ta HA UCTOPHCKHOT MOMEHT BO KOj IITO LIpKBara Ouna u3-
rpajaeHa, TyKy U O Hej3uHaTa MecTtonoioxba. Bo Bpeme-
TO HA HEJ3MHOTO MOJUTAKE I[PKBaTa CE Haoraia Ha TpaHu-
nara rnomery Cpouja u Buzanruja. Ciimkara Ha KpaJICKOTO
cemejctBO BO [oMOMIKO, KAKO M BO IPYTHTE COBPEMEHH
CIIOMEHHUIIM HM3TPAJicHd Ha HOBOOCBOCHUTE TEPUTOPHH,
MOKaXXyBa TEHJICHIIMja KOH MOU3pa3eHa AUBHHHU3AIM]jA Ha
BJIQJICTEJIOT BO OMHOC HA CIIOMECHHUILIUTE KO Ce Haorae Ha
TEPUTOPHUjaTa Ha IIEHTPATHOTO japO Ha CPIICKATA JpKaBa.



