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MILUTIN'S KING'S CHURCH :

<) A STUDY OF ICONOGRAPHIC AND HISTORICAL FACTORS
N ¢ RELATING TO ITS LIFE OF THE VIRGIN CYCLE

i e AND ITS DEDICATION TO JOACHIM

G AND ANNA

King Milutin built his tiny King's Church in the menastery
of Studenica in 1313-14.‘ Ad jacent te the larger church of his great-
§ © _grandfather Stephan Nemanja, dedicated to the Virgin, Milutin's choice
'?of dedication was Joachim and Anna, the parents of the Virgin. Since

&except for a small and insignificant proevincial church built about 300
«.,ﬁ

ég:;years earlier in Cappedocia, no other church is known to have been

‘ qﬁ%dedicated to Joachim and Anna predat%zg Milutin's church]'this must
CAorl L.
.§§fhave been a pointedly significant decision.
‘\:\ ‘\\L Y { ¥ s
P f{ ) At this time the Serbian kingdom was involved multifariously

;;;with the problems of asserting its growing power in a world where Bwz-
T N
‘antine imperial power was declining.l Milutin's choice of dedication

~

ito the ancestors of the Virgin accords with his own needs to reaffirm

' his noble sarcedotal ancestry: more than a century before Neman ja and

d g_g ghis son Ste. Sava, had founded the Serbian State and autocephalic Serbian
fzt“ﬁ §Church--Milut1n was now engaged in solidifying both; as Nemanja had
kg? 'dedicated his important monastic foundation's church to the Virgin,
ﬁ?\§§ ..... Milutin would dedicate his own Jjeweldlike monast@a,chapel to the forebears
3 of the Virgin. “ s
‘m ., THE TWELVE SCENES bis Loreet

' %ii”' The main decorative cycle of the King's Church portrays 12

R Y
gx\*ﬁscenes from the Life of the Virgin. The major burden of the scenes
™ J

CEU 28 A

F.
P,



3 A

-2 - . AR f"‘

deals with the parents of the Virgin: five show only Joachim and Anna,
fourfshow both parents and the Virgin, and three show the Virgin without
her parentse. Alffzz;nes are taken from apocféphal textss The twelve
scenes are: Joachim and Anna's Offerings.refused, Joachim and Anna
leaving the temple, the Annunciation to Joachim, the Annunciation to
Anna, Joachim and Anna meeting(the first five); the Birth of the Virgh,
Joachim and Anna caressing the little Virgin, Joachim and Anna bringing
the Virgin to the priests for blessing, the Presentation to the Temple
(the next four ); the Marriage of the Virgin, the Virgin's test by bitter
waters, and the Virgin at the well.

Though by 1313, especially in the Balkans, pnarrative scenes of
the Virgin's l1life were very popular as church decoration, there was as
yet no single "cycle-type', so that it is significant that the first eight
scenes in the King's Church at Studenica occur in the same exact order
and in nearly the exact same iconograrhic detail as occurs in two othe

w?ﬁr'm,f s Aa L onr e

widely=-separated hurches--the Peribleptos at Ochrid built

in 1294~95, and Karﬁ%@bDjami whose magnificent rebuilding was completeoﬁ/

about 1320 in Constantinople. Since it 1s known thet Milutin had personal

Gorh /
and/or political connections with Oechrid and Constantinople, ample
A

opportunity for artistie tles existed. Following the sixty-year hiatus/ﬁ

;df'the Latin Occupation, Constantinople had again become the major epi-
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center for artistic activity, and since three of Milutin's other Serbian'
built or redecorated churches bear signatures of artists who also signed
the works of the Peribleptos, there are obvious artistic relationships
with Ochrid.

During the previeus-i3th—eentury years of the Latin Occupation a
'vigorous g%ﬁf%oniaﬁ?school of art had appeared, seen in such Serblan

foundations as Nemanja's Church at Studenica(1209), MileSeva(1230-36),

De Lec  Juige do- GFnt= O, Y e A Ao omdrliie cenitig?
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and, a bit after the Occupation, Sopoéani(1265). It was during this era

-3-

that Salonica, 1in the Despotate of Epirus, became the artistie hube. At

the end of the 13th century Ochrid, some 120 miles from Salonica, seems

to have established what became the tradition for Pakeologic representations
of the Virgin' Life, and in the Periblertos certain themes-appear for the
first time on central Byzantine soil.z These themes~~the de jected return

of Joachim and Anna, the motif of the "spinner" next the Virgin's cradle,
the caressing of tle Virgin, and her first steps--seem to have originated

in the Orient, as did the iconograrhic detail of the grour of young virgins

separating Joachim and Anna from the Virgin and the high priest in the
3

{

;ﬁ! Presentation scene. Several of these themes and lconogratrhic detaills
\

& 4
b are picked up in Kaﬁ?ig Djami and in Milutinés King's Church.

0 Ce Haa w%n R 4 G P72
That all three churches relied on Oriental apocrgrhal sources

il Rl )y, {,
? rather ‘than Nestern, is fouadmin their representation—of the scenes of

the Offerings,:in whieh Joachim' and Anna appear. Specification that both

the Virgin's parents took part in this event occurs among other embroider-

+ iof James,swhich states only that Joachim,"an exceedingly: rieh and pious

g‘d
o
A7
é&? ies in the 6th century Syrian version of the 2nd century apocr“jphal Book
!
‘&ﬁ man" took offerings to the temple. These 6th century Oriental texts
&
&

T § ‘elaborated on the earlier Greek Protoevangelium in an attempt to stress
g;% é Bthe descent of theVirgin(conceived through divine in tervantion)é from

ﬁné‘ the royal house of David so that special care was taken to give prominence
§§ to Anna her mothers® /{/ R <43}
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Although the Cult of the Virgin had begun among the earlv Church

HISTORY OF THE CULT OF THE VIRGIN

Fathers after the Council of Ephesus in 431 which establlshed that the
mother of Christ was: also Theotokos(ﬁ%&y Mother of God), there is no

Céescription oﬁ any pre-iconoclabtic churchgg in Byzantine areas decorated
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wifh st§ries of the Life of the Virgin--inspite of the fact that many
churehes were dedicated to the Virgin during this time and Justinian
himself had in the 6th century dedicated a Constantinopolitan church to
St. Anne, in a place of honor near the great palace of Constantine.8

In Rome just prior to and during the iconoeclastic controversy, freseoes

in Santa Maria Antiqua were created showing the meaeting of Joachim and
Anna,as well as the Nativity of the Virgin and the three Holy Mothers--
Elizabeth, Anna, and Mary--holding their saintly babies.9 In the late
9th orrearly 1l0th century the Cappadocian chiapel of Kizil Cucere--dedicated
to Joabhim and Anna«-for the first time on Byzantine chureh walls repre-

10

sented the cycle of the Life of the Virgin. It was not till the 1llth

century Macedonian Renaissance that thehintroduption of scenes from the
Virgin's Life begin to enter the formal'repetéfﬁ; of accepted Byzantine
monumental lceconographye Especially.on Greek and Slavie soill, ehurch®s such
as Daphne, Hoslas Lukas and Nea Monl based theif dominant iconographie
eycles on liturgical practices rather than on any narrative intention.

Only in the 12th century did monumental narrative cycles, grouping together
elements of various provenance, begin to flourish--again not in Constan~

11

tinople but in outlying Greek, Georgian and Balkan areas.

FEASTS OF THE VIRGIN (zeeres jg im IR (2 alrsrnd

It 1s not certain when exactly the Twelve Great Feasts of the Virgin
bBecamé ' firmly established in Byzantine liturgical practice although 1lit-
erary evidence indicates that by the 10th century they had all been offi-~

cially celebrated. Up to Justinian's time, there was only one Mariologiecal

Church Feast in Byzantium. Celebratecd as a memorial to,/St. Mary and

occuring around Dec. 25, i1t was related to the canohical texts of the
snnunciation to the Virgin and the Wstivity of Christ. Procopius states

in De Aedificiis that Justinian renamed this memorial feast the Feast of
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the Annunciation and pushed the date back nine months to Mareh 25 with

the precise object of recognizing the miraculous role of the Virgin in

the birth of Christ. In fact all subsequent Feasts of the Virgin were

devised as events paralléling those in the 1life of her Son.12 These

later Feasts were all taken from apocraphal rather than canonical texts.l:5
It was most likely in Constantinople that, following the revocation

of Iconoclasm, the traditional images and comrositions illustrating the

Great Feasts originatedy diffusing themselves throughout the realm during

the 10th and 11th centuries.l® Although no extant manuscripts of the 10th

century show the complete eycle of the Twelve Great Feasts of the Virgin,

the late 10th century Constantinopolitan Menolog of Basil II illustrates

in narrative form ¥warious scenes from her life which were by then also

Great Feastse Not till after the turn of the 1llth century did comrlete

Church Cyeles appear in patristic and biblical literature, especially

in the Gospel Lectionaries which would have been carried by the deaeon

in the Little &ntrance of Divine Liturgy.15 During the course of the

11th century apparently liturgical programs were laid out by learned
clerics without regard for any special medium of representation, so that

an interrelating of manuscript miniatures, icons and monumental decorations

resulted.l6

In ths 12th century, as a direct result” of the formalizing of the
Twelve Great Feasts of the Virgin, many illustrated homilies appear based
on them. Ranging in provenance from Jerusalem, Athos, Sinail, Venlce and
Consé?zgfle, perhaps the best known,originating in the first half of the
century, is the manuscript containing six homilies of the monk Jacobus
of Kokkinobaphus. The two extant copies of this Constantinopolitan manu-

script--lavishly illustrated--lVShow scenes from the textural material om

the Conception,the Nativity,the Presentation, the Marriage and the Annuh-
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ciation to the Virgine. Since the multiple, almost comic-strip-like,
miniatures seem not to relate directly to the accompanying texﬁ)or even
to come from the gpocraphal texts, it has been surmised that these sermons
as well as the miniatures, were somehow connected with contemporary Byz-
antine Church dramatic homilies.18
Appearing also in the 12th century, such widely-scattered im-
portant churches as St. Marks in Venice, Neredica and Vladimir in Russia,
e the Church of the Virgin in Monreale, Odalar Camii in Constantinople and
Nerezi and Kurbinovo in Macedonia, chose Life of the Virgin scenes as
dominant elements in their decoration. In these 12th century churches)the
narrative, not the liturgical, character shines forthe. Especially in the
Macedonian frescoes there seems to be a new deep-felt emctional expres=-
sivness, and crude peasant faces seem to play real parts. Is it possible
that in the monumental provincial church decorations, a connection could
also have been made with contemporary dramatic homilies performed either
By several priests or by a combination of priests and lay people?19
Apparently by 1l389--during which year a Russian traveler to Constantinople
made a Brief, matter-of-fact-comment about having seen in Hagia Sophia
a presentation of "The Three Children in the Ff;%y Furnace'"--such litur-
gical celebrations had become cqmmonplgce.zo Philippe de Mezierers, re-
sponsible for Pope Gregory XI's adoption of the Orthodox Presentation to
The Temple Feast 1n the West in 1372, described the detailed dramatif
text he submitted to the Popre as having been of 1l2th century Cyprizgg

origin but based on both a celebration and a "Representatio" going back

9  to the Fathers of the Church.<l |
v )~Af~v-..m/ (:} ;‘r‘ (ff‘

In the 13th century years of Latin Occupation, increasing
interest in St. Anne's role as mother of the Virgin is manifest in such

7{)3'” churches as Castoria's Hagios Stephsnos and Tirﬁnovo's Forty Martyrse
g5} -L

»* }b 1:"Here single standing figures of Ste Anne carrying the Virgin, and St. Anne
ﬂ" ee o T27f
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walking are presented.22 With the advent of the Palaeologues theaggriblep-

n 4«.

boi, Ochtid St. Achille, Arilje(1279), the Church of the Virgin, Gradac

(before 1276), and the Metropole, Mis$ra(1291-98), announce in full

oL
oL
/é,p SF partial eycles the stepped-up Macedonian fondness for Life of the X
P R
gf&éb Virgin narrative cycles. Painted in what has been called "Serbian Style"
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which had begun tentatively as far back as 1018 with Santa Sophia in ;io;;”_

e
& s Ochrid, their frescoes are characterized by a lively seriousness in Ko ale-
P AP N A2 Soe
'gbﬁt which strikingly realistic details and somewhat Jerky angular movement /i, .
C /
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version of this style. = | ?
.X A?; A et £ Bttn |,

is presente Milutin's church at Studenica ehows a mature and varietal

4

///kRTISTS AND STYLE
/ Blossoming into fullness in the 14th century, this "Serbian
// Style" has been variously analyzed. Partly contingent on the-three

Greek signatures--Michael, Astrapas, EButychios=--found for the first time
on the frescoes of the Prebliptos at Ochrid and subsequently either to-
gether, pair%d, or singly on three of the Milutin churches in Serbian
lands, authorities have pronounced it to be l)a distinctly Serkian style,23
2)a Greek style transplanted during the Latin Occupation to Salonica,24
or 3)a partly Slavic and partly Constantinopolitan style.<® Seen out-
standingly in Milutin's churches, the style has been dubbed that of
"Milutin's Atelier" by Hamann-MacLean and Hallensleben on the basis of
tne royal patronage which imported the three artists into already existing

Serbian royal workshops. Carrying thelr theory farther, H.& H. see

éﬁ# iconograrhic evidence, :in the ~ representations of the Ké?eéis,for Rog-
’ifﬁlgff orodica LjeviSka in Prizren's having preceded the church in Ochrid, which
pﬁ{;%{% they would redate 1310-11.
Jﬁ?ﬁlﬁ” The scholarly debate 1is further complicated by the three artists!
fé? names which are signed, ogﬁégﬁigz,in Greeke Radojgié, among others,

considers the three names denote three separate artists; Xyngoﬁéflos
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and Mibkovié-Pepie, however, see Michael and Astrapas as?one and the A
same person.26 In any case both stylistically and nationalistically the ¢£%J={
problems are as yet unsolvable and rage on as a scholarly tempest in a
teapote The undeniable facts are that among the five churches eommissioned
by Milutin,.Prizren is signed by Astrapas alone; St. Nikita at gﬁg%r,
not definitely dated but placed between 1307-20, is signed by Eutyehios
and Astrapas; the King!s Chureh, 1313-14, is not signeds; St. Georgi;JStaro
Nagorigino, 1316-17, is signed by Eutychios and Astrapas; the{?loister)
church at Gréganica, 1318-21, is not signed.
Taking into account the complications of style along with eertain

indisputable historical facts, I shall attempt to draw conclusions fram
both factors which lead me to support David Talbot Rice's conclusions
regarding the style of Milutin's chapel at Studenicae. Namely that:
Milutin, high=-gpirited in his acquired rank as son-in-law of the Byzantine
Emperor, confident in his fast-accumulating new national wealth, and intrepid
in his recent military and political successes, imported from Constantinople
at least the overseeing mrtist®r his masterwork, the King's Church,

R Milutin coming to the téronea}n 1282, == resumed the Serbian
territorial expansion- begun by Nemanja a century earlier. In the first
Year of his rule the new king-infgdéaJMacedonia and took Skoplje from
Byzantium. Once securely ensconsed in the important central city, Milutinm
continued to rattle his sabres while making frequent attagks pn Byzantine

) e R, 2o : i-{n'-w*o

borders. Though declining in power, Andronicus II'Feci ed on a military &
carnterattack in 1297. In this adventure he was rewarded by failure. 4=é§§:;
Bloodied but uncowed, pressed by the Turks at home, the a@bRg.emperor decided
on a new tacke. A lasting peace could be achieved By peaceful means as

well as military, so he offered to the already thrice-married Serblan

upstart the hand of his widowed sister, Eudocia. When the erstwhile Queen
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of Trebigond refused to wed such an outlander, Andronicus offered Milutin
instead the hand of his daughter, Simonis, who being only five-yevars-old
could not refuse.2?

Theodore Metochites, leading scholar=-statesman of Constantinople,
was dispatched on at least five separate visits to arrange the political
details of the royal winter-spring marriage. This trusted friend of
Andronicus II=--some years later sent to Qionica‘to spy on Simonis! mother,
Andronicus! vstranged second wife-=-has left written r.cord of his impres~
sions.<28 Whereas the Byzantine embassadors sent to Milutin's father,

Uro: I, had been scandalized by the primltiveness of the S.rbian court

in 1266, Metochites reported that Milutin's court was luxuriously appointed,
and that Milutin presented himself in sumptuous garments brilliant with
gold, prescious stones and pearls designed in Byzantine style.29

A3 dowery Milutin was to have peacefully and permanently the

/
. recently-conquered lands north of the Ochrida-Prilep-Stip line. Following

his marp}age to Simonis in 1299, an intensifijgazen-vﬁ Byzantinization
already ingtha court, began to flourish formally throughout the
ertire realéfwrFor the first timc within Serbian borders Milutin instituted
the Byzantine administrative Pronoia; taxes and ducs became similar to
those levied by the Emperor; certain uniquely remarkable imperial govern-
mental functions, including the Kephali, were adopted.so

Thé lavishness of court, costume, ceremony, church rebuilding
and decorating could well be afforded by Milutine While Nemanja's 1l2th

century Scrbia had been economicslly undeveloped and poor, during the

15th century rich mineral deposits had begun to be explored and mined.
_will Py Bl i (e iy .

By the midd.ie o%uJE:¥century silver, lead per and iron vere being ser-
i%)‘&(

iously exploited ﬁnd Serbia entered th. western European economy through

the ports of Dubrovnik and Kotor. That this western-derived financial gain
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was shared at least in small measure with the East, is observed through
a Chrysobull of 1313, drafted by Nicephorus Chumnus in €onstantinople,
which mentions in the preface that military help had been received from
Milutin in the form of some 2000 mounted troops to be used against the
Turks. 92
Testimony 6o the growing interna%}onal)stature of Milutin
EIT F ok

is further demonstrated by the fact that his)mother-in-law, Irene of
N

Montferrat, having quarreled with Andronicus and now residing in her

original home Salonica, sought to secure the succession to the Serbian

throne for one of her sons, “Slace her marriage to the Byzantine emperor

had lost to them her inherited titular crown of Thessaloniea, her new

son-in-law's expanded realm seemed to offer a possible substitute. The
artful scheme apparently fell through not ®Because Mllutin objected but
because the prince did not relish the more primitive life of Serbia.33

That Milutin was not affronted By the Byzantine Empress's proposal is

N
;J"ﬁt_attested to by the fact that Prizren, his first rebuilt church in his
27 )

newly-acquired tertitory, honors Irene with a regal portrait-placed on

P/}EQ e
a westernmost c¢olumn in the main naos. Here Milutin's mother-in-law
74 e
appears facing'towards the apse, sharing her column with Christ and
DS SRR ~

St. Peter who face only toward the north and east respectively.34

Perhaps not only out of respe&t but also ;ut of gratitude did
the Serbian king include the Byzantine Empress in his first redecorating
prrojeet; for it is assumed that Astrapas, Michael and Eutychios who came
to Milutin after their work in the Peribleptos in Ochrid,ggme from
Salonica, Irene's home city, and doubtless it was with her imPerial
sanction that 'they were permitted to cross into Serbian land. Since
it was Ochrid's archibishop Makarios who had celebrated Irene's daughter,
Simonist!, wedding to Milutin, it is also possible that the Serbian king

learned of these painters through the intermediary of the prelate of the
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Peribleptos whose style-setting frescoes had been completed only four

years earlier.35

CONCLUSIONS DERIVED FROM HISTORICAL FACTS

AND FRO?ML

Since the signed frescoes of Milutin's fourth church,Staro
NagoriXing?bgccur after those of his chapel at Studenica, it is possibkble
that Astrapas and Eutychios filled the interval between their work on

(1507-09)
the dated church at Prizren(signed to be sure only by Astrapas) and St.
(1316=17)
George 5+ Staro Nagoricino, at the undated but signed St. Nikita at Cucau
Placed broadly between .1307-and 1520, Ste. Nikita could have been degorated
before, after--or simultaneously with Milutin's chapel if different srtists
were involved. Since Astrapas, Eutychios and Michael were, quite proudly,
ranking artists worthy of at least three royal commissions=-one of which
occured after Milutin's King's Church~-the problem arises of why it was

N STHDEN/C 8 e

that in kilutin's Church{}tself)their fa@gms signatures did not appecare
If the royal patron thought so well of his Salonica-imported artists that
he used and re-used them in his building projects before and after Studenica,
why do their Virgin's Life Ochrid=~initiated scenes appear in the XKing's
Church but not their names? Looking more closely at the style of the
chapel dedicated to Ste. Joachim and Ste. Anna, and at the high repute
surrounding Milutin at the time it was built, circumstantial evidence
seems to point to a logical answer.

Wanting to do Justice to its placement as a suitable companion=-
piece to Nemanja's important foundation church and thus honoring his
great=grandfather as well as Serbia's venerated national saint. Sg;;,
Milutin could well have decided to surpass the Salonican artists and
impress his entire realm by extending his patronage to imperial Byzantlum.

f)ﬁf | .His political and personal status in Constantinopolitan affairs and his
- & £
éﬁ stepped-up Byzantinization at home would have kept lilutin in touch with



the artistic as well as the political events of note in Constantinoplee.
He wouid have surely heard of his father-in-law Andronicus? progected re=-

Weat fpor 7= es'sl vz o, cenp
building of the ChOTae ppysvrosbon ol CRera /}':«Fa-{; /e {%n’ﬁ,

Though evidence indicates that “afi}e Djami's expansive re-

—
Y dosigning under Theodore lietochites took place between lolo and 1lo20, it

§ g is not likely that Andronicus' indefatigable imperial Logothete could {L
:_j'j ﬁhave assumed the heavy expenses required by his appointment to ktetor, fét;
;%g :“ﬁ)or new founder, of the ancient Chora till after 1308,99 I?g?{;al appoint-“f‘

QF§ Fent to ktetorship involved the assumption of financial and personal Gﬁa

Liz

responsibility for endowing a monastery or renewing an old pre-existing 5
:13 one; by accepting such responsibility, the ktetor in a srecial sense \
;:} gssumed proprietary rights to the monastery, sometimes claiming the
% * privilege of inheritance rights.o'7
"§ ¥ In 1loU9, the earliest it i1s likely that Metochites' active
S Y

g - career would have permitted him to accept appointment to ktetor of the )
f\ﬁﬁﬁ Chora, Milutin would have just completed his first rebuilt church at
‘ Prizren, Still four years before the King's Church was begun, the
é growingly-selfeonfident Serbian king might well have been inspired to
E*é himself Eigi~gﬁvygi z?igsgfib;l{Fy of becoming ktetor of his saintly
. ancestors' Studenica foundation. Having some years earlicr been per-
sonally involved with impressing the prestigeous Byzantine imperial
ambassador, he might well have decided to again equal or outdo what-
evé;’the Constantinopolitan ktetor might attempt. Why not? He was
\'<éé;%bf even higher rank than Metochites. He was the Emperor's son-in-
léw and the king of a country powerful enough to mske advantageous
territorial and marriage bargains with the greatest empirc in the world.
He was, in fact, so prom%ngpg that he couid donate to the greatest im-

L

perial army in the world 2000 horse troops when it was sore pressed by

the Turks. Historical facts indicate that it would have been possible

Aeney 2 wasl Areaea ag A g Lo coulal sffoief pya
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for Milutin to import artists from the imperial capital for his prize X %Jé

3
\
church. Stylistic quality reinforces the historical circumstantial o
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Impressive in their calm and serious stateliness, the graceful |
|
|

second zone figures of Anna and her baby facing the Virgin and Child at
the west end of the King's Churﬁh naos, are close cousins to the Chora's
outer narthex mosaics of the égi; Mothers and their chil ren=-and still
closer cousins to the frescoed Virgin and Child in the parecclesion.

In none of Milutin's Astrapas-BEutychios-Michael churches do such single

38 (:f;'s! e R
In both Constantinople and Studenica the

and dignified figures appeare
Virgin stands frontally, pensively gazing out at the viewer, tenderly
holding the holy baby in the traditional Hodegetria pose; Anna solemn
and sadly gazing off into space 1is presented in three-quarter-view, curve
ing her head protectively over that of the upward craning head of her
little Mary. If anything, Milutin's Sant Anne is a more successful figure
than that of the Chora where the head and neck jut sut almost awkwardly,
confined somehow by the curve of the aechitectural niche above. In both
Byzantine and Serbian Var§%ies Anna's and the Virgin's softly modelled
shadows defining the curved chins, the sharp hooked noses, the downward
curved indication of the round fleshy pad under the lower 1lip (of both
mosalic and painted saints) are almost identical when allowance 1is made

for theilr different media.

Striking too 1s the resemblance between the frescoed Christ
v

standing next the W&¥rgin and twe—deror Serblan sermrts, Saba and Nemanja, 7%

and the Chora parecclesion frescoed Cnrist of the Anastas%fs. Here
again appear tne long hooklike nose, tsie downward curving soft pad of ‘
flesh beneath the lower lip and-~especially clearly--the sharply indicated |

deep half-mocn shadows under the brooding great eyese. a -L‘
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While these sets of spiritual holy kinfolk seem to be closely
A S A ]

related in geographicelly-separated churches, the Scrbian family groups
in Milutin's church return in style to their native familiar Balkan-style:
Sts. Sava and Simeon, though clearly realistic p?otraits, are flat and
linear; lMilutin's regal and dagzzlingly be%gcked portrait appears as it

cH
does at Arilje, Prizren, Nagorigino and Grenica: flat though obviously
P~

)

a lifelike rendering of the linearly-defined aging face.

Turning to the scenes of the Life of the Virgin at the King's
€Church, tne same startling resemblance exists between the frescovd head
of Eve in the Chora Anastasias and the painted head of-the recdining

3!\!0'\. Lil‘*‘\
St.~Anne 1n Studenica. In both,the three-quarter~turned faces show a

heavily shadowed squared-off jawline, deeply shadowed curving hollows
under the eyes, wide=bridged long straight nose, downward curving line

indicating the flcshy pad under the downturned mouth. Bothr-broodingly

sad faces are haunting and unforgetable as they strain to rise from the
grave into newlife,and to give birth to a new miraculous life,
The same squared-off jaw, clcarly defined hollows under the

sad eyes, wide-bridged straight nose, curving fleshy pad under the severe
. oF TEp
mouth appear in the Chora's frescoéed /Virgin ELeousa in the southeeast
¥ ¥

curve of the parecclesion bema. It is indced she that Milutin's St. Anne
and little Mary fresco most closely resemble. Though again the jutting-

out heck of the Constantinopolitan figure appears ®wkward, in comparison
HFle N D¥BoFice
to Mllutinls more gently curved one, the heavy robes with their delicate

-

fringes over the left arm, are nearly copies of one another even down to

the sparkling golden star placed at the shoulder joint.
The Anastas;is of Milutin's church, thgugh obviously of much
¥ MNoT7C&ED
smaller ¢hiyedeed dimensions, has long been ohservad to bear a close re=-

¥
semblance to th:t in the Chora: the dynamism of the central Christ, the

* G?t" L 2 ® ;f'“' Lo g X ip\i&%\ ?a ‘\\"t
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face of the resurrected Adam, the group of the three cpowned kings stand-
ins beneath the battered St. John. Differing in placement and details

of figure groups and fallen hell's gates, nevertheless the overwhelming \;
impression of the two geographically wide-sraced churches is of monumen-'

tal power and thruste.

-

Ly o
a;ﬂ’%nﬁ‘»ﬁ.,{:_ '

Still other similarities—of space organization, delicately
fantastie architectural backdrops, dignity of 'expressim--exist between .Q:
the decorations of the Chora and those at Studeniea. Here the cramped, g
erowded effect of ponderous architecture is not felt as it is in the
other Milutin "Serbian-style" churches. Though Milgtinlsefigures are

i - ———

still lively and often peasant-like, a new sense of dignity pervadese.

Could it be that these resemblances between specific important figures
as well as mood and dynamics in the King's Church and in the Chora, came
about because Milutin had provided a proving ground for imrerial Cone
stantinopolitan artists in Serbia before the work on the Chora kad begun?
Both historically known facts and stylistiec evidence indicate that it
could be so.

If it were protested that an iﬁportation of such important
artistic magnitude into the Serbian court, should have eliminated what

}
1s obvlously in so many details still overwhelmingly "Serbian Style",

=~ T )
ArE TR Q At ‘x&

it could also be argued that an infusion of imggzia} artistic blood

into the already vigorous provineial style would onl& have diluted, "'not
erased ite Still the cecoarse peasant types would existe The Communion

of Apostles in the apse are s till the éame familiar, un-nimbed eommunicants
as had appeared over and over in Serbian lands from Sopoéani on. The
heavyv-hipped massive figure style of Ochird, Prizren, Cucer and Staro

Nagoricino is still present, Ligliness and strong emotion still pre-

dominates over the more subdued atmosphere from the East. {5°
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If as few as one Constentinopolitan master-;ﬁinter had been
borrowed from Andronicus II's imperial wprksyop*to oversee Milutin's %
little Jewelbox chapel, enough artistic blood from tnhe capital of {;
Byzantium would have been infused to account for the peculiarliy un- :

S N
. serbian characteristics in it., The disimiliarities of style seen inf§ 4

Nemanja's family and the two Holy Families standing side by side and 32&\

H

facing each other in Milutin's entry--the puzzling cohabitation of rough-

hewn and elegant figures in the Life of the Virgin scenes--new new spacilal

freedom supplied to older Serbian formats--could ke accounted for by

differences in background and training of the imperial guests and the

provincial hosts at work together in Studenica.

:JTQ Aﬁf;::;:;n's choice of patron saints, Joachim and Anna, came

.éi out of his strong sense of historic and sacred mission as Serbian toreh-
,“;‘\ i - r— - —

| bearer. Descended from a long line of kingly saints, now he was also

",,-
\ . the son-in-law of the Byzantine emperor. The emperor's wife had sought

;J/ ,y"his help for her sons. The emperor himself had sought his help mili-
. ';‘1(".“
14*’ « tarily. Powerful and wealthy in his own right he was a monarch mighty

2

v enough to suggest that as Joachim and Anna related to the Virgin, so

J
Nemanja and 3St. SaBa somehow related to himself end—his-imperial-Bastern —

ride. To show how much things had changed in the century intervening

v
between Stephen NemanJja and Stephan Uros II, known as ililutin, the

crusty old Serbian king could even import from the world's most powerful

capital city the world's most brilliant artists.
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LOOTNOTES

1Janin lists six Constantinoplitan churches dedicated to St.
Anne built from Justinian's reign to the mid-ninth century, but none
to both Joachim and Anna(Janin, p.35-38), Tafontaine-Dosogne lists
only one church, the chapel at Kigil Cueer, among all the monuments
preceding Milutin's church, as having been dedicated to the Virgin's
parents. (Lafontaine-Dosogne, pp.35-46).

2Jacqueline Lafontaine-Dosogne, Iconographie de l'enfance de la
Yierge dans l'empire Byzantin et en Oecident (Bruxelles: Palais des
Academies, 1964), p. 192,

SInid,

4Lafontaine-Dosggne, plates. In Karyie Djami, The First Steps ‘appear,
and in both Karyile Djami and the King's Church, the Cgressing of the Virgin.
The motif of the"spinner" (associated with the Greek myth idea that the
Fates presided over every Birth), has in both Milutin's chureh and ¥.D,
become an attendant behind the cradle.

[ A o L . i selicha
i o =R03Q8; pel37,n3. Besides certain detalls involvingx
\ Joachim and the Twelve Tribes of Israel, special mention 1s made,of the
death ofJoachim and Anna--placed as having occured after the presentation
of the Virgin to the Temple when she was 12 years old.

QLafOntaineeDosqggg, pe6l.

7Lafonta;ne-Dosogne, peB2e

%L Janin, La Geographie Eccleslastique de l'emnire Byzantin(Paris:
Centre National de la Recherche Scientifique, 1969), pe39e.

afontaine-Dosogne, pp.36-37. In the papacy of John VII(705-707),
St. Anne was represented carrying the little Mary; in that of Paml I
(757-767), the two Joachim and Anna scenes were painted--together with
representations of the three Holy mothers and their children.

1Giafontaine=Dosogne, pe37.

I&afontaine-Dosoggg, pp«190-91,

1%ﬁfontaine-Dosogne, PPe24-=25.

13114, p.25.
ﬁm‘ Pe1l89 nde

l%ﬁrt Weltgmann, "1llth Century Miniatures and Icons", X ter-
national Congress of Byzantine Studies (London:0Oxford University Press,
1967) ,p.217.

16ﬂ§1tzmann, P«223,
17Vat.Gr.1162 contains 73 miniatures; Paris Gr.l208 contains 6€8e

&} 7



FOOTNOTES CONTINUED

18George La Piana, "The Byzantine Iconograrhy of the Presentation
of the Virgim to the Temple and a Latin Religious Pageant," Late Class-
ical and Medieval Studies In Honor of Alfred M. Friend (Princeton:

Princeton University Press, 1955), pp. 261-271,

19George LaPiana, "The Byzantine Theatre", Speculum, XI (April,
1936), pe 177. LaPiana suggests dramatic devices as well as rhetorical
ones were employed in moral and doctrinal polemics from the 4th century.
Actual "acting" of Encomia--involving Byzantine liturgies--he suggests
began in the S5th or 6th century. (p.178¥ Frowned upon during Iconoclasm,
the 13th century Christos Paschon could well be a copy of a 10th century
dramatic presentatione (p.186).

20M110% Me Velmlrovié' "Liturgigal Drama 4n Byzantium and Russia,"
Dumbarton Oaks Papers, IVI, 1962¢ pPe353e

2lrg Piana, "Byzantine Iconography of the Presentation...'",pe264.

22Lafontaine-Dosogng. pe44.

23pavid Talbot Rice, Byzantine Painting--The Last Phase (New York:
The Dial Press, 1968), pe.llO. Lazarev, Hamann-MecLean and "most of the//
Yugoslav scholars" take this view, Amz—féﬂfé“ﬁﬁ A sl J

24Ib1d. Xyngopoulos and Prokoﬁf&ou are in the forefront of these,

« . 2Rice, Byzantine Painting, p. 112. Rice feels Prizren and.St. Nikita
Cucer are from Salonica-Serbian lands, while the unsigned Milutin:churches
at Studenica, Graganica and/Deéani)show a gentler style indicative of a
true Byzantine painter who could have been imported from Constantinople
by Milutin's imp#r-ilal new wife Simonise.

zeﬁice, Byzantine Painting, p.l1l09. In the Peribleptos all three
signatures appear somewhat ambiguously--Eutychios along the belt of St.
Procopios, and on the sword of Ste Mercury "the hand of Michael of
Astrapas". The gramatical construction of the Micnael-Astrapas signature
has been interpreted as meaning either one or two artists. 1In Prizrem--
generally accepted as dated: 1307-09--Astrapas' signature appears alone,
and taken with the ambiguity of the Peribleptos! signatures, Rice concludes
thatAstrapas was probably the eldest and likely the master of the times.
Since Rice sees Astrapas' style as closer to that of Constantinople than
the style of either Michael or Eutychios, he concluded that Milutin comld
have called Astrapas alone across the border, for the first building project
carried out at Prizren. Xyngeupalés and Miékovic Peg@& however, on
stylistic as well as the ambiguity of the sfgnatures at Ochrid, see
Michael Astrapas as one anrd the same person. e

27George Ostogorsky, History of the Byzantine State, transe. by Joan
Hussey (Oxford: Basil Blackwell, 1956), pp.435-436,




FOOTNOTES CONTINUED

8 C
Ihor ‘Sevenko, "Theodore Metochites, Chora et les courants intel-
lectuels de l'epocque", Art et Sbelete a Byzance Sous Les Paleologues
(Venise:Bibliotheque de ITInstItut Hellenique d'etudes Byzantines et
Post-Byzantines de Venize--N.4, 1971), p. 21,

29George Ostrogorsky, "Problemes des relations byzantino-serbes au
XIV siecle", XIII International Congress of Byzantine Studies (London:

Oxford University Press, 1967), pe42.

50 todde.

31B. Kfekig, "La Serbie entre Byzance et 1!'Occident", XIII Intep~
national Congress of Byzantine Studies (London: Oxford University Press,

1967), p. 64
32

Ostrogorsky, History of Byzantine State, p.420.

330strogorsky, History, pe 427

34Richard Hamann-MacLean, Horst Hallensleben, Die Monumental Malerei
in Serbien und Macedonien von 11 bis sum Fruen 14 Jahrhundert (Giessem:
Wilhelm Schmitz, 1963), diagramatic plan 23.

35Vojislav Jde Djuric, "L'art Paleologues et 1l'Etat serbe. Role
de la Cour et de 1l'Eglise serbes dans la premiere motie du XIV sieele",
Art Et Soclete a Byzance Sous Les Paleologues, p. 183.

36 paul A. Underwood, The Karyie Djami, Bollingen Series LXX,(New
Vork: Pantheon Books, 1966), Vol. I, p.lSe. '
37

Onderwood, p. 12

38 rafontaine-Dosogne, P+192 n.l and p.212. Interestingly the stading
single holy figures in Studenica and Keiryle Djami bear close resemblance
also-80_the standing St. Anne and little Mary in Salonica's St. Nicholas=-
Orphalin, dated also to 1313-14, Founded by the Byzantine grand hetéri-
arque Progonos Sgouros who was also related by marriage to AndronicusIl,
it 1s not inconceivable that Sgouros shared with Milutin talents of
imported Constantinopolitan artists supplied by itmperial sufferance.
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