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FOREWORD

Rastko Nemanji¢ - Saint Sava - is one of those monumental figures in Serbian history who exerted
a fateful influence on that history, decisively shaped it, and thus became history itself. Even today,
Sava rightfully bears the halo of one of the greatest and noblest symbols of Serbian identity - a holy
man to whom, in large measure, we owe the creation and growth of the Serbian name, spirit, and
faith through his work, so that, guided by his providence, they could overcome the greatest trials
and endure through the darkness of centuries of foreign rule.

A man of steadfast determination, strong mind and inexhaustible energy, Sava exemplified the
highest moral and spiritual values a person can possess: he was a dedicated writer of hagiographies
and typika, a builder and enlightener, a capable diplomat, a reconciler of his feuding brothers,
a tireless traveler, an Athonite, and a Hilandarian - as well as the founder of the autocephalous
Serbian Church and the first Serbian Archbishop, wholly devoted to his faith, church and people.
All of this was summed up in the person of ascetic nature who subordinated his earthly existence
to virtue and spiritual purity, firmly and unreservedly adhering to these commitments until his last
breath. This exhibition, the catalogue of which the esteemed reader of these lines now holds, aims
to present and bring closer the life and work of Saint Sava to contemporary audiences, especially
the youth, and to transmit to them the ray of Sava’s saintly legacy, which generations of Serbs have
passed on to those who come after them.

The Serbian Academy of Sciences and Arts has the exceptional honor and privilege of host-
ing an exhibition jointly organized with the Serbian Orthodox Church on the occasion of the 850™
anniversary of the birth of Rastko Nemanji¢ - a date that remains etched in historical chronicles,
national memory, and tradition, but, I would say, first and foremost in the hearts of all of us, his
spiritual descendants and admirers.

President of the Serbian Academy of Sciences and Arts

Zoran Knezevié¢






FOREWORD

Every genuine encounter with the Church’s tradition goes beyond the scope of mere historical
curiosity and becomes an event of spiritual recognition. What was once lived in the truth of faith
does not belong only to the past, but is, through the life of the Church, constantly given anew
as a possibility for present experience. The personality of Saint Sava, whose work remains alive
today in the conciliar being of the Church, should also be understood in this light.

Saint Sava is not only a historical figure and a cultural symbol, but also a witness to a complete
way of being in Christ. Asceticism and wisdom, rule and prayer, word and deed - all converge in
his person. By establishing the church order and shaping the spiritual life of his people, he laid the
foundations that draw their fullness from the liturgical life of the Church. It is precisely in the Holy
Liturgy, as the center of every true union, that the measure of his work is found.

The significance of Saint Sava is also reflected in his ability to make the Church’s tradition
effective at a specific historical time. He received the heritage and, with discernment and re-
sponsibility, shaped it in such a way that it became the foundation of spiritual, cultural, and edu-
cational life. His work is therefore not captive to the past, but remains open as a signpost and
accessible to future generations.

This exhibition, titled after the so often invoked name of the greatest of our people, as well
as the accompanying catalogue, arises precisely from the need to perceive that heritage anew and
reflect on it. Coming as a post-feast of the great Saint Sava jubilee - the 850™ anniversary of the
birth of Saint Sava, the founder and first primate of our Holy Church - we see this exhibition as the
culmination and crown of last year’s grand celebration. However, it is not, and cannot be, the final
word on this wonderful person. It points to the transforming influence of Saint Sava - from theol-
ogy and church order to literature and culture. In this sense, organizing such an exhibition is not
only a cultural event, but also a form of church remembrance, gathering, and testimony.

Praising the love and care of the organizers of this spiritual and cultural feast - the Museum
of the Serbian Orthodox Church and the Serbian Academy of Sciences and Arts - we invoke God’s
blessing and the intercession of Saint Sava on all the workers of these significant and notable
institutions, as well as on all people of good will, sincerely wishing that this exhibition will also
take a worthy place among the countless gifts that our people have brought to their good father
and irreplaceable teacher, Saint Sava.

Serbian Patriarch Porfirije

- . .
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DORDE P. BUBALO

SAINT SAVA: LIFE AND WORK

rom the hilltop where Purdevi Stupovi (the Church of St. George), a

monument to Grand Zupan Stefan Nemanja’s ascension to power, rose

into the sky, a view extended over the fertile valley of the Raska River

and the first capital of the Serbian Land - Ras. From that place, the al-
ready elderly Serbian ruler and his wife Ana raised their prayers to God to grant
them another male child, vowing to live in chastity if their wish was granted.
And indeed, “given by God,” as Sava’s hagiographers Domentijan and Teodosi-
je unanimously attest, a boy was born in 1175 who, at baptism, was given the
name Rastko. These two points - the Church of St. George and Ras - are sym-
bols of divine sublimity and earthly transience, and Rastko’s choice, from child-
hood and youth, was unwaveringly on the side of the divine, although, in bring-
ing “his fatherland to great piety,” he had to be agile and resourceful in earthly
matters as well.

In the year of Rastko’s birth, nothing, at least outwardly, hinted at a major
upheaval of Nemanja’s time. The Byzantine Empire, under the rule of Manuel
I Komnenos, remained the undisputed master of the Balkans. Following Ne-
manja’s failed uprising in 1172, the Serbian land was pacified and forced into
submission. In his repertoire of political and military actions, the Grand Zu-
pan completely followed the paths taken by his predecessors on the throne,
whose reach was defined more by the strength and determination of the Byz-
antine Empire to defend its power in the areas along the Sava and Danube riv-
ers than by the ardent desire of the Serbian rulers to break away from it. The
Emperor’s supremacy, however, brought the Serbian land a period of peace
and respite, which would mark the first years of Rastko’s life. The settled calm
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St. Peter’s Church in Ras

of his upbringing in the comfortable surroundings of the princely chambers, in the pas-
toral surroundings of the Raska valley, was disturbed only by the occasional departures of
Serbian military detachments that fought for the Emperor on distant battlefields.
Following Emperor Manuel's demise in 1180, the Byzantine Empire sank into a period
of civil wars, economic hardships and social turmoil. Stefan Nemanja finally found the
opportunity to break free from the Emperor’s heavy shadow and expand the territories
under his own direct rule. And again, and more frequently than before, the youngish
Rastko sent warriors to the battlefields, but now they fought for his father, sometimes
with Rastko himself at the head. During the decade in which Nemanja laid the firm foun-
dations of an independent Serbian land, gathering scattered regions and subjects under
his scepter, Rastko, judging by what his biographers tell about it, was immersed in the
“holy books” and inspired by models of piety and a blameless life. His father, however,
steered him along the traditional path of princely maturation - in 1190, when Rastko had
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burdevi Stupovi Monastery (1170/1171)

just turned fifteen, Nemanja granted him the district of Hum to govern and “to enjoy
himself with noble young men.” Behind such a decision, of course, were also state rea-
sons — Nemanja desired to bind Duklja, where he had sent his firstborn son Vukan as
governor, and Hum, two border regions with fierce traditions of political independence,
more firmly to the central state. Therefore, he could not place the unpleasant burden of
governance solely on the shoulders of an inexperienced youth, but surrounded him with
his own court advisors to reestablish and strengthen the authority of the Grand Zupan on
the fringes of the Serbian land. This was all the more necessary because Rastko, gazing at
the eternal truths of salvation, neither cared for power nor indulged in the “shameful and
harmful songs of youthful lusts.”

Rastko had already let himself be driven by pious aspirations, inspired by the
spiritual and physical feats of monks and the monastic way of life. This was an era when
monasticism flourished across the Byzantine Empire, especially on Mount Athos, from
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where black-robed monks periodically arrived seeking alms and support, and bringing
stories of large communities, Athos ascetics, and the spiritual delight of fasting and
prayer in the Garden of the Virgin Mary. All of this fueled the young man’s desire to
devote himself to the monastic life. Rastko’s decision to, against his parents’ will, go to
a monastery and become a monk was accelerated by their intention to have their son
married. At the age of seventeen, while staying at his parents’ court in Ras, he, on the
pretext of going hunting, with his parents' blessing for that excursion - seized the op-
portunity and secretly separated from his noblemen and companions and fled to Mount
Athos. Both of Sava’s biographers describe Rastko’s escape with a great deal of dramatic
detail, but there is no doubt that in 1192 or 1193 he arrived at the Russian monastery of
St. Panteleimon, the Old Rossikon, with the firm intention of taking monastic tonsure
there. Even the search party dispatched by his grief-stricken parents could neither sway
him nor prevent him from donning the rhason and kamilavkion. In fact, the pursuit
only gave him the opportunity to send the relentless search party back to his homeland
with a lock of his shorn hair and his discarded secular clothing - the ultimate proof of
his new life in the fortification of Mount Athos. Tonsured in the chapel of St. John the
Baptist at the top of the monastery pyrgos, the new rassophore brother was given the
name Sava, after Saint Sabbas the Sanctified, the ultimate model of monastic renuncia-
tion and gentleness.

At a time when Nemanja’s older sons had resolutely entered the age of political ma-
turity - Vukan assuming the title of king and setting out on the path of independent rule
over Duklja, and Stefan marrying the Emperor’s niece and establishing himself as his
father’s heir - the youngest, Rastko, became Sava: a humble and obedient monk on the
path of spiritual virtue. He did not stay long in the Old Rossikon. The rumor about the
ruler’s son’s monasticism quickly spread across Mount Athos, and it is entirely possible
that Stefan Nemanja, having failed to prevent Rastko from becoming a monk, diplomat-
ically arranged for Sava to be admitted to a larger, more prestigious Greek cenobitic
monastery. There was no better choice than Vatopedi, an old and distinguished ceno-
bitic community, known since its foundation as a place where young members of noble
families gladly sought monastic solace. Thus, on the Feast of the Annunciation - perhaps
the same year that he arrived on Athos - Sava attended the monastery’s celebration and
accepted the abbot’s invitation to join their brotherhood. There, shortly after his arriv-
al, he received the minor monastic tonsure from the hands of abbot Theostyrictus, and
thus began his real monastic life on Mount Athos, which he would make the source of his
spiritual asceticism and creative inspiration, his second home and sanctuary. Simultane-
ously obedient to the abbot and the communal rule, and curious and insatiable in his de-
sire to learn and follow the models of monastic renunciation of the Athonite anchorites
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Saint Simeon, Mileseva Monastery (1221-1227)

and hermits, Sava, under the watchful eye of his
spiritual father Macarius, mitigated the contradic-
tions of his ascetic aspirations and monastic restric-
tions through relentless work and barefoot pilgrim-
ages across the rugged wilderness of Athos, through
diligent study of the Greek language and reading of
theological literature, and through charitable deeds
and generous endowments with money and valu-
ables sent to him by his father. Among the fruits of
Sava’s foundational generosity, Domentijan and Te-
odosije include the lead roof on the monastery’s ca-
tholicon, its new furnishings, and the construction of
the chapels of the Nativity of the Theotokos, St. John
Chrysostom and the Transfiguration of the Lord. At
Sava’s persistent pleas to his parents to renounce the
benefits of the ruling position and spend the rest of
their lives in the silence of the monastery walls, and
to his father in particular to join him on Mount Athos,
Grand Zupan Stefan Nemanja in 1196 finally abdicat-
ed the throne in favor of his son Stefan, precisely on
the day of Vatopedi’s patronal feast, and he and his
wife Ana received monastic tonsure. Of course, Ne-
manja stepped down from power only after he had
introduced his heir into the select circle of the impe-
rial family, headed by Stefan’s father-in-law, Alexios
III Angelos, and left him an organized, independent
state and the foundations of the ruling ideology for
the dynasty he himself had created. The monk Sim-
eon first settled at his own endowment in Studeni-
ca, and a little over a year and a half later he set off
for Mount Athos, in order to fulfill his son’s second
request - leaving “earthly things to earth” to follow
Christ and find “his lost lamb.”
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Vatopedi Monastery, Mount Athos

In early November 1197, an unusual procession appeared before the gates of the Vato-
pedi monastery, consisting of the former Serbian ruler and his loyal servants and nobles,
many of whom had chosen to accompany their lord in his monastic asceticism and wan-
derings. The monk Simeon, already an exhausted old man, finally saw his youngest son
again. Before him stood a twenty-year-old man with feet hardened from long walks, a
lean, ascetic frame and hands roughened by hard labor; he bore the full hair and beard
of manhood, and his eyes were gentle yet determined. His appearance reflected, at first
glance, the profundity of his inner transformation. And when the touching reunion, filled
with joy and pride, was followed by long conversations between father and son, only then
could it be seen in all its grandeur that, as the gifted compiler of the chrysobull of Em-
peror Alexios to the Hilandar monastery noted, the father preceded the son in this bodi-
ly, earthly world, but the son “became the leader in spiritual life to the progenitor of his
own bodily existence.” All the decisions and actions that father and son jointly undertook
to establish the Serbian monastic community on Athos were actually rooted in Sava’s vi-
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sion and his firm and determined will to translate that vision into reality, with deeds as
self-confident as his words.

It is hardly an exaggeration to suggest that the era of Sava and Simeon was one of the
most brilliant in the history of Vatopedi. With the arrival of the former Grand Zupan, their
profuse generosity showered the ancient monastery with even greater abundance. Mon-
ey, valuables, land, vineyards, laborers and livestock began to pour in, and construction
projects commenced within the monastery gates, alongside renovations across its broad-
er estates, such as at the church of St. Simeon the God-Receiver, whose tower in Quran-
opolis still stands as a testament to Sava’s magnanimity today. At the same time, rumors
that the former ruler and his son had joined the Vatopedi brotherhood attracted count-
less devotees and those eager to pursue monastic asceticism in such an environment.
Upon hearing the news of Simeon’s arrival, abbots from other communities, anchorites,
and hermits flocked to the monastery for blessings and spiritual discourse, receiving gifts
from the venerable elder. In a short time, the monastery’s reputation, wealth, and the size
of its brotherhood swelled.

At the end of 1197, Sava and Simeon journeyed across Mount Athos so that the old
servant of God, as a new Athonite, could pay homage to its holy relics. The proverbially
generous father and son, following the examples of other founders, contributed to the
Great Lavra, Iviron and Protaton; yet, it was the ancient, ruined Greek monastery of Hi-
landar that left the deepest impression on them, striking them as a serene and suitable
place for monks to settle once more. Even though they had funded the construction of
new dormitories at Vatopedi, and Simeon purchased the right to as many as 50 adelphates
to secure food, drink and accommodation for the ever-increasing number of pilgrims, the
monastery grew too small for its expanding brotherhood, a significant part of whom were
Serbs. To address this, they proposed to the abbot that permission be obtained from the
Emperor for the restoration of Hilandar and other abandoned sanctuaries in the Milea
area, which would then be subordinated to Vatopedi in order to at least partially relieve
its overcrowded dormitories. In early 1198, with the abbot’s blessing, Sava set off for Con-
stantinople on his first diplomatic mission to the Emperor and, although his kinship with
the imperial family opened doors that remained closed to most, he proved that the trust
placed in his diplomatic agility and eloquence was more than justified. Sava returned
bearing the Emperor’s charter, which officially subordinated Hilandar and its surround-
ing sanctuaries to Vatopedi, while authorizing him and his father to restore and equip it
for monastic life and worship.

Itis reasonable to assume that by requesting Hilandar’s annexation to Vatopedi, and
through Sava’s journey to Constantinople, the father and son deliberately set in motion
a sequence of events designed to achieve their true ultimate goal: the founding of an
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independent Serbian monastery on Athos. Their
next step was allegedly guided by divine provi-
dence, prompted by an Athonite elder who re-
minded them that they were not on the Holy
Mountain merely to save their own souls; rather,
they were meant to build a “harbor of salvation”
for all their countrymen who chose the path of mo-
nastic renunciation. To accomplish this, however,
they needed the backing of the wider Mount Athos
community. Sava’s request for Hilandar to be ceded
to them so that they could establish an independ-
ent Serbian monastic family there was, as expect-
ed, rejected by the abbot of Vatopedi. On the oth-
er hand, Vatopedi’s sudden enrichment, the rapid
growth of its brotherhood, and its soaring prestige
- all stemming from the presence of scions of the
Serbian ruling house and the Emperor’s relatives -
had fueled unease, jealousy, and ill will among oth-
er, especially more modest Athonite monasteries,
even in the Protos himself. Consequently, Sava,
rejected by the abbot of Vatopedi, turned to the
Protos and the Council of Abbots, and they wrote a
petition to the Emperor to reverse his earlier deci-
sion and award Hilandar to the Serbs. Concurrent-
ly, the monk Simeon himself addressed the Em-
peror with the same request. And indeed, in June
1198, Emperor Alexios III issued a chrysobull to
Simeon and Sava, granting them Hilandar and its
nearby sanctuaries with the right to found a mon-
astery there for the reception of people of Serbian
nation, completely free from the authority of both
the Protos and the abbot of Vatopedi. Soon after,
Simeon petitioned the Emperor for villages, Vlach
katuns (pasture settlements) and apiaries along
the border of the Serbian land and the Byzantine
Empire, and issued a charter to Hilandar regarding
this gift. Today, it is believed with good reason that
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Hilandar Monastery, Mount Athos
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this document is, for the most part, Sava’s first preserved literary work, hinting at the full
richness of his literary talent.

Although the restoration of the monastery began while it was still under Vatope-
di’s jurisdiction, the construction work gained significant speed and scope after Hilan-
dar achieved independence, especially since generous aid from Grand Zupan Stefan, to
whom the founders transferred the founding rights, began to flow from the Serbian land.
Hilandar was thus cemented as a hereditary royal endowment of the Nemanji¢ dynasty. In
mid-1198, the elderly Simeon moved to his new monastery. Sava made every effort to ease
his father’s ascetic hardships in his advanced age, but it was clear the weakened monk
was nearing his earthly end. He passed away on February 13, 1199, worthily mourned,
with a funeral service given by his son, and was laid to rest in the southwest corner of the
naos of Hilandar’s cathedral church. The work on the restoration and establishment of
the economic independence of the monastery continued thereafter at an unabated pace.
Consequently, in mid-1199, Sava set out once more for the imperial capital of Constantino-
ple - “Empress of Cities” - to ask the Emperor for the right to maintain a ship to supply
Hilandar and the abandoned Zygos monastery on the border of Mount Athos. Alexios III
did not hesitate to meet Sava’s requests and on the same occasion permanently awarded
him the abbot’s staff, which symbolized an exceptional privilege - it exempted the abbot
of Hilandar from the obligation to travel to Constantinople to have his election person-
ally confirmed by the Emperor. After the monk Simeon’s passing, and with the primary
construction tasks well advanced or completed, Sava could devote himself to fulfilling his
old desire for hermitic silence, which had not been granted to him at Vatopedi. With this
goal in mind, he had probably during his father’s lifetime purchased land in Karyes, the
administrative center of Mount Athos, and had hermit cells and a small church dedicated
to Saint Sabbas the Sanctified, his namesake and monastic model, built there, so that he
could retreat to the place and devote himself to asceticism and prayer. Simultaneously,
Sava purchased or constructed additional cells and hermitages in Karyes and other areas
near the monastery to accommodate other anchorites and hermits. In order to organize,
establish, and consistently lead monastic life in the communal Hilandar with its depend-
ent cells, hermitages, and Karyes cell, Sava established written rules in three separate
typikons, each tailored to a specific type of monastic asceticism. The Typikon for the cell of
Saint Sabbas the Sanctified in Karyes was compiled in 1199, using a Greek skete typikon as
a template. According to the provisions of the Typikon, the cell was entirely exempt from
the authority of both the Protos and the abbot of Hilandar. The only binding connection
to the parent monastery consisted in the fact that the Karyes hermit had to be elected by
Hilandar’s abbot and brotherly council from among their own ranks. The Rules for the Use
of the Psalter were intended for the dependent kelliotes, who separated into hermitages

Chrysobull of
Emperor Alexios IIT
Angelos, Archives
of the Hilandar
Monastery (1198)
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and cells, individually or in pairs, for the purpose of an ascetic practice in which the read-
ing of the Psalter, prayers and prostrations filled most of their days and nights.

Probably soon after the compilation of the Karyes Typikon, perhaps even before the
end of 1199, Sava oversaw the writing of a new typikon for the cenobitic community of
Hilandar, using the prologue of the Typikon of the Theotokos Evergetis Monastery near Con-
stantinople as a template, presumably because he had stayed in that monastery during
his sojourns in Constantinople. Sava’s modifications to this template reflect his efforts
to adapt the Typikon not only to the specific conditions of Mount Athos, but also to his
own vision for the ideal organization of Serbian monasteries. Moreover, all three of Sava’s
monastic typikons would be adopted far beyond the borders of Mount Athos and the Ser-
bian land, and, judging by surviving copies, they were utilized most extensively within
the Russian Church. Although these typicons were based on Greek models and consist
largely of faithful translations, the provisions addressing the unique status and circum-
stances in Sava’s own endowments are entirely his original work. In the Karyes Typikon,
these original contributions include the opening sections - comprising the arenga, an au-
tobiographical introduction, and regulations on the cell’s legal status and the election of
hermits - as well as the closing remarks, and in the Hilandar Typikon, his original work is
found in the introductory chapters, which feature a short biographical note on Saint Sim-
eon, and in Chapter 42, which outlines the relationship between Hilandar and the Karyes
cell. Through these works, Sava laid the cornerstone of the Serbian legislative tradition.

Collectively, these actions completed the material, legal, organizational and liturgi-
cal establishment of Hilandar as an independent Serbian community on Mount Athos.
Despite the enormous and effective authority of the former ruler of the Serbian land, the
monk Simeon, and the generous financial backing of Grand Zupan Stefan, it can never-
theless be said, without exaggeration, that the greatest credit for the foundation and rapid
rise of Hilandar undoubtedly belongs to Sava, with his reputation in the monastic re-
public, his organizational abilities, prudent diplomacy, theological and ecclesiastical-le-
gal scholarship, and inexhaustible energy. By establishing a Serbian monastery within
an international monastic enclave like Athos, Simeon and Sava positioned the Serbian
people and state as equal and visible members of the community of Christian peoples,
thereby revealing their aspiration toward an independent, national Church. Sustained by
waves of generosity from future Serbian rulers, Hilandar firmly established itself as one
of the most respected and distinguished Serbian monasteries on the Holy Mountain. It
became the primary transmitter of Byzantine influence on Serbian theological and le-
gal literature, an inspiration and model for artistic creation, a blueprint for the structure
and forms of Serbian monasticism, a seedbed for future Serbian bishops, the most fertile
center of original Serbian literary, translation and scribal work, a vital bond of cooperation
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and friendship between the Serbian and Byzantine courts, and a spiritual pledge for the
salvation of both the dynasty and its people.

No matter how much Sava exhausted his body with fasting, vigils and prayers at the
very end of the twelfth and in the opening years of the thirteenth century, which caused
him to suffer from a chronic gastric ailment throughout his life, and no matter how much
he lived in solitude and silence in the “Courts of the Lord,” he was not destined to spend
his earthly days as a hermit monk in his Karyes cell, just as the construction of Hilandar
was not the only debt he had to repay for the salvation of his people. What had begun in
Hilandar and Karyes had to be continued and completed in his fatherland. Sava could not
remain indifferent to the events in the Serbian land and the Byzantine Empire. While, in
the first years of the thirteenth century, a civil war raged in the fatherland between his el-
der brothers, in which Vukan temporarily seized power and subordinated the country to
the Hungarian crown, the threatening shadow of the conquering campaign of the West-
ern crusaders loomed over the Byzantine Empire. What seemed impossible to contempo-
raries, happened - on April 13, 1204 Constantinople, the capital of the Christian empire,
fell into the hands of the Crusaders, and most of its territory was partitioned among West-
ern barons and Venetians. The political, ecclesiastical and cultural map of Southeastern
Europe changed completely overnight. For the Holy Mountain, now oppressed by the vio-
lence of the Latins and the implacability of the Roman Catholic bishops, days of anxiety,
temptation and uncertainty began. The following year, Sava could be comforted by the
news that, just as he had turned thirty and fulfilled the canonical requirements for being
ordained a priest, the fratricidal war in the Serbian land ended and Stefan returned to
the Grand Zupan’s throne. And indeed, at the persistent urging of Protos Dometios, Sava
agreed to be ordained in Hilandar by Bishop Nicholas of Ierissos - first as a hierodeacon,
and a day later as a hieromonk. Already in the late summer of 1206, while he was staying
in Latin-occupied Thessaloniki due to the monastery’s needs, the Orthodox Metropolitan
of Thessaloniki, Constantine Mesopotamites - just a few months before his own expul-
sion by the Latins - in the church of St. Sophia, probably on the Feast of the Exaltation of
the Holy Cross (September 14), concelebrated by Bishops Nicholas of Ierissos, Michael of
Kassandreia, and Demetrios of Ardameria, elevated Sava to the dignity of archimandrite,
with the right to wear the epigonation and epimanikia during services.

Since only a protos could claim such rights and honors on Mount Athos, Sava’s eleva-
tion to the dignity of archimandrite, with the epigonation as an episcopal sign, indicated
his already mature idea of returning to his homeland in order to organize monasticism
there according to Eastern Byzantine and Athonite models, provide it with a legal and in-
stitutional framework, and unite it under his crozier. We can only assume this was anoth-
er step towards creating an independent Church. There were, of course, other reasons for

25



26

DORDPE P. BUBALO

Transfer of the Relics of Saint Simeon from Hilandar to Studenica, detail,
Radoslav’s Narthex of the Studenica Monastery, Saint Simeon Chapel (c. 1235)

the decision to leave Mount Athos. The already begun process of canonization of Simeon
Nemanja required the translation of his relics to the “by-his-hands created monastery”
and mausoleum in Studenica. The subordination of Mount Athos to the jurisdiction of
the Latin Bishop of Sebaste, a wicked and ruthless ruler who abused the monasteries and
monks with extortion and robbery, added to Sava’s haste to return to his homeland with
his father’s body. Since rumors of the turmoil on Athos and its surroundings had reached
Sava’s brothers, they also encouraged him in a letter to transfer their father’s relics to the
homeland and not expose them to destruction. Consequently, the newly ordained archi-
mandrite set out on an uncertain journey at the beginning of 1207 and, having passed,
as he himself says, “through fire and water, and yet I was whole, preserved and unhurt,”
he arrived in the Serbian land. His brothers welcomed him in Hvosno, and the solemn
procession continued to Studenica, where on February 19, Simeon’s mortal remains were
laid in a prepared tomb within the Church of the Holy Virgin. Under the sacred aegis of
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paternal authority, peace and harmony were finally consolidated among the previous-
ly warring brothers. Ever since receiving his monastic tonsure on Athos, Sava had been
spiritually and physically torn between the urge to devote himself to solitary prayer and
asceticism and the God-inspired zeal to enlighten his fatherland, strengthen it in the true
faith, and place it among the equal participants on the Christian path to salvation and
eternal life. He could not refuse his brother’s request to remain in Studenica as an archi-
mandrite precisely in order to approach this second ideal through the carefully managed
process of canonization of his father. Therefore, it was precisely through Sava’s ideas and
actions that Studenica was transformed into both the material and spiritual center of the
cult of the holy ancestor, the heavenly patron and protector of the people, state and dy-
nasty, the first true Serbian “representative” in the pantheon of Christian saints. While
all three brothers acted as joint founders, Sava was undoubtedly the conceptual creator
behind the iconographic program for the painting of the Studenica catholicon, completed
in 1208-1209. Following Simeon’s formal canonization, evidenced by his myrrh-exuding
tomb and painted representation, on the anniversary of his death, February 13, 1210, Sava
completed the Service to Saint Simeon, the definitive script for the liturgical celebration of
the new saint, thereby giving his cult a liturgical form and laying the foundations for a
fruitful and diverse Serbian hymnographic literature.

The monastic order and spiritual life established at Hilandar and Studenica served as a
model and the definitive template for the ideals and organization of monasticism across the
Serbian land. The Studenica archimandriate received its own typikon, written according to
the same template as the Hilandar Typikon, with the necessary regulatory adjustments to
account for the peculiarities of the position of Simeon’s tomb church, and the addition of
a proportionately extensive hagiography of the founder, penned by Sava himself at its be-
ginning. And again, mirroring Athonite models - much like the concept realized through
his Karyes cell - Sava constructed hermitages near the monastery, on the cliffs above the
Studenica River, for a brotherhood worthy of renunciation and silence. It can be said that
Sava’s status as an archimandrite symbolized his supreme spiritual and organizational au-
thority over all monasteries and monastic life in the Serbian land, but it also enabled him to
take care of Christian enlightenment, organize worship life, and spearhead construction of
churches; one may venture to say he wielded quasi-episcopal powers. Among Sava’s efforts
that paved the way for an independent, autocephalous Church was the construction of the
Zi¢a Monastery and its Cathedral Church of the Ascension, begun around 1210 - though in-
dications suggest the church was originally intended as the eternal resting place of Stefan
Nemanjié. While the primary founding rights are attributed to Stefan, Sava’s role in the con-
struction of the temple and the conceptualization of its iconographic program is indisput-
able, as is his influence in altering its purpose, if the Church of the Ascension was indeed
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initially conceived as a mausoleum. Evidence
suggests that the temple’s architectural plan was
designed to function as an episcopal center well
before Sava departed for his second journey to
Athos, and subsequently to Nicaea, from which
he would return invested with the dignity of an
archbishop. Sava’s miraculous healing of the “in-
firm” in the church itself can certainly be seen as
a sign of the realization of this intention; thus,
even before its construction, furnishing and dec-
oration were complete, Zi¢a acquired the status
of an exceptionally revered sanctuary.

The two brothers, “collaborators in body and
spirit,” were the very embodiment of fraternal
harmony and the ideal symphony of power. Ste-
fan provided Sava with every possible material
and political resource to support his far-reach-
ing aspirations, while Sava served as Stefan’s
spiritual anchor, wise advisor, and steadfast help-
er in times of trial. One such threat to the Serbian
land emerged from the nobleman Strez, a cous-
in of the Bulgarian Emperor Boril, who had es-
tablished a power base along the middle course
of the Vardar River, headquartering himself in
the Prosek fortress (modern-day Demir Kapija
in North Macedonia). Following several years of
cooperation, Boril and Strez fell out, prompting
the latter to seek protection and aid from Stefan.
With his army, the Serbian Grand Zupan helped
Strez entrench himself at Prosek, but the vol-
atile Bulgarian nobleman did not remain loyal
for long, soon adopting a threatening stance to-
wards his benefactor. Stefan tried to avert this
new danger through negotiations, and in 1214 he
dispatched his brother Sava, who was well-armed
with diplomatic experience from the time of the
founding of Hilandar. In direct talks held within

Tomb of Saint Simeon Nemanja,
Church of the Holy Virgin, Studenica Monastery
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a robber’s den high on the cliffs of the Vardar gorge, Sava failed to sway the defiant out-
law toward an agreement, but he apparently succeeded in winning over Strez’s disgrun-
tled courtiers. Only this can explain why, on the very night following Sava’s departure from
Prosek, Strez fell victim to a fatal assassination plot. The following year, Stefan again turned
to Sava for counsel and support when facing the imminent danger of a joint attack by the
Hungarian king and the Latin emperor. The fraternal consultation proved invaluable, pav-
ing the way for a successful diplomatic solution to the impending war.

However, the paramount objective of Stefan’s and Sava’s joint diplomatic and ecclesi-
astical-political endeavors was to formalize and round off the independent status of the
Serbian land, from which, with the temporary disappearance of the Byzantine Empire in
the whirlwind of the Fourth Crusade, even the semblance of the empire’s nominal supreme
authority had vanished. In place of a unified empire centered in Constantinople, Latin cru-
saders now occupied the capital, and the unconquered Romans gathered their forces in two
rival successor states — one in the northwest of Asia Minor, with its headquarters in Nicaea,
and the other in Epirus and Acarnania, with its headquarters in Arta - both striving to ex-
pel the Western invaders and reclaim Constantinople. By 1216 at the latest, Sava returned
to Mount Athos, seeking to satisfy his lifelong longing for ascetic silence far from worldly
affairs; however, the possibility should not be ruled out that he may also have chosen that
place to more easily gather intelligence on the political situation in the rival Greek states,
assessing the prospects for establishing a local Serbian Church. During this same period,
Stefan was waiting for the opportune moment to formalize his independent ruling position
with a royal title. The perfect opportunity arose in the autumn of 1217, when Hungarian
King Andrew II - an implacable opponent of the elevation of the Serbian land to the rank
of a kingdom - departed for the Holy Land on a crusade. The embassy of the Grand Zupan,
which presented the claims and requests of his master in Rome, was received with great
hospitality by the Pope, certainly also because of Stefan’s marriage to the Venetian princess
Anna Dandolo. Soon after, likely before the end of 1217, papal legates arrived in the Serbian
land and crowned the Grand Zupan with a royal wreath at St. Peter’s Church in Ras. Al-
though the Serbian land had been formally and practically independent since 1204, it was
this royal crown that brought a kind of international recognition.

In Sava’s attempts to gain ecclesiastical independence, the conflicts between Nicaea
and Epirus over the rightful inheritance of the Byzantine imperial and patriarchal legacy
worked in his favor. In Nicaea, the titles of emperor and patriarch had been revived under
extraordinary circumstances and therefore bypassing centuries-old consecrated customs
and canonical frameworks, in order to carry on the imperial and ecclesiastical traditions
of the Byzantine Empire, but Epirus disputed the canonicity and legitimacy of the dig-
nities and positions thus acquired, electing its own bishops without the knowledge and
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approval of the Nicaean emperor and patriarch. Thus, in 1216, Demetrios Chomatenos,
chosen by the Epirus ruler, Despot Theodore Doukas, and not, as had been established in
the eleventh century, by the emperor, was appointed and ordained at the see of the Ohrid
Archbishopric, the very jurisdiction under which the Serbian land fell. The Epirotes,
therefore, refused to recognize the emperor and patriarch in Nicaea; the Nicaeans, in
turn, invalidated the authority of the Ohrid Archbishop or any other bishops within the
territory of the Epirus state, appointed without the consent of the emperor and patriarch.
Aware that he could not hope for the consent of the Archbishop of Ohrid to establish a
new particular Church in the territory under his spiritual authority, Sava turned to the
emperor in Nicaea - at that time it was Theodore Laskaris, Stefan’s former brother-in-law
- recognizing his legitimacy, as well as his role as the arbiter of the Church who possessed
the right to interfere in matters of its structure, even doctrine, and freely decide on the
jurisdiction of church provinces. The authorities in Nicaea, meanwhile, eagerly promot-
ed their imperial and patriarchal rights among the Orthodox Slavic peoples, in a bid to
secure their own support and recognition.

In such circumstances, Sava set off for Nicaea in the summer of 1218, undoubtedly
after diplomatic preparations and the Emperor’s preliminary consent. Following a warm
reception and brief negotiations, Sava secured an imperial decree by which the Serbian
king’s state was separated from the Ohrid Archbishopric and subordinated to the Ecumen-
ical Patriarchate, with a new particular Church established in that area with the status of
an independent archbishopric. The Emperor also selected Sava as its inaugural primate
and ordered Patriarch Manuel I Sarantenos, assisted by the bishops who happened to be in
Nicaea at the time, to ordain him as archbishop. Contrary to long-held historical consensus,
recent research has shown, with convincing arguments, that this ordination took place in
1218 - rather than 1219 - at the Church of Hagia Sophia, likely on the Feast of the Exaltation
of the Holy Cross, September 14. Citing the vast distance to Nicaea and the perils of trave-
ling through hostile Latin territories, Sava also requested the right for his successors on the
archiepiscopal throne to be appointed and consecrated by a council of bishops of the Serbi-
an Church, that is, that they would not have to go to the imperial capital for confirmation.
This was an essential element, and an important feature, of the autocephaly of the Serbian
Church. The sole condition attached to this concession was that during services across the
sanctuaries of the Serbian Church, the name of the reigning Ecumenical Patriarch had to
be commemorated first, followed by that of the Serbian Archbishop.

Thus, by recognizing the imperial and patriarchal titles of the Nicaean ruler and head of
the church, Sava obtained concessions that raised and expanded the authority of the Nicaean
emperors and patriarchs, while at the same time giving them the opportunity to harm their
main rivals, the Despot of Epirus and the Archbishop of Ohrid. Consequently, both sides had
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Ordination of Saint Sava to Archbishop, refectory of the Hilandar Monastery (1621-1622)

reasons to be satisfied with the outcome of Sava’s mission. With a single imperial decree and
the patriarch’s signature on the charter establishing the Serbian Archbishopric, the Arch-
bishop of Ohrid was stripped, practically overnight, of nearly half of his jurisdictional territo-
ry, and the Serbian land secured full state autonomy by obtaining an autocephalous Church.
In Nicaea, Sava took the most important, but only the first, step in founding and organizing
an independent Church. Upon returning to the homeland, his first destination was Mount
Athos again, where he selected from among his own disciples and the distinguished monks
of Hilandar those worthy of episcopal rank and responsible positions in the hierarchy. Since
ordinations had not been performed in the Athonite monasteries for years due to the Latin
usurpation of neighboring bishoprics, Sava, at the invitation of the Protos and most of the
abbots, ordained hierodeacons and hieromonks during his stay on Mount Athos. He then
found himself in Thessaloniki, at the Monastery of Philokalos, a community where he was
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revered as its second founder; under his supervision, scholars there continued the task of
translating and editing the nomocanonical collection as the foundational legal code for the
newly established Church, a project that would finally be completed back in his homeland
in 1219. The essential, unchangeable part of every nomocanon, including Sava’s version, was
its ecclesiastical regulations: the apostolic rules, alongside the decrees of ecumenical coun-
cils, local councils, and Holy Fathers, while the Prochiron, a code adopted at the beginning
of the tenth century, served as the central source for imperial legislation. Therefore Sava,
through the Nomokanon, translated into Serbo-Slavonic, transplanted into the Serbian envi-
ronment not only the sacred canons but also the norms of Roman-Byzantine law, thus pro-
viding the legal framework for the dogmatic, canonical and organizational structure of the
new Church and the foundations for its strong dogmatic and liturgical unity with other local
Orthodox Churches, and especially with the Mother Church - the Ecumenical Patriarchate.

The seat of the archbishopric was established at the Monastery of Zi¢a, and in addition
to the already existing Orthodox bishoprics, whose centers were located on the territory of
the Serbian land, new ones were established, covering the entire country with a network of
church organization. Upon returning to his homeland, Sava first stayed at Studenica, where
on Easter - April 7, 1219 - he began ordaining priests and deacons, and then at Zi¢a, perhaps
precisely on Ascension Day, assisted by those archpriests of the Ohrid Archbishopric who
recognized his spiritual authority, he ordained new bishops and, “having instructed them
in a godly manner,” dispatched them to their respective dioceses, equipping each with a
copy of the Nomokanon. Of course, the organization of the newly founded Church could not
rest on that alone. Through carefully chosen actions, at a church council held in Zi¢a on the
Sunday of Orthodoxy (the first Sunday of Great Lent), February 16, 1220, Sava ensured that
the Orthodox Christian faith was established on a general level by proclaiming the positive
dogmas of Orthodoxy and condemning heresy. This was the so-called act of “renewal of the
true Orthodox faith,” the Serbian version of the Synodikon of Orthodoxy, by which the Ortho-
dox faith, grounded in the decrees of the Ecumenical Councils and patristic heritage, was
definitively safeguarded against heretical deviations. Efforts to permeate all facets of life
with Christian teaching, ensuring that Orthodox ritual and confession reached the most
remote regions and the lowest strata of society, were part of a kind of internal mission, a
comprehensive Christianization with a lasting outcome. To this end, Sava charged the arch-
priests with acting as episcopal deputies with special powers, who examined the degree
of Christianization across the country. They were, first and foremost, authorized to bring
non-canonical marriages within the framework of Christian morality, utilizing the holy rite
of matrimony to bind spouses to canonical restrictions and obligations.

In May 1220, the Ohrid Archbishop, Demetrios Chomatenos, sent a letter to Arch-
bishop Sava fiercely complaining about the violation of his jurisdictional rights. In it,
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Chomatenos spoke almost mockingly of Sava’s alleged thirst for prestige and worldly af-
fairs, criticizing his apparent abandonment of monastic asceticism. He reminded him that
the Serbian land was ecclesiastically subordinate to the Archbishop of Ohrid, that it already
possessed its own canonical bishop in Ras, and that if Sava truly cared about episcopal
rank, he should have petitioned him as his rightful archbishop. He warned of the canons
that forbid bishops of one diocese from interfering in the affairs of another, condemning
the illegal extraction of eparchies from Ohrid’s jurisdiction - most notably, the uncanoni-
cal removal of the Bishop of Prizren.Finally, Chomatenos disputed the canonicity of Sava’s
ordination, arguing that neither the Emperor nor the Patriarch in Nicaea possessed the
legitimacy nor the right based on canons and imperial laws to bear the titles of Roman Em-
peror and Ecumenical Patriarch. At the conclusion of the letter, which practically dripped
with his resentment, Chomatenos threatened excommunication if Sava did not return to a
state of obedience to the Mother Church. However, due to the lack of political support from
the Epirus ruler Theodore Dukas, Chomatenos’s threats went nowhere, so neither Sava, the
Serbian Church, nor the Serbian Kingdom suffered any consequences from his displeasure.

According to the testimonies of his biographers, it was Sava who, as archbishop,
crowned Stefan with the royal crown, with Domentijan stating that Sava, at some point af-
ter the Council of Zi¢a held on February 16, 1220, sent his envoy Methodius to the Pope in
Rome to request a crown for his brother. Historiography remains divided on whether there
was only a single coronation, which the papal legates who arrived in the Serbian land with
the royal wreath in 1217 had to perform, or whether Sava, as archbishop, crowned his broth-
er again, this time according to the Orthodox rite. The authenticity of Domentijan’s account
is supported by the fact that Stefan did indeed send Bishop Methodius to Rome during the
first half of 1220, as evidenced by an surviving letter of credence. Proponents of this dou-
ble “wreathing,” or coronation, interpret the purpose of this letter as a request for a papal
blessing for the crowning that the first Serbian archbishop intended to perform. Whatever
the Pope’s response was, which we do not know, Sava would almost certainly have executed
the rite of coronation and anointment of the Serbian king even without papal consent. This
ceremony was probably held on Ascension Day, May 7, 1220, at Zi¢a, and it was through
this ritual that royal power was sacralized, and the state established a complete ideological
foundation for its independence. Guided by the brothers Stefan and Sava, the kingdom and
the archbishopric became the living embodiment of the Byzantine ideal of a symphony
between secular and ecclesiastical power, acting as a permanent integrative force. Within
this framework of a unified national state and Church, order and legal life, language and
culture, and a distinct tradition and identity were permanently standardized.

The Hungarian king, who since the end of the twelfth century had considered himself
entitled to supreme authority over the Serbian land, certainly did not approve of Stefan’s
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coronation. Upon his return from the crusade at the end of 1218, an unpleasant surprise
awaited King Andrew II. Having spent most of the following year on a campaign against
Galicia, in 1220 he was finally able to address the situation in the Serbian land. When
Hungarian detachments launched attacks on the Serbian border areas, Stefan sought to
defuse the threat by once again dispatching Sava on a sensitive diplomatic mission. In
the summer of 1220, Sava arrived at the court of the Hungarian king, but the negotiations
did not go smoothly. As Domentijan and Teodosije describe the diplomatic skills of their
hero, it was only after convincing his hosts of his miraculous powers that Sava managed
to persuade the king to cease hostilities against the Serbian land, allowing him to return
to his brother with news of a successful peace agreement.

After several years, during which the brothers lived “carefree, having peace on all
sides, and at all times asceticizing well in God,” Stefan fell seriously ill with no hope of
recovery. Years earlier, upon returning to his homeland as archbishop, Sava had found
his brother ill and successfully healed him - as his hagiographers recount - with water
blessed by the Holy Cross. This time, however, Sava’s healing intercession brought his
brother back from the brink of death only long enough to tonsure him into monasticism.
Granting him the monastic name Simon, Sava gently entrusted his brother’s soul “into
the hands of his benefactor, Christ.” In contrast to the reliably established date of Stefan’s
death (September 24), scholarship remains divided over the exact year — with arguments
splitting between 1223 and 1227 - due to a scant number of contradictory sources. Sava
then worthily mourned and buried his brother in the Church of the Holy Virgin at the
Studenica Monastery, opposite their father’s eternal resting place. At the earliest, a year
after his brother’s death, Sava transferred his intact, “inviolable”, and fragrant relics from
Studenica to Zi¢a. The preservation of Stefan’s body, the ceremonial translation, the re-
ception and laying of the relics into a new tomb, and the composition of the first stichera
(short liturgical hymns) in his honor all testify to Sava’s intention to establish the cult
of King Stefan the First-Crowned, the monk Simon, thereby expanding the basis for the
foundation and promotion of the ideology of a saint-bearing dynasty. Since the founder’s
charter stipulated that the Church of the Ascension at Zi¢a must serve as the coronation
temple, an equally important concept realized by that translation was that all future kings
of the Serbian land would be crowned directly over the relics of the first king, their holy
and exemplary predecessor. Furthermore, the holy relics of the first-crowned king were
joined with universal Christian relics of the highest rank and prestige, with which Sava
had gifted the church at Zi¢a on several occasions. Alongside these material and symbolic
witnesses of Holy History - acting as markers of the sacred foundation of the young Ser-
bian kingdom - the king’s incorrupt body introduced the Serbian people into the ranks of
the chosen, God-bearing people.

Stefan the First-
Crowned, detail,
Mileseva Monas-
tery (1221-1227)
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Monastery of Saint Sabbas the Sanctified, Judean Desert

Sava’s authority and composure, as well as the fact that Stefan’s eldest son, Rado-
slav, had received his father’s blessing to succeed to the throne, ensured that the transi-
tion of power passed without any disturbances. At the Church of the Ascension in Zi¢a,
Sava anointed his nephew and placed a royal crown upon his head. Not long after, he
performed the wedding ceremony of King Radoslav and Anna, the daughter of the most
powerful ruler in the Balkans, Despot Theodore Doukas of Epirus, although the newly-
weds had been betrothed during Stefan’s lifetime, around 1219 or 1220. A few years later,
Sava undertook a pilgrimage to Palestine, both for personal pious reasons and diplomatic
and liturgical ones, and for the regulation of the newly founded national Church. In the
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spring of either 1228 or 1229, Sava set sail from Budva for the Holy Land with the desire
to pay homage to the sites of Christ’s birth, life, and passion, and to visit the renowned
centers of Middle Eastern desert monasticism. The itinerary of his first pilgrimage is de-
scribed in detail by his biographers, Domentijan and Teodosije. From their accounts, we
learn that Sava spent most of his time in Jerusalem and its surroundings, visiting the holy
sites — the Church of the Holy Sepulchre, Golgotha, the Church of the Nativity in Bethle-
hem, Holy Zion, the place of the birth and life of the Holy Virgin, the Garden of Gethse-
mane, the Mount of Olives, Bethany, Christ’s hermitage in the Judean Desert, the Jordan
River, and the Lavra of Saint Sabbas the Sanctified, in whose metochion Sava most likely
stayed while he was in Jerusalem. Journeying beyond Jerusalem, he also visited Galilee,
Nazareth, and Mount Tabor. On several occasions, he enjoyed the hospitality of the Patri-
arch of Jerusalem, Athanasius II, with whose blessing the Church of Saint John the Theo-
logian on Mount Zion was formally ceded to him.

On his return journey, he boarded a ship at Acre and, traveling via Smyrna, most like-
ly arrived in Nymphaeum, where he met the Nicaean Emperor, John III Vatatzes. From
there, he proceeded to Mount Athos to visit the monasteries of Iviron, Vatopedi, Hilan-
dar, and Karyes, endowing each of these shrines with the gold and valuables the Nicaean
Emperor had granted him for the occasion; understandably, he was most generous to-
ward Hilandar, gifting the monastery a fragment of the True Cross enclosed in a wooden
staurotheca (reliquary) that remains preserved there to this day. For his cell in Karyes,
he purchased additional land from Abbot Eusebius in order to plant a vineyard on it. He
then traveled to Thessaloniki, where he met with Vatatzes’s chief rival, King Radoslav’s
father-in-law, Theodore Doukas, who had been crowned emperor the previous year by
Archbishop Demetrios Chomatenos. By paying court to both Greek rulers who claimed
the Byzantine imperial inheritance, Sava reinforced the balanced foreign policy of the
Serbian land toward the competing Byzantine centers, even though the exact substance
of these diplomatic discussions cannot be reconstructed. In addition, Sava brought back
from his pilgrimage to the Holy Land more relics, which were essential to the sacred
foundation of both the young kingdom and its new particular Church, as well as some ele-
ments of the Jerusalem liturgy, with which he had the opportunity to become acquainted
at its very source, although he had already integrated them into the liturgical order of the
Serbian Church via Mount Athos.

There is no real basis for the belief, not uncommon in historical scholarship and
popular representations of the life of Saint Sava, that relations between him and his neph-
ew cooled because at one point, perhaps at the very time when Sava was in Jerusalem,
Radoslav wrote to the Archbishop of Ohrid, seeking clarification on certain dogmatic
questions. From Demetrios Chomatenos, a bitter opponent of the autocephalous Serbian
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Archbishopric and its first head, the Serbian king did
indeed receive carefully drafted answers, supported
by sacred canons and church tradition. The moti-
vation for Radoslav’s action was likely rooted in the
fact that the newly established Serbian Archbishop-
ric still harbored doubts regarding the canonical cor-
rectness of certain liturgical elements, and in addi-
tion, not all dogmatic issues in the liturgical applica-
tion had been consistently resolved. As Chomatenos
was a renowned expert in canon law and liturgical
practice, it is unsurprising that the ruler of the state
that provided a political framework for the newly es-
tablished particular Church, would turn to him with
the aim of clarifying some issues in these domains.
As subsequent events would show, this correspond-
ence posed no threat whatsoever to the independ-
ence of the Serbian Archbishopric; on the contrary,
Chomatenos’s learned answers may certainly have
been beneficial to its internal structure and develop-
ment. Ultimately, if Sava’s biographers are to be be-
lieved, the good relations between the uncle and his
nephew remained entirely undisturbed both before
and after the pilgrimage to the Holy Land.

Upon returning to his homeland, where he was
solemnly welcomed by King Radoslav, Sava first
went to Studenica, where he paid homage to his fa-
ther’s relics, and then proceeded to Zi¢a, where he
conducted a memorial service over the grave of his
brother Stefan, likely on the anniversary of his death.
In the years that followed, he resided primarily at
Zi¢a, the archiepiscopal center, zealously perform-
ing his primatial duties without neglecting his per-
sonal monastic asceticism. At that time, a dramatic
shift in royal power occurred. In the second half of
1233, the nobility, dissatisfied with Radoslav’s rule,
carried out a coup and elevated his younger broth-
er, Vladislav, to the throne. This was undoubtedly
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Saint Simeon Nemanja, Stefan the First-Crowned as the Monk Simon, Radoslav, and
Ana, Radoslav’s Narthex of the Studenica Monastery, Saint Simeon Chapel (c. 1235)
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influenced by Vladislav’s marriage to the daughter of the Bulgarian Emperor John Asen II,
who, having defeated the Thessalonian Emperor Theodore Doukas at the battle of Klokot-
nitsa in 1230, had risen to a leading position among the Balkan dynasties. Although Arch-
bishop Sava initially disapproved of Vladislav’s forced ascension, he ultimately crowned
the new ruler, accepting the coup as an expression of divine will. Shortly thereafter, hav-
ing spent fourteen years at the helm of the Serbian Church, he decided to step down from
the archiepiscopal throne, selecting and ordaining Arsenije, one of his disciples, as his
successor. Sava remained with the new archbishop for a short period, instructing him on
how to navigate the immense challenges of his new archpastoral office.

Sensing that his strength was beginning to fail, Sava resolved to set out once more for
the holy places of the East. While his first pilgrimage had focused primarily on Jerusalem,
this time - as if apprehending that his earthly end was near - he intended to visit all the
sacred sites he had been unable to reach before, particularly those renowned for monas-
tic asceticism. He set himself a significantly more demanding itinerary, both in terms of
time, geographical distance and the grueling physical exertion required. Boarding a ship
at Budva, likely in the early autumn of 1233, Sava sailed via Brindisi to Acre. Along the
way, he endured severe tribulations in the form of pirate attacks and a capricious sea,
yet he considered these perils worth bearing for the sake of entering Jerusalem once
more. There, he reunited with his old friend, Patriarch Athanasius II, and after a brief
stay proceeded to Alexandria to meet with Patriarch Nicholas I. Supported by the escort
and blessings of his hospitable host, Sava visited the most prominent sites of early Chris-
tian skete monasticism in the Egyptian desert, west of the Nile Delta, and, if Domentijan
is to be believed, he even descended as far south as the Thebaid, ancient Egyptian The-
bes. Upon returning to Jerusalem, where he was once again the honored guest and litur-
gical concelebrant of Patriarch Athanasius, Sava prepared for a journey to Sinai. Before
departing, he penned a letter to Spyridon, the abbot of Studenica; this document reveals
that neither the heavy burden of his years, nor his physical fatigue, nor the premonition
of imminent death could deter him from his ascetic wanderings. Imbued with deep pasto-
ral tenderness, this letter to Spyridon stands as the first known epistle in Serbian literary
history. To reach Sinai, Sava traveled along the old pilgrimage route east of the Dead Sea,
but first headed to Cairo, where he received permission and guides from the Egyptian
sultan to travel to his destination. After visiting the monastery of St. Catherine, the most
revered of the Sinai shrines, he endured the arduous climb to the summit of Mount Sinai.
From there, he returned to Jerusalem for a third time, and from there, after exchanging
farewells with Patriarch Athanasius, he set off for his homeland.

The first stop on his return journey was Antioch, where the local Patriarch hosted him.
After visiting the sanctuaries in the city’s vicinity, Sava headed north into the Kingdom of
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Lesser Armenia and the Sultanate of Iconium, in order to acquire holy relics, and then,
traveling by both sea and land, he eventually reached Constantinople, where he visited the
Monastery of the Theotokos Evergetis. On that journey he was already gravely afflicted by
illness and profound fatigue; yet, instead of heading straight for Mount Athos, he neverthe-
less decided to visit the Bulgarian Emperor, John Asen II, who was also the father-in-law of
the Serbian King, likely traveling at the Emperor’s personal invitation. He sailed from Con-
stantinople to Mesembria (modern-day Nesebar), and from there proceeded on horseback
toward the Bulgarian capital of Tarnovo, where, after more than a year of travel, physical
exertion and trials, he arrived likely at the end of 1234, exhausted and ill.

Although Emperor John Asen II showered his distinguished guest with immense at-
tention, honors, and every possible comfort, the ailing and exhausted monk was already
nearing his end. He managed to celebrate the Divine Liturgy on the Eve of Theophany
and, sensing that the moment of his departure was at hand, he dispatched a portion of
his entourage back to the Serbian land, laden with the holy relics and eulogiae (blessed
tokens) he had acquired throughout his vast eastern travels. The illness overcame him on
January 14, 1235, and by order of the emperor he was laid to rest within the narthex of
the Church of the Holy Forty Martyrs in the capital city of the Bulgarian Empire. Asen’s
decision to bury Sava with the highest honors - with the funeral service concelebrated by
the Bulgarian Patriarch Joachim - within his own imperial foundation, a church built spe-
cifically to commemorate his triumph at Klokotnitsa, aligned with his program to elevate
Tarnovo into an imperial and holy city that possessed its own patron saints. The wide-
spread renown of Sava’s lifetime miracles and his reputation throughout the Orthodox
East provided sufficient incentive for Asen to capitalize on the sudden death of the first
Serbian archbishop within his capital and to secure heavenly backing for the Bulgarian
Empire. Consequently, it is entirely unsurprising that the Bulgarian Emperor himself took
the very first steps toward establishing the cult of Saint Sava.

Naturally, King Vladislav also shared the same opinion as the Bulgarian emperor, and
the death and initial burial of his uncle outside the borders of the Serbian land granted
him an opportunity to organize and carry out the necessary actions to shape the saint’s
cult - namely, the exhumation of the relics from their original grave, their solemn trans-
lation, and their reinterment in a new mausoleum. The Serbian mission to Tarnovo, de-
scribed in the biographies of Saint Sava with quite dramatic details, but not without con-
tradictions, put the kinship and alliance between the Serbian and Bulgarian courts to a
severe test. The sheer scale of the undertaking is attested by the fact that the King him-
self, accompanied by a large retinue of dignitaries, set out for his father-in-law’s court
in Tarnovo, no earlier than 1238. Although the meeting between father-in-law and son-
in-law was a joyous and affectionate one, the true purpose of Vladislav’s visit presented
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Church of the Holy Forty Martyrs, Veliko Tarnovo

both monarchs with a profound trial. Everything proceeded smoothly at the Bulgarian
court until the Serbian king announced his desire to translate his uncle’s relics back to his
homeland to bury them there. Asen was not inclined to give up the sudden blessing of-
fered by the opportunity to host the first Serbian archbishop’s eternal resting place with-
in his own endowment in the Bulgarian capital. Despite the commotion and discontent
among the emperor’s entourage, Vladislav refused to relent, and, through a combination
of persistent diplomatic arguments and unsettling, ominous dreams, Asen was eventu-
ally persuaded to comply with his son-in-law’s requests. Of course, he failed to appease
the opposition of his own nobles, so the men of the Serbian king’s retinue were forced to
exhume the body almost secretly and depart Tarnovo in a hurry. In stark contrast to the
lavish ceremonies and joy with which the delegation had initially been welcomed and
the meeting of the two rulers was celebrated, the King’s men set off on their return jour-
ney without splendor or fanfare, slipping away almost like thieves in the night. Vladislav
remained behind just long enough to bid a formal farewell to his father-in-law, but he
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quickly rushed to catch up with his delegation, seeing that disappointment and anger had
spread through the Emperor’s court over the decision to allow the translation of Sava’s
relics to the Serbian land.

Only when it found itself in its homeland, in early May, where it was welcomed by
Archbishop Arsenije, bishops and abbots, did the quiet and swift procession assume its
true form and nature, befitting the importance of the deceased they were carrying. The
solemn and considerably enlarged retinue bearing Sava’s “incorrupt” body then headed
toward the Mileseva Monastery, Vladislav’s royal endowment, where a second tomb had
already been prepared for the new saint within the outer narthex of the Church of the As-
cension. Vladislav very wisely used his royal prerogative to assign this monastery, which
he had built as a family mausoleum, the role of serving as the eternal resting place and
focal epicenter for the cult of Saint Sava. Thus, almost overnight, MileSeva rose to second
place, right behind Studenica, in the hierarchy of royal foundations across the Serbian
land, and Vladislav secured for himself lasting merits in historical memory. Sava’s pre-
served body, which King Vladislav found in the grave in Tarnovo, combined with a mirac-
ulous apparition of the relics to a MileSeva monk shortly after the reinterment, served as
convincing signs and an unambiguous proclamation of his holiness. The canonized relics
were placed in a coffin before the altar, and soon after that, a synaxaric biography of the
new saint was composed, while by the middle of the thirteenth century, a proper liturgi-
cal service and an extensive biography were penned by Domentijan. Through these steps,
the hymnographic and hagiographic foundations for the cult of Saint Sava were laid.

By the close of the thirteenth century, the veneration of the joint cult of Saint Simeon
of Serbia (the Myrrh-streamer) and Saint Sava of Serbia, the protectors of the state and
dynasty and the source of legitimacy for the ruling monarch, had become established. It
was literarily and poetically shaped by Teodosije of Hilandar in his new Life of Saint Sava,
created by adapting Domentijan’s work, as well as in his Praise of Saint Simeon and Saint
Sava, services and canons. The harmony between the secular and the spiritual in the care
for the welfare and souls of the Serbian people was thus reinforced through the joint glo-
rification of father and son, these holy patrons who stood at the beginning of the state
and ecclesiastical life of the Serbian land.
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ARCHIMANDRITE AND ARCHBISHOP SAVA'S
SPIRITUAL CENTERS AND THE NEW ISRAEL

For we see upon us the mercy of God’s great providence,
for He has revealed to us a new Abraham, our Holy
Lord Simeon, and a new myrrh-bearing man in the
newborn Israel, that is, in the Serbian land.

Typikon of Saint Archbishop Nikodim, 1319

ollowing the Battle of Morava in the autumn of 1191, the conclusion

of a marriage alliance between the Serbian and Byzantine courts, and

the cessation of fighting against the Hungarians, to whose attacks Ser-

bia had been exposed in 1191/1192, a significant period of peace ensued
for Serbia. Nemanja’s Charter of Hilandar states that following these events,
his reign was granted “peace and silence” from all sides. A period of stability
began for Serbia: “[...] Since my state gained peace and quiet from all sides,
I have begun to sharpen my thoughts and instruct my mind that I wish to also
care for my soul, to find out among whom I will be counted on the day of the
Last Judgment, and how it might be possible for me to receive the angelic and
apostolic image [...].” Between the establishment of peace in Serbia and Ne-
manja’s monasticism, more than three years of preparation likely passed, dur-
ing which Nemanja considered it certain that his son would not return from
Mount Athos. Sava’s departure, tonsuring, and steadfast commitment to the
life on Mount Athos certainly reinforced Nemanja's own decision to choose
monastic life. However, God’s providence ensured that neither Nemanja’s nor
Sava’s monastic paths would unfold as they had originally envisioned. The
monk Simeon would leave the Studenica Monastery - his most important foun-
dation - and go to Mount Athos, while Sava would leave his and his father’s
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Transfer of the Relics of Saint Simeon from Hilandar to Studenica,
Radoslav’s Narthex of the Studenica Monastery, Saint Simeon Chapel (c. 1235)

Athonite foundation - the Hilandar Monastery - and return to Serbia, where he would
oversee the work and construction of two fundamental spiritual centers - at Studenica, as
the archimandrite of the community of monasteries, and at Zi¢a, as the archbishop of the
autocephalous local Church.

While the monk Sava Nemanji¢ was practicing asceticism on Mount Athos, and Ste-
fan Nemanja was planning to retire from power and become a monk, the construction of
the Studenica Monastery was already well underway. Studenica’s construction possessed
its own distinct spiritual prehistory, relating to the establishment of a strong bond be-
tween the Serbian Zupan, Stefan Nemanja, and the Theotokos Evergetis Monastery, an
important shrine of Constantinople, the then Byzantine capital. This connection, subse-
quently sustained by Nemanja’s son, the Athonite monk Sava, is mentioned in surviving
thirteenth-century sources written by Sava’s brother, King Stefan the First-Crowned; Sa-
va’s disciple, the monk Domentijan; Domentijan’s own disciple, Teodosije of Hilandar, and
the Russian Archbishop, Anthony of Novgorod.

On the Fest of Annunciation in 1196, Stefan Nemanja appointed his son Stefan as the
Grand Zupan of Serbia (r. 1196-1227). This took place shortly after the accession of Em-
peror Alexios IIT Angelos to the throne in Constantinople (r. 1195-1203). The new Zupan,
Stefan, was married to Alexios’s daughter, Eudokia, and soon after acquired the high Byz-
antine court title of sebastokrator. After handing over power to his son, Stefan Nemanja
received monastic tonsure from the Bishop of Raska. Shortly thereafter, the newly tonsured

49



50

TIHON M. RAKICEVIC

Church of the Holy Virgin, Studenica Monastery, last decade of the twelfth century

monk Simeon arrived at Studenica, where he resided as a brother within the monastic
community for eighteen and a half months. At Sava’s invitation, Simeon departed Studen-
ica on October 8 and arrived at the Vatopedi Monastery on November 2, 1197. The venera-
ble elder lived a deeply ascetic life on Mount Athos for fifteen and a half months, until his
blessed repose on February 13, 1199.

The ensuing years were difficult for the Byzantine Empire, marked by the Fourth
Crusade and the fall of Constantinople to the Latins and Franks in 1204. Following the fall
of Constantinople and the enthronement of a Latin Patriarch, a period began of a “soft”
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approach toward the Orthodox with the aim of persuading them to voluntarily recognize
the primacy and jurisdiction of the Pope. When this failed, the occupying forces subor-
dinated Thessaloniki and Mount Athos to the papal throne in the autumn of 1206. From
then on, the monasteries of Mount Athos were placed under the authority of the Latin
bishop of Sebaste, and the threat to the monks and monasteries escalated rapidly.

The disintegration of the Byzantine Empire and the subsequent creation of the so-called
Latin Empire and other states under the rule of Western masters were the outcomes of the
Fourth Crusade. This collapse triggered a protracted crisis within the Byzantine world and
its established order. The state ruled by Nemanja’s son Stefan found itself caught between,
and within, two monarchical concepts - the Byzantine Emperor and the Roman Pope. As
Serbia oscillated between these two concepts, a civil war erupted because in 1202, Vukan,
backed by Hungary, overthrew Stefan from power. At that time, the Pope authorized the
Archbishop of Kalocsa to place Serbia under his ecclesiastical jurisdiction, but the prelate
was unable to implement the mandate, as Stefan had returned to power in the meantime.
Furthermore, the Archbishop hardly had any opportunity to extract an oath of allegiance
even from Vukan Nemanji¢, since the Hungarian king himself had already begun to call
himself the King of Serbia. Prior to Saint Sava’s return to Serbia, the situation stabilized,
but it was only with his arrival that general spiritual prosperity and social progress began.

Having already experienced the deeply unfavorable historical conditions in which
the Holy Mountain found itself at that time, but also having received an invitation from
his brothers Stefan and Vukan, Sava, carrying his father’s relics, set off for Serbia, and on
that journey, as he himself noted, he went “through fire and water.” Accompanied by a
group of monks and bearing Simeon’s relics, in early 1207 he arrived in Hvosno, where his
brothers welcomed him alongside the nobility and clergy. From there, they transferred
Simeon’s relics to Studenica, and on February 9 they laid them in a prepared tomb, and
then, on February 13, they solemnly celebrated Nemanja’s commemoration. In the ensu-
ing period, myrrh-streamings would take place at Studenica, establishing the importance
of the monastery, and at the same time serving as proof of Simeon’s holiness and provid-
ing an exceptional foundation for the development of his cult. Also, we should not forget
the very important fact that Archimandrite Sava Nemanji¢ soon became the head of the
Studenica brotherhood. Sava’s nearly decade-long tenure in his homeland as Archiman-
drite and Abbot of Studenica was marked by tireless work and absolute commitment. At
Studenica, Sava completed the Studenica Typikon, within the framework of which he wrote
the founder’s Life of Saint Simeon, and compiled and shaped the Service to Saint Simeon.
The cult of Saint Simeon began to develop gradually, later becoming extremely important
to the Serbian Church and monarchy, while his grave in Studenica became a visible sign
of the permanence of Serbian state institutions.
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Upper Studenica Hermitage of Saint Sava, first half of the thirteenth century

Abbot Sava oversaw the completion of the monastery complex, including the fresco
program for Studenica's cathedral church, after which he added the founding inscription
that remains beneath the great dome to this day. It provides vital historical data regarding
the monastery's construction, names his father and brothers as co-founders, and con-
cludes by humbly recording his own name: “Remember me, Sava the sinful, who labored
here.” The inscription reveals that the frescoes were completed in 1209. Like all icono-
graphic inscriptions throughout Studenica, this one was written in the Cyrillic script, in
the Serbo-Slavonic language, instead of the previous Greek, which testifies to a cultural
and political change. Within this clearly well-thought-out decision, one can discern the
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importance Saint Sava had in defining the interests of the Serbian people, their Church
and state, as well as in the careful creation of spiritual centers.

Built in the twelfth century from white marble, Nemanja’s catholicon at Studenica is
today one of the best-preserved medieval buildings in the world. Its architectural sculp-
ture ranks among the finest achievements of the Romanesque style of its era, while the
frescoes from 1208/1209 represent the highest quality painting extant from this period.
In addition to the main church, other authentic structures from the time of Saint Sava
and Nemanja have also been preserved at Studenica. These include the founder's quar-
ters, the lower levels of the monastic dormitories, the monumental tower, the refectory,
and the original lower courses of the defensive walls. The tomb of the Venerable Simeon,
the relics of the Venerable Simon (King Stefan the First-Crowned), and the relics of the
Venerable Mother Anastasia are all housed within the main church, which was originally
conceived as the dynastic mausoleum for the royal family. Furthermore, thanks to Sava’s
disciple Domentijan, who penned his extensive biography, we possess a recorded sermon
delivered by Saint Sava at the Studenica Monastery during his historic tenure as its abbot.

Studenica served as the primary monastery of the Serbian land and the leading see
of the Studenica archimandriate, which functioned at the time as a kind of community
of monasteries. The abbots of these monasteries participated in the election of the Stu-
denica abbot. As clearly demonstrated in Chapter 13 of the Studenica Typikon, the abbots
of six specific monasteries oversaw this election and appointment process: St. George in
Ras, St. Nicholas in Toplica, St. Nicholas in Kaznoviéi, the Holy Virgin in Gradac and two
monasteries in Dabar - St. Nicholas and St. George. According to the regulations in Chap-
ter 35 of the Typikon, these same six abbots, alongside the ruling Serbian monarch, were
required to attend the solemn liturgical services held at Studenica on the anniversary of
the founder's repose. Among them, the abbot of Studenica occupied a higher position, as
indicated by his special title - “the first” abbot, which is confirmed by Chapter 13 of the
Studenica Typikon. This institutional title has been preserved to this day in the tombstone
inscriptions of the first two Studenica abbots - Ignjatije and Dionisije.

This community of sui iuris Serbian monasteries, united under the leadership of the
Studenica abbot, was the historical reality of the ecclesiastical organization in the Serbian
lands at that time, and in 1219 this very structure became the basis for the establishment
of the first dioceses founded by Archbishop Saint Sava. Nemanja and Sava’s work in or-
ganizing the monastery union (confederation) with Studenica at the head soon transcend-
ed its original scope and became part of the process that led towards both the consolida-
tion of Orthodoxy and the survival and strengthening of Serbian statehood. In his Letter
to Spyridon, the abbot of Studenica, sent from Jerusalem to Studenica towards the end of
his life, Sava mentioned abbots who were Spyridon’s partakers, which, written only a decade
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The Studenica Typikon of Saint Sava, Averkije’s copy, Chapter 35,
fols. 57b-58a, Library of the National Museum in Prague (1619)

and a half after the founding of the Serbian Archbishopric, testified to the monastic tra-
dition that existed in Raska.

The Studenica Typikon provides unambiguous testimony regarding Studenica's devel-
opment as a spiritual center, as well as its role as the site where Saint Sava formally re-
corded his vision of the Serbian people as the New Israel. Unlike the Hilandar Typikon that
preceded it, and the Evergetis Typikon that served as its model, Sava incorporated unique
provisions into the introductory chapter of the Studenica Typikon; these provisions regard-
ed the relationship with the population of the Nemanji¢ state, who were envisioned there
as God’s people - the New Israel. From a formal point of view, the promulgation and im-
plementation of the Studenica Typikon fell within the executive competence of Grand Zu-
pan Stefan Nemanji¢ (the First-Crowned), who had been granted the full prerogatives of the
founder in 1196, although the creation of the Typikon depended absolutely and exclusively

The Oldest Copy
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Monastery, 1220s
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on the autorship of Archimandrite Saint Sava. The fact that the state stood behind the
provisions written by a cleric increased their significance and invested these provisions
with a distinct authority.

In medieval literature, specific ruling prerogatives were allegorically represented
through references to prominent Old Testament figures: Jacob as the leader of Israel,
Joseph as the God-chosen righteous man, David as the anointed victor over a stronger
enemy, Moses as the God-inspired tribal leader, Joshua as the warrior and conqueror.
In the Studenica Typikon, more precisely within its introductory chapter - the Life of
Saint Simeon, Saint Sava calls his father “the second Abraham.” Furthermore, through-
out the Life, he emphasizes the conceptualization of his own countrymen as God’s cho-
sen people, and it is in this context that he records Nemanja's words upon abdicating
and transferring power to his son, Stefan: “My beloved child, shepherd this Israel of
mine, and watch over it [...].” From these Nemanja’s words, it is clear that the founder
of the Nemanji¢ dynasty openly designated the Serbian people as Israel, in the sense of
the New Israel.

Shortly before the aforementioned passage, Sava records that Nemanja said: “And
now let me, your ruler, go in peace, so that my eyes may see my salvation, which [the
Lord] has prepared before the face of all people; a light to bring revelation to the nations
and the glory of you, my flock.” This segment clearly paraphrases the Song of Simeon
from the Gospel of Luke (Luke 2:29-32), but with one crucial modification—where the
Holy Apostle Luke writes “Israel,” Saint Sava substitutes Nemanja’s “flock,” signifying the
entire Serbian people. With this alteration, Saint Sava unequivocally emphasizes the com-
parison of Nemanja’s flock with God’s chosen people - Israel. Furthermore, comparing
Nemanja to Simeon the God-Receiver frames the Grand Zupan as a man in whom the Holy
Spirit dwells (cf. Luke 2:25), a man who is “led by the Spirit” (Luke 2:27), and one who
recognized where the light of salvation is, and who blessed (cf. Luke 2:29) the path of re-
demption for his people (cf. Luke 2:32). Consequently, the Serbian people, envisioned as
Nemanja’s flock, are placed in a direct comparative relationship with the Old Testament
people of Israel. This comparison attributes a prophetic gift to Simeon Nemanja, because
he recognizes the blessing upon his people.

Shortly thereafter, still during the transition of power, Nemanja declares: “Therefore,
my beloved children, quickly let me go, that I may see the consolation of Israel.” Here,
Saint Sava again deliberately links Nemanja with Simeon the God-Receiver, of whom Holy
Scripture records that he “was waiting for the consolation of Israel, and the Holy Spirit
was upon him” (Luke 2:25). Within Sava’s narrative framework, Nemanja recognizes that
the Christian faith holds the true light of salvation, ultimately blessing this trajectory for
the Serbian people - the definitive path of salvation (cf. Luke 2:29, 32).
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Writing of Sava’s monumental labor at Studenica, his disciple, the monk Domentijan,
noted: “For verily favored by God is the archimandriate, from which this lover of God
founded the great archbishopric, the Savior’s house called Zi¢a, which he began and com-
pleted with his pious brother, the Grand Zupan, kyr Stefan.” These words provide defin-
itive contemporary testimony to the creation of the Zi¢a Monastery. Consequently, with
the full material and political backing of his brother, Grand Zupan Stefan, Sava personally
supervised and directed the construction of the Zi¢a Monastery, an undertaking spanning
the initial years of his tenure at Studenica until 1215. Describing this same project, Do-
mentijan’s own disciple, the monk Teodosije, testifies that Sava began to build “the great
church of the Ascension of the Lord in Zi¢a, which is called the Archbishopric.”

During those years, great changes occurred that would affect the future of the
Church and the state. In 1217, a papal legate crowned Sava’s brother, Grand Zupan Stefan,
as king, thereby elevating his rank within the hierarchy of rulers of the Western world. At
the time, it initially appeared that the Serbian monarch, whose realm stood at a turning
point, would never recognize Theodore I Laskaris (1204-1221), who had been crowned
by the Patriarch of Constantinople as the Byzantine Emperor in Nicaea. During this ex-
act period, however, the exiled Roman imperial traditions and authority were being sys-
tematically restored in Nicaea. Sava’s activities in the ensuing years, however, led to the
creation of an independent Church. He rethought the position of the Serbian king within
the hierarchies of the Western and Byzantine worlds. Amidst the decisive struggle for su-
premacy between the two parts of the Byzantine domain - the Empire of Nicaea and the
Despotate of Epirus - Sava backed the efforts of the Empire of Nicaea to be accepted and
recognized as the authentic “Byzantine Empire.” Four decades later, in 1261, when the
Empire of Nicaea finally recaptured the capital of Constantinople, the historical outcome
fully vindicated Sava's early recognition of their legitimacy.

Saint Sava was well acquainted with the historical circumstances in the region. In
1219, the Ecumenical Patriarchate and the Archbishopric of Ohrid were not in liturgical
communion, but in a state of undeclared schism. Archbishop Chomatenos of Ohrid re-
fused to recognize Theodore Laskaris as the righful emperor, and the Emperor and Patri-
arch of Nicaea, at that moment, rejected the legitimacy of Chomatenos’s own ordination.
This was, in all likelihood, a consequence of the fact that the Archbishop of Ohrid had
not been elected by the Emperor of the Romans, as had been the tradition for two centu-
ries, but had instead been appointed by the ruler of Epirus. The name of the Archbishop
of Ohrid, Demetrios Chomatenos, had been omitted from the diptych of the Patriarch of
Nicaea, which, at the precise moment when Saint Sava undertook his journey to Nicaea,
was a fact of crucial importance.
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Relying on a two-hundred-year-old tradition of imperial influence over jurisdiction-
al boundaries and the election of the Ohrid primate, Saint Sava traveled to Nicaea, peti-
tioned Theodore I Laskaris, and subsequently received his ordination. The information
that Mount Athos recognized Laskaris as its master, and that the Emperor’s established
prerogatives extended to the appointment of the higher clergy as well, is also contained
in Domentijan’s description of Sava’s visit to Nicaea and Emperor Theodore Laskaris, as
a valuable testimony of events that would strongly influence the further development of
both the Serbian state and the Church. With the establishment of the autocephalous Ser-
bian Archbishopric, Sava found a canonical model for church organization that respected
historical tradition and covered the territory ruled by his brother, King Stefan Nemanji¢.
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Following his consecration in Nicaea, Saint Sava returned to Serbia via Mount Athos
and Thessaloniki, making his way to the newly prepared archiepiscopal seat at the Zi¢a
Monastery. Here, in the Church of the Ascension of the Lord, Sava ordained the bishops
of the newly established Serbian archbishopric, and his disciple Domentijan recorded
another of Sava’s Studenica sermons, which he delivered upon arriving at the “Lavra of
the Holy Virgin of Studenica.” The sermon was delivered shortly after Archbishop Sava’s
arrival in Serbia.

When the Serbian archbishopric was founded in 1219, two monasteries of the Stu-
denica archimandriate - the monastery of St. Nicholas in Toplica and the monastery of
St. Nicholas in Dabar - became the centers of the newly established Toplica and Dabar
dioceses. Similar monastic complexes housed the eparchial seats of several of Sava’s oth-
er bishoprics, a testament to the indissoluble connection between episcopal centers and
monastic communities during the nascent phase of the Serbian Church's history.

The Zi¢a Monastery became the epicenter of important, even decisive events that el-
evated this temple and established it as a great spiritual center. The Zi¢a temple still pre-
serves original frescoes from Sava’s time, in particular from the period between Sava’s re-
turn from Nicaea in 1220 and the conclusion of the reign of King Stefan the First-Crowned
in 1227. Furthermore, there is no doubt that Saint Sava influenced the text of the Zica
Charters, which in the form of inscriptions still adorn the Zi¢a church of the Ascension of
Christ. Following the death of King Stefan the First-Crowned, “in the great archbishopric”
Sava crowned his nephew Radoslav as king and married him to Anna, the daughter of the
Epirus ruler Theodore, from the Doukas family.

At the seat of the archbishopric, on the Feast of Ascension in 1221, Saint Sava con-
vened the Great Council of Zi¢a, attended by clergy and laity. Following the Divine Litur-
gy, which Archbishop Sava concelebrated alongside his newly ordained bishops, priests,
and deacons, he delivered a Sermon on the True Faith. The monk Domentijan, who wrote
down this sermon, places significant emphasis on his teacher’s dogmatic and theologi-
cal work at this council. This text served as the Serbian Synodikon of Orthodoxy, explicitly
presenting the conciliar confession of the Orthodox faith and concluding with a solemn
proclamation of anathemas against heresy.

In the most solemn liturgical manner, and within its central spiritual institution - the
Archbishopric of the Serbian and Maritime Lands at the Zi¢a Monastery - the new people
of God in the Serbian land confessed the purest and deepest Orthodox faith on the day of
the Ascension Council.

Saint Sava’s significant work at the monasteries of Studenica and Zic¢a is of excep-
tional importance. The foundations of the Church that he laid have stood inviolate, while
his prudent and thoughtful church diplomacy further reinforced the pillars of the state.
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The fact that the Serbian state received a separate and unified autocephalous Church has
largely, in terms of religion, overcome the disunity of the Serbs.

Following his first pilgrimage to the Holy Land, which he undertook in 1229, Sava re-
turned to Zi¢a. Sometime later, he appointed his monastic brother, Arsenije from Zica, as
his successor to the archiepiscopal throne. In 1234, Sava departed from Zi¢a on a second pil-
grimage to the holy places of the East, and on his return from the trip, he reposed in Tarnovo.

However, even after Sava’s death, the spiritual centers he had established continued
to exist, transferring their cultural and historical significance to their metochia (monas-
tic dependencies) as well. Following his repose, the relics of Sava’s successor, Archbishop
Arsenije I, were translated to the Church of the Holy Apostles in Peé. This central church
of the Zi¢a Monastery's metochion had been constructed largely through Arsenije’s own
initiative. Ultimately, when Zi¢a was burned at the close of the thirteenth century, the
Zi¢a Metochion near Peé became the seat of the Serbian Archbishopric.

On the centenary of the acquisition of autocephaly by the Church of Serbian lands in
1319, within the Pe¢ Monastery - the center of the Serbian Archbishopric - Nikodim wrote
in his typikon about the connection between the “newborn Serbian Israel” and the work
on the creation of the church organization. The words of the Holy Archbishop Nikodim
link this concept of a new, that is, “newborn Israel” with “this great Church of Saint Sava.”

In this regard, the Typicon of Nikodim states the following:

“The divine prophets’ prophecies have come to an end. For as Isaiah said: ‘Shine, for
your light has come, and lift up your eyes all around and see your children gathered
together. For kings will come to your light, and nations to the brightness of your rising.
After the first Israel had grown weary with unbelief, the prophet also spoke in the pres-
ence of the Lord, saying: ‘I will call a people that was not mine, my people, and those
not beloved, my beloved. Where it was said to them: ‘You are not my people, there they
will be called sons of the living God. For we see the mercy of God’s great providence
upon us, for He has revealed to us a new Abraham, our Holy Lord Simeon, and a new
myrrh-streaming man within the newborn Israel, that is, the Serbian land.”

The departure of Saint Sava from Hilandar and his subsequent arrival in Serbia were
prompted by various circumstances, but the outcome of that arrival was unique in terms
of the spiritual growth of the Serbian people. In his Zi¢a Sermon on the True Faith, Sava
reveals that historical circumstances are precisely an integral part of God’s providence
concerning human salvation. On it, according to the writings of the monk Domentijan, is
said: “And the most gracious God [...] according to that same first commandment and in
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the same manner according to the teaching and preaching of the Holy Apostles, elevates
me to this holy office, wanting through me to ‘fill in the gaps’ of our fathers; and by His
Holy Spirit He commanded me to proclaim to you this word of His about your salvation,
which you, having heard, preserve with love, so that we too may be partakers of the or-
der of the saints.” Sava’s words, “to fill in the gaps”, in this context mean to supplement,
to complete, and to compensate for what is lacking, and at the same time they refer to
the theology of the Holy Apostle Paul, who said: “I complete what is lacking in Christ’s af-
flictions for the sake of his body, that is, the Church” (Col 1:24). Saint Sava teaches at Zic¢a
that Christians should, “like living stones,” be built “into a spiritual house” (1 Peter 2:5). By
thus incorporating themselves into “His body, which is the Church,” the very Serbian peo-
ple to whom he preaches are transformed into a “chosen people,” a “holy nation” called to
proclaim “the virtues of Him who called them” (1 Peter 2:9).

As Archimandrite of the Studenica Monastery, Saint Sava prophetically articulated
Nemanja's and his own vision of their people as the New Israel within the introductory
chapter of the Studenica Typikon. Later, as Archbishop of the Serbian lands, he dynami-
cally expanded this concept at the Zi¢a Monastery through the public, nationwide proc-
lamation of the Serbian Synodikon of Orthodoxy - the ecclesiological designation for his
historic Zi¢a Sermon. A century later, his successor on the throne in the Pe¢ Archbishopric
expressed the view that Sava’s work at the spiritual centers of Zi¢a and Studenica, as well
as the centers that followed, had successfully flourished throughout the enire “newborn
Israel, that is, the Serbian land.” Hence, it can be concluded that the conceptualization
of the Serbian people as the New Israel has not remained only Sava’s private vision, but
that this 'newborn Israel' has been forged through his own merit, primarily within the
spiritual centers he established, in order to affirm its lasting endurance by transcending
the borders of all the Serbian and Maritime Lands.
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SAINT SAVA AND THE CREATION OF
OLD SERBIAN ART

hen Saint Sava of Serbia’s activities during the first decades of the

thirteenth century, highly fruitful across the domains of religious,

political and cultural life of Serbia, are viewed in their entirety, it is

noticeable that they were predominantly subordinated to one goal.
Everything he accomplished in these spheres, even when undertaken for the
sake of the well-being of his own soul, led to the self-knowledge of identity,
maturation and civilizational growth of the Serbian people within an eschato-
logically oriented perspective. To the preservation, elevation and salvation of
his people Saint Sava also dedicated his tireless and thorough work on the crea-
tion of Serbian art within a conceptually and carefully designed framework, at-
taining a reach it had never possessed before. Undeniably, art had been created
across the Serbian lands - both in Raska and Bosnia, as well as in Zeta, Hum,
Travunija, and other maritime regions - long before the youngest Nemanja’s
son stepped into history. It had, however, no permanent direction or a clear
program in its formation, and the largely spontaneous interweaving of dispa-
rate traditions and styles continued until the end of the twelfth century without
a distinct identity stamp that only a true creative breakthrough could imprint.
It was during the era of Sava’s father, Grand Zupan Stefan Nemanja (later Saint
Simeon), that, along with the beginnings of the construction of the Neman-
ji¢ dynastic and state ideology, artistic creativity also began to display signs
of more programmatically based, identity-driven solutions (such as Purdevi
Stupovi near Ras and Studenica). What was then foreshadowed - or rather, cre-
ated as a nucleus - would be developed into a mature, recognizable fruit and
established as a long-lasting, influential model by the next generation, led by
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Saint Sava. He was able to assume this role of ideological leader thanks to his many talents,
his education and creative spirit, standing as the dynasty’s most knowledgeable member
in artistic matters.

Sava’s readiness to accept leadership stemmed from his broad insight into artistic tra-
ditions and contemporary circumstances in the most important centers of Eastern Chris-
tian art, his thorough knowledge of Orthodox theology, liturgical practices and needs, as
well as his direct participation in many of the Nemanji¢ dynasty’s foundational endeavors.
Saint Sava undoubtedly gained his first experiences in encountering great artistic endeav-
ors even before departing for Mount Athos, when as the young Rastko he had observed
the construction work of his father’s most significant endowment - Studenica. However,
before those works were fully completed, he, as a young man, found himself on Mount
Athos, the very source of Orthodox spirituality. There, he had the opportunity to become
thoroughly acquainted with the architecture, wall painting, icon painting and applied arts
of some of the most prestigious monasteries in the Byzantine world, and then to begin
his extensive founding activities, executed either independently or alongside his elderly
father, Simeon, who joined him toward the close of 1197. There is no doubt that the young
and gifted Sava, by then already a monk with some experience and a command of the
Greek language, played the pivotal role in these projects. At the Vatopedi Monastery, where
he practiced his ascetic discipline and ultimately welcomed his father, he oversaw the con-
struction of three chapels, dedicating them respectively to the Nativity of the Theotokos,
Saint John Chrysostom, and the Transfiguration of the Lord (the latter located within the
great tower); he also directed the covering of the catholicon with lead, the restoration of
the ruined Church of Saint Simeon Stylites in Prosphora, and the expansion and painting
of the Vatopedi refectory. Saints Sava and Simeon generously donated and materially as-
sisted the restoration and elevation of other monasteries on Mount Athos, including Ivi-
ron, the Great Lavra, Karyes, Philotheou, and Karakallou. At Xeropotamou - originally the
monastery of Saint Nikephoros - they acted as “true founders,” thoroughly restoring and
painting the catholicon, which they dedicated to the Forty Martyrs of Sebaste. Finally, they
began the renovation of the abandoned monastery of Hilandar, a sanctuary designed “to
receive people of Serbian origin” who wished to devote themselves to the monastic life.
They “decorated and expanded the monastery’s catholicon as much as was necessary to
honor their fatherland” (Domentijan). Following Simeon’s repose, his son completed this
extensive renovation, assumed control of and repaired several previously acquired mon-
asteries in the vicinity of Hilandar, in Milea (Zygos, Holy Confessors, Saint George, Saint
Nicholas, etc.), and founded and built the cell of Saint Sabbas the Sanctified in Karyes.

Meanwhile, Saint Sava traveled to Constantinople and Thessaloniki - the capital and
second-largest metropolis of the great empire, respectively — which were centers of the

Tower of Saint
Sava, Hilandar
Monastery, last
decade of the
twelfth century
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most advanced artistic creation of the era and “museum cities,” full of monuments of an-
cient, early medieval, and Byzantine art. There he could gain a direct insight into the cap-
ital’'s patterns of solemn cathedral worship and the splendor of the spaces in which it was
performed, after he had already become familiar with the much stricter and more modest
prayer customs of Mount Athos. By visiting the imperial court of the Angelos dynasty in
Constantine’s city, with whom the Nemanji¢s shared a marriage alliance, and residing at
the nearby Monastery of the Theotokos Evergetis, Saint Sava immersed himself not only in
refined metropolitan art but also gained access to the capital’s leading artists. Thus, for ex-
ample, he undertook works at the Church of the Holy Apostle Andrew - an Evergetis meto-
chion located in the center of the capital - “executing sacred deeds with the imperial mas-
ters” (Domentijan). A tireless traveler, eager to learn about everything that was created and
nurtured in the vast expanse of the Mediterranean as the cradle of European civilization,
Saint Sava would later, literally until the end of his life, visit the holiest shrines of Palestine,
imperial metropolises, and monastic deserts. He thus enriched his worldviews and stored
impressions in his memory in order to transfer them, through the creative momentum of
his own talent, to his fatherland, thereby ennobling and elevating it. That is why, already in
1207, upon his return from Mount Athos to Serbia with the relics of Saint Simeon, he was
ready to undertake a massive project to forge an art that would, with its aesthetic program
and ideological content, mark an entire epoch and chart the course of a distinct Serbian
culture in the future. However, alongside his exceptional talent, great knowledge and vast
experience, Sava’s inexhaustible energy and enterprise were vital to this mission, as only
they could match the breadth of his vision. As soon as he set foot on his native Serbian soil,
the “venerable archimandrite” began a wide range of activities. Many “holy churches in all
chosen places,” both “small and large [...] not only stone churches but also wooden ones,”
“he began and completed and consolidated the old ones and also built the new” (Domenti-
jan, Teodosije). Yet the most significant and, for Serbian art, fateful fruits of his activity, he
left behind in the grand Nemanji¢ endowments. These were the centers of Serbian spiritual
and cultural life at that time — Studenica, Zi¢a, and Mileseva.

The first very extensive and important work that awaited him was the painting of the
Church of the Holy Virgin at Studenica. Today, Saint Sava’s contribution to establishing
the thematic program, particular iconographic formulations, and overall artistic frame-
work of that painting, as well as his role in the creation of other monumental ensembles,
can be discerned with far greater clarity and precision than ever before. Now we know,
or more reliably identify, the specific sanctuaries in which he was directly creatively en-
gaged; we can more easily track the elements they have in common, which are not typ-
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Church of the Holy Virgin, Studenica Monastery, last decade of the twelfth century

ical formulations outside that monumental circle; and we better know not only Sava’s
unique inclinations and understandings, that is, the ideas that occupied him, but also
the general mechanisms and customs of artistic creation within the Eastern Christian
world. At Studenica itself, Saint Sava left an unambiguous record that, as the archiman-
drite of that “imperial lavra,” he personally supervised the execution of its painting. At
the conclusion of the inscription from 1208/1209 inside the drum of the Studenica dome,
after emphasizing the founding merits of his father and mentioning his older brothers,
he had it recorded in the first person singular: “And remember me, Sava the sinner, who
served here.” From the way this statement is formulated and the textual context in which it
appears, there is no doubt that “service” refers to the care and effort involved in completing
and decorating the Studenica catholicon. Those who have studied Sava’s handwriting even
recognize his ductus in the letters of the Studenica founder’s inscription, “drawn after” the
archimandrite’s template. The very choice of the place for the inscription, highly unusual
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by contemporary Byzantine standards, and, due to the reputation of Studenica often re-
peated in later Serbian churches (Stara Pavlica, Sopocani, Gradac, Arilje, and perhaps
also Zi¢a and Mileseva), must have stemmed from Sava’s overarching conception of the
program of the Studenica Church of the Holy Virgin.

It was once believed that Saint Sava influenced only the arrangement of individu-
al segments of that program, rather than the pivotal conceptual design of the thematic
whole. It was assumed that the unusual layout was decisively shaped by the fact that the
church was dedicated to the Dormition of the Holy Virgin, and that the image of this feast
was moved from the western to the northern wall in order to make it more prominent and
noticeable. However, it was the western wall that was considered the place of honor for
the representation of the Dormition of the Holy Virgin. Therefore, retaining this scene on
the western wall had become widely accepted programmatic custom in the mature Byzan-
tine period. Conversely, there was no established practice of moving this scene from the
western wall in the program of churches dedicated to the Dormition of the Holy Virgin;
rather, such deviations occurred primarily in churches with different dedications. Thus,
for example, in the Serbian environment, the placement of the major scenes in the naos of
Studenica was consistently replicated at Gradac, dedicated to the Annunciation. In fact, at
Gradac, under the undeniable influence of Studenica, an already largely suppressed Mid-
dle Byzantine programmatic scheme was applied, with the emphasis on the Crucifixion
on the western wall, in order to, among other things, bring it into direct visual connection
with the sanctuary, where the liturgical sacrifice based on Christ’s salvific passion was per-
formed. This choice entailed the placement of the Nativity of Christ and the Dormition of
the Holy Virgin as counterparts on the side walls of the naos, again with a special ideolog-
ical thread, in order to emphasize the exalted status of the one who gave birth to the God-
man. Since such a thematic arrangement represented a considerable archaism at the time
of Studenica’s decoration, its appearance in Nemanja’s tomb church should not be credited
to the stylistically progressive Studenica painters. Instead, it is far more fittingly viewed
as a deliberate choice made by Saint Sava who, as will be seen and as is well known, had
a special prayerful devotion for the representation of the Crucifixion of Christ, frequently
placing it in either the primary or secondary focus of the thematic programs he devised.
Furthermore, he was inclined to selectively revive suppressed, long-forgotten solutions
from the rich treasury of Eastern Christian art with which he was so thoroughly acquaint-
ed. By building upon and reshaping these archaic models, Sava successfully transformed
them into a suitable ideological platform to articulate his own theological ideas.

Having defined the core ideological pivot of Studenica’s thematic fresco program,
Saint Sava further elaborated it by carefully designing its secondary segments. He com-
manded that the lowest register of the naos - specifically on the prominent, wide surfaces
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of the pilasters supporting the dome - be painted with the images of four saints deeply
revered by both the Nemanji¢ dynasty and medieval Serbian society at large. Beneath
lavishly rendered painted arches on the eastern pair of pilasters, adjacent to the altar
partition, stand Saint Stephen the First Martyr - the protector of Serbian rulers and the
state - clad in apostolic vestments, opposite Saint Nicholas, one of Christendom’s most
beloved saints, who was uniquely venerated by Saint Simeon and his successors. The wid-
est and most visible surfaces of the western pair of pilasters, facing the central area of
the church, are decorated with the images of Saint John the Baptist - one of the most
fervent intercessors for humanity - and Saint Sabbas the Sanctified, the namesake, mo-
nastic archetype, and protector of the Studenica Archimandrite himself. All four would
later be given a prominent place in the Zi¢a iconographic program, while Saints Stephen,
Nicholas, and John would become permanent fixtures within the circle of holy figures
granted special reverence in the painted programs of medieval churches commissioned
by Serbian rulers, high prelates, and noblemen. Painted on the southwestern pilaster be-
neath the Studenica dome - directly adjacent to the physical location of Archimandrite
Sava’s abbotship seat - the image of Saint Sabbas the Sanctified formed only one compo-
nent of a much broader, meticulously structured fresco cycle. On the facets of this mul-
ti-tiered, stepped pilaster, Saint Sava clustered several other holy figures that bore deep
symbolic weight relative to his throne. On the eastern side of the pilaster, directly above
the space where the abbot’s throne stood, the Virgin Mary is depicted, designated with
the topographic epithet “of Studenica.” This was a potent image of the patroness of the
holy monastery and the literal embodiment of that seat; she was the sacred figure whose
earthly vicar was, in fact, the abbot enthroned below her image. Immediately adjacent,
on the southern face next to the throne, stands a monk bearing a wreath on his head:
Saint Josaphat, the Indian prince who, mirroring Rastko Nemanji¢’s own biography, re-
nounced worldly power to receive monastic tonsure. Just as Rastko had been introduced
to monastic life on Mount Athos by an enigmatic Russian monk, Josaphat had been drawn
to Christianity and asceticism by the elder Saint Barlaam. Accordingly, the figure of Bar-
laam was granted a place on the adjoining surface of the stepped pilaster. Notably, the
texts written upon the scrolls held by both figures serve as a dialogue-driven reminder
of Josaphat’s dramatic triumph in renouncing his throne for the sake of monasticism.
Through this design, Saint Sava skillfully enveloped the Studenica abbot’s throne in a pro-
gram of fresco icons representing his own spiritual role models and the protectors of the
monastery, simultaneously transforming the space into a formal, hierarchical focus for
the church and a deeply intimate, private prayer corner. Finally, there is no doubt that on
the western wall of the space under the dome, high above the throne, the scene of the
Descent of the Holy Spirit upon the Apostles was painted at Sava’s explicit decree. At his
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Saint Barlaam, detail, Church of the Holy Virgin, Studenica Monastery (1208/1209)
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later direction, this exact Pentecost scene would also be
depicted directly above the archbishop’s throne at Zi¢a.
Along the same southern side of the church, with-
in the western bay of the naos and directly behind Sa-
va’s abbotship seat, stands a marble sarcophagus mark-
ing the myrrh-streaming tomb of Sava’s father and Stu-
denica’s first founder, Saint Simeon. The symbolic bridge
between these two spaces - the seat where the son gov-
erned and the tomb where the father rests - is formed
by the frescoed image of Saint Athanasius of Athos, the
founder of Athonite monasticism. It was on Mount Athos
that Sava and Simeon had reunited, practiced asceticism
together as monks, and ultimately concluded their earth-
ly partnership. Therefore, the deliberate selection and
prominent placement of Saint Athanasius’s image clearly
confirms Sava’s personal “signature” in formulating the
painted program within this specific zone of the church.
This depiction has been preserved on a sixteenth-centu-
ry restoration layer, which almost consistently replicates
the original, underlying compositions. Naturally, the fig-
ures of the Holy King Stefan Decdanski and Saint Sava as
Archbishop - painted directly adjacent to the founder’s
portrait above the sarcophagus - could not have belonged
to the original thirteenth-century schema. Nevertheless,
there is no doubt that all the other frescoes executed dur-
ing this restoration layer above the founder’s tomb pre-
serve the strict thematic authenticity of the consecrated
original. The founder’s portrait is flanked by representa-
tions of two stylites: Saint Alipius and Saint Simeon Styli-
tes - the legendary ascetic after whom Saint Sava partial-
ly modeled the biography of his own father, the stylite’s
namesake. Crucially, as previously noted, the two Ne-
manji¢s had earlier renovated the Chapel of Saint Sime-
on Stylites in Prosphora. Furthermore, Saint Sava’s direct
hand in shaping the specific triptych of three composi-
tions painted in a row above Simeon’s sarcophagus - the
founder’s portrait, the Myrrh-bearing Women at Christ’s
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Tomb, and the Baptism of Christ - is evidenced by the fact that this exact sequence of
scenes was replicated above the sarcophagus of King Vladislav, Sava’s nephew, at MilesSeva,
within a program undoubtedly conceived by the King’s uncle. The conceptual complete-
ness and profound theological meaning of this narrative sequence are uniquely expres-
sive. From this thoughtfully integrated ensemble, it is clear that the founder - depicted
as being led by the Virgin Mary toward the throne of Christ the Supreme Judge - harbors
the hope that, like all who have “put on Christ” by being “baptized into Christ,” he will be
resurrected with Him into eternal life and, thanks to his God-pleasing labor as a monas-
tic founder, he confidently seeks his allotted place in the Kingdom of Heaven. Whether a
similar iconographic sequence had already been executed at the temporary resting place
of Saint Simeon during the initial decoration of Hilandar cannot be definitively stated. It
is known, however, through the explicit testimony of both Simeon’s and Sava’s hagiogra-
phers, that on the Holy Mountain as well - presumably near the original grave of the new
founder - his son had similarly commanded the painting of a portrait of Saint Simeon.
For the space of the Studenica vestibules, Saint Sava devised a special program whose
ideological foundations would be reflected in some of his later works, leaving a lasting
influence on Serbian art as a whole. In the upper zones of the vestibules, he placed a rep-
resentation of the Passion of the Forty Martyrs of Sebaste on the Frozen Lake - the very
saints to whom he had dedicated the renovated catholicon in Xeropotamou - alongside a
series of Old Testament scenes, including the Three Jewish Youths in the Fiery Furnace
and the Repentance of David. In the lowest zone, primarily on the southern side, he com-
missioned standing figures of holy hymnographers, the creators of the poetry sung dur-
ing church services. From this layout, it is clear that he intended the vestibule spaces for
groups of singers chanting antiphonally during divine services. Though these spaces were
not ideally suited for this purpose, his choice was certainly inspired by the Athonite prac-
tice of placing choirs in the side conches of the naos. Conversely, the decorative programs
of the sanctuary and the narthex represent fairly standard Byzantine solutions; the sanc-
tuary apse features tiered rows depicting the Liturgical Service, the Communion of the
Apostles, and the Virgin of the Sign, while the narthex contains a cycle of Christ’s Passion
surmounted by the Last Judgment. Hence, at least at first glance, these parts of the the-
matic program of the Studenica catholicon do not offer definitive proof of Sava’s direct
influence on their shaping. However, the Communion of the Apostles - a liturgical trans-
position of the Last Supper - acquired a highly unusual iconographic form here. Instead of
reducing the scene to the exact moment the disciples receive the Body and Blood, the fres-
co presents a broader rite centered on the epiclesis, or the consecration of the gifts. Since
this rare iconographic variant of the Communion of the Apostles (referred to in scholarly
literature as the “Eucharist”), only slightly varied, also appears in the frescoes of MileSeva
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View of the western bay, Church of the Holy Virgin, Studenica Monastery

- a program undeniably conceived by Saint Sava - there is little doubt that its presence in
Studenica is also the result of his choice. Furthermore, the depiction of the Eucharistic
Christ is omitted from the Studenica Liturgical Service. This matches the renovation layer

in Zi¢a, which largely follows original solutions based on Saint Sava’s distinct ideas in both
the sanctuary and the naos.
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The Communion of the Apostles, detail, Church of the Holy Virgin,
Studenica Monastery (1208/1209)

We believe there are more definitive indicators of Sava’s influence on the deco-
rative scheme of the Studenica narthex as well. Although completely renovated in the
sixteenth century, this space undoubtedly repeated the original layout from the end of
the first decade of the thirteenth century. While the inclusion of the Passion cycle in
the MilesSeva narthex - just as in Studenica - is less telling, Sava’s direct influence on
the Studenica narthex layout is more clearly evidenced by a unique spatial arrange-
ment. Two scenes from that cycle - the Last Supper and the Washing of the Feet - were
lowered to the bottom register and placed directly opposite each other as counterparts.
Such a composition is rather rare in Eastern Christian art, and in the entire Serbian me-
dieval painting it occurs only once more: in Zi¢a. There, at the request of Saint Sava, the
Crucifixion and the Descent from the Cross were lowered to the bottom register of the
choir spaces, positioned directly opposite each other as counterparts across from his
hierarchical throne. Yet, even without these specific iconographic details arising from
the same conceptual matrix, it remains evident that a figure who left such a powerful,
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The Liturgical Service, detail, Church of the Holy Virgin,
Studenica Monastery (1208/1209)

personal imprint on the painting program of the Studenica naos must have also wielded
a significant influence over the programs of both the sanctuary and the narthex of the
same church.

The service of “Sava the sinful” in completing the work on the arrangement and dec-
oration of Studenica was by no means limited to determining the themes and iconog-
raphy of the wall paintings of the catholicon. The outstanding painters who, at the be-
ginning of the thirteenth century, represented the avant-garde in the creation of a new
stylistic expression of Eastern Christian art, could only have been selected and invited to
Serbia by someone as deeply versed in Byzantine cultural trends as Saint Sava. By then,
he already possessed considerable experience collaborating with masters of the highest
caliber. Having “fulfilled sacred deeds” for a decade prior to the decoration of Studenica
by employing “imperial masters” to arrange and adorn church buildings, Sava entrusted
the painting of his father’s tomb church - a dynastic mausoleum - to artists who turned
the Serbian milieu into a testing ground for the development of the so-called monumental
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style of Byzantine painting. Thanks to Saint Sava’s unerring ability to choose the best and
bring the most advanced painters to Raska for the decoration of Zi¢a and Mileseva too,
the evolution of this international style can be most reliably traced through thirteenth-cen-
tury Serbian monuments. Primarily through his merits, rural Serbia began its transforma-
tion from an artistic periphery into a respected cultural torchbearer. Saint Sava, therefore,
was concerned not only with what would be expressed theologically through art, but also
with how it would be related or, rather, said. In his desire to endow Studenica with a radi-
ant courtly character, he instructed the artists to paint the frescoes on the eastern side of
the church on a light ochre background and to cover the saints’ halos with gold in the most
prominent scenes. This light, described by Teodosije as “painting with gold” in his brief ac-
counts of Sava’s decoration of the Hilandar catholicon, also spilled over into the lettering of
the foundation inscription and the signatures alongside the scenes and figures of the most
venerated saints in Studenica. In fact, all the inscriptions in the Studenica frescoes shone
with the golden Logos of the Cyrillic script, executed consistently in the Serbian vernacular.
This represented an exceptional novelty and a particular boldness on Sava’s part, given that
the spiritual life of Orthodox Christians in Serbia was still taking place under the auspices
of the Greek Archbishopric of Ohrid. While still on Mount Athos, Saint Sava had devoted
himself to translating typikons and theological writings into Serbian; in Studenica itself,
he expanded his literary activity as the nation’s first prose writer and poet known by name,
composing both a hagiography and a liturgical service for his father, Saint Simeon. The
systematic use of Cyrillic inscriptions alongside the holy scenes and figures did not make
Studenica painting truly Serbian in only one respect of identity. These inscriptions demon-
strated the multilayered importance of the visual arts in shaping a national cultural identity,
eloquently testified to Serbia’s readiness for the widespread introduction of worship in the
vernacular, and echoed that language’s cry for its own Church.

The Serbian Autocephalous Church was established in 1219, barely a decade after the
decoration of Studenica, precisely due to the merits of Saint Sava. After his older broth-
er, Stefan the First-Crowned, received the royal crown from Rome in 1217, Sava traveled
to Nicaea. There, by the will of Emperor Theodore I Laskaris and Patriarch Manuel I Sa-
rantine, he was ordained as the first Serbian archbishop. The Ascension Church in Zica,
originally built as Stefan’s burial church, was chosen as his archiepiscopal seat. Saint Sa-
va’s hagiographers explicitly testify that he “began and completed the House of the Savior,
called Zi¢a, with his faithful brother, Grand Zupan Stefan” (Domentijan). The construction
of Zi¢a, therefore, could only have begun after Archimandrite Sava returned from Mount
Athos to Serbia with the relics of Saint Simeon. In fact, it is certain that Sava and Stefan
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did not embark on this massive new undertaking until they had finalized the extensive
completion and decoration of Studenica. Positioned high within the drum of the dome,
the founder’s inscription in the Studenica Church of the Holy Virgin testifies that its fresco
decoration was only beginning in 1208/1209. Other works were certainly pending at Stu-
denica, and the brothers did not employ these master artists solely for the catholicon. This
is evidenced by the remaining frescoes on the towers of the monastery’s western entrance.
These towers featured portraits of the founders - Grand Zupan Stefan and Grand Prince
Vukan - accompanied by dynastic and personal protectors, all executed by the same mas-
ter painter who worked on the Church of the Holy Virgin. Furthermore, tradition holds
that Sava founded other churches and anchorite settlements with small chapels (the Upper
and Lower Hermitages of Saint Sava) in the vicinity of Studenica. All of this, combined with
the fact that the new grand project required serious preparation, leads to the conclusion
that the construction of Zi¢a began sometime after 1210, but before 1214 and the death of
Strez, an event Domentijan narrates immediately following his account of the Ascension
Church’s construction. The first phase of its building, including vaulting and roofing, must
have been completed between 1215 and 1217, before Saint Sava returned to Mount Athos.
Indeed, both Domentijan and Teodosije record a miraculous healing of a weak man per-
formed by “Archimandrite Sava” inside the Ascension Church in front of the icon of Christ.
This temporary halt in construction was almost certainly necessary to allow the walls of
the tall, massive building to settle before fresco application could begin. All construction,
stonemasonry, and painting on the main part of the church - which had in the meantime
received a new purpose — were finally completed shortly before Ascension Day (May 20),
1221. This followed Archbishop Sava’s return to Serbia from Nicaea via Mount Athos and
Thessaloniki, and his brief stay at Studenica. Soon after, certainly by 1227, a large outer
narthex with a tower was added to the western portion of the church.

Understandably, Stefan the First-Crowned, as ruler, was primarily the patron and
founder responsible for financing the construction and decoration of Zi¢a, while Sava act-
ed as the originator and supervisor of the artistic realization of their jointly determined
solutions. Sava’s role in the creation of the Ascension Church is presented with particular
vividness by Teodosije. He recounts how the archimandrite of Studenica brought “many
skilled builders and marble workers,” allegedly from the “Greek lands,” and that “he him-
self, dwelling with them, taught them to decorate the church according to his will.” The
appearance of the Zi¢a catholicon, as the first church of the mature Raska plan, con-
firms Teodosije’s accounts. The significant innovations and changes introduced during
its construction into the programmatically outlined structure - inherited from the earlier
foundations of Stefan Nemanja (Purdevi Stupovi and Studenica) - can be linked most di-
rectly to the personality of Saint Sava. Having previously intended the vestibules of the
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Church of the Ascension, Zi¢a Monastery, first half of the thirteenth century

Studenica catholicon to accommodate choirs according to Athonite liturgical patterns,
Sava architecturally adapted the side compartments of the space beneath the dome in
Zi¢a for that exact purpose. He retained the rectangular base they possessed in Nemanja’s
foundations, keeping a depth identical to the measurements of the Studenica vestibules.
He expanded them, however, toward the naos and removed the portals on their sides
to improve their acoustics. Thus, the “low choir transept” emerged as one of the defin-
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ing features of Zi¢a and subsequent Raska churches. Another enduring innovation is the
construction of side chapels, symmetrically positioned next to the original narthex of
the Zi¢a Ascension Church. Here, too, Athonite models were crucial, as Saint Sava had
become well acquainted with them at the Great Lavra, Vatopedi, and especially Iviron.
Sava adapted the ground plan and dimensions of these chapels to the framework of Raska
architecture. By capping them with domes and placing vaulted porches between them
and the choir spaces, he achieved a more sophisticated and dynamic architectural com-
position for the entire building. Sava’s influence is equally clear in the choice of their ded-
ication. The spiritual sanction of the Zi¢a Charter confirms that the southern chapel was
dedicated from the outset to Saint Stephen the First Martyr - the protector of the Serbian
royal dynasty and the namesake of the founding ruler - while the northern chapel was
dedicated to Saint Sabbas the Sanctified, the monastic model and heavenly patron of Sava
Nemanji¢. A century later, the restored fourteenth-century frescoes within the chapels,
featuring cycles from the lives of these two patrons, confirm that these original dedica-
tions remained unchanged.

Sava’s familiarity with Athonite customs was also crucial for embellishing the plas-
tered facades of the Ascension Church in Zi¢a with a red, or rather purple, paint. Paint-
ing facades red had long been a characteristic feature of monastic cathedral churches on
Mount Athos. The master builders of Zi¢a, whose craftsmanship was of Western origin -
as evidenced by the masonry technique and the articulation of the facades with distinct
Romanesque-Gothic elements - certainly would not have initiated this exterior painting.
However, it was precisely the thoughtful selection of these masters that, while introduc-
ing significant innovations, maintained continuity with earlier Raska architecture. In-
deed, by retaining the core spatial structure, the floor plan, and the facade articulation
system through an organic interweaving of Byzantine (primarily Athonite) and Western
traditions, Saint Sava and Stefan the First-Crowned took a decisive step at Zi¢a in advanc-
ing the concepts first conceived at Purdevi Stupovi and Studenica. By creatively complet-
ing and functionally improving these concepts, they brought them to maturity and whole-
ness. In this way, they created a distinctive architectural model tailored to the Serbian
milieu that would influence almost all subsequent medieval Serbian architecture. Only in
one major element did Saint Sava deviate from the established design, a choice that has
not yet received a satisfactory explanation. Unlike the churches that Stefan Nemanja built
from the ground up, the wide sanctuary section of Zi¢a was originally constructed without
separate rooms for the pastophoria (the prothesis and the diaconicon). In earlier Serbian
Orthodox architecture, analogies for this layout can only be found in the Church of the
Holy Virgin in Toplica and the Cathedral of Saints Peter and Paul in Ras. However, these
polyconchal buildings are not close to Zi¢a in terms of plan or chronology; the original
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structure of the former dates to the Early Byzantine period, while the latter belongs to the
early Middle Byzantine era.

Contrary to previously held opinions, the rooms of the diaconicon and the proth-
esis were certainly not added to the central part of the Zi¢a sanctuary before its initial
fresco decoration. This is evidenced, first of all, by the fact that the windows on the side
walls of the sanctuary bay - accross whose openings the roof beams of the subsequent-
ly annexed pastophoria were later placed - remained functional at the time the church
was being painted. Only later were these windows walled up and converted into niches.
Furthermore, the original layout of the Zi¢a sanctuary space must have been maintained
for some time, as it exerted a clear influence on subsequent Serbian architecture. In-
deed, other early Raska buildings - such as Studenica Hvostanska and Mileseva — were
built without separate rooms for the prothesis and the diaconicon, undoubtedly under
Sava’s influence. Like Zi¢a, all of these churches later received separate pastophoria ad-
ditions; in the case of MileSeva, this occurred even before its fresco painting was com-
pleted during the lifetime of Stefan the First-Crowned (t1227). It follows that Saint Sava
himself, who directly assisted his nephew Vladislav in the construction and decoration of
his endowment (discussed in greater detail below), relatively quickly abandoned the wid-
er application of the original Zi¢a sanctuary design. Consequently, a subsequent series of
Raska churches based on the Zi¢a architectural plan - including the Holy Apostles in Peé,
Pridvorica, Moraca, Sopoc¢ani, Gradac, and Arilje - were built from the ground up with a
tripartite sanctuary space.

Zi¢a acquired the final appearance envisioned by Saint Sava only after the newly or-
dained archbishop returned from Nicaea, by which time the building’s status and func-
tion had changed significantly. It had become the preeminent sanctuary in the state: the
seat of the head of the autocephalous church and the coronation site for Serbian kings.
Domentijan recounts how the first Serbian archbishop, upon returning to his homeland,
was overwhelmed with anxiety regarding the establishment of a new ecclesiastical organ-
ization and the arrangement of its administrative center. The disheartened Sava was com-
forted by the Holy Spirit, which addressed him from the heights of Heaven: “He who [...]
built his church on an immovable stone [...] will help you [...] to complete your church, the
great archbishopric, honorably, with beautiful colors and divine beauties, and to teach
your entire people to follow His holy commandments; and the honorable horn of the true
faith will rise in your fatherland.” It was precisely this ambition - the elevation and salva-
tion of his flock through a national church built upon an apostolic foundation - that Saint
Sava pursued when finalising the architectural and decorative program of Zi¢a shortly af-
ter his return to the country. Following the completion of the remaining minor masonry
work (such as the porches preceding the chapels and the synthronon within the apse) and
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stone-cutting, the fresco decoration of the church commenced under the fisrt Serbian
archbishop’s close supervision. Unfortunately, almost all the extant paintings within the
dome and the space beneath it, with the sole exception of the choir spaces, date from an
early fourteenth-century restoration, rather than the original period. However, scholars
have reliably established that these later frescoes faithfully repeat the highly specific the-
matic program of the thirteenth-century originals.

In accordance with an ancient custom that had been neglected during the High Mid-
dle Ages, the Ascension of Christ is painted in the dome as a visual summary and final
point of the economy of salvation. Saint Sava’s decision to place this scene in the dome
of the Zi¢a catholicon was certainly influenced, among other things, by the fact that the
church was dedicated to the Ascension. The paramount significance accorded to this
feast is vividly demonstrated by the unusual arrangement of the remaining decorative
scheme, which aligns entirely with this soteriological focus. Immediately below the As-
cension, within the sub-dome space, are grouped scenes that are closely related to it in
both theme and concept. On one hand, these include events closely preceding or follow-
ing Christ’s return to the Father that were crucial for the establishment and expansion
of the Church: the Last Supper, the Incredulity of Saint Thomas, the Blessing at Bethany,
and the Descent of the Holy Spirit on the Apostles. Particular attention should be paid
to the Blessing at Bethany. The depiction of this event (Luke 24:36-53) - wherein Christ
instructs the apostles, commands them to preach repentance to all nations immediately
prior to His return to heaven, and promises the coming of the Holy Spirit - constitutes the
primary Gospel reading for the Ascension Liturgy. On the other hand, the sub-dome area
features events that serve as chronological and dogmatic counterpoints to the Ascension,
namely the Annunciation to Zechariah and the Annunciation to the Theotokos. These
scenes recall the dawn of grace: God’s descent to earth and His assumption of human
nature in order to elevate humanity, redeemed by His sacrifice, to heaven (John 3:13; Eph
4:10). Programmatically unified, these images help the viewer more fully comprehend the
meaning of the Ascension within the broader framework of salvation. They also visually
articulate the foundation history and structural reality of the “holy, catholic and apostolic
Church,” whose head is the incarnate and ascended Lord Himself. Because this specific
thematic program occupied the sub-dome space, most scenes from the cycles of the Great
Feasts and Christ’s Passion, which completed the story of the economy of salvation, were
displaced from their customary locations and pushed to the lower zones of the church,
specifically the choir spaces and the western bay.

The unique selection and arrangement of themes within the Zi¢a naos provide a
visual reflection of Saint Sava’s theology, as articulated in his sermon at the Great Council
of May 1221 - an address preserved in the hagiographies by Domentijan and Teodosije.
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In this sermon, the first Serbian archbishop outlined the pivotal stages in the economy
of salvation, which are mirrored precisely in the Zi¢a frescoes. Within this framework,
he situated the foundation history of the apostolic Church, its celestial-earthly structure,
and its expansion among nations - including the Serbs. It was for this very purpose that
he himself had been elevated by divine grace to the archiepiscopal dignity, becoming an
apostle to his own people through apostolic succession. Thus, at one point in his sermon,
he emphasizes: “And [Christ] remained here on earth for forty days after his resurrection;
and when he was about to ascend to heaven to the Father, he commanded his disciples,
the apostles, saying: ‘Go and teach all nations, baptizing them in the name of the Father
and of the Son and of the Holy Spirit’ [...] and according to that same first commandment
and in the same way according to the teaching and preaching of the Holy Apostles, he el-
evated me to this holy office, wanting to fill the shortcomings of our fathers through me”
(Domentijan). These ideas about the head of the Serbian Church as equal-to-the-apostles,
and the soteriological significance of establishing that Church, found a remarkably clear
echo in the iconographic program surrounding the archbishop’s thrones in the lower reg-
isters of the church. The stasidion of the first Serbian archbishop, positioned against the
southwestern pilaster, was flanked by a row of twelve standing figures of Christ’s disciples
extending along the walls of both choir spaces. Standing or seated in the midst of this row
during the initial part of the liturgy, the Serbian archbishop visibly manifested himself as
their true equal. Positioned across from the throne, in the first register of the frescoes, is
the Crucifixion - a scene around which the aforementioned apostles gather and toward
which Saint Sava, as previously noted, held a profound prayerful devotion. Furthermore,
the throne was surmounted by the Descent of the Holy Spirit on the Apostles, painted on
the southern wall of the sub-dome space. This arrangement served as another deliberate
visual tool to frame the enthroned Serbian archpastor beneath it as a “co-throner” with
Christ’s disciples and a fellow partaker in the Holy Spirit. Following a similar ideological
thread, a visual and symbolic link was forged between the High Place of the altar and the
Last Supper, depicted on the opposite wall of the sub-dome space. This semicircular com-
position of the apostles gathered around Christ at the center mirrored perfectly the litur-
gical seating order of the Serbian clergy on the Zi¢a synthronon. The head of the Serbian
Church and his bishops thus appeared as a living reflection of the original Eucharistic
gathering in the Upper Room of Zion. In essence, the icon of the Last Supper was sacra-
mentally mirrored within them.

The selection and arrangement of the most prominent representations in the lowest
register of the Zi¢a naos - faithfully repeated during the early fourteenth-century resto-
ration from the older layer - fundamentally correspond to the layout at Studenica. The
circle of saints accorded special devotion within the decorative scheme was only slightly
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The Crucifixion of Christ, Church of the Ascension, Zi¢a Monastery (by 1221)

expanded. Figures of Saint Stephen the First Martyr and Saint Sabbas the Sanctified, de-
picted alongside Saint Demetrius and Saint George, were positioned in front of the al-
tar screen, while figures of Saint John the Baptist and Saint Nicholas were placed on the
western pair of pilasters in the sub-dome space. The Ascension Church is further linked
to Studenica by the high artistic caliber of its frescoes and the fact that its painting re-
flects the most advanced stylistic developments of the period. This is clearly evidenced
by the preserved original portions of the Zi¢a frescoes, primarily those in the southern
choir. When these backgrounds were still covered by their original light blue lapis lazuli -
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a pigment more precious than gold that has since peeled and washed away - they would
have closely mirrored the solemn, radiant glow of the Studenica frescoes. Collectively,
this evidence demonstrates that Saint Sava remained steadfast in his aesthetic standards,
once again inviting leading painters from the greatest centers of the Byzantine world to
decorate the Serbian archiepiscopal seat.

The demanding and prominent role of the Ascension Church as the archiepiscopal
seat and coronation church soon necessitated the expansion of the building. Consequent-
ly, a year or two after the decoration of the church, Saint Sava undertook the construc-
tion of a multi-purpose external narthex. Initially begun as a smaller exonarthex, this
project was soon abandoned in favor of a significantly larger, two-story structure. The
new design featured nine ground-floor bays roofed with groined vaults, alongside a mas-
sive, tall tower on the western fagcade, with a portico that served as the primary entrance.
The masonry techniques and the Romanesque stylistic features of the architectural stone
sculpture indicate that the builders were of Western origin. However, the precise source
of inspiration for such a monumental, two-story narthex remains unclear. In any case,
this Zi¢a exonarthex served as the model for several large external narthexes in first-half
thirteenth-century Serbian architecture, including the Radoslav narthex at Studenica, as
well as those at MileSeva and the Holy Virgin of Hvosno. Unfortunately, the structure of
the exonarthex has suffered severe damage, making it impossible to evaluate its decora-
tive program as a whole. Only the original frescoes in the chamber on the second floor of
the tower are well preserved. The presence of six Nemanjié portraits within the segments
of the groined vault - including Stefan the First-Crowned depicted as ruler - confirms that
the exonarthex was erected and painted sometime before 1227. Alongside these portraits,
which feature the First-Crowned, his sons, and Saints Simeon and Sava, the remaining
frescoes in the chamber provide clear evidence that the thematic program was conceived
by the first Serbian archbishop. As the sole narrative composition, the Crucifixion dom-
inates the eastern wall. Below it stand the figures of the dynastic patron, Saint Stephen
the First Martyr, and Saints Constantine and Helena, who hold the True Cross. The lowest
register of the southern, western, and northern walls is occupied by fresco-icons depict-
ing saints to whom Sava held a profound personal devotion. Foremost among these are
his two monastic models: Saint Sabbas the Sanctified and Saint Theodore the Studite, the
authors of the monastic rules that the Serbian enlightener translated as the basis for his
own Karyes, Hilandar, and Studenica typikons. As his archiepiscopal models, he singled
out fresco-icons of the Three Holy Hierarchs - Basil the Great, Gregory the Theologian,
and John Chrysostom - alongside Saint Nicholas of Myra, who was deeply venerated by
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the Nemanji¢ dynasty. Furthermore, a partially preserved inscription on one of the vault
ribs closely mirrors the content of the Studenica founder’s inscription. Ultimately, this
decorative program contains so many elements intimately connected to the personality
of Saint Sava that it suggests he designed this secluded tower chamber as a room dedicat-
ed to his own solitude and prayer.

In Serbia, Saint Sava’s involvement in artistic design, architecture, and decoration ex-
tended far beyond the major church buildings where he personally resided and served; his
impact on early thirteenth-century Serbian art was much broader. In addition to establish-
ing numerous stone and wooden churches recorded by his hagiographers, the first Serbian
archbishop exerted a direct or indirect influence on the construction and fresco decoration
of certain episcopal cathedrals - such as the Holy Virgin of Hvosno - as well as the endow-
ments built by his Nemanji¢ relatives, most notably Mileseva. Indeed, the stamp of Sava’s
creative personality is deeply imprinted upon the thematic program, iconography, and ar-
tistic character of the MileSeva frescoes. In the decoration of this church, which was built
through the efforts of his nephew Vladislav and architecturally mirrored the layout devel-
oped for the Zi¢a archbishopric, Saint Sava deployed a multitude of iconographic elements
previously realized at Studenica and Zi¢a. However, he integrated them into a thematic
framework centered on a new ideological pivot. The core of this dogmatically sophisticat-
ed scheme positions the images of three major Christian feasts - Christmas (the Nativity
of Christ), Easter (the Descent into Hades), and the Savior’s Day (the Ascension of Christ)
- as the three pivotal landmarks in the economy of salvation. He positioned monumental,
multi-registered representations of Christmas (the greatest feast) and Easter (the “Feast of
Feasts”) as eloquent counterparts across the northern and southern walls. Concurrently, in
accordance with the ideas Sava had already articulated at Zi¢a, the Ascension occupies the
dome. Because Mileseva, like Zi¢a, celebrates the Ascension as its patronal feast, Saint Sava
highlighted the Blessing at Bethany - which is thematically and liturgically tied to the main
feast - directly below the dome on the eastern wall of the sub-dome space. Sava returned to
his Zi¢a solutions, adapting them to a different conceptual context, by instructing that the
figures of the twelve apostles be painted in the Mileseva choir spaces. Furthermore, on the
western wall of the sub-dome space - where the Last Supper is depicted at Zi¢a - he placed
its liturgical transposition, the Communion of the Apostles, within his nephew’s endow-
ment. This scene utilizes the rare, distinctive iconographic form of the “Eucharist,” almost
precisely mirroring its unique treatment at Studenica.

Saint Sava also transferred his iconographic models from Studenica to Mileseva
when he chose to place the Passion of the Forty Martyrs of Sebaste - originally depicted
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Mileseva Monastery, first half of the thirteenth century

on the vault of the southern vestibule of Nemanja's mausoleum - onto the vault of the
northern choir space at MileSeva. Due to the unique programmatic scheme of the wall
paintings in the Zi¢a naos, this same scene had previously been relegated to the vault of
the portico beneath the Zi¢a tower. Similarly, on the vault of the southern Mileseva choir,
the Old Testament scenes depicting the Three Jewish Youths in the Fiery Furnace and the
Repentance of David were adapted directly from the Studenica vestibules. Furthermore,
the narrative sequence positioned above the sarcophagus in the western bay of MileSe-
va - marking the founder’s tomb through a composition featuring the founder’s portrait,
the Myrrh-bearing Women at the Tomb of Christ, and the Baptism - fundamentally mir-
rors the earlier programmatic formula developed at Studenica. Saint Sava’s direct and
decisive oversight regarding the iconographic themes of Mileseva is further evidenced by
several highly specific programmatic elements uniquely tethered to his personal history.
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Stefan the First-Crowned, Radoslav, and Vladislav, Mileseva Monastery (1221-1227)

This connection is particularly crucial given the absence of surviving written sources ex-
plicitly confirming his ideological patronage at MileSeva, unlike the well-documented ac-
counts for Studenica and Zi¢a. Notably, the figures of two Russian princes, Saints Boris and
Gleb, are depicted within the naos of the Mileseva church. Their inclusion is exceedingly
rare within the broader decorative schemes of Byzantine and medieval Serbian churches.
It can only be reasonably explained by Sava Nemanji¢’s personal familiarity with this lo-
cal cult at St. Panteleimon (Rossikon), the Russian monastery where he originally sought
refuge and resided upon arriving on Mount Athos as a young prince. Other holy figures
deeply venerated by Sava, such as Saint Sabbas the Sanctified and Saints Barlaam and
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Josaphat, were likewise integrated into the MileSeva thematic program. The likeness of
Sava’s monastic namesake and patron is depicted in the narthex, positioned immediately
alongside the formal registry of Nemanji¢ dynastic portraits — which includes Saint Sava
himself. The first Serbian archbishop similarly reiterated his preference for highlighting
the Crucifixion within the MileSeva decorative scheme. Though now preserved only in
fragments, it was prominently executed on the eastern wall of the narthex as the sole
scene in that entire space rendered on a gold ground. Immediately below it, mirroring
the arrangement in the upper chamber of the Zi¢a tower, Saints Constantine and Helena
are depicted holding the True Cross. By visually emphasizing the redemptive significance
of the instrument of Christ’s Passion, the first Serbian archbishop subtly referenced the
protective, apotropaic power of the true cross reliquary that the Nemanji¢ dynasty had
recently gifted to Zica.

The figures of the Holy Emperors Constantine and Helena form only one component
of the highly significant and carefully conceived iconographic scheme in the lowest reg-
ister of the eastern part of the MileSeva narthex. This specific decorative arrangement
directly illustrated Saint Sava’s political theology. Alongside Constantine and Helena, Sava
commissioned a portrait on the southern wall of a young basileus clad in full imperial in-
signia, his head illuminated by a halo - most likely depicting the contemporary Nicaean
emperor, John III Vatatzes. On the northern side of the narthex, a formal lineup displays
the figures of the Nemanji¢ dynasty. The eastern wall features Saint Simeon depicted as a
monk, alongside the “holy God-bearer and our father” Sava represented as an archbish-
op. This inclusion indicates that the MileSeva frescoes must have been executed following
Sava’s return to Serbia from Nicaea in 1220. Both Simeon and Sava occupy hieratic, fron-
tal positions adorned with halos. Behind them, on the southern wall, stand the portraits
of King Stefan the First-Crowned, his heir apparent Radoslav, and the founder, Vladislav.
Their figures are slightly turned eastward and lack halos. They are attired in the robes
of high Byzantine dignitaries; the first two wear golden wreaths with kamarions, while
the First-Crowned alone - as supreme ruler - bears a golden tablion on his chlamys and
holds a royal scepter. He could only have been depicted in this specific manner prior
to his death in 1227. By establishing this distinct arrangement and iconography for the
historical portraits at MileSeva, Saint Sava proved himself a consistent advocate of the
Byzantine doctrine of earthly power and its cosmic hierarchy. He had become deeply
acquainted with this ideology on Mount Athos, as well as in Constantinople and Nicaea.
In accordance with this teaching, the Byzantine emperor was presented as the godlike
bearer of authentic authority and the supreme ruler of the universe, while the Serbian
king was framed as a subordinate subject - an idealized concept that was far removed
from the actual geopolitical reality. Sava, therefore, did not seek to represent political
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facts, but rather to subordinate reality to an idealized Roman ideological projection. In
doing so, he aimed to firmly root Serbia and its ruler - who had recently received a royal
crown from Rome - within the Byzantine hierarchy of states. This strategy established
their legitimacy and position within the long-standing system of international relations
according to Byzantine sensibilities. While this international network had undoubtedly
been severely disrupted by the Crusader conquest of Constantinople in 1204, Sava’s time
in Nicaea had convinced him of the empire’s serious efforts toward restoration. Parallel
to this global framing, the MileSeva dynastic row sought to underscore the unbroken
continuity of Nemanji¢ rule and the saintly lineage of the dynasty responsible for both
the rise of the state and the autocephaly of the national Church. Thus, under Sava’s di-
rect or indirect influence, the foundational model for the Serbian dynastic image was
conceived and developed. Its evolution can be traced sequentially from the western Stu-
denica gate, through the upper chamber of the Zi¢a tower and the MileSeva narthex,
and finally to the chapel of Saint Simeon at Studenica. This trajectory is marked by an
increasingly pronounced tendency to highlight the very special relationship between
secular and spiritual power in Nemanji¢ Serbia. Ultimately, just as Sava used the Zic¢a
decorative program to justify the establishment of the autocephalous Serbian Archbish-
opric within universal ecclesiastical history, his carefully designed portrait sequences at
Mileseva and later monuments strove to underline the internal and international legiti-
macy of the ruling dynasty, through which the blood bond was established between the
state and the Church as the leader of a unified, eschatologically oriented gathering of the
Serbian people.

The work of the two or three extraordinary painters of differing temperaments but
closely aligned styles who decorated Mileseva testifies to the conceptual clarity, perma-
nence, and consistent caliber of the primary developmental direction of Serbian art dur-
ing the first decades of the thirteenth century. It is highly probable that these MileSeva
masters, who were predominantly trained in the classicizing Byzantine tradition, were
active in the Raska region precisely due to Saint Sava, who steered this artistic trajectory.
In these later monuments, the subtly intimated plasticity of the figures and the com-
pressed spatial depth seen at Studenica achieved a convincing fullness of volume and a
significantly more sensitive deepening of space. Furthermore, the practice of brightening
the most prominent frescoes with a radiant ochre ground - cautiously introduced on the
eastern side of the Studenica catholicon - became a defining principle at Mileseva, ap-
plied across the entire sanctuary and naos. Concurrently, a painted grid of lines over this
ochre background simulated the visual effect of mosaic tesserae. Rooted in the visionary
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ideas of Saint Sava, these aesthetic standards became enduring values cultivated in subse-
quent thirteenth-century Nemanji¢ endowments, including the central portion of the Ra-
doslav narthex at Studenica, as well as at Sopocéani, Gradac, and at least partially Moraca.
A similar continuity marked the implementation of some specific solutions of thematic
programs. Sava’s disciple and successor, Arsenije, consistently repeated the Zi¢a icono-
graphic program when decorating the Church of the Holy Apostles in Pe¢, just as Queen
Jelena transferred the core iconographic centerpiece of Studenica to her foundation at
Gradac. Specific thematic and iconographic ensembles from Studenica and Zi¢a contin-
ued to echo within the frescoes of major Serbian churches - such as Sopocani - even
decades after Sava’s death. The mature Raska architectural plan, brought to fulfillment
by Saint Sava, exerted an even more permanent influence on medieval Serbian art. It
was consistently respected throughout the thirteenth century, and its direct or indirect
reflections shaped fourteenth-century Serbian architecture at Banjska and Decani. These
echoes re-emerged centuries later in the architecture of the renewed Pe¢ Patriarchate
during the sixteenth and seventeenth centuries, as seen at Majstorovina, Mesi¢, Velika
Remeta, Dobrilovina, Tronosa, Vozuca, Ozren, and Pustinja. While we cannot definitively
confirm whether Saint Sava made the initial decision to dedicate the southern chapel of
the Studenica narthex to his father, Saint Simeon - a concept later adopted as a model
by the founders of Sopoéani and Gradac - it is certain that Sava took the decisive steps in
shaping Simeon’s cult by codifying the signs of his holy manifestation. Ultimately, Sava’s
literary compositions provided the theological and narrative foundation for the hagiog-
raphical cycles of the Serbian Myrrh-streamer in all of these dynastic chapels. Saint Sava
also integrated the cult of Saint Simeon into his iconographic schemes for the Nemanjié
dynastic imagery in order to indicate the sanctity of the roots of their lineage.

Even at a time when the first Serbian archbishop’s direct influence on the shaping
of Serbian art was far less understood than it is today, it was rightly concluded that “the
entire thirteenth century, up to Milutin’s conquests [...] bears the stamp of Sava’s activ-
ity,” and that the “impulse” he “gave to our medieval art was so strong” that “for many
years, [...] the entire development of our medieval architecture and painting relied on
his work” (Purde Boskovié). To be sure, some of Saint Sava’s ideas and solutions were
already abandoned or significantly modified during the mature thirteenth century.
This shift was a natural consequence of relocating state and ecclesiastical administra-
tive centers, changing cultural influences, the growing prestige and self-consciousness
of Serbian rulers and church leaders, and the overall reshaping of ideological frame-
works. Consequently, only a selective few of Sava’s original solutions survived into four-
teenth-century Serbian art. Paradoxically, however, this is precisely where his greatest
contribution to determining the nature and trajectory of our early art becomes evident.
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By consistently opting for an innovative approach and discarding established models
that no longer met the contemporary needs of the environment for which they were
intended, Saint Sava irreversibly directed Serbian visual art toward constant creative
shifts and evolution in accordance with the demands of the time. Ultimately, not even
the sublime authority of his own work could confine the vital power of that generative
spiritual movement which constantly changes and exceeds the established forms, and
which he himself inspired.

99



100

DRAGAN 1. VoJvoDpI¢

Reference List

Babuh I, O xomtiozuyuju Yeilerwa y Boiopoguuunoj upkeu y Ciiiygenuyu, CrapuHap 13-14 (1962-1963) 261-265.
Ba6uh I. u gp., Cittygenuya, Beorpaz 1986.

Bourkosuh B., Ceettiu Casa u cpiicka cpegrb08eko8Ha yMelliHoclll, CPIICKY KEbVDKEBHU ITIACHUK 44/1 (1935) 212-216.
Bojsoguth [I., Xunangapcku ipod ceettioi Cumeona cpiickoi u weiog cAukanu ykpac, X3 11 (2004) 27-58.

BojBopuh [I., 3atiaxarwa u pasmuuisara o0 caukapciigy ceetiusuwiia Ciiacose ypkee y Kuwu, Hum u
BusanTuja 11 (2013) 247-265.

Bojsozpuh [I., CiiygeHuuku ipod ceeitioi Cumeona Cpiickoi: ipuaosdu ipalju u 3atiasxcarea o dugouucy, y: Cliegpan
Hemara - upeiiogoduu Cumeon Mupoiiouusu. 36oprux pagosa II, yp. M. Paayjko, Beorpan-Bepaue
2016, 587-600.

Bojeopuh /[I., Ka yapckom gociiojanciiigy Kpasvescke saactiu. Baagapcke uncuinuje u ugeonoiuja y goda tpeux
Hemawuha, y: Kpasmesciligo U apxuetiuckouuja y Cpuckum U UOMOPCKUM 3emmama Hemaruha, yp. Jb.
Maxkcumosuh, C. [TupusaTrpuh, Beorpaz 2019, 315-354.

Jyxoeno u kyailypHo Hacaehe Manactiupa CittygeHuye. J[pesrocill, LoCilojaHocil, cagpemeHocill, yp. M. Mapkosuh,
Beorpazg 2019.

Bophesuh U. M., Musewesa u Cilygenuya, y: Musewesa y uciiopuju cpiickoi Hapoga, yp. B. J. Bypuh, Beorpaz,
1987, 69-80.

Bophesuh U. M., IIpegcitiasa ceeilioi Cage Jepycarumckoi y ciilygenuuxoj Boiopoguuunoj ypkeu, Borociosme 31
(1987) 171-186.

Bophesuh Y. M., IIpegciuage ceeiux Bopuca u I'meda y Munewesu u cpicko-pycke ese tipge tionogune XIII
ctionehia, y: Meliyynapoghu nayunu ckyi Ceettiu Casa y cplickoj uciiopuju u iipaguyuju. 360pHux pagosa, yp. C.
ThupxkoBuh, Beorpaz 1998, 295-308.

Bypuh B J., Busaniliujcke gppecke y Jyiocaasuju, Beorpas 1974.

Bypuh B. J., Ceeiliu Casa u caukapciligo weiogoi goda, y: Mehynapogru nayunu ckyii Casa Hemaruh - ceeitiu Casa.
Hciiopuja u tipegarve, yp. B. Bypuh, Beorpaz 1979, 245-261.

YKuskoBuh M., IIpegciliage ceeiliux moHaxa y 3atiagrnom iipasejy Boiopoguuune ypkee y Ciiygenuyu, 3orpad 39
(2015) 67-92.

YXuekosuh M., Ciiygenuya. I'pobHa ypkea pogoHaueaHUKA guHACTLUje — WleMesb UPKEeHe U gpicagHe camoclian-
Hocilu, y: Cakpanua ymemlHOCIL CPUCKUX 3eMasba Y cpegrbem gexy, yp. [I. Bojsoguh, /1. ITonnoBuh, Beorpan
2016, 193-209.

Kamauun M. u Ap., Manaciiup Ciiygenuya, Beorpaz 1986.

Kopah B., Ceetin Casa u tipoipam paukoi xpama, y: Mehynapognu nayunu cxyii Caga Hemawuh - ceeitiu Casa.
Hciiopuja u uipegarve, yp. B. Bypuh, Beorpaz 1979, 231-244.

Kopah B., Apxuiliexiliypa pawxux xpamosa caipahenux y peme tpeoi cpiickoi apxueiuckoua, y: Manaciiup XXuua.
36opruk pagosa, yp. I'. Cy6otuh, KpaseBo 2000, 47-54.

Mapxosuh M., IIpso iyiiosare ceeiioi Case y Ilasectiuny u 1eio8 3HA4aj 3a CPUCKY Cpegr0o8eKo8Hy YMellHOCL,
Beorpag, 2009.

MapkoBuh M., 3anemapenu ilogayu o iogunu usipagre Boiopoguuune ypkee y Ciygenuyu, 3orpad 46 (2022)
33-56.

MuskoBuh B., Caukapcitieo 3atiagnoi yaasa y manaciiup CilygeHuyy u3 1208/9. iogune, y: Tpeha jyiocrogencka
KoHgeperyuja susanitionoia, yp. Jb. Makcumosuh u ap., Beorpaa-Kpyiesar 2002, 183-187.

MusskoBuh B., XKuiliuja ceettioi Cage kao u380pu 3a UCWOpU]y cpegroo8ekosHe ymelliHocliu, Beorpaz 2008.

Murposuh T., Ceeitiv Casa u ciuygenuuka Eexapuctiuja. Ka moiyhinociiu Gomel pasymesara HA4UHA HA KOjU CY
boiocnos(me) u caukap(ciiso) capahusanu y cpegroem 6exy, Borociosme 78/2 (2019) 137-179.

IMapnosuh [., Tematicku tpoipamu Cplickoi MOHYMeHUWLAAHOL caukapciiea, y: Cakpanna yMeHOCL CPUucKux
3emasmay cpegivem gexy, yp. /. Bojsonuh, [I. ITonoBuh, Beorpaz 2016, 249-259.

Ionoswuh [, Cpiicku eaagapcku ipod y cpegivem eexy, Beorpaz 1992.



SAINT SAVA AND THE CREATION OF OLD SERBIAN ART

Papojuwnth C., Ciliapo cpiicko caukapciigo, Beorpaz 1966.
Pagyjko M., Etluckoticku ipeciiio y cplickum 3emmama og IX go XVIII eexa, I-11, Beorpaz 2020.

Casuh B., Ceemoi Case pykotiuc, y: Ceeitiv Casa u Jomeniiujan. 350pHuk ca Melynapoghe HayuHe KoHgeperyuje
ogpacare 26. u 27. maja y Huwy u Citygenuyu, yp. J. BojoBuh, J. Cromuh, Hum 2024, 51-71.

Tonuh B., Musewesa u XKuua - wiematicke u uxonoipagcke iapanene, y: Museuiesa y uctiopuju cpiickoi Hapoga,
yp. B. J. Bypuh, Beorpaz 1987, 81-89.

Yanak-Mezauh M. u gp., Manaciiup Kuua, Beorpaz 2014.

Babié G., Les moines-poétes dans 1'église de la Mére de Dieu a Studenica, y: Cilllygenuya u 6u3anHiliujcka yMetHOCIL
0Ko0 1200. ioguHe, yp. B. Kopah, Beorpaz 1988, 205-216.

DPordevic¢ I. M., Das Programm der Muttergotteskirche in Studenica und die serbische mittelalterliche Wandmalerei, y:
CillygeHuya u 8U3AHILUjCKA YMeIHOCIL 0KO 1200 iogute, yp. B. Kopah, Beorpaz 1988, 505-516.

Vojvodié D., The Ascension Church, Zi¢a Monastery, in: Mapping Eastern Europe, eds. M. A. Rossi, A. I. Sullivan, Princeton
University, https:/mappingeasterneurope.princeton.edu/item/the-ascension-church-zica-monastery.html
[mpucTynbeHO 24. 04. 2026].

101






MILJANA M. MATIC

PRESERVATION OF HERITAGE AND SPIRITUAL IDENTITY:
ART AND THE CULT OF SAINT SAVA 1459-1690

ollowing the fall of the Serbian Despotate, the Serbian Orthodox people

- who remained at the fallen country’s devastated hearth with only the

memory of a glorious era of freedom - entered a centuries-long period

of life within the Ottoman Empire, marked by a struggle aimed both at
preserving physical survival and protecting their ethnic and spiritual identity.
The profound changes that occurred in the middle of the fifteenth century
heavily impacted both artistic creation and the trajectory of the cult of Saint
Sava of Serbia. The once-abundant trends in artistic development mostly dried
up; yet, neither the fall of Smederevo nor the collapse of the Serbian Despotate
(1459) marked the extinction of Saint Sava’s cult, as might have been expected,
but catalyzed its flourishing, sparking an even deeper permeation through the
fabric of ecclesiastical life and the everyday existence of the Orthodox faithful
- a phenomenon especially pronounced during the century-and-a-half-long
period following the restoration of the Patriarchate of Pe¢.

THE FIRST CENTURY UNDER THE OTTOMANS

From church frescoes and icons, the image of Saint Sava as a symbol of the in-
dependent, powerful Nemanji¢ dynasty and the autocephalous Serbian Church
met the gaze of oppressed Orthodox Christians - the dhimmis or non-Muslim
subjects within the Ottoman Empire - maintaining in them a spark of living
faith as they anticipated the restoration of the Patriarchate of Pe¢, an institu-
tion that would ultimately secure their right to freely profess their faith and
practice Orthodox rites within a formalized framework.
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A valuable fifteenth-century icon in the treasury of the Hilandar Monastery, depict-
ing Saint Sava of Serbia and Simeon Nemanja, evidences that works worthy of the dynas-
ty’s former glory were produced even in times of crisis and declining creative trends. This
exceptional piece by a Serbian master is a rare, well-preserved example of icon painting
from the period, even though the artist demonstrated insufficient knowledge of Greek or-
thography when writing the text on Venerable Simeon’s scroll. In this composition, Saint
Sava is depicted with a solemn, almost ascetic countenance framed by graying brown
hair and a straight, medium-length beard. Remarkably, he is shown without a tonsure,
and his gaze is directed to the side. Rather than a sakkos, he wears a phelonion decorated
with crosses (polystavrion); furthermore, his right hand is not raised in the customary
gesture of blessing, but is instead extended prayerfully toward a half-length representa-
tion of the Virgin and Child at the top of the panel. Clear traces of overpainting remain
visible on the icon.

The MileSeva Monastery was the seat of the Metropolitanate of Herzegovina, from
which the throne of the Serbian patriarchs was most frequently ascended after 1557. The
monastery was exceptionally wealthy, boasting an active printing press between 1544 and
1557, and - most importantly - housing the relics of Saint Sava of Serbia. The MileSeva
monks meticulously preserved everything connected to the saint’s life, spanning from oral
tradition to various physical artifacts. Among these objects was the archbishop’s pastoral
staff, believed to have been a gift from the Ecumenical Patriarch to Sava during his stay in
Nicaea in 1218 or 1219. This staff, distinguished by a large, precious rock crystal at its tip,
was observed in 1589 by the English traveler Fawkes during his visit to MileSeva. The monks
brought the staff out before him and his companions, attributing miraculous healing prop-
erties to the artifact due to its direct contact with the saint and his relics. Barely two dec-
ades after Fawkes’s visit, the devastation of MileSeva forced the translation of the staff to
the Monastery of the Holy Trinity near Pljevlja, where it received a new silver-gilt coating.

The presence of Saint Sava’s relics at the MileSeva Monastery between 1459 and 1690
served as the primary catalyst for the formation and continuous growth of his cult. Un-
der the specific socio-historical circumstances of Ottoman rule, this cult acquired height-
ened religious significance and a powerful role in safeguarding ethnic identity. There is
no doubt that valuable gifts were constantly presented to Sava’s relics at MileSeva as an
expression of piety. Furthermore, documentary evidence from the late fifteenth century
onward confirms that highly prestigious, costly ecclesiastical artifacts were crafted specif-
ically in memory of Saint Sava of Serbia. A few of them have been preserved to this day. At
the end of the fifteenth century, the Studenica brotherhood commissioned a luxurious epi-
trachelion of “Saint Sava of Serbia,” intricately embroidered with silver and gold thread.
Abbot Vikentije Knezevi¢ later purchased this vestment from the Studenica monastic
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Epitrachelion from the treasury of the Decani Monastery, details,
Museum of the Serbian Orthodox Church (second half of the sixteenth century)

community for the Krka Monastery in 1824. It was thought that the epitrachelion of “Saint
Sava” could be attributed to the saint himself because, following its creation, it was con-
secrated upon Saint Sava’s relics in MileSeva before being transferred to Studenica, and
eventually to Krka in the nineteenth century. However, the fact is that in the treasuries
of Serbian monasteries there are several works that, like votive objects, are traditionally
linked to the name of Saint Sava, but it is not possible to link them with certainty to Sava
or his relics, as they were often created centuries after his remains were burned. This
is true, for example, of the “Cross of Saint Sava” in the treasury of the Studenica Mon-
astery. An extraordinary achievement of woodcarving and applied metalwork from the
early eighteenth century, this piece was a collaborative effort between a woodcarver from
Mount Athos and a Serbian goldsmith and filigree artist from Sarajevo, who together in-
corporated over two hundred pieces of extremely valuable precious stones into the cross.

As early as the fourth decade of the sixteenth century, the prominent Serbian intellec-
tual and printer Bozidar Vukovi¢, who moved to the Venetian Republic due to the Ottoman
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invasion and settled in Venice, included the Service to Saint Sava and Saint Simeon — accom-
panied by their respective representations printed from woodcuts, and the designation
“Serbian” - in the Festial Menaion, one of his most representative publications made in col-
laboration with Mojsije of De¢ani (Patriarchate of Peé, SSK 20). Vukovi¢’s profound devotion
to Saint Sava is further evidenced by his gift of a magnificent banner sent to the Mileseva
Monastery to adorn the relics of the first Serbian archbishop. On that occasion, he formally
bequeathed all future revenue generated from his book sales to Sava’s burial church.

Despite unstable conditions during the second half of the fifteenth century, monks me-
ticulously copied Sava’s biography, confirming that it remained a highly sought-after and
revered text. Dating from this period is a copy of Domentijan’s Life of Saint Sava, which is
currently preserved at the National Museum in Prague (Saféarik Collection, IX 7 [S 25]). A
similar trend occurred immediately prior to the restoration of the Patriarchate; from the
second quarter of the sixteenth century, the Rules for the Use of the Psalter (National Library
of Serbia, RS 34) attributed to Saint Sava of Serbia have been preserved. These manuscripts,
alongside a vibrant scribe tradition, testify to the continuity of Saint Sava’s cult and his en-
during importance in the spiritual and cultural life of the Serbian people, even in times of
tribulation. The aforementioned codices offer not only literary but also historical confirma-
tion of the resilient bond between tradition and identity, safeguarding the memory of the
most pivotal figure in the history of the Serbian Orthodox Church.

THE RESTORATION OF THE PATRIARCHATE (1557) AND
A NEW CREATIVE ENTHUSIASM IN CHURCH PAINTING

Upon ascending the patriarchal throne at the ancient stauropegia and seat of the restored
Patriarchate, the Mother of Churches in Peé, Makarije Sokolovi¢ undoubtedly found the
Pe¢ Patriarchate in an unenviable state. More than two centuries had passed since the last
extensive works had taken place at the patriarchal see; the shared narthex fronting all
three Pe¢ churches was likely the most endangered structure, as Makarije prioritized its
immediate restoration and decoration. This portion of the building was secured against
further decay, with every viable element both inside and outside meticulously preserved.
The open arcades were walled up, and the outer narthex was almost entirely painted.
While the original fourteenth-century frescoes from the time of Archbishop Danilo II
were carefully kept intact where possible, a new layer of painting was executed that faith-
fully adhered to the older iconographic scheme.

The renewal of the wall paintings within the outer narthex was completed on Septem-
ber 8, 1565. In the founder’s inscription positioned above the northern door of the narthex,
Patriarch Makarije, among other things, characterized his foundational undertaking
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as a restoration of both the “Holy Throne” and the “Great Church”: “By the will of the Fa-
ther and the assistance of the Son and the completion of the Most Holy Spirit, this narthex
of the holy and great church of the Patriarchate was built and decorated, with the great
effort and good will of the most holy and blessed Archbishop Kyr Makarije, the first patri-
arch after the second renewal of this honorable and sacred throne of all the Serbian land,
Western Maritime Lands and Northern Parts, in the year 7074 [1565], solar cycle 28, lunar
[cycle] 5, indiction 9, golden number 8, epact 28, month of September, 8" [day].” Adjacent
to the portrait of Makarije, the first patriarch of the Patriarchate after the restoration, the
accompanying inscription reads: “Makarije, the Most Reverend Patriarch and Restorer
of this Holy Throne.” In the immediate vicinity of this fresco stands the original throne
of Saint Sava of Serbia, situated between the entrances to the Church of Saint Demetrios
and the Church of the Holy Apostles. This throne is surmounted by a fresco of Saint Sava
depicted as the first Serbian patriarch, executed around 1370. However, portraying Sava
as a patriarch during the fourteenth century is a historical anachronism; Saint Sava held
archiepiscopal, not patriarchal, rank, given that the Serbian Patriarchate was established
only in 1346. Consequently, this iconographic choice can be understood as a retrospective
ideological and ecclesiastical construct, deliberately designed to elevate his historical sta-
tus in alignment with the Church’s subsequent institutional development.

Individual portraits of Saint Sava in Serbian wall painting from the period 1459-1690
were most frequently positioned within the lower registers of the naos, often paired with
representations of his father and the founder of the Nemanji¢ dynasty, the Venerable Sim-
eon, whether rendered side by side or opposite one another. The prevailing iconograph-
ic type depicts Sava as an archbishop without a mitre. Sava was depicted in this way in
the monasteries of Saint Prohor of Péinj (1489), Matka (1497), and Poganovo (1499); in the
chapel of Saint Nicholas at the Monastery of the Holy Savior in Kuceviste (1501); in the
Monastery of Saint Nicholas of Sisevo (1565), the Patriarchate of Peé (1565), and the mon-
asteries of Brezovica near Plav (1567), Studenica (1568), and Budisavci (1568); in the church
at Donja Bitinja (1560s), the exterior narthex of Gracanica (1570), and the narthex of Banja
near Priboj (1571); in the churches of Saint Nicholas (1577) and Saint John (1570s) at Velika
Hoda; and in the monasteries of Trnava near Raska (1579/1580), Nikoljac (ca. 1570), Lomni-
ca (1607/1608), Crna Reka (1599/1600), the Holy Trinity of Pljevlja (1594/1595), and Orahovi-
ca (1594); in the churches of Saint Nicholas at Musnikovo (second half of the sixteenth cen-
tury), the Holy Healers in Podgrade (second half of the sixteenth century), Saint Nicholas
at Bogosevci (late sixteenth century), and Saint Nicholas at Kijevo near Peé¢ (1602/1603); in
the naos of the monastic church at Piva (1604-1605) and the church at Petrovici near Tre-
binje (1605); in the monasteries of JeZevica (1609), Hopovo (1608), Podvrh (1613/1614), Zurce
near Bitola (1622), and Pustinja (1622); in the Piva narthex (1626); in Saint Nicholas’ Church
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Saint Sava, Church of the Holy Virgin, Studenica Monastery (1568)

at Moraca (1639), Saint Nicholas’ Church at the Pe¢ Patriarchate (1673/1674), the chapel of
Saint John the Baptist at the Saint Sava tower (1683/1684) and in other churches.

A unique fresco, preserved on the eastern wall of the Piva Monastery narthex, of-
fers a rare variation among the individual representations of Saint Sava. Executed by the
iconographer Jovan in 1625/1626, the scene depicts Saint Sava attired as an archbishop,
standing before the throne of the Most Holy Theotokos and renouncing the insignia of
his princely dignity. These insignia are laid on the ground before him, while he holds a
closed Gospel book in his hands, bowing his head toward the Holy Mother and her Son,
who extends a blessing in Sava’s direction. With this unique composition, the iconogra-
pher Jovan clearly intended to emphasize the pivotal moment of the saint’s life, when
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FRESKA IZ PIVE SA INSIGNIJAMA

Saint Sava Before the Virgin with Christ, Piva Monastery (1625/1626)

from being Rastko he grew up into Sava, unequivocally underscoring the transcendent
importance of the spiritual realm over all earthly power.

In wall painting, representations of Saint Sava of Serbia are also found within the sanc-
tuary space, both in the scene of the Liturgical Service and within a special iconographic
form of representing rows of archpriests. In the mid-fifteenth century, the figure of Saint
Sava was included in the decorative program of the church in Dolgaec in Pelagonia, where
he is depicted alongside Saint Clement of Ohrid participating in the liturgical service.

At the initiative of the highest-ranking bishops, the conflict with the Archbishopric of
Ohrid and the ongoing dispute over the autonomy of the restored see prompted several
iconographic innovations in Serbian painting. These included the integration of contem-
porary patriarchs and metropolitans into the traditional procession of Serbian archbishops
and patriarchs - led by Saint Sava - as well as the inclusion of local Serbian and Balkan
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Saint Sava and Saint Simeon, Church of Saint Nicholas, Moraca Monastery (1639)

saints within the register of standing figures. These visual innovations aimed to legitimize
and confirm the independence of the Serbian Patriarchate and its leadership through im-
agery serving as credible historical testimony. Thus, rows of archpriests can be found in the
narthex of the Patriarchate of Pe¢ (1565), at Budisavci (1568), in the outer narthex of Gracan-
ica (1570) and at Moraca (1616, 1639, 1642). These frescoes served as a visual reminder of the
Patriarchate’s three and a half centuries of independence, within which Saint Sava’s status
as the foundational father of the Serbian Church was indisputable.

In this era, Saint Sava of Serbia was also painted within the theme of the Nemanjié¢
Lineage, which depicted members of the dynasty from Simeon Nemanja down to Uro$
V. During the period of Ottoman rule, this specific iconographic program was seldom
incorporated in the decorative schemes of churches, appearing only in the monasteries
of Orahovica (1594), the Holy Trinity of Pljevlja (1595) and Gradiste in Pastrovici (1620).
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REPRESENTATIONS OF SAINT SAVA IN WORKS OF ICON PAINTING

Representations of Saint Sava of Serbia were frequently executed on panel icons. Within
early modern icon painting, the most prevalent template was a double, full-length por-
trait of Saint Sava of Serbia alongside the Venerable Simeon - an iconographic formu-
la deeply imbued with the concept of historical and dynastic continuity. Crucially, icon
painters rarely separated Saint Sava from Saint Simeon; this remains true despite a small
number of independent representations of Sava emerging in the second half of the sev-
enteenth century, such as those found in Lipnica near Bjelovar and in Risan, where an
icon depicting Saint Sava alongside Saint John the Baptist is preserved. This iconographic
pairing with the Forerunner of the Lord is not an isolated phenomenon; it also occurs
on a Russian icon of Saint Sava and Saint Arsenije of Serbia preserved at the Museum of
the Serbian Orthodox Church (MSPC 4164). Dated to the very beginning of the eighteenth
century, this Russian icon features Saint John the Baptist at its center. This theological
analogy between Saint Sava and Saint John the Baptist is rooted in the conceptualization
of Sava as a forerunner, and the heavenly intercessor before Christ for the Serbian na-
tion. Beyond these pairings, representations of Saint Sava alongside Saint Nicholas can be
found in the sixteenth- and seventeenth-century wall paintings of the Ohrid Archbishop-
ric and across Bulgaria. Within Bulgaria, sixteenth- and seventeenth-century depictions
of Saint Sava and Saint Simeon appeared with greater frequency in churches throughout
the regions of Kyustendil and Samokov - the seats of dioceses that remained under the
jurisdiction of the Patriarchate of Pe¢ until its suppression in 1766.

Within the oeuvre of the iconographer Jovan - the most celebrated seventeenth-cen-
tury Serbian painter - the double portrait of the founder of the Serbian royal dynasty
alongside his son, the first archbishop, remains the most prevalent iconographic theme.
Between 1627/1628 and 1644/1645, he executed several versions of Saint Sava of Serbia
paired with Saint Simeon. On the lower border of the Christ with the Apostles icon frame
from Nikoljac, he first rendered Sava and Simeon as bust-length figures with outstretched
arms. A decade later, on an icon from Piva, he painted them as full-length figures with
their hands held before their chests. Jovan utilized this same full-length composition for
the icons he produced for the Moraca Monastery; on one occasion, he grouped the pair
alongside Saint Stefan Vukanovi¢ and Saint Cyril the Philosopher, while on another, he
surrounded their figures with a detailed hagiographical cycle of the life of Saint Sava.

Until the middle of the seventeenth century, icons from Decani, Crna Reka, Nikol-
jac, Lipnica, and Krka consistently depicted Saint Sava of Serbia attired in a polystavrion.
The iconographer Jovan initially followed this pattern when rendering the first Serbian
archbishop in one of his earliest works - the Christ with the Apostles icon from Nikoljac.
Over the subsequent decade, however, he developed an iconographic type showing Saint
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Detail of the scene The Miracle of the Myrrh-Streaming from the Tomb of Saint Simeon,
Icon of Saint Sava and Saint Simeon with the Life of Saint Sava, Morac¢a Monastery (1644/1645)
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Sava in a dark blue sticharion with potamoi, a richly
embroidered sakkos, and a dark blue omophorion.
This specific configuration ultimately prevailed from
the mid- to late seventeenth century. Jovan first im-
plemented this schema on the throne icon from Piva
(1638/1639) and did not change it on his later icons
for the Moraca Monastery (1644/1645); neither did his
students, Andreja Raicevi¢ and Radul, on their icons
from Busovaca - now split between the National Mu-
seum in Belgrade (1675/1676; inv. no. 4029) and the
Sekuli¢ Collection (ca. 1675/1676). The painter of the
Lepavina icon utilized this same template, while var-
iations of Longin’s and Jovan’s solutions were applied
by the master of the Krka icon and the painter Dimi-
trije on the Risan icon. Notably, the icon of Saint Sava
and Saint Simeon from the treasury of the Krka Mon-
astery represents a masterpiece of seventeenth-cen-
tury miniature icon painting. With the skill of a true
miniaturist, the anonymous painter meticulously
executed a highly detailed drawing, harmoniously
rendering the countenances, vestments, and back-
ground in a rich palette.

A celestial segment showing a bust of Christ
blessing Saint Sava and Saint Simeon is incorporat-
ed as an iconographic motif on Jovan’s icons from
both Piva and Moraca, as well as on the panel from
Krka. This motif represents a distinct achievement
by the painters of the restored Patriarchate of Peé
and their contribution to the final shaping of Ne-
manjié¢ iconography, symbolically indicating that the
spiritual authority of these saints was derived direct-
ly from Christ. It eventually became an established
component of their standard representation; conse-
quently, between Sava and Simeon on the early eight-
eenth-century Russian icon from the treasury of the
Peé Patriarchate, Christ Emmanuel is likewise de-
picted blessing both saints from a heavenly segment.
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Within the Serbian painting of the restored

Patriarchate of Pe¢, Saint Sava is never de-

picted with a scepter or attired in a luxuri-

ous sakkos. However, the tonsure remains

a standard feature within his conventional

iconography, omitted only in his portraits

on the icons from Crna Reka and Krka. Fur-

thermore, icons from this period usually

append only the designation “of Serbia” to

Saint Sava’s name. This formula is expand-

ed with the epithet “Miracle Worker” only

on the icon executed by Dimitrije Daskal

for the Church of Saints Peter and Paul in

Risan. That Saint Sava of Serbia could be

depicted independently of Saint Simeon, or

alongside another saint, is confirmed by a

panel painted around 1596 for the Decani

Monastery by the master iconographer

Longin - widely considered the finest Ser-

bian painter of the second half of the six-

teenth century. Although this icon is now

highly damaged, it is certain that the figure

depicted next to Saint Sava is not his father

Simeon, but most likely Saint Nicholas. An-

other icon from the National Museum of

Serbia, dated to the second half of the sixteenth century (inv. no. 2050) and traditionally

attributed to Longin, is - judging by the somewhat coarser execution of the figures and

flesh tones - more likely the work of a painter from his immediate workshop circle.
Evidence of this iconographic variation is found in the fact that, in addition to the tra-

ditional double portrait, Saint Sava was also incorporated into the complex composition of

the extended Deésis - a scene serving as a concise visual depiction of the Last Judgment.

At this Judgment, alongside Christ, the Most Holy Theotokos, and John the Baptist, Saint

Sava of Serbia was frequently depicted among the interceding saints during this period.

This placement added a new layer of localized interpretation to the foundational meaning

of the Deésis, framing Sava as a direct advocate for his nation. Thus, in the Busovaca icon

of the Deésis with Saints (1654), the painter Andreja Raicevié¢ expanded upon the stand-

ard Deésis iconography to develop a thematic scheme centered on a row of Holy Serbs
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Simeon, front
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teenth century)



PRESERVATION OF HERITAGE AND SPIRITUAL IDENTITY: ART AND THE CULT OF SAINT SAVA 1459-1690

alongside prominent Church Fathers. Along the upper and lower borders of the panel
frame, he drew deliberate parallels by pairing Saint Nicholas with Saint Stefan Decanski,
Saint Sava with the Holy Apostle Peter, and Saint Simeon with the Holy Apostle Paul.

A single triptych wing - originally flanking a central Deésis panel and now represent-
ing the sole surviving portion of the object - is preserved at the Museum of the Serbian
Orthodox Church (MSPC 2104). It depicts the Apostles Peter and Paul alongside Saint Sava
and Saint Simeon. This piece was executed on Mount Athos during the second half of the
sixteenth century and is attributed to a Russian master. The superb mastery of its execution
and the inscriptions carved into the frame unequivocally confirm the prominent status that
Saint Sava occupied within the Russian monastic community on the Holy Mountain.

The most complex adaptations of the Deésis featuring Saint Sava and other Serbian
saints are found on the icons executed by the painter Radul, preserved at the National
Museum of Serbia and the Sekuli¢ Icon Collection. On these panels, the Deésis is isolated
within an upper register, while the lower register displays the holy rulers of the Nemanji¢
dynasty. These works demonstrate Radul’s characteristic two-tiered horizontal composi-
tion, with registers divided by a painted border. On the Sekuli¢ panel, the upper segment
contains the Deésis, while the lower segment surrounds the Three Holy Hierarchs with
figures of the dynastic founder, Saint Simeon, and the architect of the autocephalous Ser-
bian state and Church, Saint Sava.

On the icon from the National Museum of Serbia, Radul pushed this iconographic
blending even further. He elevated both Saint Sava and Saint Simeon into the upper zone
of the painted field, positioning them directly adjacent to Christ’s throne, just beyond the
Virgin Mary and Saint John the Baptist. In the lower register, Radul rendered a miniature,
frontal pantheon of Serbian rulers and saints: the figures of Stefan the First-Crowned,
Stefan Decanski, King Uro§, and Prince Lazar, led by the Holy Archdeacon Stephen - the
patron saint of both the Nemanji¢ dynasty and the medieval Serbian state. Some of these
figures, such as the young Uros$ V, appear for the first and last time within the iconogra-
phy of the restored Patriarchate of Pe¢. His inclusion here undoubtedly reflects the sev-
enteenth-century revival of the cult of the last Nemanji¢ ruler, a phenomenon catalyzed
by the Life and Service composed in 1442 by Patriarch Pajsije. This connection is firmly
corroborated by the epithet “small” utilized in the icon’s accompanying signature, a term
frequently employed in Pajsije’s texts. Across all three of these Deésis icons, the eschato-
logical theme of the Last Judgment is deliberately and ideologically bound to the memory
of the medieval Serbian rulers, most notably Saint Sava.

At this juncture, we should recall another significant sixteenth-century work featuring
Saint Sava and Saint Simeon, executed at Hilandar. This is a now-lost triptych from the Ora-
hovica Monastery, whose central panel originally depicted a frontal representation of the
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Virgin enthroned (Kyriotissa) with the Christ Child, flanked by two archangels attired in di-
vitision vestments. The inner faces of the left and right triptych wings featured bust-length
portraits of Saint John Chrysostom and Saint George (subsequently retouched), alongside
Saint Nicholas and Saint Demetrius, respectively. On the outer panels of the closed trip-
tych, Saint Sava and Saint Simeon were rendered as full-length, frontal figures - both rais-
ing their right hands in blessing, which represents a highly unusual iconographic detail.

Exceedingly rare, and therefore uniquely valuable, are the narrative depictions of Saint
Sava’s funeral service. On a seventeenth-century icon preserved in the treasury of the Peé
Patriarchate, this scene is accompanied by the inscription: “The Dormition of Saint Sava, the
Serbian Teacher.” In addition to the deceased archbishop and the Bulgarian emperor, Ivan
Asen II, the funeral is attended by a gathering of bishops, monks, nobles, and laypeople, with
none of the figures identified by name. The artist vividly captured the dynamic movements of
the officiating priest who stands over Sava’s bier, holding a censer aloft in his raised left hand.
He similarly emphasized the sumptuously attired young emperor Ivan Asen II accompanied
by his courtiers, all set against a panoramic view of the city of Tarnovo in the background.

By contrast, the depiction of the Funeral Service of Saint Sava within the hagiograph-
ical cycle on Jovan’s Moraca icon is highly simplified. It retains only the core narrative ele-
ments necessary to illustrate the circumstances of the archbishop’s sudden death in Janu-
ary 1235, during his passage through Bulgaria while returning from his second pilgrimage
to the Holy Land. The prelate standing above the deceased archpastor remains anonymous,
while Patriarch Joachim of Tarnovo, Emperor Ivan Asen II, and the empress approach the
bier with bowed heads. The composition of the Funeral Service of Stefan Vukanovié, exe-
cuted on the pedestal of the same Moraca icon, is structured in a similar manner.

In iconographic terms, the most sophisticated surviving programs are, without doubt,
the hagiographical cycles dedicated to the life of Saint Sava. These have been preserved in
only two seventeenth-century examples: the fresco cycle in the refectory of the Hilandar
Monastery, and the monumental icon positioned in the western aisle of the Moraca naos,
placed directly above the tomb of the founder, the Holy King Stefan Vukanovié.

The Hilandar cycle of frescoes depicting the life of Saint Sava was painted in the mo-
nastic refectory by the iconographer Georgije Mitrofanovi¢ between 1621 and 1622. He
finished the work on November 16, 1622, “by the will and with the approval of the fathers
and brothers of the Hilandar Council, under the father abbot Kyr Hilarion.” This hagiog-
raphical cycle includes twenty-nine scenes rendered within twenty-six bordered compo-
sitions, detailing the following sequence: Rastko consulting with a monk to flee to Mount
Athos; Rastko receiving his parents’ blessing to go hunting; Rastko eluding his entourage
to flee to the Holy Mountain; the envoys of Stefan Nemanja beating the monks while
searching for Rastko; the monastic tonsure of Saint Sava; Saint Sava bringing warm bread
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The Death of Saint Sava in Tarnovo, Refectory of the Hilandar Monastery (1621-1622)

to hermits; Saint Sava being captured by bandits; Saint Simeon’s arrival at the Vatopedi
Monastery; Sava’s audience with Emperor Alexios in Constantinople to secure stauropegi-
al status for Hilandar; the death of Saint Simeon at Hilandar; the Theotokos appearing to
Sava in a dream to reveal a hidden golden treasure; the miraculous outpouring of myrrh
from the relics of Simeon Nemanja; Sava’s ordination as a hieromonk; Sava healing a para-
lyzed man; Sava striking down Strez through prayer; Sava’s consecration as archbishop;
Sava crowning his brother Stefan as king; Sava invoking a hailstorm through prayer; Sava
presenting a bowl of ice to the Hungarian king; Sava administering the Eucharist to the
Hungarian king to convert him to Orthodoxy; the death of King Stefan the First-Crowned;
Sava being captured by pirates at sea during his journey to Jerusalem; a miraculous trout
leaping from the sea to sustain Sava; Saint Sava blessing the water on the eve of Epiphany
in a church in Tarnovo; the death of Saint Sava in Tarnovo; the miraculous healing of the
monk Neofit at Sava’s tomb; King Vladislav petitioning the Bulgarian emperor Ivan Asen II
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Scenes from the youth of Saint Sava, detail of the icon of Saint Sava and
Saint Simeon with the Life of Saint Sava, Moraca Monastery (1644/1645)

for the return of Sava’s relics (incorporating Sava’s appearance to Ivan Asen Il in a dream);
and King Vladislav translating the relics of Saint Sava from Tarnovo to Mileseva.
Executed by the iconographer Jovan in 1644/1645, the Moraca icon featuring the
likenesses of Saint Sava and Saint Simeon represents one of the most complex thematic
ensembles dedicated to the first Serbian archbishop. Housed within a lavishly carved,
painted, and gilded frame, it contains a hagiographical cycle of twenty-three scenes sur-
rounding an arched upper register that features a bust-length portrait of Christ flanked
by Saint Nicholas and Saint Luke. Axially, the central figure of Saint Sava aligns with the
representation of Saint Nicholas, while that of Saint Simeon connects with Saint Luke -
the patron saint of the local Rovcani tribe. The cycle includes scenes preceding and fol-
lowing Sava’s tonsure, his miracles, his repose, and events related to the construction of
the Moraéa Monastery church: Saint Sava conversing with a monk; Saint Sava receiving
his parents’ blessing to go hunting; his departure for Mount Athos; soldiers beating the
monks while searching for the prince; Sava’s tonsure in the tower of the Saint Pantelei-
mon Monastery; Saint Sava distributing warm bread to hermits; the Most Holy Theot-
okos appearing to Saint Sava to reveal a hidden golden treasure; Saint Sava’s ordination
into the priesthood; the miraculous outpouring of myrrh from the sarcophagus of Saint
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Simeon; Saint Sava’s consecration as bishop; Sava praying for the death of the Bulgarian
nobleman Strez (rendered in two episodes); Saint Sava healing a paralyzed man; Saint
Sava crowning his brother, Stefan the First-Crowned, as king; Sava invoking a hailstorm
through prayer and sending a vessel filled with ice to the Hungarian king; Saint Sava res-
urrecting his deceased brother, Stefan the First-Crowned, to tonsure him as a monk; the
miracle at sea with pirates, wherein Saint Sava is concealed from bandits by a thick fog;
a wave casting a fish onto the ship to sustain the saint; and the Dormition of Saint Sava.
Along the center of the lower border, the scenes The Construction of the Mora¢a Monas-
tery and Stefan Consulting with the Master Builder are depicted in a horizontal register,
while the medallion on the pedestal features a painting of the Death of Stefan Vukanovi¢.

THE WRITTEN HERITAGE OF SAINT SAVA DURING OTTOMAN RULE

The continuous transcription of Sava’s literary works and hagiographies was a primary fac-
tor in sustaining the vigor of his cult. The reproduction of the Life of Saint Sava continued
unabated throughout the second half of the sixteenth century; for instance, a valuable copy
of Sava’s Life penned by the monk Teodosije has been preserved within a compendium
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of Lives and Services to Serbian and Other Saints. This
codex belongs to the collection of the Museum of
the Serbian Orthodox Church, specifically hailing
from the Radoslav Gruji¢ Legacy (ORG 91). In print-
ed books of that time, there were also widespread
depictions of Saint Sava of Serbia, usually depicted
together with his father, Venerable Simeon. This
is the case with the Festal Triodion printed at the
Mrksina Crkva Monastery in 1566.

Following the death of Patriarch Jovan Kan-
tul, and despite the severe crisis engulfing the re-
stored see, the transcription of Sava’s works never
ceased; on the contrary, with the accession of Pa-
triarch Pajsije to the patriarchal throne, it grew in-
creasingly intensive. In 1615, during the tenure of
Abbot Gavrilo, Bishop Theophilus of Buda, and Pa-
triarch Pajsije, the reproduction of the Nomokanon
- better known as the Moraca Krmcija - was com-
pleted at the Moraca Monastery; this manuscript
is today preserved at the Museum of the Serbian
Orthodox Church (ORG 164). In 1619, the renowned
scribe Averkije, a Hilandar monk originally from
Herzegovina, transcribed the Studenica Typikon
alongside the Life of Saint Simeon at the monastery’s Upper Hermitage. In his colophon,
Averkije explicitly testified that the original exemplar had been written by Sava’s own
hand. This undertaking would prove to be an immeasurably valuable act of preservation,
as the fate of the original autograph remains unknown. Through a turn of events, Averki-
je’s copy eventually entered the collection of Josef Pavel Saférik and is currently housed
in the Safarik Collection at the National Museum in Prague. The dissemination of Sava’s
textual legacy continued into the 1620s, when an anonymous scribe penned a copy of the
Karyes Typikon along with the Rules for the Use of the Psalter, a codex now preserved in the
Archives of the Serbian Academy of Sciences and Arts (ASANU 51).

Handwritten books from this era were occasionally richly illustrated. The iconog-
rapher Jovan, for instance, created one of the most exquisite double portraits of Saint
Sava and Saint Simeon found in seventeenth-century manuscript illumination. This min-
iature appears on folio 179a of the Psalter dated to 1643, which remains one of the most
prestigious illuminated codices of the period. Produced in the scriptorium of the Holy

Miniature with
the representation
of Saint Sava and
Saint Simeon,
detail of the min-
iature on fol. 179a
of The Psalter of
Gavrilo Trojic¢anin,
Matica Srpska
Library (1643)
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Trinity Monastery near Pljevlja by the hand of the renowned scribe Gavrilo Trojic¢anin,
this volume is today preserved at the Library of the Matica Srpska (PP II 19). In this min-
iature - for which Jovan utilized his own Moraca and Piva icons as iconographic models
- Saint Sava and Saint Simeon are depicted in a frontal, standing position. While Sava is
rendered in an archbishop’s vestments, holding a Gospel book in one hand and extend-
ing a blessing with the other, Simeon is attired in a monastic rhason and holds a cross
in his right hand.

Within the context of Saint Sava’s textual heritage, the representations found on met-
al book bindings are equally noteworthy. On the binding of the Tetraevangelion from the
Hopovo Monastery (1662), the Deésis is depicted on one side, while on the other side,
directly next to the Holy Apostle Peter, Saint Sava is shown within a composition that in-
cludes the Holy Virgin with Christ and the archangels, the first apostles Peter and Paul,
and Saints Simeon and Sava of Serbia.

During the second half of the sixteenth century, the images of Saint Sava and the
Venerable Simeon were also incorporated into the decorative scheme of a highly valuable
piece of ecclesiastical embroidery. On an epitrachelion preserved in the treasury of the
Decani Monastery, bust-length portraits of these two holy monks - the founders of the
independent Serbian state and Church - are embroidered within a series of medallions
alongside the Apostles of Christ.

PRESERVING THE HERITAGE OF SAINT SAVA AT HILANDAR

The legacy of Saint Sava of Serbia was cherished with profound reverence by the monks
and clergy of the restored Patriarchate of Peé, the Orthodox faithful under its jurisdiction,
and the monastic community on Mount Athos. The brotherhood of the Hilandar Monas-
tery, which also administered the Hermitage of Saint Sava in Karyes, safeguarded for cen-
turies the miraculous icons of the Three-Handed Virgin and the Virgin Galaktotrophousa
- treasures that, alongside the paterissa (pastoral staff) of Saint Sava, were kept within
the Hermitage of Saint Sabbas the Sanctified in Karyes. The seventeenth century is tradi-
tionally regarded as the period when the icon of the Virgin Tricherousa (the Three-Hand-
ed Virgin) was translated from Serbia to Mount Athos; according to pious tradition, the
icon, carried across the sea, miraculously arrived before the gates of Hilandar in 1661.
During that same century, around 1685, a new icon of the Virgin Galaktotrophousa was
executed, which today occupies a position on the Sovereign tier of the Karyes Hermitage
iconostasis, positioned to the right of the Holy Doors. The accompanying inscription con-
firms that this panel was crafted through the efforts of Hieromonk Maksim from the Peé
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Inscription on the goblet of Tsar Ivan IV Vasilyevich, detail, Museum of the SOC (1558)

Patriarchate, during the tenure of Archbishop Arsenije III of Pe¢ and the Hilandar abbot,
Kyr Simeon, who was then residing at the hermitage.

This evidence indicates that the region of Mount Athos - and in particular the Hilan-
dar Monastery and the Karyes Hermitage - functioned as the preeminent center for the
preservation and transmission of Sava’s spiritual and cultic heritage during the post-Byz-
antine period. In this context, the connection between the Serbian homeland and the
Athonite monastic communities is reflected not only in shared patterns of piety but also
in a continuous exchange of artistic models, theological ideas, and cultic practices, which
imbued the preservation of Saint Sava’s legacy with a broader, supranational significance
within the Orthodox world.

THE CULT OF SAINT SAVA IN RUSSIA

Remaining continuously vibrant in collective memory and the liturgical life of the Church,
the cult of the first Serbian archbishop over time evolved into a unifying, pan-Orthodox
phenomenon. This was especially true from the second half of the sixteenth century

Saint Sava of
Serbia Visits the
Shrines in the
Holy Land, min-
iature on fol. 599b
of the Russian
Imperial Chron-
icle, National
Library of Russia
(St. Petersburg),
second half of the
sixteenth century
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onward, as the cult expanded into Russia, Wallachia, Moldavia, and Bulgaria. The venera-
tion of Saint Sava was originally transmitted to Russia thanks to a copy of Teodosije’s Life
of Saint Sava, which the Athonite elder Isaiah presented to Grand Prince Vasily III in 1517,
as well as various icons gifted to Russian rulers by visiting Serbian monks. The second
half of the sixteenth century marked a particularly significant period for the expansion of
Sava’s cult in Russia. On September 10, 1558, Tsar Ivan IV Vasilyevich - popularly known
as “the Terrible” - sent a massive, gilded silver cup as a gift to the MileSeva Monastery,
“where the relics of the first Serbian Archbishop Saint Sava rest.” That the decision to
send this offering originated directly in Moscow is explicitly corroborated by the inscrip-
tion engraved upon the base of the cup: “Given in the imperial city of Moscow.” The first
Russian tsar’s enduring devotion to Saint Sava is further evidenced by a double portrait of
Saint Sava and Saint Simeon, executed in 1564 during the fresco decoration of the mon-
umental Archangel Cathedral in Moscow. The exceptional significance of this depiction
of the Serbian people’s most illustrious father and his even more illustrious son must be
evaluated in light of the fact that their figures were integrated within the framework of
the imperial endowment program.

The apex of Saint Sava’s cult in Russia is manifested in the richly illustrated Russian
Imperial Chronicle, a manuscript created in 1568-1576, whose fourth volume, dedicated
to the history of the Serbs, features the Life of Saint Sava of Serbia by Teodosije. With ex-
ceptional care, through miniatures in the watercolor technique, the illuminators of the
Chronicle rendered the life of Saint Sava across more than two hundred and fifty individu-
al scenes, which is the most comprehensive visual narrative of Saint Sava’s life in the en-
tire history of Christian art. The scenes of the cycle trace Sava’s life from the genealogy of
Simeon Nemanja and Rastko’s departure to Mount Athos, through his monastic feats, the
founding of Hilandar, his consecration as archbishop, the establishment of the independ-
ent Serbian Church and Sava’s pilgrimages to the Holy Land, all the way to his repose in
Tarnovo and the translation of his relics to Mileseva.

The iconographic program, thus conceived and richly elaborated, testifies not only to
the profound reception of the Sava cult within the Russian milieu, but also to its inclusion
in the broader ideological framework of the Orthodox imperial idea, in which Saint Sava
is recognized as one of the key spiritual authorities.

The abundance and merit of artistic craftsmanship, the diversity of techniques and
materials used to depict the image of Saint Sava of Serbia, and the layering and complex-
ity of iconographic ideas, underpinned by deep theological reflection, confirm that the
cult of Saint Sava of Serbia in the period from the fall of Smederevo to the Great Migration
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The Cross of “Saint Sava”, detail, first half of the eighteenth century

of the Serbs was not only preserved (despite the fact that his relics were burned), but
was also greatly enriched and devotedly spread, radiating toward the Orthodox faithful of
neighboring countries. By the end of the seventeenth century, Sava’s reputation had far
exceeded the borders of Serbian lands in the Middle Ages and the borders of the restored
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Patriarchate of Peé, becoming a pan-Orthodox saint whose reputation must have been
the pride of the Orthodox community during the time of the overwhelming Ottoman oc-
cupation. The role of the Patriarchs of Peé in preserving a kind of covenant of Saint Sava
- which is a covenant to preserve the achievements that Sava left to the Serbian Church -
was undoubtedly crucial. That role, however, was no less significant than the measure of
love and faith of the monks and laypeople who diligently, whether as copyists or as artists
and founders, dedicatedly glorified the image and work of the saint, eternally alive in the
being of the Serbian people.

In this sense, it can be concluded that the veneration of Saint Sava during the ob-
served period took shape as a dynamic, multi-layered cultural and religious phenome-
non, characterized by a peculiar interweaving of liturgical practice, literary production,
and visual art. Such a synthesis of various expressions of piety enabled not only the con-
tinuity but also the further institutional and spiritual foundation of Saint Sava’s legacy
within the broader Orthodox context.
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ART AND THE CULT OF SAINT SAVA: 1690-2025

he historical figure of Saint Sava, known from his biographies by Do-
mentijan (thirteen century) and Teodosije (late thirteenth or early four-
teenth century), relied on established medieval patterns from the very
inception, but also on the uniqueness of his identity within the Christian
universe. A prince, diplomat, lawyer, writer, traveler, monk, and the first Serbian
archbishop, founder of the Serbian Autocephalous Church and member of the
holy Nemanji¢ dynasty, he represents a special phenomenon, not only within the
Christian worldview, but also within the secular understanding that places gifted
individuals at the epicenter of history. Hence Saint Sava, canonized shortly after
his death, has ever since occupied an interspace between spiritual experience and
church tradition, on the one hand, and a positivist reading of his figure - and his
corresponding historical position in the context of secular tradition - on the other.
Immediately upon his passing, a cult was created around the saint’s incor-
ruptible body. In accordance with standard patterns of medieval saintly cults,
the body of Saint Sava became the primary basis for celebrating his sanctity.
At the same time, art - alongside hagiographical writings - also kept alive the
memory of the saint’s figure and deeds. From the establishment of his image
on the canonical fresco in the MileSeva Monastery (thirteenth century), and
then through medieval and late-medieval artistic patterns, both as independ-
ent depictions of the saint and representations within scenes related to his
lifetime deeds or subsequent miracles, the image of Saint Sava went beyond
the frameworks of the conventional saintly cult. This is also evidenced by the
celebration of him among various Orthodox peoples, which transcended the
peculiarities of the national cult widespread among the Serbs.
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The act of burning his relics on the Vracar plateau (in Belgrade) in 1594 led to an
even more pronounced reverence for the saint’s image. The placement of Sava’s image
on the rebels’ banners in Banat, coupled with the destruction of his earthly remains by
the Ottomans, undoubtedly contributed, in addition to his virtuous life and saintly cha-
risma, to the spread of his cult, and a new era in the memory of the saint began. Thus,
the barbaric act, motivated by the intent to neutralize the saint’s body with the ultimate
goal of erasing his name from history, not only strengthened the national conscious-
ness among the Serbs but, so to speak, revived the saint. The missing body of the saint
became a symbol of religious and national homogenization, which overcame the impos-
sibility of venerating the destroyed relics. In such a context, the cult of Saint Sava con-
tinued to operate, it seems, with even greater intensity, making it possible to revitalize
his legacy among the Serbs in new circumstances and in accordance with the religious,
social, ideological, cultural, ideological and other frameworks of both the pre-modern
and modern eras. Thus, the living folk heritage was woven into the foundations of the
tradition and culture of memory, without losing the primarily religious character of the
saint’s figure; however, it simultaneously opened the possibility for new definitions, that
is, for attributing new roles, among which, in particular, his role as protector and patron
of education stands out.

RELIGIOUS PATRIOTISM AND THE IMAGE OF SAINT SAVA IN THE AREA OF
THE METROPOLINATE OF KARLOVCI IN THE EIGHTEENTH CENTURY

After the Great Migration of the Serbs in 1690, the cult of Saint Sava was transferred to the
soil of southern Hungary. Defined in the Middle Ages as the Laos of God, whose home-
land was the Heavenly Jerusalem, the Serbian people moved to a new territory, becoming
part of the Habsburg Monarchy. Under the rule of Leopold I, and amid circumstances of
religious intolerance and constant threat from the dominant Roman Catholic Church, the
Serbian people, or rather the flock, found in their religious elders, especially patriarchs
Arsenije ITI Carnojevi¢ and Arsenije IV Jovanovi¢ Sakabenta, not only spiritual but also
political leaders. Through the patriarchs’ diplomatic activities, a framework was created
for the preservation of their language, religion, and political autonomy, which Emperor
Leopold I had promised them.

In an often hostile environment, the Serbs gathered around their religious heads, in-
stitutionally uniting around the Metropolitanate of Karlovci (founded in 1708 in Krusedol
and relocated to Karlovci in 1713 and renamed accordingly), which, after the abolition of
the Ped Patriarchate in 1766, became its successor and thus the sole bearer of the legiti-
macy of the Serbian people and the guardian of the memory of the glory of the Serbian
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medieval state and the dignity of the Serbian Church. Taking care of the religious, educa-
tional, cultural and other internal issues of the Serbian people, and also other Orthodox
communities, such as the Greeks and the Cincars (Aromanians), the Metropolitanate of
Karlovci became an institutional framework for cherishing the memory and maintaining
the cult of the members of the saint-bearing Nemanji¢ dynasty.

In such religious, but also political program, in which the secular and the sacred
inevitably intertwined, an important role, according to Vladimir Simié¢, was played by
the holy relics that the Serbs took with them during the migration. With them, they de-
fended their status and justified their privileges as a people of high dignity, but at the
same time, they also protected their confessional affiliation, defending themselves from
the proselytizing ambitions of Vienna and Rome as well as from the constant pressures
of the Hungarian nobility. The holy relics, in addition to their primary religious purpose
and spiritual function, thus became symbols of spiritual and political continuity, but also
focal points around which the people gathered.

Stored in Szentendre, as the new center of the Serbian people, and then at the Fruska
Gora monasteries, which acquired the status of a kind of Srem Holy Mountain, the holy
relics defined a new sacral map of the Metropolitanate of Karlovci, becoming identifica-
tion topos in the new political and social reality. In this context, the role of the hierar-
chy in the popularization of saint cults should also be understood. The commissioning of
hymns of praise, prints and icons, as well as the establishment of a mechanism for pil-
grimages to monasteries where holy relics were kept, contributed to the strengthening of
the cults of national saints, who became symbols of religious and national identity, with
Saint Sava at their very center.

This concept of religious patriotism found a special application in hymnographic
writings in which Saint Simeon and Saint Sava - father and son - were once again includ-
ed in the choir of heavenly saints who protect and guard the country, and thus keep alive
a sense of dynastic continuity interrupted by the Ottoman yoke.

Often viewed unfavorably by the Ecumenical Patriarchate, the Metropolitanate of Kar-
lovci found a natural stronghold in the Russian Church, a connection that manifested pri-
marily in the import and use of Russian printed liturgical books. On this foundation, as well
as the tradition of older liturgical manuscripts, the Srbljak emerged. This specialized liturgi-
cal book, whose full title is the Rules of Prayer of the Holy Serbian Enlighteners, was compiled
and arranged by Abbot Teofan of Rakovac Monastery in 1714. The Srbljak contained six ser-
vices to saints from the Nemanji¢ lineage: Saint Sava, Saint Stefan the First-Crowned, Holy
King Milutin, Saint Stefan Decanski, and Holy Emperor Uros; services to Prince Lazar, Saint
Stefan Stiljanovi¢ and the holy despots from the Brankovi¢ family were added later, which
led to the intertwining of the old Nemanyji¢ lineage with the cult of the Srem saints.
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This conceptual framework should be kept in
mind when understanding the Srbljak and its role.
The insistence on tradition produced a new reality.
In the proto-modern era, the idea of a pantheon of
saints, which also took on a distinct national char-
acter, was revived. Serbian saints, as protectors of
the tribe and fatherland, defined the Heavenly Je-
rusalem, but also guarded the geographical space
inhabited by the Serbs. Thus, the medieval con-
cept of the chosen people was linked to the mod-
ern concept of patriotism, defined as a theological
virtue on the basis of which personal and collec-
tive identity was established.

Artistic production contributed to the popu-
larization of the Srbljak. For the Rimnik edition,
the painter Stefan Tenecki created drawings from
which Josef Anton Lidl engraved a portrait along-
side depictions of various saints. Among those fea-
tured was Saint Sava, whose inclusion confirmed,
through visual language, his immense reputation
and central postion within the pantheon of Ser-
bian saints. Zaharija Orfelin took a similar icono-
graphic approach in the 1765 edition of the Srbljak,
published by the printing house of Dimitrije Te-
odosije in Venice. Within this group of predomi-
nantly Serbian saints, Saint Sava is depicted in full
archiepiscopal vestments; the composure and sta-
bility of his portrayal underscore the uninterrupt-
ed authority of the ecclesiastical hierarchy and the Serbian Church, thereby reinforcing
the ideological foundations of the religious and political program of the Metropolitanate
of Karlovci. The icon of the Serbian Saints from the eighteenth century, kept at the Muse-
um of the Serbian Orthodox Church, was also painted according to this pattern.

Despite the non-existence of Saint Sava’s body, around which a cult site could have
been established on the territory of the Metropolitanate of Karlovci, his figure, along with
that of Saint Simeon, served as a foundational building block for the formation of artistic
programs of wall painting. Thus, as Miroslav Timotijevi¢ demonstrated in his canonical
study, the KruSedol Monastery - the most important monastery within the territory of the

Joseph Anton
Liedl (after a
drawing by Ste-
fan Tenecki),
Saint Sava,

the Srbljak of
Rimnik, Museum
of the SOC (1761)



ART AND THE CULT OF SAINT SAVA: 1690-2025

Jov Vasilievich, wall painting in the narthex of the Krusedol Monastery Church (1750)

Metropolitanate of Karlovci - became the center for the cults of both old and new Serbian
saints. The mausoleum of the Brankovi¢ saints and the bishops of Belgrade and Srem was
established as a focal point of Christian patriotism, serving as a symbolic topos for the
persistence of tradition and the memory of the origins of the Serbian state and Church.
The space of the catholicon narthex, dedicated to the Annunciation, where the relics
of high bishops and saints from the line of the Brankovi¢ despots of Srem rested, symbol-
ized a premier site of active memory and became a kind of pantheon of Serbian saints.
The artistic program followed the function of the narthex; on its eastern wall, the figures
of two archbishops were depicted: Saint Sava, in the role of the founder of the Serbian au-
tocephalous Church, and Saint Maksim, who died in KruSedol as the Metropolitan of Bel-
grade and Srem and whose sarcophagus with relics was located below his representation
on the narthex wall. The two saints were painted in the mid-eighteenth century by the
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Ukrainian master Jov Vasilievich, who, in
accordance with Baroque pictorial poetics,
portrayed them to reflect the unity of two
lineages; this connection was further em-
phasized in the narthex by the representa-
tion of the holy Nemanji¢ lineage, which
ends with the Brankovié¢ despots of Srem.
This effectively transferred the cult of the
gloriously sanctified medieval Nemanji¢ dy-
nasty to the territory of the Metropolitanate
of Karlovci - a process further enhanced by
the introduction of the Brankovi¢ lineage
into the same sacred dignity, thereby estab-
lishing the legitimacy of the contemporary
church hierarchy in the new environment.

The depiction of Saint Sava also ap-
peared within the wall paintings of other
prominent monasteries across the Met-
ropolitanate of Karlovci. For instance,

Hristofor Zefarovié¢ depicted Saint Sava

in the sanctuary of the Bodani Monastery

church; positioning the saint within a li-

turgical service scene alongside Maksim

Brankovi¢ further reinforced the sym-

bolic unity between the old and new ec-

clesiastical hierarchies. Similarly, among

the individual standing figures adorning

the naos walls of the Grabovac Monastery church in southern Hungary, the Novi Sad
painter Andrej Saltist also included Saint Sava between 1784 and 1785.

During the eighteenth century, depictions of Saint Sava were also frequently rep-
resented in icon painting. Previous research has indicated that Saint Sava was predom-
inantly portrayed as either a bishop or a monk, appearing individually or within group
compositions on standalone icons, iconostases, and other ecclesiastical furnishings. He
was most often depicted in bishop’s vestments, with a vestment, mitre and cross in his left
hand, while offering a blessing with his right. Often, a model of a church or the Gospels
accompanied the saint, emphasizing his role as the guardian of the faith and the found-
er of the Serbian Church. Towards the end of the eighteenth century, such portrayals,

Andrej Saltist,
Saint Sava of
Serbia and the
Holy Prince Lazar,
Grabovac Monas-
tery (1784/1785)



ART AND THE CULT OF SAINT SAVA: 1690-2025

dominant during the Baroque period, gradually gave way to representations of Saint Sava
in monastic garb. Under the influence of Enlightenment reforms, the contrite monk was
depicted in group scenes, thereby complementing the earlier portraits in which he was
shown in archiepiscopal vestments - images designed primarily to validate the authority
of the Church and its founder.

In accordance with the liturgical function of the church, icons with the image of
Saint Sava manifested the foundations of his cult within the divine service. Aligned with
this practice, icons of the two most important Nemanji¢ saints, Saint Sava and Saint Sim-
eon - depicted respectively in archiepiscopal vestments and the robes of the Great Sche-
ma - were painted for the Sovereign tier of the iconostases. Such a placement can also be
seen in the Sovereign tier of the iconostasis of the Krusedol Monastery church, painted
in 1745-1746 by Jov Vasilievich. Through the inclusion of the standing figure of Saint Mak-
sim, the Serbian Despot, the connection between the Patriarchate of Pe¢ and the Metro-
politanate of Karlovci was once again emphasized.

Saint Sava and Saint Simeon also appeared within the Sovereign tier of the Kuvez-
din Monastery church - a sanctuary dedicated to them - painted in 1772 by the master
Janko Halkozovi¢. Furthermore, Saint Sava and Saint Simeon were depicted together on
the Sovereign tier icon of the Cathedral Church in Sremski Karlovci; in this latter work,
the painter Teodor Kracun particularly emphasized their roles as pivotal figures of the
Serbian Church, anchoring its authority within the new spiritual and cultural center of
the Serb population north of the Sava and Danube rivers.

These two Serbian saints were also depicted on other zones of iconostases. For in-
stance, they were included on the Holy Doors of the Beo¢in Monastery church, executed
by Janko Halkozovié in 1758-1759. Furthermore, they frequently appeared as direct rep-
resentatives of the chosen people before God. An example of this is the 1785 work by Mo-
jsej Suboti¢ in Velike Bastaje, where they are prominently featured as national mediators
within an expanded Deésis composition. Saint Sava and Saint Simeon - along with Saint
Simon (or Stefan the First-Crowned) - were also depicted on the socle of the iconostasis
of the Jazak Monastery church, the very site where the relics of Holy Emperor Uro§ had
been kept since the eighteenth century.

The founders of the Serbian state and Church were also depicted on choirs. In 1762,
Dimitrije Bacevi¢ portrayed Saint Sava on the pulpit of the St. Nicholas Church in Zemun,
positioning him alongside the great Church Fathers renowned for their preaching: Basil the
Great, Saint John Chrysostom, Gregory the Theologian, and Cyril of Jerusalem. Masters of
the Baroque and transitional periods also produced a vast number of portable icons featur-
ing Saint Sava, typically clustered with other holy figures. For instance, in 1746, Georgije Sto-
janovié executed a triptych featuring Saint Sava and Saint Simeon alongside Saint Demetrius
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on horseback. Under the obvious influence of the
Brancoveanu style, this triptych testifies to the
painter’s stay in Lesser Wallachia. Similarly, the
work of Stefan Tenecki, who in 1764 created four
icons, each with three saints, for the Church of St.
George in Stari Slankamen, is also of outstanding
quality. On one of the icons, in addition to Saint
Sava and Saint Simeon, Saint Stefan Stiljanovié¢ and
Saint Arsenije of Serbia are also depicted. Icons of
Saint Sava were also painted outside the borders
of the Metropolitanate of Karlovci, demonstrating
the far-reaching influence of painters who worked
on its soil, the institutional strength of the Metro-
politanate itself, and the enduring vitality of Saint
Sava’s cult across the wider Orthodox world. An
example of this is the valuable work of the icon
painter Petar Rafailovié¢, a member of the Boka
Kotorska icon-painting family, who in 1771 paint-
ed an icon depicting Saint Sava, Saint Nicholas
and Saint Sabbas the Sanctified.

Representations of Saint Sava and Saint Sim-
eon were also painted by Simeon and Aleksije
Lazovié, prominent masters from Bijelo Polje.
Simeon depicted their images for the Studeni-
ca Monastery, while in 1803-1804, Aleksije ren-
dered them on the doors of the Church of Saint
Sergius and Bacchus in Podi.

The aforementioned cult of Saint Sava among other Orthodox peoples is further evi-

denced by a 1739 icon created in Moscow, commissioned by Mateja Pavlov Vladislavi¢ - a

relative of the diplomat Sava Vladislavi¢ - and subsequently donated to the Savina Mon-

astery. Of particular importance is the text within its Baroque cartouche, which states

that the main body of Saint Sava had been enshrined at MileSeva, and that only his hand
remained, preserved at the Patriarchate of Peé.
The medium of printmaking played a particularly important role in maintaining the

cult of Saint Sava within the territory of the Metropolitanate of Karlovci and throughout

the wider area inhabited by Serbs and other Orthodox peoples. As a medium more suit-

ed for mass communication than traditional icons, printed sheets and illustrated books
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became the primary vessels for popularizing the image of the first Serbian archbishop
over the course of the century. The fusion of Orthodox tradition with a new heraldic visual
language contributed to their widespread distribution, quickly transcending exclusively
religious utility. Disseminated through trade networks amid the rise of more affordable
production, these prints eventually evolved into vital cultural artifacts that maintained
both sacred and secular traditions, standing as the primary objects for cultivating piety,
as well as patriotic sentiment.

In this context, early prints are also examined, particularly those centered on the
Studenica Monastery as an important religious topos from the era of the medieval Serbi-
an state. It is precisely the 1733 veduta of the Studenica Monastery that manifests the idea
of both religious and political patriotism in the proto-modern era. In addition to the de-
piction of the monastery, on the left and right sides, the ideological program of Patriarch
Arsenije IV is clearly indicated. The depictions of the holy Nemanji¢ lineage and the he-
raldic panel with the coats of arms of Serbian lands unambiguously refer to the patriarch
as a religious and secular head, and symbolically connect the Metropolitanate of Karlovci
with the Serbian medieval state. The depiction of Saint Sava in the row of Serbian saints,
of course, also points to the idea of liturgical glorification. In a similar manner, Thomas
Messmer designed the print of the Hilandar Monastery in 1755. Above the representation
of Saint Sava and Saint Simeon, a miraculous icon of the Three-Handed Virgin is depict-
ed. The cult relic confirmed the key place in defining the symbolic typography of Hilan-
dar, which was confirmed by the ancient figures of the founders of the Serbian medieval
church and state.

Even more representative and ideologically pronounced is the 1741 print featuring
Saint Sava alongside the saints of the Nemanji¢ dynasty, a work by Hristofor Zefarovié.
It was commissioned by Patriarch Arsenije IV following his migration to Karlovci, com-
memorating the 1741 coronation of Empress Maria Theresa as Queen of Hungary in Pozun
(Bratislava). Surrounding the Nemanji¢ figures are the heraldic coats of arms of the Ser-
bian lands, centered around the primary Nemanji¢ shield; this visual layout undoubtedly
reinforced the patriarch’s role as the protector of the Serbian people. The central figure of
Saint Sava is symbolically identified with the patriarch, who, in a laudatory speech to Ma-
ria Theresa inscribed upon the sheet, points out the need to represent the Serbian flock
as a political organism within the Habsburg Empire.

In essence, it is about the idea of establishing a balance, or rather the interaction
between a Heavenly Serbia, represented by the saints, and an Earthly Serbia, represent-
ed by the coats of arms of the Serbian lands, both interconnected through the figures of
Saint Sava and Patriarch Arsenije. This program ideologically framed the most famous
Serbian Baroque illustrated book - the Stemmatographia, printed in Vienna by Hristofor
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Zefarovi¢ and Thomas Messmer. The book
was printed on October 21, 1741, the exact
day Empress Maria Theresa confirmed Ar-
senije IV Jovanovi¢ as patriarch. The em-
phasized image of Saint Sava, rendered in a
representative manner, in full archiepiscopal
vestments, served to validate the patriarch’s
aspirations. The idea of him as the leader of
the flock - encompassing not only Serbs but
other Orthodox peoples and regions - inten-
tionally mirrored the historical borders of
the Nemanji¢ empire from the era of Emper-
or Dusan. Saint Sava, as the central figure of
the Serbian pantheon of saints, but also as
one of the supreme spiritual authorities of
the Orthodox peoples, stood as a symbol and
guarantor for the preservation of Serbian in-
terests and the interests of the Orthodox peo-
ples in the Habsburg Empire, to which the
ideological and visual concept of the Stem-
matographia was adapted.

The vedutas of the more important mon-
asteries also served the same purpose. Zaha-
rija Orfelin played a special role in this pro-
cess. His vedutas of the Kuvezdin Monastery
(1770) and the Hilandar Monastery (1779)
were designed to highlight these important
monastic centers as a kind of spiritual and
national topoi and sites of memory within
the collective consciousness. The depictions of Kuvezdin - and even more so of Hilandar
- underscore the need to link contemporary eighteenth-century holy places with their
primary spiritual origins, particularly with Hilandar, whose cult was nurtured among the
Serbs in the Metropolitanate of Karlovci throughout the century.

Finally, from the middle of the eighteenth century onward, due to the rise of En-
lightenment ideals and an increasingly pronounced trend toward the secularization of
society, from which even the Roman Catholic Church was not exempt, the Metropo-
litanate of Karlovci came under the influence of the Theresian-Josephine educational
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reforms, which entailed a continuous reduction in the celebration of Orthodox church
holidays. This process was finalized in 1786 during the reign of Emperor Joseph II, when
the Synod accepted a truncated church calendar of only twenty-two holidays. In accord-
ance with such practice, but also due to constant caution against waves of proselytism,
the high church hierarchs of the Metropolitanate of Karlovci had to adapt. In this, art
also played a role. Thus, the History of Various Slavic Nations by the Kovilj archimandrite
Jovan Raji¢, printed in 1794, introduced a radically different visual portrayal of Serbian
medieval rulers. The deliberate omission of halos above their heads signaled a process
of secularization that did not spare church art either. Contrary to expectations, these
restrictions in the celebration of church holidays strengthened the cults of national
saints, at the apex of which stood Saint Sava. In this context, and viewed through the
prism of Orthodox ritual, church dogma, and the dissemination of icons and prints,
Saint Sava, understood as a link between the medieval era and modern times, was es-
tablished as the most important saint on the territory of the Metropolitanate of Karlov-
ci. The attempt to diminish the sacral significance of Saint Sava paradoxically resulted
in his expansion, and it was precisely during this period that the foundations were laid
for definitig him as a pivotal figure of Serbian education, culture, and national identity
in its modern sense.

THE STATE-FORMING, NATIONAL AND EDUCATIONAL
FOUNDATIONS OF THE CULT OF SAINT SAVA AND ITS VISUAL
TRANSFORMATIONS IN THE LONG NINETEENTH CENTURY

The transition of the cult and veneration of Saint Sava from the eighteenth into the nine-
teenth century unfolded naturally, but also in accordance with the context of new political
developments. The ramifications of the 1789 French Revolution marked a turning point,
and that event itself, with all the necessary caution in drawing general conclusions, ushered
the European continent into the modern era. The rise of a bourgeois citizenry as the key
element of the social structures of the era and the formation of modern political nations,
along with the expanding influence of new media within the public sphere, led to an ever
faster flow of information that made the world an increasingly interconnected space.
Identified with this period, the long nineteenth century, as defined in modern histori-
ography, was structurally bounded by the great historical event at its beginning and the
conclusion of the First World War at its close. Thus, its temporal boundaries also shaped
the contemporary understanding of art and culture, which were viewed in close connec-
tion with the social, political, ideological, and other frameworks of the era. In accord-
ance with such practices and public policies, the duration of the cult of Saint Sava in the
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public sphere inhabited by Serbs on both sides of the Sava and Danube rivers was also
observed. Partially inherited from the eighteenth century experience, when the Serbian
people lived in interfaith and supranational state systems, the cult rested on previously
established structures during the opening decades of the nineteenth century.

A distinct position within the Serbian ethnic corpus was occupied by the Serbs of
southern Hungary. Szentendre, Buda, Novi Sad and Sremski Karlovci, as centres of the
Serbian elite, were the meeting places of ecclesiastical and especially bourgeois notables
who, in accordance with the Enlightenment ideals rooted in patriotism, moral stoicism,
personal freedom, and faith in the common good, championed the modernization and
progress of a society structured according to the standards of empirical science and criti-
cal thinking. At the same time, in line with the rising tide of Romanticism and the empow-
erment of national movements that denied the universal, classicist ideal of the Enlighten-
ment, a strengthening of national consciousness among the Serbs intensified. Thus, the
ideals of Vuk Karadzi¢, Dositej Obradovi¢, Metropolitan Stefan Stratimirovié, and other
intellectuals converged, and, ultimately, influenced the definition of Saint Sava’s place
in the modern cultural and media landscapes inhabited by the Serb population on both
sides of the Sava and Danube rivers, but also beyond.

In his autobiographical work Life and Adventures (1783), Dositej writes about Saint
Sava’s exemplary deeds. In accordance with the principles of celebrating great people
from sacral and national history, prominent intellectuals and prominent individuals also
worked on shaping the cult of Saint Sava.

In the Church of Saints Peter and Paul, the family endowment of the Tekelija family
in Arad, a solemn liturgy with a eulogy was celebrated on Saint Sava’s Day in 1804. Then,
the prominent benefactor and nobleman Sava Tekelija enabled the printing of a church
sermon on Saint Sava as the patron saint of the people, which was subsequently distribut-
ed to prominent intellectuals within the Metropolitanate of Karlovci. With these acts, the
first attempts were made among the Serbs in the nineteenth century to define Saint Sava
as a national enlightener. The reduction of the church calendar and the tighter centraliza-
tion of education under the auspices of the state, as a consequence of the of Maria There-
sa’s and Joseph II's reforms, enabled the figure of Saint Sava to become inextricably linked
with schooling and education. In light of the strategies of the Serbian Enlightenment and
the strengthening of the national idea, a school fund was established in Zemun on Saint
Sava’s Day, 1812. The regulations for the public celebration of Saint Sava were also estab-
lished; in their formulation, a major role was played by Archpriest Jeftimije Ivanovié, who
had become acquainted with Sava’s cult during his stay at the Kuvezdin Monastery. This
defined the foundations of Saint Sava’s celebration, establishing a dual memorialization -
ecclesiastical-liturgical and secular, tied directly to schooling and education. The Christian
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understanding of enlightenment, along with the culture derived from the church cult,
was permeated with a secular view of enlightenment based on rationalist postulates and
positivist norms, which, to a certain extent, displaced the figure of Saint Sava from its reli-
gious framework during the nineteenth century.

In these diverse ideological frameworks, the foundations of the visual poetics of the
late eighteenth and early nineteenth centuries should also be understood. From the Ba-
roque era, with more expressive figures and an emphasized color palette, to the permeation
of European influences and late Renaissance traditions, embodied in schematized figures
and the use of golden backgrounds, painting moved along the path to more modern classi-
cist foundations that stemmed from the contemporary tendencies of the Vienna Academy
of Fine Arts. Thus, the last decades of the eighteenth and the first decades of the nineteenth
centuries were marked by painters distinguished by their more restrained style, reduced
color, and purified backgrounds: Stefan Gavrilovi¢, and especially Pavel Purkovi¢ and Ar-
senije Teodorovié, as the leading painters in the Metropolitanate of Karlovci.

The impact of these masters manifested in the visualization of Saint Sava across nu-
merous churches, where they rendered his image on iconostases, choir stalls, and espe-
cially episcopal thrones. Pavel Durkovi¢, a painter from Baja, depicted Saint Sava on the
episcopal throne at the church of Saints Peter and Paul in Bela Crkva, a commission exe-
cuted between 1804 and 1808. The saint was also painted by Stefan Gavrilovi¢ on the epis-
copal throne of the church dedicated to Saint Petka in Surc¢in, between 1807 and 1809. In
a similar manner, with the insignia of archiepiscopal dignity, the saint was also featured
on several iconostases by Arsenije Teodorovié, including those at the Dormition Church
in Vrsac (1808-1809), the Church of the Dormition of the Holy Virgin in Veliki Senmiklus
(Sannicolau Mare, 1809), and the Church of the Presentation of the Holy Virgin in Zrenja-
nin (1816-1817).

In 1815, Arsenije Teodorovi¢ executed one of the foundational pieces of early nine-
teenth century Serbian religious and historical painting. Namely, undoubtedly in collab-
oration with the learned priest Jevtimije Ivanovié, he portrayed the image of Saint Sava
on the episcopal throne of the church of the Nativity of the Theotokos in Zemun. Of par-
ticular iconographic interest, however, is the scene positioned directly below the main
portrait: a depiction of the theme Saint Sava Reconciling His Brothers. Likely created in
response to the contemporary uprisings in Serbia, this scene utilized a famous medieval
milestone - Sava’s reconciliation of the warring brothers Stefan and Vukan over the body
of their father - to comment on the current political crisis, underscoring the urgent need
for national unity in a very complex geopolitical moment. This introduced an important
theme into the Serbian religious painting of the nineteenth century, one that would be
frequently reinterpreted in various forms across both sides of the Sava and Danube rivers.
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Arsenije Teodorovi¢, Saint Sava Reconciles His Brothers, episcopal throne
of the Church of the Nativity of the Theotokos in Zemun (1815)

This initiated the processes of secularizing faith and sacralizing the nation, ultimately
leadnig to the conceptualization of religious painting as historical truth, as introduced into
our scholarly discourse by Miroslav Timotijevi¢. Religious paintings within church interiors
maintained their primary liturgical and ritual functions, that is, they were adapted to the
services performed and the places wherein they were positioned, which often dictated the
thematic choices. At the same time, especially when it comes to the saints of the Neman-
ji¢ dynasty, they were also determined by the context of national ideology, which, aligned
with civic ideals, formed the foundational structure of modern society. Within this frame-
work, artists worthy of the title of history painter created visual representations based on
historical sources that were as authentic as possible. A precise understanding of historical
costuming, geographical settings, that is, the place of action, and the faithful depiction of
historical figures were considered an absolute prerequisite for any painting tasked with ed-
ucating and moving the public. This established painting as a moral-didactic art form that,
through the rendering of emotions embodied in the gestures and facial expressions of the
depicted individuals, was tasked with ethically influencing the viewer. At the same time, the
emotions that were to be depicted on the characters were not, as in Romanticism, a value in
themselves; rather, they were meant to influence the viewer of the painting.
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Accordingly, history in a certain sense became a replacement or complement to reli-
gion. Growing omnipresent, this historical way of thinking, whether in its romantic-myth-
ical or critical-scientific form, defined the worldview. History became sacred, and the life
of the nation within it was established as a measure of values in the present and the dri-
ver of the projected future, embodying the concept of “life in the nation”. In this context,
Saint Sava’s figure and exemplary work, originally based on historical facts derived from
the biographies by Domentijan and Teodosije, served as the basis for placing him within
the framework of the national idea. Therefore, church images, that is, religious images in
a broader sense, manifested the story with the figure of Saint Sava. This historical narra-
tive is also reflected in painting, as is demonstrated by the theme of Saint Sava reconcil-
ing his brothers, which has already been pointed out with the example from the Church
of the Nativity of the Theotokos in Zemun. Scenes from the life of Saint Sava, especially
those suitable to understanding and engaged processing of the present, became adapted
to painting based on a plot and action that, in addition to religious, also had a moral-di-
dactic character adapted to a secular pattern. Historical paintings thus became models
and signposts not only in the cultivation of personal piety, but also as recognizable sym-
bols in the service of forging a collective identity.

The transfer of modern understandings from southern Hungary to the territory of
insurgent Serbia led to a more contemporary view of the figure and the work of Saint
Sava. In this spirit, the scholar Vikentije Rakié¢ wrote the Troparion to Saint Sava, Arch-
bishop of Serbia, in 1807 which was also the first poem dedicated to liberated Belgrade.
Soon after, the figure of Saint Sava was inscribed on the bell of Karadorde’s Great School
in 1810. The bell was transferred to the Lyceum in 1840, marked by a great ceremony
held in Kragujevac. In the young Serbian state, this underlined from the very beginning
the importance of Saint Sava as the protector of education and the first Serbian enlight-
ener. Much later, in 1905, the bell was transferred to the newly founded University of
Belgrade, thus confirming the continuity of the idea of Saint Sava as the patron of Ser-
bian education and schooling.

The representation of Saint Sava and Saint Simeon, painted in 1813 in the choir of
Karadorde’s church in Topola, can also be seen in light of these developments. The work
of the painter Petar Nikolajevi¢ Moler, executed in a somewhat naive academic manner,
manifested the idea of state and religious continuity restored within the political program
of Karadorde’s Serbia. This painter - one of the Serbian uprising voivodes (commanders)
who trained in the basics of painting with Stefan Gavrilovi¢ in Karlovci - executed a com-
plex iconographic program for the church of Saint George in Topola. Tutored in both
the basics of painting and the ideological concepts prevalent in Srem at that time, this
insurgent leader served as a conduit modern artistic trends entering Karadorde’s Serbia.

149



IGOR B. BOROZAN

The figures of the two most revered members of
the Nemanji¢ dynasty, founders of the autoceph-
alous Serbian Church and the Serbian medieval
state, served as an identification model for the
restoration of the state and Church after centu-
ries of Ottoman subjugation.

The idea of intertwining the religious - and
therefore Orthodox - element with the concepts
of patriotism and the national idea among Serbs
solidified the status of Saint Sava as an identity
symbol not only of the Serbian people, but also
of other Orthodox populations in the territories
inhabited by Serbs. This concept of religious pat-
riotism is embodied in the figures of the first Ne-
manji¢s who, jointly holding a model of the Hi-
landar Monastery, highlight the enduring signif-
icance of this ancient foundation and its pivotal
role in the lives of Saint Sava and Saint Simeon.

This also symbolically underscores the connec-

tion between the ancient imperial Lavra and

Karadorde’s church in Topola, the one intended

to confirm the idea of restoring the former glory

of the medieval kingdom and empire in the new political and ideological program of the
insurgent Serbia, under the leadership of the charismatic hero and the first father of the
modern Serbian state, Karadorde Petrovié, precisely in Topola, the heart of the new mod-
ern Serbian state.

Since that period, the cult of Saint Sava was nurtured both in the modern Serbian
state and among parts of the Serbian and other Orthodox populations in southern Hun-
gary. Especially in the Principality - and later the Kingdom of Serbia - the cult acquired
state-building significance, while within the territory of the Habsburg Empire it served as
a permitted expression of the religious and national distinctiveness of the Serbian com-
munity, becoming the foundation of a supranational, yet religiously and ethnically deter-
mined cult of the most revered national saint.

Taking into account previous developments, a group of prominent Serbs founded
Matica Srpska in 1826, choosing Saint Sava’s Day for its annual celebration. The estab-
lishment of this oldest Serbian scientific, cultural and educational institution on Saint
Sava’s Day undoubtedly points to the idea of continuity and preservation of tradition.

Petar Nikolajevi¢
Moler, Saint
Sava and Saint
Simeon, Church
of Saint George
in Topola (1813)



ART AND THE CULT OF SAINT SAVA: 1690-2025

The ideals of modern enlightenment, grounded in education and faith in the common
public good and set on the foundations of scientific positivism, and in this period also
of national romanticism, framed Saint Sava as the first Serbian enlightener, so it is not
without reason that the foundational principles of Matica Srpska were established pre-
cisely on his feast day.

Art continuously mirrored broader religious and cultural trends, so the practice of
depicting Saint Sava on icons of the Sovereign tier of church iconostases continued. In
1826, the painter Nikola Aleksi¢ rendered Saint Sava precisely within this section of the
iconostasis for the church in Mol. Because this church was dedicated to Saint Sava, it
holds particular significance for understanding the ascendance of the cult of Saint Sava
within the territory of the Metropolitanate of Karlovci.

The custom of depicting Saint Sava on bishops’ thrones also persisted. This visual
tradition underscored the deep historical continuity of the Serbian Church, which
owes its foundation precisely to Saint Sava. Consequently, each new bishop was, in
a figurative sense, likened to the figure of the founder of the Serbian Church in his
pastoral capacity.

Konstantin Danil, a leading exponent of Biedermeier-Nazarene visual poetics,
painted the saint’s image in archiepiscopal vestments for the bishop’s throne at the
Church of the Dormition of the Holy Virgin in Pancevo, between 1828 and 1835. Danil’s
undisputed status among church painters in Banat during that period led to his selec-
tion for this prestigious project. In collaboration with the learned Panéevo priest Kon-
stantin Arsenovié, the painter executed the iconographic program of the iconostasis
and accompanying furnishings, establishing through the image of Saint Sava the canon-
ical succession of Serbian hierarchs from the founding of the Church until that time.
The incorporation of Konstantin Arsenovi¢’s likeness into the portrait representation
of Saint Sava reflects the realist tendencies in the work of painters of that period, who
sought a model in nature; at the same time, it signals the modernization of ancient
figures through contemporary participants, thus emphasizing the concept of bringing
ancient themes closer to the nineteenth-century observer. Furthermore, the wealthy
Pancevo population and the church community invested significant funds in furnishing
the church interior, ensuring that the setting for Danil’s depiction of Saint Sava - in this
case, the bishop’s throne itself - exuded a sense of grandeur and prestige. This contrib-
uted not only to the civic pride and dignity of the Serbian citizenry, but also to the ele-
vated status of the Orthodox population and the Metropolitanate of Karlovci within the
Austrian Empire.

In the first half of the nineteenth century, the modern concept of the hero was
established in European culture and science. The idea of great people entering world
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history and leaving behind monumental achieve-
ments - undoubtedly supported by the romantic
understanding of exceptional individuals - is al-
ready evident in Kant’s thesis on the birth of geni-
us. These extraordinary individuals, worthy of his-
tory, leave an enduring legacy, and their names,
in accordance with the ancient concept of the art
of memory, live on forever. This idea was crystal-
lized by the scholar Thomas Carlyle in his famous
1840 lecture series, On Heroes, Hero-Worship, and
The Heroic in History. Among other things, in his
classification of typical hero figures, he singled
out the “Hero as Priest” (or hero of faith). These
were extraordinary, God-inspired religious lead-
ers, reformers, and founders of church organiza-
tions who fundamentally changed the course of
history in the field of religious experience.
In any case, this concept soon became known
within the Serbian community as well, undoubt-
edly contributing to an active reinterpretation
of the figure of Saint Sava - not only as a hero of
faith, but also as a hero of the nation and its ed-
ucation. This shift is demonstrated by the estab-
lishment of Saint Sava’s Day (January 14/27) as
a school holiday in 1840, by the decision of the
Council of the Principality of Serbia made on Jan-
uary 2, and at the proposal of Atanasije Nikoli¢,
rector of the Lyceum in Kragujevac. Following this decree by the Ministry of Education,
Saint Sava was proclaimed the patron saint of all Serbian schools. From that point on-
ward, Saint Sava was celebrated with great solemnity, acquiring over time the informal
title of the first Serbian enlightener and national teacher. The evocative power of the
visual arts was manifest during these celebrations, when in the evening hours, school
buildings were illuminated with a banner displaying the image of Saint Sava alongside
the Serbian coat of arms.
The formalized, state-wide celebration of Saint Sava in Serbia was instituted the
following year, when Prince Mihailo Obrenovi¢ decreed that the celebration of Saint
Sava’s Day be held “every year, in all churches of Serbia, the feast of Saint Sava, the
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first archbishop and enlightener of Serbia”. The tradition of celebrating Saint Sava as
a school feast also included cutting of the ritual cake, the distribution of koliva (sweet-
ened boiled wheat), a festive lunch and other forms of festivities. Alongside the litur-
gical rites, these practices highlighted intertwining of religious and secular celebra-
tions, framing Saint Sava not only as the protector of Serbian education but also as the
increasingly prominent patron and protector of the Serbian nation. The celebration of
Saint Sava soon spread across all Serb-populated regions. Thus, celebrations were re-
corded in Sibenik in 1846, in Kotor in 1849, and in other places. The celebration of Saint
Sava’s Day was revived in Novi Sad after the 1848 revolution, and became established as
a school holiday during the sixth decade of the nineteenth century.

In further shaping the cult of Saint Sava within mid-nineteenth century art and
culture, an important role was played by Dimitrije Avramovi¢. Trained at the Acade-
my of Fine Arts in Vienna and, as a painter, close to the Nazarene concept of religious
painting related to the German romantic painters’ renewal of religious painting, he re-
located to the Principality of Serbia at the invitation of Jovan Sterija Popovi¢ and Vuk
Karadzi¢. Aligning his work with the historicization of religion and the culture of his-
toricism, which sought to critically study the national past to inspire a contemporary
revival of national art, Avramovié set out on the path of establishing modern religious
painting among the Serbs. His work on the painting of the iconostasis, wall paintings,
and interior furnishings of the Cathedral Church in Belgrade (1841-1845) must be un-
derstood within this context. In collaboration with the learned Metropolitan Petar Jova-
novi¢, Avramovi¢ executed a complex iconographic program that gave visual form to
patriotic-religious painting among the Serbs, institutionalizing the concept of a sym-
phony between Church and state. On the bishop’s throne, he depicted a standing figure
of Saint Sava in archiepiscopal vestments, establishing an iconographic type that would
be mostly repeated on bishop’s thrones and in representations of Saint Sava on iconos-
tases in the following decades.

In line with his reformist activities, Dimitrije Avramovié¢ sent an appeal to the Minis-
try of Education in 1845, asserting: “It [painting] can, over time, illuminate the national
church history. There is no place to examine objects of Serbian church history, and that
is why we still do not have works depicting Saint Sava anywhere in Serbian churches, as
we do not have any other holy ancestors that the Serbian Church celebrates.” With this
petition, Avramovi¢ paved the way for the further historicization of the figure and life of
Saint Sava. The need to investigate the historical context, or rather the circumstances of
the saint’s life, naturally led him to Hilandar. Therefore, Avramovi¢ visited Mount Athos,
subsequently leaving behind a study entitled Description of Serbian Antiquities of Mount
Athos (1847), in which he described and illustrated sites and objects related to the life
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of Saint Sava. Among other things, he left
an illustration of the monastery church of
the Presentation, alongside the crozier of
Saint Sava, which, according to tradition,
he received from the Byzantine emperor
Alexios Komnenos. The painter also cre-
ated one of the earliest renderings of the
theme Saint Sava and the Children, albeit
executed in the medium of drawing. Re-
lying on previous versions of this famous
theme, which originated from the 1838 de-
piction by Dominik Perlaska and a subse-
quent variation by Zivko Petrovié, Avram-
ovié¢ continued on this path. Furthermore,
Avramovi¢ donated a representation of
Saint Sava to the Belgrade Reading Room
in 1847, and in 1852, he painted another
one, which is kept at the National Museum
of Serbia, aiming to canonize his visual im-
age for the modern era.

In 1851, the multimedia artist Anastas Jovanovié¢ executed, in the medium of
printmaking, the representation Saint Sava Crowning Stefan the First-Crowned. This
work established a canonical model for future treatments of the theme, which simul-
taneously evoked the golden age of the Serbian medieval monarchy and linked mod-
ern Serbian dynasties with their venerated predecessors of the Nemanji¢ line, thus
serving both as an ideological argument and as a means of achieving the legitimacy
and political legality of the modern Serbian principality and its later transition to a
kingdom. At the center of Jovanovié’s composition stands the powerful figure of Saint
Sava, a depiction undoubtedly shaped in accordance with the gradual heroization of
his persona.

During that period, 18511852, a cycle of scenes from the life of Saint Sava was cre-
ated by Pavle Simi¢, a renowned artist trained in the Nazarene tradition; unfortunately,
these works are now lost. In collaboration with Nikanor Grujié, the learned archiman-
drite of the Kuvezdin Monastery, Simi¢ painted the following scenes: Rastko’s Departure
to Mount Athos, The Tonsuring of Saint Sava, Saint Sava’s Prayer, Saint Simeon Appear-
ing to Saint Sava After His Death, Saint Sava Resurrecting his Brother, and The Monastic
Ordination of Stefan the First-Crowned. Drawing upon two literary models - Nikanor

Dimitrije
Avramovié, The
Crozier of Saint
Sava, illustra-
tion from the
book Descrip-
tion of Serbian
Antiquities on
the Holy Mount
Athos (1847)



Dimitrije
Avramovic,
Saint Sava, Na-
tional Museum
of Serbia (1852)

ART AND THE CULT OF SAINT SAVA: 1690-2025

Gruji¢’s work Sava Nemanji¢ and Do-
mentijan’s Life of Saint Sava - Simi¢ il-
lustrated the life of the saint, thereby
transforming it into an edifying story
rooted in a romanticized reinterpreta-
tion of the historical narrative.

In 1857, Uro$ Knezevié, a respect-
ed painter in the Principality of Serbia,
sent a request to the Ministry of Educa-
tion to paint a representation of Saint
Sava as the patron saint of education
and Serbian enlightener for schools
and educational institutions in Serbia,
which would then be massively repro-
duced through the medium of lithog-
raphy. The response was positive and
the process of multiplying and distrib-
uting the saint’s image began. This par-
ticular picture probably inspired Laza
Lazarevi¢ to write his short story The
School Icon (1879), and the image’s long
duration in its various visual iterations
is undoubtedly deeply woven into pu-
pils’ personal memories of the encoun-
ter with the school icon. The character

on the icon - with penetrating black eyes that seem to follow you everywhere, pearcing

your soul, and urging you to pay attention - is precisely what Laza Lazarevi¢ recalls when

writing about the school icon of Saint Sava. The encounter with the school icon, or some

other celebratory portrait of Saint Sava, is also captured in Aleksa Santié’s poem Before the

Icon of Saint Sava (1888), the first stanza of which reads as follows:

“From the East, the dawn blue,

With its first ray shines through.

I rose at the morning’s light,
And stood by the icon bright,
Saint Sava’s icon holy

The Serbian greatest glory.”
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Anastas Jovanovi¢, Saint Sava Crowns Stefan the First-Crowned, Matica Srpska Gallery (1851)

In 1858, Pavle Simié painted the scene Saint Sava and the Children, thus continuing
the practice of depicting this theme, and also establishing the foundations for its sub-
sequent variations. In a somewhat subdued and lyrical style, typical of the manner of
Serbian painters aligned with the Nazarene visual poetics, in gentle and pastel tones, he
depicted the serene saint surrounded by youth. The following year, Dico Zograf, the most
prominent painter of the late post-Byzantine iconographic tradition, painted the image
of Saint Sava for the Sovereign tier of the iconostasis at the Holy Trinity Cathedral in
Vranje. Through this work, he reinforced the saint’s unifying significance within dioces-
es situated on the peripheries of both the Serbian state and the Serb-populated regions
of the Ottoman Empire. A certain number of representations of Saint Sava on iconos-
tases and episcopal thrones, painted over the following decades within the territory of
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the Diocese of Vranje, remain a testimony
to the idea of Saint Sava as a national sym-
bol and protector of the Serbian flock, as well
as to the idea of the continuity of the Serbian
Church and its symbols. This particular im-
age, rendered in the iconographic style, in
the interweaving of post-Byzantine, Baroque
and Rococo poetics, as well as iconographic
types from the hermeneias (painter’s manu-
als), stands as a testament to the intersection
of various visual poetics and the adaptation
of Sava’s image to the local environment.

In 1861, at the Annunciation Council in
Sremski Karlovci, Saint Sava was proclaimed
the patron saint of the Serbian Vojvodina
(Duchy), which further established his cult,
precisely at a time when the musical notation
of the Hymn to Saint Sava - Let Us Exclaim with
Love, was codified by Kornelije Stankovié. This
poem by an anonymous author, likely written
at the end of the eighteenth or beginning of
the nineteenth century, undoubtedly contrib-
uted to the popularization of the saint’s image
across both religious and national contexts,
becoming a sensory site of memory dedicat-
ed to his glorious legacy.

Over the decades, the celebration of Saint
Sava acquired an increasingly national char-

acter, and the saint was shaped as an unifying symbol for the Serbian people. Vladan

Dbordevié also wrote about this in 1867: “There is one day in the year that is celebrated

throughout all Serbian lands as an all-national holiday, and that is the day of remem-

brance of Saint Sava, which is January 14 [0.S.]. From Pest to Pe¢, from Ni$ and Timok

to the Adriatic Sea, in all four states into which the Serbian people are today divided,

and even in all European countries and cities where only a few Serbs meet, Saint Sava is

celebrated everywhere.” These words confirm the elevation of Saint Sava to the foremost

figure of the Serbian pantheon of saints. Despite the well-developed cults of Saint Sim-

eon as the founding father of the Serbian medieval state and the Holy King Stefan the
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First-Crowned as the first Serbian crowned ruler, alongside other revered saints of a
largely regional character, the educational system undoubtedly established a key place
for Saint Sava within both the ecclesiastical system and secular national memory. Con-
sequently, the state-building traditions of the medieval Serbian state, centuries of mem-
ory preserved under Ottoman rule, and the new secular system of commemorative cele-
brations were all united in the saint’s persona that became an undisputed figure of both
heavenly and earthly Serbia. For this reason, his iconographic image was increasingly de-
picted individually, while representations that included the figure of his father appeared
only sporadically in the following decades.

In 1871, Pavle Cortanovié¢ and Adam Stefanovié executed, in the medium of lithogra-
phy, the widely distributed depiction of The Burning of the Relics of Saint Sava. By vividly
capturing the intense drama of this event, the artists created one of the canonical rep-
resentations of the nation, which became which became a staple of popular visual culture
across Serb-populated regions.

Over the ensuing decades and into the early twentieth century, a large number of
representations of Saint Sava were produced by the painter Stevan Todorovié and his as-
sociates, including his wife Poleksija, Nikola Markovi¢ and others. A leading public and
cultural figure of that time in Serbia, Todorovi¢, drawing upon illustrated Bibles, in an
academic manner, painted Saint Sava individually on episcopal thrones, as well as within
historical compositions on iconostases, as seen, for example, in the Belgrade Church of
the Ascension in 1881.

In 1875, Stevan Todorovié also painted the scene Saint Sava Blesses the Serbian Chil-
dren. He painted it for the Serbian Orthodox Church Municipality of Perlez, reinforcin the
continuity of this specific theme in Serbian art. The powerful figure of the saint became
not only a symbol of spirituality but also of the steadfastness and permanence of the Or-
thodox faith in the past and present. Fourteen years later, in the medium of watercolor
and gouache, Todorovi¢ made a preparatory sketch for the painting of the same title. The
iconographic formulation of the saint’s image was preserved, but the artist also inserted
scenes from the saint’s life into the medallions that connect the decorative frame: Saint
Sava Renounces the Return to His Father’s Home, Saint Sava Crowns His Brother Stefan,
Saint Sava Reconciles His Brothers Over His Father’s Grave, and Saint Sava Receiving His
Father Simeon into the Monastic Community. Through this comprehensive work, Todor-
ovié effectively codified a cycle of key scenes from the saint’s life, which would be widely
adapted in the subsequent decades.

Duringthe ninth decade of the nineteenth century, another important event took place.
In 1886, the Society of Saint Sava was founded in Belgrade by leading intellectuals of the
era, including Ljubomir Kovacevié, and was headed by Svetomir Nikolajevi¢, a professor
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at the Great School. Its program includ-
ed cultural and educational initiatives
with a clearly defined national over-
tone. The society played an active role
in the distribution of books to Serbian
ecclesiastical and educational institu-
tions in the Ottoman Empire (Old Ser-
bia). Of particular note is the assistance
provided to the church in Kosovska Mi-
trovica, which at the time lacked even a
copy of the Srbljak.

For educational purposes, which
included establishing schools for Ser-
bian children outside the territory of
the Kingdom of Serbia, the construc-
tion of a dedicated dormitory became
necessary. Consequently, the Saint Sava
House on DusSanova Street in Belgrade
was consecrated in 1890. Built accord-
ing to the design of the distinguished
architect Jovan Ilki¢, with King Alek-
sandar Obrenovi¢ as the main patron,
the building became a site of profound
national and educational significance.
The building’s facade, adorned with
the heraldic coats of arms of Serbian
lands, testifies to its undoubtedly patri-
otic mission and an educational agen-

da framed by the national idea, while the central place is occupied by a sculpted dou-

ble-headed eagle of monumental dimensions, the work of sculptor Petar Ubavki¢. This

symbol expressed the essence of the activities of the Society of Saint Sava, which held its

annual assemblies on Saint Sava’s Day, further emphasizing the contribution of the saint

as a guiding symbol of the Society’s committed social work. In the period between 1914

and 1924, the permanent headquarters of the Society of Saint Sava was constructed. Ac-

cording to the design of the architect Petar Bajalovié, the palace was built in the spirit of

historicism, and was conceived as a multi-use residential building. Situated on the corner

of Dusanova and Brade Baruh streets, the palace was erected with the idea of providing
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material and financial support for the Society’s on-
going activities.
One minor episode from the life of the Society
of Saint Sava is highly indicative for understanding
its activities. Namely, one of the founders of the So-
ciety and a Member of Parliament in 1905-1906 —
Andreja Paradanin, received the Society’s Diploma
in 1889. This ceremonial diploma was designed by
the renowned academic artist, Munich student and
Serbian academician Poka Milovanovié. The artist
designed the diploma in accordance with the ideals
of the Society. Above a Pirot kilim as a symbol of
the national spirit and its authenticity, he applied
the coats of arms of the Serbian lands, surmounted
by a crowned double-headed eagle. In addition to
this national and monarchical symbol, Saint Sime-
on and Saint Sava are depicted in medallions on the
left and right sides. The diploma is further adorned
with scenes of a traditional guslar playing to a gath-
ered crowd, alongside a Serb in a fez holding the
national tricolor while surrounded by representa-
tives of Serbs from various regions. Undoubtedly,
the national spirit permeates this representation,
executed in a decorative manner and with a patriot-
ic charge. A year later, the diploma was enclosed in a decorative and masterfully crafted
wooden frame, on top of which was the image of Andreja Paradanin, thus completing
the process of the visual inscription of his identity into the life and work of the Society.
This small case study, however, did not end with the shaping of this frame. In 1908,
Andreja Paradanin commissioned the famous Swiss watch company Longines to repro-
duce Pavle Simi¢’s aforementioned 1858 composition, Saint Sava with the Children, as an
engraved relief on the caseback of a pocket watch—an exceptionally rare, if not unique,
occurrence in Serbian applied art. This exceptionally executed representation demon-
strates a cross-media adaptation within Serbian art, while reflecting the deep personal
devotion of the timepiece’s owner to Saint Sava, whose likeness was thus translated onto
a highly unusual medium.
It should be noted that the painter Poka Milovanovi¢ was also one of the founders
of the Society of Saint Sava. For the Society’s needs, he designed a medal, and the Serbian
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coats of arms for the building’s facade, and
around 1885 he painted an icon with a stand-
ing figure of the saint in full archiepiscopal
vestments for the Church of St. Nicholas in
Opovo, demonstrating that painters of the
Realist school could successfully adapt their
skills to religious painting.

During the ninth decade of the nine-
teenth century, another important event oc-
curred for the further popularization of the
image of Saint Sava and the strengthening
of his reputation among Serbs. Namely, in
1883, the Order of Saint Sava was established
to reward achievements in education, liter-
ature, and the fine arts. The obverse of the
medal featured a white enameled medallion
depicting Saint Sava in archiepiscopal vest-
ments, with a mitre on his head, framed by a
royal crown and a double-headed eagle. The
decoration comprised five classes, and fol-
lowing its inception, the insignia of the or-
der were manufactured by various Viennese
medal firms, such as G. A. Scheid and Karl Fischmeister, leading to slight iconographic
variations in Saint Sava’s portrait. Originally awarded to cultural, scientific, and eccle-
siastical figures, the order's criteria expanded in 1914 to include military officers distin-
guished in the field. Two exceptional diamond-studded examples are known: one was
presented to the Russian Empress Alexandra, while the other is preserved at the Smithso-
nian Institution in Washington.

In 1891, another famous painting of the theme Saint Sava Blesses Serbian Children
was created, this time by Porde Krsti¢. In a Symbolist manner and rejecting traditional
mimetic realism, that is, idealized imitation of nature, Krsti¢ painted a monumental
composition. Ethereal light, an imaginary space, and an unconventional palette defined
this scene. The shift in how the children are represented, in comparison to previous
versions of this theme, also seems interesting. Krsti¢ transformed the youths into little
Serbs from different regions. By dressing them in localized folk costumes, he, in ac-
cordance with the idea of integrating national particularities, or rather regions, into a
singular identity pattern, namely Saint Sava himself, brought out his vision of national
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cohesion, as noted by the painter’s contemporary champion

and leading cultural figure in Serbia at that time, Mihailo

Valtrovié: “The thought is pure and clear, and it orig-

inates naturally from the idea, fostered among the

Serbian people, of Saint Sava as a national enlight-

ener. Its overall structure relies on a pleasingly ar-

ranged circle of representatives from all Serbian

regions gathered around Saint Sava as a sublime

and revered teacher. The feeling of deep rever-

ence for the national saint, noticeable in the pos-

ture and gaze, in the body movements and facial

expressions of these characters who are present-

ed in the youthful age and in the folk costume,

embodies the totality of Serbdom. The feminine as-

pect is materialized in a young, soulful-looking moth-

er holding an infant, with a young daughter at her side.

These soulful and sacred sentiments, which have filled all

the represented members of the Serbian people, constitute the

narrative content of the painting.” Following Valtrovi¢’s endorsement,

Krsti¢’s painting was widely reproduced across popular print media (lithographs, oleo-

graphs, postcards), thereby gaining great popularity and a prominent place in the col-
lective national memory.

During the last decade of the nineteenth century, Stevan Todorovié also created a
relatively unusual representation of Saint Sava. Specifically, the artist executed a like-
ness of Saint Sava within a medallion in the upper zone of the painted iconostasis at
the Church of Saint Nicholas at the New Cemetery in Belgrade (1893-1894), serving as
a counterpart to the image of Saint Simeon. The bust of the saint is framed by a gilded
background - a novelty in Todorovi¢’s oeuvre that reflects the contemporary neo-Byz-
antine and historicist trends in Viennese painting, which heavily informed the artist's
style in this instance.

In the middle of the last decade of the nineteenth century, Saint Sava began to be in-
creasingly emphasized in the religious and political program of the Karlovci Patriarchate.
In those years, and during the celebration of the 300" anniversary of the burning of the
relics of Saint Sava, Patriarch Georgije Brankovié of Karlovci founded the Saint Sava Fund.

During the last decade of the nineteenth century, two additional significant portraits
of Saint Sava were produced. Notably, in 1896, Porde Krstié painted the saint’s figure for
the bishop’s throne at the church in Curug. As an alumnus of the Munich Academy who
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pioneered modern, Symbolist trends within the Serbian cultural
milieu, Krsti¢ presented Saint Sava more as a spiritual vision than
as a conventional historical figure. Aligned with the internal logic
of Symbolism - which, in its anti-academic stance, sought to re-
ject Renaissance perspective, naturalistic colors, and the dramat-
ic scenic effects of historical painting - Krsti¢ rendered a vision-
ary figure of Saint Sava residing within an otherworldly reality
rather than a tangible, real-world space.

Conversely, Uro$ Predié, undoubtedly the most significant
ecclesiastical painter of the last decades of the nineteenth and
first half of the twentieth centuries, rendered Saint Sava for the
episcopal throne of the chapel at the Patriarchal Palace in Srem-
ski Karlovci (1897) utilizing a rigorous Academic style that strictly
adhered to the rules of decorum. Holding the unofficial title of
court painter to the Karlovci patriarchs Georgije Brankovi¢ and
Lukijan Bogdanovi¢, Predi¢ approached the saint through a com-
pletely different lens than Krsti¢, driven by a desire to reconstruct
his authentic historical likeness. Thus, at one point, these two
painters of conflicting poetics were simultaneously tasked with
producing parallel yet distinct interpretations of Saint Sava with-
in the Metropolitanate of Karlovci, confirming the thesis that an
artist's rendering of the saint was inherently a reflection of their
own creative worldview, bridging the historical past with their
contemporary present.

Church architecture also played a prominent role in giving material form to Saint
Sava’s cult. During the last decade of the nineteenth century, churches dedicated to the
first Serbian enlightener were erected in a number of important cities in Europe and
America. In the period between 1890 and 1893, the Cathedral Church of Saint Sava was
constructed in Vienna. This single-nave temple, designed in accordance with the prin-
ciples of historicism, was seamlessly integrated into the residential and administrative
palace of the Serbian Church and School Municipality. For the Church Municipality, Uros
Predi¢ painted a standing figure of Saint Sava in archiepiscopal vestments in 1912, illus-
trating the strategic deployment of diverse artistic media to foster the cult of Saint Sava
in environments with a significant Serbian community. In America, the first church ded-
icated to Saint Sava was erected in Jackson, California. Built in 1894 in the local style, it
initiated the subsequent sacred cartography of the continent with temples raised in mem-
ory of Saint Sava.
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Andra Stevanovié¢, Church of Saint Sava, Kosovska Mitrovica (1896-1913)

To commemorate the 300" anniversary of the burning of the relics of Saint Sava, the
Committee for the Construction of a Memorial Temple was established in 1895. The Com-
mittee was headed by Metropolitan Mihailo. The Vracar plateau in Belgrade was selected
as the construction site where this proposed monumental temple was to be built. How-
ever, due to a severe lack of funds, this idea was abandoned. Instead, a chapel of more
modest size was built that same year.

The main point of the program of the Society for the Construction of the Temple
of Saint Sava stated the following: “The Society for the Construction of the Temple of
Saint Sava is established with the task of realizing the long-standing desire of the entire
Serbdom by building a magnificent temple at Vracar, the site where the holy relics of the
God-pleasing first Serbian archbishop and enlightener were burned.” Ten years later, in
1905, the first architectural competition for the construction of a memorial temple was
announced. The brief called for a monumental sanctuary erected in the Serbo-Byzantine
style to honor the patron saint of Serbian schools; however, another two decades would
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pass before a subsequent competition was held. Despite the first-place proposal by Sveto-
zar Ivackovi¢, which envisioned a temple modeled after the medieval church of Gracan-
ica, his design was never realized. The commission deemed none of the submitted pro-
posals adequate, effectively stalling preparations for the grand temple's construction.

In 1896, an important event took place - the construction of a temple dedicated to
Saint Sava in Kosovska Mitrovica began. The church was erected according to the design
of the academic architect Andra Stevanovié, representing a synthesis of the Neo-Raska
style and the contemporary principles of Neo-Byzantine architecture championed by the
Viennese architect Theophil von Hansen. These architectural teachings had been intro-
duced to Serbia by his students, including Andra Stevanovi¢ himself. The construction of
the temple was celebrated by the poet Aleksa Santié, who dedicated a patriotic poem to
the occasion entitled To the Serbs in Mitrovica in Kosovo (1896), from which the following
stanzas are excerpted:

“Today kneels the whole of Serbdom
And the cross of honor takes,
While a prayer pure, holy

High-up in the air waves:

Give them, Lord, the steadfast spirits,
To endure the torments’ hold,

To complete their holy deed,
Dedicated to Thee - God;

'Til the splendid temple’s dome

In Thy sun goes shining bright,
And the sacred bells go chiming
With clear sound from the height.”

The obviously strong national charge of the poet’s verses the intense interest with
which the Serbian community followed the erection of this temple, which, in addition to
its religious significance, also held great national importance. Constructing the temple
on this covenant land revived the memory of the days of vanished glory, while signaling
the ideals of the Serbian elite, who vigilantly monitored the vulnerable position of the
Serbian people within the remaining territories of the Ottoman Empire. Consequently,
the choice of Saint Sava as the patron saint of the temple emphasized its national signifi-
cance, as Serbs - and the broader Orthodox population - primarily through the liturgical
expression of their faith, saw Saint Sava as a symbol of national identity.
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In a similar vein, an opulent banner designed
by Mihailo Valtrovi¢ and funded by King Aleksan-
dar Obrenovié was manufactured in Vienna in 1899
as a gift for the Hilandar Monastery. Here too, the
figures of the founders of the Serbian medieval
state and Church anchored a symbolically designed
banner that confirmed the ideological program of
the last Obrenovi¢ rulers, who sought to graft their
own shaken legitimacy onto the holy Nemanji¢ lin-
eage. The focus on Hilandar at that time was not
merely an ideological strategy of the last Obreno-
vics; it also reflected abroader process of perceiv-
ing this ancient topos as Saint Sava’s historical point
of departure and as a contemporary national topos,
particularly during the period when its administra-
tion transitioned from Bulgarian to Serbian monks.
At the end of the nineteenth and beginning of
the twentieth centuries, two notable representations
of Saint Sava were produced within the domain of
the applied arts. In 1902, Queen Draga Obrenovic¢
presented the Cathedral Church in Belgrade with a
katapetasma (altar curtain) embroidered with the
central images of Saint Sava and Saint Simeon. Craft-
ed by the terzija (traditional tailor) Svetislav Lj. Ko-
sti¢ after designs by Vladislav Titelbah, this decora-
tive katapetasma articulated the enduring prestige
of the two revered Nemanji¢ saints through its rich
symbolic language.
At the beginning of the twentieth century, sev-
eral scenes from the life of Saint Sava were executed on the walls of the monumental
Cathedral Church of the Holy Trinity in Negotin (1901). In accordance with the idea of the
church walls as an illustrated reader, in addition to the independent standing figures of
the holy medieval archbishops and rulers from the Nemanji¢ line, scenes from the life
of Saint Sava were also painted: Saint Sava Renounces Royal Honors to Accept Monastic
Tonsure, Saint Sava Receives His Father into the Hilandar Monastery, Saint Sava Recon-
ciles His Brothers, and Saint Sava Crowns His Brother Stefan. In accordance with the idea
of a symphony of Serbian medieval spiritual and secular power, as well as the narrative

Mihailo Valtrovié,
The Banner of
King Aleksandar,
Hilandar Mon-
astery (1899)
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Stevan Todorovi¢, Saint Sava Reconciles His Brothers,
Church of the Holy Trinity in Negotin (1901)

of the golden age of the Serbian state and its Church, representations from the time of
Saint Sava became a visual manifestation of the modern Serbian state and its Church,
and Saint Sava himself a symbol of the national spirit along the peripheral areas of the
Serbian state, particularly within the contemporary Timok Diocese. Bearing witness to
the special significance of Saint Sava’s image in this region, and particularly within the
Cathedral Church in Negotin, is Pavle Cortanovi¢’s 1885 painting, Saint Sava Blessing Ser-
bian Children.

In a multiethnic environment, the committed national work of Bishop Melentije of
Timok had a distinct ethnic overtone; hence, scenes from medieval history centered on
Saint Sava played a major role. This overarching iconographic program successfully com-
pleted the narrative of the saint's life within the Bukovo Monastery church, where a por-
trait of Saint Sava had already been rendered on the episcopal throne by Pavle Cortanovi¢
in 1888. It is within this specific ideological context that the scene Saint Sava Reconciles
His Brothers - executed on the vault of the Bukovo narthex in 1902 by Milisav Markovié,
following the designs of Stevan Todorovi¢ - must be understood.

The removal of the Obrenovi¢ dynasty from the political scene did not sever the con-
nection between Hilandar and the Serbian monarchy at the beginning of the twentieth
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century. The ideological program of the last Obrenoviés, linked to
the monastery as a key national and religious topos outside Ser-
bia, persisted after the arrival of the Karadordevi¢ dynasty. This
time the gift came from the other side - the monks of the Hilandar
Monastery presented the king with a gift in honor of his accession
to the throne in 1903. They presented the monarch with an icon
of Saint Simeon and Saint Sava, the work of the Athonite monks
of the Russian monastery of Saint Panteleimon. The icon was
rendered with a meticulous, almost ethereal realism. The icono-
graphically multilayered artwork depicts the sacred lineage of the
Nemanji¢ dynasty sprouting directly from the holy body of Saint
Simeon. At the apex of the composition, positioned above the im-
perial Lavra of Hilandar, Saint Simeon and Saint Sava are shown
jointly holding a model of the primary monastery temple - the
ultimate material expression of their shared devotion to Ortho-
doxy. This royal gift reaffirmed the enduring ideological alliance
between Hilandar and the Serbian Crown, independent of dynas-
tic shifts. Furthermore, it demonstrated the cross-cultural reach
of the cult of Saint Sava, developed not only among Serbs but also
among other Orthodox, in this case among Russian monks.

In 1906, Dorde Krsti¢ painted an unusual representation of Saint Sava entitled I
Praise Ye, God (Rastko). The young Saint Sava, without a beard, and the figure of God,
rendered in a kind of non-finito manner within a triagular composition, reflect Saint
Sava’s interior spiritual state rather than a specific episode from his life. The painting
was executed in accordance with anti-academic principles, which underscores its ethe-
real character. Mihailo Valtrovi¢ offered a critique of the work, from which the following
observations are particularly noteworthy: “The young monk is overcome by holy en-
thusiasm and pious devotion. He glorifies God and surrenders himself to Him with his
soul, to serve Him with his whole being. To the service of God and His holy house, he
sacrifices all the treasures and prestige of the royal house, and the helmet and sword,
leaning against the niche... And the young monk, a member of a ruling family, is Neman-
ja’s youngest son, Rastko. In the painting, he is dressed in a robe, and has already been
tonsured; he already bears the name Sava.”

This episode from the saint’s life, depicting him in his youth immediately following
his tonsure, seems as if it was based on the famous poem Saint Sava (1889) by Vojislav Ili¢,
in which the verses sing of the event immediately preceding the scene captured in Krsti¢’s
painting - namely, the arrival of Rastko Nemanji¢ in Hilandar:
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Milisav Markovi¢, Saint Sava Reconciles His Brothers,
narthex of the church, Bukovo Monastery (1902)

“Who is knocking at this hour, of the night so dark and scary
on the gates of silent, sleepy, Holy Mount monastery? [...]

I abandoned Court and crown, throne and scepter made me weary
I came here to seek enlightenment in this humble monastery. [...]

The old embraced the youngster, on his forehead kiss implanted,
‘We accept you, dear child, - he said, ‘your wish and plea have been granted.

Many ages have since gone by, all this happened long ago,
Many ages have since flown, and many more will yet flow.

But that boy lives even now, deathless, as it is his story,
He was Rastko, son Nemanja’s — Saint Sava, clad in glory.”

A famous poem by Vojislav Ili¢ and the painting by the Symbolist painter Porde
Krsti¢ seem to have combined two episodes from Sava’s life into a single act: his arrival at
Hilandar and the immediate aftermath of his tonsure. In a kind of Symbolist vision, im-
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bued with the pathos of Dark Romanticism, Ili¢
and Krsti¢ combined word and image and indi-
rectly immortalized the young Rastko’s spiritual
transformation into Saint Sava. At the same time,
in accordance with Saint Sava’s place as the pro-
tector of education, and thus of children, they
did not lose sight of his childlike soul in the time
before his monasticism, when he was, and in a
certain sense remained, an eternal child.

In the second half of the first decade of
the twentieth century, two monumental histor-
ical compositions dedicated to the life of Saint
Sava were created. In keeping with the trend
of large-scale formats in European and Serbian
painting, conditioned by large, theatrical, scenic
representations that in a certain way act as the-
atrical mise-en-scene, Stevan Aleksi¢ and Stevan
Todorovi¢ each executed a major work. Todor-
ovi¢’s 1907 painting The Tonsuring of Saint Sava
was created as a planned composition. Relying
on preparatory drawings, the study of historical
writings and Sava’s biographies, and the likely
use of live models who were photographed and
then transferred to the canvas in defined propor-
tions, Todorovi¢ executed this historical scene

Russian Athonite with the intention of faithfully reconstructing the historical event. The scholar Bozidar

workshop, Icon
of Saint Sava
and Saint Sime-
on, King Petar's
Endowment at
Oplenac (1903)

Nikolajevi¢ wrote about this: “First of all, when talking about historical paintings, one
should know that it is especially difficult to create a Serbian historical painting, because
the artist is forced to make assumptions and guesses when it comes to costumes, equip-
ment, furniture, and other things of that kind, since there is almost no positive data. In
Todorovic’s case, it is clear that he thought about this too, which is particularly evident in
the materials (royal mantle, belt, orarion...), which are very carefully reproduced in the
painting. He does things as conscientiously as he can. As a prime example of his artistic
accuracy, we will mention the church portal, decorated with ornaments from Kalenié,
and the external view of the church walls, structured in the Byzantine manner.”

In 1912, Stevan Aleksié, an alumnus of the Munich Academy, presented the theme
of the burning of the relics of Saint Sava in a somewhat different manner. In accordance
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Stevan Todorovié¢, The Tonsure of Saint Sava, National Museum of Serbia (1907)

with the historical reconstruction of the painting and the modern artistic aspirations of
Munich Symbolism, manifested by a dramatic red color, he painted this horrible event,
elevating it to the status of a patriotic symbol. Consequently, this large, we would say
theatrical painting was created at the intersection of narrative and a symbol, in remem-
brance of the burning of Saint Sava’s relics, and as kind of a visual counterpart to the pe-
nultimate stanza of Jovan Jovanovi¢ Zmaj’s poem Saint Sava.

At the beginning of the twentieth century, in the territory of the Patriarchate of Kar-
lovci, the position of the Serbian people became increasingly unfavorable, especially in
southern Hungary. In such an environment, Patriarch Georgije Brankovi¢ actively worked
to preserve the religious and political rights of the Serbs. The Serbian community coun-
tered the pressures of Roman Catholic proselytism and Magyarization through the stra-
tegic mobilization of visual art, which to a certain extent became an engaged category in
the defense of its own rights, as it had been during the religious and political program of
the Metropolitanate of Karlovci in the eighteenth century. Thus, with the idea of defending
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Stevan Aleksi¢, The Burning of the Relics of Saint Sava, National Museum of Serbia (1912)

acquired rights, the patriarch commissioned two of the most prominent Serbian artists of
the era: Paja Jovanovié¢ and Uros$ Predic.

Paja Jovanovié initially painted the iconostasis for the Cathedral Church in Novi
Sad. Concurrently, in 1906 he executed two easel compositions, placed on the side walls
of the northern and southern choirs: Saint Sava Draws the Hands of His Brothers to Rec-
oncile Them and Saint Sava Places the Royal Crown on His Brother Stefan’s Head. Done
in accordance with historical sources, these works belong to the time when, already
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Paja Jovanovié, Saint Sava Crowns Stefan
the First-Crowned, Cathedral Church in Novi Sad (1906)

from the end of the nineteenth century, a critically intoned historiography was being
established in Serbian circles, led by Ljubomir Kovacevi¢, Stojan Novakovi¢ and Ilari-
on Ruvarac. It was precisely with these eminent scholars that Paja Jovanovi¢ consulted
while preparing to paint his historical compositions.

It is interesting to point out that the original intention to depict Saint Sava on
the episcopal throne was abandoned, and Saint Nicholas was depicted instead, which
caused dissatisfaction in the distinguished Veljko Mirosavljevié, parish priest of the
Dormition Church in Novi Sad, who wrote the following in the Serbian Zion in 1905:
“Only the Serbian Saint Sava was allowed to come to that place. Saint Sava is argua-
bly the most complete ideal of a Christian bishop, a teacher, organizer, administrator,
patriotic politician, and man of prayer... and a Serb too! Is there a more suitable and
beautiful figure in all of church history to remind the Serbian bishop and the Serbian
people of their Christian duties in general, and their episcopal and patriotic obligations
in particular? There is none!”

Around 1909, commissioned by Patriarch Lukijan Bogdanovié¢, and undoubted-
ly in indirect or direct conversations with the learned Archimandrite Ilarion Ruvarac,
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Uros Predi¢, Saint Sava, episcopal throne of the Church of
the Dormition of the Holy Virgin in Perlez (1894-1899)

the painter Paja Jovanovi¢ executed three compositions
from the life of Saint Sava: Saint Sava Crowning Stefan
the First-Crowned, The Burning of the Relics of Saint
Sava, and Saint Sava Reconciling His Brothers. Rendered
in accordance with the principles of historical positiv-
ism, these depictions function as a kind of archaeolog-
ical masquerade, forming a triptych dedicated to the
glory of the historical figure of Saint Sava, but are also
understood as engaged scenes that refer to the religious
and national sentiment of Patriarch Georgije Brankovié,
providing the reinforcement of the legitimacy of the vul-
nerable Serbian population - and the broader Orthodox
flock - during a period of aggressive Magyarization on
the soil of southern Hungary at the dawn of the First
World War.

In the first decade of the twentieth century, Uros
Predi¢ continued to paint in the area of the Karlovci Pa-
triarchate. He painted the figures of Saint Sava for the
episcopal thrones in the Church of the Dormition of
the Holy Virgin in Perlez (1894-1899) and in the Church
of the Descent of the Holy Spirit on Apostles in Ruma
(1905), in the already standard realistic manner. In 1910,
he painted a seated representation of Saint Sava for the
magnificent Church of the Transfiguration of the Lord
in Pancevo. By depicting him on the episcopal throne as
the powerful leader of the Serbian Church, Predié, on
the other hand, through the saint’s serene and gentle,
but also determined gaze, pointed to the multifaceted
nature of his personality, to him as an archetypal figure
of a good old man and a righteous father, but also as a
leader of the Serbian flock. In this period (around 1910),
Milan Milovanovié, an impressionist painter, also creat-
ed two depictions of Saint Sava in the modern manner.
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At the same time, the practice of depicting the young Saint Sava
continued in the following period. Thus, on the bishop’s throne in the
church of St. Paraskeva in Lapovo, the Symbolist painter Pasko Vuceti¢
painted a young Saint Sava in 1915. The gentle young man, resembling
a troubadour monk, is depicted more as a vision than as a historical
figure. In accordance with the artist’s vision and his artistic poetics,
the saint is depicted as a typical figure symbolizing Saint Sava’s eter-
nal youth. Thus, in the difficult days of the war occupation, the image
of the saint served as a consolation and a vision offering peace and
tranquility, as a kind of light in the darkness of the Great War.

SERBIAN AND YUGOSLAV EDUCATOR:
THE NEW ROLE OF SAINT SAVA IN THE INTERWAR PERIOD

After World War I and the creation of the new Yugoslav state, the Serbi-
an Orthodox Church found itself in new circumstances. Within its bor-
ders, the great state largely encompassed the Serbian population, most-
ly of the Orthodox faith. Thus, the Serbian Church, in accordance with
the victorious emergence of the Serbian state from the war, was able
to restore the Patriarchate, which happened in 1920. For that occasion,
it was necessary to create a panagia for the Serbian Patriarch, and it
was made according to the design by the architect Pero Popovi¢ and the
painter Uro$ Predi¢. The panagia, in the center of which was the image
of Saint Sava in archbishop’s vestments, confirmed the continuity of the Serbian Church
through the centuries and highlighted the pivotal and founding personality of Saint Sava.
The importance of artistic expression in the depiction of the image of Saint Sava
on the panagia of the Serbian Patriarch, as well as the peculiar symbolic meaning of
the painted image, which in a symbolic way becomes the embodiment of the founder
of the Serbian Church, is also evidenced by the speech of Patriarch Dimitrije on the
occasion of his enthronement at the Patriarchate of Peé, at the moment of the pres-
entation of the panagia by King Alexander Karadordevié: “On the panagia is the holy
image of our great saint, Saint Sava. I and all my future successors will put this pana-
gia on the chest to look at the image of our saint on it, and we will always remember
how great and how holy his legacy is. Which we receive as his successors and the first
archpriests of the Church.”
The new power of the Serbian Orthodox Church was once again manifested by Uros
Predi¢. In 1921, this painter of undisputed authority executed two paintings on the theme
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Saint Sava Blesses Serbian Children, which eventually reached canonical status - a small-
er one for the court, and a larger one for the State Printing House. They were massively
distributed in various media, which led to them becoming the most famous paintings on
this theme in the public and media space.

Predi¢ depicted the saint with a partially gray beard but fair hair, by which he un-
doubtedly changed his image, harmonizing it with the then-current Pan-Slavic movement
and the search for the ancient Slavs. The depiction of the powerful figure of the saint who
receives and unites children from all regions inhabited by the Serbian people also had a
socially engaged role, which stemmed from the previous period and the need to unify the
Serbian nation into a single whole. The depiction of the Pirot kilim manifested the idea of
the genuineness and originality of the national spirit and its expression, thus underlining
the role of the saint as a national educator.

The feeling of optimism due to the establishment of the Patriarchate, whose jurisdic-
tion had not been so extensive since the time of the Pe¢ Patriarchate, undoubtedly affect-
ed the artists as well. In this spirit, we can also see Predi¢’s representation of Saint Sava
for the bishop’s throne of the Church of Saint Nicholas in Samos (1924) in Banat, where
the painter presented a powerful figure of the saint, who exudes inner strength, but also
a monumental body as a symbol of restored unity.

In 1926, the second competition for the construction of the Church of Saint Sava at
Vracar took place. The competition requirements specified that the church must be built
in the Serbian-Byzantine style from the time of Prince Lazar. This clearly emphasized the
idea of the renewal of traditionalism. The idea of the golden age of the Serbian medieval
state and its art rested on the creative imagination of the past. In the ideal forms of the
past, configurations were seen on the basis of which contemporary artistic and architec-
tural expression could be shaped. This trend interacted with broader cultural, ideolog-
ical, social and other frameworks of the time. What individual intellectuals and artists
began during the last decades of the nineteenth century, such as Mihailo Valtrovi¢ and
Dragutin Milutinovié, conducting field research and getting acquainted with the medieval
heritage, in the interwar period turned into an unofficial credo of public cultural policy.
The research of Vladimir Petkovi¢ and other art theorists and artists provided a frame-
work for the then-current conception of artistic practices that resembled medieval art.

The 1926 competition for the Church of Saint Sava unfolded in this direction. In addi-
tion to traditional proposals, which lacked a distinct authorial stamp, several designs stood
out for their unique styles: the Krsti¢ brothers’ work was notable for its reminiscences of
Romantic Expressionism, while Dusan Babi¢ incorporated elements of Expressionism, Art
Deco, and Post-Secession; finally, a thread of Expressionism dominated the proposals of
both Milan Zlokovi¢ and Andrej Papkov. The winning proposal was signed by the architect
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Bogdan Nestorovi¢. While most archi-
tects opted for a design modeled on Jus-
tinian’s Church of Hagia Sophia in Con-
stantinople, his more traditionally con-
ceived project, following the example of
Gracanica, evoked the architecture of
the era of King Milutin. It was not until
1932 that the final design was accepted,
entrusting Bogdan Nestorovi¢ and Alek-
sandar Deroko with a joint project mod-
eled after Hagia Sophia. Construction of
the temple, based on this design, began
at the dawn of World War II. Due to cir-
cumstances caused by World War II, as
well as the subsequent change in the
state system, construction of the temple
did not resume for several decades.

The choice of the final project for
the Temple of Saint Sava undoubted-
ly confirms the rise of traditionalism
in Serbian art and culture during the
third decade of the twentieth centu-
ry. The holding of the Second Interna-
tional Congress of Byzantine Studies in
Belgrade in 1927, attended by world-re-

nowned scholars like Nikolai Okunyev and Gabriel Millet, serves as a confirmation of
this trend. During that period, the Serbian elite had the opportunity to emancipate itself
sufficiently from the Western European experience, which had largely educated Serbian
artists and architects during the nineteenth and first decades of the twentieth centuries.
Sufficiently financially and intellectually independent, living in a large state and shar-
ing the experiences of its past with other nations in a common union, it gained enough
self-awareness to embark on the path of designing its own present, based on the trajecto-
ry that led to the Middle Ages. In this dialogue with itself, and in a measured considera-
tion of its place in the European ideological and artistic system, the official culture of the
Serbian state and court, in cooperation with the traditional part of the elite and state pro-
jects, embarked on the path of returning to its roots. The idea of building the Church of
Saint Sava was also a pledge of the idea of restoring the past, in a monumental format that
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spoke of the civilizational readiness of Serbian cul-
ture, the strength of the Serbian and Yugoslav mon-
archies in the interwar period, and also a utopian im-
age of one’s own position on the geopolitical map of
Europe. The integrative personality of Saint Sava was
finally defined through the idea of building a large
church as a symbol of the unity of the Serbian people
and a pledge of the perception of its dignity, national
identity, and confessional affiliation with Orthodoxy,
once formed within the Byzantine Commonwealth.
In light of this, the change in artistic expres-
sion in Predi¢’s perception of the image of Saint Sava
can be understood. Departing from academic real-
ism, the painter began to represent the saint accord-
ing to the model of medieval frescoes, thus marking
the process of transformation of part of the cultural
currents in Serbian art. This was supported by the
architectural practice of that period. Based on the
design of architect Momir Korunovié, the construc-
tion of the temple dedicated to Saint Sava in Celje
began in 1929. In accordance with his reworking of
the Neo-Moravian style, Korunovi¢ shaped a har-
monious architectural structure, which in 1932 was
enriched with donated iconostasis icons by Uros
Predié, featuring an implied representation of Saint
Sava. This internal and external unity of the church
interior and exterior, built in memory of Saint Sava,
speaks of the need to build churches in the periph-
eral areas of the then state, whose center was in
Belgrade. Primarily determined by the needs of Or-
thodox believers for ritual - and therefore conditioned by its liturgical function - but
also by the expansion of state administration and the migration of the Serbian and oth-
er Orthodox population into the annexed regions, the church in Celje also respond-
ed to the unification of the Orthodox minority within a predominantly Catholic area
whose priests expressed their satisfaction with the beauty of the icons, which Uros
Predi¢ also wrote about later as one of the positive effects of his work on the artis-
tic shaping of the church in Celje. The church thus became a measure of the idea of
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materializing the concept of integral Yugo-
slavism, which framed the primarily Ortho-
dox and national identity of the congregation
for which it was built, and represented an ob-
ject consistent with the idea of integration and
cultural interpenetration of diverse identities
and religions in the then multiethnic and mul-
ti-religious state.

The unifying significance of Saint Sava
in that period was also confirmed by the
construction of the Saint Sava Monastery in
Libertyville in 1931. As a religious and educa-
tional center of Serbian emigration in Amer-
ica, led by the first American and Canadian
bishop Mardarije Uskokovi¢, the church com-
munity asked Predi¢ to send paintings for the
iconostasis to the newly built church, which
the artist did as a gift in 1935, creating, among
other things, a representation of Saint Sava
for the iconostasis.

The architect Milan Mini¢ designed the church dedicated to Saint Sava in Drvar in
the neo-Byzantine and neo-Romanesque style between 1932 and 1934. Adapted to the
characteristics of the site, the church is harmoniously inserted into the environment, ap-
pearing to be a natural element of that space. Conceptually, it pointed to the increasingly
pronounced integrative potential of Saint Sava, who became an indisputable symbol of
Orthodox, but also national, Serbian identity.

Despite efforts to begin construction of the Church of Saint Sava at Vracar, as evi-
denced by the perspective view from 1935, this did not happen. In the same year, due to
a delay in the construction of the main church, a smaller one was built. Constructed in
the Neo-Moravian style, according to the plan of the Russian architect Viktor Lukomsky,
for many decades it was the only church in Belgrade built in honor of the first Serbian
archbishop. In line with the return to the Middle Ages, both the shape of the church and
the iconostasis were crafted following medieval traditions. The icons on the iconostasis
represented stylized saints applied to a golden background, thus striving to make painting
independent of European academic influences, which relied on deepened three-dimen-
sional space as a measure of realistic perspective, in which realistic, albeit often ideal-
ized, saints were placed.
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Bogdan Nestorovi¢ and Aleksandar Deroko, Perspective view of the
Temple of Saint Sava, photograph (1935), M. Jurisi¢ Collection

This period saw the peak of traditionalism in art. Around 1930, the process of shap-
ing the large wall mosaic units of the Church of Saint George in Oplenac, the mausoleum
of the Karadordevi¢ dynasty, was completed. In addition to the independent mosaic rep-
resentation of Saint Sava, modeled after the MileSeva fresco, a series of scenes from the
life of Saint Sava were also painted on the left column near the iconostasis. The scenes
were designed based on the cycle of Saint Sava from the refectory of the Hilandar Mon-
astery, a work by Georgije Mitrofanovi¢ from 1622. Otherwise, this series, as well as other
depictions, was shaped on the basis of field research that was carried out during the third
decade of the twentieth century under the supervision of leading domestic experts, such
as Vladimir Petkovi¢ and Miloje Vasi¢, as well as Russian émigré artists, among whom were
Nikolaj Krasnov and Sergey Smirnov. On this occasion, fresco inscriptions from important
medieval monasteries were analyzed, reinterpreted, and later copied to varying degrees
in the Oplenac church and other churches on the territory of the Kingdom of Yugoslavia.
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Momir Korunovié, Church of Saint Sava in Celje, postcard (1929-1932)

The already mentioned cycle of scenes from the life of Saint Sava was executed
on the columns supporting the arches in the naos of the Oplenac church. Instead of
keeping the original 29 scenes, which Georgije Mitrofanovié, relying mostly on Teodosi-
je’s descriptions of Sava’s life, painted in the refectory of the Hilandar Monastery, the
Oplenac artists reduced the cycle to 24. Some of the canonical scenes from the saint’s
life were left out, such as: The Building of Hilandar, Saint Sava Reconciling His Broth-
ers, and, finally, The Burning of the Relics. Although in those years Teodosije’ Life of
Saint Sava was published by the Serbian Literary Cooperative, and the French scholar
Gabriel Millet completed preparations for the publication of an album on the monu-
ments of Mount Athos, while Vladimir Petkovi¢ dealt with legends about the saint’s life
in old Serbian wall painting, the Oplenac version, as stated by Miodrag Jovanovi¢, still
rested on Mitrofanovic’s series:

Rastko Hunting With His Entourage, Escape to Mount Athos, Rastko Advising a Monk
to Flee to Mount Athos, Rastko Begging His Parents to Let Him Hunt, Rastko’s Arrival
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at the Roussik Monastery, Sava

Bringing Warm Bread to the Her-

mits, Saint Sava Attacked by Rob-

bers, Simeon Nemanja’s Arrival

at the Vatopedi Monastery and

Meeting His Son Saint Sava, Saint

Sava Receives From the Byzan-

tine Emperor Alexios a charter

for Hilandar, Death of Simeon

Nemanja, The Holy Virgin Ap-

pears to Saint Sava and Reveals

to Him a Hidden Treasure, Saint

Sava Finds Two Hidden Stores,

Saint Sava Kills Strez With Prayer,

Miracle With the Outpouring of

Myrrh From the Relics of Sime-

on Nemanja, Saint Sava Becomes

a Hieromonk, Patriarch German Appoints Saint Sava as Archbishop, Saint Sava Crowns
His Brother Stefan as King, Saint Sava Prays to God to Send Ice From Heaven to the Hun-
garian King, The Sea Feeds the Sick Saint With Fish, Saint Sava Blesses the Water on the
Epiphany in Tarnovo, Death of Saint Sava in Tarnovo, King Vladislav Asks the Bulgarian
Emperor to Hand Over the Relics of Saint Sava to Him, Translation of the Relics of Saint
Sava From Tarnovo to MileSeva.

The repetition of scenes from the life of Saint Sava was undoubtedly part of a
broader artistic and cultural movement connected with the contemporary reinterpre-
tation of the medieval Golden Age, but at the same time it was also part of the dynastic
strategy of the ruling Karadordevié¢ family. We have already pointed out that after King
Petar came to power, the dynastic ideology became intertwined with Saint Sava and
the Hilandar Monastery as a religious, but also a dynastic and national topos. King
Petar Karadordevié’s visit to Hilandar only solidified this alliance, and in Oplenac it
was confirmed by artistic practice. The peak of this alliance, which culminated in the
Oplenac mosaic during the reign of King Aleksandar, occurred immediately after his
death. Namely, in 1935, on the pillar at the King Aleksandar Gymnasium in Belgrade’s
Topcider, Uros Predi¢ painted an unusual representation. In a narrow format, he de-
picted Saint Sava, modeled after medieval frescoes, before whom the king kneels.
The posthumous depiction of the murdered monarch in a prayerful posture, full of
contrition, with the insignia of his royal authority laid aside, refers to the placing of

Viktor Lukomski,
The Small Tem-
ple of Saint Sava
in Belgrade (1935)



Saint Sava,
Church of
Saint George
on Oplenac
(before 1930)
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the family and the monarch under the protection of
the powerful saint. The depiction of the young heir
to the throne, Petar II Karadordevié, who, represent-
ed alongside the saint, refers to the continuity of the
dynasty and the monarchy as a whole, can also be
viewed in this light.

During the period of the Kingdom of Serbs, Cro-
ats, and Slovenes / Yugoslavia, several artists of a more
modern sensibility also realized their vision of the char-
acter and work of Saint Sava. Thus, Vasa Pomorisac and
Zivorad Nastasijevié created a number of scenes from
the life of the saint in illustrated publications.

In the interwar period, as well as during the last
few decades, architecture played a prominent role in
the celebration of Saint Sava’s cult, which is convinc-
ingly argued in Aleksandar Kadijevi¢’s study of the sty-
listic (diverse poetic) and functional (liturgical) aspects
of churches dedicated to Saint Sava. The figure of Saint
Sava was also depicted in the medium of sculpture.
Thus, in the 1921 issue of the Illustrated News (“Ilustro-
vani list”), a bust of Saint Sava was published, decorated
with national flags. It was about the celebration of Saint
Sava’s Day in the Prilep Gymnasium, which speaks of
the continuity of the celebration of Saint Sava’s Day in
schools, as well as his glorification as a national saint
and protector of education. The bust was the work of
the drawing teacher Mitrofan Kosjenko and represent-
ed, in a realistic manner, the Serbian saint, while its tri-

angular form, taken from the ancient world, pointed to the apotheosis of the extraordi-
nary hero of the community.

Non-Serb artists also gave material form to the power of the cult of Saint Sava dur-
ing the interwar period, a devotion that extended beyond respect among Serbs and be-
came a visual symbol in the creation of Yugoslav identity. In accordance with the con-
cept of integral Yugoslavism, Saint Sava was depicted by the painter Ljubo Babi¢ and the
sculptor Frano Krsinié¢, who conceived the idea for the medal Saint Sava Blesses the Yu-
goslavs. In this way, the old theme in which the saint blesses the Serbs was transformed,
with modern visual language and strong stylization, into the idea of the saint as the
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protector of the Yugoslavs, which to a certain extent
coincided with the identification of Saint Sava as a
people’s tribune, from whose roots the unadulterated
spirit and the permanent, organic roots of the three-
name people emanate.
Around 1935, an attempt was finally made to
establish a new, official image of Saint Sava in ac-
cordance with the model of ancient art. The Serbian
Orthodox Church commissioned the distinguished
Russian artist of the academic tradition, Stepan Kole-
snikov, to create an image of the saint that would
be distributed throughout church and educational
institutions as the official representation. The real-
istic depiction of the saint emerging from a golden
background points to a mixture of classical academic
teachings with a reinterpretation of medieval herit-
age, and points to the required model of typification of the saint’s image, which will be
repeated to some extent by another Russian artist, Vladimir Predojevi¢, who will simi-
larly present the saint on the iconostasis of the chapel of Saint Simeon in the palace of
the Patriarchate of the Serbian Orthodox Church in Belgrade.

IN THE NEW TIME AND MODERN ERA: FROM DISPLACEMENT IN
THE PUBLIC SPHERE TO THE COLLECTIVE SYMBOL OF THE NATION

Finally, the Second World War brought a great cataclysm, and the period after it also
brought changes to the ideological and state structure. Still, the celebration of Saint
Sava was held even in the transitional period. Thus, in 1945, Saint Sava was celebrated
in the National Assembly. On that occasion, at the celebration organized by ASNOS (An-
ti-fascist Assembly of the People’s Liberation of Serbia), its president Sinisa Stankovi¢
said: “It is only right, as demanded by the great historical moment, that our youth cel-
ebrate Saint Sava through the battle cry for freedom, brotherhood and equality of the
South Slavs.”

It is obvious that during the transition of power, and in uncertain internal and ex-
ternal circumstances, the new communist government was keen to present Saint Sava
as a symbol of all peoples and ethnic minorities, and to preserve the memory of the
unquestionable symbols of previous times during the consolidation of its power. That
same year, a celebration of Saint Sava was held in the great hall of the Rectorate in

Saint Sava Re-
ceives the Hilan-
dar Charter from
the Byzantine
Emperor Alex-
ios, Church of
Saint George

on Oplenac
(before 1930)
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Vladimir Predojevi¢, Saint Sava, iconostasis of
the Court Chapel of the Serbian Patriarchate (c. 1935)

Belgrade, with the cutting of the feast cake. However, the
Communist Party of Serbia sent a letter to schools that
Saint Sava’s Day should be celebrated without a religious
ceremony, but, at the insistence of the Synod of the Serbian
Orthodox Church, the celebration in schools was neverthe-
less held with a religious ceremony. The desire to separate
the celebration of Saint Sava from religious ceremonies
soon led to the complete abolition of the holiday within the
school system, and from 1947 onward, schools worked on
Saint Sava’s Day.

The celebration of Saint Sava in the new circumstances
was difficult, and the artistic expression of his image, as well
as the construction of churches dedicated to him, were in
decline. However, the depictions related to Saint Sava from
1956, which were located in the dormitory of the Hilandar
Monastery, stand out for their quality and expressiveness,
typical of the unique style of the multimedia artist Aleksan-
dar Deroko: Death of Saint Simeon and Burning of the Rel-
ics of Saint Sava.

In the following decades, the Serbian Orthodox Church
strove to preserve the memory of Saint Sava’s role in church
and national history. On the occasion of the fiftieth anniver-
sary of the Serbian Patriarchate, in 1970, the painter Sveti-
slav Vukovié executed a large-scale painting for the ceremo-
nial hall of the Serbian Orthodox Church in the Patriarchate
Palace. It is a representation entitled the Apotheosis of Saint
Sava, which depicts the saint towering over a row of church
dignitaries and the gathered people. Below the representa-
tion of Saint Sava, Patriarch German is depicted with bish-
ops, while the idea of starting the construction of the tem-
ple at Vracar is illustrated by a depiction of an imaginary
project design. The painting also presents various strata of
the people. This expanded the usual image of the saint as
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the protector of children, who became the uni-
fier of the entire people in the past, present and
future. At a time when the profession of faith
was confined to the private sphere, placing this
monumental painting in a limited, but never-
theless public, space realized the aspiration of
the Serbian Church to remain faithful to tradi-
tion, thereby confirming its permanence and
presence in the modern era.

After a hiatus, Saint Sava’s image was rein-
stated in the public sphere. Following Yugoslav
President Tito’s death, during the first years of
the 1980s, a certain liberalization occurred in
the state, which led to the revival of the idea
of building a temple of Saint Sava at Vracar. In
1984, during the reign of Patriarch German, this
idea was revived, and its implementation began
with the chief architect Branko Pesi¢. In the pe-
riod after the collapse of Yugoslavia and the in-
troduction of multi-party life, there was a renewed interest in the representation of the im-
age of Saint Sava in art. The impetus was provided by the re-commemoration of Saint Sava
in the school system of the Republic of Serbia, starting in 1990. Art played a prominent
role in the revival of Saint Sava’s cult in the public sphere. In this regard, it is necessary
to highlight the sculpture by Miodrag Zivkovié, who presented Saint Sava in the form of a
public monument in Prijepolje, thereby emphasizing the cult of the saint that stems from
the Mileseva Monastery, which was for centuries the burial place of Saint Sava. Thus, in
1995, a monument was unveiled that combined the traditional design of the figure with a
modernist, abstracted framework, thus connecting tradition and innovation into a unique
form, relatively speaking, of purified and abstracted modernism. The successful transfer
of the MilesSeva fresco of Saint Sava from the medium of painting to the medium of sculp-
ture distinguishes this sculpted fresco, and makes it proof of the possibility of depicting holy
figures in a realistically purified figurative form.

In the year of the installation of the monument to Saint Sava in Prijepolje, the sculp-
tor Drinka Radovanovi¢ also created a bas-relief depicting the saint. Five years earlier,
the sculptor had also created a bas-relief depicting Saint Sava with wolves. With this, she
pointed to another narrative in the vision of Saint Sava, one that is linked to folk legends,
fantasy, and the mythological dimension of the saint’s image preserved in folk tradition.

Aleksandar
Deroko, The
Burning of the
Relics of Saint
Sava, dormitory
of the Hilandar
Monastery (1956)
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Svetislav Vukovi¢, The Apotheosis of Saint Sava, Ceremonial Synod
Hall in the Palace of the Serbian Patriarchate (1970)

At the end of the century, the churches designed by the architect Predrag Risti¢, ded-
icated to Saint Sava, stood out for their quality and authorial stamp. The church in Han-
over, designed in the spirit of the revival of the style of the Middle Byzantine period,
was built from 1996 to 2003, and the church in Foca, shaped in the neo-Romanesque and
neo-Byzantine style, was constructed from 1994 to 2013.

In the twenty-first century, the construction of a large number of churches dedicat-
ed to Saint Sava continued in many cities where Serbian and other Orthodox people live,
with the church dedicated to Saint Sava in San Gabriel (1984), near Los Angeles in Califor-
nia, standing out for its harmonious reception of the Serbian-Byzantine style.

In the first decades of the twenty-first century, the image of Saint Sava in the visual
arts has been continuously shaped. A series of original icons and paintings has been cre-
ated, ranging from traditionally conceived expressions inspired by old medieval icons
to personal visions of the saint’s image. While these personal visions allow for more
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expressive styles and a certain freedom, they re-
main in accordance with Orthodox iconography
and dogmatic frameworks. Within the series of
these artistic icons, the works of Bishop Tihon
Rakiéevi¢ of Moravica, Jelena Hinié, Goran Jo-
vi¢ and others can be recognized, testifying to
the thesis that Saint Sava’s image is also a reflec-
tion of the artists themselves, their visual poet-
ics, and broader religious, aesthetic and ethical
worldviews.
Finally, in the year 2025/26, when the 850"
anniversary of the birth of the founder of the
Serbian Church was celebrated, the work on the
interior of his temple, having been roughly com-
pleted around 2020, was largely finished. Mod-
eled after the golden mosaics of Hagia Sophia in
Constantinople, the magnificent mosaic interior
of the monumental church was designed, largely
built according to the Nestorovié-Deroko project.
Upon the idea of the Russian artist Nikolai Mukh-
in, and in accordance with Orthodox expression
and established iconographic patterns from the
medieval period, a creative synthesis of Serbian,
Byzantine and universal Orthodox painting was
carried out in the mosaic technique. It should
also be noted that the Temple of Saint Sava ac-
quired the symbolism of the Serbian sacral pan-
theon. The crypt of the temple, or the Church of
Saint Prince Lazar, completed in 2001, was conceived as the burial place of the Serbian
patriarchs, the first of whom was Patriarch Irinej Gavrilovi¢ (2010-2020). Thus, instead of
the physical body of Saint Sava, which was burned at Vracar, this space became the final
destination of the later Serbian patriarchs, establishing an indirect connection with the
burial place of Saint Sava in MileSeva, where his body had rested from 1237. This marked
the end of the long journey of building the temple, and with it a major episode in the
celebration and final monumentalization of the figure of Saint Sava, who was thus estab-
lished as an integrative national topos, a holy man in church tradition and a secular place
of remembrance in the collective memory of the Serbian people.

Miodrag Zivkovié,
Monument

to Saint Sava,
Prijepolje (1995)
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Tihon Rakiéevi¢, Saint Sava, private collection (2001)

The development of the cult of Saint Sava among the
Serbian people and other Orthodox peoples, from the
Great Migration of the Serbs in 1690 to the present day, is
inseparable from art. As an important structure for shap-
ing reality, art has been an engaged tool in the formation
of the cult of Saint Sava over the centuries, in the pre-mod-
ern, modern and contemporary eras. From the ideologi-
cal definition of Saint Sava to the era of the religious and
political program of the Metropolitanate of Karlovci in
the eighteenth century, various media, oil paintings and
icons, prints and wall paintings in church spaces, defined
the foundations of interpreting the saint in art, primari-
ly determined by the liturgical function and the prayerful
attitude of the faithful. However, since that time, marked
by the effort to preserve the Serbian and Orthodox people
in unfavorable political circumstances, the image of Saint
Sava in art has become both a symbol of national identity
and an expression of religious patriotism.

Such a practice culminated during the long nineteenth
century. In the territory of the Metropolitanate of Karlovci,
and especially in southern Hungary, as well as in the insur-
gent Serbia and the subsequent Principality and Kingdom of
Serbia, Saint Sava was portrayed as a national hero. At the
same time, he also became the protector of Serbian educa-
tion. Appointed as the first Serbian enlightener, Saint Sava
was recognized through the educational system as a pivotal
figure in the educational process, especially in the school
system, in which his image was imitated through the litho-
graphic medium, but also through religious ritual. Hence,
over time, he also became the protector of pupils and stu-
dents, and his role was primarily defined through artistic per-
ceptibility within educational institutions. Thus, his image
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The Temple of Saint Sava in Belgrade, contemporary view

combined the roles of both a secular and a spiritual enlightener, blending two distinct
worldviews within a single person. This began the centralization of the image of Saint Sava,
who, through the state system and the implied church organization, acquired the character-
istics of a religious, but also a state-regulated cult. Since that time, the shaping of the cult of
Saint Sava in art and his celebration in the school system seem to be connected.

Accordingly, art has also created a new reality of the saint. Through the various im-
ages of Saint Sava, the views of the saint were expressed, conditioned by the different his-
torical and spiritual roles that individuals or entire generations saw in this eternally the
same, but constantly changing, living saint. Whether as a young man, or the archetypal
figure of an old man, the first Serbian archbishop, or as a young monk, surrounded by
Serbian children, Saint Sava was always a historical figure, but also a reflection of individ-
uals and their worldviews.

Artists also tested their visual poetics by artistically shaping the saint’s image. From
academicism, the old icon painting style, idealistic realism and symbolism, to modern
visual poetics, Saint Sava and his image followed the changes and transformations of Ser-
bian art during the nineteenth and first decades of the twentieth century.
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Nikolaj Muhin, Saint Sava,
Temple of Saint Sava in Belgrade (c. 2020)

The churches built in his memory can be un-
derstood in a similar spirit. Mostly defined by Ser-
bian medieval building practices and the original
solutions of leading Serbian architects, the idea of
commemorating the first Serbian archbishop culmi-
nated at the end of the nineteenth century with the
initiative to build a monumental church at Vracar.

In the interwar period, in the new Yugoslav
community, the figure of Saint Sava continued to act
as an integral symbol of the Serbian people, but was
also assigned new roles, such as the people’s tribune
and the protector of the new Yugoslav nation. This
once again confirmed the thesis about the ideologi-
zation of the figure of Saint Sava as a consequence
of broader social, religious, ideological, cultural and
other frameworks of the time. At the same time, in
that period there was also a dynastic attachment to
the figure of Saint Sava, which was accompanied by
artistic production. What began during the Obreno-
vié¢ dynasty continued during the Karadordevié¢ dy-
nasty, when the image of Saint Sava indirectly be-
came the patron of the ruling house, with special
emphasis on his medieval roots and the Hilandar
Monastery as the ancient starting point and spiritual
source from which the saint emerged. During that
period, amid a return to origins and the rise of tra-
ditionalism, the Serbian Orthodox Church sought to
canonize and shape the image of Saint Sava in both
art and architecture, aligning it with medieval artis-
tic solutions for uniform distribution.

Also, during this period, the nineteenth-century
practice of linking the modern ruling dynasty to the
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holy Nemanyji¢ lineage of Saint Sava and Saint Simeon continued. This was manifested in a
deliberate revival of medieval artistic styles, which the contemporary imagination associated
with the ideal golden age of the Serbian medieval church and monarchy.

Finally, in the unfavorable political circumstances following the establishment of the
second Yugoslavia, the cult of Saint Sava was marginalized and largely restricted to pri-
vate piety. Although there were valuable works of art that focused on the saint's image,
they were the product of individual initiative rather than systemic undertakings, which
were impossible under an ideologically different state order.

At the dawn of the disintegration of the SFRY, the idea of building a temple was re-
vived. Suppressed national and religious beliefs slowly manifested themselves in the pub-
lic sphere, which resulted in the resumption of the works on the temple, the construction
and interior decoration of which would be largely completed around 2020, and the tem-
ple would become a place for gathering and celebrating Saint Sava, encapsulating both
the concept of Christian enlightenment and the idea of a premier place of remembrance,
shaped by the idea of secular celebration of the memory of the first Serbian enlightener
and patron of education. Hence, the works of art and temples erected around the world,
dedicated to Saint Sava, have indicated his role as a kind of religious and cultural symbol
in modern times as well.

As a central axis of Serbian history and an exemplary spiritual ladder, Saint Sava
united diverse identity narratives of both church and state within his persona. Conse-
quently, the ever-evolving interpretations of the past have been harmonized within his
multifaceted, unifying personality. Throughout this continuous process, art has served as
an active generator, establishing and maintaining the cult of Saint Sava over the centuries.
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Lintel and jambs of
the west Studenica portal

Studenica Monastery, Virgin's Church, c. 1190

Copy, cast by Ante Kucan, 1958 (copied in 1949)

Plaster; 1) 265 x 40 cmy; 2) 142 X 42 ¢y 3) 142 X 42 cm

Fresco Gallery of the National Museum of Serbia, inv. no. 27_199

Skillfully and richly carved stone sculptures adorn
the outer and inner sides of the lintel and jambs of
the main, western portal of the Church of the Holy
Virgin at Studenica. The relief decorations are de-
signed to present two programmatic units.

In the center of the inner field of the lintel, a
figure of Jesus Christ is carved. The inner sides of
the jambs contain full-length frontal representa-
tions of the apostles - arranged vertically, six on
each side. All figures are executed in high relief.
The representation of Christ with the twelve apos-
tles corresponds to the compositional scheme of
the Mission of the Apostles, a feature commonly
found in early Christian art but less frequent in Ro-
manesque architectural sculpture. Christ is depict-
ed on a throne, blessing with his right hand while
holding an open book in his left. He is dressed in
a chiton and himation. His hair falls to his shoul-
ders, his beard is short, and his head is surrounded
by a halo with an inscribed cross, its edge adorned
with dotted lead decorations. The representations
of the apostles on both jambs are executed in a sim-
ilar manner and placed within carved rectangular
fields; each border on which an apostle stands is
supported by a motif of three connected, flowering
branches. At the top of the procession (on the lin-
tel), the apostles Peter and Paul are depicted facing

one another. Because these figures lack inscrip-
tions, they must be identified by their iconographic
features and stocky, somewhat unbalanced propor-
tions. Like Christ, they are dressed in chitons and
himations and bear halos. Each holds a half-opened
scroll in his left hand while raising his right to his
chest in a gesture of blessing. In addition to the
scroll in his left hand, the Apostle Peter holds his
recognizable attribute: the keys.

The outer sides of the lintel and jambs of the
main portal feature carved vegetal and figurative
representations. The lintel displays a vine motif
that intertwines as a frieze, forming circular me-
dallions containing figurative elements. First in the
series are two frontal representations: the mytho-
logical Sirin - a creature in the form of a bird with
a human head - and a prancing horse. The Sirin
is followed by an eagle with spread wings and an-
other bird, while two fantastic creatures - basi-
lisks - are depicted behind the horse. In the outer-
most medallions of the lintel are floral motifs that
transition naturally into the relief decoration of
the doorframe, which is also adorned with a vine
pattern combined with acanthus leaves. The vine
bifurcates, creating circular fields filled with vari-
ous vegetal motifs. With the exception of the first
three fields in the upper zone of the northern jamb,
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which also feature bird figures, the remaining sec-
tions of the jambs display only the grapevine motif.
The southern jamb features various carved floral
motifs within its fields.

The sculptural program of the main Studenica
church stands as an excellent example of the in-
terpenetration and synthesis of Romanesque and

Byzantine patterns in Serbian medieval architec-
tural stone carving.

LITERATURE: MakcumoBuh 1971: 64-67; Babuh u gp. 1986:
30-31; Toguh 1994: 13-23; Ba6buh 2019a: 36; Ba6buh 20196:
34-35; Babuh 20198: 89-112.

N. B.















Three-light
window of the altar apse

Studenica Monastery, Virgin's Church, c. 1190
Copy, cast by Ante Kucan, 1958 (copied in 1949)
Plaster; 400 % 267 cm

Fresco Gallery of the National Museum of Serbia,
inv. no. 27_198

Particularly distinguished by its refined and natu-
ralistic sculpted decoration, the three-light window
of the altar apse features the most complex and de-
tailed ornamentation among all the window open-
ings of the Church of the Holy Virgin at Studenica.

The four slender colonettes support the three
arches of the window opening. The two central
colonettes, which divide the opening into three
lights, feature stylized capitals. The high-relief dec-
oration covers the surfaces of the window’s lunette
and the frame - including the window sill, side
jambs, and the archivolt. A motif of simple interlace
with doubled acanthus leaves is executed on the
window sill. Similar motifs to those decorating the
jambs of the main portal are also found on the win-
dow frame: a double vine carving that creates cir-
cular fields within which various motifs are carved.
On the north side, various types of flowers are de-
picted, while the south side features figurative rep-
resentations: a siren, a ram with a cross, an eagle,
a deer, a boar, a seated male figure holding a vine
in both hands, and a dove. The jambs are connect-
ed by an archivolt on which the vine carving con-
tinues, featuring medallions with leaves and mul-
ti-petal flowers. Above the junction of the northern

and central arches, a lion is carved, from whose
jaws a double vine with acanthus leaves emerges
and develops. Its intertwining strands spread over
the surface of the lunette, creating four irregularly
shaped circular medallions in its central field. To
the right of these medallions, a basilisk is carved,
while to the left is a dragon devouring a human fig-
ure. Along the lowest zone of the side jambs, sup-
porting consoles in the form of kneeling human fig-
ures are carved, which are traditionally interpreted
as representing good and bad monks. Due to the
position and presence of these consoles next to the
three-light window, it is assumed that the original
design for the window included an outer frame, of
which these lateral figures were an integral part.
To this day, the complex iconographic program of
the eastern three-light window - especially its sym-
bolism - has been interpreted in various ways. This
symbolism is mainly understood in the context of
allegorical motifs depicting the struggle between
good and evil, virtue and sin.

LITERATURE: MakcumoBuh 1971: 68; Ba6uh u fp. 1986: 31;
Bypuh 1988-1989: 7-18; Babuh 2019: 33-34; Babuh 20198:
89-112; MaTtuh 2019: 188-192.

N. B.
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Consoles with
figural motifs

Studenica Monastery, Virgin's Church, c. 1190
Copies, cast by Dragan Petrovi¢, 1968
Plaster; 23 x 21 cm

National Museum in Kraljevo

In the highest zones of the facade of the Church of
the Holy Virgin at Studenica, a frieze of blind ar-
cades runs beneath the attic cornice. The carved
blind arcades of the southern and western facades
feature sculpted marble consoles adorned with fig-
urative and floral motifs. Among the figurative mo-
tifs are human heads of various genders and ages,
alongside fantastic and zoomorphic creatures.
Consoles in the form of a lioness’s head and two
youthful human heads are carved on the arcades
within the highest, central zone of the western fa-
cade. A pronounced plasticity and finely carved de-
tails characterize these figures. The lioness’s head
with pointed ears is depicted with a wide mouth and
visible sharp teeth in its jaws. Her face is character-
ized by a wide, fleshy, wrinkled snout, and large eyes
with lead inserts in place of pupils. The sculptor’s in-
tent to faithfully capture the physiognomy and ex-
pression of the lioness is reflected in details such
as the carved dots in the whisker area and the deep
wrinkles on the snout and cheeks. The two youth-
ful human heads exhibit somewhat rougher facial
modeling. Given the subtly androgynous nature of
their features, they can be tentatively identified as
a young woman and a young man. Large lips, wide
nostrils, and large eyes with lead pupils are among
their defining characteristics. The master delineated

wrinkles and emphasized facial planes using shal-
low incisions across the forehead, chin, and cheeks.
Distinct differences emerge primarily in the styliza-
tion of hairstyles: while the male (?) figure has me-
dium-length hair that falls below the cheeks and is
combed behind the ears, the female (?) figure fea-
tures hair parted in the center of the crown that falls
evenly over the ears down to the chin.

The second group of figurative representations
consists of those on the consoles of the southern
facade. Among them is the head of a woman with
braids, carved in the highest zone of the narthex
facade. Consoles depicting a man with long, wavy
hair and a beard, alongside a fantastic creature,
are positioned on the facade of the western aisle.
Large, almond-shaped eyes with lead pupils, a re-
fined facial structure, and prominent individual
features - such as nasolabial folds, wide-open nos-
trils, and a sharply defined chin - characterize the
basic features of the woman’s face. Her hair, parted
in the center, is combed behind the ears and tied
into two braids, with deeper incised lines master-
fully imitating individual strands. The master exe-
cuted the strands of wavy, tightly curled hair and
the bearded mustache on the male head with great-
er meticulousness and emphasis. The modeling of
this male head is rougher, featuring intentionally



prominent, oversized earlobes. The fantastic crea-
ture, which shares a similarly rough style with the
described male head and mirrors elements of the li-
oness’s head from the western facade, differs from
the other representations as it sinks its four sharp
teeth into the edge of the console.

Similarities in execution, design, and facial
expression of the figures can be found in the

sculpted reliefs of southern Italian churches. The
connection and transmission of this style to the re-
gion likely occurred via the coastal Adriatic cities.

LITERATURE: MakcuMoBuh 1971: 71-75; Babuh u np. 1986:
42; Babuh 20198: 89-112; Maruh 2019: 183; [Ipepasosrh
2019a: 38; [IpepazoBuh 20196: 38-39.

N. B.
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Parts of the lunette of
the north two-light window
on the west facade

Studenica Monastery, Virgin's Church, c. 1190

Copy, cast by Rade Pajovi¢, 2024

Plaster, cast; 77 X 19 % 15 cm

National Museum in Kraljevo, inv. no. RP. 04 NMK

In addition to the richly sculpted altar trifora and
a series of single-light window openings (mono-
forae), the Church of the Holy Virgin at Studenica

features twenty-four two-light windows (biforae),
two of which stand out particularly on the western
facade. The lunettes of the northern and southern
biforae on the western facade contain sculpted
stone reliefs that, in terms of style and fineness of
execution, closely resemble the stone ornamenta-
tion of the altar triforium.

Both biforae are recessed into the wall, featur-
ing prominent external archivolts flush with the
facade and beveled window sills. In the center
of the northern bifora lunette, a branching plant
motif forms three circular fields, each filled with
three fleshy leaves. To the right and left of this cen-
tral motif, two facing birds are carved, grasping
the upper part of a vine tendril with their beaks.



The meticulous execution of the feathers and the
carved “ring” motif with multiple perforations
around their necks indicate that these are turtle-
doves, a motif carrying profound Christological
and symbolic meaning. Along the outer side of
the northern bifora’s inner arches runs a band of
repeating trefoils, while the inner side features a
repeating two-branched palmette motif. The two
inner arches are supported by a central octagonal
colonnette, which divides the window opening.
Single-strand interlace motifs were carved into the
corners of the lunette.

Until the mid-twentieth century, both bifo-
rae on the western facade were walled up. During
conservation work in the Radoslav Narthex and

subsequent archaeological research, a fragment
carved with a rosette motif belonging to the south-
ern bifora was discovered, prompting the reopen-
ing of both windows to return the fragment to its
original position. On that occasion, surviving parts
of the northern bifora - which until 1956 had been
built into the eastern gable (kalkan) of the Milosev
Konak in Studenica - were removed and placed in
the monastery lapidarium. Finally, during the 2018
reconstruction of the northern bifora, two frag-
ments of the lunette were reincorporated in situ.

LITERATURE: Henazosuh 1957: 45; Yanak-Meauh, Bo-
koBuh 1986: 103-105; JebpoBuh-Pructuh 2017: 25-42;
IIpepazsoBuh 2019: 41-42.

N. B.
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Lead window transenna

Studenica Monastery, Virgin's Church, c. 1190

Copy, cast and assembling by Mihailo Paunovié, Miroljub
Stamenkovi¢, Slobodan Savi¢, 1987

Glass, lead; 225 x 94 cm

Fresco Gallery of the National Museum of Serbia,

inv. no. 27_1319

Immediately after the construction of the church
dedicated to the Virgin Evergetis (Dobrotvorka) at
the Studenica Monastery, several single-light win-
dow openings (monoforae) were closed with perfo-
rated lead sheets. Today, only one example of such
a window screen has been preserved at Studenica
- a transenna located on the northern wall of the
nave, beneath the dome of the church.

The lead sheet is divided into ten vertically ar-
ranged circular fields, with two rows of five. It is
assumed that the screen originally contained a to-
tal of twelve fields. Each circular field was created
by drilling perforations into the lead sheet. Using
this technique, figurative representations were
rendered at the center of each field: the highest
zone of the transenna depicts a lion and an eagle
with spread wings; below them are two deer; and
the central, third zone features two fantastic an-
imals combining the traits of a winged dog and
a snake. The fourth zone contains two rosettes,

while the lowest zone features two dove-like birds.
All of these figural representations are positioned
in antithetical symmetry. In the corners of certain
fields, as well as on the petals of the rosettes and
the animal figures, larger cutouts house irregu-
larly shaped pieces of multicolored glass - green,
red, yellow, light blue, and white. Sunlight pene-
trated through the stained glass and minute perfo-
rations, casting a distinct illumination across the
church interior.

This controlled filtering of light created a spe-
cific atmosphere inside the church, especially dur-
ing worship. The interplay of light and shadow was
a crucial element in shaping sacred space in medi-
eval art, both in the West and across the Byzantine
Empire.

LITERATURE: PasojkoBuh 1961: 19-26; KamanuH u ap.
1986: 64-66; Yanak-Mezauh, Bomkosuh 1986: 106; MaTuih
2019: 192-193; IlIrexap 2019: 44-46.

N. B.
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Hilandar Charter

Hilandar Monastery, 1198/99

Parchment, 300 x 400 (Corovié: 540) mm

Copied from the book: D. Avramovi¢, Sveta Gora sa strane
vere, hudozestva i povestnice

Matica Srpska Library, inv. no. R19Sr IT 23.1

The Hilandar Charter was issued to the Hilandar
Monastery by Simeon, the former Grand Zupan
Stefan Nemanja. While the exact date is not record-
ed, the context of historical events places its creation
after June 1198 - when Emperor Alexios III Angelos
gifted Hilandar to Simeon and Sava - and certainly
before Simeon’s death in February 1199. Regardless
of the name in the signature (Simeon), the Hilandar
Charter is considered Saint Sava’s autograph; this is
indicated by the linguistic and stylistic features of
the text when compared to his other writings. Re-
search has also identified nearly identical textual
segments shared between the Hilandar Charter and
Sava’s Life of Saint Simeon.

The Hilandar Charter was preserved at the mon-
astery until 1896, when it was presented to King Al-
exander I Obrenovié¢ alongside the Miroslav Gospel.
It was subsequently housed in the National Library
of Serbia until the First World War, during which it
vanished alongside other invaluable manuscripts
during the wartime evacuation. Fortunately, based
on photographs preserved at the Archives of the
Serbian Academy of Sciences and Arts and a de-
tailed transcript by Dimitrije Avramovic¢, the docu-
ment has been published, analyzed, and translated
by eminent experts in the fields of Serbian history,
law, literature, and linguistics. From a codicological

perspective, Avramovic’s historical transcript of the
charter remains highly valuable.

The original document was written on a parch-
ment scroll in uncial script across 67 lines. The text
begins with an arenga, followed by an exposition
detailing the rise to power of Stefan Nemanja, his
reign, the stabilization of the country, and his even-
tual departure to Mount Athos after tonsure under
the monastic name Simeon. He appoints his son
Stefan - the son-in-law of the Byzantine emperor
Alexios III Angelos - as his successor to the Serbi-
an throne. Upon arriving on Mount Athos, the monk
Simeon finds the Hilandar Monastery church of the
Presentation of the Holy Virgin in ruins, observing
that “not one stone was left upon another” (RbgeaenHe
((Be)Tnie H Mphcaarnne Raaa(H)Hue Hawe R(oropoan)ue, HAKARE
He BE KALEND OCTAAL HA KALIENH, HOY PpA3BAAEHR (WAHOVAL).
There follows the disposition, in which he enumer-
ates the villages and estates granted to the monas-
tery: the villages of Neprobista, Momusa, Slamodra-
va, Retimlje, Trnje, Retivstica, and Trnovac, along-
side two settlements in Hoca with their market-
place. He also grants two vineyards, four apiaries (in
Trpeze, Dabsor, Godisevo, and Parice) maintained
by two men each, the mountain of Bogaca, Radovo
Sudstvo, and Purdevo with a total of 170 Vlachs, as
well as breeding mares and 30 measures of salt from



Zeta. The text further establishes a strict prohibition
against monastery dependents transferring to the
service of the Grand Zupan, and vice versa. For those
who violate this vow by seizing monastic property,

Simeon declares a spiritual sanction, warning that
God will judge them, and that at the Last Judgment,
their adversaries will be the Theotokos and “I, Sime-
on the sinner” (kzh rpkiibHHKL CHIEWHL”).

The signature reads: KPhC(T) CHM(6)®H(0)EL H
M0ALIMHCANHE

LITERATURE: ABpamoBuh® 1848: 40-45; CBeTr CaBa 1928: I-
1V, 1-4; CBetu CaBa 1939: 25-28; MomuH 1979: 101-128; Tpu-
yHoBuh 1986: 49-60; CBeTr CaBa 1986: 24-25, 31-33; CBeTH
Casa 1998: XIII; AuhenkoBuh 2020: 230-234, 236.

M. ]J.
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Icon of the Virgin
Hodegetria

Unknown artist, late 12t century
Wooden support, mosaic, 63 % 44.5 cm
Treasury of the Hilandar Monastery, inv. no. Roo1

The mosaic icon of the Virgin Hodegetria is the
oldest preserved icon in the treasury of the Hilan-
dar Monastery. It dates to the period when the for-
mer Grand Zupan, the monk Simeon, and his son,
the monk Sava Nemanjié, were restoring the Hi-
landar Monastery on Mount Athos. The Most Holy
Theotokos is depicted in a half-length frontal pose.
In her left arm, she holds the Christ Child, toward
whom she points with her outstretched right hand.
The Holy Virgin is dressed in a dark blue maphori-
on, adorned with a double golden ribbon along the
edges. A single golden star is visible on the Mother of
God’s right shoulder and forehead. The background
is composed of golden mosaic tesserae. The inscrip-
tion fHP BY and the circular outlines of the halos
around the figures of the Mother of God and Christ
are executed in a darker hue.

Christ offers a blessing with his right hand out-
stretched to the side, toward which his gaze is di-
rected. He is dressed in a golden himation over
a matching chiton highlighted with red potamoi

(rivers). Within Christ’s halo is a cross executed in
varying shades of blue. The central and lower por-
tions of the icon are severely damaged, and the
original mosaic tesserae are missing.

The icon is most likely the work of a Greek mas-
ter from Constantinople or Thessaloniki, dating to
the late twelfth century, circa 1200. According to Sa-
va’s Life of Saint Simeon, the monk Simeon request-
ed to be placed before the icon of the Holy Virgin
as he commended his spirit to the Lord. While it is
widely hypothesized that this mosaic is indeed that
very icon, this association cannot be definitively
confirmed.

The Historical Museum of Serbia possesses a
replica of this mosaic icon of the Virgin Hodeget-
ria (inv. no. KFI 29), executed in 1995 by Snezana
Jov¢i¢ Olda.

LITERATURE: Bypuh 1966: 16-20; IleTkoBuh 1998: 9, 21,

65-66; Duri¢ 1998: 280-281.
M. M.
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8. Staff (crozier) of
the Hilandar hegoumenos
(abbot), gift from
Alexios III Angelos

Originally from Constantinople, 1199

Ebony, jasper, silver, silver-gilt, turquoise, pear],
semi-precious gemstones;

Cutting, forging, filigree, granulation, niello;
Copy, copied by Zvonko Petkovi¢, 2024

staff height: 144.5 cm, diameter 2 cm; height of the staff

head: 4.5 cm, diameter 7 cm
Hilandar Monastery

=0 S8

Saint Sava received the Hilandar abbot’s staff from
the Byzantine Emperor Alexios III Angelos during
his stay in the imperial capital in 1199, confirming
that the newly established Serbian monastery and
its brotherhood on Mount Athos had the right to
independently elect and appoint their monastic el-
ders. For the Hilandar brotherhood, this act was of
immense significance, as previous Athonite prac-
tice required a newly chosen abbot to travel to the
imperial court in Constantinople to receive confir-
mation directly from the emperor.

The staff consists of a shaft with a circular
cross-section made of ebony wood and a finial made
of ellipsoidal jasper stone, attached to the shaft by
a gilded silver revetment mount. The cross-shaped
lower and upper sections of this mount are connect-
ed by a band enclosing the widest part of the jasper
stone. A square-cut semiprecious stone, flanked
on each side by a smaller circular stone, is set at
the center of the mount’s upper face; additionally,



a faceted, oval semiprecious stone sits at each junc-
tion where the cross-arms meet the central metal
ring. The shaft is partially covered with gilded sil-
ver sheathing interspersed with smaller metal col-
lars. Furthermore, the metal components of both
the shaft and the finial mount were originally dec-
orated with double filigree wires strung with pearl
and coral beads. These pearls are only partially
preserved today, remaining visible on the central
collar of the shaft and on the ring directly beneath
the head of the staff. Since this specific decorative
technique was widely employed by goldsmiths
in the imperial capital during the Middle Byzan-
tine period, the traditional dating ascribed to this
abbot’s staff is firmly supported by its material
characteristics.

The subsequently inserted silver revetment upon
the shaft bears an inscription executed in the niel-
lo technique which, based on its paleographical and
linguistic features, dates to the eighteenth century.

This inscription states that the staff was a gift from
Emperor Alexios Komnenos to Saint Sava of Serbia,
noting the year 1181 as the date of its creation (c¢fi
Aez(A)b AapoBaAh L(a)p(h) AdezH KoMHTEHD C(BE)TOM(b)
CEPROICIKOIS CARE(hI) E'h ZHAICh L(A)pCCKIE BAACTH MOCTARAATIE
IETBLIEHA CALIORAACTHA <+ AkTA @ xp(H)cTa: dpria: [“This cro-
zier was given by the Emperor Alexios Komnenos to
the holy Serbian Sava, as a sign of imperial power to
appoint an independent abbot”]). Historians assume
this chronological data was likely the result of an
eighteenth-century copyist misreading or misinter-
preting the original Greek inscription.

Modeled after the original Hilandar abbot’s
staff, Professor Zvonko Petkovi¢ executed a replica
in 2024 which, like the authentic artifact, is pre-
served today within the Hilandar Monastery.

LITERATURE: ABpamoBuh® 1847: 13; ABpamoBuh® 1848:
48; MuoBanoBuh 2008: 266-267; MubkoBuh 2008: 83-84;
MuwuspkoBuh 2015: 127-137.

N. B.
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Studenica’s
founder inscription

Studenica Monastery, Virgin's Church, the ring beneath
the dome’s drum, 1208/1209

Copy, copied by Zoran Jovanovié, 2019

Canvas, casein paint

Treasury of the Studenica Monastery

In the mid-twentieth century, a founder’s inscription
was discovered in the sub-dome area of the Church
of the Holy Virgin at Studenica, establishing the pre-
cise completion date of the monastery’s frescoes as
1208/1209. Although Pavel Jozef Saférik had observed
part of this inscription a century earlier during his
travels through Serbia in 1846, his records remained
unpublished for the next 150 years. He had noted:
“Beneath the dome of the large church, the remains
of a former inscription are visible, from which only
the words eaicia KHezZa BAbKANA Bh AkTO 2¥ZI [“of Prince
Vukan, in the year 6717”] can be deciphered, which
presumably indicate that in the year 6717 from the
creation of the world, or 1209 AD, this church was by
Prince Vukan, brother of Stefan the First-Crowned.”
Shortly after Safarik’s visit, a restoration of the dam-
aged frescoes commenced, and the painter Zivko
Pavlovi¢ from PozZarevac was hired for the project.
During this process, the inscription was misinter-
preted; Pavlovi¢ and his associates erroneously con-
cluded that the church had been painted during the
reign of Stefan Nemanja and then repainted under
his son Vukan in 1205. They recorded this inaccurate
observation in a new inscription within a cartouche
on the southern wall of the church.

As Safarik's discovery of the inscription re-
mained unknown until the end of the twentieth

century, the knowledge about the existence of the
founder's inscription was reached at the time of ex-
tensive research at Studenica during the 1950s. The
nineteenth-century overpainting was removed, un-
covering both the original thirteenth-century layers
and the sixteenth-century fresco restorations. Along
the lower edge of the dome, to the right of the rep-
resentation of the Holy Mandylion (the Image Not
Made by Hands), an inscription runs in a circle us-
ing, written in large letters 10-12 cm in size, which
reads: T cen - npke(Re)ThI XpAMB - NPEYHC(T)HE BAAA~
hIYHLIE HALUE E(OFOPOAH)LIE - ChZhAAHR EBICTh REAECAAR(H)~
BI(U)h C......h...h..A€ - BEAHMK ZROVTIAHOME H Ch(RATO)Y (L(A)
pA) TP(hYT(L)CIC(AMYO0 KYPh AAKKKCE - CTRPAHOUEL - HEMAHEN -
TPHBIEMBLIOYLIOY AHBTEARCKBI (WEPA(Z - CYHUIEWHOY MbHH~
X0V - ChE.... .AABRHA..L. (A) M(b)REAHETA
KKHEZA BABKAHA - - PHLAHKTA - BT -
PAEOTABLLIA.. .. (E)Te CARYy rhpkunare (“This most holy
temple of our Most Pure Lady, the Mother of God,
was built by the glorious [...] Grand Zupan and in-law
of the Greek Emperor, Kyr Alexios, Stefan Nemanja,

Bk AKTO - NYZI H EHE

who received the angelic habit as Simeon the monk.
It was completed by the [...] glorious lord [...] Grand
Prince Vukan in the year 6717, the 12 indiction. And
remember me, Sava the sinful, who labored here.”
Initially, the patronage over the decoration of
the Church of the Holy Virgin was attributed to
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Vukan, owing to the explicit mention of his name.
It was only the explanation proposed by Porde
Trifunovié that successfully elucidated the signa-
ture within the inscription: H UeHE pAEOTABALIA(rO
nomen)(kyTe cagy rapkuwnare. Based on the corpus of
medieval Slavic manuscripts, Professor Trifunovié¢
concludes that “the verb rabotati is not synonymous
with raditi (to do/make something), but rather sig-
nifies - to be enslaved or to serve (someone or some-
thing).” In this way, the Archimandrite of Studeni-
ca, Sava, places himself among the spiritual serv-
ants overseeing the construction and decoration of
the Church of the Holy Virgin. The adjective sinful
is not unusual within Sava’s signatures, since in his
own writings he characterized himself as a sinful,
wretched, unworthy, lazy monk. His contribution to
the decoration of Studenica is further manifested
in the selection of Serbian-Slavonic inscriptions,
which constituted a bold choice within the canoni-
cal jurisdiction of the Archbishopric of Ohrid, par-
ticularly when considering the fact that the paint-
er was Greek. As Dorde Trifunovié¢ noted, and as
Irena Spadijer subsequently confirmed through
a further analysis of the scribal errors within the
inscriptions, the copyists of these texts were like-
wise Greek. Such an autonomous course of action
in the selection of language underscores the high
status that Sava enjoyed within the Byzantine world
at that time.

LITERATURE: Mauguh 1956: 39-41; TpudyHosuh 1967:
6-7; Bypuh 1979: 245-261; Bophesuh 1986: 5; Tpudynosuh
1986a: 4; Illadapuk 1993: 18; Illmagujep 2006: 517-522;
Cy6otuh u zp. 2015: 25, 35-44; JKuBkoBuh 2019r: 48-49;
Casuh 2020: 521; Matuh, Auhenkosuh 2022: 307-326.

M.].
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[conographic program around the abbot’s
throne in the Virgins Church at Studenica:
Virgin of Studenica, Saint Josaphat, Saint
Barlaam, Saint Sabbas the Sanctified

Studenica Monastery, Virgin's Church, 1208/09

Copy, copied by Zdenka Zivkovié: 1) 1986, 2) 1986, 3) 1988, 4) 1986

Canvas, casein paint: 1) 248 % 70 cm, 2) 250 x 66 cm,

3) 248 x 70 cm, 4) 250 % 85 cm

Fresco Gallery of the National Museum of Serbia,

inv. no. 27_783; inv. no. 27_1309; inv. no. 27_1331; inv. no. 27_1308

The abbot’s throne of the Church of the Holy Vir-
gin at Studenica, dating from the first decade of
the thirteenth century, was originally positioned
in the corner of the multi-tiered southwestern un-
der-dome pilaster. The preeminent status of this
seat was further emphasized by a carefully de-
signed fresco program executed in the lower regis-
ter of the southwestern pilaster.

That the abbot’s throne was once located at this
spot, resting against the eastern side of the men-
tioned pilaster, is shown by cuts on the marble cor-
nice of the base and traces of the stone structure’s
supports in the floor. This is further confirmed by
the text of the thirteenth chapter of the Studeni-
ca Typikon, which relates to the installation of the
monastery’s abbot and describes the order and
manner in which this rite is carried out. Accord-
ing to the prescribed rule, following the liturgy, the
Gospel was placed upon the altar table, and the ab-
bot’s staff was set beside the icon of the Holy Virgin.

The Bishop of Raska and the elders of other mon-
asteries would then hand the Gospel to the newly
elected abbot and escort him to the Holy Doors.
From there, the Serbian ruler would lead him to
the Virgin and, “from her hands,” present the staff
to the abbot. Previous scholarship suggests that the
physical staff was displayed alongside a highly re-
vered fresco icon of the temple’s patroness, the Vir-
gin Kyriotissa, bearing the epithet “of Studenica,’
painted directly above the throne on the eastern
side of the southwestern pilaster.

The Holy Virgin (c(ge)|Ta| B(oropoAH)ia cTE|Ae|HH]|
vh|ckak) is depicted in a full-length frontal pose,
standing upon a golden footstool (supedion). She is
attired in a blue tunic and a red maphorion, hold-
ing the Christ Child before her with both hands. In
her right hand, she also holds a white handkerchief.
The Divine Infant is depicted frontally in a seated
position, holding a scroll in his left hand while of-
fering a blessing with his right. Surrounding the






patroness of the church are three other holy figures
who served as primary spiritual models for Saint
Sava of Serbia.

Directly south of the Virgin, across two adja-
cent faces of the pilaster near the throne, are rep-
resentations of Saint Josaphat (c(ge)T|bl Hw[{A)ad|B)
- the young Indian prince who renounced world-
ly power to become a monk - and Saint Barlaam
(Bap|aajanin), the elderly desert hermit who instruct-
ed him in the Christian faith. A parallel narrative
of abandoning worldly status characterized the life
of Rastko Nemanjié¢, who closely identified with
the young Josaphat. Consequently, these two saints
were granted a prominent visual position flanking
the abbot’s throne occupied by Saint Sava.

Saint Josaphat is depicted as a youth with short
hair and a medium-length beard, dressed in a rh-
ason with an analavos, wearing a hoop-like cir-
clet upon his head. He extends his right hand in
prayer toward the Holy Virgin while holding an
unrolled scroll in his left, which reads: T c¢ | &' ca
OC|TARHX|S * H Eh|cakan|cTROy|10 BA(A)A(BI)|rE X(pH)(T) |
Ad OyA[¥TE m|eaae/maro | <~ (“I have left all this and
am following the Lord Christ to find what I de-
sire”). Barlaam is depicted as an old man with
long gray hair falling over his shoulders and a full
beard. In his left hand, he holds a scroll dialogically
linked to Josaphat’s inscription: T vero | Hwaca|de -
c|TABH TA[KH Hoe | 1(a)p(b)cTE|o * H mpH|enb K|p(b)cT |Moc
AlkagH | x(pn)e(r)¥ = | T (“Child Josaphat, leave the
perishable kingdom and, having received the cross,
follow Christ”).

On the northern face of the southwestern pi-
laster, beneath a painted, ornate arch, stands Saint
Sava the Sanctified (c(ge)T|ul ca|ga) - the desert-dwell-
er whom Saint Sava of Serbia sought to emulate.
The saint is depicted as a bald old man with a gray
beard, attired in monastic robes. His right hand is
raised to his chest in a blessing gesture, while his
left hand holds an unrolled scroll displaying a pas-
sage from the funeral hymns (stichera). According
to Saint Sava’s Life of Saint Simeon, these very words
were uttered by Stefan Nemanja prior to his relin-
quishment of the throne and monastic tonsure: T
Bh HCT|HHY COVE|TA BCAY|BCICARA® R|HTHE KO €| CEH'L H COH[B
HHYTO /R€| EO METET'h| C€ BCAKCh Z|EMABHBIH| €FAA H ECh|
LHPh TpH|WEPCKLIENY| TOTAA H Eh| TPOE'D EhCE|AHUh CE <~
(“Truly, all is vanity, and life is a dream and a vision;
every man strives in vain, for when we have gained
the world, we then inhabit the grave”).

It was precisely Saint Sava of Serbia who, during
his tenure as abbot of the Studenica Monastery - and
most notably during the liturgical services — occupied
this abbot’s throne, which was surrounded by the
aforementioned iconographic representations. This
complex and highly sophisticated programmatic lay-
out was, in all likelihood, executed according to his

direct theological conception.

LITERATURE: Bypuh B. 1995: 491-498; Tonuh 1997: 41;
Paznyjko 2012: 47-64; JXuBkoBuh 2019: 67, 202-203, 235,
381-387; Kuskosuh 2019a: 59-60; JKuskosuh 20196: 62;

Cetu CaBa 2024: 78-80.
N. B.
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Paterissa (pastoral staff / crozier)
of “Saint Sabbas the Sanctified”

Modern replica, 2025-2026

Wood, bone; turning, carving, etching
Height: 130 cm

Hilandar Monastery

The Serbian painter Dimitrije Avramovi¢, while
staying on Mount Athos in 1848, recorded a tradition
connected with a specific pastoral staff (paterissa)
and Saint Sava of Serbia.

During his first pilgrimage to the Holy Land in
1229, Saint Sava visited the Mar Saba monastery (the
Great Lavra), which had been founded in 483 by
the Palestinian hermit Saint Sabbas the Sanctified.
Tradition states that prior to his repose, Sabbas the
Sanctified decreed that his crozier—the paterissa—be
positioned beside the iconostasis of his monastery’s
primary church, prophesying that a namesake would
arrive from the West, a monk of “imperial lineage”
who would claim his pastoral staff. The legend
continues with an account of Sava’s prayer before the
monastery church’s altar, where the staff moved on
its own and ended up in his hands. Upon his return,
Saint Sava brought this relic to Mount Athos, where
it was preserved for centuries in a cell dedicated
to the Transfiguration of Christ near Karyes, a cell

popularly known as “Paterissa.” Today, it is housed
in the treasury of the Hilandar Monastery.

The staff of Saint Sava of Jerusalem consists of a
long shaft and a grip at the top. The slightly curved
grip, together with the shaft, forms a “T” shape. The
total length of the staff is 130 cm. The central part of
the handle is made of wood that tapers toward the
ends. Added to both ends are white bone finials in the
shape of a stepped cylinder that gradually narrows
and ends in a rounded ball. Carved segments made of
the same bone are strung over the wooden shaft: five
nodes between which are ringed, divided cylinders.
Within the ringed fields, a zigzag motif can be seen
in places. Modeled after the original, a modern
replica was made in 2025, which is also owned by the
Hilandar Monastery.

LITERATURE: ABpamoBuh®b 1847: 72; ABpamoBuhD 1848:
79; MapxoBuh 2009: 148-160; MupkoBuh 2015: 136-137.

N. B.
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Inscription on the lintel of the portal of
the Virgin's Church at Studenica

Studenica Monastery, Virgin's Church, lintel of the portal
leading from the narthex to the naos, 1208/1209

Copy, copied by Mirko Odalovi¢ and Stojanka Samardzic,
2019

Lapidarium of the Studenica Monastery

At the time of the wall-painting of the Church of
the Holy Virgin in Studenica (1208/1209), a depic-
tion of the Holy Virgin with Christ was execut-
ed within the lunette above the entrance leading
from the narthex to the nave. As part of the origi-
nal iconographic program, this image was careful-
ly copied during the 1586 renovation. The text in-
scribed below, within a rectangular marble block,
reads: B(0)ZAWEHX(k) * KPACOTOV AOMY TROEr0 * XOAATA|TE

npka(b)Aarae(un) B(oropoaH)ue AR(k)oH HERECHA - ThIEPKEH
HAM AR(K)pH MHAOCTH CBOEH€H BAaA(HTH)UE (“I have
loved the beauty of Your house, intercede before
the Heavenly Mother, that she may open to us the
doors of divine mercy”). Crosses are carved flank-
ing the text on the left and right sides. The letters,
crosses, and the vines framing the Virgin and Christ
were originally highlighted in gold leaf, which has
since vanished.



The inscription opens with the eighth verse of
Psalm 26 (“Lord, I have loved the beauty of Your
house”) and continues with a prayer to the Holy
Virgin as the “gate of heaven,” asking her to be an
intercessor and to “open the doors of Her mercy,”
mirroring liturgical troparia. It is the Holy Virgin
herself who, with her arms outstretched, symboli-
cally opens the entrance to the church naos.

On the other side of the same wall, namely on
the western wall of the naos, is painted one of the
most sublime representations of the Crucifixion
within the broader context of Byzantine art.

LITERATURE: Hukonuh 1987: 70, ci1. 30; Tatié¢-Djurié 1988:
198; Erdeljan 2011: 98; hupwuh 2015: 352-353, n. 39; XKus-
KoBuh 2019B: 62-63; Matuh 2019: 151-198.

M.]J.
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Archbishops staft (crozier) of

“Saint Sava,’

13" century (?), restored in the 17" century

Silver, gilt, quartz, semi-precious gemstones, pearls; forging,
engraving, filigree, repoussé, cutting, etching, granulation
Staff height: 144 cm, head height: 10 cm, head diameter: 55 cm
Treasury of the Mileseva Monastery

According to the testimonies of his hagiographers,
Domentijan and Teodosije, Saint Sava of Serbia re-
ceived an archiepiscopal staff from the Ecumenical
Patriarch during his consecration at Nicaea in 1219.
Together with the act of presentation, this gift sym-
bolically confirmed the acquisition of his title as the
“Archbishop of all Serbian and Maritime Lands.”
Several sources today tell of the fate of the bish-
op’s staff which, by tradition, belonged to Saint Sava.
One of them is linked to the notes of the English travel
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writer Fawkes. He recorded in 1589 that the monks
of the Mileseva Monastery at that time brought out a
staff for him and his fellow travelers with a top shaped
like a “beautiful crystal apple.” Some of those present
then “rubbed” their eyes with it, believing in its heal-
ing powers. The staff’s miraculous powers were be-
lieved to stem from its close contact with the saint’s
body, and it is highly probable that the staff had been
placed beside Saint Sava’s relics following his repose
in Tarnovo. However, unlike his relics, which were



burned by the Ottomans at Vradar in 1594, the pasto-
ral staff remained safely under the protection of the
monastery. Following the total destruction and ruin of
the MileSeva Monastery in 1782, the staff was moved
to the Holy Trinity Monastery in Pljevlja.

The current appearance of the staff is the re-
sult of modifications executed during the first dec-
ade of the seventeenth century. Specifically, in 1608,
through the initiative of the Trinity Monastery’s Ec-
clesiarch Longin and Paraecclesiarch Visarion, the
staff received a new gilded silver sheathing, with an
anonymous master encasing both the original wood-
en shaft and its older mounting. The staff consists of
a long stem and an oval silver finial, richly adorned
with filigree, pearls, and faceted semiprecious
stones. The metal finial encases what is believed to
be the authentic, polyhedral rock-crystal sphere. In
addition to heart-shaped and floral filigree work, the
finial features four rhythmically arranged openings
whose upper registers are arched. These apertures
are rhythmically arranged, while their central por-
tion is profiled with a Saracenic arch motif, which is

discernable within the very contour of the openings.
The lower register of the finial features a solid, un-
perforated structure. A rock-crystal sphere is visible
through the executed perforations. Repoussé verses
in honor of Saint Sava and the Ascension of Christ
are symbolically chased along the handle and the re-
mainder of the shaft; this further indicates a connec-
tion to the monastery and the MileSeva brotherhood,
as the verses extolled both the church dedication and
the Serbian saint whose relics rested within the tem-
ple for over three centuries.

Today, this historic pastoral staff is once again
preserved in the treasury of the MileSeva Monas-
tery. In 2016, working directly from the original ar-
tifact, goldsmiths Simon and Marsel Civljak created
an exact replica, which is now at the Historical Mu-
seum of Serbia.

LITERATURE: Kocanosuh 1871: 178; CC3H 1902: 1608;
PanojkoBuh 1966: 76-77; hopoBuh-/by6unkoBuh 1977:
297; IleTkoBrh 2008: 41-42; MunocasbeBuh 2010: 265—
266; MupkoBuh 2015: 134-135; ByjHOBHh 2019: 268, 272.

N. B.
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Fragments of the fresco-portrait of
Stefan and Vukan Nemanji¢

Studenica Monastery, west tower, c. 1210

Fragment with the image of Grand Zupan Stefan; 57 x 59 cm
Fragment with the image of Grand Prince Vukan; 52 x 91 cm
Treasury of the Studenica Monastery

Following the completion of the wall paintings in-
side the Church of the Holy Virgin, the workshop’s
chief master executed portraits of Saint Sava’s older
brothers - Grand Zupan Stefan and Grand Prince
Vukan Nemanji¢ - around 1210. These portraits
formed part of the iconographic program of the
Studenica Monastery’s western entrance gate.

Two fragments, which originally belonged to a
larger portrait composition, were depicted upon
the surface of the north tower’s convex wall, where
today only a segment of the lower register of the
figural representations remains discernable. Dur-
ing the conservation and structural consolidation
of the western entrance in 1968, the two aforemen-
tioned fragments featuring the visages of the two
Nemanji¢ rulers were uncovered and transferred to
the monastery repository; they are preserved today
within the Studenica treasury.

Stefan and Vukan Nemanji¢ were depicted
against a blue background, shown in a three-quarter
pose facing right, toward the east. Stefan is repre-
sented as a middle-aged man with dark brown hair
and a medium-length beard, his hands outstretched
in prayer and his gaze directed eastward. Upon his
head, the Grand Zupan wore a hoop-like circlet from
which two strands of dangling gems - prependoulia

- descended. He was attired in a blue-violet tunic be-
neath a red chlamys, which was bordered with gold
bands decorated with pearls and precious stones.
Positioned next to him was Vukan, depicted with
straight dark hair receding above a wrinkled fore-
head. He wore a tunic and chlamys matching Ste-
fan’s in color, though Vukan’s chlamys featured a
contrasting blue lining. Based on the lower portion
of the fragment still preserved on the tower wall, it
is assumed that Vukan’s left hand was raised to chest
height in a gesture of prayer.

The fresco program on the other walls of the
western entrance gate included other figural rep-
resentations such as Christ, the Holy Virgin, and
various saints. Among them, on the wall of the
south tower facing Sava’s brothers, were images
of Saint Stephen the Fisrt Martyr, the patron saint
of the Nemanji¢ dynasty, and a holy warrior, prob-
ably Saint George. In front of the two Nemanji¢
brothers, leading the procession on the north tow-
er, it is believed that their father, Saint Simeon the
Myrrh-Streamer, was also depicted.

LITERATURE: Babuh u gp 1986: 62-63; Bypuh 1988: 125,
130-132; MmbkoBuh 2002: 183-188; BojBozuh 2019a: 49-52.

N. B.
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Karyes Typikon

1199; Copy from the first quarter of the 13 century
original seal from 1199 (a cross-shaped seal impression)
with the monogram (A4 in four fields), 42 x 38 mm
Parchment, manuscript; 740 * 110-170 mm

Archives of the Hilandar Monastery, inv. no. AS 132/134

Finding a spiritual role model in his namesake,
Saint Sabbas the Sanctified, Sava Nemanjié re-
solved to establish a hermitage on Mount Athos,
featuring a church dedicated to this Palestinian
saint, where he himself could spend time in soli-
tary retreat. The Karyes Typikon, in addition to pre-
scribing strict rules for fasting and worship, serves
as the founding document for this cell. Written in
accordance with the established rules of medieval
diplomacy, the text opens with an arenga quoting
the words of the Holy Apostle Paul. It continues

with an exposition in which the author recounts
his journey to the Holy Mountain, the restoration of
the Hilandar Monastery, and the subsequent estab-
lishment of the hermitage: Ilo cett e NAKKI OYCTROPHXE
ToVHAAE oy RopaxoBHUH MEeTo EEZhMAREHI, C(BE)T(A)ro H
np(k)noA(0)EHATO W(Th)LA HALIErO GARRI Bh ARHAHIIE ARRUIA
HAH Tpeub (“I have also established a place of refuge
in Orahovica, a holy and suitable place for the cell of
our Sava, comprising two or three rooms”).

The institutional autonomy of this hermitage
is unequivocal and explicitly emphasized as such:



“Therefore, I give this commandment, so that
everyone may know: neither the abbot of our holy
monastery, nor any other of the brethren, shall dis-
turb the one who lives in this cell of Saint Sava.”
Furthermore, Sava prescribes a strict protocol for
selecting the monks who will reside there after his
death. He dictates that he will choose his direct suc-
cessor himself, who is “to reside there until the end
of his life, without being replaced by anyone.” For
subsequent generations, the abbot and the mon-
astery brotherhood were to choose a “God-fearing

man suitable to occupy the cell.” This rule was lat-
er modified in the Hilandar Typikon, where Sava al-
lowed for the removal of his successor should he
prove unworthy of the cell.

The Karyes Typikon also outlines rigorous rules
for fasting and liturgical life. On Mondays, Wednes-
days, and Fridays, the consumption of oil and wine
is strictly forbidden, whereas on Tuesdays and
Thursdays, they are permitted; on all these week-
days, monks eat only once a day. On Saturdays and
Sundays, two meals are allowed, consisting of “fish,
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cheese, and everything else.” During Great Lent, oil
and wine are permitted only on Saturdays and Sun-
days, while during the Nativity Fast and the Fast of
the Holy Apostles, dietary restrictions are kept “as
on other days, according to our usual prescriptions.”
Detailed guidelines for the liturgical cycle follow,
regulating Matins, Vespers, the Midnight Office, and
the Divine Liturgy. The exceptional rigor of these
rules is reflected in the mandate that the entire Psal-
ter must be read sequentially within a single day. Yet,
alongside these unalterable demands, Sava injects
fatherly compassion, granting the freedom to adapt
“as much as one’s strength allows,” noting that “re-
garding drink and food: if it happens that someone
dear to you arrives to comfort you, then let the fast
be broken - except on Wednesday and Friday.”

The Karyes Typikon ends with a petition requesting
that everything be carried out exactly as it is written.
The spiritual sanction invoked against the disobedient
is severe: “[...] let him be cursed and bound by the Holy
Trinity - the Father, the Son, and the Holy Spirit - and
by me, a sinner. And may he not be forgiven either in
this age or in the age to come.”

Although scholars have debated whether the sur-
viving scroll is the original autograph or the oldest
copy, Sava’s authorship of the text remains undisput-
ed. In this copy, as in later transcripts, his authentic
signature ends the text: (ero paAH MHCARL H MOATIHCAXK CH
CBOIE POYKOMHCANHE (Bb AET(0) SYZ) Bekxn mocatann Caga rpkiunn
(“For this reason, I wrote and signed this with my own
hand [in the year 6707]. The least of all, Sava, the sin-
ner”). While the exact year is preserved only in later
transcripts, paleographical and codicological analy-
sis has firmly established the factual accuracy of this
chronological data.

LITERATURE: CBetu CaBa 1928: IV-VIII, 5-13; Mupkosuh
1934: 52-61, 67; CBeTu CaBa 1939: 15; 25-28; CBeTu CaBa
1986: 14-16, 37-40; CBeTu CaBa 1998: XIV-XVII; Kapejcku
twutuk 1985; CaBuh 2020: 513-530; By6aso 2025: 66-115.

M.]J.
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Saint Sava

Mileseva Monastery, Church of the Ascension, 1221-1227
Copy, copied by Naum Andri¢, 1962
Canvas, casein paint, 240 X 103 cm
Fresco Gallery of the National Museum of Serbia, inv. no. 690

The monumental composition that extends across
the northern part of the eastern wall and onto the
northern wall of the narthex of the Church of the
Ascension at Mileseva depicts a procession of five
members of the Nemanji¢ dynasty, including the
first Serbian Archbishop, Saint Sava. He is shown
alongside his father, Saint Simeon Nemanja, who
leads the procession. Adjacent to them on the north-
ern wall are Stefan the First-Crowned and his sons,
Radoslav and Vladislav, the latter depicted holding
the founder’s donor model.

The portrait of Saint Sava from Mileseva is
among the oldest surviving representations execut-
ed during his lifetime. Saint Sava is depicted in a full-
length, near-frontal pose as a middle-aged man with
dark brown hair falling to his ears, touched with
gray, and a medium-length beard. His head bears the
monastic tonsure and is encircled by a painted halo.
The master painter rendered Sava with large, blue,
almond-shaped eyes, an elongated face, and promi-
nent cheekbones. He is vested in a white polystavri-
on adorned with black crosses, beneath which a sti-
charion and epitrachelion are visible, while an omo-
phorion decorated with red crosses is draped over
his shoulders. He holds the Gospel book in his left
hand and offers a blessing with his right. Flanking
his head, traces of the identifying inscription remain

visible: (ThiH EroHocalh H @T(b)yb HAW(K) CABA MPE(H)
ApXHENTh BeeX(h) PALIKHXE H AHWKAHTHCKHXR ZEUAR (Hh
(Taro cHewHA Hemane (“The saint God-bearer and our
father Sava, the first archbishop of all the lands of
Raska and Dioclea, son of Saint Simeon Nemanja”).

This monumental portrait, rendered with the de-
fining attributes of a high hierarch and head of the
Serbian Church, occupies a preeminent position with-
in the dynastic line. By employing a hieratic scale
that renders Saint Sava physically larger than the sur-
rounding secular rulers, and through his deliberate
posture and gesture, the painter emphasized the arch-
bishop’s supreme importance, visually asserting the
subordination of secular authority to spiritual power.

The stylistic features of this portrait and the
wider thirteenth-century fresco cycle - whose
iconographic program was overseen directly by
Archbishop Sava I - point to master painters work-
ing in the tradition of the major Eastern Christian
centers of the era, such as Constantinople, Nica-
ea, and Thessaloniki, with whom Sava would have
interacted during his extensive travels.

LITERATURE: Pagojuuth 1963: 20, 30; Bypuh 1974: 35-37;
MunomeBuh 1979: 286-288; Bypuh 1992: 17-19, 22; Toguh
1998: 227-230; BojBoauh 2010: 43; Bojsoguh 2015: 57-58;
BojBoauh 2019: 321-323.

N. B.
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Icon of Christ Pantocrator

Unknown artist, third quarter of the 13* century
Tempera on panel, gilding, 116 x 85 cm
Treasury of the Hilandar Monastery, inv. no. Roo3

The icon of Christ Pantocrator was most likely lo-
cated on the templon screen of the Hilandar Katho-
likon during the reign of King Uro$ I, prior to the
architectural remodeling under King Milutin. Wide-
ly regarded as a masterpiece of thirteenth-century
icon painting, it is dated to circa 1260. Before mod-
ern conservation interventions, the dimensions of
the icon measured 124 X 90 cm.

Christ is depicted half-length and frontally, of-
fering a blessing with his right hand while holding
a closed Gospel book in his left. The volume fea-
tures a luxurious binding adorned with pearls and
precious stones of various shapes and colors, se-
cured by prominent clasps. He is attired in a dark
red chiton and a dark green himation. The back-
ground was originally completely gilded, with

the halo delineated by a simple incised outline.
At the top of the painted field is the abbreviated
1¢ K¢ monogram. The flesh tones were meticulously
modeled using soft brown shadows, with the illu-
minated areas accentuated by fine white highlights.

Preserved as a direct counterpart to this piece
is a half-length icon of the Virgin and Child, exe-
cuted by the same workshop and master, though it
has suffered extensive damage. Based on their sty-
listic traits, both icons are closely associated with
the early Palaiologan Renaissance and find direct
visual analogies in the masterfully executed fres-
coes of the Sopo¢ani Monastery.

LITERATURE: IleTkoBuh 1998: 24, 67-71; Puri¢ 1998: 280;
Tati¢-Duri¢ 1984: KaT. 6p. 4; Todié 1998: 219-220.
M. M.















Icon of the Theotokos Odigitria
(the Virgin Hodegetria) with Christ

Unknown artist, third quarter of the 13" century
Tempera on panel, gilding, 117.5 x 775 cm
Treasury of the Hilandar Monastery, inv. no. Roo2

The icon of the Virgin Hodegetria was most like-
ly located on the templon screen of the Hilandar
Katholikon during the reign of King Uros I, prior
to the architectural remodeling under King Milutin.
Widely regarded as a masterpiece of thirteenth-cen-
tury icon painting, it is dated to circa 1260.

The Holy Virgin is depicted half-length, cradling
the Christ Child with her right arm while extending
her left hand in a gesture of prayer. She is attired in
a brown maphorion, beneath which her dark tunic
and light blue coif (Greek cap) are visible. The edge
of the maphorion is adorned with a gilded ribbon.
Christ gazes to the side, dressed in an ochre-colored
chiton and himation highlighted across the entire
surface by linear chrysography (gold assist hatch-
ing). He offers a blessing with his right hand while
holding a scroll in his left. The expressions of the
Virgin and Child are thoughtful and melancholic. In
the upper left corner of the icon, a small fragment
of the original inscription remains visible.

The flesh tones are executed in warm hues, ac-
centuated by red tones and fine white highlights that

impart a softness to the expression. These shadows
are significantly softer than those found on the com-
panion icon of Christ.

The background was originally completely
gilded, and the circular outlines of the halos were
executed using delicate punchwork. Due to struc-
tural damage to the original wooden support and
portions of the painted layer, the icon underwent
extensive conservation treatment, which involved
transferring and stabilizing the surviving fragments
onto a new support base.

Preserved as a direct counterpart to this icon
is a half-length representation of Christ, executed
by the same workshop and master. Based on their
stylistic features, both icons are closely associated
with the early Palaiologan Renaissance and find di-
rect visual analogies in the masterfully executed
wall paintings of the Sopo¢ani Monastery.

LITERATURE: IleTkoBuh 1998: 24, 67-71; Purié 1998: 280;
Tati¢-Puric¢ 1984: cat. no. 5; Todié 1998: 218, 220.

M. M.
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Hilandar Typikon

13t century

Parchment, manuscript; III + 39 fol; 205 x 140 mm
Copy

Archives of the Hilandar Monastery, inv. no. As 156

Following the foundation of the Hilandar Monas-
tery, it became essential to establish the regulatory
statutes governing monastic life among the broth-
erhood of the newly established Serbian lavra. Al-
though largely based on a translation of the Evergetis
Typikon, Saint Sava’s authorial contribution to the Hi-
landar Typikon remains undisputed, as he completely
adapted specific chapters to align with his own vi-
sion for the community. The choice of this literary
prototype was unusual; one would typically expect
an Athonite typikon to serve as the blueprint for the
Hilandar Typikon. Instead, Sava selected the regula-
tions of the Monastery of the Most Holy Theotokos
Evergetis located near Constantinople, an institution
where he had personally resided during his diplo-
matic visits to the Byzantine capital.

The Hilandar Typikon outlines precise rules gov-
erning the liturgical cycle, regular confession, die-
tary guidelines during and outside of fasting peri-
ods, the tonsure of new monks, and the election of
the abbot alongside other monastic offices such as
the ecclesiarch and the oikonomos (steward). It also
regulates healthcare within the monastery hospital,
the distribution of alms, burial rites, and various
facets of daily life at Hilandar. In the opening chap-
ter, Sava exhorts the brotherhood on the suprem-
acy of prayer, love for God and neighbor, and the

necessity of scriptural obedience: “[...] one should
leave everything and follow his commandments.”
He leaves the monks a covenant to maintain mutu-
al support and to pray for the monastery’s found-
er, “our God-fearing father and teacher Simeon the
monk, not forgetting my own unworthiness.” The
subsequent chapters detail the physical restoration
of the deserted Hilandar complex and the repose
of Simeon Nemanja, referencing the monastery’s
founding charter for legal clarity and noting that the
initial community comprised Abbot Methodios and
nine monks. These are followed by strict guidelines
for worship, confession, communion, refectory con-
duct, fasting, and the celebration of Dominical and
Marian feasts. In Chapter 12, Sava asserts the abso-
lute freedom and institutional independence of the
monastery, pronouncing a severe spiritual sanction
against anyone violating this autonomy: “May he be
anathema, as the divine apostle said, and may the
curse of the 318 Holy Fathers be upon him, and may
he be the successor of Judas the traitor.”

With the exception of Chapters 1, 2, and 3, the
remaining sections are primarily transcribed from
the Evergetis Typikon. However, Chapter 42 - which
serves as a supplement to the Karyes Typikon - con-
stitutes a complete novelty compared to the Byzan-
tine prototype. It pertains entirely to the hermitage



in Karyes; herein, the provisions of the Karyes Typ-
ikon are ratified, and further clarifications are ap-
pended regarding the selection of its inhabitants,
with the injunction “that there not be appointed
one who serves for bodily rest, or again an illiterate
person, or one who trades therein, but rather that
he be chosen who desires to walk the narrow path
and enter through the narrow gate.” The Typikon
concludes with Chapter 43, mirroring the closing
contents of the Evergetis Typikon, which provides a

pastoral instruction for the spiritual edification of
the brotherhood: “You shall read this Typikon at the
beginning of each month during your meal, for the
sake of the remembrance of what has been com-
manded you and for the benefit of your souls.”

LITERATURE: CBetu CaBa 1928: VIII-XIII, 14-150; Mupko-
Buh 1934: 52-61, 67; CBeTu CaBa 1939: 17-19; CBeTu CaBa
1986: 14, 16-18, 43-86; CaBuh 2015: 139-147; CaBuh 2020:
513-530; PakuheBuh 2020; Bybano 2025: 75-88.
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Letter to hegoumenos (abbot) Spiridon

Written in the Holy Land, 1233

Published in: D. Danici¢, Poslanica sv. Save arhiepiskopa
srpskoga iz Jerusalima u Studenicu igumanu Spiridonu,
Starine JAZU, 1V, 1872, pp. 230-231, based on a copy of
the Paterikon from the Velika Remeta Monastery (now lost)

During his second journey to the Holy Land, Sava wrote
a letter to the abbot of the Studenica Monastery, Spiri-
don. Puro Danici¢ noted that he had examined this let-
ter inside a copy of the Paterikon from the Velika Remeta
Monastery, where it was preserved on three sheets of
paper pasted together. Since this manuscript is now lost,
contemporary interpretations of the Letter to Abbot Spiri-
don rely entirely on Danic¢i¢’s historical edition - a source
similarly utilized by Vladimir Corovié, Lazar Mirkovié,
Dimitrije Bogdanovi¢, Tomislav Jovanovi¢, and other
prominent scholars of Saint Sava’s literary corpus.
The Letter to Abbot Spiridon possesses an intimate,
epistolary tone; in the strictest sense of the term, it is
not exclusively a formal literary work. Sava informs
Spiridon - whom he affectionately addresses as “my
sweet child” - about the progress of his journey. He
recounts that after venerating the holy sites and the
Holy Sepulchre, he and his entourage fell ill, as “the
fatigue of the journey overtook them.” Sava sends a
blessing to the abbot and the brotherhood, signing
himself as: NPhERIH APXTEMHCICOME BhCee (PRECIKhIEE ZEUAE GARA
rpkinit (“Sava, the sinful first archbishop of all the Ser-
bian lands”). Along with the letter, he sends the abbot
sacred gifts, providing explicit instructions on how
they should be kept: “With this pectoral cross, pray;
always wear it around your neck, even if you possess
another icon - wear this one always. And gird yourself
with this little belt, that it may remain perpetually

about your loins, for I have laid both the little cross
and the little belt upon the Tomb [of Christ]. I also give
you a napkin that was presented to me here, so that
it may bring a blessing to your soul and body. Finally,
I send a pebble that I found, that it may serve your
many needs and that you may carry it with you.” In
the subsequent passages of the letter, Sava outlines
his plans to travel onward to Alexandria and Mount
Sinai. This itinerary confirms that the document was
drafted during his second pilgrimage to Jerusalem,
corroborating the accounts in the Lives of Saint Sava
by Domentijan and Teodosije, which explicitly state
that he visited Alexandria during his second journey.

The letter concludes with a spiritual exhorta-
tion quoting the Gospels according to Matthew and
Mark (Matt. 16:26; Mark 8:36): “Beware, my sweet
child, that you do not break any of my covenants.
For what does it profit a man if he gains the whole
world, yet loses his own soul?”

Regarding the signature reading (4RA, NphBhIH
apxienHcions. (“Sava, the first archbishop”), Danicié¢
asserts that it was likely originally written with
the designation “of Serbia,” though that part is no
longer legible in the transcript.

LITERATURE: CBetu CaBa 1928: XXIX-XXXIII, 187-189;
Ceetu CaBa 1939: 20; CBetu CaBa 1986: 19; CBeTu CaBa
1998: XXV-XXVI; Jouuh 2019: 389-398.
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Festal Menaion with
the Service to Saint Simeon

13th century

Parchment, manuscript; 163 fol,; 214 x 150 mm
Archives of the Serbian Academy of Sciences and Arts,
inv. no. ASANU 361

Based on Domentijan’s Life of Saint Sava, Sava com-
posed the Service to Saint Simeon in 1200, on the first
annual commemoration of his father’s repose. Lat-
er scholars of Saint Sava’s literary corpus, however,
date the composition of the Service to his return to
Studenica in 1207. Relying on Byzantine models and
adhering strictly to the rules of ecclesiastical poetry,
Sava wrote parts of the Service to Saint Simeon based
on the model of the Service to Saint Simeon Stylites.
This was a standard practice when composing li-
turgical services and canons for newly canonized
saints, where structural blueprints were drawn from
pre-existing services and hagiographies. The service,
as a genre, comprises a complex arrangement of var-
ious hymnographic texts (stichera, troparia, konta-
kia, and canons) organized in a precisely defined li-
turgical order.

The oldest surviving copy of Sava’s Service to
Saint Simeon is preserved in a Festive Menaion with-
in the manuscript collection of the Archives of the
Serbian Academy of Sciences and Arts. The text was
first noticed by Milo§ Milojevi¢ in 1871 and subse-
quently described in the Gazette of the Serbian
Learned Society (Glasnik Srpskog u¢enog drustva).
Because Milojevi¢ was prone to exaggeration and
fabrication - as documented by prominent contem-
poraries like Ilarion Ruvarac - he was not reliable

in the presenting of conclusions. His discovery was
met with sharp criticism, particularly his assertion
that the manuscript was written “by the hand of our
Equal-to-the-Apostles enlightener and teacher, St.
Sava,” and that Sava’s authentic signature appeared
at the end. The only elements taken seriously were
the facsimile pages he published, which allowed
future researchers to analyze the source material
objectively. Only after Pavle Popovié¢ and Vladimir
Corovié compared Milojevié’s facsimiles with new-
ly discovered copies of the Service to Saint Simeon
found in Bulgarian manuscript repositories did they
conclude that Milojevi¢ was correct regarding Sa-
va’s authorship. Shortly after the publication of Cor-
ovié’s study, a chest of old manuscripts belonging to
Milojevi¢ was uncovered in the Directorate of War
Booty, one of which was this very Festive Menaion.
Although the manuscript is not the original pro-
tograph, as Milojevi¢ had claimed, the text is con-
sidered a copy of that prototype. Prior to its discov-
ery, all known services dedicated to Saint Simeon
on February 13" had been the later, reworked ver-
sions by Teodosije, which explicitly integrated ref-
erences to both Simeon and Sava. The discovery of
this specific manuscript - bearing the rubric on leaf
69: MTua Tor(o) Bh Fi AHL npknoa(0)EHATO LA Hifiero
CyumewHa HORATo (phERCKATO (“On the thirteenth day



of the same month of our venerable father Sime-
on, the New Serbian”) - opened up entirely new
possibilities for studying Sava’s original Service,
unadulterated liturgical text. With this pioneering
hymnographic and poetic masterpiece, Sava suc-
cessfully laid the structural foundations of a distinct
medieval Serbian liturgy, a legacy upon which his

successors and other writers of medieval Serbian
literature would later rely upon.

LITERATURE: CBetu CaBa 1928: XXI-XXIX, 176-186; CBeTu
Cagsa 1939: 19; TpucdyHoBuh 1970: 271-272; CBeTH CaBa 1986:
25-28 ; TpudyHoBuh 1990: 327-329; CBetr CaBa 1998: XXIII-
XXV; lInapujep 2016: 131-151; lInagujep 2016a: 244-245.
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Bratko Menaion

Presbyter Bratko, disciples Nikola and Radoslav, 1234-1243,
the second quarter of the 13" century, and first half of

the 14t century

Parchment and paper, manuscript; 299 fol;

245-247 * 168-175 mm

Belgrade, National Library of Serbia, inv. no. NBS Rs 647

The development of the cult of Saint Sava dur-
ing the first centuries following his repose is evi-
denced by the composition of the liturgical offices
preserved in the codex known as the Bratko Me-
naion. This manuscript collection, named after the
scribe of its first section - Bratko (poyicow rekuibHaIbb
npek3BHTEpob EpaThiconn [“By the hand of the sinful
presbyter Bratko”]) - comprises proper Services for
September, October, and November, alongside fes-
tive Services spanning from December to August.
The codex is composed of four distinct textual units
executed across different chronological periods,
dating from the reign of King Vladislav (1234-1243)
to the last quarter of the fourteenth century.

The manuscript is written primarily on parch-
ment, with several sheets of paper bound into the
final section of the codex. These paper leaves bear a
watermark (an ox; cataloged by Vladimir Mosin and
Seid Tralji¢ under no. 1588 in Filigranes des XIIIe et
XIVe ss.), based on which the paper is dated to circa
1350. Conversely, the creation dates of the parch-
ment sections were determined through systematic
paleographical analysis. The manuscript’s illumina-
tion features two narrow, interlaced headpieces on
leaves 1b and 124b; the initials are small and sim-
ple, executed in red ink, with only a few displaying
modest ornamentation.

When the text of the Bratko Menaion was first
analyzed at the end of the nineteenth century, re-
searchers established that it contained a hitherto
unknown Service to Saint Sava. Early scholarly con-
sensus initially attributed the copying of this spe-
cific Service to the thirteenth century. However,
subsequent paleographical analysis demonstrated
that the section of the codex containing the Service
to Saint Sava was actually executed by the scribes
Nikola and Radoslav around 1330.

The Service to Saint Sava begins on page 246
under the rubric: M(k)c«(€)a. rengap(a). Bb .x T. A(b)Hb.
(Be)T(a)ro H npkn(0)A0)EHAr(0) W(Th)UA H(a)wero ¢(Re)T(H)T(€)ARA
K(pH)c(To)BA CARRI, MPhBRATO ApxHEEN(H)C(ic0y)NA cpbrbcicaro (“In
the month of January, on the fourteenth day, the
commemoration of our holy and venerable father,
the hierarch of Christ, Sava, the first archbishop of
the Serbian lands”). The structural complexity of this
Slavic Orthodox office reflects the strict regulations
prescribed by ecclesiastical typika. As a liturgical vol-
ume, a Menaion contains the proper texts celebrat-
ing a saint on a specific day of the year, supplement-
ed by readings drawn from the Octoechos, the Book
of Hours, and the Holy Scriptures. The Service for the
Dormition of Saint Sava within the Bratko Menaion
stands as one of the oldest surviving offices dedicat-
ed to the first Serbian archbishop. It illustrates the



evolutionary trajectory of Slavic hymnography as
it adapted Byzantine traditions under the increas-
ing influence of Jerusalem liturgical practices. This
type of Service can be traced back directly to Saint
Sava’s introduction of Jerusalem customs into Slavic
worship, a liturgical reform explicitly documented
by his biographer, Domentijan: Rhcealchncicore nphgkie
MPHIEMb ZAKONOMOAORENHIE H BILIE MAKKI HEEPOCAAHMBCIKAATO
HCTIPABAKNHIA, H OEOIE AOKPE ChAORHER, H OTh OFOK AOVThLLIEI
npekEHPAK OYTRPhARAAALIE HA MPEERIRANHE BhIHOY
EOVAOVIUTEK; H TAKO CMERALIE, HCMPABARIE LIPhICORRHOK
OVTRARRAEHHIE H ZAKOHLHOK HCMpaBAKHHE “He was the
first to merge the ecclesiastical statutes of Constan-
tinople with the correction of the Jerusalem Rule,
beautifully composing a unified tradition from the
best choices of both monasteries during his stays

there, thereby establishing a fortified order for the
Church”). The original compiler of this Service re-
mains anonymous, though it is highly probable that
he belonged to the monastic circle at Mileseva.

The Bratko Menaion vanished during the First
World War during the evacuation of the National Li-
brary of Serbia. Fortunately, unlike many other inval-
uable medieval manuscripts that were lost forever, it
resurfaced in Germany, where it was eventually pur-
chased and safely returned to Serbia in 1969.

LITERATURE: CC3H 1902: 27, 6p. 58; Mosin, Tralji¢ 1957: no.
1588; [loMeHTHjaH 1965: 282; Cumuh 1974: 102; BorgaHoBuh
1980: 4, 7, 14; lllTaBpanuH-HhopheBuh u ap. 1986: 340;
Borganosuh 1988: 9-37; Voumnapui 2016: 245-248; TeMIuH
2021: 139-151; Cy6oTuH-Tomy6oBuh 2022: 182-184.
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Nomokanon, Decani copy

Early 14" century

Parchment, manuscript; 285 fol. (127 bis)
300 X 210 mm

Treasury of the Decani Monastery

inv. no. Decani 110

The Decani copy of the Nomokanon of Saint Sava
(the Krmcija) dates to the early fourteenth century.
This codex was discovered by Lazar Mirkovi¢ dur-
ing his systematic indexing and description of the
Decani Monastery’s manuscript repository between
August 2 and 19, 1447, at which time he roughly dat-
ed the volume to circa 1335. He noted that the man-
uscript was “written on parchment, in a pure uncial
script in red and black ink, representing the Ser-
bian recension of Church Slavonic from the four-
teenth century.” Mirkovi¢ also leaned on the his-
torical probability that King Stefan Decani, while
supplying the newly established monastic library
with essential volumes, commissioned this very
copy of the Nomokanon. He thus regarded the com-
pletion of the monastery’s construction in 1335 as
the final year for the execution of the Decani Krmci-
ja, believing the text was written shortly before this
date. However, since the dating of parchment man-
uscripts relies primarily on systematic paleographi-
cal analysis of the script, the authors of the modern
Description of Cyrillic Manuscript Books of the Decani
Monastery refined Mirkovi¢’s timeline, shifting the
copying of the codex to the very end of the reign of
King Milutin, circa 1320.

When Saint Sava traveled to Thessaloniki to
gather the books from which he would compose the

church rule book after securing the autocephaly of
the Serbian Church, he soon began assembling this
extensive code of laws, as it was equally vital for both
the Church and the Serbian state. The calligraphic
uncial script in which the Decani copy of the Krmci-
ja was executed - featuring titles and initials in red
ink without excessive ornamentation - underscores
the solemn gravity of the text. While the initials are
generally simple, several are more elaborate, featur-
ing stylized branches, loops, and interlace patterns.
These initial letters are geometric in type, charac-
terized by triangular terminals typical of the scrypts
from the reign of King Milutin. To direct the reader’s
attention to critical passages - such as the opening
of specific canons - the scribes deployed specialized
markers, including four dots arranged as a cross, or
an “X” with dots and lines between the arms. For
the same purpose, the scribe occasionally execut-
ed combinations of oblique and wavy lines adorned
with dots. Furthermore, at the outer margins of cer-
tain pages, the text features manicules (drawings of
a pointing hand) extending toward the script block.
The Decani Krmcija was executed by two distinct
scribes: the first working on folios 1-150b, and the
second from folio 151 to the end. Neither the initial
nor the final folios have survived, resulting in major
lacunae; the introductory chapters are completely



missing, alongside several Apostolic canons on the
opening leaves. The codex abruptly breaks off at
Chapter 56, missing its final section as well as the
remaining concluding chapters (57-64). As Mirk-
ovié noted in his initial study, the textual content
closely mirrors that of the slightly older Raska copy.

The volume underwent extensive conservation
and restoration at the Republic Institute for the Pro-
tection of Cultural Monuments (RZZSK) in Belgrade
in 1963, as documented on the interior front cover.
Aside from a few later marginal glosses, the manu-
script contains an intriguing scribal note executed
in red ink on folio 67: u¥xa noanza (“a fly licked it”).
Lazar Mirkovi¢ hypothesized that “a fly landed on

the wet ink of his letters and consumed it.” Howev-
er, Sergije Troicki interpreted this gloss differently,
suggesting that the copyist was simply being “too
accurate;” because the Defani manuscript itself
contains no text loss or faded letters at this junc-
ture, the marginal note must have been a direct
transcription of a physical warning that originally
existed inside the damaged exemplar from which
the Decani Krmcija was being copied.

LITERATURE: Tpouiku 1952: 35-39; CeeTu CaBa 1986: 18—
19; Ceetu CaBa 1998: XI-XII, XXVII, XXIX; BormaHoBuh u
IIp. 2011: 455-462; MupkoBuh 2015: 15, 377-385 (376-384);

By6asio 2025: 89-100.
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Sundial

Studenica Monastery, Virgin's Church, first decade of
the 13% century (?)

Copy, copied by Milica Rakocevi¢, 2019

Marble, carving; 47 x 46 x 20 c¢m, radius 21 cm
Lapidarium of the Studenica Monastery

Along the western section of the southern portal
of the Church of the Holy Virgin at Studenica, at
a height of 4.1 meters - aligned with the outer ar-
chivolt of the portal’s lunette - a gray-white marble
block was integrated into the masonry, upon which a
sundial was subsequently incised. As the oldest sur-
viving sundial in Serbia, it is executed in the form
of a semicircle. From its central point, incised lines
radiate outward to divide the arc into twelve equal
temporal hour sectors. Within the center of each sec-
tor, along the margin of the dial, are incised the lit-
eral characters of Old Church Slavonic alphanumeric
notation, ranging from az (a) to ita (1). Due to dam-
age sustained by the masonry course, one-quarter
of the sundial was compromised - specifically three
sectors bearing the notation characters 1, a1, and gl
- along with the shadow indicator in the form of a
slender metallic rod: a horizontal gnomon that was
positioned at the central axis of the semicircle and
anchored at the junction of the two marble blocks.
The incised dial is intentionally off-center across the
width of the stone block, shifted rightward toward
the upper masonry joint to facilitate the precise in-
stallation and adjustment of the gnomon. Based on

the epigraphic execution of the numerical characters
and their paleographical traits, the sundial is dated
to the late twelfth or early thirteenth century. It is be-
lieved that the Byzantine tradition of making sundi-
als was brought to our region by Saint Sava, and that
his knowledge of time measurement contributed to
the creation of the sundial on the southern fagade
during his stay at the monastery and his planning of
the Studenica frescoes. Based on the precision and
the carving technique, the execution of the dial is at-
tributed to a master craftsman working within a local
workshop. The earliest prototypes of shadow clocks,
such as the example found at Studenica, originated
in ancient Egypt. They persisted throughout antig-
uity, and their use subsequently spread into medie-
val Europe, including the Serbian lands. Although a
temporal hour system was utilized within the region,
sundials such as the Studenica exemplar possessed a
far more symbolic significance for medieval society
than a practical, utilitarian value.

LITERATURE: Taguh 2002: 31-41; Tomuh, Taguh 2004:

29-43; Tapuh 2019: 43-44.
N. B.
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Saint Sava,
Archbishop of Serbia

Studenica Monastery, King's Church, c. 1314
Copy, digitally printed on canvas
Museum of the Serbian Orthodox Church

The portrait of Saint Sava from the King’s Church
at Studenica belongs to a larger fresco ensemble
executed in the lowest register of the southern and
northern walls of the naos. Positioned on the north-
ern wall directly opposite the donor portraits on the
southern wall - where King Stefan Uros$ II Milutin
and Queen Simonida are presented before Christ by
the church’s patrons, Saint Joachim and Saint Anne
with the infant Holy Virgin - Saint Simeon Nemanja
and Saint Sava are depicted offering prayers to the ul-
timate Intercessor, the Most Holy Theotokos holding
the Christ Child. Flanking the representation of Saint
Sava is Saint George, a holy warrior to whom King
Milutin frequently prayed before entering battle.
Sava is represented as an elderly man with gray
hair combed behind his ears and a long, complete-
ly silver beard divided into two rounded strands.
His crown bears the monastic tonsure and is en-
circled by a painted halo. With its elongated pro-
portions, pale complexion, high forehead, large al-
mond-shaped eyes, and long, slightly aquiline nose,
the portrait in the King’s Church conveys a striking
impression of physiognomic authenticity. The saint
is clad in magnificent hierarchal vestments: a sti-
charion adorned with epimanikia (cuffs) decorat-
ed with pearls, a polystavrion, and an omophorion
featuring black crosses. In his left hand, he holds

a Gospel book richly embellished with pearls and
precious stones, while his right hand is extended in
a gesture of prayer toward the Holy Virgin and the
infant Christ. His supreme archiepiscopal dignity is
further underscored by the identifying inscription:
(Thl CARA MPROC(RENI(EINBIH APXHHENM(HCIO)TE RCE (PERCIE
3eMake H nomopcke (“Saint Sava, the Most Reverend
Archbishop of all Serbian and Maritime Lands”).

The prayerful gestures of Saint Simeon and
Saint Sava show that these ancestors of King Mi-
lutin had a special role in protecting and interced-
ing before God. Simultaneously, as members of the
holy-born Nemanjié¢ dynasty, they are depicted op-
posite the ancestors of Christ, Saints Joachim and
Anne, thereby emphasizing the concept of divine
lineage and drawing a typological parallel between
the two sacred genealogies. This carefully calculat-
ed fresco cycle inside the King’s Church was execut-
ed by the Thessalonican master Michael Astrapas
and members of his workshop - a painter who, un-
der the direct patronage of King Milutin, decorated
many of the sovereign’s foundations.

LITERATURE: Toguh 1998a: 44; Mapjanosuh-/lymanuh
2004: 235-248; Bojopuh 2015: 69; BojBoauh 2016: 253-255;
MapxkoBuh 2016: 173-183; Tomuh 2019: 109-113; Tomuh
2019a: 113-115; Babuh 2020: 196-206.
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Throne of “Saint Sava’

Patriarchate of Pe¢, Archbishop Danilo’s narthex, between
1330 and the last quarter of the 14™ century

Copy, copied by Aleksandar Filipovi¢, 2026

Ruddy Rugova stone, gray Banjica stone, grayish-white
marble, light yellow marble

64 % 59 x 69 cm

The throne of Saint Sava is located within the
narthex of the Patriarchate of Peé, a foundation
commissioned by Archbishop Danilo II (c. 1324~
1337). The throne is positioned against the eastern
wall of the narthex, specifically situated between
the entrance to the northern Church of Saint Dem-
etrius and the northern doorpost of the primary
monastic Church of the Holy Apostles - tradition-
ally known as the House of the Savior. Along with
the stone benches that run along the inner perim-
eter of the wall, this seating arrangement consti-
tutes an integral part of the narthex’s original me-
dieval furnishings.

The throne is placed on its own pedestal, upon
which rests the upper structure consisting of a low
seat, armrests, and a backrest. A stone footstool
used to stand beneath it. The throne is composed
of several slabs made of different types of stone:
ruddy Rugova stone, gray Banjica stone, and gray-
white and light yellow marble. It features simple
forms and clean surfaces, completely unadorned
except for the natural patterns of the stone. Only
the side walls at the corners were once decorat-
ed with so-called apples - namely, short octagonal
pillars topped with heads in the form of segment-
ed domes. The differences in the stone and the
way the parts are processed indicate that not all

components were made at the same time, proba-
bly because the throne had to be repaired over the
centuries.

Given that the ceremonial frame for the en-
trance to the Holy Apostles is made of the same
gray-white marble as parts of the throne of Saint
Sava, there is an opinion that it was originally part
of a seat that existed before the construction of the
narthex. According to this view, it had an insig-
niary role; when the older church seat was trans-
ferred to the new location in Pe¢, it served as a
symbol of the continuity of the ecclesiastical insti-
tution, especially since the see of the Church was
transferred from the Zi¢a Monastery to Pe¢ during
the reign of King Milutin.

The throne of Saint Sava and the co-throne -
that is, the stone benches - clearly testify to the
purpose and significance of the Pe¢ Patriarchate,
specifically its outer narthex, which served as a
council hall. It is known that church-state coun-
cils were held there in 1374 and 1375, a practice
that continued later. The throne and benches
were probably primarily intended for the patri-
arch and hierarchs of the Serbian Church, but they
may also have served the abbot of the monastery,
the brotherhood, and the faithful. Symbolically,
though at a later date, the throne became linked



to the person of Saint Sava, the founder of the Ser-
bian Orthodox Church. Above the throne itself is
a full-length depiction of Saint Sava as patriarch,
while in the immediate vicinity is a later portrait
of Patriarch Makarije Sokolovié, who is described

in the inscription next to his image as the “restorer
of this holy throne.”

LITERATURE: Pazyjko 2020: 125-160 (with earlier liter-
ature).

N.S.
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Icon of the Three-Handed
Virgin (Tricherousa)

Unknown artist, mid-14t century

Tempera on wood, gilding; gilt revetment; forging, casting,
repoussé, etching; 111 x 91 cm

Hilandar Monastery, Church of the Presentation of

the Holy Virgin

Copy; Temple of Saint Sava in Belgrade

The wooden support is painted on both sides and
has a groove in the lower part, indicating that the
icon was intended to be carried in liturgical pro-
cessions. Through a subsequent modification, the
icon was inserted into a newer frame that carries
the revetment.

The icon of the Holy Virgin of the Three Hands
(Tricherousa) served for centuries as the palladium
of all Serbian lands, and the cathedral church in
Skopje was also dedicated to it. According to tradi-
tion, it originally belonged to Saint John of Damas-
cus, whose severed right hand was miraculously
healed after he prayed before it. This same tradition
states that Saint Sava brought the icon from Damas-
cus, and that it later resided in the Studenica Monas-
tery for a time. From there, it miraculously reached
Mount Athos in front of the Hilandar Monastery in
1661, carried on the back of a donkey and by sea.
Recent research has indicated that the original icon
of the Virgin of the Three Hands no longer exists;
the claims of the tradition are not corroborated in
the Lives of Saint Sava written by Domentijan and
Teodosije, and the icon currently displayed in the
proskynetarion is of a later date. It was likely re-
placed during the eighteenth century by the current
icon, which is a replica of the fourteenth-century
original created during the reign of Emperor Dusan.

The icon of the Virgin of the Three Hands is lo-
cated in the naos of the main monastery church,
within the proskynetarion along the eastern face
of the southwestern pier near the abbot’s throne. In
the center of the painted field on the front side, the
Mother of God is depicted waist-high, clad in a dark
maphorion bordered by a gold-woven ribbon, be-
neath which she wears a coif (Greek cap). She gazes
directly toward the observer. A golden star adorns
the forehead of the maphorion, while a fringed
golden ribbon sits on her upper arm. In her right
arm, she cradles the Christ Child, toward whom she
points with her outstretched and raised left hand.
Christ looks toward his Mother, holding his right
hand in front of his chest while grasping a scroll in
his left. He is attired in a light blue chiton with flo-
ral ornamentation, an ochre and orange clavus and
belt, and a golden himation. Within his nimbus, a
cross is painted in light blue tones against a gilded
background. At the height of the Holy Virgin’s shoul-
ders is the abbreviated inscription fiPH 6Y..., as well
as [H..H, the surviving portion of the epigraph that
identifies the image as the Hodegetria (Guide). Above
the figure of Christ, the monogram 10 KC is written.
In the lower right corner of the icon, the outlines of a
third hand are visible. The gilding of the halos of the
Virgin and Christ differs in tone from the rest of the
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background. The frame of the icon is slightly raised,
and traces of removed metal appliques and mounts
that once adorned the halos, forehead, and mapho-
rion remain visible on the painted surface.

On the reverse of the icon, Saint Nicholas is de-
picted from the waist up in a frontal pose. He is vest-
ed in a dark red phelonion with an omophorion, of-
fering a blessing with his right hand while holding a
closed Gospel book in his left. The edges of the phe-
lonion’s collar are trimmed with a gold-woven rib-
bon, which matches his epimanikia (liturgical cuffs).
The omophorion is decorated with two dark crosses
accompanied by the inscription & ¥ & fi (“The Light
of Christ enlightens all”). Saint Nicholas is depict-
ed as an elderly man with gray hair, a full beard,
and a prominent forehead. Visible nail holes on
the halo show where the chain was attached along
the nimbed outline and onto the saint’s head. The
signature is written in vermilion in Greek: O AT'Y
NIKOAAO. The background is entirely gilded, and a
red border runs along the outer edge of the panel.
Stylistically, the representations of both the Virgin
with Christ and Saint Nicholas are executed in the
tradition of the Palaiologan period.

On the front of the icon, over the representation
of the Virgin and Child, sits a luxurious gilded re-
vetment from 1862, richly decorated with precious
stones, to which a third hand has been added be-
neath the Virgin’s right hand. There is no such re-
vetment on the reverse. At the bottom of the frame,
along the lower edge, is a naturalistic depiction of
the Holy Prophet Jesse (llpopoich Teccen) lying horizon-
tally, with a vine full of leaves and fruit branching
from his body. Within the medallions formed by the

intertwining vine strands, figures of seated proph-
ets are depicted; from the bottom right, these are
Samuel, Hosea, Malachi, Amos, Nun, Daniel, Zeph-
aniah, Obadiah, and Zechariah, surmounted by
Christ; from the bottom left, they are Ezekiel, Jer-
emiah, Moses, and Haggai. At the top of the frame
is a waist-high representation of God the Father,
Lord of Hosts, flanked by the prophets Elijah and
Nathan on one side, and Habakkuk and Jonah on
the other. A third silver hand is depicted in the low-
er left corner, and a cherub occupies each corner of
the frame. In the medallions near the image of the
Virgin, the monogram HP. 4V, is engraved, while 1.
X¢. appears above Christ. Inside Christ’s halo, the
inscription ® 0 H is formed of diamonds.

Based on the inscription on the revetment be-
neath Christ’s feet, it is known that it was donated
for the health of Paraskeva, Mikhail, Elena, John,
and their children, as well as Nadezhda, Nikolay,
and their children, Maria, Olga, Natalia, and their
relatives: o ZapagIH [lapackerm Muxanlaa Caennt foanna H
“1aAb HXh. Haperanl HHi0AAm H 1aAb | HXh MAPiH 0AKTH
HATAAIH H (pOANHKOB® Hx'h. In the lower right corner
of the silver revetment is the stamped maker’s
mark (. B. ®R GREPXKOELERL) of the St. Petersburg
workshop of Fyodor Andreevich Verkhovtsev (1804~
1868), a prominent jeweler, factory owner of liturgi-
cal silver vessels and reliquaries, and a well-known
philanthropist.

LITERATURE: MupkoBuh 1936: 83-94; Bypuh C. 1995:
100-113; TypusioB 1996: 510-525; IleTkoBuh 1998: 26-27;
MuskoBuh 2007: 224-228; Tatuh-Bypuh 2007: 565-592;
Paposanosuh 2017: 173-188.

M. M.
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Icon of the Virgin The Milkmaid

(Galaktotrophousa)

Unknown artist, circa 1685

Tempera on panel, gilding; 120 x 84 cm

Saint Sava Hermitage in Karyes, altar screen

Copy

Church of the Intercession of the Most Holy Theotokos
in Belgrade

On the altar screen in Karyes, the icon of the Holy
Virgin - as the sacred center of Sava’s hermitage - oc-
cupies a central place to the right of the Holy Doors.
According to a later tradition, the icon was painted
by the Holy Apostle and Evangelist Luke, and Saint
Sava received it during his pilgrimage to the Holy
Land at the Monastery of Saint Sabbas the Sanctified
in Jerusalem. It was granted alongside the pastoral
staff of Saint Sabbas and the icon of the Three-Hand-
ed Virgin (Tricherousa), in accordance with the
sixth-century will of the monastery’s founder.

In the center of the slightly recessed painted
field, the Virgin The Milkmaid (Galaktotrophousa,
Virgo lactans) is depicted breastfeeding the Christ
Child, holding him with both hands, her gaze direct-
ed toward the viewer. She is attired in a maphori-
on rendered in light orange and red tones, beneath
which she wears a light green tunic decorated with
silver floral and vegetal motifs. The collar and cuffs
of the tunic are adorned with a golden border em-
bellished with small and large precious stones. A
narrow golden ribbon runs along the edges of the
maphorion, inscribed with the red-lettered text
of the exaposteilarion of the Great Canon of the
Theotokos. On the forehead and shoulders of the
Mother of God are star-shaped, gilded metal orna-
ments affixed to the wooden support. Flanking her

head, where the gold-leaf inscription MHP GV H
TAAAKTOTPO®O'YZA is written, there were two sil-
ver plates bearing the usual monograms of the Most
Holy Theotokos prior to conservation. Two angels
are shown lowering an open golden crown onto the
head of the Virgin.

Christ is dressed in a green chiton and an orange
himation highlighted with golden floral and vege-
tal motifs. He holds his mother’s breast with both
hands, which is exposed below the right edge of
the maphorion at shoulder height. Flanking Christ’s
head is the monogram 16 X, and within his halo is
written: 0 @ H. The flesh tones of the Most Holy The-
otokos and the infant Jesus are carefully modeled in
azure, ochre, and brown hues.

In the nineteenth century, the halos of the Holy
Virgin and Christ were covered with silver sheeting
featuring radiatingly decorated edges and gilded de-
tails, which were removed during the most recent
conservation campaign. Prior to this conservation, a
gilded silver crown mount was attached to a semicir-
cular, raised, rayed halo frame in place of the paint-
ed crown. Christ’s halo was similarly decorated with
a gilded silver mount.

The background was originally light green, but
today it is dark blue. A light green and purple bor-
der runs along the slightly raised edge of the panel.
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On the inner light green border, dating to cir-
ca 1685 when the current painted layer was exe-
cuted, is a three-line inscription mentioning the
Peé hieromonk Maksim Daskal: T ¢h ... 8 ... ... H8
b . (Depomtonaxs | Hazvius AackaA(h) T naTpiapuiie
nexc(ic)ie mpH apxien(ncro)n[8] newc(ijom8 wvip] Apceniio | 1
Hr8uEn8 xHaan" Aapcon8 Kvp Cviiewon[8] Bn AkToo Zp.
To[rAd EIB|WS MH HA Moc(T)HHLH c(ge)T(a)ro CaRe(“With
[...] I, Hieromonk Maksim, a teacher from the Pa-
triarchate of Pe¢, under the Archbishop of Pe¢,
Kyr Arsenije, and the Abbot of Hilandar, Kyr Sim-
eon, in the year 7190, then being at the Hermitage
of Saint Sava”). Based on this epigraphic evidence,
the visible painted layer of the icon dates to the late
seventeenth century. The subsequent installation
of this icon on the iconostasis at the beginning of
the nineteenth century concluded a comprehensive
renovation of the hermitage that began in the late
eighteenth century.

Conservation and restoration work carried out
in 2004 and 2005 successfully restored the icon to
its original appearance.

Today, one of several historical copies of this
Virgin Galaktotrophousa icon is preserved at the
Church of the Intercession of the Most Holy Theot-
okos in Belgrade.

LITERATURE: MupxkoBuh 1938: 14-32; 3ekoBuh, I'ynan

2010: 147-149; Miljkovié 2011: 177-184.
M. M.
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20. Reliquary of the True Cross

Athonite or Thessalonican workshop (?)

Second half of the 14™ century

Copy, copied by Goran Ristovi¢ Pokimica, 2025

Wood, silver-gilt, pearl, quartz, semi-precious and precious
gemstones; filigree, stone-setting, repoussé; 36 x 185 x 2.2 cm
Historical Museum of Serbia, inv. no. 32

During the first decades of the thirteenth century,
Saint Sava - in his desire to amass a rich treasury
for the Zi¢a Monastery - acquired a large number
of relics, among which was a fragment of the True
Cross. This reliquary was preserved at Zi¢a until
1290 when, due to a destructive Cuman raid, the see
of the Serbian Archbishopric was officially trans-
ferred from Zi¢a to Peé.

The reliquary of the True Cross was transferred
to Pe¢ alongside the rest of the monastic treas-
ury, where, in the mid-fourteenth century, it re-
ceived a new silver-gilt revetment. Shaped as a dou-
ble-barred (patriarchal) cross, the reliquary is con-
structed from a wooden core encased in richly dec-
orated, gilded silver plating. The lavish ornamen-
tation of the casing, executed in the filigree tech-
nique, features various geometric, heart-shaped,
and vegetal motifs. Both faces of the reliquary are
further embellished with pearls and semiprecious
and precious stones. Each arm of the cross features
a central gemstone flanked by four pearl beads. On
the front face of the lower cross-bar, an oval rock
crystal is set directly over a cross-shaped opening
through which particles of the relic remain visible.
A smaller cross-shaped aperture, likewise reveal-
ing fragments of the True Cross, is repeated on the
upper cross-bar. Engraved around these openings

%2 S8

are traditional cryptograms: ®X-®II (“The Light of
Christ illuminates all” around the lower aperture)
and 1¢ f¢ AR K4 (“Jesus Christ conquers” around the
upper aperture).

The lower shaft of the cross extends into a han-
dle, bearing an inscription in Old Serbian stamped
onto an applied gilded silver sheet: (AR<A> [IP[h]
RH AP(h)XHEN(HCRO)TK <H> NATPHAPKL (PRNLCKH
(“Sava, the first Serbian archbishop and patriarch”).
Because the epithet “Saint” was omitted before Sa-
va’s name, and the title of patriarch was appended
to his original archiepiscopal rank, scholars believe
the internal relic was personally donated by Sava
during his lifetime, whereas this newer exterior re-
vetment was executed in the second half of the four-
teenth century - most likely following the formal
reconciliation between the Serbian and Constan-
tinopolitan Churches in 1375. It is highly probable
that the donor was the contemporary Patriarch of
Peé, who sought to revive the memory of the relic’s
original founder.

During the Ottoman invasions of the fifteenth
century, the Pec relics came into the possession of
the ruling Brankovié¢ dynasty. Amidst imminent dan-
ger, Jelena Brankovi¢ handed over the reliquary of
the True Cross, among other treasures, to her father,
Despot Thomas Palaiologos. Following his flight to



Italy, he ceded the relic to Pope Pius II. Today, this
historic reliquary commemorating Saint Sava of Ser-
bia is preserved at the Diocesan Museum in Pienza.
In collaboration with the Historical Museum of Ser-
bia, goldsmith Goran Ristovi¢ Pokimica executed an

exact replica of the True Cross reliquary based on
the original artifact in 2025.

LITERATURE: Yanak-Meguh u gp. 2014: 55-63; IloroBuh

2018: 55-87, 119, 150.
N. B.
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Collection of Serbian Vitae and

the Hilandar Typikon of
Monk Marko

Monk Marko, c. 1370/75
Paper, manuscript; 326 fol, 268 x 210 mm
National Library of Serbia, inv. no. Rs 17

The collection, preserved at the National Library
of Serbia under inventory number 17, boasts an ex-
traordinary custodial history alongside its highly
significant textual content. Presumed to have been
executed at Hilandar, where it was originally housed,
this manuscript arrived at the end of the nineteenth
century in the possession of the then Bishop Dimi-
trije (later the first Patriarch of the unified Serbian
Orthodox Church), who was preparing an edition of
the Hilandar Typikon for the Serbian Royal Academy.
This transfer is verified by a surviving loan receipt
signed on June 14, 1896, which remains in the Hi-
landar archives today. This fortunate circumstance
ultimately saved the manuscript through a direct
breach of standard library protocols: the codex was
later loaned out to the historian Vladimir Corovié for
private study. By remaining outside the main Nation-
al Library building in Belgrade during the outbreak
of the Second World War, the volume miraculously
escaped the devastating April 1941 German bombing
campaign. It stands as the only manuscript from the
library’s invaluable pre-war collection that was not
incinerated in the resulting firestorm; following the
post-war reconstruction of the repository, it was cat-
aloged under the signature Rs 17. Regrettably, fate
was less kind to Corovié¢ himself, who perished in a
plane crash shortly thereafter.

The manuscript was executed on paper using
brown and dark ink, while brazilwood ink (varzilo)
was deployed for prominent text passages, titles,
and initial letters, though it has significantly faded
over time. The folios measure 205 X 135 mm, with
the text block arranged in 24 lines per page, exhib-
iting a standardized Raska orthography and a highly
uniform calligraphic uncial script. Although several
leaves are missing, the surviving codex underwent
extensive conservation treatment at the National
Library of Serbia in 1967. The text was transcribed
by the humble monk Marko, as evidenced by his
barely legible colophon on folio 326b: [pkiuHkH Taxa
uoHax(s) Mapio (“The sinful, humble monk Marko”).
The interior back cover preserves the historical
glosses of later readers; one note indicates that the
book was read from beginning to end in 1732 by the
icon painter Akim Markovié, who recorded that he
“found great benefit in it” (MHOr¥ M0AZY & HEH WEPETOXE).
Another marginal note references a certain metro-
politan whose identity remains lost to time. Of the
original illuminations, only a single decorative head-
piece has been preserved on folio 284. It is execut-
ed as a narrow, rectangular band filled with circles
and interlocking geometric strands; the interiors
of these roundels are decorated with four-petaled
flowers set against an ochre background. The entire



composition is framed by a wavy border adorned
with beads, featuring elegant half-palmettes in
the upper corners. While the initials are generally
simple and modestly embellished, the innate cal-
ligraphic grace of the script yields an overarching
impression of harmonious, austere beauty. Scholars
assume that each major textual division originally
opened with a similar illumination, but those leaves
- and consequently the opening rubrics of the other
works - have unfortunately been lost.

The initial work in the collection, the opening of
which is missing due to a lacuna, is Domentijan’s Life

of Saint Simeon. This is followed on folio 96 by the Life
of Saint Sava by Teodosije, which transitions on folio
255 into Teodosije’s Praise of Saint Sava. The codex con-
cludes on folio 284 with Saint Sava’s Hilandar Typikon.

The titles and authors of the texts included in this
collection represent the most significant figures and
works of medieval Serbian literature.

LITERATURE: CC3H 1903: 6p. 4215; Pagojuunh 1961: 159—
168; BorgaHoBuh 1978: 128-129; IlITaBranuH-HopheBuh
u 7p. 1986: 340; JoanoBuh T. 1998: 237; lllnazujep 20166:
245-248.

M.].
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Saint Sava,
“First Patriarch of Serbia”

Patriarchate of Pe¢, outer narthex, c. 1370
Copy, digitally printed on canvas
Museum of the Serbian Orthodox Church

Above the stone throne of Saint Sava in the narthex
of the Patriarchate of Pe¢ monastery - a foundation
of Archbishop Danilo II - adjacent to the northern
jamb of the entrance to the Church of the Holy Apos-
tles, a full-length portrait of Saint Sava of Serbia was
executed around 1370, during the primacy of Patri-
arch Joanikije. He is depicted in the guise of a medi-
eval prelate, with shoulder-length brown hair and a
full, chest-length brown beard. The saint’s counte-
nance has sustained damage, and the eyes have been
completely effaced. He is vested in the patriarchal
hieratic insignia: a white sticharion with potamoi
(rivers), an epitrachelion, and a purple sakkos em-
broidered with golden rinceaux, interspersed with
white pearls and bordered by crosses. Additional-
ly, he wears an omophorion decorated with black
crosses containing embroidered Greek cryptograms.
Within the arms of the cross on the right shoulder,
the inscription reads IC X(C). Within the arms of the
cross on the left shoulder, it reads ® X(®II). On the
chest cross, the inscription reads A IT M XT.

With his left hand, Saint Sava supports the omo-
phorion, while his right hand holds a gem-encrusted,

pearl-adorned golden cross featuring three horizon-
tal bars. His head is adorned with a purple kalyptra
- a medieval episcopal mitre with a flared profile -
which is divided vertically into three zones by gold-
en bands. These registers feature medallions depict-
ing the Christ in Glory flanked by angels with veiled
hands in an attitude of adoration before the Savior.
The entire vestment is embellished with pearls and
precious stones, with a golden cross affixed to the
central segment. A light veil depends from the ka-
lyptra down the nape of the saint’s neck. A golden
nimbus encircles his head, flanked by inscriptions
designating his patriarchal rank: ((ge)Thl CAEA MpEbI
NATPHAPXK | cpncichl ++ (“Saint Sava, the first patriarch
of Serbia”). The attribution of this title constitutes a
historical anachronism, reflecting the contemporary
legitimization crisis between the Serbian Church and
the Patriarchate of Constantinople regarding the au-
tocephaly and status of the Serbian Patriarchate.

LITERATURE: IleTkoBuh 1982: 27-29; 3agys#dune Kocosa

1989: 37; Pagyjko 2020: 130-159.
N.S.
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Icon of Saint Sava and
Saint Simeon

Hilandar Monastery, sanctuary space
Unknown artist, 15t century
Tempera on wood, gilding; 45 x 35 cm

In the slightly recessed center of the icon, Saints
Simeon and Sava of Serbia are depicted in full-length
formats. Saint Sava, identified by the fragmentary
inscription (AIRA IAPKIKHEITHCL...IM... C...T...I..H,
is represented as a prelate with brown hair and a
matching beard. His gaze is directed in profile, and
he holds a closed Gospel book in his left hand, while
raising his right hand before his chest in a gesture of
intercession. He is vested in a sticharion with pota-
moi (rivers), an ochre polystavrion, and an omopho-
rion, with a gonation (epigonation) visible on his
right side. He is shown bareheaded. Adjacent to him,
Saint Simeon, designated by the inscription ...Hh | .€.
| MH.| N4, is depicted as an elderly monk of the Great
Schema with an elongated gray beard and hair. He
wears a light brown habit with a dark blue analavos
and a dark brown mandyas, his head covered by a
dark blue cowl. Looking directly toward the viewer,
Simeon raises his right hand before his chest, while
his lowered left hand unfurls a scroll bearing the text
AGVTE TEIKHAAKSI CATEHS dOIRON RYIPSI ATAAZR) I...H.
The halos of Saints Sava and Simeon were executed
by incising double concentric circles into the gilded

layer. Positioned between the two saints in the up-
per register is a bust-length depiction of the Virgin
and Child. Of the accompanying inscription, only
OV is extant. The Mother of God is clad in a red ma-
phorion and, mirroring Christ’s posture, directs her
gaze toward Saint Sava. The Christ Child is attired in
a blue chiton and a red himation. The background
is entirely gilded; an underlying earlier stratum visi-
ble beneath the current gilding points to subsequent
historical interventions. The panel was originally ob-
scured by a silver revetment that exposed only the
painted visages and hands, which themselves under-
went overpainting in the mid-seventeenth century.

While historiography traditionally assigned the
icon to the mid-seventeenth century, its stylistic
treatment and iconographic nuances firmly recon-
textualize the work within the fifteenth century.

Today, the collection of Hilandar Monastery
also includes a modern replica of this icon, execut-
ed in 2010 by Branislav Petri¢.

LITERATURE: IleTkoBuh 1998: 47-48, 146-147.
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Epitrachelion of “Saint Sava’

late 15t or early 16th century

Satin silk, gold and silver wire, dyed silk thread, metal;
1515 X 23 cm

Treasury of the Krka Monastery, inv. no. 2301-221

The epitrachelion, which is considered one of the
most precious items in the Studenica treasury and
traditionally attributed to Saint Sava, has been part
of the treasury of the Krka Monastery since 1824.
According to the inscription made in ink on the
mount, it was purchased for the Krka Monastery by
the abbot Vikentije Knezevi¢ (1772-1828): R¥nH [lpotr.
RienTiH RHereH T EniiTpaxiaifi 0. CABELH GepRKAr® ZARETH
CROEH OHTEAH AkTA 1824 Tipettecetin Hzb MACTRIpA CTEACHHLLI
(“Bought by Proigloumenos] Vikentije KnezZevi¢, the
epitrachelion of S[aint] Sava of Serbia was brought to
his community in the summer of 1824 and transferred
from the Studenica Monastery”).

A comparative analysis of liturgical textile items
has established that the epitrachelion of the Krka
Monastery cannot be older than the end of the fif-
teenth and the beginning of the sixteenth centu-
ries. This also rejects the assumption that it may
have belonged to Saint Sava. However, there re-
mains room for research into whether this epitra-
chelion originally belonged to the Studenica Mon-
astery or was perhaps found on the relics of Saint
Sava in the MileSeva Monastery before they were
burned, which could possibly explain the origin
of the aforementioned belief. An entry on a hand-
written Paterikon brought to MileSevo from Mount
Athos in 1585, which curses anyone who dares to

appropriate any of the gifts from the ark of Saint
Sava, could indicate the origin of this belief. In oth-
er words, everything that arrived as a contribution
to the ark of Saint Sava was in some way treated as
if it belonged to him.

As an object of high artistic achievement, rich
in ornamentation, it stands out for its beauty, skill,
and precision of workmanship. It is made of two
halves, joined by silver filigree buttons, of satin silk
which is completely covered with embroidery with
parallel gilded threads. In this way, the background
is separated from the figurative representations and
ornaments.

The signatures are embroidered in Greek but are
damaged in many places, which makes it difficult
to identify the saints depicted on the epitrachelion.
The collar is embroidered with the scene of the Hos-
pitality of Abraham, a representation that is rarely
found on epitrachelia. This is followed by figurative
representations of the Old Testament prophets, the
Annunciation, Kings David and Solomon, the evan-
gelists, and the holy fathers. They are depicted in
pairs, sixteen figures on each half of the epitrache-
lion, in arcades of a broken arch, with a column in
the middle embroidered in the form of a braid. The
space between and around the arcades is decorat-
ed with palmettes and branches with a rosette in



the center. The composition in which the saints are
placed in arcades is often present in the creation of
epitrachelia of the sixteenth century, but the place-
ment of the saints in pairs under the same arch is
a unique example for that period. First, an uniden-
tified deacon and prophet are depicted, Saint John
the Baptist and Moses. Along with the Annuncia-
tion, the prophets David and Solomon are depicted
as those who announced the sinless conception of
the Lord Jesus Christ. Next, in pairs, are: the Apos-
tle John (Iw[dvvng]) and the Apostle Peter (Iletp[og]),
the Apostle Paul (IIa[u]A[o]lg) and the Apostle Luke
(Afov]k[ag]), Saint Basil the Great (Bao[iAetog]) and
Saint John Chrysostom (Xp[vocootop]og), Saint
Gregory the Theologian (I'pnyo[ptog]) and Saint
Nicholas (Nwko[Aag]), two unidentified bishops,
Saint Athanasius (ABavao[toc]) and Saint Peter (?)
(ITe[tpog]), Saint Gregory of Nyssa (I'pnyo[ptog])
and Saint Athanasius (ABavac[toc]), five uni-
dentified bishops, and Saint Cyril of Alexandria
([KJup[tAAog]). At the very bottom are: Saint Ste-
phen the Promartyr ([Z]tedalvog]) and Saint Hilar-
ion (IA[apiov]), Saint Cyprian (?) (K...) and Saint Ro-
manus the Deacon (Popa<v>[oc)).

Although the embroidery is dominated by gold
and silver thread, natural, ochre, green, and black
silk was used for the figures, framing, and details.
Each pair of saints is separated from each other
by horizontal partition friezes in which swastikas,
hooked shapes, and a “S” ornament alternate. In
the lower part of the epitrachelion, below the rep-
resentations of the saints, a decorative frieze is em-
broidered consisting of two fields of unequal size.
The upper field is divided into smaller square fields
filled alternately with swastikas, hooked stylized
volutes, and a hooked “S” ornament. The lower one
is embroidered with an interlacing ornament. The
lower edge of the epitrachelion is decorated with
eight tassels of dark red color, four on each half,
with golden knots at the top. In an effort to cover
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the entire surface of the epitrachelion with orna- LITERATURE: CC3H 1902: 234; Mupxosuh 1940: 42;
ments, the author of this handicraft also covers the ~CTojaHoBuh 2005: 9-44; PaziocasbeBuh 2019a: 206-207;
edges of the epitrachelion with stylized “S” shapes, Mepaxosuh 1987 223.

which is another of its peculiarities. 2. 0.
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Life of Saint Sava by
Domentijan

Second half of the 15th century

Paper, manuscript; 449 fol; 210 x 140 mm

Copy

National Museum in Prague, Safarik Collection IX 7 (S 25)

The Athonite monk Domentijan composed the Life
of Saint Sava in the solitude of the Karyes Hermit-
age shortly after the archbishop’s demise. Unlike
his Life of Saint Simeon, which surviving copies un-
equivocally date to 1263/64, two of the three extant
codices of the Life of Saint Sava record conflicting
chronologies - namely 1242/43 and 1253/54 - where-
as the third omits a colophon entirely (an additional
fragmentary copy from Sofia was discovered within
a fifteenth- to sixteenth-century manuscript, lacking
chronological data). Regarding the definitive dating
of Domentijan’s hagiographical work, contemporary
scholarship generally favors the later terminus.
Drawing upon precedents within Serbian hagi-
ography - specifically the biographical works com-
posed by Sava and Stefan Nemanji¢ dedicated to their
father - Domentijan advanced the genre by injecting
a distinct poetic dimension. Operating as Sava’s self-
styled “last disciple” and inspired by his personal
acquaintance with the first Serbian archbishop, Do-
mentijan possessed ample ideological and literary
impetus. Through this literary monument, he sur-
passed his predecessors in both narrative volume
and compositional complexity. Beyond its biographi-
cal utility, the Life of Saint Sava operates on profound
poetic, theological, and moral-didactic registers.

Domentijan weaves intricate theological exegesis and
moral reflections into a highly stylized hymnograph-
ic register, leveraging profound religious fervor to
encomiastically laud the primordial Serbian saints.
Furthermore, he chronicles Sava’s itinerancy in me-
ticulous detail, panegyrizing him as a charismatic
prelate who elicited universal veneration.

The National Museum in Prague preserves an es-
sential copy of Domentijan’s Life of Saint Sava with-
in its manuscript repository. This codex is executed
in the Serbo-Slavonic recension using a semi-un-
cial script featuring elements of tachygraphy; the
primary text is written in carbon-based black ink,
while the initial block capitals are rubricated in ver-
milion. The text of the Life of Saint Sava spans fo-
lios 148a-433b. Deposited within the historical col-
lection of Pavel Jozef Safarik - a vital repository for
the study of the manuscript heritage of the Serbian
people - this textual witness remains of paramount
importance as one of the few surviving copies of Do-
mentijan’s literary corpus.

LITERATURE: [loMeHTHjaH 1865; JJomeHTHjaH 1938; [o-
MeHTHjaH 1988; [loMeHTHjaH 2003; MubKOBUh 2008: 26—
29; JoBa"HoBUh 2023: 107-115.

M.]J.
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Life of Saint Sava by
Teodosije

1550/60

Paper, manuscript; 387 fol; 200 x 138 mm

Museum of the Serbian Orthodox Church, inv. no. MSPC
ORG 91

Following Domentijan, the subsequent biographer
of Saint Sava was likewise an Athonite monk, Te-
odosije. As he explicitly states in his prologue, he
composed “the life and exploits in the desert with
his father, and separately the travels, and partly
also the narration of the miracles of our holy father
Sava, the first archbishop and teacher of Serbia,
which was narrated by the venerable Domentijan,
hieromonk of the monastery called Hilandar, and
written by Teodosije, a monk of the same monas-
tery.” This Life was first identified by Pura Danicic;
however, owing to a damaged title in the copy
Danicié consulted - which is now lost - significant
scholarly confusion arose regarding its authorship.
Danicié initially attributed the text to Domentijan in
1860, but he corrected this error after discovering a
complete codex of Domentijan’s Life of Saint Sava in
Vienna, which he subsequently published in 1865.
The exact year of compilation for Teodosije’s Life
remains elusive. Nevertheless, cross-referencing
available historical sources allows his life and liter-
ary output to be situated within a definitive chron-
ological framework. Based on the scholarly assess-
ments of Bojan Miljkovi¢ and Irena Spadijer, weight
is given to Teodosije’s internal evidence that his nar-
rative was “transcribed by the venerable Domenti-
jan, the monk and prefect of the monastery called

Hilandar” (ckazano npknoAoRHbIL AOMENTIAHOME HHO-
KOMb H TIPEZEVTEPOLIL LIOHACTHPA KiAAHAAPL HAPHIJAELIOTO).
This statement implies that Domentijan and Teodosi-
je were contemporaries at Hilandar, and that Teo-
dosije drew directly from Domentijan’s oral testimo-
nies regarding Saint Sava. Consequently, this allows
the composition of the work to be assigned to the
second half of the thirteenth century. Furthermore,
a reasonable terminus ante quem is established by
the earliest known textual witness: the now-lost copy
executed by the scribe Teodul in 1335/36.

A sixteenth-century copy of Teodosije’s Life of
Saint Sava is preserved within the Collection of Vitae
and Divine Services to Serbian and Other Saints, held
in the Museum of the Serbian Orthodox Church as
part of the Radoslav Gruji¢ Legacy. Based on its wa-
termarks, the manuscript is dated to circa 1550/60.
The text is executed in carbon black ink using a
semi-uncial script that exhibits early cursive ten-
dencies, complemented by modest rubricated ini-
tials. The text of the Life spans folios 1-214b, with
lacunae occurring on folios 212-213; the initial folios
of the text are entirely missing.

LITERATURE: Teopmocuje 1860; Cyb6orun-T'ony6oBuh
1999: 222; MusbkoBrh 2008: 26-32; Illnagujep 2010: 3-16;
MouH u Jp. 2017: 142-145; JoBaHOBUh 2021: 49-77.

M.]J.



299 | Sl



300

Festal Menaion

1538

Venice, printing press of Bozidar Vukovi¢
Printed by Mojsije of Decani

Printing completed on January 19, 1538
Paper, printed book, 432 fol,; 285 x 210 mm
Museum of the Serbian Orthodox Church,
inv. no. PP SSK 20

The printing house of Bozidar Vukovi¢ commenced
operations in 1519 in Venice - then the preemi-
nent global center of typographic innovation - and
throughout the sixteenth century, produced some of
the most aesthetically refined early Serbian books.
Vukovic’s Festive Menaion (Praznicni minej) stands
as the definitive monument of early Cyrillic print-
ing. Unlike contemporary Serbian presses (such as
those in Belgrade, MileSeva, and Gorazde), which
were notoriously ephemeral, Vukovié¢’s workshop
achieved institutional longevity. Following Bozi-
dar’s demise, printing activities were sustained by
his son, Viéenco Vukovi¢; subsequently, later print-
ers - including Stefan of Shkodra, Jakov of Kamena
Reka, Jerolim Zagurovi¢, Jakov Krajkov, and Bartolo
Dinami - relied upon his typographical materials
and woodcut matrices. Vukovié¢ entrusted the tech-
nical execution of this extensive liturgical compen-
dium to the hieromonk Mojsije Decanac.

Although Vukovi¢ laments in his preface to the
Festive Menaion that he was forced to reside “in the
western, Italian region, in the great Roman heresy”
and was prevented from returning “to his home-
land, due to the great Ismaili abuse,” he steadfastly
preserved his allegiance to his Eastern Orthodox
faith and cultural lineage. He corroborates this
ideological commitment in the volume’s colophon,

articulating a desire to “bring these printed letters
to his homeland” to remedy “the lack of holy books,
whose [number] has been reduced by peoples of
other faiths.” His confessional fidelity is further
substantiated by his testamentary bequest, which
granted a deluxe, personalized copy of the Festive
Menaion - printed on vellum, gilded, and bound in
leather - to the Hilandar Monastery. His support for
the cult of Saint Sava is evidenced by a golden ban-
ner (barjak) he dispatched to the MileSeva Monas-
tery, the repository of the first Serbian archbishop’s
holy relics, alongside financial donations generated
from his Venetian book sales.

Vukovi¢ integrated the proper liturgical offices
dedicated to regional Serbian saints - specifically



Saints Sava, Simeon, and Stefan of Decani - into
the core framework of the Festive Menaion. The first
two services were composed by the thirteenth-cen-
tury hagiographer Teodosije, whereas the Service
for Saint Stefan of Decani was authored by Grigor-
ije Camblak. The typographic layout is enhanced
by woodcut illustrations; notably, Saints Sava
and Simeon are depicted together, a visual pair-
ing designed to emphasize the structural unity of
spiritual and secular authority. This paired icono-
graphic treatment was well-established by the ear-
ly modern era, as the oldest surviving panel icon
depicting both saints together dates to the fifteenth
century and is preserved at Hilandar. In the wood-
cut, both saints are shown frontally in full-length

formats. Saint Sava is represented as a prelate, his
arms extended laterally at shoulder level, hold-
ing a Gospel book in his left hand while offering a
blessing with his right. Saint Simeon is depicted in
monastic garb, grasping a cross in his right hand.
They are designated by the accompanying Cyrillic
titulus (TH Caga H Civiewn cprnckhl (“Saints Sava and
Simeon of Serbia”). The dimensions of the compo-
sition are 67 x 71 mm.

LITERATURE: Pajojunh 1953: 30-31; MeznakoBuh 1958:
29-30, 137-138, ca. XLVIII 2; ITnaBmuh 1959: 174-182;
IIeT BekoBa CPIICKOT IITAMIIAPCTBA 1994: 85-86, 144-145,
286; Jlasuh 2022: 196, 205, 216, 219, 227, 238, 255-258,
262, 291-301.
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Rules for the Use of the Psalter

Second quarter of the 16th century
Paper, manuscript; 15 fol;; 205 x 155 mm
National Library of Serbia, inv. no. Rs 34

Manuscript No. 34 in the collection of the National
Library of Serbia preserves a copy of the Rules for the
Use of the Psalter (Ustav za drZanje Psaltira) authored
by Saint Sava. The text is executed across fifteen ex-
tant folios measuring 205 X 155 mm. Given that the
vast majority of surviving witnesses of this Rules are
found embedded within copies of the Psalter with a
Sequel (Psaltir s posledovanjem), this specific manu-
script was likely extracted from a more comprehen-
sive compendium. This structural layout is substan-
tiated by its explicit initial incipit: OyKkaz(b) xoTeriony
Ap(b)ARATH YaaTHpR b (“Instruction for those who wish
to use this Psalter”), indicating that these liturgical di-
rectives were originally transcribed as an introducto-
ry or concluding apparatus to the psalter text proper.

Archimandrite Ni¢ifor Dudi¢ first attributed the
authorship of the Rules for the Use of the Psalter to
Saint Sava in his 1884 monograph, Antiquities of Hi-
landar (Starine hilandarske). Subsequent philological
and historical research corroborated this hypothe-
sis, demonstrating a profound textual correspond-
ence between the Rules and the structural mandates
of both the Hilandar Typikon and the Karyes Typikon.
This attribution is further supported by the text’s
lexical and syntactic profiles, which align seamless-
ly with the securely attested authentic literary cor-
pus of Saint Sava. The humilific formulations utilized
by the author to characterize himself - such as “the

sinful monk Sava” (rpkiuNaro MHHxA Cagoy) and “how
unworthy, lazy, and bad the monk Sava [is]” (aZb &
HEAOCTOHHH H AKHHERI H X¥Abl MHHX(b) CARA) — constitute
well-established stylistic topoi frequently deployed
throughout his authentic administrative writings.
Vladimir Corovié conclusively demonstrated that
approximately one-third of the Rules for the Use of the
Psalter text features direct textual concordance with
the opening chapter of the Hilandar Typikon. Fur-
thermore, the rigorous asceticism governing liturgi-
cal recitation found in the Karyes Typikon explicitly
mirrors this decree, which mandates that the entire
Psalter be recited within a single twenty-four-hour
cycle; it concurrently dictates that should any monks
prove so zealous in their continuous prayer as to
conclude the recitation ahead of schedule, they are
encouraged to immediately recommence the cycle.
Manuscript No. 34 was formally accessioned into
the repository of the National Library of Serbia in 1943.
It entered the national collection as a donation from
Serbian prisoners of war who had been repatriated
from the wartime internment camps at Nuremberg.

LITERATURE: [lyuuh 1884: 52-55; CBeTu CaBa 1928: XL-
XLIV, 199-202; MupkoBuh 1934: 61-67; CBeTu CaBa 1939:
20-21; llItaBranuH-BopheBrh u ap 1986: 65-66; CBeTn
CaBa 1986: 19, 139-143; CBetu CaBa 1998: XXVI-XXVII; Ca-
Buh 2015: 139-147; CaButh 2020: 515-516; By6aso 2025: 74-75.

M.]J.
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Goblet of Ivan the Terrible

Moscow-based workshop (?), 1558

Silver-gilt; casting, punching, repoussé, and engraving
Goblet height with the base: 6.5 cm, rim diameter: 18 cm,
base height: 15 cm, base diameter: 8 cm

Museum of the Serbian Orthodox Church,

inv. no. MSPC 1925 (originally in the treasuries of

the monasteries of Mileseva and Kuvezdin)

The silver goblet, a gift from the Russian Tsar Ivan
IV Vasilyevich “the Terrible,” is one of the most
precious objects from the historical treasury of the
MileSeva Monastery. This substantial circular ves-
sel, with a total height of 6.5 cm and a diameter of
18 cm, stands on a low pedestal 1.5 cm high and 8
cm in diameter. It is gilded on the inside and richly
decorated using techniques of casting, stamping,
engraving, and punching. The central part, which
is separated by a twisted circular border from two
differently decorated, concentric bands of floral or-
naments, depicts a winged griffin with gaping jaws.
Around the griffin is a scrolling vine ornament with
leaves and flowers. The first band of floral orna-
mentation surrounding this central image is nar-
rower and features a repeating tulip motif in strict
symmetry. This band is separated from the second
by a thin, beaded line of pearls. The second, wider
band is richly decorated with lush vines, flowers in
full bloom, buds, tulips, and pomegranates in an
oriental, rumi style.

Along the exterior rim of the goblet is a
chased inscription: (Tl “1AlI¥ (KTROPH BAATOTECTHREH H
XPHCTOAIORHRH 1jAph H KHEZh REAHKBI IWAH Bh MAHACTHpL
raaroAettbl MHA€WERA, HAERE TMOTHEAIT Moy mphEa
AleGHHCKwFIA CPRICKATO CRETATO CARH, AKTA ,3 3 3 MIECEL]A
CEXTEMEPIA T AbHA (“This goblet was fashioned by the
pious and Christ-loving tsar and grand prince for

the great monastery of MileSeva, where the relics
of the first Serbian archbishop, Saint Sava, rest, in
the year 7067, in the month of September, on the
fourteenth day”).

The inscription confirms that the goblet was do-
nated by Tsar Ivan the Terrible in 1558 to the MileSe-
va Monastery, the resting place of Saint Sava’s relics.
The information that it was manufactured in Mos-
cow is also found on the outside base of the goblet:
Aank oy yapcTrYOUIEME Tpae Hockge (“Given in the im-
perial city of Moscow”). Although originally donat-
ed to MileSeva, the goblet shared the fate of many
other historical items from the monastery treasury
and, due to wartime displacement and migrations,
changed its location over time. Eventually, it was
preserved at the KuveZdin Monastery, which is also
dedicated to Saint Sava. As part of the Kuvezdin
treasury, it was exhibited at the Budapest World Ex-
hibition in 1885. After the Kuvezdin Monastery was
severely damaged during World War II, the goblet
of Ivan the Terrible was salvaged, purchased, and
transferred to the Museum of the Serbian Orthodox
Church in Belgrade, where it is still kept today.

LITERATURE: BantpoBuh 1886: 94; CC3H 1902: 189; MupkoBrth
1931: 45; Pazojurth 1963: 45; ITocTHIKOBa-/IoceBa 1971: 67-68;
MenakoBuh 1987: 226; MueycHuh 2001: 60; MustocassbeBrh
2010: 112-113; I'pyjuh 2012: 36; MaTuh u Ap. 2022: 164-165.
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Part of a triptych with images of
Saint Sava and Saint Simeon

Unknown Russian artist, second half of the 16t century
Tempera on wood, gilding; silver, silver-gilt, enamel; casting,
repoussé, etching, filigree, pseudo-filigree; 7 x 7.4 cm
Museum of the Serbian Orthodox Church, inv. no. 2104

Of the original triptych, in the center of which was
likely a representation of the Deésis with Christ en-
throned, only the right wing remains. The wooden
support is enclosed by a decorative border of vege-
tal inlay made of cloisonné gilded filigree with light
green, dark green, and dark blue enamel, as well
as pseudo-filigree. This wooden panel and its dec-
orative border are inserted into a metal base that
still preserves its side hinges, a clasp, and a top sus-
pension ring. Beneath metal halos made of pseu-
do-filigree, the figures of the Holy Apostle Peter,
Saint Simeon of Serbia, Saint Paul the Apostle, Saint
Sava of Serbia, and Saint Nicholas are depicted in
a three-quarter pose, turned toward the left, where
their gazes are directed. The signatures identifying
the figures are engraved on a metal plate attached
to the upper edge of this triptych wing: aro NETPR
n}Tnsm CEI® ATO MAREA CABA ATO HIKOAAC (“Saint Peter,
the Venerable Simeon, Saint Paul, Saint Sava, Saint
Nicholas). The Apostle Peter features a short gray
beard with matching short hair and eyebrows; he
looks to the left, extending his left hand in prayer
while holding a scroll in his right. He is attired in a
dark blue chiton and an ochre himation. The Apos-
tle Paul is depicted as bald with a light brown beard,
dressed in a dark blue chiton and a white himation;
he looks to the left while holding a closed codex in
both hands. Saint Simeon the Serbian is shown as

a gray-haired elder dressed in a light green monas-
tic cloak, a dark blue analavos decorated with red
crosses, and an ochre mantle. He wears a dark blue
cowl with a red cross on his forehead, and black
shoes. Saint Sava the Serbian is depicted as an elder-
ly bishop with short gray hair and a medium-length
gray beard, holding a closed Gospel book with gild-
ed covers in both hands. He is vested in a dark green
sakkos decorated with foliate motifs, bordered
along the sleeves and hem by a wide golden band set
with precious stones. Over the sakkos, he wears a
large white omophorion with black crosses, and red
shoes on his feet. Positioned behind Sava is Saint
Nicholas, whose iconography follows the estab-
lished tradition: he features a short gray beard and
mustache, a prominent forehead, and short gray
hair. His right hand is extended in prayer to the left,
while his left hand holds a closed Gospel book with
a golden cover. He is dressed in a dark blue stich-
arion, a gold-woven epitrachelion finished with red
tassels, and an ochre-colored phelonion decorated
with pearls along the edges. Over the phelonion, he
wears a white omophorion with black crosses, and
red shoes. The background is painted olive green in
the lower section, while the upper section is gilded.

LITERATURE: ByjHOBrh 2019: 333-334, CJL. 213.
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Founder'’s portrait of
Patriarch Makarije Sokolovi¢

Patriarchate of Pe¢ Monastery, outer narthex
1565

Copy, digitally printed on canvas

Museum of the Serbian Orthodox Church

During the renovation of the painting of the outer
narthex of the Monastery of the Patriarchate of Pe¢,
which was completed on September 8, 1565, in the
eastern bay of the outer narthex, on the eastern wall,
a full-figure portrait of Patriarch Makarije Sokolovi¢
was depicted on a pilaster on the northern side.
Patriarch Makarije is facing to the right, toward
the Most Holy Theotokos, who is painted on the ad-
jacent northern pilaster of the eastern wall, next to
the entrance to the Church of the Holy Apostles, in
a frontal pose and in full figure. The Christ Child, in
the arms of the Most Holy Theotokos, is facing Patri-
arch Makarije and blessing him with his right hand.
Makarije is depicted as a man of mature years, with
a gray beard and brownish-gray hair that falls in
curls down his neck under a richly decorated mitre
that he wears on his head. He is dressed in a stich-
arion with rivers and an epitrachelion, over which
he has a richly embroidered dark red sakkos whose
ends are edged with pearl ribbons. Over the sakkos
he wears a white omophorion with dark brown sewn
crosses. In his hands, the donor holds a painted rep-
resentation of the narthex and an unrolled scroll. On
the left and right sides of his halo is inscribed: uaKkapie
npRoO(CREUIEHH NATPIAPXL | (H (OEH)OBKITEAL C(RE)T(A)ro
npkeroaa cero (“Makarije, the Most Holy Patriarch and
Restorer of the Holy Throne”). Below the painted
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model, the attendant holds an unrolled scroll with
the text of a prayer addressed to Christ, the be-
ginningless King, in his left hand, begging Him
to accept his offering and bestow upon him love
for humanity: Tra(a)a(si)ico toH 1(co)y(ce) x(pHcT)E, cHAO
H COVLILCTREO (Th)TEE H 1(A)p¥ EEZHATEAME. TPTIH KIoE Cie
TPHHOLLIENTE: H AAPOVH HAM(h) WEHTHOE CROE “1A(0)E(h)IK0AORTE
BETHIHX BA(A)rh. M(0)A(H)TBAMH poRABLIEETE M(A)TepE. H
BhCEYh C(BE)THY(b) BA(a)rooyroATR wHX" TH:~ (“My Lord Je-
sus Christ, power and substance of the Father and
King without beginning, accept this offering of mine,
and grant us your usual love of humanity and eternal
goods; through the prayers of the mother who bore
you and of all the saints who have pleased you”).
The donor’s representation is surmounted by
a monumental, half-length representation of the
Most Holy Theotokos within the semicircular lu-
nette of the portal. The Mother of God is marked

with an inscription as “Merciful and Loving of Man”
and depicted with her hands outstretched in a ges-
ture of prayer. Going south, on the eastern wall,
on a pilaster opposite the Most Holy Theotokos, on
the south side of the entrance to the Church of the
Holy Apostles, Christ the Almighty, the Just Judge,
is depicted, holding in his hands an open Gospel on
which is written the text of the Gospel according
to Matthew (7:1-2): He HAAHLIA COYALITE, HA MPAREA(A)Hb
(AL COVABITE: HUBZRE B0 CSAOMb COVAITE C¥ATTE RAM(b) Te:
(“Do not judge by appearances, but judge with right-
eous judgment; for with what judgment you judge,
it shall be judged unto you”).

LITERATURE: IleTkoBuh 1965: 84-85, 119-122, 162-163;
Petkovi¢ 1965: 238-241; ITeTkoBrh 1983: 353-359; Bypuh,

Bupkosuh, Kopah 1990: 255-268, 284-286; Matié¢ 2018:
185-188; Matuh 2019a: 228-236; Pasyjko 2020: 122-160.
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Festal Triodion

Printed by hieromonk Mardarije, printing press at the
Mrksina Crkva Monastery, 1566

Paper, printed book, IT + 216 fol.; 310 x 210 mm

Museum of the Serbian Orthodox Church, inv. no. MSPC 190

Following the closure of the Belgrade printing house
of Radisa Dmitrovi¢ and Trojan Gunduli¢ - where
he had printed the Belgrade Tetraevangelion in 1552
- Hieromonk Mardarije returned to Mrksina Crkva.
It is in the colophon of this first Belgrade printed
book that we learn Mardarije originally came from
the “monastery called Mrksina Church, near Mon-
tenegro.” There, he continued his work of printing
Serbian books, publishing the Festal Triodion in 1566.
The following year, the church was demolished and
the monks abandoned the monastery, while the fate
of the printing press remains unknown.

The Festal Triodion contains several woodcut
illustrations that accompany its liturgical content:
the Crucifixion, the Resurrection, the Ascension,
and the Descent of the Holy Spirit on the Apostles.
Serving as an introductory headpiece above the
text, a rectangular frame measuring 140 X 75 mm
encloses a composition centered upon Christ Pan-
tokrator. Shown frontally and attired in a chiton
and himation, Christ extends his right hand in a
gesture of blessing while holding a closed Gospel
book in his left. His halo bears the traditional Greek
cryptogramra ®H (“He Who Is”), supplemented by
the christogram 16 X on either side. Positioned to
his left is Saint Simeon in monastic robes, turned

slightly toward Christ, toward whom he extends
his hands in prayer. Symmetrically positioned to
Christ’s right is Saint Sava, likewise shown with his
hands outstretched toward Christ and represented
in episcopal vestments. The figures are identified
by the accompanying inscription: (¥l CHuewH u
(7w Caga Gpricicht (“Saint Simeon and Saint Sava of
Serbia”).

LITERATURE: CrojaHoBuh 1902: 451-453; MegakoBuh
1958: 55-56, 81, 164-169, table CXX; ITnaBmuh 1959: 126—
129; Ilewll 6exo8a Cpuickol WAMUAPCIiéa 1994: 149-150, 201,
ci1. 98; HeMupPOBCKUH 1995: 122-172.
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Russian Imperial Chronicle

Ilustrated history of Russia and the world in 10 volumes,
1568-1576

Paper, manuscript; 9745 fol, 375 x 275

4/
Saint Petersburg, National Library of Russia,
inv. no. OCPK FIV. 233

X 15 mm

The cult of Saint Sava in Russia has been present
since the thirteenth century and reached its full
momentum in the sixteenth century during the
reign of Tsar Ivan IV Vasilyevich (“the Terrible”). In-
tensive spiritual ties between Serbian and Russian
lands were established through Serbian artists, no-
bles, and church dignitaries who, fleeing the Otto-
man conquest, took refuge in Russia, bringing with
them liturgical objects and manuscripts. Among
these books, as a gift to Grand Duke Vasily III, the
elder Isaiah brought a copy of Teodosije’s Life of
Saint Sava, which served as the foundational source
for the illustrated account in the chronicle.

The exceptional reverence that Ivan IV held for
Serbian saints was also conditioned by his geneal-
ogy: through his mother, Elena Glinskaya, he was
a descendant of the Serbian noble Jaksi¢ family, as
his maternal grandmother was Ana Jaksi¢ Glins-
ka. Upon becoming the first Russian tsar, Ivan IV
commissioned the creation of a monumental illus-
trated history of the world from the Creation to the
fifteenth century, alongside Russian history up to
1567. This work, known in Russian as the Illustrat-
ed Chronicle Manifold (JTuyegoii nemonucHulii c600),
is traditionally referred to as the Russian Imperi-
al Chronicle in Serbian literature. More than forty
illuminators collaborated on this undertaking,

executing over 16,000 miniatures across more than
9,000 folios.

In the fourth volume of the chronicle, a distinct
and unique section is dedicated to the Serbs, focus-
ing extensively on Saint Sava of Serbia, the Serbian
royal lineages, and the Battle of Kosovo. This ex-
ceptional space granted to Serbian history testifies
to the deep spiritual, cultural, and political ties be-
tween medieval Serbia and Russia, as well as the
prominent place that Serbian tradition held in the
self-consciousness of the Russian state. The life of
Saint Sava is depicted with exceptional care in more
than two hundred and fifty scenes, representing
the most extensive and comprehensive visual cycle
of the saint’s life in the history of Christian art (by
comparison, the Hilandar refectory contains twen-
ty-nine scenes, painted in 1622). The cycle is based
on Teodosije’s Life of Saint Sava and follows his life
from the genealogy of Stefan Nemanja (Saint Sime-
on) and Rastko’s departure for Mount Athos, through
his monastic asceticism, the founding of Hilandar,
his archiepiscopal service and the establishment of
the autocephalous Serbian Church, to his pilgrimage
to the Holy Land and his blessed death in Tarnovo.
The narrative is constructed, as Milovan Vitezovié¢
noted, in concise and dignified sentences, intoned as
a discourse of dedication. This hagiographical cycle
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is integrated into the broader genealogies of Serbi-
an rulers within the chronicle and culminates with
an account of the Battle of Kosovo, thereby position-
ing Saint Sava as the spiritual foundation of Serbian
history. Saints Simeon, Sava, and Prince Lazar held
a preeminent place among the saints venerated by
Ivan IV, as confirmed by their prominent placement
within the fresco program of the Cathedral of the
Archangel in the Moscow Kremlin.

The illuminations were executed in watercolor
on high-quality paper, which contributed to the re-
markable preservation of this monumental work. The
miniatures were painted with meticulous detail, oc-
casionally combining several narrative episodes with-
in a single composition. The depicted architecture,

monastic settings, and urban landscapes all exhibit a
distinctly Russian aesthetic, even though they faith-
fully follow the core narrative of the Serbian tradition.
This artistic synthesis visually integrated the figure of
Saint Sava into the spiritual and cultural landscape of
Muscovite Russia.

The Russian Imperial Chronicle was bound in ten
volumes, which are today preserved across several
cultural and academic institutions in the Russian
Federation.

LITERATURE: CC3H 1902: 6p. 429; [loGenoBa 1965;
Pamojuuunh 1965: 283, 289; BorganoBuh 1975: 250;
ITeTxoBuh 1979: 358, 365; Mamarus, Tauuh 2004: 141-260;
BurtesoBuh 2012: 9-30.
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Icon of Saint Sava and
Saint Simeon

Unknown artist, second half of the 16t century
Tempera on wood, gilding; 32.5 x 25 x 2.1 cm
National Museum of Serbia, inv. no. 26_2050

In the slightly recessed center of the icon, Saint
Sava of Serbia and the Venerable Simeon are de-
picted in full-length frontal poses. Sava is depicted
as a mature bishop with a medium-length brown
beard, brown hair, and a tonsure. The signature
next to his image is only partially preserved: ¢Th(l)
(0)...{a) | ¢puE... He is dressed in a sticharion with
potamoi (rivers), beneath which are visible the epi-
trachelion, sakkos, and a large omophorion. The
white sakkos is edged with gold-woven ribbons, of
which the ribbon in the lower part is the widest and
is decorated with gold crosses inscribed in a blue
geometric square motif. The omophorion has three
black crosses with gold outlines. Sava blesses with
his right hand in front of his chest, while in his left
hand, extended to the side, he holds a closed Gospel
book with a richly decorated cover.

The Venerable Simeon, signed near the image as
(T... cvielwhb | ...k1b, is depicted as an old monk of
the Great Schema with a long gray beard, holding
a three-pointed golden cross in front of his chest
in his right hand and a scroll in his left hand, on
which is the text: T 1€aa | Mo Ew | Zawgawle | HHa4,
B(b)lzEKAHTHTE Tocmoa)a | ¢ unowo | Bh €8k (“My be-
loved children, magnify the Lord with me togeth-
er”). He is dressed in a light brown robe with a dark

green analavos decorated with gold details, over
which he wears a dark brown mandyas with a gold
line along the edge. On his head, he wears a dark
green cowl with a gold cross on his forehead.

The halos of both saints are executed by punch-
ing. The background is dark green in the lower part,
while the upper part is gilded, as is the wide frame
of the icon itself. Along the outer edge, traces of a
thin dark red border, which once existed, are par-
tially visible.

This work came to the National Museum of Ser-
bia in 1951, but its provenance is unknown, although
it is assumed that it could be the Hilandar Monas-
tery on Mount Athos. The icon has been attributed
to the iconographer Longin in recent literature and
has been rightly dated to the second half of the six-
teenth century. However, although the treatment of
the figures, and especially the clothing, may support
the thesis of Longin’s authorship, the modeling of
the characters using extremely dark shadows and a
certain roughness in expression, one might say, do
not fully match Longin, which is why the icon could
rather be attributed to a master from his circle.

LITERATURE: Niti¢ 2001: 200-201, cat. no. 119 (with earlier
literature).
M. M.
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s4. Epitrachelion with images of

Saint Sava and Saint Simeon

Second half of the 16t century

Dark red satin silk, goldwork, embroidery with
multicolored silk thread; 138 x 32 cm

Treasury of the Decani Monastery, inv. no. TE-1

The epitrachelion with the depictions of Saint Sim-
eon and Saint Sava is the oldest preserved textile
item in the treasury of the Dec¢ani Monastery. It is
the product of a Serbian workshop from the peri-
od after the restoration of the Peé Patriarchate and
the peak of applied arts. Based on the inscription at
the bottom, it is known that the epitrachelion came
to Decani as a gift to this monastery and Saint Ste-
fan of Decani from members of the Dmitri¢ family

G

(Peja, Neda, and Luka): ¢H €nHTpaxTA NPHHHAORH upl&'ﬁ
AETAHCICOH CTauov KPAAK META H NEAA H AYKA AMHTPIKH
Eb BETHOE HY BhcnomiHanie (“this epitrachelion was
donated to the Dec¢ani Church of the Holy King by
Peja, Neda, and Luka Dmitri¢, for their eternal re-
membrance”). However, the exact year of produc-
tion for the Dedani epitrachelion is unknown. Sty-
listically, this epitrachelion is highly similar to the
Studenica epitrachelion. Although it is considered



more complex in composition, the draftsmanship
on the Decani epitrachelion is less skillfully exe-
cuted. It is also very similar to the epitrachelion
of Jelena Crnojevi¢ and Dimitrije Gvozdenov from
1553, which was housed in the Grgeteg Monastery
until 1941 and is now kept at the Museum of the
Serbian Orthodox Church. Through a comparative
analysis of several embroidered objects and their
stylistic characteristics, the epitrachelion from

Decani has been dated to the second half of the
sixteenth century.

It is composed of two vertical halves made of
dark red silk satin, which are connected by buttons.
It is embroidered with gilded thread and silk thread
in dark red, green, blue, violet, ochre, and black in
several shades. The stitching includes chain stitch
and couched laid work, secured in zigzag and di-
agonal patterns. On the collar is embroidered the
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Savior - {{ X¢ - depicted in a gesture of blessing.
Saint John - (Thl HoHk - and the Holy Virgin - hﬁp
9V - are turned toward Him in an attitude of prayer.
They are embroidered in circular, isolated medal-
lions. All tituli on the epitrachelion are in the Ser-
bo-Slavonic recension and embroidered with gold
thread. In the same style, circular medallions are
arranged lower down, depicting archangels and
saints in full-length formats, so that the figures on
the left half of the epitrachelion face the figures on
the right half, face to face. The medallions are sep-
arated from each other by the inscriptions. Their
order is: Archangels Michael - apxrab MHxafiab and
Gabriel - apxran ragpiih; Saint Peter — ¢Thii netph and
Saint Paul - c¢FhiH nagAk; Saint John the Theologian
- ¢Taid loi Erocawg and Saint Matthew — ¢ThiH UTe;
Saint Mark - ¢faiH uapio and Saint Luke — ¢ThiH ¥
Saint Athanasius - ¢ThlH a¢-aHacHe and Saint Basil the
Great - (ThiH Eaciale; Saint John Chrysostom - ¢ThiH
1® 3acTh and Saint Gregory the Theologian - (FhiH
rpiropie; Saint Germanus - ¢FhiH repiian and Saint Cyril
- (ThIH KvpiAb; Saint Ignatius - ¢FhiH HrHATIE and Saint
Nicholas - ¢ThiH HHIKK0AA€; Saint Simeon — ¢ThIH (VIEWH
and Saint Sava of Serbia - ¢ThiH caRa cpricic; Saint Ro-
manus - ¢ThiH poad and Saint Stephen - ¢ThiH cTedan;
and Saint George - ¢FhiH rewprie and Saint Demetrius
- ¢ThiH AHUHTPHE. The expressiveness of the saints’
figures is enhanced by large eyes that extend to-
ward the outer corners, as well as prominent pu-
pils. Along the entire length of the epitrachelion,
a scrolling vine and palmette ornament is embroi-
dered with gold thread. Golden borders are sewn
onto the edges. The lower hem of the epitrachelion
is decorated with ten multicolored silk tassels with
golden knots at the top.

LITERATURE: MupkoBuh 1940: 39-40; CrojaHoBuh 1959:
63; CrojanoBuh 2005: 28-29; IllakoTa 2016: 305-306.

Z.0.
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Nomokanon, Moraca copy

Moraca Monastery, 1615

Paper, manuscript; 347 fol; 430 x 275 mm
Museum of the Serbian Orthodox Church, Legacy
of Radoslav Gruji¢, inv. no. MSPC ORG 164

The Morac¢a Monastery was an important center
of the cultural and spiritual life of the Serbs dur-
ing the period of the restored Peé Patriarchate,
throughout the sixteenth and seventeenth centu-
ries. The location of the monastery contributed to
the fact that councils and assemblies of the most
prominent national and ecclesiastical representa-
tives were held there. At that time, work was un-
derway to restore the monastic complex, which
had been destroyed at the beginning of the six-
teenth century; due to a lack of funds, this recon-
struction was protracted and gradual. Along with
the destruction of the church itself, the library also
suffered, having certainly been well-stocked with
manuscripts prior to that event. Subsequently, the
restoration of the book collection began, which
was also beset by unfortunate circumstances in
later times: manuscripts were transferred to other
churches and monasteries, some were destroyed
in a fire in the residence of the Moraca archiman-
drite, and the largest number vanished during
visits by researchers of the early Serbian written
heritage, when many volumes disappeared with-
out a trace. Archimandrite Nic¢ifor Duci¢ was in
Moraca at the very time when Vuk Karadzié¢, Vuk
Vréevié, and the Risan priest Vuk Popovi¢ were
preparing to collect books from this monastery,

an acquisition that amounted to “two horse loads.”
Duci¢ found only one valuable manuscript - the
Krmcija (Nomokanon).

Dudié¢ described the Moraca Krmcija on two
occasions, in 1866 and 1877. As he states, the text
was written in a purely Serbian script, a hand that
resembles printed books. In the most recent de-
scription by a group of authors (Mosin et al.), the
script is defined as a legible, elegant semi-uncial,
of the Serbian redaction. The scribal notes that
Dudi¢ transcribed were located on pages 709 and
711; however, these pages have not been preserved.
Today, the Moraca Krmcija manuscript consists of
347 leaves, or 700 paginated pages. The beginning
and the end are missing, including the folios con-
taining the notes. Duéi¢’s work on studying the
Morada copy remains highly significant, because
from these now-lost records, we learn the date and
place of the manuscript’s copying, as well as the
date of composition for its original protograph.
The mention of Patriarch Pajsije Janjevac is not
surprising, considering that he tirelessly furnished
churches with manuscripts, icons, and liturgical
objects. The place of production was the Church of
the Dormition of the Most Holy Theotokos on the
Moraca River, during the tenure of the abbot, Ar-
chimandrite Gavrilo, in 1615 (Duci¢ miscalculated



the date as 1613). It was transcribed from an ex-
emplar written in 1252, during the time of the Bu-
dimlja bishop Teofil, one of the “twelve bishops
appointed by Saint Sava in the young Serbian king-
dom.” The warning written at the end - pronounc-
ing an anathema upon anyone who takes the book
out of the monastery without the blessing of the
abbot and the brotherhood - did not deter subse-
quent generations, and its itinerary after leaving
the monastery was turbulent and obscure. In the
following years, the Moraca Krmcija disappeared
from the monastery and ultimately entered the

manuscript collection of Radoslav Gruji¢, which
is now an integral part of the Museum of the Ser-
bian Orthodox Church. Following restoration and
conservation treatment carried out at the National
Library of Serbia, the manuscript was bound in a
new casing, and the leather from the original bind-
ing was affixed to the new one.

LITERATURE: [lyuuh 1866: 181-187; [yuuh 1877: 27-28;
Tponuky 1952: 62-63; MoImuH 1960: 553-554; [leTkoBuh
1986: 51-52; MOIIMH U Ap. 2017: 221-224; MapTuHOBKh
2020: 75, 90.

M.].
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Studenica Typikon and the Life of Saint
Simeon in the Tsarostavnik (Genealogy) of

the Studenica Monastery

Studenica Monastery, the scribe Averkije, 1619
Paper, manuscript; XVI + 172 fol; 155 x 105 mm
Copy

National Museum in Prague, Safarik Collection,
IX H 8 (S10)

The only surviving Serbo-Slavonic copy of the Stu-
denica Typikon and the Life of Saint Simeon by Saint
Sava is preserved at the National Library in Prague,
within the Safarik collection. The famous scribe
Averkije transcribed part of this composite manu-
script (convolute) in 1618/19, the oldest section of
which is dated to the last quarter of the sixteenth
century, while several leaves were written in the
eighteenth century.

In Averkije’s copy, the works are bound in the
following order: the Studenica Typikon (ff. 1a-71a),
the Studenica Charter (ff. 74b-78b), and the Life of
Saint Simeon (ff. 79a-117a). As Viktor Savi¢ notes in
his work on the dating of the exemplar from which
Averkije copied these compositions, in an “ideal
structure” of a legal compendium on the founding
of a monastery and the prescription of the rules of
life within it, the logical order of the texts would
dictate that the act of the founder on the establish-
ment of the monastery (the charter) comes first,
followed by the biography of the founder present-
ed in the third person, and finally the rules of life
and worship in the monastery (the typikon). Nadez-
da Sindik believes that Averkije, as an expert on li-
turgical texts, could not have made such an error,
and that a later rebinding of the codex led to the dis-
placement of the compositions contained within it.

Given that the short Life of Saint Simeon is con-
tained in the second and third chapters of the Hi-
landar Typikon (fol. 6a: caogo -&- 0 HacAkrenH c(ge)TATO
CEro MAHACThIpA), it can be concluded that it was ar-
ranged similarly in the original Studenica Typikon -
that is, that the Life was located at the beginning
(the commencement of the Life on fol. 79a: cA0k0 ,4-
0 HACAEAORANH C(BE)T(4)r0 IOHACTIPA C€ro). An innovation
in relation to the Hilandar Typikon is the Studenica
Charter, which is included in Averkije’s copy. In the
Studenica Typikon, Sava expanded the short biogra-
phy of his father that he had previously integrated
into the Hilandar Typikon. Following the Byzantine
hagiographical tradition, Sava presents biographi-
cal details from Nemanja’s life prior to his monastic
profession, and shifts focus - for pedagogical and
moral-didactic reasons - to his monastic exploits,
emphasizing his renunciation of the throne and
secular rule for the sake of the kingdom of heaven.

We obtain information regarding the date and
place of execution from the scribe’s colophon on fo-
lio 71b: GiH THOHICK CHEE(B) WEPAZHHI(R). C(BE)T(A)ro CARRI
cp(b)Eneicaro, npknuc(a) ce, Bb akT[0], zpicz. (“This Typikon,
that is, the rulebook of Saint Sava of Serbia, was
transcribed self in the year 7127,” i.e., 1618/1619) Eh
neuteple] c(Re)T(a)ro Carnl noc(w)ua (?). £k Bw npkaae HAC(h)
ChIHC(A)Hh pSicoto c(Be)T(a)ro caBhI, Bh AKT[0] pet(e) (1) Y



(“[...] in the cave of Saint Sava the hermit. For it was
before us written by the hand of Saint Sava, in the
year 6708,” i.e., 1199/1200) npkcTagH ¢(€) r(o)c(no)a(H)H
(iMewH(B): H A4 HHICTORE ZARARAIAET H MPREAALIAET MHWTRI
B coyT(h) phTH MpocTH Bh cel[h] HoMoAHBHE (1), Hh Shaw
MOABZHKI. TOro E® pAAT MOREAR C(RE)ThIH MPOTHTATH HA
za1(a)A0 KorosA0 M(E)C(E)Ua. MBK MIC0 AA OV TRIBARAAT(h) €
cA[o]yRHTeA€E H Ikl EhCH He ZARRBAHM[B] AREWR(b) ((RE)T(A)r0.
REAR 7160 0Nk HUAT[B] HAM[B] COVATTH. R0 H an(0)c(To)anl &T,
T(cpa)aerom[n] KoatH[o]u, 4 HHBLIM[B] €ZbIKWM[] HE cOyAET[R].
H CEMY CBRAOICh, C(RE)TAI HHIKWH(h). HEW H Ch C(BE)ThI HAM[]
an(o)c(ro)an ec(Th). r(ocnoa)t Tor(o) M(0)A(H)TEAH MOKPRI
Hac(b), HE® H Th M(O)AHT(B) ce Za H(bI). Tlpi HroyuEHOy KKVp¥
FecwdHaloly ©T mEAeHbIX[B] (“[...] Lord Simeon passed
away. And let no one delay or distort, for many are
the words simple in this Nomokanon, but deeply
beneficial. For that reason, the Saint commanded to
read at the beginning of each month, clearly so that
the ministers may be confirmed and we all unfor-
getting of the love of the Saint. I know that he has
to judge us, as the Apostles the twelve, the tribes of
Israel, but other nations he will not judge. And to
this is witness, Saint Nikon. For even with the Holy

Apostles he is for us. Lord, by his prayers cover us,
for he prays for us. Under the Abbot Kyr Theophilos,
from the revealed [writings]”).

The Averkije portion of the manuscript is writ-
ten in black ink, while the initials, titles, and ru-
brics within the text are executed in vermilion. The
language belongs to the Serbo-Slavonic recension,
the orthography follows the Resava school, and the
script is a semi-uncial with elements of tachygra-
phy. Regarding ornamentation, only simple ge-
ometric initials in red stand out in Averkije’s copy,
some decorated with wavy lines or foliate branches
at the terminal ends. In 1735, on folio 1a, the Stu-
denica Monastery was sketched in black ink.

This significant convolute represents a unique
combination of medieval ecclesiastical-legal and
hagiographic writing, marking the historical origin
of these genres in Serbian literature.

LITERATURE: Bormanosuh 1980a: 149-151; CUHAMK 1988:
200-203; PakuheBuh 2015: 451-469; lInagujep u gp. 2015:
85-89; CeeTu CaBa 2018: 29-56; CaBuh 2019: 385-429;
Pakwuh 2019: 191-192; CaBuh 2020: 518-521.
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Collection with the Karyes Typikon and
the Rules for the Use of the Psalter

1620/30

Paper, manuscript; 37 fol,; 210 x 150 mm

Archives of the Serbian Academy of Sciences and Arts,
inv. no. ASANU 51

The Archives of the Serbian Academy of Sciences
and Arts preserve a fragment of the Collection, which
contains the Karyes Typikon and the Rules for the Use
of the Psalter. On folio 31, the text of the Karyes Typ-
ikon begins: Hateao npkuoyapocTH cTpax(s) r(o)c(moa)nn,
pAzZoVM(b) K€ BATH Beeuh TROpeWHU(L) (“The fear of the
Lord is the beginning of wisdom, and a good under-
standing belongs to all who practice it”). From fo-
lio 35, the Rules for the Use of the Psalter begins: (iazh
XOTRUIOMOY APRARATH VAATHPL ¢h (“An instruction for
him wishing to hold [use] this Psalter”).

Danicié¢ published this copy in its entirety in
KnjiZevnik in 1866, concluding that it was written
in recent times and that the scribe, “as I judge
by the paper and the writing, lived in our centu-
ry.” Ljubomir Stojanovié, describing the manu-
scripts and old printed books of the Serbian Royal

Academy, states under number 110 that this manu-
script belongs to the Serbian recension and dates
from the fifteenth or sixteenth century. The large
discrepancy in dating occurred due to the desire of
the copyist to be as faithful as possible to the origi-
nal from which he copied - although written in the
seventeenth century (around 1620/30), the language
retained archaic features, such as the etymological-
ly correct use of yat () and the correct use of the
jers/semi-vowels (with rare examples of vocaliza-
tion). Daniéié attributes these deviations to the time
of composition of the original text, and not to the
scribe of this Academy’s copy.

LITERATURE: Danici¢ 1866: 139-142; Crojanosuh 1901:
no. 110; Ceetu Casa 1928: V, XL-XLI; CaBuh 2018: 299-322;
Byb6aio 2025: 72.

M. J.
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Cycle of the Life of Saint Sava

Hilandar Monastery, refectory, 1621-1622

Painter Georgije Mitrofanovi¢

Fresco copies, copied by Ivan Dikij, Boris Obraskov, Vladi-
mir Predojevié, Nikola Majendorf, and Viktor Sevcov, 1965
Fresco Gallery of the National Museum of Serbia

In the refectory of the Hilandar Monastery, the ico-
nographer Georgije Mitrofanovi¢ painted a cycle of
frescoes depicting the life of Saint Sava of Serbia
in 1621-1622, completing the program on Novem-
ber 16, 1622, “by the will and with the approval of
the fathers and brothers of the Hilandar monastery
council, under the father abbot, Kyr Hilarion.” Mi-
trofanovié¢ was also the ktetor of the entire project
of decorating the refectory, all of which was carried
out under the care of Georgije Mitrofanovi¢, “who
labored hard on this work.”

The entire Hilandar cycle of the life of Sava in-
cludes twenty-six compositions with twenty-nine
scenes. Each composition is bordered by a deco-
rative band. The youth of Saint Sava is depicted in
seven episodes in the second register of the east-
ern wall, running from north to south, through the
scenes: Rastko consults with a monk to flee to the
Holy Mountain (¢(Be)Thl ChBeWA (b HHOKOM[b] EEARATH Bh
([ge|T8I0 rvpy); Rastko takes his parents’ blessing to go
hunting; Rastko deceives his entourage and flees to
the Holy Mountain (¢(&)Thl MocAA EOHHH (hIHATH ZERpie
cam[b] &€ Eers ce K€Th Bh (RE)TI0 rwpov); the envoys of
Stefan Nemanja beat the monks while searching for
Rastko; the tonsure of Saint Sava in the Russsian
monastery (c(Re)Thl MOCTPHI" (€ Eh MOHACTHYR pSCIKOLIR);
Saint Sava brings warm loaves of bread to hermits

((npyHHece @(Th)yemb Tonafe xAeknl); and Saint Sava is
el C(REJTATO PpAZEOHHHLH).
Other scenes are related to Saints Simeon and Sava,

captured by robbers ((..

including Sava’s travels, miracles, diplomatic mis-
sions, death, and the translation of his relics: Saint
Simeon arrives at the Vatopedi Monastery (¢(ge)Ti
CVIMEWHK TpiE Bh LMONACTHPL BA-0MEL); Sava’s intervention
with Emperor Alexios III Angelos in Constantinople
to declare the Hilandar Monastery stauropegial; the
death of Saint Simeon in Hilandar (ovcnenie c(ge)Taro
(ViiewHa); the ascension of the holy saint; the Holy
Virgin appearing to Sava in a dream and revealing
to him two treasure chests (IAEH e E(0ropoAH)LIA CTOME H
noKaza eu8 ARe CKPoRHLIN); the miracle of the outpour-
ing of myrrh from the relics of Simeon Nemanja (...

Hie @ unpouzzm’rm (TT0 (VLIEWHA); Sava becomes a hier-
omonk (xepkTonia c(ge)Taro caBLT); Sava heals the para-
lytic (c(ge)Thi Tcuyeainl pacaagaenHaro); Sava kills Strez with
prayer (c(ge)Thi MAHTEOW 8ELI cTpkzom); Sava becomes
an archbishop (¢(Re)Thi MocTARAAETCE ApxTenHCIKONOMb MpH
11(a)p8 4€wA0p8 AACK MATPIAPYL TEPLIAND); Sava crowns
his brother Stefan as king (¢(ge)Thi EEH1A€Th (TedaHA
HA KpAACTRO); Sava invokes a hailstorm with prayer
(c(RE)THT MATEOK ChBEAE TpaA); Sava gives the Hungari-
an king a bowl of ice (¢(ge)Thi 8AaAe BRAHIC (hC8A rpaAa);
Sava administers communion to the Hungarian king,
converting him to Orthodoxy (c(ge)ThT ... Kpaaw ...);
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the death of Stefan the First-Crowned (c(ge)Thi
EhCKpChCH OVPhLUA EpaTA); Sava is captured by pirates
on his maritime journey to Jerusalem (c(ge)Thi Mopku
WKCTEYETh MATAOME TACTOK ChXPAHEH Ehi (T PpAZEOHHHICH);
the sea feeds Sava with trout (¢(Be)Thi ... EATOCORR Kh I'8
(0 MopA MARKCPME MOCAAHA EHC €ltov); Saint Sava blesses
water on the eve of the Theophany in the church in
Tarnovo; the death of Saint Sava in Tarnovo (ovcnenxe
((Re)Taro cARE Bh TPphHORE); the healing of the monk Ne-
ofit at the tomb of Saint Sava (¢(Re)Thi HCLEAH HEWDHTA);
King Vladislav asks the Bulgarian emperor Ivan Asen
II to return the relics of Saint Sava to Serbia (part of
this scene includes the appearance of Saint Sava to

Ivan Asen in a dream) (KpAA BAAATCAAER MPocH 8 1j(a)pa
MouH o(ge)T(a)ro); and King Vladislav transfers the rel-
ics of Saint Sava from Tarnovo to Milesevo (npkH... €
MOLIEMB CTTO CARE).

The Gallery of Frescoes of the National Museum
in Belgrade preserves copies of these fresco scenes
from the Life of Saint Sava in the Hilandar refectory,
which were executed in 1965 by artists Ivan Dikij,
Boris Obraskov, Vladimir Predojevi¢, Nikola Majen-
dorf, and Viktor Sevcov.

LITERATURE: IleTkoBuh 1933; KajmakoBuh 1977: 56-64,

191, 238-255; MaTuh 2025: 358-403.
M. M.
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Psalter of
Gavrilo Trojicanin

Holy Trinity Monastery near Pljevlje, the scribe Gavrilo
Trojicanin, the miniaturist: iconographer Jovan, 1643
Paper, manuscript; I + 300 fol; 194 x 140 mm

Matica Srpska Library, inv. no. RR IT'19 (RR II 178)

In the seventeenth century, Serbian printing slowly
died out, so that for the next eighty years, book re-
production once again relied exclusively on copying.
Scriptoria were, according to established tradition,
associated with churches and monasteries. One of
the most important copying centers during the six-
teenth and seventeenth centuries was located in the
Holy Trinity Monastery near Pljevlja. Among the
many noted scribes of this period, Gavrilo Troji¢anin
stood out in the scriptorium of the Holy Trinity in Pl-
jevlja, with more than ten copied books. Psalters are
by far the most prevalent among the titles of Gavrilo
Trojianin’s books. This information is not surprising
if we consider the fact that the Psalter was printed in
the first Serbian printing house in Cetinje in 1495,
and that it was also the last book of the old Serbian
book printing, printed by Bartolo Ginami in Venice in
1638. The words of Saint Sava about the importance
of this liturgical book were deeply engraved in the
consciousness of the Serbian people. He emphasized
the importance of reading the entire Psalter in the
course of a day and night in the Karyes Typikon: “And
what remains of the Psalter, recite it either during the
day or at night, only so that the Psalter is sung for one
day and night,” and a little later in the Rules for the use
of the Psalter, where he instructs the brethren to “sing
the Psalter for the night and day,” and, in the event

that they zealously finish reading the Psalter during
the day, “then go back from the beginning and begin
and finish. For the Psalter is never finished.”

The manuscript Psalter of Gavrilo Troji¢anin re-
tains the tradition of decorating the Psalter, which
was present throughout the Middle Ages. As a skilled
scribe, he was previously credited with the orna-
mentation of manuscripts. However, later studies
have led to the conclusion that he left the decora-
tion of books to artists, painters. The author of the
miniature with the depictions of Saint Sava and Saint
Simeon on folio 179 is Jovan, a famous painter of the
seventeenth century. Miniatures with the depictions
of the prophet David and Saint George are also at-
tributed to him.

Saint Sava and Saint Simeon are depicted in a
standing, frontal pose, and the entire composition is
framed by a green border. Saint Sava stands on the
left and is dressed in ornate episcopal vestments,
bareheaded, with brown hair and a long, brown-gray
beard. He is blessing with his right hand, holding a
closed Gospel book in his left. Next to him stands Saint
Simeon, with a long, gray beard, dressed in a monas-
tic habit; he holds a cross in his right hand. The back-
ground is gilded in the upper register and olive green
in the lower register. Jovan found inspiration for this
miniature in his own painting - the icons of Saint Sava



and Saint Simeon from Moraca and Piva. The Psalter LITERATURE: I'p6uh 1992: 8; BacummbeB 1992: 48-49, 51;
of Gavrilo Troji¢anin is one of the most beautifully ~IPOuh 1 Ap. 1993: 8, 28-37; Paxnh 2016: 403.
decorated books of the seventeenth century. M.].
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Icon of Saint Sava and Saint Simeon

with the Life of Saint Sava

Icon painter Jovan, 1644/45

Egg tempera on wood, gilding, woodcut; 251 x 174 cm
(size of the original)

Morac¢a Monastery, Church of the Dormition of

the Holy Virgin, western bay of the naos

Copy, copied by Boban Veljkovié, 1995-96

Historical Museum of Serbia, inv. no. 30

The icon with the life of Saint Sava of Serbia is a
monumental work of large dimensions, located
in the western bay of the Church of the Dormition
of the Holy Virgin, the main church of the Moraca
Monastery. It is fixed from the back to a massive
wooden beam that is placed as a tie-beam between
two walls. It is located above the grave of the found-
er, Stefan Vukanovié, son of Vukan Nemanjic¢. It is
one of the most significant and artistically success-
ful creations of the iconographer Jovan, a Serbian
painter of the mid-seventeenth century, and is dated
by an inscription to 1644/1645. In the center of the
icon, Saints Simeon and Sava of Serbia are depict-
ed in full-length formats, while around this field is
a border frame depicting twenty-three compositions
illustrating seventeen scenes from the life of Saint
Sava, painted in continuo on the upper side of the
frame and partially on the lower side, while they are
separated into individual registers on the sides.

The icon is housed in a luxurious, gilded, wood-
carved frame. The pedestal is decorated with a carv-
ing emerging from two vases and interwoven with
vine leaves, bunches of grapes, and a medallion in
the middle. Two columns decorated with large flow-
ers rest on the base, topped with capitals on which
the horizontal panel is decorated with a carved mo-
tif of a vine with leaves and bunches of grapes. The

construction is finished with a band of palmette dec-
orations. The painted field is enclosed in a separate,
also gilded, carved frame that is recessed in relation
to the main frame structure. A semicircular arch of
multi-lobed interweaving is supported on two pillars
decorated with lace-like woodcarving, in each of
whose corners a flower is woven into the carving. In
the center of the painted panel, the figures of Saint
Sava (¢(Be)Thi caR4 ¢phECKbI) and Saint Simeon Nemanja
(c(Be)THT CiiewHn phECKhi)) are depicted frontally. Saint
Sava is depicted as a man of mature years, with dark
hair with a tonsure on the crown and a dark beard of
medium length. He is vested in a sakkos with a dark
blue omophorion, under which a sticharion with
potamoi (rivers) of the same color and an epitrache-
lion can be seen. He blesses with his right hand in
front of his chest, while in his left he holds a closed
Gospel book. Saint Simeon is dressed in a monastic
habit with an analavos, over which he wears a cloak
buttoned at the chest. On his head, he wears a cowl
with the cryptogram of Christ (ic X¢ — Hi Kk4). In his
right hand, he holds a purple cross with a long han-
dle, and in his left, he holds an unrolled scroll: npitae
| Te teAa | H MocA8 | WwAHTE | LieHe €T | paxs r(ncnoA)tio | HASTS
gt - (“Come, O children, listen to me; I will teach you
the fear of the Lord”) (Ps. 34:11). At the end of the text
written on the scroll, the year of the icon’s creation

341



342

is recorded (Zp H T, i.e., 7153, or 1644/45), and the
painter’s name is hidden in the cryptogram - 7%
T T (resolution: chMHCA IWANHL ZOrpad> MOMEHH TOCTOAE
[“Written by Jovan the Zograf, remember him, O
Lord”]). The upper part of the background is gilded.
Around the central field are arranged twenty-three
scenes from the life of Saint Sava. In the semicircu-
lar top of the field is a frontal bust of Christ blessing
the saints. Next to him are Saint Nicholas and Saint
Luke, who are shown in a three-quarter position,
half-length, with their heads bowed and their hands
extended toward him in a gesture of prayer. In the
register below, six scenes are depicted in a row: Saint
Sava talking to a monk (caEEYIABR CA HHOKOLI EERATH Kk
([ge]T8I0 rops), the parents’ blessing for going hunting
(BA(ar0)cAOBEHiE BAZEMAETR (T POTHTEAR AORHTH ZEepH), his de-
parture to the Holy Mountain (nocaA&a EOHHH CAFHATH
ZEEPH. CAUA BRI (€ eMAETR B C[RE|T8I0 rops), soldiers beat-
ing monks (nocAanH Ae no c[ReJT[A]rw M[o]H[A]XH EHMXS),
Sava’s tonsure in the pyrgos of the monastery of St.
Panteleimon (¢[Re]TI MOCTPHIk (€ BA MHPr8 LIOHACTHPA C[Be]~
TA nanTea[e]Huon[a]), and Saint Sava distributing warm
bread to hermits (c[geJT1 TonAle xAKEH MOAARAE CSLIHM EA
ngcrhiaxs). Along the left and right sides of the bor-
der frame around the central field, from left to right
(except for the scenes in the third row) and from top
to bottom, in separate compartments partitioned by
borders, the compositions alternate: the Holy Virgin
appears to Saint Sava and reveals to him the treas-
ure of gold (mEH ce (Re)TOUS E(OrOPOAH)LA H MOKAZA EMOY
cepogrpie); the ordination of Saint Sava into the priest-
hood (c(ge)ThI nocTarAmeT c¢ Ha ckkier’cTR0); the miracle
of the outpouring of myrrh from the reliquary coffin
of Saint Simeon (‘oyA0 ® WiPOHZAHTI ¢(BE)TATO CiLIEWHA);
Saint Sava is appointed as archbishop (c(ge)Thl nocragam
€T e apxHen(H)ck(o)noun), and Saint Sava praying for the
death of the Bulgarian nobleman Strez (c(ge)Thl ¢(a)
BA UOAHTE CE - C(RE)ThI MOAHTEOK OVCALPATR CTpezora). The
compositions of Saint Sava healing the paralytic
(c(me)TnI Harkan pacaagaena) and Saint Sava crowning his
brother Stefan the First-Crowned (c(ge)Thl BkHMABAETR
EpATA (TedaHA HA KpaAcTRo) are placed within one com-
partment, and they are followed by: Saint Sava (c(a)

&4) invoking the hailstorm through prayer (moAHTEOM
H343HEA TpAA (LoA(H)TEOK C[Be]ThI rpa) cakere) and sending
a vessel with the hail to the Hungarian king (nocHaa~
€TR KPAAIO OVTPHHS CACSAR MARHE rpaaa) — in the hands of
one of the envoys is a message beseeching him to
restrain the storm: nomHAoyH ¢(Re)Thl Z4 HeHzrikoxous; and
Saint Sava resurrecting his deceased brother, Stefan
the First-Crowned, to tonsure him (¢(ge)Thl cABA BACIpECH
EpATR OVUPRIIA AOHAERE M(0)cTpHze €ro). Along the bottom
of the icon frame, the final events from the life of
Saint Sava are depicted: the miracle at sea with pi-
rates (Saint Sava is hidden from the robbers by thick
fog) (c(BE)ThI CABA ER MOPH TAKCTON LIATAOK CAXPAHEHR EhI(CTh)
T pazEoHHIKR); A wave of the sea throws a fish onto
the saint’s boat (c(ge)Thl WACTROVE MOFRUB B HEPOCAHIIR
Liope pHES €us AapotocHTa), and the death of Saint Sava
(oveneriie c(ge)TAro CARH (prERCKAT0). The dormition of Saint
Sava, who is lying on a bier, is attended by Patriarch
Joachim of Tarnovo and Tsar Ivan Asen II with his
tsarina. In the middle of the lower side of the rim, a
series of historical scenes are painted: the construc-
tion of the Moraca Monastery (ipaas cTecpan ¢(H)HE e~
AHKATO KHEZA BRAK(A)HA CRZHAAETR XPAK® OVCIIEHTA E(OTOPOAH)LIE
Ha pkue uopatH), and Stefan consulting with the pro-
tomaster (caRkTa Kp(A)AR TROPIT ¢h NMpoToMAHCTOpouiR). The
medallion on the pedestal depicts the composition
the Death of Stefan Vukanovié, which takes place in
front of a church that does not resemble the one in
Moraca. On the lower edge of the carved frame is an
inscription with the names of the icon’s commission-
ers - the Moraca abbot Luka, the Zeta metropolitan
Pajsije Kolasinovié, the docheiarios Silvestar Laza-
revié, and the donor (ktetor), the hieromonk Jefrem
from the village of Lepenac, who paid the costs of
its creation (RAAroRoAeHiel HKE€ BR TPOHIH CAABHUIATO EOTA
CBAKAA €€ H MOMHCA (€ HIOHA CiA MOREAEHTEM H MOA’BHIOMbE (OTLIA
HIBUEHA KKVP ABIKE PARHIAHHHL TEPLIOHAXA Ch EPATIAUH. CEM8 AK€
ERIC(Th) AkAS HACTOATEAR H SHTOPh KVP EPELIE, TEPUIOHAXE T
CEAA AEMEH’LA, BOTh AA TA TIPOCTBI, TPH KKV MAVCEID MATPIAPKS, H
TAVCED MHTPOMOAHTS KOAALIHHORHK, TEKAHCAPXS KV HHIKHDOPS, H
AODVAPR BRIC(Th) KV CHAHRECTAPL (T AAZAPERHKK, - Z-9 - H - T
- TOTAA H KeATA carpaAH e 8 monokoH HHEH (“By the good will
of God praised in the Trinity, this icon was made and
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painted by the command and labor of Father Abbot
Kyr Luka Ravnjanin, hieromonk, with the broth-
ers. And to this matter superior and donor was Kyr
Efrem, hieromonk from the village of Lepenica,
may God forgive him, under Patriarch Kyr Pajsije,
and Metropolitan of Kolasin Pajsije, ecclesiarch Kyr
Nikifor, and docheiarios was Kyr Silivestar from La-
zarevié, [in the year] 7153; then also a cell was built
in the priest’s field”).

A scaled-down replica the icon of Saint Sava
and Saint Simeon with the life of Saint Sava was

executed for the Historical Museum of Serbia in
1995-1996 by Boban Veljkovié.

LITERATURE: CC3H 1902: 6p. 1397; Cpegroosexosna ymetl-
Hoclll 1969: 61-62, cat. no. 71; KajmakoBuh 1977: 354-356;
KajmaxkoBuh 1977a: 101-104, fig. 1; IleTkoBuh 1986: 99-101,
fig. 50-52; IlonoBuh 2006: 26, 66, fig. 4-5, table XII; Cu-
mwuh-Jlasap 2006: 69-93, fig. 1-13 (with earlier literature);
IleTkoBuh 2009: 165-166; Tomuh 2013: 259-267; Maruh
2017: 476-477, cat. no. 266, ﬁg. 175.

M. M.
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Icon of the Obsequies of

Saint Sava - Maccabean Martyrs

Unknown artist, fourth decade of the 17th century
Egg tempera on wood, gilding; 44 x 33.6 x 2.5 cm
Treasury of the Patriarchate of Pe¢ Monastery, inv. no. 61

In the central field on one side of the icon, the Obse-
quies of Saint Sava (January 14/27) is depicted, iden-
tified by the inscription ¥cnenie c(Re)Taro cABh[i] cpn(c)
KIH HA¥1HTeAL . Over a purple funeral bier covered
with a white, patterned cloth, the funeral service is
performed by an archbishop (likely Arsenije I), who
is shown reading from an open Gospel book while
vested in a phelonion and omophorion. Standing
next to him is the Bulgarian Tsar Ivan Asen II, repre-
sented with a short brown beard and hair; he wears
a divitision with a loros, and a closed crown rests on
his head. In the background, bishops, monks, no-
bles, and commoners all display expressions of deep
grief. One cleric holds a censer in his raised left
hand, touching it with his free hand. On the right
side, the city walls and roofs are visible, while on the
left stands the facade of a tall building topped with a
triangular gable. Inscribed upon the funeral bier is a
donor’s inscription stating that the icon was funded
by Dorotej Polatar, a high official at the patriarchal
court: A0pOTET MOAATAP Cil0 HICOHY MAATH :-.

On the reverse side of the icon, the central
field depicts the seven Maccabean martyrs (¢R(¢)ThIH
MaKkageir) in full-length formats: Abim, Antonius,
Gurias, Eleazar, Eusebonus, Alimus, and Marcellus
(August 1/14). Three stand in the first row, followed
by two in the second and third rows respectively. All
are dressed in tunics and cloaks, holding crosses in
their right hands and wearing martyr’s wreaths on
their heads. In the upper left corner of the painted
field, their teacher Eleazar is depicted, and in the
right, their mother Solomonia, who suffered mar-
tyrdom alongside her sons. At the top of the panel is
Christ (i¢ ¢, bearing the traditional @0 H within his
nimbus), enveloped in a double, rhomboid-shaped
mandorla. He extends both hands to the sides in a
gesture of blessing. The background and the frame
of the icon are entirely gilded.

LITERATURE: Bacuiuh, Teogoposuh-Illakora 1957: 7, cat.
no. 7; Bypuh u ap. 1990: 298, fig. 196, Matuh 2017: 456,
cat. no. 204.

M. M.
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Icon of Saint Sava and
Saint Simeon

Unknown artist, mid-17t century
Tempera on wood, gilding; 22.6 x 176 x 2.4 cm
Treasury of the Krka Monastery, inv. no. 307

In the slightly recessed central field, Saint Sava and
Saint Simeon Nemanja are depicted frontally in full-
length formats. Saint Sava (identified by the partial
inscription (... ... B4) is represented as a younger man
with dark hair and a thick beard of medium length.
He is vested in a polystavrion with an omophorion,
under which a sticharion with potamoi (rivers) and
an epitrachelion are visible. He offers a gesture of
blessing with his right hand before his chest and
holds a closed Gospel book in his left. Saint Simeon
(c(Be)TR() | ce | | nk) is depicted as an elder with
an elongated gray beard, attired in the light-colored
habit of a Great Schema monk with a cowl on his

head. He holds his right hand raised before his chest
with his palm turned toward the viewer, while his
left hand holds an unfurled scroll bearing the text:
npikak | Te 9aaa | mocaoy | wéire | wmene ¢t | paxoy | r(ocrop)
tio (“Come, O children, listen to me; [I will teach you]
the fear of the L[or]d”)(Ps. 34:11). At the apex of the
field is a semicircular segment of the sky enclosing
a bust-length representation of Christ imparting a
benediction with both hands. The halos are embel-
lished with relief stucco details.

LITERATURE: Megakosuh 1988: 123; Yososuh 2006: 134.

M. M.
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Hopovo Monastery, 1652
Paper, wood, brass; manuscript; I + 280 fol; 280 * 195 mm

Museumn of the Serbian Orthodox Church, inv. no. MISPC 173
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Deésis with Serbian saints

sorpad Pauyrn, 1675/1676. rox.
Temriepa Ha Aaciy; 46,2 x 317 x 2,4 M
Haponuu mysej Cpbuje, nuB. Op. 25_4029

The slightly recessed painted field is divided hori-
zontally into two registers by a red border band.
The upper register depicts the Deésis with the in-
clusion of Saint Sava of Serbia and Saint Simeon
Nemanja. Centered in this register is Christ (ic xc,

—~— —~

bearing the traditional & o # within his nimbus)
seated upon two cushions on a wide, carved, high-
backed throne, with his feet resting on a suppedi-
on (footstool). He offers a gesture of benediction
with his right hand raised before his chest, while
his left hand supports a closed Gospel book rest-
ing on his lap. Positioned behind the throne in
three-quarter profiles facing Christ are the Holy
Virgin (g(oropoatua)) and Saint John the Baptist,
their hands extended in an attitude of supplication
(deesis). Flanking the throne, Saint Sava and Saint
Simeon Nemanja are represented in frontal, full-
length poses. Saint Sava (identified by the inscrip-
tion c¢(ge)Thl cara) features a tonsure on his head,
dark hair, and a dark beard of medium length.
He is vested in a sakkos with an omophorion, be-
neath which a sticharion and an epitrachelion are
visible; he blesses with his right hand in front of
his chest while holding a closed Gospel book in
his left. Directly below his feet, a gold ktetor (do-
nor) inscription records the names of the patrons
and the year of the icon’s creation: cia HioHa xauH

RBKORO(ERA) | H XAUH TARPH(AA) (..) - B(4) A(kTO) -Z - P - T
- % - (“This icon belongs to Hadzi Vukoje and Hadzi
Gavrilo <..> In the year 71847, i.e., 1675/76). Saint
Simeon (¢(g€)Thl (ViIEWHL) Wears a monastic cowl on
his head, a habit with an analavos, and a mandyas
(cloak). He grasps a cross in his right hand and an
unfurled scroll in his left bearing the text: npnae|re
f€A|4 H mocAsw|aHTE | UeHe ¢[Tpaxs | r(ocnoa)hr Hajoytv BV
(“Come, O children, listen to me; I will teach you
the fear of the Lord”)(Ps. 34:11). In the lower reg-
ister, Archdeacon Stephen, King Stefan the First-
Crowned, Stefan of Decani, Tsar Uros$, and Prince
Lazar are depicted in frontal, full-length formats.
Archdeacon Stephen (aprHaiaKons cTedpaHb) wWears a
sticharion with liturgical cuffs (epimanikia) and
an orarion; in his lowered right hand he holds a
censer, and in his left a liturgical model of a Zion
in the form of a single-nave church. King Stefan
the First-Crowned (nprogkHiannl kpaas), Stefan of
Decani (ikpaan aetanncin), Tsar Uro$ (oypows Laah),
and Prince Lazar («nnzh aaz4aps) are attired in poly-
chrome divitisia with a loros, the terminal ends
of which they support in their left hands. In their
right hands, they hold white sceptres surmount-
ed by a cross, and their heads are adorned with
closed crowns (stemmata). The young, beard-
less Uros holds a scroll in his left hand, and his



crown features hanging pendilia. The upper por- LITERATURE: Tomuh-Tpusysa 1964: 345-357; CpegroosexosHa

tion of the background behind all depicted fig- JMelHocll1969: 64, cat. no. 75; Ilerkoenh 1971: 88, 92-94; Pa-

ures is entirely gil ded. as is the wide frame of kuh 1998: 167-168, cat. no. 31 (with earlier literature), ci1. XVI;
Sy

K i Marwuh 2017: 510, cat. no. 377.
the icon itself. M. M.
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Cross of “Saint Sava’

Unknown artists, first half of the 18t century

Athonite workshop (woodcarving), Serbian workshop
(revetment)

Woodcarving, repoussé, cutting, filigree, inlay

Wood, silver-gilt, semi-precious and precious gemstones;
28 x 20 % 63 cm

Treasury of the Studenica Monastery, sign. 7

The treasury of the Studenica Monastery houses a pro-
cessional blessing cross (throne cross) executed at the
beginning of the eighteenth century, which was retro-
actively attributed to Saint Sava in the mid-nineteenth
century. Its imposing dimensions (measuring 63 cm in
height) and exceptional aesthetic execution, particu-
larly the meticulous precision of the woodcarving, dis-
tinguish it from contemporary ecclesiastical crosses
in Serbian monastic collections, making it unique. It
consists of two structural components: a micro-carved
wooden core, attributed to a master craftsman from
Mount Athos, and a gilded silver and gold filigree
frame, executed by a Serbian metalsmith and filigree
artist. The liturgical object was originally a votive gift
from an anonymous merchant from Sarajevo.

On each face of the cross, six scenes from the cy-
cle of the Great Feasts are carved, alongside figures
of the Evangelists seated before their writing desks
(cathedrae). One side depicts the Annunciation, the
Nativity of Christ (left arm), the Anastasis / Descent
into Hades (at the intersection of the arms), the Rais-
ing of Lazarus (right arm), the Presentation of Christ
in the Temple, and the Descent of the Holy Spirit
upon the Apostles. The reverse face depicts the Bap-
tism of Christ, the Entry into Jerusalem (left arm),
the Crucifixion (at the intersection of the arms), the
Presentation of the Most Holy Theotokos (right arm),
the Transfiguration, the Ascension, and the Apostles

Peter and Paul. The micro-carving is masterfully
executed, exhibiting highly refined craftsmanship
characterized by dynamic figural compositions set
against dense architectural backdrops featuring
domes, towers, canopies, and staircases.

The gilded frame of the cross constitutes a signif-
icant work of art in its own right, exhibiting remark-
able technical virtuosity and lavish ornamentation.
It is executed using a variant of the cloisonné wire
enamel technique, though the cells (cloisons) are not
filled with vitrified glass paste but are left open di-
rectly over the underlying metal support sheet. The
shaft (neck) of the cross is embellished with three
knops (nodules) entirely enveloped in fine gilded
filigree. The base is executed in repoussé stamped,
gilded silver, composed of six semicircular lobes dec-
orated with alternating embossed medallions featur-
ing seraphim heads, inverted arcades with stylized
floral and avian motifs, and intricate filigree rosettes.
The base is particularly elaborate, exhibiting strong
stylistic affinities with the base of the historical Cross
of Emperor Dusan preserved at the Visoki Decani
Monastery. The opulence of this cross is further en-
hanced by seventeen large and 188 small semi-pre-
cious stones embedded across its surface.

LITERATURE: Bacuuh 1957: 44, fig. 8a and 86; IlTakora 2015:
110-111; MepeHuK 2019: 311-113; MapkoBuh 2019: 66, 103-104.

N.S.
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Deésis with Saint Sava and
Saint Simeon

Stefan Liki¢, 1721
Orahovica Monastery, Slavonia (Croatia)

33 x 23 cm (wood-carved panel), 32.5 x 22.5 cm (woodcut print)

(impression by Veljko Mihailovi¢, academic painter form

Belgrade)

Museum of the Serbian Orthodox Church, inv. no. MSPC 4279

and inv. no. MSPC 3642

The representation of the Deésis is enclosed by
stylized palmette leaves, with simple floral motifs
at the corners and along the midpoints of all four
margins of the frame. This composition forms the
central register of the woodcut and is highly dis-
tinct for its iconographic inclusion of Saints Sava
and Simeon in proskynesis (prostration) before the
throne of Christ. Saint Sava is attired in simple mo-
nastic garb rather than his typical archiepiscopal
vestments; he is depicted with short hair, a beard,
and a mustache, identified by the accompanying
titulus 6: (aga-. Saint Simeon is similarly repre-
sented as a Great Schema monk and is designated
by the inscription ¢ : Ciew(). The two saints face
one another in an attitude of adoration. The floor
is executed as a checkered pavement of alternating
black and white tiles, enhanced by hatching and
stippling techniques. The throne of Christ is elevat-
ed by a three-tiered dais and is richly ornamented.
Christ extends his right hand in a gesture of bene-
diction, while his left hand supports an open Gos-
pel book displaying the text: npiaete EArocao (“Come,

ye blessed”). He is flanked on the right by the Most
Holy Theotokos and Saint Peter, the latter holding
a key in his right hand. To the left stand Saint John
the Baptist and Saint Paul, who carries a book in his
right hand and a sword in his left. Hovering above
this assembly are the Archangels Michael - hold-
ing a raised sword in his right hand - and Gabri-
el, supporting a scroll that bears the text: cAiaga Eh
TPOHI H:EAHHOL(8) K8 AAKLIONS RhCEML EAAT OAETIPEMHOTS
(“Glory to the one God in the Trinity, who gives
great grace to all. [Amen]”). Centered along the low-
er margin of the frame is the artist’s signature and
date: H3pe3a | cia wanna crledbana aninha | &€ FAFIE.
(“This plate was cut by Stefan Liki¢, in the Year of
the Lord 1721”), alongside the museum invento-
ry number MSH 667, dating from its tenure in the
collection of the Historical Museum of Croatia (De-
partment of the Museum of Serbs in Croatia).

LITERATURE: I'pyjuh 1939: 40-41; MezakoBuh 1964: 8; laBu-
JI0B 2006: 250-251; ITleTkoBuh, IlerpoHujeBrh 2006: 48-49.

N.S.



3% | SV



364

Studenica Monastery with

Saint Sava and Saint Simeon

Gottfried Dorst (?), 1740

Donor: Nikolaj Antonij Prodanovic¢
Copperplate engraving

501 % 35 cm (paper), 357 X 265 cm (print)
Museum of the Serbian Orthodox Church,
inv. no. MSPC 3601/1

Within the monastery precinct, surrounded by
dense trees, the Church of the Holy Virgin is
presented from a southern perspective, oriented
from left to right - from west to east. The engraver
relies heavily on generalized architectural
conventions, rendering the church recognizable
primarily by its overall proportions. Notably, the
artist positions the highly visible western entrance
as if it were situated on the south facade of the
church. Adjacent to the church, a walled monastic
cemetery is shown, dotted with traditional grave
markers featuring standard Orthodox crosses.
In the sky hovering directly above the church, a
bust-length figure of the protective Holy Virgin is
depicted within a radiant solar disk, extending
both hands in a gesture of maternal benediction.
A standing full-length image of Saint Sava occupies
the upper left corner of the composition, while a
corresponding standing figure of Saint Simeon
aligns symmetrically in the upper right register.
Suspended between them, just below the upper
frame margin, an unfurled scroll bears the primary
inscription: Gefi 0BpA3H HAMHCAHKIA LpCKTA H CUIEHHRIA
oBHTEAH H Reafikia Aavpnl Cepreicia CTEAEHHUBI XpAlh

o venenie MpecTnia ABnl BAuni, Hae ERICTH c03A4HA
EATOECTHRRIG H nepehil LUpedi ceprecHi Crecdbanon
Heuanoni : Ha petennoi Bo HHOR CVEWHOU®  IOHAXO-
' HOBHID MVPOTOTLEMD Eh AETO 4 ¥ M... (“This image
shows the imperial, sacred, and Great Serbian
Lavra of Studenica, the Church of the Dormition
of the Most Holy Virgin Theotokos, which was
founded by the pious and first Serbian King,
Stefan Nemanja, named in monasticism as the
new monk Simeon the Myrrh-streamer, in the year
1740...”). The entire visual composition is enclosed
by a narrow decorative border composed of a
stylized bay-leaf vine. Running directly below the
lower border margin, a ktetor (donor) inscription
records: Gef HicoHR ERICTh IcTIToph [€Ap HHIcoAAH AHTONIH
MpordnogHTH (“The donor of this icon was the Lord
Nikolaj Antonije Prodanovi¢”). Along the bottom
right edge, a partially damaged Latin signature
indicates the printmaker’s identity, with only the
name Gottfried Dorst remaining legible.

LITERATURE: JlaBuzoB 1983: 341, fig. 186; JlaBu0B 2006:
257-258; KyuexoBuh 2019: 347-348 (with earlier literature).

N. S.
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Saint Sava with Serbian saints
from the House of Nemanja

Hristofor Zefarovié, 1741, Sremski Karlovci - Vienna
Copperplate engraving on paper, colored, lined on canvas
405 x 488 cm (paper), 383 x 467 cm (print)

Matica Srpska Gallery, inv. no. GMS/U 2410

Saint Sava with the Serbian Saints from the Hosue of
Nemanja constitutes a symbolic congratulatory mes-
sage from the Serbian Patriarch Arsenije IV Jovano-
vié Sakabenta to the Habsburg Empress Maria The-
resa on the occasion of her coronation as Queen of
Hungary on June 25, 1741. This event occurred short-
ly after the Patriarch’s flight from Pe¢ and Belgrade
and his subsequent settlement in Sremski Karlov-
ci. Although the actual coronation liturgy was per-
formed by the Roman Catholic Primate of Hungary,
Archbishop Imre Esterhazy, the Patriarch devised a
complex allegorical counter-narrative. In this com-
position, the Serbian saints, led by Saint Sava and
representing the heavenly kingdom (Heavenly Ser-
bia), bestow their blessing upon the Empress. On be-
half of the Serbian nation, the Patriarch greeted her
with panegyric verses. Saint Sava is depicted frontal-
ly as the preeminent, central figure, extending both
hands in a gesture of paternal benediction. Posi-
tioned before him is the Holy Table, upon which are
arranged a chemise-bound Gospel book, a blessing
cross, a diskos with an asterisk (star), a chalice, an
episcopal mitre, and a dikerion with a lighted candle.
Flanking Saint Sava in the first register to the right
are Saint Sava II, Saint Archbishop Nikodim, Saint
Stefan Nemanja (Simeon), and Saint Anna-Anastasi-
ja. To his left stand Saint Arsenije, Saint Archbish-
op Jefrem, Saint Stefan the First-Crowned, and Saint

Jelena. In the second register are Saints Teoktist,
David, Stefan Rapavi, Vladislav, Milutin, Stefan of
Decani, Tsar Uros, and Prince Lazar. Hovering di-
rectly above this assembly is the Holy Spirit, depict-
ed as a nimbate white dove within two concentric
circles of divine light from which celestial rays ema-
nate. Centered beneath the Holy Table is a crowned
heraldic shield bearing a white double-headed eagle
positioned over a crescent moon. This central em-
blem is encircled by the historical coats of arms of
Serbia, Raska, Bosnia, Bulgaria, Albania, and Her-
zegovina, which collectively delineate the concept
of Earthly Serbia. This combined armorial display
represents the wider realm of the Nemanji¢ Empire.
Through this sophisticated allegorical schema, the
Patriarch not only legitimized the crowning of Ma-
ria Theresa as Queen of Hungary but conceptually
linked the Habsburg monarch to the historical leg-
acy of the Nemanji¢ dynasty, framing her as its le-
gitimate earthly protector. Ultimately, the Patriarch’s
objective was to utilize this theological-political syn-
thesis to secure imperial privileges, ecclesiastical le-
gitimacy, and security for the Serbian people within
the Habsburg Monarchy.

LITERATURE: JlaBuzoB 1983: 25-27; KpayT 1985: 55-63;
JaBuzoB 2006: 257-258; JaBuAoB 2011: 23-24, 84-87;

Cumuh 2012: 63, 78-80.
N. S.






368

Stemmatographia

Hristofor Zefarovi¢, Thomas Messmer, 1741, Vienna
Copper-etched book; 20 x 16,5 cm
Museum of the Serbian Orthodox Church, inv. no. MSPC 1m8

In the Stemmatographia - the most highly sought-af-
ter book of its era, published in Vienna in 1741 by
Hristofor Zefarovi¢ and Thomas Mesmer based on
an ideological concept conceived by the Serbian
Patriarch Arsenije IV Jovanovi¢ Sakabenta - folio
3a (3.) features engraved portraits of Saint Sava,
the first Serbian archbishop and founder of the au-
tocephalous Serbian Orthodox Church, alongside
Archbishop Sava II, one of the primary successors
to the archiepiscopal throne. The saints are depict-
ed in a nearly identical iconographic fashion, vest-
ed in lavish episcopal robes adorned with scrolling
foliate motifs, surmounted by patriarchal mitres
and halos, and wearing panagiai upon their chests.
They are distinguished primarily by their accom-
panying tituli: the first archbishop is designated as
CTRiF Caga, &, apxiencichi ceprexi, whereas his successor
islabeled €, Cagga, &. apriencinn cepeiciii. Furthermore,
Saint Sava I holds an open Gospel book in his left
hand displaying the Johannine text, 43h €cib NACTHPR
AOEpiH A A818 (“I am the good shepherd...”), while of-
fering a gesture of benediction with his raised right
hand. Saint Sava II holds a closed Gospel book in
his left hand while similarly extending his right
hand in blessing. Beneath the portrait border in the
lower left corner appears the monogram 6,1, X, &
which likely refers to Zefarovié’s authorship of the
volume’s artistic design. Alongside the holy Serbian

hierarchs Sava I and Sava II, twenty-four other na-
tional saints are represented within the volume to
collectively delineate the concept of Heavenly Ser-
bia. The Stemmatographia was concurrently con-
ceived as a heraldic armorial collection, displaying
the historical coats of arms of the various lands and
provinces over which Patriarch Arsenije IV claimed
spiritual jurisdiction. These boundaries represent-
ed the idealized, canonical borders of the Serbian
Church, which were conceptually mapped onto the
medieval imperial borders from the reign of Em-
peror Stefan Dusan. Consequently, the volume also
features a prominent equestrian portrait of Emper-
or Dusan encircled by these identical regional coats
of arms, thereby projecting the parallel concept of
Earthly Serbia. Patriarch Arsenije IV envisioned
the Stemmatographia as a visual historical textbook



intended for both the Serbian nation and Empress
Maria Theresa, as well as for multi-confessional
contemporary observers. Its ultimate purpose was
to glorify the medieval Serbian past and bolster Ser-
bian national, religious, and political consciousness
within the framework of the Habsburg Monarchy.
The Stemmatographia thus functioned as an ideo-
logical bulwark of Serbian religious and national

autonomy in the Habsburg lands, a program in
which the founder of the Serbian Church was de-
liberately accorded a primary position among the
first saints of the iconographic cycle.

LITERATURE: /laBuz0B 1983: 16-17; laBUA0B 2006: 280-

285; JlaBugoB 2011: 141; CuMuh 2012: 80-85.
N.S.
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Triptych with the Deésis,

Saint Sava, and Saint Simeon

Georgije Stojanovic, 1746

Tempera on wood

35 X 44 cm (central panel), 14 x 37 cm (side panels)
Matica Srpska Gallery, inv. no. GMS/U 0310

The central panel of the 1746 Deésis triptych features
the intercessory supplication of the Holy Virgin and
Saint John the Baptist before Christ Pantokrator,
executed on a gilded background. Christ is seated
upon a cushion on a wide, lavishly carved Baroque
throne, vested in opulent red and gold episcopal
robes with corresponding red footwear resting on a
suppedion (footstool), his head surmounted by a pur-
ple and gold patriarchal mitre. He extends his right
hand in a gesture of benediction while supporting
an open Gospel book directed toward the viewer
with his left; the text displays a quotation from Mark
8:34: Pete 1€ Ab | Have KownleT no M|HE ATA A4 OKE[pARETCA |
C€EE H RO|3UETh KKpCTh | CBOH H No | ik rpkaeTh (“Whoso-
ever will come after me, let him deny himself, and
take up his cross, and follow me”). Positioned to the
right of the throne is the Holy Virgin, attired in a
blue chiton and a red maphorion featuring an em-
broidered, pearl-lined hem and the traditional stars
emblazoned upon her forehead and shoulders. Ori-
ented slightly in three-quarter profile toward Christ,
she places her left hand over her chest while holding
an unfurled prayer scroll in her lowered right hand.
Symmetrically positioned to the left of the throne is
Saint John the Baptist, who holds a corresponding
intercessory scroll in his left hand, mirroring the
Virgin’s supplication for the salvation of sinners.

Directly behind them, resting their hands on the
high backrest of the throne, are the Archangels Mi-
chael and Gabriel. Above this earthly-celestial reg-
ister, within an open segment of the heavens, the
Holy Trinity is represented seated upon clouds. God
the Father is positioned on the right, depicted as
an elderly patriarch with a triangular nimbus, clad
in a rich red robe and a dark blue mantle; his right
hand gestures toward Christ on the throne below,
while his left hand supports a golden scepter and
an imperial orb. To his right is Jesus Christ, God the
Son, offering a blessing with his right hand while
supporting the Holy Cross against his left shoulder.
Between them hovers the white dove of the Holy
Spirit with outspread wings, enclosed within a red
rhomboid frame with prominent gilded borders
from which radiant celestial rays emanate. The Trin-
ity is encircled by cherubim depicted as winged in-
fant heads. Along the raised structural frame of the
central panel, the Apostles Peter (holding a key) and
Paul (bearing a sword) are positioned laterally, with
the interstitial frame space embellished with gilded
floral ornaments. The side wings of the triptych are
divided horizontally into two registers, yielding four
autonomous pictorial compartments. The upper
register of the left wing depicts Saint George mount-
ed on a rearing white horse, slaying the dragon and



liberating Princess Alexandra. The lower register
features Saints Nicholas and Charalambos. On the
upper register of the right wing, Saint Demetrius is
shown on a rearing bay horse with a raised saber,
defeating the Bulgarian Tsar Kaloyan. The lower reg-
ister depicts Saint Simeon Nemanja in the habit of
a Great Schema monk alongside Saint Sava, who is
vested in episcopal robes mirroring those of Christ
Pantokrator on the central throne. Sava extends his
right hand in a gesture of benediction.

The architectural joinery and wooden support
of the icon are uniquely ornamented. The up-
per margin of the central panel is finished with
a wood-carved, two-tiered broken arch, a motif
seamlessly replicated on the upper contours of the

flanking wings to form a harmonious silhouette
when opened. The triptych is supported stably by a
stepped, two-tiered pedestal base. A partially dam-
aged artist’s signature is located along the lower
edge of the pedestal beneath the central panel. The
exterior faces of the closed wings display a large
cross surrounded by standard protective crypto-
grams: ¢ /10 XC/ HHKA / G A5 K/ R K&/ FFFF/
X X A4 A/TA. This Deésis triptych stands as one of the
final documented works within the artistic corpus
of the iconographer Georgije Stojanovic.

LITERATURE: l'ony6oBuh 1990: 47-48; Illenmuh 1977: 81-
82; ByukoBauku-CaButh 1957: 64-65; Cumuh 2025: 429-430.

N. S.
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Absolution certificate of
Patriarch Atanasije of Pe¢

Unknown artist, 1747

Copperplate and print

35.5 X 26.2 cm

Donor: Patriarch Arsenije IV Jovanovi¢ Sakabenta
Museum of the Serbian Orthodox Church, inv. no. MSPC 3628

The print containing the Absolution Certificate of
Patriarch Atanasije of Pe¢ was commissioned by his
predecessor, Patriarch Arsenije IV Jovanovi¢ Saka-
benta, during the latter’s tenure as Metropolitan of
Karlovci. It was executed amidst complex historical
circumstances following the Second Great Migra-
tion of the Serbs, a period during which communi-
cation between the Patriarchate of Pe¢ and the Met-
ropolitanate of Karlovci was severely disrupted and
a Greek prelate, Patriarch Joanikije II, ascended the
patriarchal throne of Peé. His successor, Patriarch
Atanasije II, during his brief primacy at the head
of the Serbian Church, faced the increasingly diffi-
cult position of the Serbian population under Otto-
man rule and the Church’s struggle to preserve its
autonomy from the encroaching jurisdiction of the
Patriarchate of Constantinople. Within this context,
Atanasije established a strategic connection with
Arsenije IV, who, adapting the Western concept of
Catholic indulgences, commissioned the production
of copperplate engravings of absolution certificates
(syghorochartia). These documents were intended
to grant spiritual absolution to penitents as a canon-
ical alternative to anathematization or excommuni-
cation from the ecclesiastical community.

The custom of issuing certificates of indulgence
has been documented within the Catholic Church

since the eleventh century as a form of spiritual
redemption mediated through monetary contri-
butions, pious acts, or prayer. Within the Eastern
Orthodox context, this practice appeared early, as
evidenced by a surviving document from 1463, in
which Patriarch Joachim of Constantinople issued
an absolution certificate to the Russian Grand Duke
Vasily II. The vast majority of extant Orthodox ex-
amples date from the seventeenth and eighteenth
centuries, including the absolution prayers issued
under the authority of the Serbian Patriarchs Mak-
sim, Arsenije III Carnojevié, Arsenije IV Jovanovié
Sakabenta, and Mojsije Rajovié.

An anonymous master engraved the copper-
plate containing the text of this Absolution Certif-
icate. In the upper register of the composition,
three equal rectangular fields enclose iconographic
representations: the Ascension of Christ is centered,
flanked by Saint Sava on the left and Saint Simeon
on the right. The typographic text commences with
the formal name and title of the prelate: Ado.anacit
EARil0 MACTiI0 ApXTentKns NexckiH H BCEH CEPRATH H
BOATAPTH H BCEro HAAVPHKA naTpiapxh (“Atanasije, by the
grace of God, Archbishop of Pe¢ and of all Serbs
and Bulgarians, and Patriarch of all Illyria”). The
text continues with the proper liturgical prayer of
absolution, leaving a blank space for the insertion



of the penitent’s name. Centered along the bottom
margin is an engraved replication of the patriar-
chal seal, bearing the Cyrillic text: Exieto matito na-
TPHAPX'B CPECKTH 1€TREPTRIH (“By the grace of God, the
fourth Serbian Patriarch”). The entire composition
is enclosed on three sides by a decorative border
band embellished with foliate scrolls. A single

blooming rosette is centered along each section of
the border, with a stylized leaf anchor positioned at
each of the four corners.

LITERATURE: PyBaparj 1905: 53-55; PyBaparl 1922: 264;
JaBugoB 1983: 72, cat. no. 18; TpudyHoBuh 1990: 197-198;
ITeTxoBuh, ITeTrponujeBuh 2006: 100-101.

M.].
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Studenica Monastery with

Saint Sava and Saint Simeon

Unknown artist, Moscow, 1758

Copperplate engraving

315 % 415 cm (plate), 315 x 41.5 cm (print)

Impression by Veljko Mihailovi¢, academic painter from
Belgrade

Museum of the Serbian Orthodox Church, inv. no. MSPC
3622 and inv. no MSPC 06/4036

The commissioners of this copperplate engraving
were Archimandrite Konstantin and Hieromonk Pajsi-
je, together with the monastic brotherhood of the Stu-
denica Monastery; however, the original copper print-
ing plate remained part of the Metropolitan Treas-
ury in Sremski Karlovci until World War II. Centered
within the upper composition are two angels carrying
a copy of the icon of the Dormition of the Most Holy
Theotokos. Above this icon runs the inscription: lpe1(c)
THOE 3HALIEHTE TIXOHH CTO VCMEHCITA ICTVTOpCKTA (T8AEHHTECKTA
APERHTA; €0 0pBAREHA H OyTIpALIEHA Eh ARTO APV H ApA TOAA
WEHORAEHHAA. The lower register of the composition de-
picts the Church of the Dormition of the Holy Virgin of
the Studenica Monastery, oriented from west to east.
Mirroring the perspective seen in the 1740 Studeni-
ca print, which projects the church from a southern
viewpoint, the highly visible western portal faces the
viewer with similarly stylized architectural elements.
The structure features five crosses, each resting upon
a recumbent crescent moon. Flanking the church
are full-length representations of Saint Simeon the
Myrrh-Streamer and Saint Sava. Sava is identified by
the titulus: cThiH (AREA MepRhIH ApXieCicms RChXh CEPRCICH(XR)
H MOMOPCICHX . 3€MEA ChIN'h GHIEOHA (“Sava, first Archbishop
of all Serbian and Maritime lands, son of Simeon”). He
is vested in lavish episcopal robes adorned with scroll-
ing foliate motifs, surmounted by an episcopal mitre

and a halo. He holds a closed Gospel book in his right
hand and a palm branch in his left. To the right of his
feet, discarded upon the ground, lie an imperial crown
and scepter, symbolizing Sava’s renunciation of prince-
ly honors and secular power. Symmetrically, Saint Sim-
eon is depicted in the habit of a Great Schema monk,
his head encircled by a radiant nimbus from which
celestial rays emanate; his own discarded royal insig-
nia similarly rest at his feet. Centered below the fig-
ures and the monastery’s church is an unfurled scroll
displaying the heraldic coat of arms of the Nemanji¢
dynasty, which features a central double-headed eagle
encircled by the individual armorial shields of the II-
lyrian lands. To the right of this heraldic display, the
inscription reads: H30BpasHcA cie H30Epaenie cThIA Lp(c)
iKia Cagopia LpikEn 0 Aavpnl | GToycnenciia cTgaenfreciia ¢
Tpo|fiHIIH ¢ 0EpA3hI H 3HAMENTER LIp(<)Kif| omopaa co3A4Ha
Meprniun Lpéun | cepreict(m) Cmedbanomb Hewano(u) Haae
no | caka Hapete(t) Ciuecnn HOBwIA MV|pomoenn cepreciti
Eh  AkMO SYF. COTH | HHCA HAAHREHHTE(L) EPAMCMERA
HACMoARiEM ApxiaNApimA KwHCmMANMITHA | CMVAENHLIKAT H
Tavcea epontonaxa cmgaenitjcarw. (“This image, depicting
the Holy Imperial Cathedral Church and Great Lavra
of the Dormition of Studenica, with other icons and
the imperial emblem, which was built by the first Ser-
bian King, Stefan Nemanja, later called Simeon, the
New Serbian Myrrh-Streamer, was made in the year



1758. It was created at the expense of the brotherhood,
under the supervision of Archimandrite Konstantin
of Studenica and Hieromonk Pajsije of Studenica”).
To the left of the coat of arms is written: (medann
Heuana ctoramean | Lptimea ceprcicaro 6ro Lp(c)icaa Mojopora
H HACARAHHICH HIUEHOBANHILL | 34K H €ljie HEKOMOpTH Kb HAPOAR
| cAABEHOCEPRCIOLL “1pess Mperh com H A. Ak Henpenhuno
camMoAepRa|BHO LIpémRoRAWA. Komopin uemA8 | mpofiun
H pASHHUH CEOHULIH 3HAMEHTA | MH, H paAH TpaBH Lpcicia
ABoraagHaro | EEaaro 0pA4 ¢ IKPHHKALIH Eh TEPRAEHOR | MOAI
TMOAOREHAT IAIKORE 34K 3pHMCA HUBAH (“Stefan Nemanja,
founder of the Serbian empire. His Imperial Fami-
ly and successors, named here, and certain others
among the Slavo-Serbian people, ruled independently
and without change for 330 years. These rulers, among
their other various emblems, and by imperial right,
possessed a double-headed white eagle with lilies,
placed on a red field, just as is seen here”). Flanking

the central register on the left and right margins is
a vertical row of ten small oval medallions with Ba-
roque-influenced, stylized floral frames. These medal-
lions contain waist-length portraits of notable national
saints: Saint Jelena, Saint Prince Lazar, Saint Sava III,
Saint Arsenije, Saint Sava I, Saint Ana-Anastasija, Saint
Stefan Uros, Saint Tsar Uros, Saint Stefan Teoktist, and
Saint Stefan Simon. The entire border framework is
accentuated at all four corners by protruding elements
of an identical stylized foliate ornament. In the lower
part in the middle is the inscription: R akTo AYHH rosa
M(c)ua Anpraia : &n Lp(c)Te8oimens fpaxk Mocckk(“In the
year 1758, in the month of April: in the Imperial City
of Moscow”).

LITERATURE: JlaBuzoB 1983: 73; IlerkoBuh, IleTpoHuje-
Buh 2006: 98-99; ZlaBUZIOB 2006: 356-357; PamocasspeBrth
20196: 349-350; MapkoBuh 2022: 33-55.

N. S.
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Rules of Prayer (Pravila molebnaja),
also known as the Srbljak of Rimnik

Copperplates by Joseph Anton Lidl

Printed at Rimnik (Ramnicu Sarat) in 1761, issued by
Sinesije Zivanovi¢, Bishop of Arad

Paper, printed book; 267 fol; 210 x 150 mm

Museum of the Serbian Orthodox Church, inv. no. PP SSK 78

In the eighteenth century, Serbian typography ex-
perienced a significant revival. Unlike earlier centu-
ries of Serbian printing, which yielded only two sec-
ular editions alongside a predominantly liturgical
output, the typography at Ramnic (Rimnik) in Wal-
lachia during the mid-eighteenth century focused
heavily on books of a profane or educational na-
ture. However, a major exception occurred in 1761
with the printing of the Srbljak - a monumental li-
turgical compendium collecting the proper services
dedicated to regional Serbian saints. The woodcut
and copperplate illustrations within this landmark
edition faithfully reflect the evolving aesthetic and
iconographic traditions of eighteenth-century Ser-
bian graphic arts.

A copy of this book is kept at the Museum of the
Serbian Orthodox Church, as part of the library of
the Pe¢ Patriarchate. From the inscription at the be-
ginning of the book, we learn that it was a gift from
the Bishop of Arad, Sinesije Zivanovi¢, who was
also responsible for printing the Srbljak in Ramnic:
B ¢ThHWo NaTpiapuiito Vnewci¥io CepReicdto CUHPEHHBIN
(Vhecin 6n(HoK()ms ApaAckin Ro Adph @T CRoEr@ TpXAA Z4
MATRY npHcHAAeTh. lloanucaca 12. J¥nia 763 v gepyy
(“To the Most Holy Serbian Patriarchate of Pe¢, the
humble Sinesije, Bishop of Arad, sends this as a gift

from his own labor for the sake of prayer. Signed on
June 12, 1763, in Vrsac”).

The copperplate illustration of Saint Sava was ex-
ecuted by Joseph Anton Liedl, based on a model by
Stefan Tenecki. The composition, measuring 136 x
163 mm, is located between folios 134 and 135. Saint
Sava is depicted standing, turned slightly to the right.
He is vested in full episcopal robes, richly decorated
with gold embroidery, with a mitre on his head. He
blesses with his right hand, and in his left he holds
an open Gospel book with the following text: azh
€CUh MACTHPR AORPRIH H ALY 1I0l0 MOAATAK Z4 ORLH (“T am
the good shepherd, and I lay down my life for the
sheep”). Saint Sava is designated by the titulus: (Fni1
CaggA, nepRhIH Apxien(H)cicons Gepreicin (“Saint Sava, First
Archbishop of Serbia”). Below this composition is
the text: Tepapxa npeAHEHA H [lepRomacThipa GepRcica Zemaa
CAABHTh TA, H Axa KpaTipa, Bopene CgaTa Hemancica BETER
G310 Caggo, Maeuiene A€ H CAARHA poAA CEPRCIKA cAARO (“The
Serbian land praises thee, O wondrous hierarch and
first shepherd, vessel of the Spirit, holy branch of the
sacred Nemanjic root, Saint Sava, the glory of the lin-
eage and illustrious Serbian people”).

LITERATURE: [lananu4yaHuH 1976: 78-79; Yypuuh 1976:
43; JaBUIOB 2006: 392, cat. 198/10, ﬁg. 336.
M.]J.
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Icon of Saint Stefan Stiljanovic’,
Saint Simeon, Saint Sava, and

Saint Arsenije

Stefan Tenecki, Church of Saint Nicholas in Stari
Slankamen, 1764

Tempera on wood; 66 x 50 x 2 cm

Matica Srpska Gallery, inv. no. GMS/U 6461

One of the four icons painted by Stefan Tenecki in
1764 for the church in Stari Slankamen, located on
the eastern slopes of Fruska Gora, is the icon of the
Serbian saints preserved at the Matica Srpska Gal-
lery under the title Saint Stefan Stiljanovié, Venera-
ble Simeon the Serbian, and the Holy Serbian Arch-
bishops Sava and Arsenije. In the eighteenth centu-
ry, the image of Saint Sava was most frequently in-
cluded within group representations of saints with-
out individual emphasis. Such icons are distinct; the
selection of saints depicted together was carefully
curated to reflect the liturgical needs of the specific
church or the mandate of the commissioner. It also
indicates which saints were most venerated locally,
whose relics were preserved nearby, and whom the
Church prioritized within the liturgical life of the
community. These panels were generally smaller
in scale and intended for manual veneration and
kissing. On this icon by Tenecki, Saint Sava does
not stand out visually, as all the saints are depicted
with equal compositional weight. Starting from the
left, the painter first presented the Holy Despot Ste-
fan Stiljanovi¢, a middle-aged man with long gray
hair, a beard, and a shoulder-length mustache. He
is attired in golden royal robes embroidered with
foliate motifs, an ornate collar, and liturgical cuffs
(epimanikia) decorated with precious stones and

pearls. On his head he wears a Baroque royal crown
of gold and dark fabric, decorated with pearls and
rubies, and surmounted by a golden cross. He rests
his left hand on his chest while holding a golden
scepter in his right. Only his lower feet are visi-
ble, clad in black boots embroidered with golden
floral motifs. The relics of Saint Stefan Stiljanovié
were preserved during the eighteenth century near
Stari Slankamen, in the Siatovac Monastery on the
western slopes of Fruska Gora. Adjacent to him is
the Venerable Simeon the Serbian, depicted with a
long gray beard as a monk of the Great Schema in
a black monastic habit. At chest height, he holds
a golden blessing cross in his left hand, while his
right hand holds an unfurled scroll containing a
quotation from the thirty-third Psalm: “Come, little
children, listen to me: I will teach you the fear of
the Lord.” Tenecki positioned Saint Sava third in the
series, represented in opulent episcopal vestments
woven with gold and silver thread. On his head he
wears a Baroque mitre made of gold over a dark fab-
ric base, decorated with pearls and precious stones.
On his chest he wears a golden pectoral cross and
a panagia featuring a representation of Christ Pan-
tokrator enthroned. He holds a closed Gospel book
in his left hand while offering a gesture of benedic-
tion with his right hand. Last in the series, Tenecki



painted Saint Arsenije in rich episcopal vestments
adorned with silver and gold embroidery. On his
head he wears an elaborate Baroque mitre made
of gold over a purple fabric base, decorated with
pearls and precious stones. On his chest he wears
a golden pectoral cross and a panagia featuring a
representation of the Virgin Platytera (Wider than
the Heavens). In his left hand he holds an episcopal
crozier topped by a cross flanked by two opposed

serpents, while his right hand is raised at chest
height in a gesture of blessing. The ground upon
which the saints stand is rendered simply in black,
while the background behind the figures is painted
gold. The saints are represented with golden halos.

LITERATURE: /laBui0B 1970: 348-351; Mukwuh 2005: 33-54;

Tomuh 2013: 163; Cumuh 2025: 429-430.
N. S.
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Icon of Saint Sava, Saint Simeon, and
Saint Arsenije - Baptism of Christ

Stefan Tenecki, the Krusedol Monastery, 1766
Tempera on wood; 31 X 20 cm
Museum of the Serbian Orthodox Church, inv. no. MSPC 4050

The double-sided painted icon featuring the Bap-
tism of Christ and three Serbian saints, preserved in
the collection of the Museum of the Serbian Ortho-
dox Church, originally belonged to the Katholikon
of the KrusSedol Monastery. It constitutes one of six
icons executed by Stefan Tenecki in 1766 under the
patronage of the Bishop of VrSac and Caransebes,
Jovan Georgijevié. The three national saints depict-
ed together are Saints Sava, Simeon, and Arsenije.
The Venerable Simeon the Serbian is represented in
the center with an elongated gray beard, depicted
frontally as a monk of the Great Schema in a black
monastic habit. He raises his right hand before his
chest in a gesture of benediction while holding a
simple monastic staff in his left hand. To his right
stands Saint Sava, depicted with shoulder-length
brown hair and a matching beard. He is oriented
slightly toward Saint Simeon with his head subtly
inclined, looking directly toward the viewer. He is
vested in an opulent red sakkos detailed with gold
liturgical cuffs (epimanikia) and a border band set
with pearls and precious stones. His white omo-
phorion features large green crosses and a gold
border, while his green epigonation is decorated
with a white cross, a gold border, and terminal tas-
sels. He wears a golden panagia over his chest and
a golden episcopal mitre with a green fabric base,

decorated with gold medallions and precious stones.
In his right hand, raised at chest height, he holds a
golden blessing cross, while his left hand supports
a closed Gospel book. To the left of Saint Simeon is
Saint Arsenije, turned in a three-quarter profile to-
ward Saint Simeon, at whom he directs his gaze. He
is represented as a middle-aged prelate with long,
wavy brown hair and a beard. He is vested in a dark
green sakkos embellished with foliate embroidery,
gold epimanikia, and a hem set with pearls and pre-
cious stones. His white omophorion features golden
crosses and a gold border. He wears a golden pana-
gia on his chest and a golden episcopal mitre with



a green fabric base, adorned with pearls in a more
minimalist decorative scheme than Sava’s mitre. He
places his right hand over his chest while his left
hand holds a pastoral staff (crozier). The windows in
the background indicate that the scene is set within
an interior space. At the feet of Saint Simeon, a he-
raldic achievement is presented on a golden shield,
incorporating the armorial symbols and initials of
the donor, Bishop Jovan Georgijevi¢ (By the Grace
of God, His Grace the Bishop of Caransebes, Vrsac,

Lugoj, etc). The heraldic motif consists of a white
Maltese cross positioned within a green vertical
oval, surmounted by a mitre and encircled by a pec-
toral cross, all resting upon a cross-staff and a bish-
op’s crozier. The painter’s initials, S. T., are located
in the lower right corner of the icon.

LITERATURE: Mukuh 2005: 33-64; TumorujeBunh 2008:
184-187; Cumuh 2025: 410, 429, 433.

N.S.
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Kuvezdin Monastery with

Saint Sava and Saint Simeon

Zaharija Orfelin, 1772

Copperplate engraving

52.5 x 73,5 cm (plate), 78 x 106 cm (paper), 503 * 705 cm
(print)

Museum of the Serbian Orthodox Church,

inv. no. MSPC 3155 and inv. no. 4051

The Katholikon of the Kuvezdin Monastery is dedi-
cated to Saints Sava and Simeon. During the eight-
eenth and nineteenth centuries, this monastic com-
plex functioned as one of the preeminent centers
for the dissemination of the cult of Saint Sava
among the Serbs within the Habsburg Monarchy.
Zaharija Orfelin represented the monastic com-
pound and its principal church in a copperplate
vedute from a southern perspective, positioned at
the center of the composition within the undulat-
ing and forested Fruska Gora landscape. The print
also includes the nearby monasteries of Pipsa and
Sisatovac, alongside the village of Divos, arranged
according to their actual geographical distribution;
this accuracy supports the scholarly consensus that
Orfelin executed the preliminary sketch in situ.
This graphic work is considered a significant histor-
ical document in Serbian art history, as it authenti-
cally records the architectural state of the Kuvezdin
church prior to its destruction during World War II.
In the upper register of the composition, five equal
rectangular compartments feature iconographic
representations arranged from right to left: Saint
Sava, the Protection of the Most Holy Theotokos,
Christ the Savior, Saint Nicholas, and Saint Sime-
on the Myrrh-Streamer. The vedute was executed
concurrently with the structural renovation of the

church and the painting of the new iconostasis by
Janko Halkozovi¢ in 1772. Within the Sovereign tier,
the iconostasis featured these identical icons ar-
ranged in the exact sequence seen in the copper-
plate engraving. In replicating this iconographic
program, Orfelin supplemented the core patronal
figures of the Kuvezdin Monastery with the icon of
Saint Nicholas, the patron saint of the Dipsa Mon-
astery, which was then administered as a depend-
ency (metochion) of Kuvezdin. Furthermore, the
ktetor (donor) inscription on the vedute states that
this representation of the Kuvezdin Monastery -
honoring the holy Serbian enlighteners Simeon the
Myrrh-Streamer and Saint Sava, alongside its meto-
chion, the PipSa Monastery — was created with the
blessing of Metropolitan Jovan Georgijevié. It was
produced under the financial patronage of Dimi-
trije Monasterlija, a citizen of Pest, who gifted the
print to the monastery for his commemoration, in
1772, during the administration of Abbot Kiril Jova-
novié. The inclusion of the first Serbian sovereign
and the first archbishop within the pictorial sche-
ma, combined with their explicit prominence in the
dedicatory text, directly reinforced the monastery’s
institutional lineage, elevating its status among the
faithful and investing the site with an enhanced de-
gree of sacrality. The copperplate engraving was



likely intended for distribution as a votive gift of LITERATURE: JlaBnzioB 1983: 33; KpayT 1985: 80; /laBrzioB
gratitude to donors and financial contributors on ~2006: 302-303; Ilerxopuh, Ilerponujesnh 2006: 92-93;

the occasion of the monastery’s renovation. Cumith 2013: 113, 174, 236-238. N.S
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Hilandar Monastery with

Saint Sava and Saint Simeon

Zaharija Orfelin, Beocin - Sremski Karlovci, after 1779
Copperplate print on silk

54 x 75 cm (plate), 51.2 x 73,5 cm (imprint)

Museum of the Serbian Orthodox Church,

inv. no. MSPC 0056

The copperplate engraving on silk depicting the
Hilandar Monastery is unsigned, but its author-
ship is unanimously attributed to Zaharija Orfelin
(sometimes designated as pseudo-Orfelin) based
on iconographic solutions that align with his au-
thenticated graphic corpus. The only known ex-
tant copy of this print on silk was executed from
a second state of the printing plate, which was
modified to include a Greek inscription positioned
beneath the vedute of the monastery’s katholikon.
The print can be dated to the period after 1779, the
year Orfelin engraved the initial state of the plate.
The production was initiated through the efforts of
Atanasije Obradovi¢, a Hilandar monk who trave-
led to the Habsburg Monarchy to secure financial
contributions for the structural restoration of the
monastery, at which time he commissioned the
engraving from Orfelin. The fabrication and print-
ing costs were defrayed by Stefan Roza, a noble-
man from Eger (Jegra), and Vreta Jovanovi¢ of Mo-
schopolis (Moskopolje). Orfelin evidently adapted
the architectural layout of the monastic compound
from either a 1764 Viennese or a 1757 Muscovite
copperplate print, supplementing the core compo-
sition with depictions of saints and biblical narra-
tives. The katholikon of the Imperial Lavra of Hi-
landar, positioned at the center of the composition,

is dedicated to the Presentation of the Most Holy
Theotokos. Consequently, a representation of this
feast is placed directly above the architectural
vedute on the left, balanced on the right by a de-
piction of the monastery’s patronal feast and the
miraculous icon of the Theotokos Tricherousa
(Three-Handed Virgin). Along the vertical margins
of the print, two parallel decorative registers depict
evangelical scenes and individual saints, structur-
ally representing the dedications of the secondary
churches and chapels belonging to the monastic
complex. Through this design, Orfelin mapped the
sacred topography of the entire monastery rather
than merely its principal church. The left vertical
register encloses the Annunciation, the Archangels
Gabriel and Michael, the Apostles Peter and Paul,
Saint Sava II (Archbishop of Serbia), Saint George,
and the Holy Forty Martyrs. The right vertical reg-
ister contains the Nativity of the Theotokos, Saint
John the Baptist, Saint Nicholas, the Great Mar-
tyr Demetrius, and the Holy Martyr Tryphon. The
apex of the composition features a representation
of the Coronation of the Virgin by the Holy Trinity,
flanked by the full-length standing figures of Saints
Sava and Simeon. They are prominently positioned
at the absolute summit of the engraving, designat-
ing their historical status as the ktetors (founders)



of the Hilandar Monastery. One year after the ex- LITERATURE: laBuoB 1971: 164-166; [laBu/i0B 1983: 33;

ecution of this plate, Orfelin produced his famous ~KpayT 1985: 80; [laBun0B 1997: 9; /[aBiA0B 2006: 302-303;
ITeTkoBuh, IleTpoHujeBuh 2006: 92-93; Cumuh 2013: 14,

. . 127, 242-244.
Saints Sava and Simeon. N. S

independent copperplate engraving dedicated to
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Icon of Serbian saints

Unknown icon painter, second half of the 18t century
Tempera on wood; 44 * 315 cm
Museum of the Serbian Orthodox Church, inv. no. MSPC 452

The icon of Serbian saints, which is now in the per-
manent exhibition of the Museum of the Serbian
Orthodox Church in Belgrade, was executed using
the tempera technique on a rectangular wooden
panel. It was modeled after the illustrations of Ser-
bian saints in the Rdmnic (Rimnik) edition of the
Srbljak from 1761. Its foundational prototype is a
copperplate engraving by the famous engraver Za-
harija Orfelin, published in the Srbljak in 1765 at
the printing house of Dimitrije Teodosije in Ven-
ice. This introductory page of the aforementioned
Srbljak depicts fifteen figures of Serbian saints ar-
ranged across thirteen medallions.

Like the engraving by Zaharija Orfelin, the struc-
tural core of the composition of the icon of Serbian
saints consists of thirteen oval medallions depicting
the bust-length figures of Serbian saints surrounded
by stylized floral decoration of Baroque form. The
miniature busts of the Serbian saints are meticu-
lously painted on a gilded background, integrated
with floral decoration in the form of foliate tendrils.
Around the irregularly shaped central medallion, the
busts of the Serbian saints are arranged in smaller
oval medallions. Above all the medallions, tituli con-
taining the names of the saints are inscribed.

In the central part of the icon, within the larg-
est medallion, Saint Simon the Serbian king is

depicted, vested in the robes of a Great Schema
monk with a panakamilavka on his head, a scepter
in his right hand, and a cross along with a scroll
bearing a text in his left hand. In the vertical reg-
ister on the left side, from top to bottom, medal-
lions enclose bust-length images of Saint Stefan the
Despot, Saint King Milutin, and Saint Emperor Uro§
in their royal robes. Saint Stefan the Despot holds
a scepter in his left hand, Saint King Milutin holds
a cross in his right hand, and Saint Emperor Uro$§
holds a cross and a palm branch in his right hand as
a symbol of martyrdom. Below them is a collective
medallion containing three waist-length figures:
Saints Athanasius the Great, Maksim the Archbish-
op, and Cyril of Alexandria, who are represented
in episcopal vestments with mitres on their heads.

On the right side, from top to bottom, there are
medallions enclosing the busts of Saint Arsenije,
Archbishop of Serbia, in episcopal vestments with
a cross in his right hand and a scepter in his left.
Below are the busts of Saint King Stefan of Decani,
with a cross and a palm branch in his right hand
and a scepter in his left. Below is a medallion with
the image of Saint John the Despot in royal vest-
ments with a scepter in his left hand, and at the
very bottom is Saint Simeon the Myrrh-Streamer in
monastic habit.
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Above the central medallion is a bust of the Holy
Prince Stefan Stiljanovié with a cross in his right
hand. Below the central, largest medallion is the im-
age of Saint Sava, Archbishop of Serbia, depicted in
episcopal robes with an omophorion and a patriar-
chal mitre on his head, blessing with his right hand
and holding an open Gospel book in his left.

Below the medallion of Saint Sava, on the left
side is a bust-length figure of the Holy Prince Lazar,
holding his severed head in his left hand and a cross
in his right as a symbol of martyrdom. On the right
is a medallion depicting the Holy Mother Angelina
attired in a monastic habit.

At the very apex, in the central part of the icon,
a bust-length image of Jesus Christ is depicted
emerging from the clouds, imparting a benedic-
tion. In the lower part of the icon, under the central
medallion, the formal title inscription is written:
H30EPAKEHTA (TLIX CPECKHX LAPEH, KHA3EH, AGCTOTHE,
H APKIGTHC)ROMOR TARH 34 PO H GTEY(ECT)RO CBOE
MOAALIHCA: (“Representations of the holy Serbian

kings, princes, despots, and archbishops, praying to
the Lord for their people and fatherland”).

The compositional iconographic solution re-
lies on a Baroque decorative artistic style that
was modeled on Orfelin’s copperplate engraving
from the Srbljak. Although he completely repeat-
ed the iconographic pattern of Zaharija Orfelin,
the unknown master of the icon of Serbian saints
sought to make his own contribution to the inclu-
sion of national saints in Serbian icon painting. He
achieved this through the meticulous modeling of
miniature figures of Serbian saints and a warm
chromatic palette on a gilded background. He re-
fined the template with a subtle painterly treat-
ment, affirming this characteristic artistic motif
through the figures of the most significant saints
of Serbian national self-consciousness.

LITERATURE: /laBu/i0B 2006: 318-319; IkoHa 2011: 162,
199; Cumuh 2012: 67-70, fig. 15; Cumuh 2025: 410-412.

V. K.
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Icon of Saint Stefan of Decani,
Saint Sava, and Saint Simeon

Priest Stanoje Popovi¢, Sisatovac Monastery, 18 century
Tempera on wood, gilding; 36,5 x 25.5 cm
Museum of the Serbian Orthodox Church, inv. no. MSPC 4020

In the slightly recessed central field of the icon, Saint
Stefan of Decani, Saint Sava, and Saint Simeon of
Serbia are depicted frontally in full-length formats.
On the left is Saint Stefan of Decani, represented as
a middle-aged man with long chestnut hair, a beard,
and a medium-length mustache. He is dressed in
royal attire: a dark blue divitision and a red sakkos
with a golden decorative loros. He holds a Baroque
scepter in his right hand and a cross in his left. On
his head is a closed golden crown. Around his head
is a golden halo bordered by a red line. Above the
halo is the titulus: (Thl (T¢PAHK KPAAL ACIANCKIN :
(“Saint Stefan, the King of Decdani”).

In the center of the painted field is depicted Saint
Sava of Serbia: (Thl (ARRA CPECKTH OVYHTEAH (“Saint
Sava, the Teacher of Serbia”). He is vested in a dark
blue sticharion, a golden epitrachelion, a red sakkos
with gold embroidery, and a light blue large omo-
phorion decorated with golden crosses, alongside a
decorative gold-embroidered epigonation. He blesses
with his right hand, and in his left he holds a closed
Gospel book with a richly decorated cover. The saint
is depicted with a richly ornamented mitre on his
head, chestnut hair, a beard, and a mustache. Around
his head is a golden halo bordered by a red line.

On the right side is depicted Saint Simeon of Ser-
bia: (Tl (VMEOHL CPECKIH, with a gray beard and
mustache, dressed as a monk of the Great Schema
in a habit with a monastic mantle (mandyas) and a
cowl on his head. In his right hand, he holds a pasto-
ral staff. Around his head, he has a golden halo bor-
dered by a red line.

Below the feet of all three saints is the dedicatory
inscription: OMENH TAH PAEA TROEr0 HASHIA (“Re-
member, O Lord, Thy servant Maksim”).

The characteristic iconography of the saints de-
picted on the panel, along with a recognizable style
in the traditional manner of post-Byzantine Ortho-
dox iconography, links the authorship of this work
to the eighteenth-century iconographer - the priest
Stanoje Popovié. The depicted figures are static,
painted with emphasized linear graphicism and
symmetry. The draftsmanship is rigid, the coloring is
vivid, and the modeling is flat with stylized floral el-
ements. The flesh tones are painted in warm shades,
over which there are occasional highlights of white.

LITERATURE: Momuposuh 1977: 13-19; Bacuh 1978: 332,
ci1 11; Jlecek 1992: 23-26; Illenmith 2003: 219-232; Crourth
2006: 43, 169; Cumuh 2025: 427-428, 431.

V. K.
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Icon of Saint John the Baptist with
Saint Sava and Saint Arsenije

Unknown Russian artist, 18t century
Tempera on wood, brass; 27 x 235 % 3 cm
Museum of the Serbian Orthodox Church, inv. no. MSPC 4164

The valuable icon, the work of an unknown Russian
master, arrived at the Museum of the Serbian Or-
thodox Church in the mid-twentieth century from
Sremski Karlovci. The wooden support is decorated
along the rim with a metal panel featuring a raised
outer edge, on which a foliate wreath motif with
buds has been carefully executed using casting and
stamping techniques. In the center of the upper
edge is a medallion with the remains of a frontal,
bust-length representation of Christ imparting a
benediction laterally with both hands.

In the painted field, Saint John the Baptist, Saint
Sava, and Saint Arsenije of Serbia are depicted frontally
in full-length formats, their gazes directed toward the
right. Saint John the Baptist is represented as an ascetic
with dark brown hair falling in curls down his shoul-
ders, a short brown beard, and a mustache. He is attired
in a camel-hair tunic and an orange himation, with san-
dals on his feet. He offers a gesture of blessing with his
right hand before his chest, while his left hand holds an
unfurled scroll bearing the text: noicare | cia npHelxHEwCA |
RAL 1pICTRO HEIcHoe yore | Ro ceicepa | Rantn iclopern ApleRa A€l
HTh (“Repent, for the kingdom of heaven is at hand;
for the axe already lies at the root of the tree”).

The saints adjacent to Saint John are unsigned,
but, judging by the iconography, the figure to the
right of the Baptist can be identified as Saint Sava,
and the figure to his left as Saint Arsenije. Saint Sava

is depicted as a prelate of mature years with a long
brown beard, short brown hair, and a tonsure. He is
blessing with his right hand while supporting a closed
Gospel book in his left. He is vested in a sticharion
with potamoi (rivers), a light-colored sakkos decorat-
ed with gold motifs and trimmed with gold-woven
bands set with pearls and precious stones, and an
omophorion bearing three black crosses and finished
with red tassels. He wears red shoes on his feet.

Saint Arsenije of Serbia is similarly represented
as a prelate with a long dark beard, short dark hair,
and a tonsure. He blesses with his right hand while
supporting a closed Gospel book in his left. He is vest-
ed in a sticharion with potamoi (rivers), a dark green
sakkos decorated with gold motifs and trimmed with
gold-woven bands set with pearls and precious stones,
and an omophorion bearing three black crosses and
finished with red tassels. He wears red shoes on his
feet. The lower portion of the background illustrates
a landscape overgrown with low vegetation, while
the upper section is light red with gray clouds on the
horizon. At the absolute apex of the painted field is
a dark green sky dotted with white clouds, with the
Sun positioned in the left corner and the Moon in the
right. Based on its stylistic treatment, the icon can be
securely dated to the eighteenth century.

LITERATURE: Unpublished.
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Icon of Saint Sava and
Saint Simeon

Unknown Russian artist, 18t century
Tempera on canvas impregnated on wood, gilding;
272 % 23 X 26 cm

Treasury of the Patriarchate of Pe¢ Monastery, inv. no. 84

In the center of the painted field, Saint Sava and
Saint Simeon of Serbia are depicted in full-length
formats within a rocky landscape. Positioned in a
three-quarter profile, they face each other while ex-
tending their raised hands in prayerful intercession
toward Christ Emmanuel (ic c), who is represented
frontally and bust-length within a celestial segment
of the sky. Saint Sava of Serbia is depicted as a young
prelate with brown hair, a matching beard, and a fur-
rowed forehead. The inscription designates him as
the first Serbian archbishop and wonderworker: c¢(ge)
TH CARA MEPRKT APXHEMHCION | CEPECKHI ...0TRopeL|. He is vest-
ed in a sticharion with an epitrachelion, over which
he wears a luxuriously embroidered, gold-woven
polystavrion. In his left hand, he holds a closed Gos-
pel book. Saint Simeon is depicted as an advanced
ascetic of the Great Schema; he wears a light-colored
monastic habit with an analavos, covered by a dark
mandyas (cloak), and has a cowl on his head. He is
designated by the inscription as “the Myrrh-Stream-
er”: TlpenoaoRHH CeMHHO... ...| NCKkH MH...0Tor.... In his low-
ered left hand, he holds an unfurled scroll bearing

the text: TNPHIAETE | 1AAD MO | CAYIIETE | MENE H CTpA |
x¥ r(ocno)anto | Hay1y Bac (“Come, ye children, heark-
en unto me: [ will teach you the fear of the Lord”).
Both saints have gilded halos that were once dec-
orated along their borders, matching the frame of
the icon itself. The painted layer has darkened over
time. Christ Emmanuel is enveloped by clouds with-
in a semicircular section of the sky, extending both
hands laterally in a gesture of blessing. The wooden
support is damaged along its perimeter.

The icon is the work of a Russian master of the
eighteenth century. His style is characterized by
a refined draftsmanship with numerous carefully
executed details. The figural proportions are har-
monious, and the modeling is soft, with occasion-
al translucent azure glazes. The expressive, por-
trait-like depictions of the founders of the Nemanjié
dynasty contribute to the strong, emotional expres-
sion of the work.

LITERATURE: Matuh 2017a: 474-475, cat. no. VIIL.11.

M. M.
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Saint Sava

Dimitrije Avramovic, 1852
Oil on canvas; 110 x 69 cm
National Museum of Serbia, inv. no. 1008

The icon of Saint Sava, executed by Dimitrije
Avramovié in 1852, depicts the first Serbian prel-
ate frontally in a full-length format, vested in mod-
ern-era episcopal robes adorned with the insignia
of archiepiscopal rank: a mitre, a crozier, and a
pectoral cross. The saint is represented as an elder
with gray hair, a mustache, and a beard. He offers a
gesture of benediction with his raised and extended
right hand, while his left hand, covered by a litur-
gical napkin (encheirion), supports a crozier; the
summit of the staff features two confronting ser-
pents flanking a small episcopal mitre, from which
arosary depends. Saint Sava features a radiant nim-
bus around his head. He is positioned within an in-
terior space defined solely by a tiled pavement and
a single pilaster on his right side. Above his head,
the titulus reads: (: (Agg4 4. prierlz{lcm (GepReiif. Dim-
itrije Avramovié established this definitive canoni-
cal iconographic type of Saint Sava for the episco-
pal thrones of churches throughout the Principality
of Serbia, a program initiated with his icon for the
episcopal throne of the Belgrade Cathedral Church
(1841-1845). The 1852 icon of Saint Sava exhibits
strong iconographic affinities with the Cathedral
Church version. The saint’s posture is identical,

with the sole exception that the figure on the cathe-
dral throne imparts a trinitarian blessing with three
fingers rather than an open palm. The episcopal
vestments differ only in their chromatic palette and
specific decorative details. Avramovi¢ formulated
this visual type of Saint Sava through rigorous em-
pirical and artistic field research of historical mod-
els, particularly within the monasteries of Mount
Athos. He maintained that “Serbian church history
cannot be depicted without knowing the authen-
tic image of Saint Sava.” He constructed this con-
temporary visual identity of the saint by analyzing
medieval frescoes and material culture, translating
these elements into the aesthetic framework of the
Nazarene movement. This style, integrated into the
Orthodox canon, utilizes pastel tones to create ide-
alized, serene hagiographical portraits. Avramovié¢
executed the 1852 representation of Saint Sava ac-
cording to these identical artistic principles. The
artist monogrammed the reverse of the panel:
D. A. 1852.

LITERATURE: Mupkosuh, Ilerpouh 1953: 7; Komapuh
1966: 360-364; Bacuh 1970: 13-14, 21, 36-47, 72, 97; IleTpo-
Buh, BiaHyma 2015: 43; BoposaH 2025, 466-469.

N.S.
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Saint Sava with Children

Pavle Simi¢, 1858
Oil on canvas; 82,5 x 126 cm
Matica Srpska Gallery, inv. no. GMS/U 6104

Pavle Simi¢’s painting Saint Sava with Children is ex-
ecuted in a large format and represents the most re-
vered Serbian saint surrounded by children. Simié¢
shaped the composition by varying the existing
iconographic prototypes known in Serbian paint-
ing. Starting from the first depiction of the saint sur-
rounded by children, painted in 1838 by Dominik
Perlaska, painters, in accordance with their own
aesthetic programs, shaped this motif, which be-
came highly popular at the end of the century. In
accordance with the increasingly pronounced con-
nection of Saint Sava with education, of which he of-
ficially became the patron saint in 1840, Pavle Simi¢
depicted the saint with a liturgical book in his left
hand, while he blesses with his right. By surround-
ing him with children holding books, the painter
materialized the idea of Saint Sava as the first Serbi-
an educator, which was in accordance with the civic
ideal of spiritual, but also secular, education as the
foundation of the modernization and emancipation

of society. The saint is depicted in an idealized ec-
clesiastical space, which refers to his spiritual and
institutional role as the founder of the autocepha-
lous Serbian Church. The representation is executed
in accordance with the pictorial poetics of German
and Austrian Romantic painters, the so-called Naz-
arenes, whose teachings the painter adopted dur-
ing his studies at the Vienna Academy of Fine Arts.
Their stylistic features were reflected in soft tones
and pastel colors, such as pink and ochre, as well as
in sentimentally modeled figures that evoke medita-
tion and encourage the viewer to become absorbed
in observing these serene representations. All these
features are also present in Simi¢’s representation of
Saint Sava, which speaks to the contextualization of
general trends in religious art within Serbian art in
the mid-nineteenth century.

LITERATURE: Mukuh, [llermuh 1979: 103.
1. B.
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Saint Sava Blesses
Serbian Children

Stevan Todorovic, 1875
Oil on canvas; 72 x 125 cm
Serbian Orthodox Church Community of Perlez

Stevan Todorovi¢ called this painting Saint Sava
Receives Children and Parents for Instruction and
mentioned it in his Autobiography, where he listed
My Compositions from Folk Life. In professional litera-
ture, the painting is better known under the general
title used for this theme by all painters - Saint Sava
Blesses Serbian Children. Todorovi¢ depicted Saint
Sava as a robust, corpulent figure with a youthful
countenance, featuring portrait characteristics of
Sava’s image from MileSeva, but depicted in a real-
istic manner, with darker, thick hair and a beard, in
magnificent modern-era episcopal vestments. The
realism of the idealized representation is enhanced
by the sakkos and omophorion, which are painted as
if embroidered with silver and gold thread, so that
they almost shimmer. On his head, Saint Sava wears
a mitre made of burgundy cloth, decorated with a
gold casing, a cross, and a medallion with an indis-
tinguishable saint. In his left hand, over a green li-
turgical napkin (encheirion), he holds upright and
firmly a gilded metal crozier, which terminates at
the top with two confronting snakes, between which
is a cross. This representation depicts Sava’s moral,
visionary, motivating, protective, and enlightening
authority. This impression is also given by the fact
that he is much taller than the numerous children

surrounding him. He embraces the child with his
right hand; the child kneels, looking up prayerful-
ly with a left hand on their own chest. They are lo-
cated in an ecclesiastical space, which is depicted
only with a semicircular arch that rests on carved
capitals and, like a frame, highlights and encircles
Sava’s figure. At his feet, one step lower, books are
depicted on the ground. Stevan Todorovi¢ painted
the icon Saint Sava Receives Children and Parents
for Instruction for the Serbian Orthodox Church
Municipality of Perlez, while the National Museum
of Serbia in Belgrade also keeps a smaller draft titled
Draft for the Perlez Municipal Elementary School in
Banat from 1888, accessioned under inventory num-
ber 1123 as Saint Sava. Executed in gouache and wa-
tercolor on canvas, this work repeats the icon from
1875 but contains in the medallions on the frame the
following representations: Saint Sava Renounces the
Return to His Father’s Home, Saint Sava Crowns His
Brother Stefan, Saint Sava Reconciles His Brothers
Over Their Father’s Grave, and Saint Sava Receives
His Father Simeon into the Monastery.

LITERATURE: TogopoBuh 1951: 81; JoBaHoBuh 1976: 198-
199, 202-208; KycoBa u ap. 2002: 176, 186, 236; Boposan
2025: 480.

N. S.
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Icon of Saint Sava and
Saint Simeon with scenes
from the life of Saint Sava

Unknown Russian artist, first half of the 19t century
Revetment by Ivan Avdejev, 1857

Tempera on wood, gilding; silver, casting, repoussé;
35 X 30 X 3 cm

Treasury of the Studenica Monastery

The profiled silver frame, executed using stamp-
ing and casting techniques, almost completely ob-
scures the central painted field, leaving only the
figures and the flesh tones visible. In the central
field, Saint Sava and Saint Simeon Nemanja are de-
picted frontally in full-length formats, surmounted
by a cast representation of the Holy Trinity on the
frame - comprising God the Father (r(ocno)as cagaor),
God the Son (ic fc), and the Holy Spirit - whose tituli
are engraved on the metal. Saint Sava is depicted as
a person of mature years, with gray hair and a medi-
um-length gray beard. His gaze is directed upward,
toward the Holy Trinity, with his right hand raised
before his chest in a gesture of benediction, while
his left hand supports a long crozier. He is vested in
a sakkos with a large omophorion. On his head, he
wears a silver mitre topped with a cross, decorated
with two pearls and three semi-precious stones. A
radiant halo extends into the field. To the left of the
saint’s figure is the titulus: cigga cepg[ccnin]. The Ven-
erable Simeon is depicted as a monk of the Great
Schema vested in a monastic habit with an anala-
vos and a mandyas (cloak), with a cowl on his head.
In his raised right hand, he holds a rosary topped
with a cross, while his left hand holds an unfurled
scroll displaying the text: Tepnute yEo EpaTHA uoA. To
the right of the saint’s figure, which is encircled by

a radiant silver halo, is the titulus: cHueotn cep[ECichin].
In the background of the figures, the metal revet-
ment (riza) depicts a plain landscape with two trees
on the horizon.

Within a separate compartment on the left side
of the icon, the opening scene from the Life of Saint
Sava is depicted, in which an anonymous monk dis-
courses with Rastko regarding the Holy Mountain
of Athos; the accompanying inscription designates
him as “Saint Sava the Serbian Prince” (cagva KHez
CEPECKKHR MPHZEALIA HHOI'h CARES CEPRCKATO H TAATOAA 0 CRA~
TOH Trope AdpoHcioH). Sava is represented as a beardless
youth in military uniform, attired in a short tunic,
a breastplate with a cloak, and a helmet, listening
attentively to the elder monk standing before him.

Below the central field of the icon is depicted the
scene of the Ordination of Saint Sava as Archbishop
of Serbia (nockawenie ¢. CARVS B0 ApXHEMHCKOMKI). Sava is
represented in the center of the composition as a
mature prelate with gray hair and a medium-length
gray beard, standing with his head inclined before
the hierarch performing his anointing, who is vest-
ed in a sakkos with an omophorion and a golden
mitre. He is surrounded by a collective of bishops,
priests, deacons, monks, and two solemnly dressed
laymen witnessing this holy act. Within a separate
painted compartment on the right side of the icon,
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the episode of the Apparition of the Holy Virgin to
Saint Sava, Archbishop of Serbia is depicted (mBaen~
ie R(0)ZReH LI(A)T(E)PH C(RE)TOMS CARE Ap(X)Hen(H)cions. CRETH
(ARA (cagva apr(nenHcions) ce[pRcicH]) is represented as a
monk with a cowl (koukoulion) on his head while
kneeling, with outstretched arms and an upward
gaze, praying to the Holy Virgin. She stands upon a
cloud just above the ground, shown full-length in a
three-quarter profile turned to the left. The halos,
sections of the garments, and insignia of all depict-
ed figures are gilded.

On the reverse of the icon is a metal plate with
an engraved text stating that the icon was conse-
crated on September 17, 1857, by the Moscow Metro-
politan Filaret (Drozdov) (1782-1867) as a gift to the
Studenica Monastery: anz. I' (eHTAEpA ZI AHA. HIOHA
1A OCBALIEHA DHAAPETOLID MHTPOMOAHTOLID KOCKOBCKHIID AAA
OEHTEAH CTYAEHHUBI Bh CepRIH. The metal fittings, bearing
the hallmark stamp of the workshop of master Ivan
Avdeyev, also date from the same period: 1 a 1857.

LITERATURE: IllakoTa 1988: 247 cat. no. 13; Matuh 20196:
387-389, cat. no. 231.
M. M.
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Saint Sava Blesses
Serbian Children

Dorde Krsti¢, 1891

Chromolithograph on paper, lined on canvas
05 % 63.5 cm

Matica Srpska Gallery, inv. no. GMS/U 3704

In 1891, Dorde Krsti¢ painted the monumental
composition Saint Sava Blesses Serbian Children,
which is now kept at the National Museum of
Serbia. Following in the footsteps of earlier rep-
resentations of Saint Sava with children, especial-
ly that of Stevan Todorovi¢ from 1875, Krstié pre-
sented Saint Sava as the protector of education, as
indicated by the gathered children. The children
depicted are dressed in costumes characteristic of
different regions of the Serbian people, and the rep-
resentation also has a strong national overtone, em-
phasizing the integrative role of Saint Sava as a uni-
fying national symbol. In addition to his spiritual
role, the saint is thus defined as a national hero, be-
coming the embodiment of the idea of uniting the
fragmented parts of the Serbian people.

Mihailo Valtrovi¢ also writes convincingly
about this, commenting on Krsti¢’s painting. As a
leading figure of the Serbian cultural scene during
the last decades of the nineteenth and early twen-
tieth centuries, and an active supporter of Porde
Krsti¢’s painting, Valtrovi¢ recognized in this com-
position an intellectual value, based on the vision
of Saint Sava as a national educator and exempla-
ry patriot around whom all of Serbdom gathers.

Having previously praised Krsti¢’s intellectual
painting and his creative renewal of the original, or
rather medieval, artistic heritage, Valtrovi¢ advo-
cated a Symbolist poetics transferred to the Serbian
environment from Munich, the city where Krsti¢
was educated. Such an aesthetic, but also ideolog-
ical worldview is evident in the composition itself,
which deviates from academic principles and an
idealized depiction of the real world. Therefore, the
event is placed in an imaginary ecclesiastical space,
dominated by unconventional, atmospheric colors,
such as the brooding greenish hue that permeates
the entire painting.

At Valtrovié’s recommendation, the painting
was reproduced in the mass media, in the form of
oleographs and postcards, which made it one of the
most famous patriotic icons in the Serbian media
space from the late nineteenth and early twenti-
eth centuries. This is evidenced by a series of oleo-
graphs throughout the parish network of the Serbi-
an Orthodox Church, as well as the version kept at
the Matica Srpska Gallery.

LITERATURE: MakysbeBrh 2006: 101; Boposan 2018: 122.

I.B.
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Rastko (I Praise Ye, God)

Dorde Krstié, 1906
Oil on canvas; 1923 x 132.8 cm
Saint Sava Seminary, Belgrade

The last painting, I Praise You, God, was executed
by Porde Krsti¢ in 1906, a year before his death.
Art-historical literature states that it was long con-
sidered lost, but it is now preserved at the St. Sava
Seminary in Belgrade, where Krsti¢ taught during
the final two years of his life. Secondary sources
also mention that the painting is titled Rastko, as
well as The Tonsure of Saint Sava. The artist depict-
ed Rastko Nemanji¢ in the center of the composi-
tion as a beardless youth with long brown hair, at-
tired in a monastic habit, now bearing his monastic
name, Sava. His back is turned toward the viewer.
He holds written, but illegible folios in his hands,
obscuring the text with his fingers. On his left side
are painted a purple cloak (mandyas) with ermine
fur, trimmed with gold embroidery, a golden sword,
and a helmet decorated with precious stones. These
are symbols of his princely dignity, but also of the
earthly glory and material wealth that Rastko re-
nounced for the sake of serving Christ and receiving
the monastic tonsure. With a raised and inspired
gaze, he looks at Christ Pantokrator, who, like a vi-
sion, sits enthroned before him within an ethereal,
heavenly light that radiates from his person. Christ
is depicted with shoulder-length brown hair and a
shorter brown mustache and beard. He is vested in
a pink chiton and a blue himation. He imparts a



blessing with his raised right hand, while with his
left hand, resting on his left knee, he holds a Gospel
book open toward the viewer. Resembling a medi-
eval manuscript, it is written in vermilion and dec-
orated with a headpiece and initials. Christ is de-
picted within a semicircular niche constructed of
porphyry, pink marble, and a gold-decorated semi-
dome, while the stepped doorpost and decorative
archivolt evoke those of Studenica Monastery. Next
to him sits an elderly monk with a long gray beard,
dressed in a black cassock and a golden epitrache-
lion, which features embroidered representations
of the Church Fathers. With his left hand, he holds
an open book on his lap, while with his right hand
he shields his gaze from the intense light, recalling

the iconography of Saint Peter in the Transfigura-
tion of Christ. However, in Krstié’s painting, Rastko
himself has undergone a transfiguration from the
earthly to the saintly realm, completely surrender-
ing to faith. Befitting the choice of theme, the im-
posing scale of the executed work, and the culmina-
tion of his artistic creation - which was admired by
the foremost experts of his time - Krsti¢ exhibited
his final painting, Rastko, or I Praise You, God, to
the public in the magnificent halls of the National
Museum in Belgrade during that same year.

LITERATURE: Konapuh 1977: 23-24, 28, 105; Kycosari 1978:
53; Kycosarj 2001: 180, 209, 213; MezpakoBuh 2021: 278; Bo-
po3aH 2025: 490-492.

N. S.
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Church of Saint Sava

Floor plan variants and longitudinal section
Konstantin Jovanovi¢, 1898-1899

Pencil, India ink, color pencil on paper; 47 x 61 cm
Belgrade City Museum, inv. no. Ur 10115

The drawing shows the development of the concep-
tual design of a church building with a central plan
and five domes. The building can be characterized
as a cross-in-square church (inscribed cross) with
five domes and an added narthex with two bell tow-
ers, which are also designed in the form of a dome.
The central dome is significantly larger than the
others, which gives the building the basic charac-
ter of a single-domed church and emphasizes the
centrality of the plan.

The drawing is large and provides insight into
the author’s iterative design process through the
development of the foundation plan in two differ-
ent variants, one of which is presented as a tech-
nical drawing, while the other can be character-
ized more as a freehand architectural sketch. The
drawing is dominated by a cross-section with a de-
tailed depiction of the interior of the building. Sty-
listically, the church is characterized by a strong
influence of the Hansenite interpretation of Byz-
antine architecture, which is characteristic of the
late nineteenth century in Serbian ecclesiastical

architecture and represents one of the develop-
mental phases of the search for a national style
and a return to the historicist models recognized
in Serbian medieval architecture.

The monumentality of the building is reflected
in the emphasized central dome, characteristic of
church structures created under the influence of
Hansen school architecture, which assumes a sig-
nificant primacy in relation to the accompanying
domes in the arms of the inscribed cross. In this
way, the overall composition becomes more con-
densed, and the building is read as a single-domed
composition, which also points to its monumen-
tal significance. This project represents one of the
first attempts to deal more seriously with the design
competition for the Church of Saint Sava at Vracar,
which indicates the length of the protracted process
of designing and building the Church of Saint Sava,
which continues through various developmental
phases to this day.

LITERATURE: Perovié¢ 2003: 34.
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Coronation of
Stefan the First-Crowned

Stevan Todorovi¢, 1899-1900
Oil on canvas; 35.2 X 70.4 cm
Matica Srpska Gallery, inv. no. GMSU 1388

The Coronation of Stefan the First-Crowned, from
1899-1900, is one of several compositionally very
similar paintings of this theme executed by Stevan
Todorovi¢. Given that it was created immediately
before the decoration of the church in Negotin in
1901, that it is smaller and unfinished, and that the
two paintings are virtually identical, it is probably
a preparatory sketch for the Negotin mural, which
was executed on the south wall above the window



but adapted to the arched architecture. The murals
in Negotin were executed by Todorovi¢ in oil on
canvas, which he then marouflaged onto the wall,
and then, according to the client’s wishes, he still
executed them entirely in oil on the wall. He was
assisted in the execution by his wife Poleksija, who
was herself a talented painter, and Milisav Mark-
ovié¢. In his Autobiography, Todorovi¢ mentions
only one small painting, Saint Sava Crowning His

Brother Stefan, in the list My Compositions from
Folk Life. He also painted one that is now lost, but a
reproduction has been preserved in Nova Iskra from
1903, which, again, only differs from the previous
two in minor iconographic details.

In the unfinished painting from 1899-1900,
the coronation of Stefan the First-Crowned is de-
picted within the Church of the Ascension of the
Zi¢a Monastery, in front of the altar partition (tem-
plon), which is in the form of a colonnade with
decorative capitals connected by semicircular arch-
es. The frescoes on the walls are executed as under-
drawings, and unfinished representations of the Vir-
gin and Child, standing figures of saints, and bust-
length saints in medallions on columns are visible.
In front of the Holy Doors, a dais with three steps is
elevated. It is covered with a green cloth and a long
carpet, woven in various colors, which descends
down the steps into the nave. In the middle of the
dais stands Saint Sava, executed only as an under-
drawing. He is vested in the rich modern-era epis-
copal robes of a bishop, with a mitre on his head. He
is assisted by concelebrating hierarchs, clergy, and
attendants, also executed only as underdrawings.
In front of Saint Sava is his brother Stefan, who is
kneeling, his right hand placed over his heart in an
attitude of pious acceptance, while in his left hand
he holds the royal scepter, resting it on the ground.
He is enveloped in a long coronation mantle, which
is gathered and held by a young courtier at the foot
of the stairs. Saint Sava is leaning slightly forward as
he places the royal crown on the head of his brother
Stefan. The coronation ceremony is attended by a
multitude of courtiers, soldiers, commoners, wom-
en, and children. Although the painting was left un-
finished, from the postures of those present and the
elaborate historical clothing, it is evident that the
assembly is in a solemn mood.

LITERATURE: TogopoBuh 1951: 81; JoBaHoBuh 1976: 198-
199, 202-208; Kycosan u p. 2002: 64, 248; boposaH 2025:

484-485.
N.S.
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Diploma of the Society of
Saint Sava

boka Milovanovi¢, 1886

Lithograph; 46 x 9975 x 102 cm (framed)
CC. Meinhold & S6hne, Dresden

Owner: Konstantin Egari¢

The painter Poka Milovanovi¢ was one of the foun-
ders of the Society of Saint Sava, which, since its
founding in 1886, has had a prominent cultural and
national mission. For the Society, he designed a
medal, as well as the coats of arms of the Serbian
lands, painted on the facade of their headquarters
in DuSanova Street in Belgrade.

However, his most significant work was the con-
ceptual design for the solemn diploma of the Soci-
ety of Saint Sava. As a painter inclined toward real-
ism, Milovanovi¢ created a complex representation
defined by a decorative ethos, depicted in heraldic
and ornamental motifs. Using ethnographic mate-
rial and paraphrases of folklore motifs, he created a
composition in the center of which is an open field
with a carpet pattern as a background. This field is
positioned beneath a crowned double-headed ea-
gle. The upper register consists of a frieze of coats
of arms, while the central field is flanked by me-
dallions enclosing the bust-length figures of Saint

Simeon and Saint Sava. This confirms the impor-
tance of Saint Sava as the patron of the Society, and
at the same time establishes a connection with the
foundations of the medieval Serbian Church and
state. The spirit of the Middle Ages is also materi-
alized in the ornamentation, created on the basis
of the fieldwork of Poka Milovanovi¢, which repre-
sents a synthesis of diverse citations from Serbian
medieval architecture and manuscript miniatures.

Of particular importance is the decorative de-
sign integrated into the diploma, executed by a
priest from Medveda, at the top of which is the
portrait of the young Andrija Paradanin, one of the
founders of the Society of Saint Sava and a member
of the Serbian Parliament from 1905 to 1906. The
diploma was awarded to Andrija Paradanin on Saint
Sava’s Day, January 14, 1886.

LITERATURE: Boka Muaosanosuh 1850-1919: 40-41, 66.

I.B.
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Katapetasma of Queen
Draga Obrenovic

1902

Tailor Svetislav LJ. Kosti¢ and the Artisanal School for
Girls, design by Vladislav Titelbah

Velvet, metal wire, silk thread, lined in rep fabric; embroi-
dery and goldwork, faces and hands painted, sowing

330 % 185 cm

Treasury of the Cathedral Church of Saint Michael

the Archangel in Belgrade

On the occasion of the twenty-sixth birthday of His
Majesty King Aleksandar I, Queen Draga presented
the Cathedral Church with a precious gift: a new cur-
tain - a katapetasma for the Holy Doors. On the re-
verse of the curtain, which is lined with red ribbed
silk (grosgrain), a dedicatory inscription was embroi-
dered in gold: “Her Majesty Queen Draga presented
this curtain to the Belgrade Cathedral Church in hon-
or of the birthday of His Majesty King Aleksandar I,
August 2, 1902.” Presented as a votive offering for
liturgical commemoration, this katapetasma is yet
another in a series of sacred objects testifying to the
highly developed and continuous patronage and en-
dowment activities of the Obrenovi¢ dynasty.

The author of the design, Professor Vladislav
Titelbach, was, among other things, a passionate
researcher and collector of ethnographic material -
particularly folk ornamentation - with the specific
aim of revitalizing these motifs and preserving them
from oblivion. Queen Draga, herself an advocate
for the revival of traditional Serbian costumes and
ornamentation, as well as an advocate for domes-
tic textile manufacturing, had previously commis-
sioned Titelbach to create designs for both ecclesi-
astical and fashion items. As the patron of the Bel-
grade Women’s Society — which, alongside a number
of successful institutions, had also established the
Artisanal School for Girls for the study of sewing,

tailoring, and embroidery - she engaged its students
in this prestigious work. The sections embroidered
with multicolored silk thread are the product of their
hands, while the gold embroidery (srma) was exe-
cuted by the Belgrade terzija (traditional tailor) Sve-
tislav Lj. Kosti¢, in whose workshop the katapetasma
was fabricated. As a result of this collaboration, and
thanks to the generosity of King Aleksandar I and
Queen Draga, a series of works were executed be-
tween 1901 and 1902, including the shroud for the
tomb of Saint Simeon the Myrrh-Streamer, a textile
icon depicting the Life of Saint Simon, and the kat-
apetasma for the Holy Doors of the Church of the
Holy Virgin at the Studenica Monastery.

The katapetasma of the Cathedral Church is
fashioned from cherry-colored Venetian velvet. The
silk embroidery and gold-work embroidery, execut-
ed in the spirit of historicist art, are combined with
painted appliqués, metallic wire, and glass paste
cabochons typical of liturgical textile decoration in
the second half of the nineteenth century.

The central register of the katapetasma is dom-
inated by the full-length, standing figures of three
national saints. Positioned in the center is Saint Sava
(CB * CARA * 1 APXHEMHCKOMb * CPNICKTH ), vested in episco-
pal robes and supporting a closed Gospel book in his
left hand while imparting a gesture of benediction
with his right. Flanking him on the right and left are
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representations of Saint Simeon the Myrrh-Stream-
er (CB - CHUEONm * MHPOTOTHEHH -) and Saint Simon
(Tp - cHUOH® - MoHAX™ *) depicted as monks of the Great
Schema. Saint Simeon the Myrrh-Streamer supports
a structural model of the Church of the Holy Virgin
of the Studenica Monastery, while Saint Simon is
represented holding a model of the Zi¢a Monastery.
The saints stand upon a dais beneath a three-part
architectural arcade; Saint Sava is positioned slight-
ly higher and placed in the foreground, imparting a
sense of three-dimensional depth to the entire com-
position. Hovering directly above Saint Sava within
an autonomous circular medallion is the Acheiro-
poietos (Not-Made-by-Hands) image of Christ (0 ®
i ). This medallion is encircled by gold-work em-
broidery depicting ears of wheat and grapevines,
utilizing these traditional Eucharistic and liturgical
motifs. The faces and hands of the saints, as well as
the Acheiropoietos image of Christ, are rendered in
oil paint on silk appliqués, while the rest of the kata-
petasma is entirely embroidered.

Within the arched embroidered border flank-
ing the central figures are eight full-length saints -
four on each side - who appear to emerge from the
gold-embroidered foliate rinceaux. Arranged on the
right are Saint Archbishop Nikodim, Saint Basil of Os-
trog, Saint Maksim, and Saint Archbishop Evstatije;
positioned on the left are Saint Tsar Uros, Saint King
Milutin, Saint Nicholas, and the Holy Mother Ange-
lina. Due to physical degradation over time, their
identifying tituli are currently illegible. The lower
hem of the katapetasma is finished with gold fringe.
From the moment it was retired from active liturgical
use, the textile entered the treasury of the Cathedral
Church in Belgrade. It was subsequently displayed at
the exhibition “Treasury of the Cathedral Church in
Belgrade” from November 20 to 27, 2023.

LITERATURE: AHOHUM 1901: 682; AHOHUM (a) 1902: 761—
763; Anonum (6) 1902: 3; AHOHUM (B) 1902: 1-2; AHOHUM
(r) 1902: 333; ByjoBuh 1996: 173; TpajkoB 2009: 23-28; Illa-
KOTa 2015: 215-216; [layToBuh 2016: 143-196; Capuh 2018:
8-24; layToBuh 2023: 259.
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Longines pocket watch with

an etching of Saint Sava, 1908

Serial No. 2007319

Diameter c. 55 mm, size with the crown and bow: 85 mm
Case: Silver

Caliber: 2154, manual wind, 15 rubies

Invoice date: February 22, 1908

Customer: Antonijewitz & fréres (Belgrade)

Inscription on the dial: “LONGINES EPARA C.
AHTOHUMJEBUR"

Workshop signature: “HOLY F S”

Owner: Konstantin Egari¢

The silver pocket watch by the Swiss brand Longines
is an extremely valuable object that transcends its
utilitarian function. The reverse of the case features
a relief depiction of Saint Sava with children. This
group representation is framed by a Cyrillic inscrip-
tion: “Saint Sava, the first Serbian archbishop and
enlightener.” The motif is derived from a painting by
the distinguished academic artist Pavle Simié¢, who
executed a composition of the same name in 1858.
The painting was created in the spirit of sentimental
realism and represents one of the earliest variations
on the theme of Saint Sava with children, emphasiz-
ing his status as the patron saint of education, as in-
dicated by the book in the saint’s left hand.

By employing photomechanical transfer of the
image onto a metal die, the artistic composition was
replicated as a relief representation on the watch
case, a rarity within the Serbian context. This first-
class artifact of industrial design also possesses sig-
nificant artistic value, as Simié’s painting was trans-
ferred to another medium in meticulous detail.

The Huguenin Fréres workshop from Saint-Imier
in Switzerland, specializing in metal processing —
primarily silver and bronze - collaborated with the
Longines watch manufacturer. Thus, for the Serbi-
an market, it produced a watch case featuring the
representation “Saint Sava and Children.” The Hu-
guenin Fréres workshop produced the watch case-
back on commission from the Longines represent-
ative for the Serbian market, Antonijewitz & Fréres.

The watch was owned by Andrija Paradanin,
a member of the Serbian Parliament (1905-1906)
and one of the founders of the Society of Saint Sava
(1886). This symbolically confirmed the connection
between the watch’s owner and the activities of the
Society of Saint Sava, serving as personal memora-
bilia, while also illustrating the role of art in estab-
lishing the cult of Saint Sava during the nineteenth
and early twentieth centuries.

LITERATURE: Mukuh, llexmuh 1979: 103.

I.B.and A. E.
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Saint Sava Reconciles
His Brothers

Paja Jovanovi¢, 1909

Oil on canvas

200 X 145 cm

Cathedral Church in Sremski Karlovci

The painting Saint Sava Reconciling His Brothers is
one of four representations of Saint Sava that Paja
Jovanovi¢ painted for the Church of Saint Nicholas
in Sremski Karlovci, around 1909. The emphasis of
the painting is placed on the moment when Saint
Sava brings his brother Vukan to the crowned King
Stefan the First-Crowned. The painter emphasized
Sava’s peacemaking role in calming the political
crisis - the conflict between his brothers over the
throne - which destabilized the medieval Serbian
state. Sava is depicted as a middle-aged man with
brown hair and a beard, a focused gaze, and a calm
expression. He is the only one in the painting with
a golden halo around his head, and his face is more
brightly lit. He is dressed in a more modest bish-
op’s robe of a lighter yellow color, similar to the
robes from the portrait from the MileSeva Monas-
tery. King Stefan the First-Crowned is depicted with
gray hair, a mustache, and a beard, with a crown on
his head and a serious expression on his face, look-
ing intently at his brother Vukan. He is dressed in a
purple royal divitision that falls to the ground, with
a golden loros and epimanikia. Over his shoulders,
down his back, falls a golden cloak decorated with
precious stones. On his feet, he wears purple shoes.
The king sits on a carved, gilded throne with legs

in the form of lions. The throne is raised from the
rest of the space by two stone steps decorated with
carved rosettes. Above the throne is a heavy pur-
ple velvet canopy. King Stefan holds the decorated
pommel of his sword with his left hand, the blade
secured by red cloth scabbards with embroidered
gold crosses. The sword is resting on the ground, so
that the king is leaning on it. Saint Sava, with a light
movement, like support, grabs the king’s arm. The
king leans toward Vukan on the throne, offering
him his right hand with trust. Vukan is shown with
his head bowed and his gaze lowered. With a fur hat
in his left hand, pressed to his chest like a penitent,
he approaches King Stefan with restraint, respect,
and submission. His sword is strapped to his belt.
Saint Sava uses his left hand to draw Vukan’s right
hand to the king’s hand. The act of reconciliation
between the brothers is attended by soldiers with
helmets on their heads and spears in their hands.
Everyone watches the act of reconciliation between
the brothers with full attention.

LITERATURE: KycoBar 1976: 313-317; TumoTujeBuh, Ile-
TpoBuh 2009: 163-166; Kycosar 2010: 175-181; Koctuh
2013: 33-49; IlerkoBuh 2018: 11-15; CrokaHoBuh 2024:
210-216; Bopo3aH 2025: 489-490.

N. S.
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Saint Sava Crowns
Stefan the First-Crowned

Paja Jovanovi¢, 1909

Oil on canvas

145 X 200 cm

Cathedral Church in Sremski Karlovci

The Cathedral Church of Saint Nicholas in Sremski
Karlovci served as the cathedra of the entire Metro-
politanate of Karlovci until the unification of the pro-
vincial eparchies into a unified Serbian Patriarchate
in 1920. Consequently, during its comprehensive
renovation during the first decade of the twentieth
century, it was decided to dedicate a small fresco
cycle to Saint Sava, the founder of the autocepha-
lous Serbian Orthodox Church. One of the primary
themes presented is Saint Sava Crowning Stefan the
First-Crowned, which visually encapsulates the ideal
symphony (symbiosis) of state and Church as foun-
dational pillars of societal peace and progress. The
historical coronation occurred at the Council of Zi¢a
Monastery soon after the Serbian Church secured
autocephaly, following the Orthodox, Byzantine rite
of royal coronation. Paja Jovanovié staged the cor-
onation within an ecclesiastical interior, reducing
architectural references to a generic representation
of the Church of the Ascension, marked only by a
prominent Sovereign tier icon of Christ Pantokrator
with a lit votive lamp before it, thereby granting com-
plete priority to the solemn liturgy. Saint Sava stands
on the left side of the composition; he is represent-
ed as a middle-aged prelate with thick brown hair,

a mustache, and a beard, assisted by a white-haired
hierarch and other concelebrating clergy. Sava leans
forward as he places the crown upon Stefan’s head.
The crown is elaborately decorated with precious
stones, pearls, and enameled icons of saints, sur-
mounted by a cross. While this crown represents the
historicized insignia of the holy Nemanji¢ dynasty,
its form closely replicates the Hungarian Holy Crown
of Saint Stephen, which served as Jovanovic¢’s most
immediate and recognizable visual symbol of legiti-
mate monarchical authority within the Austro-Hun-
garian imperial space. King Stefan is depicted kneel-
ing upon a red cushion; he is middle-aged, attired
in a purple royal divitision with gold-embroidered,
pearl-lined cuffs (epimanikia), and enveloped in a
dark red coronation mantle fastened with golden
jeweled fibulae. In the background on the right, an
assembly of sumptuously dressed courtiers and sol-
diers witness the liturgy, greeting the coronation of
the first Nemanji¢ king with raised swords.

LITERATURE: KycoBarg 1976: 313-317; TumoTujeBuh, Ile-
TpoBuh 2009: 163-165; Kycoary 2010: 175-181; IleTkoBuh
2018: 11-15; CrokaHoBuh 2024: 210-216; Bopo3saH 2025:

489-490.
N. S.
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Burning of
the Relics of Saint Sava

Paja Jovanovi¢, 1909
Oil on canvas; 190 x 285 cm
Cathedral Church in Sremski Karlovci

The Burning of the Relics of Saint Sava is the larg-
est composition from a small cycle dedicated to the
founder of the Serbian Orthodox Church, which
Paja Jovanovié painted for the Cathedral Church
in Sremski Karlovci. In front of the dark silhouette
of Belgrade on the left side of the painting, repre-
sented by walls and mosques with minarets, a large
blazing pyre is depicted. The relics are not visible
on it, but the fire is so great that it has swallowed
them, while a Turk covers himself with his hand
and retreats from the swirling flames. On the left
side are also depicted the Turks stoking the fire,
and the leaders on horseback. In the foreground is
Sinan Pasha, in beautiful, green clothes, with a tur-
ban, restraining the agitated bay horse he is riding.
His vengeful gaze is directed toward the Christians
depicted on the right side of the painting. They
are on their knees, looking sadly toward the pyre.
Many are weeping, covering their eyes with their
hands. Others are praying with their hands fold-
ed in front of their chests. One old man extends
his hand toward the pyre, watching in disbelief as
the flames engulf the greatest Serbian shrine. At
the very right edge of the painting, a tall, strong
young man stands out. With his right hand he grips
the hilt of a sword, clearly visible on the left. The
sword is in its scabbard, which is decorated with

the symbol of a red straight-armed cross. Unable
to act, he grimly but resolutely looks at the pyre. In
front of him is a hunched grandfather in a coarse
tunic, who is pulling his grandson into his embrace,
protectively holding his hands in his own. Among
the Christians, an old monk stands out, in a monas-
tic robe, with a kamilavka on his head, who looks
with pride above the pyre, with his raised hands
pointing to the scene in the sky. Thick, black smoke
rises from the pyre. Mixing with white clouds, a
segment of the sky opens, and Saint Sava himself
appears in the golden heavenly sky. He is slight-
ly turned toward the Christians, as if the event of
the burning of his relics is not important. He gives
the impression of peace, and with his right hand
he blesses the faithful, while with his left hand,
open palm down, as if addressing them, he gives
them hope, patience, humility, and reconciliation.
With the composition of the work, viewed from left
to right, as well as the arrangement of colors and
light, which moves from the Turks in the dark, to
the golden and clear sky over the Serbs, then with
broad, brisk, and expressive brushstrokes and lay-
ers of paint, Jovanovi¢ created a dynamic and mon-
umental painting. It moves from a feeling of anger
and destruction to a feeling of the beginning of the
resurrection of the enslaved people - an economy



of salvation of the faith of all Christians, realized
by the monk’s raised hands to the sky, the warrior’s
vow, and the bright faces and calm gazes of beau-
tiful girls in folk costumes, who look toward the
golden sky and Saint Sava.

LITERATURE: KycoBarn 1976: 313-317; THMOTHjeBMh, ITe-
TpoBuh 2009: 163-165; Kycosars 2010: 175-181; IleTkoBuh
2018: 11-15; CrokaHoBuh 2024: 210-216; Bopo3an 2025:

489-490.
N. S.

435



40| AU



7| S0



438

Saint Sava Blesses
Serbian Children (I)

Uros Predidé, 1921
Oil on canvas; 130 *x 93 cm
National Museum of Serbia, inv. no. 577; 4268

Within the expansive oeuvre of Uro$ Predié, a pre-
eminent master of Serbian academic realism, the
composition Saint Sava Blesses Serbian Children
stands out as a paramount achievement, currently
exhibited within the permanent collection of the
National Museum of Serbia in Belgrade. Complet-
ed in 1921 during the painter’s mature period, the
work achieved immediate and immense popularity.
It was commissioned by the State Printing House of
the Kingdom of Serbs, Croats, and Slovenes for mass
reproduction and dissemination across schools and
parish communities. At the center of the composi-
tion is Saint Sava, who sits enthroned with his head
subtly inclined, vested in opulent episcopal robes:
a white sticharion, a gold-woven epitrachelion, a
sakkos with an epigonation, and a large white omo-
phorion adorned with golden crosses. Over his chest
hang a panagia and an intricately decorated pectoral
cross, while his head is surmounted by a tall golden
mitre encrusted with jewels and pearls. Predi¢ rep-
resented Saint Sava as an elder with pale skin, white
hair, and a long beard, consciously emphasizing his
Slavic physiognomy. This ceremonial benediction
unfolds within a medieval church interior. The rep-
resentative episcopal throne is embellished with a
carved white double-headed eagle, its semicircular
lunette featuring a painted portrait of Saint John
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Chrysostom. With his right hand, Saint Sava imparts
a blessing upon the gathered youth, while extending
his left hand to be kissed by a Serbian mother in re-
gional folk costume who approaches with her young
son. Symmetrically to the right, a father nears the
throne accompanied by his son and daughter. Flank-
ing the throne are two young acolytes (readers) in
red sticharia; one holds an open volume contain-
ing Saint Sava’s pastoral messages to the children,
while the other supports the archbishop’s crozier.
In the left foreground, an elderly teacher is shown
bowing, leaning one hand upon a small table strewn
with books and an unfurled scroll, while his other
hand holds a volume intended for a young student.
In the far left background, a monk stands behind
the choir stalls, while the right background features
a wall fresco depicting Stefan Nemanja (Saint Sime-
on) supporting a model of the Church of the Dormi-
tion of the Holy Virgin of the Studenica Monastery.
Predi¢ himself detailed the formal elements of the
work: “As for the color scheme of the painting, it
is deliberately cheerful and rich, which may seem
too colorful to some; but the flower meadows are
also colorful, and that is precisely why they are
beautiful, because the colorfulness does not harm
the painting, if it is harmonious. Here the subject
itself demands richness in color and ornamenta-
tion: There is the first Serbian archbishop, the son
of the ruler and the brother of the first crowned
king of Serbia, there is his bishop’s throne, there is
a rich lord with noble children, there is a peasant
woman in an embroidered dress as is worn, there
is a Serbian rug - all of this is in truth full of color

and ornamentation; and what requires more sim-
plicity and ease, such as the clothes of the monk,
the old teacher and the little peasant, is also in the
painting, giving the eye a rest, establishes a bal-
ance in the arrangement of colors.” Predi¢ master-
fully executes this complex composition according
to classical academic tenets, rooted in impeccable
draftsmanship, refined plastic modeling of forms,
and a balanced compositional layout. By defining
each individual figure with psychological depth, the
painter delineates the interior space with equal ty-
pographic and architectural precision. The palette
is enriched by a luminous, refined color scheme
composed of pure tones that emphasize tectonic
form and material texture, where noble shades of
red heighten the festive, solemn atmosphere. This
striking monument evokes a profound national and
spiritual revival, charting the modern consolidation
of the cult of Saint Sava within Serbian history, cul-
ture, and education. Explaining the canvas on Feb-
ruary 4, 1922, Predié noted: “The painting is intend-
ed for schools, and is intended to depict St. Sava as
the protector of the church and school or of faith
and education, in a simple and noticeable way, so
that every viewer, even a child, can easily under-
stand what this painting wants to say. The painting
is therefore not historical, but symbolic. It connects
the past and the present, not representing any real
event, but a symbolic act of spreading education...”

LITERATURE: JoBaHoBuh M. 1998: 123, fig. 112; Boposau
2020: 507-508, fig. 12; Mumwuh C. 2022: 85-86; Boposan
2025: 464, 496; Hpe/:mh 2025: 39.
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Saint Sava Blesses
Serbian Children (II)

Uros Predidé, 1921
Oil on canvas; 165 x 115 cm
Faculty of Orthodox Theology, Belgrade

The second, larger version of the painting Saint
Sava Blesses Serbian Children, which is now in the
Faculty of Orthodox Theology in Belgrade, was cre-
ated in 1921, as evidenced by the year and the sig-
nature of Uro§ Predi¢, written in Cyrillic script, in
the lower right corner of the painting.

In his autobiography, Uros Predi¢ states: “This
painting is in the Palace, and the other, the same,
but smaller, is in the administration of the State
Printing House, which will reproduce it in color
for Serbian schools.” Although this version of the
painting with several figures gathered around Saint
Sava is compositionally identical to the smaller
one, some differences can still be observed. They
are reflected, first of all, in the depiction of indi-
vidual figures such as the two young readers in red
sticharia on either side of the bishop’s throne, and
a girl in the background on the right with a book
in her hands and a veil on her head. Compared to
the smaller version of the painting, the background
is somewhat differently rendered, representing the
interior of the church with various ornaments on
the walls, as well as other details, such as the cro-
zier held by the reader on the left and the clothes
of the nobles.

Compared to the smaller version of the paint-
ing, Saint Sava in the center of the composition is

almost identically depicted sitting on the bishop’s
throne, dressed in episcopal vestments: a white sti-
charion, a gold-woven epitrachelion, a sakkos with
an epigonation, and a large white omophorion with
gold crosses. The only difference from the smaller
painting is the decorative pedestal on which Saint
Sava’s right foot is supported.

Partial changes from the smaller painting are
also noticeable in terms of drawing, modeling, exe-
cution of details, and color. In terms of the painting
style, unlike the smaller painting, which is brighter
and warmer in color, this one was painted in a dark-
er color scheme.

This expertly conceived and compositionally
balanced painting of realistic interpretation, char-
acterized by sure and precise draftsmanship in an
academic manner, symbolizes the importance of
moral upbringing, education, and the preserva-
tion of faith among young people, which has been
passed on over the centuries by Saint Sava, the first
Serbian educator and archbishop.

Describing the content of the painting, Uro$
Predi¢ states, among other things, that he depicted
in the painting: “Two adult students have already
been honored to wear the stycharis. One holds the
bishop’s scepter, and the other an open book with
the words that St. Sava himself wrote: ‘My beloved



children, do not forget your teachings and the or- painting, ‘teaching’ and ‘orthodox Law, school
thodox law established by me; for by holding on and church.”

to them, you will have God as your helper’ ~ thus, | .1pp \ruRE: Mumuh C. 2022: 86; Ilpeauh 2025: 39.
words that briefly state the content of the entire V. K
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Panagia of Serbian saints

Uros Predi¢, 1923

Silver, silver-gilt, pearls, precious gemstones, enamel
115 x 9.5 cm, total length with the chain: 64 cm
Palace of the Serbian Patriarchate, Belgrade

On the occasion of the re-establishment of the Ser-
bian Patriarchate in 1920, the Serbian Orthodox
Church established a patriarchal insignia called the
Panagia of the Serbian Saints, which has since be-
come one of the most significant ecclesiastical sym-
bols of the Serbian patriarchs. Along with other in-
signia of archiepiscopal rank - the white panakami-
lavka and the bishop’s crozier - it is traditionally
presented to newly elected Serbian patriarchs dur-
ing the enthronement ceremony in the Pe¢ Patriar-
chate, as a symbol of the spiritual unity and conti-
nuity of the Serbian Orthodox Church. The newly
elected Patriarch of the Serbian Church wears on
his chest the Panagia of the Serbian Saints, made in
the form of a chain ending with a massive medal-
lion depicting a full-length frontal representation of
Saint Sava of Serbia.

The Panagia of the Serbian Saints was first pre-
sented to Patriarch Dimitrije in 1924 in the Patri-
archate of Pe¢ by King Aleksandar I Karadordevié,
at the ceremony of his enthronement as Patriarch
in the re-establishment of the Serbian Patriarchate.
On this occasion, when presenting the panagia, the
first patriarch of the renewed Serbian Patriarchate,
Dimitrije, said: “On the panagia is the holy image of
our great saint, Saint Sava. By placing this panagia
on our chests and looking at the image of our saint

o S

on it, I and all my future successors will always re-
member how great and holy his legacy is, which we
receive as his successors and the first patriarchs of
the Church.”

The Panagia of the Serbian Saints is today
kept at the Palace of the Serbian Patriarchate in
Belgrade, while the drawings for its construction,
made in 1923 by the architect Pero J. Popovi¢, are
in the Museum of the Serbian Orthodox Church
in Belgrade. The Museum also preserves the orig-
inal art templates for the watercolors of Serbian
saints for the Panagia, which were created by Uros
Predi¢ in 1923.

Based on a design by Pero Popovi¢, which con-
sists of one larger central oval medallion, fourteen
smaller circular medallions, and two smaller rectan-
gular medallions that end in a semicircle, the paint-
er Uro$ Predi¢ created miniature watercolor rep-
resentations of Serbian saints. This is evidenced by
a letter from Uros$ Predi¢ dated November 19, 1923,
which he sent to the Presidency of the Council of
Ministers, in which he states: “By order of His Ho-
liness Patriarch Dimitrije, and in accordance with a
previous agreement with the President of the Coun-
cil of Ministers, I myself created seventeen minia-
ture watercolors of Serbian saints for the new patri-
archal ‘Panagia,’ and personally handed them over
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to the President on July 27 of this year. These paint-
ings are now in Paris, where they are being used to
make enamel medallions as an integral part of the
‘Panagia’ designed by Mr. Pero Popovi¢.” In the same
letter, he states that due to the micro-scale of the
paintings, he worked eight to nine hours a day, and
that he completed the entire job in a month.

The Panagia of the Serbian Saints is made of
silver with gilding, symbolizing purity and prima-
tial dignity, in the form of a luxurious necklace on
a chain, with fourteen medallions of small, elegant

circular shapes with a diameter of 3.8 cm, on which
are enameled busts of Serbian saints, and two nar-
row rectangular medallions with a semicircular
ending (4.2 X 5.5 cm), where Saint John the Baptist
and the Archangel Michael are depicted in enamel.

This panagia was made in 1924 in Paris, as evi-
denced by the engraved text on the back of the large
oval medallion in the middle, which reads: “KING
ALEKSANDAR I AND NIKOLA P. PASIC, PRESI-
DENT OF THE GOVERNMENT, TO HIS HOLINESS
THE FIRST PATRIARCH OF THE THIRD RENEWED



PATRIARCHATE, MR. DIMITRIJE, ARCHBISHOP OF
BELGRADE, 1924.” On the rim of the medallion on
the left side are engraved the creators of the pana-
gia: “PROJECT: P. J. POPOVIC, ARCHITECT; ICONS:
U. PREDIC, BELGRADE.” On the right side are the
names of the authors of the panagia: “ENAMEL: Mr.
CROIZET; CREATION: G. AUCOC, PARIS.”

The necklace with medallions of Serbian saints
made in enamel is richly decorated with pearls and
multicolored precious stones of various shapes and
sizes. The applied gems on the panagia symbolize a
firm faith in Christ and Christian virtues, while the
pearls symbolize spiritual purity. Precious stones
and pearls are mostly represented on the central
oval medallion - the panagia with four symmetri-
cally arranged decorative crosses surrounded by a
double row of pearls. A wreath made of leaves with
inserted green gems is placed between the pearls.
The panagia ends at the top with a relief episcopal
mitre with a cross, which is decorated with multi-
colored precious stones, while at the bottom there
is a relief representation of cherubs in the form of
a child’s head with two spread wings.

Medallions with bust-length representations of
Serbian saints and medallions with figures of Saint
John the Baptist and the Archangel Michael are in-
terconnected by floral decorative elements with
crosses in the middle into a single, luxurious whole
on which a larger central oval medallion (9.5 x 17.5
cm) with a representation of Saint Sava is hung. The
total length of the necklace with chain is 64 cm.

The central oval medallion features a miniature
enamel depiction of Saint Sava, the first Archbish-
op of the Serbian Orthodox Church and Serbian ed-
ucator, in a standing frontal position. The saint is
dressed in ceremonial episcopal vestments: a white
sticharion and epitrachelion, over which he wears
a richly decorated white sakkos and a large omo-
phorion in gold embroidery. The epigonation on
his right side and the liturgical napkin (encheirion)
for the crozier he holds in his left hand are of the
same decorative design. In his raised right hand, he

holds a richly decorated golden cross. Uros Predié¢
presented Saint Sava as an elderly hierarch with fair
skin, light red hair, a medium-sized mustache, and
a beard. On his head is a golden mitre with two oval
medallions and a cross on top. Around his head is a
golden halo. The titulus marks him as the first Ser-
bian archbishop and Serbian teacher.

On the left and right sides of the chain, from bot-
tom to top, in rectangular medallions with semicir-
cular ends, are depicted Saint John the Baptist in full
length as a winged cephalophoros standing on clouds,
and the Archangel Michael, represented frontally in
full length in armor, with a shield and a fiery sword.

In circular medallions, miniature bust-length
figures of Serbian saints - rulers - are depict-
ed from bottom to top, with tituli, some of which
are illegible due to damage: Saint John Vladimir,
Saint Simeon the Myrrh-Streamer, Saint Stefan the
First-Crowned, Saint King Milutin, Saint Stefan of
Decani, Tsar Uros, and Prince Lazar.

On the right side of the chain, from bottom to
top, are the busts of the holy Serbian hierarchs:
Holy Archbishop Danilo II, Holy Archbishop Niko-
dim, Holy Patriarch Joanikije, Holy Patriarch Jefrem,
Holy Patriarch Makarije, Holy Archbishop Maksim,
and Holy Basil of Ostrog.

With the exception of the medallions with the
images of Serbian saints, as well as Saint John the
Baptist and the Archangel Michael, the chain is rich-
ly decorated with stylized decorative motifs. They
contribute to the overall harmonious form of this
significant ceremonial insignia, which, in addition
to spiritual, also possesses cultural, historical, and
artistic values. It has particular importance for the
Serbian Orthodox Church because it represents the
conciliar prayerful intercession of Serbian saints be-
fore God and emphasizes the continuity of the Ser-
bian Orthodox Church since the time of Saint Sava.

LITERATURE: Boposan 2020: 508-509, fig. 13; Jegan eex

2022: 11-12, fig. 20; BoposaH 2025: 497-498.
V. K.
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Temple of Saint Sava

Perspective drawing of the design concept

Milan Zlokovi¢ and Andrej Papkov, 1926

Pencil and Indian ink on tracing paper; 52.5 x 66.8 cm
Belgrade City Museum, Milan Zlokovi¢ Foundation
Inv. no. LMZ 1936

The design proposed by Milan Zlokovi¢ and An-
drij Papkov in the 1926 competition for the Temple
of Saint Sava on Vracar is widely regarded in ar-
chitectural historiography as the most successful
project of the competition. Although the building
significantly deviated from the strict conditions
prescribed by the competition committee, it simul-
taneously aligned most closely with the contempo-
rary currents of European monumental ecclesiasti-
cal architecture.

The project is characterized by a prominent cen-
tral dome that dominates the structure, as well as
by the circular and semicircular volumes of an ex-
plicitly monolithic massing. The primary structure
is balanced by an asymmetrically positioned, de-
tached bell tower. The entire church is distinguished
by its formal harmony, wherein no single element
is overemphasized; instead, the entire composition
supports the motif of the central dome, which is ar-
ticulated in a late post-Secessionist spirit.

As with several other proposals from this com-
petition, Zlokovi¢ and Papkov’s design incorporates
motifs that reference the Church of Hagia Sophia in
Constantinople. However, their proposal stands out

for its exceptional refinement and measured his-
toricist interpretation, inflected by modern archi-
tectural tendencies. This synthesis underscores not
only the monumental importance of the structure
but also its civic position within the interwar capi-
tal of Belgrade, reflecting the broader geopolitics of
the Kingdom of Serbs, Croats, and Slovenes.

While clearly anchored in medieval Byzantine
prototypes, the architecture of the building is dis-
tinguished by a pronounced Expressionist char-
acter and a certain sober restraint. The church is
rendered as a heavy, monolithic, unornamented
structure of high sculpturality, feature-rich with ex-
tensive porches and an integrated campanile. Con-
sequently, it aligns fully with the broader trends of
European sacred architecture during the 1920s. Fur-
thermore, the project is recognizable by its brilliant
draftsmanship and graphic presentation, which en-
hances its monumentality and highlights the inher-
ent expressiveness of the architectural solution.

LITERATURE: KagujeBuh 2007: 215-216; Kagujesuh 2019:
225-226; Mumuh B. 2022: 67-68.
b. M.









Temple of Saint Sava

Perspective drawing of the design concept

Petar and Branko Krstié, 1926

Pencil, watercolors, and gouache on paper

Institute for the Protection of Cultural Monuments of
the City of Belgrade

A perspective view of the conceptual design for the
Cathedral of Saint Sava on Vradar was drafted by the
Krsti¢ brothers as a proposed solution for the design
competition announced in 1926. The majority of the
entries were subsequently published in the architec-
tural journal Raska. The competition brief was for-
mulated with the explicit requirement that partici-
pants design their solutions in the “Serbo-Byzantine
style from the era of Prince Lazar.”

The project by Petar and Branko Krsti¢ - along-
side the proposal by Zlokovi¢ and Papkov - stands
as the most successful design of the competition,
even as it significantly deviated from the founda-
tional brief. It is characterized by an imaginative
massing that fuses the structure’s longitudinal axis
with a highly emphasized central dome. The overall
composition is resolved by arcaded colonnades that
form open courtyards, alongside an asymmetrically
positioned, monumental campanile. This architec-
tural solution can be understood as an elaboration
of the Krsti¢ brothers’ previous project designed for
the Kingdom of Serbs, Croats, and Slovenes Pavilion
at the 1925 Philadelphia International Exposition.

The entire design is characterized by an imagi-
native, Romantic-Expressionist approach inflected

by strong elements of Art Deco design - a stylistic
synthesis that characterizes the broader oeuvre of
Petar and Branko Krsti¢. The arcades and porti-
coes dynamically enliven the proposed project, in-
vesting it with the character of a prominent urban
church, while the rhythmic rows of windows on
the campanile stand out as a particularly unusual
motif.

In alignment with the majority of the competi-
tion entries, this project features a massive central
dome that dominates the structure. The specificity
of the solution is further reflected in the tectonic
contrast between the central mass of the building
- crowned by a dome that develops in stepped stag-
es - and the longitudinal body of the nave, which
accentuates the entrance zone, the monumental
access staircase, and the narthex. Through its im-
aginative design and loosely interpreted historicist
motifs, the project significantly departed from the
prescribed criteria, a factor that ultimately influ-
enced its final placement in the competition.

LITERATURE: KasujeBuh 2007: 216; Ignjatovi¢ 2016: 261-
263; [Ipocen 2023: 258.

b. M.
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Interior of the Temple of
Saint Sava at Vracar

Anexcanmap [lepoko, 1926. rop.
TYLL M aKBapeJT; 72 X 74 UM

[Bop Ilarpujapimje cpricke y Beorpagy

The 1926 watercolor depicting the interior of the
Cathedral of Saint Sava in Belgrade was executed as
part of the graduation thesis of architect Aleksandar
Deroko. That same year, Deroko also participated in
the architectural competition for the conceptual de-
sign of an idealized, monumental temple of Serbian
Orthodoxy. Although the first preliminary initiatives
for the cathedral were launched in 1879, nearly half
a century passed before the opportunity to build
materialized. The 1826 watercolor explicitly reflects
Deroko’s aspirations toward a national, Serbo-Byzan-
tine style in sacred architecture. This stylistic focus
is underscored by his handwritten inscription in the
upper left corner, which reads in English: Cathedral
Church at Belgrad (Yugoslavia), Midle-ages Serbian
style. In his theoretical texts and design solutions,
Deroko expressed an unwavering conviction that the
only authentic path for designing Orthodox church-
es lay in emulating the most accomplished proto-
types of medieval architecture. Deroko’s conceptual
design was awarded a prize in the 1926 competition.
Six years later, he was entrusted with the develop-
ment of the final construction plans for the cathedral
- a task he executed in collaboration with Bogdan
Nestorovié, whose own proposal had won the high-
est prize in the competition. Deroko’s primary man-
date was to design the interior layout and sculptural

decoration. Through his competition watercolor of
the interior, rendered in ink and shades of mono-
chrome blue wash, he intimately evokes the sacred
atmosphere of the Divine Liturgy. He depicts shafts
of light streaming through a series of bifora and tri-
fora windows from the lofty, monumental dome onto
the faithful gathered in the nave, who are bowed in
prayer. The viewer’s perspective is positioned within
the southwestern portion of the nave. A structural-
ly similar watercolor from 1928, executed in ink and
varied ochre washes and preserved at the Palace of
the Serbian Patriarchate, depicts a nearly identical
interior, with the sole variant being that the viewer
stands in the northwestern section behind the pe-
rimeter columns. The 1926 watercolor represents
the inner walls of the cathedral as unornamented
structural surfaces, with the sole exception of the
pendentives, which feature painted angels support-
ing the dome. Deroko depicted the officiating clergy
upon the ambo (pulpit) within the solea (pre-altar
area), positioned directly in front of the wide-open
Holy Doors. The iconostasis is represented as a low
stone chancel partition detailed with carved foliate
ornamentation and twisted colonnettes that vertical-
ly separate the Sovereign tier icons. The blue dome
is surmounted by a cross, which lends a sense of
sublimity to the central vertical axis of the chancel



screen. Only two Sovereign tier icons are discerni-
ble: the Virgin and Child and Christ Pantokrator. The
most meticulously detailed feature is a monumental
chandelier (choros), whose diameter mirrors that of
the dome. It is embellished with a series of wheel-
shaped arches and the introductory text of the Lord’s
Prayer inscribed along the rim: “Our Father, who art

in heaven, hallowed be thy name, thy kingdom come
[...].” Finally, an effigy of Saint Sava is carved upon
the capital of the northwestern pillar.

LITERATURE: Jlepoko 1925: 300-304; [lepoko 1932; /lepo-
KO 1939: 27-28; JoBaHoBuh 1991: 63-69; Kagujesuh 2025:

517-521.
N.S.
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Order of Saint Sava 15t Class of
Professor Milan Jovanovi¢ Batut

Huguenin-Freres mint, Le Locle, Switzerland, 1927
Silver, silver-gilt, enamel, moiré silk

85 x 5.2 cm (watermark), 103 cm (ribbon width),

9 x 87 cm (pendant)

Archives of the Serbian Academy of Sciences and Arts,
Medal Collection, inv. no. K1-9

The most valuable part of the Collection of Deco-
rations in the Archives of the Serbian Academy of
Sciences and Arts is considered to be the group
of honors awarded to Professor Dr. Milan Jova-
novi¢ Batut, who received numerous significant
decorations and medals during the late nineteenth
and first half of the twentieth centuries. He held
several classes of the Order of Saint Sava, awarded
in recognition of his foundational contributions to
the development of modern Serbian medicine, the
advancement of public health and hygiene, and the
health education of the population. The Order of
Saint Sava, 4 Class (Officer), was awarded to him
in 1892, followed by the 3" Class (Commander) in
1896, the 2" Class (Grand Officer) in 1904, and the
1%t Class (Knight Grand Cross) in 1927 - the latter
primarily for his role as a founder and the first dean
of the School of Medicine at the University of Bel-
grade (1920). Today, the Institute of Public Health of
Serbia “Dr. Milan Jovanovi¢ Batut” bears his name.

The Order of Saint Sava, 1t Class, comprises two
structural components: a badge (cross) worn on a
sash and an eight-pointed silver breast star. The ob-
verse of the badge features a central oval medallion
with a representation of Saint Sava. He is vested in
episcopal robes - specifically a greenish-blue sakkos

- supporting an open Gospel book in his left hand
while holding a blessing cross aloft in his right. On
his head, he wears a golden mitre detailed with red
medallions, encircled by a gilded halo. This central
iconographic portrait is enclosed by a blue enam-
eled oval band bearing the golden Cyrillic motto:
TposA0Us CROHML Bhea MpHOEPKTE (“By his labor, he ac-
quired all things”). The medallion is superimposed
upon a white-enameled Maltese cross with blue
borders. Gilded, crowned double-headed eagles
are positioned between the arms of the cross, and
the entire badge is suspended from a royal crown
attached to a white and light blue ribbon. The re-
verse of the badge features a white-enameled cen-
tral medallion inscribed with the year 1883, denot-
ing the date King Milan Obrenovié instituted the
order. The second component of the decoration,
the breast star, features an identical iconographic
medallion of Saint Sava, without the crown, su-
perimposed directly onto a faceted, eight-pointed
silver star.

LITERATURE: JoBuh 2002: 14, 16; AmoBuh 2013: 94-97;
Anosuh 2019: 383; AntoBuh 2019a: 36; Kpectuh, Macany-
mruh 2020: 119; Macanymuh, JopanoBuh 2020: 369-370.

N. S.
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Professor Radoslav Gruji¢

Huguenin-Freres mint, Le Locle, Switzerland

Avgust 15,1929

Silver, silver-gilt, enamel; 85 x 5.2 cm

Museum of the Serbian Orthodox Church, inv. no. MSPC 1219

For his contributions to the establishment and work
of the Faculty of Philosophy in Skopje, Professor Dr.
Radoslav Gruji¢ was awarded the Order of Saint Sava,
3" Class (Commander), by a royal decree on August
15, 1929, at the proposal of the Ministry of Education
of the Kingdom of Serbs, Croats, and Slovenes. Be-
cause the region of Southern Serbia had faced ma-
terial and cultural stagnation for centuries under
Ottoman rule, the founding of a university center in
Skopje as soon as the opportunity arose after World
War I is considered one of the most significant edu-
cational achievements of the interwar period.

The presentation box and ribbon of the order
have been lost. The obverse of the badge features
a central medallion with a representation of Saint
Sava. He is dressed in episcopal vestments, sup-
porting an open Gospel book in his left hand while
holding a raised cross for blessing in his right. On
his head, he wears a golden mitre with red medal-
lions and a golden halo. This portrait of Saint Sava
is enclosed by an oval blue enameled band bearing
the inscription: TpogAoh (ROHUD Bh¢a MpHOEPKTE (“By
his labor, he acquired all things”). The medallion is
placed on a white-enameled Maltese cross with blue

48 (K4

94. Order of Saint Sava 3™ Class of

borders. Between the arms of the cross are crowned,
gilded double-headed eagles; however, the suspen-
sion crown is broken and has been tied to the low-
er part of the medallion. The reverse of the badge
features a white medallion inscribed with the year
1883, indicating when King Milan Obrenovi¢ first es-
tablished the Order of Saint Sava on January 23, 1883.
When King Milan I instituted the decoration, the re-
verse originally featured his personal royal cipher
(M. I.). This design was altered after the May Coup
of 1903 so that King Petar I Karadordevi¢ could con-
tinue to confer the honor. The decoration remained
a state order until 1945. During the interwar period,
the color of Saint Sava’s robes on the medallion was
also changed from red to a greenish-blue hue. Be-
cause the order was awarded for merit in culture,
public education, science, public service, and the
Church - and could be given to both civilian and mil-
itary personnel - the proposal to honor Gruji¢ was
formally submitted by the Ministry of Education.

LITERATURE: AnoBuh 2013: 94-97; Aumosuh 2019: 383;
Anosuh 2019a: 36; PagoBanosuh 2022: 55-56, 80.

N.S.
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Icon of Saint Sava

Stepan Fedorovitch Kolesnikoff, c. 1935
Oil on canvas, gilding; 102 x 55 cm
Palace of the Serbian Patriarchate, Belgrade

The icon of Saint Sava, painted by the Russian
emigrant Stepan Fyodorovich Kolesnikov (1879-
1955) in the mid-1940s, is located in the Palace of
the Serbian Patriarchate in Belgrade, in the main
hall opposite the patriarchal throne. Kolesnikov
belongs to the generation of Russian émigré art-
ists who left their homeland following the Octo-
ber Revolution, leaving a noticeable mark on the
artistic life of the Kingdom of Serbs, Croats, and
Slovenes, especially within Belgrade. Kolesnikov
arrived in Belgrade as an established artist, hav-
ing received his formal education at the Imperial
Academy of Arts in St. Petersburg, where he stud-
ied under the famous painter Ilya Repin. In Serbia,
in addition to creating portraits and landscapes,
he also engaged in ecclesiastical painting, produc-
ing icons and frescoes for numerous churches and
monasteries.

The bust-length figure of Saint Sava on this
icon was modeled after the traditional iconograph-
ic solutions of medieval Serbian painting. The por-
trait of Saint Sava is executed on a gold background
with decorative elements that imitate gold mosa-
ic tiles. On this panel, Kolesnikov painted Saint
Sava in his middle years, shown frontally from the
waist up with an energetic posture, regular facial
features, a high furrowed forehead, a penetrating

gaze, large eyes, a straight long nose, and sunken
cheeks. His face is framed by wavy, chestnut hair, a
mustache, and a medium-length beard that widens
at the bottom.

He is dressed in a dark red polystavrion with
golden crosses, finished with a golden border dec-
orated with pearls and precious stones. Below
the polystavrion, a purple sticharion is visible,
featuring gold-woven liturgical cuffs (epimani-
kia) decorated with pearls. Over his shoulders he
wears a large white omophorion with blue crosses
and golden borders set with pearls and precious
stones. Around his head is a golden halo bordered
by a thin burgundy line, flanked on both sides by
the inscribed titulus: (ThIH (ABA. At the top of the
icon, on the left and right sides, is a decorative cir-
cular rosette with a cross in the middle. Saint Sava
is shown offering a blessing with his raised right
hand, while in his left hand he holds a closed Gos-
pel book in a richly decorated metal frame.

Although this bust-length representation fol-
lows the generally accepted iconographic pat-
terns of medieval Serbian portraiture, the icon
also reveals distinct Russian-academic and Ser-
bo-Byzantine stylistic influences translated into
a contemporary artistic language. Stepan Kole-
snikov’s portrait of Saint Sava is distinguished by
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fine modeling of the figure, an emphasis on psy-
chological expression, precise draftsmanship,
and a warm color palette that stands out against
the golden background. The confident drawing,
skillful modeling, sense of volume, and carefully
shaped decorative elements reflect the style of a
strong artistic personality who successfully com-
bined traditional and modern techniques. That
this icon fit the artistic sensibility of the patriar-
chal court is evidenced by its mass reproduction
for the needs of the Serbian Patriarchate; its print-
ed reproductions on wood were once found in al-
most every room of the building.

LITERATURE: ByjoBuh 1978: 49-66; ByjoBuh 1994: 54-56;
AnhenkoBuh 2013: 52-53; MapkoBuh, MexxuHcku Muiio-
BaHOBUh 2020: 184-185; Pycka emuipayuja y Beoipagy: 59-
60; BoposaH 2025: 501-502.

V. K.
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Saint Sava Blesses
King Aleksandar

Uros Predi¢, 1935
Photomechanical reproduction; 237 x 11.2 cm
Collection of Milos Jurisi¢, Belgrade

A black-and-white photograph is the only surviv-
ing record of the lost painting by Uros Predié¢, Saint
Sava Blessing King Aleksandar I Karadordevi¢. In
this composition, Saint Sava is depicted full-length,
with elongated proportions shown in three-quarter
profile. He is dressed in episcopal vestments: a sti-
charion, a narrow sakkos, an omophorion, and an
epigonation embroidered with a medallion enclos-
ing a bust-length image of Christ. The saint is repre-
sented in his later years without a mitre, featuring a
halo around his head, gray hair, a beard, and a mus-
tache, while blessing King Aleksandar Karadordevi¢
with both hands. Next to Saint Sava, on the left, the
young Crown Prince Petar Karadordevié is depict-
ed as a boy, looking toward the saint. In the back-
ground, on the left side of the painting, a mon-
olithic column with a circular cross-section and
base is shown as a decorative element, while dark
drapery hangs behind the saint’s head. In the im-
mediate foreground on the left, King Aleksandar
I Karadordevié is shown kneeling in a prayerful
position with outstretched arms. King Aleksandar
made great contributions to the re-establishment
of the Serbian Patriarchate and the development of
the cult of Saint Sava in Serbian culture and art be-
tween the two world wars. Clad in a royal mantle,
King Aleksandar points with his outstretched right
hand to the building of the former King Aleksandar

Gymnasium on Topcider. The King Aleksandar
Gymnasium building, originally called the “King
Aleksandar I Home for High School Students in Bel-
grade,” was constructed from 1930 to 1933 specifi-
cally for the education of the students of the King
Aleksandar I Karadordevi¢ Boys’ Gymnasium. To-
day, the building houses the Archives of Yugoslavia.

Given that the painting was positioned on a nar-
row pilaster in the Gymnasium, the composition is
quite compact, as seen in the tall and narrow pro-
portions of the canvas. Uros Predi¢ discussed this in
his autobiography: “The painting of St. Sava for the
Gymnasium - King Aleksandar’s boarding school in
Dedinje - due to the cramped space on the pilaster
on which the painting stands, had to be condemned
to an inconveniently tall and narrow format. The
composition is compact. King Aleksandar, kneeling
very close to the foot of the throne, had no room to
hold the model of his endowment in his hands, but
with his right hand he points to the image of the
Gymnasium in the background as it appears in na-
ture, as if the saint had moved his throne to Topcider.
Licentia artistica. And the clothing of St. Sava had to
deviate from the wide, historically prescribed felon-
ion in favor of the narrow ‘sakkos’ from later times.”

Despite all the limiting factors, Uros Predié
resolved the composition with his precise artis-
tic style. Pointing to the traditional connection



between Saint Sava and Serbian rulers, Predi¢ sym- LITERATURE: Boposan 2020: 510, fig. 17; Boposan 2022:
bolically presented the interwar unity of faith and 44; BoposaH 2025: 500-501.
state through this work. V. K.
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Icon of Saint Sava in
Studenica

Goran Jovi¢, 2015
Egg tempera on wood; 29.8 x 34.8 x 3 cm
Studenica Monastery

The icon of Saint Sava in the Studenica Monastery
depicts the Archimandrite Sava of Studenica as a
young man with thick, shoulder-length brown hair,
a tonsure, and a long brown beard that falls down
his chest. He is dressed in a pink sticharion beneath
an olive-colored monastic robe. He features a dark
red halo around his head, and the panel is signed:
(g. Caga apx. concicH (“St. Sava, Archbishop of Serbia”).
He sits on a backless chair upon a blue cushion, his
feet resting on a hexagonal footstool. With his right
hand on his knees, he holds an unrolled scroll while
preparing to write with a black quill held raised in
his left hand above the scroll. On the left is a lectern
holding writing utensils. In the lower right and left
corners of the floor, two amphorae are depicted. In
the background behind Saint Sava, the Church of
the Holy Virgin of the Studenica Monastery is paint-
ed on the right side, shown with white marble fa-
cades and blue shadows. It is depicted from an east-
ern perspective, showing the apse with a triforium
window and the dome with a cross, which features
red paint under the arches around the windows on

a cubic base. To the left, behind Saint Sava, is the
Studenica King’s Church. Two sides of this build-
ing are visible: the front facade, hidden behind the
lectern, and the side fagade, where only a biforium
window is visible. The octagonal dome is also paint-
ed, featuring red accents around the drum windows
and surmounted by a cross inside a circle. The sky
is a darker ochre color. Over both buildings, and
stretching behind Sava’s figure, a blue veil with
brown patterns and fringes at the ends is displayed.

The forms are defined and clear, freely executed
in an Expressionist manner without the usual strict
adherence to traditional iconographic templates.

The wide outer rim of the icon is painted dark
green, into which the white crosses of both church-
es extend. The slightly raised, thin inner part of the
icon frame is painted in a light ochre shade, while
the wide outer frame and the edges of the board are
painted olive green.

LITERATURE: Unpublished.
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Icon of Saint Sava of Serbia
with scenes from his life

Painted by Jelena Hini¢, concept design and iconography
by Oliver Tomi¢, 2025

Linden wood panel, egg tempera with 24K gold leaf; 118 x
176 cm

Kovilj Monastery

In the central field of the icon, the image of Saint
Sava is closely modeled on his traditional portrait
from the MileSeva Monastery (1221-1227). The saint
holds a structural model of the Church of the Holy
Archangels of the Kovilj Monastery, of which he was
the historical founder according to his hagiograph-
ical lives and later tradition. To make the church
instantly recognizable, the artist used a model of
the actual existing building (1741-1749), stylized ac-
cording to medieval conventions but executed with
a greater degree of realism.

In the semicircular segment of the icon directly
above the image of Saint Sava, the Synaxis of the
Archangels Michael and Gabriel is depicted, honor-
ing the patronal saints to whom the main church of
the monastery is dedicated. In circular medallions
within the same register are the bust-length por-
traits of Saint Sabbas the Sanctified and Saint John
the Baptist, following the model of the early thir-
teenth-century frescoes in Studenica (1208/1209),
where they are similarly placed in relation to one
another. Saint John holds his usual cross-staff,
while Saint Sabbas the Sanctified holds the icon of
the Theotokos Tricherousa (Three-Handed Virgin),
which the first Serbian archbishop received as a gift
from the Jerusalem monastery during his Palestin-
ian pilgrimage.

Around the central figure of Saint Sava, on the
right and left margins, sixteen scenes from his life
are arranged, selected from seventeenth-century pro-
totypes (specifically the Hilandar refectory frescoes
from 1621/22 and the hagiographical icon in Moraca
from 1644/45). The events are arranged in two vertical
columns around the main figure of the saint, chrono-
logically ordered from top to bottom, first on the left
side and then on the right. On the left are: 1. The Na-
tivity of Saint Sava; 2. The Flight to Mount Athos and
the Reception of the Monastic Tonsure; 3. The Meet-
ing with his Father Simeon on Athos; 4. The Repose
of the Venerable Simeon; 5. The Second Myrrh-Pour-
ing of the Venerable Simeon and the Reconciliation of
the Brothers at Studenica; 6. Saint Sava Writing in the
Upper Hermitage; 7. His Ordination to the Episcopal
Rank in Nicaea; and 8. The Coronation of his Brother
Stefan in Zi¢a. On the right are: 9. The Resurrection
of Brother Stefan; 10. The Enthronement of Arsenije I
as the New Archbishop; 11. The Journey of Saint Sava
to the Holy Land; 12. The Miracle of the Sea Nourish-
ing Saint Sava; 13. The Repose of Saint Sava in Tarno-
vo; 14. The Translation of the Relics of Saint Sava to
Mileseva; 15. The Posthumous Miracles at the Tomb of
Saint Sava; and 16. The Burning of the Relics of Saint
Sava at Vracar.
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Nine of these scenes have precedents in seven-
teenth-century cycles, but they have been updated
here with new details, especially in terms of histor-
ical accuracy. Seven compositions were entirely de-
signed for this occasion: the Second Myrrh-Pouring
with the Reconciliation of His Brothers (5), featur-
ing a stylized Magli¢ Fortress in the background;
Saint Sava Writing in the Upper Hermitage (6), with
recognizable topographical details, a scene added
to the cycle to emphasize Saint Sava’s literary work
and tendency toward contemplative silence; the
Ordination to the Episcopal Rank (7) in Nicaea; the
Resurrection of His Brother Stefan (9); the Miracles
at the Tomb of Saint Sava (15), located spatially in
MileSeva by painted architectural details and tem-
porally situated within the Ottoman period; and
the Burning of the Relics of Saint Sava (16). The lat-
ter serves as a transposition of the 1912 painting of
the same name by Stevan Aleksi¢ into the medie-
val style, with the addition of Mount Avala, the Bel-
grade Fortress, and a bust of Saint Sava appearing
above the flames inside a mandorla whose outline
hints at the architecture of the future Cathedral of
Saint Sava at Vracar.

For the devotional context of this icon, the most
important element is the large scene extending
across the entire width of its lower edge: the Mira-
cle of Saint Sava with Ice in Kovilj. Described in the

saint’s Life, this narrative had never been illustrated
before in Serbian art history. At a time of intense
political tension on the brink of war between Hun-
gary and Serbia, with both armies already lined up
on the field, Saint Sava intervened to find a diplo-
matic solution on behalf of his brother Stefan. Dur-
ing negotiations with the Hungarian King Andrew
IT (r. 1205-1235), he requested that, due to the se-
vere summer heat, ice be put in his wine - a luxury
the king did not have with him on the battlefield.
Therefore, the saint turned to the Lord in prayer,
who sent down from heaven as much ice as was re-
quired. Following this divine sign, the Hungarian
king met Sava’s demands, stopped all hostilities,
and granted the saint the privilege to build an Or-
thodox church at that place within the Hungarian
Kingdom. The depiction on the Kovilj icon captures
both parts of the story: the miracle of the ice itself
on the left and the construction of the first church
of the Kovilj Monastery on the right.

In terms of style, the icon basically follows the
monumental models of Serbian painting from the
first half of the fourteenth century, combined with
specific decorative details from the post-Byzantine
artistic repertoire.

LITERATURE: Unpublished.

J.H.and O. T.
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List of Abbreviations

T'mac CKA =I'tac Cpricke Kpa/beBCKe aKaZieMuje

T'nacuuk JKC = I'macHuk Jlpyumrsa koHzepsaropa Cpbuje
T'nacuuxk CIIII = [macHuk CpIcKe IIpaBoCIaBHE IIPKBE
T'nacuuxk CV/l = IJ1TacHUK CPIICKOT YYeHOT APYLITBA
JUYC = IpymTBo ucToprdapa yMeHocT Cpouje

3JIVMC = 360pHUK 32 IUKOBHE YMeTHOCTH MaTuIie cpricke / 360pHIK MaTuIle cpIicKe 3a IMKOBHE
YMETHOCTU

3MIIY = 360pHUK My3eja IpuMembeHe YMEeTHOCTU

3MC/IH = 360pHUK MaTulle CpIICKe 3a APYIITBEHe HayKe

3MCH = 360pHuK MaTulie CPIICKe 32 UCTOPU]Y

3MCK] = 360pHUK MaTuIle CPIICKe 32 KEbIKEBHOCT U je3UK
3HM = 360opHuk HapogHor Mmy3seja

3PBU = 360pHUK paioBa BU3aHTOIOMIKOT MHCTUTYTA

JIMC = Jleronnruc MaTulie cpIicke

TIKJ11® = ITpmno3u 3a KEMKEBHOCT, je3UK, NCTOPH)Y U (DOJIKIOP
P33CK = PenyGii4Ku 3aBOJI, 32 3aLITUTY CIIOMEHUKA KYIType
CAHY = Cpricka akafieMuja HayKa 1 yMeTHOCTH

Cnomenuk CKA = CriomeHuK CpIIicKe KpajbeBCKe aKafZleMuje
CIIII = Cpricka mpaBoCJIaBHA LIPKBa

CC3H = Crapu cprcku 3anucu 1 Harucu I-VI, npup. Jb. CrojanoBuh, Beorpaz 1902-1926.

X3 = XunaHzapcku 300pHUK

GMKM = Glasnik Muzeja Kosova i Metohije
SASA = Serbian Academy of Sciences and Arts
SOC = Serbian Orthodox Church
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