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ST SAVA IN THE RELIGIOUS ART OF THE RASKA AND
PRIZREN DIOCESE IN THE LAST CENTURY OF THE
OTTOMAN RULE*

The Diocese of Raska and Prizren, which was a part of the Ecumenical
Patriarchate based in Constantinople in the 19th century, has received its out-
lines at the end of the 18th century, with the merging of dioceses of Prizren,
Novi Pazar, and Skenderia-Skadar. The Diocese was expanded over the vast
territory which coincided with the area of so-called Old Serbia. This term refers
to the traditional Serbian territories that did not enter the borders of the new
Serbian Principality, but remained south of it, and north of the Sar mountain,
in the basins of Lim, Ibar, Drim and Vardar rivers. Thus, the territory of the
Diocese of Raska and Prizren was the ultimate northwestern European province
of the Ottoman Empire.!

During the 19th century, this large new diocese has undergone several
territorial changes. After the establishment of the Bulgarian Exarchate, some
parishes around the town of Gnjilane have fallen under the Diocese of NiS. But
larger changes occurred after the Treaty of Berlin in 1878, when most of the
parts of present-day Montenegro, which were parts of the Diocese Raska and
Prizren, were divided among the Dioceses of Cetinje and Boka Kotorska. Also,
the Diocese of Raska and Prizren was expanded with some parts of Sarajevo and
Mostar dioceses a few years after the occupation of Bosnia and Herzegovina.2

Tanzimat reforms of the 19th century that aimed at all strata of the Ottoman
society, regardless their slow implementation, have contributed to the great ex-

* This paper was written within the project Materijalna i duhovna kultura Kosova i
Metohije (Material and spiritual culture of Kosovo and Metohija, no. 178028), funded by the
Ministry of Education, Science and Technological Development of the Republic of Serbia.

I M. Jaromuh, Cpncro-anbancku oonocu y Kocoeckom eunajemy (1878-1912),
Beorpan 2009, 5; idem, Hosu kpajesu Cpouje (1912—1915), beorpan 2013, 9.

2 For more details on the subject of the territory of the Diocese of Raska and Prizren,
see: U. XKenapjy Pajosuh, Lpxsena ymemnocm y Pawxo-npuspenckoj enapxuju (1839-1912),
Jlemocasuh 2016.; XKenapjy, Pazeoj ypxeene ymemnocmu y Pawko-npuspeHcKoj enapxuju oo
1894. 0o 1912. 200une, Tpagunuja, MPOMEHe, HCTOPUjCKO Haciehe, MUTama APKABHOCTH U
HanuoHaJHOT uaeHruTera Ha KocoBy n Metoxuju, ed. C. Cnosuh (Jlenocasuh 2014), 201
217.
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Fig. 1 St Sava, Church
of the Presentation of the
Virgin, Belo Polje

Ca. 1 Ceru Caga, jpkBa
Basenemwa boroponure,
beno Ilosme

Fig. 2 St Sava, Church of
the Dormiton of the Virgin,
Donje Korminjane

Ca. 2 Cern CaBa, IjpkBa
VYenewa boroponune,
Jome Kopmumane

pression of religious affiliations and identities of minority communities. Like
others, Serbian community in the second half of the century extensively used
resources of visual culture to express their identity, while complexity of their
position and environment within the Ottoman borders led to the interweaving
of their religious and national identification.3 For the Serbian society that has
positioned the church as the backbone of the spiritual, social, political, and eco-
nomic life. At the same time, it signified the precise orientation towards Serbia,
which was the primary source of funding for their political, educational, and
religious programs.

These relations were the basis of religious revival and development of
religious art in the Diocese of Raska and Prizren. Churches were built, restored
and decorated throughout the Diocese due to an elaborate system of patronage,
which was a base for a church life in general.# The needs of the parish com-
munities and the principles of the symbolic organization of the sacred places
affected programs of wall painting and icon painting, as well. They were used
as a permitted means of identity construction that were not too evident concern-
ing the rest of the Ottoman society, being inside the church and far from the
public eye. Visual representations of the holy Serbian rulers and ecclesiastical
leaders became one of the means of referring to the glorious medieval past, tra-

3 On the role of art in the construction and sustainability of national identity, see:
H. MaxysseBuh, Yuemnocm u nayuonanna uoeja y XIX sexy, Cucmem eeponcke u cpncke
suzyenne Kyimype y ciyacou nayuje, beorpam 2006.

4 On some remarks on the patronage system in the Diocese of Raska and Prizren,
see: Kenapjy, Ilamponascnu mexanuzam u epadumesncka npaxca y XIX eexy na mepumopuju
Pawro-npuspencre enapxuje, Kynrypao Hacnelie Kocosa 1 Meroxuje: HCTOPHjCKE TEKOBHHE
Cp6uje Ha KocoBy u Meroxuju u u3azosu Oynyhnoctu 2 (beorpan — Kocoscka Mutposuma
2013), 519-534.
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dition, continuity and legitimacy of the Serbian
Orthodox Church in the Diocese of Raska and
Prizren.

The question of iconography

Portraits of members of the Nemanide,
Lazarevi¢ and Brankovi¢ ruling families are
usually composed in the form of the proces- |
sion or the choir of selected saintly figures in
a strictly frontal posture. Such visual program
substantiated authenticity of Serbian medieval
legacy and direct links with the past, along with
their simultaneous glorification.> Their repre-
sentative portraits in the 19th-century religious
art were a kind of reception and a new form of
preservation of the national medieval heritage.6
Also, Serbian saints were perceived as national
heroes, so their cults and visual images led to
pervasion of religious and national, as men-
tioned earlier, or in other words, phenomena of
“nationalization of religion” and “sacralization
of the nation.”7?

In its medieval emerging, the cult of St €7 3 Cseru Casa u Csetn CumeoH, upksa
Sava owed Sava’s relatives on the royal throne, Tpeobpaxersa Xpucrosor, Iacjane
his ecclesiastical heirs, monasteries such as
Mileseva, Studenica, Zi¢a, and Chilandar, as well as a variety of services and
canons.8 Active cult of St Sava gained its visual reflection in a distinctive icono-
graphic saintly figure that suffered some changes through centuries.® The medi-
eval iconographic pattern consisted of an elongated face of St Sava with the ton-

LA ; -
Fig. 3 St Sava and St Simeon, Church of the
Transfiguration of the Christ, Pasjane

5 On creation of the Serbian saintly choir and its religious and political role in the
Karlovac Metropolitanate, see: M. Tumotujesuh, Serbia Sacra u Serbia Sancta y 6apoxnom
sepcko-noaumuyukom npoepamy Kapnosauxe mumpononuje, Cetn CaBa y HCTOpHjU H
tpanunuju, ed. C. Auprosuh (beorpan 1998), 387—431.

6  See: MakysseBuh, Cpedmwogekogie meme y cpnckom ypkeenom cuuxapemey XIX

sexa, [Ipunoe peyenyuju HayuoHanHo2 cpedtboseKkogHoe naciehay cpnckom ciukapemsy XIX
seka, 3JTYMC 32-33 (2003), 193-211.

7 Tumotujesuh, Q0 ceemumesna 00 UCMOPUJCKUX Xepoja — KYIm C8emux 0ecnoma
bpanrosuha y XIX gexy, Kynr ceerux na bankany II, ed. M. Ienetuh (Kparyjesan 2002),
113. On cults of the saints as national heroes: MaxysseBuh, Yuemnocm u nayuonanna uoeja,
101-106.

8 1. Munomesuh, Hrxonoepaguja Ceemoz Case y cpedrem sexy, CaBa Hemamuh —
Csetn Caga. lctopuja u npename, ed. B. Bypuh (beorpan 1979), 284.

9  On the iconography of St Sava there is extensive literature. See the latest study
with the bibliography used: JI. Bojsoauh, Ilymesu u ¢ase yobnuuasarsa cpeorwogexoghe

uxonoepaguje Ceemoe Cage Cpnckoe, Hum u Buzanrtuja 13, ed. M. Pakoruja (Hum 2015),
49-73.
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Fig. 4 St King Milutin,
St Sava and St Simeon,
The St George church,

StaniSor

Cux. 4 CBetH Kpasb
Munytus, Ceetu CaBa
u Ceetu CHMeoH,
upksa CBeTor
T'eopruja, Cranumop

sure, full round beard, and long mustaches.!0 According to the preserved visual
testimonies, Serbian bishops practiced circular tonsure as a symbol of Christ’s
thorny wreath, starting from the St Sava until the middle of the 17th centu-
ry.1l As for clothing, there were models dependent on the cause of the painting
and actual time, which were not strongly abandoned till the penetration of the
Baroque influences. Thus, in the context of the Adoration of the Passion in the
altar space St Sava was depicted like other church fathers in polystavrion with
a multilayered cross pattern and with omophorion, while from the 14th century
when he was painted in the nave, he was dressed in the richly decorates sakos.12

St Sava iconography of the Baroque epoch was preceded by a major his-
torical event, The Great Migrations of the Serbs from the Ottoman Empire to
the Habsburg Monarchy during The Great Turkish War in 1690, and after the
fall of the Habsburg Kindom of Serbia in 1739. In 1690 the Serbs from the
south were led by the Patriarch of Pe¢ Arsenije III Carnojevi¢, which was ap-
proved by Emperor Leopold I as the head of the new established Orthodox
Church in the Monarchy, seated in the town of Sremski Karlovci. Also, the
Emperor gave certain privileges to the Serbs as new residents of the Monarchy.
The second time, when the Emperor Charles VI called the Patriarch of Pe¢
Arsenije IV Jovanovié to cross the borders of Danube and Sava rivers, migra-
tions were of much smaller extent but were important for the Serbian political
faith. The Great Migrations affected many activities with the aim of highlight-

10 Munommesuh, op. cit, 285.

11 Bb. MusekoBuh, Kpyoscnu nocmpue y npasociasnoj ypkeu (otpoyyorn kovpd,
romaliOpa, cReyennheio royustie), 3SPBU 50/2 (2013), 993-994.

12 T. Cy6oruh, Aronoepaghuja Ceemoez Case y epeme mypcke énracmu, Caa Hemamuh
— Ceetu Caga. Hcropuja u npename, ed. B. Bypuh (beorpanx 1979), 348.
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ing the Serbian rights on the new territory, with reliable
references on the heavenly Serbian dynasties. Two impor-
tant publications emerged in the following years, Srbljak
in 1714 and Stematografija in 1741.

The book called Srbljak was a liturgical book in the
form of the Menaion, with texts for celebrations of Serbian
national saints, so it was a foundation for their institutional
celebration. Abbot Teofan from the Rakovac monastery
was the first one to combine old liturgical texts about
national saints in 1714. After his wish, the monk named
Maksim wrote this book assembling services to canon-
ized members of Nemanide and Brankovi¢ dynasties. The
emergence of this book was in relation with the abandon-
ment of handwritten books and acceptance of Russian
printed liturgical literature that did not contain services to
Serbian saints. Later editions of this book were published
in 1761, by the bishop Sinesije Zivanovi¢ in Rimnik, and
in 1765, by Dimitrije Teodosije in Venice.!3 Soon, at the
Council in Sremski Karlovci, in 1769, all the saints listed
in Srbljak were declared for the holidays with strict regula- e
tions of believer’s behavior, which were respected for the Fig. 5 St Sava, St Nicholas
biggest Christian holidays, as well. However, according to ~ church, Kosovska Kamenica
the order of the Empress Maria Theresa in 1775, the Synod C1. 5 Ceru Casa, npksa Caeror
declared only the day of St Sava as such a holiday.!4 Huxone, Kocorcxka Kamermma

The second book mentioned, Stematografija, was
of great importance for the determination of Baroque ico-
nography used in all Serbian environments, in the Ottoman Empire, Habsburg
Monarchy, and Serbia as such. It is a copperplate book made in 1741, in the en-
graving workshop of Thomas Mdssmer in Vienna, by the painter and engraver
Hristifor Zefarovié, upon political ideas of the Patriarch Arsenije IV and his
secretary and poet Pavle Nenadovi¢ the Younger. It is designed in the form of
heraldic collection with 29 images of South Slavic rulers and saints, portraits
of Arsenije IV and Tzar DuSan and poems dedicated to Arsenije IV and the au-
thor Zefarovié.!5 The painter, originating from the Greek-Tzinzar environment,
was educated under the influence of Italo-Cretan painting of the seventeenth
century and pictorial forms of late Byzantine art. Saintly images he made for
Stematografija upon these influences, and according to wishes of Arsenije IV
as a patron, made this book one of the most influential painter’s manuals in the
religious art of the Balkans in the modern times. It was also since the painter’s
Manual of Dionysius of Fourna, which was the one that was the most used,

13 Tumotujesuh, Serbia Sacra u Serbia Sancta, 394-395.

14 JI. TlaBnosuh, Kymmosu nauya xoo Cpba u Makedonaya (ucmopujcxo-
emnoepaghcka pacnpasa), Cmenepeso 1965, 299. M. Ipyjuh, Kymm Csemoe Cage y
Kapnosauxoj mumpononuju XVIII u XIX eexa, borocnosiwe, ron. X, cB. 2-3, beorpan 1935,
13; TumotujeBuh, op. cit, 395.

15 J1. HaBunoB, Cmemamozpaguja, 6axpopesna xwuea Xpucmodgpopa JKegaposuha
u Tomaca Mecmepa, Cprcka Cremarorpaduja: beu 1741, Hosu Can 2011, 25.
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Fig. 6 St Sava
and St Arsenije,
Church of Holy
Archangel
Michael, Veliko
Ropotovo

Cn. 6 Ceetn
Caga u CBetun
Apcenuyje,
1pksa CeeTor
apxaHreia
Muxamnna,
Benuko
PomotroBo

did not contain instructions for representation of national saints. Nineteenth-
century painters from the Balkans used Zefarovié¢’s images as templates which
they later incorporated into their transcripts of the most famous Hermeneia.!6
Thanks to well-known artists from the vicinity of Debar, active in the South
Balkan’s, we can nowadays see portraits of Serbian national saints not only in
the Diocese of Raska and Prizren but in many neighboring dioceses.!7

Among all the Serbian national saints, being the founder of the Serbian
Orthodox Church and the first Serbian archbishop, St Sava was one of the most
popular in religious art. His cult spread from the MileSeva monastery and was
particularly highlighted during the restorations of the monastery, while it was
still in the Dabro-Bosnian Diocese. Also, strong centers of his cult were formed
in monasteries of Chilandar and Holy Trinity in Pljevlja, were his holy left hand
was housed.18

16 1I. I'po3nanos, Ymuyaj Xpucmogopa JKeghaposuha na cmeapare MakedoHCKUx
majcmopa XIX eexa, 3anamgHoeBporicku Gapok W Bu3aHTHjcku cBet, ed. JI. Menakosuh
(Beorpan 1991), 217-224; idem, 3a eéaujanuemo na Xpucmodghop Kegaposuu ep3 denama na
Jluuo 3oepag u Aspam Juuos, YmerHocta u Kyarypara Ha XIX Bek Bo Make1oH1ja, CTYIUU 1
nipwitosy, ed. L. I'po3nanos (Ckomje 2004), 95-119; E. MyTtados, [locred ap3 dseme epmunuu
Ha JJuuo 3oepag, 360pauk CpeanoekoBHaA ymMeTHOCT 3 (2001), 276-277; M. I'eopruesckw,
Onuc Ha HOBOOMKPUEHAMA ePMUHUJA 00 00ce2a Heno3sHamuom maxkedoncku 3oepagh Ilasen
Cmojanosur 00 I'anuunux 00 1869 coouna, Kynrypro nacnencrso 10-11 (1987), 130; idem,
Onuc na mpu nogoomxpuenu emunuu 00 XIX eex, 30opHuk CpeaHOBEKOBHA yMETHOCT 1
(1993), 218.

17 On the activity of these painters, so called zographs see: Makuljevi¢, The "Zograph’
Model of Orthodox Painting in Southeast Europe 1830—1870, Balcanica 34 (2003), 385-405;
Kenapjy, Jeoapcku 30epapu na Kocogy u Memoxuju, Caonmrema 44 (2012), 207-227.

18 TTaBnosuh, Kyimosu nuya, 65-68; The cult of St Sava was also spread in Russia, as
well as in Bulgaria where he died. See: C. IlerkoBuh, Céemu Casa Cpncku y cmapom pyckom
cnuxapcmey, CPIICKH CBETHTE/bH y CIMKApCTBY MpaBociaBHHUX Hapona, ed. C. IlerkoBuh
(HoBu Cagn 2007), 7-31; ibid, IIpeocmase Ceemoea Case Cpnckoe y 6yeapckoj ymemuocmu
XVIu XVII éexa, CpricKH CBETUTEJbH Y CIMKAPCTBY IPABOCIABHUX Hapona, 32—43.
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Fig. 7 St Sava, St Arsenije and St Prohor of Péinja, St Demetrios church, Dobrotin

Ci. 7 Cseru CaBa, Cetn Apcenuje u Ceetu [Ipoxop IMTuumscky, upksa Cseror Jumurpuja,
Jlobpotun

The usual image of St Sava from the Post-Byzantine ~_A
era implies portrait with his father, the Grand Prince Stefan ' A pnkm e
TEPEL &

Nemanja, canonized under the name of St Simeon the Myrrh- | |
streaming. While his father was always painted as a monk, St ||
Sava was dressed as archbishop, both almost always in frontal '
postures. In the 19th century, St Sava was celebrated even as a |
patron of education, and his first portrait of an educator, which _ |\
completely separated his cult from the cult of his father St |
Simeon, dates back to the end of the 16th century, and is painted
in the Church of St Peter and Paul in Tutin, in the Diocese of | |
Ragka and Prizren.!9 Nineteenth-century religious art in the | |
Diocese of Raska and Prizren did not entirely abandoned mu- |
tual image of father and soon, but introduced the new image of
Saint Sava with his successor on the church throne St Arsenije, |
and further promoted his representative portrait.

Representative portrait of St Sava dressed in splendid
vestments of the archbishop was his dominant image in the
Diocese of Raska and Prizren in the last century of the Ottoman
rule. As in the previous centuries, his clothes were painted fol-
lowing the current forms of clothing, repeating contemporary |
appearance of archbishops of the Ecumenical Patriarchate. His §
saintly physiognomy in that time ranged from the standardized
image of gray-haired old man to the image of the first Serbian
archbishop in a somewhat younger age, with brown hair and

. . . Cn. 8 Csetu CaBa, eTasb,

beard. Brown hair and beard occur even in the famous medieval 1pKa Caeror Hikore
portrait in the MileSeva monastery, but the motive of tonsure Mprurtana '
is entirely lost in the religious art of the 19th century. Such a
solution was certainly influenced by St Sava’s portrait in the
Stematografija, which was, on the other hand, created upon Chilandar iconogra-

Fig. 8 St Sava, detail, St
Nicholas church, Pristina

19 M. hoposuh-JbyounkoBuh, V3 npobnem uxonocpagpuje cpnckux ceemumena
Cumeona u Case, Crapunap, Opran Apxeonomxor uacruryta 7-8 (1956-1957), 81, nam.
24. On the cult of the St Sava as an educator, see: MakysbeBuh, Yuemunocm u nayuonanua
uoeja, 102-103.
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2 B ARKIERIL cpECRt. ©APSENIA  apxien phy in the 17th century, when a young St
ok = Sava was commonly painted along with
his father, St Simeon.

Wall painting

As in the time of the renewal of the
Patriarchate of Pe¢ in the 16th century, in
the 19th-century images of St Sava found
their place on the iconostases and in the
first zone of wall paintings in church naves
and altars.20 In previous centuries of the
Ottoman rule, images of St Sava and St
Simeon were often painted in the west-
ern part of the church, as an echo of the
medieval procession of the Nemanides,
and occasionally on the north wall of the
nave or in choir conches.2! While in the
Fig. 9 St Sava and St Arsenije, Church of the church art of the renewed Patriarchate of

Dormition of the Virgin, Orahovac Pe¢, double portraits of St Sava and his
Con. 9 Ceetn Casa u CBetn Apcennje, pkBa Yerema father were inevitable, it was not the case
Boropoxuie, Opaxosai in the 19th century.22 Also, apart from the

altar and the first zone of the nave, the
image of St Sava was painted among the
figures in the second nave zone.

In the 19th century religious art in the Diocese of Raska and Prizren, im-
ages of St Sava in the first painted zone of naves were the most common. On the
southern or northern wall, among other saintly figures, St Sava was depicted in
Belo Polje near Pe¢, and near Gnjilane in Pasjane, StanisSor, Veliko Ropotovo,
and Kosovska Kamenica. The iconographic pattern of the saint in archbishop
vestments was modeled with notable differences in depictions of some attri-
butes, details, and physiognomy.

Painters from Debar depicted the independent youthful figure of St Sava
in churches of the Presentation of the Virgin in Belo Polje (Fig. 1) and Dormition
of the Virgin in Donje Korminjane near Kosovska Kamenica (Fig. 2). In Belo
Polje, he is painted on the northern side of the central column, which is located
on the north side of the nave, and signed as the first Serbian archbishop (¢Tuin
CABEA A: Apxienficcona cprcicn).23 The saint is portrayed with long dark brown hair
and a beard of the same color, which is divided at the bottom with one shorter
strand. He is dressed in full episcopal vestment, made of green sticharion, epi-

20 Cy6otuh, op. cit, 345; TletkoBuh, 3udno cruxapcmeéo na noopyyjy Ilehxe
nampujapwuje 1557-1614, Hosu Can 1965, 69, 161-214.

21 CybGoruh, op. cit, 344.
22 Jbid.

23 This image of St Sava was published in: XKenapjy, 3udno cruxapcmso y ypreu
Venerwa bozopoouye y ceny JJowe Kopmurane, bammtuna 37 (2014) 301.
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7 Fig. 10 St Sava, St Nicholas
1 church, Novi Pazar

Cseror Hukone, Horu
[Tazap

OO

Fig. 11 St Sava, St Nicholas
church, Kon¢ul monastery

Ty

Ci. 11 Ceeru Caga, pkBa
Cseror Huxone, manactup
Konyn

£ : e
trachelion, red sakkos decorated with white crosses and gilded bands along the
edges, golden epimanikia (or cuffs), white omophorion, a pectoral cross, epi-
gonation (or palitza) and the miter on his head. He is blessing with his right
hand, while holding the open book in his left hand, with written verses from
the Gospel of John pete Py Az € NACTHPR AOKPLIH ASWIS CRI0 M0AATAR Z4 @RLbI (Jn.
10, 14).

Group of painters consisting of Avram Dicov, Zafir, Todor, and Spiro,
all originating from Debar’s villages, decorated above mentioned church in
Donje Korminjane in 1875. The figure of young St Sava, with short brown hair
and beard, is located, along with images of St Spyridon and Nicholas in the
porch along the south wall of the church. The baroque ornamentation is empha-
sized by floral motives on all the visible parts of the vestments, such as sakkos,
omophorion, and epigonation which at the same time are adorned with golden
edges. As usual, while giving a blessing with his right hand, in his left St Sava
holds an open book with the words from the Chapter 10 of the Gospel of John.

In churches in villages Pasjane and StaniSor, near Gnjilane, St Sava is
depicted in a pair with St Simeon (Fig. 3, 4). In the church of the Transfiguration
of the Christ in Pasjane, painter Konstantin Jovanovié¢ from Gali¢nik placed St
Sava on the north wall of the nave, while painting whole church at the very end
of the 19th century. It is a representation of older saint with gray hair parted in
the middle and long gray spiky beard with long moustaches. He has no miter
on his head, but his omophorion and all the edges of the vestment have lavishly
gilded bands.

The St George church in StaniSor was painted by famous Dimitrije
Andonov Papradiski from Veles in 1904. As a part of the mural program, St
Sava is represented on the northern nave wall, flanked by the figures St Simeon
and St King Milutin. He is dressed in the green sticharion with gilded edges and
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Fig. 12 St Sava, St Demetrios church, Mitrova Fig. 13 St Sava, St Nicholas church, Stitare
Reka

Ci. 12 Cseru Casa, uptksa Ceror
Jumurpuja, Mutposa Peka

Cn. 13 Cgetu Casa, upksa Ceetor Huxone, IlItutape

golden sakkos decorated with baroque floral ornaments. Across the white omo-
phorion decorated with crosses, he has golden cross and a panagia. The luxury
of robes is also accentuated with golden miter on his head and Episcopal crosier
in his left hand. Under the miter we notice shorter gray hair, while his beard is
also gray, and it’s thick, slightly shorter and truncated. St Sava is shown with
peaceful face, looking into the distance.

In churches of St Nicholas in Kosovska Kamenica and Holy Archangel
Michael in nearby Veliko Ropotovo, Saint Sava is painted in pair with his suc-
cessor on the church throne St Arsenije (Fig. 5, 6). Avram Dicov, who decorated
the church in Kosovska Kamenica in 1905, painted the figure of St Sava as a
part of the choir of national saints in the first zone of the nave. He is placed
on the south wall, next to the St Arsenije who is signed as Serbian patriarch
(cThifi Apcenna natpiapx cepecicH). St Sava has worried face and physiognomy of a
senior man with long grey hair and long and rounded grey beard. His sumptu-
ous vestment is extensively decorated with floral motives and consists of blue
sticharion, reddish epitrachelion with white fringes, decorative red sakkos, and
blue omophorion. The motive of a cross is displayed on the epigonation, while
St Sava on his chests has a chain with unusual medallion also with a cross. On
his head there is lavish miter, in his right hand the blessing cross and a crosier
in his left. The crosier has serpents on top which are the symbol of Christ’s wis-
dom possessed by an archbishop.24 Al national saints in Kosovska Kamenica

24 TumotujeBuh, [lopmpemu apxujepeja y HO8Ujoj Cpnckoj ymemHocmu,
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are painted in individual chambers filled with several symbolic objects. St Sava
is placed next to the table with white drapery and closed gold-plated Gospel.
Above this table, there is a window and a dark drapery behind the saint.

St Sava and St Arsenije are once more depicted together in the church
in Veliko Ropotovo, on the southern wall of the altar bay (Fig. 6). Since the
middle ages, we can track this practice of painting St Sava in the holiest part
of the church, as a part of the scene Officiating Church Fathers. The inclusion
of figures of the national archbishops into this kind of murals was a part of the
strategy of highlighting the continuity and legitimacy of national church.25 Here
is St Sava depicted without a miter, with long gray hair that is combed straight
down the middle. His long grey beard begins above ears, and he has moustaches
also. The saint is blessing with his right hand while holding an unrolled scroll
with the words ,,[Akl ReéapRfTEARS 2AH~ . (ThIH NpHemKkAR®. He wears a green stich-
arion, red epitrachelion, red sakkos and a blue omophorion. Cuffs and epigona-
tion are golden in color, and all parts of the vestment have gilded bands along
the edges. As we said, both figures of St Sava and St Arsenije are part of the
Officiating Church Fathers scene which is placed in the apsidal conch. There
was a place only for the images of St Basil the Great and St John Chrysostom in
the apse, so figures of other church fathers are painted on the walls surrounding
the conch. St Spyridon, St Gregory the Thelogian are on the northern side, while
figures of St Athanasius of Alexandria, St Nicholas and the two national saints
are on the opposite southern side.

In the religious wall painting in the Diocese of Raska and Prizren, two
more images of St Sava are standing out, both placed on the northern wall in
the second zone of the nave. The first one was painted by Kostadin Krstev from
Veles in 1862, in the church of St Demetrios in the village called Dobrotin (Fig.
7). St Sava is set next to the St Arsenije and St John of Rila, and above the
figures of St Stefan the First-Crowned and St Despot Stefan. The first Serbian
archbishop wears ceremonial clothing in the color of old gold, with golden mi-
ter, panagia and a Gospel with gilded covers. Two years after this mural pro-
gram was made, another painter, known as Zograph Josif, decorated church of
St Stephen in Velika Hoca. In this church, St Sava is placed among eight church
fathers depicted as frontal half-length figures. Extreme damages of the painted
surface made their identification very difficult, but the signature next to the head
of St Sava can be read.

Icon painting

At the time of the renewal of the Patriarchate of Pe¢, when figures of
St Sava and St Simeon were indispensable in the wall painting, they start to
appear on the iconostases among the icons in the first tire called Sovereign.
There are numerous examples, firstly on the iconostases in parecclesions in

3anaIHOEBPOIICKH OapOK U BU3aHTHjCKHU CBET, 162.

25 MakysbeBuh, [[pxkea Ceemoe apxaneena I'aspuna y Benuxom I paouwmy, Bennko
I'pamumre 2006, 3. On the painting of local bishops in the altar area, see: C. Walter, Art and
Ritual of the Byzantine Church, London 1982, 221-225.
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the Chilandar, and then in Herzegovina in 17th
and 18t centuries.26 Equally, Serbian saints
are painted on icons on the iconostases in the
18th-century churches of Metropolitanate of
Karlovci.27 In the last century of the Ottoman
Empire in the Diocese of Raska and Prizren, the
first Serbian archbishop was very often painted
" on iconostases. His figure could be seen among
icons placed on the first tier, as well as on icons
in the upper zones, usually next to the icons of
other Serbian saints, depending on the general
iconostasis program.

One of the earliest 19th-century exam-
ples in the Diocese of Raska and Prizren cer-
tainly is the icon with the double portrait of St
Sava and St Simeon, on the iconostasis of St
| Demetrios parecclesion in the church of the
Decani monastery.28 It is a work of Simeon and
Aleksije Lazovi¢ from 1813, placed in the first
tier, which represents St Sava in the luxurious
vestment of contemporary ecclesiastical lead-
ers. Here we can see the definite iconographical
Fig. 14 St Sava, St Nicholas  model which will be dominant in the icon paint-

church, Gnjilane ing, according to which St Sava is depicted with
Cu. 14 Ceeru Casa, upksa Cseror brown hair and beard, with a miter on his head,
Huxone, I'bunane and dressed according to his rank and contem-

porary ecclesiastical clothing regulations. The
young archbishop of the Serbian church was depicted, also in pair with his
father, on the iconostasis in the St Nicholas church in Pristina (Fig. 8). This
icon, made by still unknown and very talented painter in 1843, was placed in
the second tier of this icon screen among numerous icons of saintly pairs.29
These pairs of holy women, physicians, warriors, church fathers, and national
saints, were part of the repertoire that was aligned with contemporary liturgical
celebrations and donor’s requests.

We find images of young or middle-aged St Sava, with brown hair and
beard, on the iconostases in churches of Orahovac (Fig. 9), Novi Pazar (Fig.
10), Konc¢ul monastery (Fig. 11), Mitrova Reka (Fig. 12), Stitare (Fig. 13) and
Stitkovo. An unknown painter who created iconostasis in the church of The
Dormition of the Virgin in Orahovac in the middle of the 19th century painted

26 TlerkoBuh, 3uono ciuxapcmeo, 82, uain. 67; JI. Menakouh, Hcmopujcke ocroge
uxonoepaguje Cs. Case y XVIII sexy, Caa Hemamuh — Cetn CaBa. Vcropuja u npename,
400.

27 Menaxosuh, op. cit, 401-402.

28 This icon was published in: P. Crauuh, Crukapcka 3aocmaswmuna Cumeona u
Anexcuja Jlazoeuha y Jlevanuma, Caommrema 24 (1992), 246

29 This icon was destroyed along with entire iconostasis and church interior in an
attack of Albanian extremist in 2004.
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an icon representing St Sava and St Arsenije
in the second tier. It is a line that consists of
icons of the Great Feasts, Theodore the Tyron
and Demetrios, Holy Three Hierarchs, St Trifun
and Panteleimon, and St Cosmas and Damian.
Archbishopric pair is depicted in similar vest-
ments, with miters and crosiers, where St Sava
is adorned with a panagaia, and St Arsenije with
a pectoral cross. St Sava is represented as a
younger man with brown beard and hair to his
shoulders, while his inheritor is an old man with
long grey hair and beard.

Dbinoski brothers painted St Sava in the St
Nicolas church in Novi Pazar while working on
its decoration in 1875. We find him on the icon
in the central liturgical tire, along with other
most respected Christian saints, and at its small-
er copy placed just under. This smaller copy was
made for the veneration of the saint depicted on
the much bigger icon. Under all the icons in this
liturgical row of the iconostasis, there is a metal
rail that serves for attaching of their smaller cop-
ies.

MR R
! """.r.'ll , r';l'?£ 5 i,
Fig. 15 St Sava, St Sava church,
Kosovska Mitrovica

-

Cn. 15 Csetu Casa, upkBa CeTor

The iconostasis in Novi Pazar is one of Cane, Kocoscxa MHTpoBHI@

the major in the Diocese of Raska and Prizren,
having ten monumental icons in the primary li-
turgical zone. St Sava is represented on a neutral background, dressed in a rich
vestment with many details. He has a green sticharion, purple epitrachelion,
red sakkos and a light blue omophorion. His sakkos is ornamented with gilded
floral elements and decorated with the golden band which is applied on the
omophore as well. The epigonation is made in a combination of blue and gold
colors, with an image of a seraph with six wings. Among richly decorated in-
signia there are golden miter on the St Sava’s head, a long wooden and carved
crosier with serpents in his right hand, and the engolpion with the image of
Christ Emanuel. In his left hand, St Sava holds open book with the words from
the Chapter 10 of the Gospel of John. He is painted with a straight face expres-
sion, having a long brown beard and a wavy brown hair with highlighted grey
hairs behind the right ear.

A smaller version of this icon that was made for veneration shows some-
what older saint, with even more serious facial expression and more prominent
gray strands of his hair and beard. It is a half-length figure dressed in a simple
red sakkos with green cuffs and white omophore with red crosses. St Sava wears
a golden miter, blesses with his right hand and caries a Gospel in his left hand.

Most of the images of St Sava in the northwestern parts of the Diocese of
Raska and Prizren were made by a group of painters from Dici¢ family in 1901-
1902, in the monastery of Kon&ul and village churches of Stitkovo, Mitrova
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Reka and Stitare.30 In Konéul and Stitkovo he is painted in the central zone, and
in Mitrova Reka and Stitare he is painted in the second tire of iconostases. On
all these icons he is shown as an archbishop with brown hair and beard, dressed
in the same manner, in the vestment that consists of blue sticharion with red epi-
trachelion, over which is red sakkos with white omophorion decorated with the
cross pattern, and with gilded cuffs and bands along the edges. On these icons,
St Sava blesses with his right hand while carrying a book in his other hand. As
usual, the book contains written words from the Gospel of John (Jn. 10, 14).

In the church of the Annunciation in Stitkovo, the St Sava icon is placed
on the northern side of the central zone, while the icon of St Simeon is on the
other side just as it is in the St Nicholas church in Novi Pazar. In the church of
St Nicholas in the Kon¢ul monastery, the icon of St Sava is among central icons,
but on the southern end. Very often, among festive icons on iconostases in the
Diocese of Raska and Prizren we find icons of saints which were solemnly cel-
ebrated in the local community. In the church of St Demetrios in Mitrova Reka,
an image of St Sava is placed in among icons of Holy Archangel Michael, St
Nicholas, Entry into Jerusalem, St Peter, the Resurrection of Christ, and St Paul.
Festive zone of icons in the church of St Nicholas in Stitare is flanked by icons
of St Sava and St Simeon.

St Sava as elderly archbishop with gray hair and beard is depicted on
iconostases in Berevce, Gnjilane (Fig. 14) and Kosovska Mitrovica (Fig. 15).
The iconographic pattern applied in the St Petka church in the village Berevce
near Gnjilane, refers to the beginning of 20th century and the activity of the
Dici¢ family workshop. Still, we notice several differences compared to above-
mentioned examples, like the age of the saint, details such as long crosier in-
stead the Gospel and the background that is not neutral but represents interior
with drapers.

Dimtirije Andonov Paradiski painted two icons of St Sava in an idealized
interior with prominent columns. Both icons are monumental and placed in the
central liturgical zones on the iconostases in churches of St Nicholas in Gnjilane
and St Sava in Kosovska Mitrovica. Large-scale iconostasis in Gnjilane was
made in 1901, and it consists of eight icons in the central tire. Besides essen-
tial icons of the Christ the Pantocrator, Virgin, St John, and the patron of the
church, there are icons of the Cover of the Virgin, St Sava, St Simeon and Holy
Trinity. St Sava is dressed in vestment in vivid colors, with a blue sticharion,
red epitrachelion, green sakkos decorated with roses, white omophore with
crosses and an epigonation with the image of the Christ. Of usual insignia he
has golden e adorned with painted medallions, golden crosier, and a panagia
and pectoral cross on his chests. Golden miter and crosier are attributes of St
Sava’s Episcopal dignity repeated on the icon Papradiski painted in 1914-1915
in Kosovska Mitrovica. Here, his full vestment is white, with golden bands
along the edges.

Nineteenth-century religious art in the Diocese of Raska and Prizren cher-
ished the double portrait of father and soon, and at the same time promoted

30 YKewnapjy, Bracosewmerscka ypkea y [lImumrosy, Mueniescku 3arucu 10 (2014),
99-116; eadem, L[pxea Ceemoe Jumumpuja y Mumposoj Peyu, bamruna 39 (2015), 265-278.
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individual representative portrait of St Sava and the image with his successor
on the church throne St Arsenije. The iconography of the 19th century, based
on the saintly image from Zefarovi¢’s Stematografija, often implied luxurious
Episcopal vestment and physiognomy of St Sava that ranged from the image of
gray-haired old man to the image of the first Serbian archbishop in a somewhat
younger age, with brown hair and beard. Regardless of these iconographic dif-
ferences, a portrait of St Sava had eminent role in the identity construction of
the Ottoman Serbs during the 19th century. Visual representations of the holy
Serbian rulers and ecclesiastical leaders became one of the means of referring
to the glorious medieval past, tradition, continuity and legitimacy of the Serbian
Orthodox Church in the Diocese of Raska and Prizren.

Hesana )Kenapjy Pajosuh
(MucTuTyT 32 cprcky kyarypy Ilpumruna / Jlenocasuh)
CBETHU CABA Y IPKBEHOJ YMETHOCTU HA TEPUTOPUIU PALLIKO-
ITPU3PEHCKE EITAPXWIJE VY ITIOCJIEAHBEM BEKY OCMAHCKE BJIACTU

Toxom XIX u mouetkom XX Beka, monoxaj Cpoa yHyTap OCMaHCKOT IAPCTBA, TEKHE
32 0CaMOCTaJbUBAbEM M IPHUIPYKHBAKBEM MAaTHIHM, MMIUIHIUPAIA CY NPOMHIIBEHOCT
y KOHCTPYKLHMjH HJCHTUTETa IyTeM BH3yeNHE KyAType. JeIHO o cpeicraBa IO3HBaba
Ha TPaJULMjy, KOHTHHYHTET U JICTUTHMHUTET CPIICKE LPKBE, U MCTOBPEMEHOI BH3YEIIHOT
KOHCTpYHCamba BEPCKOT U HAIIMOHAIHOT HIICHTUTETa y Paliko-pu3peHcKoj enapxuju 6o
je ClIMKame CBETHX CPICKUX Biajgapa. Kao mpBH CPICKM apXMEMHCKON M KaHOHM30BAaHH
npunanHuk Bragapcke kyhe Hemamuha, CBetn CaBa je MIMao HCTaKHYTO MECTO Y IPKBEHO]
ymerHocTH XIX 1 moyetkom XX Beka. Y TekcTy cy aHanm3upanu moprpetu Ceeror Case,
HACTAJIM y TIOCIIEheM BEKYy OCMAaHCKE BJIaJJABUHE Y 3UIHOM CIMKAPCTBY M MKOHOIMCY Ha
TepUTOpHjU PalIko-pu3peHcKe enapxuje.

Toxom XIX m moyerkom XX Beka y Pamko-mpuspeHckoj emapxuju mpeorialyje
penpesentaruBan noptper Ceetor CaBe y packoLIHOj apxujepejckoj oxexaun. Kao u
y TIPETXOIHUM BEKOBHMa, OJISK/A CE CIMKAa Yy CKJIQJy ca aKTyeIHMM OfEBHHM (opMmama,
MOHaBJpajyiM HW3IIe OHOBpPEMEHHX apxujepeja BacesbeHcke marpujapmuje. I[Ipukas
cBeTHTelbcKEe (U3MOHOMMjE Kpehe ce oI CTaHIapAM30BaHE INPEACTaBe CeAor CTapla
JI0 ClIMKama MPBOT CPIICKOT apxujepeja y Mialjoj sKMBOTHOj noOum, cMele koce u Opane.
HoBoBekoBHH 30rpadu cy obpacue 3a ciaukame Ceror CaBe, Ka0 M OCTaJHUX CPIICKHUX
CBEeTUTEJbA, pey3uMaiu u3 dyBeHe JKedaposuhese Cremarorpaduje, 1 YHOCHIH HX Y CBOje
TIPEeNHUCe jOII YyBEeHHjeT CIMKapckor npupydHuka JJunonucuja n3z Oypae.

V nperxoaHuM BekoBHMa ocMaHcke BiaacTi CBetn CaBa 1 CHMEOH 4eCTO Cy CIMKaHH
y 3alajHoM Jielly XpaMa, Kao OJjeK CpelrmOBEKOBHUX MoBopku Hemamuha, a nmoBpemMeHo
1 Ha CEBEpHOM 3WJy WM NMEBHUYKUM KoHXama. ¥ XIX Beky ce BHIIC HEe MHCHCTpHA Ha
MpHKa3y Olla U CHHA, a OCHM y OJNITapy, WM MPBOj 30HK Haoca, mpexacraBe Ceeror Case
More ¢y ce Hahu W y Apyroj 30HM Haoca. Ha jy)kHOM mMiu CeBEpHOM 3HIY, Y XOpOBHUMa
ceeruresba, Ceetn Casa je npukaszan y bemom Ilossy xon Ilehn, Ilacjany m Cranumopy
xon 'mmnana, KocoBckoj Kamenumm. JlomunanTaH je nkoHorpadckn odpasarl Mo KojeM je
CBETHUTEJb CJIMKAH Y apXHjePejCcKOj OACKIH, IPH YeMy CY Pa3jIHKe IPUMETHE y pU3HOHOMU]H,
npukasuma ¢pusype u Opane, kao U JenoBuMma ofexse. Y npksama Cseror Huxome y
Kocorckoj Kamennnm n Cseror apxanrena Muxamna y Bemukom Pomortoy, CBetnn CaBa
je HacnukaH y mapy ca CBeTuM ApceHHjeM. Y 3HIHOM CIHKapcTBy Pamiko-mpuspeHcke
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emapxuje uctudy ce u ase npeactase Ceetor Case y Apyroj 30HH HA0Ca, HA CEBEPHOM 3HIY
y 1pkBama y Jloopotuny, nopea Cseror Apcenuja u JoBana Pusickor, u y Benmukoj Xouu, y
CKJIOMY TIOBOPKE OCMOPHIIE HCIIOATIOjaCHUX (PHUTYpa apXujepeja.

V Pamko-npu3peHcKkoj enapxuju MpBU CPIICKH apXUEIUCKOI je Y MOCIEABEM BEKy
OCMaHCKe BJIACTH YECTO CIIMKAH M HA HKOHaMa Koje Cy ce HaJla3Wiie Ha HKoHocTacy. beros nnk
Morao ce Hahu Ha PECTOHMM, aJIK U Ha MKOHAMA y BUIIUM 30HaMa, Hajuerrhe mope/] HKoHa
JOPYTUX CPIICKHX CBETUTEJbA, Y 3aBUCHOCTH OJI OIIITEr Mporpama MKoHocTaca. [Ipeacrase
Cgeror Cage y mualjoj Win cpenm0j )KUBOTHOj 100U, ca cMeljoM kocoM u Opagom, cpehy
ce Ha UKOHOCcTacy mapakiuca Cseror Jumurpuja y J[e4aHCKO] HPKBH, Ka0 M y PKBaMa y
Hpumrruau, Opaxosiyy, HoBom ITazapy, manactupy Konuysy, MutpoBoj pet, [lIturapuma
n lltutkoBy. Ca npyre crpane, Ha Ceror CaBy Kao apxujepeja xyre cene koce U Opane
HaWIa3uMO Ha MKOHOcTacuMa y bepesiuma, ['bunany, KocoBckoj MuTpoBuim.



