THE ORIGINS OF THE JOINT CULT OF ST. SIMEON AND
ST. SAVA OF SERBIA BASED ON VISUAL SOURCES

Anna Adashinskaya

In medieval Serbia under the reign of Milutin (1282-1321) a new cult came into
existence. St. Simeon, the founder of the Nemanid dynasty who took the vows,
and St. Sava, his son, the first Serbian archbishop, began to appear together as a
saintly pair in charters, hymnography, hagiography, and painting. Although both
saints had already been venerated separately earlier, their joint cult was a new
phenomenon which emerged at that time.

The main problems concerning the cult are the place it originated, the
reasons why, and, consequently, its character. To answer these questions fully one
needs to examine the full range of sources, which is not possible here; however,
in the framework of onc article one can examine a single aspect of the cult.
Therefore, I will investigate visual representations of the saintly pair that clearly
show a distinction between St. Simeon and St. Sava scparately and their joint
images and thus demonstrate the way their joint cult was built.

In Serbian art history the problem of the joint cult has alrcady attracted
attention; but scholars have mainly emphasized the dynastic component and its
state-protective character, grouping together the images where the saints play the
role of intercessors for other members of the Nemanid dynasty and those where
both saints arc depicted as representatives of a monastic community.' However,

! This article is based on my MA thesis in Medieval Studies, entitled “The Joint Cult
of St. Simeon and St. Sava under Milutin. The Monastic Aspect” (Central European
University, Budapest 2009). Among the works dedicated to the topic are the following:
Marjana Corovié-Ljubinkovi¢, “Uz problem ikonografije srpskih svetitelja Simeona i Save”
|On the problem of the iconography of the Serbian saints Simeon and Saval, Szarinar n.s. 7-8
(1956-1957): 77-89; Desanka Milosevi¢, “Srbi Svetitelji u starom slikarstvu™ [Serbian saints
in old paintings], in O Srbjjaku. Studjje, ed. D. Trifunovi¢ (Belgrade: Srpska Knjizevna
Zadruga, 1970), 178-186; Branislav Todi¢, “Reprezentativni portreti Svetoga Save u
srednjovekovnom slikarstvu” [Representative portraits of St. Sava in medieval painting],
in Medunarodni nauini skup “Sveti Sava u srpskgy istorgii i tradicgi’ [The international conference:
“Saint Sava in Serbian history and tradition”], ed. S. Cirkovi¢ (Belgrade: Srpska Akademija
Nauka i Umetnosti [heteatter: SANU]J, 1998), 225-249; Cvetan Grozdanov, “Sveti Simeon
Nemanja i Sveti Sava u slikarskoj tematici u Makedoniji” [Saint Simeon Nemanja and Saint
Sava in painting subjects of Macedonial, in Medunarodni naucni skup “Sveti Simeon Mirotocivi”
[The international conference: “Saint Simeon the Myrrh-flowing”], ed. ]. Kali¢ (Belgrade:
Filip Visnji¢, 2000), 319-342; Smilja Marjanovi¢-Dusani¢ “Molitve svetih Simeona i Save
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when placed among the other Nemanids, St. Simeon and St. Sava, still being
saints, do not form a special saintly pair, in other words, they are not joint saints,
but rather family members. It seems to me that two scparate traditions of St
Simeon and St. Sava’s iconography existed in medieval Serbia. The first, probably
the earliest, was associated with the court cult of St. Simeon as the founder of the
state and the dynasty and, consequently, as a protector of the Nemanids. In this
case, St. Sava, as the founder of the Serbian church, could be added to St. Simeon,
but it was not obligatory. The second case, which I am going to distinguish
from other iconographics, implics paired isolated representations of the saints,
sometimes grouped with other famous monks. To gather the information about
formation of the joint cult one needs to compare these two iconographical types
and distinguish their functions.

Dynastic Compositions

Already in the carliest representations of St. Simeon as a saint he was accompanied
by his son, the first Serbian archbishop, Sava; howcever, they were both included
in longer rows of the Nemanids and were not distinguished as a pair, i.c., they
appeared together occasionally as father and son among other relatives. This is the
case of the inner narthex of MileSeva monastery, where St. Simeon and St. Sava,
although both haloed and heading the procession of Nemanid family members:
Stefan the First-crowned (1196-1227), his sons, King Radoslav (1228-1234) and
Vladislav (1234-1243), were not joined as a saint pair (Ig. 7). At the time of the
depiction on the frescoes (1222-1228)” Sava was still alive,” while Simeon was dead
and already canonized.’ Moreover, the inscription near Sava’s figure marks him as
“son of St. Simeon Nemanja,” just the same as other figures in the procession of
Nemanja’s descendants.” Sava, still alive, was depicted with a halo and called “the

u vladarskom programu kralja Milutina” [Prayers of St. Simcon and St. Sava in the royal
program of King Milutin|, Zbornik radova 1'igantoloskog instituta [hereafter: ZRI/T] 41
(2004): 235-250.

? Gordana Babi¢, “Vladislav na kdtorskom portretu u naosu Miledeve” [Vladislav on the
donors’ composition in the naos of MileSeval, in Mileseva n istorjii srpskog naroda [Mileseva in
history of the Setrbian people], ed. V. J. Duri¢ (Belgrade: SANU, 1987), 14.

? Sava died in Ttnovo returning home from pilgrimage to the Holy land in 1235; see Ivan
Dujéev, “Saint Sabas a Tarnovo en 1235, Hilandarski ghornik 4 (1978): 17-29.

* Ljubomir Maksimovi¢, “O godini prenosa Nemanjinih mostiju u Srbiju” {About the
date of translation of Nemanja’s relics to Serbia], ZRI"T 24-25 (1986): 437444,

> About the inscriptions of the procession see Gordana Babié, Les chapelles annexes des
éolises hyzantines: Fonction liturgique et programmes iconographiques (Paris: Klincksieck 1969), 129.
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Fag. 1. Mileseva monastery, the inner narthex (1222—1228). St. Simeon, St. Sava and
the procession of the Nemanid family members (photograph by the author).

saint” in the inscription. Branislav Todi¢ suggests that these specific features do
not refer to Sava’s canonization and veneration as a saint, but rather to his high
position in the church hierarchy, his sacred authority.” Thus, in this composition
St. Simeon and Sava were unified as the saint and the archbishop (but not as two
saints), persons standing close to the Heavenly Arbiter, whose figure was also
depicted and is now lost, and interceding for their relatives.’

St. Simeon’s chapel in King Radoslav’s narthex in Studenica monastery”
shows two processions of the Nemanids in the lower row of frescoes; the first one,
headed by St. Simeon, includes rulers (Stefan the First-crowned and his grandson,

6 Todi¢, “Reprezentativai portreti,” 228-229.

7 Branislav Todi¢, “Predstave Sv. Simeona Nemanje, nastavnika prave vere i dobre vlade, u
srednjovekovnom slikarstvu” [Depictions of St. Simeon as a tutor in orthodoxy and good
rule in medieval painting], in Svesz Simeon Mirotocivi, 297, thinks that a figure of the Theotokos
may have stood between St. Simeon and Christ.

® For more details about this chapel and its iconography, see Vojislav J. Duri¢, “La
symphonie de I'Etat et Eglise dans la peinture murale en Serbie médiévale,” in Sweti Sava
u srpskoj istorgji, 205207,
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King Radoslav), and the second one, headed by Sava, consists of his heir to the
throne, Archbishop Arsenije, and the monk Sava, the grandson of St. Simcon
Nemanja, who later also became an archbishop. These processions are depicted
similarly; secular rulers turn to a founder of the state and the ecclesiarchs turn to a
founder of the church, representing two branches of power. Two additional facts
must be mentioned: St. Simeon and Stefan, clothed in monastic robes (they died as
monks), have diadems on their heads, which emphasizes their positions as rulers,
but Sava, who was still alive when the frescoes were painted (about 1230), has a
halo as the first Serbian archbishop, as at Mileseva. Thus, this painting expresscs
visually the idea of the harmony of the Statc and Church in Serbia, where two
branches of power resided in the hands of one family. St. Simeon and St. Sava
are thus contrasted as representatives of these two branches and, consequently,
their roles are to establish a legitimate lineage. That is why they could not be
represented as just a pair of saints; a representation of other legitimate dynastic
members is necessary to express the idea of the inheritance of power.

In Milutin’s time the same idea of two branches of power was represented in
the narthex of a town cathedral, the Bogorodica Ljeviska in Prizren, constructed
between 1306 and 1309." The narthex of the church presents a gallery of the
Nemanides. The west wall is dominated by a portrait of St. Simeon, the dynastic
founder, depicted as a monk directly above the main portal. He is flanked by his
two sons — St. Sava as an archbishop to his right, and Stefan the First-Crowned
as a Serbian king to his left. On both sides this dynastic composition continues
with younger members of the dynasty (the son of Stefan, King Uro$ I, of whom
only the inscription is preserved; Uro$’s son, King Milutin in Byzantine-modeled
clothing and Milutin’s son, a crown prince, Stefan Decanski) and heirs of the
archbishop’s throne (archbishops Arsenije, Sava 11, Joanikije 1, Jevstratije I, Jakov,
and Jevstratije 11). As can be seen, St. Simeon and St. Sava here are also included
in a huge dynastic composition, the main goal of which is to demonstrate the
legitimacy of power transmission between the members of the Nemanide
dynasty and church heirs. Moreover, St. Simeon is represented as a founder of
both branches, at the same time a ruler and a monk, which is represented visually
in the displacement of his figure above the entrance, between church and state
hierarchs, whom he blesses with both hands. Consequently, in this propaganda-
oriented composition in the city cathedral, Milutin did not refer to St. Simeon and
St. Sava as a pair of saints, nor as his mediators. Here their appearance together is
more ot less separable and unthinkable without other members of the dynasty.

? Draga Pani¢, Gordana Babi¢, Bogorodica Ljeviska (Belgrade: Srpska knjizevna zadruga,
1975), 18-19.

80



CEU
Medieval
Studies

The joint cult of St. Simeon and St. Sava of Serbia

Thus, in the monuments with dynastically oriented programs, St. Simeon
and St. Sava appear without being joined in a pair; they were separated as
representatives of two branches of power or placed among other members of
the dynasty whose depiction was mandatory to show the idea of legitimate power
delegation. In other words, it is not possible to say that dynastic interests were
the main reason for creating the joint cult or that dynastic implicatons shaped its
character.

Monuments Reflecting the Joint Cult

If, as was stated above, the joint cult of St. Simeon and St. Sava is not reflected
in dynastic compositions and did not originate in burial churches of the carly
Nemanids, then another place of origin should be found. It seems to me that this
place was Hilandar, where the saints were unified as ktetor'' and founders of the
monastic community, but not as members of the same dynasty.

Probably the earliest visual evidence of the joint cult of Sts. Simcon and
Sava is an icon from Hilandar monastery depicting them as two saints. Here St.
Sava, as an archbishop, dressed in a polystanrion (a kind of phelonion, an outer robe
with multiple crosses, worn by bishops until the end of the thirteenth century),"
points at image of the Theotokos, placed above, with the right hand; while St.
Simeon, as a monk of a Greater schema,” holds an unrolled scroll, showing the
Greek text of Psalm 34:11."

1" The Greek word “ktetor,” directly translated as “possessor, owner,” see /1 Patristic Greek
Lexicon, ed. G. W. H. Lampe (Oxford: Clarendon Press, 1961), 782. It implies a Byzantine
social concept of church/monastery foundation activity, according to which “ktetor” was
an original founder (possibly a laic one) of a church institution or the founder’s descendant,
who had patronage relations with the institution. At the same time, he was specially
venerated by the community of the founded church or monastery; see Karl Krumbacher,
“Ktetor, ein lexicographischer Versuch,” Indogermanische Forschungen 25 (1909): 393421,
with a review by A. Heisenberg, Byzuntinische Zeitschrift 19 (1910): 588-589.

" Lazar Mirkovié, Pravosiarna liturgika |Orthodox liturgy] (Belgrade: Serbian Orthodox
Church, 1965), 128-129.

12 The Oxiford Dictionary of Byzantinm, gen. ed. Alexander P. Kazhdan, vol. 3 (Oxford: OUP,
1991), 1849.

'* Usually depicted with an unrolled scroll, St. Simeon is accompanied by the text (“Come,
ye children, hearken unto me: 1 will teach you the fear of the Lord”), here it was initially
written in Slavonic. This text probably originated from writings of Domentian, who,
describing the ceremony of Nemanja taking his vows, started his speech after entering
religion with these words; see Domentian, Zitije Sretog Save [The life of St. Saval, ed. L.
Juhas-Georgijevska (Belgrade: Inicijal, 2001), 45. Consequently, the words on Nemanja’s

81



Anna Adashinskaya

The icon can be dated to the end of the thirteenth or beginning ot the
fourteenth century according to the character of the inscriptions. After Svetozar
Radojéi¢ published it for the first time in the 1950s," a question of dating arose
because the figures of the saints had been repainted by a Greek artist in the
seventeenth century, while the golden background with a half-figure of the Virgin
with Child {in the Nicopea iconographical type), inscriptions (CABa apbXHEMHC(K)
¥n(b) ¢PpLMbekH mhik (CHme)whh (H)EMaHa),” and even some outlines of the
figures remained unchanged.”

Additional evidence of the icon’s relatively early date is the iconographical
pattern of St. Sava, who is clothed in a pofystanrion. As has been noted by Serbian
scholars,” from the depiction at the church of Bogorodica Ljeviska (1310)
onwards St. Sava was more often clothed in a sakkos (the upper robe of bishops,
with short sleeves, which replaced the polystanrion at the end of the thirteenth
century)" according to a new Byzantine trend in church vestments.

As Svetozar Radoj¢ic” has noted, the joint iconography had a continuous
traditon on Mount Athos, where icons of Sts. Simeon and Sava associated
were painted from the fourteenth to the seventeenth centuries, later replaced by
engravings with the same iconography.” On all these depictions St. Sava is placed
on the right side of an icon (the left for a viewer) and St. Simeon is on the left.

scroll usually refer to his monastic way; as the first Nemanide ruler to enter religion,
he showed the way for his successors. See also the comments of Marjanovié-Dusanic,
1V ladarska ideologija Nemanjida [Royal ideology of the Nemanides|, (Belgrade: Clio, 1996),
234-246.

14 Svetozar Radoj¢i¢, “Hilandarske ikone svetog Save i svetog Simeona” [Hilandarian
icons of St. Sava and St. Simeon|, Glasnik. Slugbeni list Srpske pravosiavne crkve 34, No. 2/3
(1953): 30-31.

15 Radoj¢i¢, ibid., supposed that the inscription near St. Simeon should be read as “caeTH
CHMEWHK (MpaA€p] (Kpa)am (CTRa)na,” but I cannot see a place for such a long text;
probably he read the last letters of Simeon’s name, -man\- written in two rows, as the
endings of two separate words. Thus, they can be translated as “Sava, Serbian archbishop”
and “Simeon Nemanja.”

16 Sreten Petkovié, Lkone manastira Hilandar [Lcons of Hilandar monastery] (Manastdr Hilandar:
1997), 47.

17 Corovié-Ljubinkovi¢, “Uz problem ikonografije,” 86; Todi¢, “Reprezentativni portreti,”
234.

18 Mirkovié, Pravosiavna liturgika, 130.

19 Radojéi¢, “Hilandarske ikone,” 31.

2 Dejan Medakovi¢, “Istorijske osnove ikonografije sv. Save u XVIII veku” [Historical
grounds for St. Sava’s iconography in the eighteenth century] in Sava Nemanjic, 397—405;
Petkovi¢, Tkone, 50, 60, 151-152, 178.
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From the point of view of the medicval viewer” it meant that St. Sava as an
archbishop was more important in the church hierarchy than St. Simeon, who was
just a monk. In this way, Hilandarian icons reflect a perception of Sts. Simeon and
Sava from an ecclesiological point of view as they fit into the church hierarchy,
not in a dynastic or family order, where St. Simeon was the father of Sava (and
thus was more important).”

I'would also like to emphasize that here Sts. Simeon and Sava are accompanied
by the Virgin as their protectress, placed in the top icon ficld instead of the more
usual figure of Christ in this place. It may underline their belonging to an Athonite
monastic community under the guardianship of the Theotokos.”

In the King’s Church in Studenica (1313-1314)* one can find two corres-
ponding ktetorial compositions in the lowest row of frescos. On the southern
wall, King Milutin with a model of the church, and his wife, Simonis, are depicted
separated from the figure of Christ by two figures of His ancestors, Anna with
the small child Mary and Joachim. There are also five symmetrical figures on the
opposite wall, thus, the parents of the Virgin correspond with the two figures of
Milutin’s ancestors, St. Simeon and St. Sava, depicted offering their hands to the
Theotokos holding the Christ child. The Saviour, accepting the pravers of the
saints, responds to them with a blessing gesture.

As was noted by Gordana Babi¢® and Slobodan Curéi¢,” the idea of
salvation through the intercession of ancestors is expressed here in the entire

2! The hierarchical principles of Byzantine painting demanded that everything that was
important should be placed on the right side (the left side for a viewer), see {Boris Uspensky]|
Bopuc Venencknii, “Ipasoe” u “Aepoce” B nkonoicnonm msobpakermn’” [“Right” and
“left” in icon depiction], in “Cemuomura ucxyccmsd” [Semiotics of Art] (Moscow: Jazyki
slavyanskih kultur, 2005), 297-303.

22 A similar idea of reversing the natural order of things, when old Simeon became a
spiritual son of his natural child, Sava, can be found in the writings of Teodosije: “The laws
of Nature are inverted. .. because the father in flesh and in gray hairs of wisdom, you were
a disciple of your son in the spirit of meekness,” |Teodosije] Teoaocuje, Cayrcde, xanowu u
[loxsasa [The services, the canons and the eulogy] (Belgrade: Prosveta, 1988), 330.

# Kriton Chryssochoidis, “The Portaitissa Icon at Iveron Monastery and the Cult of
the Virgin on Mount Athos,” in Images of the Mother of God, ed. M. Vassilaki (Burlington:
Ashgate, 2005), 133-144.

2 The church is dated according to an inscription on the external wall of the apse:
Rajko Nikoli¢, “Natpis na Kraljevoj erkvi u Studenici” [Inscription on King’s church in
Studenica), Saopstenja 9 (1970): 76-79.

2 Gordana Babié, Krafjera crkva u Studenici [The King’s Church in Studenica] (Belgrade:
Prosveta, 1987), 186.

% Slobodan Curéi¢, “The Nemanjié¢ Family Tree in the Light of the Ancestral Cult in the
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iconographical system. First of all, the church itself is dedicated to Christ’s
ancestors, Joachim and Anna, whose figures in mural painting are symmetrically
disposed to the pair of Milutin’s ancestors, St. Simeon and St. Sava, on opposite
wall. Moreover, Milutin insists on his origin in the dedicatory inscription and
in text, accompanying the depicting the ruling couple with regalia. Accordingly,
Milutin both undetlined the legitimacy of his power, inherited from his holy
forefathers, and alluded to parallels in the lineage system between the Nemanid
dynasty and the gencalogy of Christ.

Indeed, the ideological concept aimed at legitimizing Milutin’s coming to
the throne is expressed through parallelism between the Nemanids and Christ’s
genealogy. But on the other side, one question remains unanswered, namely,
why were St. Simeon and St. Sava not put directly into the same procession with
Milutin, as had already happened in another dynastic composition at MileSeva,
where these saints headed the line of Nemanid family members (Fig. 7)2 Why
were they depicted turned to the Theotokos instead of being turned toward
Christ in advocacy for their ruling heir?

It seems to me that Sts. Simeon and Sava’s relative separation from Milutin
and association with the Virgin resulted from their veneration as Athonite saints.
In fact, their prayers are logically addressed to Her, as the protectress of Holy
Mount. Moreover, Mary here is depicted in the iconographical type of the
Hodegitria and some icons of the same iconographical type from the late twelfth
century may be found at Hilandar monastery, venerated as heritage from Sts.
Simeon and Sava.”

In such a way, assoctated in one compositional group, St. Simeon, St. Sava,
and the Virgin represent a kind of Hilandarian iconographical bloc, incorporated
into the entire program of the King’s Church. Keeping their place in this developed
system of dynastic meanings, this separate group also has its own significance,
the Athonite saints play the role not just of king’s holy ancestors, but generally,

Church of Joachim and Anna at Studenica,” ZRI-T 14/15 (1973): 194.

7 Le., a painted Hodegitria icon of 1260s with Christ on Her right hand and a mosaic
Hodegitria icon of 1200 with Christ on Her left hand giving a blessing (Petkovic, I4one,
21, figs 65-71). According to the vita of St. Simeon written by St. Sava, just before the
death the saint asked to see an icon of the Virgin “to draw my last breath in front of
it,” [Saint Sava] Ceemn Casa, Catipara desa [Collected works], ed. T. Jovanovi¢ (Belgrade:
Srpska knjizevna Zadruga, 1998), 180. The fourth biographer of St. Simeon, Teodosije,
also refers to the icon of the Virgin with Christ when Nemanja is dying: “and joyfully
looked at all-pure image of Christ and of all-pure His Mother,” [Teodosije of Hilandar]
Teoaocuje Xuaauaapau, SKugom csemoza Case [The life of Saint Saval, ed. D. Danci¢
(Belgrade: Drzavna §tamparija, 1973), 58.
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as protectors and intercessors for all people with the Theotokos. Therefore, 1
think that this particular monument represents a transitional stage of the cult,
moved by King Milutin from an Athonite milicu to Serbia, where it merged into
a dynastic cult of holy ancestors.

However, the main place for the joint cult was Hilandar monastery; initally
built by St. Simeon and St. Sava together in 1198, it was tenovated by King
Milutin in 1317—1321.* The first church contained a new tomb of Nemanja, who
was continuously venerated” even after his relics were transported to Serbia.”
In the renovated monastery the place of Simeon’s tomb was preserved.” The
problematic issue concerning Hilandat’s program is the repainting of 1804,
when all the images were covered by a new layer of color, but preserving the
iconographical scheme.

The frescoes of Mijlutin’s time contain two donators’ compositions and the
pair of St. Simeon and St. Sava exists in both.” The first portrait, placed above the
tomb of St. Simeon at the southeastern corner of the naos, includes St. Simeon
(0 dylog Tupedv..), St. Sava ((0) A(y)og ZdBog k(o) kmtop), King Milutin
Etépavo(c) v X(piot)d 1o O()d TLoTOg Of)paclg KpAALg ka(l) ktop),” and
St. Stefan behind him. All the figures stand with their hands extended in the same

2 Miodrag Markovi¢ and William T. Hosteter, “Prilog hronologiji gradnje i oslikavanja
hilandarskog katolikona” [Additions to questions of chronology of the building and
painting of the Hilandar catholicon|, Hilandarski zhornik 10 (1998): 201-220.

% Danica Popovi¢, “Sahrane i grobovi u srednjem veku” [Burials and tombs in the Middle
Ages], in Manastir Hilandar, ed. G. Suboti¢ (Belgrade: SANU, 1998), 206. Teodosije expressed
the same idea about the tombs of St. Simeon and St. Sava in his Panegyric: “your light and
miracle-making tombs, venerating, we are kissing with love, because they were sanctified
with your hermit bodies and feathered with curing,” Teodosije, Services, 757.

* According to his biographers, St. Simeon’s body was transported to Studenica in the
eighth year after his death, ic., about 12006, as suggested by Maksimovi¢, “O godine
prenosa,” 437-442,

I The problem of the authenticity of the present traditional place of St. Simeon’s tomb at
Hilandar has been noted by Dragan Vojvodic; he assumed, based on the place of St. Simeon’s
tomb at Studenica, that the tomb was situated in the same place in the initial Hilandarian
catholicon, see Dragan Vojvodi¢, “Hilandarski grob svetog Simeona i njegov slikani program”
[The Hilandarian tomb of St. Simeon and its painting program), Hilandarsk: zbornik 11 (2004):
46-47.

3 Miodrag Markovi¢, “Prilozi za istoriju Svetog Nikite kod Skoplja” [Additions to
history of St. Nikitas near Skoplje|, Hilandarski zbornik 11 (2004): 209; Vojislav Durié,
“Les portraits de souverains dans le narthex de Chilandar. L’histoire et la signification,”
Hilandarski zbornik 7 (1989): 109-112.

3 The Greek inscriptions mean “Saint Simeon,” “Saint Sava and the donator,” “Stephen,
the faithful king in Christ, the God, and donator.”
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prayer gesture, turning to the East. Thercfore their prayers run to God through
the intercession of different saints standing on the route between the tomb and
the altar. The first among them is St. Nicholas, who “shares” the same pilaster
with St. Simeon, being depicted on the south side. This saint, to whom Nemanja
dedicated one of his first churches at Kur§umlija, stands frontally with an open
book where the words from the Gospel of Matthew (5:16) are quoted: “Let your
light so shine [betore men)” Miodrag Markovic¢ assumed that St. Nicholas could
be a part of ktetorial composition and the words in his book could refer to the
ktetors. ™

Other distinctive features” of this scene are: an archaic type of composition,
absence of insignia of the king’s power, the inscriptions near the figures that do
not mention governed lands and complete titles, and displacement of the king’s
wife by the king’s saint patron, Stefan. In distinction from the Nemanids’ dynastic
processions (Radoslav’s chapel and Mileseva), here all the personages with the
same gestures and movements have the same rank, thus Sts. Simeon and Sava are
depicted as just the first ones in the procession, but not as objects of veneration.
Moreover, St. Sava and Milutin, and possibly St. Simecon, were inscribed with the
same status — ktetors. It seems that all these featurces indicate replacement of
the idea of dynastic continuity and inheritance of power, which were frequent
in Nemanide portraits, with the idea of ktetorial unity. In other words, all three
personages, St. Simecon, St. Sava, and Milutin are depicted here as persons who
built or rebuilt the church, but not as political figures or relatives.

The second ktetorial composition is situated on the castern wall of the
inner narthex. It is still partly covered with the nineteenth-century painting, but
the iconography has been preserved. Here, above the entrance to the naos, the
Theotokos with the Child are represented sitting on the throne and adored by
two angels. On pilasters on both sides of them stand St. Sava and St. Simeon
Nemanja, whose original inscription has survived — “0  &[y10g] Topem[v] O
Negpdv [kai] ktn[twp].” Behind them, on the groups are depicted: on south
side, Andronikos 11 Palacologos (1282-1332) (ANAPONIKOX EN XQ TO 00

# Miodrag Markovi¢, “Prvobitni zivopis glavne manastirske crkve” [The initial painting
of the main monastery church), in Manastir Hilandar, ed. G. Suboti¢ (Belgrade: SANU,
1998), 236.

* These features were already mentioned by Dragan Vojvodi¢, “Ktitorski portred i
predstave” [Ktetorial portraits and depictions|, in Manastir Hilandar, 46-52, but without
the proper conclusion. In contrast to my opinion, he thinks that here the role of St
Simeon, as the “forebear of the dynasty” is “to intercede for his descendant and entire his
nation with the saints and God” (Ibid., 52).
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[MIETOY BAZIAEVEI KAl AVTOKPATOP PQMAION O TTAAAIOAOTIOX)
and King Milutin @TE®GAN EN XQ TO 0Q [MIZTO(X) OYPEZIZ KPAAHZ:
K(Al) TIEPIIIOOHTOX T'AMBPOZ T8 KPATE8 K(AI) A8 BAXIAEQY
ANAPONIK8 T8 I[TAAAIOAOI(8) K(Al) KTHTQP THEX AITAX MONHZ
TAVTHE)" accompanied by St. Stefan, and on the north side the royal heirs,
Andronikos III Palacologos (1328—1341), Stefan of Decani (1321-1331) and the
young, the futurc czar, Dusan (1331-1355).” The ktetorial dedicatory inscription,
placed under southern part of composition, was rewritten™ in 1804 and contains
some mistakes, which have led histotians to discuss the date of the monastery
renovation for several years.”

This complex composition consists of three scenes. The central part is
an adoration of the Virgin which includes the two first ktetors, whose pointing
gestures refer to the Theotokos. The southern group combines ideas of delivering
power with the second ktetorial right." Here, both the emperor and the king are
depicted in full regalia, with an entitulature, and indication of family relations.”
The scene itself represents the moment of Andronikos giving Milutin a golden
bull confirming the Serbian right to own the monastery, which indicates the
hicrarchical relations between the Byzantine and Serbian rulers as sovercign and
dependent (and also father-in-law and son-in-law), the latter building a monastery
on the lands of the former.” Probably it was borrowed from Byzantine political
ideology, which considered all kings as a kind of family headed by a pater fanilias,

% The Greek inscriptions mean “Saint Simeon Nemanja and ktetor,” “Andronikos in Christ
] 3

the God the faithful emperor and the autocrat of the Romans, Palaiologos,” “Stephen, the
faithful king in Christ, the God, and the much beloved son-in-law of a ruling and saint
emperor, Andronikos Palaiologos, and the ktetor of this joly monastery.”

7 About the identification of these historical personages see: Puri¢, “Les portraits,” 109—
121. He also supposes that portraits of Stefan of Decani and Dusan were added in the
1330s.

¥ According to Markovi¢ and Hosteter, “Prilog hronologiji,” 206, footnote 23, some parts
the text are a kind of paraphrase of the original phrases, but the structure is unchanged.

¥ About these debates see the historiography written by Markovi¢ and Hosteter, “Prilog
hronologiji,” 201-204. Generally, the most accepted date for the finishing of all renovation
work was between July and 29 October 1321, see Durié, “Les portraits,” 109-112,;
Markovi¢ and Hosteter, “Prilog hronologiji,” 207-208.

“ Marko Popovié, “les funérailles du ktitor-aspect archéologique,” in Proceedings of the
215t International Congress of Byzantine Studies, London, 21-26 August 2006, vol. 1, ed. F. K.
Haarer et al. (Burlington: Ashgate, 2006), 99-121, see especially 118-120.

' Puri¢, “Les portraits,” 106-108.

*2 Branislav Todi¢, Serbian Medieval Painting: The Age of the King Mitutin (Belgrade: Draganié,
1999), 60.

>
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the Byzantine emperor; other monarchs, depending on the significance and might
of their states, werc placed as close or distant relatives."” The third group also
represents the idea of a legitimate inheritance of power; here the heirs of both
ruling houses are depicted with their full regalia, indicating their status. The son
of Milutin, Stefan of Decani, is inscribed as a ktetor, which implies that a ktetorial
right was also regarded as a kind of legacy. As may be scen in this composition,
St. Simeon and St. Sava are not linked with dynastic groups by strictly political
iconography; they are cven visibly separated from these two groups, being placed
on the pilasters. Moreover, the scenes on the north and the south do not demand
the existence of such additional iconographical meaning as the intercession of
the saints with the Virgin. All three parts are also unified in the same composition;
howevert, placed above the southern group scene of Wisdom hath builded Her house
(Proverbs 9, 1-18)" in terms of ktetorial activity and church building. Thus, Sts.
Simeon and Sava address their prayers to the Theotokos as first founders and
saints, while Milutin builds his ktetorial right on their precedent.

A parallel for the composition of the central part with two ktetors and the
Virgin can be found in so-called “Svenskaya” icon of the enthroned Theotokos
with Antonije and Theodosije from Kievo-Pecerskaya Lavra (now is in the State
Tretyakov Gallery in Moscow).” This is the earliest depiction of the Lavra’s
founders from 1288; they are placed on each side of the Virgin (Antonije on
the right and Theodosije on the left), who holds the Christ-child, blessing the
saints with both hands. Both saints wear great-schema costumes and hold scrolls
with texts about monastic life. In this case they are also joint as founders of a
monastery dedicated to the Virgin, the Kievo-Pecerskaya Lavra. Thus, one can
assume that the iconographical representation of the enthroned Virgin, bracketed
by two saint ktetors was typical for a joint cult of saint monastery founders.

The same concepts of ktetorship and legislation as separate but inter-
dependent actvities which were noted in the narthex painting can also be found
in the dedicatory inscription,” where firstly, St. Simcon and St. Sava are glorified

* George Ostrogorsky, “The Byzantine Emperor and the Hierarchical World Order,” The
Slavonic and East European Review 35 (Dec., 1956): 1-14; Herbert Hunger, “State and Society
in Byzantium,” in Epidosis. Gesammelte Schriften zur byzantinischen Geistes- und Kulturgeschichte
(Munich: Editio Matis, 1989), 257-252.

# About this proverb and Milutin as Solomon see Todi¢, Serbian Medieval Painting, 60.

# Karanor Tocyaapctsennoit Tperpskosckoil [arepen, ApeBHepycckoe HCKYCCIBO
X-naugana XV sexa [Catalogue of the State Tretyakov Gallery. Old Russian art from the
tenth — the beginning of the fifteenth century] (Moscow: GTG, 1995), 70-71 (Cat. 16).
* The following translation of the dedicatory inscription was made from the text published
in Spomenici za srednovekornata i@ ponovata istorija na Makedonija [Monuments of medieval
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as the first ktetors, founders of the church, and at the same time as religious
teachers.”
Our God-bearing and most blessed fathers, teachers and tutors of all
the Serbian land, the new myrrh-flowing venerable Simeon with his
beloved son Sava, the first archbishop of all Serbia, kindled with divine
love, with a great deal of labor and sweat built from the ground the

church in the name of the most holy Theotokos, in the place called
Hilandar. ..

Further, the second ktetor, Milutin, undetlines the legitimacy of his power
(“now, after some time, by the grace of God, I, Stefan Uros, have inherited the
Serbian kingdom from my fathers”), his kinship with the Greek emperor (“son-
in-law of the Greek emperor Andronikos”) and continuity in

trying to fulfill many things which were left over after having lived

before me my forefathers and fathers, as my sovereign Christ God

wants it, | destroyed the church because of it being narrow, and have

built this new one, and have painted it in the name of Theotokos and

Her honorable presentation.

He then applies for intercession to the Theotokos (“But, O, our Lady, accept
my humble offering and beg vour Son and our Lord not to deprive me of His
kingdom™). Thus, St. Simeon and St. Sava again, just as in paintings, arc considered
the first ktetors and unified because of this, while political implications are
connected with the figure of Milutin, who regarded Hilandar as an inheritance of
the Nemanids that permitted them to receive the intercession of the Virgin and
salvation at the Last Judgment.

As a result, the iconographical conception standing behind the Hilandarian
paintings and ideology, reflected in the dedicatory inscription, demonstrates that
primarily St. Simeon and St. Sava were venerated and consequently unified as the
first ktetors, building the monastery together and glorifying it with their sanctity
and miracles, starting with myrrh flowing from Nemanja’s relics. In Hilandar
they were always inscribed as ktetors, without long dynastic entitulatures, and in
the dedicatory text only their building activities are mentioned; thus, they were
regarded as ideal founders, showing, as “teachers,” the way of salvation for their
descendants through ktetorial activities. At the same time, in the whole complex
of Hilandarian monuments, King Milutin 1s depicted as a pious ruler, a dependent

history of Macedonial, vol. 1, ed. V. Mosin (Skopje: Arhiv na Makedonija, 1975), 304.
47 Todié, “Predstave Sv. Simeona,” 295-304, thinks that this expression refers to both
guarding orthodoxy and showing the good way for descendants, becoming a monk.
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of the emperor, following the ideal ktetorial example established by the first
founders on his way to salvation.

The monument completing the list of early joint depictions of St. Simeon
and St. Sava is the church of St. Nikitas, built by Milutin in 1299-1300." The
territory where the monastery is situated was captured by the Serbian king during
the Byzantine campaign in 1282-1284 and later he held it as the dowry of his
Byzantine wife. Because of this, all Milutin’s actions concerning these lands were
formally approved by his father-in-law, Andronikos I Palacologos. About the
end of 1307, Milutin granted the monastery as a metochion (a land possesion)
for the Hilandarian pyrgos (a hermitage tower), Chrusia,” but as early as 1321 the
monastery of St. Nikitas became a possession of Hilandar itself.

As was noted by Branislav Todi¢,” a ktetorial portrait of King Milutin is
absent from the church, although he was at least the donor of the building. Miodrag
Markovié™ has suggested that the paintings were ordered not by the king himself, but
by the monks of Hilandar after 1321, after the king had died. The possible ktetor
of the frescoes could be Danilo, the future archbishop, who was a begoumenos
(superior) of Hilandar until 1324.

The program of frescocs (Fig. 2), executed by a famous team of Thessalonian
painter Michacl Asurapas,52 repeated the iconographical pattern of Milutin’s
Hilandarian &atholikon,” which was the reason for dating the ensemble carlier than
Hilandar. Here, Sts. Simeon and Sava are placed on the western part of the north
wall among famous monks and ascetics (St. Athanasios of Athos, St. Arsenios,
St. Paul of Thebes, St. Anthony, St. Euthymios, St. Sabbas, St. Theodore the
Stoudites St. Stephen the New, and St. Theodosios the Cenobite).™ St. Simeon is
depicted in the monastic closing of the Great Schema holding a scroll with the

*# Concerning all the dates in the history of the monastery see Markovic¢ and Hosteter,
“Prilog hronologiji,” 63-128.

4 Ibid., 117-124. For an edition of surviving Greek chrysobulla confirming properties of
St. Nikitas monastery, see Actes de Chilandar I. Des origins a 1319, ed. M. Zivoiinovic’ et al.
(Paris: Centre National de la Recherche Scientifique Editions, 1998), 172-175, 298-300.
N Todié, Serbian Medieval Painting, 346.

! Miodrag Matkovi¢, “Hilandar i Zivopis u crkvama njegovih metoha — primer svetog
Nikite kod Skoplja” {Hilandar and paintings in churches of its metochions, the example
of St. Nikitas near Skoplje], in Pefa Kagivanja o Svetoj Gori, ed. M. Milosavljevi¢ (Belgrade:
Prosveta, 2007), 186—190.

%2 Branislav Todi¢, ‘Signatures des peintres Michel Astrapas et Eutychios. Fonction et
signification,” in Agtépwpa otr pviur tov Xwtoen Kicoa (Thessaloniki: University Studio
Press, 2001), 648.

33 Markovi¢, “Hilandar i Zivopis,” 180-186.

> Todi¢, Serbian Medieral Painting, 345.
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Fig. 2. §t. Nikitas’ church near Skopje, the northern wall (1321—1324).
St. Simeon, St. Sava and St. Theodosios the Koinobite (photograph by the author).

words of Psalm 33 (sce above). St. Sava wears a s#icharion with striped sleeves and
a sakkos with crosses; holding a closed codex and giving a blessing with his right
hand. The text on Nemanja’s scroll is written in Slavonic, while the rest of the
scrolls here are in Greek. This peculiarity can be explained by the existence of an
established iconographical pattern, transferred onto the wall by the Greek painters.
Moreover, the unusual choice of monastic saints, including St. Athanasios of
Athos, may explain the implicit ideological message of St. Simeon’s and St. Sava’s
representations. Being put into the same row with the founders of monastic
communities, these two saints were compared with other famous examples. In
this way, St. Simeon and St. Sava, again united as ktetors and founders of the
Athonite monastery, represent the Serbian monastic community among eminent
holy ascetics.

According to Miodrag Markovié, this iconography was influenced by
Hilandar, where the joint cult of the saints already existed. I disagree with
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the author, however, who marked this composition as “the eatliest surviving
example of a particular iconographical decision.”” It seems to me that the
joint cult was formed a bit carlier and such examples as the King’s Church at
Studenica and the Hilandarian &atholikon itself (apart from the non-dated icon
from Hilandar) demonstrate the process of its development. The example of
St. Nikitas, however, belongs to a special iconographical type, where St. Simeon
and St. Sava arc depicted not just as ktetors, but as ascetics and founders of a
monastic community without any dynastic implications, which in some measure
existed in monuments ordered by Milutin. 1 think that this purely monastic
iconography already existed on icons (such as the thirteenth- or fourteenth-
century icon from Hilandar), which can explain the case of the Slavonic text on
Nemanja’s scroll (see above), but, surely, its translation from minor monuments
to fresco painting only became possible in the absence of a direct royal ktetor
from the Nemanid dynasty, as King Milutin was.

Conclusions

In sum, in Serbian medieval painting there were two different types of
representations of St. Simeon accompanied by St. Sava. The first one had dynastic
content, but did not imply the unification of the two saints; the connections
between them were rather occasional. The second group had a Hilandarian origin
and always prescrved some reference to this monastic community, where both
saints were venerated as monks and ascetics. Therefore, if St. Simeon and St.
Sava are present as a joint group, the main reason for this unification lay in their
common monastic foundation of Hilandar. In other words, they are glorified
as the first ktetors of this Athonite monastic Serbian community, “teachers”
showing the way of salvation to those who desired to be monks.

King Milutin, however, adopted this joint cult and the iconography and
included it in wider iconographical projects, such as the King’s Church and
Hilandar, where this pictorial pattern (St. Simeon in ascetic clothing with a
scroll and St. Sava as a bishop with a codex) received some additional meanings
from being put into iconographical structures of dynastic character. In some
monuments, such as the Hilandarian icon or St. Nikitas’ church, however, this
joint iconography preserves its initial purely monastic significance.

5% Markovi¢, “Hilandar i zivopis,” 180-181.
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