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Branislav Todié

A SERBIAN LEGEND OF THE HOLY APOSTLE TITUS AND
ITS REFLECTION IN ART

O ayioc amdororog Titog ameixovitetal oxedov amo-
xAetotixd oto vnoi s Kontng, eva o€ AAAES TEQLTTH-
OELS 0 AY10S AmOTEAEL UEQOS TG TapdoTaons Twv Efdo-
unxovia Amrootorwy. 2ty oeoPfixn tExvn Tov 150V xat
160v aidva, wotooo, 1 xapdotacn Tov ayiov Titov
ATEXTNOE LOLAITEQN BEON OTA ELXOVOYQUPLXA TOOYOU-
UOTO CLOXETDY EXXANOLOV, YEYOVOS TO OmOLO E5NYeiTaL
amro TNV EUPAVION ULOS TOmXNS UVOLXNS a@nynong,
ovupwva ue v oxoia o Titog NTav AVTOS TOV EXXOL-
OTLAVIOE TOVS ZEQPOVS XAl AVI]YELOE TOV TOMTO ETLOKO-
%O TOVS VAO.

St. Titus, whose name was borne by our dear, prema-
turely deceased colleague Papamastorakis, was a disciple
of the apostle Paul. Paul sent him a pastoral epistle and ap-
pointed him the first bishop in Crete to ‘set in order the
things that are wanting, and ordain elders in every city’
(Titus 1: 4-5). The cult of St. Titus spread from the city of
Gortyna, the ancient seat of the Archbishopric of Crete. It
was probably there that, by the 8th century, an extensive
legend of Titus had been created. The legend firmly tied
him to Crete by birth, various activities and miracles, and

A€Eerg nherdrd
Méoor yodvol, Zeofia, ewovoyoogic, Aylwog amrdoTolog
Titoc.

L' F. Halkin, “La légende crétoise de saint Tite,” AnBoll LXXIX
(1991), 241 256.

ZH. Delehaye, Synaxarium Ecclesiae Constantinopolitanae, Brus
sels 1902, col. 921 924.

3 Here are just a few survey articles on medieval painting in Crete: K.
Gallas K. Wessel M. Borboudakis, Byzantinisches Kreta, Munich
1983, 201, 219, 247, 263, 270, 284, 310, 384, 390, 432, and 434; 1.
Spatharakis, Byzantine Wall Paintings of Crete. Rethymnon
Province, vol. 1, London 1999, 125, 172 173, 228, 237 238, 266, fig.
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The holy apostle Titus was almost exclusively painted in
the island of Crete, while further afield, he only figured as
one of the Seventy Apostles. In Serbian 15th- and 16th-
century art, however, the image of St. Titus was granted a
prominent place in the fresco programme of several
churches, which is explained by a local legend according
to which it was this apostle who had christianized the
Serbian land and had its first episcopal church built.

helped spread his popularity further afield.! Namely, by
the 10th century the legend had already been included
first in the Byzantine and then in the Slavic synaxaria,
and read on the saint’s feast day on the 25th of August.?

That St. Titus enjoyed great reverence in Crete is obvious
from his many images in the island’s medieval churches.?
He was depicted on the side walls of the sanctuary as a
full-length figure, always as an elderly bishop clad in a
phelonion and omophorion, holding a gospel book in one
hand and blessing with the other.* He was usually shown

Keywords
Middle Ages, Serbia, iconography, holy apostle Titus.

135; id., Dated Byzantine Wall Paintings of Crete, Leiden 2001, 7,
25, 33, 40, 44, 48, 60, 73, 79, 108, 124, 133, and 163; id., Byzantine
Wall Paintings of Crete. Mylopotamos Province, vol. 11, Leiden 2010,
38, 176, 222, fig. 21, 263, 337, 377.

4 This iconographic type is in sharp contrast to his descriptions as
young and beardless in the painter’s manuals: M. Medié, Stari
slikarski prirucnici, vol. 11, Belgrade 2002, 174 175, 380 381, 508;
vol. I, Belgrade 2005, 390 391 (parallel texts in Greek and Serbian).
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in company with the Cretan archbishops Cyril, Andrew
and Myron.> On one occasion, in the apse of the church of
St. Anne in the village of Amari (1225), he was shown
with St. Andrew, both clad in polystavria and with un-
folded scrolls, celebrating the liturgy around the altar,®
while the church of St. John the Baptist in Kritsa
(1389/90) shows him in a similar manner, but as the last
in the row of holy bishops.”

St. Titus was rarely depicted beyond Crete. One of such
portraits was painted on the wall of the church of St.
Nicholas in the village of the same name near Monemva-
sia in the 2nd half of the 13th century,® while the farthest
known point is the church of St. Simeon the God-receiver
in Novgorod, where his image dates from the 2nd half of
the 15th century.’ It is reasonable to assume that he was
more often shown in association with the theme of the as-
sembly of the Seventy Apostles. The trouble, however, is
that the earliest surviving examples of the theme, such as
the churches of the Virgin Hodegetria (ca. 1320) and Pan-
tanassa (ca. 1420) in Mistra,!? either do not show all of
the apostles or their names have not survived, which
makes it impossible to know whether St. Titus was among
them. In post-Byzantine wall painting, on the other hand,
his presence among the Seventy is unquestionable, as evi-
denced by the published 16th- and 17th-century monu-
ments.'! He was depicted in the same manner as the other
apostles, usually a bust enclosed in a medallion, but al-
ways clad in bishop’s vestments.!?

Apart from the portraits quoted here, the Orthodox
world, especially its post-Byzantine period, will certainly

5 Gallas  Wessel Borboudakis, op.cit., 201, 219, 270, 284, 432;
Spatharakis, Byzantine Wall Paintings of Crete, op.cit., vol. 1, 226,
237 238; vol. 11, 38; id., Dated Byzantine Wall Paintings of Crete,
op.cit., 73, 163. It is probably St. Titus in company with Sts Andrew
and Cyril in a post Byzantine icon: M. Acheimastou Potamianou,
“Ewdvo Toudv 1eeaoydv tov Myaih Aauaoxnvoy,” AAA XIX
(1986), 83 97.

6'S. Papadaki Oekland, “Oi towoyoagiec tic Ayloc Avvac 016
Aundor,” AXAE Z° (1973 1974), 49; Spatharakis, Dated Byzantine
Wall Paintings of Crete, op.cit., 7, Ch. Konstantinidi, O MeAioudg,
Thessaloniki 2008, 141 142, and 163.

7 Gallas Wessel Borboudakis, op.cit., 434; Spatharakis, Dated
Byzantine Wall Paintings of Crete, op.cit., 133; Konstantinidi, O
Melioudg, op.cit., 141, 207, fig. 220.

8 N. V. Drandakis, “Oi touoyoagiec 100 Aylov Nixohdov otov
Ayio Niného.o Moveupaoiag,” AXAE © (1977 1979), 42, fig. 16a.
9 L. I Lifshitz, Monumental’naia zhivopis’ Novgoroda XIV-XV
vekov, Moscow 1987, 519.

10's, Dufrenne, Les programmes iconographiques des églises byzan-
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yield more images of St. Titus, even though they are not
likely to change the established fact that he was portrayed
almost exclusively in Crete. This is understandable given
that the apostle Titus was the founder and first bishop of
the Cretan church, which is why he was also depicted as a
bishop. His presence in Cretan painting is a typical reflec-
tion of a local cult such as found across the Byzantine
world. By portraying their founders or distinguished rep-
resentatives, local churches emphasized their own place in
the Orthodox oikoumene and their canonical status. '3

Among the Cretan images of St. Titus, the one in the
church of St. Anne in Amari (1225), showing him cele-
brating the liturgy with St. Andrew of Crete, has drawn
particular attention. This particular image has been
bound to arouse the interest of researchers for the simple
fact that a similar composition involving local bishops has
been recorded in only two more places: in the prothesis of
the Holy Apostles at the Patriarchate of Pe¢ (ca. 1270) and
in the chapel of St. Demetrios at Decani (1337/47). Stella
Papadaki-Oekland suggested early on that the portrayal
of two Cretan bishops in St. Anne’s was not an accident
and that they must have been introduced at the request of
the ktetor, probably hieromonk Michael Varouchas.!*
Chara Konstantinidi further elaborated on the fresco, ex-
plaining it in the light of the local situation during the Ve-
netian occupation of the island: the depiction of Sts Titus
and Andrew would have been meant to emphasize the
apostolic origin of the Archbishopric of Crete, which con-
tinued to be an inseparable part of the Orthodox church.!?
We do agree with her view that the increasingly frequent

tines de Mistra, Paris 1970, 10, 43, figs 24 27; Archim. S. Koukiaris,
“H ZUvaén tov ayiov arootéhlwv ot fulavtvii eixovoypagia,”
KAnoovouia (1986), 291 293; M. Aspra Vardavaki M. Em
manouil, H Movn tng Ilavtavaooas otov Mvotod, Athens 2005,
182 191, figs 78 87.

¢y, e.g. Koukiaris, op.cit., 294 298; N. Toutos G. Fousteris,
Evpetiotov s uvnueraxnis Swyoagixis tov Ayiov Opovs. 100¢-
170¢ arwvag, Athens 2010, 213, 223, and 267._

12 0n the depiction of the Seventy Apostles in Byzantine churches
see Ch. Walter, Art and Ritual of the Byzantine Church, London
1982, 25 26 and 54.

13Ct. S. Tomekovié, “Les évéques locaux dans la composition absidale
des saints prélats officiants,” BNJb X XIII (1981), 65 88; Ch. Walter,
“Portraits of Local Bishops. A Note on their Significance,” ZRVI 21
(1982), 7 17; Ch. Konstantinidi, “Le message idéologique des évéques
locaux officiants,” Zograf 25 (1996), 39 50.

14 papadaki Oekland, op.cit. (n. 6), 49 51.

15 Konstantinidi, “Le message idéologique,” op.cit., 48 49.
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portrayal of local Cretan prelates conveyed ‘Orthodox-
Greek’ and ‘anti-Latin’ messages, even though we believe
that the issue should be looked at against a broader histor-
ical background. Namely, the old polemic between Rome
and Constantinople over the concept of apostolicity and
primacy was rekindled immediately after the Latin con-
quest of the Byzantine capital in 1204. Letters and ora-
tions of the patriarch John Kamateros, of Nicholas
Mesarites, his brother John, and other known and anony-
mous polemicists, reiterated the old Byzantine view of
Christ’s exclusive primacy and of the equality of all apos-
tles, and consequently of the equality of all ecclesiastical
sees they had established.!® The Byzantines produced a
new argument against the primacy of the apostle Peter, as
articulated by the Mesarites brothers: the significance of
the mission accomplished by the apostles was incon-
testable, but it had not been them but their seventy disci-
ples who had been the first bishops of certain cities.!” It
was probably not a coincidence that, a little later, the Sev-
enty Apostles began to be portrayed as a separate group
in Byzantine churches. Nor was it a coincidence that from
the 13th century on the founders or the most distin-
guished representatives of the Cretan, Athenian, Serbian
and other local churches increasingly frequently figured
in the Melismos scene, the most important liturgical
scene in an Orthodox church.!® The antiquity, canonicity
and continuity of these autocephalous churches were
equally expressed by their frontally portrayed bishops. In
Crete, these were Titus, Cyril, Andrew and Myron, por-
trayed many times, either together or individually, in the
sanctuaries of local churches.

The Archbishopric of Crete was among the rare local
churches that could claim authentic apostolic origin. It is
characteristic, however, that St. Titus was not portrayed
as an apostle in the area under its jurisdiction. The only
departure from the pattern, around the year 1300 - in the
church of Christ the Saviour in Meksla, St. John’s in Pana-

16 For more detail see F. Dvornik, The Idea of Apostolicity in Byzan-
tium and the Legend of the Apostle Andrew, Cambridge 1958, 289
293.

71bid., 290 291.

18 Konstantinidi, “Le message idéologique,” op.cit.; ead., O MeAi-
ouds, op.cit. (n. 6), 139 142.

19 Spatharakis, Dated Byzantine Wall Paintings of Crete, op.cit. (n.
3), 25 27;1d., Byzantine Wall Paintings of Crete, op.cit. (n. 3), vol. 1,
228, 274, 328; vol. 11, 38, n. 55, 312.

20 Zidno slikarstvo manastira Decana. Gradja i studije, Belgrade

AXAE AA (2013), 129-140

gia and the church of the Virgin in Saitoures - is his por-
trait accompanied by an unusual inscription, ICAITIO-
CTOAOC or TPICAIIWCTOAOC KPHTHC (Thrice Apos-
tle of Crete), the epithet normally attributed to the first
Christian emperor, Constantine.!® Despite the unusual
title, St. Titus was depicted in the usual manner, as a bish-
op, not an apostle. The emphasis was on his being the first
bishop of Crete, and, if he was shown together with Cyril
and Andrew, the image expressed the continuity of the
autocephalous Cretan church since St. Titus.

St. Titus enjoyed no particular veneration in Serbia, except
that he was regularly commemorated on the 25th of Au-
gust, when his vita based on the Cretan legend was read.
He was not portrayed in Serbian wall painting until the
15th century, not even within the menologia. It has been
suggested that his image was included in the menologion
at Decani (1337/47), where an apostle holding a scroll
seems to have been painted under or around the 25th of
August,?’ but the fresco is so damaged that any identifica-
tion is highly conjectural. What seems more likely is that
he used to be painted as one of the Seventy Apostles, a
theme introduced in Serbian churches from the beginning
of the 14th century. However, as these early examples of
the theme are in a poor state of preservation and lack in-
scriptions, their iconography may be only assumed to
have reiterated the contemporary Byzantine models,
which is to say that they were regularly shown as bishops,
clad in phelonia and omophoria. Such portraits, apparent-
ly of only some of the Seventy, can be found in Zi¢a (ca.
1310), on the arch between the naos and the sanctuary,?!
and in the church of St. Stephen at Banjska, on the arches
under the dome in the naos.?2 They seem to have been
somewhat more numerous in the prothesis and diaconi-
con of Mateji¢ (ca. 1350), and few at Staro Nagori¢ino
(1315/7) and Gra¢anica (1319/21).%3 Their portraits are
in a better state of preservation in only two early 15th-
century churches: the Kaleni¢ monastery church of the

1995, 420 (S. Kesic Risti¢ D. Vojvodic).

21 B. Todi¢, Serbian Medieval Painting. The Age of King Milutin,
Belgrade 1999, 307.

22 B. Todi¢, “Banjsko zlato posledniji ostaci fresaka u crkvi Svetog
Stefana u Banjskoj,” Manastir Banjska i doba kralja Milutina, Ni§
Kosovska Mitrovica 2007, 168 169.

23 Todi¢, Serbian Medieval Painting, op.cit., 321, 323, 334, 335; E.
Dimitrova, Manastir Matejce, Skopje 2002, 106 107, 120 122 (at
Matejic, they wear episcopal polystavria, which is quite unusual).
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Virgin (ca. 1420), where their busts are set in stylized
vines around the apse,?* and the Resava monastery church
of the Holy Trinity (1415/8), showing them in the second
register in the sanctuary. In Resava, they are shown in the
same manner as in Banjska, enclosed in medallions in
rainbow colours, clad in phelonia and omophoria, holding
closed gospel books and blessing, while the names of the
churches they founded or administered as bishops are in-
scribed next to them.? The Seventy Apostles with the in-
scriptions similar to those in Resava were also painted in
the Virgin Hodegetria in Mistra. Among the Seventy in
Resava there survives the portrait of St. Titus ‘of Gorty-
na’?% as a young man with a small beard, pretty much in
keeping with the descriptions contained in the painter’s
manuals.”’ The group of the Seventy Apostles continued
to be painted in Serbian churches in the 16th and 17th
centuries according to the earlier model, which means
that they were shown as bishops. The number of apostles
varied, depending on the available space, but nowhere
were all seventy depicted. In the Moraca monastery
church (1574) they were shown in the naos and the sanc-
tuary;?® in the Trinity monastery near Pljevlja (1592), en-
closed in medallions in rainbow colours on the arches at-
tached to the northern and southern walls of the narthex
under the dome;?° in the Hopovo monastery church of St.
Nicholas (1608) their busts are in the upper portions of
the piers supporting the dome in the naos.* Only some of
them are also designated as bishops, and quite exception-
ally their places of origin are also quoted. St. Titus is
nowhere among them. His portrait can be found only in
the narthex of the Patriarchate of Pe¢ (1565), but among
the busts of saints apparently arranged according to the
liturgical calendar.3!

24V, R. Petkovic, Staro Nagoricino - Psaca - Kalenic, Belgrade 1933,
82, pl. XXIII; B. Zivkovié, Kalenic. Les dessins des fresques, Bel
grade 1982, 10 11; D. Simié Lazar, Kalenic et la derniére période de
la peinture byzantine, Skopje Paris 1995, 78 79.

25 B. Todi¢, Manastir Resava, Belgrade 1995, 57 61 and 83; I.
Prolovi¢, “Predstava liturgije u oltarskom prostoru crkve manastira
Resava,” Saopstenja XLI (2009), 54 66 and 75 76.

26 prolovié, “Predstava liturgije,” op.cit., 58, fig. 3.

27 Cf. n. 4 herein.

28 S, Petkovi¢, Moraca, Belgrade 1986, 230 233 and 238 241, with
schemes of the frescoes.

29 S, Petkovi¢, Sveta Trojica kod Plievalja, Belgrade 1974, 174
(scheme of the frescoes), pls IIT IV (list of the frescoes and inscrip
tions).

308, Petkovi€, Zidno slikarstvo na podrucju Pecke patrijarsije 1557-
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This catalogue of churches appears to suggest that St.
Titus did not hold a place of prominence in Serbian paint-
ing, which is true, but only for the period until the 15th
century. As early as 1415-1418, in the Resava monastery
church, a foundation of despot Stefan Lazarevic, this Cre-
tan, or Gortyna bishop (which is how he was designated)
was given a central place among the Seventy Apostles
alongside St. Stachys of Byzantium (Fig. 1).

His prominence in Resava would be of little consequence
had he not been granted an even more distinguished place
in Kaleni¢ (ca. 1420), a foundation of the despot’s pro-
tovestiarios Bogdan. As we have seen, of the Seventy
Apostles painted on the sides of the pilasters around the
apse, only ten portraits have survived in lower zones. They
are shown in phelonia and omophoria and without gospel
books. Their busts are set in acanthus scrolls, and above
them are their names and saintly epithets, which have sur-
vived for Thaddeus, Cyril (?), Prochorus, Trophymus and,
as it seems, Crispus. St. Titus was set apart and painted
next to them on the western side of the southern pilaster,
above St. Spyridon from the Melismos scene. St. Titus
(CThI OHTb) is shown frontally, full-length, clad in a
sticharion, epitrachelion, epigonation, phelonion and
omophorion, blessing with his right hand, and holding an
ornate gospel book in the left. He is short-haired and bare-
ly bearded (Fig. 2).32 Only a few more bishops were paint-
ed in a similar manner in the sanctuary of Kalenic,
among them St. Eleutherius on the northern pilaster.

St. Titus was even more conspicuously set apart from the
rest of the Seventy at Moraca in 1574. The painters who
decorated the naos and the sanctuary® with frescoes for
the second time took a quite free approach to the portrayal
of the Seventy: some were placed in the sanctuary, others

16 14, Novi Sad 1965, 207.

3 Ibid., 162.

32 7ivkovi€, Kalenic, op.cit., 11; Simi¢ Lazar, Kaleni¢, op.cit., 78.

33 The Moraca monastery church of the Virgin, a foundation of
prince Stefan Vukanovié, was built in 1252, and frescoed a few years
later. Of the original, high quality frescoes, only those in the diacon

icon have survived: V. J. Djurié, Byzantinische Fresken in Jugosla-
wien, Munich 1976, 50 51; Petkovié, Moraca, op.cit., 23 40. Aban

doned in the early 16th century, the church was renovated about
1570 and received new frescoes in phases: in 1574 in the naos and
the sanctuary, in 1578 in the narthex, in 1616 on the fagades, later
that year in the prothesis, and in 1642 in the northern chapel. The
painters of the new frescoes in the naos and the sanctuary and only
these are of interest here did not strictly follow the earlier arran

gement of wall paintings, and even introduced new themes.

AXAE AN (2013), 129-140
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Fig. 1. Resava. St. Titus of Gortyna, 1415-1418.

on the arches in the naos; some occur twice or mixed with
other bishops.3* The rule they followed, however, was to
add the title of bishop to the names of those in the sanctu-
ary, while all those in the naos were enclosed in medal-
lions and designated only by name.?’

Cf. Petkovi¢, Moraca, op.cit. (n. 28), 45. It was then that the portraits
of the Seventy Apostles were painted for the first time.

34 Cf. n. 28 herein.

35 Many bishops from the group of Seventy Apostles were painted in

AXAE AA (2013), 129-140

St. Titus is the only to have been set apart and depicted
differently. He was placed in the first register, on the west
side of the south-western pilaster, next to the repainted
ktetor scene involving prince Stefan Vukanovi¢ and
second ktetors, hegoumenos Thomas and knez Vukic

the prothesis of Moraca after 1616 as well. On them and their signif
icance see B. Todic, “Srpski arhiepiskopi na freskama XVII veka u
Moraci. Ko su i za$to su naslikani,” Manastir Moraca (ed. B. Todi¢
D. Popovic), Belgrade 2006, 97 100.
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Fig. 2. Kalenié. St. Titus, ca. 1420.

Vuceti¢, for whom the Virgin intercedes with Christ en-  designated by their names and the title of ‘holy apostle.” St.
throned (Fig. 3). In the southern transept, not far from St.  Titus, a frontal full-length figure, is blessing with his right
Titus, are the twelve apostles, probably modelled after the  hand and holding an ornate gospel book in the other. He
13th-century frescoes. They hold gospel books and are is clad as a bishop, in a sticharion, epitrachelion, phelo-

134 AXAE AA° (2013), 129-140
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nion and omophorion.?® The well-preserved inscription
reads: CThI AITICJIb OITh (holy apostle Titus). It should
also be noted that Titus is the only bishop among the
standing figures of saints in the naos, apart from St. Sava
of Serbia, painted with St. Simeon (Nemanja) in the
northern transept.3’

Why did St. Titus rise to such prominence in Serbian 15th-
and 16th-century monuments, first indicated in Resava,
strengthened in Kaleni¢ and strongly emphasized in
Moraca? The question is even more interesting because St.
Titus was never portrayed - or at least there is no reliable
evidence that he was - in Serbian art before the 15th cen-
tury. Except for Crete and a single example in the Pelo-
ponnesus, and even there in the sanctuaries of churches,
he was never painted in the lowest fresco register in the
naos, as he was in Moraca. The question, therefore, is:
were these Serbian examples not reassertions of the signif-
icance of Titus as the apostle and first missionary to
Crete?

The question may seem inappropriate considering that
the Serbian church obviously was not of apostolic origin
and that it based its autocephalous status on St. Sava who
had canonically established the archbishopric in 1219.
For that reason, from the early 13th century he was often
depicted in Serbian churches, alone or with his successors,
and was sometimes designated as the first archbishop.
Lined up next to each other, frontal figures clad in festal
vestments and accompanied by formal titles, the arch-
bishops painted on the walls of the naos or narthex testified
to the longevity of the Serbian church and the continuity
of episcopal authority within it. When introduced into
liturgical scenes and joined to other holy bishops, above all
into the Melismos scene in the sanctuary, they were meant
to assert their belonging to the Orthodox community
which always, everywhere and in the same way offers ser-
vice to God. Old Serbian art knew of and readily used both

36 Petkovi¢, Moraca, op.cit. (n. 28), 242 243 (drawing of the fresco).
St. Titus’ face was destroyed in 1644/5 in order to mount a massive
timber beam to support the large icon of Sts Sava and Simeon in
front of the ktetor scene.

37 1bid., 44 and 237 (drawing of the fresco).

38 Cf. G. Babi€, “Nizovi portreta srpskih episkopa, arhiepiskopa i pa
trijaraha u zidnom slikarstvu XIII XVI veka,” Sava Nemanjic - sveti
Sava. Istorija i predanje, Belgrade 1979, 319 342; Tomekovic, “Les
évéques locaux,” op.cit. (n. 13), 65 88; J. Radovanovic, Ikonografska
istraZivanja srpskog slikarstva X111 i XIV veka, Belgrade 1988, 38
55; Konstantinidi, “Le message idéologique,” op.cit. (n. 13), 39 50;
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Fig. 3. Moraca. Holy apostle Titus and the ktetor scene, 1574.

iconographic patterns of depicting its bishops, and in that
it was no different from other parts of the Orthodox
world.3® The Serbian church had never officially claimed
apostolic origin, as it did not have one. If it called St. Sava
an apostle, it did so in most general and symbolic terms,
to emphasize that he was a successor of the apostles and
their accomplishments. It also took up the Orthodox
stance that all the apostles shared equal credit for estab-
lishing Christ’s church on earth, which was the reason
why the apostles were often - especially in the 13th cen-
tury - depicted as a separate group in its churches.?

B. Todié¢, “Reprezentativni portreti svetog Save u srednjovekovnoj
umetnosti,” Sveti Sava u srpskoj istoriji i tradiciji, Belgrade 1998,
225 248; Id., “L’apdtre André et les archevéques serbes sur les
fresques de Sopocani,” Byzantion LXXII (2002), 451 474.

31t was only once, under the delicate circumstances surrounding
the Union of Lyon (1274) that the Serbian church invoked the au
thority of the apostle Andrew, but not even then directly, but
through the Constantinopolitan church, with which it was formally
linked after it had achieved autocephaly in 1219. This found an echo
in the frescoes at Sopocdani painted about 1274. For more see Todic,
“L’apotre André et les archevéques serbes,” op.cit., 451 474.
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Towards the end of the medieval period, however, there
arose a legend which ascribed the Christianization of the
Serbian land to the apostles themselves and an especial
role in that to St. Titus.*® Traces of the legend survived in
chronicles and genealogies, compilations usually lacking
the original documentary value but exceptionally impor-
tant for understanding the period in which they were cre-
ated, between the 2nd half of the 14th century and the end
of the 16th.*! The legend of the evangelization of the Ser-
bian land by the apostles should be related to the legend
about the descent of the founder of the medieval Serbian
dynasty, Stefan Nemanja, from the emperor Constantine
the Great. This legend, inspired by the Slavonic versions of
John Zonaras’ Chronicles, arose in the reign of despot
Stefan Lazarevi¢ (1402-1427),*> which is also the time
when the image of the holy apostle Titus first appeared in
Serbian art. This does not seem to be a mere coincidence.
The genealogies and chronicles were widely read, as evi-
denced by some twenty transcriptions made until the 18th
century, and it has been demonstrated that they influ-
enced literature and the visual arts, of which we have al-
ready written.*3

The legend appeared for the first time in the Chronicles of
Pec, dated to the 14th century. Its introduction relates
that Christianity was spread in the Serbian land by the
apostles themselves; later on, its negligent rulers let many
heresies thrive, and it was not until the grand Zupan Ste-
fan Nemanja that the heresies were uprooted and the Or-
thodox faith firmed up in all of his land.** The chronicler
describes Nemanja as a new beginning - Nemanja ush-
ered in the age of the Orthodox rulers who completed
what the apostles had begun.

Genealogies of a somewhat later date expanded the legend
from the Pe¢ Chronicle and linked it to the apostle Paul’s
disciple Titus, even ascribing the building of the church of

40 N. Radojcic, “Sveti Sava i avtokefalnost srpske i bugarske crkve,”
Glas SKA CLXXIX (1939), 216 217.

411j. Stojanovié, Stari srpski rodoslovi i letopisi, Sremski Karlovci
1927; Dj. Sp. Radojici¢, “Doba postanka i razvoj starih srpskih ro
doslova,” Istorijski glasnik 2 (1948), 21 36; Id., “Konstantin Filosof i
stari srpski rodoslovi,” Zbornik Instituta za proucavanje knjizevnos-
ti 1 (1951), 57 63; D. Bogdanovic, Istorija stare srpske knjiZevnosti,
Belgrade 1980, 208 212.

42 Radojici¢, “Doba postanka i razvoj starih srpskih rodoslova,”
op.cit., 28 29.

43 Todi¢, “Srpski arhiepiskopi na freskama XVII veka u Moraéi,”
op.cit. (n. 35), 107 114.
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Sts Peter and Paul at Ras to him. One of these, the so-
called Pejatovi¢ Genealogy, was reliably created in the
reign of despot Stefan Lazarevic, as it contains the story
of Stefan Nemanja’s descent from the emperor Constan-
tine. Reordering the sequence of historical events, it re-
lates that Nemanja, having conquered the neighbouring
tribes, was baptized ‘in the church of Sts Peter and Paul at
Ras, which had been built by Titus the apostle.” The Ru-
varac Genealogy (1563-1584) reiterates the story: ‘Ne-
manja was baptized in the midst of the Serbian land, in
the church of Sts Peter and Paul, which had been built by
Titus the apostle, Paul’s disciple, because the Serbian land
had been Christianized by the apostles.* The Decani
Chronicle, in reference with the appointment of first
bishops by St. Sava, also says that one of them was
appointed ‘to the ancient Raska [Rascia] church of the
holy apostle Titus.’*

The legend of the early spreading of Christ’s teachings in
the Serbian land by the apostles, created in the 14th cen-
tury, could have easily been linked to St. Titus at the begin-
ning of the following century because it was known from
the Second Epistle to Timothy (4:10) that this disciple of
Paul’s had also preached in Dalmatia, which was adjacent
to Serbia. The attribution of the church of Sts Peter and
Paul at Ras (Fig. 4) to Titus is also explicable. From the
15th- and 16th-century perspective, this church dating
from about 900%7 was the oldest church of the Serbs and
the first seat of the Bishopric of Raska (documented from
1020), where Stefan Nemanja had been baptized accord-
ing to the Orthodox rite (which is a fact). It was only nat-
ural, then, to link the church to the beginnings of Christi-
anity in the region and to the apostle Titus.

The creation of the legend sometime in the early 15th cen-
tury allows us to explain the first appearance and icono-
graphic type of St. Titus in Serbian wall painting by it.

44 Stojanovié, Stari srpski rodoslovi i letopisi, op.cit., 62 64; Rado
jicic¢, “Doba postanka i razvoj starih srpskih rodoslova,” op.cit., 22;
F. Kdampfer, “Prilog interpretaciji Peckog letopisa,” Prilozi za knji-
Zevnost, jezik, istoriju i folklor XXXVI (1970), 70 71.

45 Stojanovié, Stari srpski rodoslovi i letopisi, op.cit., 46, 53. On the
dating of these texts see Radojici¢, “Doba postanka i razvoj starih
srpskih rodoslova,” op.cit., 30 and 34.

46 Stojanovic, Stari srpski rodoslovi i letopisi, op.cit., 194,

47 J. Neskovi¢ R. Nikoli¢, L'église Saint-Pierre prés de Novi Pazar,
Belgrade 1987; S. Popovié, “Preispitivanje crkve Svetog Petra u
Rasu,” Stefan Nemanja - sveti Simeon Mirotocivi. Istorija i predan-
je, Belgrade 2000, 209 229.
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A SERBIAN LEGEND OF THE HOLY APOSTLE TITUS AND ITS REFLECTION IN ART

Fig. 4. Ras, the church of Sts Peter and Paul, 9th-10th century.

His earliest surviving portrait, in the monastery of Resa-
va, belongs to the saint’s usual type within the group of
the Seventy Apostles and is designated, as all the others,
by the name of his ecclesiastical seat in Crete. However,
the placement of his portrait and that of St. Stachys of
Constantinople in the middle of the apse suggests that, to
those who commissioned the frescoes, St. Titus might have
been more important than the others. A few years later, at
Kalenié, he was set apart from the other apostles, who
were shown bust-length, and he was given a prominent
place next to the apse and a formal appearance. The iden-
tifying inscription omits the reference to Cretan Gortyna,
and his counterpart becomes St. Eleutherius, bishop of II-
lyricum. Finally, St. Titus’ portrait in Moraca was moved
down to the first fresco register and accorded a place of
honour next to the ktetor scene. Titus is shown as a bishop,
but the inscription accords him the title of apostle, unlike
anywhere else either before or after, except for Crete,

AXAE AA (2013), 129-140

where he is designated ‘thrice apostle’ a few times. Such an
inscription associated St. Titus with the twelve apostles
painted in the southern transept, but he remained distinct
from them both by his place within the fresco programme
and by his episcopal paraphernalia.

In that way, St. Titus’ portrait in Moraca came quite close
to the saint’s Cretan images. Given that there could not
have been any direct link between Crete and Moraca, we
believe that the similarity resulted from a strange coinci-
dence of St. Titus’ apostolic role: a real one in Crete, where
he was thought to be the first bishop in Gortyna, and an
imagined one in Serbia, where he was ascribed the credit
of christianizing the Serbian land and of building the first
episcopal church at Ras. The legend probably arose in the
early years of the 15th century, more likely at the court of
despot Stefan Lazarevi¢ than at the patriarchate. At no
time did it deny or diminish the significance of St. Sava of
Serbia as the first archbishop, nor did it intend to. It was
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intended to emphasize the earliest, if imagined, apostolic
period of Christianization of the Serbian land, the effects
of which had slid into oblivion over time and were re-
newed and completed by the grand Zupan Stefan Neman-
ja and his son, St. Sava, who ushered the Serbian people
into the Orthodox community. Of limited duration and
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never officially accepted, the legend nonetheless left a
trace in Serbian chronographic literature and religious
art, which we have tried to bring to light and explain. After
the 16th century St. Titus would seldom appear on the
walls of Serbian churches, and simply as one of, and in no
way distinct from, the Seventy Apostles.
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ENAZX ZEPBIKOZ MYBOZ TOY AITOY AIIOXTOAQOY TITOY KAI
H ANTANAKAAZH TOY 2THN TEXNH

OL TAQOOTAOELS TOV ayiov arroatolov Titov evtomi-
Covtat oyeddv amorielotirvd oto vnot g Konme e
OTAVIES TTEQUTTWOELS TTOV OITELXOVILETAL EXTOC TOV VNOL-
0¥ avtov, arotelel u€pog g Tapdotaong Twv Efdour-
®xovto Amootolmv. H ovyvdétepn mapovoia tov ayiov
Titov ®aL 1 ATEUOVLON TOU WG ETLOXGTOV TNV KONTIXY
Coyoagnn yivetal xatavonTi, Aaupdvovtag vaoyn ™
BeOEN0N TOV WC LWOEUTY %Al TEMTOV ETLOROTOV TNG EX-
nhnoiag e Konme Kat’ avtdv tov 1610, oL mapo-
OTAOELS TOV OTOTEAOUV TUTLXY OVTAVAXRAOON TOTIUNG
Aatpelog, Omws autés eviomilovtal o dLApOoQES TEQLO-
¥éc Tov Bulavtivoy ®oouov. AmerroviCovtag Toug 1dpu-
Té€c M €EEYOVTEC AVTLITQOOWITOVS, OL TOTKES EXUANOEC
LoyveomTolovoay T B€om Tovg 0Ty 003d0EN OLoVUE-
V1] %Ol VTTOYQAUULEALY T1) CUUTTGQEVOT] TOUG (LE TO KOLVOVL-
%0 dinauo.

O dywog Titog dev €yanpe Waltepong Twung ot ZepPia,
EXTOC OO TNV TAXRTIXY TOV WyNUovevon otig 25 Avyou-
oToV, TNV NUEEO OV O Plog Tov, fOCLOUEVOS TNV RONTL-
%N wapddoon, dwufaldtav. Amewmovioels tov dev 0w-
Covtal oTic oepPiréc toroyoapies uéxot to 150 awdva,
0VUTE ROl 0T UNVOASYLA. 2T0 povaotiol Tg Resava xot
uévo ota €t 1415-1418, o Kong 1 and ) I'éptuva emi-
0%07o¢ (Ue VTGV TOV TEGTO YOEUXTNEITETOL OTNV TOL-
yoyoaia) éhafe nevriowy 06on uetaly twv ERSoud-
rovTo. ATooTShmV nall ue tov dyto Ztdyv omxd 1o Bu-
Cavtio. Mepurd yoovio apydtepa, yipw oto 1420, o
aywog Titog amewroviotyre oty aPida Tov vaov oTo
Kalenié. tn Moraca (1574), TomoBetiiOnxe otV modty
Covn ot duTry heved tov voTloduTvoU meccoov, Of-
Ao oty emLOYQAPLOUEVY] RTNTOQXY TA.QAOTUON.
[MpémeL, emiong, vo onuewwBel 6t o Titog NTav o pdvog
enionomog UETOEY TV OAGOWMUMY ATEXOVIOEWY TWV
aylmv 0to vad, extég and tov dyo Zappa thg Zepflog.
ITo¥ ogeiletal n dwanputy B€om mov Ehafe n mapdoTaon
Tov ayiov Titov ota ogpPwwd uvnuelo Tov 150v %o
160v audva, OTws aivetal apywxd ot Resava, otn ov-
véyewa, oto Kalenicé »nau pe ueyolitepn ugpaon ot Mo-
raca; H oeoPfuni eundnolo dev emdimEe emionua pio
OTOOTOALXY ®OTAYWYY, TOV AAAmOTE dev elye. Av ovOo-
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uaoe Tov dywo Zappa andotoro, ovto To €mae o€ gv-
0UTEQO Rl 7O CVUPOAKRS emtimedo, TEOREWEVOV VAL TO-
vioel 6T HToy dLAdoY0g TMV ATOCTOAMY KOLL CUVEYLOTNS
TWV EXLTEVYUATMYV TOVG.

ITpog TO TEAOC TNC UECULMVIXAS TEQLOOOV, WOTACO, AUVOL-
TTUYON*RE pLo o@ynom m ooic aTédLOE TOV EXYOLOTLO-
VIoUS TV ZEQRWV OTOVS ATOOTGAOVE XL WAMOTO OTOV
ayo Tito évav wWiaitego pdro ot dwadwaocio avti. H
€ELOTOONON aUTH eUPOVIOTNRE YLOL TEMTH POQA 0T
Xpovird tov Peé. v etoaymyn g mooadidetal to ye-
yovog ¢ duddoong tov XoloTtiavionot ot Zepflo amd
ToVg (OLOVG TOVS ALTTOOTOMOVS. € UETAYEVEOTEQES YOO~
TTEG TINYEG N oY) TS bl agiynomg, 6rwg droow-
Onxe ot Xpovird tov Peé, emextdOnxe no ovvOEOxre
ue to uadnty tov Iavhov Tito, otov omoio amwodsOnxe
aroun %o 1 avEYeQom TNg exxinoiog tmwv ayinv ITétpov
xnot [avhov oto Ras.

H dnutoveyia avtov tov BpUhov otov modwo 150 at-
DOVOL WAC EMULTEETEL VO EENYNOOVUE TNV TED TN EUPAVLON
%OL TOV EOVOYQaEd Timo Tov aylov Titov otig ogp-
Bwég towyoyoapies. H maiaidtepn ametrdvion Tov 0To
uovaotiotr g Resava avixer oto ovvnbiouévo timo
Tov ayiov, oUUpmva (e Tov 0moio ewovitetal ueta gl
twv Efdouirovia Amootdhmv ®ot emtyQd@eTal, OTmg
oL VTOAoLTToL, Ue TV WLOTNTA Tov MG emtordmov Kon-
™G Q01600, 1) TOTOOBETNON THS TOEAOTAOTS TOV HaLl we
oV dylo Ztdyv e Kovotovtivoumoing 0to uécov g
otdag, Ba nroovoe va BemonBel wg evdenTinng Thg on-
uaotag wov elye o aywog Titog otovg TaEayyehoddTeS
TV TOL0YQOQLOV. Alya xodvia apydtepa oto Kalenid
drayweitetal amnd Tovg VITOAOUTOVS OITOOTOAOVS, OL
0700l TTAQLOTAVOVTOLL O€ TTROTOWY, KOl ATTOXTA OLOLXQL-
™ Béom dimha otV aida koL emionun eupdavion. Ztnv
OYLOVUULRY ETTLYQOPT) TOQAAE(TTETAL 1| AVOIPOQE OTNYV
xonTny] [OpTUVA %Ol CUVATELXOVICETOL UE TOV AYL0
EAevbéplo, enionomo tov IMAvLrov.

Télog, 1 amewmdvion tov ayiov Titov oty Moraca tomo-
BetOnure oty ®aTdTEEN CAVN TWV TOLXOYQUPLDV KL
amértnoe onuavtixy 0€0m wg SUOEN TS X TNTOQLRAS TTO-
podotaons Ewovitetal wg exionomog, alhd 1 emiyoaen
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00 aodider Tov TITAO TOV ATOCTOLOV, YWEIC RAVEVQ
OYETXO, TAMALOTEQO 1] UETAYEVEOTEQO, TOQAJELYUA,
ent16c and ™v Ko, dmov optouéves @oeés emtypdipe-
ToL WG TPICAIIWWCTOAOC.

Me avToV T0V TEOTO, 1| TAEACTOON TOV aytov Titov ot
Moraca TAnolooe TIS ATELROVIOELS TOV aY{OV 0TV %ON-
T Coyoaqury. Agdouévne e un vmapgne dueowv
emopdv uetav Kontng xoar Moraca, Bempovue 6t m
OUOLOTNTO TTROXRVITTEL CLTTO (ULOL TTEQIEQYT) CUUTTMOT TOV
aooTtoAroU 0oAov Tov TiTov: EVOS TEAYUATIROU OTNYV
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Kontn, 6ov Bempeitat 3Tt amwotelel TOV TEMTO ETIORO-
7o g I'éptuvag xot evog Weatov ot Zepfia, 6Tov Tov
amodSONKRE O EXYOLOTIAVIOUOS TOV ZEQPMV KL 1) OVE-
YEQOM TOV TEMTOV EMLOROTLXOV VO.oU 010 Ras. [Teplopt-
ouévng dLdpreLag xo XmEis va €xeL TOTE AVOYVMOLOTEL
emionua, o wibog dipnoe 1o onuddL Tov 0Ty oEEPLRT XOO-
vOyQOpLX AOYOTEY VIO %Ol OTY BENOREVTIXY TEYXYN, TNV
omoilo TEOOTOONOUUE VO PEQOVUE OTO PMS KOL VO TNV
EOUNVEVOOUVUE.
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