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3b0OPHUK 3A JIMKOBHE YMETHOCTU MATHULE CPIICKE je ocaoBan 1963. ro-
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VUK DAUTOVIC

University of Belgrade, Faculty of Philosophy — Department of History of Art
Opurunanuu Haydnu pan / Original scientific paper
vukdau@gmail.com

Liturgical vessels from XIX century
Serbian Orthodox churches: Pictorial symbolic
decoration of Eucharistic chalices*

ABSTRACT: Within the corpus comprising the visual culture of Serbian churches in
the XIX century, an important and rarely studied place belongs to liturgical objects. Their
visual and symbolic decoration corresponds to their special liturgical purpose. When ob-
served as objects of communication, liturgical vessels are semantically complex, since they
mediate between the sacred and the believer; they contain and convey the truths of the
church in service of its holiest mystery — the Eucharist. The most distinguished place among
these objects belongs to the chalice, whose plain surface demands pictorial decoration that
is almost catechetical in character. Such images are in direct communication with both the
clergy and the congregation, who together receive the holy mystery of the Eucharist from
it. In this sense the iconographic repertoire used in the pictorial decoration of this most
important liturgical vessel of the Orthodox Church was gradually conceptualized, formed,
and ultimately fixed in the XIX century.

KEYWORDS: Serbian Orthodox Church, liturgy, liturgical vessel, chalice, symbolic
decoration, visual culture, XIX century.

In terms of the peculiarities of chalice decoration in comparison with other liturgical
objects, it must be emphasized that only as a whole does this decoration provide a complete
image; in this sense sacerdotal vestments and liturgical textiles cannot be observed sepa-
rately from the chalice or the fitting of a cross, just as the covers of Gospels cannot be sepa-
rated from the fittings of relics. The same dogmatic assumptions lie in the roots of their
symbolic decoration and formation." The identical motives and symbolic representations, also

* This article is the result of work within the project “Representation of Identity in Art and Verbo-Visual Culture
of the Early Modern Period”. This project is sponsored by the Ministry of Science and Technology, Government of
the Republic of Serbia, project number: 177001 (2011-2014).

' The research in this field to this date is presented primarily through papers concerning the national goldsmithing
of a particular epoch (Rapoikovi¢ 1962; 1966; Vuiovic 1968); also, through the analyses of treasury materials from
significant Serbian monasteries (Sakota 1981; 1984; 1988;); moreover, in the context of the early modern period,
church art and the temple as entities in which objects function within the field of visual culture where important
contributions were provided and which represent the basis for engaging in detailed scientific analyses (TiMOTUEVIC
1996a: 121-148; 2008: 167-259; MakuLIEVIC 2006a: 45-96; 199-238).

171



VUK DAUTOVIC *

iconographic templates, often appear on different liturgical objects, such as Seraphim, who are
represented on ripidions (liturgical fans)?, tabernacles, or chalices with their special symbolic
meaning and role in the liturgical ritual (Sakota 1984: 232-233; DauTovic 2008: 161-162). If
attention is directed to the vessels used in proskomide during the office of Oblation and on
the altar itself during the liturgy, such as the chalice, paten (diskos), asterisk, spear, liturgical
spoon, and zeon, with present textiles such as a liturgical veil for the chalice and diskos and aer,
a group of objects dedicated exclusively for use by priests is distinguished from the chalice as
the final vessel from which the holiest mystery of the Eucharist is received. This vessel represents
an object of a particular communication with the holy by bringing it to the faithful. Therefore,
greater attention is dedicated to its visual decoration and its symbolism in a comprehensive
way that catechetically summarizes the basic truths of the Church and Christian teaching.

The visual formation of the chalice implies the use of symbolic decoration which is re-
lated to its liturgical function. Liturgical sources state that holy images were often found on
chalices and that the most commonly displayed was the image of the Good Shepherd, which
was used to remind priests of their shepherd obligations (VESNIK SRPSKE CRKVE 1897: 113—114).
However, in early modern period practices there are almost no chalices that contain this
iconographic template, nor is it recorded as a model on visual art sources. This shows that the
beginnings of the symbolic decoration of the chalice date from the first centuries of Christian-
ity, but also that their visual meaning is connected to their function, communicating and
transferring messages equally to those who make the offerings in the chalice — the priests and
laymen who receive the holy Eucharist from it.

The choice of represented topics is usually related to the Eucharistic function of the
chalice, emphasizing some of its segments in decoration. They can symbolically refer to the
act of transubstantiation of the offerings into the true body and blood of Christ or to the of-
ferings themselves, sacrificed in the form of bread and wine, which remind of their bloodless
character and the establishment by Christ himself at the Last Supper. The sacrificial character
can also be emphasized through representations of the cross as the instrument of passion or
the redemptive character through use of the depiction of Deésis and the figures of saints, such
as Evangelists, as founders of the terrestrial apostolic church. The use of text engraved on the
chalice can also have a decorative character which usually appears as a prayer or in the form
of the donor’s votive inscription. Apart from this, in some cases, when perceiving the chalice
in the mediating sense, it contained profane emblems such as national symbols.

The decoration of the chalice is formulated in accordance with the dogmatic demands of
the Orthodox Church. It is symbolically related to the sacrificial character of the liturgy, em-
phasizing the importance of the holy offerings and their transubstantiation into the true body
and blood of Christ. This also represents the source for the choice of topics related to the in-
terpretation of the chalice as the vessel of salvation (AmutpeBCkin 1894: 134—135) and the use
of certain iconographic types such as Deésis as a visualization of the liturgy itself and its
complexity (Mouriki 1968: 13—16). The disposition of the decoration visually distinguishes
the cup of the chalice as the main carrier of the symbolic message on which the above-men-
tioned motives appear; the handle is rarely decorated with anything apart from nodes or floral

2 Flabellum, lat.
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* LITURGICAL VESSELS FROM XIX CENTURY SERBIAN ORTHODOX...

motives, while on the base simpler and fewer ornaments and symbols related to the cup of the
chalice are repeated.

In the first half of the XIX century, on chalices crafted in traditional silversmith workshops,?
representations of angelic powers prevail in the form of angels by way of orders from Cheru-
bim and Seraphim — motives of the cross and floral decoration in which the grapevine appears
occasionally as a Eucharistic symbol. They were crafted from silver by chasing and embossing,
as well as the Repoussé technique and engraving. The base and handle often repeat the form
of those on the Altar crosses, while the cup is mostly wider and shallower. Taking the decoration
into consideration, this makes them specific objects related to the Serbian Church in the Bal-
kan area. Apart from those already stated, during the uprising period, and in this particular
context, profane topics such as national symbols appear on the cup of the chalice.

In the second half of the century chalices formed by goldsmiths* were made in accord-
ance with the current styles of the historicism époque and they were primarily decorated by
wheat ears and grapevines as Eucharistic emblems; their Orthodox character is persistently
defined by the Eucharistic prayer which appears on the brim of the cup styled after the recent
Russian models. Russian chalices are present in large numbers, the characteristics of which
are representations of saints and the use of round medallions (Dautovi¢ 2008: 165-166). These
chalices also left a trace on the practice of the decoration of chalices in Serbian surroundings.
This period is characterized by import both from Russia and Austro-Hungary, but also by
modernized national production under the influence of historic styles which followed the
building and renewal of Serbian temples in the second half of the century.

The end of the XIX and the beginning of the XX century was marked by the almost
complete absence of any decoration or its reduction to a minimum. Liturgical objects contain
representations of the cross and less abundantly stylized floral ornaments following the general
currents of applied art from the beginning of the XX century, primarily treating the form itself
and cancelling the superfluous decoration.

SYMBOLS OF THE EUCHARIST

As the basic symbols of the Eucharistic sacrifice, wheat ears, grapes and grapevines appear
in the decoration of chalices. Wheat ears symbolize the flour used to make prosphoron, out
of which the Lamb will be separated and intended to become the true body of Christ; grapes
and grapevines symbolically represent the matter that yields wine which transubstantiates into

3 The term xyjynuuja is related to the Balkan silversmiths whose works in precious metals were created primar-
ily by the use of traditional goldsmith techniques: Repoussé and chasing, filigree, granulation, and savat, by which
they formed objects and jewelry in accordance with the standards of the Ottoman-Balkan cultural model. The relation
of the traditional silversmiths (kyjynuuja) as opposed to a goldsmith can be observed as one resembling the relation
of “Zograph” model painters with the academically educated painters of the epoch of Historicism Cf. (MAKULIEVIC
2004: 385-405; 2005: 21-27), who operated in the same period. This transformation was actually a part of the complex
process to which Serbian culture was exposed in the XIX century.

* When speaking about goldsmiths, it must be taken into consideration that this term was not only applied to
the smiths who manufactured golden objects but also included silversmiths who created objects made of silver, since
there is no difference in the techniques of the manufacturing and processing of these two precious metals (Link 1973:
9); The term goldsmith paradigmatically relates to the phenomena of accepting the modern technical procedures of
production and the adjoining Western-European historical styles in metal processing in Serbian surroundings, espe-
cially after the second half of XIX century, Cf. (Dautovic 2012a).

173



VUK DAUTOVIC *

the true blood of Christ. The choice of grapes and wheat ears emphasize the bloodless character
of the Eucharistic sacrifice (coicporHuie xpicTiancicoe 1824: 239-242).

Biblical equating between the wheat and the human appears more often in European art
after the Trident reform. During this time the European emblematic accepts it and forms it in
the contextual sense. In the form of pictogram, wheat ears are the bases to the moralistic en-
couragement of the consciousness expressed through an image — physical death as the anteced-
ent of the new life, formed under the influence of the Stoics and through the interpretation of
The First Letter of Paul to the Corinthians (MiHAILOVIC 1979: 56). The symbolic equation of
the blood of Christ with grapevines out of which the Eucharistic wine is made is a well-known
topic in the cultural circle of the Orthodox world since the late middle ages. This topic attains
its further development in the Baroque epoch through various forms of representation, such
as Christ in the winemaking press and the related representation of Christ as the heavenly
bread which is ground in the Eucharist wheat mill (TimoTuEvIC 1996b: 392).

This kind of chalice decoration, organized in the form of a field with emblematically
represented grapes and wheat ears, is most commonly placed in the cartouche. This is the form
in which it appears on goldsmith works, among which the most relevant is the chalice manu-
factured in Vienna by the goldsmith Georgije Jovanov for prince Milo§ Obrenovi¢; in the name
of the young prince Mihailo, he presented it as a gift to the Mihajlovac Church in 1836 (Cirovic
2012: 124-125). Wheat ears and grapes surrounded by floral garlands and ribbons are repre-
sented in decorative cartouche, following the brim of the base garlands with entwined wheat
and grapes (fig. 1).

On the base of the chalice from the Church in Tijanje (donated in 1851) a frieze of a grape
vine appears following the brim as the only decoration that is distinguished from the smooth

3 ﬁ;ﬂ 1
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Fig. 1. Eucharistic emblems — Ears of wheat and clusters of grapes, chalice from Mihajlovac Church from 1836,
the work of goldsmith Georgij Jovanov.
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* LITURGICAL VESSELS FROM XIX CENTURY SERBIAN ORTHODOX...

classicist-conceived body of the chalice. On the neobaroque chalice from the Church in Golu-
bac, dating from 1867, this kind of decoration is formed from a grape arranged with three ears
of wheat placed between two leaves of vine. Ornamentation made in this manner was conse-
quently applied to the areas adjoining the line of the cup bottom and to its base. The Viennese
work from 1853 also includes the chalice from the monastery of Petkovica, which also contains
a frieze near the line of its base composed only from entwined ripe grapes.

Traditional smiths used the same decorative motive in their works, just without the he-
raldicity of the clearly framed fields intended for this kind of decoration. An interesting ex-
ample is the chalice from the Church in Gornja Trepca, from metochion of the monastery
Vujan, gifted to the monastery in 1871. It was manufactured from silver and gold-gilt. It
consists of a smooth cup and a gold-gilt silver coronet around it decorated with the ajouré
technique, with motives of garlands and leaves, which by its conception is more middle Eu-
ropean, with a simple handle and the base decorated with four fields formed out of broken
arches. In the two opposing ones there are rose flowers and in the remaining two there is a
chalice as a Eucharistic emblem represented along the middle axis, while on the sides there
are branches of grapevine and grapes bending towards it (fig. 2).

In his first works, the Belgrade goldsmith Jovan Nikoli¢ uses emblematic displays of
grapes and wheat ears, first on the chalice from Gornja Dobrinja and then on the one from the
Rakovica Monastery. He places them to resemble the heraldic representation in the shield-
shaped fields by use of which he forms the rim around the cup, while the base on respective
chalices regularly follows the stylistic direction in which he forms the cup. On the rim around
the cup, manufactured by the goldsmiths Stoji¢ and Nikoli¢ for the Ascension Church in Bel-
grade, individual grapes with two vine leaves each appear. On the chalices made by Nikoli¢
for the Cathedral Church in Negotin, but also for the Church in Kobisnica and two chalices

Fig. 2. Eucharistic emblem — Chalice with grape vine, church in Gornja Trepca, votive gift to the monastery
of Vujno in 1871.
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from the Church in Salas§, he formed a unique decorative field which resembles by symmetry
and expression the heraldically composed shield, because he crosses the wheat ears with the
branch of vine with grapes. The Topc¢ider chalice is in the style of Neo-Rococo in its shell-like
cartouche, and the base also contains these terrestrial fruits, as well as the latter Neo-Baroque
chalices from the Cathedral Church in Belgrade and Churches in Radujevac and Rajac. The
representative chalice that was donated by Prince Milan Obrenovi¢ to the Cathedral Church
in Belgrade also contains Eucharistic motives on the base (Dautovic 2012a: 180—-187).

Apart from the mentioned Eucharistic motives on the cup of the chalice along its brim,
the most common inscription among them is a hymn which is sung during the holy Eucharist:
Receive the Body of Christ, Taste the Fountain of Immortality.’

TKAO XpPHCTORO MPHIMHTE HCTOTHHICA E'RCIUEPTHATO RICYCHTE

This prayer is present in the church Slavonic transcription on almost all the chalices made
by Nikoli¢, but also on the chalice from the monastery of Petkovica. It confirms the Orthodox
character of the chalice, directly calling for the church hymn sung by the choir with the people
while the communicants approach to receive the holy mystery of the Eucharist. In the second
half of the XIX century, the use of matrices for metal shaping in accordance with current
historical styles is common; these moulds often originated from the Austro-Hungarian mon-
archy. The same matrices were used for the production of chalices for the Roman Catholic
cultural circle, which share the equal notions of the real and true Eucharistic sacrifice of Christ.
Therefore, modeled after the Russian practice, the engraved text of the Eucharistic prayer
transformed these objects, fitting them visually into the Orthodox ritual. If the decorative
purpose of the calligraphically-engraved text is taken into consideration, but also the old
practice of inscribing the votive texts on objects designated for the Church (Raposkovi¢ 1966:
Fig. 7; 40; 42; 58; 88; 89; 90; 185; 187; 192; 193), then it can also be considered as an equal
element of decoration.

REPRESENTATIONS OF THE CROSS

In the symbolic decoration of chalices the cross as an instrument of the Passion occupies
a special and honorable place. It is influenced by the Baroque reform of the Orthodox world
and opposing the Protestant theology that criticized the emphasized celebration of this relic.
Therefore, in Baroque preaching, books, and literature the cross is distinguished as a symbol
of Christ’s redemptive love towards sinful mankind. It is interpreted as the tree of life whose
exegetical image is announced in the Old Testament and confirmed afterwards throughout the
New Testament. In emblematic literature the cross is emphasized as a universal symbol, the
paddle of faith, and the mast of the church nave, and then the key of the doors of heavenly
Jerusalem (TimoTtuEvIC 1996b: 333-334). During the XIX century in liturgical manuals, the
cross was conceived as: the guardian of the entire universe, pulchritude of the church and
God'’s glory, which is to the opprobrium and malison of disbelievers (MaxkuLIEVIC 2006a: 193).
It is an instrument of salvation by which Christ defeated death and Satan.

5 The Divine liturgy of Saint John Chrysostom (SMEMAN 1992: 72).
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As a motive in the symbolic decora-
tion of the chalice, the cross continuously
appears during the XIX century. The cup
of the chalice made by silversmith Petko,
donated in 1812 to the Old Church in Ne-
gotin, is decorated with a cross whose base
is entwined in a rose flower and leaves,
while on the top is a dove (fig. 3). Inside
the church space the crucifixion cross
with the Dove of the Holy Spirit is placed
on the top of the iconostasis, visually and
symbolically completing its sense. Point-
ing to this cross and to the attention of
believers was done by specific acts during
the liturgical ritual (MakuLievic 2008: Fig. 3. Motive of the cross with a dove, decoration of the
100_,1 O1). Apart from that already stated, chalice cup engraved and made by silversmith Petko in 1812,
the display of flowers through floral dec- Old Church in the city of Negotin.
oration and the dove (i.e. birds) belongs to
the old symbolic picture of paradise, con-
ceived already in the visual culture of the early Christian period (KgssLer 2007: 111-139),
whose notional and symbolic interpretation remained during the XVIII and XIX centuries
(MiHAILovIC 1979b: 312-319; ZAri¢ 2008: 138—139).

On the chalices of goldsmith Nikoli¢, the cross always appears beside the rim of the
chalice cup, beginning and ending the words of the hymn sung during the holy Eucharist. The
emblematic display of the cross on Golgotha is almost regularly represented on Russian chal-
ices and, as the instrument of the Passion, it is glistening in glory, surrounded by rays of light.
The cross from the neo-baroque shaped chalice from the Church of Saint Archangel Gabriel
in Veliko Gradiste is also represented in this way (MakuLIEVIC 2006a: 75).

Apart from the medallions with the emblematic representation of the cross, in the second
half of the XIX century emblematic pictograms with instruments of Christ’s passion also ap-
pear, such as on the chalice of Top¢ider Church in Belgrade (Vusovi¢ 1986: 421); emblematic
pictograms of instruments of the Passion enter Baroque art of the Orthodox world by means
of Western-European graphics. The way of composing the pictogram from the chalice of the
Topcider Church corresponds to Baroque formulations from printed antiminsion that were
stamped during the XIX century (Dautovic 2008: 181-183).

At the end of the XIX century, decoration gradually vanishes from chalices and the cross
is sometimes engraved on them, giving them an Orthodox character such as on the chalice
from the treasury of the Cathedral Church in Negotin. This chalice was made in Vienna and
stamped with the appropriate silver hallmarks; subsequently the votive inscription and a cross
were engraved on it in 1893. The cross is depicted as an ortxodoh with rays of light in the
intersection. Almost all ways of displaying the cross follow a similar formulation of a victori-
ous instrument of salvation in glory, out of which sun rays burst.
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ANGELIC POWERS

Representations of heavenly angels and angelic powers from the orders of Seraphim and
Cherubim are very common motives in the symbolic decoration of chalices. Their appearance
on the chalice and other altar vessels reflects the idea according to which the heavenly and
earthly liturgy takes place simultaneously. In the moment of the consecration of holy offerings
and their transubstantiation into the body and blood of Christ as the topmost and the holiest
moment, according to Saint John Chrysostom: angels surround the priest and a whole troop of
celestial chorus is unified in cantillation while the altar is filled with angelic powers (MIRKOVIC
1966: 103). Also, representations of angelic powers were displayed on ripidions which are
placed before the altar table. They most commonly contained representations of Cherubim
and six-winged Seraphim as guardians who watch over holy offerings, symbolizing the invis-
ible flight of these powers over the holy throne and the holy offerings themselves (Mirkovi¢
1965: 118; ImutpEBCcKIM 1993: 142— 143). Ripidions also represent the convocation of holy
heavenly incorporeal powers from different angelic hierarchies which follow and upheave
gratitude to Christ the Emperor, who mysteriously appears in the form of a sacrifice carried
in the hands of a priest. Therefore, deacons carry them before the holy offerings during the
Great Entrance, representing Cherubim who, trembling with fear, precede the holy mysteries
(coporHIe xpicTiancioe 1824: 119). These are the reasons why the heavenly incorporeal powers
in the form of Seraphim and Cherubim appear as a frequent motive on chalices, which is com-
mon in the first half of the XIX century. This practice of symbolic decoration based on rep-
resenting angelic powers was nurtured in the wider Balkan area under the jurisdiction of
Constantinople Ecumenical Patriarchate, whose theological ideas and practices were main-
tained and about which other preserved chalices from the mentioned period testify (pymEB
1976: 294-295, 298; FororouLos, DELIVORRIAS 1997: 350-357).

On the chalice from 1828 which is in the old Church in Uzice, the base and the cup are
decorated with winged angelic chests, four of them on both the base and the cup (fig. 4). These
are distinguished by parcel-gilt golden
areas, as opposed to the silver mass of the
chalice. The other chalice from the same
church, donated in 1844, contains two-
winged angelic faces which appear only
on the cup and which are also covered in
gold plating (Vusovic 1986: 418; 420). The
previously-produced chalice in some of
the traditional silversmith workshops, un-
der the orders of Duke Dimitrije Georgije-
vi¢ and donated in 1817 to the monastery
Studenica, has the pictorial representation
of Cherubim and Seraphim on its base in
mutual alternation (Sakota 1988: 128—
129). On the base of the chalice from the

Fig. 4. Depiction of angelic forces, base of the chalice from ~ Mmonastery Petkovica, maUUfaCtur?d in
the Old Church in the city of UZice, made in 1828. 1853 as the work of some of the Vienna
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goldsmiths of the Orthodox cultural circle, six-winged Seraphim are displayed, between which
are medallions, made using the niello technigue. On the massive and deep cup of the chalice
from 1874 kept in the Church of the Holy Martyr George in Surdulica, six-winged Seraphim
are engraved. Figures of Seraphim on the cup can also be found on a simple chalice, probably
made in the mid-XIX century and kept in the Church of Saint Petka in Smiljevi¢i (Dautovi¢
2009: 407-408). The filigree chalice from Osipaonica Church is decorated with heads of Cherubim
cast in silver with filigree wings which are applied to the cup of the chalice (DauTovic 2012b:
245-246).

The chalice cup from the Church in Prilipac, donated in 1883, is decorated with down-
-to-the-waist representations of angels between which a censer hanging on chains is displayed.
Angels are represented as two-winged with arms crossed over the chest, dressed in tunic, with
their heads surrounded by nimbus. The base of this chalice is decorated with floral ornaments.
Censer that appears displayed on the chalice possesses the attribute of a Eucharistic symbol
which had, as such, appeared on the Iconostasis Imperial Gate together with tablets of the
covenant, vessels full of manna, and the chalice itself (TimoTiEVIC 1996b: 390).

CHRIST AND THE SAINTS

Representing the image of Christ and also the images of saints was a common practice
in Russian Orthodoxy (Ivanova 1976: 78; Sakota 1988: 127-128; Dautovic 2008: 166). The
scene that most frequently appears is the one of Deésis, where Christ is blessing people, and
on the sides Virgin Mary and Saint John the Baptist are displayed, while the fourth medallion
on the cup contains the cross on Golgotha. On the base there were usually Evangelists with
their personifications. These representations were mostly engraved on metal, sometimes paint-
ed on porcelain medallions and applied into decorative frames, and there are also specimens
made by the technique of enamel. The high-quality work of the Moscow goldsmiths, deco-
rated by the engraved scene of Deésis and a cross, exists in Cathedral Church in Vranje. In
the Cathedral Church of Belgrade several more chalices are kept, originating from the Russian
Empire and designed in this way, on which apart from the cup the base is also decorated with
the images of Evangelists. Other scenes can also be found on the base, such as on the mentioned
chalice from Belgrade Cathedral Church, manufactured in 1836 in Moscow, on whose base
there are the following scenes: The Agony in the Garden, The Arrest of Jesus, Way to Calvary,
and The Entombment of Christ (Vuiovic 1996: 162-163, 165).

The type of chalice frequently depicted in fresco decoration of the proskomidion niche
in the XIX century relies on this method of decoration, performed by the use of figures of
saints placed into medallions. The chalice from the monastery of Petkovica is decorated in
this way as well; it was produced in 1853, probably as the work of some of the Viennese gold-
smiths who, according to the hallmarks, in that same year worked on four marvelous silver
ripidions and the cross for the court church of Prince Milo§ Obrenovi¢ in Kragujevac by the
order of Rista Pejovi¢c (Markovi¢ 1935: 41). This chalice was made from gold-gilt silver and
the coronet around the chalice cup is decorated with motives of leaves and garlands made with
the ajouré technique; on it there are four medallions made of silver and decorated by the
niello technique. The technique of decorating metal objects with niello and savat has a long
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tradition in the Balkan area (Raposkovic
1966: 100—-102). Medallions on the base of
the chalice were also made using niello,
on which the four Evangelists are repre-
sented with their symbols. The base also
contains representations of grapes with
grapevines and six-winged Seraphim who
are placed between the medallions. This
chalice was formed with great precision, as
the work of an extremely crafty goldsmith.

The Belgrade goldsmith Jovan Niko-
li¢ used porcelain medallions for the dec-
oration of the chalice made according to
the order of young Prince Milan Obreno-
vi¢ for the Cathedral Church in Belgrade
in 1872 (fig. 5). On the chalice cup in car-
touches there are four oval medallions on
which are displayed the following scenes:
Virgin Mary in Prayer, The Crucifixion,
Fig. 5. Images of saints on the chalice: Virgin Mary in Prayer,  §yint A rchangel Michael and Saint Nico-

The Crucifixion, Saint Archangel Michael and Saint . T .
Nicolas. The work of goldsmith Jovan Nikoli¢ from 1872, las. The choice of individual saints on the

votive gift of Prince Milan Obrenovié to the Cathedral cup of the chalice of Pri.nce Milan CQHId
Church in Belgrade. have been directed by his personal piety,

interpreting them as devotional represent-
atives and protectors in this world and afterwards at the Last Judgment, but also related to the
cult of Saint Archangel Michael, the patron of the Cathedral Church of Belgrade.

The new Baroque-shaped chalice from the Church of Saint Archangel Gabriel in Veliko
Gradiste is decorated with three medallions on the chalice cup which contain the following
representations: Christ Holding and Blessing Bread, The Crucifixion and The Holy Spirit in
the Form of a Dove hovering above an open Gospel on whose pages the initials /C. XC. are
inscribed (MAkULIEVIC 2006a: 72). Medallions with the image of Christ or with Deésis point
to the chalice as a container of his true blood and, in a miraculous way, Christ himself who is
in it. The redemptive role of the sacrifice which is emphasized in this way, according to church
teachings, brings salvation to the whole of mankind. The representation of the Holy Spirit as
a dove directly reflects the canonicity of the act of epiclesis, visualizing the teaching about
the need for the descending of the Holy Spirit upon the holy offerings for the sake of their
transubstantiation.

On the base of the chalice made by the technique of filigree from the church in Osipaonica,
Evangelists are displayed in oval medallions (Dautovic 2012b: 245-246). The display of Evan-
gelists and a topic such as the mentione The Agony in the Garden corresponds to the current
theological conceptions of the Russian church, who highlighted the biblically-historical dimen-
sion in defense of dogmatism of the Eucharistic act. As such they are present in the Serbian
environment during the XIX century (MakuLievic 2006a: 110).
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PROFANE AND NATIONAL SYMBOLS

In the visual decoration of chalices in the XIX century, the occasional use of profane
national symbols is noted. The only known example at the moment is the chalice of Duke
Milenko Stojkovi¢, donated to the Old Church in Pore¢ (Donji Milanovac) in 1807. It was
produced in the time of the First Serbian Uprising, after a great victory and the liberation of
Eastern Serbia from the Turks, with a specifically-conceived decoration.® The chalice was
ordered in Vienna and formed in a classicist way, made from gold-gilt silver and located with
a letter (A), also dated with a year (1807) as well as the initials of the smith (KS). It consists
of a smoothly-polished insert cup; a decorated cup fitting on the handle with filigree nodes is
positioned on the base decorated with floral ornamentation.

On one side, the composition surrounding the cup displays the Serbian Coat of Arms —a
cross between four firesteels arranged in the quarters around it on a shield. A Coat of Arms
is draped with a mantle lined with ermine, flanked as guardians by two Serbian officers from
the period of the First Serbian Uprising (Vasi¢ 1980: 11-19; 1983: 353-358). On the opposite
side is displayed a heroic equestrian figure in full armour, crowned with a victorious laurel
wreath by two angels. Below the horse hooves crossed halbards are displayed, spears and
broken flags, and also a soldier helmet on a round shield, symbolizing the defeated army. The
horse is decorated with a crest in a ceremonious way, like the helmet of the horseman himself
(fig. 6).

This form of iconic representation of the triumphator on a horse had been established in
the Roman classical period, further developed during the Renaissance and Baroque in the

Fig. 6. Allegorical personification of the triumph of the Serbian army on the chalice cup of Duke Milenko
Stojkovié¢, Old Church in Porec, 1807.

¢ As one of the rebels from Karadorde’s time and a participant in the uprising against the Dahias from 1804,
Milenko Stojkovi¢ together with Petar Dobrnjac is one of the most distinguished rebellion leaders in the territory of
Eastern Serbia. In July of the mentioned year on the island of Adakale, and caught up with the running Dahias and by
the order of Becir-pasha, Duke Milenko deprived them of their lives. This event ended the first period of rebellious
Serbia, and afterwards the battles of Ivankovac (1805), Misar and Deligrad (1806), and I¢ko’s peace (1806) followed.
By this reconciliation Serbia attained a great compromise, becoming a vassal principality. However, the reconciliation
was discarded and a treaty was signed with Russia, while battles continued. In Eastern Serbia Duke Milenko Stojkovic¢
made a breakthrough at Krajina and attacked Negotin, where Vidin Turks made him retreat and surrounded him on
the Stubik northwest from Negotin. Karadorde and a part of the Russian army came forth to help him and on 19 June
1807, the Turkish army was defeated in the battles of Stubik and Malajnica. After this the whole of Krajina was liber-
ated, excluding only Kladovo (VESELINOVIC 1966: 60 — 64).
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service of magnificence and public representations of the ruler (Borozan 2013: 219-221), to
which emblematic pictograms of war victory are added (Rippa 1709: 51). Until today, scien-
tific research interpreted the displayed chevalier as the Serbian Duke Karadorde (Vasi¢ 1965:
10). However, as much as there are numerous reasons for the point of view that the displayed
national hero is Karadorde himself, it is also possible that at the moment of donation, Duke
Milenko Stojkovi¢ memorializes the great victory of the Christian army as his own and in the
name of gratitude for the conducted battle, lives saved, and the liberation of Krajina, he offers
the chalice as a gift to the altar with the display of the allegorical victory and the triumph of
the Serbian liberation army.

At the moment there is no historical material about the ideator of this chalice or the pro-
cess of its manufacturing and ordering. The letter of Prince Milo§ Obrenovi¢ sent to Naum
Icko in Zemun on 24 March 1824 during the preparations for the wedding of his daughter
Petrija can point to the interpretation of the symbolic decoration of the chalice from Pore¢ as
an allegorical personification of the Serbian military triumph. In this letter Prince Milo$ orders
the decoration of his court in Kragujevac, apart from other procurements to be purchased, a
silver goblet and flagon. He explicitly describes how these objects should look: On the goblet
and flagon I want these decorations on the sides.: on one side the Serbian Coat of Arms and
on the other a Duke with a sable-helmet, and from the third one a lord on a horse, and under
the horse’s legs military signs such as spears, flags, canons, and on the lord’s head a knight’s
helmet, from the right and left side an angel holding with one hand a laurel wreath and trum-
pets with the other one (DIMITRIEVIC-STOSIC 1962: 31). The chalice of Duke Milenko was
probably familiar to someone from the prince’s surroundings or to the prince himself, since
this description almost literally fits the chalice, connoted through the concept of the allegorical
triumph of the nation in the service of the ruler.

Regarding this chalice, P. Vasi¢ states a doubt in terms of the handle, which he considers
to be heterogeneous with the remainder of the chalice and that it was additionally changed due
to the use of filigree nodes which are positioned on the top, middle and bottom of the handle
separated with silver cylinders (Vasi¢ 1964—1965: 114—-116). This fact is unlikely, since the
handle is gold-gilt like the chalice. Apart from this, the use of filigree as a traditional technique
could place the chalice visually in a relation with the older works of Serbian goldsmiths and
the period of the “glorious past” (Dautovic 2012b: 240-242). Bearing in mind its nationally-
engaged decoration this could have been a meaningful gesture, because the chalice was not
ordered to accordingly represent a certain stylistic direction but rather to express and convey
a certain idea. Also, in the beginning of the XIX century, during the manufacturing of certain
works, Viennese and Serbian goldsmiths cooperated (Han 1970: 663).

Observing this chalice within the frames of the visual culture of nationalism, it can be
taken as one of the early examples of a complex allegorical personification from the period of
the First Serbian Uprising (MakuLIEVIC 2006b: 207-222). Taking into consideration the image
of the Eucharist in the structure of the Kosovo myth, it could be actualized exactly by the

" Bearing in mind the Christian cultural context and the genesis of this kind of representation, it can also be
connoted through the concept of Miles Christianus as one of the forms of its symbolic and allegorical meaning (MoF-
FITT 1983: 89-95); one can also see this form of representation in Serbian visual culture during the X VIII century
(Timotuevic 1987: 71-78).
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symbolic gesture of the chalice, donating with its display of victory for the Christian army over
the centuries-old enemy. While in the context of its function, profane elements of the sym-
bolic decoration can point to the spilt blood and sacrifice made for the sake of creating the
Christian state, equating it somewhat with the blood of martyrs for faith and with the blood
of Christ present in the chalice in a miraculous way.

CONCLUDING REMARKS

Liturgical items as objects of visual culture participate in constituting the sacral space of
the church and they finally give form to its holy space, since by means of these vessels and
objects the space comes to life in the ritual and, above all, the liturgical sense. Vessels are
means of communication with believers during various church rituals, even though the ma-
nipulation of these utensils lies in the domain of the priest. They are used to conduct the Holy
mysteries, indirectly bringing to believers the concept of Christian grace and the complex
abstract category of Holiness. Therefore, the symbolic decoration of these objects visually
reflects the teachings of the Church, which are connected to their function in a ritual.

The chalice is, semantically speaking, the most complex vessel, with a role during the
liturgical ritual that is crucial and in an incomprehensible way contains Christ himself. By
staying out of the complex dogma of transubstantiation, its symbolic meaning within the
frames of the church is canonically determined and its recognition in the domain of visual
culture is almost emblematic. As opposed to the holy images whose sacred nature is differ-
ently constructed, Eucharistic utensils are directly consecrated by the liturgical ritual contain-
ing Christ himself as the final object and materialization of Christian belief. To a great extent,
previous epochs shaped the chalice as a special decorated cup, morphologically influenced by
the Gothic and completed with precious gems in accordance with its biblical symbolism,
continuing this practice for a long time. During the X VIII century and finally in the XIX
century, images appear on the chalice as the main functional carrier of the symbolic message.
Under the influence of emblems, pictograms of the Eucharist appear, combining wheat ears
and grapevines in different forms. Another important narrative is the representation of an-
gelic powers, in whose unseen and meaningful cooperation the liturgical ritual takes place.
Representations of angelic powers can be related to the wider Balkan area as the field of the
Ecumenical Patriarchate’s jurisdiction. The influence of Russian theology, through import,
brought the display of Deésis and the representation of saints, also Evangelisitc scenes through
depicted medallions, enameling or engraving which, as an appropriate expression of Orthodoxy,
were accepted in Serbian surroundings. To a significant extent, industrial production deter-
mines the further destiny of decoration which moved between historical styles and the mass
Russian church production. At the end of the XIX century and the beginning of the following
one, all image forms of decoration were abandoned, giving their place to the cross as the basic
symbol.

The ways of constructing the notion of holiness in a given time and cultural context are
reflected through mechanisms that are in the service of its transfer and communication towards
the believers. Within visual culture, objects that are related to practicing different rituals and
forms of piety participate in the forming of the concept of holiness as its denominators and
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conveyers to the same extent as the images themselves, and sometimes even more than them
(Bynum WALKER 2013: 3—18). Therefore, the pictorial symbolic decoration of liturgical objects
can be perceived through the relation between the images recognizable in the iconographic
sense and the world of objects with the remark that they are mutually contained by the prin-
ciple of mise en abyme, since objects such as chalices can be found in different iconographic
displays and that they themselves are carriers of the image representations. In this sense their
meaning as objects and functioning in the XIX century is more clearly tied to the symbolic
image, which related to the reception of the observer and more or less brings them closer and
interprets them in the abstract sphere of holiness.
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Byk [ayroBuh

JINTYPI'NICKU CACYAN ¥V CPIICKUM LIPKBAMA XIX BEKA:
IMUKTOPAJIHA CUMBOJIMYKA JIEKOPAIIMJA EBXAPUCTUJCKUX ITYTHUPA

Pesume

YV BU3yeNnHOj KyATypH cpricke npkse y XIX BeKy, BaXHO U MaJIO TPOYYCHO MECTO MPHUIAAa JIUTYP-
THjCKUM MPe/IMETHMA. [MocmaTpanu kao 00jeKTH KOMYHHKAIIU]je, IUTYPrHjCKHU cacy cy clioxeHu Oyayhn
Ja Hocpenyjy n3mel)y cBeTor u BepHUKa, caapxaBajyhu u npeHocehu uCTHHE LPKBE y CIykKOU IeHe
HajCBETHjE TajHE — €BXapHUCTH]eE. Ha_]I/ICTaKHYTI/I_]e MecTo Mehy 60FOCJIy>K6€HI/IM MpeMEeTHMa CBAKaKo
MpUIIAAa NyTHPY. YIOra NyTHpa y TOKY JUTYPTrHUjCKOT PHTYyala je KJbydHa, yIpaBo OH Ha MHUCTHYaH
Heca3HATJbHB HAYMH CaJIPKH caMOr XpHUCTa, He ylla3ehn y CIOKeHY IOrMy NMpecylITacTBIbeHa, lerOBO
CHUMOOIIMYKO 3HAUCHE y OKBUPUMA LIPKBE KAHOHCKH je ofpel)eHo a Mperno3HaT/bUBOCT Y JOMEHY BH3YeIHE
KYJITYpe TOTOBO aMOJIeMaTCKa, IITO I'a YMHU CEMaHTHYKHU HajCIIOKEHUJUM CaCyIOM.

CBeJieHa OBPIIMHA OBOT 00jeKTa 3aXTeBa MMKTOPATIHY JEKOPAINjy KOja ©Ma FOTOBO KaTHXETCKH
KapakTep, YUjH je calpXkaj y AUPEKTHO] KOMYHHKAIIMjH KaKO Ca CBEIITEHCTBOM TaKO M Ca BEpHUIIMMA KOJU
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VUK DAUTOVIC *

3ajeqHo U3 era npuMajy Ceety TajHy npudenrha. Pacropen nexopaiiije BU3yeITHO HCTHYE YalTy My THPa
Kao IJIaBHOT HOCHOIIa CHMOOJIMYKE TIOpYyKe, Ha K0joj ce jaBbajy onpehenu nkonorpadcku tunosu. Jpiika
j€ PeTKO yKpallleHa, U3y3eB pOpMOM HOIyca WU (IopaJHUM MOTHBHMA. Ha CTOMM ce IOHAaBJbajy OpHa-
MEHTH WJIM CUMOOJIH KOjU Cy Y BE3M Ca YalloM Iy THpa.

[TperxonHe enoxe o1 cpeamer Beka y Hajeehoj Mepu myTup cy 00JIMKOBaje Kao YKpalleHy Jamry,
IOl YTHIIAjeM TOTUKE, TOMYHEHY AparuM KaMemeM, CXOTHO BeroBoj OHOIMjCKOj CHMOOIHUIIN, HaCcTa-
BJpajyhu oBy mpakcy TokoM X VI n XVII Beka. [lox yrumajem ambiaemaruke jaBibajy ce o X VIII Beka
MMUKTOTPaMU €BXapUCTH]je, KOMOMHY]yhH )KUTHO KJIacje ca BHHOBOM JIO30M y PAa3IMYNUTHUM BHIOBUMA, KOjH
ce CUMOOJIMYKY OJTHOCE HA YUH MPETBapama MPeIIOKEHUX JapoBa y TeJO U KpB XPHCTOBY, UJIH HAa came
JlapoBe TIPUHECEHE Ha XKPTBY y BUJy XJieba M BUHA, noacehajyhu Ha leHy OeCKpBHY IPUPOAY U YCTaHO-
BJbCHE 01 caMor Xpucra Ha TajHoj Beuepu. J{pyru BaxaH acleKT jecTe IpecTaB/bambe OecTeIeCHNX
anheockux cuiia, y 4ijeM HeBUIJbHBOM MHOTO3HAYHOM CaJejCTBY CE OJIBHja TUTYPrujcku puryai. [Ipen-
craBe OectenmecHux cuia y Buay Cepaduma n XepyBrMa Be3aHe Cy 3a MIHUPH OAITKAHCKH TPOCTOP IO
jypucouknujom BacemeHcke mapurpajcke maTpujapiinje. Pycku uMmopT TOmprHEO je MpaKkCH MpruKa3u-
Barba CBETUTEJHCKUX JIMKOBA U MOjeIMHUX jeBaH)EOCKUX ClieHa, KaKO Ha CIIMKAHUM MeJaJbOHUMA U eMajily
TaKO M IpaBUpaEM IpecTaBa nonyT Jlen3ucHor unHa, Koje cy Kao n3pa3 mpaBoCIaBHOCTH OWJIH PHXBa-
henn y cpnckoj cpenuun. JKpTBeHH KapakTep Iy THpa HarlallaBaH je IPUKa3uBambeM KpeTa Kao opyha crpa-
nama. ['paBUpaHu TEKCT Ha My TUPY, Hajuemhe y BUAY IPUYECHE MOJIUTBE HIH Y HOPMH IPHIIOKHUIKOT
HATIHCa, MOXKE Ce MHTEPIIPETHPATH Kao BU] AeKopauuje. [lopex oBora y ojelMHUM Clly4dajeBUMa, CXBaTa-
Jjyhu Iy THp y OCPEIHUYKOM CMHUCITY, Ha BheMy cy ce Moriii Hahu npodanu amOiieMu MOMyT HAL[MOHATTHUX
oberexja.

[Tukropanna cuMOOIMYKa JIeKOpalfja My THPa HOCHUIIAIL je 3Ha4YeHa OBOT JIUTYPIHjCKOT MpeIMeTa,
o0jammaBajyhn meroBy ciaoxeHy QYHKIHM]y YUEeCHUIIMMA JTUTYprujckor puryaia y XIX Beky, ycrocra-
BJbajyhu CITMKOM Be3y ca CBETOM O0jeKaTa Koje TyMadH YHyTap ancTpakTHe chepe CBeTOCTH.

186



