
              REPUBLI^KI        
                       ZAVOD 
                             ZA 
              ZA[TITU 

         SPOMENIKA 
                    KULTURE 

                         BEOGRAD

           INSTITUT POUR
              LA PROTECTION
               DES MONUMENTS
                HISTORIQUES DE
               LA RÉPUBLIQUE
             DE SERBIE
          BELGRADE



COMMUNICATIONS
LI–2019
Comité de rédaction

Viktorija Popovska-Korobar (Skopje)
Rosa D’Amico (Bologna) 
Ida Toth (Oxford)

 Igor Borozan

 Pour  l’éditeur

 Rédacteur

Secrétaire de rédaction
 Ivana Prodanovi}-Rankovi}

 YU ISSN 0354-4346
 UDK 7 + 902 / 904



SAOP[TEWA
LI–2019

Redakcioni odbor

Viktorija Popovska-Korobar (Skop e)
Roza Damiko (Bolowa) 

Marko Popovi}
Dragan Vojvodi}
Mirjana \eki}
Igor Borozan
Gordana Simi}
Marina Ne{kovi}
Nevena Debqovi} Risti}

Mirjana Andri}

Urednik

Sekretar 
Ivana Prodanovi}-Rankovi}

BEOGRAD  2019.



[tampawe ove publikacije omogu}ilo je 
Ministarstvo kulture Republike Srbije

La présente revue a été imprimée grace aux fonds
du Ministère de la culture de la République de Serbie



7
25

27

43

45

62

65

87

89

103

105

122

123 

138

139
153

155

179

181

200

D'   L B E

Tatjana A. Starodubcev  

A

D

M A O

Nenad L. Lajbenšperger  

Igor B. Borozan  

Sadr`aj /  Table des matiéres

Rasprave i studije / Traités et études



Sofija V. Merenik  

S
E

D D
E  

 

6 SADR@AJ

Prikazi i kritike / Comptes-rendus et critiques

/ Contributions

216

217

226

229

242

243

261

263

266

269

271

273



-

-

-

-
-
-

-

-
 

Abstract: Constantine’s Villa at Mediana is a part of the residential complex 
which within its scope includes several buildings of different characters, 
purpose and structure. The creation of the imperial complex was preceded by 
the setting of a suburb at the end of the 3rd or the beginning of the 4th century, 
with small holdings (villa rusticae) of distinctly economic character. With the 
reorganisation in the first decades of the 4th century by introducing public and 
administrative functions, civil servant offices (officium), workshops and 
warehouses for storing goods, the status of the settlement changed and it 
became an integral part of the imperial domain (patrimonium). The second 
large reconstruction conducted around 330 clearly emphasised in the 
architecture the spatial organisation which was subjected to the ceremony that 
served the function of revering and adoring the emperor (adoratio). The villa 
with peristyle is the central part of the architecture of Constantine’s residential 
complex, while the audience hall (consistorium) represents the final moment of 
the Emperor’s triumph (adventus). The paper discusses the architecture, 
decoration and structure of the monumental room with an apse in the north 
central part of the building. The paper will analyse two construction phases 
and the options regarding their appearance and reconstruction made on the 
basis of numerous years of archaeological surveying and preserved material 
remains, as well as the interpretation of the origin of this part of the building. 

Key words: Mediana (Naissus), residence, Constantine’s villa, imperial domain 
(patrimonium), triumph (adventus), audience hall (consistorium)

* gordana.architect@gmail.com
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1.  Mediana, general layout: 

2) horreum 1; 3) west  military barracks; 4
with octogon and a courtyard (a horse manège)?;   
5) horreum 2 (according to geophysical studies);   
6) east barracks (according to geophysical studies);  
7) other buildings (according to geophysical studies);  
8) fence wall (according to geophysical studies);   
9) Early Christian churches; 10) Necropolis  



9

2.  Mediana, Constantine’s villa with peristyle, plan of the 
overall archaeological surveys; 1) audience hall,   
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by V. Hodanovich, National Museum in Niš
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4.  Mediana 1969, surveying of the south part and the  
podium of the audience hall, Documentation of the 
Institute of Archaeology in Belgrade

5.  Mediana, 1976 surveys, north part of the audience hall 
(room 15), view from the south-west, Documentation  
of the Institute of Archaeology
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6.  -
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6. Mediana, audience hall, 1976 surveys. Left: level with 
hypocausts (rooms 1 3 and the position of the   

conserved mosaics and the presumed reconstruction  
of the mosaic fields and the entrance into the audience 

the Institute of Archaeology in Belgrade and the Institute 
for the Protection of Monuments of Culture in Niš
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7.  Mediana, possible appearance of the audience hall, 
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patrimonium
8.  Mediana, building with a courtyard and a porch, centre 

of the imperial domain (patrimonium): 1) entrance and 
the south porch; 2) courtyard; 3) hall for receptions and 

officium), 5) hallway towards the 
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9.  Mediana, Constantine’s villa, ideal reconstruction:  
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salutatorium
consistorium); 

5 stibadium
(

10. Mediana, Constantine’s villa: 1) vestibule, 2) south 
porch (salutatorium) and entrance with pylons;   
3) peristyle; 4) audience Hall (consistorium);   
5 officium);  
7) hallway towards the thermae; 8) thermae,   
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The antique settlement at Mediana represents a unique architectural 
complex along the route of a Roman road (via publica) in the direc-
tion of Serdica and Constantinople. In terms of their organisation, 
structure and decorations, the complexity of the buildings at 
Mediana exhibits several different functions of private, public and 
economic character with a clear emphasis on the residential (Fig. 1). 
The forming of the settlement from small economic holdings (villa 
rusticae) to the centre of the residence is closely linked to Naissus 
in the suburb of which it was created in the first place. 

In the central part of the settlement there is a spatial building 
of an elongated form, with the surface area of around 600 m2. In its 
north section, at the axis of the entrance, there is a large room with 
a semi-circular – apsidal ending reinforced with pilasters. The 
architectural assembly of the room with the apse, as well as the 
central part of the north wing of the building dominate the presenta-
tion of the overall architecture. The architectural context and the 
manner of decoration clearly confirm that the room with the apse 
held a special place and had particular significance within the com-
plex at Mediana during a longer period of time. 

The archaeological and architectural context suggest that the 
massive walls of the room and the reinforcement in the shape of 
counterforts, the walls of the side rooms in the east and west, the 
substructure and the plastered floor were all done in the same man-
ner and using the same construction technique and therefore it may 
be concluded that they belong to the first construction phase. The 
heating system constitutes a unique architectural concept made dur-
ing the first construction phase (Fig. 2, 5, 6). The general appear-
ance of the room established during the first construction phase was 
kept throughout the 4th century.

During the first construction phase, with the construction of 
buildings that had public purpose and the introduction of adminis-
trative functions, Mediana acquired the status of an imperial domain 
(patrimonium), under the supervision of the state, high state offi-
cials or representatives of the court. The monumental building with 
numerous rooms of different purposes gathered around a large 
courtyard, with a spatial room opposite the entrance may be gener-
ally observed as a building of a central distribution organised in the 
architectural form of a praetorium. The function of the hall with the 
apse was to hold receptions and organise banquets there.

The second construction phase at Mediana which started 
around the year of 330 has been linked to the architectural ambi-
tions which Constantine the Great had for his native town. In addi-
tion to the housing and economic significance, in its architecture it 
is possible to distinguish clearly the elements of residential charac-
ter. With the reconstruction of the settlement, the central part is 
organised as a villa with peristyle. The room with the apse got a 
completely modified interior appearance. Marble cover slabs and 
marble ribbons in combination with frescoes were used for the wall 
decoration. At the entrance into the room, there used to be a podi-
um, as an elevated part of the porch, with open-gable roof and a 
triangular gable carried by massive marble columns. The double 

AUDIENCE HALL OF CONSTANTINE’S   
VILLA AT MEDIANA

25



door, with an architrave above and with marble jambs separated the 
area of the podium from the room itself. 

The floor of the room and the floor of the podium were cov-
ered in mosaics done in the opus tessellatum technique. Geometrical 
motifs are predominant. With their quality two figural depictions 
stand out in particular. In the room, within a four-pointed star, in a 
circle medallion, there is a depiction of the head of Medusa. 
Serpents are intertwined into her strands of hair while on the top of 
her head there are spread wings. The mosaic on the podium includes 
a composition of a river deity and a mythological depiction of Leda 
and the Swan (Zeus) (Fig. 6). 

In residential architecture, Constantine takes over the estab-
lished model of organising imperial palaces and villas with the aim 
to emphasise the architecture using structural elements and applied 
decoration in the function of the imperial triumph – adventus. The 
arrangement of the audience hall (consitorium) where it was envis-
aged to conduct the final act of adoration (adoratio) was done with 
utmost care. During the finishing of the walls and floors not even 
the areas earmarked for the banquet (trichorum) or the private 
chambers and thermae used for staying there and leisure were 
neglected. In the architecture of Constantine’s Villa it is possible to 
recognise the formal access path and the areas for announcements 
(salutatorium) and waiting. The triumphal procession entered the 
peristyle through a number of passages, from the gate in the shape 
of a triumphal arch, through vestibule and entrance with two pylons. 
The ceremonial access path through the peristyle ended in the audi-
ence hall (consistorium) and the banquet hall (trichorum). The pri-
vacy of some sections in the north was achieved by building two 
smaller stibadia for feasts (Fig. 7–10). 

AUDIENCE HALL OF CONSTANTINE’S  VILLA AT MEDIANA26
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Abstract: The text is dedicated to the paintings kept at the National Art Gallery 
of Bologna (Pinacoteca Nazionale di Bologna) created in the second half of the 
13th century. They have been attributed to an anonymous painter called Maestro 
di Faenza after a painting that is kept in this town. Today, there are three scenes 
kept in Bologna – Birth of Christ, Descent from the Cross and Lamentation of 
Christ, while the fourth painting, with the depiction of the Disrobing of Christ, 
stolen in 1961, is known thanks to photographs. The centre of the study deals with 
different opinions linked to the issue whether all of the said paintings belong to a 
single ensemble, as well as whether they were painted by one single artist, and it 
also points out their iconographic specificities that originate in the Byzantine 
tradition. A particular attention is put on the rarely shown scene Disrobing of 
Christ, of Franciscan origin, that could suggest the provenance of the paintings.

Key words: Maestro di Faenza, Pinacoteca Nazionale di Bologna, National Art 
Gallery of Bologna, Disrobing of Christ, 13th-century painting, Franciscans
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1. Birth of Christ, Pinacoteca Nazionale, Bologna  
(photo: Internet)
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2.  Descent from the Cross, Pinacoteca Nazionale, Bologna 
(photo: Internet)
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3. Lamentation of Christ, Pinacoteca Nazionale, Bologna 
(photo: Internet)
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4.  Disrobing of Christ, unknown location  
(photo: Internet)
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5.  Crucifixion of Christ and Ascension 
of St. John the Evangelist, 
Pinacoteca Comunale, Faenza 
(according to: Valagussa 1995b)
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There are panels from the second half of the 13th century kept at the 
Pinacoteca Nazionale in Bologna with the depictions of the Birth of 
Christ, Descent from the Cross and Lamentation of Christ. The 
fourth one, stolen in 1961, with the depiction of the theme Disrobing 
of Christ, is known from photographs. The science has accepted the 
supposition that they used to belong to the churches and monasteries 
that were closed down between 1797 and 1810 at the order of the 
government of Napoleon’s Cisalpine Republic. The paintings at the 
Pinacoteca have been mentioned since 1845. In the old catalogues 
they have been described as “lavoro greco,” painted “di maniera 
bizantina,” or as the testimonies to “Greci dei bassi tempi.” Edward 
Garrison attributed them to an anonymous painter  whose panel 
with the depictions of the Crucifixion and Ascension of St. John the 
Evangelist is kept at Pinacoteca Comunale in Faenza, calling him 
the “Maestro di Faenza.” In the critics literature, the artistic milieu 
in which the Storiette were created was found in the Venetian, 
Emilian and Tuscan cultures. At the same time, the researchers have 
recognised Byzantine influences, which brought these paintings in 
connection with the miniatures from Bologna of the 13th century, 
especially with the paintings by “Maestro di Bibbia di Gerona,” 
whose style is characterised by strong influences of the proto-
Palaiologos and the Palaiologos arts. The science is still debating 
the attribution of all these pieces to a unique complex: on the 
painting from Faenza and on the Birth of Christ it is possible to 
recognise differences in the style and the technical execution in 
comparison to the other paintings, with an increased influence of 
the central Italian art that developed in the painting workshops 
engaged in Assisi. 

The paintings from Bologna, of small dimensions, were 
originally parts of a dossale, a diptych or they were side wings of 
some cult painting, such as those that constituted the “Dossale di 
Badia Ardenga,” done by painters from Siena, Guido da Siena and 
Dietisalvi di Speme, made in 1275–1280, that was unfortunately 
taken apart around 1840. The Byzantine models may be felt in the 
depictions of the Birth of Christ and, especially, in the Descent from 
the Cross, which is reminiscent of a widespread type created 
through Byzantine iconographic scheme. The depiction of the 
Lamentation of Christ is under the strong influence of the central 
Italian models. The Disrobing of Christ is particularly interesting, 
since this theme is unknown in the Byzantine art. The oldest version 
of this scene, rarely depicted in the Italian art, may be found in the 
Lower Basilica of Saint Francis of Assisi (1250–1265). This 
depiction was created under the influence and for the needs of the 
Franciscan order. The iconography of the scene got a different 
interpretation between the eighth decade of the 13th century and the 
first decades of the 14th century. This is the time when yet another 
rarely shown theme, Ascent of the Cross, appeared in the Italian art 
and may also be linked to the Franciscan order. This episode spread 
in several versions a little later, starting from the last decade of the 

MAESTRO DI FAENZA:
ARTISTIC LINKS BETWEEN THE EAST   
AND THE WEST IN THE 13th CENTURY

Rosa G. D'Amico 43



13th century and the first decades of the 14th century, especially in 
the churches and monasteries founded by of Serbian King Milutin.

The scene of the Franciscan origin, such as the Disrobing of 
Christ, suggests that the paintings from the National Art Gallery in 
Bologna, with or without the Birth of Christ, were intended for a 
church that belonged to this order; because of their almost certain 
link to the events from the times of Napoleon’s rule, this church was 
most probably located in Bologna itself or in its surroundings. The 
panel from Faenza is not a part of the same ensemble: as it has 
alre13
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THE 13th CENTURY
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The paper discusses heavily damaged depictions belonging to the 
scenes of Officiating Bishops in the Church of the Holy Virgin Ljeviška in 

cathedral which are occasionaly or very rarely seen in the depictions of the 
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depictions in the lower zone: 
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depictions in the higher zone: 
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of the depiction in the apse (photo 
by: 
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Abstract: The paper presents two painted panels preserved in the collection of 
the Diocese of Pakrac and Slavonia that have not attracted any significant 
attention of the earlier researchers, while containing heraldic depictions that 
are of importance for the study of this aspect of visual presentation in the 
Serbian religious culture of the early modern period. The artefacts may be 
dated only indirectly since their precise origin remains unknown, while conser-
vationists’ studies of them have not been carried out. For these reasons, the 
emphasis of the paper is put on their notional and iconographic contextualisa-
tion within the scope of the visual culture of the Archbishopric of Karlovac, as 
well as the key influential spheres of the imperial and the church and political 
propaganda – both the Habsburg and the Russian ones.

Key words: heraldry, Slavonia, Diocese of Pakrac and Slavonia, Coat of arms 
of the Archbishopric of Karlovac, heraldic two-headed eagle, Lazar Baranovych.
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TWO HERALDIC DEPICTIONS FROM SLAVONIA

The paper under the proposed title presents two preserved painted 
panels from the collection of the Diocese of Pakrac and Slavonia 
that have not been adequately scientifically contextualised and that 
contain heraldic depictions of importance for the study of this 
aspect of visual presentation in the Serbian art of the early modern 
period. Their origin and the time when they were created may only 

emphasis of the paper is put on their notional and iconographic 
contextualisation within the scope of the visual culture of the 

the imperial and the church and political propaganda – both the 
Habsburg and the Russian ones. 

heraldic eagle known since the representative creations of painter 
-

103



Christ saves 
Peter at sea. Starting from the known circumstances linked to the 
introduction of the two-headed eagle into the themes of the 

offers an alternative possibility for the interpretation of the ideo-

-
bolism adopted through the powerful medium of book illustration. 

Lazar Baranovych  (1666) and its deep impact on the 
religious culture of the Archbishopric of Karlovci of the 18th cen-
tury constitute the scope for the interpretation of the artistic and 
symbolic concept of the second heraldic depiction from the collec-
tion of the Diocese of Pakrac and Slavonia – a cartouche with the 
coat of arms of the Archbishopric in the official version established 
during the second half of the century with unusual painted symbols 
of emblematic association and written section of the 17th verse of 
chapter six of Paul’s Epistle to the Ephesians (“And take the helmet 

the sword of the Spirit, which is the word of 
God...”).

TWO HERALDIC DEPICTIONS FROM SLAVONIA104
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 The role of silversmiths and goldsmiths who were active in developed 
trading towns such as Pirot is important for getting a good view at the Balkan 
visual culture and ecclesiastical art of the 19th
artistic objects created for the needs of the church at the workshops of the town’s 
local silversmiths and goldsmiths belongs to the urban material culture creating 

pieces made by masters from Pirot include the silver cover for Gospels consisting 

works made by local goldsmiths from the end of the 19th century who sometimes 
-

gest continuous cherishing of the Baroque models under the influence of the 
18th -
tute a continuation of the tradition of the Christian arts of the Balkans and the 

made representative ecclesiastical silver the basic visual characteristic of which 
was consistent cherishing of the late Baroque tradition and absence of historic 

-
resent artistic trends and social dynamics in the south regions of Serbia during 
the 19th century and in the first decades of the 20th

th century
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1. Silver fittings of the Gospel of the Pazar Church in Pirot
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2.  Depictions of the “Harrowing of Hell” – the front fitting 
of the Pazar Gospel (left), rhipidion of Pazar Church 
(middle) and the front fitting of the Tetraevangelion of 
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3.  Lead smithed model with the  
depiction of the Resurrection of 
Christ, Museum of Applied Art in 

Collection, Inv. no. 2372
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4.  A couple of silver rhipidions, Pazar 
Church in Pirot, 1842
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zograph Veno from the Cathedral Church in Vranje, 
middle of the 19th
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6. Details of the votive silver fitting of 

of silversmith Peša from 1837 
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7. Silver plate from 1845 next to the silver votive fittings of 
the icon of Saint Nicholas from the iconostasis of Pazar 

with the depiction of a two-headed eagle, Cathedral 
Church in Pirot (right)
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of star and flowers, silver wedding 
crowns of Pazar Church in Pirot, 
1861 and 1872
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Pirot, 1894 (right)

10. Silver chalice, Church of the Saint 

of Goga Cuponja, Cathedral 
Church in Pirot, mid-19th

Cathedral Church in Pirot, 1859 
 

and , Pazar Church in Pirot, 
1898 (4).
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made of silver, Pazar Church in Pirot,  1907 (3)
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Pictorial symbolic decoration of Eucharistic chalices

Symbols
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The role of silversmiths and goldsmiths who were active in devel-
oped trading towns such as Pirot is important for getting a good 
view at the Balkan visual culture and ecclesiastical art of the 19th 
century. The authentic corpus of artistic objects created for the 
needs of the church at the workshops of the town’s local silver-
smiths and goldsmiths belongs to the urban material culture creat-
ing a link with the daily life and its profane objects preserved in 
small numbers. In the urban churches of Pirot, such as the Old and 
the Cathedral churches, and in the important churches located in 

to see fittings for Gospels, blessing crosses, liturgical chalices and 
rhipidions, silver plates, antidoron bowls, wedding crowns and 
votive silver fittings for icons. A particular group of the objects 
consists of the works made by local goldsmiths from the end of 
the 19th century who sometimes also appear as their donors, such 

As regards the artistic features of the liturgical objects creat-
ed in the south in the period between the Tanzimat reforms and the 
uniting with the Princedom of Serbia, it is possible to observe 
some shared characteristics. The goldsmith pieces from this peri-
od are of massive make, the form of the liturgical objects is 
clearly profiled, while the iconographic and decorative repertoires 
are based on the heritage of the late Baroque art. After the unifica-
tion of the south regions and the change of the cultural paradigm, 
the traditional forms of making liturgical objects and their visual-
ity constitute an aspect of uninterrupted Baroque continuity along 
with complete absence of Historism reflected in the contemporary 
artistic styles of the second half of the 19th century. The gold-
smiths of Pirot who made ecclesiastical objects at the end of the 
19th century and the beginning of the 20th century also took part 
at international exhibitions such as the Paris one held in 1900. 
Despite the unquestionably skilful make and the knowledge of the 
form, they did not introduce any major changes into the ecclesias-
tical goldsmithery. The ecclesiastical objects made of silver at the 
end of the 19th century may be primarily interpreted through the 
relation of the retrospective understanding of the Orthodox tradi-
tion. The contextual considering of goldsmithery within the scope 
of the ecclesiastical visual culture and parallels with other artistic 
branches contribute to a more accurate understanding of the 
Balkan cultural model.

LATE BAROQUE RETROSPECTIVITY AND   
THE GOLDSMITHERY OF THE NIŠAVA DIOCESE 
IN THE 19TH CENTURY
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Table 1 – Overview of the places in Styria in which there were graves of Serbian 
and Yugoslav soldiers with the number of those buried there
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1. Graz, Central Cemetery, War 
cemetery for the soldiers from WWI 

29 July 2019)



-
-

-

-

-

-

-

-

162



-

-

-

-

-

-

-

163

2. Lebring, Military cemetery from 
WWI (Photo taken by Pavle 
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3. Sankt Michal, Military cemetery from 
WWI (Photo taken by Pavle 

30 July 2019)
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Schöder, Local cemetery, Grave of those perished during 
30 July 2019)

-
, Local cemetery, Grave of those perished in 

WWI. Present-day appearance of the graves and monu-
ments, and the former appearance of the monument of 
Fritz Wotruba
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6. Fürstenfeld, Monument at the local 
cemetery, dedicated to those 
perished in WWI (Photo taken by 
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Table 2  – Overview of the places in Tyrol in which there were graves of 
Serbian and Yugoslav soldiers with the number of those buried there
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7. Innsbruck, Pradl, Crypt with the 
perished in WWI (Photo taken by 
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cemetery (Photo taken by Pavle 
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9.  Innsbruck, Pradl, Old   
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10. Kramsach, Voldöpp, Local cemetery, Military cemetery 
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11. Kartisch, Military cemetery from 
WWI (Photo taken by Pavle 

perished in WWI (Photo taken by 
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1.  Monument to the liberators in 
Vranje (contemporary shot, photo 
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2.  Revealing of the monument to   
the liberators in Vranje  
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 3.  Revealing of the monument to the 
liberators in Vranje (A postcard, 
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liberators in Vranje (Nova iskra, year 
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to the solders fallen during the   
liberation of Vranje in 1876 7 8. 
Liberation volunteers (Collotype, 
coloured manually, 1906-1910, 

Bookstore, National Library of 
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MEMORY FORMATION AND SUPPRESSION: 
MONUMENT TO THE LIBERATORS IN VRANJE

The unveiling of the monument to the liberators has been in the 
focus of the celebration of twenty-fifth anniversary of liberation of 
Vranje and the region of the Southeast Serbia from the Ottoman 
rule. The process of the shaping and revealing of the monument at 
the end of 1903 has defined the identity of the region allowing for 
its introduction within a map of national geography. The figural 
sculpture of Serbian soldier of an academic design, a work of 
Simeon Roksandic, has manifested the power and glory of the 
Serbian arms. The militarization of the Serbian society in the last 
decades of the 19th century was defined by the typical figure of the 
historical soldier from the liberation wars of 1876–78. There was a 
large nationwide celebration organized on the occasion of the 
revealing of the monument. This pseudo – religious ceremony was 
marked by the nation’s homogenization and patriotic fervour with 
the cult of the fallen soldiers in its core. The apotheosis of the fallen 
martyrs of the nation is sublimated in figural image of a muscular 
Serbian soldier who became a paradigm of the cult of the Unknown 
Hero. At the dawn of World War I, an image of a soldier on the 
outskirts of the state functioned as a vital idiom in the service of the 
nation’s homogenization and militarization. During the First World 
War, Bulgarian occupiers destroyed the Monument in a classic act 
of memory suppression. That negation of the Serbian cultural herit-
age was in service of the suppression of memory of a distinctive 
ethnic community with the idea of the re – evaluation of local iden-
tity. After the Great War, there was a revitalization of the Monument 
which provided for the local memory topos to be returned into its 
natural habitat. The same fate befell the monument in the Second 
World War, when it became a target of destruction for the second 
time. After World War II, the monument was once again brought 
back to the central city square, where it stands today as a place of 
memory and an identity symbol of the local / national identity.
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 Cyril and Methodius are the most significant individuals for the 
preaching and proliferation of Christianity in the Slav language and for the 

-
ostasis and the Chapel of Saint Simeon the Myrrh-gusher at the Serbian 

Cyril and Methodius and their artistic depictions from the church in Orlovat 

* sofijamerenik93@gmail.com
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The cult of Sts. Cyril and Methodius who gave the Slaves the gift 

get shape already during the Middle Ages and was officially 
th century and the first 

half of the 20th century and the period when the Serbian state was 
being established and the Serbian Orthodox Church was getting 
its independence. Sts. Cyril and Methodius started officially to be 
celebrated in this period and they became the state holiday after 

th century and the first half of the 20th

the depictions with the image of the holy brothers became increas-

thanks to Metropolitan Mihailo. In the period between the two 
world wars their artistic depictions in the medallion of the iconos-
tasis of the Church of the Entrance of the Theotokos into the 

Saint Simeon the Myrrh-gusher at the building of the Serbian 

there the images of the holy brothers Cyril and Methodius on the 
one side and of apostles Peter and Paul on the other side hold a 
pronounced position in the medallions. Painter Vladimir 
Predayevich painted four icons in full size with the depictions of 
the four saints at the chapel of the Patriarchate in Belgrade. The 

as the notional and visual counterparts to the images of the first 
Christian apostles Peter and Paul. The intention was to equalise 
and point out their missions of spreading Christianity and literacy 

in monastic clothes with a scroll on which there are letters of the 

with a Bible in his hand. The cult of Cyril and Methodius in the 
period between the two world wars was ideal to funnel through it 

emphasis on the concomitance and union of the three nations 

two brothers who brought literacy to the Slaves and gave them the 
-

ture of concord and unity in the period between the two world 
-
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LEGAL CHALLENGES OF THE REPUBLIC OF 
SERBIA IN THE PROCESS OF HARMONIZATION 
WITH THE UNIDROIT CONVENTION ON STOLEN 
OR ILLEGALLY EXPORTED CULTURAL OBJECTS

Cultural properties often constitute “hostages” of a kind of armed 
conflicts and throughout the history they have been looted and 
destroyed as the spoils of war. However, more and more often even 
during peaceful periods cultural properties are smuggled, illegally 
exported from the country and sold at an increasingly branched-out 
black market. In an attempt to regulate such activity legally, in April 
1970 UNESCO passed a Convention on the Means of Prohibiting 
and Preventing the Illicit Import, Export and Transfer of Ownership 
of Cultural Property. This Convention has been marked by success-
ful response, but at the same time it has numerous shortcomings as 
regards the efficient protection mechanisms that are particularly 
analysed in this paper. Namely, the UNESCO’s Convention is not 
directly applicable, since it requires prior enactment of the relevant 
national legislation. Furthermore, UNESCO’s Convention provides 
legal protection only to those cultural properties that have been 
previously registered at the relevant institution/museum (thus auto-
matically putting out if its reach the antiquities that have been dura-
bly excavated at archaeological sites and exported from a country). 
Also, the mechanism for solving disputes stipulated by the 
Convention has not been sufficiently developed, since the emphasis 
is put on “diplomatic cooperation” rather than on judicial solving of 
disputes. Finally, UNESCO’s Convention does not provide protec-
tion to private persons or to cultural properties that are privately 
owned. It was precisely in an attempt to overcome the stated short-
comings and to provide more efficient international legal protection 
that in 1995 UNIDROIT passed a Convention on Stolen or Illegally 

226



Exported Cultural Objects which constitutes a double legal compro-
mise. With its solutions it brings closer the Anglo-Saxon and the 
continental legal systems, which differently regulate many legal 
institutes of importance for this area, while at the same time creat-
ing a legal framework for international court proceedings. The 
Republic of Serbia has acceded to the UNESCO’s Convention; 
however, it has still not acceded to the UNIDROIT Convention. 
With the accession to the UNIDROIT Convention, the Serbian citi-
zens will be given the possibility of active and passive legitimation 
in an international lawsuit, as well as numerous other legal benefits 
that are the central theme of the research in this paper. Finally, the 
paper also presents the proposals aimed at founding a publicly 
accessible register of the Republic of Serbia on stolen cultural prop-
erties, as well as a register that would bring together all movable 
(and possibly immovable) cultural properties in one place.

LEGAL CHALLENGES OF THE REPUBLIC OF SERBIA IN THE PROCESS OF 
HARMONIZATION WITH THE UNIDROIT CONVENTION ON STOLEN OR ILLEGALLY 
EXPORTED CULTURAL OBJECTS
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Abstract: The documentation of the Provincial Institute for the Protection of 
Cultural Monuments has kept, almost since the very founding of the institute, 
an insufficiently known collection of glass plates with the motifs of Fruška 
Gora monasteries. Out of over 120 pieces, until now the public has been famil-
iar with few positives that were originally used in the book by Aleksandar 

then also with the photos that were randomly published in magazines and 
monographs of Fruška Gora and its monasteries. The signatures under the 
photographs suggest the photos taken by the author of the said book, as well as 

vice-president Milorad Popov, PhD, the royal public notary. 

Key words: 
photograph, documentation
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4.  M. Popov, Frescoes in the narthex, Krušedol Monastery, 
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12.  M. Popov, Reliquary of Emperor 
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INSUFFICIENTLY KNOWN COLLECTION OF 
PHOTOGRAPHS OF FRUŠKA GORA 
MONASTERIES

Documenting of the architectural fund of the Fruška Gora monaster-
ies and their antiquities started in 1885 with the presentation of the 
photographs, 64 of them, at the National Exhibition in Budapest. In 
the period between the two world wars this activity was systemati-
cally carried out by members of the Fruška Gora Society from Novi 
Sad. The work of the royal public notary Milorad Popov, in the form 
of his photographs taken on several occasions, stands out in particu-
lar. The documentation of the Provincial Institute for the Protection 
of Cultural Monuments keeps more than 120 glass plates, some of 
which have not been known to the public until the period of digi-
talisation. Through a comparison with the photographs displayed at 
the exhibits of the photographs of the Fruška Gora monasteries 
between the two world wars and those that were published in the 
past, it may be rightfully presumed that they were created as a part 
of the activities of this society and of Milorad Popov.
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