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A NOTE ON THE FIRST VOLUME OF THE
CoRrpPUS OF MONUMENTS OF SERBIAN MEDIEVAL ART

tation on monuments of architecture, sculpture and painting have always

been one of the main tasks of the history of Serbian medieval art. This has

been the cornerstone of the progress of the entire discipline and a safeguard

against arbitrariness and aimless wandering ever since the first systematic ef-
forts in the 19™ century, the time of Mihailo Valtrovi¢ and Dragutin Milutinovi¢. With
remarkable foresight and dedication, they made hundreds of architectural plans, draw-
ings of frescoes and sculptures, and watercolors representing the exterior and interior of
monuments, recording a wealth of information about them and highlighting notable de-
tails. By doing this Valtrovi¢ and Milutinovi¢ formulated a set of fundamental long-term
objectives and enthusiastically launched their execution. They established the foundations
of dependable and evidence-based research of old Serbian art; created new possibilities
for its presentation to the wider public; and at the same time left to posterity lasting tes-
timonies about the appearance and state of repair of more or less vulnerable monuments.
Their scholarly successors continued the work of these two pioneers of the history of old
Serbian art, using new technical tools to create a comprehensive body of documentation
ranging from photographs (with Vladimir Petkovi¢ being the most deserving contributor
since 1907) to modern digital technology.

r‘|\V1 he collecting, processing and publishing of research and archival documen-

Some old basic mediums, such as drawings of architecture and wall paintings, have prov-
en irreplaceable in the process of recording and presenting certain types of data and the
appearance of monuments. Supplemented by new, much wider possibilities brought by
new technologies, they have kept their important place in the compilation of comprehen-
sive databases. This is particularly true of drawings of wall paintings, the products of a
discipline that has been fostered and developed in our milieu over the last fifty years. It
was then that drawings of painting ensembles from about thirty churches of the Byzantine
and post-Byzantine period were made and published in stand-alone volumes or as part
of more elaborate monographs. The greatest credit for this endeavor belongs to the Insti-
tute for the Protection of Cultural Monuments of the Republic of Serbia and the Institute
for Art History in Belgrade as research centers and publishers, with Branislav Zivkovi¢,
Dragomir Todorovi¢ and Nikola Dudi¢ being the most deserving among their staff, along
with other authors. However, the medieval paintings of many monuments remained un-
touched by their efforts or their drawings remained unpublished.

In the spirit of this endeavor, the Committee for Art History of the Serbian Academy
of Sciences and Arts and the Institute for Art History of the Faculty of Philosophy in
Belgrade have decided to continue academic research and publishing of drawings, photo-
graphs and other evidence in the Corpus of Monuments of Serbian Medieval Art. In a way,



Y3 11pBY CBECKY KOPITYCA CITOMEHUKA
CPTICKE CPEAHOBEKOBHE YMETHOCTU

PUKyIUBbame, odpazia 1 odjap/puBame rpahe o cnoMeHMIMMa apXUTEKTYpe,

CKYINType M CAMKAPCTBA Off MOYeTKa Cy MPEICTaB/bali jeflaH Off OCHOB-

HUX 33/laTaKa MCTOPUje CPIICKe CpelilbOBEKOBHe yMeTHOCTM. Ha ToMme je

IIOYMBAO HANPEJAK YMTaBe AMCUUIUIMHE, KOja ce 9yBaja Off IPOU3BO/bHO-

CTM M JTyTama. Tako je 0o jour of mpBUX CHCTEeMAaTCKux Hamopa y XIX
BeKy, o] BpeMeHa Muxanna Banrposuha u [Iparyruna Munytunosuha. [lanekoBuno u
ca n3yseTHoM nocseheHomhy, OHM Cy HAUMHIIN CTOTVHE CHUMAKa apXUTEKType, LpTexXa
dpecaka u CKyINTypa, Kao 1 aKBapesna KOjuMa Cy IIpeNCcTaB/baly eKCTepyjepe M eHTe-
pujepe CIIOMEHNKA, UCTULIATN BpefHe IOjelUHOCTI ¥ Oe/e)XMIN MHOIITBO IIOflaTaKa O
myMa. Banrposnh n MunyTnHOoBuh Ccy TvMe yTBpAM/IN HEKOMMKO K/BYYHMX, TYTOpOU-
HUX IU/beBa CTPYKe UM IIOJIETHO C€ 3allyTWINM Y IHUXOBO OCTBAapMBame. YCIOCTaB/baju
Cy TeMesbe BepOJOCTOjHOT, Ha IPOY4eHOj rpaby 3aCHOBAHOT CIO3HaBamba [[PeBHE CPIICKe
YMETHOCTH, CTBapa/Ii Cy YC/IOBE 3a IEHO NPE/ICTaB/bakbe MNPOj jABHOCTY M ICTOBPEMEHO
OCTaBJ/ba/lM TPajHa CBEJOYAHCTBA O M3IVIEAlY M CTalby Marbe MM BUIIE PABMBUX CIIOMe-
Huka 3a dynyha Bpemena. HayuHu moTtommu Te ABojuIle yTeMe/bUTe/ba UCTOPUje CTape
CPIICKe YMETHOCT) HAaCTaBWIN Cy HBUXOBO HeM0 KopucTehy HoBe TexHMYKe MOryhHOCTH
y CTBapamy AOKyMeHTanuje, ofi portorpaduje, 3a Kojy je of 1907. ropyHe mocedHo O1o
sacmykaH Bragumup P. IletkoBuh, 1o caBpeMeHe auruTaaHe TeXHOJIOTHje.

Hexmn cTapu, 0CHOBHI Meiuju, TOIYT LpTeXa apXUTEKTYpPe U KMBOIINCA, II0KA3a/u Cy ce
IIpU CBEMY Kao He3aMEeH/BVBIU Y Oe/leXKery 1 MpPefiCTaB/balby MOjefHNX BPCTa MOJaTaKa
u usrlega cuoMeHnka. OdoraheHn HOBUM, 3HATHO IIVPUM MOTYhHOCTMMA IIpU U3padM,
OHMM KOje MM je IPY>XIIa HOBAa TEXHOJIOTMja, 3aJpP>Kali Cy CBOje BaXHO MECTO y CTBa-
pamy CBeodyXBaTHUX HOKyMeHTAnuoHux dasza. To HApouMTO Baky 3a LpTaHe IpUKase
3UIOHMX CIMKA, YMja je M3paja Impepacia y AUCHUIUINHY IT0CedHO HETOBaHY U pa3BMjaHY
y HAIIOj CPEAMHN TOKOM IOCIeNmNX mojia ctoneha. Hactamm cy Tako IpTeXxn cImMKaHUX
IeNMMHA U3 TPUAeCeTaK IIpKaBa BU3AHTUCKOT U ITOCTBM3AHTUjCKOT 70da, Koju cy odja-
B/bEHU Y 3aCe0HMM CBeCKaMa WIN y OKBUPY O0Jbe ONpeM/bEHUX MOHOTPaCKUX CTYAU-
ja. ¥ HajBehoj mepu oBO je ocTBapeHo 3axBabyjyhm Pemydmmykom 3aBopy 3a 3alITUTY
CIIOMEHMKa KynType U VIHCTUTYTYy 3a ucropujy ymeTHoctu y beorpany, ncrpaxusaukmum
U M3JaBauYKMM MHCTUTYLOUjaMa y KojuMa cy menamu bpanmcnas JKmuskosuh, [Jparomup
Tomoposuh n Huxona [yauh, a y3 mux u gpyru ayropu. Octano je, Mehytum, jom Beoma
MHOTO CIIOMEHMKA 4Mje CPefhOBEKOBHO CIMKApPCTBO HUje Ha Taj HaumH odpabheHo mmm
IIPTEXN HUCY 0djaB/beHN.

Ondop 3a ucropujy ymernoctu CpIicke akajfiemyje Hayka UM yMeTHOCTH U VIHCTUTYT 3a
ucropujy ymernoctu Punosodckor dakynrera y beorpagy omryunan cy ma y gyxy or-
MOYeTOr pajja HacTaBe ca OdjaB/pyMBameM LIpTeXa, CHUMaka u apyre rpabe y Kopiiycy
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this is a response to our duties within the international project launched in 1983 under
the title the Corpus of the Byzantine Wall-Paintings. Our contribution to this carefully
planned and comprehensive project, which was instigated by our Greek colleagues, was
shaped by some specificities in our approach. Ever since the beginning, as our representa-
tive in the Commission for the History of Byzantine Art of the International Association
of Byzantine Studies, academician Vojislav J. Duri¢ advocated a special approach to Ser-
bian (at the time Yugoslav) participation in this project and the use of complete drawings
to show the iconographical and programmatic contents of wall paintings instead of gen-
eralized diagrams in the form of perspective views indicating only the layout of themes.
There were several reasons for such a decision. First, in the 1970s and early 1980s such
representations of frescoes were already being actively prepared across the wider territory
of former Yugoslavia and especially in Serbia. Since there are much fewer monuments of
Byzantine painting in Serbia than in Greece, they could be subjected to a more thorough
examination. Finally, drawings of wall paintings are not incompatible with schematic rep-
resentations of the arrangement of painted contents and additionally provide broad infor-
mation on iconography. Hence it seems understandable that in Serbia and, more recently,
the Republic of Macedonia the making and publishing of drawings representing Byzantine
and post-Byzantine wall paintings was continued based on the principles formulated by
Branislav Zivkovi¢, who authored a series of volumes in the edition Monuments of Serbian
Medieval Painting published by the Institute for the Protection of Cultural Monuments of
the Republic of Serbia.

The basic form and concept of the abovementioned publications have been adopted and
replicated for the volumes of our Corpus. Drawings of frescoes are to be accompanied
by photographs and all information required by the program of the Corpus of Byzantine
Wall-Paintings, with a stronger focus on the architecture of monuments that house fres-
coes and on the reading of their inscriptions. In some volumes we also intend to include
other research and archival documentation pertinent to monuments of medieval art even
in cases where it has no direct ties to wall paintings, primarily drawings and photographs
of architecture and sculpture, epigraphic monuments in stone etc.

Driven by several reasons, we have decided to dedicate the first volume of the Corpus to
a recently destroyed monument of our cultural heritage despite the complexity and sen-
sitivity of such an endeavor. The monument in question is the Church of St. George in
Recani near Suva Reka. Our wish to safeguard against oblivion one of the many works
of Serbian art in Kosovo and Metohija that have been destroyed after the arrival of in-
ternational forces (KFOR) in 1999 was only one of several contributing factors for this
choice. Besides representing a response to research needs, the fact-based virtual restora-
tion of this irretrievably lost art piece could serve as a warning. It should constantly and
repeatedly appeal to consciences, highlighting the uniqueness and value of a monument
that some could not and others would not protect. Owing to the fortunate circumstance
that the Church of St. George in Recani had already been examined and documented in
various sources, we were able to conserve it for posterity in this way at least. However,
unlike the architecture and paintings of Recani, we will not be able to ‘bring back’ many
other churches recently demolished in Kosovo and Metohija by using drawings and pho-
tographs due to the lack of adequate evidence about their condition and appearance. This
is a warning to our academic and cultural public to proceed with the compilation of mod-
ern databases on our monumental heritage as swiftly and systematically as possible and
to continue publishing relevant research documentation in the newly launched Corpus.
As illustrated by the unprecedented scope and pace of obliteration of monuments in the
modern world, from Afghanistan to Armenia, Cyprus and Syria to Kosovo and Metohija,
any dithering could lead to fatal consequences.

EDITORIAL BOARD



CiloMeHUKa cpiicke cpeqgrb08exosHe ymeiiHociiu. TuMe ce Ha M3BECTaH HAauMH OfIrOBapa
odaBe3n y OkBUPY MehyHapOLHOT IpojeKTa IOKPEeHYTOor 1983. ToAMHe Mof Ha3uBoM Kop-
iyc 8U3AHINUJCKOT MOHYMEHIIANHOI crukapciuea. Hamle cyenoBame y IIOMEHYTOM IaXK/bU-
BO IIPUIIPEMAaHOM M JeTa/bHO pa3pal)eHOM IpoOjeKTy, KOju Cy IOKpeHy/Ie Ipuke KoJere,
d1JI0 je yC/lIOB/beHO M3BECHMM MOCeOHOCTUMA y npucTymy. O caMuX IoYeTaka aKajleMUK
Bojucnas J. Bypuh, nam npepncraBauk y Komutery 3a ucropujy ymerHoctu mpu Meby-
HApOJHOj aCOIVjalMjy BU3AHTHUjCKMUX CTYAUja, 3a/1arao ce 3a U3BECHY 0COOEHOCT CPIICKOT
OJIHOCHO jyTOC/IOBEHCKOT yuerha y IpojeKTy. 3acTyIIao je MUIIberbe Jja MKOHOTPadCKI 1
IPOTpaMCKM Cafip>Kaj )KMBOINCA BU3aHTUjCKOT CTU/A y JyrocinaBuju Tpeda fja dyze mpes-
CTaB/beH JieTa/bHUM LIPTeKMMa YUTABUX (Ppecko-aHcaMOaIa yMeCTO YOIIITeHNM CXeMaMa
C IIyKMM pacliopeloM TeMa. 3a OBaKBO OIpefie/berbe MOCTojany Cy fodpu pasnosu. Hajmpe,
Beh cemamjeceTux M IOYETKOM OCaMJeceTVX TOAJHA IPOLIIOT BeKa KOJ Hac, II0CedHO y
Cpduju, >xuBO Cy ImpuUIIpeMaHV TaKBU NpuKasu ¢pecaka. bygyhu ga Ha Hamem 11y mo-
CTOj! JjaJIeKO Mame CIIOMEHMKa BM3aHTHUjCKOI CIMKApCTBa Hero y Ipukoj, duso je moryhe
fla ce oHU feTa/bHMje odpajie. Hajsan, pTeXxxn cIMKaHMX NpefcTaBa y OCHOBY HICY Heca-
IJIACHU Ca CBEEHUM CXEMAaTCKUM IIPUKA30M pacropefia CIMKaHe Cafp>KMHe, a IPU TOMe
Ipy>Kajy U UCIpIIHe MOJaTKe 0 MKOHorpaguju. 3aro je pasympuBo mrto ce y Cpduju, a
ofiHefaBHO U y Pemydmuiy MakemoHMj1, HACTaBU/IO Ca U3PAZIOM U 0djaB/blBabeM LIpTeXKa
BM3aHTHjCKOT U IIOCTBM3AHTUjCKOT 3UHOT CIMKAPCTBA y CK/IA/ly ¢ HadelnuMa Koja je ycIIo-
craByo bpanucnas JKnBkosuh, ayTop HU3a cBesaxa y cepuju CilomeHuyu cpiickoi cnukap-
ciliea cpegrvel 6exa, y usfiamby Perrydnmdkor 3aBojia 3a 3allITUTY CIIOMEHMKA KYITYpe.

KapaxTep n nsrnes HaBemeHNX IydnmmKanyuja npuxsaheHn ¢y y OCHOBU M 3a CBeCKe HaIleT
Kopiiyca. ITpenubeno je, y3 To, na uprexu ¢pecaka dyny nponpahenn potorpadmjama
U CBUM IOJalyMa Koje IojjpasyMeBa IIpOrpaM HaBefleHOT Kopiiyca eusaniliujckoi mMoHy-
MeHTANHOT cnuKapciiiéa, ¢ TUM LITO he ce BuIle IMaKibe MOCBehMBATM M apXUTEKTypu
CIIOMEHMKaA y KojeM ce ¢pecke Hajase M YUTamwy HaTINca Ha myMa. Hamepa je Takobe
la y IOjelMHMM CBeCKaMa CBOje MecCTO modumje u fipyra rpaba koja ce Tmde ClloMeHMKa
CPenmbOBEKOBHE YMETHOCTM M KaJla OHa HMje HENOCPENHO Be3aHa 3a 3UIHO C/IMKapCTBO.
Mucnn ce, mpe cBera, Ha LpTeXe ¥ CHUMKE apXUTEKType ¥ CKYIINType, emurpadckmx
CIIOMEHMKA Ha KaMeHy UT/.

13 Bue pasiora ofjIy4eHo je ga mpBa cBecka Kopiiyca dyme mocseheHa jetHOM HefjaBHO
YVHUIITEHOM CIOMEHVKY HallleT KY/ITYpPHOT Hac/leha, Ma KOIMKO Ja TO IpefcTaB/ba CIOKEH
u oceT/pMB 1ocao. Ped je o upkeu Certor hopha y Pewanuma kopg Cyse Pexe. Ha nmome-
HYTHU 1300p HMje yTuIjaza caMo >Kejba Jja ce Off 3adopaBa cadyBa jef[HO Off MHOTUX Jera
cprcke ymetHocTr Ha KocoBy n MeTtoxuju koja cy pasopeHa HaKOH Jionacka MebyHapon-
Hux cHara (K¢gop) 1999. rogune. I[Topen Tora mro npencTas/pa OArOBOp MOTpedaMa Hayke,
eupiilyenHa 06H06a 3aHAaBEK M3TyO/beHe IIe/INHe — 3aCHOBAHA, pa3yMe ce, Ha YMIbeHMI[aMa
— MO>XKe MOCTY>KUTH U Kao oroMeHa. Tpedano 01 ma oHa yBek M3HOBA OyAM CaBeCTU yKa-
3yjyhu Ha jefMHCTBEHOCT M BPEJHOCT CIIOMEHMKA KOje HeKV HICY MOIIM a HeKU [IPyTU
HIICY JKeJle/u Jia cadyBajy. 3axsaspyjyhu cpehHoj okomHocT! 1a je npksa Ceertor Hopba y
Peuannma duma mpegmeT MCTpakuBamwa U fia je 0 HbO0j Ha pa3HUM CTpaHaMa II0CTojasa Jio-
KyMeHTaI/ja, MOIJIa ce OHa dap Ha OBaj HauMH cauyBaTy 3a dymyhHoct. Haxanoct, mHore
npyre 1pkse Ha KocoBy 1 MeTtoxuju koje cy HejaBHO cTpajane Hehe Mohnu ma ce mprexu-
Ma u ¢ororpadujama ,,00HOBe“ Kao apXUTEKTypa U CIMKAPCTBO PeyaHa jep o BUXOBOM
CTamby U M3IJIely HeMa JOBO/bHO CBEJOYaHCTaBa. 10 Hally Hay4yHY U KyATYpPHY CpPEeIVMHY
yIo3opasa Ha noTpedy Aa ce LITO dpKe M CUCTEeMaTUYHMje IIPUCTYIN CTBAPalby CaBpeMe-
HJIX JOKYMEHTAIVIOHMX da3a O CIIOMEHMYKOM O/ary M fia ce HacTaBU ca CTPYYHUM odja-
B/bUBameM rpabe y Kopiiycy xoju ce nmokpehe. CBako ok/eBame Moxe dUTH KOOHO jep >Ku-
BJMO Yy CBETY Y KOjeM — ofi ABraHUCTaHa, Npeko Jepmennje, Kunpa u Cupuje, no Kocosa
1 MeToxmje — IpeBHM CIIOMEHMIIN HECTajy ydecTamje 1 Opyke HEro MKajja y IpOILIIOCTH.

YPEBUBAUKU OABOP




ON THE CHURCH OF ST. GEORGE IN RECANI
NEAR SUVA REKA

befallen many Christian monuments in the territory of Kosovo and Metohija

towards the end of the past century. In June 1999, following the arrival of

KFOR troops, this church in Metohija - a shrine that had weathered many

centuries standing among ancient oaks and had been proclaimed a cultural
monument under state protection — was first burned and then razed to the ground with
explosives by Albanian extremists. Hence any present-day discussion of its features must
rely only on extant professional documentation and the results of earlier research.

r‘|\V1 he Church of St. George in Recani suffered the same disastrous fate that had

The history of researching the church in Recani began as early as the second half of the
19" century. Interested travelers, such as Miloje Milojevi¢, Ivan Stepanovich Yastrebov and
later Panta Sreckovi¢, mostly sought to record the contents of an inscription on a tomb-
stone located in the church. However, the church in Recani can be said not to have been
accorded due attention by the first researchers, although they certainly acknowledged the
importance of this monument. For example, discussing the architectural features of the
Recani church, Slobodan Nenadovi¢ remarks that ‘although small in size, this church is no-
table for its frescoes, which deserve to be examined” Somewhat later, Svetislav Vucenovi¢
offered a more detailed survey of its architecture, while Vojislav Duri¢ became the first
scholar to focus on the old paintings at Recani. These frescoes were also later studied by
Ivan M. Dordevi¢. Owing to them and other scholars, we now have rather detailed and
dependable information about the lost monument.

®

Regrettably the precise time of construction of the Church of St. George in Rec¢ani remains
impossible to determine based on extant sources. However, a Serbo-Slavonic inscription
reveals a date when the church must have already been built. More specifically, a frag-
ment of a white marble tombstone was discovered in the floor of the central part of the
church. The tombstone inscription recorded that a certain military nobleman (vojvoda)
had passed away on 23 December 1370; the name of this nobleman remains unknown, as
the tombstone had already suffered heavy damage at the time of its discovery by the first
researchers.

The church in Recani was a relatively small building of the reduced cross-in-square
type, with three bays and a dome. Its fagades were rendered in hewn and roughly hewn
stone with the added use of brickwork and ceramoplastic elements in its upper sections.
Its spatial plan and building method mirror the features of Serbian architecture of the
high 14™ century. In all likelihood the ktetor of the church had been the unidentified



O upkBu CBETOT HOPBA Y PEHAHUMA
KOoA CYBE PEKE

odHa cypduHa MHOrodpojHMx xpuirhancknux ciomennka Ha KocoBy u Me-

TOXMjM 3afecuna je Kpajem mpomior croneha n npksy Csetor Hopba y

Peyannma xopn Cyse Pexe. JyHa 1999. roguHe, HaKOH monacka cHara K¢o-

pa, Ty METOXMjCKy LIPKBY — Koja je ctonehuma nperpajaBana Meby crapum

XpacTOBMMa M KOja je NMpOoIJalleHa CIOMEHMKOM KY/ITYpPe M CTaB/beHa I0f,
3aIITUTY Ap>KaBe — aTOAHCKY eKCTPEMICT HajIlpe Cy CHaININ, a IOTOM eKCIIO3BOM JIO
TeMesba CPyIIMIn. 300T Tora ce O HOj JaHAC MOXKEe TOBOPUTH CaMO Ha OCHOBY CadyBaHe
Hay4yHe JJOKYMEHTalje ¥ pe3ylTaTa paHUjuX UCTPaKMBarba.

VcTopuja nmpoydaBama pe4aHCKe LIPKBE OTIIOYENA je joll TOKOM Apyre nonoBuHe XIX
BeKa. 3alHTepecoBaHM IyTHMLM, onyT Mmnoja Munojesnha, VBana Cremanosuya Ja-
cTpedoBa u, Hemto fouHuje, IlTante Cpehkosuha, yrmaBHOM ¢y HacTojamu fa 3adenexe
Cap>XIMHY HATIICAa ¢ HaArpodHe IIode Koja ce Haja3wiaa y xpamy. Vmak, moxe ce pehn
la pPeYaHCKOj L[PKBU HAjCTapUju MCTPAKMBAYM HUCY MOKJIOHWIN OATOBapajyhy maxmy,
Majia Cy, BaH CBaKe CyMbe, IPEMO3HABa/IM 3Ha4yaj ClloMeHMka. Taxo je, Ha mpumep, Cro-
dopnan Henanosuh, daBehm ce apXUTEKTOHCKMM OfiIMKaMa pPe4aHCKOT XpaMa, MICTaKao fia
je, »,JaKo Maja II0 AVMMEeH3MjaMa, OBa I[PKBa 3HauyajHa [0 CBOMeE CIMKApCTBY, KOje Bpeau
na dynme mpoydeno“. Hemro xacHuje Cetucnas Bydenosuh peramHuje je odpapno apxu-
TEKTYpy LpKBe, OOK je Bojucmas Dypuh npsu mely ucrpaxuBaunma ycMepno maxmy Ha
IpeBHO cMKapcTBO y Peuanmma. KacHuje je Taj sxuBomnuc mpoyuro u ViBan M. Hopbe-
Buh. 3axBa/pyjyhn mpe cera muMa, amm ¥ HEKMM JPYTMM HAyYHUM Iperaolyuma, pacto-
JTaKeMO IMPYIMYHO MOAPOSHNM U BEPOLOCTOjHUM IOfAIIMA O U3TYO/beHOM CIIOMEHUKY.

®

Tauno Bpeme nmopmsama 1pkse Cseror Hopha y Pewannma, HaxxanocT, Huje Moryhe yTBp-
IUTY Ha TeMeby cadyBaHMX M3BOpa. Ha OCHOBY jeHOT CPIICKOCTIOBEHCKOT HaTINCa 3Ha
ce caMo Kafia je Taj XxpaMm 3acurypHo Beh dmo mopmruyT. Hamme, y mofy meroBor IjeH-
TpaJIHOT IpocTOpa npoHabeH je Aeo HaarpodHe mIove of denor MepMmepa. VI3 Harmuca
Ha IUIOYM Ca3Haje ce Ja ce 23. jeleMOpa 1370. TOIMHE YIIOKOjUO BOjBOAA 4YMje je MMe
OCTaJI0 HEIIO3HATO jep je TIoYa U y BpeMe IPBUX MCTPaXKMBaya y MPWINIHOj Mepu Oujia
omrehena.

Peyancka nmpksa je crajana y rpaheBuHe MamuX JUMeH3Nja, IUTAHA CAXXETOT YIMCAHOT
KpCTa, ca Tpu TpaBeja u KynonoMm. Pacajie cy joj Ousie u3BefieHe TeCAHUM VM IIPUTECAHUM
KaMEHOM, y3 IIPMMEHY OIleKe M KepaMOIUIACTMYHMX e/leMeHaTa y BUMIIMM Jenouma. Ilo
IPOCTOPHOM IIIaHy ¥ HAauMHY 3Hjjamba rpabheBuHa je mokasmBaia OAJIMKe CPIICKe apXu-
tekType 3penor XIV Beka. Cpa je mpminka fia je KTUTOP XpaMa Mo B/IACTeNMH Ca YNHOM
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nobleman buried in the church in 1370. The assumption that the church in Re¢ani had
been commissioned by the nobleman interred in it seems even more probable in light of
its dedication to St. George - a saint highly venerated among the Serbian military nobil-
ity, as well as the strong emphasis on representations of warrior saints in the painting
program of the church. Since no archaeological excavations have ever been conducted,
it is unknown if the church had some auxiliary structures around it that could have
indicated its function and revealed if it served as a court chapel or a monastic church.
Only the traces of a narthex - a later addition in front of the western fagade — have been
discovered.

The wall paintings of the Recani church included some unusual iconographical and pro-
grammatic solutions that made them distinctive, such as the representation of almost all
bishop figures with tonsures and the introduction of the images of young martyrs into the
set of themes depicted in the altar. Equally distinctive are the placement of a fresco-icon
of St. Nicholas under the decorative painted arch in the altar and the representation of
some unusual scenes in the patron cycle in the west bay. Its extraordinary features also
include the attribute ‘Most Holy’ (Presveta) next to the image of the Theotokos and ‘Angel
of God’ (Angel Gospodnji) above the angel in the apsidal conch. However, the thematic
program of the wall paintings in the Recani church essentially corresponded to the usual
choice and disposition of themes in Serbian aristocratic foundations of a similar size built
in the high 14™ century.

Traces of figures of the prophets had survived in the drum of the dome, with only Dan-
iel being recognizable among them, while the pendentives held damaged representations
of the evangelists. The lower altar zones were decorated with images of bishops and a
deacon. In the altar conch, below Theotokos Platytera flanked by two angels, and on the
eastern wall there was a representation of the Officiating Bishops with Christ the Lamb
of God (Amnos) at its center. The vaults and the upper sections of the walls were covered
with scenes from the cycle of the Great Feasts, with some added episodes from the Pas-
sion. The second zone on the pilasters held standing figures of Old Testament person-
ages — Christ’s bodily ancestors. Like elsewhere, in Recani the grouping of the images of
Christ’s ancestors was used to highlight the corporal birth of God as the key concept in
the Economy of Salvation.

Scenes from the life of the patron saint of Rec¢ani were depicted in the second zone of the
western bay. The three opening scenes make the Recani cycle of St. George very unusual:
the compositions St. George Talks with his Father Gerontius; St. George Smashes Silver
and Gold Idols; and St. George Gives Away his Wealth. These are illustrations of the saint’s
life before his martyrdom and two of them appear in no surviving medieval monument.
In painting the cycle of St. George the artists drew on hagiographical literature. It seems
very likely that the choice and iconography of the scenes from the life and martyrdom of
St. George in Recani had been influenced by a version of the apocryphal life of the saint
not unlike the one from Markos Monastery. This apocryphal text recounts events from
St. George’s life preceding his martyrdom. The interconnectedness of this apocryphal text
and some painted compositions unambiguously suggests that the apocryphal biography
influenced the conceptual creator of the distinctive cycle of the Recani church patron, as
evidenced by the selection of painted themes and their iconography, as well as the direct
links between the apocryphal text and the inscription above the composition showing St.
George smashing silver and gold idols.

Behind the figures comprising the Deisis, along the walls of the naos in the bottom zone,
there was a row of standing figures of warrior saints as the patrons of military nobility,
while the western bay showed the Anargyroi, Sts. Constantine and Helen, and even five
female saints. The inner sides of the western pilasters depicted the figures of the two most
prominent Apostles, who were often shown near the entrance during the Palaiologan



BOjBOJI€ KOjU je Y pe4aHCKO] IIPKBU CaxparbeH 1370. TOAMHE. Y IPUIOT TOME Jja je IIPKBa
y Peyanuma dma KTuTOopuja caxpameHOT BOjBOJie TOBOpIIA OU U ITOCBETA XpaMa CBETOM
Hophy, Beoma nmomroBanoM Mel)y cprickoM BOjHOM B/IaCTEIOM, KaO U HAITIAIIEHO MCTUI[A-
e JINKOBA CBETUX PaTHMKA Y IpOrpaMy CamKapcTBa. byayhm ma apxeonomka mcrpaxu-
Bamba HIICY CIIPOBEfleHa, OCTaje HeMO3HATO Jja /M je OKO XpaMa OMI0 HEKMX HOCTpOjerba
KOja Cy MOIJIa YIIYTUT! Ha 3aK/by4aK O QYHKIWjJ pedaHCKe IIPKBe, OMHOCHO Ha TO Ja /N
je OHa C/Iy>KuIa Kao IpUABOpUIA VJIM KAO MaHACTUPCKA IIPKBaA. YOUYEHN Cy CaMO TParoBu
IpuIpare, HAKHATHO MOAUTHYTe UCIIper] 3amajHe dacajie Xpama.

PeyaHcky >KMBOIIMC Cy OfIMKOBaja IOjeAHa HeyodudajeHa MKOHOorpadcKa U Iporpam-
CKa pellleba, Koja Cy Ta YMHIIA 0COOEHNM, MOIMYT TOH3ype Ha MpefcTaBaMa FOTOBO CBUX
apxujepeja u yBobema MMKOBAa MIAfUX MYYeHNKA y TEMATMKY CIMKAapCTBA ONTapCKOT
npocTopa. OcodeHo je u mocTaBmbame ppecko-nKoHe cBeTor Hukome mop geKopaTBHA
C/IMKAaHM JIYK y ONITapy, a U3y3€THE Cy M HEKe CIieHe y IMK/IYCy ITaTPOHa y 3allaJJHOM Tpa-
Bejy npkBe. Mehy Heyodnuajene mojaBe cmamajy n enuret Ilpecseitia ncnucan kpaj bo-
ropoauie u Hartuc Auien lociiogrwuy Haf MukoM anbena u3 ancupanHe KoHxe. CaMKaHM
IpOrpaM pedaHCKOT XpaMa, MehyTnm, mo um3dopy Tema y OCHOBU je OATOBapao Iporpa-
MUMa y CPIICKMM BJIACTEOCKMM 3ay>KOMHaMa Koje Cy MMajie CIMYHe AMMeH3Mje U Koje Cy
HacTajajsie TOKoM 3penor XIV Beka.

Y TamOypy KyIorne MOITIU Cy ce IIpe pas3apama IpKBe BUETU TPAaroBy Gurypa mpopoxa,
Of KOjMX ce pacro3HaBao jenyHo JJaHWio, a y maHAaHTU(KUMa Cy ce Hamaswuie omrehene
npepcrase jeBanbemncra. Huoke 30He 0lTapcKOT MpOCTOpa KpAacuiIn Cy TMKOBM jepapaxa
u hakona. ¥ onrapckoj konxu — mcnop boropopure Illupe on Hedeca, KOjy Cy OKpyXu-
Basa /iBa aHbena — 1 Ha UCTOYHOM 3uAy duia je mpefcTaBbeHa JIMTyprujcka cryxda ap-
xmjepeja, ¢ Xpucrom ArHenoM y cpeguiuTy. CBOJOBE U FOPH€ JIeIOBE 3UI0BA 3ay3UMaJie
CY ClieHe LIMK/Iyca Benmkux mpasHuka, NpolmpeHor nojeuauM enmsopama Crpagama. Y
IpyTOj 30HM Ha MMIACTPMMa Hajmasuie cy ce ctojehe ¢urype craposaBeTHUX IpaBefHN-
Ka, OJHOCHO XPUCTOBUX IpefaKa o Teny. [pynmucameM nmkoBa XpUCTOBUX IIPAPOANUTEHA
duna je u y Peuannma mcrakHyTa nzeja pobhema bora y Teny kao K/byqHOT TeMerba MKO-
HOMIj€ CIIacema.

CreHe >KMTHja pe4aHCKOr MAaTpoHa 0due Cy MeCcTO y APYroj 30HM 3allafiHOT TpaBeja
rpabesune. Tpu novetHe crieHe unHMIe cy nuknyc Ceeror Hopha y Peuanuma nocedunm.
Pey je o xommosnumjama Pasrosop ceror Hopba ca ouem Ieponrtujem, Csetu Hophe
nomu 371aTHe u cpedpHe upone u Ceetn Hophe pasgemyje dorarctso. To cy npexcrase n3
JKIBOTA CBETOT PAaTHMKA IIpe HEeroBOor My4YEeHMIITBA, a IBE Of] HJX HIUCY HACIMKaHe HU Y
jeHOM cayyBaHOM Cpe[ibOBEKOBHOM CIIOMEHNKY. 3a HacTaHak Iukiayca Csertor Hopha
CIMKapyMa je Kao OCHOB IOCTyXXWIa xarmorpagcka nureparypa. Cpa je mpunmka ga je
HeKa Bep3uja aloKpugHOr Xutuja ceeTor hopha, cpogHa oHOj M3 MapKoBOr MaHACTHUPA,
yTHIIaa Ha yodmm4aBame 0COOEHOT HU3a enu3o/ia U3 XKMBOTA U CTpajiaba cBeTor hopha
y Peuanuma. TekcT momeHyTOTr amokpuda n3jBaja ce o TOMe IITO CY Y BeMy ONMCAHU
porahaju M3 XuTHUja CBETOT KOjU Cy IPETXOAVIN HEroBOM My4Yemy. Y NPUIOT U3HETO]
IPETIIOCTABIM CBESOYMIN CY KaKO M300p CIMKAaHUX TeMa ¥ BIXOBa MKOHOrpaduja Tako
U HerocpefHa ITOBE3aHOCT allOKPMUQHOT TeKCTa C TeKCTOM MCIMCAHMM HaJl KOMIO3UIIN-
joM Koja je mpukasuBana cetor hHopha xako pasduja 3maTHe n cpedpHe uporne.

Iyx 3umoBa Haoca, n3a QuUrypa Koje cy umHmue [lensuc, y HajHIDKOj 30HM HU3aIe CY
ce crojehe ¢urype cBeTMx paTHMKA, 3aLITUTHUKA BOjHE BJACTeNIe, IOK CY Y 3allafHOM
TpaBejy OuiM ImpuKasaHU CBETU JleKapy, cBeTy KOHCTaHTUH U JelleHa M 4ak IIeT CBETUX
xeHa. Ha yHyTpaurmum cTpaHaMa 3amafiHUX IyIacTapa Hajmasuie cy ce Gurype aBojulie
IJIaBHUX aIllOCTOJIA, Y€CTO CIMKaHUX Kpaj ynasa TokoM enoxe Ilaneonora. CBu HaTnmcu
y3 IMKOBe U ClieHe Y KuBonucy Pedana Oumu cy ncnycany hupuamuiomM 1 Ha CpIIcKOCo-
BEHCKOM j€3NKY.
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period. All inscriptions accompanying figures and scenes painted on the walls of Recani
were written in Serbo-Slavonic and the Cyrillic script.

At an unknown point in time and certainly before the arrival of the first researchers
interested in the wall paintings of the Church of St. George in Recani, the church was
struck by a fire. Due to increased temperature the frescoes - all of which had been paint-
ed at the same time and hence belonged to the same layer — changed their original chro-
matic values, albeit to varying degrees. This made any consideration of the features of the
Recani wall paintings even more difficult. The Church of St. George seems to have been
frescoed by two painters. The more gifted of the two modeled his art after that of fresco
painters who worked in the opening decades of the 14" century, such as the masters who
frescoed King Milutin’s foundations. The colored layer on the face of the angel in the apse
bore evidence to the abilities and affinities of the more skilled artist of Rec¢ani, who was
capable of rendering well-proportioned heads of a classicist beauty and figures of a sturdy
form and remarkable plasticity. The personal style of this artist is characterized by brown
or dark drawing, pale ochre carnation, olive-toned shadows and the manner of shading
of parts of the face below the eyes, as well as short and swift brush strokes used to make
white highlights on the forehead, nose, upper cheeks, neck, hands and feet. Scholars have
previously noted some similarities between the frescoes of Recani and the wall paint-
ings of the Church of St. Nicholas in Psaca, although there are considerable differences
between them, especially in regard to carnation coloring and the general impression they
rendered. Parallels between the paintings of Re¢ani and Ramaca have also been noted,
but again those resemblances seem insufficient to establish a direct connection between
the two monuments. Unfortunately, since, in addition, no analogies for some of the dis-
tinctive iconographic solutions of Recani can be found in the surviving fresco programs
of other churches, no other monument can be safely attributed to the painters of Recani.

®

According to local testimonies, the first major repairs of the Recani church in the mod-
ern age were launched in 1926. Later on, comprehensive conservation and restoration
works on its architecture and frescoes were executed by specialists from the County (later
Regional) Institute for the Protection of Cultural Monuments in PriStina. The works be-
gan in August 1955 and intensified from 1956 to 1960; they were briefly resumed for a
month in 1961. Interventions on the architecture of the church were executed by Milosav
Luki¢, a technician employed by the Institute, under the supervision of architect Sveti-
slav Vucenovi¢. The paintings were conserved by painter-conserver Rufim Lazovi¢ as pro-
ject leader with the help of Petar Balabanovi¢ and Momcilo Petrovi¢. The Church of St.
George in Recani was classed as a cultural monument and placed under state protection
by Resolution no. 02-178/1 issued on 5 June 1961 in Pristina and signed by the then-
director of the Regional Institute Milan Ivanovic.

®

The irretrievable loss of the Church of St. George in Recani, a valuable monument of
Serbian medieval art, imposes a duty to preserve it for future scholarship and the cultural
public at least through professional research and a fitting presentation of the relevant visu-
al documentation. To achieve this, the scattered and disorganized evidence first needed to
be collected and examined. Old photographs, building plans, conservation drawings, pro-
fessional reports and notes from the field - sometimes mutually contradictory and created
at different stages of the works undertaken on the church by protection institutes — had
to be verified and interpreted by being compared to and cross-checked against each other.
However, the different data they offer could not always be fully reconciled. The problem of



Y HemosHaTO BpeMe, CBaKaKO IIpe Jonacka IPBUX UCTPaXKMBaya 3aMlHTEPECOBAHUX 3a
xuBomnuc xpama Cperor hopha y Peuanuma, njpksa je duma 3axsahena nmoxxapom. Ycen
HOBUIIEHe TeMIlepaType IpBOOMTHE XpOMaTCKe BpeJHOCTH (pecaka, Koje Cy CBe IpHIIa-
flaJie ICTOM C/IMKapCKOM CTI0jy, M3MemeHe ¢y y Behoj mmm Mamoj Mepu. To je oTexxaBao
pasMarpame CIMKapCKMX 0COOEHOCTM PeyaHCKOr KMBomuca. Vmak, Moxe ce IPUINYHO
IOY3/IaHO 3aK/BYyYNTH fia cy IpkBy CBetor Hopha ocnmkana gBojuna sorpada. Ysopu Be-
IITHjeI PEeYaHCKOT C/IMKapa OMIM Cy HeCyMIbMBO JKMBONMCIM U3 MpBUX flelleHnja XIV
croneha, momyT MajcTopa Koji Cy OCIMKaBamy 3amy>kOuMHe Kpaba MmmyTnHa. Jlemo Ha-
C/IMKAHO JuIle aHbhesna y o/ITapcKoj arcuay, Ha KojeM je dorbe cauyBaH OOjeHU CJI0j, JOCTa
je peunTo CBEOYMIO O CIOCOOHOCTMMA U TeXIbaMa YMEIIHNUjeI PeYaHCKOT JKMBOINUCIIA.
OH je 610 Kamap fa MpuKaxke 0OPO MPONOPIMOHMCAHE IT1aBe KIACUIVICTUYKE JIeTIoTe U
¢urype uBpcTe popMe U U3paxkeHe IIACTUIHOCTHU. Pykomuc Tor Majctopa ofuKyjy cmel
WIN MPK LIpTeX, d/eJ; OKepHU MHKApHAT, CeHKe MacauHacTe 0oje M MOCTYINaK CeHYermba
fleloBa NMIIA UCIIOf, O4Mjy, Kao ¥ KpaTKM, dp3u MoTe3M YeTKOM IIpM HaHOIIeHY Oenux
CBET/IOCHUX aKIleHaTa Ha JeJso, HOC, Topme JienloBe odpasa, BparT, pyke u cromana. Vaxo je
y Hayu uctumaHa MehycodHa cmmyHOCT cmkapcTBa PedaHa 1 >xuBomuca mjpkse CBeTor
Huxone y Ilcaun, n3smehy mux mocToje u mpuandHe pasimke Kaja je ped o 0d0jeHoCTn
MHKAapHATa ¥ OIIIITeM YTUCKY Koju ¢pecke mM3a3nBajy. YoueHe Cy Takohe m3BecHe cmmd-
HocTu usMeby cimmkapcrBa Peyana n Pamahe, anu ce oHe He unHe JOBO/BHUM 3a yTeMerbe-
HO foBobeme Ta [jBa CIIOMEHNUKA Y HermocpefgHy Besy. Haxamoct, m HeMoryhHoCT fia ce y
cauyyBaHMM >KMBOIVCAHNM IIpOTpaMyMa IpoHaly aHanoruje ¢ mojefMHNM jefVHCTBEHNM
PEeYaHCKMM MKOHOTPaCKUM pellierliMa He 103B0/baBa 3aCHOBAHO aTpuOyMpame joul He-
KOT CIIOMEHMKA PEYaHCKUM C/IMKapUMa.

®

[IpBa 3amamrHmja nompasKa pedanckor xpama Cseror ‘hopha y HoB1je BpeMme n3BefieHa je,
IIpeMa CBefjoYehy HeKaJalllibIX MeITaHa, rofuHe 1926. CBeodyXBaTHe KOH3€PBaTOPCKO-
-pecTaypaTopcke pajioBe Ha apXMUTEKTYpPU M >KMBOMNCY IIPKBe OOABMIIM CY CTPYUHAIU
OdnacHor 3aBofja 3a 3alITUTY CIOMeHMKa KynType y Ilpumruunm, xacauje Ilokpajun-
CKOT 3aBofa. PajjoBy cy 3amoueTy aBrycTa 1955, MHTEH3UBHO Cy M3BODeHM off 1956. IO
1960. TO[MIHE, @ HAKPATKO CY HacTaB/b€HM, TOKOM Mecel] JIaHa, M 1961. rofguHe. 3axBaTe
Ha apxuTekTypu odasuo je Munocas JIykuh, Texunuap 3aBopa, 1o HaA30POM apXUTEKTe
Cserucnasa Bydyenosnha. KoH3epBaTOpckuM pafioBuMa Ha 3UIAHOM C/IMKApPCTBY PyKOBO-
nno je cnukap koHsepsarop Pydum JlasoBuh, a momaramu cy my Ilerap banadanosuh u
Mowmunno Ilerposuh. IpkBa Csetor hopba y Peuanuma nporiaiieHa je CHOMEHUKOM
KyIType ¥ CTaB/beHa IIOf] 3alITUTY JipKaBe Pemremem dp. 02-178/1, Koje je IOHETO 5. jyHa
1961. roguHe y IIpuiuTram 1 Koje je moTnmcao Tajammsy gupekrop ITokpajunckor saBoga
Mwnan ViBanosuh.

®

Henosparan rydutak npkse Csetor hopha y Peyannuma, BpegHOr crlOMeHMKa CpIICKe
CpefibOBEKOBHE YMETHOCTH, HAMETHYO je 00aBe3y [la ce OHa 3a HAayKy M KYITYPHY jaB-
HOCT cadyyBa dap Tako mTO he ce cTpyuyHo odpamuTu u Ha oArosapajyhm HaumH mpe-
3€HTOBATHU pe/ieBaHTHA NOKYMeHTaluja o 1\oj. [la du ce To ocTBapuio, dujo je Heor-
XOJIHO HajIpe NPUKYIUTHU U IMPOYYUTH pa3dalaHy u HecucTeMarnsoBaHy rpaby. Ped je
o ctapuM ¢oTorpadcKuM CHUMIMMA, aPXUTEKTOHCKMM IUIAHOBMMA, KOH3€PBaTOPCKIM
IPTEXMMa, CTPYYHUM M3BELITAjMIMa ¥ TePEHCKMM derenkama, KaTkaj MehycodHo mpo-
TUBYPEYHNUM, HACTaNMMM y pasnuuutuM ¢azama pajfioBa CIyxde 3alITUTe Ha LPKBI.
Ibux je Baspaso MOFATHO IPOBEPUTH ¥ NPOTYMAUYNUTV HAa OCHOBY ymopehupama jen-
HUX C ApyruMa, anu ux Huje dumo moryhe yBek mormyHo ycarmacutu. IIpodnem mus-
BECHMX HENOAYHAAPHOCTM IOJjaTaKa 3aT€YEeHMX y JOKYMEHTALMju, PEIMO HecCaarama




certain inconsistencies in the data found in the documentation - for example discrepan-
cies in some measurements on cross sections and drawings of the exterior of the church
— proved impossible to overcome because the data could not be verified by examining the
monument itself, now razed to the ground. Only after having completed the rather large
task of data collection and cross-checking, i.e. after having achieved a possible, academi-
cally justified degree of consistency, was it professionally acceptable to proceed with the
elaboration of definite architectural plans and drawings of frescoes. The largest and most
important part of this evidence is kept in the documentation fund of the Regional Institute
for the Protection of Cultural Monuments from Pristina. In addition to black-and-white
photographs of architecture and wall paintings made in 1956 and 1961, the archives of the
Regional Institute has other important documents about the Recani church - blueprints,
drawings and notes on the conservation works. At the time of compiling this evidence
about the Church of St. George in Recani, the Regional Institute in Pritina was headed by
Milan Ivanovi¢, whose private collection of photographs completes the collected material.
A remarkably important collection of photographs of the Recani church and its frescoes
is kept in the Legacy of Professor Ivan M. Dordevi¢ at the Faculty of Philosophy of the
University of Belgrade. Compiled in the 198os, it is the only collection that, in addition
to black-and-white, includes color photographs of the Recani frescoes. Documentation
on the Church of St. George in Recani collected in August 1986 as the result of the re-
search project Research Documentation on Christian Art in Kosovo is also valuable. This
project was led by Professor Sreten Petkovi¢, and the documentation was kindly provided
by Professor Branislav Todi¢. The collected evidence is supplemented by black-and-white
photographs from the Legacy of Dusan and Ruzica Tasi¢, which is also kept at the Faculty
of Philosophy in Belgrade. Our own and every future generation remains indebted to all
of the abovementioned institutions and individuals for having collected evidence that will
allow the Church of St. George in Recani to always remain a part of live scholarship. De-
spite the intentions of its demolishers, the memory of it will never fade.



usMeby mojeqMHMX Mepa Ha IpecenyMa ¥ ILPTEXMMa CIO/BAIIBOCTI XpaMa, HHUje ce
MOTao IpeBIaJjaTy jep je M30CTaja IPOBEpa Ha CAaMOM CIIOMEHMKY — JIO TeMe/ba Pas3o-
peHoM. Tek HaKOH 3aMalIHOT IOC/A NPUKYI/balba U CPaBIbMBaba MOATAKA, OGHOCHO
JIXOBOT ycarjallaBama O HayYHO ONpaBJaHe Mepe, MIPUCTYNIIO ce KOHAYHOj odpaan
ApXMTEKTOHCKVX CHUMaKa U mapagu nprexa ¢pecaka. Hajsehu m HajsHavajHuju meo
noMeHyTe rpahe cauyBaH je y joxyMmeHTanuonoM ¢ouay IlokpajuHckor 3aBoga 3a 3a-
IITUTY coMeHMKa Kynrype y [lpumtunan. [Topen npHOdenux cHUMaKa apXuTekType u
KMBOINMCA HAaYMIbEHUX TOKOM 1956. M 1961. rofuHe, y apxusu IlokpajuHckor 3aBoga
CcauyyBaHM CYy U APYTM 3HAYajHU JIOKYMEHTM KOjU Ce TUYy pedyaHCKe IIPKBe — IIJIAaHOBH,
KOH3epBAaTOPCKM IPTeXXM 1 OejlelliKe. Y BpeMe CTBapama IOMEHyTe JOKyMeHTaluje o
npkBu Csetor hHopba y Peyannma na weny Ilokpajunckor 3aBopa y Ilpumrnun Ha-
nasuo ce Munan ViBanoBuh, 4uju npuBaTHM CHUMIM Takobhe yIOTHY®Yjy IPUKYIIbe-
Hy rpaby. Beoma 3HauajHa 30upka ororpaduja pedaHCKOr XpaMa U HEroBUX ¢peca-
Ka uyBa ce y Jlerary npodecopa VBana M. Hophesuha va ®unosodpckom dakynrery
Yuusepsurera y beorpagy. OHa je HacTama ocampeceTux roguHa XX BeKa U jeINHa,
Hopefi CHUMaKa y LpHOOeIoj TeXHUIY, cafgpXu 1 Behu Opoj Komop-cHMMaka pedaH-
CKoOT >XyuBommca. BpegHocT nMa u foxymeHnTanyja o upksu Csetor Hopha y Pewannma
HacTajla TOKOM aBIycTa 1986. TOAMHE Kao pe3ylTaT paja y OKBUPY IpojexTa Ipaha 3a
usyuasare xpuwhancxe ymemnociiu Ha Kocosy. Tum mpojeKTOM je pyKOBOAVO IIPO-
¢decop Cpeten IletkoBuh, a foKyMeHTanujy je y4MHMO JOCTYHHOM Ipodecop bpanm-
cnaB Toguh. Ilpukymwreny rpaby ynornymyjy u nprodenu caumuy us Jlerara [Jymrana
u Pyxune Tacuh, takohe Ha ®unosopckom daxynrery y beorpagy. Cum nodpojanum
MHCTUTYLMjaMa ¥ TOjefuHI[MMa MU U CBU Oyayhm Hapamitaju myryjeMo M3y3eTHy 3a-
XBaJIHOCT 3a cTBapame rpabe 3dor xoje he upksa Ceeror Hopba y Peuanuma saysex
OCTaTH Jle0 XMBE HayKe, a yCIIOMEHA Ha By — HACYHNpPOT Xe/baMa HhEeHMX PYLIUTeha —
HuKana Hehe usdnemern.
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LIPTEXKU APXUTEKTYPE U GPECAKA

DRAWINGS OF ARCHITECTURE
AND WALL PAINTINGS
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IIPTEX 1. ITOAY>)KHU IIPECEK C IIOTAEAOM HA JyT
LIPTEX 2. IIOIIPEYHY IPECEK KPO3 CPEAUIIEHY TPABE]
LIpTEX 3. OCHOBA

LIPTEX 4. OCHOBA TAMBYPA KYIIOAE

425

DWG. 1. LONGITUDINAL SECTION LOOKING SOUTH

DWG. 2. TRANSVERSAL SECTION THROUGH THE CENTRAL BAY
Dwa. 3. FLOOR PLAN

DWG. 4. PLAN OF THE DOME




LIPTEX 5. [IOITPEYHU ITPECEK KPO3 3ATIAAHU TPABEJ C IIOTAEAOM HA 3ATTAA
LIPTEX 6. [IOIPEYHH ITPECEK KPO3 MICTOYHHU TPABE]J C IIOTAEAOM HA UCTOK
LIPTEX 7. HATIIMIC HA HAATPOBHOJ ITAOYM U3 YHYTPAIIIEHOCTH IIPKBE

DWwG. 5. TRANSVERSAL SECTION THROUGH THE WESTERN BAY LOOKING WEST
DWwG. 6. TRANSVERSAL SECTION THROUGH THE EASTERN BAY LOOKING EAST
DWG. 7. INSCRIPTION ON THE TOMBSTONE FROM THE CHURCH
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LIPTEX 8. 3AIAAHA GACAAA
IIPTEX 9. ICTOUHA ®ACAAA, TOPEHHU AEO

Dwa. 8. WESTERN FAGADE
DWwG. 9. EASTERN FAGADE, THE UPPER
SECTION



LIPTEX 10. JY)KHA ®ACAAA
IIPTEX 11. CEBEPHA ®ACAAA, TOPIHH AEO

DWG. 10. SOUTHERN FAGADE
DwG. 11. NORTHERN FAGCADE, THE UPPER
SECTION
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CXEME CA O3HAKAMA 3A AEAOBE
JKUBOIIVCA ITPEACTAB/SEHE HA ITPTEXKUMA

DIAGRAMS MARKING THE PARTS OF FRESCO
PAINTINGS SHOWN IN THE DRAWINGS

MoBpLUMHe nof hpecko-ManTepoM Ha jy>KHOj CTpaHU LpKBe
Surfaces below the frescoes on the south side of the church
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1. KYIIOAA 1 ITAHAAHTHUON

1. ITpoPOK

2. ITroPOK

3. [IPOPOK

4. [TroPOK (MAWjA nam JOBAH TIPETEYA?)

5. [ITPoPOK

. ITroPOK AAHUAO

7. JEBAHBEAUCTA MATE] (CEBEPOMCTOK )

8. JEBAHBEAUCTA JOBAH (JYTOMCTOK)

9. JEBAHBEAUCTA MAPKO MAM JEBAHBEAUCTA AYKA (JYTO3ATIAA)

(=

I. DOME AND PENDENTIVES

1. PROPHET

2. PROPHET

3. PROPHET

4. PROPHET (ELIJAH OR ST. JOHN THE FORERUNNER?)

5. PROPHET

6. PROPHET DANIEL

7. MATTHEW THE EVANGELIST (NORTHEAST)

8. JOHN THE EVANGELIST (SOUTHEAST)

9. MARK THE EVANGELIST OR LUKE THE EVANGELIST (SOUTHWEST)




Im

II.1. OATAPCKA AIICMAA

1. AHBEO

2. bororopuiia cA XPUCTOM Y MEAASOHY
3. AHBEO

4. CBETU BACUAMJE BEAUKM

5. XPUCTOC ATHEI]

6. CBETU JOBAH 3AATOYCTU

11.1. ALTAR APSE

1. ANGEL

2. VIRGIN WITH CHRIST IN A MEDALLION
3. ANGEL

4. ST. BASIL THE GREAT

5. CHRIST THE LAMB OF GoD (AMNOS)
6. ST. JOHN CHRYSOSTOM



11.2. UICTOYHMU 3UA

1. CBETU ATAHACUJE AAEKCAHAPHUJCKH
2. CBETU ['PUTOPUJE

3. CBETU CTE®AH APXUFAKOH

4. CBETU APXUJEPE]

I1.2. EASTERN WALL

1. ST. ATHANASIUS OF ALEXANDRIA
2. ST. GREGORY

3. ST. STEPHEN THE ARCHDEACON
4. HoOLY BISHOP







II1. JY2KHU 3UA U JY)KHA CTPAHA CBOAA

1. POBEBE XPUCTOBO

2. BACKPCEWE AA3APEBO
3. CBETU APXMJEPE]

4. CBETH ATIOCTOA TTABAE

III. SOUTHERN WALL AND SOUTHERN SIDE
OF THE VAULT

1. NATIVITY

2. RAISING OF LAZARUS
3. HoLy BisHOP

4. PAUL THE APOSTLE

III.1. JYTOUCTOYHA HUIITA

1. CBETU MYYEHUK

2. CBETH MYYEHHK (OPAHC)
3. CBETU MYYEHUK _
4. CBETU ‘
5. CBETU

6. CBETU APXUJEPE]

III.1. SOUTHEASTERN NICHE

1. HOLY MARTYR

2. HOLY MARTYR (ORANS)
3. HOLY MARTYR

4. SAINT

5. SAINT

6. HoLy BISHOP

im




I11.2. CPEAUIIIIHLA HUIITA HA JY?>KHO]J
CTPAHU

1. XPUCTOB IPAPOAUTEM

2. KPInTE®RE XPHUCTOBO

3. XPUCTOB IIPAPOAUTE N

4. XPUCTOC

5. CBETHU JoBAH IIPETEYA

6. CBETH HOPBE

7. CBETU TEOAOP CTPATUAAT
8. CBeTu TEOAOP THUPOH

II1.2. CENTRAL NICHE ON THE
SOUTHERN SIDE OF THE CHURCH

1. CHRIST’S ANCESTOR

2. BApTisSM OF CHRIST

3. CHRIST’S ANCESTOR

4. JESUS CHRIST

5. ST. JOHN THE FORERUNNER
6. ST. GEORGE

7. ST. THEODORE STRATELATES
8. ST. THEODORE TYRON
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II1.3. JYTO3AITAAHA HUIITA

1. PA3roBoP CBETOT HOPBA CA OLIEM
TEPOHTHUJEM

2. CBETU HOPBE AOMU CPEBPHE U 3AATHE
HAOAE

3. CBETU HOPBE AEAU BOTATCTBO

4. CBETA (TTETKA?)

5. CBETA (HEAEMA?)

6. CBETA AHACTACUJA DAPMAKOAUTPUJA

I11.3. SOUTHWESTERN NICHE

1. ST. GEORGE TALKS WITH HIS FATHER
GERONTIUS

2. ST. GEORGE SMASHES SILVER AND GOLD IDOLS
3. ST. GEORGE GIVES AWAY HIS WEALTH

4. FEMALE SAINT (ST. PARASKEVI?)

5. FEMALE SAINT (ST. KYRIAKI?)

6. ST. ANASTASIA PHARMAKOLYTRIA




IV. 3ATIAAHHU 3UA

1. YCOE®E bororopuauHO

2. DPATMEHTH CITEHA U3 IITUKAYCA ITATPOHA
3. CBETA >KEHA

4. CBETA )KXEHA

5. CBETU AP KOHCTAHTHUH

6. CBETA LIAPUIIA JEAEHA

IV. WESTERN WALL

1. DORMITION OF THE VIRGIN

2. FRAGMENTS OF THE PATRON SAINT'S CYCLE
3. FEMALE SAINT

4. FEMALE SAINT

5. HoLy EMPEROR CONSTANTINE THE GREAT
6. HoLy EMPRESS HELEN
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B. CBUTAK ¥ PYLIU CBETOT JOBAHA

Y- CBUTAK KOJM APKU CBETU ATAHACHUJE
AAEKCAHAPUJCKU
8. CBUTAK v PYITU CBETOT ['PUTOPHJA

0. SCROLL HELD BY BASIL THE GREAT
[3. SCROLL IN THE HAND OF JOHN

CHRYSOSTO M
Y- SCROLL HELD BY ST. ATHANASIUS
OF ALEXANDRI

8. SCROLL IN THE HAND OF ST. GREGORY






V. CEBEPHU 3UA 1 CEBEPHA CTPAHA
CBOAA

1. PACTIEBRE XPUCTOBO
2. CUAABAK V AA

3. ArtocToA IIETAP

4. CBETU APXUJEPE]

V. NORTHERN WALL AND NORTHERN
SIDE OF THE VAULT

1. CRUCIFIXION

2. DESCENT INTO HADES
3. PETER THE APOSTLE
4. HOLY BISHOP

V.1. CEBEPO3AITAAHA HUIITA

1. CBETU HOPBE IIPEA IJAPEM AAAUJAHOM
2. BATUHABE CBETOT HOPBA

3. CBETU HOPBE Y TAMHULIA

4. CBETU Ky3MAH

5. CBETU AAMJAH

6. CBETU [TAHTEAEJMOH

V.1. NORTHWESTERN NICHE

1. ST. GEORGE BEFORE KING DADIANUS
2. BEATING OF ST. GEORGE

3. ST. GEORGE IMPRISONED

4. ST. COSMAS

5. ST. DAMIAN

6. ST. PANTALEON

Tm
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V.2. CPEAUIIIIHA HUIITA
HA CEBEPHOJ CTPAHU

1. MUPOHOCHUIIE HA XPHCTOBOM I'POBY
2. XPUCTOB ITPAPOAUTE /S

3. CKHUAAIBE C KPCTA

4. OTIAAKUBAIGE XPHCTOBO

5. XPUCTOB IIPAPOAUTENS

6. CBETU HECTOP

7. CBETU MEPKYPUJE

8. CBETU [TPOKOTIMJE

9. CBETU AMUMUTPUJE

10. bororopuiia [TAPAKAKICA
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V.2. CENTRAL NICHE ON THE
NORTHERN SIDE OF THE CHURCH

1. HOLY WOMEN AT THE SEPULCHRE
2. CHRIST'S ANCESTOR

3. DESCENT FROM THE CROSS

4. LAMENTATION OF CHRIST

5. CHRIST'S ANCESTOR

6. ST. NESTOR

7. ST. MERCURIUS

8. ST. PROCOPIUS

9. ST. DEMETRIOS

10. THE VIRGIN MEDIATRIX

T

_ 4ol



V.3. CEBEPOMCTOYHA HUIITA

1. CBETU MYYEHUK

2. CBETU APXUJEPE]J (CaBA CPIICKHM?)
3. CBETY MYYEHUK

4. CBETU KAMMEHT

5. CBETH HukoaA

V.3. NORTHEASTERN NICHE

1. HOLY MARTYR

2. HoLy BISHOP (SAVA OF SERBIA?)
3. HOLY MARTYR

4. ST. CLEMENT

5. ST. NICHOLAS
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INSCRIPTIONS™

INSCRIPTION ON THE TOMBSTONE:

BOEROAA A VZE EE ... Vpo...BHIC ... BETHA MY MALET’

This was followed by circular text on a part of the tombstone which was kept at the church until
its destruction:

P

(Bh AkTO S)(008 M(kee)a Ae(KEMBpPA) KT MPRCTARH (€ pAEL E(0)ZRH EOERO(AA...)*

FRESCO INSCRIPTIONS:

II.1. ALTAR APSE

2. (npkyc(Re)TA3

3. AHT(€A)h T(0CMO)AHR*

4. C(BE)TH BACHAHE

Text on his scroll: r(ocnop)H E(0)/Ke HAIIL- ARHEH HA HERECEXh MPHZPH HA BCA XkAd TROK- MPHZPH Ha
PAEH CEOK OrAAlLEHHE MoKAo[HWI]® — beginning of the Prayer for the Catechumens according to the
Divine Liturgy of Basil the Great.

5. I(HCoy)c(b) (x(pHCTO)C(B))

6. C((BE)TH I0W(AHB) ...

Text on his scroll: r(ocmop)(e) E(0)AR€ H(A)WIL HARE HEREC(b)HH XAREL MHINY RCEMY MHPY- T(0CM0)AA
HALUETO H E(Or)A I(HC)Oy(cA) X(PHCT)A TMOCAAER CM(Ac)A [H] HZEARHTEAk — opening lines of the Prayer of
Offering, which is recited at the end of the Prothesis rite.

I1.2. EASTERN WALL

1. (C(BE)TH) A¢-AH(AC(H)IE)®

Text on his scroll: ¢h CHUH EAAREHBU(H) CHAAH BA(A)A(H)KO “1AORKIOAKE(h)YE. H MH rpk(lIHH)
ROMH(EYU(bY TH H TAATOAE(MbL C(B€))Th I(CH MK)0 Bh H(CTHH)¥ H mnphkegeTh [H] HECTR HZUkpeHHE

<> Angle brackets (guillemets) contain reconstructed damaged letters; () parentheses contain the deciphered
text under the title; [ ] square brackets contain the additions with the omitted parts of the text. Roman and
Arabic numerals by the deciphered inscriptions correspond to the numbers of images in the drawings of
frescoes, connecting the images to the inscriptions that accompany them.

This is taken from a part of the tombstone that had been lost long before the destruction of the church; the text
was published by Lj. Stojanovi¢ in: Jb. Crojanosuh, Ciziapu cpitcku 3anucu u naitiiiucu I, Beorpag 1982 (1902%),
44, 10. 130.

For the readings of this part of the inscription cf. V. C. Jactpedos, ITogaitiyu 3a uciiopujy cpiicke ypkee. V3
wyimnuuxoi sauctuxa V. C. Jaciupedosa, beorpap 1879, 64; Crojanosuh, Ciliapu cpiicku 3aiucu u nataiiucu 1,
44, no. 131, whose reading, with some differences in the deciphering of abbreviations, was adopted by all later
researchers. Cf. Cpiicko ymeitinuuxo nacnehe na Kocosy u Meitioxuju. Vigenitiuiieiti, 3Ha4aj, yiposcerocii. Vzme-
HeHo U goilyreHo udgarbe, beorpag 2017, 310-311 (b. CreBanosuh), including older references.

Cf. B. ]. Bypuh, Heilo3natiiu ciiomeHuuu cpeqgrosexosrol cnukapciiéa y Meitioxuju I, Crapune Kocosa n Me-
toxuje II-III (1963) 70, who has reconstructed the word ‘most holy’ (presveta) as: (npeyc(ge)Ta. However, it
seems that there was a letter & instead of e.

+ Ibid.

Ibid., 77. This reading was supplemented here, based on the documentation of the project Research
Documentation on Christian Art in Kosovo and photographs made by Ivan Dordevié.

Bypuh, Heiosuaitiu ciomenuyy, 77. His reading (a¢.) was supplemented here, based on the notes compiled
as part of the project Research Documentation on Christian Art in Kosovo (a¢4) and a photograph from the
Regional Institute for the Protection of Cultural Monuments in Pristina cat. no. 2315.



HAatiucu™

HATIIMC HA HAATPOBHOJ ITAOY U

BOEROAA A VZE KE ... VP0...EHI ... BETHA MY MAMET'

W3a wwoia je cneguo kpysicHo uctiucan ekcitl Ha geny HagipodHe ii0Uue KOju ce 04y8ao Y UpKeu
go weHol pasapara:

Prard

(Bh AkTO Y004 M(keE)A Ae(KEMEBPA) KT MPRCTARH (€ pAER E(0)ZRH EOERO(AA...)*

HATOmcu HA ®PECKAMA

I1.1. OATAPCKA ATICUAA

2. (npk)c(Re)TA3

3. AHr(€A)h T(0CMO)AHR?

4. C((RE)TH RACHAHE

Texciti Ha c6UTKY: T(0CMOA)H E(0)R€ HALIL- RHEH HA HERECEXh MPHZPH HA RcA AKAA TEOK- MPHZPH Ha
PAEH CROK OFAALUEHHE MOKAO[HINK]® — Houewiak Monuiige 3a oinauiere, Koja ce u3iogapa UpuiuKom
jexienuja Ha J/luiypiuju ceemioi Bacunuja Benuxoi.

5. 1(HOOY)C(k) (X(PHCTO)C(k))

6. C(BE)TH 10W(AHB) ...

Texciti Ha céuttiky: T(0cMoA)(€) E(0)Re H(AYIL HARE HEREC(b)HH XAKER MHIPY BCEMY MHPY- T(0CM0)AA
HALWErO H K(Or)a I(HC)oy(cA) X(PHCT)A MOCAABL Cri(Ac)A [H] HZEABHTeAR — doueitiak Monuitige iipegno-
JHerba, Koja ce usiosapa Ha Kpajy odpega upockomuguje.

11.2. UCTOYHU 3UA

1. (C(BE)TH) A0-aH(AC(H)IE)S

Texciti Ha CBUTHUKY: (h (HUMH EAAKREHRM(H) CHAAMH BA(A)A(H)KO “1AOERIOAWE(b)1€. H MH TpR(WIHH)
ROMH(EYU(L) TH H TAATOAE(ML C(RE))Th IE(CH MIK)0 Bh H(CTHH)¥ H MNpkeReTh [H] HKCTh HZUEKpEHHK

Y crpenactuMm 3arpagama <> JaTa je peKOHCTpyKumja omrreheHux cn1oBa, y odmum () paspelleme TeKCTa MO
TUTJIOM, [JOK Cy ¥ YIIACTUM [ | PeKOHCTPYMCAaHN M30CTaB/beHN AeIOBU TeKCTa. PUMCKM U aparcku dpojeBu
y3 MIIYMTaHe HAaTIICe OAroBapajy dpojeBrMa y3 IpefcTaBe Ha LIpTexnMa Qpecaka, I1a Cy Tako Te pefcTaBe
HOBe3aHe C HATIMCUMA KOjJ UX IIpaTe.

Ped je o onpaHje M3ryd/beHOM Jiefy IIoYe, C HATIIICOM 4uje je unTame foHeo Jb. Crojanosuh, Citiapu cpiicku
satucu u Hamtiucu 1, Beorpan 1982 (1902'), 44, dp. 130.

Yurame Tor fenma Hatnuca #ajy: V1. C. Jactpedos, Ilogaitiyu 3a ucitiopujy cplicke upkee. V3 ilyilinuuxol 3aiu-
cruka M. C. Jacitipedosa, beorpap 1879, 64; Crojanosuh, Citiapu cpiicku 3aiucu u Hattiiucu 1, 44, 8p. 131, unje
4KTalbe, Y3 M3BECHE Pas/IiKe y paspellaBamy ckpaheHua, mpeysnmajy cBu KacHUju nctpaxnsadn. Yi. Cpii-
cKo ymemHuuxo Hacnehe na Kocosy u Meitioxuju. Vgentuuitieti, 3Hauaj, yipojceHocii. V3amerveHno u goiyrero
usgawe, beorpan 2017, 310-311 (b. CreBanosuh), ca crapmjom mureparypom.

B. J. Bypuh, Heilosnaitiu ciiomernuyu cpegroosexosHoi cnuxapcimea y Meitioxuju I, Crapune Kocoa u Meto-
xuje II-111 (1963) 70, e je ped fipecseitia peKOHCTpynUCcaHa Kao (npe)c(ke)Ta. VImak, cBa je mpuinka fia je yMmecTo
CJI0Ba € cTajano k.

Hcino.

Hctiio, 77, The je unTame NOIMYHEHO Ha OCHOBY JOKYMeHTauuje npojekra Ipaha sa usyuasare xpuwharcke
ymeitinocitiu Ha Kocosy u ¢pororpaduja Vsana Hopbesnha.

Bypuh, Heiiosnaitiu ciiomernuyu, 77. Hberoo unrame (44-.) JOIyHEHO je HA OCHOBY YBIZIA Y deylellIKe Haunbe-
He y OKBUPY IIpojexta Ipaha 3a usyuasarwe xpuuwiharcke ymeitinocitiu Ha Kocosy (a¢4) n'y caumax IToxpajun-
cKor 3aBopa y Ilpunituny, nHB. 8p. 2315.




Re[HKo]akn[lo CReThINKE TRoee] — prayer of the Eucharistic Canon recited during the singing of the
Triumphant Hymn.

2. (C(R€)TYH TAHTOpHE®

Text on his scroll: HHIKCTORE AOCTOHK ECTh- OT(h) CREZAHRHHX(h)- MAKTHCKHUH TOXOThIUH CAACTRUH MpH~
XOAHTH HAH TPHEAHRATH (€ HAH CA¥ZRHTH TEEE LAPK CAARBH HARE MOCAYXARHTH Te[Ek] — the beginning
of the prayer recited in secret by the priest during the Cherubicon at the Liturgy of the Faithful
according to the Divine Liturgy of Saint Basil the Great and the Divine Liturgy of Saint John
Chrysostom.

3. ¢

(RE)TH (TEDAHK APXHAHAKOHK

II1.2. CENTRAL NICHE ON THE SOUTHERN SIDE OF THE CHURCH
4. ((HCOY)C(b) X(PHCTO))C((B))

5. (C(RE)TH 1W(AHK)) NpkTETA

6. (C(RE)TH) Te(WPL)THE

7.¢

(RE)TH 4-€0A0p(k) (C)TPATHAATh

8. (C(RE)T)H ©€0A0p(h) THPOHK

[11.3. SOUTHWESTERN NICHE

2. ¢

(BE)ThI TEWPrHE CKPLLIAET HAOAH ZAATHHE H CPERPHHE®

IV. WESTERN WALL

2. ¢

(RE)TH (TEQWPTHE)...VAPKT.../RHR...CRAHZh. ..

V. NORTHERN WALL AND NORTHERN SIDE OF THE VAULT
3. Text on the scroll: JAk TH TETPE KAKTh 1](A)pCTEA HeRECh(HAT0) (Mt. 16, 19)

V1.

NORTHWESTERN NICHE

1. OCYAH C(BE)TATO TEQWPrHA EE€ZAKKOHH L|(A)ph AAAHAHR'®
2. H TIOREAE BHTH C(RE)TAMO TEWPrHA -[i- M0 MAEWIA CTAMORL H -[i- MO “fpeRY
3. C(BE)TH TEWPrHE B(h) ThUHHLH'

V2.

. C
. C
. C
. C
10.

O ol O\w

CENTRAL NICHE ON THE NORTHERN SIDE OF THE CHURCH

. M{P)AREA(HH)*

(RE)TH HeC(k)TOpHE

(RE)TH MEPIKYPHE

(RE)TH MPOISOMHE

(RE)TH AHMHTpHIE

Text on the scroll of the Virgin: npHHIUIH (I)OAEHH(E) LIATEPE CBOE C(HH)Y MOH 1(TO) MATH MPOCHILH-

rPRIWHHIL CM(ACE)HHE: MPOrHRRALUE IM€- MPOCTH HXL CHHE IMOH- AA TOKAKTL C€- XA(p)ZAH IH HX(h)- TERE
pAAH CROEOR(A)Y HXL EAATOA(APY)E TE CAORE-3

V.3.
2. ¢
4. ¢
5.¢

NORTHEASTERN NICHE
C(RE)TH) C...

(RE)TH KAHME[H]Th
(RE)TH(...)

The text of the Recani scroll seems closer to the prayer recited in secret by the officiating priest during the
Liturgy of St. Basil the Great. Instead: ... tH rph(WHH) ROMH(E)LI(h) TH H TAAroAe(Mb)... in Orthodox liturgikon books
it appears as: ... IH rpKUIHBI ROMHENL H TAATOAEMb...

Bypuh, Heitosnaitiu ciiomernuyu, 77, who read it as: ranrop¢rey. Photographs of the Regional Institute in Pristina
cat. nos. 2315 and 3220 clearly show that the inscription next to the saint read: rfirope.

Ibid., 73; based on old photographs, a minor correction was made here in the reading of St. George’s name.
Ibid., 73.

Ibid., Bypuh, Heiiosnatiiu ciiomenuuyu, 74. This was also probably written as rewprie, which is read here as rewp~
rie. Instead of Temnnyn as interpreted by Durid, it was probably written as: ThuHHLH.

B. Cresanosuh, IIpegcitiase Xpuciniosux iipapoguitiena y upxeu Cseitiol Hopha y Peuanuma, KocoBcko-mero-
XUjcKu 300pHMK 5 (2013) 27-29, 34-35.

The beginning of the text on the scroll was published by Vojislav Duri¢ (Heiiosnaitiu ciiomenunu, 80); for the
complete reading of the text cf. I. M. Djordjevi¢, M. Markovi¢, On the dialogue relationship between the Virgin
and Christ in the Christian art. Apropos of the discovery of the figures of the Virgin Mediatrix and Christ in the
naos of Lesnovo, 3orpad 28 (2000-2001) 32, 33, fig. 24.



ReA[HI0]ARN[10 CRETRIHKE TROEE] — MOMUILBA KOja ce U3iosapa UPUNUKOM Tiesarva HoJegHe tiecme
gox uwipaje Kanon esxapuciviuje.”

2. (C(B€)TYH TAHIOPHE®

Texcili Ha C6UTIKY: HHKTORE AOCTOKHL IKCTh- (WT(h) CREZAHRHHX(b): MAKTHCKHMH MOXOTRUH CAACTRUH
MPHXOAHTH HAH TMPHEAHZRATH (€ HAH CAYRHTH TEE'R LAplo CAABRH HARE MOCAYARHTL TE[ER] — Houeiliak
MoOnuiiee Kojy céeudilieHux WajHo Yuila Ha Auinypiuju eeprux y okeupy Jluiuypiuje ceeiioi
Bacunuja Benuxoi u Jluitiypiuje ceeitioi Josana 3naidoyciuol.

3. ((RE)TH (TEDAHR APXHAHAKOHK

[I1.2. CPEAUIIILA HUIIIA HA JY)KHOJ CTPAHU
4. ((HCOY)C(B) X(PHCTO))C((B))

5. (C(RE)TH 1wW(aHK)) mphkTe1a

6. (C(RE)TH) TE(WPh)THE

7. C(BE)TH 0-€0A0p(k) (C)TPATHAATh

8. (C(RE)T)H ©€0A0p(L) THPOHK

I11.3. JYTO3ATIAAHA HUIIA
2. C(BE)ThI TEQWPTHE CIKPLIUAET HAOAH ZAATHHE H CPEEPHHE’

1V. 3ATIAAHU 3UA
2. C(RE)TH (TEWPTHE)...VAPKT.../RHE...C(RAHZk...

V. CEBEPHU 3UA N CEBEPHA CTPAHA CBOAA
3. Texcili Ha c6UTKY: AMMb TH TETPE KAK'Th Lj(A)pCTBA HEEECh(HATO) (MT 16, 19)

V.1. CEBEPO3ATIAAHA HUIIA

1. OCVAH C(BE)TATO TEWPrHA EEZAKOHH 1|(A)ph AAAHAHK'®

2. H MOBEAE BHTH C(RE)TAMO TFEWPrHA -[i- M0 MAEWIA CTAMORL H -li- MO “fpeRY
3. C((RE)TH TeWPrHe B(h) TRUMHHLH

V.2. CPEAUILILA HUILIA HA CEBEPHOJ CTPAHU

. {P)AREA(HH)"?

. C(RE)TH HEC(L)TOpPHE

. C(RE)TH MePIK¥pHE

. C(BE)TH TPOICOTTHE

. C(BE)TH AHMHTPHIE

10. Texciti Ha Boiopoguuurom ceuitiky: NpHHUH (UYOAEHH(E) MATEPE CROE C(HH)¥ IIOH “1(TO) MATH
MPOCHILH- TPRLWHHUEL CM(ACE)HHE: MPOrHRRALIE Ki€- MPOCTH HXH CHHE KIOH: AA MOKAKTh C€- XA(P)ZAH MH HX(L)-
TERE PAAH CROEOAK(A)Y HXh EAATOA(APY)E TE CAORE-'3

O o O\ W

V.3. CEBEPOUCTOYHA HUIIIA
. (C((RE)TH) (...

4. ((RE)TH KAHME[H]Th

. C(RE)TH (...)

[

w

TexcT ¢ pedaHCKOT CBUTKA MPUOMVKHU]U je MOTTUTBY KOjy CBEIUTEHNMK TajHO M3ToBapa Ha JIuTypruju ceetor
BaCI/I}H/Ija Benuxkor. YMecTo: MH rpk(lHHY ROMH(E)U(b) TH H maroz\e(uh)...,ycny)i(a(SHI/luMMa MUIe: ... MH rphIHaI
ROMHELB H TAATOAEMb. ..

‘Bypuh, Heitosnaitiu ciiomernuyu, 77, Koju unrta ranrop(ie). Ha caumimma IToxpajunckor 3aBopa y Ilpuinrunn,
VHB. 8p. 2315, 3220, BUJI Ce jaCHO J1a je Kpaj CBETOT SM/IO MCIIMCAHO [Hrope.

Hctiio, 73. Marna ucnpapka y NIIYUTaBamky MMEHa cBeTOr Hopha msBplleHa je oBfie Ha OCHOBY CTapux GoTo-
rpaduja.

Hcino, 73.

Hcinio, 74. BepoBaTHO je 1 OBJie IMCATIO MEWrE, IITO PAIIdMTABAMO KaO FeWprHe. YMECTO TEMHHLH, KAKO HAaBOJM
Bypwuh, cBa je mpumka fia je mcamo ThMHHLH.

B. CreBanosnh, IIpegcitiase Xpuciiiosux tipapoguitiera y upkeu Ceeitioi Hopha y Peuanuma, KocoBcko-meTo-
Xmjcky 300pHUK 5 (2013) 27-29, 34-35.

IToyeTak TeKcTa Ha CBUTKY 00jaBuo je Bojucnas Bypuh (HedosHaitiu ciiomeruyu, 80), TOK je HEroBO LIe/I0BH-
TO YnTame faro y tekcry: I. M. Djordjevi¢, M. Markovi¢, On the dialogue relationship between the Virgin and
Christ in the Christian art. Apropos of the discovery of the figures of the Virgin Mediatrix and Christ in the naos
of Lesnovo, 3orpad 28 (2000-2001) 32, 33, CII. 24.
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OOTOTPAPUJE
PHOTOGRAPHS



CA. 1. [TOTAEA HA IIPKBY CA 3ATIAAA TIPE
KOH3EPBATOPCKO-PECTAYPATOPCKHUX PAAOBA

F1G. 1. VIEW OF THE CHURCH FROM THE ‘WEST,
BEFORE CONSERVATION AND RESTORATION WORKS

CA. 2. TIOTAEA HA IIPKBY CA 3AIIAAA
FIG. 2. VIEW OF THE CHURCH FROM THE WEST



CA. 4. TIOTAEA HA ILIPKBY C JYTO3ATIAAA

CA. 3. ITOTAEA HA LIPKBY CA CEBEPO3ATIAAA

FIG. 4. VIEW OF THE CHURCH FROM THE SOUTHWEST

F1G. 3. VIEW OF THE CHURCH FROM THE NORTHWEST

CA. 6. JY>)KHA GACAAA

CA. 5. CEBEPHA ®ACAAA

FIG. 6. SOUTHERN FAGADE

F1G. 5. NORTHERN FAGCADE




CA. 7. TIOTAEA HA LIPKBY CA CEBEPOMCTOKA
F1G. 7. VIEW OF THE CHURCH FROM THE NORTHEAST

CA. 8. ToPHU AEAOBU UCTOYHE GACAAE
F1G. 8. UPPER SECTIONS OF THE EASTERN FAGADE

CA. 9. AHTUYKA CITOAUJA YTPAFEHA Y CEBEPO3ATIAAHU YTAO
ITPKBE

FIG. 9. ANTIQUE SPOLIA BUILT INTO THE NORTHWESTERN CORNER
OF THE CHURCH

CA. 10. AHBEO KOJU CE KAAKWA bororopuiiu I1InrPoj op HEBECA,
JYXHA CTPAHA OATAPCKE ATICUAE, AETA/S

FIG. 10. ANGEL BOWING TO THEOTOKOS PLATYTERA, SOUTHERN
SIDE OF THE ALTAR APSE, DETAIL

CA. 11. CBETU ATAHACHUJE AAEKCAHAPUJCKHU U CBETU ['PUTOPUJE
u3 CAY)XBE APXUJEPEJA

F1G. 11. ST. ATHANASIUS OF ALEXANDRIA AND ST. GREGORY FROM
THE OFFICIATING BISHOPS SCENE

CA. 12. HEIPEIO3HATY CBETU APXUJEPE]
F1G. 12. UNIDENTIFIED HOLY BISHOP
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CA. 13. HENPENO3HATU CBETU APXMJEPE] (CABA CPIICKM?) T'OPE;
CBETH HUKOAA AOAE

F1G. 13. UNIDENTIFIED HOLY BISHOP (SAVA OF SERBIA?), TOP;

ST. NICHOLAS, BOTTOM

CA. 14. OcTALIM CIIEHE POBE®HA XPUCTOBOT
F1G. 14. REMNANTS OF THE NATIVITY OF CHRIST

CA. 15. OcTtAllx CIIEHE KPIITE®HA XPUCTOBOT
F1G. 15. REMNANTS OF THE BAPTISM OF CHRIST

CA. 16. OTIAAKUBAIE XPHUCTOBO
F1G. 16. LAMENTATION OF CHRIST
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CA. 17. YCTIEBE BOTOPOAMYHTHO, AETAS
F1G. 17. DORMITION OF THE VIRGIN, DETAIL

CA. 18. OCTATTM CHEHE MUPOHOCHIIA HA TPOBY
XPUCTOBOM

F1G. 18. REMNANTS OF THE HOLY WOMEN

AT THE SEPULCHRE SCENE

CA. 19. BATUHABE CBETOT HOPBA
F1G. 19. BEATING OF ST. GEORGE

CA. 20. CBETU HOPBE AEAU BOTATCTBO, AETA/
FI1G. 20. ST. GEORGE GIVING AWAY HIS WEALTH, DETAIL

CA. 21. CBETU HOPBE ITPEA ITAPEM AAAUJAHOM, AETAS
F1G. 21. ST. GEORGE BEFORE KING DADIANUS, DETAIL
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CA. 22. CBETU ATIOCTOA ITETAP
FIG. 22. PETER THE APOSTLE

CA. 23. CBETH ATOCTOA ITABAE
F1G. 23. PAUL THE APOSTLE
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CA. 24. HETIPEITO3HATH MYYEHUK (OPAHC)
FIG. 24. UNIDENTIFIED HOLY MARTYR (ORANS)
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CA. 25. CBETHU JOBAH IIPETEYA
13 AEU3UCA, AETA

F1G. 25. ST. JOHN THE FORERUNNER
FROM THE DEISIS, DETAIL

CA. 26. CAUKAHA UMUTALIUJA
MEPMEPHOT COKAA

FIG. 26. PAINTED IMITATION
OF A MARBLE SOCLE

CA. 27. [IPOBHUA CAMKAPEB IJPTEX

HA MAATEPHOM CAOJY 3A U3PABHABAIGE,
30HA COKAA MCIIOA ITPEACTABE CBETOT
JoBAHA ITPETEYE 13 AEU3HCA

F1G. 277. PAINTER'S DRAFT DRAWING

ON THE PREPARATORY LAYER OF PLASTER
SOCLE ZONE, UNDER THE REPRESENTATION
OF ST. JOHN THE FORERUNNER FROM THE
Deisis




CA. L. 3BATIAAHA ®ACAAA CA. II. ICTOYHA ®ACAAA
F1G. I. WESTERN FAGADE F1G. II. EASTERN FAGADE

CA. III. )KMBOIIMC ATICUAE I HICTOYHOT 3UAA OATAPCKOT ITPOCTOPA
F1aG. III. WALL PAINTINGS ON THE APSE AND THE EASTERN ALTAR WALL

CA. IV. CAY>XBA APXUJEPEJA Y OATAPCKOJ ATICUAU
F1G. IV. OFFICIATING BISHOPS IN THE ALTAR APSE
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Ca. V. CBETU BACHAUJE BEAUKYM U3 CAY)XBE APXUJEPEJA Ca. VI. CBETM HukoaA
F1G. V. ST. BASIL THE GREAT FROM THE OFFICIATING BISHOPS SCENE F1G. VL. ST. NICHOLAS
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Ca. VII. CBETU HUKOAA, AETAN
F1G. VII. ST. NICHOLAS, DETAIL




_ o6l

Ca. IX. CBETU APXUBAKOH CTEQAH
F1G. IX. ST. STEPHEN THE ARCHDEACON

CA. X. OcTAaTAK CUEHE CKHMAAIA C KPCTA
F1G. X. REMNANTS OF THE DESCENT FROM THE CROSS

Ca. XI. YcnewE BororopuauHO
F1G. XI. DORMITION OF THE VIRGIN

Ca. XII. Pa3rosBop CBETOT HOPBA CA OLJEM 'EPOHTHJEM
F1G. XII. ST. GEORGE TALKS WITH HIS FATHER GERONTIUS

Ca. XIII. CBETU HOPBE AOMU 3AATHE U CPEBPHE UAOAE U CBETU HOPBE AEAU BOTATCTBO
F1G. XIII. ST. GEORGE SMASHES SILVER AND GOLD IDOLS; ST. GEORGE GIVES AWAY HIS WEALTH
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Ca. XIV. CBETH HECTOP, AETAN
F1G. XIV. ST. NESTOR, DETAIL

Ca. XV. bororopunia [TAPAKAMICA U3 AEM3UCA
F1G. XV. THE VIRGIN MEDIATRIX FROM THE DEISIS

Ca. XVI. CBETH JOBAH IIPETEYA U3 AEU3UCA
F1G. XVI. ST. JoHN THE FORERUNNER FROM THE DEISIS






CA. XVIIL. CBETH ATTOCTOA ITETAP
F1G. XVII. PETER THE APOSTLE

CA. XVIII. CBETU ATIOCTOA [TABAE
F1G. XVIIL. PAUL THE APOSTLE

Ca. XIX. CBETU AUMUTPUJE
F1g. XIX. ST. DEMETRIOS

XV
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Ca. XX. CBetu TEOpAOP TUPOH
F1G. XX. ST. THEODORE TYRON
Ca. XXI. CBETU MEPKYPUJE

1 CBETU [IPOKOTIUJE

F1G. XXI. ST. MERCURIUS

AND ST. PROCOPIUS
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Ca. XXII. CBETH HOPBE U CBETU TEOAOP CTPATHUAAT
F1G. XXII. ST. GEORGE AND ST. THEODORE STRATELATES

Ca. XXIII. CBeTu HOPBE U CBETU TEOAOP CTPATHAAT, AOBbU AEO GUI'YPA
F1G. XXIII. ST. GEORGE AND ST. THEODORE STRATELATES, LOWER PARTS
OF THE FIGURES

Ca. XXIV. CBETA HEAEMA (2) M CBETA AHACTACHJA DAPMAKOAWTPHJA
F1G. XXIV. ST. KYRIAKI (2) AND ST. ANASTASIA PHARMAKOLYTRIA

CA. XXV. CPIICKOCAOBEHCKM HATITAC HA HAATPOBHOJ IIAOYY HE3HAHOT BOJBOAE,
BEPOBATHO KTUTOPA I[[PKBE CBETOT 'HOPBA, KOJU CE YIIOKOJHO 23. AELIEMEPA
1370. TOAMHE (KOIIUJA)

F1G. XXV. SERBO-SLAVONIC INSCRIPTION ON THE TOMBSTONE OF AN UNIDENTIFIED
NOBLEMAN, PROBABLY THE KTETOR OF THE CHURCH OF ST. GEORGE, WHO PASSED
AWAY ON 23 DECEMBER 1370 (PLASTER CAST)
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XXV

CA. XXVI. ITOTAEA HA IIPKBY IIPE PYIIEA
F1G. XXVI. VIEW OF THE CHURCH BEFORE DEMOLITION

Ca. XXVIIL. PacyTu ocTALM IIPKBE CBETOT HOPBA ¥ PEYAHUMA, PASHETE EKCIIAO3UBOM 1999. TOAUHE, HAKOH AOAACKA CHATA Koora
F1G. XXVII. THE SCATTERED REMAINS OF THE CHURCH OF ST. GEORGE IN RECANI AFTER IT WAS BLOWN UP IN 1999 FOLLOWING THE ARRIVAL OF KFOR TROOPS
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