Fig. 1. West facade of Holy Archangels church in Stip,
photo: J. S. Ciri¢

Abstract: This work retraces observations concern-
ing articulation of west facade of Holy Archangels
Church in Stip. The use of inssuficiently recognised
and various modifications of brickwork ornaments
are caracteristic elements for representing the Econ-
omy of Salvation of the wall.

“What a man sees depends both upon what he looks
at and also upon what his previous visual-conceptual
experience has taught him to see. !

In historiography of Byzantine architecture, architec-
tural ’ideas’ at the late 13th and 14th century often
were marked with qualities whom «quite possibly
because of the visual habits thus engendered, we now
underrate”.* Late Byzantine architecture most of all
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' T. Kuhn, The Structure of Scientific Revolutions, Chica-
go: University of Chicago Press, 1970, 112.

2 R. Krautheimer, Early Christian and Byzantine Archi-
tecture, Harmondswort 1965', 19752, 440. For reasons of
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expressed its artistic possibilities on the surfaces of the
walls. Vojislav Kora¢ considering the peculiar treat-
ment of the facades in Late Byzantine architecture
recapitulated the views on the subject and concluded
that “the ornamentation of the fagade is characterized
by using bricks, stacking bricks with which the entire
surface of the fagade turns into a kind of tapestry”.’
On the other hand, despite the recognition of several
symbolic ornaments on Late Byzantine facades it is
also has been noted that “the patterns that appear on
its surface are not organized in any particular direc-
tion and do not contribute to its articulation, but only
to its decoration”.* The analysis of facade articula-
tion brickwork ornaments that appear near the church
door have an active and mutually dependent, iconic
function. Although it was noticed in historiography
that “Their arrangement has little to do with the artic-
ulation of the facade and more with connecting one
space to another at specified points™ at the same time
appears the attitude to be mutually exclusive with the
above: “in many cases doors as the foci of the fagade
significantly contribute to their appearance”.® Taking
into consideration the example of articulation of west
facade of Holy Archangels Church in Stip founda-

its significance, all citations and parts in sentences in this
article are given in italics.

3 V. Koraé, Monumentalna arhitektura u Vizantiji i Sr-
biji u poslednjem veku Vizantije. Osobena obrada fasad-
nih povrsina, Zbornik radova Vizantoloskog instituta 43
(2006), 209.

4 J. Trkulja, The Fagade Decoration of Byzantine Church-
es: Symbolic, Spatial and Performative Aspects, Spatial
Icons, ed. A. M. Lidov, Moscow 2009, 20.

5 Eadem, Aesthetics and Symbolism of Late Byzantine
Church Facades 1204-1453, Princeton University, PhD
Thesis, 2004, 245.

6 Ibid.



Fig. 2. West facade of Holy Archangels in Stip, drawing:
Institute for Protection of Cultural Monuments in Ohrid,
Macedonia

tion of protosebastos Hrelja (figs. 1, 2),” and bearing
in mind the question of what is seen and what the
observer is taught to see as in Kuhn’s methodologi-
cal miniature at the beginning of the text, it is pos-
sible to understand the «messages» represented with
brickwork geometric ornaments, in critical terms
of art history insufficiently identified as «aniconic
decoration».® These questions, what is seen and what
observer is taught to see, are highly significant for
this work and at the same time are complementary
with Krautheimer’s conclusion concerning our visual

7T am grateful to colleagues from the Institute for the Pro-
tection of Cultural Monuments in Ohrid - Macedonia, for
providing me west facade drawing of the church of the
Holy Archangels in Stip.

8 J. Trkulja, The Fagade Decoration of Byzantine Church-
es: Symbolic, Spatial and Performative Aspects, Spatial
Icons, A. Lidov ed., Moscow 2009, 20, 75. However, a dis-
tinction should be made between the terms aniconism, an-
tiiconism and deiconism. About aniconism cf. J. S. Ciri¢,
The Art of Exterior Wall Decoration in Late Byzantine
Architecture, Actual Problems of Theory and History of
Art. Vol. 1. Collection of articles. Materials of the Confer-
ence of Young Specialists. St. Petersburg State University,
December 1-5, 2010/ eds. S. Maltseva, E. Stanyukovich-
Denisova, 2011, 69 - [76].
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Fig. 3. Middle niche, west facade of Holy Archangels church
in Stip, photo: J. S. Ciri¢

habits.” Understanding the ornamental unit which is
not only “abstract mathematical construction” be-
cause taxonomy demands precision in description “in
understanding the shape one sees (...) and requires
other competences than those of articulating visual
observation”.!” In his detailed architecture analysis of
church in Stip, Vojislav Koraé emphasized that “Sur-
face that surrounds the middle arch of the lower zone
is decorated with a rhythmic motif set in a diamond
shape, made of brick. Surface framed in the southern
part of the fagade is covered by a similar motif, only
increased, but in its inner surface was filed with the
cross motif. In the northern niche is a motif of geo-
metrically stylized flower, also made of brick, dipped
in plaster. In the middle is placed a vertical line, a left
and right are arranged parallel to and slightly bent to
the side.“!" On the western facade of the temple of

 On understanding of visual habits and its percepcions in
historiography of Late Byzantine architecture: J. S. Ciri¢,
Optic Desires: Toward better understanding of wall ar-
rangement at the late 13" century Byzantine Architecture,
Before and After the Fall of Constantinople. The Center
and Peripheries of Byzantine World in the Turbulent Times
Before and After the Conquests of Constantinople in 1204
and 1453, ed. V. Stankovi¢, Belgrade 2013 [forthcoming].
10°0. Grabar, The Mediation of Ornament, Princeton Uni-
versity Press, Washington D. C., 1992, 121. Although in
one passage she quoted Grabar’s methodological princi-
ples, ten years later Leslie Brubaker attributed this type
of ornamentation as ‘voiceless’. It is concluded that ani-
conic decoration was used in organizational and structural
purposes. Cf. L. Brubaker, Aniconic decoration in the
Christioan World (6th — 11th c.), Settimane di studio dllla
Fondazione Centro Italiano di Studi sull’ Alto Medioevo,
Fondazione Centro di Studi Sull’ Alto Medioevo Band,
Spoleto 2004, 573 — 590.

'V, Kora¢, Spomenici monumentalne srpske arhitekture
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Fig. 4. Niche, west facade of St. Sophia church in Ohrid,
photo: J. S. Ciri¢

Fig. 5. Niche, north facade of Holy Virgin Yahumska
church (Zaum) in Ohrid, photo: J. S. Ciri¢

the Holy Archangels in Stip, probably erected around
133412 50 called triumphal arch is dominant motif.
Slobodan Curéi¢ contributed to the topic discussed
by a statement “The ‘triumphal arch’ system of

X1V veka u Povardarju, Beograd 2003, 85.

2 Founder of the church protosebastos Hrelja donated Holy
Archangels Church in Stip to Hilandar Monastery, men-
tioned also in chapter of Hrelja’s the most supreme lord
Emperor Stefan DuSan. Cf. M. Dini¢, Relja Ohmucevié
— Istorija i predanje, Zbornik radova Vizantoloskog insti-
tuta 9 (1966), 95—118 [with bibliography]; S. Cirkovi¢,
Hreljin poklon Hilandaru, Zbornik radova Vizantoloskog
instituta 21 (1982), 103—117.

207

Fig. 6. North register of west facade, church in Matejce,
photo: J. S. Ciri¢

Fig. 7. South niche, west facade of Holy Archangels
church in Stip, photo: J. S. Ciri¢

fagade articulation is most closely related to the Mid-
dle Byzantine tradition. It consists fundamentally of
three arches visible in each elevation, reflecting the
internal disposition of the cross-in-square unit. Ac-
cordingly, the central arch is broader and taller than
the lateral two. Of all systems of facade articulation
witnessed in Palaeologan architecture, the ’trium-
phal arch’ maintains the highest degree of structural
integrity, and in that sense represents an archaizing
trend. The Church of St. Nikita at Cuger, built before
1307 is a case in point”."* Although church of Holy
Archangels in Stip was excluded from this study, its
west facade displays a more ‘elaborate’ version of the
triumphal arch. The central arch is wider and taller
than the side arches on the facade. Arch of middle
niche is filled with geometric ornament formed with
diagonally crossed bricks (fig. 3). The opinion that

138, Curéié, Articulation of Church facades during the first
half of the fourteenth century: A study in the relationship
of Byzantine and Serbian Architecture, L’ art byzantin au
debut du XIV siecle, Symposium de Gracanica, Beograd
1978, 21.
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Fig. 8. North facade, detail, church of St. Theodora in
Arta, (published in: V. N. Papadopoulou, Byzantine Arta
and Its Monuments, Hellenic Ministry of Culture, Athens

2007, 45— 55

“by analyzing features and characteristics of the ar-
chitecture of the Stip church it could be concluded
that the whole is built on the roads of local building
traditions with continuous contacts with the neigh-
boring Byzantine building ateliers“!* can be accepted
when it comes to the use of ornament, especially in
the Byzantine artistic centers. An adequate parallel
is the central apse of Holy Apostles church in Thes-
saloniki, the central west facade of the church of St.
Sophia in Ohrid, where in every other niche is placed
identical ornament (Fig. 3). The same ornament is
placed on the central register of the west facade of
the church of Holy Virgin Zahumska in Ohrid (Fig.
5), northern register of Matej¢e church west facade
(Fig. 6), southeastern side of the apse and south fa-
cade of church of Ljuboten." With the correction of
term “brick placed slightly to the side” that should

14V, Kora¢, Spomenici, 95.

!5 That ornament is located right next to Tree of Life at
the apse of Holy Apostles in Thessaloniki. Cf. M. L. Raut-
man, The Church of the Holy Apostles in Thessaloniki:
A Study in Early Palaeologan Architecture, Ph.D., Indi-
ana University 1984, UMI Microform, Ann Arbor MI,
OL17260050M, 194; V. Kora¢, Sveta Sofija u Ohridu.
Prostor, struktura, oblici — izvori, Zograf 32 (2008), 29 —
35 (with bibliography); Idem, Spomenici, 247, 255 fig.10.
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stantine Lips in Constantinople, photo: J. S. Ciri¢

be replaced with artistic more allusive term transver-
sal Z meander,'® it should be stressed that brickwork
building technique is eo ipso of master builders who
expertly and precisely took care of the fine interweav-
ing geometric ornaments which in the process of vis-
ual perception contains complicated forms.!” Conse-
quently to be interpreted with the same precision the
motif in the southern niche (Fig. 7) is described as a
rhombus whose interior is a cross should be “read”
precisely in order to be interpreted with the same pre-
cision.' This motif is executed with synthesized tet-
rahedron and octahedron, which together make three-

For Matejce: Ibid, 219, 239 fig. 18. For Ljuboten: Ibid,
114, 116, 125 fig.17, 127 fig. 21.

The photograph of Matejce west fagade (Fig. 6) published
in this article was taken in November 2011" with the inval-
uable help of Dr SaSo Cvetkovski, director of the National
Museum of Natural Science “Dr Nikola Nezlobinski”in
Struga who provided me permission slip for photograph-
ing given by the Ministry of Culture of Republic of Mac-
edonia.

16 For term “Z‘ meander cf. M. L. Rautman, The Church,
194.

'7 This is the type of meander with the same meaning as
at Lesnovo church apse. Cf. J. S. Ciri¢, Les emblémes sur
l’abside de [’église de Lesnovo, Zograf 35 (2012), 189 - 197.
18 Problems of precise description, perhaps most vividly
confirms the awkward position of an interpreter in relation
to the picture because the act of writing is “the vertigo of
an infinite correction”. R. Barthes, ‘Flaubert and the Sen-
tence’, in New Critical Essays, ed. Richard Howard, New
York, 1980, 69. In Ljuboten e.g. while the transverse Z
meander was recognized as “an ornament, in the form of
chessboard (..) with that difference that the brick was set
diagonally “ the same ornament in Zaum was recognized
as “open meander motif.“. V. Kora¢, Spomenici, 114, 246.

Fig. 9. Niche of the central apse, south church of the monastery Con-



Fig. 10. Register of the west fagade of St. Catherine
church in Thessaloniki, photo: J. S. Ciri¢

dimensional pattern of the Tree of Life like at west
facade of St. Theodora in Arta (Fig. 8) or central apse
of southern church of monastery Constantine Lips in
Constantinople (Fig. 9). One ornamental unit looks
like schematized mirror reflected fleur-de-lys. Sym-
bolic communication between two mutually depend-
ent ornaments can be related with the interpretation
of the apostolic idea that “now we see as in the mir-
ror” (1.Cor, 13, 12). That is the case with a fleur-de-
lys which via “mirror symmetry” becomes Christ’s
monogram as at St. Catherine’s church in Thessalo-
niki (Fig. 10). Multiplication of such ornamental unit
results with so-called diagonally and vertically divid-
ed grid. Those multiplicated octahedrons are difficult
to be visually observed because of two-dimensional
expressive possibilities of brick as a material for the
facade ‘vocabulary’.

It is necessary to accurately describe the motif pre-
viously described as a stylized flower placed in the
northern niche of the west fagade of Holy Archan-
gels in Stip (Fig. 11). A vertical line divides the niche
in the half. Four semi-circular lines are proceeding
on the south side where above the first line are two
bricks in a square, while over the last five semi-cir-
cular lines are rectangular shaped bricks. That is the
same motif which Marcus Rautman described on the
apse of Holy Apostles church in Thessaloniki (Fig.
12) and observed that “the superlative treatment of
the east fagade suggests the high conspicuousness of
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Fig. 11. South niche, Holy Archangels church in Stip,
photo: J. 8. Ciri¢

this aspect of building.”"” Rautman concluded that
this motif is “best described as a wheat stalk (..) de-
vice presenting 12 symmetrical pairs of branches”.?
Similarly designed ornaments - two motives/modifi-
cations of Tree of Life - are executed at several ex-
amples of Late Byzantine architecture: at west fagade
of St. Theodora in Arta — northern register under the
west portal, on the southern church central apse of
Constantine Lips in Constantinople and west fagade
of archbishop Gregory’s narthex of St. Sophia church
in Ohrid (Fig. 13).?' This particular motif, described
as ‘decorative’ unit placed on the sides of the apse,
represents powerful transmitter of complex exegetic
messages expressed with rectangular cut bricks. Tree
of Life is universal archetype because “On the walls
all around the temple, in both the inner and outer
rooms, He carved cherubim, palm trees and open
flowers” (1 Kings 6:29). Visually equivalent motives
of Tree of Life are painted in the lower registers of

M. Rautman, The Church of the Holy Apostles in Thessa-
loniki: A Study in Early Palaeologan Architecture, Ph.D.,
Indiana University 1984, UMI Microform, Ann Arbor MI,
OL17260050M, 182.

2 Ibid. 195.

21'V. N. Papadopoulou, Byzantine Arta and Its Monuments,
Hellenic Ministry of Culture, Athens 2007, 45 — 55; about
Constantine Lips Monastery architecture: V. Marinis,
The Monastery Tou Libos: Architecture, Sculpture and
Liturgical Planning in Middle and Late Byzantine Con-
stantinople, PhD Thesis, University of Illinois at Urbana
Champaign, 2004; especially about description of the or-
namental units used for facade articulation cf. J. S. Ciri¢,
Artikulacija istocne fasade katolikona manastira Konstan-
tina Lipsa u Carigradu, Ni$ 1 Vizantija V (2007), [315] -
329; eadem, Optic desires, [forthcoming]. Article concern-
ing southern church of monastery Constantine Lips and its
facade transfiguration by optical ilussion is in preparation.
About St. Sophia in Ohrid cf.. V. Koraé, Sveta Sofija u
Ohridu, 29 —35.
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Fig. 12. Central apse of the Holy Apostels church in
Thessaloniki, photo: J. S. Ciri¢

the west wall of naos in St. Sophia church in Ohrid
below depictions of Holy Archangels as gatekeepers
of the west portal and Tree of Life (Fig. 14).% Color-
ed with blue or red, Tree of Life motives depicted
right next to the west portal could be anticipation of
an idea that the act of passing through the doors — as
a result of mystery within the church — is mediator for
restoration of Paradise lost since “This is the gate of
the Lord, Through which the righteous shall enter.”
(Psalm 117: 19 -20).%

In finding new directions of investigation and mak-
ing more readable brick architectural text it is neces-
sary to point several recent conclusions, concerning
executed motives on the facade, like that “most of
the brick patterns become confined to discrete spaces
framed by niches, blind arches (..) always restricted
by architectural features (niches, lunettes)”* or that

2 Cf. M. Tati¢-Djurié, Archanges gardiens de porte a
Decani, ur. V. Puri¢, Decani 1 vizantijska umetnost sredi-
nom XIV veka. Medunarodni nau¢ni skup povodom 650
godina manastira Decana (septembar 1985), Beograd
1989, 361-362; G. Gerov, Angelite — paziteli na vhoda,
Zbornik radovi Vizantoloskog instituta 46 (2009), 435 —
442 (with bibliography).

2 Ibid. Fig. 1.

24 J. Trkulja, Aesthetics, 20.182.

Fig. 13. Niche, west facade of St. Sophia church in Ohrid,
photo: J. S. Ciri¢

“architectural elements were used playfully and in ex-
aggerated quantities”.? If the brickwork opus placed
directly above or below the niche, it is undeniable that
meticulously executed details such as Tree of Life or
transversal Z meander®® are participating in synchro-
nous optical and highly symbolic conception of the
fagade. That implies the same determined methodo-
logical instruments in interpreting in its entirety. The
analyzed examples clearly show the necessary and

2 Ibid., 183. For opposite opinion cf. V. Koraé — M. Suput,
Arhitektura, 286-290, figs. 393, 395, 396, 397.

26 R. Bauerreiss, Arbor Vitae: Der ‘Lebensbaum’ und
seine Verwendung in Liturgie, Kunst und Brauchtum
des Abendlandes, Munich 1938. Compare Arbor Vitae
in byzantine manuscripts: on the walls of Zion (Athos,
Vatopedi. Cod.107, Fol. 47v) , Nyssa (Athos, Vatopedi.
Cod.107,, Fol. 203v), Cesarea (Athos, Vatopedi. Cod.107,,
Fol. 136r), Nazareth (Athos, Vatopedi. Cod.107, Fol. 82r),
Alexandria (Athos, Vatopedi. Cod.107, Fol. 227r). B. G.
Galavaris, The Illustrations of the Liturgical Homilies of
Gregory Naziazenus, Princeton-New Jersey, Princeton
University Press 1969, pl. LXI-LXIV. Cf. linear schemata
of composition Descent of the Holy Spirit on the Apos-
tels with schemata of Arbor Vitae. Ibid., Athos, Dionysiou.
Cod.61, Fol 21v: Pentecost, pl.LXIX. More about Tree
of Life motif in the Late Byzantine architecture: Eadem,
Décryptage du mur : I’Arbre de Vie dans [’architecture
byzantine tardive, Collection of Works “Spaces of Memo-
ry: Art, Architecture and Heritage”, eds. A. Kadijevi¢, D.
Bulatovi¢, M. Popadié, Belgrade [forthcoming, 2012].
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Fig. 14. Tree of Life motif, south register of the west wall, St. Sophia church in
Ohrid, photo: J. S. Ciri¢

inherent connection between the portal and design-
ing a wall, and the necessity of interpreting the portal
as an integral part of the wall. Since that Tree of Life
and transversal Z meander are placed laterally from
the portal, the image of the facade is not only the wall
but directly and mutually interconnected and depend-
ent on the portal. West portal represents “space” of
the wall surface that is - if judging by the few sources
— the pleasure to see and to be seen because it is “the
Wisdom of our time”?” — the Economy of Salvation.
The example can be observed in the Enkomion to the
great city of Nicaea by Theodore Il Doukas Laska-
ris (1254-1258) written before 1254?® where words
were transposed into a means of architectural visual
discourse. The Enkomion of the great city of Nicaea
by Theodore Doukas Laskaris focuses on the walls
and material objects become alive. In cap. 2 the walls
and their towers presented as alive are set next to the
abundance of knowledge of the citizens: “and bearing
its towers, as if they were living and the walls as if
they had life (bomep Epyoya PEPOVOO TG TVPVOLLOTO
Ko év (ofj 10 meprteiopata).” Another aspect of

27 A. Tartaglia, Theodorus II Ducas Lascaris, op. cit.,
c. 2.61-62 (p. 70). Transl. C. Foss — J. Tulchin, Nicaea
Nicaea: A Byzantine Capital and Its Praises With the
Speeches of Theodore Laskaris, in: Praise of the Great
City of Nicaea and Theodore Metochites Nicene Oration,
Brookline — Massachusetts 1996, 136.

28 L. Bachmann, Theodori Ducae Lascaris imperatoris in
laudem Nicaeae urbis oratio, Rostock 1847; E. Merendi-
no, Per la riedizione dell dexromiinn ekm ¢pxn me2bnvpniiin
HAk616n di Teodoro Lascaris, Diptycha 4 (1986-1987)
379-383; S. Georgiopoulou, Theodore II Laskaris 1222-
1258 as an Author and an Intellectual of the XIlIth Centu-
ry, Cambridge, Mass. 1990 (Ph.D. Diss., Harvard Univer-
sity); A. Tartaglia, Theodorus Il Ducas Lascaris. Opuscula
Rhetorica, Leipzig 2000, 67-84.

2 A. Tartaglia, Theodorus Il Ducas Lascaris, c. 2.61-62 (p.
70). Transl. C. Foss — J. Tulchin, Nicaea Nicaea: A Byzan-
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the walls and its sublime thought
appears in Theodore Metochites
description of buildings Nikae-
us. After the praise of the his-
tory and of the location of the
city, the walls are praised first
of all the structures of the city.
First level is chorographic,* sec-
ond is shaped with shape for its
regular form with philosophical
connotations of wall arrange-
ment. At this point Metochites
develops the ekphraseis of the
walls: “it is succeeded by the
brilliancy of variegated stones,
closely rivaling the beauty above
by the multiplicity of color; skill
cooperates with this, making use of the regularity of
arrangement “ / Tfjg xpOOG £TEPOTNTL GLVEPYOVGNG
T TéYvng Kol coglopévng Tijg dvaroyiav Tijg
appoviac.”! At the deepest level of visual exegesis
these rhetoric examples proved to be par excellence
arguments for ‘restoration’ of blurred meanings of
the economy of the wall (owovopa - lat. dispensa-
tio). The wall with the portal as receptive focus is
constructed of materials that have specific, powerful
characteristics. Brick as product of dry exaltation of
earth in Platon’s Timaeus was recognized as the ele-
ment with energy of Creation. The Timaeus makes
conjectures on the composition of the four elements.
The element of earth would be a cube, and of fire
a tetrahedron a polyhedron composed of four trian-
gular faces, three of which meet at each vertex* the

tine Capital and Its Praises With the Speeches of Theodore
Laskaris, 136.

30 “And their friendliness to one another and unwilling-
ness to stand far apart might look to you like some sur-
rounding circle of dancers orderly and very pleasing for
the city to enjoy from within, yet armed, if an enemy ap-
proach them from outside, and unsociable for him to meet
with”, Transl. C. Foss — J. Tulchin, Nicaea, 175. Cf. cf. N.
Isar, Xopdg: The Dance of Adam. The Making of Byzantine
Chorography, Alexandros Press 2010.

31 Tbid, 179 — 181. I want to express my sincere gratitude
to Oliver Dimitrov, M.A. in Theology Sofia University
(Bulgaria) for the exact translation of Metochite’s Nikaeus
oration and interest in discussing the subject matter of this
paper on several occasions.

32“Of each of these kinds which I must endeavor to explain
to you in an exposition of an unusual type; yet, inasmuch
as you have some acquaintance with the technical method
which I must necessarily employ in my exposition, you
will follow me. In the first place, then, it is plain I presume
to everyone that fire and earth and water and air are solid
bodies; and the form of a body, in every case, possesses
depth also. Further, it is absolutely necessary that depth



same as depicted at west facade south niche in Stip.
Theories of vision like those formulated by Timaeus,
refer that brick is the product of fire. In the same time
brickwork exists as “fire” of the eye, that is meets
the shining of the fire coming from the object seen,
which results in a visual stream. It must be stressed
that such a kind of vision blurs the distinction be-
tween subject ad object; it unifies seen and seer.® Fire
is immanence; it is why the heavenly beings are de-
scribed as fiery: “For our God is a consuming fire”
(Hebr. 12: 29).3* Earth seems to pervade brick and
animates it; brick seems to be traversed (outspread)
by an invisible stream which transfigures and ensouls
the epidermis of wall. Fire is a mode of being uplifted
to God because “the power of fire causes a lifting up
to the godlike”.3®

In closing, and in the context of interpretation of the
west facade of the Holy Archangels church in Stip
and the visual exegesis of this complex image, to-
pos of the west portal is the element of the wall with
high connectivity characteristics in the entire space
of the church as the embodiment of the Logos.*® The
portal within the wall is limen, a ‘threshold’. Doors
are performatives, gaze directing devices. Passage as
liminality occurs physicaly when we enter a sancti-
fied space — the church. Passage through the portal of
medieval church is visual passage also: observer had
to experience the visuality of the portal and niches
and other ornamental units of the wall. It was through
all this visuality that one entered the womb, the
church as Incarnation of materializing of the Word
- Logos and its spreading through the teachings of
the Church.*” Concept of physical liminality trans-
posed at the wall aesthetics described in ekphraseis
implies that “seems to be in ecstasy and the church
itself seems to whirl around; for the viewer, with his

should be bounded by a plane surface; and the rectilinear
plane is composed of triangles.” Plato in Twelve Volumes,
Vol. 9 transl. by W.R.M. Lamb. London 1925, Timaeus, 53c.
33 C. Mango — J. Parker, A4 Twelfth-century Description of
St. Sophia, DOP 14 (1960), 237.

3% The Celestial Hierarchy 15.2,329C; 15.7, 336C.

35 The Celestial Hierarchy 13.4, 305A.

3¢ B. Pentcheva, Visual Textuality: The “Logos” as Preg-
nant Body and Building, RES: Anthropology and Aesthet-
ics 45 (2004), 225 — 238 (with bibliography).

37 A. Van Gennep, Les rites de passage, Paris 1909. On
liminality in medieval churches: cf. G. Gerov, The iconog-
raphy of the liminality : the symbolical vertical in the sa-
cred space of the church entrance, lerotopija: issledovanie
sakral'nych prostranstv. Materialy mezdunarodnogo sim-
poziuma, ed. A. M. Lidov, Moskva 2004, 110-111; Idem,
The Narthex as Desert: The Symbolism of the Entrance
Space in Orthodox Church Buildings, Ritual and Art: Byz-
antine essays for Christopher Walter, ed. P. Armstrong,
London 2006, 144 — 159.

twistings and turnings in every direction and his con-
stant movements that the variety of the spectacle im-
poses on him, imagines that his personal experience
is transferred to the church.”™®

The wall as truly immense skin of the church provides
a continuous vision for the eyes of believers or “those
who could see”.* The portal as an organic part of the
entity of the organism of the west facade, played the
crucial role creating, ultimately, an incomparable vis-
ual effect of the facades foremostly oriented towards
accentuating movement, a dynamic interplay realized
by tridimensional modelling, directions of distribu-
tion of geometric or geometricized motifs, polichro-
matic masonry in various opus and materials, optical
illusion.*® St. John Chrysostom also noted that by
Christ’s sufferings “the whole world has become a
Temple, and every place a place of prayer*.*' That
is why the liturgical mystery that takes place in the
Church allows existence of the walls as the container
of the economy of Salvation. Nevertheless, liturgical
mystery continues to exist outside of the church space
since the wall of separating as a liminal space was
destroyed uniting all in Christ.* At the same time,
the entire brickwork repertoire of the economy of the
wall form sublime thought and perpetual «whirling»

3% Photios, Homiliai 10.5.

3% Maxim the Confessor, Mystagogia, in PG 91, 669C-D.
V. B. Bi¢kov, Estetika otaca crkve, apologete, blaZeni
Avgustin, Beograd 2010, 611. About reception of optical
phenomena of images, especially that “to see the walls
that seem to descend on us and to close in on us, is to
feel a sense of movement within ourselves, when we look
at them from the outside, or from above, or to be drawn
ineluctably in, as we find ourselves forced to move along
with and within them®. D. Freedberg, Movement, Em-
bodiment, Emotion, Cannibalismes disciplinaires, Quand
I’histoire de I’art et I’anthropologie se rencontrent: Actes
du colloque Histoire de I’art et anthroplogie organisé par
I’INHA et le musée du quai Branly (21 et 23 juin 2007),
Paris 2010, 38.

4 J. Chrysostomos, Homilia Il Oratio in crucem et in con-
fessionem latronis, recitata in Sancta et Magna Parasceve,
et quod oporteat pro inimicis, PG XLIX, 408 — 409.

“2 If the death of the Lord is the ransom for all men and
if by His death is being destroyed, the partition wall that
means the invocation of all people to the Lord Who had
to suffer, to spread his arms to draw with one hand an
ancient people, and other Gentiles, so that both united in
Him. “Now is the time for judgment on this world; now
the prince of this world will be driven out. But I, when I
am lifted up from the earth, will draw all men to myself.”
(John 12: 31 — 32). Cf. J. Meyendorff, Byzantine Liturgy:
Report on the Dumbarton Oaks Symposium of 1979, DOP
34 (1981), 272; N. Isar, Chorography (Chéra, Choros,
Chords) — A performative paradigm of creation of sacred
space in Byzantium, Hierotopy: Studies in the Making of
Sacred Space, Moscow 2009, 59 — 90.
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of various contents and depth of meaning signified in
the Tree of Life: the fundamental idea of the Logos

incarnated in the temple (Eph: 1 -10) a mediator be-
tween Creator and created.®

Jacmuna C. hUPU'h

3AITATHA ®ACAJIA IPKBE CBETUX APXAHBEJIA Y ITHUITY: UKOHOMMUMJA 3UJIA

Pezume

Ha mpumepy oOnukoBama 3amaaHe dacaje IpKBe
Ceerux Apxanhena y Ultumy 3agyx0une nporoce-
BacTa Xpeibe, a uMajyhu y BULy MUTame wima ce
rmocMarpa ¥ ITa je mocMarpad HayyeH Ja BUIH Kako
je HaBemeHO y KyHOBOj METOMOOIIKO] MUHH]aTypH
UTUPAHO] HA TIOYETKY TeKCTa, Moryhe je pasymeTrn
«TIOPYKE» ONIEKOM OCTBAapEHHUX I'€OMETPHU)CKHX Mpei-
CTaBa y JUTEPaTypy NPEro3HATUX Ka0 «aHUKOHUYHA
nexopanujay. dacagHuM IUIATHOM MTPOoUYesba OMHOCHO
,,CTIOJBAIITLOM"* CITUKOM 3amajHe dacane xpama Ce-
tux Apxanhenay ILItumy, mOTATHYTOT BEPOBATHO OKO
1334, nomuHMpa MOTUB T3B. TPHUjyMQaNHOT TyKa. Y
pany ce ckpehe nakma Ha TEPMHUHOJIOTH]y Kopuiihe-
Hy y uctopuorpaduju, jep je HepeTko Ouo ciydaj aa
Ce WCTH OPHAMEHT Ha Pa3IMYUTHM TPAJUTECIHCKUM
OCTBapemUMa, Y €ITOXH 0 K0jOj je ped, Ha3uBajy pas-
JUYUTHM TEPMUHUMA. Y TIEHTPAITHOj HUIIK [TPoYesha
IITUTICKOT Xpama MPerno3Har jeé MOTHB TPaHCBep3al-
HOT Z MeaHJpa — HaJIWK Ha JIECHOBCKH, 3a KOjH ce
MpoHajiaze mapajeie M y APYTHMM TPaJnTeIbCKUM
HeHTpUMA. Y jy)KHOj HUIIH je TPETO3HAT MOTHB T3B.
MpEeXe OTHOCHO CHHTETHUCAHOT OKTae/lpa M TeTpae-
Ipa koju 3ajeqHo tBope motuB JlpBera JKuBora. Ha
CEBEpPHOj CTPaHM MPOYEba, HUIIY HCIYHaBa MOTHB
Hpeeta XXuBoTa Kao yHHBEp3aJHOT apxeTuma jep
,»CBE€ 3UJIOBE y JIOMY YHAOKOJIO HCKUTH PE3aHUM Xe-
pYBUMIMA U TIAIMaMa U Pa3BHjEHUM IIBETOBUMA H3-
HyTpa u crrospa” (1 Lap. 6:29). IlocebHO aKkIieHTOBaH
MOPTaN Ha MpoYesby ocMarpa ce Kao OPraHCKH Ol
HOCHO UHTerpayinu aeo ¢acane. bynyhu na cy nome-
HYTH OpHaMeHTH: ABa Bapujetera JpBera XXuBota u
TpaHc(ep3anHu Z MeaHAap IMOCTaBJbEeHU OOYHO Off
ropTasa u Ja YAHE jeUHCTBEHY CIUKY, CIIKa ¢aca-
Jie HHje caMo 31 Beh je MMpekTHO 3aBUCHA O Bpara.
Ha mpumepy mTumckor xpama mokasaHo je aa Bpa-
Ta MPEACTaBIbajy ,,IPOCTOP™ 3UAHE MOBPLIMHE KOjY
je ako je cynehu mo ManoOpojHHM HM3BOpPUMA 3a]10-
BOJBCTBO IIEJIATH jep j€ HOCHIIAIL ,,MYIPOCTH HAIIUX
BpemeHa™ - mkoHoMmHuje. [lo u3BoprMa 3u0BH Kao 1
Bpara MMajy MmoceOHO MECTO y KOHIIETIHjU Xpama.
VY MeroxuroBom Hukejy (Nikaeus) Ha mecty rae
Ce OIUCYjy 3UIOBH, YIOTPEOJbEHH Cy CBHU E€JIEMEH-
TH exdpacuca: “Tf|g ¥poOag ETEPOTNTL GVVEPYOVGNG
g TéYvNg Kol coelopévng Tijg dvaroyiav Tig
appoviog” mTo JOBOAM M0 3aKJbydKa Ja C€ MOXKE
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TOBOPHUTHU O UKOHOMUjU 3udd. Y3 TIpHKa3aHo Moryhe
3HaueH¢ OpPHaMEeHaTa Ha 3ama;{Hoj (acajn MTHUIICKOT
Xpama, HEKOJIMKO HaBEICHUX PETOPHUKUX IIPpUMEpa y
BE3M ca 3UJIOM IT0Ka3yjy ce Kao MPBOPA3pEIHH apry-
MEHTH 3a ,,Bpahame’ 3aMarJbeHUX 3HaueHha MKOHO-
Mmuje 3ujaa (owovopuo - lat. dispensatio, momocTpoj).
bynyhu na je oneka xao marepujai MpOAYKT BaTpe
OHa TIOCeIyje eIEMEHTE CTBapama KOje j¢ HEBHUIJbH-
Bo. TakBu canpxaju emmaepma IpkBe pedepupajy
¥ Ha TOIOC BpaTa KOju He MpeCcTaBba HUIITA JPY-
ro Beh cnajajyhy xommoHeHTy mpoctopa. Bpara na
3amagHoOj CTpaHu MpeacraBibajy limen. [Iponazax
KpO3 Bpara Cpe/ibOBEKOBHE IIPKBE je BU3YyeNaH: Be-
PHHUK ycMepaBa IIoIyie]] IPEKO HHIIA IUIACHPAaHHUX Y
3UAHY NOBpUIMHY. [IpyruM peurMa, BEpHHK Ipesa3u
y JIMMUHAJIHO CTamke Yy CKJIAJy Ca BH3YEIHUM OIla-
JKambeM KOje Ce aKTHBUPA U PUKa3aHUM OpHAMEHTH-
Mma. Kana ce BpaTu y cTBapaH cBeT Mpeko mposasa u
u3al)e U3 LPKBE CTame BEpHHUKA je MpoMemeHo. KoH-
HENT JUMUHATHOCTH y OZHOCY Ha MOPTaJl TIOMEHYT
je n'y ®orujeBum Xomunujama (10.5). [lo nucamy
Cs. JoBana Xpuzocroma, XpHCTOBUM CTpajambeM
,l1ea 3emMba MmocTala je cBera™ u ,,IIe0 CBET MOCTA0
je XpaM u CBakO MeCTO, MECTO MOJIMTBE". 3aTO JIiu-
Typrujcka TajHa Koja ce goraha y Lpksu omoryhasa
nocTojame (GU3NIKUX 3UI0Ba Kao HOcHoIlla OoXkaH-
CKMX MKOHOMHja, HO WIAK HACTaBJba Ja MOCTOJH H
BaH jep 3W[ pa3Bajarba Kao JUMHHAIHU MIPOCTOP je
CpyIleH yjeauyjyhu cBe y XpUCTy HOCPETHHUKY H3-
mehy bora u spymu.

4 “It seems that everything is in ecstatic motion and the
church itself is circling round. For the spectator, through
his whirling above in all directions and being constantly
astir, which he is forced to experience by the variegated
spectacle on all sides, imagines his personal condition is
transferred to the object”. Homiliae Photii Patriarchae In
dedication novae basilicae, PG 102, 569.

For performative aspects cf. N. Isar, Chorography (Chéra,
Chorés)-a Performative Paradigm of Creation of Sacred
Space in Byzantium, in: Hierotopy. The Creation of Sa-
cred Spaces in Byzantium and Medieval Russia (ed. A.
Lidov), Moscow 2006, 59-82; eadem, Chora: Tracing the
Presence, Review of European Studies 1-1 (2009), 39-55;
eadem, Chorography-A Space for Choreographic Inscrip-
tion, Bulletin of the Transylvania University of Brasov
2-51(2009), 263-268.



Jacmuna C. KUPUK

SATTAJHATA ®ACAJA HA IIPKBATA HA CBETUTE APXAHI'EJIM BO IITHII:
HNKOHOMMJATA HA SUAOT

Pezume

Ha npumepor Ha oOnuKyBameTo Ha 3amajgHarta ¢a-
caja Ha npkBara Ha CBerute Apxanrenu Bo LllTwr,
3aIy’)KOMHa Ha TPOTOCEBACTOT Xpesb, a UMAjKu TO
MPEIBU] TIPAIIAkBETO wimo ce HAOJBYIyBa U IITO €
HayyeH Aa BUOM HaOJbYQyBauyoT, KaKo IITO € HaBeJe-
HO Bo KyHOBara MeToos1011Ka MUHHjaTypa [UTHpa-
Ha Ha TIOYETOKOT OJ TEKCTOT, MOYKHO € Jia ce pazbepar
,[IOPaKUTE Ol FEOMETPUCKUTE MPETCTABU OCTBApe-
HU CO TYJINTE, BO JINTepaTypara IMPermo3HaTINBH KaKo
»AHUKOHWYHA jAekopanuja‘“. Ha ¢acagnoro mmarHo
Ha TpeAHHIIaTa, OIHOCHO CO ,,HaJIBOpEIIHATa™ CITH-
Ka Ha 3amajnHara ¢acajga Ha xpamor Ha Ceerure
Apxanremn Bo llTwm, moguraaTto BepojaTHO OKOIY
1334 roavHa, TOMHHMpPA MOTHMBOT Ha TaKaHapeue-
HUOT TpuymdaneH nak. Bo paborata ce oOpHyBa
BHUMaHUE HAa TEPMUHOJIOTHjaTa IITO € KOPUCTEHA BO
ucropuorpadujara, 3amTo He PETKO MUMAIIe CIydau
HUCT OPHAMCHT Ha PAa3/IMdHU I'paguTCIICKH OCTBapy-
Bama, BO €1oxara 3a kKoja cTaHyBa 300p, Ja ce Hape-
KyBa CO Pa3IMYHH TepMHUHH. Bo meHTpamHara HAIIa
Ha MPEJHHIIATA Ha IITUIICKUOT XpaM € Mpero3HacH
MOTHBOT Ha TpPaHCBEp3aJeH Z MEaHJEp — CIUYHO
Ha JIECHOBCKHOT, 3a KOj ce Haofaar mapajeid U BO
OpyTH TpaauTelCKH IeHTpH. Bo jyxHaTa Huma e
MIpero3HaeH MOTHB Ha TaKaHapedeHara Mpeka, Ofl-
HOCHO Ha CHHTETH3UpPaHW OKTaeAap M TeTpaezap,
KOM 3aeHO T0 CO37aBaaT MOTHBOT Ha [lpBoTo Ha
XKusotoT. Ha ceBepHara cTpaHa Ha mpeAHUIATa HU-
11ara ja UCIoJHyBa MOTHBOT Ha JIpBOoTO Ha JKMBOTOT
KaKO YHUBEP3aJICH apXE€THIl, 3alITo ,,CUTC SUTO0BU BO
JIOMOT HAOKOIJIy TH HAKHUTHU CO PEKaHU XEPYBUMH U
MaJIMH ¥ CO Pa3BUCHH IIBETOBHU OJTHATPE U OHAIBOD
(1 Lap. 6:29). [loceOHO aKEHTHPAHUOT MOPTaT Ha
MpeaHnIaTa ce HabJbyayBa Kako OpraHCKH, OMHOCHO
Kako MHTerpajeH naei of ¢acamara. buaejku cro-
MEHaTH OpHaMeHTH, JBa BapuereTa Ha [[pBoTO Ha
2KuBOTOT U TpaHCBEpP3IHUOT Z MEaHJep, Ce NOCTa-
BEHHU CTPaHUYHO OJI MOPTAJIOT U MpaBaT eAMHCTBEHA
CJIMKa, CIIMKaTa Ha Qacamara HE € CaMO SHI, TYKY
€ JUPEKTHO 3aBUCHA of BpaTara. Ha mpumepoT Ha
HITUTICKHOT XpaM € ITOKa)KaHo JieKa Bparara peTcTa-
ByBa ,,lIPOCTOP*‘ O SHIHATA TIOBPIITMHA KOja, CyAejKH
criopen MamyOpOjHUTE H3BOPH, € 3aJJOBOJICTBO Ja Ce
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ieJa 3alliTo € HOCHTEN Ha ,,MyJpoCTa Ha HalluTe
BpeMHuma™“ — mkoHomujata. Criopen HU3BOPUTE, SH-
JIOBHUTE, KAKO W Bparara, ©Maar 1moceOHO MECTO BO
KOHIIEMIMjara Ha XpamMoT. Bo MeroxuroBuor Hukej
(Nikaeus) Ha MeCcTOTO Kajie LITO CE ONMMUIIyBaaT SH-
JIOBUTE CE YNOTpeOCHU CUTE €JIEMEHTH Ha eK(pacu-
coT: “Tf|g XPpOag ETEPOTNTL GLVEPYOVONG TS TEXVNG
kol co@lopévig Tl avaroyiav Tijg dppoviag”
IITO BOIIM IO 3aKITyYOKOT JieKa MOXe a ce 300pyBa
3a uxonomuja Ha suo. Ilokpaj IpuKa)kaHOTO MOKHO
3HaueHEe HAa OPHAMEHTUTE Ha 3amajgHarta Qacaia Ha
HITUTICKMOT XpaM, HEKOJIKYyTe HABEJCHH PETOPUUKU
MIPUMEPH BO BPCKA CO SHIIOT CE MOKaKyBaar Kako Ip-
BOKJIACHU apTryMEHTH 3a ,,BpaKkame‘ Ha 3aMariieHuTe
3Ha4Yera Ha NKOHOMHMjaTa Ha SUI0T (oukovopla - lat.
dispensatio, nomoctpoj). bunejku Tynara kako mate-
pHjai € IpOAyKT Ha OTHOT, Taa MOCeayBa eIeMEeHTH
Ha CO3/]aBabe IITO € HEBHU/INBO. TaKBUTE CONPIKUHU
Ha eMMAepMOT Ha I[pKBara pedeprupaar ¥ Ha TOIOCOT
Ha Bparara, IIITO He PETCTaByBa HUIIITO IPYTO OCBEH
MOBP3yBayka KOMITOHEHTA Ha MPocTopoT. Bparara Ha
3arajHara CTpaHa npercraByBa limen. MuHyBambeTO
HHU3 Bparara Ha CPeJTHOBEKOBHATAa LIPKBA € BU3YeI-
HO: BEPHHUKOT I'O HACOUYBa MOMIENOT MPEKy HUIINTE
IJIaCUpaHu BO suaHaTa nmoBpimuHa. Co m1pyru 300po-
BU, BEPHHUKOT TIOMHHYBa BO JIMIMHHAIHA COCTOj0a BO
c000pa3HOCT CO BU3YEIHOTO 3a0esiexXyBame WTO ce
aKTHBHpPA U CO MpUKa)XaHUTe opHaMeHTH. Kora Hu3
MPEMHUHOT Ke ce BpaTH BO PEaJHUOT CBET U Ke h3Jie3e
Ol IIPKBaTa, COCToj0aTa Ha BEPHUKOT € IMPOMEHETA.
KoHIIenToT Ha TMMHUHATHOCT BO OAHOC Ha MOPTAIOT
e crioMHaT ¥ Bo ®otresure Xomumu (10.5). Criopen
nuiyBameTo Ha CB. JoBan Xpuzoctom, co XpucTo-
BOTO CTpajiame ,lielara 3eMja CTaHa CBeTa™ | ,,lie-
JIMOT CBET cTaHa Xpam, U CEKOe MEeCTO, MECTO 3a MO-
JTUTBU. 3aT0a IUTYpryuckara TajHa IITO CE CIIydIyBa
BO LpKBara ro 0BO3MOXXyBa IIOCTOCHETO HA (PH3UIKH
SUJIOBU KaKO HOCUTEIN Ha 00)KECTBEHUTE HKOHOMUH,
HO CeraK MpoIOJIKyBa Aa MOCTOM M HAABOP, 3aILTO
SUJIOT Ha pa3ielyBameTo Kako JUMHUHAICH POCTOp
€ ypHar, 00eIMHyBajK! ' CUTE BO XPUCTOC, TIOCPE/I-
HUKOT Mery bora u iryrero.



