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LATE BYZANTINE CHURCH DECORATION
AS AN ICONIC VISION OF THE HEAVENLY
JERUSALEM: THE CASE OF KALENIC

In considering the appropriate, and in this case that means not the com-
mon way to communicate the contents of this paper, that is of the monument
in question, the premises stated in Alexei Lidov's introductory program de-
fining text on hierotopy' immediately produced an awareness that, so con-
ceived, this field of research actually arises as a form of logical, more than
necessary reaction to the phenomena described by lan Bialostocki, in the
domain of art history, and Thomas Kuhn in science in general, as «weariness
of method»®, that is a «conflict with the paradigm as a standardized set of
convictions, methodological approaches and procedures which, as a rule, fo-
cus on model-problems and, as a result, offer model-solutions»’.

In full accordance with the above, the intention that the «case study» of
the title should not be conveyed in a text of traditional monographic form
offering data and hypotheses about and related to one building, was deter-
mined by some other reasons too, more closely connected with methodologi-
cal models applied in the study of Byzantine architecture, and in particular of
that of its late period. One of those reasons, perhaps even crucial, is found in
the simple statement of Robert Ousterhout that «what we are able to say
about the Byzantine building is often limited by the questions we ask»®, a
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sentence which could also be read as a basic «hierotopic» instruction, for the
veracity of which the proof lie, between others, in the case of Kaleni¢ too.
For, no more convincing illustration precisely of that limitation in thinking
can be found than in previously stated views on the architecture of this
church, reproductions of which are found in practically all the reviews of art
of the Byzantine world’, and this limitation was directly dictated by meth-
odological view-points and the «type» of questions asked. Namely, for as
long as it was «tied down» by the constrictions of being observed within the
exclusive framework of local, that is provincial building practice or con-
structed typological classifications®, and that lasted for decades, the monu-
ment remained mute and had historiography speaking in its name, evaluating
it as a perfected copy of a certain model’, a building created as a result of a
reception of centuries old influencens from Armenia and Georgia which re-
mained forever ununderstandable and never explained®, of contemporary
currents in Islamic architecture or even folklore’, as a church whose facade
«looks like a bonbonniére...almost totaly lacking any sacred character»'’, a
structure on the exterior of which the application of decorative motifs
stretches to the very limits of good taste''. The turn-about came at the mo-
ment when it became clear that the building must be pulled out of that thick
fog condensed by the already mentioned «paradigm» of Kuhn, that its archi-
tecture must be viewed as a unique, specific organism, an architectural «sign
of the times» as much as a sign of «architectural» times and that, as a result,
questions as yet unspoken must be placed before it, questions actually sug-
gested by all the characteristics of the building itself. And it is precisely the
answers to those questions, in this instance focused on the concept and reper-
toire of visual instruments used for the purpose of evocation or translation of
Jerusalem, are the end of an introduction to and the beginning of the story of
an entirelly different Kalenic.

A fundamental change of direction in the observation of the building
was, thus, that crucial precondition which traced the path to the information
to be communicated in this text. The usual analysis of its architectural char-

5> Mango C. Byzantine Architecture, London 1986, pl. XXI, and recently, BYZANTIUM:
Faith and Power (1261-1557) / Ed. by H. Evans), New York — London, 2004, p. 76;
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Mup. XpamoBasl apXUTEKTypa U xkuBonucs. Mocksa, 2006, Bk. 191.

Krautheimer R. Early Christian and Byzantine Architecture. Harmondsworth, 1989, p. 440.
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acteristics was not difficult to carry out, but, as it became more in-depth, it
became more and more clear that the true meaning of the complex, fully late
Byzantine structure of the exterior of Kaleni¢ should not be sought in the so-
often applied dismemberment and interpretation of its elements one by one,
but rather in their daring and utterly original connecting into a unique entity,
with each element functioning both as a motif in its own right and as an or-
ganic part of the overall concept of the appearance and meaning of the
church. More precisely, owing to that change of direction, at one point the
exterior of the church grew into a specific architectural «image», created
through an interaction of all forms and means of artistic creation, from its
triconch shilouette which offered the possibility of a real tridimensional
shaping of the basic masses, through the pronounced visual intensity of its
opus and secondary modelling which underlines the «forces» or directions of
the structure in lenght, highth and, in particular, depth, to the polychrome
stone sculpture whose repertoire and disposition has been and remained the
medium of communicating messages of sacrality of the first order'?. And
thus, having viewed it from this point, it was logical to ask oneself what it
was that such an image was really trying to convey to the observer, and what
are the ideas hidden behind its surface?

A striking contrast between the lower and upper parts of the church, re-
alized through an impeccably structured opus listatum and chequer-fields in
three shades which cover the surfaces of the upper zones and the dome, re-
mains to this day the momentary and dominant visual impression of anyone
standing in front of its facades (fig. 1). And while the precision demonstrated
in the laying of complexly sculpted stone block and bricks, in itself a unique
phenomenon among the preserved monuments of Morava Serbia, naturally
called to mind associations to Constantinopolitan examples, the parekklesion
of Chora above all, the latter motif, so far regularly identified in existing
historiography as just one of many decorative applications on late Byzantine
churches', is baffling not only because of its «quantity», unique in pre-
served Byzantine architecture in general, but above all because of its place-
ment on the most significant part of the church, carried out in gradual
changes of tone achieved by the use of darker and lighter squares, that is ac-
cording to all the rules of optical illusion'’, and, finally, projected onto the

12 An extensive analysis of the architecture of Kaleni¢ in Cmesosufi M. Kanenuh. Boropomu-
YMHA LPKBa y apXuTeKkTypu mnosHoBu3aHtujckor cera (Kaleni¢. Virgin's church in the
Architecture of the Late Byzantine World). Beograd, 2006.

" Ousterhout R. G. The Architecture of the Kariye Camii in Istanbul / DOStudies XXV,
Washington D.C. 1987.

' Cf. Buchwald H. Sardis Church E — a Preliminary Report // JOB 26 (1977), p. 293-295.

BSct Rickey G. Constructivism. Origins and Evolution. London, 1967, p. 167; Gombrich E. H.
Art and Illusion. London, 1977 (= Umetnost i iluzija, Serbian edition), Beograd, 1984, p. 214 sq.
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fields of the uppermost zones of the apse and conchs thus clearly indicating
their equal level of symbolic significance with the dome. The virtual «dema-
terialized» tridimensionality achieved in this manner was an unambiguaous
architectural or programmatic message the origins of which had to be deci-
phered. In the context of one particular idea and pertaining visuality it can be
observed throughout the centuries preceding Kalenic.

The motif of the square, that is of the rhomb, put together in various ways
(in the form of chequer-fields, complex geometrical figures or crosses), split
across the diagonal, colored in shades ranging from the darker to the lighter
tones so that it assumes the form of two equilateral light-dark triangles sharing
a common basis, and its endless repetition within a single image, has since an-
tiquity been a favorite instrument in creating illusions of spatial depth and
playing with the third dimension as an intimation of the otherworldly'®. From
that repertoire of works, in time this motif was adopted to become a part of
compositions of the «real», like the lunette above the city gate of Thebes on
Peutinger's tablet or the walls of Alexandria on the floor mosaic from the
church of St. John in Gerasa'’. We can not establish for sure whether this mo-
tif on these representations also had a «higher» meaning, but it seems very
probable that the moment when such rows of adjoining squares entered the
domain of Christian visual symbols of special meaning can be identified with
the time of creation of such works as the icon of the Virgin known as Salus
Populi Romani'®, whose image is framed in precisely this manner, or the
Christian Topography manuscript of Cosmas Indicopleustes. In the oldest pre-
served copy of this text ( Vat. gr. 699 ) next to a description of the Old Testa-
ment Tabernacle, after that found in the Second Book of Moses, there are
miniatures depicting the Ark and Tent of the Covenant with rhombs and
cheqer-fields, carried out according to the «instructions» for their making
found in Exodus (2.Moses, 26, 31) (fig. 2)"*. Also, we would be wise to recall
at this moment the dating and contents of the «Syriac hymn», a description of

' Cf. Lavin I. The Ceiling Frescoes in Trier and Illusionism in Constantinian Painting // DOP
21 (1967), 106 sq, figs. 31, 38; Asimakopoulu-Atzaka P. H TEXNIKH OPUS SECTILE
YXTHN ENTOIXIA AIAKOXZMHZXH. Ogcocarovikn, 1980, passim.

'7 Deckers J. Tradition und Adaptation. Bemerkungen zur Darstellung der christlichen Stadt /
Mitteilungen des Deutschen Archaeologischen Instituts Roemische Abteilung bd. 95
(1988), p. 335-387, pl. 120-1, 130-2, 131-2.

'8 Wolf G. Salus Populi Romani. Die Geschichte rémischer Kultbilder im Mittelalter. Wein-
heim, 1990.

1 COSMAS INDICOPLEUSTES, Topographie Chrétienne (W. Wolska — Conus), t. I, Paris,
1970, p. 54-57, 71, 89. Complete explanation of the meaning of this motif is given by Kessler
H. J. Spiritual Seeing. Picturing God's Invisibility in Medieval Art. University of Pennsyl-
vania Press, 2000, p. 53-63, and figs. 3.3-3.5.
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the church of St. Sophia in Edessa®, and of special significance to point out
that, already in those early centuries, this motif had its place in monumental
painting, too, as attested by the remains of the older layer of wall paintings in
the Zion church in Ateni®'. Although its recepcion in Eastern Christian art of
the latter centuries has yet to be investigated, the fact that its meaning re-
mained clear is attested by a series of western European manuscripts from the
X-XIII century, in the illumination of which chequer-fields regularly appear as
a «backdrop» to the same image — that of Heavenly Jerusalem® (fig. 3, 4).
Most directly, and this seems to offer definite corroboration of such an inter-
pretation in the case of Kaleni¢, the same motif appeared in illlustrations of the
«architectural type» found in Serbian manuscripts of the XIV century (Psalter
book of Branko Mladenovi¢,Triodion of Georgios Anagnostos) (fig. 5), on
which, as if by rule, the roofs of the «domes» are depicted as chequer-fields in
several tones™, and also in the top register of the scene of Communion of the
Apostles in the church of the Virgin Parigoritissa in Arta (fig. 6), as well as on
the upper zone of the facades of the same church®*.

By juxaposing the visually expressedly diverse techniques of masonry,
using the opus not as a routine, constructive approach but as a means of ex-
pressing the contents and universal meaning of a sacral building, on a sym-
bolic level, the master builder of Kaleni¢ did, in fact, raise two churches, and
thus actually «materialized» a symphony of two dimensions of Christian ex-
istence, «transporting the worshipper from transient, linear time into eternal,
divine time»”. Leaving that «secret liason» between Metochites's structure
and Kaleni¢, noted already by the first Serbian researchers® and apparently
not at all accidental, to future investigation, we shall direct our attention to a
carefully thought out system of iconic signs which additionally define and
round-off the idea of the temple as a substitute of unity between the earthly

2 Grabar A. Le témoinage d'une Hymne syriaque sur l'architecture de la cathédrale d'Edesse
au VI° et sur la symbolique de I'edifice chrétien // L'art de la fin de I'antiquité et du moyen
age, L. Paris, 1968, p.31-50; McVey K. E. The Domed Church as Microcosm. Literary
Roots of an Architectural Symbol // DOP 37 (1983), p. 91-121.

2! Bupcanaose T. Pocrncn Arerckoro Crona. TommicH, 1984, p. 13-14.

2 Cf. catalogue: Immagini della Gerusalleme celeste dal III al XIV secolo. Milano, 1983,
passim; Kiihnel B. From the Earthly to the Heavenly Jerusalem. Representations of the
Holy City in Christian Art of the First Millenium. Rom — Freiburg — Wien 1987, 141 sq,
and illustrations 105, 106, 108.

B Cf. Maxcumosuli J. Cpricke cpenmoBeKoBHE MHHHjaType (Serbian Medieval Miniature
Painting ). Beograd, 1983, p. 53 sq.

2 Cf. Papadopoulu V. N. H BYZANTINI APTA KAI TA MNIMEIA TIZ, Aénva 2002, eik.
155, 172.

2 Qusterhout R. Temporal Structuring in the Chora Parekklesion // Gesta XXXIV-1 (1995), p. 63.

2 [Temxosuh B. dpecke 3 yHyTpammera Haprekca upkse y Kamemuhy (Fresco Cycle from
the Inner Nartex at Kaleni¢). Starinar III. Beograd, 1908, p. 121-143.
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and heavenly church, transforming it ultimately into a particular spatial icon
of Jerusalem.

The conceptual background of that system, which is in its own right
proof of the fact that Kaleni¢ was meant to represent a «visual code» of the
church as the Tent of the Covenant, Solomon's Temple and a historical an-
ticipation of Heavenly Jerusalem, is undoubtedly offer by its dedication to
the feast of Introduction of the Virgin in the Temple. That is why there is a
detailed cycles of Mary's childhood in the narthex of Kaleni¢”’, but before
we step inside the building it is necessary to point out the way in which the
multilevel meaning of that feast, as a herald of the future presence of God in
the Christian church, is, through the themes of the sculptural decoration of
the facades, semantically integrated into the primary coordinates of the
Christian universe as expressed by architecture. Although reduced and at
times not too skilfully carved, which was probably why their sacral character
was overlooked, all the representations in the lunettes, the window frames
and colonettes were even formally arranged with utmost discipline so that
one «type» of motif is always found in the same place. Observed from the
semantic point of view, they are unified by the idea of ecclesia militans, ex-
pressed either by the presence of fantastic beasts as prefigurations of the
various temptations of the terrestrial world or, as it will turn out, by those of
special importance, namely representations of «the chosen», Samson tri-
umphing over the lion, and David fighting the lion and the bear (fig. 7), ac-
cording to the text of the First Book of Samuel 17, 34-37. Juxtaposed but at
the same time harmonious with this thematic domain, is the fact that the en-
tire repertoire of sculptural decoration in the zone above the second cordon
frieze, the «foundation» of ecclesia triumphans, carved above the rosettes
and the twisted colonettes as one of the age-old symbols of Solomon's Tem-
ple®®, relies without exception on the shoots of vegetation, a traditional visual
allusion to the Virgin as the «sprout of an unwilting new growth», «the
flower of incorruptibility», in a word — to Paradise in which the Tree of
Eternal Life Grows (fig. 8). Should we see this also as a visualisation of the
verse from the First Book of Kings (7, 22) which literally says that «upon the
top of the pillars was lilly work: so was the work of pillars finished»? Fi-
nally, the point of culmination which sublimates all aspects of the Virgin's
role in creating the Jerusalem program on the facades of Kaleni¢, is un-
doubtedly the stone icon of the Hodegetria surrounded by cherubim (fig. 9).

2 Cf. Simié-Lazar D. Kalenié et la derniére période de la peinture byzantine, Skopje — Paris
1995, passim.

*¥ Cf. Ward-Perkins J. B. The Shrine of St. Peter and its Twelve Columns // JRS 42 (1952),
p. 21-33; Cahn W. Solomonic Elements in Romanesque Art / The Temple of Solomon.
Archaeological Fact and Medieval Tradition in Christian, Islamic and Jewish Art / Ed. by
J.Gutmann. Missoula, Mo. 1976, p. 55-56.
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Placed in the lunette of the southern openining of the narthex it has rightly
already been interpreted as a visual syntagm by which, according to another
verse from the same Old Testament book (6, 29), the Temple is most directly
identified with Heavenly Jerusalem®.

However, a fact that must not escape our attention, this image is not
found above a «commony» window but above a double opening, even physi-
cally much larger than the rest, a sort of spot light which even today direct
daylight onto the ktetor's composition painted on the opposite, northern wall
of the narthex™. And this is precisely the point «leading» into the interior of
the church, an embience in which the contents and disposition of viusal
signs, the virtual «presence» of certain painted figures, as well as the unique
«scenography» of certain parts of the interior definitely spell out the entirety
of the idea of Kaleni¢ and the intention of those who devised that, spoken in
contemporary terms, «multimedial performance» and its true meaning.

Marked by the Virgin as the link between the terrestrial and celestial
realm, the narthex of Kaleni¢ received wall paintings the contents of which
define that space as the point of overlapping or integration of sacred and real
history. Elements of that congruence of time and space are found in particu-
lar among the frescoes of the second zone, the program of which is based on
alternating allegorical images of the desert and the city as two types of
«dwelling of the Lord», ultimately integrated precisely in Jerusalem, the
Temple and the Ark of the Covenant kept inside it’". In that sense, the ex-
plicit connection between Jerusalem and Kaleni¢ is seen foremost on the
«vertical axis» of the northern wall, in the scene in which the desert king
Aphrodisias welcomes Mary and Joseph bearing the infant Christ on his
shoulders. This gesture, most similar to that of the priest bearing the Gospel
above his head during the Great Entrance, indicates that this scene may be
interpreted as a symbol of introducing the sacred presence into the Temple
or the city, of the incarnation of the Logos, the Emmanuel in the Virgin. It
can not be incidental that this scene is «arranged» in such a manner that the

* Radujko M. Le symbolisme ecclésial et eschatologique dans le thématique eucharistique
dans la sphére artistique byzantine // Zograf 23 (1993-1994), p. 32-33.

30 Cf. Kora¢ V. La lumiere dans l'architecture byzantine tardive, en tant qu'expression des
conceptions hésychastes // L'art de Thessalonique et des pays balkaniques et les courants
spirituels au XIV® siécle / Ed. by D. Davidov). Belgrade, 1987, p. 125-131; see also
remarks by Dell'Acqua F. Glass and Natural Light in the Shaping of Sacred Space in the
Latin West and in the Byzantine East // Hierotopy, p. 299-318.

31 Cf. Popovié¢ D. Desert as Heavenly Jerusalem: the imagery of sacred space in the making
(in this volume); Mapjanosuh-ywanuh C. JluHacTHja M CBETOCT y no0a MOpOIMIE
Jlazapesuh: crapu y3opu u HoBU Mozenu (Dynastie et sainteté a I' époque de la famille des
Lazarevi¢: exemples anciens et nouveaux modéles) / Zbornik radova Vizantolo$skog
instituta 43 (2006), 89 sq; Cmesosuh, Kanenuh, passim.
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holy family stands directly above the family of the ktetor, one of the most
powerful nobles of the Serbian state of the times, while, king Aphrodisias, in
accordance with that concept, stands above the figure of despot Stefan Laza-
revi¢ (fig. 10). Such an arrangement places an accent on the archetype of the
ruler receiving the holy presence, enabling it to dwell in a certain place cho-
sen by Divine Providence, preparing the «tents of the house of the Lord»
visualised by the arcades of the apse and the conchs, and, in a word model-
ling his land after the celestial matrix of the ideal city’. In the reality of his-
torical circumstances, the Serbian despot did indeed undergo a trial like his
Old Testament «predecessors» of the same conviction and intention, the
young David and the strong Samson from the lunettes of the windows of
Kaleni¢, and for that reasons he was often compared to them by Constantine
the Philospher as the author of his Vita®. Even more conspicuously and
more often, however, he was compared with Solomon himself**. One of the
reasons, resulting from the facts discussed above, is also his certain partici-
pation in the creation of the overall program and idea of Kaleni¢, which can
indirectly be deduced from the fact that, as opposed to all other preserved
ktetors' compositions in Serbian painting of the times, this is the sole exam-
ple in which the figures of the ktetors and the ruler are depicted on a 1:1
scale in matter of size, and, what's more, in such a manner that the painted
model of the building is held by both™.

The «coordinate system» of painted representations on the eastern wall
of the narthex expresses in a special and, indeed, theatrical manner the mo-
ment of transit from one into the other spatial — temporal dimension. The
central part of the third zone is given to the scene of the feast to which the
church is dedicated, the Introduction of the Virgin to the Temple, and below
it, down the same axis, is a representation of a city, directly over one of the
most luxuriously carved portals in Byzantine art (fig. 11). In an interaction
of painting and polychrome stone sculpture, a passage through that spot lead
into the space of the ultimate triumph of the church. Viewed as a whole, the
preserved repertoire of frescoes in the naos bewildered previous scholars be-

32 Cf. Epoeman J. Beorpax xao HoBu Jepycamnm. PasMumsbama 0 pemerniuju jeHor Tomoca
y noba necrnora Credana Jlaszapesuha (Belgrade as New Jerusalem. Reflections on the Re-
ception of a Topos in the Age of Despot Stefan Lazarevi¢) / Zbornik radova VizantoloS§kog
instituta 43, p. 97-110; Erdeljan J. New Jerusalems in the Balkans: Translation of sacred
space in the local context (in this volume); Cmesosuh, Kanenuh, 170sq.

3 Koncmanmun ®unosod. Kutuje necriora Credana Jlasapesuha (Constantine the Phyloso-
pher. Vita of despot Stefan Lazarevi¢). Beograd, 1989, passim.

3% Idem, see remarks and index, p. 153.

33 Cf. IJeemxoeuh B. Tepacumos 3amuc u krutopu Kanenuha (Gerasim's inscription and the
ktetors of Kaleni¢) // Saopstenja XXIX (1997), p. 107—123; Cmesosuh, Kanenuh, 152.
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cause of its «non-historicy» character®, that is its choice of scenes reduced to
just the usual events from the life of Christ, his miracles and post-mortual
episodes, but, observed from this perspective it seems that precisely that sort
of progam was the only one adequately responding to the true meaning of
Kaleni¢. Within its framework, however, for reasons expressed in the paper
of Jelena Erdeljan’’, there was also room for the presence, this time implicit
and truly «virtual», of despot Stefan, expressed through a visualization of the
two paths of an ideal Christian ruler as the leader of the chosen people, the
path of the archpriest, along the northern axis with a gradation of signifi-
cance of represented personae, from St. Sava, the founder of the Serbian
church, to Solomon as the builder of the Temple of God, and the path of the
king along the south, with images of Stefan Nemanja and king David®.
Finally, we left the phenomenon which to this day represents the key
mystery of Kaleni¢ for last. Although in some of its particulars it could offer
ultimate corroboration of ideas mentioned above, scholars are still loosing
sleep over its meaning as a whole. Namely, at a high of approximately 70 cm
there are pairs of modelled stone beams built into the walls and facing pilas-
ter faces in the latteral spaces of the western bay and protruding from the
plane of wall surface just short of 30 cm (fig. 12). The northern pair is lack-
ing any additional carved motifs while on the latteral side of the southwest-
ern beam there is an image of archangel Michael hoisting a model of a
church (fig. 13) and the bottom surfaces of both southern beam, visible only
from the church floor there are geometric but basically floral motifs of lillies
with petals the size of a fingernail filled with meticulously chisled sketches
of faces with serene smiles (fig. 14). Considered on its own, as an image of
single meaning, such a representation of the archestratigos could be a visual
message from the domain of those which since the Epistle to Ephesians
(1.12) stressed that terrestrial and celestial beings, created by God and united
in Him, take part in one single service®, most compellingly expressed in
hymns sung on the feast of Incorporeal Powers or rather at that moment in
liturgy at which the vault of the church would symbolically open and she
herself lifted up to heaven. With this sort of interpretation, the image in
question would be a specific sum of all the intertwined and multilayered
concepts of the Christian Universe, the old and the new, historical and eter-

38 Cf. Simi¢-Lazar, op. cit., passim.

37 Erdeljan, New Jerusalems in the Balkans.

3 Cf. in general Dagron G. Empereur et Prétre; Etude sur le «césaropapisme» byzantin (=
Hap u mpBocsenreHuk. Serbian edition). Beograd, 2001.

% Cf. Babuh I'. Jluryprujcke TeMe Ha dpeckama y Boropommaunoj upksu y Iehn (Les thémes
liturgiques sur les fresques de I'église de la Vierge a Pe¢) // Apxuermckon [danwio II u meroso
no6a (L'archeveque Danilo II et son epoque) / Réd. V. J. Burié. Beograd, 1991, p. 380.
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nal time, of all the ideas expressed through the architecture and frescoes of
Kaleni¢, and especially so because the sculptor seems to have gone to great
lengths in order to accentuate the «foundation» of the church model with
miniature twisted lacing, an element so conspicuously accentuated in the real
architecture of the church, as one of the prerequisite visual attributes of
Heavenly Jerusalem®. However, because of its location in the part of the
church traditionally intended for the burial of the ktetor®', such an image of
the archangel could also contain an entirelly personal note of prayer that,
within that setting, his soul, lead by the Virgin and St. Michael as the «faith-
ful guardian of the bodies of the dead», be awarded a place worthy of an in-
corrupted believer, shared by those whose of the righteous whose images are
carved on the lilly petals. That, however, is precisely the point at which the
mentioned riddle begins because the disposition of the beams and the same
sort of traces of indentations noticeable on them, logically suggests that they
were used to hoist something, and, judging by the lenghth of the bay, nearly
2 m, and their distancing from one another, could only have been made of
some lighter material, in other words of wood. Let's put it directly: could the
vertical connection between the holy family and that of the ktetor who, to the
make the mystery complete, judging by a recently discovered document in
the archive of Xeropotamos, passed away not in his own monastery but in
the serenity of Mount Athos*, have actually perpetualized his role in procur-
ing some of the eulogies which, displayed in the spot in question, stood as
the true cause behind the appearance of Kaleni¢ as a church — reliquary, as
one of the key points of circulation around the Serbian Despotate, systemati-
cally described as the Holy Land, of relics from the ranks of those most re-
vered in Eastern Christianity of the day?* Still, in view of the document
from Xeropotamos and the fact that the interior of the church has yet to un-
dergo archeological investigation, it shall come as no big surprise if, one
day, beneath the beams, and foremost the «unmarked» northern pair, a tomb
is discovered — ever empty.

That was Kaleni¢ read as a historical document, in effect as an architec-
tural «sign of the times». In investigating a single monument we shall con-

40 See the examples from manuscript's illuminations in Kiihnel, ill. 56, 59-61, 72; also
JIuoos A. M. O6pa3 Hebecnoro Mepycanmuma B BOCTOYHOXPHUCTHUAHCKOI MKOHOTpaduu //
HUepycanum B pycckoii Kyibtype / Pen.-coct. A. batanos, A. JIunos. Mocksa, 1994, c. 15—
25, and recent analysis by Peers G. Sacred Shock. Framing Visual Experience in Byzan-
tium. Pennsylvania State University Press, 2004, 61 sq.

I For the subject of ktetor's burial places in medieval Serbia see ITonosuh J. Cpricku Bia-
napcku rpo0 y cpenmeM Beky (The Royal Tomb in medieval Serbia). Beograd, 1992.

2 Kolovos I. A Biti of 1439. from the Archives of the Monastery of Xeropotamou (Mount
Athos) // Hilandarski zbornik 11 (2004), 35-52.

* Cf. Epoemwan, Beorpan xao Hosu Jepycamum, passim; Erdeljan, New Jerusalems in the
Balkans.
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clude with one single question: where are the origins of and what are the
ways in which impulses of Byzantine architectural creation of the late period
are constituted and materialized? As much as it belongs to the just men-
tioned framework, this question belongs just as much to the domain of
Kaleni¢ as a sign of «architectural» times. Not at all by chance, we, among
other things, said someting on that subject in the surroundings of one other
Jerusalem, that of William Blake, «on England's green and pleasant land»™*.

NBan CreBoBUY
Institute of Art History, Belgrade University

NO3IHEBU3AHTUNCKAS APXUTEKTYPHAS XPAMOBAS
JIEKOPAIINS KAK UKOHNMYECKUI OBPA3 HEBECHOTO
NEPYCAJINMA: IIPUMEP KAJIEHUYA

«To, 9TO MBI CITOCOOHBI CKa3aTh O BU3AHTHIICKOM 3/IaHUH, 3a9aCTYIO OT-
PaHUYECHO BOIIPOCAMHU, KOTOPBIE MBI 33J1aEM».

IIpynunHa UTUPOBaHUS 34ECh JAHHOIO 3aMEYaHMsI, 3aUMCTBOBAHHOTO
U3 OZHOTO U3 HEeAaBHUX A0KmafoB Pobepra OcTepxyTa, U BEIHECEHHUS €0 B
caMO€ HayaJlo CTaThbU 3aKJIIOYAETCS B TOM, YTO OHO KOPOTKO WU MHPEIEIbHO
000CHOBaHHO TOAYEPKUBAET JaBHO CYMIECTBYIOIIYIO MOTPEOHOCTH B HEKO-
TOPBIX IEPEMEHAX B CAMOM MOJENN TPAAULMOHHON METONOIOITMYECKON CHC-
TE€MBI HUCCIEIOBAHUM BU3aHTUHCKON apXUTEKTYphl, U UCIPABICHUS JOJKHBI
OBITH HampaBIIEHBI HA TO, YTOOBI BEPHYTHh B LIEHTP BHUMAHHS YYEHOTO CO-
oOImiecTBa OTAETBHBIN NMaMATHUK U MPOCIEAUTh — MOXKET ObITh, HE CTOJIb
ObICTpO, 3aTO ropazno Oojiee HAAEKHO — MYTh €ro (POPMUPOBAHMS, UTO
JIaCT HaM peaJIbHbIC 3HAHUS O TEYECHMSIX U CBSI3aHHBIX C HUMH CMBICIAX Ha
pPa3HBIX YPOBHAX CYILIECTBOBAaHUS BU3AHTUHUCKOW apXUTEKTYphl B LeioM. 1
BCE ATO MOTOMY, YTO, pa3zeiss Ha3BaHHOE YOeXKIeHHE, aBTOP AaHHOTO TeK-
cta ObuT (paKTHUYECKU BBIHYXJIEH M3BIIEKaTh IepKoBb BBenenus boropomu-
bl MoHacThIps KasleHny, ¢ JaBHUX MOp MPUCYTCTBYIOLIYIO MIPAKTUYECKU BO
BCeX 0030pax BU3aHTHICKON apXUTEKTyphl, H3 aHAXPOHUYHOMN HCTOpUOTpa-
(uveckoil CXeMbl, COTIAaCHO KOTOPOH OHAa MpPEeICTaBIsIeT CO00M 0OpazdmK
MECTHOH CTPOWMTETHLHOW IIKOJIBI MO3IHECpPeTHEeBeKOBOH CepOuu, a 3arem,
M3YYHB €€ apXUTEKTYpPy KakK «3HaK BpeMEHW», CHOPMYITUPOBATH YETKUE U JIO

4 Stevovié I. Late Byzantine architecture: the question of originality // Proceedings of the 21*
Congress of Byzantine Studies, vol. III. London, 2006, p.253; see also Cmesosuh HU.
Apxurektypa MopaBcke CpOuje: JIOKajqHa TIpaJuTesbCKa IIKOJIA WM emwior Boxaehmx
TOKOBA ITO3HOBH3aHTH]CKOT I'paJUTEJbCKOT cTBapama (Serbian Architecture of the Morava
Period: A Local School or an Epilogue to the leading Trends in Late Byzantine Archi-
tecture. A Study in Methodology) // Zbornik radova VizantoloSkog instituta 43, c. 231-254.
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CHX TOp HE MOCTaBJIEHHBIE BOMPOCHI O TOM, YTO, COOCTBEHHO, TIPENICTABIISET
co0oii 3Ta 1epkoBs. [lomyyenHas B utore HHPOPMALHSL HE TOIBKO OTKPHIBA-
€T MaMATHUK B HOBOM CBETE, BEChMa JAJIEKOM OT JIF00OOH MECTHON WICHTHY-
HOCTH, HO TaKK€ MO3BOJISICT BBIIBHUHYTH IIEIYIO0 CEPUIO0 HOBBIX NMPH3HAKOB,
YKa3bIBAIOIIMX Ha TO, YTO 3[aHUE MPUHAAICKHUT ONpEAEICHHONW KOHIETLUH
LIEPKOBHOTO CTPOUTENHCTBA MO3IHEBU3AHTUIICKOIO MHUpA, a TaKKe Ha KOH-
KPETHYIO apXUTEKTYPHYIO QOPMYITy, B KOTOPOH BBIpaXKEHA 3Ta KOHIICTIIIHSL.

OTnpaBHOM MOMEHT MOAOOHOTO pPojAa HMCCIENOBaHMs ONpe/AeieH Ha-
OnoeHueM 3a CIIOKHON CTPYKTYpOH SKCTephbepa 34aHusl KaK CBOETO poia
ApPXUTEKTYPHOTO 06pa3a, BBITEKAIOIETO U3 €r0 IOPa3UTeIbHON BU3yaIbHOI
BBIPA3UTEIBHOCTH M KOHTPAacTa MEXIY COBEPIICHHO HWCIIOJHEHHBIM OpUs
listatum HWKHHX 30H LEPKBU U TPEXLUBETHHIM IIAaXMAaTHBIM PHCYHKOM, IIO-
KPBIBAIOIIUM MEKKOJIOHHOE MIPOCTPAHCTBO CIIENON apKaTyphl OOKOBBIX all-
cull, ppOHTOHOB PYKaBOB KpecTa M CTEH OCHOBaHUs M OapabaHa kymnona. B
Kanenuue 3TOT pUCYHOK MPUCYTCTBYET B LIEJIOM psA€ MO3IHEBU3aHTHUIICKHX,
Oonrapckux M cepOCKUX MaMSATHHUKOB, W, BIUIOTH O HACTOSIIETO BPEMEHH,
€ro IOCTOSHHO ONPENESUIM KaK BCEro JIMIIb OJUH U3 MHOTHX JEKOPAaTUB-
HBIX MOTHBOB (pacasioB, B TO BpeMsS KaK OH MPUMEHSJICS K CHMBOJIHYECKH
0COOEHHO 3HAYUMBIM YacTsAM LIEPKOBHOTO CTPOCHHUS M HCIOJNB30BAJICS C
y4eTOM NPHUHLUIIOB ONTHYECKON WIUIIO3UH, SBHO BBINOJHSS IBOWCTBEHHYIO
¢yHkuuio. OH CIYXHJI CPEIICTBOM BBICICHUS TPEXMEPHBIX ()OPM OCHOB-
HBIX Macc 3/1aHUsI U, B TO K€ BpeMsl, sl apXUTEKTYPHOTO BBIPAKEHUSI KOH-
mernuy 1epkBu kak Illatpa 3aBera, Xpama ConoMoHa ¥ pPealbHOTO, UCTO-
puueckoro npensectusi Hebecnoro Hepycannma.

[MonTBepkaeHrEe 3TOTO MPENNOI0KEHUSI HAWACHO B pe3yibTare IIUpPO-
KOTO IIOMCKa B chepe UCTOPHU NMPUMEHEHHS U UCTUHHOTO 3HAYEHHs JAaHHO-
IO MOTHBA Ha NMPOTSDKEHUH HECKOJBKUX BEKOB €T0 CYIIECTBOBAHUS, a TAKXKE
0030pa Tex MecT, Tlle OH NMPUMEHSIICS, HAYMHAS ¢ aHTHYHOCTU. XOPOIIO U3-
BECTHO, YTO C APEBHHUX BPEMEH OH YacCTO HCIOJb30BAJICS KaK MHCTPYMEHT
CO3JIaHMs WJUIIO3UU INTyOMHBI IPOCTPAHCTBA, NIPEABEILasi MU 3a MpeleslaMu
36MHOH pealbHOCTH. W XOTS HEBO3MOXHO C YBEPEHHOCTBI) YCTAHOBHUTb,
MMeEJ JIM 3TOT MOTHUB B T€ BeKa OoJiee BBICOKHI CMBICH, KaKETCs BecbMa Be-
POSITHBIM, YTO MOMEHT, KOTrZla KOMOMHAIMSA JUHUN U YeperyrOXCsl CBET-
JIBIX M TEMHBIX KBaJpaTOB, B COOTBETCTBUHU C XPUCTUAHCKON MHTEpIPETALIU-
el CHMBOJHMKM TEOMETPHUYECKMX (Uryp, cTaia ocoObIM BH3yaJbHBIM
CHMBOJIOM, MOXKET OBITh ONPEAETICH KaK BPeMsl CO3aHUs TaKUX MPOU3Bee-
HuH, Kak Salus Populi Romani — wukoHa boromarepu, cBATO#H 00pa3 KOTo-
poii oOpamiieH MOI0OHBIM OpHAMEHTOM, MJIIH «XpHUCTHAHCKAas TOMOrpadus»
Kosbembl ManukomioBa, B crapeiimem crucke kotopoit (Vat. gr. 699) M
HaxoIuM MMHHUATIOPHI, npexacTaBisitomye Kopuer 3aBeTa, yKpalleHHBIH
poMOaMH ¥ IaXMaTHBIMH KBaJpaTaMH, YTO COOTBETCTBYET yKazaHusMm «Hc-
Xxoxa». B Te paHHHMEe Beka 3TOT OpHAMEHT 3aHMMajl COBEPLICHHO TOYHOE Me-
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CTO B MOHYMEHTAQJIbHOM JKMBOMKCH, O Y€M CBUAETEIHCTBYIOT OCTATKU IEp-
BOTO CJI0 CTEHHBIX pocrnHced B CHOHCKOM XpaMe ATeHu. XOTs €ro ycBoe-
HUE BOCTOYHO-XPHUCTHAHCKUM HCKYCCTBOM IOCIIEAYIOIIUX BEKOB €IIE HyX-
JaeTcsi B JAIbHEWIIEM HCCIICOBAaHUN, OYCBHIHBIA (akT, YTO 3HAUYCHUE
COXPAHMBILIMXCS TAMATHHKOB MOXET OBITh KOCBEHHO YCTaHOBIIEHO Ha OCHO-
BE CEPHHU 3aMaJHbIX PYKONMUCEH, U3roToBIeHHBIX B nepuon ¢ X nmo XIII BB.,
rlie MaxXMaTHBId OPHAMEHT PEryJISIpHO MPUCYTCTBYET B KadecTBe ()OHA IS
n3zo0paxennii Hebecnoro Hepycannma, a Takke, KOCBEHHO, TI0 MUHHATIO-
paM Ha ()POHTHCINCE B CTUJIC APXUTEKTYPHOTO PUCYHKA, KOTOPBIN BCTpeya-
ercs B cepockux pykorucesx XIII u XIV BB., rae KpoBis KyIIOJIOB, Kak Ipa-
BUJIO, TMOKpBITA IIAXMAaTHBIM OPHAMEHTOM, PAacKPalIeHHBIM B HECKOJBKO
[[BETOB. DTOT MOTHB TaKXke IMOSIBJIACTCS B CAMOM BEPXHEM DPETHCTPE CLEHBI
[Tpuuamenus AnoctosioB B 1iepkBu boromarepu Ilapuruopurtuccsl B Apre,
a TaKk)Ke B BEpXHEH 30He (acaioB TOTO ke Xpama.

[TomMuMO OpHAMEHTAIBHBIX M apPXUTEKTYPHBIX OCOOCHHOCTEM, Lienas ce-
pHs pYTHX 3JIEMEHTOB OMpPENENAeT LEIOCTHOCTh HEPKOBHOTO 31aHus B Ka-
JIEHWYe, 4TO TAKXKe FOBOPHUT O SICHO 0003HAUCHHOM KOHIETIIINY U HaMEPEHU-
X KTUTOPOB M 30J4MX CO3/aTh B XpaMe apXUTEKTYpHOE BOILIOLIEHHE
equHcTBa NBYX llepkBeit — 3emuoii 1 HeGecHo#l. 3nanue B3mpIMaeTcs Ha
MIOPa3UTENbHYI0 BBICOTY, O0NafaeT CIIOKHBIM CKYJBITYPHBIM IIOKOJIEM, B
JIIOHETaX OKOH PacIlOJIOKEHbI CKYJIbNTYpHBIE CIIeHbl Ha TeMy «llepkBu Bo-
UHCTBYIOLIEH». Mexay TeM, CKyJIbNTypHas AeKopalus apoK BEpXHEH 30HBI
tacanoB, a Taxke KPyIHbIE PO3CTKH U BUTHIE KOJIOHHBI, CO3/IaHHbIE B IIO-
paxanue Xpamy CoJOMOHa, CBEIEHBI 3[€Ch 10 PACTHUTEIHHBIX MOTHBOB
MaJbMETTHI, YTO OJHO3HAYHO OTCHUIaET HAac K boromarepu Kak HEMOPOUYHO-
My LBETKY pas, B CaMOM CEpALlE KOTOPOrO PACTET APEBO BEYHOM >KHU3HH.
ITonoGHast apXWUTEKTypHasi OEKOpaLus SIBISETCS OTPAKEHHEM IIOCBSILEHUS
LEpKBH Mpa3aHUKy Beenenus boropomuiel B Xpam, NPOCIABISIOIIEMY
JeBy Maputo kak Kouer ['ocioma, BOoT mouemy ee ¢urypa Taxxke mpen-
CTaBJICHA B CKYJBITYpPE HaJ I0XKHBIM BXOJOM B HAPTEKC B OKPYXKECHUU XEPy-
BUMOB, 4TO, corjacHo IlepBoii kaure LlapcTB, CBUAETENBCTBYET O BOILIOIIE-
HUH B Xpame oOpaza Hebecnoro Mepycanmnuma.

OTH U IpYyTHE YHHUKAIBHBIE 3JIEMEHTBI, COCTaBIISIIOINE apXUTEKTYPHBIN
opranu3m Kanenmnda, mokasslBaloT, Kak — Ha PUMEPE 00H020 KOHKPETHOTO
MaMATHUKA TO3JHEBU3aHTUHCKON apXWUTEKTyphl — IMPOMUCXOJHMNIA TpaHC-
(dopmarusi CIOXKHBIX M HIOAHCUPOBaHHBIX Mael LlepkBu B MarepualibHYIO
pEaNbHOCTD 33 CYET OCMOTPHUTENBHOTO HCIIOJIB30BaHUS MHBIX MaTepHAaloB,
ONITUYECKUX WIUTIO3MH, CUMBOJIOB U 00pa3oB. OJHAKO BBIBOJIOB, OCHOBAaH-
HBIX Ha OZHOM YacTHOM cllydyae, 0ojiee 4eM AOCTaTOYHO Uil TOTO, YTOOBI
MOPOJIUTH CEPUI0 BOIIPOCOB, KOTOPEIE, BHE BCSIKOTO COMHEHMSI, 3aTPAarHBatOT
BCIO COBOKYIHOCTb CTPOMTEJIBHOM IPaKTUKHM TOW 3M0XU. B naHHO# cutya-
IIMY BHUMaHUE COCPENOTOUYEHO HA CTPOUTENIbHOM KOHIENINH, KOTOpas, Ha-
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CKOJIbKO HaM H3BECTHO, HaIlpaBlieHa Ha CO3/aHHE OJUHAKOBO BHIPA3HUTENb-
HBIX BHYTPEHHETO U BHEIIHETr0 OOJMKa IIEPKOBHOTIO 37[aHHS, a TTIOTOMY TpO-
eIUpPYeT caKkpabHOE MPOCTPAHCTBO HHTEphepa Ha dacaabl. ITOT TIpoIece
JIOCTHUTAeT MrKa UMeHHO B Kamenude, BCs CTpyKTypa KOTOPOTO mepepacTaet
B MPOCTPAHCTBEHHYIO MKOHY HebecHoro Mepycanuma. [pyrumu crioBamu,
Oynmyuie viccnenoBaHusi, 0€3yCIOBHO, CTONKHYTCS C MAcCIITa0HBIM U CEPbh-
€3HBIM BOTIPOCOM 00 WCTHHHBIX IPUYMHAX U UMITYJIbCAX, KOTOpPBIE TOOYIH-
JU K CO3JIaHUIO ITO3JHCBH3AHTUNCKUX MAMSTHHKOB B HMX CHCIU(PHUSCKUX
(opMax, CTONh OTIMYHBIX OT PEIICHHH, HAHJEHHBIX B MPEIIICCTBYIOIINN
nepuoa. IIpITasich «mpoyecTs 37aHUe, KaK MBI YUTaeM TEKCT, HCTOPUIECKHUN
JOKYMCHT», Mbl JOJI’KHBI CIIPOCUTH 06651, CO34acTCA JIM HOBas BU3yaJIbHaAA
UICHTUYHOCTh CaKpaJlbHOTO IIEPKOBHOIO ITPOCTPAHCTBA HCKIIOYUTEIHHO
OdexopamugHbiMy TIPUEMaMH WIH pedb UIET 0 criocobax mepenadn KOHKPeT-
HOTO COZIEp)KaHUsl, CMBICII KOTOPOTO HaMm elle MpeacTouT pasrafarsb. Iloro-
My 4YTO, KAKMM Obl YHHKQJIHHBIM OH HU Ka3aJICi, HCTOPUYCCKHIA JOKYMEHT
Kanennua, koHEUHO ke, He OBLI TTOOOYHBIM MPOAYKTOM B paMKax HIEO0JIO-
TUYECKHX aKCHOM B JKM3HU TO3JHEecpenHeBekoBoil CepOuu, HampoOTHB,
MOJKHO OTNPEACIICHHO YTBEPKAATh, YTO OH OBUT OJTHUM M3 DJIEMEHTOB OoJiee
MIMPOKOW MPOTPaMMBI M, B YaCTHOCTH, TI0 3TOM NMpUYWHE SBISETCS e He3a-
MeHUMO¥H gacThio. Cpena, B KOTOPOH MOSBIISAETCS dTOT KOHKPETHBIA BU ap-
XUTCKTYPBI, IPEACTABIACTCA OTPAKCHUEM CYITHOCTHBIX CBOMCTB SABJICHUA, O
koTopoM roBoput U Enena EpnensH B pabote, omyOIMKOBaHHON B TAHHOM
cOopHUKE.
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1. Kalenié, exterior looking South — East
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4. Madrid, Biblioteca Nacional, ms. Vitr. 14-2, Heavenly Jerusalem (fol. 253%)
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5. Zagreb, Archive Jazu, Triodion of Georgios Anagnostos (fol. 1)
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7. Kalenié¢, representation of David with lion and bear
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9. Kalenié¢, representation of Virgin Hodegetria on the nartex southern wall
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10. Kaleni¢, nartex, frescoes on the northern wall
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12. Kaleni¢, naos, western bay looking south
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14. Kaleni¢, naos, carved motifs on the bottom surface of the southwestern beam



