Branislav Cvetkovié

SOME HIEROTOPICAL ASPECTS
OF THE NEW JERUSALEM PROGRAMMES
IN THE FIFTEENTH-CENTURY SERBIA

In discussing hierotopical aspects of the New Jerusalem programmes in

the 15™ Century Serbian art', I shall rely only on four outstanding exam-
ples — the two dating from the period of rule of despot Stefan Lazarevic,
and the two from the reign of the former’s successor, despot Djuradj Brank-
ovi¢®. For medieval Christian societies, both in the East and in the West, the
centrality of the New Jerusalem idea was crucial®, since the city of Jerusalem
was regarded as the “center of the world, the axis of the universe, the place

of Salvation

**_ The hierotopical approach has made possible more profound

insights into this important issue of medieval era”.

[N

The paper is based on our recent studies of monuments on the territory under jurisdiction of
the Regional Museum in Jagodina (Central Serbia). I am deeply indebted to Alexei Lidov for
all the precious moments we spent together talking the issues of sacred spaces and hierotopy.
For the period, cf. Ucropuja cprckor Hapoxaa, beorpan, 1982, p. 64-313; Kawuh J. Cpou y
MO3HOM cpeitbeM Beky, beorpan, 1994; Cnpemuh M. Jlecnior Bypal) bpankosuh u meroso
no6a, beorpan, 1994.

Cf. Immagini della Gerusaleme celeste dal III al XIV secolo. Catalogo, Milano, 1983; Kiihnel
B. From the Earthly to the Heavenly Jerusalem. Representations of the Holy City in Christian
Art of the First Millennium, Rom-Freiburg—Wien, 1987; Jluoos A. O6pa3 Hebecnoro Uepyca-
JIMMa B BOCTOYHOXPHCTHAHCKOM HKoHorpaduu // Uepycamum B pycckoii Kynsrype / Ed. A. Ba-
TanoB, A. Jlunos, Mockga, 1994, p. 15-25; Lidov A. Heavenly Jerusalem. The Byzantine Ap-
proach // The Real and Ideal Jerusalem in Jewish, Christian and Islamic Art. Studies in Honor
of Bezalel Narkiss / Ed. B. Kiihnel, Jewish Art, XXIII/XXIV, Jerusalem, 1998, p. 341-353.
Kiihnel, From the Earthly to the Heavenly Jerusalem, p. 88.

For the definition of this ingenious breakthrough in methodology, cf. /ludos A. Manaunuon
u Kepamuon kak oOpa3-apxXeTHIN CakpalbHOro mpocTpaHcTsa // BocTouHoxpucTtuaHnckue
pemuksun / Ed. A. M. Jlunos, Mocksa, 2003, p. 249-280; Hierotopy. Studies in the Making
of Sacred Space. Material from the International Symposium / Ed. A. Lidov, Moscow,
2004; Lidov A. Hierotopy. The Creation of Sacred Spaces as a Form of Creativity and Sub-
ject of Cultural History // Hierotopy. The Creation of Sacred Spaces in Byzantium and Me-
dieval Russia / Ed. A. Lidov, Moscow, 2006, p. 9-58.
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Although the most important foundation of despot Stefan, the Resava
monastery’ was only a part of a much larger project, including the new capital
city of Belgrade’. The remaining structures of the monastery and the so-
phisticated decoration of its church® recreate vividly the New Jerusalem sym-
bolism referred to in despot’s Vita, written by Constantine of Kostenec’. The
well known quotation from this highly important text: “HNL K€ NAKkI rpapk
BLCMOMENOYTH HNAMbL NAXOAHTH HKE Kh EhIWLNIEMOY IepoconHmoy
CTh3K HMATK H NOAOBHE”, indicates that the Resava’s ktetor had built his
monastery of St Trinity “in imitation of and as a path to the Heavenly Jerusa-
lem”, “because he desired to dwell and talk with the hermits”'°.

Being composed on encomiastic basis the Vita abounds with numerous
symbols and metaphors. Throughout the despot’s Vita Constantine of Kos-
tenec makes direct and repeated allusions to Stefan’s virtues in comparing
him with a number of Antique and Old Testament models, but most often
with Solomon''. The recent thorough textology analysis of the Vita has un-

% For the monastery of Resava (also called Manasija), cf. Toou/i 5. Manactup Pecasa, Beo-
rpaxg, 1995 (with full bibliography). Also, see proceedings of the 1994 Symposium on the
Manasija Monastery and its Time, cf. Manactup PecaBa. Hcropuja u ymernoct / Ed. B. J.
Bypuh, JlectioroBarn, 1995.

" On the medieval city of Belgrade, cf. ITonosuh M. Beorpancka tBphasa, Beorpaz, 1982;
Kanuh-Mujywroeuhi J. Beorpan y cpenmeMm Beky, beorpan, 1967; Ilonosuh M, buxuh B.
Kommneke cpenmoBekoBHe mutpomnonuje y beorpany, beorpan, 2004; Ilonosuli M. Beo-
rpancka tBphasa. Jlpyro momymeno usname, beorpaa, 2006. Also, cf. Epoewan J. Beorpan
kao Hosu Jepycanum. Pasmunubarma o peueniuju jequor tomnoca y goba aecrora Credana
Jlazapesuha // 3PBU, 43 (2006), p. 97-109.

& For the Thessalonican origin of the painters, cf. Djuri¢ V. J. La peinture murale de Resava.
Ses origines et sa place dans la peinture byzantine / Mopascka mkona 1 meHO 100a, beo-
rpan, 1972, p. 227-291; Cmapooybyes T. Cnukapu 3amyxouna Jlasapesuha // 3PBU, 43
(2006), p. 359-367.

® Jaeuh B. Koncrantun dunocod u meros XKusor Credana Jlasapesnha secriora cprickora //
I'nacauk CYJ1 XLII (1875), p. 223-328 (from now on: JKueom); Koncmanmun @unozod. Ilo-
Bect o cnoBuMa (Ckazanuje o nmiucMmenex) — u3Boau u JKutuje necniora Credana Jlazapesuha
// Crapa cpricka KibikeBHOCT y 24 xmure, 11 / Ed. T'. JoBanosuh, Beorpaz, 1989 (from now
on: JKumuje). On topoi in the Vita, cf. Radosevi¢ N. Laudes Serbiae. The Life of Despot
Stephan Lazarevi¢ by Constantine the Philosopher // 3PBU, 24-25 (1986), p. 445-451.

1 XKugom, p. 288; Kumuje, p. 103. For specific rulers’ ideology based on ascetic and monas-
tic grounds, cf. Mapjanosuh-/Jywanuh C. Bnagapcka uneonoruja Hemamuha. umnmoma-
THuKa ctyauja, beorpan, 1997, p. 234-246, 275-286; Eadem JluHactija u CBETOCT y 1002
nopojuiie Jlazapesuh: crapu y3opu u HoBU Mozenu // 3PBU, 43 (2006), p. 77-92; Paoyjko
M. Konopun, beorpan, 2006, p. 234-255.

" For notions of New David and New Solomon in medieval ideology, cf. Mapjanosuh-Zywa-
nuh C. Rex Imago Dei: o cprickoj npepagu AramuroBor ornenana // Tpeha jyrocioBeHcka
koH(pepenuja Bu3anTonora, Kpymesan 10—-13. maj 2000, beorpag—Kpymesar, 2002, p. 145;
Ousterhout R. New Temples and New Solomons // The Old Testament in Byzantium,
Byzantine Studies Winter Symposium, December 1-3, 2006 / Ed. P. Magdalino, R. Nelson //
Dumbarton Oaks, Washington D.C., Abstracts.
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covered its consistent numerological structure: this uniquely conceived liter-
ary work insisted on despot’s special personality picturing him as a highly
educated man, writer, prophet and a holder of secret knowledge'?. The com-
plex symbolism of the Heavenly Jerusalem in Resava starts unfolding at the
very meeting point of earthly and heavenly realm — the ktetor’s portrait
(Fig. 1), Lavishly composed it reflects much more than the standard ruler’s
likeness. The despot presents his novel foundation to the Holy Trinity,
painted in form of the three angels residing in front of symbolical architec-
ture. Since it completely follows a form of the celestial palace labeled Holy
Sion as seen in the marginal illustration of the Psalm 77 in the Khludov psal-
ter, one has to conclude the angels in Resava are also seated before the
Heavenly Jerusalem'®. In its basic outlook despot’s portrait is similar to typi-
cal royal donor portraits, as he was represented with insignia coming from
above, including the large cruciform scepter in his right hand". However,
the portrait is actually unique as he holds in his left hand both the model of
his foundation and an open scroll. It has earlier been thought that the scroll
stands for a charter roll'®, but the text written on it exhibits an eschatological
prayer instead'’. Therefore the portrait should not be confused with the roy-
alty figures holding charters, which emphasize their being founders or do-
nors'®. The large open scroll visually categorizes Stefan amongst the pro-
phetic order: he was meant to be seen as the prophet, the Christ’s vicar and
the national hero'’. The actual background for such a portrait must have been
despot’s personal aura and the strong general sentiment of the period mostly
spoken of in terms of the last years or the years of sorrow, marking the
widespread expectation of the End of the World™.

12 For significant results of the research of Stefan’s Vita, cf. I'eopeuesa H. Yutnero ua Credan
JlazapeBuu ot Koncrantun Kocreneuky m mapckara cioBecHa nkoHorpadwus mpe3 XV Bek /
Brarapckust netHagecetn Bek, Codmst, 1993, p. 161-180; Eadem EnHo HeoOm4aitHO MKOHO-
rpa)cko pelieHue npu n300pa3saBaHeTo Ha BiIaJeTeNs B )KuTHETO Ha AecnoT Credan JlazapeBuy
ot Koncrantun Kocreneuku, CrapoObirapcka murepatypa, Codus, 1983, p. 25-26, 155-166.

3 On despot’s portraits in several Serbian churches, cf. Bojeoduh /. Bramapckn moprpers
cprickux pecnora // Manactup Pecasa. Mcropuja u ymerHocr, {ecnorosar, 1995, p. 65-95.

Y Ienxuna M. Munnatiops! XiyoBckoii ncantipu. Mocksa, 1977, fol. 79 r. Also, cf. Jluoos,
O6pa3 Hebecnoro Hepycanrma B BOCTOYHOXpHCTHAHCKOW HKOHOTpaduy, p. 17-18, fig. 3.

'S Cf. Bypuh B. J. Hosu Vicyc Hasun // 3orpad 14 (1983), p. 10.

16 Cf. Bypuli B. J. Tloprpery Ha moBe/baMa BU3AHTH]jCKUX M CPIICKHX Biagapa // 3D®, VII-1
(1963), p. 265.

'7 For the text on the despot’s scroll, cf. Toouh, Manactup Pecasa, p. 64.

'8 As in Bypuh, TlopTpets Ha HOBe/baMa BU3AHTH]CKHX M CPIICKHX BIagapa, p. 251-269.

' Cf. Yajkanosuh B. MuTCKH MOTHBH y Tpaauuujn o necriory Credany // Borociosise, 2
(1927), p. 180-187; Josanosuh I'. TparoBu HapoAHHX BepoBama y ,,CkazaHHjy O HMHCMe-
Hex“ Koncrantnna ®@uinozoda // Cprcka kmimkeBHOCT y 1o6a [lecnioroBune, Jlecrnorosarr,
1998, p. 205-210; Munowesuh-bophesuh H. Haponna npenama o aecnoty Credany //
Cpricka KiKeBHOCT y 1o0a [lecrioroBune, p. 197-204.

2 Cirkovi¢ S. Kraj veka — kraj sveta. Strepnje i iiGekivanja kod Srba u vezi sa 7000.
godinom // Jugoslovenski istorijski ¢asopis, 1-2 (1996), p. 11-24.
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The New Jerusalem themes in Resava can also be seen close to despot’s
figure: in the lunette we see Christ Anapeson, the God’s Hand and the pro-
phets David and Solomon®'. Although these frescoes match the entrance ico-
nography as in other instances, the placing of the two prophets near the des-
pot’s portrait can be sustained by the Vita text, where he was described as
prophet and continually compared with David and Solomon®. However, it is
noteworthy that Solomon is twice more often referred to than David, and this
statistics is in perfect accordance with the fact that Solomon, and not David,
is placed nearer to the ruler’s figure”. The Solomonic symbolism of despot’s
figure in Resava is obvious even in such details as the suppedion cushion
under his feet (Fig. 2). Instead of double-headed eagles which were usually
found on such insignia, here we see lions**, as possible allusion to the Solo-
monic throne,” found also on the imperial portrait of John II in the famous
manuscript Urb. gr. 2%°. It is noteworthy that the figures of David and Solo-
mon were included in the major dome of the Ravanica church, unlike the
Resava, where from their figures have been left out, but painted in the first
zone, near the ruler’s portrait®’.

What was so important in stressing this rather topical iconography? The
key again provides the Vita where its author reflects on despot’s ambition to
erect the church after the model of his father’s™. This very notion recalls the

2! Todi¢ B. Anapeson. Iconographie et signification du théme // Byzantion, LXIV/1 (1994),
p. 134-165.

22 YKusor, 281; XKuruje, 98.

3 For David, cf. Kuruje, p. 75, 101, 104, 126, 127, 129, 130. For Solomon, cf. XKuruje,
p. 75,76,79, 86-88, 101, 102, 104, 128-130.

24 Some scholars have mistook the lion for a griffin, as in Toouk, Manactup Pecasa, p. 100,
or a wolf, as in Tomuh C, Huxonuh P. Manacuja. Uctopuja — sxuBomuc / Caonmrema VI
(1964) p. 55, T. VIII/8. See now Cvetkovi¢ B. Imago leonis in Despot Stefan’s Iconography
/I The Second International Conference of Iconographic Studies: Animal Symbolism in
Christian Art and Literature. Rijeka, May 22-24, 2008, Abstracts, = Ikon, 2 (2009) (forth-
coming).

2 Deér J. The Dynastic Porphyry Tombs of the Norman Period in Sicily / DOS V, Cam-
bridge, 1959, Fig. 14; Forsyth I. H. The Throne of Wisdom: Wood Sculptures of the
Madonna in Romanesque France, Princeton, 1972; Mango C. The Art of Byzantine Empire
312-1453. Sources and Documents. Englewood Cliffs, 1972, p. 209.

%8 For the colour plate, cf. Maguire H. Images of the Court // The Glory of Byzantium. Art
and Culture of the Middle Byzantine Era, A.D. 843-1261 / Ed. H. C. Evans, W. D. Wixom.
New York, 1997, fig. 144. Cf. Spatharakis I. The Portrait in Byzantine Illuminated Manu-
scripts, Leiden, 1976, p. 81, f. 46 who identifies lions as “hindquarters of two animals”,
while Hadermann-Misguich L. Tissus de pouvoir et de prestige sous les Macedoniens et les
Comnenes. A propos des coussins-de-pieds et de leur representations // AXAE, 4 (1994),
p- 128, sees “cats” in them.

%7 For the New Jerusalem iconography in Ravanica, cf. Cmapooy6yes T. Tpencrasa craposa-
BeTHOT Becernenna y onrapy Pasannte // 3PBU, 39 (2001/2002), p. 249-261.

2 Kuruje, p. 87.
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Old Testament king and prophet Solomon as the builder of the Jerusalem
temple, the one started but not completed by his father David, in a way the
anecdote with emperor Justinian conveyed his joy exclaiming victory over
Solomon upon his entering Haghia Sophia®’. The historical context helps to
grasp the idea, as there is clear analogy between Stefan and his father, the
prince Lazar, to the king Solomon and his father, king David: Stefan was the
heir of the prince Lazar, the founder of the new Serbian dynasty, exactly as
Solomon was the son and heir of David, himself founder of the new dynasty
of Israel, chosen by God™. There is a striking consequence with both
intentional comparisons to biblical models, as the rebuilding of Jerusalem
was needed for the salvation after great tragedies’’. The Serbian context
perfectly matched that model as both Lazar and Stefan had erected major
foundations in expectation of God’s mercy. After the Serbian Empire had
dissolved, it was prince Lazar as the New David that invoked the mercy
from on high by building the five-domed Ravanica for his own mausoleum
church®. His son and successor Stefan, following the church plan of his
father’s, after a series of new losses and disasters (one of them the Kosovo
battle), had built his own monastery at Resava. It looks the historical context
may explain special outlook of certain architectural features connecting the
two mausolea, e.g. the unique lavishly adorned collonetes appearing on four
massive pillars in both Ravanica and Resava. The problem deserves more
attention, as the unusual architectural image of the pillars may signify the
mercy spilling from the heavens. Recreating this and other features from his
father’s church, Stefan may have aimed at stressing legitimacy of his own
rule. In combined historical, theological and eschatological time, the
dedication of these two churches should also be seen as intentionally
diachronic, since prince Lazar’s Ravanica was dedicated to the Ascension,
while despot Stefan’s Resava to the Trinity, the Pentecost feast™.

The church of the Kaleni¢ monastery™*, built as the joint foundation of
despot Stefan and the protovestiarios Bogdan™®, is surely one of the most im-

® Jazpon JK. ap u mpBocBenrrennk. CTy/IHja 0 BH3AHTHjCKOM ,,lie3aporanmsmy™. Beorpa,
2001, p. 250-256.

3 Kiihnel, From the Earthly to the Heavenly Jerusalem, p. 20-27.

3! Ibidem, p. 30.

32 For Lazar’s reign, cf. Muxanuufi P. Jlazap XpeGespanosuh. Vcropuja, Ky, npexame. Beo-
rpan, 1989.

33 Cf. Byputi B. J. TlocBeta HemamuHHIX 3a1y:K6MHA 1 Blagapcka naeonoruja // CTyaeHuna y
LPKBEHOM YKHUBOIKCY U HCTOPHjH cpIickor Hapoaa. beorpax, 1987, p. 13-35.

3* Bypuh B. J. Cinkap Panocnas u dpecke Kanenwha // 3orpad, 2 (1967), p. 22-29; JKusko-
euh b. Kanenuh. Lprexu ¢dpecaka. beorpan, 1982; Bypuh B. J. Buzantujcke ¢pecke y
Jyrocnasuju. beorpan, 1974, 101-104, 225; Simi¢-Lazar D. Kaleni¢ et la derniére période
de la peinture byzantin. Skopje—Paris, 1995; Eadem. Kanennh. Cnukapcto, uctopuja.
Kparyjesar, 2000.
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portant monuments in medieval Serbian art®. Dedicated to the Presentation
of the Virgin in the Temple, its facades have been elaborately conceived and
executed as the recreation of the Heavenly Jerusalem®.

Its fresco programme too has been decisively influenced by the New Jeru-
salem iconography. The narthex programme comprises the holy desert fathers,
the portraits of ktetors and the Deesis group in the first zone, while on the
walls there is the cycle of the Virgin’s and of Christ’s Infancy®. Because of
the special needs and of the dedication of the church, the painters adapted the
number and the disposition of the scenes, omitting some of the episodes or
emphasizing others. The programme’s creator had special ideas as he delibera-
tely chose to exclude several scenes from the cycle, e.g. Massacre of the Inno-
cents. In doing so he accentuated two opposite scenes — Flight into Egypt and
Enrollment for Taxation, both covering the width of the wall (Fig. 3-4). What
he had achieved in that way is that the former was painted above the ktetor’s
portraits, which was an original way to express the founders’ faith. The Flight
into Egypt is not only found as part of the cycle of the Holy Virgin, but also in
the Akathistos cycle, in the painted calendars as illustration of the second
Christmas day, and in the Psalters.

The New Testament story says that Joseph followed a vision from a
dream to flee with the Virgin and Christ from persecutions and find salvation
in Egypt (Matthew 2, 14). The story has been interpreted by St John Chryso-
stome and Theophilactos as one should follow God’s command in order to
save himself, because the just, and all having faith in Lord — the God-loving
and God-fearing people who listen to his commands, would be saved®. The
metaphor alluding to the joint ktetorship of the ruler and his nobleman of
uncertain origin introduces the idea that a just man always relies on God's
providence and that salvation is always accompanied by a return of the
scattered people of Israel to Jerusalem (Isaiah 2, 1-4; Jeremiah 31, 10)*. The
parallel processions of the Holy Family and of the nobles are shown actually
heading eastward, as if entering the nave, representing the Heavenly Jeru-

35 Cf. Ijsemxosuli 5. TepacumoB 3ammc 1 kturopn Kanennha // Caommremsa, XXIX (1997),
p- 107-122. On Bogdan the protovestiarios, cf. hAupkosuh C. M. O xturopy Kamnenuha //
3orpad, 24 (1995), p. 61-67. On recently discovered correspondence between Bogdan and
the Sultan, cf. Kolovos I. A Biti of 1439 from the Archives of the Monastery of Xeropota-
mou (Mount Athos) // Xunangapcku 360pHuK, 11 (2004), p. 295-305.

36 For general information on the Kalenic monastery, cf. Pucmufi B. MopaBcka apXuTeKTypa.
Kpymiesar, 1996, p. 217 et passim, fig. 53—56.

37 Cmesosuh Y. JI. Kanernh. BoropomanHta upKBa y apxHTEKTYPH MO3HOBH3aHTHjCKOT CBE-
ta. beorpaz, 2006.

38 Lafontaine-Dosogne J. Iconography of the Cycle of the Life of the Virgin / The Kariye
Djami, 4, Princeton, 1975, p. 161-194.

¥t manuscripts Jeuanu 22, fol. 30 r; MCIIL] 100, fol. 57v—64r; Mapunxosuus K. Tonkosa-
Hie cBAIICHBIXb eBarreiaunid. Hosu Canp, 1839, p. 197-198, 200.

0 Kiihnel, From the Earthly to the Heavenly Jerusalem, p. 29.
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salem. The founders truly hoped that, being just and God loving Christians,
they would deserve a place in the celestial realms of the Upper Sion.

The painter of Kaleni¢ transformed already seen schemes in Christ
Chora and Curtea de Arges: the city of Nazareth, which in the Journey to
Bethlehem in Chora resembles a background vignette!', it actually crowns
the sumptuous gate of the Kaleni¢ nave as a celestial city (Fig. 5). The aspect
of Nazareth as a city with walls and towers from Chora has been completely
transformed in Kaleni¢ into celestial palace, the metaphor “of an Upper City
of the righteousness, Jerusalem above Earth™*.

The Enrollment for Taxation is connected to the entrance iconography
too. The point of accent is the painted relief of the Virgin and Christ Child on
the outer side of the south door, close to the Census fresco®™. The Virgin’s fig-
ure is surrounded by unusual mandorla recalling the symbolism of the Virgin
as the Fotodochos Lampas, the Light Shining Candle of the Akathistos
hymn*. It also signifies the “unfalling pillar and the ,,closed gate®, as all the
elements of this nuanced iconography are present®. It is in this context that
one can deduce the symbolics of the Enrollment for Taxation as the open
scroll is indeed crucial element in recalling the words of Jesus: “rejoice that
your names are written in heaven” (Luke 10, 20). The Akathistos hymn too
refers to the scroll written by the hand of the Lord as the Virgin is asked to
pray to enroll the faithful in the book of life*’. These sentences are based on
Old Testament quotations, used by St Paul in creating theology of spiritual
citizenship (Phil. 3, 20), and of the faithful recorded in the book of life (Phil. 4,
3). The same ideas are found in the Revelation (21, 27), so the Book of Life is
nothing else but the list of those who have been enrolled as citizens of the
Heavenly Jerusalem. Unlike the notion accentuating the “taxation moment” in
the fresco’’, we believe it is the “enrollment” instead that enables appropriate

N Cumuhi-Jlazap, Kanenwh, p. 231-238 (with bibliography); Ousterhout R. The Art of the
Kariye Camii. London—Istanbul, 2002, p. 48.

2 Teodocuje, Crryxbe, kanonn u IToxsana. Beorpaz, 1988, p. 228.

3 For traces of the original revetment on the relief cf. IJsemrosuh 5. Pemedna npeacrasa
Boropoanue ¢ Xpucrom y Kanenuhy // I'macauk AKC, 32 (2008), p. 90-92. Cf. Velmans T.
Le décor sculptural d'une fenétre de 1'église de Kaleni¢ et le théme de la fontaine de la vie //
3IIYMC, 5 (1969), p. 89-93; Cmesosuh, Kanennh, p. 174-176.

* Iorecyposa A. Tomudaos ncantup. Tom Bropr / Monumenta slavico-byzantina et mediaeva-
lia europensia, Vol. I, Codusi, 1990, p. 299v, 300r.

4 Iicyposa A. Tommuos ncantup, p. 295v, 296r. The Virgin as the closed gate with two
cherubims is identical to the Ohrid Perivletpos example, cf. I pozodarnog 1]. IlpoydyBame Ha
xwusomucor Bo Ceeru Kmument (Boropoauna Ilepusnentoc) / CTyauu sa OXpHIACKHOT
xuBornuc, Cromje, 1990, p. 91, fig. 17.

4 Iorcyposa A. TomudoB mcantup, p. 2971-297v.

47 Cf. Nelson R. Taxation with Representation: Visual Narrative and the Political Field at the
Kariye Camii // Art History, 22/1 (1999), p. 56-82; Ousterhout, The Art of the Kariye
Camii, p. 122-124.
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understanding of the iconography and moreover the symbolism of the whole
narthex®. The open scroll as central motive in the Taxation scene matches the
significance of the Akahistos scroll as symbol of Logos, present in St Paul’s
epistles as well. But what connects the St Paul’s figure from the first zone of
the Kaleni¢ narthex with the Taxation scene above, is inevitably St Antony the
Great’s figure, for his famous sentence was: “...from then on there were many
monasteries in the mountains and the desert was made a city by monks who ...
registered themselves for the citizenship in the heavens™. This quotation
makes clear allusion to the monastic world as the recreation of the Heavenly
Jerusalem, and can be found in contemporary texts of Antony’s vita, such is
Chil. 278: “H cHIE NPOYE BRIWE H NO TFOPAXh MONACTHPH. H MOV CTHNI
FPAAL ChTEOPH CE MNHXWMb. HZLIWIABLWIHME WTh CEOHXb H NAMHCAE-
wHMb ce6k Bb neBecHRMb sHTEACTER ™,

Majestic figures of the Serbian saints St Symeon Nemanja on the south
wall and of St Sava the Serbian on the north wall of the western bay are cru-
cial for the iconography of the nave. In the north side of the western wall,
there are also figures of St Emperor Constantine and his mother Helena, both
in royal costumes, holding the honourable Cross with the Christ’s victorious
monogram (Fig. 6), and on the south side the figures of St John the Alms-
giver and of St Nicholas of Myra. Above the west gate there are half figures
of the prophet Daniel and the Three Hebrews. The fresco icons of St Symeon
and St Sava in the Kaleni¢ church, being pendants, create the axis of the spe-
cial entrance iconography. The particular cultic function of the west bay is
revealed by the profiled beams as sacred “frames” of the icons matching the
concept of the symbolic rulership of St Symeon and St Sava®'. The figures of
these “two holy ones” were painted on the west pillars in the monastery of
Koporin too, also as guardians and symbolic columns of the State and
Church, “ who pray to God to fortify the Serbian Lands and to preserve it

*® De Vries-van der Velden E. Census Augusti, Dei Census: Reflections on an Image in the
Kariye Camii // Constructions of the Greek Past. Identity and Historical Consciousness
from Antiquity to the Present / Ed. H. Hokwerda. Groningen, 2003, p. 117-156. Cf. Gerov
G. The Narthex as Desert: The Symbolism of the Entrance Space in Orthodox Church
Buildings // Ritual and Art. Byzantine Essays for Christopher Walter / Ed. P. Armstrong,
London, 2006, p. 144—-159.

Y Vita Antonii, PG 26: 865 ap; Athanasius. The life of Antony and the Letter to Marcellinus /
Ed. R. C. Gregg, W. A. Clebsch. New York, Ramsey, Toronto, 1980, p. 42—43; Ilonosuh J.
XKuruje npenogobHor ora Harrer AnTonrja Benukor // )Kutuja cBetux 3a janyap. Basbeso,
1991, p. 532.

0 Xy, 278, fol. 164v. Cf. Bumuli-Hedemxosuh 3. Kutnje CBeror AHTOHHjA y CpIICKO]
pyxonucHoj Tpaaumju // Apxeorpadeku npunosn, 21 (1999), p. 37-131, esp. p. 104-105.

! Cmesosuh, Kanenuh, p. 176181, T. X1, XIL. For cults of Sts Symeon Nemanja and Sabas
the Serbian, cf. Ilonosuh /]. Ilox oxpusbeM cBetocTH. KynT cBeTHX Biagapa u peliKBHja y
cpenmoBekoBHOj Cpouju. beorpan, 2006, p. 27—118.
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and defend it from the attacks of enemies™*. The disposition of the icons of
St Symeon and St Sava in Kaleni¢ follow the topography of the Nemanja’s
tomb in the Studenica monastery and of the Sava’s tomb in the MileSeva
monastery, apparently reinstalling content of their cult in the symbolic trans-
fer of these “loca sancta”. Therefore, it is the context of “translatio Hiero-
solymi” which forms the basis that provides proper ideological and religious
focus to the icons of St Symeon and of St Sava in the specially created sa-
cred space of the Kaleni¢ west bay. The paintings below the windows repre-
sent the ancient symbol (rectangle divided in four parts, with an inserted oc-
tagon composed of two squares with a circle in its centre), proving the cultic
function of the lateral spaces.

The busts of the prophet Daniel and the Three Hebrews contribute to this
special iconography. This fresco, well emphasized above the gate, apart from
being the symbol of the Resurrection and the Eucharist, also symbolizes faith
and resistance to tyranny personified in Nebuchadnezzar. That the accent on
these figures is indeed an allusion to a particular moment in history corrobo-
rates the Vita of Despot Stefan, because its author identifies the Turkish sultan
with Nebuchadnezzar, and despot Stefan with Daniel and his courageous
friends™. The enigmatic figure of the Archangel Michael, incised in the profile
of the beam in the south-west angle of the bay, also belongs to this iconogra-
phy (Fig. 7). If the object in the Archangel’s hand is not a model of the build-
ing as previously thought™, but the royal crown perhaps, in that case this un-
usual relief is analogous to the Archangel who, after having won over Satan,
gives over the insignia of power to God (the example in Lesnovo) (Fig. 8)”. In
the monastery of Decani, the angels who in the scene of the Anastasis bring to
Resurrected Christ the symbols of power are also analogy for the Kaleni¢
Archangel and contribute to the understanding of its eschatologic symbolism
(Fig. 9). It is the Book of the prophet Daniel that can explain this rather un-
usual iconography, with the prophet’s figure painted in immediate proximity
to the Archangel. The quotation introduces Archangel Michael as a saviour of
the just who are registered in the Book of Life (Daniel 12, 1-4). The special
role of Daniel in Kaleni¢ is obvious especially through his figure in the dome:

32 Pagyjko, Konopuw, p. 235-248.

33 Wuruje, p. 76, 81, 125. Cf. Ljsemrosuh 5. Kanennh: nkonorpaduja 1 monuTHIKa TEOpHja //
Hayunu ckyn, Manactup Kanenuh: ka llectoj croroaummuny, Manactup Kanenuh. 4-6
okTo6ap 2008 (forthcoming).

54 Cf. Cmesosuh, Kaneunuh, p. 178-181, T. XIII.

35 I'aenuh C. Manactup JlecHoBo. Mctopuja i cimukaperso, beorpax, 1998, p. 95-96, fig. 33;
Eadem, Byzantine and Post-Byzantine Cycles of the Archangels (11™ to 18" Century).
Corpus, Belgrade, 2004, p. 94, fig. 102, T. VIIL

36 Maprosuh M. Iuxnyc Bennkux npasnuka // 3unHo ciaukapcTBo Manactupa Jledana. 'paha
u crymuje / B. J. Bypuh, beorpan, 1995, p. 112-117, fig. 7; Toouh b, Yanax-Meouh M.
Manactup [euanu, [Iputntuna — Beorpan, 2005, p. 374, fig. 294.
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he is the only prophet whose scroll has the text written with “pseudo-letters”,
as an allusion to the “Chaldeic” inscription written by the Hand of God, also
according to the Book of Daniel (Daniel 5, 5-28).

An interesting asymmetric structuring of the main fresco cycle of the
Lord’s miracles and parables can be seen in the nave at Kaleni¢. The two
scenes are made at least twice larger than the others from the cycle, namely,
the Marriage at Canaa, painted on the eastern side of the southern choir
(Fig. 10), and the Multiplication of the Loaves, covering the larger part of the
same zone on the western wall of the nave’’. Illustrating Christ’s first and most
important miracle, the Canaa fresco was excellently visible to all present at
the liturgy facing the altar, while the Multiplication scene attracted the atten-
tion of the faithful in the same manner, as they turn around to leave. The actual
reason for making them larger than the other scenes was evidently liturgical,
both being references to Eucharist, symbolizing through images of Christ's
blood and body Christ's passion and its soteriological significance™. In a more
general sense of the popular devotion, the very positioning and large dimen-
sions of the Canaa fresco had solid grounds in the orthodox wedding practice,
where the story of the Marriage at Canaa is quoted during the service, while
the blessed wine given by a priest to the bride and groom is compared to the
miraculous wine at Christ's Canaa™. But, the Kaleni¢ Canaa fresco is best
known for its unusual detail — the groom piercing his bride’s finger with a
knife. The fact that the Canaa fresco is painted between the Annunication and
Raising of Daughter of Jairus, and under the Presentation in the Temple,
brings in liturgical strata of the fresco’s position. The proximity of the Annun-
ciation scene especially recalls direct liturgical influence as the Solomon’s
Proverb IX, 1 with Eucharistic symbols as the table of wisdom, and Virgin as
the prefiguration of the church, is part of the service for the feast of the An-
nunciation, along with other Virgin’s feasts®.

That obviously eucharistic though quite original symbol, and not a pa-
gan one as has been proposed in the past®, is not the only unusual feature
of that fresco. Namely, it is the outlook of the collonaded table that reflects
educated creators of the Kaleni¢ programme. If we take a closer look we
shall find out that the front side of the table is uniquely rendered — it is
formed by seven columns recalling the symbolism of the Solomon’s Tem-

57 Cumuhi-Jlazap, Kanenuh, p. 185-191.

% The two scenes are also emphasized in Chora, placed above the icons of Christ and the
Virgin, cf. Ousterhout R. Temporal Structuring in the Chora Parekklesion // Gesta, 34/1
(1995), p. 66-68.

% Mupxosuh JI. TpaBociaBHa TuTYpruka, 2, Beorpaz, 1983, p. 137-138.

60 Bojsoouh /. 3unHo cnmkapctBo npkBe CBeror Axmimja y Apwmiby. Beorpam, 2005,
p. 48-49.

1 Cf. Pagojuuh C. Kanennh, Kparyjesa, 1987, p. XV-XVI.
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ple and of God’s Wisdom®, which can be understood as being influenced
by liturgical readings for the Annunication®. The juxtaposition of the Ca-
naa with the Raising of the daughter of Jairus can also be explained by li-
turgical quotation found in Epifanius of Cyprus’ words that the table has
been set, the meal prepared, the eternal dwellings are ready, the treasures
of the just have opened, and the heavenly kingdom has come before time®*.
That the painter really inferred the New Jerusalem symbolism, can best be
seen in that he minutely executed the seven bases of all the columns, as in
classical illustrations of the scene The Wisdom has built her house and set
seven columns, as in Perivleptos in Ohrid, Gracanica, the Virgin Odegetria
in Pe¢ or Ljeviska in Prizren®. That the table symbolically refers to the
temple is proven by the outlook of the Solomon’s temple in the Koimesis
fresco in Staro Nagori¢ino®. The unique rendering of the narthex pro-
gramme, and of some parts of the nave, can be understood if seen within
the context of the close relationship of the nobility and the ruler. Their de-
votional and corporeal benefits lay behind the foundation of the Kaleni¢
monastery as their joint enterprise’’. Creators of the sacred space in
Kaleni¢ are not to be looked for only among the ktetors painted on the
north wall of the narthex. Traces of two monastic portraits in the dado zone
indicate that the two monks had the right to be portrayed too. We can only
suggest their special role in creating the sacred space in Kaleni¢, bearing in
mind that similar portraits of influential abbots have been known (among
the oldest the ones from St Catherine on Sinai)®. The assumption that
these very monks may have been involved in conceiving the unique com-
plex of the Kaleni¢ church has strong grounds. The remaining inscriptions
reveal that the name of the first started with a letter V, while the name of

82 Meyendorff J. L’iconographie de la Sagesse divine dans la tradition byzantine / CA, X
(1959), p. 259-277; Die Weisheit baute ihr Haus / Ed. K. Ch. Felmy, E. Haustein-Bartsch,
Miinchen, 1999; Codus IIpemynpocts Boxus / BeicraBka pycckoit ukonomucu XIT-XIX
BEKOB M3 coOpanuii Mmy3eeB Poccun. Mocksa, 2000.

8 Bophesuli . M. O crnuxannm nporpamumMa cprickux upkasa XI1T croneha // Kpam Braau-
cinaB u Cpouja XIII Beka. beorpan, 2003, p. 154, 160-162; Bojsoouki /. 3uaHO CITUKApCTBO
npkee Ceetor Axunuja y Apuby, p. 48—49.

% Vaillant A. L homélie d’Epiphane sur I’ensevelisement du Christ // Radovi Staroslovenskog
Instituta, 3 (1958), p. 80.

5 I'posdanos I]. TIpoyuyBame Ha xmuBormcor Bo Ceern Kimment (Boropomuma Ilepusienroc),
p. 97, fig. 18; llanuh /], babuh I'. boropoauua Jbepumika. beorpax, 1975, p. 77, 138;
Toouh b. I'pavanuiia. Cnukapctso, beorpag — Ilpumtuna, 1988, p. 144-145, T. IV; Muna-
nosuh B. “Ilpopoyu cy me nacosecmuny” y Ilehu // Apxuermckon Janumno I u meroso go6a.
Beorpan, 1991, p. 410, fig. 2.

% Toouh b. Crapo Haropuuuno, Beorpas, 1993, p. 107, fig. 26.

7 Cmesosuh ., Lleemrosuli b. Manactup Kanenuh, beorpaz, 2007.

88 Cormack R. Byzantine Art, London, 2000, p. 48-53, fig. 26.
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the other was Dositheos®”. The latter can be identified with the famous
scribe Dositheos, also called Moses, the author of important inscription re-
garding the personality of despot Stefan’.

Identical sequence of columns can be seen on the famous Esphigmenou
charter, bearing miniature portraits of the family of despot Djuradj Brank-
ovi¢™. In the lower part of the miniature the intercolumniations are set be-
hind the figures of princes Stefan and Lazar, and their sister princess Kanta-
kuzina (Fig. 11), while in the upper part there are portraits of despot Djuradj
Brankovi¢, his wife Irina, of prince Grgur and princess Mara (Fig. 12). In
previous scholarship the background architecture in the lower part has been
described as being made of six windows. I propose we should count seven
columns instead of windows. The meaning of painted architecture with
golden background behind the Brankovié¢ figures has never been established
with certainty. It was mainly referred to as symbolic or fantastic architecture,
and as the possible reflection of the Zi¢a monastery architecture, as the place
the charter had been issued’?. Conversely, the high architectural structures in
the upper part of the charter have been described as “kiosks”, ciborium and
rotunda. I believe the idea that lay behind such a complex miniature must
had been that of the Heavenly Court. The proof that it too belongs to the
New Jerusalem symbolism is provided by the Decani fresco of the Wisdom
Sending Her Attendants Forth, illustrating Proverbs X, 3—4, with identical
architectural elements (Fig. 13)”°. It is the late print of prince Lazar that cor-
roborates our thesis, which was a long time ago interpreted by V. Han as the
scene of the prince standing in the architecture of Jerusalem (Fig. 14)™.
Therefore, it looks that in the wake of disastrous events for Serbia the full
circle has been achieved, as the ruler’s sons have identical tall hats as the
holy warriors in classical scenes of the Heavenly Court in the churches of

8 Cumuh-Jlazap, Kanenuh, p. 79, 252.

" Cmojanosuh Jb. Ctapu cpricku 3amvcu 1 Hatiucu 1, Beorpax, 1902, p. 71-72.

" For the last edition, cf. Ivi¢ P, Djuri¢ V. J, Cirkovié¢ S. The Esphigmenou Charter of Despot
Djuradj. Beogad — Smederevo, 1989.

"2 Pagojuuh C. TIopTpeTH CPIICKUX Biajapa y cpemmeM Beky, Crorube, 1934, p. 72; Bypuh
B. J. Tloptpetn Ha moBeJbaMa BU3AHTHjCKUX M cprickux Biagapa // 30d, VII-1 (1963),
p. 253-254; Idem. Portraits of Byzantine and Serbian Rulers // The Esphigmenou Charter
of Despot Djuradj, p. 30; Idem. JIpymrBo, ApxkaBa M Biagap y yMETHOCTH y noba
muHactuje Jlasapesuh-bpankosuh // 3JIYMC, 26 (1990), p. 29-30. The miniature has re-
cently been discussed by Milanovic Lj. Reconsidering the Significance of the Esphigmenou
Chrysobull // The Thirtieth Annual Byzantine Studies Conference, Baltimore MD, 2004.

" Munanoeufi B. CrapozaBeTre Teme i Jloza JecejeBa // 3uaHO CIMKApCcTBO MaHacTHpa Jeda-
Ha. ['paha u crymuje / Ed. B. J. Bypuh, beorpan, 1995, p. 213-214, fig. 2; Toouh b, Yanax-
Meouh M. Manactup edanu, p. 357-359, fig. 279, 280.

™ Xan B. Tpunor nosuasamy nkonorpaduje xuesa Jlazapa // Pax Bojsohanckux myseja, 7
(1958), p. 63—74 has proved that the print actually illustrated the verses from an old Serbian
chronicle presenting accounts from the alleged pilgrimage of the Prince to Jerusalem.
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Treskavac, Peribleptos in Ohrid, Zaum or Markov manastir””. The family
portrait of the Brankovi¢ dynasty is the perfect example of mixed iconogra-
phy — the overall Byzantine background with the New Jerusalem context on
one side, and chivalrous details of the Renaissance inspiration on the other
(the falcons, the costumes, the gestures, the postures and swords hanging
from the right side of the belt).

In the end, I shall present results of my recent research of frescoes from
the monastery church of Josanica, located in a picturesque gorge in Central
Serbia”. A two-domed, single-aisled church has been dated around 1430
according the style of its frescoes, remnants of the ruler's portraits, the hoard
of silver coins of despot Djuradj Brankovi¢, and archaeological material
(typical glazed pottery and luxurious glass)”’. Partly preserved ktetors’ por-
traits indicate the church must have been erected both by an unknown aristo-
cratic family and a hermit portrayed in between the figures of the ktetors and
of St John the Almsgiver, painted opposite the rulers’ portraits. The church
was originally dedicated to St Demetrius, whose tall figure follows from be-
hind that of the male donor, touching his shoulder.

While the nave comprises Great Feasts and Passion, with the military
saints completely covering the first zone, the narthex programme reveals
several unique scenes, the meaning of which are directly reminiscent of the
loca sancta of the Holy Land. Their strict eremitic iconography coincides
with total political and military decline of Byzantium, the short period of
cultural renaissance of Serbia, and with harsh polemics between the Ortho-
dox and the Catholics in the wake of the Florence-Ferrara Union’®. Most
probably conceived by the educated orthodox hermits coming from Mount

75 I'posdaros, CTymnH 3a OXPHACKHOT SKHBOTIHAC, P. 132—149 (with bibliography); Maguire H.
The Heavenly Court // Byzantine Court Culture from 829 to 1204 / Ed. H. Maguire, Wash-
ington D.C., 1994, p. 247-258.

76 Cvetkovi¢ B. Newly Identified Themes in the Narthex Programme of Josanica: A Display of
Eremitic Fervour // Proceedings of the 21% Intern. Congress of Byzantine Studies, London
21-26 August 2006, Volume III, Abstracts of Communications, Aldershot — Burlington
VT, 2006, p. 241; Idem. ®pecke y onrapy npkBe MaHactupa Jomanuie // Caommirema
XXXVII-2005/XXXVIII-2006, (2006), p. 147-155.

"7 Iléemkosuh B. Tlpumor HajcTaphjoj mctopuju npkee y Jomannmu // 3orpad, 24 (1995),
p. 69-78. Cf. Petkovi¢ S. The Lives of Hermits in the Wall Paintings of the Katholikon of
the Monastery at JoSanica // Byzantine East, Latin West. Art Historical Studies in Honor of
Kurt Weitzmann / Ed. Ch. Moss. K. Kiefer, Princeton, 1995, p. 289-295.

8 Cf. Cnpemuh M. Cp6u n dnopeHTHHCKa yHHja tpkasa // 3PBU, 24-25 (1989), p. 413-421;
Idem. [lecnior Bypal) Bpankosuh u ITancka xypuja / 30D, 16 (1989), p. 163-177; Idem.
Onnocu u3mel)y IpaBOCIaBHUX U pUMOKaToNnKa y cprickoj Jecnorosunu // Ipkea Ceror
Jlyke kpo3 Bjekoe, 30opuuk pamoBa / Ed. B. Kopah, Kortop, 1997, p. 239-253; FRupko-
suh C. Karonmuke mapoxuje y cpeamoBekoBHOj Cpouju // PaboTHUIM, BOJHAIH, TyXOBHU-
u. [pymrBa cpenmoBekoBHOr bankana. beorpan, 1997, p. 240-258.
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Athos or even Sinai, it was the hermit painted on the south wall with St John
the Almsgiver that must had been the leader of the hermitage and the spiri-
tual focus of the brotherhood.

A completely preserved scene on the west wall of the narthex, previously
identified as Vision of Eulogios, represents the Heavenly Jerusalem (?) in-
stead (Fig. 15), being very close to the Celestial Jerusalem scenes from the
Sta Prassede mosaic in Rome” and the Saint-Chef fresco in the French
Alps*. In Joganica the figures of the just stand at the Gates of the New Sion,
the good hermit is being led by the three angels towards the fortifications of
the New Jerusalem, while the figures of the damned, consumed by eternal
fire, kneel in front of the three seated angels as judges. The message is that
the place of salvation is indeed Heavenly Jerusalem, where a Christian
achieves eternal citizenship.

The symmetrical structure of the Heavenly Jerusalem is repeated by a
twofold scene painted in the zone below. It renders the Cizy on the left, and
the Desert on the right®'. In the former St Ephrem the Syrian confronts Bard-
esanes and Harmonios (?), while the latter depicts Death of St Antony. Dual
opposition of the “corrupt” city versus Divine desert, recreates famous sen-
tence of St Antony that the desert was made a city by monks®. The anchor-
etic themes are also painted in the upper zones of the narthex walls. Al-
though partly ruined, the scene of the Meeting of Paul of Thebes with St
Antony reflects the eremitic context of the site, the number of caves and rock
shelters in the vicinity.

The Orant Virgin (signed Incarnation) with young Jesus on her chest
(signed Emmanuel) looks down from the narthex dome, encircled firstly by a
series of twelve prophets, and then by another series of eighteen figures of
apostles and other saints. Rendered in monochrome purple colour the Virgin
recalls the Burning Bush symbolism. The ensemble of saints in the zones be-
low encapsulates the Sion symbolism of the oldest church of Christ with
prominent display of such figures as are Bezalel the Tabernacle’s builder,

" Oakeshott W. Mozaici Rima, Beograd 1977, p. 188, 195, fig. 121; Immagini della Gerusa-
leme celeste dal IIT al XIV secolo, p. 188—189.

8 Kiihnel, From the Earthly to the Heavenly Jerusalem, p. 93; Immagini della Gerusaleme
celeste, No. 166, p. 243; Oursel R. Révélation de la peinture romane, La Pierre-qui-Vire,
1980, p. 56-59; Marion V. Les fresques romanes de la chapelle haute de 1’église abbatiale
Saint-Chef en Dauphiné: une Jérusalem céleste entre ciel et terre. TER d’histoire de 1’art
médiévale, 1994; Charlet S. Les fresques romanes de 1’abbatiale de Saint-Chef. Saint-Chef,
1998, http:/perso.wanadoo.fr/fresques-romanes/.

81 Petkovi¢, The Lives of Hermits in the Wall Paintings of the Katholikon of the Monastery at
Josanica, p. 290.

82 Vita Antonii, PG 26 : 865p; Athanasius, The life of Antony, p. 42-43; Ilonosuh, XKutuje
npenoo0Hor ona Haier Autonuja Bemnukor, p. 532.
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St James the Brother of the Lord, or St Stephen the Protomartyr. As a theo-
phany to men, the rounded sequence of saintly figures truly recreates the Up-
per Sion, which is out of time and space and thus incorruptible and eternal™.
The Heavenly eschatological Jerusalem is identified with the Tabernacle of the
desert because God and his people are united in it, as shown by the famous
Heavenly Jerusalem from the Vatopedi Psalter 762 (fol. 17v)*.

bpanucmnas [[BeTkoBUY
Regional Museum, Jagodina (Serbia)

HEKOTOPBIE NEPOTOIIMYECKUME ACITEKTBI
HOBOUEPYCAJIMMCKUX ITPOTPAMM B CEPBMU XV BEKA

KpaTtkocpouHoe KynabTypHOE W IyXOBHOE OOHOBJIEHHE CpPEIHEBEKOBOM
CepOun BBI3BAJIO K KHM3HH IIENBIH PsIl HEOOBIMANHBIX JOCTIKEHUH (TpUieM
HEKOTOpbIE NAaTUPYIOTCS MOCIEAHUMHU AECSITUIIETUAMU TOCYIapCTBEHHON He3a-
BHUCHUMOCTH), ¥ BCE OHU CTAIM PE3YJIbTaTOM OOBEIMHEHHBIX YCHINHN XyIO0KHHU-
KOB W MHTEJUICKTYaJI0B Pa3HBIX HAIMOHAIBLHOCTEH. B manHOI paboTte paccMoT-
PEHBI HECKOJIBKO NPHUMEPOB IEpKOBHOTO MckyccTBa Cepbun XV B. C II€JbI0
W3Y4YUTh €r0 HEPOTONMYECKHE acTIeKThl ¥ cuMBonKy HoBoro Mepycanuma.

Momnactbips PecaBa Obl1, HECOMHEHHO, OHUM U3 CaMbIX BaXKHBIX IIPOEK-
TOB BpeMeHH mpaBiieHus necriora Credana JlazapeBrya U 3aciry>KHBaeT CIie-
uanpHoro BHUMaHus. Maes BocmpousseneHust cumsoianku Hosoro HMepyca-
nmMa B PecaBe OCHOBBIBasiach He TOJIBKO Ha OCTaTKaX €ro CTPOEHUI U AEKOpa,
HO TaKe Ha MUCbMEHHBIX MCTOYHMKAX, NMPENOCTaBIeHHBIX KOHCTaHTHHOM
Kocreneuckum, aBropom XKutus xtutopa. CiaoxHblil cuMmBonn3M HebGecHoro
Hepycanuma packpbIBaeTcsl, IpeXIe BCET0, B CaMOW KOHLEMIMU U IIHPOKUX
IIPOCTPAHCTBAX MOHACTHIPS, & TAK)KE B €70 COCTABHBIX 4acTsX. Mnes orpaxke-
Ha ¥ B camoM rnoptpere Credana. CuuTaercs, 4To 3TOT MOPTPET HE TOIBKO
00J1a1aeT 3HAYUTENBHBIM CXOJCTBOM C OPUTHMHAJIOM, SIBIISISICH OJJHOBPEMEHHO
obpazom immitatio Christi (moapakaHue XpHUCTY), HO TaKKe TPEICTaBIseT
TIpaBUTENS], KOTOPBIH BOCIIPUHUMAJICS KaK MPOPOK, HAMECTHUK XpHUCTa U Ha-
LUMOHATBHBIN Tepoil, HOCBETUBIINKM MOHACTHIPL CBATO# Tpowutie. Xoporio uz-
BecTHa nutara u3 JXutus necrnorta, ykasplBarolias, 4To KTHUTOp PecaBsl mo-
ctpomt obutens C. Tpowurisl mo 06pa3y u momobuto HebecHoro Mepycamima,
Y TIOJUEPKHBAIOLIasl, YTO UM JBUTAJIO KeJaHWE XUTh U OeceloBaTh C OT-
HIETbHUKaMHU. JTO Ba)KHOE COOBITHE NOJKHBIM 00pa3oM OTPaKeHO B 3HaMe-
HUTBIX (PpecKax, WCIOJHEHHBIX JIYYIIMMH XyAOKHHKaMH u3 deccaloHUK.

8 Elijade M. Sveto i profano. Priroda religije, Beograd, 2004, p. 27, 45-47.
8 01 BrooPpot Tov Aytov Opovg, IV, Athens, 1979, No. 215, p. 120, 296-297.
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Iloptper mecnora Credana mpezicraBiseT ero kak HoBoro CoJOMOHa, OH
JIEPAKUT B pyKe MOJEIb IMATHKYIIONBHOIO XpaMa PecaBsl 1 pa3BepHYTHIN CBU-
TOK C 3CXAaTOJIOTHYECKON MOJIUTBOM, YTO BU3YyaJIbHO CTaBUT €TI0 B psJ MPOpPO-
KOB, a mocBsimenue nepku CB. Tpowuiie yka3piBaeT Ha CBS3b €€ C XpamMoM
[Ipemynpoctu Comomona (IIputun 9: 1-8); 3TOT TOMOC U3BECTEH TaKXkKe B Psi-
ne npyrux namsaTHukoB (Ilepusnenta B Oxpune, ['pavanuisl, [leqanst, Map-
KOB MOHACTHIph). Jlpyras BakHast uurata u3 JKutns CredaHa onuceIBaeT ero
YeCTOJIIOOMBBIE TIaHBI BO3ABUTHYTH LIEPKOBB, CIIEAys MPUMEpY OTLA, YTO Ha-
IpSAMYI0 BBOJUT TEMY COIOCTAaBJICHMs JIECTIOTa C BETXO3aBETHBIM L[apeEM H
mpopokoM CosoMoHOM, cTpouTteieM Hepycamumckoro Xpama. Beigarommecs
nuTeparypHele noctwkeHuss CredaHa M ero KIroueBoe BIMSHUE Ha MPOIIECC
CTPOMTENILCTBA MOHACTBIPs PecaBa, kak 4eTko ckazaHo B JKHTHH, JETAOT €ro
€CIIM HE €IWHCTBEHHBIM, TO BEAYIIUM aBTOPOM IPOTPaMMBI CO3JaHHS CBS-
HIEHHOTO TpocTpaHcTBa B PecaBe. OveBuaHo, uro CredaH BocnpuHHMAICS
KaK CIIaBHBI W XPHUCTOJIIOOWBBIA TpaBUTENb, U (OPMBI €ro HEOOBIYHOTO
KyJIbTa MOTYT OBITH HPOCIIEKEHBI Ha MPOTSHKEHUU IMOCTEAYIOIIEH HMCTOpHU.
JloimxHO OBITh, CYIIECTBOBAIM CIIELMAIBHBIE PUTYajbl, COBEPIIABLINECS IIE-
pen ero mopTpeTHbIM 00pa3oM U mepen ero rpoouuneit, Credana mpociasis-
T KaK OJIaro4ecTHBOTrO MPABUTENS M CIIACUTENISI, KOTOPBIA Xpabpo cpaxkacs
npotuB arapsH. OH, 6€3 COMHEHHMS, JIMYHO Y4acTBOBAJ B CO3IAHUM CBSIECH-
HBIX TIPOCTPAHCTB, YTO TOATBEP)KAAeTCS OOJBIIMHCTBOM H3BECTHBIX €ro
noptpetoB (B Pynennne, Konopune, Kanennue u Pecase). Ukonorpagus Ho-
Boro Mepycamima, OTHOCAIIASACS K TOMY NEPHOLY, BUIHA 1aXKe HA MHOTOYHUC-
JICHHBIX CEMEWHBIX MOPTPETaX B TpaMoTe DcHUrMeHa: Tak, MPEICTABUTEIN
JUHACTUM BpaHKOBWY MpeACTaBICHBI CTOAIMIMMH Ha (OHE CHMBOIMYECKOH
apxurektypsl Hebecnoro LlapcTaa.

To, uro cumBomka Hosoro Mepycamima aeramsHO m300paskeHa Ha daca-
ne niepkBu Kanennda, HenaBHo ObLo mokazano Mianom CreBoBuyem. Hacten-
HBle pocIicy Heda BOCHPOM3BOIAT WIEH, TIOYEPIHYTHIE U3 TeX K€ UCTOYHH-
KOB, B HMX MKoHOrpadus Bomnomenus u CrnaceHus COCEACTBYET C LIEJIBIM
PSIIOM CLIeH, pacCUMTAHHBIX Ha HAPOIHOE TOYMTAHHE M PACIIOJIOKEHHBIX He
COBCEM OOBIYHO (HampuMep, MOMEIIEHHBIE B 0COOBIX OOKOBBIX IIPOCTPAHCTBAX
obpasza cB. CaBbl 1 cB. Cumeona Hemanu; acuMMeTpriHOe pacrioioyKeHUE Ta-
KUX clieH, kak bpak B Kane ["anuneiickoit u YMHoxeHue xie6os). [Iporpamma
HapTeKca, MOcBsIIeHHas Bormomennio 1 3acTyHUYECTBY, MPEACTABISIET CO-
0011 OpUrHHATbHYI0 KOMOWHAIMIO TEM, 3HaYEHHE KOTOPBIX MOXKET OBbITh HOHS-
TO C TIOMOIIBIO HEPOTONUYECKOTO MoXx0a. B ocobenHocTy 310 Kacaercs moa-
BeCHBIX 00pa3oB co cueHamu bercta B Eruner u Ilepenncu nacenenus. Ux
00rocnoBCKast 1IeIb COOTBETCTBYET TEME AyXOBHOTO HEOECHOTO IPayKAAHCTBA U
MOKET OBITh IOHATA JIMIIIb, €CIIM PACCMATPUBATh €€ B KOHTEKCTE COCEICTBYIO-
mmx cuel: bercto B Erurer pacrionaraercst HApOTHUB MOPTPETOB, WK Pebed
Boromarepu pacrnonoxeH HaJl I0)KHBIM BXOJIOM, C IIPOTHBOMOJIOAKHON CTOPOHBI
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ot cuensl Ilepencu. Ho camas 3amerHas cumBonuka Hosoro HMepycanuma B
HapTtekce KaneHwda mpescraBieHa B ¢opMe HEOSCHOTO Ipajia, BEHYAIOIETO
WCKYCHO HCIOJHEHHYIO PE3HYIO JBEPbh, BEAYIIyIO B He(, B JIOHETTE KOTOPOH
HaXOJUTCS MKOHA XpHCTa (XOTs ITOJI0OHBII 00pa3 rpajga NpHCYTCTBYET B CLICHE
Cna Hocuga B monactsipe Xopa, ero ¢popma u ucrnoib3oBanue B Kanenuue co-
BEpIIIEHHO YHHUKaIbHBI). OcoOBIH M3BOJ MPOrpaMMbI HapTEKCa W HEKOTOPHIX
yacTeil Hea MOXKET OBITh MOHST, €CJIM PacCMaTPUBATH BKIIIOYEHHBIE B HETO
M300paKeHHs 3HATH B KOHTEKCTE CTENEHH ONMM30CTH K MpaBUTeNio. /lyxoBHbIE
1 (pU3NYECcKre TOCTOMHCTBA U300PKEHHBIX TAKXKE OIMPEIEISIOTCS MX Y4acTu-
€M B OCHOBaHMU MOHACThIps B KaseHuue. B uduncne co3pareneil CBAIIEHHOrO
npocTpaHcTBa Ha (peckax KaneHnua mpencraBieHbl HE TOIBKO KTUTOPHL. Oc-
TaTKH JIByX MOHAIIECKUX OOpa30B B IIOKOJHHOH 30HE YKa3bIBAIOT, YTO 3/1ECh
OBUTH M300paKeHBI JBa WHOKA. MOXKHO TOJIBKO TaaaTh 00 WX 0CO00# poi B
CO3JJaHUH CBSILIEHHOTO MpocTpaHcTBa Kajennya, koTopas caesnana BO3MOKHBIM
UX MPUCYTCTBUE HA (hpecKax, MOCKONBbKY, KaK MPaBWIIO, OAOOHEIM 00pa3oM
M300pakali TOJBKO BIHMATENILHBIX HACTOSATENEH (OMHH M3 CTapeHImnx m3o0pa-
JKeHHd — B MoHacThIpe cB. Exatepunbl Ha CuHae). EcTh OCHOBaHUSI TyMaTh,
YTO 3TH UHOKH MPUHUMAITY YYaCTUE B PEATU3AIIMH 3aMbICIIA YHUKAJIBHOTO KOM-
rurekca 1iepku B Kanennde. CoxpaHUBIIUECS HAAMUCH PACKPHIBAIOT, YTO UMS
MIEPBOTO W3 HUX HauWHAIIOCh Ha «By, a Broporo 3Bamm Jlocudeit. [Tocnennero
MOYKHO HACHTU(UIIMPOBATh CO 3HAMEHHUTHIM MUCHOM JlocudeeMm, U3BECTHBIM
TaKke Kak Mowceil, aBTOpOM BayKHBIX 3aITUCEH, TOCBSIICHHBIX JIMYHOCTH JIeC-
nota Credana Jlazaperuya.

B 3axroueHne aBTop paccMaTrpuBaeT MOAPOOHO M3y4YEHHBIE UM (PPECKH
MOHACTBIpCKoii 1epkBH B Momanue B IlenTpansHoit CepOuu, rie mporpam-
Ma HebGecnoro Hepycannma Hamuma oT4eTIMBOe BhIpakeHue. [latupyemas
npuMepHO 1430 T. mepKoBh, M3HAYAIBHO IMOCBSIICHHAS CB. JIMuUTpHIO, ObLTA
BO3BCICH COBMECTHBIMU YCUIIUAMU HEWU3BECTHOU apPICTOKpaTI/I‘{eCKOP'I CEMbU
U OTIICIBHUKA, Ybe M300pakeHHe MOKHO BUIETh Ha FOXKHOW CTEHE PSJIOM C
n3o0pakeHreM cBsitoro Moanna MutoctuBa. 3aayManHas 00pa3oBaHHBIMHU
MPABOCJIABHBIMU OTIICITBHIUKAMH, CKOpee BCEro, MPHUIICAIIMHU ¢ Topbl AQoH
win nake ¢ CuHas, OTHIeTbHHYECKAs IEPKOBHAS TporpaMMa Halllia BeIpaKe-
HUE B HECKOJIbKUX YHHKAIBHBIX CIIEHAX, HAPSIMYI HAITOMUHAIOIIUX O CBS-
meHHbIX Mectax Cesaroit 3emin. VX nkoHOrpaduss COOTBETCTBYET MEPHOIY
MOJIMTUYECKOTO U BOGHHOT'O 3aKara BuzaHTum, coBIaBIieMy ¢ KOPOTKUM Bpe-
MEHEeM KyJIbTYpHOTO peHeccanca CepOMH Ha BOJHE MPOTHBOCTOSHHS MPaBO-
claBus M Karosuim3ma nocie @eppapo-PinopeHTHICKON YHUU.

Ha 3amagHoli creHe HapTekca u3oOpaxkeH HeGecubiit Hepycamum (?),
oueHb noxoxuit Ha HeGecusrit Mepycanmum pumckux mo3ank Cra [Ipacene u
¢dpecok Cenr-llled Bo dhpaHITy3cKUX AJBIIAX — MECTO BEYHOTO MUCTHUHHOTO
cnaceHus Bepyromux. Hmwke cummerpuunas crpykrypa Hebecnoro Hepyca-
JUMa TIOBTOpEHa NBaxbl. M300pakeHue cieBa MPEICTaBISCT pa3BpalllcH-
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HBIA TOPOX W CIeHy NpoTHBOCTOsSHHUA cB. EQpema Cupuna Bapnmecany u
I'apmonwmto (?), crmpaBa — 00XKECTBEHHYIO MYCTHIHIO CO CIEHOW CMEpTH
cB. AHTOHM. OTIIETFHIYECKAs TeMa OTPaKEHBI TAK)KE B BEPXHEH 30HE CTEH
HapTekca — 371eCb MOXKHO BuJeThb Bcerpeuy IlaBma ®uselickoro co
cB. Autonnem. Co cBojga HapTekca cMmoTpuT BHHM3 boromarepp Opanrta,
nepxkamas y rpyau Uucyca. O0pa3 UCTIONHEH B MOHOXPOMHBIX ITYPITYPHBIX
TOHAaX, BBI3bIBAIOIIMX B mamsaTu oOpa3 Heomamumoit Kymunel. Cobop cBs-
THIX, U300paKEHHBIA HUXKE, MpU3BaH nepeaarb CHOHCKUN CUMBOJIU3M CTa-
peiimeit niepkBu XpucTa, KOTOPYIO OJUIETBOPSIOT BHIPA3UTEIBHBIE 00pa3bl
Bemamens, macrepa, nsrotoBuBiiero Ckunuto 3aBeta, MakoBa, O6parta Ioc-
nonHs, u ¢B. CtedaHa, mepBOMydYeHHUKA. BOKECTBEHHBIN 3CXaTOJOTUISCKUN
Uepycanmum otoxnecTisiercss ¢ Oubneiickumu Kymamu, rae ['ocrnoas Boc-
COEIMHSETCS CO CBOEH MACTBOM.
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2. Suppedion, Despot’s portrait, Resava, 1418
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3. Flight into Egypt and the Portraits, Kaleni¢, c. 1420
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5. Door between narthex and nave, Kaleni¢, c. 1420
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6. West bay of the nave, Kalenic¢, c. 1420
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8. The Fall of Satan (drawing, after S. Gabeli¢), Lesnovo, c. 1346
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10. Marriage at Canaa, Kaleni¢, c. 1420
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12. Esphigmenou charter (upper

1429

b

11. Esphigmenou charter (lower part)

, 1429

part)

13. Wisdom Sending Her Attendants Forth, Decani, 1347/8
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15. Heavenly Jerusalem (?), JoSanica, c. 1433



