Stela Doncheva

SYMBOLIC EMPHASISES IN THE MEDIAEVAL
RELIGIOUS ARCHITECTURE

As a fine art, architecture has the task to represent the inorganic as an al-
legory of the organic. According to F.Shelling, all those forms of architecture,
in which it’s expressed an allegory of the organic through the inorganic, are
beautiful themselves.! The architecture depends on the time and manifests its
inner structure by gradually revealing its form.

When the material side of a culture is the affair in question, in most of
the cases we are prone to treat the object explored from its outer, visible point,
without going deep into the principles and laws, which have originated this
sensuous image. Such is the case with architecture, too. It’s often explained as a
harmony in forms and the exploration of the elements and attitudes, generating
this harmony, is considered unnecessary.

The current statement is an attempt for representing of both sides of the
religious architecture in the Mediaeval Byzantine world — ideological- sym-
bolical loading and the commitment with its purely practical purpose in the
Christian religious life.

The shaping of a church building is an image moving, solving of the con-
flict between the awareness of God’s existence and the circumstance that He is a
pure abstraction — an idea, unapproachable for the intellect. The artistic element
here is revealed in the leveling essence of architecture and its ability to create
the illusion of satisfaction and to appear in the role of a peacemaker between
the inapproachability by mind in the religious view and the real things in life.
In this sense, the artistic function is deliberate and active towards the meaning
of the religious activity and it operates directing the attention on the idea of the
compositional conception.

The forming of the new religious kind of cruci-domed temple relies on
the tradition, on the accepted from the previous development basilical type of
the space, but with a durable meaning of bilateral symmetry as a shaping com-
positional principle. The compositional, artistic rationalization of the bilateral
symmetry in the church’s interior is a crucial moment in the direction of the

1 ®. Wlenunr, @Qurocopus na uzkycmeomo. — B: W. Kones, @unocodus na
uskycmeomo. Temamuuna anmonozus, C., 2003, 100.
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specific visualization of the idea.2 Namely the movement and the gravitational
coordinate are the invariant directions — horizontal and vertical ones of the spa-
tial construction in the architecture3 and in particular of the domed temple.

The cruci-domed form originated in the practice of the Constantinopolitan
School in the 9th — 10th century and it marks the mature period of the Byzantine
architecture. On its part, the broad temple building requires such a type of build-
ings, which allows their mass reiteration; easy for realization in a project scheme
and on the very terrain; reliable in its constructive characteristics. Such a type
should fit the creative method of the mediaeval building art, in which the most
important role belongs to the stable habit, inherited in the course of time and the
ability of adapting the conventional type to the local conditions. The construc-
tive principle of the cruci-domed architecture matches all these requirements.

The model itself is an example of artistic penetration into the sense of the
idea and its reflection. Besides, the very development of the spatial form hasn’t
changed in the course of centuries and becomes a symbol of the mediaeval
religious architecture not only for Byzantium, but also in whole the Orthodox
world. The full of meaning motive for creating of the centric model — canon,
is the priority of the attribute of the divinized monarch. Namely it appropriates
the idea of the center, in contrast to the case with the Western church, where
the altar’s position is committed with the idea of a center and gets the relevant
spatial dimension.

As a composition, the cruci-domed plan system has been generated from
the necessity of subdividing of the religious building into a central part and sur-
rounding space. The four walls form a square in the plan and enclose a place,
in which there are symmetrically disposed four supports. This divides the main
square into nine parts, among which the biggest central square is outlined.
Through it, it’s canonized the way of visualizing or architectural marking of the
idea of a center. That’s why the dome above the central square is an organizing
compositional element. The cover serves as a key for understanding whole the
system. The transition from square plan to circle is realized by tromps or pen-
dantives, and the axes of the cylindrical vaults form in height a cross with the
dome’s diameter. Thus, the compositional fundament of the building is outlined
by means of the three main spatial directions — the vertical axis and the two
axes, perpendicular to each other.

In the so represented cruci-domed system, there are shown up four com-
positional elements: a square, a circle, a cross and a center, consolidating all the
rest.

The square is one of the four main symbols4, together with the center, the
circle and the cross. It’s a symbol of the earth as opposed to the sky. It’s an anti-
dynamic figure and symbolizes the stopping or the instant held.

2 A. SIko6CoH, 3axoHoMepHOCIU 6 PA36UMUL DAHHECPEOHEEEKOBOL apXUmeKmypol,
Jlenunrpax 1983, 23 ci.; M. UBanoBa, @opma u kxomnosuyus 6 CpedHnosexosnama
apxumexmypa. IIpoonemu na ucmopuueckama meopus, C., 1988, 29.

3 P. Apuxaiim, Junamuxa apxumexmypuwix ¢hop, M., 1984

4 K. Illesanue, A. TeepOpanr, Peunux na cumeonume. T.1, 459; M. Enuane, O6pasu u
cumeonu. UK “TIpozopen”, 35-42; 48-52; Caxparnomo u npogpannomo, 1998, 25-32.
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Plato thinks that the square and the circle are absolutely beautiful them-
selvesd, and the Jews transformed the Tetragram into the unpronounceable
Name of God (YHWH).6 In the Pythagoreans’ theories’, the fourfold is con-
nected with the materialization of the idea, and the threefold — with the idea
itself. The fourfold expresses the phenomena and the matter, and the threefold
— the essences and the spirit. The threefold pertains to the symbolism of the
vertical line, while the fourfold belongs to the symbolism of the horizontal line.
The first one unifies the three worlds, and the other one — separates them, treat-
ing each one of them at its own level, the unfolding starting from the immovable
center and follows the cross, formed by the directions of the world, as it’s just
in the cruci-domed system.

In the Christian tradition8 the square also symbolizes the Cosmos — from
the time-space we find ourselves in the Eternity’s heavens. The Church is a start-
ing point of the spiritual evolution and a symbol of its supreme end. The square
form in the base of the cruci-domed building gradually turns into a height in a
circle. Having served for calculating of the year, the circle has been converted
into a measure of time, and then — into a measure of Eternity and finally it ac-
quired the meaning of Infinity.

The circle and the square symbolize the two main aspects of God: the
Oneness and the Divine Manifestation. The circle expresses the celestial, and
the square — the terrestrial, but as created and not as opposed to the heavenly.
Therefore, the circle is the same, compared to the square, as the sky is to the
earth, as well as the Eternity to the time, but the square is inscribed into the
circle, i.e. — the earth is dependent on the heavens.

The structure, consisting of a cube- a dome- a base of the cruci-domed
architectural system, is a material expression of this dialectics. In an architec-
tural plan, the circle precedes the dome, whose semi-spherical form is a sign of
perfection.

The cross is the base of all the symbols of orientation®. Just like the square,
the cross symbolizes the earth, but it manifests its intermediate, dynamic and
hardly perceptible sides. In it, the sky meets the earth; the time and the space
intertwist.

In the Christian tradition, the cross is something more than just an em-
bodiment of the Salvation’s history and the martyrdom of Christ; it’s His human
destiny and even — His Personality.

So, the temple is always built in a human image. The cruci-domed temple
ensues from the square in the plan, according to the inserted into the circle axes

5 Inaron, Juanosu, T. 2, C., 1982, 324-336.

6 H. Ilusapos, Cn. Bwmuanos, Beunomo 6 osama oGubneiicku saeemu. (C6. c
Marepuanu rno 6ubnencruka) B. TeprHoso 1993, 17-24.

7 Ekmun. Hauana. T. 1-1V, M., 1948; B. Muxaiinos, Bumpysuii u Exada. (Ocrogbl,
anmuyHnou meoputi apxumexmyput). M., 1967, ¢.-50.

8 Jlxx. depriocon, Xpucmusnckuii cumeonusm. Cepus “Cumponsr’” Ku. VIIL, M., 1998,
255; H. ®pait, Beruxuam xoo. C., 1993, 175-206.

9 Ilxx. ®epriocon, Llut. cbu. ¢.255; XK. [llepanue, A. ['eepOpanT, LuT. cbu. ¢.560-568;
. ®onu, Dnyurnonedus 3narxos u cumeonos. M., 1998, 166-196; XK. [puop, Yrusepcarnume
cumeonu, C, 1991, 214-216.
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of the world’s directions, shaping a cross. The temple, actually, is an imago
mundi (an image, a resemblance of the world) and a chronogram, which sym-
bolizes and leads the holy cosmography and topography of the Universe, whose
ideal center and regulator it is. 10 The temple is the connection between the
heavens and the earth.

About the Temple’s symbolism, Joseph Flavius writes, that the yard sym-
bolizes “the sea, the altar — the earth, and the sanctuary — the heavens”ll, i.e.
The Temple is perceived as a copy of a celestial archetype. Thus, the holy ar-
chitecture just accepts and further develops the cosmological symbolism. The
concrete task is reduced to searching for a compositional idea, thorough which
the architectural shaping of the interior will symbolize “the presence”, but sanc-
tified or purposefully inserted into the idea by means of the attribute of the
divinizing.

The complicated and rhythmic organization of the construction is a mate-
rial expression of the main theological idea — the idea of overcoming the disrup-
tion between the sky and the earth. The removal of the contradiction between
the spiritual and the material in the artistic image relies on the compositional
balance, created on the base of the two kinds of symmetries and the dynamics
of the physical stability.

From the 7th- 8th centuries on, the Byzantine theologians began develop-
ing this system of “symbolical” perception of the Holy Liturgy!2, which, to-
gether with the signs’ loading of the architectural composition, forms an overall
image.

The two dimensions of this image — the church building and the liturgy
as a mirror of the Salvation’s Mystery; the church building and the liturgy as
a cosmic and eschatological image of the Heavenly Kingdom and its Liturgy,
appeared as early as the beginning of the 8th century as a result of the Byzantine
liturgical interpretation’s evolution in the century from St.Maximus Confessor
(ca.630) to the Constantinopolitan Patriarch St.German the First (ca.730).

Around the 8th century, on the eve of the iconoclastic crisis — the tradi-
tional Maximian “cosmic” liturgical interpretation!3 of the “philosophical-no-
tional” sense of the whole and its elements, starts giving up in front of a more
literary and representative concept about the liturgical “history”.

10 M. Enunane, Oxynimuzom, mazus u kyimypua mooa, UK “Ilposopen”, C., 31-32.

11 M. Emmane, Cakpannomo u npogannomo, C.,1998, 29; . dnasuii, FOoeticku
namemuuyu, 111, VII, 7.

12 P, Tadr, Busanmuiickuii yeproensl 06psad. Kpamxuii ouepk, Cank-IletepOypr 2000,
44-46, 58-61; P. Tadt, Busanmuiickomo b6ozocayocenue. B: P. Tadp, E. apymxa, Teonozus
Ha numypeusma u meonoausi Ha cumeona, C., 1992, 39-40. I'. Baruep, Buzanmuiickuii xpam
xax obpas mupa. BBp; 1.47, 1986, 163-181. Y. M. J. Congar, The Mystery of the Temple.
Westminster (Md.), 1962, ch.8.

13 Tlpen. Makcum Wcnosenuuk, Teopenus. Ku. 1, M., 1993 (Casarooredeckoe
Hacnenue), 154-184.
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Without leaving the cosmic typology of the heavenly- earthen liturgy,
St.German includes a new level of interpretation!4, namely — that the Eucharist
is not only an anamnesis, but also a real symbol of the Salvation’s history.

Thus, two trends had been formed!S. The first and more spread one de-
veloped a “real” symbolism (St.Cyril of Jerusalem, the 4th — 5th centuries;
St.German of Constantinople — the 8th century; St.Simeon of Thessalonica
— the 15t century), and the second one — the one that was more closely con-
nected with the individual perception developed the “notional” symbolism (St.
Maximus Confessor — the 7th century).

The first trend understands the liturgy and the temple space as a system of
differentiated “images”16 - symbols. The other aspect of the liturgical symbol-
ism interprets the temple as “an image and a representation of whole the world,
consisting of visible and invisible entities.”17.

Thus, whole the notional symbolism is directed to rationalization of the
liturgy and the temple’s architectural image as a special, inscrutable way of
knowledge, as a higher “enigmatic” stage, which completes the system of “the
Byzantine gnoseology”.18

The symbol and its concrete realization in the cruci-domed temple system
appear among the Byzantine theologians as aesthetic categories, helped by the
involvement of arts!® and in particular the architecture in the system of their
religious gnoseology. The monuments of the Constantinopolitan School are ex-
amples for meaning of the Byzantine centric model- canon and its adaptation to
the concrete conditions.

Some of the first temples, where it’s expressed the idea of centralization,
though with a certain archaism, are built in the 9th century churches, known
under their Turkish names — the Atik mosque (ca.859) (Fig.1) and the Kalender
mosque (the second half of the 9th century) (Fig.2). The final establishment of
the centric canon has been realized at the church in the Constantine Lips mon-
astery (Feneri Isa) in the early 10th century (Fig.3) and in the cemetery church
of the Emperor Roman Lakapin (Budrum mosque) of 920-944 (Fig.4). The
later examples — the Eski Imaret (Christ Pantepopt) and Klisse, built in the 11th
century are a further development and confirmation of the advisability of the
centric formula, which gets a figurative adequate expression in the hierarchical
style of living of the Byzantine state and society.

14 Cg. T'epman Koncrantunononsckuii, Cxasanue o ILlepreu u paccmompenue
matincmes, Mocksa 1995.

15 B. buukos, Buzaumuticka ecmemuxa. C., 1984, 118.

16 Cp. I'epman Koncrantunononsckuid. Iloc. Chu.; Cumeon Comyncku. ITo: Tad, P.
Buzanmuitickuil yeproervl 06ps0... 83-85.

17 [Tpen. Makcum Ucnosenuuk, IMoc. Cpu. , c. 159.

18 11, Maitennopd, Busanmuiicko 6ozocnosue, C., 1995, 252-263; T. Kamnpues,
Buzanmuiickama ¢unocogpus, C., 2001, 43-114; B. 3eHbKOBCKHIA, OCHO8bI XPUCMUSHCKOU
¢onocogpuu, M., 1996, 90-101; B. Jlocckuii, Ouepx mucmuyeckoeo 6020¢108uUsi B0CMOUHOU
yepkee, Jlormarndyeckoe 6orociosue, M., 1991, 24.

19 TIpBoTO OMKCaHKe Ha XPUCTUAHCKA [ILPKOBHA MOCTPOiika € oT VI B. 1 € MOCBETEHO
Ha karenpannus xpaMm B Eneca. C. Mango, The Art of the Byzantine Empire 312-1453. /
Sources and Documents/. New Jersey, pp. 57-60.
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In the 10th — 12th centuries a large number of churches were built not only
in Byzantium, but also in the surrounding Christian world, accepting and further
developing the religious view of life and the cultural archetypes, connected with
it20. After 870, for example, when Bulgaria finally determines its own status to
the Byzantine church, there were built most of the cruci-domed temples, mainly

20 C. Monuesa, EOna apxumexmypna KOHYenyus 6 npagocideHomo Xpucmusicneo
na bankanume. — B : Ennckon — Koncrantunosu yerenus, T. 4-5, Hlymen 2001, 144 — 151.
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Fig. 3 Feneri Isa jamissi (the church of S. Mary Panachrantos —the early 10th century)
Plan and Section. (A. van Millingen)

Cux. 3 ®enepu Hca namuja (upxsa cB. boropomurie [Ipeuncre — panu X Bek).
[Tman u npecex. (A. BanH MuIMHTEH)

in the second Bulgarian capital Preslav (about 30 churches), whose architectural
composition was accepted and imposed as a ready scheme from Constantinople
(Fig.5-9).21

The monuments of the Greek School?2 are significant — especially some
of the cruci-domed churches, situated in monastery environment — the Daphne
monastery (Fig.10), and Caesariani (Fig.11) near Athens, St.Luke church in
Fokida (Fig.12), the monastery settlements in Mystra — a center of the Greek
Middle Ages period, created in the 13th — 14th centuries (Fig.13- 14).

21 C. Ilonuesa, 3a npousxoda na edun ywvprosen apxumexnypen mun. — B: Tpynose
Ha karenpute o Vicropus u borocnoswue, T. 1, lllymen, 1997, 132 — 140; C. donueBa, Kvu
Memooume Ha opasmepssane Ha KpbCmoKynonanume yvpreu 6 Ilpecnas, Apxeonorwus, 1
-2, 1999, 85 —91; C. lonueBa, Mempuunu 3a6ucumMocmu u opasmepumenti. NPUHYUNU 6
ywvprosHomo cmpoumeincmso Ha Ilvpeama 6vacapcka cmonuya, B: Tlmucka — Ipecnas, T.
8, 2000, 114 — 124; C. JonueBa, Mempuuen ananiusz Ha HAKOU KPbCMOKYNOIHU XPAMOGe OM
Benuxu [Ipecnas, B: IlpecnaBcka kumxoBHa mikona, T. 5, 2001, 94 — 106; C. Jlonuesa, Haxou
aKyenmu 6 apxXumexmypHomo npoexmupane Ha YbpKogHomo cmpoumencmeo 6 IIvpeomo
owvaeapcko yapcmeo, Apxeonorus, 3, 2002, 49 — 56.

22 B. Tonesoit, Uckyccmeo Ipeyuu, M., 1973; B. Tlonesoit, Uckyccmeo Ipeyuu.
Cpeonue sexa, M., 1984, 250 — 274.
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of the Myrelaion — 920 — 944, the
cemetery church of the Emperor
Roman Lakapin). Plan.
(A. van Millingen)
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Fig. 5 Eski Imaret jamissi (the church of S. Saviour
Pantepoptes — 11th century).
Plan. (A. van Millingen)

Cin. 5 Ecku Nmaper namuja
(upkBa cB. Criacurtespa [lantenonteca — XI Bek).
[Tnan. (A. Ban MusmHTEH)

The representatives of the cruci-domed compositional scheme in Serbia23
(which united some small states in the Nemanichi’s kingdom) are also remark-
able. The earliest monument is the St.Nicholas church in Topolitza (Fig.15) that
together with the church in Rasa (12th century) (Fig.16) belongs to the Rash
architectural school. Its finally accomplished architectural shape appears in the
Studenitza’s church (Fig.17). In the later representatives of the type from the
13th century (Sopochani, Mileshevo, Moracha, Gradachi, the Jicha monastery)
(Fig.18-19) the aspiration is the central part to be perceived as an individual
spatial unit, without breaking the geometric form of the cross sign.

23 'B. Bomkosuh, Apxumexmypa Cpeduee eexa, Beorpan 1957; B. Bomkosuh,
Cpeonesexosna ymemuocm y Cepouju u Maxeoonuju, beorpam 1959.
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(reconstruction of St. Doncheva) (reconstruction of St. Doncheva)
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(pexonctpykmmja C. [loHueBe) (pexonctpykiuja C. Jlonuese)

The examples observed are bearers of that common and typical, which
unites the complete building of the centric composition. The balance between
the superior — the spiritual and the material — the terrestrial can be seen in the
close scale of the individual buildings that transforms them into balanced groups
or into entire complexes.

An analogical duality is manifested also in human essence — an original
microcosmos, decomposing into spiritual and material principles. In overcom-
ing of the sinful material nature as well as in the continuous striving for God the
Middle Ages person sees the final aim of his existence.

In the cosmic or hierarchic scheme, the church and the rite are an image
of the terrestrial existence of the Church, in which the Divine Blessing is given
to the earthen people (the naos) from the heavenly bounds (the altar) and its
celestial worship (the liturgy, served there).
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Fig. 8 Preslav — Chupkata 2 (the 10th century). Section. (reconstruction of St. Doncheva)
Cn. 8 Ilpecnas — Uynkara 2 (X Bek). [Ipecek. (pekoncTpykuuja C. JloHduese)

St.Simeon of Thessalonica (+1429)—the last one of the classical Byzantine
mystagogians, synthesizes this conception in chapter 131 of his treatise, called
“About the holy temple”: “The church as a home of the Lord, is an image of
whole the world, because God is everywhere and above everything... And it
(the liturgy) is performed both above and down, here, but with the only differ-
ence — above it’s not veiled with any symbols and here it’s performed by means
of symbols.”24

In the cruci-domed temple, in combination with the visual dematerializa-
tion of the forms it’s generated the feeling of abstraction from the immediate
perception, feeling of high intellectualism. This art is not of the soul, but of the
spirit” as St.Gregory of Nissus notes.25

The complicated rite and cult26, invoked to ascend the believer from the
terrestrial world into the celestial kingdom, are combined with the rich symbol-
ism in the base of the cruci-domed temple.

24 PG 155, 337-340 - B: P. Tadrt, Busanmuiickomo 6ozociycenue, Tloc. Cpu. c. 53.

25 'puropuit Huckuii, Tonkosanus k naonucsim ncaimog, IIaMATHUKN BU3AHTHICKOM
nurepatypsl -VI-IX B., M., 1968, 85.

26 A. Kapacasun, Cesmvie omyvi u yuumenu yepkeu, M., 1994, 126, 132; A.
Kapacasun, [{wvprea, npasocnasue, esxapucmus. (KpaTka aHTOJIOTHS Ha ChBPEMEHHOTO
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Fig. 9 Preslav — the church of Mostich (the 10th century). Axeonometry.
(reconstruction of St. Doncheva)

Cu. 9 Ipecnas — npkBa Moctud (X Bek). Akconomerpuja. (pexkorcrpykiuja C. JloHuese)

cprbOcko borocnosue), U.1, C., 1999, 35-123; JI. Mupkosuh, /Ipasocrasua aumypeuka wiu
nayka o boeocaydcersy npasociagne ucmoune ypree, beorpan 1965, 1-15; Xp. Inmutpos,
Cownocm, ¢opma u cumeonuka Ha npasociaguomo 6ozociysxcenue, IJIA, T.IX, 6, 1959-
1960, 211-231; W. l'omes, Cmapobwvacapckama aumypeus, ICY bd. 1932, IX; T. Cranues,
Tvakosanue na boxcecmsenua monumeenuti oom, Pycutoks 1873; Kunpuan, Eexapucmus,
Mapmx 1947; O. Strunk, The Byzantine Office at Hagia Sophia, DOP, 1956, 9-10, 175-202;
A. Schmemann, The Historial Roud of Eastern Orthodoxy, Mass. 1963, 210-216.; R. Taft,
Some Notes on the Bema in the East and West Syrian Traditions, OCP, 1968, XXXIV, 326-
359; R. Taft, How Liturgies Growi the Evolution of the Byzantine ,,Divine Liturgy*, OCP,
1977, vol. XLIII, 355-378; R. Taft, The Liturgy of the Great Church; An Initial Syntesis
of Structure and Interpretation on the Eve of Iconoclasin, DOP, 34-35, 1980-1981, 45-75;
R. Taft, The Great Entrance. A History of the Transfer of Gifts and Other Preanaphoral
Rites of the Liturgy of St. John Chrisostom. OCA, 200, 3end, Rome 1978; R. Hoddinot,
Early Byzantine Churches in Macedonia and Southern Serbia, London 1963, 23-32.; T.
Mathews, The Early Churches of Constantinople: Architecture and Liturgy. University Park,
Pennsylvania 1971.
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Fig. 10 Preslav — the church
of Mostich (the 10t century).
Facade. (reconstruction of St.
Doncheva)

Ca. 10 IpecnaB —

pksa Moctuy (X Bek).
Dacana.

(pexonctpyknmja C. JloHuese)

Fig. 11 Preslav — Avradaka 2,
the 10th century, Axeonometry.
(reconstruction of St.
Doncheva)

Can. 11 IIpecnas —

ABpanaka 2 (X Bek).
AKcoHOMETpHja.
(pexonctpyknmja C. JloHuese)
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Fig. 12 Greece. Dafni monastery
— the church (the end of the 11th century).
Plan. (B. Polevoj)

Ca. 12 I'puxa. Manactup Hapun —
upksa (kpaj X1 Beka). [Lnan. (b. [Tonesoj)
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Fig. 13 Greece. Kesariani, near Athene the catholicon in monastery
(the second half of the 11th century). Plan. (B. Polevoj)

Ca. 13 I'puka. Kecapujanu, mopen Atune. Enmnckoncka npkea y MaHacTUPY
(npyra nonosuna XI Beka). [Tnan. (B. IToxesoj)
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Fig. 14 Greece. Fokida — the church in monastery S. Lucke
(‘the end of the 13th century). Plan. (B. Polevoj)

Cn. 14 I'puxa. ®oxuna — upkBa y Manactupy cB. Jlyke (kpaj XIII Beka).
ITnawn. (b. [Tonesoj)

Fig. 15 Greece. Mystra — the ca-
tholicon in monastery Bronthohion,
the 13th century. (B. Polevoj)

Ca. 15 I'puka. Mucrtpa

— EMHCKOIICKaA I[pKBa y MaHacTupy
Bponroxuon, XIII Bex. (b.
[ToneBoj)
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Fig. 16 Serbia. Studenica — the church of the Virgin (the end of the 12th century — the begin-
ning of the 13th century). Plan and Section. (B. Boskovic)

Ca. 16 Cpbuja. Crynennna — boroponnanna npksa (kpaj X1 Bexa — mouerax XIII Bexa).
[Tnan u npecexk. (b. bomkopnh)
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Fig. 17 Serbia. Rasa — the church, the 13th
century. Plan. (B. Boskovic)

Ca. 17 Cpbuja. Pac — upksa, XIII Bek.
[Tnan. (b. bomkosuh)

== =11

T=gssEEs

The dome has an architectural and sign concentration. Overcoming the
limits of the space, locked in the architectural masses, it is perceived as a celes-
tial habitation of the Lord, as a “earthly heaven”.27 The drum under the dome
outlines much more the mystagogical character of whole the building.

By raising up, the spiritual contemplation is reduced to concentration and
releasing of the mind, in order to reach a mystic divine enlightenment. The
movement of the thought is accomplished through a tangible from above to
down, during which the supports are not perceived as supports of the heavenly
world, but as divine “roots”28, from which the believer obtains strength in order
to achieve a full amalgamation with the Divine spiritual essence.

The habitation of the transcendent God, embodying the ideas of the pure
spiritualism takes the upper levels on the vertical axis, and the naos (nave) is
the visible Heaven, “our world”, “the ship of the faithful”29. Such an image of

27 Ce. I'epman. Koncmanmunononsckuii. Iloc. Chu., c. 43

28 0. Demus, Byzantine Mosaic Decoration, London, 1947, p.12

29 C. ABepunues, [Topsdox kocmoca u nopsiooK UCmopuu 6 MupoGO3peHUl PAHHE20
cpeonosexoswvs, M., 1975, 280.
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Fig. 18 Serbia. Zica — the catholicon of the monastery, the 14th century. Plan and Section.
(B. Boskovic)

Ci. 18 Cpowuja. XKuua — enmckoncka npksa y Manactupy, X1V Bek. [lnan u npecek.
(b. BomkoBuh)

the two extents of the temple space totally responds to the mediaeval idea of the
world’s image, composed of two levels, in which the Old Testamentary and the
Plato’s traditions30 intermingle.

Following the horizontal line, the sacral value increases with moving clos-
er to the altar. That’s why according to Apostle Paul (Ephes.1:23; Collos.1:18),
the temple is perceived as an image of the mystical Christ’s Body, which alle-
gorically and immediately expresses the undepictable.

In every act of the liturgy, the believer sees a symbolic implication about
the supernatural world. The spiritualistic aesthetics creates in the cult a special
form of “mystical materialism”,3! in which the transcendent God embodies the
idea of the pure spiritualism. And the closer the believer feels the Lord, the more
perfect the rite in his eyes is.32

30 A. Jloces, Ouepxu anmuunozo cumeonuzma u mugonozuu, M., 1993, 365-475.

31 B. H. Jlasapes, Hcmopust Busanmuiickoii scusonucu. M., 1986, 17.

32 A. Tony6uos, Cobopuble uurnoénuku u ocobenocmu ciyxcowvl no HUM, M., 1907,
147-148; A. PynaxoB, Kpamkoe yuenue o Ooeocayscenuu npagociasnou yepxeu, CIIG.,
1902.
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Having such an approach towards the art, we reach its out-of-space and
out-of-time character, where it wins the irreality principle. One of the most
powerful means for raising of the believer from the visible to the invisible, from
the sensual to the supernatural, is the architectural image of the cruci-domed
temple. According to Dyonisus Areopagitus, one reaches “the divine contem-
plation”33 by means of sensual images. Namely through the visible image, the
thought must rush towards the spiritual striving, towards the invisible grandeur
of the Lord.

The two dimensions of the Middle Byzantine theological synthesis — the
cruci-domed building of the temple, symbolizing the idea of the cosmos, as
a terrestrial relic of the celestial architecture and the liturgy as a mystery of
the Salvation of the microcosmos through the spiritual fulfillment of the road
towards the temple put the Middle Age person in the center of an arranged
world (cosmos). From the intersection of these two main axes — the material
and the spiritual one — it’s obtained the cross of the full orientation of the person
in the two levels — the immanent earthly microcosmos and the transcendental
world above the time. Only after revealing the meaning of the structure and
rationalizing the role of the image, there can be clarified also the principles of
the geometrical harmonization, mastered by the Mediaeval architect, which are
expressed in the cruci-domed temples in our lands, too.

Cmena Jlonuesa

CHUMBOJIMYKO HATJTIAITABABE ¥V CPEJJIbEBEKOBHOJ
LHPKBEHOJ APXUTEKTYPU

Kana roBopuMo 0 MatepujatHOM acriekTy KyinType, Y BehuHu cirydajeBa CKIOHH CMO
J1a NCITUTHBAHH 00jeKaT TPETHPAMO Ca HETOBE CIOJbAIIE, BUAJBHBE CTpaHe, 0e3 yIyITamba
y NpUHIOMUIE U 3aKOHUTOCTH KOjH Cy MPOW3BEIH Taj YyJHM yTHCak. TakaB je ciiy4aj u ca
apxutekTypoM. OHa ce 4ecTo 00jalimaBa Kao XapMOHHja OOIHKA, TOK CE HUCTPAKUBAE
eJleMeHaTa M CTaBOBa KOjU CY CTBOPHIIH Ty XapMOHH]Y cMaTpa HeloTPEOHUM.

OBaj pax je moKymaj Aa ce mpeiacraBe o0e CTpaHe LPKBEHE apXUTEKType H3
CpeIIbCBEKOBHE BH3aHTHje: HEHO MICONOMIKO-CUMOOIMYKO 3HA4€He U HCHA YHCTO
HpaKTUYHA CBPXa Y XPUIINAHCKOM PEIUTHO3HOM JKHBOTY.

OOnKoBame IPKBEHE 3rpajie jé pPerpoayKoBame jefHe MpeJcTaBe, pellaBarmbe
xoH(HKTa M3Mel)y cBecTn o nocrojamy bora u unmenune na je [ocnox uncTa ancrpakiyja
- a Ty UJIejy MHTEJICKT HE MOXKE J1a TPUXBATH.

dopmupame HOBE BpCTE Xpama ca KyroJioM y 00JIuKy KpcTa 0asupaHo je Ha TpaJulliju,
Ha TMPETXOJHO Pa3BHjEHOM IPOCTOPHOM OONMKY Oa3winKe, alu y3 TPajHO MpPUXBATAHE
OnnarepasiHe CHMETpHje Kao HPHHIMIIA KOMITO3HMIIHOHOT oOimkoBama. dopma Kymnone y
o0IIMKy KpCTa HacTalla je y KOHCTaHTHHONOJbCKOj mkou y IX-X Bexy u obenexasa 3penn

3371 Maitennopd, Buzanmuticko 6ococnosue. C., 1995, 252-263; B. Jlocckuii, Ouepx
Mucmuuecko2o 6020c108us 60cmoyHol yepkse. Jloemamuueckoe 6ozociosue. M., 1991, 24.;
J. Vanneste,_Is the Mysticism of Pseudo - Dionysins Genuine? - IPQ, vol. 111, 1963, 2, 286-
306.; K. Wesche, Christological Doctrine and Liturgical Interpretation in Pseudo-Dionysins.
- St. Vladimir’s Theological Quarterly. Vol. 33, 1, 1989, 53-73.
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MIepUOJI BU3aHTHjCKe apxuTekType. CaM MOoziel IpeJicTaBIba IPUMEP YMETHUUKOT IIPOIHPAhA
y cMucao uueje u meHor uszpaza. Ocum Tora, oBa mpocrtopHa (opma ce BEeKOBHMa HHje
Memballa 1 MOCTana je CUMOOJ Cpe/llbeBEKOBHE [IPKBEHE aPXUTEKTYpe He caMo 3a Buzantujy
Beh 1 3a 110 IPaBOCIIaBHU CBET.

CucreM NHpojeKToBama KymHolle y OONMKY KpCTa je, Kao KOMIO3WIHja, HAacTao U3
norpede 1a ce IpKBeHa rpal)eBUHA MOJEIN HAa LEHTPAIHH JIe0 U OKOJIHHU IPOCTOp. Y TaKo
IIPE/ICTaBJLEHOM CHCTEMY, HCTUYY CE YeTHPH KOMIIO3MIIMOHA eJIEMEeHTa: KBaJIpat, KPyT, KPCT
Y IIEHTap KOjH CIaja OCTalle JIEJIOBE.

Kpyr u xBagpar cumOonusyjy 1Ba miaBHa acnekra bora: JemuncrtBo m Bokancky
nojaBy. Kpyr mpencraBjba HeOGecKko, a KBaJpar 3eMajbCKO, ald Kao borom crBopeHo,
a He CymnpoTrcraB/beHO HeOeckoM. CTpyKTypa KOjy YMHE KOLKa — KyIOJa — KpCTacTa
OCHOBA apXUTEKTOHCKOI CHCTEMa IIPEJICTaB/ba MaTepHjaIHM H3pa3 OBE JHjAJICKTHKE.
VY apXHUTEKTOHCKOM IUIaHy, Kpyr MpPETXOAW Kymoilu 4uja je momychepHa dopma 3HAK
CaBpLICHCTBA.

Kpctje ocHoBa cBUX cuMO0J1a OpHjeHTalHje. YIIpaBo Kao M KBaIpart, KpCT CHMOOIIN3yje
3eMJbY, alu MaHH(DECTyje HbeHe MOCPEaHe, TUHAMUYKE U TEeIIKO YOUJbUBE KapaKTepPHUCTHKE.
VY memy ce Hebo cycpehe ca 3emsboM: Bpeme 1 IpocTop ce nperuinhy.

V Be3u ca cumbonukoM xpama, [lozed dnaBujyc muiie aa ,,ABOPUIITE CUMOOIH3Yje
Mope, 0Tap — 3eMJbY, @ OJITApCKU HPOCTOP — HEOO™, IPYTHM pedurMa, XpaM ce CXBara Kao
Koruja HeOecke apxuTekType. Ha Taj HaunH, pKBEHa apXUTEKTypa jeTHOCTaBHO MPUXBaTa 1
JlaJbe pa3BHja KOCMOJIOTH]CKU CUMOOTH3aM.

On VII-VIII Bexa Hajajbe BU3aHTH]CKU TEOJIO3HU Cy TIOUYETH J1a Pa3BUjajy 0Baj CHCTEM
,cuMborukor® Buhema CBeTe INTypruje Koja, 3ajeIHO ca 3HAIMMa KOje HOCH apXUTEKTOHCKa
KOMITO3HIIHja, (POpMHpPA LEIHNHY CITHKE.

Ha Taj HaumH, cTBOpeHa cy aBa TpeHaa. [IpBu M palmmpeHuju pasBHoO je ,,peaaHu’
cumbomm3zam (CB. Kupun Jepycamumcku, [V-V Bek; Cs. 'epman Korcrantunonosseku - VIII
Bek; CB. Cumeon ComyHcku - XV Bek), a IpyTH, BUILE Be3aH 3a HHIMBHIyaIHy HEPLEIH]Yy,
pasBuo je ,,ojmMoBHU" cumbonu3am (CB. Maxcum Mcnoseanux - VII Bek).

IlpBu TpeHA CXBaTa JIUTYPIUjy M HPOCTOP Xpama Kao CHUCTeM IudepeHIUpaHHX
,,CuKa“ — cumOona. Jlpyrn acmekT JHUTYprujckor cHMOOJHM3Ma HHTEPHpPETHpa XpaMm Kao
,,CIIIKY U MPE/ICTaBy LEJINHE CBETa, CAYMILEHOT O] BUJIJBUBUX M HEBUJUUBUBUX EHTUTETA™.

Crora je IETOKYITHH IIOJMOBHH CHUMOOJHM3aM YCMEPEH Ka palHOHAJIH3aluju
J'lHTprI/lje 1 apXUTEKTOHCKOI' U3IJI€la XpaMa Yy CMUCITY cneuujanﬂor, HEIOKYYMBOT HaYMHA
ca3HaBama Kao BHIIIET, ,,eHUTMATCKOT™ CTYIha KOJUM C€ KOMIUIETHpA CUCTEM ,,BH3aHTH]CKe
rHOCeonoruje’.

CHoMEeHHI KOHCTQHTHHOIIOJbCKE IIKOJIE ITPEACTaBJbajy NPHMEpe 3a pasyMeBambe
3HaYCHa BH3AHTUJCKOT IEHTPUYHOI MOJeNla — KaHOHA M HeroBOr mpuiarohaBama Ha
KOHKPETHY CHTYaILHjy.

Hexwn o mpBrx XxpaMoBa y KojuMa je UCIIOJbeHA HJeja IEHTpaIu3aliije, Majia JOHEKIIe
apxanuHa, usrpahenu cy y IX Beky, a caja cy MO3HATH IOJ TypCKMM HMEHHMa — ATHK
pamuja (oko 859. roqune) u Kanenaep yamuja (apyra nosiosuna [X Beka). Konauna gopma
LEHTPUYHOT KaHOHA ITOCTUTHYTA je y npkBU Manactupa Koncrantuna Jlunca (denepu Hca)
y panom X Beky u y rpoOHOj upkBu umneparopa Pomana Jlakanuna (Boxpym pamuja) y
nepuony 920-944. ronune.

V nepuoay ox X no XII Beka je, He camo y Buszautuju Beh u y apyrum xpuirhaHckum
obracTiMa, HMOIUTHYT BEJIMKH OpOj IpKaBa, YMjOM Cy HM3rpaJmoM IpuxBaheHH U Jajbe
pa3BHjaHU PEIUTHO3HO CXBATAHE )KMBOTA M KYJITYPHU apXETHIIOBH I0BE3aHH ¢ HbuM. HakoH
870. ronune, Ha mpuMep, Kax je byrapcka koHayHO NeduHHCaANa CBOj COICTBEHH CTaTyC
y OIHOCY Ha BHW3aHTH]CKY LIPKBY, mi3rpaljeHa je BehmHa XpamoBa ca KymoJoM y OOIHKY
KpcTa, yIIaBHOM y JIpyroM miaBHOM rpaay byrapcke IlpeciaBy (oxo 30 mpkasa), unja je
apXHUTEKTypajHa KOMIO3WIMja Ouna mpuxpalieHa W HaMeTHyTa Kao ToTOB oOpasar u3
KoHncranTHHOMOIBA.
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3Ha4ajHU Cy M CIIOMEHHIH IPUKE LIKOJIe — [T0CEOHO HEeKe 0] MAHACTHPCKHX LIPKaBa ca
KyroJioM y oonuky kpcra — Manactup dadue n Kecapujanu y 6nmsunn Atune, L{pksa cB.
Jlyke y ®oKuan, MaHACTHPCKA Hacesba Yy MUCTPH — LIEHTPY TPYKOT CPEIHEBEKOBHOT /1004,
rpahenn y nepuoxy XIII u XIV Beka.

TIpencraBHUIN KOMITIO3UIIMOHE IIIEME ca KYIoioM y o0imuky kpcera y CpOuju takohe
Cy BpeqHH Naxme. Hajcrapuju criomeHuK je IpkBa cB. Hukone y Torummu xoja, 3ajemHo
ca upkBom y Pacy (XII Bek), mpumaza parikoj mIKOIH apxuTekrype. OBa apXUTEKTOHCKa
(dopma no0Hja CBOj KOHAUHH OOJUK Yy CTYICHHYKO] MAHACTHPCKO] IPKBU. Y KACHHjUM
npencraBauimMa oBe popme u3 XIII Bexa (manactupu Comohanm, Munemea, Mopaua,
I'paman, XKuua) Texma je Ouna a ce HEHTPAIHM €0 OCMHCIN Kao MoceOHa MpOCTOpHA
nenuHa 6e3 pemehema reoMeTpHjCKOT 00InKa KpeTa.

Pa3marpaHu TpUMEpH HOCE 3HAYCH-C OMNINTEr W THUIHYHOL, Koje o0je/umaBa
LIeTOKYTHY rpal)eBHHY LIEHTPHYHE KoMIIO3HIHje. PaBHOTE)a n3Mel)y y3BHIIEHOT — TyXOBHOT
Y MaTepHjaTHOT — 3eMaJbCKOT MOXKE C€ 3aIa3uTH y OJIMCKO] pa3MepH MOjeIMHAYHUX 00jeKaTa
KOja HX TpaHC(OPMHUILE Y YPABHOTEKEHE TPYIIE MM y KOMIIIETHE KOMILICKCE.

VYV KOCMHYKO] WM XHjepapXHjCKoj LIEMH, LPKBa M IPKBEHH OOpe[ MpPeiCTaBIbajy
MPUKa3 0BO3EMaJbCKOT MMOCTOjama IPKBE, Y K0joj ce 00KAHCKHU OIarociioB J1aje 3eMabCKIM
JbyarMa (Haoc) U3 HeOecKor mpocTopa (oyTap) MyTeM y3BHIICHOT OOrOCITyKema (JIUTYprija
KOja Cce TaMo CITYXH).

OBe /B¢ IUMEH3HUje Cpelhe-BU3aHTH]CKE TEOJIOIKe CHHTe3e — I[pKBeHa rpaheBnHa
ca KyIoJIOM Y 00JIHKY KpcTa, Koja cMMOOIH3yje Hejy KOcMoca Kao 0BO3EMaJbCKa PEITUKBH]ja
HeOeCKe apXUTEKType, M JIMTYPruja, Kao TajHa CHacela MUKPOKO3Ma KpO3 JIyXOBHO
HCIyHCHE HAa MYTy Ka XpaMy — CTaBJbajy CPEAH-CBEKOBHOI YOBEKa y IEHTap ypeheHor
cBeTa (KocMoca). Y TpeceKy OBe JIBe TNIaBHE OCe — MaTepHhjaliHe M JIyXOBHE — J00uja ce
KPCT ¥ KOjeM Ce YOBEK MOTIYHO OPHMjEHTHILE Y JBa HUBOA — Y YHYTAPHEM OBO3EMaJbCKOM
MHKPOKO3MY U y TPAHCLCH/ICHTAIHOM BaHBPEMEHOM CBeTy. TeK HAKOH OTKPHBaHkha 3HAYCHHA
CTPYKTYPE U PallHOHAIH30Bakba yIIOTe OBAKBOT ITPHKA3a MOXKE CE TOBOPUTH O CPE/IEBEKOBHO]
ApXUTEKTYpH, KOja je M3pakeHa M y XpaMOBHMA ca KyIOJOM Yy OOJIMKY KpPCTa Ha HAIIUM
IIpOCTOpUMaA.



