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Medieval templon with inseparable
objects of prostration.
A case of Saints Joachim and Anna church
in the Studenica Monastery*
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The architecture of templon (stone sanctuary barrier), did not
change significantly during the Middle Ages. Certain changes
can be traced in relation to the position of the representations
of Christ and the Holy Virgin, which are important for under-
standing the function of the templon. At the beginning of the
fourteenth century, a rather small church, dedicated to SaiOnts
Joachim and Anna, was built in the Studenica Monastery. The
remains of the marble closure slabs testify to the existence of a
stone templon. A reassessment of the available data has led us
to propose analysis of the original form of the templon, with
the frescoes of Christ and the Holy Virgin being its constituent
parts, painted directly to the north and south of the barrier.

Keywords: templon (sanctuary barrier), liturgy, eschaton,
Christ the Judge, Mother of God, King Stefan Uros 1I Milutin,
Sts. Joachim and Anna Church

The study of the internal organization of worship
spaces, which safeguard the liturgical order, as its starting
point takes into consideration architecture, function and
the meanings of templon (sanctuary barrier)! which con-

" The paper is based on a presentation delivered at the Seventh
National Conference of Byzantine Studies held on 22-25 June 2021 in
Belgrade.

™ tih.rakicevic@gmail.com

- nevenadristic@arh.bg.ac.rs

UIn this paper, the original term templon (Gr. téumlov) was
used instead of the syntagm altar screen, which, when it comes to
medieval monuments, found its place in modern scientific terminology
due to various circumstances, primarily in order to avoid the use of less
appropriate term iconostasis. To review the usage of different terms and
various names v. V. Lasareff, Trois fragments dépistyles peintes et le
templon byzantin, AXAE 4 (1966) 120-121; C. Mango, On the history of
the templon and the Martyrion of St. Artemios at Constantinople, 3ograf
10 (1979) 40-43; C. Walter, The Byzantine sanctuary — a word list, in:
Liturgy, architecture and art in the Byzantine world, ed. C. C. Akentiev,
Saint Petersburg 1995, 95-106 (= Walter C., The Byzantine sanctuary
- a word list, in: idem, Pictures as language: how the Byzantines
exploited them, London 2000, 270-281); T. Rakicevi¢, Znacenje termina
»ikonostas“, Srpska teologija danas 4 (Beograd 2013) 307-314; idem,
Od rimskog templum-a do srpskog tem(p)la, Crkvene studije 15 (Ni$
2018) 887-905.

stitute an integral and necessary part of the church build-
ing plan. The architectural structure of medieval stone
barriers adapted to the internal spatial layout of various
forms of churches, built, for the most part, in the spirit of
the Eastern Christian tradition.

The function, meaning and evolution
of the medieval templon

The most prominent and important characteristic
of Orthodox liturgical service is its directedness toward
eternity. The organization of the church is meant to di-
rect the faithful toward the invisible world of the King-
dom of Heaven, using visible means of expression.? One
of the basic characteristics of so-called Eastern spiritual-
ity, besides the need for liturgical movement toward the
desired aim, is the continuous existence of awe towards
the frightful secrets of Christ present on the throne - the
sacrificial altar.> Eastern devotion required the liturgi-
cal shrine to be covered by a mysterious veil and thus be
protected from absolute availability, even to the believer.
In this way, the dignity of the sanctuary was preserved as
the holiest sanctity and mystical center of the temple. As
for the centuries-old symbolism of the altar, the symbol-
ism of the templon embodies and emphasizes the unity of
two worlds: the material (sensory and transient) and the
incorporeal (intellectual and eternal) world.*

2 Cf. T. Rakicevi¢, Tradicionalni templon (oltarska pregrada) unu-
tar pravolinijskog koncepta (od ,Pocetka® [Post 1, 1] ka ,Dolasku Hrista
- Mesije [Otk 22, 20]), Srpska teologija danas 3 (Beograd 2012) 391-392;
idem, Interkolumnija na templu i ikona, Saopstenja 49 (2017) 50.

3 T. Rakicevi¢, Neki teoloski razlozi za postojanje dveri i zavese
na templu, Saops$tenja 48 (2016) 259.

4 In the classic texts of Christian mystagogical literature, the
altar is seen as the symbol of the intellectual and heavenly world.
Ipnyoptog @eoddyog, Emtdgiog gic 1ov matépa, in: PG 35, col. 988C;
idem, BiAog B'."Enn iotopixd. Toun A'. Ilepi éavtod, in: PG 37, col.
1232A; Ma&pog 6 Opoloyntne, Muotaywyia, in: PG 91, col. 672A;
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The symbolically ambiguous templon represented a
place of contact between the secular and the sacred, the
visible and the invisible, the harmony of form and art, the
power of the theological and the aesthetic. Its role in the
formation of the spatial-sacral gradation within the tem-
ple did not change, and the basic elements of the archi-
tectural structure of a traditional sanctuary barrier were
determined a long time ago.> Some changes in its icono-
graphic program can be traced throughout the medieval
period. The tendency to place icons on the architrave
beam (the epistyle or kosmitis) or above it, and the need
to introduce icons to fill the space between the open col-
onnades was part of the process of the emergence of icon-
filled sanctuary barriers - iconostases.®

The architectural design of sanctuary barriers was
structured concurrently with the articulation of the
sanctuary space in Early Christian basilicas and the in-
creasing complexity and inclusion of the pastophoria
along the apse on the eastern side of churches. Reflect-
ing old forms of liturgical worship, there were once low,
IT-shaped barriers, above the styloblate, made of a line of
stone, essentially rectangular or square pillars, filled with
closure slabs. Elaborately decorated with geometric and
floral motifs, the closure slabs were marked with carved
symbols of the cross in various shapes or a Christogram
in the center, while the fronts were usually framed with a
simple border band that traced the basic geometric form
(Fig. 1).7

The entrance to the sanctuary was formed from the
naos, along the central axis of the church, emphasizing
the distinctive liturgical function of the sanctuary,® which
would remain one of the unchangeable features of sanc-
tuary barriers — templa in later periods, too. The door to
the sanctuary, known as the royal doors or beautiful gates,
represents a symbolic point of passage or entry from the
earthly world into the heavenly, into the Kingdom of
Heaven.’ It is the bridge between the sanctuary and naos

Teppavog Kwvotavtivounolews, Totopia ékkAnoiaotiki] kol pvoTiki)
Oewpia, in: PG 98, col. 384B; Zvuewv Osooalovikng, Ilepi e 100 Heiov
vaod, in: PG 155, col. 720D-721A; idem, Ilepi 00 Apiov vaod xai 17
10070V KaBlepwoews, in: PG 155, col. 305-361.

> Mango, On the history of the templon, 40.

6 For the historical evolution of sanctuary barriers, changes
and the emergence of icons v. Lasareff, Trois fragments, 116-143; G.
Babi¢, O Zivopisanom ukrasu oltarskih pregrada, ZLUMS 11 (1975)
4-20; M. Chatzidakis, Lévolution de licone aux 11°-13° siécles et la
transformation du templon, in: Actes du XV* Congreés international
détudes byzantines, Athénes — Septembre 1976 1, Athénes 1979, 333-
371; A. W. Epstein, The Middle Byzantine sanctuary barrier: templon
or iconostasis?, Journal of the British Archaeological Association 134
(London 1981) 1-28; Walter, The Byzantine sanctuary, 95-106; Iko-
nostas. Proiskhozhdenie - razvitie - simvolika, ed. A. M. Lidov, Mosk-
va 2000; T. Rakicevi¢, Oltarska pregrada - ikonostas od IV do sredine
XVII veka: forma, funkcija i znacenje, Beograd 2013, 85-97 (doctoral
dissertation, University of Belgrade).

7 C. Vanderheyde, The carved decoration of Middle and Late By-
zantine templa, Mitteilungen zur Spatantiken Archiologie und Byzanti-
nischen Kunstgeschichte 5 (Wiesbaden 2007) 77-98; M. Canak-Medi¢,
O ranohriséanskim oltarskim pregradama, in: Ikonostas kao duhovni i
kulturni pecat pravoslavnih hri$éana, ed. M. Andri¢, V. Vukasinovié,
Kragujevac 2007, 26.

8 ITkonostas, in: RbK III, ed. K. Wessel, M. Restle, Stuttgart 1978,
327-328 (M. Chatzidakis).

9 II. X. Hamadnuntpiov, H e&éhiny tov t0mov Kkau TG
eikovoypagiog Tov Bruobipov amé Tov 10° s ko Tov 18° alwve, Oeo-
oalovikn 2008, 61.

of the church,!? the gate of the Kingdom of God that pre-
figures the doors of the Heaven of Christ.!!

The transformation of early, low barriers into higher
ones, known as templa, with the structure extending ver-
tically, in the form of colonnettes and capitals supporting
the architrave beam - the epistyle (epistylion) or kosmi-
tis — is attested by archaeological evidence and written
sources starting from the fifth and early sixth centuries,
confirmed in the church of the Stoudios Monastery, the
Church of Saint Polyeuktos,'? and one of the most elabo-
rately designed and executed high sanctuary barriers was
made for the Constantinopolitan Church of St. Sophia,!3
described in the well-known ekphrasis by Paul the Silen-
tiary.!* This text reports that the front of the epistyle in
this church was embellished with silver and a series of
carved, bas-relief medallions with a depiction of Christ
surrounded by the Mother of God, prophets and apos-
tles.!> It is, however, difficult to fully reconstruct the ap-
pearance of the sanctuary barrier using just Paul’s po-
em.!6 The text does not preclude the possibility that the
parapets between the columns were high, but views that
the sanctuary barrier at St. Sophia was completely closed
have been discarded.!” The barrier at St. Sophia might
have also been unusual.'® The icons on the architrave
were arranged in one!® or two lines,?” carved in marble or
perhaps engraved on silver?! or wrought.??> The busts of
saints on the architrave of the sanctuary barrier were the
main and only anthropomorphic images in this celebrated
church.3

10 Rakicevi¢, Neki teoloski razlozi za postojanje dveri i zavese na
templu, 253.

11N, Labrecque-Pervouchine, Liconostase: une évolution
historique en Russie, Montréal 1982, 22.

12T E Mathews, The early churches of Constantinople: architec-
ture and liturgy, University Park — London 1971, 26-27, 54.

3¢ Mango, The art of the Byzantine Empire 312-1453. Sources
and documents, New Jersey 1972, 87-88.

14 TTadhog 6 Skevtidprog, Exgpaoic Tod vaod 1ii¢ Ayiag Sopiac,
in: PG 86b, col. 2145-2147.

15 Vanderheyde, The carved decoration, 27.

16 Building on the observations of earlier researchers, Walter
comments on the changes to the solea and the sanctuary barrier at St.
Sophia between Justinian’s reign and the Ottoman conquest of the city.
Cf. C. Walter, Further notes on the Deésis, REB 28 (1970) 172.

17 The German scholar K. Holl improved this hypothesis at the
beginning of the twentieth century, comparing the sanctuary barrier
with the classical proscenium: idem, Die Entstehung der Bilderwand
in der griechischen Kirche, Archiv fiir Religionswissenschaft 9
(Leipzig 1906) 365.

18 Chatzidakis finds it impossible that a templon decorated
with the Deisis or some other representations of saints was common
in that time [Ikonostas, 330 (Chatzidakis)], especially because the
architraves of most major churches in Constantinople, including the
Church of St. Euphemia (first half of the sixth century), had simple
vegetal or geometric ornaments. R. Naumann, H. Belting, Die Euphe-
mia-Kirche am Hippodrom zu Istanbul und ihre Fresken, Berlin 1966,
54ff, fig. 21-24, pl. 7-10.

19 K. Kreidl-Papadopoulos, Bemerkungen zum justinianischen
Templon der Sophienkirche in Konstantinopel, JOBG 17 (1968) 279-289.

20 Hager (H. Hager, Die Anfiinge des italienischen Altarbildes.
Untersuchungen zur Entstehungsgeschichte des toskanischen Hochaltar-
retabels, Miinchen 1962, 66) believes that, analogous to the templon at
the old church of St. Peter, there were two groups of icons. Cf. Ikono-
stas, 330 (Chatzidakis).

21 Lasareff, Trois fragments, 123.

22 Tkonostas, 330 (Chatzidakis).

23 Lasareft, Trois fragments, 123.
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Fig 1. a) Marble closure slab with relief decoration of interlaced band combined with crosses, Athens, sixth century; b) Marble
mullion with scale pattern decoration, Athens, fifth century; ¢) Marble closure slab with a relief Christogram inscribed in laurel
wreath, Athens, fifth century

In his description of the images in the medallions
of the sanctuary barrier at the Church of St. Sophia, Paul
the Silentiary mentioned Christ, at the center,”* angels,?>
prophets,?® apostles and the Mother of God.?” In the
second half of the twentieth century, scholars came to
believe that the sanctuary barrier at St. Sophia featured
an extended Deisis, but no general consensus has been
reached about this idea.?® Regardless of the arrangement
of the medallions with saints on the sanctuary barrier in
the Great Church, there is no doubt that this architrave
was the starting point for the later emergence of the
iconostasis.?? It was this sanctuary barrier that laid the
ground on which their design rested throughout the me-
dieval period.3®

Changes in the structure of early sanctuary barriers
- templa contributed to the development of a more com-
plex spatial and iconographic program. In the functional
layout, the position of the prothesis and diakonikon along
the sides of the altar apse was reflected in the formation of

24 Mavhog 6 Sihevtiaproc, Exppaois Tob vaod Tic Ayiag Sogia,
col. 2146A.

25 Because of a reference to the angels as an army with bowed
theads (Ibid., 2146A), Konstantynowicz assumes that “they held spears
in their hands, which can be seen in later similar monuments.” Cf. J.
B. Konstantynowicz, Ikonostasis. Studien und Forschungen I, Lwéw
(Lemberg) 1939, 82.

26 Madhog & ZikevTidplog, Exppaois to0 vaod T Ayiag Zogiag,
col. 2146A-B.

27 Ibid., col. 2146B.

28 5. G. Xydis, The chancel barrier, solea and ambo of Hagia
Sophia, ArtB 29/1 (1947) 1; C. Mango, J. Parker, A twelfth-century de-
scription of St. Sophia, DOP 14 (1960) 241-245; Lasareff, Trois frag-
ments, 121; Kreidl-Papadopoulos, Bemerkungen zum justinianischen
Templon, 279-289.

29 Lasareff, Trois fragments, 123.

30 Mango, On the history of the templon, 40.

lateral entrances leading directly into the tripartite sanc-
tuary.3! The templon was extended to the lateral naves of
the church, reflecting the increasingly complex liturgical
rites. Depending on the liturgical rite, the curtain revealed
or hid the sanctuary interior from the eyes of the faithful
during worship services.??

Templa made in the period that preceded the Icon-
oclastic Controversy were also embellished with carved
symbolic messages, crosses, Christograms, donors’ mono-
grams, combined with abstract motifs.>* Floral and geo-
metric motifs and interlaces of double or triple bands
graced the pillars and architrave beams. The iconoclastic
period probably changed the ornamentation of the tem-
plon, and representations of Christ and other holy per-
sonages were removed, with decorative floral and zoo-
morphic motifs becoming prevalent (Fig. 2).34

The architectural structure of the templon with
open colonnades and an architrave endured in the centu-
ries after the Iconoclastic Controversy. Theological trends
were also reflected in the artistic and iconographic plane,
and the sanctuary, becoming increasingly closed off,

31 The tripartite sanctuary, in which the rooms to the sides of
the apse could be used as pastophoria, was functionally and spatially
formed by 600 AD (R. Krautheimer, Early Christian and Byzantine ar-
chitecture, New Haven — London 1986, 299). On the evolution of the
sanctuary by adding the proskomedia and prothesis v. C. Delvoye,
Etudes darchitecture paléochrétienne et byzantine (suite), Byzantion
32/2 (1962) 493-505. In the Balkans, the function of the prothesis and
diakonikon has been confirmed at the Church of St. Sophia built in
the mid-eighth century in Thessalonike (Y. D. Varalis, Prothesis and
diakonikon: searching the original concept of the subsidiary spaces of the
byzantine sanctuary, in: Ierotopiia. Sozdanie sakralnykh prostranstv v
Vizantii i Drevnei Rusi, ed. A. M. Lidov, Moskva 2006, 291).

32 Babi¢, O Zivopisanom ukrasu, 4.

33 Lasareff, Trois fragments, 123.

34 Tkonostas, 330 (Chatzidakis).
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Fig. 2. Templon architrave with a relief Christogram, Athens, fifth century

influenced the sensory and visual experience of the faith-
ful, making it more mystical.

The absence of a more widespread practice of insert-
ing icons into the templon was a characteristic of ninth-
century Byzantium, as iconophobic tendencies must have
still been strong in society.> In the first stage (ninth-tenth
century), figures were carved into the marble architrave,3°
and there were no painted portable icons. Constantino-
politan churches had gilded and silver-plated templa that
continued the tradition of the Church of St. Sophia, fea-
turing the Image of the Lord as God-man.?” These were
icons of the Deisis, with relief busts of Christ, the Mother
of God and St. John the Forerunner,® combined with
scenes of the Twelve Great Feasts.>® Placing their images
in medallions allowed the Deisis to be positioned horizon-
tally, a practice probably present in the major churches of
the Byzantine capital whose architraves were silver-plated,
or perhaps even gold-plated, with the use of enamel.4? A
distinctive feature of the first phase in the iconography of
the templon is that the images were made from the same
material as the elements of the templon’s central part.!
Evidence supporting this idea can be found in a homily
by Patriarch Nikephoros*? delivered around 823 in Con-

35 Lasareft, Trois fragments, 127.

36 ¢, Walter, Bulletin on Deésis and the Paraclesis, REB 38
(1980) 263.

37 Oeopavng Xvvexotng (Kwvotavtivog ITopeupoyévvnroc),
Toropixsp Singynoig tod Plov ki 1@v mpidewv Baoidelov &oidipov
Paogiréws, in: PG 109, col. 225-369.

38 Lasareff knew of two fragments of such architraves from the
eighth to the tenth centuries: with a semi-faded representation of Je-
sus Christ and John the Forerunner on the first and the busts of three
apostles, the Mother of God and Jesus Christ on the second (Lasareff,
Trois fragments, 126).

3 E. Toanap\ig, To fulavivév téumhov. Iotopixi emokémnon,
Ocoloyia 47/4 (Zwypagov 1976) 918.

40 Parts of the text by Theophanes Continuatus confirm this
hypothesis. @copdvng Zvvexiotis (Kwvotavtivog IToppupoyévvntog),
Totopixy dirynoig Tod Piov kai 1@v mpadewv Baoideiov dotdiyov fadidé-
wg, col. 225-369.

41 The icons were embedded into the very material of the tem-
plon: “If the templon is ivory, the images are ivory, too; if the templon
is made of marble, they were carved in marble; finally, if the templon is
enamel, they are enamel, etc” Cf. Chatzidakis, Lévolution de licone aux
11¢-13¢ siécles, 334.

42 Nikngeopog Kwvotavtivounolews, Avtippnoig ki &vatpont,
in: PG 100, col. 464D-465A-B.

stantinople, whose context suggests that these were most
likely figures permanently attached to the templon rather
than moveable and portable icons.** This excerpt from
Patriarch Nikephoros's homily has been widely quoted**
because it highlights the difference between using profane
imagery, which was not an object of religious veneration
and worship, and new forms of decorating the templon
with sacred imagery, which was an object of veneration.*

From the tenth century onward, researchers of the
Byzantine templon had at their disposal more evidence,
which allowed them to trace its later evolution.*® From
the eleventh to the fourteenth century, there are many
monuments that offer insight into the development of the
templon (Fig. 3).47

43 Chatzidakis, Lévolution de licone aux 11°-13¢ siécles, 335.

4“4y Nikngopog Kwvotavtivovmolews, Avtippnowg xai dva-
1pomy), 464D-465A-C; E. Kitzinger, Byzantine art in the period be-
tween Justinian and iconoclasm, in: Berichte zum XI Internationalen
Byzantinisten-Kongress, Miinchen 1958, 42; A. Grabar, Lesthétisme
dun théologien humaniste byzantin du IXe siécle, in: idem, Lart de la
fin de I'Antiquité et du Moyen Age I, Paris 1968, 63-69; Chatzidakis,
Lévolution de licone aux 11°-13¢ siécles, 160-161; E. Kitzinger, The art
of Byzantium and the Medieval West: selected studies, ed. W. E. Klein-
bauer, Bloomington-London 1976, 198; J. P. Sodini, Une iconostase
byzantine a Xanthos, in: Actes du colloque sur la Lycie antique, ed. J.
Maisonneuve, Paris 1980, 134; C. Walter, A new look at the Byzantine
sanctuary barrier, in: idem, Pictures as language: how the Byzantines ex-
ploited them, London 2000, 248.

4> There is another important historical source that discusses
this phenomenon - the work by George Hamartolos from the second
half of the ninth century: Tewpylog povaxog 6 dpaptolds, Xpovikov
abvtopov, in: PG 110, col. 993A. Hamartolos’s Chronicle was written
ca. 865, during the reign of Michael III (842-867) and is an authen-
tic contemporaneous source for the period 813-842. The work men-
tions that, because the Christians deeply revere saints in the sacerdotal
manner, the “divine columns [...] that separated the holy altar” were
decorated (ibid.). This shows that icons were placed on the templon
for devotional purposes (Walter, A new look at the Byzantine sanctuary
barrier, 248-249).

46 1n this way, to the preserved tenth-century templa, such as
those from the Protaton church in Karyes [A. K. OpAavdog, To pap-
udpvov téumhov tov Ipwrdrov Twv Kapvwv, EEBX 23 (1953) 83 ff],
we can add the conserved parts of templa from the same period, men-
tioned by M. Chatzidakis in his paper on the icons of an architrave
from Mount Athos. M. Xat{nddakng, Eixoves emorvriov ané 1o Aytov
Opog, AXAE 4 (1964-1965) 1966, 381-382.

47 Lasareff provides an entire catalog of such monuments in his
paper on the Byzantine templon (Lasareff, Trois fragments, 127-129).
As examples, he lists the templa of St. Nicholas, the parekklesion of
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Its gradual transformation was accompanied by the
emergence and, from the tenth century onward,*8 routine
appearance of two monumental icons of Christ and the
Mother of God, prominently displayed and wall-painted
on the eastern pair of masonry columns or pilasters or the
northern and southern columns that both construction-
ally and functionally mark the passage from the naos to
the sanctuary. Sometimes, there were departures from the
usual program, and specially venerated icons or icons of
the saints to whom the church was dedicated could ap-
pear in this spot.*” The placement of the figures of Christ
and the Mother of God had to be adapted to the concept
of the church, and, in single-nave (aisleless) churches,
they could sometimes appear on the eastern ends of the
side walls, in the immediate vicinity of the templon. On
the proskynetaria beside the templon, Christ and the
Mother of God were shown as full-length, standing fig-
ures — Christ en face with a Gospel book and the Mother
of God facing Christ, in prayer, sometimes with an open
scroll.”® Their iconological importance lies in establishing
a connection of the faithful with Christ, allowing them a
sacramental meeting with Him, while the Mother of God
prayerfully mediates for the whole world, she herself be-
ing a holy space of meeting God.>!

Vatopedi, St. Luke in Phocis, St. Luke in Aliveri, St. Sophia in Ohrid,
Dafni, the Church of the Heavenly Hosts from Melides on the island
of Andros, which date from the tenth century. As for twelfth-century
templa, he mentions those from St. Meletios, the Metropolitanate of
Serres, Panagia Episkopi (Gonias) on the island of Santorini, St. Nicho-
las on the island of Andros, St. Panteleimon in Nerezi, the Church of
the Good Samaritan from Messiana, Hilandar, Blacherissa from Ar-
tis (early thirteenth century), etc. To these we might add the templa
mentioned by Bréhier in his paper on early sanctuary barriers of some
Athonite monasteries (L. Bréhier, Anciennes clotures de cheeur antéri-
eures aux iconostases dans les monasteres de I'Athos, in: Atti del V Con-
gresso internazionale di studi bizantini: Roma 20-26 septembre 1936 11.
Archeologia et storia dellarte - Liturgia et musica. Cronica del congresso,
Roma 1940, 50-51), and parts of templa from the island of Mani (N.
Apavddxng, Buavtivai totyoypagion ¢ Méoa Mg, ABfvar 1964,
pl. 11,12 B, 13, 14 o, 14 B, 54 a, 54 B, 55 a, 55 p).

48 The earliest known examples date from the tenth centu-
ry - the Protaton church in Karyes on Mount Athos (OpAdvSog, To
uapudpivov téumrov 100 Ipwtdtov 1@v Kapvav, 89, fig. 1) and the
proskynetaria of the templon from the Virgin’s Church of St. Luke’s
Monastery in Phocis, created after 961 (A. Mmovpa, O yAvntog
Siékoopog 100 vaod 17 Havaying 010 povaothipt 100 Ociov Aovkd,
ABrjva 1980, 0xéd. 3). For the emergence of icons of the Mother of
God and Christ v. A. Grabar, Deux notes sur histoire de liconostase
daprés des monuments de Yugoslavie, ZRVI 7 (1961) 20-21; Lasareff,
Trois fragments, 130-139; Chatzidakis, Lévolution de licone aux 11°-13°
siécles, 336; Vanderheyde, The carved decoration, 79.

49 The objects of the monumental paintings on these columns
are not always the same. Most commonly they show Christ or the
Mother of God, but there are famous cases, such as St. Sophia in Ohrid
(eleventh century), where two images of the Virgin have survived on
two columns - copies of well-known icons of the Virgin (Grabar, Deux
notes sur Uhistoire de liconostase, 22). This example attests that these
are, beyond doubt, large-scale icons intended for special veneration.
Similarly, at Nerezi, one of the columns features a representation of St.
Panteleimon, the patron of the church, and the other bears an image of
Christ. On the other hand, in the church in Bojana, St. Nicholas, the
patron, appears on one of the columns. This tendency prominently fea-
tures in twelfth-century single-nave (aisleless) churches, in Kurbinovo
and St. Nicholas tou Kasnitzi in Kastoria, in which the monumental
figures of the patron saint and Christ, in special painted frames, are
presented as counterparts on the walls of the church but each on a dif-
ferent side of the sanctuary barrier (Chatzidakis, Lévolution de licone
aux 11°-13¢ siécles, 337).

>0 Chatzidakis, Lévolution de licone aux 11°-13¢ siécles, 336.

>LT. Rakicevi¢, Bogoslovske ideje u oltarskim pregradama u peri-
odu od Nemanjine do Milutinove studenicke Crkve, in: Manastir Stude-

P =2

Fig. 3. Katholikon of St. Luke in Phocis - view of the templon

The deeply revered icons of Christ and the Mother
of God had a mimetic character associated with the tem-
plon.>? This connection emerged gradually. Icon venera-
tion developed gradually in the centuries before the peri-
od in the focus of this research. Representations of saints
became inseparable from the liturgical rite in which the
faithful sacramentally communicate with saints, cleansing
themselves by partaking of the body of Christ, chanting
spiritual songs and prayers and prayerfully gazing at the
saints on the icons. St. John of Damascus, emphasizing
this spiritual experience of the Church, claims that the
faithful “see the invisible God through the visible repre-
sentation, and glorify Him as if present”>® The icon was
understood as a bridge that connects the terrestrial world
with the Kingdom of God, and they open to each other
and communicate.’*

The development of an iconography inextricably
tied to the templon began with the pre-eminent icon -

nica - 700 godina Kraljeve crkve, ed. Lj. Maksimovi¢, V. Vukasinovi¢,
Beograd 2016, 187.

52, Curéi¢, Proskynetaria icons, saints’ tombs, and the develop-
ment of the iconostasis, in: The Iconostasis. Origins - Evolution - Sym-
bolism, ed. A. M. Lidov, Moscow 2000, 134-142.

33 Iwdvvng Aapacknvog, Adyog tpeis dmodoynTikds mpos Tovg
SiafdArovrag TG dyiag eikévag, in: PG 94, col. 1412A.

>4 T. Rakicevi¢, Ikona u Liturgiji: smisao i uloga, Manastir
Studenica 2016, 255.

77



78

30TPAD 46 (2022) [73-98]

Fig. 4. a) North proskynetarion of the templon, Christ; b) south proskynetarion of the templon, the Virgin with Christ,
Porta Panagia, Pyli, near Trikkala, Thessaly

the icon of Christ placed on the proskynetarion next to
the sanctuary barrier (or on the wall surface beside it).
Standing in front of Christ’s image, the faithful express
their reverence of those icons, whose true purpose is
a devotional meeting with His hypostasis (divine per-
son). His icon testifies to the historical reality of the In-
carnation and deification with which the human nature
was glorified in Christ.>> The icon of Christ bears wit-
ness to His constant, beneficent, sacramental>® pres-
ence in the Church, especially at the liturgy. An icon of
Jesus Christ is placed on the proskynetarion in order to
depict Him as the Judge, as Christ the Messiah of His
Second Coming in glory. The Church eagerly awaits
Christ’s return and says: “Come!” (Revelation 22:17).
His Parousia (Second Coming) will bring the last reali-
zation of God’s plan. The economy of salvation (God’s
rumination on the salvation of man and the world) will
arrive at its final fulfillment. This placement of the icon
of Christ the Judge suggests that those who created
this church design had a developed eschatological con-
sciousness. The icon of Christ is, in fact, a projection

55 J. Majendorf, Hristos u isto¢no-hris¢anskoj misli, Manastir
Hilandar 1994, 183.

%6 A. 1. Toekeyyidne, H XOPIOUKTIKT] TTXPOVOLX TOD TIPWTOTUTTOV
oty eikova To0 kati THY eikovoloyia T7¢ ExkAnoiag, in: Oikodout
xol Maptopie: Exppaois &ydmys kel Tipfis ei Tov Xefaopdtatov M-
tponoditny ZepPiwv xai Koldvyg Kvprov Aoviaiov II, Kolavn 1992,
405-420.

of the real experience of the imminent meeting with
Him.>’

Thus, the proskynetarion shows the glorified and
eschatological Christ the Judge. At every liturgy, the faith-
ful participate in the Last Judgment, which He brings
with Him.>® The icon of Christ on the proskynetarion is
a direct expression of Christian eschatological conscious-
ness. Beholding an image of Christ is now the pledge and
prerequisite for seeing and eternally watching Him in the
glory of the Second Coming.

Beside Christ’s icon, as the second in importance,
appears the icon of the Mother of God on the proskyn-
etarion of the second column. Her significance is sug-
gested by the plethora of vivid and metaphorical texts and

>7 Rakiéevi¢, Bogoslovske ideje u oltarskim pregradama, 188.

38 The Symbol of Our Faith in the Divine Liturgies by St. John
Chrysostom and St. Basil the Great announces that Christ will “come
again with glory to judge the living and dead...” Sluzebnik, Beograd
2013, 126. During the Holy Anaphora canon at Chrysostom’s liturgy,
the priest says on behalf of the whole community: “Remembering [...]
the second and glorious coming again” (ibid., 131); at Basil’s Divine
Liturgy, he says: “Remembering [...]His glorious and awesome second
coming” (ibid., 205). Remembering a future event expresses the reality
of the liturgical community experiencing the future Last Judgment at
every liturgy. St. Basil’s text continues: “He will come to render to each
according to His works” (ibid., 204). Before the Anaphora, the priest,
again on behalf of all the faithful, says: “Grant that none of us may par-
take of the holy Body and Blood of Your Christ to judgment or con-
demnation” (ibid., 149).
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Fig. 5. Porta Panagia in Pyli - barrier with proskynetarion icons of Christ and the Holy Virgin

hymns paying homage to the Theotokos and Her role in
the Incarnation.” Byzantine rhetoric identified the Holy
Virgin with a gate (or door). Identifying Her with a gate
has its roots in Ezekiel’s vision of a shut, east-facing gate
of the Jewish temple, though which the Lord himself is to
enter (Ezekiel 44: 1-3).90 In the Annunciation Akathistos
to the Virgin, the Mother of God is compared with the
gate of salvation: “Rejoice, opening of the gates of Para-
dise,” “Rejoice, door of solemn mystery;,” “Rejoice, Thou
through whom Paradise is opened,” “Rejoice, gate of
salvation”®! The same sentiment is expressed by St. An-
drew of Crete (sixth century) in his Oration on the Nativ-
ity of the Virgin®? and St. John of Damascus (eighth cen-
tury) in his Homily on the Feast of the Annunciation.®® In
his other works, John of Damascus calls her the “virginal
gate,” ©
4)'64

» <«

shut gate,” “gate of light” and “gate of God” (Fig.

%9 1t shows the first human being in whom the aim of Incarna-
tion was achieved - the deification of man, the first person to enter
into perfect unity with Divinity. T. Rakiéevi¢, Legal basis for symbolism
disappearance in sacral art (Abolition of regulations that were not good
[Ezek 20, 25]), Teme 41/4 (Ni$ 2017) 1061.

60 1dem, Neki teoloski razlozi za postojanje dveri i zavese na tem-
plu, 254.

61 Eikoi 4, 8, 8, 10, Pravoslavni molitvenik, Beograd 2019, 61, 66—
67, 69. The Annunciation Akathistos to the Mother of God is commonly
attributed to Patriarch Sergios I of Constantinople (610-638).

62 AvSpéag Kpiytng, Adyog A”, in: PG 97, col. 861B-881B.

63 Twavvng Aapaoknvo, Ouidia E, in: PG 96, col. 656B.

64 Lwdvvng Aapaoknvog, Oudia X, in: PG 96, col. 664C, 665D,
673D, 676C.

The importance of the positions of Christ’s and the
Virgin’s icons, facing the naos, and their dignity were
emphasized in the overall liturgical function of the tem-
plon by a special, sculptural construction of symmetri-
cally positioned frames. The arcade-shaped plate, with
a cornice in the upper zone, was supported by carved
capitals with slender colonnettes, sometimes doubled,
whose feet leaned on the emphasized, prominent, flut-
ed cornice. The elements of the architectural structure
and the ornamentation of these frames, proskynetaria,®
were not uniform, but their ornamental features usually
drew on the patterns used in other elements of the tem-
plon. Their diversity reached its peak between the sec-
ond half of the twelfth and the beginning of the four-
teenth century.°® From the twelfth century onward, the
double colonnettes of the proskynetaria and the templon
colonnettes forming the central entrance into the sanc-
tuary, the royal doors, often had a Hercules knot at the
vertical mid-point (Fig. 5).67

The appearance and use of pseudo-kufic ornaments
in templon decoration can be traced to the tenth cen-
tury. Besides a decorative purpose, it is believed to have

65 For this term v. S. Kalopissi-Verti, The proskynetaria of the
templon and narthex: form, imagery, spatial connections, and reception,
in: Thresholds of the sacred. Architectural, art historical, liturgical, and
theological perspectives on religious screens, East and West, ed. S. E. J.
Gerstel, Washington D. C. 2006, 108.

66 Vanderheyde, The carved decoration, 80.

671, Kalavrezou-Maxeiner, The Byzantine knotted column, in:
Byzantine studies in honor of Milton V. Anastos, ed. S. Vryonis, jr., Mal-
ibu 1985, 95-103.
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had an apotropaic meaning.®® The capitals often feature
crosses and floral ornaments with palmettes and rosettes.
The arcade plate could bear complex ornamental mo-
tifs of different carving depths, sometimes symbolically
supplemented with birds or peacocks.®® Although most
proskynetaria were marble, some made in the stucco tech-
nique have also survived (Fig. 6).7°

A number of examples from the tenth to the late
thirteenth centuries’! clearly attest that solemn icons
with full-length figures were consistently shown eastern
columns. In the Komnenian era, these especially promi-
nent icons were seen as a standard part of the templon. At
some point, these two monumental paintings, which ini-
tially flanked the templon, moved to the two main open-
ings between the templon colonnades to establish the the-
matic and decorative arrangement that has survived into
the modern period.”?

Scholars have offered different views about the
practice of placing icons in the intercolumnia of the tem-
plon on both sides of the sanctuary door.”3 Remnants of
decorative arcades in the form of sculptures that framed
the fresco-icons or mosaics of the Virgin, Christ and the
patron saint of the church, discovered on the eastern sides
of the columns beside the templon, confirm the absence
of icons in the intercolumnia,’ suggesting that the above-
mentioned large-format icons next to the barrier had not
yet left their traditional place to be moved to the space
between the columns of the templon, which were then
vacated.”> The existence of large-format icons of Christ
and the Mother of God on the western sides of the col-
umns beside the templon shows that the first steps in the
reform that launched the great transformation had yet to
be made.”® In contrast to this view, some argue that the
process of the gradual transformation of the templon bar-
rier into the fully fledged iconostasis began no later than
the twelfth century.””

The templon, with the space in front of it, became
the focus point of popular worship.”® If the templon

8 Mrovpa, O ylurtoc Sidxoapog 1o vaod i Tavayiag, 100-104.

9 A. K. Ophavdoc, H IMiokoms 11 Savrophiv (avayia 15¢
Twvidg), Apyeiov twv Bulavtivav pvnueiwv g EAAGSog 7 (ABrva
1951) 178-214, no. 8, 10, 11.

70 Kalopissi-Verti, The proskynetaria of the templon, 110.

71 Babi¢, O zivopisanom ukrasu, 17-18, sl. 9-10, crt. 1-2.

72 Grabar, Deux notes sur histoire de l'iconostase, 21.

73 Lasareff, Trois fragments, 130, mv. 34, fig. 8; mwv. 35, fig. 10.

74 1. Nikolajevi¢-Stojkovié, Prilog proucavanju vizantiske
skulpture od 10 do 12 veka iz Makedonije i Srbije, ZRVI 4 (1956) 170-
173, sl. 9-12; P. Miljkovi¢-Pepek, La fresque de la Vierge avec le Christ
du pilier situé au nord de liconostase de Sainte Sophie a Ohrid, in: Akten
des XI. internationalen Byzantinistenkongresses Miinchen 1958, ed. F.
Dolger, H.-G. Beck, Miinchen 1960, 388-391; K. Petrov, Dekorativha
plastika vo Makedonija vo XI i XII vek, GodiSen zbornik na Filozofski-
ot fakultet na Univerzitot vo Skopje 14 (1962) 126-127, sl. 3-12.

75 Lasareff, Trois fragments, 131.

76 Grabar, Deux notes sur Uhistoire de liconostase, 22. To sup-
port these views, scholars cite the numerous preserved examples where
Christ and the Virgin are positioned on the fronts of four-sided co-
lumns of the sanctuary. Grabar lists examples of wall paintings closely
associated with the templon. Several Byzantine churches have preser-
ved these two images (or their remnants) positioned on the eastern
wall of the naos, facing the congregation, on both sides of the templon
door with no icons (ibid., 20-21).

77 Ikonostas, 344 (Chatzidakis).

78 Walter, A new look at the Byzantine sanctuary barrier, 249.

had no icons in the lower zone, they could have been
positioned on the architrave,”® and in this way, the ico-
nography would have spilled over onto the barrier. So, if
there was some resistance indeed, it could not disrupt the
process in which icons conquered the templon®? and its
transformation into the iconostasis.

Sanctuary barriers
- templa in Serbian medieval churches

The spatial organization of Serbian medieval church-
es, based on principles adopted from Byzantium, included
an entire program of stone sanctuary barriers — templa. In
the main churches of the Serbian medieval endowments of
the Nemanji¢ dynasty, built in the late twelfth and through-
out the thirteenth centuries, templa were usually formed
between the eastern pair of columns that held the framed
fresco-painted representations of Christ and the Mother of
God as proskynetaria, and in them, the liturgical space with
the altar was visible to the eyes of the faithful. Unfortunate-
ly, their original forms have mostly been lost, but theoreti-
cal hypotheses and restorations were made based on frag-
ments preserved in situ and those that could supplement
their forms after being discovered in twentieth-century ar-
chaeological excavations.

Such a reconstruction of the marble templon was
recently done at the Virgin’s Church of Studenica,! whose
surviving fragments were believed to represent the earli-
est authentic evidence of marble templa in the internal
organization of Serbian medieval liturgical spaces.3? Its
structural form and architecture is close to the templa cre-
ated from the tenth century onward in areas under the
influence of the Byzantine cultural tradition. Its architec-
ture can also be discussed based on marble remnants and
restored templa in Serbian churches from the thirteenth
century.

The architectural and iconographic program of
the Studenica templon, in the twelfth-century cathedral
church, included prominent fresco-icons of Christ and
the Mother of God in proskynetaria on the eastern pair
of columns, as well as representations of Stephen the Pro-
tomartyr and St. Nicholas on the pilasters to the north
and south, beside the entrances to the diakonikon and
the prothesis.3® On it, especially after the reconstruc-
tion of the original form, we see the same features that

79 Lasareff, Trois fragments, 131.

80 asareff believed that the Byzantines “stubbornly opposed
any attempts to transform the templon into a sort of icon holder”
(Ibid., 135).

81 'S, Barisi¢, Rekonstrukcija prvobitne oltarske pregrade
studenicke Bogorodicine crkve, Saop$tenja 44 (2012) 33-42.

82°0. Kandi¢, Oblik kamene oltarske pregrade Bogorodicine
crkve u Studenici, in: Studenica i vizantijska umetnost oko 1200. godine,
ed. V. Kora¢, Beograd 1988, 141-152; eadem, Arhitektura srednjove-
kovnih oltarskih pregrada u pravoslavnim crkvama Srbije, in: Ikonostas
kao duhovni i kulturni pecat pravoslavnih hris¢ana, ed. M. Andri¢, V.
Vukasinovi¢, Kragujevac 2007, 41. It is very likely that the churches
built before the Virgins Church of Studenica - the churches of the
Mother of God and St. Nicholas in Toplica, the Virgin of Gradac, St.
George in Ras etc. — had stone sanctuary barriers made in the spirit of
the Byzantine templon.

83 Babi¢, O Zivopisanom ukrasu, 21-23; Kandié, Oblik kamene
oltarske pregrade Bogorodicine crkve u Studenici, 145.
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Fig. 6. Panagia Episkopi on Santorini — low relief decoration with paste

characterize the architecture and decoration of the Vir-
gin’s Church, reflecting the work of builders, sculptors
and painters from two milieus that cultivated different
artistic traditions. The architectural sculptural elements
of the templon seem to have been formed concurrently
with the building of the Virgin’s Church. Important in-
formation about the addition of an epistyle on the inner
side of the eastern pair of columns,?* the simple profiling
of the closure slabs, the distinctive architectural form of
the arcade slab of the proskynetaria, similar to the early
Romanesque gables of architrave beams on sanctuary
barriers from the Adriatic coastal areas,®> the treatment
of the profiled cornices, the manner of decorating small
capitals, colonnettes and feet on proskynetaria — all of
this reveals the stoneworking artistry that characterizes
the entire body of architectural sculpture at this church.
It is particularly conspicuous on the original capital of
the proskynetarion which, on a smaller scale, repeats the
form and content of a capital preserved in situ on the
northern two-light window of the wall between the naos
and the narthex. Although the carved ornaments were
made by stoneworkers trained in the Romanesque artis-
tic tradition, the overall structure with the painted pro-
gram confirmed the shape and purpose of the templon
found in Eastern Christian liturgical spaces. This amal-
gamation of artistic influences is particularly apparent
on the marble arcades of the proskynetaria whose deco-

84 Barisi¢, Rekonstrukcija prvobitne oltarske pregrade, 32, sl. 6.

85 For numerous examples v. T. Marasovi¢, Dalmatia praero-
manica. Ranosrednjovjekovno graditeljstvo u Dalmaciji 1. Rasprava,
Split-Zagreb 2008, 157-162, 322-333, tab. X.

rative cornices were painted, with pseudo-kufic lettering
added in gold.8¢ The painted representations of St. Ste-
phen the Protomartyr and St. Nicholas are framed in the
upper zone by trefoil arcades modeled after the painted
or carved ornaments of Byzantine proskynetaria,” ad-
ditionally confirming the direction pursued by Sava, the
archimandrite of Studenica, when he, with the support
of his brothers, took it upon himself to oversee the fres-
coing, furnishing and completion of the Virgin's Church
at Studenica (Fig. 7).88

The restoration of the marble templon at the Virgin's
Church to its original shape revealed the initial functional
and visual organization of the church interior, based on
the concept of the Nemanji¢ dynasty founder and ktetor
of the church, Grand Zupan Stefan Nemanja.

All subsequent founders of churches and monaster-
ies from the Nemanji¢ dynasty, especially in the thirteenth
century, had their endowments emulate the Studenica
monastery and the Virgins Church, as suggested by their
inner spatial organization and marble church furnishings.
Already Stefan the First-Crowned, with St. Savas efforts,
built the Church of the Ascension at the Zi¢a Monastery,
commissioning marble-workers and painters from Con-
stantinople, who worked on the construction of a marble
templon with a similar architectural and iconographic

86 On the widespread use of pseudo-kufic ornaments on the
templon v. Kalopissi-Verti, The proskynetaria of the templon, 108-110.

87 Kandi¢, Oblik kamene oltarske pregrade Bogorodicine crkve u
Studenici, 145.

88 S. Pirivatri¢, Hronologija i istorijski kontekst podizanja man-
astira Studenice. Prilog istraZivanju problema, Zograf 39 (2015) 54.
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Fig. 7. Templon of the Church of the Holy Virgin, Studenica Monastery

structure as the one at Studenica, although it is believed
that the proskynetaria of the monumental icons of Christ
and the Virgin on the eastern pair of columns were spa-
tial and had ciboria where holy objects and saints’ relics
were occasionally displayed.8° The naos of the Ascen-
sion church must have been ornately decorated. Shortly
thereafter, King Vladislav built the church at the Mileseva
Monastery, also dedicated to the Ascension of Christ,
where the sanctuary barrier model commonly used
throughout the thirteenth century was implemented.’® In
the Church of the Holy Trinity at the Sopoc¢ani Monas-
tery, the endowment of King Uro$ I, the established struc-
ture of the templon displayed some distinctive features in
its decorative repertoire, with some architectural elements
embellished with stucco, and these were also repeated on
the upper parts of the proskynetaria. The epistyle is as-
sumed to have been done in the same technique, although
there is no evidence to confirm this.”! The decorations on
the upper parts of the proskynetaria probably consisted of

89 M. Canak-Medi¢, O. Kandié, Arhitektura prve polovine XIIT
veka 1. Crkve u Raskoj, Beograd 1995, 15-17, sl. 26-27; M. Canak-
Medi¢, Delo mramornika Svetoga Save u Zici, in: Spaljivanje mostiju
Svetoga Save 1594-1994. Zbornik radova, ed. S. Mateji¢, Beograd 1997,
122-127; M. Canak-Medi¢, D. Popovi¢, D. Vojvodi¢, Manastir Zica,
Beograd 2014, 167-171, sl. 113.

90 Kandi¢, Arhitektura srednjovekovnih oltarskih pregrada, 44.

91V, Kora¢, Oltarska pregrada u Sopocanima, Zograf 5 (1975) 23—
29; Babi¢, O Zivopisanom ukrasu, crt. 6; S. M. Nenadovi¢, Gradevinska
tehnika u srednjovekovnoj Srbiji, Beograd 2003, 138, 459-462; O. Kandi¢,
D. Todorovi¢, Arhitektonski ukrasi sopoéanske crkve. Prozori i oltarska
pregrada, in: Na tragovima Vojislava J. Purica, ed. D. Medakovi¢, C. Gro-
zdanov, Beograd 2011, 93-97, crt. 3, sl. 4-6; O. Kandi¢, Sopocani: istorija
i arhitektura manastira, Beograd 2016, 74-77.

acanthus and kyma foliage colored in blue, cinnabar and
gold,”? which would confirm the subtle visual harmony
between imagery and architecture in the interior of the
Holy Trinity at Sopoc¢ani.

Queen Helen (Jelena), wife of King Uro$ I, built the
Church of the Mother of God at the Gradac Monastery. In
its structure, the church largely followed the model of Stu-
denica, and its architectural sculpture, with its Romano-
Gothic influences that reflected the queen’s family back-
ground, was carved by artists from the coastal cities she
governed.”? The templon of the Church of the Mother of
God at Gradac is made of white Studenica marble, with
proskynetaria that ended in decorative arcades emulat-
ing those at Studenica, but these were carved in the same
travertine stone used in the construction of the church.®*
The superbly executed marble architectural decorations of
the colonnettes, feet and capitals on the proskynetaria and
other marble elements of this sanctuary barrier with Ro-
mano-Gothic characteristics were intertwined with a li-
turgical program informed by the centuries-old Byzantine
tradition, creating a distinctive stylistic synthesis but not
disrupting the structure of the templon with open colon-
nades and prominent, monumental fresco-icons of Christ
and the Mother of God (Fig. 8).

In the last decades of the thirteenth century,
Queen Helen’s and King Uro$ I's son, King Stefan Dra-
gutin, built the monastery with the Church of St. Achil-

92 Kandi¢, Sopoéani, 77.

93 On the reconstruction v. O. Kandi¢, Gradac: istorija i arhitek-
tura manastira, Beograd 2005, 144-146.

94 Kandi¢, Arhitektura srednjovekovnih oltarskih pregrada, 46-47.
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Fig. 8. Templon of the Church of the Holy Virgin, Gradac Monastery

leos in Arilje.”> Programmatically, the church followed
the example of its predecessors, although the complex-
ity of the structural system of the central space with a
dome in the middle reveals the builder’s tendency to
pull the architectural structure upward and make it
taller. To a certain extent, that meant that the diameter
of the dome had to be reduced, which as reflected in
the internal arrangement, particularly the appearance of
the eastern bay, where the naos leads into the sanctuary.
Hence, the templon of the Church of St. Achilleos em-
ployed a more concise form, without the solemn marble
proskynetaria but with full-length frescoes of the Moth-
er of God (northeastern) and Christ (southeastern pi-
laster), which programmatically met the liturgical pur-
pose of the templon.

Judging by the manner of making and shaping the
architectural elements of the templon, both overall and in
its details, and the choice of dark-red breccia for the ma-
terial it was made of, it is believed to have had no paral-
lels.?® The separate, profiled base, parallel colonnettes and
a six-pointed star ornament in a circle on the closure slabs
are all characteristics that made this templon different,
but they did not alter its role and meaning in the litur-
gical space, given that, at the very end of the thirteenth
century, intercolumnia in Serbian endowments were still

95 M. Canak-Medi¢, Sveti Ahilije u Arilju. Istorija, arhitektura i
prostorni sklop manastira, Beograd 2002, 85-89.
96 Babi¢, O zivopisanom ukrasu, 25.

not filled with icons.®” There were no icons in the interco-
lumnia at Sopocani (c. 1270), Gradac (c. 1276) and Arilje
(c. 1290), or, judging by the frescoes around the templon,
in any other thirteenth-century Serbian church.”® Even
the Decani templon was designed to allow an open view
of the sanctuary, but the plan changed, probably in 1343,
and the curtain was replaced by icons.””

However, in the fourteenth century, the interces-
sory role of the saints shown on icons prevailed over the
need to make the altar visible, and the central belt of the
templon with the intercolumnium started to be gradu-
ally filled with icons. Two monumental representations
of Christ and the Mother of God, flanking the templon,
moved to the two main openings between the columns of
the templon, establishing the iconographic arrangement
that remains in use to this day.!%°

A templon with closed intercolumnia has survived
in the Church of St. George in Staro Nagori¢ino. The di-
lapidated Church of St. George in Staro Nagori¢ino, an
endowment of Romanos IV Diogenes (1067-1071), was

97 B. Todi¢, Tkonostas u Decanima - prvobitni slikani program i
njegove poznije izmene, Zograf 36 (2012) 116. For a reconstruction of
the sanctuary barrier at Arilje v. Canak-Medi¢, Sveti Ahilije u Arilju,
232-237, crt. 232.

98 Todi¢, Tkonostas u Decanima, 116.

% Ibid., 116-117.

100 Rakicevi¢, Bogoslovske ideje u oltarskim pregradama, 191.
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Fig. 9. a) b) ¢) Fragments of the closure slabs from the Church of Sts. Joachim and Anna

restored by the Serbian king Stefan Uro$ II Milutin, the
younger son of King Uro$ I and Queen Helen (in 1312-
1313). The earliest example of fresco-painted icons be-
tween the intercolumnia has survived at Nagoricino,
which is why scholars tend to overemphasize it, as G.
Babi¢ noted.!0!

The fact is that the two fresco-icons painted on the
front of the closed-off templon were venerated as local sa-
cred objects.!%2 On the left side is St. George, the patron
of the church, and on the right is the Virgin Pelagonitissa
with Christ.193 These icons were painted at the same time
when the church was frescoed (1316-1318), suggesting
that, at that point, icons were a constituent part of the
templon. Its formation in the fourteenth century made
use of the primary elements of the stone structure of the
existing barrier — two small columns, the crowning cor-
nice of the parapet and the epistyle.!%4 The parapet could
have been added or the earlier one could have still existed
and was just plastered over and painted. The frames of
the icons end in shallow arches decorated with painted
ornaments, with alternating colored palmettes leaning on
the painted capitals and small columns. On the reverse of
these images, foliated crosses with letters were painted,
supporting the premise that both images were understood
as true icons.!%> The painted ornaments on the stone clo-
sure slabs, with the motif of unusual crosses in circles on

101 Babi¢, O Zivopisanom ukrasu, 29.

102 1pid., 30.

103 For the Virgin Pelagonitissa v. S. Paji¢, R. DAmico, La The-
otokos Pelagonitissa. Un’iconografia tra I'Oriente, i Balcani e I'Italia nel
medioevo, Bologna 2010; eadem, ,,Izmedu obala Jadrana“ - Bogorodica
Pelagonitisa: zajednicka ikonografska tema srpskog i italijanskog slikarst-
va, Ni§ i Vizantija 9 (2010) 297-319.

104 g Todi¢, Staro Nagoricino, Beograd 1993, 38, 123. The mat-
ter was discussed in some earlier studies: D. Boskovi¢, Izvestaj i kratke
beleske sa putovanja, Starinar 6 (1931) 173-176; idem, Arhitektonski
izvestaji, Glasnik SND 11 (1932) 212-223.

105 Babi¢, O zivopisanom ukrasu, 30; Todié, Staro Nagoricino,
203, sl. 83.

a white background, should be understood as a pedestal
for the icons,'%¢ and their position in the structure of the
barrier has been said to imitate moveable icons.!%” Beside
them, on the pillars, Christ and the Mother of God were
painted. As fresco-icons on templon proskynetaria had
existed for centuries, it seems possible that these two fres-
co-icons in the templon intercolumnia mimicked the high
icons of the proskynetaria, as suggested by ornaments
emulating proskynetarion frames above and around the
portrait and halo of the holy figures.1%8

The fresco-icons of St. George and the Virgin Pelag-
onitissa with Christ primarily had a devotional character:
the faithful kissed them, prayed and lit candles in front of
them. The position closest to the altar and the axis of the
church was probably considered more suitable for their
display than other places that could have been assigned to
them in the church, in the naos or narthex.!% This prac-
tice did not become commonplace that quickly in medi-
eval Serbia despite the prolific building activities of King
Milutin and his successors from the Nemanji¢ dynasty.

Around the time when Nagori¢ino was restored, in
1313/1314, King Milutin erected a modestly sized church
dedicated to St. Joachim and St. Anna at Studenica. The
king also built, expanded and restored other structures at
the monastery,'1? the most distinguished endowment of
the dynasty founder Stefan Nemanja. The last decade of
the king’s reign was marked by intensive building activi-
ties. It was then that the cathedral church at Hilandar was
restored or built (1311-1316),!!! as well as King Milutin’s

106 Babi¢, O zivopisanom ukrasu, 30; Todié, Staro Nagoricino,
206, sl. 85.

107 Grabar, Deux notes sur Uhistoire de I'iconostase, 18.

108 Todic, Staro Nagoricino, 205-206, sl. 84-86.

109 Grabar, Deux notes sur Uhistoire de l'iconostase, 19.

110 M. Popovi¢, Studenicka zdanja kralja Milutina, in: Manastir
Studenica - 700 godina Kraljeve crkve, 173-184.

U1 M. Markovi¢, V. T. Hosteter, Prilog hronologiji gradnje i osli-
kavanja hilandarskog katolikona, HZ 10 (1998) 209-210.
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Fig. 10. Sculptural decoration: a) part of the templon architrave, Porta Panagia, Pyli; b) Fragments of the closure slabs of the
templon in the church of St. Stephen, Banjska; c) Part of the marble closure slab in the church of Sts. Joachim and Anna

burial church at Banjska, which emulated the “image of
the Holy Mother of God of Studenica.”11?

The frescoing of the abovementioned church at
Nagoricino, the Virgin Ljeviska, Grac¢anica and St. Niketas
has been securely associated with the time of the celebrat-
ed Thessalonian artist Michael Astrapas and the painters
from his workshop. They were hired by King Milutin, and
there are scholarly grounds to believe that, among other
religious edifices, they frescoed the small church of Sts.
Joachim and Anna.!'3 While the church was being built,
the stoneworkers tasked with making the understated
marble architectural sculptures were probably also asked
to produce the liturgical furnishings made of white Stu-
denica marble,"* which marked the passage from the
naos into the sanctuary.

The original shape of the templon
from the Church of Sts. Joachim and Anna
at Studenica: an analysis

The Church of Sts. Joachim and Anna at Studenica,
the so-called King’s Church, with its very compact inter-
nal organization, is an unusual monument in Serbian me-
dieval church architecture. Its architecture and some simi-
larities with other churches associated with King Milutin’s
building activities have been the subject of stand-alone but
not fully systematized interpretations.!!> Similarly, the ar-
chitectural design of the templon has been analyzed only
indirectly and without reference to the inseparable objects

112 B, Todi¢, Zaduzbine kralja Milutina u delu arhiepiskopa
Danila Drugog, in: Manastir Studenica - 700 godina Kraljeve crkve, 151.

113 M. Markovi¢, Mihailo Astrapa i freske Kraljeve crkve u
Studenici, in: Manastir Studenica — 700 godina Kraljeve crkve, 173-184.

114 N. Debljovi¢-Risti¢ et al., Studenica marble: significance,
use, conservation, Sustainability 11/14 (Basel 2019) 3916 - https://doi.
org/10.3390/sul11143916.

115 ¢ Curdié, Kraljeva crkva u Studenici: simbolika, arhitekton-
ska koncepcija i realizacija - uloge Danila II, in: Manastir Studenica -
700 godina Kraljeve crkve, 68.

of worship, not taking into account the iconographic ma-
terial relevant for a comprehensive understanding of the
templon.

To begin our discussion of the questions concern-
ing the marble templon at the Church of Sts. Joachim and
Anna, let us first take a look at the studies that have been
published so far and proceed with our attempt to assess it
as a whole.

The first important findings of the marble liturgical
furnishings of the Church of Sts. Joachim and Anna were
discovered during the extensive conservation-restoration
works at the Studenica Monastery complex in 1952-
1956.116 The conservation project involved some archaeo-
logical excavations, which led to the identification of some
fragments of the templon’s closure slabs, which the archi-
tect Slobodan Nenadovi¢ assumed to belong to the stone
sanctuary barrier at the Virgins Church. A small angular
and highly distinctive piece with a bas-relief ornament
was in a group of fragments found when the remains of
the walls of the Church of St. John the Forerunner were
uncovered. Judging by its thickness and the very similar
bas-relief floral motif, it seemed to match the ornamenta-
tion and treatment of the marble slab built into the floor
of the monastery refectory.!!” Already the following year,
in 1957, Nenadovi¢ published many of these research
results, including, among other things, a photograph of
both separate marble fragments of the closure slab from
the sanctuary barrier.!!® These early findings allowed the
art historian Marica Suput to offer her observations in
a treatise entitled Byzantine sculptural decoration in the
building projects of King Milutin (1976) and establish some
analogies between the bas-reliefs on some architectural el-
ements of the churches at Hilandar and Banjska, compar-
ing them with the Studenica fragments of closure slabs of

116 5 M. Nenadovi¢, Studenicki problemi. Ispitivanja i restau-
ratorsko-konzervatorski radovi u periodu od 1952 do 1956 godine,
Saopstenja 3 (1957) 5-98.

"7 Ibid., 67.

U8 Ibid., 52, sl. 56.
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the sanctuary barrier.!!® For the first time, the Studenica
reliefs on the closure slabs of the sanctuary barrier were
officially linked with the parekklesion of Sts. Joachim and
Anna at Studenica. Comparing the marble-working tech-
nique and artistic approach of the architectural sculp-
ture in all three churches, which involved filling-in the
bas-reliefs with colored paste, the author concluded that
the same stoneworking workshop from some Byzantine
artistic center could have been hired to work at all three
monuments.!?® On that occasion, without going into a
more in-depth dimensional and architectural analysis,
she proposed an ideal reconstruction of sanctuary barri-
er, grouping the available fragments onto the two closure
slabs closer to the axis of the church, appending a frontal
drawing by the architect Marija Radan Jovin.!?!

In her monograph on the King’s Church, published
in 1987, the art historian Gordana Babi¢ makes no more
than a passing reference to the “discovered fragments,” in
the context of introducing monograms into the ornamen-
tation of columns and church furnishings, which were
not applied on the closure slabs of the King’s Church, and
appends photographs of three separately photographed
fragments!2? but without the already published fragment
found in the vicinity of the Church of St. John. An im-
portant monolith piece of the central part of a separate
closure slab decorated with the same ornament, which
was included by Marica Suput in her ideal reconstruction
without a more thorough review of the number of the dis-
covered closure slab fragments, was added to the earlier
group, but the exact location of its discovery was not re-
corded.!?3 Babi¢ also published a horizontal cross-section
of the church with a proposed ideal reconstruction of the
sanctuary barrier, again by Marija Radan Jovin, which
only slightly differs from the earlier one.!?*

In 1988, in the catalog for the exhibition Blago ma-
nastira Studenice (Treasures of the Studenica Monastery)
a separate section was dedicated to Studenicas stone ar-
chitectural sculpture. Here, in three catalog entries, the art
historian Srdan Duri¢ presented and described the visual
features, with dimensions and place of discovery, of every
fragment from the sanctuary barrier at the King’s Church.
Importantly, Duri¢ notes that the fragment marked as the
lower right corner of the closer slab could have been a piece
from a third slab because its compositional grid uses bands
rather than indentations like the other fragments.!2

Much later, in his monograph Manastir Studenica.
Arheoloska otkrica (The Monastery of Studenica. Ar-
chaeological Discoveries, 2015), the archaeologist Marko
Popovi¢ published the first technical drawings of all four

119 M. Suput, Vizantijski plasticni ukras u graditeljskim delima
kralja Milutina, ZLUMS 12 (1976) 43-55.

120 1pid., 47-50.

121 1big., 52.

122 g, Babi¢, The Kings Church of Studenica, Novi Sad -
Studenica Monastery 2020, 34, sl. 12.

123 Suput, Vizantijski plasticni ukras, 52, crt. 8.

124 Babi¢, The King’s Church of Studenica, 33, sl. 11.

125, DPurié, Parapetna ploca, in: Blago manastira Studenice, ed.
V. J. Buri¢, Beograd 1986, 113, sl. 107, kat. br. 18 (no inventory num-
ber, place or year of publication); ibid., 114, kat. br. 19 (out of three re-
constructed fragments, only one was inventoried — the one to the left,
cat. no. 424); ibid., 114, sl. 103, kat. br. 20 (inv. br. 425).

fragments grouped into two closure slabs,!'?® claiming
that they belonged to two matching closure slabs.!?” Fi-
nally, the catalog for the exhibition Duhovno i kulturno
naslede manastira Studenice: drevnost, postojanost, savre-
menost (Spiritual and Cultural Heritage of the Monastery
of Studenica: Past, Perseverance, Contemporaneity, 2019)
summarizes earlier knowledge about the preserved frag-
ments of the King’s Church templon in three catalog en-
tries by the art historian Olga Spehar.!28

Taking into account the known fragments of the
former templon, the views summarized above and the
broader context and meaning of the liturgical purpose
of sanctuary barriers, or templa, we will attempt to com-
prehensively determine its architectural and iconographic
program (Fig. 9a, b, ).

Starting from the metric facts and actual traces
found in situ, by analyzing the compositional elements
and proportions of the vertical spatial structure of the
King’s Church and by considering some analogies with
preserved original elements of stone templa from Serbian
churches from the time of King Stefan Milutin’s prolific
ktetorial activity and their schemes, it seems methodo-
logically plausible to supplement the quite scarce original
evidence and propose a reconstruction of the marble tem-
plon at the Church of Sts. Joachim and Anna. A special
iconological importance!?’ is indicated by the figures of
Christ and the Mother of God to the north and south of
the sanctuary barrier, as well as two pairs of saints in the
same, bottommost fresco zone — Christ’s holy ancestors
Joachim and Anna, and the venerable Sava and St. Sime-
on opposite them.130

Starting from the distance measured from the posi-
tion of the original templon, securely determined on the
northern side by the extant traces of a fresco-painted bor-
der and the position of the epistyle, two starting dimen-
sions were determined: the width of the sanctuary barrier
and its height, which constructionally stabilized the entire
spatial structure of the templon.

In the ratio system, if one line segment is divided
so that the ratio of its larger part to its entirety is equal
to the ratio of the smaller part to the larger one, we can
plausibly claim that, compositionally, this is a creative
geometric principle known as the golden ratio (sectio au-
rea). It is well known that the golden ratio lies at the root
of the best-proportioned architectural forms, i.e., that the
entire law lies in the proportion of the individual parts
to the whole and amongst themselves. Hence it is often

126 . Popovi¢, Manastir Studenica: arheoloska otkri¢a, Beo-
grad 2015, 80, sl. 33. Popovi¢ relies on the reconstruction proposed by
Marija Suput, disregarding Srdan Duri¢’s important remark about the
lower right-side corner of the closure slab.

127 Ibid., 81.

128 . Spehar, Fragments from parapet slabs, in: Spiritual and
cultural heritage of the Monastery of Studenica: Past, perseverance, con-
temporaneity, ed. M. Markovi¢, Belgrade 2019, 91-92, cat. no. 37.

129 1conographical depictions of the saints in the frescoes on
the walls of the church iconologically participate in the same act as the
faithful, just as the exemplars of these saints ontologically participate
in the Liturgy. T. Rakicevi¢, Introductory note, in: G. Babi¢, The King’s
Church of Studenica, 7.

130 Babi¢, The King’s Church of Studenica, 202-203, 196-197,
figs. 173-174, 170.
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called the divine proportion (proportio divina) or divine
section (sectio divina) and is mathematically confirmed
by the Fibonacci numbers.!3! It should, however, be
borne in mind that, throughout the history of architec-
tural practices, different systems of proportion represent-
ed practical design means and tools expressed through
the metaphysical power of numbers, which contributed
to achieving architectural harmony.'3? The aspiration to
determine the system of proportion that lay at the root of
Serbian medieval churches, including the Virgin's Church
of Studenica, gives rise to the academic need to deter-
mine the mathematical ratios in the horizontal and verti-
cal projections.!33

Stopping short of the claim that the builder of the
King’s Church at Studenica was familiar with Euclidean
geometry or had any knowledge of the quadrivium, espe-
cially in the first steps of measuring out the floor plan of
the church, which show some inaccuracy,!3* the observed
modifications and a gradual balancing-out through the
dimensions of the walls and the spatial structure suggest
that the designer(s) were highly skilled and had a marked
feeling for harmony, reflected in the recognizable sys-
tems of proportion in the interior of the church.!3> Meth-
odologically, the established system allowed us to use the
available facts (the known widths of the two closure slabs
and the tripartite structure of the sanctuary) to define the
templon elements and hypothetically reconstruct their di-
mensions (Drw. 1).

The position of the two identical closure slabs,
whose widths are known to us, was determined using the
equal dimensions of the angular pilasters on the eastern
side, with the space intended for the prothesis and dia-
konikon to the left and right of them. Continuing our ex-
amination of the fragments, especially the smallest angu-
lar one, which Puri¢ assumed to belong to a third closure
slab,!3¢ besides the horizontal rim with a band framing
the floral motifs, provides insight into two more details.
The breadth of the torus on the rim framing the closure
slabs exceeds that of the torus on the fragments of the
two other slabs, perhaps suggesting that the two central
closure slabs were comparatively larger, or more specifi-

3L E Corbalan, Le nombre dor: le langage mathématique de la
beauté, Paris 2013, 26-41.

132 M. A. Cohen, Introduction: two kinds of proportion, Archi-
tectural Histories 2/1 (London 2014) 1-25 https://journal.eahn.org/
articles/10.5334/ah.bv/.

133 M. Canak-Medi¢é, . Bogkovié, Arhitektura Nemanjinog
doba 1. Crkve u Toplici i dolinama Ibra i Morave, Beograd 1986; M.
Canak-Medi¢, Arhitektura Nemanjinog doba 11. Crkve u Polimlju i na
Primorju, Beograd 1989. In the subsequent editions, for every medi-
eval monument, through the proportional system by squaring, the
dimensions of some elements are extracted from the starting picture
of their proportions. More recent research is based on triangulation,
using the V3 system, where an equilateral triangle emerges as the main
proportional figure: M. Dragovi¢ et al., Geometric proportional schemas
of Serbian Medieval Raska churches based on Stambuk’s proportional
canon, Nexus Network Journal 21/1 (Turin 2019) 33-58 - https://doi.
0rg/10.1007/s00004-018-00426-z.

134 Babi¢, The King’s Church of Studenica, 35.

135 The design of the church with a cross-in-square floor plan
and a square-shaped naos points to the symbolism of the number four
and also allows the construction of the golden ratio by lowering the
diagonal inscribed in one half of the square to one of its sides, yielding
the mathematical constant of 1: 1,618.

136 Durié, Parapetna ploca,, 114, sl. 103, kat. br. 20.

cally, broader than the ones positioned laterally next to
the northern and southern walls. The averse of the closure
slabs of known dimensions was compositionally split into
three equal surfaces along the vertical axis, thereby deter-
mining the breadth of the border with floral ornaments
that framed the slab. The ornamental composition on the
front was decorated with a vine made up of heart-shaped
palmettes, with the interlaces embellished with alternat-
ing stylized fleur-de-lis motifs in two sizes. The multiple
meanings of this symbolic representation, associated with
many places in the Old and New Testament texts, the cult
of the Mother of God, the dignity of royal power “be-
stowed” by God, and its ubiquity in the Christian world!3”
were particularly worthy of attention in the graphic re-
construction of the missing parts of carved ornaments.

This symbolic motif also appears on the coinage is-
sued by King Milutin. A coin of the king’s dinar de cruce
et de lilio features, on one side, the ruler with a lily-shaped
crown seated on a throne, holding a cross in one hand and
a scepter adorned with a fleur-de-lis motif in the other;
on the reverse, it shows Jesus Christ with two heraldically
linked fleur-de-lis motifs.!3® These coins were minted and
issued while the King’s Church was in construction and
in the process of being furnished.!*® Hence this carved
floral ornament, also present on the fragments of the clo-
sure slabs of the sanctuary barrier at the King’s Church, as
well as on the fragments from the sanctuary barrier in the
Church of St. Stephen in Banjska, seems to be an impor-
tant symbolic motif and could have had both theological
and ideological meanings.!40

However, despite some geometric similarity in the
formation of the carved ornament stylized with heart-
shaped vines with fleur-de-lis motifs on the interlaces, the
stoneworking style, i.e., technique of the bas-relief, shows
that they were made using different carving methods. The
Banjska fragments betray the use of a masonry bit, a spe-
cial kind of drill bit that releases a mass of material dur-
ing carving.!4! This tool was extensively used in the pro-
duction of marble architectural sculptures at the Virgins
Church of Studenica and is associated with stonework-
ers from the Adriatic coastlands. The stoneworking art-
istry and technique, chisel use and the finishing touches
on the Banjska bas-reliefs can hardly be attributed to the

137 Leksikon ikonografije, liturgike i simbolike zapadnog
kr$éanstva, ed. A. Badurina, Zagreb 1990, 387-388; H. Cornwell, J.
Cornwell, Saints, signs, and symbols: the symbolic language of Christian
art, Harrisburg PA 2009, 11.

138 M, Jovanovi¢, Srpski srednjovekovni novac, Beograd 2001,
30-34; V. IvaniSevi¢, Obim kovanja srpskog srednjovekovnog novca
kraljevskog perioda, in: Kraljevstvo i arhiepiskopija u srpskim i pomor-
skim zemljama Nemanjica, ed. Lj. Maksimovi¢, S. Pirivatri¢, Beograd
2019, 503, 508, 515, sl. 1.

139 Ivanisevi¢, Obim kovanja srpskog srednjovekovnog novca,
503, 507, 516.

140 At the Virgin's Church of Studenica, the northern vestibule
features the carved motif of a cross with budded fleur-de-lis motifs on
its beams (the Studenica cross), which is also commonly found on sar-
cophagi, e.g. the coffin of St. Joanikije at Sopocani or the sarcophagus
of an unknown saint at the Patriarchate of Pe¢, which was interpret-
ed as a symbol of the Resurrection of Christ. For this v. J. Maglovski,
Skulptura Pecke patrijarsije. Motivi, znacenja, in: Arhiepiskop Danilo 1I i
njegovo doba, ed. V. ]. Duri¢, Beograd 1987, 318-319, sl. 40-41.

141 p Rockwell, The art of stoneworking: a reference guide, New
York 1993, 64, drw. 10.
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Drw. 1. Proportional analysis of the Church of Sts. Joachim and Anna, Studenica Monastery
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Drw. 2. a) Ideal reconstruction of the templon of the Church of Sts. Joachim and Anna, Studenica Monastery;
b) Templon of the Church of the Presentation of the Virgin, Hilandar Monastery

same group of craftsmen that worked at the Church of Sts.
Joachim and Anna and obviously had inferior stonework-
ing and artistic abilities.!42

142 M. Suput’s hypothesis that the carvings at Banjska, Studenica
and Hilandar were made by stoneworkers from the same workshop that
came from one of the Byzantine centers seems improbable, although

Besides their themes, stylistic characteristics and
sculptural treatment, the fact that these closure slabs were
filled in with paste is confirmed by traces of red paste on

their themes and pseudo-kufic stylistic features show that they were un-
doubtedly derived from the stone ornaments used in Byzantine churches
in the Greek territories (Suput, Vizantijski plasticni ukras, 51-53).
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Fig. 11. Templon of the Church of St. Demetrios, Patriarchate of Pe’

the fragments of the Banjska sanctuary barrier, as well as
their similarity with the architectural sculpture of King
Milutin’s katholikon of the Hilandar Monastery. It repeats
the practice of using reliefs with paste as a special form
of stone ornamentation, for which analogies have been
found at the Church of Porta Panagia in Thessaly (Fig.
10a, b, ¢).143

However, when analyzed and compared with the
floral ornament of a wide band on the closure slabs, the
small corner fragment revealed, among other details, a
more elaborate vine motif. The vine is made up of inter-
connected ornaments which, on two closure slabs, have a
central flower with three petals, but on the fragment of
the third, the floral ornament has five symmetrically ar-
ranged petals. The five-petal figure confirms that this
fragment belonged to a separate closure slab. We can
assume that, due to its position in the overall composi-
tion of the templon, right next to the royal doors, it could
have been slightly more important than the narrow clo-
sure slabs located next to the side walls of the church. The
width and height of the slab were obtained by geometric

143 A K. OpAavSoc, H Iépra-Tavayik 11 Ocooaliag, Apyeiov
Twv Bulavtivay pvnueiwv g EAadog 1 (ABriva 1935) 28, ewk. 18; M.
Suput, Vizantijski reljefi sa pastom iz XIII i XIV veka, Zograf 7 (1976)
6-44. The only extant templon made in this technique is located at the
Panagia Episkopi on the island of Santorini and dates from 1181 (Van-
derheyde, The carved decoration, 85, fig. 13).

progression, according to a division based on the golden
ratio, with the overall height of the lower belt coming
close to the dimension range of templa in Serbian medi-
eval churches (Drw. 1).144

Because there are no findings of the columns, col-
onnades, capitals and epistyles to supplement the corpus
of the marble templon, we used analogies with the pre-
served original elements of sanctuary barriers chronologi-
cally close to the creation of the templon at the Church of
Sts. Joachim and Anna.

The elements of a stone temple hidden behind the
massive wooden Baroque iconostasis at the Church of
the Presentation of the Virgin at Hilandar are notewor-
thy although they display some diversity, suggesting that
changes, particularly apparent on the capitals, were made
over time.!*> The distinctive characteristic of the Hilandar
templon compared to other known examples in the Serbi-
an milieu is the use of colonnades beside the royal doors
with the motif of the so-called Hercules knot,'46 which
emphasizes the central passageway to the sanctuary. The
same motif is present on the mullion of the two-light win-

144 M. Canak-Medi¢, Prvobitna oltarska pregrada crkve Uspenja
Bogorodice u Moraci, Saop$tenja 39 (2007) 77.

145 ¢ Nenadovié, Arhitektura Hilandara: crkve i paraklisi, HZ 3
(1974) 137-138, sl. 48.

146 Kalavrezou-Maxeiner, The Byzantine knotted column, 95—
103.
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dow on the western facade of Staro Nagori¢ino.!*” We
cannot rule out the possibility that the sanctuary three-
light window at the Virgin Ljeviska also had a Hercu-
les knot on its mullions, which were removed when the
church was converted into a mosque.'*® We can assume
that they were also present on the templon, like in other
churches from King Milutin’s time whose decoration has
not survived in full (Drw. 2).

Earlier scholars have associated the stone bas-relief
decoration on the western portal of the Hilandar katho-
likon with the Porta Panagia church in the town of Pyli
(1283) and compared it with the technique of decorating
the epistyle of the sanctuary barrier.* Similarities with
this sanctuary barrier include the use of interconnected
columns and mullions with the same motif on the sanctu-
ary three-light window at this church. Entirely hypotheti-
cally, we might ask whether the main door of the sanctu-
ary at the King’s Church could have had interconnected
columns, which have carried strong symbolic meanings
ever since the classical times and appeared in the Byzan-
tine world already in the tenth century and, shortly there-
after, on Mount Athos, too (Drw. 3).1%0

As for the capitals, only two have survived, on the
northern side near the passage to the proskomedia, which,
judging by their carved ornaments, seem to belong to the
time when Milutin’s templon was created. Given their
shape and size, they could not have been the direct model.

Marica Suput has pointed out the structural similar-
ity of the templon elements at the King’s Church with the
sanctuary barrier of the Church of St. Demetrios at Pe¢.!>!
Indeed, comparing the underlying division of the sanctu-
ary barrier and the shapes and dimensions of the original
columns, colonnetes and capitals,'> we could, by anal-
ogy, hypothetically propose the approximate dimensions
and forms, and, to an extent, the carved ornaments, of the
missing elements of the templon at the Studenica chapel.
Although the placement of the three original closure slabs
during the reconstruction of St. Demetrios!> remains
open to a reexamination, this sanctuary barrier is an im-
portant testimony to the artistic ideas associated with the
time close to the king’s building activities (Fig. 11).

When considering this templon, a relevant body of
evidence is the templa at the Church of the Ascension at
Decani.!>* Those have a more complex spatial structure

1475 Ciri¢, The symbolism of the knotted in the architecture of
King Milutin, The Legends Journal of European History Studies 1 (To-
kat 2020) 86-90, sl. 5, 8, 9 - http://dx.doi.org/10.29228/legends.41923.

148 M. Canak Medi¢, B. Todi¢, Bogorodica Ljeviska, Novi Sad
2015, 12.

149 Suput, Vizantijski reljefi sa pastom iz XIII i XIV veka, crt. 4.

150 N Melvani, The middle Byzantine sanctuary barriers of
Mount Athos: templon and iconostasis, in: Aaokdda. Amodoon Tiung
oty oudtiuy kabnyntpie Maipt Ilavayiwtidn-Keoicoylov, ed. II.
ITetpidng, B. Dwokolov, ABfva 2014, 305-335.

151 Suput, Vizantijski plasticni ukras, 48.

152 M. Canak-Medi¢, Arhitektura prve polovine XIII veka 11.
Crkve u Raskoj, Beograd 1995, 65-66, sl. 105-105a, kapitel sl. 124d-
282.

153 The sanctuary barrier was restored in 1932 by Dj. Bogkovi¢.
V. idem, Osiguravanje i restoracija crkve manastira sv. Patrijarsije u
Pe¢i, Starinar 8-9 (1933-1934) 119-122, sl. 28, 29.

154 Todié, Tkonostas u Decanima, 115-129; idem, M. Canak-
Medi¢, Manastir De¢ani, Beograd 2005, 225-227, crt. XLII-XLIIL

and a sculpturally richer treatment of some elements,
particularly capitals, and they also have a more elabo-
rately fluted pedestal. The proportions of their closure
slabs might indicate the proportional ratio between the
breadth and height of the closure slabs at the Church of
Sts. Joachim and Anna, given their known width and the
proportion system. The Decani templa had no indenta-
tions or grooves on their colonnades to suggest that the
insertion of icons of Christ and the Virgin in the inter-
columnia was planned in advance.!>> On the eastern pair
of piers supporting the dome, the commonly shown fig-
ures of Christ and the Mother of God were not painted;
instead, they appear on the western pair of piers in the
front, which delineate an anteroom for the space below
the dome, i.e., the central part of the naos. The appear-
ance of icons on the intercolumnia is associated with the
translation of the relics of King Stefan Uros I11, the found-
er of Decani, to the space in front of the sanctuary.!>®
The structural program of the Decani templa allowed us
to draw some conclusions about the shaping of the ar-
chitectural structure of the templon at the Church of Sts.
Joachim and Anna.

We still do not know anything about the decoration
of the architrave beam - epistyle at this church. The orna-
ments on the closure slabs, as well as the floral richness of
the border highlighting the fresco-painted scenes, could
be an indication that the entire architectural structure of
the templon was decorated in bas-relief ornaments em-
phasized with colored paste, as suggested by many exam-
ples of templa, especially those created in the so-called
Middle Byzantine period. However, the architecture alone
is not enough to allow a comprehensive assessment of the
templon’s role in the internal organization and furnishing
of the space.

The function of the fresco-icons flanking the
templon

Beside the templon of the Church of Sts. Joachim
and Anna, on both sides, there are characteristic fresco-
icons of Christ and the Mother of God. Christ holds an
open Gospel book with the words: “I am the light of the
world..” (John 8:12).17 The way in which the figures of
Christ and the Virgin are shown is tied to the described
tradition of painting these icons on the pillars beside the
templon as proskynetaria. The presence of these represen-
tations, Christ opposite the Mother of God, right next to
the templon, was enough to satisfy the tradition of icon
veneration associated with it.

The placement of the most revered frescoes one op-
posite another, in the easternmost part of the naos, was
adopted in single-nave (aisleless) churches, such as St.
George at Kurbinovo, St. Stephen in Kastorial®® or St.

155 Todié, Ikonostas u Decanima, 116.

156 1bid., 116-117.

157 Babi¢, The King’s Church of Studenica, 200, n. 499. The full
quote reads: “I am the light of the world. Whoever follows me will nev-
er walk in darkness, but will have the light of life” (John 8:12).

158 The Church of St. Stephen in Kastoria is a three-nave ba-
silica with a narthex. It was frescoed several times: in the second
half of the ninth, the thirteenth and fourteenth centuries. The rep-
resentations of Christ and the church patron, facing one another
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Fig. 12. Holy Virgin with Christ, with St. Simeon, St. Sava and warrior saints behind them,
Church of Sts. Joachim and Anna, Studenica Monastery

Nicholas tou Kasnitzi in Kastoria.!>® This arrangement
points to a link between the templon’s architectural struc-
ture and the devotional images.!® Taking into account
other aisleless churches, we observe a pattern in the selec-
tion of wall paintings facing one another. There are two
variants of the fresco arrangement: the first is placing the
Deisis opposite the figure of the church patron; the other
involves a similar arrangement of the murals - the figure

in the naos, belong to the earliest fresco layer (S. Pelekanidis, M.
Chatzidakis, Kastoria, Athens 1985, 9). For the construction of the
Church of St. Stephen in Kastoria in the ninth century, the stages
of wall painting and the fresco program v. Pelekanidis, Chatzidakis,
Kastoria, 6-21; L. Sisiou, The painting throughout the 13" century in
Saint Stefanos of Kastoria, Ni§ i Vizantija 5 (2007) 393-410 (includ-
ing earlier literature).

159 The Church of St. Nicholas (Agios Nikolaos) tou Kasnitzi
in Kastoria was built as an aisleless basilica with a narthex, and it
was probably painted in the last quarter of the twelfth century. The
frescoes of Christ Pantokrator and St. Nicholas, the church patron,
shown as a full-length figure on the southern wall with the busts of
Christ and the Mother of God handing him a Gospel book and an
omophorion, are in the immediate proximity of the templon (Pele-
kanidis, Chatzidakis, Kastoria, 57, 59, fig. 11). For a dating of the
frescoes of St. Nicholas tou Kasnitzi, commissioned by Nikephoros
Kasnitzes, to the last decade of the twelfth century v. T. Malmquist,
Byzantine 12" century frescoes in Kastoria. Agioi Anargyroi and Agios
Nikolaos tou Kasnitzi, Uppsala 1979, 106-109 (for the fresco program
v. 24-28, 30-32, 123-124). Pelekanidis and Chatzidakis date the wall
paintings of St. Nicholas tou Kasnitzi to 1164-1191 (Pelekanidis,
Chatzidakis, Kastoria, 50-65). Cf. K. Skawran, Stylistic cross currents
in twelfth-century painting in Greece, De arte 15 (Pretoria 1980) 8,
10, 13-14; E. Drakopoulou, Kastoria. Art, patronage, and society, in:
Heaven & earth. Cities and countryside in Greece, ed. ]. Albani, E.
Chalkia, Athens 2013, 118-119.

160 A Mailis, Obscured by walls. The béma display of the Cretan
churches from visibility to concealment, Mainz 2020, 53. Athanassios
Mailis has written a study on a group of frescoes mostly painted on
the side walls of Cretan aisleless churches built from the thirteenth to
the fifteenth century. His research included 425 chuches on the island,
with around 80 characteristic examples. An analysis of these examples
makes it easier to assess the program of the lower zone in the naos of
the King’s Church, where the frescoes of Christ and the Mother of God
are positioned, facing each other, closest to the sanctuary, followed
by the representations of Joachim and Anna opposite St. Sava and St.
Simeon.

of Christ and the Mother of God or the church patron.!6!
In Cretan churches dedicated to the Holy Virgin, the
Mother of God is shown as a frontal figure on the wall op-
posite the Deisis, on the northern side, beside the altar,162
In any case, the lower zone of the walls, where these fres-
coes are, was used as a rudimentary form of the templon,
in front of which the faithful worshipped. The representa-
tion of these wall paintings suggests that they were used
as despotic icons instead of the non-existent templon (Fig.
12a, b and 13a, b).163

In the single-nave Church of St. George at Kurbino-
vo, a unique iconographic scheme is found in the east-
ern corner of the southern wall, in front of the altar. The
Mother of God faces left, prayerfully addressing Christ
shown in a proskynetarion on the southern wall.1®4 In
the first zone on the northern wall, St. George, the patron
of the church, is shown, again in a painted proskynetari-
on.165 Thus, the scheme of the frescoes used for devotion-
al purposes (worship of the faithful) on the eastern pair of
pillars in domed churches was moved to the surface of the
lateral wall of single-nave edifices. Along with the trans-
fer of this theme to the southern wall, the function of the
templon was moved to the side wall of aisleless churches,
which now seems to have become part of the sanctuary.!66
The arrangement of the representations of the church pa-
tron and the Deisis on the edges of the lateral walls in front
of the altar developed in Cretan churches in the thirteenth
century and lasted until the fifteenth century.!®” The ar-
rangement of these compositions has several variants.!68

161 1pid., 53.

162 1bid., 59.

163 1bid., 63.

164 C. Grozdanov, Kurbinovo i drugi studii za freskoZivopisot vo
Prespa, Skopje 2015, 160-164, 260; E. Dimitrova, The church of Saint
George at Kurbinovo, Skopje 2016, 13, 25.

165 Grozdanov, Kurbinovo, 180-181, 217, 265.

166 1pid., 57-58.

167 Ibid., 55, 57-58, 79.

168 1pid., 57-58, 63-76.



Archimandrite Rakicevi¢ T., Debljovi¢ Risti¢ N.: Medieval templon with inseparable objects of prostration

Fig. 13. Christ the Judge with the patrons and ktetors behind him, Church of Sts. Joachim and Anna, Studenica Monastery

From the second half of the fourteenth century, the prac-
tice of showing the saint on the northern wall next to the
altar, in continuity with other figures and without separat-
ing it with borders, became standard.'%° The images of the
Deisis and the church patron provide important evidence
about the now lost cultic practices established in simple
(aisleless) churches of this period.'”? The earliest Cretan
example of Christ and the Mother of God opposite each
other on the side walls in the space leading up to the altar
is found in the Church of the Mother of God in Alikam-
pos, Apokoronas (1315/1316).171

The manner of representation, themes, proximity
to the altar and integration into the iconographic pro-
gram suggest that these images were venerated as icons of
the templon and used for devotional purposes although
they had been moved to the side walls.!”? The frescoes of
Christ and the Mother of God on the lateral walls later
served as the model for the despotic icons of masonry
templa.!”3

In the case of the King’s Church, Sts. Joachim and
Anna are its patrons, but in a way, so are St. Simeon and
St. Sava, the most deserving personages for the founding
and prosperity of the Studenica Monastery,!”* and there-
fore their placement opposite the patrons, Joachim and
Anna, seems very natural. In the lower zone of the naos
at the King’s Church, an elaborate, symmetrical Deisis is
split into two parts, divided and doubled at the same time,

169 1bid., 76, sL. 111.

170 Mailis, Obscured by walls, 82.

171 Ibid., 94, sl. 148-150. Many of those churches were frescoed
by Ioannis Pagomenos, who usually included representations of Christ
opposite others in the program.

172 Ibid., 101.

173 Eresco-icons on side walls, intended for veneration and
worship, existed before masonry templa in Crete. Ibid., 103.

174 King Milutin did not envision the chapel dedicated to the
Virgin’s parents as an independent church but wanted it to continue
and add to the idea of Studenicas cathedral (Virgin's Church) and
highlight the century-long existence of the holy lineage from which he
had sprung (Babi¢, The King’s Church of Studenica, 24).

reflecting the concept of the patrons’ presence opposite
Christ and the Mother God. Christ faces the Virgin and St.
Simeon and St. Sava. His blessing gesture includes both the
representations facing Him and the patrons next to Him -
Sts. Joachim and Anna, to whom he is slightly turned. The
Mother of God is opposite the full-length figure of Christ,
and the Christ Child in her arms blesses St. Simeon and St.
Sava. The composition of Christ, Joachim and Anna also
includes King Milutin, the founder of the church, with his
wife, opposite the warrior saints (Fig. 13, 14).

This elaborate, symmetrical composition of images
intended for prayerful veneration, headed by Christ and
the Mother of God (through their proskynetarion icons
moved to the side walls) with the figures that, in the spir-
it of the Deisis theology, gravitate towards them, makes
their repetition on the templon redundant, particularly
given that they had just been moved from it.

The templon, as a permeable structure,'”> has a sym-
bolic meaning and practical purpose associated with the
functionality and character of the sanctuary.'’® The very
fact that this space was sectioned oft highlighted its special
importance. The low walls (parapets) let one know that one
can go no further,!”” but the line of pillars above the para-
pets, the colonnade, is an expression of the idea of opening

175 1 A, Shalina, Vkhod «Sviataia Sviatykh» i vizantiiskaia
altarnaia pregrada, in: Ikonostas. Proiskhozhdenie - razvitie - simvolika,
ed. A. M. Lidov, Moskva 2000, 55.

176 Rakicevi¢, Neki teoloski razlozi za postojanje dveri i zavese
na templu, 249.

177 In the fourth century, there were still cases of laypeople be-
ing given the Holy Communion in the sanctuary. Canons 19 and 44
of the Council of Laodicea officially banned the faithful from entering
the sanctuary to receive Holy Communion. Summarizing the order of
the Holy Liturgy, Canon 19 of the Council of Laodicea states: “And it
is lawful to the priesthood alone to go to the Altar and [there] com-
municate” Canon 44 reads: “Women may not go to the altar” Also, the
Quinisext Council, known as the Council in Trullo, stated: “It is not
permitted to a layman to enter the sanctuary (Holy Altar), though, in
accordance with a certain ancient tradition, the imperial power and
authority is by no means prohibited from this when he wishes to offer
his gifts to the Creator” So, the laity was banned from entering, with
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Fig. 14. Templon of the Church Sts. Joachim and Anna

this space, an invitation to partake in it, first by watching
and then through the liturgical ritual'’® (Fig. 15).

We could conclude that the compact architectural
forms of the King’s Church also entailed condensing the
ideational design of the templon. The question of whether
the templon at the King’s Church fully followed the pre-
vious tradition, in which there were no icons in the in-
tercolumnia, with the doors and curtain, or had icons in
its intercolumnia or on the architrave (or both) must, for
now, remain open.!”?

the exception of the emperor. V. Svesteni kanoni Crkve, transl. episkop
Atanasije umirovljeni hercegovacki, Beograd 2005, 293, 297, 179.

178 Rakicevi¢, Bogoslovske ideje u oltarskim pregradama, 190.
The laity must watch and listen to the officiating priest to be able to re-
spond with chants and prayers to the actions and sounds coming from
the sanctuary.

179 These hypotheses are irrelevant for the proposed recon-
struction.

Based on all of the above, it seems most likely that
the sanctuary barrier at the Church of Sts. Joachim and
Anna repeated the tradition that informed the templon of
the Virgin's Church at Studenica and that, in building this
modestly sized church, King Milutin in many ways ex-
pressed his attitude to his holy ancestors and left a legacy
worthy of the saint-bearing Nemanji¢ lineage.

Iopexno unyctapayuja / Illustration credits

After Konstantios, Byzantino kai Christianiké Mouseio: Fig.1a, b, ¢, 2
Studenica Monastery: Fig. 3, 5,6, 7, 8,9 a, b, ¢, 10c, 12, 13

L. Fundi¢: Fig. 4, 10a

N. Debljovié Ristié: Fig. 10b, 11, Drw. 1, 3

S. Ristié: Fig. 14

S. Strazmesterov: Drw. 2
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CpenmbOoBEeKOBHU TEMIIJIOH
ca Hepas3/iBOjHMM O0jeKTIMa ITOK/IOkeba.
TemnioH upkse CBeTux Joakuma u AHe

Tuxon Pakuhesuh

Mamnactup Crypennia, Cpbuja

Hesena Jle6/poButh Puctuh

Yuusepsanret y beorpany, Apxurexronckn ¢akynret, Cpouja

[TpoyuaBama yHyTpalllbhe OpraHmsaiuje 60rocuy-
KOEHNUX IPOCTOpa, caobpa’kaBaHUX JUTYPIUjCKOM IIO-
PeTKY, 32 He3a00M/IasHO IIOJA3NIITEe MMAjy pasMarpame
apXuTeKType, QyHKIUje U 3Hadema OATAPCKUX Iperpa-
Ia—TEeMIUIA, KOjy YMHe CaCTaBHM U HEOIIXOJHM JI€0 IJIaHa
IpkBeHe rpaheBrHe. APXUTEKTOHCKA CTPYKTYpa CPeftbo-
BEKOBHMX KaMEHUX TeMIUIa Ipuiarohasama ce yHyTpa-
IIbeM IPOCTOPHOM PacIopefy pasInuuTux obmmKa Ip-
KaBa rpaheHux y myxy, yrIaBHOM, MCTOYHOXpUIIThaHCKe
Tpagunyuje.

JemHa o OCHOBHMX KapaKTepPMCTMKA T3B. MCTOYHE
ILYXOBHOCTH je HEPEKUIHO HOoCTojame oppehenor crpa-
XOIIOIITOBaba IpeMa ciipauiHum TajHamMa XPpUCTOBUM
HPUCYTHUM Ha IIPECTONY—XKPTBeHUKy. VcroyHa mo6o-
YKHOCT je 3aXTeBaJIa fia TUTYPrijcKa cBeTumba Oyye obaBmje-
Ha TAjaHCTBEHNUM BeJIOM M Ha Taj HauMH Oyge 3amrtuhena
o]} IOTIIyHe JOCTYIIHOCTH, YaK ¥ nornefy BepHux. Ha raj
Ha4MH YyBaHO j€ JOCTOjaHCTBO OJITAPCKOT IMPOCTOpa Kao
HajBehe cBeTVIE U MUCTHYKOT CPEIUIITA XpaMa.
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CyMOOMMYKY BUIIE3HAYaHO TEMIUIO je IpefcTa-
BJ/baJI0 MECTO JIOAMpa CBETOBHOT U CBETOI, BUJ/bUBOT U
HEBUIJBMBOL, CK/Iafi OOIMKOBHOI U YMETHMYKOL, CHAry
TEOJIOLIKOT ¥ ecTeTn4Kor. Iberosa yrora y ¢popmupamy
IIPOCTOPHO-CaKpajiHe Ipajialiije yHyTap XpaMma Huje ce
Memasa. PasBuTak TeMIvia mpatuo je mpeobpaxkaj paHux,
HUCKUX IIperpajia y BUIle, ca eKCTeH3MjoM CTPYKType IIOo
BEPTUKA/M, Y BUAY II0jaBe KOJIOHETA M KaluTena Koju
HOCE apXMUTPaBHY Tpefy — eNUCTUINOH MIM KOCMUTHC.
Ynopeno ca apTUKy/IalMjoM OATapCKOT IPOCTOPA YCIIO-
XKIbaBambeM I IIPUK/byderbeM IacTodopuja y3 ancupy Ha
VICTOYHOj CTpaHM IIpKBeHMX rpaheBuHa, ycTpojaBaH je u
apXUTEKTOHCKM CKJION TeMIlIa. beros mocremenu mpe-
obpa’kaj ca OTBOPEHMM KOJIOHAafjlaMa ¥ apXUTPAaBOM IIpa-
THUJIA je T0jaBa, a of X BeKa Hajasbe, M PelOBHO IIpUKa-
3MBambe IBe MOHyMeHTa/IHe MKoHe XpucTa u boropopuiie,
VICTAaKHYT€ U >KMBOIMCaHe Ha JMICTOYHOM IIapy 3MIaHUX
crybama miM NOWIacTapa, OfHOCHO Ha CEBEPHOM M jy-
YKHOM CTYIIY KOjii Y KOHCTPYKTMBHOM, @y 1 (pyHKIMO-
Ha/IHOM HOI7IE[ly O3HA4YaBajy MpeIas U3 Ha0Ca y ONTapCKU
IpOCTOP.

Ily6oxonomroBane nkoHe Xpucra u boropopmuie
uMazie Cy MUMETUYKM KapaKTep II0Be3aH Ca TEMIUIOM.
IIpencTaBe cBeTMX IOCTajle Cy HEOABOjUBE Of MUTYP-
TUjCKOT NOPeTKA y KOMe BepHU Ca CBETUTe/bJMaA OIIIITe
CBETOTAjUHCKM, Kpo3 mnpuyemhusamwe Termom Xpucro-
BIM, IeBameM JyXOBHUX IlecaMa M MOJNUTaBa, alu U
KpO3 MOJIMTBEHO ITOCMAaTpame CBETUTE/ha MPUCYTHUX Ha
MKOHaMa. TeMIIIo, Kao ¥ IPOCTOP MCIIpe] Hbera, IOCTAJI0
je Tauka Ha Kojy he ce poxycupaTn HapogHa HOOOKHOCT.
AKO TeMIUIO HHUje MMalo MKOHE Y [I0HhOj 30HHU, OHE Cy
Morie 6uTy Ha apxurpaBy. Ha Taj HaunH nkoHorpaguja
je mpojupana Ha OlTapCcKy Mperpajy, Koja ce MOCTeNeHo
npeobpa’kaBaja y MKOHOCTAC.

ITpocropra opraHmusanuja CpICKUX CpPefiibOBe-
KOBHUX IIPKaBa, 3aCHOBAHA Ha Ha4elMMa IPEey3eTUM U3
BusaHTnje, yK/byunBasa je M LeJOKyIlaH porpaM Kame-
HUX O/ITApCKUX Iperpaja. ¥ ITTaBHUM I[pKBaMa CPIICKUX
CpelIbOBEKOBHMX 3aly>kOmHa pamHactuje Hemamnha,
rpabennx xpajem XII n Tokom unrasor XIII Beka, TemIia
cy Hajuemhe obpasoBana nsmeby nmapa mcroynux cryba-
I1a Ha KOjIMa Cy ce Hajla3uie yOKBUpeHe ppecKo-C/IiKaHe
npepncraBe Xpucra u boropoguiie y Buy IpOCKMHUATApA U
IBbJIX je KapaKTepycaa BU/bUBOCT 6OrOCTy>KOeHOT Ipoc-
TOpa ca onrapoM. HakamocT, BUXOBY M3BOPHU 06/1M-
IV YITTABHOM HUCY CadyyBaHM, aayu Cy TEOpUjCKe IIpe-
TIIOCTABKe 1 pecTaypalje U3BeJjeHe Ha OCHOBY IOfaTaKa
cavyyBaHMX in situ ¥ OHUX parMeHaTa Koju Cy JOIPUHO-
CIIN YIIOTHYHaBaky BIXOBUX 00/MKa, a IPOHaIaKeHN
CY TOKOM apXeO/lOMIKNX MCTpaKMBama y XX BeKy. JefHa
Ofl TAKBMX PEKOHCTPYKLMja MEPMEPHOT TeMIUIa CIIpOBe-

IeHa je HemaBHO y boropopnunzoj 1pksu y CTygeHNUIn.
IberoBa cTpykrypanHa ¢popMa ¥ apXUTeKTOHMKA O/IMCKa
je TeMIIZIMMa HacTajanuM of, X BeKa Hafla/be Ha IOfpyYju-
Ma TIOfl yTUIIajeM BU3aHTHUjCKe KYITYpHE Tpajumyje.

ITouetkom XIV Beka, y Bpeme Oorare KTUTOp-
cke pematHocTu Kpamba Credana Ypoma II MunyTuHa,
y mMaHactupy CTymeHMLIM MOAUTHYTA je HeBelMKa LpKBa
nocsehena boropomyunanM popnre/prMa CB. Joakumy n
AHu. Y BeHOj caXeToj YHYTpPAIlbOCTU IpocTop usMehy
o7Tapa ¥ Haoca LpKBe 01O je Ofie/beH KaMeHOM ONTap-
CKOM IIpeTrpajioM — TEMIIJIOM, Yjy KOMIIO3ULU)Y CY YIOT-
nymasane ¢pecke Xpucra u boropoauie >XMBOIMCaHe
CEBEPHO U jy>KHO HeNocpefHo y3 TeMiuio. O MOCTojamy
KaMEHOT TeMIlJIa CBefjode OCTaIlyi MePMEePHUX IIapaneT-
HUX IIOYA KOjU Ce 4YyBajy y ManujapujyMy MaHacTupa
Crynenune. IlpeucnurupameM CBMX PpaclOOXKUBUX
nojaTaka, a IoceOHO cadyBaHMX (parMeHTa IIapamer-
HUX IIJIOYA U IUXOBOT K/IeCAHOT yKpaca, MPeIoKeHa je
IPOCTOPHO-TeOMETPUjCKa aHaIM3a MPBOOUTHMUX 06/MKa
TeMIlZIa. AHaJIOTMje ca OYYBAaHMM e/IeMEHTMMA KaMEeHMUX
ONITAPCKUX TIPETpajia CPICKUX CPENbOBEKOBHUX ILIPKaBa
- npksa Cperor Credana y bamckoj, ipka Basegema y
XulaHjgapy Koje Ipuiajfajy KTUTOPCKUM JeluMa Kpaba
Muwunytuna, amn u npksa Ceeror [Jumurpuja y Ilehkoj
HaTpujaplunjy UM LpKBa BasHecema Xpucrtosor y [leda-
HIMa — oMoryhue cy ZOHOLIEHY MOjeAMHNX 3aK/bydaKa
0 OO/MMKOBaWby apXMTEKTOHCKOT CKJIONA TeMIUIa IIpKBe
CBeTux Joakuma u AHe.

3a pasymeBame TeMIlla IjpkBe CBeTux Joakmma u
AHe BaxxHe cy ¢pecke y HajHIKO] 30HU HAOCA, CEBEPHO
U jy)KHO Y3 TeMIUIO, Ifie ce pa3Buja Oorat M CUMeTpu-
4aH Jlensuc Koju je mopie/beH Ha JiBa Jiefa, MICTOBPEMEHO
je paszBOjeH M yABOjeH, ofpaxasajyhu upejy mpucycrsa
nmarpoHa Hacnpam Xpucrta u boropogune. Xpucroc je
HacripaM boropopnue u ceetnx Cumeona u Case, a y3
Xpucra cy boropoguunamu poguTe/bu CB. JoakuM U AHa.
OBakaB HauMH u300pakaBarba, TeMe, OMM3MHA OTapa
Y VIHTETPUCAHOCT Y MKOHOIpadCKM IporpaM ykasyjy Ha
TO Jla Cy OBE€ IIPEJiCTaBe IOIITOBAHE KA0 MKOHE TEMIIIA
Ipes KOjiMa ce BPLIVJIO IIOK/IOHehe, MAKO Cy Oue u3-
MelITeHe Ha 604He 3ujoBe. CaKuMambe apXUTEeKTOHCKIX
¢dopmu KpaspeBe IjpkBe IoApasyMeBaso je M CaXMMame
UJIEjHOT Pellerha TEMIIIA.

Onrapcka nperpaja npkse CBeTux Joakuma u AHe
MOHOBWJIA je TPAAuLNjy Ha KOjoj IMo4nBa 1 TeMIio boro-
ponuunHe npkse y CrygeHuIiy, a kpab MuiyTuH je rpa-
nehn oBy HeBeNMMKY IIPKBY, HA MHOTe Ha4lHe, ICKa3UBao
OJIHOC IIpeMa CBeTMM IIpeIyMa, OCTaB/bajyhm mocTojHO
Tparose KOju CBefoYe O MPUIAJHOCTHA CBETOPOLHO] T03M
Hemamnha.
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