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Late Byzantine architecture found new fascination in the classical past,
but how that past was conceived varied widely.! This paper will consider
how antique method of construction such as opus reticulatum fundamentally
changed the perception of meaning and visuality in Byzantine architecture
which gravitated toward antiquarianism. In addition, this article illuminates the
aesthetic and historical aspects of images, regarding them as artistic ideas and
architectural achievements. In doing so, it also highlights the most significant
elements that perpetuate themselves in the configuration and the perception of
the antiquity in the architecture.

Adopting an interdisciplinary and comparative method, this paper aims
to investigate such issues found at the east facade of the St. John Theologian
church in Ohrid (fig.1). Toponym Kaneo is well known in the historiography
of Byzantine architecture for a long time.2 Church was in the focus of research
of several prominent historiographers such as Gojko Suboti¢, Krum Tomovski,
Petar Miljkovi¢ Pepek, Purde Boskovi¢ (fig.2.), Saso Korunovski.3 In scien-
tific historiography church Kaneo recently appeared on the cover of ARTUM
Journal of Art History Department of Faculty of Philosophy in Belgrade (fig.3).

All mentioned scientists and their publications contributed to profound
understanding of the building phases of the church, architecture and cultural
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horizons which marked the exteriorized and interiorized image of the whole
site (fig.4, 4a), especially by providing exact datation in the last decade of 13th
century.4 It is known that it belongs to cross in square churches with the dome
above central bay. Upper parts of the church are characterized with rather bal-
anced but distinguished horizontal axis filled with certain brickwork patterns.>

The overall image of the facade (fig.5) leaves impression not only that
antiquity is used on the vast surfaces of the wall, but that almost all available
facade framings are filled with appropriate antique motif recontextualised ac-
cording to the meaning of spatial units of the church. Flowering of court culture
and encyclopedic approach to aesthetic discourse of the Ancient Greek world
not only did it make contacts with classical works, but some of its prominent
representatives certainly saw Antiquity in three dimensions.® From the centu-
ries of late antiquity and of the Byzantine Age, by the way, we have only a
trifling number of theoretical remarks on the subject of imitation.”

Of the practical application of imitation, however, we have evidence from
the various centuries.8 This long-known fact must hardly be understood as if the
Byzantines had consciously conceived the hundredfold application of ancient
motifs, figures, and quotations as imitation. The fact is rather that the Eastern
Empire had not experienced a break in its historical and cultural development as
had the West. Again one discovers from remarkable details in the literature, art,
and architecture of Byzantium that the cultural continuity had been preserved
since antiquity.®

Attention is directed towards visuality!0 and visual discourse of brick-
work. The creation of visual narratives involves memory as much as it does the
act of seeing.!! It is a process in which visual sequences are perceived and are
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coordinated in the imagination. Hence, these perceptions are shaped by the in-
terplay between the present and the time of the creation of the visual narratives.
On the first glance, it is easy to say that these apses contain developed opus
reticulatum manner of placing the brick between mortar layers (fig.6).12 This
building technique also called diaper pattern!3 is known from antiquity, espe-
cially from Roman architecture when stone or brick blocks were used and their
square bases formed polychrome patterns (fig.6a).14 Previously was stated that
opus reticulatum was present and extensively used in Byzantine architecture for
more than five centuries but that in Palacologan period was used «exclusively
on discreet areas: under niches, in niches and in lunettesy».15

In order to adequately understand the idea of this segment of the facade
in exegetic context, it is necessary to be reminded of Cosmas Indicopleustes
and his famous Christian Topography (fig.7, 7a). In the 6th century Cosmas
Indicopleustes from Alexandria, in his Christian Topography, presented the idea
that the Tent of Covenant, that God had shown to Moses at the Mount Sinai was
in fact an image of the world.16 Based on the preserved illuminated manuscripts
of the Christian Topography of the nineteenth century, it can be seen that the
world is represented in the form of a quadrilateral with clearly marked paradise
rivers that irrigate it and the ocean surrounding the part of the Ecumene inhab-
ited by the humankind. Cosmas’ descriptions of the Earth de facto correspond
to the descriptions of the Christian Church (in the basic sense of the word): The
earth is a flat rectangular area that resembles the Ark of the Covenant. The base
is Earth and the sky is a cover (to these descriptions the basic division of the
facades of the Late Byzantine Churchs into two zones, separated by a cordon
cornice should be added).1”

How to “read” and interpret such wall register (fig.8, 8a, 8b)? The entire
surface of the apse is precisely the illustration of the Cosmas’ vision of the
world. The circumstance that the background is made by a diagonally divided
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field brings us back to the illustration from the Cosmas’ Topography: this time
it is about the portrayal of the cover, i.e. the roof of the Tabernacle, which is de-
picted by a diagonally divided field so as to form the rhomboidal fields (fig.9).

The creator of these ornaments suggests the fundamental idea of all imag-
es perceived as mediating realms. The idea of Ark of the Covenant, the bound-
ary seems crucial and the wall is a sign of passage and transfiguration, dialectic
interaction of the holy and most holy realms with the active participation of the
beholder.18 As seen on brickworking of the apse, not just their shape but also
precise treatment as kind of icons which are observed in their elaborate framing,
undoubtly indicates the iconic importance that brick creators observed in them.

Second antique ornament, open meander motif (fig.10), runs through
whole east facade surface. It is a meander shaped as Cyrillic “IT” where the
two vertical bricks are alternating with two horizontal bricks positioned above
the starting point of next vertical brick raw. It is indicative, however, that are
numerous examples of meanders with almost identical proportions as in Kaneo
church. Except Perivleptos Church in Ohrid (fig.10a) it appears on the lateral
walls of Virgin church in Zaum (fig.10b), facades of St. Demetrios church in
Veles (fig.11, 11a);19 at the apse, north and south side of St. Nicholas church
of Rhodia, northern register of the apse of Paregoritissa church, apse of Kato
Panagia and east facade of St. Vasileios church in Arta.20 That type of meander
with flat, rectangular constituent elements derive except from Epirotic churches
also from Constantinopolitan ones, such as diakonikon of the south church of
Constantine Lips in Constantinople.2!

Ornamental technique in Kaneo church made by brick (fig.5) creates con-
siderable optical tension: ornaments taken by themselves, give the illusion of
occupying three-dimensional space impacted with polychromatic effect of brick
and mortar. That fuses foreground to background and enforces the idea of a
transparent screen; it is a paradoxical vision which gives rise to the effect of
the walls having been de-materialised. The wall is stretched down around the
church like a drapery, draping the body of the altar, like a a cover of flesh.22

It might be unprecedentedly concluded that opus reticulatum as mimesis
of antiquity and P meander are the most successful synthesis of the liturgical
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Thessaloniki, 1984, table 86.

20 V. N. Papadopolou, Byzantine Arta and its monuments, Athens 2007, 125; J. S.
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and cosmological conception of the Middle Ages, above all of the heritage of
Antiquity, but also the Greek philosophical heritage that was so much present
during the Palaiologos era, especially placement of the church as referring to
Celestial Jerusalem.23

In conclusion it can be said that, however manifold and varied in respect
to quantity and intensity the imitation of antiquity may have been, it certainly
belonged to the essential features of 13th ¢. Byzantine architecture in the high
language. It is vital to grasp that a dimension of sacred space that enables a
believer to experience of the relation between the facade and perception, ignites
the human faculty of creative thought. This form of perception is empirical in
the foundation of the processes that reproduce the real through the use of artistic
techniques —mimesis - that focus on mental content and concrete visual infor-
mation to produce awareness. Therefore, one defines the imagination before the
statement of the concrete image through sensations, perceptions, imagery, and
consciousness of the image produced by brick. In other words, the imagination
is defined prior to the act of realization. To understand the meaning of an artistic
representation is to recognize it as a form of knowledge depicted. The concept
of imitation as image, as illusion, is at the threshold of the architectural “aura”
created by correlation of materials and liturgical rites.24 The brickwork repre-
sents the values that drive the reproduction of antique images and objects. In
addition to values that belong to other eras, the concept of imitation also refers
to the experiences and moments of social history of Late Byzantine milieu that
comprise the circumstances that influence the communication process.

Jacmuna C. Rupuh
(YuuBepsuret y beorpany)
HA ITIOJOBUJE (MUME3NC) KITACUYHE AHTUKE: OPUS RETICULATUM HA
NCTOYHOJ ®ACAIU LIPKBE CBETOI' JOBAHA KAHEO YV OXPUY

VY pagy ce pasmarpa dacagna aprtukyiaandja nupkse Cseror JoBana Kawnea y
Oxpuny. Umajyhin y Bumy fma je mpkBa JeTajbHO pasMmarpaHa y ucropuorpaduju, a ma
(dacame HHUCY AETaJbHO aHANINM3UpPAHE HAKOH PeCcTaypaToOpCKO-KOH3EPBAaTOPCKUX pajIoBa,
y paly ce aHaIM3MPajy OPHAMEHTH KOJU YjeIHO MPENCTaB/bajy Haciehe KIacH4He aHTHKE
aIli Cy PEKOHTEKCTyalM30BaHH y XpHIINAHCKO] apXUTEKTypH. YOIIITE y3eB, yKasyje ce
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Ha creudUYHO 3HaYeHe MOTHBA opus reticulatum u Kako ce Taj MOTHB HHTEPIpETHpa
y Caxkpannoj tonorpaduju Kozme Muaukoriosia, 3atuM T3B. I1 Meangap u Besa ca joru
HEKOJIMKO cakpajHux uenuHa y Oxpuny, Benecy, Apru u t.n. Hanocnerky, ymorpe6a
KJIaCHYHE aHTHKE Ce aHAIM3Mpa Yy KOHTEKCTHMa CTBapama aypajlHe apXUTEKType y KO0joj
YUYECTBYjy HE CaMO MaTepHjaJid M KOHKPETHHU JINTYPIrujcku oOpenu Beh U ONTHYKE HITy3Hje
Koje yocehaBame OpHaMeHaTa MOKe Jla CTBOPH Y OKY OocMarpava/ BepHHUKa.
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Fig.1. Church of St. John Kaneo, Ohrid, view from northeast, photo: Jasmina S. Cirié
Ca.1. pkea Cs. JoBan Kaneo y Oxpuny, usrien ca ceBepoucTouHe crpaHe, Gporo: JacmMuHa
C. hupuh
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Fig.2. Table with images of St. John Kaneo church in Ohrid, photographed by the architect
Purde Boskovi¢ during the 1933rd (Archaeological Institute Belgrade)

Cn.2. Tabna ca cnukama npkse C. JoBan Kaneo y Oxpuay, potorpaducao apxurexra
Byphe 6ourkoBuh Tokom 1933.romune (Apxeonomky HHCTHTYT y beorpany)
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Fig.3 Cover of the journal ARTUM (photo: Jasmina S. Ciri¢, editor of the journal Vladana
Putnik Prica)

Cn. 3. HacnoBHa ctpana yaconuca APTYM (¢oto: Jacmuna C. hupuh, ypenuuk Bnanana
IlytHuk [Ipumna)
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Fig.4. View above the church, photo: Jasmina S. Ciri¢
Cn.4. Uzren ca BUAMKOBIIA H3HAA npkse, (oto: Jacmuua C. hupuh

Fig.4a, View from the southeastern side, photo: Jasmina S. Ciri¢

Cn.4a. Usrnen ca jyroucroune crpaune, ¢poro: Jacmuna C. hupuh
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Fig.5 View from the east, photo: Jasmina S. Cirié

Cn.5. Usrnen ca ucroune crpane, ¢poro: Jacmuna C. hupuh

Fig 6. Opus reticulatum, detail from the apse of St. Fig.6a Opus reticulatum, Ostia antica, photo:
John Kaneo church, photo: Jasmina S. Cirié Jasmina S. Ciri¢

Cn.6. Opus reticulatum, nerasn ancune npkee CB.  Ci.6a. Opus reticulatum,, OcTtrja aHTHKA, (OTO:
JoBan Kaneo, ¢poro: Jacmuna C. hupuh Jacmuna C. hiupuh
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Fig.7, 7a Cosmas Indicopleustes, Vat. Gr.699, Biblioteca Apostolica Vaticana
Cn.7, 7a Kozma Unnukormosan, Vat. Gr.699, Biblioteca Apostolica Vaticana
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Fig.8, 8a,8b.

Cn.8, 8a, 80. [lerassn ancuze npkse Cs.JoBan Kaneo, doro: Jacmuna C. hupuh

Details from the apse of St. John Kaneo church, photo: Jasmina S. Cirié

Fig.9. Cosmas Indicopleustes, Vat. Gr.699, Biblioteca Apostolica Vaticana

Cn.9. Kosma Maankomiosan, Vat. Gr.699, Biblioteca Apostolica Vaticana
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Fig.10. IT meander, details
of the apse, St. John
Kaneo church, photo:
Jasmina S. Ciri¢

Cn.10. IT meangap,
neraspu ancuje, CB.
JoBan Kaneo mpksa,
¢oro: Jacmuna C. hiupuh

Fig.10a. IT meander,
details of the apse, Virgin
Mary Perivleptos church,
Ohrid, photo: Jasmina S.
Ciri¢

Cn.10a. [T meangep
JleTaJbH ariCu/ie, LpKBa
Boroponune Ilepusnenre,
Oxpug, doro: Jacmuna C.
Thupuh

Fig.10b, IT meander,
details of the south wall,
Zaum church, photo:
Jasmina S. Ciri¢

Cn.106. IT meannap,
nieTasb jy)KHOT 3uja, 3ayM,
¢oto: Jacmuna C. hupuh
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Fig.11, 11a. Fagades of
St. Demetrios church in
Veles, photo: Jasmina S.
Ciri¢

Cn.11,11a. ®acane
upkse CB. /lumurpuja y
Benecy, ¢poro: Jacmuna
C. hupuh




