Evangelia Hadjitryphonos

THE QUESTION OF ARCHITECTURAL PLANNING AND
REPRESENTATIONS IN BYZANTIUM.

In 1999 begun in Thessaloniki in the frame of the European Center for
Byzantine and Postbyzantine Monuments and Princeton University a research
project on Representations and Perseption of Architecture in Byzantium. This
project intended to offer some a approach to the topic and explore angles that
until now where in the shadows. The finale event of that enterprise is an exhibi-
tion that has been open in the Museum of Byzantine Culture in Thessaloniki in
Nove-mber 2009. At the same time, actually in the last 3 years, a series of semi-
naries are offered by Aimos-the Society for Studies of Medieval Architecture in
the Balkans and Its Preservation, on theoretical topics that are not in the regular
focus of academic schedules. The use of architectural models, the notion of
space in Byzantium and other topics were explored.

In this context my paper will touch some of the aspects of representations
of architecture in the planning process 1.

An architect carries in his mind a representation of the form of the build-
ing he wishes to construct. This ideal representation is three-dimensional or
even multidimensional and expresses more or less all his ideas on the exterior
form and the interior space, an architectural concept to which Byzantines paid
particular attention. Being the “container of the uncontainable”, interior space is
extremely important in a Byzantine church, and it is in Byzantium that interior
space becomes the prime expression of architecture as a vehicle for ideas also
when exterior was humble2.

How was an architectural concept represented?

Drawing in all its possible forms (floor-plan, section, elevation, perspec-
tive, etc.) is a geometrical representation of space in smaller, equal or larger

I Several aspects on this topic have been explored in an introductory essay published
with the opportunity of the exhibition Architecture as Icon, see E. Xoatdntpdewvog, [Tapactd-
GEIG KO OVOTOPAOTAGELG TNG apyLTeKTOVIKNG 6To Buldvtio. H okéyn micwm amd tnv ewodva.
Apyitextovirn wg gixoévo, Exhibition Catalogue, eds. E. Hadjitryphonos and S. Curcic, Thessa-
loniki 2009, 132-171. Also in English edition Architecture as Icon, Princeton 2010, 113-154.

2 Discussed by V. Bychkov, Bulovrivip auaOntii: Oswpnricd npofliuaza, trans.
Konstantinos Charalampides, Athens: E. Tzapherg, 1999, 110, ff., p. 189, see also and O.
Wulft, Das Raumerlebnis des Naos im Spiegel der Ekphrasis, BZ 30 (1929-1930), 530-539.
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Fig. 1 A model in
hands of Ktetor

after completion

or after a model.
Decani monastery (G.
Suboti¢ 1997, phot.
B. Strugar)

Cx. 1 Makera y
pyKama KTHTOpa,
HaKOH 3aBpIIeTKa
U3TPaIHEe WK

HAKOH MOZICJIHPAba.

- Mamnactup Jleuanu (T.
Cy6otuh, 1997., poto
B. Crpyrap).

an intellectual tool for the study and organization of ideas, which pre-exist in
the mind of an architect long before any attempt at construction (This point in
relation to illusion is discussed by Stevovié, in his Kalenic¢)*. What could have
been the use of these representations during the early stages of the composition
process? In modern terms, in early stages of composition nothing can be defini-
tive. The intellectual process involves transferring of an idea for the construc-
tion from the mind to a drawing, which as a concept (written discourse) was
already known since classical antiquity. The issue relates to representation, as
image of reality and as imitation, but also to reality of the image itself>. Yet, im-
ages rendered by intellectual tools, and the intellectual tools as images in them-
selves, bear a likeness of a special kind to material but also to spiritual realitys.

3 On this term and its significance see Oreopoulos, Le modele spatial, op. cit., 113.
Within the framework of EKBMM Architecture as Icon project, architect M. Michelakis
searched dictionaries with aim different from that of Oraiopoulos.

4 N.CreBosuh, Kanenul, beorean 2006, 170, see also A. Chastel, Art et humanisme
a Florence au temps de Laurent Le Magnifuque, P.U.F., Paris 1961, 131, Oreopoulos Le mo-
dele spatial,, 13 and 14.

5 See relevant discussion by I'. I'epdion in: H gixoéva w¢ ovroloyia tov ayabod, Ath-
ens 1994, specially pp. 16 and 45 ff. passim.

6 See the discussion on this point by Bychkov, 416657k}, op. cit., 116-117.
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Fig. 2 A perspective view of
the interior of a building; a well
known ancient method of rep-
resentation. Rom, the House of
Augustus (I. Iakopi 2008, phot.
L. Mozzano)

Ci. 2 IlepcniexkTuBa — nornen
Ha YHYTpALIKOCT 3rpaje;
J00pO MO3HAT aHTUYKH
METOJ IpeIcTaBsbamma. Pum,
AgryctoBa kyha (1. lakopi,
2008., dpoto L. Mozzano).

Fig. 3 External view of a
church; a Byzantine method of
representation Proskenetarion,

18th C. (Byzantine Christian
Museum, Athens)

Cn. 3 [ornen Ha LPKBY
CI0Jba; BU3AHTHJCKH
METOJ IPe/ICTaBIbarba
IIpockenerapuon
(Proskenetarion), X VIII B.
(Buzantujckn xpumthanckn
My3ej, AThHA). | _ X v Pty
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The transition, however, which transubstantiates the intellectual image? in crea-
tive act and construction has not as yet been explored in the context of the
Byzantine world.

Artistic approach to space as demonstrated primarily in pictorial compo-
sitions in the Christian East very probably influenced the designing approach of
architects and of all those invited to create architecture or render it visually. It
is worth noting that Byzantines display their interest not but in imitating nature
but in imitating the archetypal absolute beauty (kdAAoc) of God. In analogy
to early phases of drawing which were concerned with recording an idea that
would imbue the solution and guide to more eligible topoi, in Byzantine visual

7 On the question of the relationship between verbal image and visual image and on
the views of Gregory of Nyssa and the Cappadocian fathers see. Bychkov, Aio0nzixs, op. cit.,
120-121.
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Fig. 4 A detail of a fagade of the Patriarchate of Pe¢ with painted decorative ornaments
(author)

Cx. 4 Jleram dacane [lehke marpujapimmje ca ocIMKaHUM A€KOPaTHUBHUM OpHAMEHTHMA
(ayTop).

representations of completed buildings exists a regression as a process of retrac-
ing these topoi, which are then depicted as the essence of the completed build-
ing.(fig. 1)

However, for the Byzantine mind every space could be both real and su-
pra-real and every point in space was a kind of synthesis of inherently incom-
patible levels of space. We suppose that in matters of architectural processes,
“the makers” of architecture may use both linear perspective known since ear-
lier times (Fig. 2,3) (Ilpoontixa) and the so-called “inverted” perspective as an
opening up of the subjective gaze towards space. Given that Greek tradition
and expertise in solving complex problems of projection was a familiar past,
the question to what degree Byzantines had assimilated these achievements and
ways of producing drawings using projection methods remains an open issue.

Although -as F. Oraiopoulos in his Le model special de I’ orient hellene
notes8 - in dictionaries lack a conceptual system denoting the existence of a
view or a theory regarding architectural drawings, despite the fact that a cogni-
tive framework which would have permitted its development was unquestion-
ably in placed. Oraiopoulos also questions what the element might have been
that afforded the possibility to overcome epistemological obstacles and shape
a theory of drawing in the West but not in Byzantium, despite shared cultural
prerequisites at discourse level. The delimitation between the Byzantine prac-

8  An analysis of the presence of terms in dictionaries, see Oreopoulos, Le modéle
spatial, 114.

9 Ibid, 116.
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Fig. Sa Plan of Studios monastery, Constantinople/Istanbul, b. Plan of the church in Chalk
Constantinople/Istanbul. (W. Miiller-Wiener 1977)

oprateia,

Co. 5a IInan manactupa Cryauoc, Koncranrtunonoss / Mcran6yi; 6. [Tnan npkse y Xankonpareju

(Chalkoprateia), Koncrantuaonoss/ Mcranbyn (W. Miiller-Wiener, 1977.).

tices of architectural planning and of depicting architecture as evidenced from
pictorial compositions, seems to be a particularly difficult task. The question is
related, among other things, to the cognitive and spiritual infrastructure of the
draughtsman. A crucial question posed by written sources and pictorial imita-
tions of construction opus or similar ornaments found on building facades (fig.
4), is to what extent an artist may also have been an architect and vice versa,
and what the meaning of this dual role when and if it existed may have been. We
recall the inscription on the west wall of the narthex of Bogorodica Ljeviska at
Prizren, where artist and architect are mentioned as working closely together10,
the cases of Buschetto, the Greek architect of Pisa Cathedral (11th C.), the art-
ist-architect Michael Proeleuses in Thessalonike (early 14th C.)11, Giotto (14th
C.), Brunelleschi (15th C.), probably the architect of Gradanica (early 14th C.),
show that under certain social conditions the identification of the two roles was
not impossible. This matter has not hitherto been explored. At the same time,
cases of churches with identical floor-plans featuring different architectural im-
plementation and techniques, betray a dissemination of plans for use and imple-
mentation often independently of the period in which they were created. Thus,
(fig. 5a,b) the case of Studion Monastery and of the church of Chalkoprateia is
particularly characteristic, as the two churches feature identical plans but differ-
ences in methods of construction!2.

10 See [I. ITanuh, O Hamnucy ca umenuma npomomajcmopa y exezonapmexcy bozo-
poouye Jbesuwxe, 3orpad 1, (1966), 21-23, (Serbian with French abstract), with earlier bib-
liography. See also b. Bomikosuh, O Hekum Hawum epadumenuma u CIUKAPUMA U3 NPEUX
oeyenuja XIV eexa, Crapunap IX-X, (1959), 125-131.

11 See I. babuh, Muxauno Ilnpoenescuc, conyncku cauxap panoe XIV éexa (Michel
Proeleusis, un peintre de Thessalonique du debut du XIV siécle), Zograf 12, 1981, 4-8.

12 E. Xatintpoewvoc, Apyrtektovikdg oyedtaciog otny mpdt Bulavtivi yiletios:
Kovotavtivodmodn — @scoolovikn, Xpioriaviky Osooalovikny kor Kovotaviivovmolis omo
700 TETAPTOV UEXPL TOL dekaTov ouwvos, K Aebvég Emotpovikov Xovunodciov “Xpiotiaviki
Ocaoolovikn”, .M. Blatadwv, Thessalonike 2006 (in print)




142 Evangelia Hadjitryphonos

Scholarship and related literature have, in a somewhat facile manner, em-
braced the view that no architectural plans existed in the Middle Ages. It is
precisely on this view that the theory of orality in architecture is founded as
the exclusive approach to architecture in Byzantium and the western Middle
Ages. The prevailing view is that communication between patron and architect
and between architect and master-builders was carried out orally. Particularly
interesting from the historiographical point of view are publications dealing
with representations of Byzantine architecture, the frame of mind under which
they were written and the significance of the view about absence of theoretical
architectural discourse they promote!3. The absence of formulated architectur-
al theoretical discourse has been attributed to the anticlassicist frame of mind
which is considered to define in Byzantium the way hierarchical relationships
function between the heavenly (superior) and the earthly (inferior) in shaping
an aesthetic theory on architecture!4. The same reasons have been attributed
equally to a cognitive inertia which kept the building craft (tektoniké) at a lev-
el of practical work and not intellectual pursuit. These perceptions cloud our
knowledge regarding the use of drawings in architecture and building practice.
Consequently there are views which state with absolute certitude that Byzantine
architecture did not result from planning and there was no reliance on drawings
as design working tools!5. Yet such views overlook two important elements:
firstly, the existence in different locations of churches with identical floor-plans,
which argues in favour of the existence of drawings used for the construction of
more than one building;!6 and secondly, the very complexity of buildings, par-
ticularly of those that had a public character. The construction of such buildings
shows that she would have been impossible without the initial recording and
elaboration of an architectural idea and at the same time demonstrates a signifi-
cant input of requirements in the designing process. The existence of precisely
such a drawing is explicitly mentioned by Procopius, who clearly describes the
preparation of a model and drawings for the construction of Hagia Sophial7:

“.... Justinian built not long afterwards a church so finely shaped ....
shewing them some sort of model of the building we now see, it seems to me
that they would have prayed that they might see their church destroyed forth-
with, in order that the building might be converted into its present form....And

3 See also the Oraiopoulos’ view on drawings, Oreopoulos, Le modele spatial, 120 ft.

4 On this discussion see ibid, 70 ff., 76, 83 (on hierarchy)

15 Ibid.

6 Xatlntpoewvog, Apyrtektovikog oyedtaopoc. where the case is mentioned of the
temples at Attale Euoia; for related drawings see A. [Tétpov and I1. Avdpovdng, Ot fulovtivol
vaoi tov Ayiov Nikordov kot v Etcodimv mg @cotdrkov oty Attain EvPoiag, Apyoioioyixo
Epyo Ocsooaliog ko Xrepeag EAddog, Ilpoxtikd Emotnpovikng Xuvévimong, Volos 27/2-2/3
2003, 1, Volos 2006, 1165-1184, and X. Mauaiovkog, H mpocéyyion g dadikaciog tov oye-
oo ot PulavTivi) apyITEKTOVIKY HEGH OO T HEAET TV pvnueiov, Seminar [11: Models
in Medieval Architecture, ed. I. Varalis, Aimos-EMMABP, Thessalonike 2009, 37-48.

17" Procopii Caesariensis Opera Omnia, rec. Jacopus Haury , vol. IV mepi ktiopdtov
libri VI, ed. Gerhard Wirth, Anyia 1964, 6. 8-9 (B173, P22), Procopius, Buildings General
Index, with an English translation by H.B. Dewing with the collab. of G. Downwey, Harvard
Un. Press, 19965, 10, 11.
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Anthemius of Tralles, the most learned man in the skilled craft wich is known
as the art of building (author: unxavikn = engeneering) .....ministered to the
Emperors enthusiasm, duly regulating the tasks of the various artisans and

i

preparing in advance designs of the future construction ...".

Also in the case of the Metropole of Gaza (402-407) Mark the Deakon
refered to a similar event!s. A letter from Empress Eudoxia to the Bishop of
Gaza was received containing a plan of the church in the form of a cross. The
church had to be built according to the imperial guide - plan, that was presented
to the Christian community as will of God. The famous architect Roufinos was
responsible for the church’s lay-out and construction.

If we were to accept that the building craft (tektoniké) lagged behind in
developing relationships with other disciplines!®, we would be faced by the
contrary evidence of literary discourses on architecture (ekphraseis), which il-
lustrate the interest this craft commanded and the importance attached to it on
many levels. The work of an engineer, knowledgeable in arithmetic and geom-
etry, was presumably expressed through construction drawings (skaripha, in-
dalmata) and wax models with addition of wood as Gregory of Nyssa indicates.
The fact that extreme precision in construction may have gradually declined
following Middle Byzantine times must be attributed to philosophical attitudes,
if one accepts the view that chance was the prevailing “system”20, along with
practical, political and economic reasons.

As was said, few drawings have survived from medieval times in the
West and still fewer from the geographical area of Byzantium, which has suf-
fered greatly as a result of successive disasters and calamities. In line with the
frame of mind of the times, creation in many fields relied on repetition and
imitation, and these drawings are expressions of a tradition that goes well back
in time and is quite widespread geographically.

In fifteenth-century Western Europe, Alberti records a view that had deep
roots and cannot be examined independently of a long-lasting tradition equally
in East and West:

“The presentation of models that have been coloured and lewdly dressed
with the allurement of painting is the mark of no architect intent on conveying
the facts, rather it is that of a conceited one, striving to attract and seduce the
eye of the beholder, and to divert his attention from a proper examination of
the parts to be considered, toward admiration of himself. Better then that the
models are not accurately finished .... But plain and simple, so that they dem-
onstrate the ingenuity of him who conceived the idea, and not the skill of the
one who fabricated the model”. (SL)

18 C. Mango, Sources and Documents, 30-32 in the Life of Porphyry.
19 See Oreopoulos, Le modele spatial, 48ff. where the author discusses his view on
the epistemological obstacles that did not permit interdisciplinary relations.

20 On the role of chance in Byzantine philosophy see the discussion in ibid, op. cit.,
120-122.
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Fig. 6 A 19th C. drawing of a house in
Athens, where facade, plan and section are
combined.(R. Fatsea, 2006)

Ca. 6 Liprex xyhe y Atian u3 XIX Beka rae
ce KoMOUHYjy (acana, miaH u mpecek (R.
Fatsea, 2006.).

It transpires from the study of
texts and drawings from Alberti’s time
that drawing analysis and its represen-
tation was something of a preoccupa-
tion for those involved in construction.
Nevertheless, cognitive synthesis and
the perception of the whole, which in
the early Middle Ages had been some-
thing of a novelty2!, meets therefore
with analytical thought. The impor-
tance of examining the individual ele-
ments that make up the whole assumes
particular gravity.

Yet, the decline of a tradition
and of acquired knowledge is always
a slow process. A 19th C drawing in
Athens (fig. 6) shows that a testimony
of the continuation of views found in a
period when the concept of the whole
had been linked to analytical thought
for quite some time. Folk artists who
did not have the possibility of follow-
ing in the course travelled by architec-
tural thought in central and Western
Europe, and who combined a familiar
tradition with contemporary elements.

The question, however, of deal-
ing with religious space and approach-
ing it as a container of the uncontain-
able, and of the tendency of effacing
architecture in favour of space remains
open for further exploration.

21 For more information on this view see P. Lampl, Schemes of Architectural Repre-
sentation in Early Medieval Art, Marsyas 9 (1960-61): 6-13, esp. p. 9, Wulff, Raumerlebnis,

op. cit., 539.
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EBanrenuja Xayutpudonoc
IINTABE APXUTEKTOHCKOI' TNTAHUPABA U ITPUKA3SUBABA Y BUSAHTUIU

Kao ,,canpuresb HECaAPKUBOT, YHYTPAIIBU IPOCTOP j& OJ U3Y3eTHE BaXKHOCTHU Y
BH3aHTH]CKOj LPKBH, ¥ yIIPaBo y BuzanTHju yHYTpamImby IPOCTOP MOCTaje MPUMAPHU U3pa3
apXUTEKTypE, Kao ,,IPEBO3HOT CPEeNICTBA™ 3a Heje. FICTOBpEMEHO, IPTEX y CBHUM CBOjHM MO-
ryhum popmama (1iaH roja, npecek, enepaluja, HepcueKTHBA, UT/.) je TeOMETPH]CKH ITPprKa3
IIPOCTOpa y Mam0j, TOJ]jeHaK0] WM Behoj pa3mMepH; OH yCHOCTaBJba NPaKTHYaH AUCKYPC U
HCTOBPEMEHO IPE/ICTaB/ba MHTENICKTYalHy allaTKy 3a MMpOyYaBarkbe M OpraHu3alujy uieja,
Koje mperxoqHo Beh 00MTaBajy y yMy apXUTEKTe, MHOTO Ipe OMJI0 KaKBOI' ITOKyIaja aa ce
movHe ca m3rpaamoM. Kaksa je Morta OuTH KOPUCT Off OBHX IIPEJICTaBa y TOKY paHUX (aza
KOMIO3UIMOHOT Tporneca y Buzantuju? MHTENEKTyaIHu MpoIiec yKIbYdyje MPEeHOC Uaeje o
U3rPajiby, O] yMa HE IpeMa JUCKypcy, Beh mpema LpTexy, KOju je Kao KOHLENT (AUCKYpC
y mucanoj ¢gopmu) Beh 6mo mo3Har jomr o kiacuuHe aHTHKe. OBO IHUTAmE OJHOCH CE Ha
NPE/ICTaBIbAbE, KA0 HA CIIMKY PEATHOCTH M Ka0 MMHTALH]Y, AT  Ha PEaTHOCT caMe CIIUKE.






