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Abstract. In describing the life and deeds of Serbian Holy King
Stefan of Decani (1322-1331), the author of the second biog-
raphy of the Serbian king and abbot of the De¢ani Monastery,
Grigorije Camblak (c.1364-1419/1420) gives an account of the
construction of the Holy King’s endowment dedicated to Christ
Pantokrator (Figs. 1-2). He describes in detail the way in which
the marble blocks of the church were carved with great skill,
prepared and perfectly inserted into the overall structure of
the building. He states, “..and the stones are wonderfully and
most artfully joined together, so that it seems as if the face
of the whole church is one stone wonderfully joined together
with skill, so that it seems as if one piece of stone, appearing
in an unspeakable beauty...since it is a perfectly carved stone
and testifies to the dignity of those who created it” (Llam6mnax,
1936, p. 23; Tpudynosuh, 1985, p. 183). The paper notes that
the quoted description of the church construction emphatically
represents learned ancient literary topos used to describe the
most representative architectural monuments, especially those
made of marble and deals with the origin and tradition of this
specific way of describing the building construction.
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Introduction

The katholikon of the De¢ani Monastery, a magnificent endowment of Serbian
king Stefan of Decani (1322-1331) and his son Stefan Dusan (1331-1355), rep-
resents an exceptional phenomenon in Serbian medieval architecture and, in
a broader sense of the word, the architecture of the Byzantine world, and was
already considered one of the most representative and beautiful achievements
of Old Serbian art in the Middle Ages (Beogradanin, 1960, p. 161). The anony-
mous author of the Genealogy of Karlovci from the beginning of the 15" century
(1428-1427) counts among the five masterpieces of Serbian medieval art: the
pavement of the church in Prizren, the gold of Banjska, the Church of Decani, the
narthex of Patriarchate of Pe¢, and the wall paintings of the Resava Monastery and
says that they are to be found nowhere else (Beogradanin, 1960, p. 161). Among
other factors, the monumentality and representative appearance of the facades of
Decani, completely covered with marble, certainly contributed to this assessment.

The peculiarity of the Church of Decani is evidenced, among other things,
by the specific description of its construction in The Life of the Holy King Stefan of
Decani (orig. XKueoiti kpama Citiepana Jeuarckoi) written by Grigorije Camblak
(c. 1364-1419/1420), the abbot of the Dec¢ani Monastery. This paper deals with
the stone masonry method, characteristic of the Church of Decani, and described
by Camblak in his work. The focus of this paper is on the analysis and broader
context of how the marble blocks were assembled into the structure, to which
Camblak pays particular attention. Although noted in works of previous scholars,
this specific manner in which marble blocks of the building were joined together
to form a single whole remained as individual literary motif uninvestigated.
Therefore, this paper will focus on its origin, meaning, and significance, i.e., to

2 For the previous studies of the literary description of the facades of the De¢ani Church
in general, and remarks, see ITormosuh, 1936, p. XXVIII; Tpudynosnh 1985, pp. 183-188
(=Tpudynosnuh, 2019, pp. 263-269); Hanax Menuh, 2007; Tomuh, 2019, p. 162; Mapjanosuh
Hyuranuh, 2007, pp. 199, 280, 329, 363, 438; Iaspunosuh, 2020, pp. 347-370; for the facades
of the Decani Church and the effect of polychromy, see Ilerkosuh 1 bomkosuh, 1941, pp.
19-95; Tomh n Yanak Memih, 2005, pp. 134-323; Korad, 1989, pp. 149-157.
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the reasons for its appearance in the context of the biography of the Holy King.
The paper will first deal with the data from Serbian medieval written sources
describing the Dec¢ani Church from the mentioned biography, then with the
data from selected Byzantine sources relevant to this topic, and finally with the
architectural, literary, and conceptual “model” of this type of building and the
literary description of the specific work used in the construction of the Dec¢ani
Church and particularly described and emphasized in the second publication
The Life of the Holy King Stefan of Decani by Grigorije Camblak.

Fig. 1. Church of Christ Pantokrator, De¢ani Monastery
(1327-1335), view from north-east, © Blago Fund

Numerous historical, art historical and other testimonies confirm that
Decani Church was built as a monument of the highest importance and beauty.
In The Life of the Holy King Stefan of Decani by Danilos pupil, it is pointed out
that the Holy King made the entire decoration and fortification of the monastery
“according to the model of the well-known royal monasteries” (Apxuenyckon
Hanuno u fp., 1866, p. 204; Apxuemickon [lanuo, 1935, p. 155; Mapjanosuh
Hyuranuh, 2007, p. 282).Its dedication of the highest sacral rank also eloquently
confirms this fact, and it also shows the increased importance and position of
the Serbian king in the hierarchy of states and rulers, which is gained after the
victory at Velbuzd in 1330 (Bypwuh, 1987, pp. 13-25; Mapjanosuh ymranuh,
2007, p. 282). The marble as the most representative and luxurious stone and
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material used for the construction of the church also testifies to the imitation of
imperial monasteries. It was considered the most beautiful stone, so Camblak
points out that “the beauty of the stone” always gives the temple the highest
beauty (Jeuanu 99, fol. 63r-63v; llladpapuk, 1859, p. 70; Llambmax, 1936, p. 23).
The use of marble and the dimensions of the temple testify to the grandeur of
the undertaking. In line with the above, Grigorije Camblak’s description of the
construction of the church, which will be discussed in more detail in the next
part, in a subtle way also testifies to the grandeur of the undertaking.

Camblak’s Description of the Facade of the Decani Church

Previous literature has pointed out that Camblak’s description of the facade of
the Decani Church is “neither a commonplace, nor a set of conventional phrases,
nor a template, but a pure, direct description given from nature. There is a lot of
perceived and real in it, though not really artistic; one can see that the author tries
to say everything according to his own guidance, he gives real details at the same
time” (ITommosuh, 1936, p. XXVIII). The above judgment can be agreed with only
partially, as Dorde Trifunovi¢ notes (Tpudynosuh, 1985, p. 185; Tpudynosnh,
2019, p. 264). Trifunovi¢ points out that Camblak’s description, however un-
conventional it may seem today, can only be partially understood and accepted
as a description given directly by nature. He notices that the description is a
combination of literary and artistic description and aesthetic discussion, and
that aesthetic terms such as “beautiful’, “good”, “form”, etc. appear in the text
itself (Tpudynosmnh, 1985, p. 185; Trifunovi¢, 2019, p. 264). In connection with
Popovics judgment, as well as the above-quoted statement of the anonymous au-
thor of the Genealogy of Karlovci, it should be noted that the Church of Decani, as
masterpiece of Serbian medieval art, is a truly unique, i.e., unrepeated architectural
achievement, which really is “to be found nowhere else” (Beogradanin, 1960, p.
161). At the same time, it should be noted that the manner of its construction and
the description of its construction in Camblak’s The Life of the Holy King Stefan
of Decani constitute a kind of literary and architectural topos. In other words,
although it contains certain elements of realistic description, the key segments
of Camblak’s description of the facade are precisely emphasized, with the clear
intention of presenting the monastery and its architecture in a well-defined way.

The facade of the Decani Church dedicated to Christ Pantocrator is com-
pletely covered with exceptionally regular, skilfully joined, and carefully assembled
marble blocks (Fig. 2), to which Grigorije Camblak draws particular attention:
»OT BRHE 7K€, OVCTPOVTAHHUH MPALIOPKI ChCTABAIHE LIHOFOTRANK. EATPORHAHHMH KOVTIHO H
EBAHMH. H KOTOPATORAO IKAKEHE Kb APOVTOMOY CK1AAHIEHTE, AHEHO H XOVAOZRCTEA EhICOTHILE.
FAKO EAHHL MHETH (€ KAUEHL BhCEFO (OHOTO XpAMA AHLIE MPETOAHO Kb EATHOLIOY ChPpACARCTRA
BhIAOY CkieTaHHo xHTpocT™ (Jeuanm 99, fol. 63r; for other editions: [Iladapux, 1859,
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pp- 43-94; MaBupos u ip., 1983). In Lazar Mirkovic’s translation (1936) into mod-
ern Serbian, this passage reads, “And outside it (sc. the Decani Church) is strangely
composed of polished red and white marble, and the stones are joined together in
a wonderful and most artful way, so that it looks as if the whole face of this church
is one stone, joined together in a wonderful way and with artistry, so that it looks
as if fused into one, appearing in an ineffable beauty...” (IJam6max, 1936, p. 23).
In order to bring the thought of the medieval writer closer to the modern viewer,
we also include the same passage in Porde Trifunovi¢’s translation: “But from
the outside it is beautifully composed of polished marble, red and white at the
same time, and the stones are beautiful and most united in art, so that it seemed
as if one stone of the whole temple was a face beautifully joined by artistry into a
fused form” (Tpudynosuh, 1985, p. 85; Tpudynosuh, 2019, p. 264). Both trans-
lations emphasize the fusion of all the stone blocks into a visual-artistic whole. In

»

this passage, Camblak uses the words “unoronoart” (“beautifully”, “marvellous-
ly”, “strangely”), “npketioano”, “Angro” (“wonderful, wonderfully”) and “xoyaomcTea
BhicotiLe” (“in a most artful way”) to refer to the way in which the stone blocks are
joined together to form a whole. The author of The Life of the Holy King Stefan of
Decani points out that the stones are so harmoniously combined and joined into
a whole that it looked as if the entire building was not composed of many stone
blocks, but as if it was built from a single, monolithic stone block, owing to the
excellent work of the artists, who are the masters of their craft. The exceptional
quality of their work is reflected in the way they work, which is reflected in the
peculiar appearance of the monastery facades.

Speaking about this way of describing the church building and its facades,
it is important to note that this way of describing buildings appeared in litera-
ture long before the construction of the Dec¢ani Church and its description in
The Life of the Holy King Stefan of Decani by Camblak. Thus, one of the seventy
apostles, Hermas of Philippopolis (2™ century), in his work Shepherd quotes a
similar statement about the way in which “splendid square stones” of the tower
(i.e., church) were put together, which is perhaps the earliest use of such topos
in Christian context, “for they (sc. the stones) were polished and fitted exactly
one into the another that the lines of juncture could not be perceived. And in
this way the building of the tower looked as if it were made out of one stone”
(“politi enim arrant, et convenientes commissurae cum illus lapidibus; sicque
conjungebantur alius ad alium, ita ut commissurae eorum non paterent. Et
hunc modum apparebat structura turris, tanquam ex uno lapide aedificata”;
Migne, 1857, pp. 901-902; Tornau & Cecconi, 2014, p. 46; TpudyHosuh, 1985,
pp. 186-187; Tpudynosnuh, 2019, p. 267).

We find similar descriptions in early Byzantine writers describing church
buildings. The orator Choricius makes similar remarks about the portico of the
Church of St. Stephen in Gaza, built at the beginning of Justinian’ reign, around
536, “The sides of the porticoes consist, on the one hand, of walls reveted with
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Fig. 2. Church of Christ Pantokrator, Decani Monastery
(1327-1335), north facade, © Blago Fund

slabs which have been artfully joined in a uniform composition ...” (Mango,
1986, p. 61). A similar description is found in Procopius of Caesarea’s work
about the church of Hagia Sophia in Constantinople where it says “for walls
of shining marble have been artfully reared here” (Mango, 1986, p. 92). Thus,
among others, the patriarch of Constantinople, Photius (858-886; 878-886),
describes the appearance of the Mother of God of Pharos, the court chapel of
the Byzantine emperors in the Great Palace in Constantinople, more precisely
its atrium as follows, “The atrium of the church is splendidly fashioned: for
slabs of white marble, gleaming bright and cheerful, occupy the whole fagade
(prosopsis), and by their evenness and smoothness and close fitting they con-
ceal the setting of one to another and the juncture of their edges, so that they
suggest to the beholder’s imagination the continuousness of a single [piece of]]
stone with, as it were, straight lines ruled on it—a new miracle and a joy to
see” («IIpombAata pev yap @ va@ mepikalAi dieokebaobatl kai yap pappdpwv
Stk evkwv MAdKeg Aapmpdv Tt kail xdpetv dnootidPovoat, dAnv évanolaBodoat
TV TpOcOYLY Kal TNV Tpog dAARAaca BEoty kai Ty TOV TepATwY oLvageLay
O Opal® Kkai Aeiw kal T® mpoonpudécdal Aiav dnokpovyaoat ig £€vog Aibov
OVVEXELQY, Ypappaic evBeialg domep emyeypappévov, Badua kavov opabijvat
Kai fdLotov, ThHv TOV OpwvTwV Qavtaciov ddyovotv»; Mango, 1958, pp. 185-
186; Mango, 1986, p. 85; Betancourt, 2018, pp. 166-167). The same passage in
Roland Betancourt’s translation goes as follows, “The entrance to the shrine
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is very beautifully composed: for the slabs of very-white marble, bright and
graceful, shine brightly, and encompass the whole facade and are fitted against
each other [so that] the union of their ends by their evenness, smoothness, and
very close attachment conceals the connections as if it were a single stone with
straight lines inscribed on it, a remarkable wonder and most-pleasant to see”
(Betancourt, 2018, pp. 166-167). What is of particular importance, the passage
emphasizes the invisible property of joints between white stones.

If we talk about the Byzantine monuments of the capital, chronologically
close to Decani, the most significant monument is the imperial monastery ded-
icated to Christ Chora, restored by Theodore Metochites (1259/1260-1332). To
use the words of Paul Magdalino, Theodore Metochites, “was to early fourteenth
century what Photius has been to the ninth and Psellos to the eleventh; enor-
mously erudite, prolific, talented, and energetic” (Magdalino, 2002, p. 339). He
not only designed the appearance of the interior of his foundation, but he also
described it in verse. He expressed his understanding and his highest artistic ideals
about beauty in the renovation of this monastery “quoting in large Hagia Sophia”
(CreBoBuh, 2018, p. 146). The learned donor himself described its appearance in
a highly classical way through ‘his own’ vision, basing himself in this sense on the
work of Photius, and on other writers. Theodore Metochites stated, “I adorned
it (sc. the monastery of Chora) with exquisite marble stones in most beauteous
colours to be seen everywhere, well suited to each other and to the entirety of the
work, both those supine on the floor and those which stand upright on both sides,
here and there, reaching up on high in seemly manner. It is a marvel to behold,
brimming with pleasure: how each and every piece has been arranged, ordered in
accordance with all harmony, fitted together in both alternating and interlacing
fashion, each with those of its like; there is nought that is not done in such wise”
(Featherstone, 2011, p. 223,1.1019; Creosuh, 2018, p. 146).

It is interesting to note that particular type of description could refer not
only to building construction, but also to other construction projects, such as
roads. For example, Procopius of Caesarea (500-565), in his work History of
Wars, more specifically in the section dedicated to the Gothic War, describes
the road built by the Roman censor Appius Claudius Caecus in Rome (340-
270BC) known as the Via Appia, “..for after working these stones until they
were smooth and flat, and cutting them to a polygonal shape, he fastened them
together without putting concrete or anything else between them. And they were
fastened together so securely and the joints were so firmly closed that they give
appearance, when one looks at them, not of being fitted together, but of having
grown together. And after the passage of so long time, and after being traversed
by many wagons and all kinds of animals every day, they have neither separated
at all at the joints, nor has any one of the stones been worn out or reduced in
thickness, nay, they have not even lost any of their polish. Such, then, is the
Appian Way” (Procopius, 1919, pp. 144-145. V, xiv. 7-12).
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Evidently, the way in which Grigorije Camblak describes the facade of the
Decani Church “as if being made of a single piece of stone” was in fact one of the
favourite topoi of classical literature on art, indicating the perfection of an artistic
work (Lavin, 1998, p. 194). Apart from buildings, this traditional conceit could
also refer to revetment and sculpture (Berry, 2011, p. 37). Camblak uses the phrase
“so that it looks as if the whole face of this church is one stone, joined together
in a wonderful way and with artistry, so that it looks as if fused into one,” which
corresponds to the descriptions of classical writers who describe the beauty and
quality of the marble work of art as if it were made “from one stone” or “from one
block of stone” (ex uno lapide). The readers of The Life of the Holy King Stefan of
Decani as well as the observers of the Decani Church were accustomed to such
description and perception. This was a kind of expected practice of perception—
the marble revetments lead on the beholder’s imagination to believe that they are
crafted from a single piece of marble (Betancourt, 2018, p. 167). The first extant
example of this expression appears inscribed on the plinth of the massive kouros
that the Naxians had erected on Delos (600-590 BC), which in the form of a
personified statue of Apollo asserts, “Of the Same Stone Am I, Statue and Base”
(Berry, 2020, p. 65). Experts have encountered a confusing and difficult problem
here, since this plinth is actually separate piece of stone from the statue. Pausania
also observes that the colossal cult statues of Despoine and Demeter enthroned
in the temple of Despoine at Lycosoura, in Arcadia (early 2™ century BC) were
hewn from a single block of stone, which today can be refuted from the remains
(Berry, 2020, p. 66). Another example of the artwork praised in the similar way
is the famous Laocoon group (50-20 BC; Fig. 3). The same scholarly incertitude
attests to this marble sculpture. Namely, Pliny the Elder, praising the statue, claims
that it was carved out of a single marble-block (Dietrich, 2021, p. 171). However,
it is well known that three sculptors cooperated in its production and already
in Rennaisance, it was objectively established that this statement is incorrect.
Referring to different statues, Pliny actually mentions the expression “in a single
block of stone” several times in his work (Pliny, 1962, pp. 26-27, 28-29, 32-33).
Therefore, it can be concluded, that the expression “in one piece of stone” (ex
uno lapide) represents a particular kind of praise, suggesting the image of ideal
artwork, not physical, fractographic reality. It is the ancient manner of praising
a work of art, which represents an outstanding achievement, especially the one
hewn in marble (Dietrich, 2021, pp. 171-179). The particular artwork described
in such a way was so masterfully executed that it looked as if it were executed in
one block of marble, although assembled from parts. The carving ex uno lapide
constitutes a major technical feat. The use of marble also indicated a specific rela-
tion between the artistic technique and the material itself. The stone, i.e., marble
as a simple product of nature through a technical process, becomes more complex
end-product—the naturalistic statue made of marble (Dietrich, 2021, p. 174).
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Fig. 3. Laocoon and His Sons, Vatican
Museums, 50-20 BC, © public domain

Although the earliest extant artworks praised as ex uno lapide belong to
medium of sculpture, the same kind of ideal was present in architecture from
the very early age, though no body of theoretical writing now survives from
antiquity to prove it (Berry, 2020, p. 66). Already Herodotus (5" century BC)
describes in his history the admiration for buildings, roofs, and obelisks made
of a single block of stone. In The Account of Egypt, he mentions “two marvellous
stone obelisks” set up in the temple of the Sun, each of them “made of one single
block” («£E évog é0vta ékdtepov AiBov»; Herodotus, 1841, p. 143, I1.111). He also
mentions “the shrine of Leto, the height and length of whose walls are all made of
a single stone slab” («¢§ £évog Ai@ov»; Herodotus, 1841, p. 200, I1.155). He notes
the traditional conceit for the third time, when referring to “the shrine made
of the single block of stone” («otknpa povoAiBov»; Herodotus, 1841, p. 11.175).

This kind of description forms part of a continuous tradition that goes back
to the distant past. A structure built from a single stone was perceived in mind
of ancients as a continuation of nature and a part of it, rather than an artificial
creation (Berry, 2020, p. 66). In this way, the building hewn from the landscape
in a single block, rather than constructed stone upon stone, aspired to be an
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Fig. 4. Dormition Church, Grand Kremlin Palace,
Moscow, 1479, © public domain

extraction from nature that assimilated the monument to a rock formation, and
in the case of temples, the sacred mountain (Berry, 2020, p. 66).

The presence of the classical literary topos in the The Life of the Holy King
Stefan of Decani shows both the erudition of its author Grigorije Camblak and
the way the learned people of medieval Serbia perceived Dec¢ani Church as
the most prominent and representative church, the image of perfection and
supreme beauty. Apart form the above-said, this literary topos connects Decani
with other monuments which were highly praised in the same way, as being
made of a single (block of) stone. Another monument, which is being praised
in the same way as Decani is the Dormition Church in Grand Kremlin Palace
in Moscow (1479; Fig. 4), the work of master Aristotele Fioravanti, shows how
this topos is present in geographically distant Eastern Christian areas. When
talking about Slavonic Christian heritage, the Dormition Cathedral in Grand
Kremlin Palace is the closest analogy to the Dec¢ani Church and its description.
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Namely, in The Life of the Holy King Stefan of Decani by Camblak one reads: “raxo
¢AHHB UHETH ¢ iapknn” (Jegann 99, fol. 63r), while in the old Russian chronicle
one reads “saxo enquab KaMeHb” (MOCKOBKCUII JIETIIMCHBII cBOf, 1479/1480, fol.
456r; MOCKOBKCHII JIETIVICHBI CBOT, 1949, p. 324). Russian chronicle states that
the Dormition cathedral in Grand Kremlin Palace was wonderful in its majesty,
height, dimensions, and other characteristics, and that apart from the Church of
Vladimir such church did not exist in Russia (MocKOBKcUIT 1€ THMCHBIN CBOJ,
fol. 456r; MoCKOBKCUII TeTIVICHBII cBOA, 1949, pp. 323-324).

Conclusion

This paper led to several conclusions. Firstly, Camblak’s description represents a
particular and learned topos inherited from Byzantine literature and art which
reaches back to ancient past. Secondly, this description of Grigorije Camblak
once again affirms him as an excellent connoisseur of ancient culture.’ Thirdly,
this description is very significant since it testifies to the highest Byzantine
models, hailing from the capital, that the founder Stefan of Decani had in front
of him while he was building his endowment. Finally, this description equally
testifies to the place of the Decani katholikon in contemporary and later trends
in the architecture of the ‘Byzantine world.

Sources

Beogradanin. (1960). Ne nalazi se nigde. U: P. Sp. Radoj¢i¢ (Izbor, prevodi i objasnjenja),
Antologija stare sprske knjizevnosti (XI-XVIII veka) (160-162). Beograd: Nolit.
Hermas. (2014). Chapter III. In: Ch. Tornau, P. Cecconi (Eds.), The Shephard of Hermas in

Latin. Critical Edition of the Oldest Translation Vulgata (45-53). Berlin: De Gruyter.

Herodotus. (1841). Book II. In: J. Kenrick (Notes and Preliminary Dissertations), The Egypt
of Herodotus Being the Second and Part of the Third Books of His Herodotus (1-224).
London: Forgotten Books.

Photius. (1958). Homily X. In: C. Mango (transl.). The Homilies of Photius, Patriarch of
Constantinople (184-190). Cambridge, MA-London: Harvard University Press —
Oxford University Press.

Photius. (1986). The Church of the Virgin of Pharos (Homily X). In: C. Mango, The Art of
Byzantine Empire 312-1453, Sources and Documents (185-186). Toronto: University
of Toronto Press — Medieval Academy of America.

Pliny, the Elder. (1962). Book XXXVI. In: D. E. Eichholz (Transl.), Natural History. Books
XXXVI, XXXVII, Vol. 10 (1-334). Cambridge, MA-London: Harvard University
Press — William Heinemann LTD (Loeb Classical Library).

Procopius. (1919). Gothic War. In: H.B. Dewing (Transl.), Procopius in Seven Volumes. II1.
History of Wars. Book V and VI (1-425). London: William Heinemann.

* On Grigorije Camblak as connoisseur of ancient culture, see ITorrosuh, 1998.



COLLECTION OF PAPERS OF THE FACULTY OF PHILOSOPHY, LIII (3) / 2023

PP. 227-241

Sancti Hermae. (1857). Pastor, Visio III, Cap. IL. In: J. P. Migne, Patrologiae Cursus Completes,
Series graeca, Vol. 2 (900-910). Paris: Gyan Books.

Apxuemnvckon Jaumno. (1935). XKusoitiu kpamesa u apxueiiuckoia cpickux (mpesox: JI.
Mupkosuh; npenrosop: H. Pagojunh). Beorpag: Cpricka KiVKeBHa 3apyra.
Apxmenuckon Jannno u gp. (1866). 2Kusoitiu kpamesa u apxueiuckoia cpickux, b.

Hannunh (#a cBujeT uspao). 3arped: y Cerosapa lanua u koM.

aBupos, A. u ap. (1983). XKumue na Cmegan Jeuarcku om Ipueopuii Llambnax. Codust:
bAH.

MockoBkcuit meTmcHblit cBOf. (1949). IonHoe cobpanue pycckux nemonuceii. Tom 08aduamy
namvbl. Mockoscku nemnucHviii c600 konua XV eexa. Mocksa: VisgaTencrso Axagemmit
Hayx CCCP, IncTuTyT McTopmit.

Pyxotniuc Jeuanu §p. 99, nera fenennja XV Beka, Cryxda u xunruje Creana [leqanckor,
ox Ipuropuja Ilamdnaxa, XV Bek.

[Tamdnak, I. (1936). )Kusort xpapa Credana Jewanckor. V: I1. ITonosuh (mpenrosop),
Cimape cpiicke duoipaguje XV u XVII sexa. Kro. 3. LlamOnax, Koncinaninun, Iajcuje
(3-40). beorpap: Cpricka KibJKeBHa 3apyTa.

Tadapux, J. (1859). XKnusots kpast Credana [leqanckors. Inacuux Jpywitiea cpdcke
cnosecroctuiu, 11, 43-94.

References

Berry, E (2011). Painting in Stone: The Symbolism of Colored Marbles in the Visual Arts and
Literature from Antiquity until the Enlightenment [PhD Thesis]. Columbia University,
New York.

Berry, E. (2020). Painting in Stone: Architecture and the Poetics of Marble from Antiquity to
the Enlightenment. London: Yale University Press.

Betancourt, R. (2018). Sight, Touch and Imagination in Byzantium. Cambridge: Cambridge
University Press.

Dietrich, N. (2021). Ex uno lapide and the Meaning of the Monolithic Sculpture in the
Natural History. In: A. Anguissola & A. Griiner (Eds.), The Nature of Art. Pliny the
Elder on Materials (171-179). Turnhout: Brepols.

Featherstone, J. M. (2011). Metochites’ Poems and the Chora. In: H. A. Klein, R. G.
Osterhout, B. Pitarakis (Eds.), The Kariye Camii Reconsidered (213-237). Istanbul:
Istanbul Aragstirmalari Enstitiisti.

Koraé¢, V. (1989). Larchitecture de Decani. Tradition et Inovation. U: V. J. Purié (ur.), Jeuaru
u susanimujcka ymeinoci cpequrom X1V eexa (149-157). Beograd—Pristina: Srpska
akademija nauka i umetnosti - Jedinstvo.

Lavin, I. (1998). “Ex uno lapide”: The Renaissance Sculptor’s “Tour de Force”. In: M. Winner,
B. Andreae, C. Pietrangeli (hrsg.), Il Cortile delle Statue. Der Statuenhof des Belvedere
im Vatikan (191-210). Mainz: Verlag Philipp von Zabern.

Magdalino, P. (2002). Theodore Metochites’s Poems ‘To Himself”. Introduction, Text and
Translation. Byzantine and Modern Greek Studies 26(1), 339-345.

TaBpunosuh, A. (2020). [legancke IjpKBe MapaMop U lberoBo 3Hauewe. Huw u Busanitiuja,
18, 347-370.

Bypuh, B.J. (1987). [TocBeta HemamuHux 3agy>xduHa u Bnagapcka ugeonoruja. boiocnosmwe,
31 (45), 1, 13-25.

239



240

Andela B. GAVRILOVIC

Grigorije Camblak’s Description of the Construction of the Decani Church: Its Features and Models

Mapjanosuh dymaunuh, C. (2007). Cseitiu kpan. Kyniti Ceeitioi kpamwa Citiepana [e-
uanckol. beorpan: bankanonomku nacturyr CAHY.

[Terxosuh, B. u bomkosuh, B. (1941). Manaciwup JJewanu, k. 1. Beorpan: Cprcka
Kpa/beBcKa akagemuja — 3apyxduna Muxajna Ilynmna.

[Tonosuh, A. (1998). Motus ®enpe n Xunomura y XKurtujy Credana Jevanckor Ipuropuja
ITamdnaxa. 36opruk pagosa Buzanitionowixoi unciauiiyimia, 37, 199-212.

[Tonosuh, II. (1936). Crapu cpucku xxuBotonucu XV u XVII Beka. Y: II. ITonosuh
(mpenrosop), Citiape cpiicke Suoipaguje XV u XVII éexa. Kiv. 3. Llamdnax, Koncitianitium,
Iajcuje. Beorpap: Cprcka KiykeBHa 3agpyra, V-LXX.

Cresosuh, . (2018). Busanitiujcka uprsa. Odpasosatve cnuke ceetiiociiu. beorpan: EBomyra.

Topuh, B. (2019). MecTo y KynTypHOj 1cTopuju cprckor Hapoga. ¥: 1. Bojoguh u M.
Mapxosuh (yp.), Ymetnuuko nacnehe cpiickoi Hapoga na Kocosy u Meitioxuju.
Hcimiopuja, ugeniniutiietd, yiposceHociti, sawiniuitia (147-163). beorpan: CAHY.

Topuh, b. 1 Yanax Menuh, M. (2005). Manacitiup JJeuanu. beorpan: Mysej y Ilpuurtuan
(ca msmemrTennM cepumnteM); Ilenrap 3a ouysame Hacneba Kocosa u Metoxnje —
Mnemosyne; Jledann: Cprcku mpaBociaBHM MaHacTup [leyann.

Tpudynosuh, B. (1985). IlamdmakoB omuc e4aHCKOr XpaMa y CBETIOCTI BU3AHTUjCKe
ecretuke. Hayunu caciianax cnasucitia y Bykose gane, 14(1), 183-188 (= TpudyHnosuh,
H. [2019]. LlamOTakoB OINC IeYaHCKOT XpaMa Y CBET/IOCTY BU3aHTUjCKe eCTeTHKe. Y:
1. Mpuesuh Pagosuh u np. [yp.], 50 ioguna Mehynapogroi cnasucitiuuxoi yeHiwpa.
Ko. 1. Benuxe itieme cpiicke krouscesHociiu. Hayanu cacranak cmasucra y Bykose
mame [1971-2019], 263-269).

Yanak Mennh, M. (2007). Jeuaru. CadopHa upxea. Apxuitiexitiypa. beorpay: Perrydmraxu
3aBOJ 32 3ALITUTY CIIOMEHNKA KY/IType.

Anbena 'h. TABPMIJIOBII'R

Yuusepsurer y beorpany
®unosodcku paxynrer
MHcTUTYT 32 MCTOPUjy YMETHOCTH

HaM6HaKOB OIVIC T'paib€ NEYAHCKOT XpaMa:
IberoBe 0COOEHOCTN U y3opu

Pesume

Orncyjyhu >xusot u gena Csetor kpaba Credana [ledanckor (1322-1331), ayrop gpyror
xuruja CeeTor Kpaspa, Ipuropuje lamdnax (oxo 1364-1419/1420), mocedHe pepose
nocsehyje HaunHy rpajme xpama Xpucra [Tantokparopa y Jeganuma (1327-1335),
Ipely3HMje, HAYMHY Ha KOjU Cy KaMeHU MepMepHM OJIOKOBU IIPKBe CIIajaHy y KOPITYC
rpabesune (cm. 1, 2). Tom npunukom, Llamdnak HaBopu: ,, A KaMelbe jefiHora ca pyrium
Cau/IarbeHo je JMBHO VM HajyMEeTHMYKMj€E, TAKO JIa M3IJIE/A [IA je JIALE LIENIora OHOra XpaMa
jellaH KaMeH, IPeYy/HO CacTaB/beH BEMITUHOM Jia U3IJIE[A [ja je CPACTAO0 Y jefjaH, KOju
ce jaB/ba y HEVMICKA3aHOj HEKOj JIENIOTH, TAKO Ja Ce BeluKa ONarofeT cuja OHuMa Koju
I7Ielajy, ¥ yBeK JIelloTa KaMeHa U Be/lMunHa fjaje XpaMy Hajsehy kpacory, momro je
CaBpIIEHO M3BajaH KaMeH, Ha [IOCTOjHOIEIIHOCT OHMMa Koju cy ra yunHmwmm (IJamdmax,
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1936, ctp. 23). YV pagy ce roBOpyu O MOPEKIY U TPAAUILINj/ OBAKBOT CIIELMPUIHOT
Ha4MHA ONMCHBAba USTPAJbE IEYaHCKOT XpaMa. Y HbeMy Ce MSHOCE aHa/IOrNje OBAKBOM
pelleny y KIbVDKEBHOCTU M YMETHOCTH, U, Y CKIa/ly Ca TMMe, YKa3yje ce Ha 3Ha4aj
OBMX UCTpaXkKBarba.

ITpumeheHo je na je y muTamy ApeBHU aHTUYKM KEbJKEBHO-YMETHIYKI TOIIOC, KOjU
ce jaB/ba IV ONMCUBARY Ipal)eByHA ¥ yMETHUYKIX Jie/la, TTI0OCeOHO OHMX U3BeNeHNX Y
MepMepy, M1 caMe MepMepHe orutaTe (cI. 3, 4). OBaKBMM OIICOM Ce UCTIYE YMHeHNIIA
Jia Cy MepMepHI S/IOKOBM 3/1atba Cau/IalbeHN! jefjaH Ca PYTUM TAKO I Ce OKY ITOCMaTpaJa
YMHM [ja OHYM OPTaHCKM YMHE jeJHY LeNMHY, KOja HIje cCacTaB/beHa I3 [e/I0Ba, MaKo
3ampaso jecte. VI3Bobemwe ,y jenHoM KaMeHy " (ex uno lapide) 3anpaBo je umea, cmuka
CaBPIIEHOT YMETHUYKOT JIe/Ia, IIpe Hero (GM3MUKa, OIUIUBIBA, paKTorpadcka peanmHocT.
Ped je 0 aHTMYKOM MaHMPY IOXBajie YMETHUYKOT JIe/Ia, KOje He MPeACTaB/ba CaMO
usysetHo gocturiyhe Beh u nsysetHo gocturayhe usBeneHo y Mepmepy.

Kapza je ped o meyaHCKOj LIpKBU, Y OBOM pajy je 3akbydeHo fa [Jamdmakos
OIIVC IIpefCcTaB/ba clenudIYaH U y4eH BU3aHTUjCKM TOIOC, HacaeheH 13 aHTIIKe
KIbVOKEBHOCTH M YMETHOCTH KOju CeXe 10 XepOJOTOBOT BpeMEHa I Jla OBAaKaB OINC
I'puropuja Ilamdnaka jour jexHoM adpupmulile Kao BpPCHOT IT03HAaBAOILla aHTUYKe
kynrype. Ocum Tora, oBaj OIuC BeoMa je 3HadajaH, dynyhu fa cBefouM 0 HajBULIMM
BU3AHTUjCKUM IIPECTOHNYKUM y30puMa Koje je ktutop Credan JleqaHcku nMao
mpey, codoM JIOK je Tpajuo cBojy 3anyxOuny. Hajsan, oBaj onuc jegHako cBego4n o
MECTY Je4aHCKOI KaTOMKOHA y OHOBPEMEHMM M IIO3HUjUM TOKOBMMA apXUTEKType
,»BV3aHTIjCKOT CBeTa".

Kmyune peuu: manacTvip Jledanu; apxuTeKTypa; OINC; Ipajiba; [puropuje Iamdmax;
aHTUYKU TOIOC.
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