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Lecture 1: 

‘ANOTHER BRICK IN THE WALL’: TEXTURALITY OF THE FACADES AND THEIR MEANING IN BYZANTINE ARCHITECTURE DURING THE PALAEOLOGAN PERIOD
In Byzantium a technical sphere can be found and recognized in material culture and economy, particularly in handicraft production and can be also separated analytically when paying particular attention to innovations, inventions and discoveries in architecture. Byzantine written sources up to the first half of the 15th century allow us to distinguish more than 60 crafts and independent occupations. Among craftsmen were those who were engaged in brick and tile production. In Constantinopolitan architecture during the Palaiologan period (1204 - 1453) brick was used as one of the main types of the building materials. Questions pertaining to the meaning of the brickwork ornaments and its substance became the key for understanding the notion of the art of the Palaeologan period and the way how materials were linked through its transformative forces. Relevant architectural examples in Constantinople and in other capital centers during the Palaiologan period can be classified into four different groups which overlap with the territorial position. Comparative analysis shows similarities with shapes, dimensions and technological parameters of production. Second axis of the lecture reveals the general principles of articulation of Constantinopolitan church facades by uncovering the semiotic of ornaments. Lecture proposes that the construction of the wall of the churches originally included the exterior brick elements, and that such type of exterior brickwork was the integral part of ritualistic experience of the church visit. Regarding  brick composition preserved in main examples of last phase of Constantinopolitan architecture (south church of Constantine Lips Monastery / Fenari Isa Camii; Sea Wall of the Philantropos monastery (into the Theodosian walls in the easternmost part, Pantokrator Monastery, Christ  in Chora Monastery, Pammakaristos parekklesion, Gül Camii, St. Theodore church, Tekfur Sarayı), art historians followed the convention and used term “aniconic” to designate the nature of the wall exterior articulation: system of semiotic signifiers disguised as non-representational, non-figural representations of crosses or vegetal patterns but imbued with symbolic meanings. Heaving in mind the question of what is seen and what the observer is taught to see it is possible to understand the «messages» represented with brickwork geometric ornaments, insufficiently identified as «aniconic decoration» in Constantinopolitan art and architecture: zigzags, diamond, meanders, swastikas, various whirling disci (flat and convex), rosettes, Life giving Tree and specifically heraldic signs based on swastika and “Byzantine heart” on the apse of south church of the Constantine Lips, upper register of the north wall of Kariye Camii, south wall of St. George church in Philantropos; especially epigrams and its connections with ornaments on the wall surface. Proposed thematic approach and methodological concerns should contribute to a better understanding of the arranging of the Byzantine walls as the act of ‘writing’ powerful messages written with ornaments, causing a message to be transferred in believers “mind eyes” as exegetic transmitters. In other words, simple ornaments represented various attributes of the Divine, whose presence was announced to the faithful before they even ventured into the church. The context of brickwork ornaments when reexamined as highly iconic images assumes an entirely different purpose and meaning. In making more readable brick architectural text, the peculiarity of research work on bricks is noticed in treatment of façade and its complex décor. On the southern church central apse of Constantine Lips in Constantinople are executed several images of Tree of Life beneath different meander schemes. Based on the study of the relationships of inherent logic of the interior and exterior the codified ornaments were originally understood as universal archetype because "On the walls all around the temple, in both the inner and outer rooms, He carved cherubim, palm trees and open flowers" (1 Kings 6:29). It begun with the visitor seeing the church from a remote vantage point and observing its silhouette; the perception of the building intensified with the coming into focus of the exterior of the walls than passing into the interior of the building and the participation in the Liturgy. Brickwork ornaments executed at preserved Constantinopolitan endowments from the Palaeologan period, not only shaped the meaning of usage of antiquity but also visual communication of beholder. Being not only part of the Palaeologan heraldic device than a metaphorical armor to be worn by the observer, ornaments became semantic phenomena which like the labyrinth / maze clothed not only exterior but as will be shown in different media interior furnishings of the church. It girds mind’s eye upon the words, the faithful as homo viator during the march toward everlasting life as confirmed in written sources as path of labyrinth, path to the Upper Jerusalem, and rite of passage. As a schemata of the Late Byzantine understanding of the act of seeing, of materializing of the Word – Logos, the spatial and narrative shifts of the brickwork ornaments invited a transformation of the believer’s identity: from viewer of narrative - mind placed in the performative space, to the space itself - to participant in liturgy ‘thingness’, underlying exegetic reality (hypostasis) that supports, flicker and reveal a pronounced relationship based on the visual impact and its placement. Mazes and solar disci represent the medieval metaphor which observed earthly life as a journey. Beholding of these visual labyrinths read at the wall closely connected traps, pitfalls, wrong turnings and blind alleys, through which Christ has threaded the pathway to Salvation. Partly that process was mentioned by Theodore Metochites writings who referred in his writings to the skills of builders: “it is succeeded by the brilliancy of variegated stones, closely rivaling the beauty above by the multiplicity of color; skill cooperates with this, making use of the regularity of arrangement “/ τῆς χρὁας έτερὁτητι συνεργούσης τῆς τέχνης καί σοφιζομένης τῆς ἀναλογίαν τῆς ἀρμονίας.” Multiple comparisons can be accounted with building techniques who followed the essential appearance of Constantinopolitan craftsmen To understand how the decoration might have looked originally, research project is conceived on the basis of: - detailed fieldwork in Istanbul (both in situ and research of sculptural decoration - my extensive photographic documentation (approximately 22,000 photos) which carefully and thoroughly evolved over the past seven years in Istanbul, Greece, Serbia and Macedonia.
Lecture 2: 
PORTALS AND LIMINALITY IN BYZANTINE AND MEDIEVAL SERBIAN WRITTEN SOURCES
Interests for the architectural decoration of portals, their iconography and meaning have long been present in medieval studies. Unlike thoroughly surveyed Romanesque and Gothic portals which were discussed in numerous extensive studies, literature on the Serbian medieval church portal is less present in scientific examinations.  There is always an element of metamorphosis when meaning is translated between one symbolic space compartments to another so that the body becomes modified with movements of Wisdom when perceived from different vantage points. The liminality of portals is stressed in numerous Byzantine monastic documents, especially typika and encomia.
Essential concepts in written sources of Byzantium and Medieval Serbia, denote a particular attention to passages and portals. The passage “We allow venerable paintings in sanctuaries but (…) we do not regard the latter as being free from sin except on doors” quoted at the beginning of the article – fragment of the letter from Bishop Hypatios of Ephesus to his suffragan bishop, Julian of Atramyttion – is both significant and problematic. Portals in the sources are of fundamental importance and imagery of the church and its significance for the preaching of Christianity. Written sources in Byzantium contain descriptions of wooden or bronze doors, sometimes doors with silver inlaid. Numerous preserved descriptions are found in Byzantine Monastic Documents. The architectonic and decorative importance of church entrances are often emphasized, but quite often are described in very general terms: about beauty of church portals or the necessity of having an entrance door of suitably decorated marble. Such descriptions are present in the sources about numerous doors and gates, from Domentian’s Life of St. Sabbas of Serbia to the Vita of despot Stefan Lazarević of Constantine the Philosopher from Kostanec. Description of doors contain in the same time notable epithets of the Virgin as the Opener of the Gates of Paradise and reenactment of Christ’s incarnation as the Door. That tradition and symbolic approach should be reconsidered in further research on various components of architecture and mystical experience in the liturgical rite in Byzantium and Medieval architecture of Serbia. Such an intermediary, iconoplasmic role suggests an intriguing analogy to the nature and function of the portals, and it is to be stressed that on a contrary to the presence both in sources and preserved doors in Byzantine churches, especially from the 14th century complex structures, previous historiography of Byzantine art in general, does not explore it in any detailed content.

Lecture 3:
PORTALS AND TRANSLATION: MEANING OF PORTALS IN THE LATE BYZANTINE ARCHITECTURAL SETTING
   The paper addresses the issues of the construction, translation, and transformation through the meaning of portals and state of the believer in the church within Constantinopolitan examples, and their echoes on the Balkans. As suggested by the roots of the word transformation “to change in the form and appearance” or to carry across, there is the aspect of crossing boundaries and slippage in perception. The meaning is translated from one symbolic space to another, so that the body becomes modified with movements of Wisdom when perceived from different vantage points. 
Examples of west portal in the Chora church and Studenica with carved crosses on the jambs of the west portal (depicted on ktetorial composition) will illustrate invisible presence of Logos and how it was additionally provided an important expression for the idea of Incarnation. The Virgin’s work depicted on the mosaics/frescoes above is an activity coincident with the Incarnation and how the formless divinity is translated in the womb of the Virgin. Altogether, the conjunction of scripture, theology, iconography, and architecture created an appropriate symbol of portal for the translation of the Logos, who passed through the Virginal gates and entered the world of matter: the Virgin was poised, not simply on the visible entrance but on the threshold of Wisdom. 
Portals are the signs of the transitional and the dialogic essence not only for the Biblical metaphor of Christ as the One who holds the walls together, but also for the metaphor: “I am the door. Whoever enters through me will be saved" (John 10, 9). 
     Beyond this obvious perlocutionary translation effect, portals in the Late Byzantine sacred space also have an elocutionary function. Not only are portals signs of translation moves, communication towards discovering the next space unit; portals are autoreferent – they point in the direction of society as perceptors of limina.
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