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The reign of the Roman Emperor Justinian I, a person with Balkan provenance
and European ambitions, a wise politician, a skilled diplomat, a resourceful military
strategist and a generous commissioner of ambitious artistic enterprises, is rightfully
entitled to bear the name “the golden age” of Christian Antiquity. Marked by invasive
territorial restitution of the Empire, by fundamental reform of public administration,
by institutional codification of Roman legislation and by controlled opportunism
in maintenance of the church affairs, Justinian era is the true climax of Antique
historical ideals, as well as civil preferences at the threshold of the canonically
established Byzantine Middle Ages. In cultural terms, Justinianic epoch emanates two
fundamental components: the glamorous Antique taste of the aesthetic conception and
the metaphoric embodiment of Christian inspiration within the ideological structure
of artistic ensembles. In that context, the complex symbolic system of painterly
executions funded upon the refined dogmatic allusions in the depiction of Biblical and
historic iconography reached its highest level of multi-significant visual explication in
the illustration of religious ideas.

The function of that symbolic system, in other words, the degree of its
absorption by the beholders was highly dependent on the skill in the construction
of aesthetic and didactic composite of the images, i. e. the creative skills in the
appropriate visualization of religious messagesl Therefore, the contemporary
analysis of some of the most representative, as well as iconographically most
sophisticated mosaic assemblages that originate from the closing period of Christian
Antiquity, has to start with their “functional sustainability”, i. e. the possibility of
their functional communication with the beholders, which is actually the main role
of Christian iconography contrary to the insistence of elderly scholars to interpret
them as: visual pamphlets of political issues, literal illustrations of Biblical verses
or optical performances of the mystical ideas of elite Byzantine philosophical
school. In that regard, we have selected six distinctive examples of representative
mosaic arrangements dated grosso modo in the period of Justinianic reign.

The first among them is the eternally luxurious Royal epiphany of Justinian

1E. AumuTpoBa, Hajcwapunwe xpucwunjaHckn cumbonm, Ckonje 1995, 188
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Cn. 1 CaH Buwarne - PaseHa, Llapow JycwiuHujaH | co Herosawa npmapy>k6a
Fig 1 an Vitale. Ravenna, Imperial panel ofJustinian I

and Theodora in the presbytery of San Vitale church in Ravenna2(Fig. 1). Located in
the most solemn part of the edifice, the mosaic ensemble of which represents the most
elaborated program constellation of the political, religious and artistic fundaments of
the Empire3, the panels with the depicted portraits of the Royalty were interpreted by
senior scholars as illustration of the Great Entrance, in which Justinian and his wife,
altogether with Maximilian, the Archbishop of Ravenna, participate as members ofthe
liturgical procession4 (Fig. 2). The absurdness of such an idea is clearly noticeable in
the iconographical configuration of the images, as well as in the precisely conceived
and appropriately applied painterly vocabulary of symbolic components. Namely,
although the accurate biographer of Emperor Justinian I, the famous Procopius from
Caesarea speaks ofthe eminence, influence and political power of Empress Theodorab,
she, as well as any other woman in the Christian world, was not permitted entrance into
the altar of any sacral edifice, let alone to participate in the festal liturgical ceremonies.

This is confirmed by the very iconographical constellation of both panels that
show Justinian and his wife accompanied by their courtiers, whereat they are not located
in the same space: the Emperor is depicted in front of the festive golden background of

2 F. W. Deichmann, Ravenna, Haupstadt der spatantiken Abendlandes /, Geschichte und Monumente, Wiesbaden
1969,226

3 E. Kitzinger, Byzantine Art In the Making. Main lines o fstylistic development in Mediterranean Art. 3rd- 7t
Century, London 1977, 81-87

4 A. Grabar, L \age d 'or de Justinien, Paris 1966, 157, PL 171-172

5 Mpokonuj Kecapucku, TajHaTa ncropuja, Ckonje 2008, 67-70



Folia archaeologica Balkanica Il, 2011 421

Cn. 2 CaH Butane - PaBeHa, Llapuuata Teogopa co HejanHaTa npugpyxoba
Fig. 2. San Vitale - Ravenna, Imperial panel of Theodora

a sacral interior, while Theodora is represented in an exterior, suggested by the marble
fountain, in a slight motion allusive of her stepping towards the entrance, marked by a
luxuriant curtain6. Besides, the royal couple hold glamorous, butempty liturgical vessels
instead of discos with the Eucharistic bread and chalice with the communion wine.
The depiction of the liturgical receptacles as an allusion to their role in the religious
rite suggests offering precious gifts to be used in the Eucharistic ceremony, something
which is metaphorically sublimed in the decorative embroidery executed at the lower
edge ofthe elegant Empress’garment with the depiction ofthe Adoration ofthe Magi7.
Finally, the reconstruction ofthe liturgical rite performed during the reign of Justinian
by the reputable Thomas Mathews8 clearly demonstrates that in the Great Entrance
during the first half of the 6thcentury the bishop did not participate and therefore, the
carrying of the Eucharistic offerings was strictly an obligation of the deacons, while
the entrance of the Emperor into the solemn space of the naos was preceded by the
gesture of taking the imperial crown off, as a part of the ritual of the First Entrance.
In that regard, the arrangement of the Royal portraits, the inclusion of the
monumental monogram of Christ and the depiction of the golden liturgical vessels
6 R. Cormack, Byzantine Art, Oxford 2000, 60-61
7 J. Lowden, Early Christian & and Byzantine Art, London 2003, 133

8 T. F. Mathews, The Early Churches ofConstantinople: Architecture and Liturgy, University Park and London
1971,138-147
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Cn. 3 KpctunHuua Ha ApunjaHuTe - PaBeHa, KpwiteBawe XprUcToBO
Fig. 3 Arian Baptistery - Ravenna, Baptism

held by the imperial couple should be seen through the prism ofhistoric - ecclesiastical
connotation of the mosaic representations9, that suggest the symbolic visualization
of imperial confirmation of restored Roman rule over the Italian region, as well as
their absolute support to Maximian’s Archbishopric in Ravenna, as the main outpost
of Byzantine political and religious authority in the West. Sanctified in 547, a few
months prior to the death of Theodora on the June 28, 54810 the panels with the
portraits of Justinian and his Empress are a symbolic historic confirmation of the
reconstructed territorial integrity, religious unity and cultural attainments of Roman
Empire, the most exclusive product of which is the church of San Vitale in Ravenna.

This is also confirmed by the slightly younger “emulation” of this remarkable
iconographie assemblage from the era of Justinian, executed in the altar of the
Ravenate basilica San Apolinare in Classe in the period of the eight or ninth decade
of the 7th century. In the spirit of the protocolar iconographie matrix designed in the
age of the great Emperor, the mosaic panel in the church dedicated to Saint Apoliner
- the first Bishop of Ravenna, shows the Emperor Constantine IV Pogonatus as
confirming the privileges to the temple, accompanied by his courtiers and the actual

9 J. Beckwith, Early Christian And Byzantine Art, New Haven and London 1993, 113-116
10 R. Cormack, Byzantine Art, 58; G. Bovini, Ravenna. Art and History, Ravenna 2008, 26
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Cn. 4 Cs. Ky3maH v [JamjaH - Pum, Mo3auvk Bo ancugara
Fig. 4 Sts, Cosma e Damiano - Rome, Apse mosaic

ravenate Bishop - Reparatusll Although the younger mosaic, due to the awkward
execution of the images, as well as the spatial qualities of the composition, lost the
ceremonial festivity of the view characteristic of the San Vitale panels, it has still
retained the recognizable visual formula for depiction of the courtly ritual known
as “ traditioprivilegia Executed in another, poorer, less secure and less glamorous
epoch, the mosaic of San Apollinare in Classe replaced the luxuriant gifts of the
imperial couple in San Vitale with the modest gesticulation of the protagonists,
representing the most appropriate iconographie reminiscent of the “gallant” courtly
protocol from the most representative religious center of the Ravenate Archbishopric.
Another example of a bad navigation during the journey through the symbolic
horizons of Early Christian iconography is the decoration of the dome in the Arian
Baptistery in Ravenna (early 6thcentury)2 (Fig. 3), comprising the medallion with
the image of the Baptism of Christ and the apostolic procession directed towards
His throne. Starting from his primary professional orientation as a theologist, i.e
liturgicist, Lazar Mirkovic13 when iconographically analyzing this ensemble, takes
into consideration only the theological ground of the arrangement, presenting it as
a copy of the mosaic executed in the dome of the Orthodox Baptistery in Ravenna.
Discussing the direction, the course, the postures and the gestures of the apostolic

11 J. Beckwith, Early Christian and Byzantine Art, 119-120, Fig. 96
12 F. W. Deichmann, Ravenna, Haupstadt der spatantiken Abendlandes /, Geschichte und Monumente, 138
13 1. MnpKOBHh, koHorpadg cke cTyaunje, Hoeu Cag 1974, 88-89
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Cn. 5 Ennckoncka 6asnnnka - Xepakneja JinHkectuc, HapTtekc
Fig. 5 Episcopal Basilica- Heraclea Lyncestis, Narthex

figures14 he neglects the primary iconographie divergence between the two ensembles.
Namely, contrary to the Palestinian matrix applied for the depiction of Christ image
in the Orthodox Baptistery marked by mustaches, beard and anatomic configuration
of a mature male, the neophyte in the Arian Baptistery is represented in an extremely
sensual and feminized iconographie variant. Contrary to the clearly accentuated
masculine figures of John the Baptist and the personified River god marked by
masculine anatomic architecture, heavy beards and hairy chests, the figure of Christ
displays elaboration of certain feminine facial and bodily featuresla Although the
waves of the river can not hide the gender of the initiant, the sensual lips, the soft
facial oval, the narrow shoulders, the swelling breasts and the rounded hips accentuate
the feminine side in depiction of Christ image.

In contrast to Lazar Mirkovic¢, who, as a conservative orthodox theoretician,
considered the mosaics executed in the Early Christian monuments, including the one
in the Arian Baptistery in Ravenna, as illustrations of Biblical references absorbed
by the actual liturgical practicelg the tendentiously explicated modellation of the
image points to entirely different iconographie amalgam. In that context, absorbing
the feministic aspect of pagan Gods, who, in certain constellations, gave birth to their
children, symbolized the fertility of the rivers and fields or appeared as generous
providers to their followers17 the image of Christ in the Ravenate Baptistery inherits
the symbolic values of the divine life-giving of his antecedents, transformed into the
fertile quality of the baptismal water. Symbolizing the well of eternal life acquired
through baptismal initiation and deserved via the new birth in the salvational waves
of baptismal water, the image of Christ in this exclusive and genuine representation
condenses the symbolic significance ofthe notion of immortal life of the neophytes in
the most subtle and authentic manner. Although, confined to the reduced dimensions of
the dome structure, the mosaic in the Arian Baptistery resembles the basic iconographie
concept ofthe decorative arrangement executed in the Ravenate Orthodox Baptistery18
the allusions to the polymorphic nature of Christ9and his universal “transpersonality”
are the key elements that configure the picture of the one and only creator, provider,
protector, benefactor and savior of the entire Christian mankind.

14 ibidem, 89

15 Th. F. Mathews, The Clash of Gods. A Reinterpretation ofEarly Christian Art, Princeton, 2003, 134-135
16 JL MupkosuH, UkoHorpagcke cTyaunje, 70-80

17 M. Delcourt, Hermaphrodite: Myths and Rites ofthe Bisexual Figure in Classical Antiquity, London 1961,
18-22

18 S. Kostof, The Orthodox Baptistery ofRavenna, Yale University Press, 1965, 55-6

19 R. M. Jensen, Understanding Early Christian Art, London and New York 2002, 124-128
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Cn. 6 Enuckoncka 6asununka - Xepakneja Jinukectuc, Haptekc (getam)
Fig. 6 Episcopal Basilica- Heraclea Lyncestis, Narthex (detail)

The apse mosaic executed in the basilica dedicated to the noble physicians Cosma
and Damianus, Sancti Sancti Cosma e Damiano in Rome (ca. 526-530)2 (Fig.
4) is another example of unintentional “divergence” from the precise interpretation
of its iconographie constellation due to “tiny” mistakes in the perceptibility and
analysis of the compositional elements and their symbolic meaning. Although the
multiple restorations of this altar ensemble devastated the stylistic coherence and the
painterly idiom of its execution to a great extent, they had almost no impact over the
iconographie concept of the depiction, which belongs to the category of “dogmatic
visual structures” designated for apsidal decoration of the temples2L The magnificent
figure of Christ flanked by the portraits of the commissioner, the titular saints and
the apostolic Princes and accompanied by the zoomorphic symbols of the disciples,
is a highly recognizable program concept for decoration of the festal altar space in
the representative church edifices during Justinianic reign. However, the baptismal
connotation ofsuch ensembles is not always mandatory22, while typological references
ofthe depicted characters, according to the Manuel of Byzantine iconography2are not
by default the most appropriate method for identification ofthe ideological background
of the composition.

Namely, although the colossal image of the Resurrected Christ in the center of
the scene bears the features ofthe “Palestinian” type, while the portrait of St. Theodore
is dressed in a garment with “oriental” features24, the iconographie concept of this
composition derives from the characteristic Roman program matrixes, designed for
decoration of the apsidal space of Christian temples. In that context, the two images
executed in the subsidiary apses ofthe Mausoleum of Santa Constanza in RomeZ, the

20 W. Oakeshott, Mozaici Rima od treceg do Cetrnaestog veka, Beograd 1977, 81-84, T. XI-X11I

21 R. M. Jensen, Understanding Early Christian Art, 109

22 J. Beckwith, Early Christian and Byzantine Art, 125

23 H. Maguire, The Icons of Their Bodies. Saints and Their Images In Byzantium, Princeton 1996, 21-22

24 ). Beckwith, Early Christian and Byzantine Art, 126

25 H. Stem, Les Mosaiques de Veglise de Sainte Constance ¢ Rome, Dumbarton Oaks Papers X1l (1958), 206-
208



432

Cn. TEnnckoncka 6asnnmka - Xepakneja JInHkectuc, Haptekc (getam)
Fig. 7 Episcopal Basilica- Heraclea Lyncestis, Narthex (detail)

altar mosaic in the chapel of San Aquilino at San Lorenzo in MilanZband the impressive
mosaic vista in the apse of Santa Pudenziana in RomeZ7, all conceived according to the
principle of the recognizable iconographie constellation in the depiction of “traditio
legis” are solid confirmations to the Roman/Italian provenance of the iconographie
matrix in Sts. Cosma and Damianus. The inclusion of the phytomorphic symbol of
the Palm and the zoomorphic emblems of the Lamb and Phoenix, the “levitation”
pose in the depiction of the Resurrected Christ and the depiction of the martyr
crowns in the hands of the titular saints are more than a simple symbolic direction
to the sotheriological - eschatological conception of the executed mosaic. In that
sense, the inclusion of the image of St. Theodore depicted as a counterpart to the
commissioner’s portrait of the pope Felix IV is not a testimony to the influence of
the Byzantine iconographie matrixes28 rather an homage to the saint and protector
of the late Theodoric on the estate of whom the church of Sts. Cosma and Damianus
was erected. Thus, the altar mosaic executed in the temple dedicated to the noble
Physician saints is the most elaborated iconographie version of the “apsidal dogmatic
visual structures” from Justinianic times, in the constellation of which, the donor’s
concept, the memorial code and the theological idea are sublimed in a unique symbolic
configuration with sotheriological explication and eschatological connotation.

26 A. Grabar, Programmes iconographiques & | ‘usage des propriétaires des latifundia romains, Cahiers
Archéologiques XI1 (1962), 394-5

27 G. Matthiae, Mosaici medioevali delle chiese di Roma, Rome 1967, 55-76

28 J. Beckwith, Early Christian and Byzantine Art, 125-126

29 R. Krautheimer, Rome, Profile ofa City, Princeton 1980, 75
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Cn. 8 Ennckoncka 6asnnuka - Xepakneja JInHkectuc, Haptekc (aetam)
Fig. 8 Episcopal Basilica- Heraclea Lyncestis, Narthex (detail)

The fourth example of a master-piece from the time of Justinianic rule is the
wonderful mosaic panorama arranged on the floor of the narthex of the Episcopal
basilica in Heraclea Lyncestis (mm of the 6th century)3 (Fig. 5), a specimen that
was chosen by Gordana TomasSevic as a paradigm of the illustration of cosmological
principles of Cosma Indicopleust and according to which, it represents the Christian
cosmos through its four ideological constituents: the Kingdom of Heaven through the
central symmetrical scene, the Paradise through the vegetation, the Earth in a shape of
zoomorphic images, as well as the Water depicted through the elements of maritime
fauna located on the edge of the composition3L At the same time, according to the
already mentioned scholar, the illustration of this highly complex philosophical idea
derives from the older, pagan notion adjusted to the Christological principles in the
definition of the sacral world of religious concepts® However, Gordana Tomasevi¢
did not make an attempt to explain why this complicated iconography is presented
in the narthex of the basilica, a space dedicated to the catechumens instead of being
executed in the naos, where the believers used to dwell, since they, after participating
in the holy mysteries, were the only ones educated sufficiently to comprehend the
refined messages of cosmological theories.

30 N. Mukynuunk, Xepakneja. AHT U4uKkun rpajg Bo MakegoHuja, Ckonje 2007,118

31 . LBeTKkoBMK-TomaweBuK, M0o3ankoT Ha NOAOT BO HApPTEKCOT Ha ronemaTa 6asunuka. Onuc.
CTun. koHorpaguja. Cumbonnsam. TexHuka. MaTepujann. KoH3sepBauunjaXepakneja Ill, butona
1967, 48-63; eadem, Une mosaique du Ve siécle de Hérakléa Lynkestis et la question de laformation du style
de Iart médiéval. Symbolisme et son reflet sur le style, Actas del VIII Congress international de arqueologia
cristiana, Barcelona 1969, Barcelona 1972, 567-580; eadem, Mosaiques paléochrétiennes récemment découvertes
a Hérakléa Lynkestis, Notices préliminaires, La mosaique gréco-romaine, Colloques international Il, Vienne 1971,
Wien 1975, 389-390; eadem, PaHOBU3aHTUjCKMU NOAHU MO3anlin, beorpag 1978, 87-93

32 T. UBeTkoBUuk-TomaweBnK, PaHOBM3aHTUjCKN MOAHU Mo3anyu, 87-89
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Cn. 9 Ennckoncka 6asnnuka - Xepakneja JInHkectuc, HapTekc (getams)
Fig. 9 Episcopal Basilica - Heraclea Lyncestis, Narthex (detail)

The answer to this question might be hidden in a less biased theory, which should start
from the tasks of the iconographie concept in its communication with the believers,
as well as from the symbological connotation of the compositional structure in the
frames of which, the pagan and the Christian component are joined in an entirely
different manner.

Namely, the catechumens, i. e. the pagans who wanted to be Christianized
were, by no means, acquainted with the elements of the pagan iconography, the
constituents of which could be used for the transmission of Christian lessons with
the help of the old and already recognizable form. On that account, in the center of
the composition the most elaborated version of the Psalm of King David 42 was
represented (Fig. 6), a scene that illustrates the essential significance of the baptismal
immersion for the blissful destiny of Christian believers33 The substitution of the
baptismal spout from God’s font with the branched grapevine signifies the link between
the Old Testament verses and the allusion in the Gospel of John referring to Christ’s
sotheriological mission for salvation of mankind, commemorated in the Eucharistic
rite34 The ressurrectional features of the scene shaped in the symmetrically arranged
doves as symbols ofthe celestial exaltation ofthe souls and the peacocks as expressive
emblems of the achieved immortality, nuance the illustration of the Biblical verses
with the triumphant tone of the idea of eternal life, acquired through the baptismal
regeneration and Eucharistic offerings3® Thus, the depiction of the Psalm 42 in this
representation, through the interaction of the iconographie components, grew into a
symbolic picture ofthe Christian church that, through the rite ofthe Holy sacraments,
grants the followers with everlasting life in Heaven.

33 E. Dimitrova, On the Narthex ofthe Great Basilica in Heraclea, Macedonian Review 2-3 (1995), 108-109;
eadem, In Through the Inner Door (The Mosaic in the Narthex o fthe Large Basilica in Heraclea Lyncestis), Ni§ &
Byzantium Symposium, The Collection of Scientific Works IV, Ni§ 2006, 181-182

34 E. Dimitrova, Coloured Dogma: The Mosaics ofHeraclea Lyncestis, A New Interpretation, In: Proceedings
ofthe 214 International Congress of Byzantine Studies, London (21-26 August 2006), Vol. Ill, London 2006, 315
35 E. Aumutposa, EcxaTonolllkuTe nopaku Ha paHOXpucTMujaHCKaTa yMeTHOCT BO MakegoHuja,

Penurnunte v penurncknTe acnekTu Ha maTepujanHata U AyxoBHaTa KynTypa Ha noysaTa Ha Peny6nuka
MakegoHuja (Eg. MAHY), Ckonje 1996,152
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cn. 10Enuckoncka 6asunnuka - Xepakneja JInHkectuc, HapTekc (geTtam)
Fig. 10 Episcopal Basilica - Heraclea Lyncestis, Narthex (detail)

The iconographie constellation ofthe scenes depicted in the side portions ofthe
mosaic display underlined eschatological character. Symbolizing the corporeal death
through the recognizable allegorical image of a panther devouring an antelope (Fig.7),
the sequence in the southern section of the representation is supplemented by the
picture of an overpowered and tied dog, that, in the context ofthe funereal connotation
of the motif, visualizes the image of the mystical demon of Death - Behemoth (Fig.
8), a Christian replica of the fearsome Cerberus, watcher of the gates in the Kingdom
of the dead3 Contrary to the emblematic character of Death in the southern section,
in the northern part of the Heraclea mosaic the idea of the inevitable clash between
the two symbolic antipodes is illustrated (Fig. 9) - the bull predestined for sacrificial
offering and the ressurrectional significance of the invincible vigor of the lion, shaped
in a powerful picture of Resurrection. Supplemented by the image of the wild goat
(Fig. 10) as an iconographie allegory of the sinful deprived of everlasting rejoice in
Paradise37, the scene in the northern section of Heraclea mosaic visualizes the eternal
battle between life and death, depicts the symbolic interaction between the sacrifice
and ressurrectional desire and reflects the idea of the sacrificional offering given for
the salvation and the celestial privileges.

In the context of the theory on the functional symbolic of the narthex, which, in the
frames of the basilical ground plane of Early Christian edifices was conceived as a
narrow water barrier, i. e. a Christian replica of the Pagan river of souls, the location
and orientation of which represented the passage from the outer, pagan world into

36 E. Dimitrova, In Through the Inner Door (The Mosaic in the Narthex ofthe Large Basilica in Heraclea
Lyncestis), 185
37 ibidem, 184
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Cn. 11 Manata Ha MepucTepuja - Ctobu, Tpnesapuja
Fig. 11 Palace of Peristerias - Stobi, Triclinium

the consecrated Christian space through the ritual of Baptism33 the Heraclea mosaic
grows into a metaphoric picture of Christian dogma. Within the thoroughly conceived
and sagaciously organized compositional matrix of the scene, the visual emblems of
the older belief are transformed into symbolic components of the new religious idea,
reflected in an iconographie panorama filled with recognizable optical messages. The
images of the grapevine, the antelope, the lion and the bull, the panther and the wild
goat, once associated with the cult of Dionysus, the pagan victor over death, in Heraclea
became elements of the new and profoundly elaborated conception for a symbolic
38 B. /ilunyuk, PaHoxpucTunjaHcka upkBadyCkonje 2003,37; idem, Early Christian Narthex - the Antique River

ofthe Souls, Macedonian Heritage 23 (2004), 77-80; idem, The Symbolism ofthe Basilica, Macedonian Heritage
24 (2004), 40-44
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Cn. 12 Ennckoncka pesnjeHumja - Xepakneja JlinHkectuc, Tpnesapuja
Fig. 12 Episcopal Residence - Heraclea Lyncestis, Triclinium
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vision of Christian salvation3 Encompassed by a frame allusive to the water barrier that
the narthex symbolizes anticipating the baptismal significance of the River of Jordan,
the composition consists of three main elements, linked by scenery characteristic of
the depiction of the Garden of Eden. In that regard, the scene in the southern section
of the mosaic symbolizes Death, the one in the northern part is an allusion to the
passage from the earthly death towards the immortal life in Eleaven through Christ’s
benevolent sacrifice and His resurrection, while the central motif visualizes the
Rebirth, the beginning ofthe new life acquired through the baptismal regeneration and
earned through the mystical union with the Savior in the ritual of the Holy Eucharist.
The next example that represents yet another argument against the theory on
the cosmological character of Early Christian iconography is the mosaic pavement that
decorates the Triclinium ofthe Palace of Peristerias in Stobi (tum ofthe 6thcentury)4)
(Fig. 11). Moreover, it is visually highly unconvincing due to the degradation of its
iconographie configuration in separate structural units, which contributed to the loss
of the basic symmetrical concept of cosmological image. Besides that, due to the
lack of floral symbols, one can not recognize the element of Heaven4l; accordingly
there is not any depiction of the Cosmos. On the contrary, the eight iconographie
segments of the decorative arrangement are bearers of the same idea for transmission
of dogmatic lessons through the illustration of Old Testament Psalm 42 as an ode
sang in honor of God’s mercy and the restless quest for the salvational Well of
faith42 Within this mosaic ensemble, the depiction of the deer in the illustration of
the Psalm also includes the motif of the Tree of Life, which substitutes the central
motifofthe cantharos. In such iconographie conception, the baptismal water from the
Well of God is transformed into a stem abundant in juicy fruits that symbolizes the
resurrection, the salvation and the Paradise, where the souls of the believers end their
journey, following the Christian lessons and consuming the Eucharistic offerings43d
Included within the wider arrangement of the decorative programme of the
triclinium, the depiction ofthe Psalm of Kind David 42 sublimes the idea of exaltation
ofthe Christian soul through the salvational immersion into the baptismal water, which,
in the middle zone ofthe decoration, is represented by the elements of the water world.
Liberated from earthly temptations depicted by two symmetrical compositions of pairs
oflions hunting stags44 itprepared itsjoumey towards the heavenly embrace ofimmortal
life. Although the strict symmetry in the arrangement ofthe iconographie components,
characteristic and almost mandatory in the Early Christian times is abandoned in favor
of the abundance and variety of the structural design of the compositional unity, the
symbological core ofthe mosaic ensemble did not lose anything ofits visual conception,
nor of its theological significance. In the context of the symbolic connotation of the
39 E. Dimitrova, From the Image of Cosmos to Painted Dogma: Heraclea Lyncestis - mosaic pavements,
Macedonian Heritage 27 (2006), 12
40 . Muknyuunk, CTobu, Ckonje 2003,178
41 T. L4BeTkoBUME-TomaweBnE, PaHOBM3aHTUjCKM NOAHU MO3anun, 44-45
42 E. Dimitrova, ArtAndRitual In the Episcopal Centers o fMacedonia Paleocristiana. The Floor Mosaics And the
Illustrated Dogma, XV Congreso Internacional de Arqueologia Cristiana (Toledo 8-12 September 2008), Toledo
2008, 83

43 ibidem, 83
44 E. AumunTtpoBa, EcxaTonolld knTe nopaky HapaHoXxpucTUjaHCKaTaymeTHOCT BO MakegoHuja, 152
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composition, the quest for God’s well fulfilled with the salvational waves of baptismal
water is depicted as acquiring ofGod’s mercy, which will forgive the sins, rinse the bitter
temptations and reward the patience ofthe believers with ressurrectional life in Heaven.
The last mosaic specimen, executed in the Triclinium of the Episcopal
residence in Heraclea Lyncestis (first half of the 6th century) (Fig. 12), which
sublimes the features of the two already mentioned ensembles: the one decorating
the narthex of the Episcopal basilica at the same site and the other from the Palace
of Peristerias in Stobi, is also a highly unconvincing argument in favor of the idea
of cosmological impact over the conception of mosaic pavements4s In that regard,
the disposition of constitutive elements in the design of the edge and the outer frame
of the ensemble resembles the model of organization of the compositional frame
of the older mosaic, executed in the narthex of the Heraclea Episcopal church4e
However, the degradation ofthe unique iconographie structure into separate structural
units of the program concept of the mosaic, formulated as square sections, resulted
in visual division of the sublimed symbolic context of the depiction in different
images with baptismal, Eucharistic, soteriological and eschatological significance,
as in the example of the mosaic pavement in Peristerias’ residence in Stobi.
Inthat sense, the baptismal connotation ofthe executed decoration is accentuated
by the double representation of the Psalm of King David 42 with the images of the
zoomorphic symbols at the Well of life-giving water, located in the eastern part of the
rectangular chamber. In one of these examples, in the concept of which the dear and
the doe drink the water pouring at the foot of the cantharos stressing the baptismal
initiation of the believers, the affronted peacocks in the upper part of the scene are
depicted as allusion to the luxurious landscape of the Garden of Eden, subliming the
ressurrectional dimension ofthe illustrated motif. The scenes of animal chase depicted
in the next two square fields of the decoration in the Triclinium and the sublimed
“marina” landscape with water creatures fulfilling the further two square sections,
illustrate the idea of earthly temptations and the escape from corporeal death through
the salvational significance ofthe water element47. Thus, the baptismal componentin the
illustration ofthe theological core is upgraded with the visual illusions to the universal
dimension of salvation through the sotheriological waves of the baptismal water.
On the other hand, the Eucharistic component of the decoration is sublimed
in the depiction of the only illustration of the Psalm of King David 42 in the western
part of the chamber, depicted in its genuine iconographie variant. Symbolizing the
Holy Eucharist of Christ’s followers and the most solemn ritual ofthe Church through
inclusion of the motif of the grapevine stemming from the cantharos, this scene grew
into a true allegory of the Communion of the believers, who drink the generous nectar
of Christ’s Passion48 Representing the believers who drink the salvational blood of
the Crucified shed on the cross of Golgotha and transformed into a communion wine
in honor of Christ’s suffering on Good Friday, this variant in the illustration of the
45 T. LiBeTKoBUE-TomaweBu!!, PaHOBU3aHTUjCKN NOAHM MO3anLimy Ennckonckom ABopy Yy Xepakneju
NNnHkecTUC, beorpag 2002, 77-79
46 E. Dimitrova, From the Image of Cosmos to Painted Dogma: Heraclea Lyncestis - mosaic pavements, 17-18

47 eadem, Coloured Dogma: The Mosaics ofHeraclea Lyncestis, A New Interpretation, 314
48 eadem, EcxaTonolll KuTe nopakn HapaHoxpucTujaHckaTaymeTHOCT BO MakefoHuja, 150
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42rd psalm sublimes the eschatological expression of the depicted motif. Thus, in
the specific iconographie assemblage of the decorative arrangement in the Heraclea
Triclinium the fundamental messages of the faith are visualized through the idea of
the Holy sacraments that, defeating death, bestow immortal life on the believers in the
celestial peace of heavenly eternity.

Besides the fictional attraction of older theories, which, starting from the idea of
the mandatory transfer of Metropolitan painterly matrixes in the provincial artistic
production, were in a constant search of ecclesiastic pamphletism or elite religious
propaganda, the representative works of art from the epoch of Emperor Justinian still
remain an exciting inspiration for the scholars. Marked by the luxurious illustrativeness
inthe explication ofhistoric messages, as well as by picturesque exposition ofdidactical
lessons, the mosaic ensembles created in the Episcopal centers located far from the
Metropolis generated authentic iconographie models for absorption of the religious
practice in the sphere of visual creation. The social dimension of the mosaic panels
in San Vitale which radiate with the idea of ecclesiastical and imperial Concordia of
Byzantium, the subtle symbolic idiom in the dome arrangement of Arian baptistery,
the complex iconographie constellation of the apse mosaic in Sancti Sancti Cosma e
Damiano in Rome and the refined theological composite of the mosaics in Heraclea
and Stobi, the metaphoric picturesque of which illustrates the Christian sacraments,
speak in favor ofthe iconographie preferences of church dignitaries in the border areas
of Emperor Justinian’s state. Abandoning the patent models and traditional matrixes
and rejecting the standard ideological principles of the Metropolitan’s school, they
enabled the blossom of original creative ideas and artistic invention in the highly
fertile medium of mosaic production.
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Pe3npe

BusaHTunja Ha gucnnej:
LLIEeCT MO3anyHW NpeTCcTaBn of BpemMeTo Ha JyCcTUHMjaH |

Enoxata Ha umnepatopoT JycTuHujaH | e ob6enexaHa cO rnamypo3HuoT
aHTUYKN BKYC BO €CTETCKMOT NMPMOL KOH yMeTHMYKaTa KOHLUenuuja, Kako u
CO nMpeymcrTeHaTta OPTOAOKCHa MHCNMpauuja BO MKOHOrpadckara CTpPyKTypa
Ha MO3aumyHuWTe aHcambnu. Bo TOj KOHTEKCT, KOMMJEKCHUOT CUMOONNYUYKM
CUCTEM Ha yMeTHMYKaTa u3Befba, 6asupaH Bp3 pauHUpaHUTe LOrMaTCKM
anysumn BO unaycTtpauumjata Ha 6ubnmckata m Ha UCTOpUCKaTa MKOHOrpaduja,
ro JOCTUIHyBa BPBOT Ha MNOBeKe3HayHaTa BM3ye/Ha eKnaMKauuja BO
npeseHTaumjaTta Ha penurnosHuTe wungen. HacnpoTu pasMmucnysakwarta Ha
nocTapuTe UCTpaXxyBayM KOWLWITO ja NpoTexwupaa Teopmjarta 3a AOMUHAHTHA
pednekcnja Ha Liapurpafckute TeONIOWKN UAEN U UKOHOTPAMCKM MaTpuum
BO CBOjaTa MHTepnpertaumja Ha MO3aMyHUTE apaHXMaHu, HuUe ce obupysame
[a ro cBpTMe BHMMaHMETO KOH nonpoanaboyeHUTe HAYUHU HA UCTPaXKyBawe
Ha peMeKk-fgenarta of ymMeTHMuKaTa npofykumja Ha VI Bek. Bo Taa Hacoka, ja
MCTaKHyBame colMjanHaTa AUMeH3Mja Ha NOPTPETUTE Ha UapoT JycTUHUjaH
n uapuuata Teopopa Bo CaH Bwutane BO PaBeHa, 4uja ynora e fa rIu
npetcraByBa TepUTOPUjaNHUOT WHTErpuTeT, pPEeIMrMo3HOTO egUHCTBO MU
KYNTYpHUOT npocnepuTeT Ha PomejckaTta umnepuja. icto Taka, ykaxysame Ha
papUHMPaAHNOT MKOHOTpPaCKM KOHLEeNT Ha XpucToBata 6unonapHa Bnu3yesHa
nojaea BO ApujaHckaTta KpCTU/IHULA BO PaBeHa, HacnmpoTu naenTe 3a Herosarta
cTaHfjapaHa 6ubnucka mHTepnpeTauuMja U NUTYPrucko 3Hayewe. VI nokpaj
ynaTtyBawara Ha HEKOM wucTtpaxysaym Ha Liapurpafckoto u3BOpULWITE Ha
ancupanHaTa gekopauuvja Bo ypkeata Ce. KysmaH n [lamjaH Bo PuM, Hej3anHaTa
MKOHOTrpacka KOHCTenauuja W MNOCTOEYKUTE nMapasennm ja oTKpueaar
KapakTepucTuMyHaTta “3anagHa” maTtpuua BO eKCno3nuymnjata Ha CUMOOINYHNUTE
nopaku. KoHeyHo, pappMHMPaHNOT TEONOW KN acaMbiax Ha KOMMNO3ULMCKUTE
e/leMeHTN BO m3BeabaTta Ha MO3auyHuUTe naBuMeHTM Bo CTo6M M Xepakneja
JInHKecTUC, ynja metaopmuyHa NUKTYPASTHOCT TM UNYCTPUPa XPUCTUjAHCKUTE
CakpameHTW, a He BUCOKOMapHMUTe (MUNO30PCKM MAeN Ha XpucTujaHcKaTa
KocMmonoruja, csBegoyat 3a AaBTEHTMYHUTE WKOHOrpacku MOAENn BO
eKcnaukaymjata Ha penurnosHarta gorma. HanywTrajkum rm TpaguuMoHanHuTe
cTaHfapAn Ha MKOHOrpajCKMOT M3pa3 KapakTepucTuyeH 3a BusaHTuckarta
NpecToNHWHA, OBUE peMeK-Aena Ha YMETHUUYKOTO TBOPELITBO OBO3MOXMWUNe
npouyT Ha OpUTrMHaANHWTe KpeaTUBHW WLAEN BO penpeseHTaTuBHaTa W
BMCOKOOYLIeTHA chepa Ha MO3anyHaTa NpoayKynja.

Enn3abeta Aumntposa



