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MOTIF OF ,,RAILING OF PARADISE*“ ON FRESCOES
FROM TOMBS IN JAGODIN MALA (NAISSUS)
AND CALMA (SIRMIUM)*

The analysis of frescoes from the tombs in Jagodin Mala in Ni§ (Naissus),
found by accident in 1953, performed right after this discovery, has shown that
this painting by the used motifs — the representations of Apostles Peter and
Paul, Christ’s monogram in the garland and the symbolical representations of
Paradise, finds its analogies in the compositions from the painted tomb 1 (of
St Peter and Paul) from Pécs (Sopianae).! On the same occasion it has been
concluded that the painting of these tombs originates from the last decades of
the 4th century. These conclusions were, in rough outline, accepted by research-
ers, who, in later period, commented on painting of these tombs.2 Next to the
Apostles, between the Christograms in the garland, on the west and east wall
of the tomb in Jagodin Mala,3 on its north and south wall are represented birds,
palm-branches and vine, motifs symbolizing the Paradise Garden, in front of
which is depicted a railing, consisting of segments formed by cross-bars; these
segments are separated by herms with representations of young men4 (Fig. 1).
The motif from this railing attracted again the attention of the researchers to

* This paper represents the result of work on the project of Ministry of Education
and Science of Republic of Serbia ,,Romanization, Urbanization and Transformation of Ur-
ban Centres of Civil, Military and Residential Character in Roman Provinces on Territory of
Serbia“ (No. 177007).

I F. Gerke, Die Wandmalereien der Petrus-Paulus Katakombe in Pécs (Siidungarn),
in Neue Beitrdge zur Kunstgeschichte des 1. Jahrtausends. I Forschungen zur Kunstge-
schichte und christlischen Archéologie /2. Frithmitellalterliche Kunst, Baden-Baden 1954,
170-176; JI. Mupkosuh, Crapoxpumhancka rpooanna y Hunry (Résumé: Le sépulcre vieux-
chrétien de Nis), Cmapunap V-VI (1954-1955), 1956, 68-71.

2 F. Filep, Sopianae. The History of Pécs during the Roman Era, and the Problem
of the Continuity of the Late Roman Population, Budapest 1984, 39-40; Z. Magyar, The
World of Late Antique Sopianae: Artistic Connections and Scholarly Problems, in Huw u
Buzanmuja / Nis and Byzantium VII (ypennuk / ed. M. Pakonnja), Humr 2009, 110-111; K.
Hudék, L. Nagy, 4 Fine and Private Place. Discovering the Early Christian Cemetery of
Sopianae / Pécs, Heritage Booklets 6, Pécs 2009, 39-57.

3 JI. Mupkosuh, op. cit., ci. 2-9.
4 JI. Mupxosuh, op. cit., ci. 10-13.
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Nenadovié, after: Mupkosuh 1956, ci. 11, 13)

Cn. 1,,Orpana paja“, dpecke, rpodonuna y Jaroaua Manu, Hunir: a) ceBepHu 3u; b) jy>kHU 3111 (LIPTEK
C. Henanosuha, npema: Mupxosuh 1956, ci. 11, 13)

the painting of tombs from Jagodin Mala after 2000, when in Mediana, near
Nis, was discovered a bronze railing, consisting of panels with cross-bars and
of herms of Aesculapius and Luna (Fig. 2). The comprehensive analysis of this
railing has shown that the grate-like barriers, consisting of works of art, appear
already in the st century, while the cancelli with herms are in use, from time
to time, in the 2nd and 3rd century and, according to the artistic representa-
tions, they were used also during the 4th, until the middle of the 5th century.>
According to these works of visual arts, but also to the facts from the written
sources, cancelli were used to put a fence around the top of podium or impe-
rial box in the theatre or hippodrome, but also around any other public space in
which took place the events of official or spiritual nature.6 In the opinion of its
researcher, the bronze railing was brought to Mediana on demand of emperor
Julian, who, during 361, spent a short time in Naissus, probably to be placed at
the entrance of the shrine, into which was turned the apse of triclinium in the
villa.”

Comparing the railing discovered in Mediana with that one painted on
the walls of the tomb in Jagodin Mala, it has become easy noticeable that they
belong to the identical type, so on the fresco are even marked the round in-
tersections of bars of railing, which are on the bronze railing from Mediana
graphically modeled in the shape of lion’s or Medusa’s head. This led to the
assumption that the artist made the wall-painting in tomb from Ni§ on the basis
of the bronze railing which he saw in Mediana. This was presented either as a
“daring hypothesis“,® or as an “assumption which turned out to be true“.9 But,

5 M. Vasi¢, Bronze Railing from Mediana (Pe3ume: Bponsana orpana us Meaujane),
Starinar LIII-LIV (2003-2004), 2004, 85-90.

6 H. Leclerq, Cancel, in Dictionnaire d archéologie chrétienne et de liturgie 11/2,
Paris 1919, col. 1822.

7 M. Vasi¢, op. cit., 103-106.
8 Ibid., 88-89.
9 M. Paxommja, O mnapamerHoj mmiodn u3 Hwuina, MOpeKiny W THIIOJOTHjU
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Fig. 2 — Railing with herms, bronze, Mediana (after: Vasi¢ 2004, Fig. 4)
Cn. 2 — Orpana ca xepmama, 6pon3sa, Menujana (mpema: Vasi¢ 2004, Fig. 4)

besides the fact that the frescoes in the tomb from Jagodin Mala were painted
probably around or after 378, when the complex in Mediana and, consequently,
the bronze railing, were destroyed, it is important to mention that the purposes
of the railing from Mediana, which was, probably, part of inventory of a pagan
temple, and of the railing depicted in the tomb from Jagodin Mala, whose func-
tion was to separate the heavenly realms from the earthly ones, were entirely
different. With regard to this, the necessity imposes itself to define the purposes
of discovered or artistically represented cancelli with herms, but also to analyse
the genesis and diffusion of the works of visual arts with the representation of
this barrier in the sense of “railing of Paradise®.

The oldest, until now, known finds of parts of the railing consisting of par-
apet panels with herms between them originate from villas from the territory of
modern Bulgaria, near the place Ivaylovgrad, in the south-east of this country,
and Dolna Kremena, in north-west Bulgaria. In Villa Armira near Ivaylovgrad a
marble railing with herms representing the participants of Dionysus’ tyas, was
erected during the first half of the 2nd century and placed between the columns
of the colonnade in the peristyle!0 (Fig. 3). The place in which stood the railing

IaJIeoBU3aHTHjCKUX mperpana (Summary: On the Parapet Slab from Ni§ and on the Origin
and Typology of Early-Byzantine Partitions), in Huw u Buzanmuja / Nis and Byzantium IV
(ypenuuk / ed. M. Pakonuja), Hurr 2006, 104-105.

10 5. MnanenoBa, Packomkute Ha Buiata npu MBaimorpaa mpe3 1964 r,
Apxeonoeus V11/2, 1965, 20-23; J. Mladenova, La villa romaine d'Ivailovgrad, Actes du lere
Congres intérnationale des études balcaniques et sud-est européennes 11, Sofia 1969, 528;
S1. MnanenoBa, Pumckama euna npu HMeatinoeepao. Mpamopna cmenna dexopayus (Résu-
mé: La villa romaine preés d’Ivailovgrad. Incrustations murales et marbre), Copust 1975;
S1. MnanenoBa, Aumuunama euna Apmupa npu HMeaiinoeepad — ucmopus Ha npo3oanusama,
(Summary: Antique Villa Armira near Ivaylovgrad- History of the Survey), Codus 1991; B.
Junues, Pumckume 6unu 6 onewnama ovreapcka mepumopusa (Summary: Roman Villas in
the Present-Day Bulgarian Lands), Copus 1997, 58-61.
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Fig. 3 — Railing with herms, reconstruction, marble, villa Fig. 4 — Herms from railing,
Armira, Ivaylovgrad (after: http:/restroy.com/projects/2%20 marble, villa, Dolna Kremena
RestroiProjectsEN.htm) (after: Marmos 1988, O6p. 2)
Cu. 3 — Orpaa ca xepMama, peKOHCTPYKIIHja, MepMep, Cn. 4 — Xepwme ca orpase,
Brita Apmupa, MBajinosrpan (mpema: http://reststroy.com/ Mmepmep, Buia, [lninna Kpemna
projects/33%20Reststroi%20ARMIRAEN.htm) (mpema: Marmmos 1988, O6p. 2)

in the villa near Dolna Kremena can not be identified, because only two frag-
mented herms were discovered (Fig. 4). On the basis of the found material this
villa was dated into the period between the end of the 2nd and the middle of the
3rd century.!l In North Africa, in Leptis Magna, the marble barrier, composed
of grate-like panels and herms between them, during the first decade of the 3rd
century was placed in front of a nymphaeum!2 (Fig. 5).

Cancelli with herms, in use during the 4th and the first half of the 5th
century, are known mostly from their representations in the works of art. On
Constantine’s Triumphal Arch in Rome, erected in 315, such railing is placed
in front of the imperial box (tribunal), where are sitting the emperor and the
senators during the emperor’s speech, oratiol3 (Fig. 6), while on the north-east
side of the base of Theodosius’ obelisk from the hippodrome in Constantinople,
erected, probably, in 386, the railing with herms between cancelli is standing
around the imperial box in the hippodrome, where is sitting the emperor with
his wife and sons, and next to them is the emperor’s escort!4 (Fig. 7). A similar

11 C. MaroB, Pumckara Buna nipu c. Jlonna Kpemua Muxaiinoscka oomnact, [36ecmuist
na myseume 6. Cegepozanaona bvacapus 14, 1988, 21-42, O6p. 2.

12 Th. Kraus, Das romische Weltreich, Propylden Kunstgeschichte Bd. 2, Berlin
1967, Abb. 7 (on the photograph in private posession from 2003 can be noticed that the heads
of the herms have been demolished).

13 S. Violante, Adlocutio di Constantino, Catalogo (no 213), in Aurea Roma. Dalla
citta pagana alla citta cristiana (ed. S. Ensoli, E. La Rocca), Roma 2000, 558, cat. 213 (with
cited literature).

14 G. Dagron, Constantinopoli, la Roma d'Oriente, in Aurea Roma. Dalla citta pa-
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Fig. 5 — Railing with herms,
Leptis Magna (private pho-
tograph, 2003)

Ci. 5 — Orpaza ca xepmama,
Jlentnc Marna (mpuBatan
cHumak, 2003. ronuHa)

Fig. 6 — Railing with herms,
Constantine’s Arch, Rome
(after: Violante 2000, cat.
213)

Cn. 6 — Orpaga ca xepMama,
KOHCTaHTHHOB C1aBONYK,
Pum (npema: Violante 2000,
cat. 213)

Fig. 7 — Railing with
herms, basis of Theodosius’
Obelisk, Constantinople
(after: Dagron 2000, 230,
fig. 1)

Cn. 7—Orpana

ca xepmama, 6a3a
TeomocujeBor obenucka,
KoHncranTnHONOIB (IpemMa:
Dagron 2000, 230, fig. 1)
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Fig. 8 — Railing with herms, diptych,
ivory, Mason (after: 4 [’aube de la
France 1981, cat. 31)

Ci. 8 — Orpana ca xepmama, JAUITHX,
cioHoBava, Mason (nipema: A ["aube de
la France 1981, cat. 31)

role such railing has on the ivory diptycha,
one from the beginning of the 5th centu-
ry, from the place Macon in south Gaull!s
(Fig. 8), and the other, of Lampadii family,
made in Rome, probably during the first
half of the 5th century!6 (Fig. 9). On them
are represented the imperial high dignitar-
ies, sitting in the imperial box of amphi-
theatre during the deer hunt, i.e. in the
box of hippodrome during the four-horse
carriages race. Both manifestations were
given for the emperor, and their organiz-
ers are sitting behind the marble railing
assembled of cancelli with herms between
them. These cancelli are not grate-like, but
they are the marble panels decorated with
engraved bands and rhombs, that is with
motifs that imitate the openwork orna-
ments.

The mentioned examples show that,
according to the material known up to now,
cancelli with herms during the 2nd-3rd
century have been used for enclosing the
parts of public profane objects, peristyles
in villas and nymphaeums, while during
the 4th and the first half of the 5th century
such railings were intended for enclosing
the imperial boxes for separating, during
certain ceremonies, the emperor, his fam-
ily and imperial high dignitaries from the
present crowd. The grate-like marble bar-
riers, placed around the last steps leading
into the papal crypt in the catacombs of St
Callixte (Callisto) in Rome!7 (Fig. 10), cre-
ated, also, some sort of rectangular box in
front of the entrance into the crypt, flanked
by a herma. As we already said, the bronze

gana alla citta cristiana (ed. S. Ensoli, E. La Rocca), Roma 2000, 230, fig. 1.

15 A 'aube de la France. La Gaule de Constantin a Childéric, Paris 1981, cat. 31; -
Spdtantike und friihes Christentum. Ausstellung im Liebieghaus Museum alter Plastik Frank-

furt am Main, Frankfurt 1983, Kat. 222.

16 1. Tantillo, I munera in eta tardoantica, in Aurea Roma. Dalla citta pagana alla
citta cristiana (ed. S. Ensoli, E. La Rocca), Roma 2000, 121, fig. 1; K. Painter, Valva dei
ditico dei Lampadii, Catalogo (no 33), in Aurea Roma. Dalla citta pagana alla citta cristiana
(ed. S. Ensoli, E. La Rocca), Roma 2000, cat. 33 (with cited literature).

17 F. Cabrol, H. Leclerq, Calliste (cimetiére de), in Dictionnaire d archéologie chré-
tienne et de liturgie 11/2, Paris 1919, col. 1742, fig. 1937.
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railing with the herms of deities, of which
are preserved the busts of Aesculapius and
Luna, which was found in Mediana, was,
most probably, brought into this villa on de-
mand of the emperor Julian, during his stay
in Naissus in 361, to create a part of inven-
tory of the newly built pagan temple. Having
in mind the religious policy of this emperor,
that railing had its function in his imperial
propaganda.

In contrast to the above mentioned
railings of official character, on certain pic-
torial works of art from the 3th century we
encounter cancelli with herms in entirely
different role. According to the iconograph-
ic solutions, frescoes with these themes,
created in this period, lean on the tradi-
tions of painting of the 1st century, that is
on the representations of imperial gardens,
enclosed by marble barriers, like the paint-
ing of Livia’s garden from her villa in Prima
Porta in Rome!8 (Fig. 11). As the repertoire
of paintings was transferred from one gen-
eration to another, but with modification of
decorative and iconographic scheme, the
representation of the garden from the walls
of the vaulted room in Via Genova in Rome,
painted at the end of the 2nd or in the begin-
ning of the 3rd century, gives us the picture
of cancelli, composed of crossed bars, above
which are flying and onto which are de-
scending birds; in front of the railing there
is an animal and and a bigger biconical cup
(Fig. 12). According to the representations
of the sleeping Maenad and Pan on the ceil-
ing of this room,!9 the animal and the cup
in front of the garden railing, painted on the
lateral walls, are connected, probably, with
the themes from Dionysus’ cult. Parks de-
picted on the above mentioned frescoes are

Fig. 9 — Railing with herms, diptych of
Lampadii family, ivory (after: Tantillo
2000, 121, fig. 1)

Cn. 9 — Orpagna ca xepMama, TUITHX
nopoxune Jlammaauja, cioHoBada
(mpema: Tantillo 2000, 121, fig 1)

18 F. Gerke, Die Wandmalereien der neugefunden Grabkammer in Pécs (Fiinfkir-

chen), in Neue Beitrdge zur Kunstgeschichte des 1.

Jahrtausends. I Forschungen zur Kun-

stgeschichte und christlischen Archéologie 1/1. Spdtantike und Byzanz, Baden-Baden 1952,
128. For frescoes from Livia’s villa cf. 1. Baldassarre, A. Pontrandolfo, A. Rouveret, M.
Salvadori, Romische Malerei. Vom Hellenismus bis zur Spdtantike, Koln 2002, 151 (with

bibliography), fig. on p. 152-153.

19 1. Baldassarre, A. Pontrandolfo, A. Rouveret, M. Salvadori, op. cit., 294-296.
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Fig. 10 — “Railing of Paradise®, Fig. 11 — Imperial garden, detail, fresco, Livia’s villa, Prima
reconstruction, marble, papal crypt, Porta (after: Baldassarre et al. 2002, figs. on p. 152-153)

catacombs of St Callixte, Rome

(Cabrol, Leclerq 1910, fig. 1937)

Ca. 11 — Lapckwu BpT, netasb, Gppecka, JluBujuna Buia, Pum,
Prima Porta (mpema: Baladassarre et al. 2002, ci1. Ha ctp. 152-
Cx. 10 — ,,0Orpana paja“, 153 )
PEKOHCTPYKILIHja, MEpMep, Harcka
Kpunra, karakombOe cB. Kanmcra, Pum
(mpema: Cabrol, Leclerq 1910, fig.
1937)

represented as places full of trees and plants with fruits, in which there are
fountains and where peacocks are walking, while birds are descending onto the
railing. These iconographic solutions show that parks are the pleasant places
(loci amoeni), which will on frescoes from the 4th century receive symbolical
meaning of Paradise, and railings will become the borders between two worlds,
the earthly and the heavenly one. Inside these “railings of Paradise* are depicted
birds, flowers, vine, palm branches and other motifs which contain in them-
selves the idea of “heavenly garden”.

But, the evolution of pictures of enclosed gardens into the symbolical
representation of Paradise was not so fast and rectilinear, both at the levels of
iconography and of meaning. So, the “railings of Paradise”, assembled of can-
celli formed of crossed wooden bars, or, more probably, of metal bars, behind
which the plants can be discerned, are represented on frescoes in the Oceanus-
crypt in catacombs of St Callixte, in catacombs of St Domitilla and of St Peter
and Marcellinus (Pietro ¢ Marcellino) in Rome,20 but also on the walls of tombs
II (Tomb with a jug) and XX in Pécs.2! But, on the fresco painted in arcoso-

20 J. Willpert, Die Malereien der Katakomben Roms, Freiburg 1903, Taf. 134, 2; 121;
143; 218, 2.

21 F. Filep, op. cit., 45, T. XXI, 1-2; K. Hudak, L. Nagy, op. cit., 34, Pictures 12-14;
37, Picture 15.
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Fig. 12 — Garden railing, Via Genova, Rome  Fig. 13 — “Railing of Paradise®, fresco, detail, Basilica
(after: Baldassarre et al. 2002, fig. on p. Teodoriana, socle of south wall, south aula, Aquileia
294) (after: Salvadori, Tiussi, Villa 2009, fig. 2)
Cx. 12 — Orpapa Bpra, Via Genova, Pum Cn. 13 - ,,Orpana paja“, ppecka, aeranb, Teomopopa
(npema: Baladassarre et al. 2002, ci. Ha cTp.  ©a3miIMKa, COKJI jy)KHOT 3114, jy’KHa ayia, AKBHIICja
294) (mpema: Salvadori, Tiussi, Villa 2009, Fig 2)

Fig. 14 — Drawing of railing on socle of south wall of south aula of Basilica Teodoriana, Aquileia (af-
ter: Salvadori, Tiussi, Villa 2009, fig. 3; aquarel painted by L. Perco)

Cn. 14 — Iprex orpajie Ha COKIIY jy>KHOT 3H/a jyxHe ayine TeomopoBe Oaszmimke, AkBuiieja (Tipema:
Salvadori, Tiussi, Villa 2009, Fig 3; aksapen je ypaauo L. Perco)

lium of catacombs of St Cyriaca in Rome (Fig. 15), in front of the railing with
herms, behind which there are plants, are represented two animals,?? probably
a calf and a sheep. One of these animals is grazing grass in the meadow, that
is on the green pasture ground, which, in accordance with the biblical picture
of the perfect place (Psalm 23, 1-2), symbolizes the Paradise scenery. On the
other hand, on frescoes from the socle of the south wall of south aula of Basilica
Teodoriana in Aquileia (Figs. 13, 14), erected between 314 and 319, in front of
the garden railing there were winged genius and birds. This is, also, the railing
placed in front of Paradise, symbolized by peacocks, plants and a fountain, the
elements which are characteristic of representations of imperial gardens. The
picture of enclosed Paradise scenery on the wall of south aula of basilica in
Agquileia is entirely in accordance with the floor decoration of the same room,

22 Q. Marucchi, F. Sagmiiller, Handbuch der christlichen Archdologie, Berlin 1912,
Abb. 34.
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Fig. 15 — “Railing

of Paradise®, fresco,
catacombs of St
Cyriaca, arcoso-
lium, Rome (after:
Marucchi, Sédgmiiller
1912, Abb. 34)

Cn. 15 —,,0Orpana
paja“, ppecka,
KarakoMmbe

cB. Kupujaxe,
aKpoCcoHjyMm, Pum,
(mpema: Marucchi,
Séagmiiller 1912, Abb.
34)

Cx. 16 — “Railing

of Paradise®, fresco,
north wall of tomb no
89 in Thessalonike
(after: Mapxno 2006,
Miv. 12y).

Ci. 16 —,,Orpana
paja‘“, ppecka,
CEBEPHHU 3011

¥ TpoOHuIe 6p. 89

.y Conyny (npema:
Moprno 2006, [Tiv.
12y).

i.e. of the mosaic representations of sleeping Jonah and of Good Shepherd.23
«Railing of Paradise, consisting of two cancelli with crossed bars, between
which there is an entrance — «gates of Paradise», with a fountain in the back-
ground (Fig. 16), is also represented on the north wall of tomb no 89 in the east
necropolis of Thessalonike. Behind, there is a field strewn with flowers that
symbolize Paradise garden, and on the railing, next to the «gates of Paradise»,
two peacocks are standing. The tomb is dated into the fourth decade of the 4th
century.24 For the analysis of «railing of Paradise» with herms between cancelli
especially interesting is the representation from the north wall of tomb no 90
in the west necropolis of Thessalonike (Fig. 17), dated into the period after
327. Between cancelli with crossed bars of this railing there are not herms, but
columns with bigger cones on the top, behind it there is a field with flowers,
and above are the birds pecking grapes.25 Consequently, although the icono-

23 M. Salvadori, Il tema del ,,paradeisos* negli affreschi della Basilica Teodoriana di
Aquileia, Antichita Altoadriatiche 62, 2006, 171-184.

24 E. Mopkn H vexpomoly g Ocooolovikng otovg Yotepopwpoikovs kai
THolowoypiotiovikoig ypovoog, ABnva 2006, 159, Zyéd. 101, TTiv. 12y.

25 Jbid., 159-160, Zyéd. 102, ITiv. 123.
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Cx. 17 — “Railing of Paradise®, fresco, north wall of tomb no 90 in Thessalonike (after:
Mopxkno 2006, ITiv. 123).

Cn. 17 —,,Orpana paja“, ppecka, ceBepuu 3up rpoduume op. 90 y Conyny (mpema: Mopknc
2006, ITiv. 1286.

graphic solutions of the railing and the garden on frescoes from the room in
Via Genova, from catacombs of St Cyriaca, tombs nr. 89 and in Thessalonike
and from basilica in Aquileia are closely related, their symbolics are differ-
ent, considering that, unlike the others mentioned above, the pictures from Via
Genova do not belong to the Christian context. But, all these frescoes show that
numerous motifs, represented on the wall-paintings from the earlier periods,
in Late Antiquity continued to be used in different sense, of course, with some
iconographic modifications. To this bears witness also the fresco on the socle
of the south wall of south aula of basilica in Aquileia, on which is depicted the
railing of Paradise Garden, in front of which there is a winged genius. It can
be supposed that on the paintings of railings of some parks there were painted
also the sculptures or herms,2¢ so that the basically pagan model of cancelli
with herms, at first designed for enclosing the public, official or festive spaces,
started to be used in the Christian context of the picture of “railing of Paradise”,
as in the case of the railing depicted on the fresco from the areal of so-called
Domus Pietri in catacombs of St Sebastiano in Rome.27 As the railing depicted
in the tomb no 90 from Thessalonike shows, in the Christian context of “railing
of Paradise” herms between cancelli can be replaced with columns on whose
top there is a cone, the eschatological symbol of hope in the resurrection and
eternal life. Anyway, also the Paradise Garden itself, enclosed by such railings,
can be treated as a sort of exclusive space, designated for the chosen ones, i.e.
for those who lived in chastity. Consequently, the representation of “railing of
Paradise” on the south and north wall of the tomb from Jagodin Mala in Ni§
was made after the already widely accepted pattern of painting this motif, used
on frescoes from the catacombs in Rome and from the south aula of basilica in
Aquileia.

Besides the already mentioned representations of railing and of Paradise
scenery on the wall paintings in the Roman catacombs, in basilica of Aquileia
and in the tomb from Jagodin Mala in Ni§ (Figs. 18 a, 19 a; 18 b, 19 b), we en-

26 F. Gerke, op. cit. (note 18), 130; F. Fiilep, op. cit., 45.
27 F. Gerke, op. cit. (note 1), 169.
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17a

16a

Fig. 18 a— 19 a - “Railing of Paradise* and Paradise landscape, copies of frescoes, tomb in
Jagodin Mala, Nis, north wall (documentation of National Museum, Ni§)
Cn. 18 a-19 a ,,Orpana paja“, u pajcku nmpezeo, konuje ppecaka, rpodHNIA y Jaroaux
Manu, Hum, ceBepau 3un (noxymenranuja Hapoguor myseja, Hurir)

16b

Fig. 18 b— 19 b - “Railing of Paradise* and Paradise landscape, copies of frescoes, tomb in
Jagodin Mala, Nis, south wall (documentation of National Museum, Ni§)
Cx. 18 b-19 b —,,Orpana paja“, u pajcku npezeo, konuje ppecaka, rpodHuma y JaroauH
Manu, Hum, jyxau 3un (noxymenrtaruja Hapoxsor myseja, Humr)
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Fig. 20 — “Railing of Paradise®, ~ Fig. 21 — Tomb I, Calma, look of part of east wall (documentation
fresco, tomb I, Calma, look of of Museum of Srem, Sremska Mitrovica)
part of south wall (documentation
of Museum of Srem, Sremska
Mitrovica)

Cn. 21 - I'poGHuma I, Yanmma, u3riiesn ena HCTOYHOT 3Hu/1a
(moxymenranmja My3seja Cpema, Cpemcka Mutposuma)

Cn. 20 — ,,Orpana paja®, ppecka,
rpobuuna I, Yanma, u3ren nena
JY)KHOT 31/ (JOKYMEHTaIHja
Myseja Cpema, Cpemcka
Murposuna)

counter the similar motif, in our opinion, also on the wall paintings in the Late
Antique tomb I, discovered by accident in 1969, in the village Calma, about 10
km north-west from modern Sremska Mitrovica, that means in the wider city
territory of Sirmium.

In spite of the poor state of preservation of frescoes in this tomb, dur-
ing their analysis it has been noticed that the compositions were represented
in the fields with edgings in red color. In these fields dominate the linear orna-
ments mainly of red and, to lesser extent, green color. On the south wall was
recognized a bust of a youth (Fig. 20), and on the east one, the human figure
in a long cloak?8 (Fig. 21). Later was on the north wall noticed another male
bust?9 (Fig. 22), which has not been included into the drawing illustrating this
wall-painting (Fig. 23). Both busts were explained as the representations of the
deceased persons, and the female figure in the long dress was treated as a ser-
vant, the gifts-bearer.30 But, observing the entire iconographic scheme of wall-
painting of tomb I from Calma, we tend to interpret the depicted composition in
another way. The female figure, represented on the east wall, is dressed in a fes-

28 P, Milosevi¢, Fourth Century Tombs from Calma near Sremska Mitrovica (Pe3mme:
I'po6uune IV Beka u3 Yanme xox Cpemcke Murposutie), Sirmium 111, Beograd 1973, 85-87,
PL I, P1. with a color-drawing of the compositions on all walls.

29 S. Buri¢, Kasnoanticke i ranohriséanske zidane grobnice u Iliriku (III-VI v), PhD
thesis, manuscript, Filozofski fakultet, Beograd 1985, 133.

30 Ibid., 169-170.
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tive blue dress (dalmatica) with clavi,
marked with red color. She has brought
her right hand up to the cheek and she is
holding the left one on the stomach. We
think that the depicted figure represents
the deceased woman, who is in front of
the railing, waiting for the entrance into
the Paradise. On the apsidal west wall
the irregular red lines form a construc-
tion looking as a railing with baldachin
(Fig. 24). The irregularly scattered blue
flowers and a band of green color point
that this is a landscape, i.e. a field with
the railing around it. On the representa-
tions from the south and north wall of
the tomb dominate the lines executed
in red color, some lines are painted
with green color, and the irregularly
scattered flowers are noticeable. On
the south wall can be seen the bust of
Fig.v22—“Railing ofParadise“, fresco, tomb a youth’ placed on a Vertical Column,
I, Calma, look of part of north wall (docu- o ding with a horizontal line, under
mentation of Museum of Srem, Sremska . . . .
Mitrovica) wh}ch .there is a row Qf vertical lines,
so it gives the impression that the bust
1. Uarma, w3rex sema cepepror Hiia is placed ona column of the railing. On
(n O’KyM eHT;qu a Myseja Cpema, Cpemcia the both sides of the head of the herma,
Murposuua) the green garlands are hanging. The
same composition, although not so well
preserved and hardly noticeable, exists
also on the north wall (Fig. 23). We tend to recognize in the scenes represented
on the south and north wall of the tomb the representation of the railing, com-
posed of more segments, cancelli, between which the herms are standing. This
would, consequently, be the presentation of the “railing of Paradise”, symboli-
cally represented by blue flowers, garlands and bands, executed in green color.
The schematism and the damaged condition of the composition, as also the
linear style in its artistic expression, make the detailed reconstruction of the
look of railing of Paradise” impossible. According to the preserved parts of
the wall-painting, it seems that this is the representation of cancelli consisting
of bars made of metal or wood, and at certain points separated by herms. The
construction of cancelli is not entirely clear, because they are depicted with
vertical and irregular slant and curved lines, without any details, in abstract
style. In the similar manner, with red lines crossed in such way that they form an
oblique cross, is also painted the detail of the “railing of Paradise” on the north
wall of the nartex of the church, resulting from the restauration of the thermal
basilica in Varazdinske Toplice (Aquae lasae).3! Next to the representation of

Cux. 22 — ,,Orpana paja‘“, ppecka, rpoOHHIA

31 B. Migotti, Ranokr§¢anski nalazi u sjevernoj Hrvatskoj (Summary: Fids of Early
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Fig. 23 — Tomb I, Calma, drawing of frescoes (after Milogevié¢ 1973, color-plate)

Cn. 23 — I'pobnuma I, Yanma, nprex dhpecaka (mpema. Munomesuh 1973, tabna y 60ju)

cancelli with herms on the north and south wall of the tomb in Calma, on its
west apsidal wall is painted the railing above which there is an arch, like a bal-
dachin. Although linear in its artistic expression, this solution reminds of archi-
tectural stage settings, represented on frescoes executed in the illusionist style
of painting, which was again in fashion during the Constantine’s period. If on
the walls of the tomb in Calma the “railing of Paradise” is represented as a rail-
ing with herms, on the longitudinal walls, and as a railing vaulted with balda-
chin on the transversal wall, this would be a confirmation of the thesis, already
set forth, that the artistic solution of the “railing of Paradise” originated from
the traditions of representing the railings of imperial gardens, which were, in
painting of Constantine’s epoch, represented after the models from Hellenistic-
Early Roman Period. On the territory of Pannonia, in the peristyle of villa at
the site Balaca near Lake Balaton, already during the second half of the 2nd
century was depicted a garden, in front of which there is a railing, composed of
segments with crossed bars.32 Consequently, also in the Early-Christian art on
the Pannonian soil we can follow the process during which the garden, as locus
amoenus, became an artistic interpretation of the Paradise region. The “railing
of Paradise” was represented in a simple manner, with crossed lines, as in the
tombs II and XX in Pécs, or, as in the tomb I in Calma, in the form of cancelli
with herms, used in the pagan times for putting fence around the public, solemn
and honorary spaces.

The proposed solution of pictorial compositions on the walls of tomb I
from Calma gains in importance even more if we take into consideration that

Christianity in Northern Croatia), in: 1700 godina svetih Srijemskih mucenika. Zbornik rado-
va s medunarodnog simpozija o 1700 obljetnici Srijemsko-panonskih mucenika (304-2004)
(priredila D. Damjanovi¢), Pakovo 2011, 96-97.

32 1. Baldassarre, A. Pontrandolfo, A. Rouveret, M. Salvadori, op. cit.,, 336, fig. on p. 335.
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I Fig. 24 — “Railing

- of Paradise®, fresco,
tomb I, look of
apse-shaped west
wall (documentation
of Museum of Srem,
Sremska Mitrovica)

Cu. 24- ,,Orpana paja“,
. | ¢pecka, rpobHuIa
1| I, Yanma, usren

' ancHAAHOT 3ama Hor
3uza (I0KyMeHTaImja
| Myseja Cpema,
" Cpemcka MutpoBHuIia)

the figural motifs, represented on the bronze paneling of the wooden reliquary,33
whose parts, discovered in the tomb, were later explained as parts of two biblical
scenes, known as Abraham's Sacrifice and Multiplying of Breads and Fishes.3*
By this was confirmed the Christian character of the burial performed in the
tomb, although its wall-paintings only with the motif of “railing of Paradise”
point to the Christian symbolics. In the tombs were also found the bronze coins,
of which the youngest one is that of Constans, minted in Thessalonike between
337 and 341,35 which designates ferminus post quem for dating the burial, and
by this also for defining the time when the wall-paintings of the tomb in Calma
were executed. This would mean that tomb I in Calma was decorated few de-
cades before the tomb from Jagodin Mala in Nis, whose painting, in the opinion
of most authors, originates from the last decades of the 4th century.

The analysis of wall-paintings from tombs in Jagodin Mala has shown that
the representations of the Apostles between the christograms in the garlands find
their analogies in the composition of St Peter and Paul around the christogram
on the fresco from the tomb I in Pécs, while the vegetal motifs, which in the
tomb in Ni§ symbolize Paradise, resemble not only to the ornamentation from
tomb I, but also to the allusions to Paradise on the frescoes from tombs I and XX
in Pécs. It has been concluded that these motifs in the burial chambers in Pécs
were painted under the strong influence of artistic traditions cultivated in the
artistic centres in Italy, in the first place in Rome and Aquileia.36 Frescoes from
the tombs in Jagodin Mala show that these influences reached also Naissus, and
use of the motif of “railing of Paradise” on its north and south wall, of the same

33 P. Milosevi¢, op. cit., 87, Figs. 2, 3, 1-2, PL. 11, 111

34 The explanation of scenes on the bronze paneling gave I. Nikolajevi¢ in the un-
published work “Grave I from Calma near Sremska Mitrovica®, evisaged to be printed in
volume V of the edition Sirmium. The same author has published the abridged version of her
analysis in the synthetic work on Early-Christian graves in Moesia, cf. I. Nikolajevi¢, Gra-
banlagen und Begrébniskulte in Moesien aus frithchristlicher Zeit, Jahrbuch der dsterreichen
Byzantinistik 29, 1980, 305.

35 P. Milosevi¢, op. cit., 92.

36 F. Filep, op. cit., 39-40.
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construction as the railing from the north aula of basilica in Aquileia, just con-
firms this fact. As the same motif, in the schematic form indeed, appears also on
the frescoes from the south and north wall of tomb I in Calma, we think that its
wall-painting developed under the influence of cultural streamings from North
Italy, most probably from Aquileia. In view of relative proximity, the existence
of good communications and traditional trading connections of Aquileia with
Sirmium, the ifluence was facilitated on the Pannonian metropolis and its vicin-
ity from this North-Italian centre, as also their acceptance earlier than in other
environments in the Balkan interior. The intensified influence of artistic schools
from Rome and Aquileia on the iconographic program of the wall-paintings
in Pannonia during the second half of the 4th century can be explained by the
complex situation in connection with the theological disputes between the ad-
herents of the Nicaean dogma and Arian haeresy. Namely, Sirmium was until
the end of the 4th century a stronghold of Arianism, which in the interior of the
Balkans was suppressed already about 360. To return Sirmium and its surround-
ing territory under his jurisdiction, Rome has, besides the political ones, intensi-
fied also the influences in the field of artistic interpretation of orthodox belief,
which can be noticed in the programs of wall-painting of tombs in Sopianae,
Sirmium and Naissus, and over Thessalonike the propaganda of the official re-
ligious program was carried out in the Balkan interior, so the motif of Paradise
Garden, represented by vegetal motifs, can be recognized not only in the tombs
of Thessalonike itself, but also in Serdica.37

The linear-abstract style of painting the tomb in Calma can be noticed
also in the decorative system applied in the galleries 64-66 of catacombs of St
Domitilla, on whose walls there is a railing with pilasers represented by rows of
fields with reticular and rectangular ornaments.38 Apart from the Roman cata-
combs, the railing represented by crossed lines appears also on frescoes from
some Pannonian sites. So, the preserved segment of “railing of Paradise” from
the fresco in Varazdinske Toplice, painted, maybe, in Constantine’s time, has
the shape of the oblique cross,39 while on the walls around the entrance into
tomb II in Pécs the railing is represented by the rows of crossed oblique lines,
behind which are the arrow-shaped flowers.40 The linearity in expression be-
came prominent in painting the tomb, discovered in 1952 near the waterworks
for the factory “Jugovinil” in the necropolis Manastirine in Salona, on whose
walls and vault the railing is represented by a ribbon filled up with a zig-zag
line with dots in the centre of the triangles.4! But, the fresco-painting of the
tomb in Calma, besides all its linearity in artistic expression, contains also few

37 K. Hudak, L. Nagy, op. cit., 58-61.

38 N. Zimmermann, Werkastattgruppen rémischer Katakombenmalerei, Miinster
2002, 128, Abb. 75-77.

39 B. Migotti, op. cit., 96-97.
40 F. Fiilep, op. cit., 45, Pl. XXI, 1-2; K. Hudak, L. Nagy, op. cit., 34, Picture 14.

41 D. Rendi¢-Miocevi¢, Neue Funde in der altchristlichen Nekropole Manastirine in
Salona, Archaeologia lugoslavica 1, 1954, 59-61, Abb. 2; JI. Mupkosuh, op. cit. (note 1), 68,
cm. 17-19.
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important elements which connect it with the scheme after which Paradise and
its railing are represented on frescoes from Rome, Aquileia, Thessalonike and
Naissus.

Ugana ITomosuh
MOTUB ,,OT'PAJIE PAJA*“ HA ®PECKAMA 13 I'POGHUITA

Y JATOIH MAJIU (NAISSUS) U YAJTIMU (SIRMIUM)

Amnanmza ¢pecaka u3 robuuie y Jarogun Manu y Humy (Naissus) (Ci. 1) noka3zana
je I1a oBaj XHBOIIHC 0 KOpHUITheHHM MOTHBHMMA — IpecTaBaMa arocrtoia Ilerpa u Ilasia,
XpHCTOBOT MOHOTpaMa y BEHITY 1 CHMOOIMYHIM TPHKa3UMa PajCKOT BPTa - CBOj€ aHAJIOTH]e
Hajmasu y Kommosuiujama u3 ociukane rpodOnuie I (c. Ilerpa u IlaBna) u3 Ileuyja
(Sopianae). VictoM npUIIMKOM je 3aKJbYYCHO Ja je CIMKapCTBO OBHUX I'POOHHMIIA HACTAJIO
TOKOM Tocienmux aenennja [V Beka. [lopex anmocrona m3melhy Xpucrorpama y BeHILy, Ha
3ar1aIHOM ¥ MCTOYHOM 3Hy TpoOHuILe y Jaroann Manu, Ha lbeHOM CEBEPHOM H jy’KHOM 3H1y
IIpUKa3aHe Cy NTHIle, TAJIMHHE I'paHe U BUHOBA JI03a, MOTHUBH KOjH CUMOOJIN3Yjy PajcKu BPT,
UCIIpe]] KOjHX je MpecTaB/beHa Orpajia cacTaB/beHa Ofl CerMEHaTa ca YKPIITEHUM JIeTBaMa,
Mmely coboM pa3gBojeHHX XepMmama. YIpaBo je MOTHB OBE Orpajie MOHOBO CKPEHY NakKky
HCTpaXkKMBaya Ha CIMKapCTBO rpoOHMIe u3 Jaromua Mane nocie 2000. ronure, kajga je Ha
Menujann koi Huma oTkpuBeHa OpoH3aHA Orpajia, cacTaB/beHA O] PEIICTKACTHX IUIoYa
(cancelli) n xepmu Acknenuja u Jlyne (Ci. 2).

VYnopehyjyhn orpany orkpuseny y Menujanu ca OHOM HAacJIMKaHOM Ha 3MIOBHMa
rpabuuiie y Jaroqus Maity, J1ako je IocTajio youJsbUBO 1a OHE TIPUIIAIAjy HICHTUYHOM THILY.
To je moBeno 10 MPETHOCTAaBKe Jia je MajcTop 3WAHY CIUKY Y HHIIKOj TPOOHHIH Ypagno
Ha OCHOBY OpoOH3aHE orpaze Kojy je Bumeo Ha Memujann. Melhyrtum, nopen Tora mro cy
¢dpecke y rpodHHIN U3 JaronuH Mane HaciauKaHe BEPOBATHO OKO WK mocie 378. romune,
KaJia Cy KOMIUIeKe Ha Meujanu, la caMuM TUM ¥ OpOH3aHa orpaja, OMIM yHUIITSHH, BAKHO
je HarOMEHYTH Jla Cy HaMeHe orpaje ca MeaujaHe, Koja je BepoBaTHO OMJIa 1e0 MHBEHTpPA
MaraHCKOT Xpama, M Orpajie OCIuKaHe y rpoOHuIH u3 Jarogud Mare, unja je GpyHkuuja 6uma
J1a OJIeJTN Pajcke Mmpejielie 0f1 OBO3eMaJbCKuX, Ouie cacBuM paszianunte. C TuM y Be3u Hamehe
ce morpeda Ja ce yTBpAe HaMEHEe OTKPHBEHHX WIN y YMETHOCTH IPHKA3aHUX KaHIIENa ca
XepMama, ajii 1 1a Ce aHaIM3Mpa reHe3a 1 PacpoCTPambeHOCT JIMKOBHHUX JIeIa ca MPEICTaBOM
OBE Orpajie y 3Hauemwy ,,0rpaje paja‘.

IIpema 1o caja mo3HATOM MaTepyjary, 3aKJbydyjeMo Jia Cy KaHIeIIH ca XepMaMa TOKOM
II-11I Beka ymoTtpebspaBanu 3a orpahuBame aenoBa jaBHUX MpodaHux odjeKaTa, MepUcTHiIa
y Buiiama u Humoeja (Majinosrpan (Ci. 3), Jlonna Kpemena (Cu. 4), Leptis Magna (Cit. 5)),
JoK cy TokoM IV u mpBe monoBuHe V Beka oBakBe orpaje Omie HamemeHe 3a oMehaBame
CBCUAHMX JIO)KAa U OfIBajarbe, TOKOM onpeheHHX IepeMOHHja, mapa, merope (GpaMuinje u
[APCKUX TO0CTOjaHCTBeHHKA o nmpucyTHe mace (KoncrantuHoB crnaBonyk y Pumy (Ci. 6),
6a3za TeomocujeBor obenucka y Koncranturomnossy (Ci. 7), muntucu o ciorosade (Ci. 8,
9)). CuuHy yaory umana je ¥ peleTkacta MepMepHa orpajga ca XepMoM Ha jeJHOM Kpajy,
Koja je (opMupaa HeKy BPCTY JIOKE OKO CTCIEHHKA Ha yJacKy y karakombe cB. Kamucra
y Pumy (Co. 10). Bponsana orpana ca xepmama 0okaHcTaBa, Off KOjUX Cy cadyBaHe OHCTe
Acxiienimja u Jlyne, koja je Hal)eHa Ha MenujaHu, HajBepOBaTHHUjE je Y OBY BHIIY JTOHETa
0 JkeJbu napa JynujaHa, TOKOM erosor 6opaBka y Haumcy 361. rogune, na 6u 6una neo
MHBEHTapa HOBOIIOAWTHYTOT NAaraHckor xpama. Mmajyhm y Bumy BepcKy HOIUTHKY OBOT
1apa, Ta orpaja je uMaia cBojy GyHKIH]Y Y BEr0BOj PEITUTUCKO] MPOTIaraHu.

HacynpoT moMeHyTHM orpazaMa o(pHIIMjeTHOT KapaKkTepa, Ha MOjeANHHM JTMKOBHUM
ocTBapemnMa n3 IV Beka Hamma3MMoO Ha KaHIENE ca XepMaMa y CAacBUM JPYyTroj YIO3H.
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HacnomeHe Ha Tpaauiujy ciankapeTsa [ Beka y mpuKa3uBamy IAPCKUX MapKoBa, orpaheHux
MEpMEpHHUM Orpajama, Kao IITo je ciuka JIuBujuHOTr BpTa M3 meHe Bwie y Prima Porta y
Pumy (Cn. 11), anu 1 KaCHHUjUX OCTBapera Kao MITO Cy PEIISTKACTH KaHIIEIU U3 IPOCTOPH]e
Ha Via Genova y Pumy (Ci. 12), orpaze Ha dpeckama u3 IV Beka roctajy rpanuna asa cBeTa,
Oynyhu na napcku mapkoBH 3a1001jajy CUMOOIMYHO 3HAUCHE PajcKor mpemeina, omeheror
,,OIPaJIOM paja“, yHyTap Koje cy IpHKasaHe NTuie, 1isehe, BUHOBA 7103a, AJIMHHE TPaHe
JIPYTd MOTHBH KOjU y ce0OH cajipike MUCao o ,,Hebeckoj Oamrn. Kako nokasyjy ¢dpecke u3
oaszmuke y Axsuieju (Ci. 13, 14), mogurayte usmely 314.u 319. ronune, ucnpen penieTkacte
orpajie LapcKor BpTa HAJIA3MIIHM Cy CE KPUJIATH TeHUjH U ITHIIE, IITO yiyhyje Ha moMucao 1a
Cy Ha HEKUM OrpajiamMa OBaKBMX IapKoBa OMJIE HACIMKAHE M CKYJINTYPEe WM XepMe, TaKO Ja
ce Taj, y OCHOBH MaraHCKH MOJIEJ, T0Y€0 NPUMEHUBATU 1 y XPUITHaHCKOM KOHTEKCTY CITHKE
,,orpaze paja“. Tako ce orpaje, HacIUKaHe y apeany T3B. Domus Pietri y karakombama cB.
Cebacrujana y Pumy u y apkoconujy karakom6u cB. Kupujake y Pumy (Cu. 15), cacroje o
penreTkacTHX KaHIena m3Mely kojux cy xepme. CimyHa nKoHOrpadcka pelera Hajla3e ce u
y ¢peckama u3 rpodbruna 6p. 89 u 90 y Conyny (Cn. 16, 17). lake, npukas ,,orpage paja‘“
Ha jy)KHOM M CEBEpHOM 3uay rpoOuuie u3 Jarogmun Mane y Humry ypahen je nmpema Beh
YCBOjEHOM 00pacIly OCJIMKaBama OBOT MOTHBA, MPUMEHEHOM Ha (hpeckaMa U3 KaTaKoMOu y
Pumy, u3 jyxue ayne O0azunnke y AKBIIEH U COMYHCKAX TPOOHHMIIA.

ITopen moMeHyTHX HpHKas3a ,,0rpajne paja“, cacraB/beHE OJ] KaHLela M XepMH, Ha
3UIAHUM CJIMKaMa y PUMCKUM Karakombama, y Oa3mwimmiu u3 AKBWiIeje W y pOOHUIN U3
Jaromua Mane y Humry (Ci. 18, 19), cnmimyan MoTuB cycpeheMo, 1o HalleM MHULUBEHY, Uy
(bpecko cIMKapcTBY KacHOaHTHYKe rpodOHuLe I, ciayuajuo oTkpuBeHe 1969. rogune y ceiy
Uanma, oko 10 kM ceBepo3anaanHo of AaHamime CpeMcke MUTpOBHIIE, JaKiIe Ha IIUPO]
rpajackoj Teputopuju Cupmujyma (Sirmium).

VrpKoc JiomieM cTamby 04yBaHOCTH (hpecaka y OBOj TpPOOHHMIIH, IIPU HBHXOBO] aHAITU3H
YOUMIIO Ce Jla Cy KOMIIO3UIIMje MpUKa3aHe yHyTap 110Jba 00pyOsbeHHX OopaypamMa LpBeHE
0oje. JInKOBHH M3pa3 OBHX 3UIAHUX CIIUKA OJUTUKYj€ TMHEAPHOCT M CXEMaTH3allija MOTHBA
(Cn. 23). Cmarpamo fa je Ha UCTOYHOM 3y NpUKa3aHa IMOKOjHHIA KOja yeKa Ha yiaa3ak y
paj (Ci. 21). Ha jy>xHOM 1 ceBepHOM 31Ty T'POOHHIIE IPEACTAaBIEEHA je, [0 HAallleM MUIJBEIbY,
orpaja, cacTaBjbeHa OJ1 KaHIlena, u3Mel)y kojux je, Ha 00a 3uza, mpukazana xepma (Ci. 20, 22).
To 6u Ouna ,,orpaza paja“, mpeACTaB/LEHOT PaCyTUM IIaBUM IBeToBMMa. Ha arcugamHom
3amaHOM 3UJly T'pOOHMIE NIpHKa3aHa je orpaza ca 6angaxunom (Ci. 24), mro npencrasiba
€X0 WIY3HOHHCTHYKOT CTHIJIA, OJHOCHO CIIMKarba apXHUTEKTOHCKHMX KYJIHCa, MOTHBA KOjH Y
cnukapcTBy KoHCTaHTHHOBE eroxe MMOHOBO yia3u y MOJy. YKOJIHKO je Ha 3u0BHMa rPOOHUIIS
n3 Yanme ,,0orpaga paja‘“ mprkazaHa Kao orpana ca xepMama, Ha IOIYXXHUM, U Kao orpajaa
ca OalgaxMHOM, Ha MOMIPEYHOM 3HIY, TO OM Omia moTBpnaa Beh M3HETe Te3e 1a je JTUKOBHO
pelieme ,,0rpaje paja“ HacTajIo0 Ha TpaaullfjaMa MPEACTaBe Orpaja HAPCKUX BPTOBA, KOjH
cy ce y cnukapcTBy KoHCTaHTHHOBE enoxe IpHKa3uBalH 0 y30py Ha TPaaUIHje U3 PaHUjuX
nepuosa.

Cynehu mo HyMH3MaTHUKUM Hajla3uMa, rpoOHuna 3 Yaime ce MOXe JaToBaTH y
nepuox mocie 337-341. rogune. tbeHO ciMKapcTBO je, Makiie, HEMITO CTapHje OJf OHOT U3
rpobHune y Jaromur Mamu y Humry. Motus ,,0orpane paja“, mpukaszan y o0e rpoOHHIE,
nokasyje aa cy Qgpecke y mbHUMa, HaKo Pa3IMYUTe [0 TEMAaTHLU M CTWIY H3paje, HacTale
TIO/T YTHIIajeM CIMKapCcTBa W3 YMETHHUKHX IeHTapa ca mia Wranmje, npe ceera u3 Puma n
Axsuieje.






