Misko Tutkovski

THE SYMBOLIC MESSAGES OF THE MOSAICS
IN THE SOUTHERN BASILICA AT PLAOSNIK IN OHRID

In the central part of the archaeological site of Plao$nik in Ohrid, beneath
the foundations of St. Clement’s Church, monumental Southern basilica was
discovered (fig.1), and than fully explored and conserved in the period 1999 to
20091. The church has a three aisled disposition with a narthex and vestry an-
nexes, baptizing complex on the southwest side and atrium on the north. Almost
all rooms of the basilica were paved with mosaics and the best of them are
preserved in deaconicon, north annex and in the baptistery of the church. As
contrast, the mosaics of the narthex and the northern aisle are preserved only
partially, and the mosaics from the central aisle are preserved only in fragments
(fig.2). Mosaics arrangements of all rooms in the basilica are with dominant
geometrical decoration combined with images of stylized floral or zoomorphic
motifs and compositions. Iconographic and stylistic analysis of these mosaics
indicate that they were produced in the late 4th until the middle of the 5th century
and these dating coincides with the results obtained by studying the contextual
archaeological findings?.

Part of the mosaic images that are represented in the Southern basilica
are with certain symbolic meanings in the Christian world. Here we are going
to present zoomorphic compositions of the narthex, deaconicon and baptistery
of the church.

Narthex

The central part of the narthex has two dears facing each other standing
around cantharos filled with water (fig.3). Different versions of this composi-
tion represented in the central part of the narthex, can be found in the Basilica

1 Detailed descriptions of the Church architecture and mosaic floors see in:
M.TytkoBcku, Panoxpucmujanckume mosauyu 00 Oxpuo, Cromje 2014, 97-121.

2 More about iconography and style features of the mosaics, and the dating of the
same see in: M.TyTtkoBcku, Panoxpucmujanckume mosauyu, 97-133.
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Fig.1. St. Clement’s church and the Southern basilica - aerial photo.

Cn.1. Cs. KitumenToBa nipkBa u JyxHa 6a3uimka - acpodororpaduja.

of Deboj (fig.4)3, the basilicas of Oktisi4 and Aretusas, in the narthex of the
Great Basilica of Heraclea Lyncestis (fig.5)6 as well as in triconchal church of
the village Acrini in Greece (fig.6)7. It’s a scene that illustrates the first verse of
David’s Psalm 428. Explicit confirmation of this interpretation of the scene can
be found in mosaics with identical iconographic concept where the scenes of the

3 M.TyrkoBckH, Panoxpucmujanckume mozauyu, 69-83, fig. 68, 72.

4 B. burpakoBa-Ipo3manoBa, Mo3aunuTe BO OXPUACKHOT PETHOH M BPCKHUTE
co Menurepanort, in: Lusunuszayuu na nousama na Maxedonuja, equumja ,Mcropuja Ha
KyaTypara Ha Makenonuja“, kaura 2, Ckomje 1995. 67-74, ci. 5.

Il. AAAM-BEAENH, Avooxomnon maloioypiotiovikis paocilikic — oe BOegon
eAdnviotiko — madaioypiotiaviko ypovav otnv Apédovoa @scoarovikn, Bo: AEMO 9 (1995),
351-365, fig. 2; A. Karivieri, Floor mosaics in the early Christian basilica in Arethousa: Con-
servation, Maintenance and Presentation, Bo: Proceedings of the VIIIth conference of ICCM,
Thessaloniki 2005, 191 — 202, fig. 1.

6 T. IlgetkoBuk - TomareBuk, MO3auKOT Ha MOAOT BO HapTEKCOT Ha lomemara
Oasunuka, Bo: Xepaxneja 11, burona 1967, 10-32; E. Dimitrova, On the Narthex of the Gre-
at Basilica in Heraclea, Bo: Macedonian Review Vol. XXV, No. 2-3, Skopje 1995; Ead., In
Through the Inner Door (The Mosaic in the Narthex of the Large Basilica in Heraclea Lyn-
cestis), Bo: Ni§ &Byzantium IV, Ni§ 2006, 179-188.

7 J.P. Sodini, Mosaiques paléochrétiennes de Gréce, Bo: BCH XCIV, Paris 1970, 731;
I'. UserroBuh - Tomamesuh, Panogusanmujcku noonwu mozauyu. Japoanuja, Maxeoonuja,
Hosu Enup, beorpan 1978, 27-28.

8 “As the hart panteth after the water brooks, so panteth my soul after thee, O God”.
More about the executions of Psalm 42 in the early Christian period, see E. lumurposa,
Yerupuecer u NpBHOT J[aBHUIOB IcaiM — MKOHOrpad)cKa MapaaurmMa Ha XpHUCTHjaHCKATa
aHTHKa, BO: [lampumonuym. MK 1 — 2, Cxomje 2007, 65-78.
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deer or the hart around can-
tharos can be supplemented
with written texts from the first
verse of Psalm 42. Such a mo-
saic is executed in the Basilica
Urbana’s consignatorium in
Salona? and in the church of
Panagia Hrizopolitisa at Nea
Paphos on Cyprus!o. Beside
these mosaic images, illustra-
tion of Psalm 42.1 followed
by the inscription is found on
one of the ceramic plates from
Vinica Fortress!!. The execu-
tion of the narthex mosaic of
Southern basilica visualizes the
first verse of David’s Psalm 42,
where the deer symbolize the u
catechumens who yearn to feed
on the salvational source of life’ Fig.2. Plan of the Southern basilica and its mosaics.
and thus, the receiving of the Cn.2. OcHoBa JyxHe GasHINKe H MO3AHIIH.
Holy Spirit through the water,

gaining new and eternal life in the Kingdom of God. This scene pictured at the
entrance of the church, in addition to primary baptism connotation, received a
specific soteriological significance in the catechumens eyes, that from the world
of spiritual darkness and sin are entering in the house of God, seeking salvation
for their souls.

Deaconicon

Mosaics in the deaconicon are created in memory of deaconess Sosia
Paula, as we learn from the mosaic inscription which is located in the center of
the room (fig.7):

YITEPMN / HMHETHZXO / ZIAXTTIAYAA / £T HEAIAK / O NOY
(Yrep pviung thg Zootag Mavrag thig Staxdvov)12,

In the apse of deaconicon one can see the only zoomorphic composition
of this room which can be observed in order to determine its symbolism. The

9 F. Buli¢, The ruins of ancient Salona, Split 1986, 99.

10 D. Michaelides, The Early Christian Mosaics of Cyprus, Bo: B4 vol. 52, no.4
(1989), 192-194.

11 E. Dimitrova, The Vinica Mystery: The Ceramic Treasuries of a Late Antique
Fortress, Vinica 2012, 149-159.

12 C. dununosa, [Ipumepun Ha paHOBH3aHTHCKA IIACTHKA M KaITUTENU o1 MakenoHuja
CO aIUTMIPaHU HATIUCH W OyKkBH, BO: Systasis 7 (2005 ron.), (http://www.systasis.org.mk/
arhiva.asp.) 2, foot. 5.
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Fig.3. Illustration of the Psalm 42:1 in the narthex of the Southern basilica.
Cn.3. Unycrpannja [Tcanma 41 (42):1 y Haprekcy JyxHe 6azmuxe.
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Fig.4. [llustration of the Psalm 42:1 in the narthex of the basilica at Deboj, Ohrid.
Cn.4. Unycrpanuja [canma 41 (42):1 y Haprekcy 6asmnuke kox Jleboja y Oxpuny.

composition consists of a centrally placed cantharos and two lambs drinking
water from it. Behind the lambs there are two flowering trees - pear and apple,
and below them, a lion and a snake are represented. Lion and snake are depicted
on both sides of the cantharos pedestal, at which is written inscription in four
registers (fig.8.):
KAIKA / TAITATHXIX / AEONTAKAI / APAKONTA
(Koai xatomoatiolg Aéovta kai dpdrovta)

In translation, this inscription means: The young lion and the dragon shalt
thou trample under feet!3, and reproduces the second verse of Psalm 91.13,
which fully reads: “Thou shalt tread upon the lion and adder: the young lion and
the dragon shalt thou trample under feet”. This inscription explicitly determines
the scene in the apse of deaconicon as illustration of Psalm 91. Illustrations of
this psalm are found at many monuments of Early Christian and medieval pe-
riod, but the execution in the Southern basilica is for now the only one known

13 V. Bitrakova-Grozdanova incorrectly states that the inscription consists written
parts of both lines of the Psalm 91:13, as a shortcut to the message. cf. V. Bitrakova-
Grozdanova, Lychnidos a I’epoque paleochretienne et son noyau urbain, in: Nis & Byzantium
VII (2009), 32-34.
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as example of a unique iconog-

raphy, where lambs are treading £
the lion and the serpent. All other £

illustrations of this psalm from
the Early Christian period depict
Christ treading at the lion and the
serpent. The oldest representation
of Psalm 91.13, which presumably
originate from the period before
312, is found on the sarcopha-
gus of Gerona, northeastern Spain,

where Christ is stepping on the lion 4
wrapped with snake (fig.9)!14. Very &

similar execution is derived in the
fragment of a sarcophagus (fig.10)
which is kept in the Archaeological
Museum “Oliveriano” in Pesaro,
Italy, which dates from the time
after the year 35015. Later illustra-
tions of the thirteenth verse of 91
Psalm have a slightly different ico-
nography because the lion and the
serpent are shown separately under

Fig.5. Illustration of the Psalm 42:1 in the narthex of the
Great basilica at Heraclea Lincestis.

Cn.5. Unycrpaunja [canma 41 (42):1 y naprekcy Benuke
Oaszmnuke y Xepakieju JInHKeCcTHC.

the feet of Christ. Such presenta- SS2

tions are pictured on several Early
Christian monuments of Ravenna,

which date back to the period of the ! ]
mid to late 5th century. Two of them §

are executed in relief, whereby one
in the forehead decorated marble
sarcophagus located in Quadrarco
di Braccioforte, (fig.11)16, the other
one is integrated into stucco deco-
ration of the Orthodox baptistery
(fig.12), and latest illustration of

Fig.6. [llustration of the Psalm 42:1 in the narthex of the
church in the village of Acrini, Greece.

Cn.6. Unycrpanyja [1canma 41 (42):1 y HapTekcy
TPUKOHXAJHE PKBE Yy ¢. AKpuHH, [ puka.

this Psalm is depicted on the wall mosaics in the chapel of St. Andrea in the

Archbishop’s Palace (fig.13)!7.

The symbolism of this scene can be determined by the words of St.
Athanasius (293-373), who in his remarks of the psalms said that the 91 Psalm
symbolizes the victory of the people of God over all enemies and demons, and

14 B. Brenk, The Imperial Heritage of Early Christian Art, in: Age of Spirituality: A

Symposium, (ed. K. Weitzmann), 43, fig. 9.
15 Ibid., 43, fig.10.

16 R. F. Hoddinott, Early Byzantine churches in Macedonia and Southern Serbia,

London 1963, P1. 5c.

17" D. Mauskopf Deliyannis, Ravenna in Late Antiquity, Cambridge 2010, 190-194, fig. 66.
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further, commenting on exactly
the thirteenth verse of the Psalm,
he says: “Thou man of God, not
. only will not suffer any harm,
! but you will see a multitude of
spirits and under your feet and
without fear you will trample on
their heads”8. Visualizing the be-
lievers as lambs empowered by
; the sacred spring - Source of life,
while using iconographic matrix
of the 42 David’s Psalm, the au-
thor of the mosaic of Southern
~ basilica, symbolically portrayed
believers who receive holy water
from the source of life, have ac-
quired divine protection, without
fear trample on the heads of de-
. mons, or the lion and the serpent,
which introduced the allegorical
triumph of the Christ faith.

Fig.7. Inscription in the central part of the deaconicon in the
Southern basilica.

Cn.7. Harnue y nenTpaiHoM ey hakoHukoHa JyxHe
baszunuke.

Baptistery

Function of baptistery and
baptizing rituals are explained in
many historical sources, starting
# with the church’s Code Didache
by the end of Ist or beginning of
the 2nd century, than Apologia of
Justin Martyr from mid 2nd cen-
tury; De Baptismo of Tertullian
about the year 200, the Syrian doc-
uments Didascalia Apostolorum
and apocryphal Acts of the Apostles by 3rd century, up to the Apostolic Tradition
compilation created between the middle and the second half of the 4th century;
in the works of Cyprian of Carthage in the 3rd century...19. In Early Christian
texts we can find various allegorical interpretations of baptism and of baptis-
tery. Authors such as St. Augustine and St. Paulinus of Nola, speaks of baptism
as being buried with Christ, and St. Ambrose equals the font with the grave,

Fig.8. Illustration of the Psalm 91:13 in the deaconicon’s apse
of the Southern basilica.

Cn.8. Unycrpanuja [canmma 91:13 y ancuau hakonnkoHa
JyxHe Gasmnmuke.

18 Aranacuje Benuku, Tymaueme ncajiama, Bo: birazociosu, oywo moja, I'ocnooa -
Ceemu Omyu mymaue Ilcanmup, beorpan 2003, 229-233.

19 A brief review of historical sources of baptism gives Maxwel E. Johnson, Worship,
Practice and Belief, in: The early Christian world, vol. I-11 (ed. Philip F. Esler), 476-480;
detailed analysis and interpretation of the baptismal rites see in: R. M. Jensen, Living Water:
images, symbols, and settings of early Christian baptism, Leiden — Boston 2011, 127-178.
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Fig.9. Illustration of the Psalm 91:13 on Fig.10. Tllustration of the Psalm 91:13 on marble sar-
marble sarcophagus from Gerona, Spain. cophagus from the Oliveriano museum in Pesaro, Italy.
Cn.9. Unycrpauuja [Tcanma 91:13 na Cn.10. Unycrparmja [canma 91:13 Ha MepmepHOM
MepMepHOM caprodary u3 XKupone, capkodary y Mysejy Onusepuano y Ilesapy, Utanuja.

Inanuja.

and compare the forms of grave
and the font20. In the writings of the e
Holy Fathers baptism is often inter-
preted as rebirth: St. Augustine sees o =
baptismal basin as the womb of the [
Mother Church of which we should
be born again; Justin Martyr for cat-
echumens going into the baptistery,
says that they go to a place where
they will be regenerated by the water,
and Theodore of Mopsuestia (350-
428) for candidates entering into the =
font says that they are: like fertilized === =

embryos being placed into the womb. Fig.11. Illustration of the Psalm 91:13 on marble sarcoph-
Formed by God's hand, these seeds agus from Ravenna, Italy.

are transformed from mortal to im- Cin.11. Unycrpanuja ITcanma 91:13 Ha MEPMEPHOM
mortal, from corruptible to incor- capxogpary y Pasern, Uramija.

ruptible2!. A similar interpretation of

baptism can be found on the inscriptions of Lateran baptistery in Rome, prob-

ably drawn by Pope Leo I (440-461), which states that: From her virginal womb

Mother Church gives birth in the stream to her children, whom she conceives

through the breath of God?2. The same inscriptions, equals the baptismal font

20 R. M. Jensen, Living Water, 243.
21 Ibid., 248-250.
22 P. A. Underwood, The fountain of life in manuscripts of the gospels, in: DOP 5
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Fig.12. Illustration of the Psalm 91:13 in the Orthodox
Baptistery in Ravenna, Italy.

Cn.12. Unycrpamuja [canma 91:13 y xpcTnoHuIm
IIpaBocnaBuux y PaBenn, Uranuja.

Fig.13. Illustration of the Psalm 91:13 in the chapel of St.
Andrew in the Archbishopric palace in Ravenna, Italy.

Cn.13. Unyctpanuja Ilcanma 91:13 y xanenu cB.
Amnjpeje y apxuenucKorckoj nanaru y Pasenn, Uranuja.

with the source of life, which purges
the whole world, and born in that font
should hope for the Kingdom of God,
because the blessed life does not ac-
cept those who are born only once23.
Indicated texts reveal the sym-
bolism of baptizing act and strive to
explain the way that catechumens
should pass entering into font which

' represents the grave of unbeliev-

ers, while at the same time, the font
represents the womb of the Church,
in whose regenerative waters a new
Christian will be born, purified of all
sins and ready to reach the Kingdom
of God. This polyvalent symbolism of
baptism is superbly expressed in the
sermons of St. John Chrysostom (347-
407), who says: ,,Baptism is death and
burial, life and resurrection (... ). When
we dive head into the water as in the
grave, the old man is submerged, com-
pletely buried, and when we step out
of the water, the new man at the same
time appears‘24.

Textual interpretations of the
baptistery and of the baptizing act are

- symbolically represented at the mo-

saic floor in the baptistery of Southern
basilica.

The first image seen by catechu-
mens upon entering the baptistery
(fig.14) is the scene in the round me-
dallion with lion and snake, placed on
the right side, in front of the entrance
to the font (fig.15). Illustration of a

lion and a snake in a different composition is represented in the apse of the
basilica’s deaconicon, some labeled as an illustration of the 91 Psalm. As stated
earlier in this paper, in the Early Christian epoch there were different concep-
tions of iconographic illustration of this psalm, and in this regard we should
picture the presentation of the lion and snakes from the baptistery, which in
reduced form illustrate the thirteenth verse of Psalm 91. The positioning of this

(1950), 54-56.
2 [bid., 55.

24 M. Enumjane, Cauxe u cumbonu: oeneou o mazujcko-peaueuckoj cumbonuyu, Hopu

Can 1999, 179.



Huw u Buzanitiuja XI1 137

Fig.14Mosaics in the baptistery of the Southern basilica with marked direction for catechu-
mens and neophytes.

Cn.14. Mo3zauuy y kpctroHuny Jy:xHe Oa3iInKe ¥ 03HaUYCHH MpaBall KpeTama 3a
KaTUXyMeHe U HeoHuTe.

scene in front of the font is crucial for determining its meaning, because, dur-
ing the baptizing, catechumens encountered a lion and snakes (Thou shalt tread
upon the lion and adder...) and could literally trample them (...the young lion
and the dragon shalt thou trample under feet) to symbolize their victory over
demons and over the devil. This interpretation of the picture with the lion and
snakes, correspond to the actions during the baptizing ritual performed by the
catechumens. Before entering in the wholly water, catechumens stood turned
to the west - side of darkness, and towards the world of Satan, and three times
renounced him, and then three times blow and spit at Him, thus expressing ex-
pulsion and scorn towards Him. Only then, the priest could swing catechumens
eastward and ask them to confirm that they believe in the Son of God, Jesus
Christ, and after that they were prepared for baptism with water2s. After renun-
ciation of Satan, symbolically catechumens steps on mosaic image of lion and

25 More about baptizing rituals: B. Jlunuuk, Panoxpucmujancka yprea, 72-86.
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Fig. 15. Illustration of the Psalm 91:13 in the baptistery of the
Southern basilica.

Cn.15. Unycrparmuja [Icamva 91:13 y kpcTronunu Jyxue
6asmnke.

Fig.16. Illustration of the Psalm 42:1 in the piscine of the
baptistery of the Southern basilica.

Cn.16. Unycrparuja [Icanva 41(42):1 y nucumHu
KpCTHOHUIIE Jy)KHE Oa3mInKe.

snakes which are the epitome of
evil forces and demons, but no
longer able to stop them in their
quest for truth and the life2s.
Following the triumph
over the demons, catechumens
have continued their path in the

o font respectively to their grave,
1 where after the ritual death of a

pagan, a new Christian is to be

born. At the bottom of the font is

symmetric image of two peacocks
facing each other that are drink-
ing the water flowing from cen-
tral mounted cantharos (fig.16).
In Early Christian art, allegori-
cal presentations of peacocks are
linked with resurrection and im-
mortality27, starting from explic-
itly expressed ideas of the Holy
Fathers, such as St. Augustine,
who believed that the flesh of
peacocks does not putrefy, or
Isidore of Seville (560-636), who
suggests that it is difficult to cook
peacock since its flesh will not
decay28. In the baptismal font of
the Southern basilica, peacocks
portrayed as they drink of God’s
wellspring or of the Source of
life, symbolize their acceptance
of the Christian faith that will
provide them with eternal life.
Thus, this illustration is associat-
ed with illustrations of 42. Psalm
and its primary baptizing conno-
tation. The connection of Psalm

42.1 with baptizing liturgy is verified with many illustrations from the Early
Christian period??, and arguments for it are found in many historical sources:

26 The scene of Psalm 92:13, in the chapel of the Archbishop’s Palace in Ravenna,
where Christ defeated demons (the lion and the serpent are shown under his feet) is holding a
book in his hands inscribed with text from the Gospel of John 14:6 reads: ,,] am the way and

the truth and the life*.

27 More about symbolism of the peacock in Early Christian art see: E. Jlumurposa,
Hajcmapume xpucmujancku cum6onu, Cromje 1995, 113-124.

28 R. M. Jensen, Living Water, 274.

29 E. IumutpoBa, Yemupuecem u npeuom [Jasudos Ilcaim, 65-78.
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Fig.17. Illustration of the lambs and the peacock in the baptistery of the Southern basilica.

Cn.17. Unyctpanuja jarsaan ¥ ayHa y KPCTHOHHUIH Jy)kKHE Oa3mITHKe.

St. Augustine in his comments on the Psalms, wrote that catechumens solemnly
sang 42 Psalm while walking towards the baptistery to express their yearning
for spring that washes our sins, just as the hart is longing for water sources30.
Liturgical book Liber Sacramentorum (Sacramentarium Gelasianum) dated be-
tween 6th and 8th century, also teach catechumens to sing 42 Psalm on their way
to the baptistery, or to sing the prayer that contains the first verse of the psalm:
“Almighty and ever-living God, look with favor on the devotion or your people
at their second birth, who like the deer drawn to the fountain of water, grant that
in baptism their thirst for faith may sanctify their souls and bodies’31. Peacocks
from baptistery of the Southern basilica symbolizes the catechumens who, after
their ritual death in the font, with help of regenerative baptismal water, will
resurrect and thus acquire a new and eternal life in the kingdom of God.

The first image that newborn Christians would see on their way out of the
Southern basilica’s font, are two lambs facing each other and a peacock among
them (fig.17). The image of the peacock, symbolically is showing their resur-
rection and immortality acquired after the exit of the baptismal font and the pre-
sentation of lambs symbolized believers who follow The Lord and Savior Jesus
Christ32. The best interpretation of these scenes we could find in the words of
Paulinus of Nola, who says that the newly born Christians are as lambs brought
up from their bath and led by their shepherd into the church. Similar interpreta-
tion is given by Aurelius Prudentius (348-after 405), who combines the texts
of Psalm 42 with Psalm 23 in his description: “There that shepherd waters the
sheep in the icy cold font - the ones that he perceives to pant after the fountains
of Christ” 33. Hence the opinion that the author of this mosaic wanted to show

30 St. Augustin, Expositions on the Book of Psalms (translated by: T&T Clark), in:
NPNF1-08 (ed. P. Schaff), Michigan 1892, 275.

31 P. A. Underwood, The fountain of life, 51-53; R. M. Jensen, Living Water, 253.

32 More about the symbolism of lambs in early Christian iconography see: E.
Hdumutposa, Hajcmapume xpucmujancku cumbonu, 67-94.

33 R. M. Jensen, Living Water, 255.
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Cn.18. Unyctpanuja KomryTe koja 1oju CpHY Y KPCTHOHHI JyKHE Oa3IUTHKE.

symbolically newborn Christians after receiving the holy water of the fountain
of life gaining divine protection, or becoming part of the flock of the Good
Shepherd - Christ.

On the way to the exit of baptistery, catechumens encountered two more
representations, placed on the south side of the font. The first image that is
pretty damaged, probably a deer was displayed, and the second image illus-
trates hind milking little doe (fig.18). Even in the pagan world, breastfeeding is
a symbol of resurrection and immortality: In Egyptian mythology, milk helped
the gods to resurrect every day, and pharaohs were breastfed from Goddesses
to become immortal. A similar interpretation of breastfeeding could be found
in Greek mythology, where Hera breastfed Heracles with milk of immortality34.
In the early Christian world, the use of milk is directly related to the baptismal
rites. The descriptions of St. Paul in his first epistle to the Corinthians 3:1-
3 and Hebrews 5:12-14, milk is shown symbolically as spiritual food for the
young, who still cannot submit hard food which is intended only for adults
who know how to distinguish good from evil. In Early Christian literature, are
preserved more texts in which newborn Christians are described as newborn
babies, regardless of their age3s. Considering the symbolism of milk as spiritual
food for young believers and identification of neophytes with newborn babies,
in the Early Christian era the practice was created that all newborn Christians
are given milk and honey, along with their First Communion. This practice is

34 7. Sevalije, A. Gerbran, Recnik Simbola, Novi Sad 2004, 581-583.
35 R. M. Jensen, Living Water, 147-148.
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confirmed in the writings of Tertullian, Clement of Alexandria, Zeno of Verona
(300-371), John the Deacon (about 500), the compilation Apostolic Tradition
and the liturgical book Leonianum sacramentorum3s. In a letter sent by John
the Deacon to the aristocratic Senarius, in order to explain the process of bap-
tism and initiation, he is discussing the importance of milk and honey, which
indicates that the holy cup with milk and honey is given to newly baptized with
holy communion in order to understand that they started their way to the prom-
ised land, same as small children fed with milk and honey?37. In the writings of
the church fathers we perceive another associations with milk: Zeno of Verona
invites the catechumens in regenerative font filled with milky fluid, and at the
same time he is equating the font with the womb of the virgin mother, where the
new people are formed and brought to birth38; St. Cyprian of Carthage speaking
of the mother - Church, says ... of her womb we are born , of her milk we fed39.

Starting from associative interpretations of milk and breastfeeding in the
Bible and in Early Christian literature, we can interpret the scene of hart and
fawn, which cioncidentally is displayed exactly at the exit of the Southern ba-
silica’s baptistery. Fawn who wants to breastfeed the hart, allegorically presents
newborn Christians as babies who had just started to go to the Promised Land
and to feed with milk or with spiritual food that gives the mother Church.

Seeing the artistic motifs and scenes showing the mosaic of the baptistery,
we assume that the intention of the author was allegorical to show the only way
for catechumens to walk in order to triumph over death and become part of
Christ’s flock.

‘Symbolic images of the mosaics from the Southern basilica undoubtedly
served as a letter for illiterate and as such were generally accepted and known in
the Early Christian world. Early Christian pictorial letter was intended to edu-
cate people in the Christian faith, and through the images, the Church showed
the right path to the believers.

Murko TyTkoBckH
CHUMBOJIMYHE ITOPYKE MO3AUKA VY JY2KHOJ BA3UJININ
HA JIOKAJIUTETY ITNTAOIIHUK ¥V OXPUIY

Ha noxamurery Ilnaomnux y Oxpuny, ucnon temesba Kimmenrtose npkse CB.
[lanTenejMoHa, OTKpWBEHa je MOHyMEHTanHa Jy)kHa Oa3WiIMKa Koja je y TOTIIYHOCTH
HCTpake€Ha M KOH3epBHcaHa y mepuony on 1999 mo 2009. rogune. LlpkBa uma TpoOponHy
JMCIO3UIH]Y, HapTeKC ca OOYHMM aHEKCHMa, HaKOHMKOH, OaNTUCMalHM KOMIDIEKC Ha
jyrosamamHOj W aTpUjyM Ha CEBEpHO] cTpaHH. [0TOBO cy cBe mpocTopuje Oazunnke Ouie
MPEeKPUBEHE MO3aMYHUM II0JIOBHMA, KOjU Cy HajOOJbe OYyBaHH y haKOHHKOHY, CEBEPHOM
aHeKCy M y KpcTHOHMIM. Hacynpor mHMma, MO3auIy y HapTeKCy Uy CEBEpPHOM Opoxy cy

(%

6 [bid., 148-149, foot. 348.
7 Ibid., 149.

8 Ibid., 147-148, 251.

9 Ibid., 249.
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cadyBaHH caMo JIETTUMHYHO, 10K C€ 0/ MO3aHKa KOjH Cy YKpallaBalu LeHTPaIHU OpoJ IIPKBE,
O4yBaJIM jeMHO (pparMeHTH U OCTATLM MO3aM4yHe HoIore. Mo3anyHy apaHKMaHU Y CBHM
nmpocTopujamMa Oa3wiinke MMajy JOMHHHUPajyhy TreoMeTpHjCcKy AEKOpauujy KOMOHMHOBaHY
ca MpeTCTaBaMa CTHIM30BaHUX (UIOpPATHHMX WIM 300MOP(QHHX MOTHMBA M KOMIO3HIIHja.
HxoHorpadcke 1 CTHICKE aHANM3e OBUX MO3aKKa yKa3yjy Ha JaToBambe y NEPHOAY Of Kpaja
IV cBe no cpenuHe V Beka, IITO ce MOKJIANa ca pe3ylTaTuMa JOOMBEHHM IPOYyYaBamheM
KOHTEKCTYaJIHUX apXEOJIOLIKUX Hallasa.

I{wsb oBoT pasa je nekoxupame CHMOOINYHHX TOPYKa MPEICTaB/bEHUX Ha MO3anuIIMa
y HapTeKcy, JakoHHKOHY U y KPCTHOHHUIIE LIPKBE.

VY LeHTpaJIHOM ANy HapTeKca IpEe/CTaBJbeHE Cy JiBe aQpOHTHUpAaHE KOIIYTE OKO
KaHTapoca ucymeHnM BozioM. To je ciieHa koja mwiyctpyje npeu ctux 42 JlaBunosor [canma,
y KOME KOLIyTe CHMOOJHIITY KaTUXyMEHE KOjH XKyJIE 3a CIIAaHOCHUM H3BOPOM XKUBOTA IPEKO
KOra ce CTH4e HOBH M BeuuTH HUBOT Y LlapcTBy Boxjem. OBa crieHa, nmpukaszaHa Koz yiiaza
y LPKBY, HOpel MpUMapHe OanTHCMallHe KOHOTAluje, MOCeayje W COTEPHOJIONIKY 3Ha4a] Yy
O4YHMMa KaTHXyMEHa, KOjH M3 CBeTa JYXOBHE TaMe U rpexa, ynase y boxju oM Tpaxehu
Cralieshe 3a CBoje Ayle.

VY ancunu hakoHHMKOHA ITOCTaBJbEHA j€ KOMITO3MIIHja KOja Ce CacTOju O IIEHTPAIHO
[IOCTaBJbEHOT KaHTapoca U3 Kora U3BUPE BOJA, a ca 00e CTpaHe KaHTapoca MPeICTaB/beHa Cy
nBa adpOHTHpaHA jarkbeTa Koja Mujy Boay. Jaramly ra3e Ha JiaBa M 3MHjy Tope]] KaHTapoca
H3HaJ KOTa je MCIHCAaH HATIHC KOjU penpoaykyje apyru ctux [Icamma 91:13. AyTop oBor
MO3aMKa CHMOOJIMYHO je TPUKa3a0 BepHHUKE y OONUKY jarmalau, Koje Cy IPUMAamkeM CBETe
Bozie ca M3Bopa sxuBoTa cTekin boxjy 3amrury, Te 6e3 cTpaxa rase riiaBe JeMOHA T.j. I1aBe
J1aBa M 3MHja, YUMe j€ aJIeTOPHjCKH MPEJICTaBHO o0exy XpHCTOBE Bepe.

Ha mo3anuma nprkazane Cy HEKOIMKO CHMOOJIMYHHX CIUKA KOje Cy Y KOpelaluju
ca OanTHCMamHUM OOpenuMa M IIOpyKaMma Koje ce KaTHXyMeHMMa Ouie NpPEHOIICHE Y
TOKY YMHA IOKpIITaBama. [IpBy CIHMKy KOjy OM KaTHXyMEHH yIIeAalnd y KPCTHOHUIN
MPETCTaBJbala je JIaBa U 3MHje, T.j. wryctpaunjy [lcamma 91:13. Hakon mTo 6u ce ompexin
CaraHe, KaTHXyMEHU O NpErasuiv JlaBa U 3MHje Kao OJNMYEHE 3IIMX CHJIA U AEMOHA, TaKo
Jla OHM BHIIIE HHCY MOIVIM J]a UX OMETajy Ha HbHXoBoM IyTy ka Mcrunu u JKusoty. Hakon
nobese HaJ TEMOHHUMA, KaTUXYMEHHU Cy HMPOJY)KaBaJlk CBOj MYT Y MUCLHHH, T.j. Y BbHXOBOM
rpo0y, re ce HaKOH PUTyaJHe CMPTH MaraHuHa, Tpebdao poauti HoBU xpuinhanuH. Ha nHy
IUCIMHE, TPUKa3aHa jeé CHMETPUYHA CIHMKa ca JBa adpoHTHpaHa HayHa OKO KaHTapoca.
[Nayrn cumOomuiny KaTuXyMeHe KOjU Cy HaKOH CBOj€ PUTYaHE CMPTH y MHCIHUHH, TOMOhy
PETCHEPAaTUBHUX 6al'lTI/lCMaJ'IHI/IX BOZa BACKpCJIU U TAKO CTEKJIIM HOBU U BEUYUTHU KUBOT Yy
napctBy boxjem. IlpBa cimka kojy O6m HoBopolheHm xpumrhaHu BHIEIM HaKOH H3JIacka
U3 mUcuuHEe Omia OM TpeicTaBa [Ba jarlkbeTa KOjU Ha CUMOONMYaH HAYMH HpPUKa3yjy
HoBOpoleHe xpuinhaHe IITO Cy HAKOH IpHMama CBeTe Boae ca M3Bopa KHMBOTa CTEKIIH
00X]y 3alITUTY T.j. IOCTAJH JIe0 cTajga JoOpor nactupa - Xpucra. Ha myty npema u3nacka
W3 KPCTUOHUIIE, HEODUTH Cy HaWIa3WiIM Ha MPEACTaBy KOLIyTe Koja Joju Maior cpHaaha.
Jojeme, T.j. MJICKO je IpeacTaBibaio cuMbon BackpcHyha u 6ecMpTHOCTH, JIOK je yrnoTpebda
MJIeKa OWIia HEMOCPEHO MOBe3aHa ca OanTHCMAaTHUM 00peanMa, jep je y paHoXpHIThaHCKoj
€TOXH [0CTOojajia Mpakca Jja c€ CBUM HOBOpoh)eHnM xpuimhaHuMa Aajy MIIEKO H MeJl 3ajeTHO
ca BUXOBOM IpBoM npuuecty. [Ipencrasa manor cpaaaha kojer KouryTa J0jH, CHMOOINYHO
npukasyje Heopure (6ede) koju cy ynpaso kpeHyan ka Obehanoj 3emsbn 1 modenu jna ce
XpaHe MIJIEKOM, T.j. TyXOBHOM XpaHOM KOjy Aaje Majka - Llpksa.

CumOonuHe Cy ciuKe, MpeICTaB/beHe Ha Mo3auuuma y JyxHoj Gasmnuum, Oe3
CyMIbe CIy)KHJIE Kao IHCMO 3a HelMCMeHe, Te Cy Owie ommro nmpuxBaheHe u mo3Hare y
peHoxpumhanckoM cBeTy. PaHoxpumrhaHcko je caukosumo nucmo WMajo 3a LOWb Ja
BAaCIMTaBa Jby/e y XpUIINaHCKOM AyXy yIpaBo momohy ciuka, kojuma je LpkBa nokasusana
IPaBH IyT BEPHHUIHMA.



