Elizabeta Dimitrova

IN THROUGH THE INNER DOOR
(THE MOSAIC IN THE NARTHEX OF THE LARGE BASILICA
IN HERACLEA LYNCESTIS)

The vast museum of artistic accomplishments from the very beginnings
of Christianity, which safeguards the ever-living creative breath of the irrevers-
ible centuries, has preserved precious works of art all over the Mediterranean
region. Inspired by the mysterious depths of the religious dogma and animated
by the creative passion of their authors, they bear witness to the explosive en-
ergy of the cultural growth at the sunrise of the new era, representing the cre-
ative heights of artistic imagination from the dawn of Christian times. Located
in the heart of the area that produced the pulsating tissue of Early Christian
artistic bloodstream, Macedonian territory has contributed to the wealth of this
great treasury by its numerous archaeological sites abounding in cultural strati-
fication. The diversity of architectural plans, the innovative forms of decora-
tive sculpture, the genuineness of terra-cotta revetment arrangements and the
splendid floor mosaics decorating the sacral and profane buildings of the Late
Antique period, are the sparkles of the flame that burned for centuries in honour
of the festive ritual of artistic creation.

*Within the framework of the mosaic pavements produced in the Early
Christian period in the Macedonian territory, an artistic discipline which marks
the creativity of this region, the ones discovered at the site of Heraclea Lyncestis
are among the most representative. Decorating the floors of the two basilicas
and the Episcopal palace, they display a wide range of complex iconographic
concepts that sublime the symbolic aspects of the religious dogma, visualized
in expressive and dramatic compositional schemes. However, among all of the
Heraclea mosaics, the decorative ensemble in the narthex of the Large Basilica
stands out in its opulence and attractiveness (Figure 1). Famous for the profu-
sion of motifs and the complex arrangement of symbolic messages, this mosaic,
originating in the late 5th — early 6th century, is enumerated in the diapason of
the most representative works of art created in the Balkan region in the earliest
centuries of Christianity. By the sophisticated orchestration of its iconographic
structure, as well as the refined absorption of symbolic nuances, it reveals the
power and the passion of metaphoric expression in the field of artistic creation.
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Figure 1. Heraclea Lyncestis, Large Basilica, Narthex (Drawing by Prof. I. Mikul¢i¢)

s ' i S5
= o e

Sl. 1. Xepaxiieja Jlunkectrc, Bennka 0azninnka, HapTeKe

The compositional scheme of the arrangement is very elongated to fit in
the dimensions of the architectural space of the narthex. The elements of the
executed ensemble are organized within a wide rectangular frame, followed by
a narrow border, which encompasses the inner structure of the scene. The core
of the composition, located in the central part of the ensemble, is conceived as
a firm skeleton, the symmetrical arrangement of which stresses the sublima-
tion point that unites the components in the side parts of the mosaic. Its elliptic
shape and almost geometrical order of the depicted elements embody a picture
of solemn and festal atmosphere, contrary to the playful and vivid rthythm of
the episodes in the side portions of the scene. The emblematic character of the
middle section, configured with underlined precision in the disposition of the
constituents, imposes itself not only as an axis of the compositional arrange-
ment, but, as we shall see, of the thoroughly elaborated symbolical concept of
the mosaic.

In the context of its iconography, the central part of the ensemble rep-
resents a symmetrical composition comprised of a deer and a doe depicted
on either side of the central motif - two grapevines stemming from a chalice,
branching out into rich structure of leaves and grapes. In the upper part of the
scene, above the chalice, there is a flying dove depicted on either side of the
centrally positioned grape clusters, while the symmetrical scene in the upper
part is flanked by the representation of two lavish peacocks. This scene is de-
picted in the central part of the decorative arrangement of a flora and fauna that
embellishes the whole floor of the chamber. In the frames of the decorative ar-
rangement depicted alongside the central scene, there are fruit-bearing trees of
various botanical types with branches laden with fruits. High over and above
the treetops of this blooming garden there are flying birds, mostly doves that
carry red ribbons in their claws. Below, at the foot of the trees, decorative plants
—1ivy, lilies and roses bloom, supplementing the animated splendour of the rep-
resented landscape.

Within the representation of a blooming garden, the world of fauna in the
side parts of the composition is represented by a wild goat on the left, depicted
in a swift yet graceful movement; and to the right of it, a flash of a battle, where
a raging lion attacks and charges with open jaws the bull that is prepared to
meet the first clashing moment of this battle on his horns. On the right of the
composition, the animal kingdom is represented by a restless dog tied to a tree,
keeping a vigilant eye on the garden, and a scene of a merciless hunt, depicted
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in the final act of a cheetah devouring an antelope. The whole arrangement is
edged with a narrow border of decorative motif in a shape of water waves and
a wider band with octagonal fields showing water creatures — fish, dolphins, oc-
topi and water birds. According to the research conducted so far on this mosaic,
and from the standpoint of the interpretation of similar decorative compositions
on Early Christian mosaic pavements, the complex structure of the Heraclea
arrangement was seen as a symbolic representation of the Christian cosmos
portrayed through the depiction of its four elements - the Kingdom of Heaven
(the central symmetrical scene), Paradise (the line of fruit-bearing plants), Earth
(in the form of the animals) and Water (the fish and birds as inhabitants of the
water world).!

Not doubting the accuracy of the global idea incarnated in this composi-
tion as an example of the cosmological significance of Early Christian theologi-
cal thought given substance in other iconographically similar mosaic decora-
tions as well, in the opulent Heraclea mosaic we nonetheless sense another level
of symbolic meaning, which speaks of the complexity and multi-layered nature
of notional significance in the illustration of the central idea of the Christian
universe. In some of my earlier papers, | have already noticed that within the
symbolic structure of Heraclea mosaic, the central motif of the Psalm 42 - a
chalice with grapevine flanked by a deer and a doe (Figure 2) represents the cat-
echumens at the well of the water of life.2 It fulfils their bodies with the breeze
of baptismal immersion and their souls with the Eucharistic dream of the salva-
tional mission of Christ, from which they will awake in the luxurious Garden
of Eden. Symbolizing the ritual of the mystical union of the faithful with God,
accomplished through acceptance of the regenerative energy of the baptismal
water and Eucharistic offerings, the depiction of the opening verse of the Old
Testament Psalm reveals the idea of the essential significance of the Holy sacra-
ments for the blissful revival of the believers.

According to the original verses within the illustration of the text of the
Psalm 42, the motif of the cantharos as a centre of the decoration is a symbol of
Christ - the spring of faith; it is the God’s well where the lessons of the Christian
thought spring out, a symbolic representation of the Well of Life that the souls of

I T. IIBeTkoBUK-ToMateBuk, Mozaukoiti Ha i10goill 80 HapitieKcoill Ha 20qe-
mattia 6azuauxa. Ouuc. Ciiua. Uxonozpagpuja. Cumboauzam. Texnuka. Maitiepujanu.
Kownazepsauuja, Xepakneja III, Buromna 1967, 48-63; ibid, Une mosaique du Ve siécle de
Heérakléa Lynkestis et la question de la formation du style de [’art médiéval . Symbolisme
et son reflet sur le style, Actas del VIII Congress international de arqueologia cristiana,
Barcelona 1969 (1972), 567-580; ibid, Mosaiques paléochrétiennes récemment découvertes
a Heérakléa Lynkestis. Notices préliminaires, La mosaique gréco-romaine, Colloques inter-
national II, Vienne 1971 (1975), 389-390; ibid, Panosuzaritiujcku itognu mo3auuu, beo-
rpax 1978, 87-93.

2 E. NumutpoBa, [lozaeg 6p3 mo3aukoit 0og Hapitiekcoill Ha [ oaemaitia 6a3u-
auka 6o Xepakaeja, Kynrypen xupotT 3-4, Ckomnje 1995, 48-52; ibid, On the Narthex of
the Great Basilica in Heraclea, Macedonian Review, Vol. XXV, 2-3, Skopje 1995, 105-112;
ibid, Ecxaitionowkuitie iopaku Ha paHoxpucitiujanckaiia ymeiuHocii 6o Makegonu-
ja, Penurunte M pequruckuTe acleKTH Ha MaTepujajHaTa U AyXOBHATa KyJTypa Ha
moyBata Ha Pemmy6nimka Makenonnja, Ckomje 1996, 152.
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Figure 2. Heraclea Lyncestis, Large Basilica, Narthex (detail) (Photo: B. Simovski)

Sl. 2. Xepakueja Jlnnkectuc, Benuka 6a3unnka, HapTeKc (JeTab)

thirsty believers long for, in order to accept the virtues of the faith.3 Quenching
their religious thirst with the salutary nectar from the source of creed, they rush
to dive in the stream of regeneration and into the waves of the new baptismal
birth that will take them on eternal journey through the endless horizons of
the Garden of Eden. Receiving the water of initiation that washes their sins, as
well as their pagan past, the newly baptized believers, through the baptismal
immersion, gain the gift of the faith - the chance for a rebirth in everlasting and
immortal life. Thus, the central scene of the Heraclea mosaic represents a sym-
bolic image of Baptism and at the same time a depiction of the Holy Eucharist
of the believers, who receiving the lessons of Christianity, look for the blissful
eternity after their baptism.

This baptismal and Eucharistic symbolism of the scene is enhanced by
the element of the grapevines branching out of the chalice, and in view of the
text of the Gospel of John (15:1; 15:5) as well as the Eucharistic significance of
wine as the symbol of the blood of the Saviour,# this scene attains the allegorical
characteristics of Christ’s sacrifice.5 It becomes an emblem of the communion
of the believers through their mystical participation in the Holy plot folded at
the Last Supper of Christ in Jerusalem and sealed with his blood shed on the

3 Ibid, ITozaeg 6p3 mosauxoiii og Hapiiexcoiu Ha I'onemaitia 6bazuauka 60 Xep-
akaeja, 50; ibid, On the Narthex of the Great Basilica in Heraclea, 108-109.

4 A. Cabrol — H. Leclercq, Dictionnaire de la archeologie chrétienne et la liturgie,
XV/2, Paris 1953, col. 1796-1797.

5 E. OmmumtpoBa, Hajciiapuitie xpucitiujarcku cumboau, Cromje 1995, 141.
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cross of Golgotha for the deliverance of humanity.6 By drinking the generous
blood of the Saviour transformed into Eucharistic wine in honour of the new,
reconcilable alliance with God, established on the Good Friday when Christ
had suffered in the agony of all human sins, they become members of the com-
munity, which celebrates his Passion through the festive ritual of Eucharist.
Therefore, through the symbolic meaning of the grapevine, related to the idea
of the relationship established between God and men through Christ’s voluntary
sacrifice and his blood shed on the cross for the salvation of mankind, this scene
is at the same time a symbolic depiction of the Christian Church.

In addition to the Eucharistic significance of this central motif, the pres-
ence of the doves in the illustration of the 42nd Psalm is associated with the rep-
resentation of the Christian souls who, overcome by the charisma of the faith,
are savouring the grace of Paradise.” The depiction of the cantharos with grape-
vine as a symbolic source of eternal bliss acquired through the baptismal waters
and Eucharistic offerings, when complemented by the images of the doves, as
in the Heraclea scene, refers to the essential significance of the Christian sac-
raments for the immortal destiny of the believers in the idyllic landscape of
Heaven.8 It creates an allusion to the eternal delight of those saved by baptism
and gratified by communion in the cradle of the newborn life. The image of the
Christian community raised over Christ’s Eucharistic sacrifice and his resur-
rectional glory, in the central part of the Heraclea mosaic, is crowned by the
representation of the peacocks, which, according to ancient beliefs and applied
Christian interpretations, are linked with the notion of the Resurrection® and the
immortal dimension attained through Baptism and immersion in Christ’s faith.
They are emblems of immortality, of the desired immortal life and everlasting
rejoice in Paradise.10 Thus, in the context of the Eucharistic symbolism of the
scene, the inclusion of the peacocks refers to the idea of the tragic sacrifice of
the Saviour transformed into resurrectional gift awaiting the faithful in the after-
life. It reflects the conception of eternity acquired through symbolic consump-
tion of Christ’s sacrificial blood in the ritual of the Holy Eucharist, and alludes
to the ever-living happiness of the believers in the Kingdom of Heaven.

Yet, within the complex symbolism of the composition in the Heraclea
narthex, this middle picture of the allegory of the blissful destiny of the Christian
souls is accompanied by symbolic scenes with specific funereal significance. In
the northern part of the composition, the lion and the bull are represented as a
symbol of inevitable and predestined clash (Figure 3). One side of this conflict is
depicted through the figure of the bull, which according to the symbolic mean-
ing of this animal appropriated by Christianity from older beliefs creates the
allusion to sacrifice, to the inevitable sacrificial offering presented to the Glory

6 Ibid, Ecxaitionowkuilie iopaku HAaA paHOXPUCHUUJAHCKAILA YMEIHOCI 80
Makenounuja, 152.

7 A. Cabrol — H. Leclercq, op. cit., col. 1781.

8 E. MumutpoBa, Ecxaitionowkuilie HOpaxku Ha paHOXPUCHIUJAHCKATHA Y Meill-
Hocitl 60 Makenonuja, 152.

9 A. Cabrol — H. Leclercq, op. cit., XIII/1, Paris 1937, col. 1076.

10 E. MumutpoBa, Hajcitiapuitie xpuctiujancku cumboau, 119.
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Figure 3. Heraclea Lyncestis, Large Basilica, Narthex (detail) (Photo: B. Simovski)

Sl. 3. Xepakueja Jlunkecruc, Benuka 6a3unuka, HapTeKC (JeTasb)

of God.!1 The lion that attacks another animal and thus demonstrates its invin-
cible power was seen as the iconographic symbol of the destructive powers of
death even in earlier pre-Christian times!2; however, in Christian art, by virtue
of the sublimation of the multifold symbolic meaning ascribed to it, the lion also
becomes a symbol of the Resurrection.!13 Based on these symbolic dimensions,
this part of the complex iconography of the Heraclea mosaic represents the ev-
erlasting struggle in the core of the Christian dogma. It is the struggle of life and
death, the sacrifice and resurrectional desire, the sacrificial offering necessary
for the salvational forgiveness and resurrectional gift donated to the patient.
The bull, as a symbol of the sacrifice, surrenders to the invincible jaws of the
mighty lion, thus creating an image of a deadly conflict, depicted as a powerful
picture of Resurrection. The representation of the wild goat watching the battle
(Figure 4) only enhances the resurrectional significance of the depicted combat-
ing scene, subliming the pre-Christian symbolic meaning of a sacrificial offer-
ing presented for repentance of the sins!4 and the later Christian iconographic
emblem of the sinful, deprived of eternal rejoice in the afterlife.15

11 G. Ferguson, Signs and Symbols in Christian Art, New York 1971, 22.

12 G. Rodenwaldt, Romische Léwen, Le critica d’arte I, Roma 1936, pl. 153, 154,
157.

13 G. de Champeaux, Introduction au monde des Symboles, Paris 1966, 278; E.
IumutpoBa, Hajciiapuitie xpucttiujancku cumboau, 155.

14 J. Chevalier — A. Gheerbrant, Rjecnik simbola, Banja Luka 2003, 220.

15 Jbid, 218.
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Figure 4. Heraclea Lyncestis, Large Basilica, Narthex (detail) (Photo: B. Simovski)

Sl. 4. Xepakueja JIunkecruc, Benuka 6a3unnka, HapTeKc (JeTasb)

On the other end of the Heraclea composition, the violence of death is
represented by the helpless antelope that died in the claws of the furious chee-
tah (Figure 5). As one of the most ferocious predators, the leopard was consid-
ered an appropriate symbolic image of the dark powers of the underground, on
the account of which it became an emblem of evil in pre-Christian religious
contexts.16 Playing the allegoric role of a merciless and relentless hunter, the
panther became associated with the notion of unavoidable destruction, fear, and
devastation. Therefore, the representation of the beast killing an antelope be-
longs to the category of symbolic representations that even in ancient times
had served to depict allegorical scenes of death.!7 It is an iconographic model,
which in Christian art also represents an image of the unavoidable destiny, of
the tragic transience, of the inevitable reaping of death. The nearby image of
the dog firmly tied to a tree, gazing at the fruitful garden in a helpless effort to
unloose (Figure 6) is another emblematic character related to the idea of de-
cease, due to its mysterious role of psychopomp in the religious beliefs prior to
Christianity.!8 Its image in the Heraclea composition is symbolically associated
with the funereal connotation of the later sequence, visualizing the mystical
demon of the death - Behemoth, a Christian replica of the fearsome Cerberus,
watcher of the underworld, keeper of the gates to the Kingdom of the Dead.19

16 [bid, 346.

17 E. MumutpoBa, Hajciiapuitie xpuciiujancku cumboau, 158.
18 J. Chevalier — A. Gheerbrant, op. cit., 476.

19 R. Grevs, Gréki mitovi, Beograd, 1990, 442.
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Figure 5. Heraclea Lyncestis, Large Basilica, Narthex (detail) (Photo: B. Simovski)

S1. 5. Xepakueja JIunkecruc, Bennka 6a3unnka, HapTeKc (JeTab)

According to the latest theory of Prof. Viktor Lil¢i¢ regarding the mystical
symbolism of the structural elements of Early Christian church edifices through
the prism of the ritual dimensions of their spatial concept,20 this interpretation
of the Heraclea mosaic decoration becomes even more conceivable. Namely, if
we accept the idea that within the arrangement of the functional components of
the Early Christian basilica ground plan, the elongated narthex was conceived
as a narrow water barrier,2! a Christian replica of the pagan river of souls, the
location and spatial organization of which symbolizes the passage from the
outer, pagan world into the consecrated Christian cosmos through the ritual of
Baptism, than the Heraclea mosaic pavement reflects the Christian dogma in
the most apprehensive way. Within the thoroughly conceived and sagaciously
organized compositional matrix of the scene, the visual emblems of the older,
just renounced belief are transformed into symbolic components of the new re-
ligious conception, reflected in an iconographic panorama filled with recogniz-
able 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,22 now become elements of a new and profoundly
elaborated idea for a symbolic vision of the Christian salvation.

20 B. JIumuuk, Panoxpucitiujancka upksa, Ckomje 2003, 37; ibid, The Symbolism
of the Basilica, Macedonian Heritage, 24, Skopje, 2005, 40-44.

21 1bid, Panoxpucitiujancka upkea, 58; ibid, Early Christian Narthex — the Antique
River of the Souls, Macedonian Heritage 23, Skopje 2004, 77-80.

22 R. Grevs, op. cit., 95-98; A. Cermanovi¢-Kuzmanovi¢ — D. Srejovi¢, Leksikon
religija i mitova drevne Evrope, Beograd 1992, 110.
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Figure 6. Heraclea Lyncestis, Large Basilica, Narthex (detail) (Photo: B. Simovski)

Sl. 6. Xepakueja Jlunkecruc, Benuka 6a3uinika, HapTeKc (JeTasb)

In that regard, within the spectacular view of the Heraclea scene, the sac-
rificial animals of the pagan God, slaughtered at the altar of constant revival,23
grow into ceremonial offering given for redemption, allusive to Christ’s be-
nevolent sacrifice and His celebration of the immortal rebirth; the mighty beasts
attached to Dionysus as characteristic emblems of his divine power,24 gain the
significance of Christian symbols of the victorious strength immanent to the
King of life and immortality; the grapevine cultivated and brought to men?2>
turns into “the true vine” (John, 15:1), which will save mankind with the sweet
nectar of the new belief; the pagan myth of the dismembered God, consumed
by the believers with the purpose of their salvation after death,26 is transformed
into a visual allegory of the Eucharistic ritual which signifies the unity of the
faithful with the Saviour on their journey to eternity; the former lord of the
dead, killed and resurrected in order to renew the nature,2? fades away in the
blaze of glory of the One crucified and arisen from the dead, who donates im-
mortal life to all humanity. The ancient emblems of the pagan apotheosis melt
down into basic symbols of the new visual vocabulary of the Christian belief,28

23 Ch. Daremberg et Ed. Saglio, Dictionnaire des Antiquite s grecques et romaines
1I/1, Paris 1926, 233, 244.

24 R. Grevs, op. cit., 98; A. Cermanovi¢-Kuzmanovi¢ — D. Srejovié, op. cit., 110.

25 M. Couch, Greek & Roman Mithology, New York 1997, 64; A. Cermanovic-
Kuzmanovié¢ — D. Srejovi¢, op. cit., 109.

26 A. Cermanovi¢-Kuzmanovi¢ — D. Srejovic, op. cit.,109.

27 Ibid, 109.

28 Th. F. Mathews, The Clash of Gods. A Reinterpretation of Early Christian Art,
Princeton 1993, 45.
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given to those who are about to slake their catechumenal thirst in the waters
of their neophytic bliss. Thus, by the refined manner of the visual expression
within the complex iconographic structure of the Heraclea scene, the symbolic
messages of the Christian dogma are united in the unique significance of the
Baptism and its role in the Resurrection as a triumph of eternal life for the bap-
tized believers.

In a very carefully elaborated manner and within the symmetrical matrix
as a most distinctive feature of the iconographic structure of Early Christian
mosaic pavements decoration, the Heraclea scene reveals the complex notion
of compositional arrangement of the symbolic elements into a unified picture
of a profoundly visualized theological essence. Edged by a frame allusive to
the water barrier that the narthex symbolizes, anticipating the baptismal sig-
nificance of the waters of the River of Jordan, the composition consists of three
main elements, whereat the two side motifs are joined with the central vision
by scenery peculiar to the representation of the Garden of Eden. The scene to
the right symbolizes the death, the unavoidable and ruthless, the inescapable
and devastating, the passionate companion of earthly life, and the fearsome
shadow of the living. The other to the left is represented as a symbolic allu-
sion to the transience from earthly death to immortal life in Heaven, acquired
through the benevolent sacrifice, redemption of the sins and the Resurrection.
The central motif, which sublimes the symbolic aspects of the entire composi-
tion, luxuriously visualizes the rebirth, the beginning of the true and everlasting
life, achieved through baptismal purification and earned by mystical unity with
the Saviour in the ritual of the Holy Eucharist.

Thus, as the mortals entered the basilica through the narthex on their way
to the naos in order to take part in the ritual of the communion prepared in the
sanctuary, they were granted with unique opportunity for illumination with the
conception of the substantial significance of Baptism as a crucial prerequisite
for their participation in the sacred rite of Eucharist. Being enlightened by the
idea of the unavoidable path to be walked from the insignificant earthly life
through corporal death to the eternal rebirth in Heaven via baptismal immer-
sion, they were released from deadly fears and encouraged to enter the gates of
immortality in the sanctity of the Eucharistic ritual. Since, in the symbolic con-
cept of the Heraclea representation, death is depicted as a transient predeces-
sor of the deceased, baptized with the Eucharistic sacrifice of the Saviour and
rejoicing the Heavenly bliss of His eternal Kingdom. Through baptism and the
Eucharist, by submitting himself to the sublime virtues of the Christian thought,
the believer bequeaths his soul to God, leaving only his earthly transience to
death. The baptismal waters, the Eucharistic offering and the fervor of faith
open the path towards Heavenly bliss, where the souls of the believers delight
in their immortality. Death is inevitable, yet fervent devotion to God transforms
the end on earth into an eternal and immortal life in Heaven. Death becomes un-
avoidable transition towards the real life, given from the Saviour and incarnated
in the symbol of the Christian Church that defeats faithlessness, as the eternal
defeats the transient and life defeats death. Thus, within the complex symbol-
ism of the Heraclea mosaic, the fundamental message of eternal life, serenity,
and gratification of those who are baptized and die as Christians is represented
uniquely.
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“KPO3 YHYTPAIIIILA BPATA”
(Mo3anxk y HapTekcy Bennke 6asmmnke y Xepakieju JInakecTuc)

ITonasehn o gocafammer TyMaueha Mo3anka y HapTekcy Bennke Gasmmuke
y Xepakieju JImHKecTHC Kao Uy XprrhaHCKOT KOCMOca, a Y KOHTEKCTY aHaju3e
BeoMa KOMIUIEKCHEe UKOHOrpacduje mprka3zaHe KOMIO3UIHje, ITOKYILIaNu cMO [ia IIpo-
APEMO Y IyOIbU CMECA0 MIPEACTaBBLEHOT CHMOOIMYHOT KOHTEeKCTa ciieHe. Hanme, cama
CTPYKTYypa IpefcTaBe, Yij NEeHTPAIHN MOTHB MIIyCTpyje TeKcT [laBUmoBOr mcamma
42 xao cuMOONINYHY CIMKY NMOKPINTEHa U €BXapUCTHje, JOK Cy OOYHU AEIOBU KOH-
UIIpaHK Kao BU3yelHe MeTadope xpuirhaHcKe ujeje O SKPTBH, CMPTH B BACKPCEHY,
ynyhyje Ha cyO6IrManujy OCHOBHUX elieMeHaTa JorMe, IPEHETUX Y MEHjyM JTUKOBHOT
CTBapajalTBa IoMohy OpKecTpaluje BU3YeJTHOr OOJIUKA U HErOBOI CUMOOIMYHOT
3Havewa. [Ipu ToMe, GUOIUCKe amy3uje O MECHjaHCKO] Y031 XpucTa u arcopOoBaHa
CcMOONINYKa ONTHKA U3 CTAPUjUX BepOBaha YIPYKEHH CY Y CYNTIIIHY JIMKOBHY €KCII-
JUKALUjy TEMEJbHE Hieje O CIacy, HaMemheHe Heo(UTHMAa KOju CYy NMPEKO HapTeKca
yIa3uid y 6a3uiuKy a OM y ONTapy MPUMIIIN €BXapUCTH]y.

Y KOHTEKCT HOBE TeopHje O CHUMOONN3MY CTPYKTYPaJHHX elleMeHaTa
paHoxpunrthaHncke 6a3uiuke, IpeMa Kojoj je HapTeKc OMO 3aMHUIBEH Kao YCKa BOJe-
Ha Oapwujepa, OHOCHO, Kao XpuInThaHCKa peIuinKa IaraHcke peke Ayla, 4dja Jo-
Kalyja ¥ IpoCTOpHA OpraHu3alyja CUMOOIHNIIE Mpesia3 U3 CHOJbAIIEr, MaraHcKor
cera y ocBeheHu xpuirhaHcKu KOCMOC IIyTeM puTyaja nokpinhemwa, MO3auyHa HaH-
opama y XepakJejcKOM HapTeKCy MocTaje HajajleKBaTHUja BU3YeJIHA €KCIUTMKAaluja
Te uaeje. JIlukoBHE cumbonu XepakiejcKe mpeAcTaBe, HeKajjalllibu aMOIeMu KyiTa
Gora JlnoHuca, naraHcKor IMOOEAHUKA CMPTH, YjeAUILEHU Cy Y CUMOOIMYHO] BU3HUjU
XpHuIThaHCKOT cracera ca aKIeHTOM Ha MOKPIITEHhY W HeroBOj YII03H y BACKPCY Kao
TPUjyM(y BEUHOT KHBOTA 3a MOKPIITEHE BEPHUKE. Y TOM KOHTEKCTY, CHOJbAIIHI
OKBHp CIleHEe, KOju alyiupa Ha BOJICHy Oapujepy KOjy HapTeKC cuMOonu3mpa
aHTHOUIpajyhn OanTHcMamHO 3Hauewme peke Jophana, oOyxBaTa TpH IJIaBHA €ll-
€MeHTa KOMIIO3UIFje, IPH YeMy Cy CTPAaHMYHH MOTHBH NOBE3aHH Ca LEHTPaIHOM
IIpefCTaBOM ClieHOrpaujoM KapaKTepUCTUUYHOM 3a Ipukas3uBamwe Paja. Emusopa y
JIECHOM JIeJly KOMITO3WIHje CHMOONM3Mpa CMPT, IOK je OHa y JICBOM IIpEefCTaBIbeHa
Kao cMMOONWYHA aiy3Wja Mpeja3a U3 3eMalbcke CMPTH y O6ecMpTH XuBOT y Pajy
IIpeKo A0OpOBOJbHE KPTBE, MCKYIUbEHA I'peXa U Backpcema. LIeHTpalHu MOTHB,
KOjU yjenumyje cMMOONIMYHE acleKTe YUTaBe KOMIIO3MIMje, MPEACTaB/bEeH je Kao
BU3Wja TOHOBHOT pobema, CTEKHYTOr MyTeM KpIITeHha U MUCTHYHOT jeIHHCTBA ca
CrnacuresbeM y puTyaiy cBeTe eBxapucruje. Tako je BepHULMA, KOjU Cy MPOJIa3uiiu
KpO3 HapTeKc jja OW UM y Haoc 0a3winKe W NMPUMIIA Npuyelhe NpUNpeMIbeHO Y
olntTapy, Ouna npejcTaBjbeHa IOpyKa O €CeHIMjalTHOM 3Hauehy KpIITerha Kao KpyIu-
jaIHOM IpenycIoBy 3a BUXOBO yuelnhe y cBeToM o0peny eBxapuctyje. [IpoceeTibenn
AfejoM O HEeM30EKHOM IYTY KOjU BOAM OfI Oe3HAYajHOT 3eMaJbCKOT SKHBOTA MPEKO
TeJIeCHEe CMPTH 10 IOHOBHOT pobema y Pajy nmyrem GantucmanHe nMmep3uje, HeopuTu
cy 6unu ocno6obenu cTpaxa o CMpTH U oxpabpeHH fa yby kpo3 BpaTa 6eCMPTHOCTH
y CBETOCT €BXapUCTUIHOT pUTYyaa.
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