Tamara Ognjevic¢

THE SHEPHERD AS THE PERSONIFICATION
OF RULER AND PRIEST
An iconographical analysis of a scene from an early-Byzantine
floor mosaic in the southern basilica of Cari¢in Grad

The early-Byzantine southern basilica, discovered within the archeo-
logical complex locality Cari¢in grad in 1949/50 is a monumental three-nave
building with a transept and a characteristic apse on the eastern side, as well as
a open-type narthex, an atrium with an ablative well and two side parakleses
on the western side. And, although a ruin, this temple continues even today
to dominate over the Lower City of the Caricin grad urban complex, which
was populated during the 6th century, when it was built, by soldiers, merchants,
tradesmen and members of the lower social classes.! In this temple, of an area
of 900 square meters (45 x 20 m), which opens up directly into one of the main
city streets (decumanus), a great amount of stone plastic was discovered, of
which the most important is certainly the capital with a monogram of Byzantine
emperor Justinian [ (527-565), located on the right column of the tribilon at the
entrance from the narthex into the middle nave of the southern basilica.2 Amidst
a lack of concrete written materials at the site, the capital with the emperor’s
monogram, as well as a large number of other exceptionally significant finds,3
indirectly suggest that Cari¢in grad is actually the mythical lustiniana Prima,
the magnificent architectural undertaking described in Justinian’s 11th novella,4
built with the aim of raising the remote village of Taurision, the birthplace of
Justinian I, into the rank of cities of the highest, imperial dignity — the seat of the
prefect of the Illyricum praetory and the newly established archbishopric with
jurisdiction over Dacia and Macedonia Secunda.s

1 B. Bavant, Cari¢in grad and changes of town planning in the center of Balkans to
the Life century, http://www.archeographe.net/article100.html

2 "B. Mano-3ucH, Hckonasarwa na Llapuuunom epady 1949-1952 200una (Dj. Mano-Zisi,
Excavations at Cari¢in grad 1949-1950), Crapunap I11-1V/1952-1953, Belgrade, 1955, 143

3 b. bagan, B. Uanumesuh, [{apuuun I pao (lustiniana Prima) (B. Bavan, B Ivani-
Sevi¢, Cari¢in grad (Iustiniana Prima), Leskovac 2005,

4 Procoppi, De aedificiis TV 1 p. 104. 20-107

5 @. I'panuh, Ocuusare apxuenuckonuje y epady Jycmunujana Ipuma 535. 200une
(F. Grani¢, The Founding of the Archbishopric in the city of Iustiniana Prima), ['macauk
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Inside the southern basilica, whose facade was, by all indicators, formerly
covered with white marble, while its roof was covered with lead plates,é only a
floor mosaic of imposing dimensions” (Figure 1) and an exceptionally complex
iconographical programs have been preserved. The conception behind the floor
mosaic in the southern basilica of the Lower City is incomparable to anything
else on the broader territory of the Byzantine East,? or even to all the artistry
of the sumptuously decorated churches of the Ravenna exarchate. It is interest-
ing that it is the zones of the narthex, main nave and alter apse in the southern
basilica that are decorated with mosaic, while the side naves, transept and other
spaces are floored either with stone or a combination of stone and brick. The
placing of parapet slabs between the columns dividing the side nave from the
main nave of the basilica is an interesting instance of a “fencing-off” of the
church’s central space reserved for the faithful,10 thus forming a singular space
in which the faithful, in accord with the Bible’s teaching, literally become a
“flock.”

The floor mosaic of the central nave is formed in the shape of three rect-
angular areas running in the east-west direction. The narrowest, middle area is
a sort of pathway covered by a motif of stylized palmettos. The side rectangles,
which are wider, are of equal dimensions and, judging by the choice of mo-
tifs represented within them, make up a particular sort of counterbalance of
lunar and solar emblems, i.e. a personification of good and evil and their mutual
struggle. Doubtlessly, the tripartite concept of the southern basilica’s mosaic the
most closely resembles the Roman triumphal arches from the imperial era with
their doors of war and peace (luna and sol)!! and is a representative example of
the use of pagan mythological depictions, such as, in this case, Amazons and
centaurs — but not only these — with the purpose of formulating “messages” of
the Christian religious doctrine through the language of images borrowed from
the magnificent treasury of Hellenistic art.!2

The floor mosaic of the southern basilica, which came into being dur-
ing the first half of the 6th century had the function of visually representing

ckorckor HayqHor npymTsa I 1, Ckorsse 1925, 113-133

6 B. Mano-3ucw, ibid, 135

7 'B. Mano-3ucwu, ibid, 130;

8 T. Ormesuh, Hxonocpaghuja u cumbonruzam nooHo2 Mo3auKa 21aeHo2 6pooa jysicte
bazunuxe y Lapuuunom epady (T. Ognjevic¢, The Iconography and Symbolism of the Floor
Mosaic of the Main Nave of the Southern Basilica in Cari¢in Grad), JleckoBauku 360pHUK
XLVI, Jleckosam 2007, 49-72

9 For the most direct comparisons with the preserved monuments of Dardania and
Ilyricum, see I [[BetkoBuh Tomaresuh, Panosuzanmujcku noonu mozauyu (G. Cvetkovic
Tomasevi¢, Early Byzantine Floor Mosaics), Belgrade, 1978; Also, regarding iconographical
similarities, E. Kitzinger, Studies on late antique and early Byzantine floor mosaics, Mosaics
at Nikopolis, Dumbarton Oaks Papers VI, Cambridge, Massachusetts, 1951, 95-108

10 M. Pakortja, O napanemnoj niouu uz Huwia, nopexny u munoio2uju naieosu3am-
mujckux npezpada (M. Rakocija, On the Parapet Slab from Nis, the Origins and Typology of
Paleo-Byzantine Partitions), Hum u Buzanrtuja IV, Nis 2006, 97-98

11 H. Keler, Rimsko carstvo (The Roman Empire), Novi Sad, 1970, 15-17

12°T. Ormesuh, ibid, 63-66
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Fig. 1. The pavement mosaic, transept

of the southern basilica, Caricin grad

(Tustiniana Prima), Serbia, VI century,
drawing by M. Nikolic

Co. 1. ITonHu MO3auK, TPAHCENT jy)KHE
6asunrke, [{apuaus rpaj
(Tustiniana Prima), Cp6wuja, VI Bek,
nprex M. Hukonuh

the earthly plane of life, manifested through
a constant struggle with the most varied
temptations, with the goal of saving the hu-
man soul.13 Differently from the majority of
floor mosaics, the one in Cari¢in grad went
a step further, using ancient symbols in or-
der to explicitly mark paganism as a sin,
which wholly agrees with Justinian’s strict
policy of “introducing the only true faith”
among his subjectsi4 and his role of “the
Church’s external bishop”, in which this
emperor-theologian reveled so much.15 The
precise symbolic language of the Caricin
grad ensemble “communicates” in a simple
yet all-encompassing way with the man
of Justinian’s era, presenting him the ch-
thonic-lunar beings from the left rectangle

| representing paganism-sin as a “road the

Christian should not take,” as opposed to the
lower zone of the right rectangle with birds,

¢ plants and communion chalices as “heaven

on earth accessible to the believer.”

At the crossroads of these two “ex-
tremes” stand the remains of a massive,
five-piece ambo, and next to them a mosaic
depicting a young shepherd driving three
sheep in front of him toward a simple build-
ing in the higher right corner (Figures 2 and
3). A truly bucolic idyll compared to the
two monumental figural representations in
the zone in front of the altar, on which, in a
true antique psychomachy, a man is fighting
a bear, while on the other, right above the
gentle shepherd, another is running a spear
through a lion rearing on its hind legs.

As is known, Orans and the Good
Shepherd are the oldest figural, non-nar-
rative Christian representations, whose
popularity during the 3rd and 4th centuries

13 B. Mone, Munujamype jeonoe cpnckoe pykonuca u3 200utre 649. ca wecmoonegom
byeapckoe ez3apxa Joana u Tonozpaghujom Kosme Unouxonaosa (V. Mole, Miniatures of a
Serbian Manuscript from 649, with the Six-Day Service Book of Bulgarian Exarch Jovan and
the Topography of Kozma Indikoplov), Ciom. CKA XLIV, Belgrade, 1922., 54, 62-64

14 J.A. Evans, Justinian I, De Impertoribus Romanis, An Encyclopedia of Roman
emperors, htt://www.roman-emperors.org/Justinian.htm

15 C.C. ABepunues, [loemuka panosuzanmujcke Kruocesnocmu (S.S. Averintzev,
The Poetics of Early Byzantine Literature), Belgrade 1982, 44-45
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Fig. 3. The shepherd, mosaic, transept of the
southern basilica, Caricin grad
(Tustiniana Prima), Serbia, VI century,

Cx. 3. [Tactup, MO3auK, TPAHCENT jy>KHE
Oazunuke, LlapuunH rpag
(Tustiniana Prima), Cpouja, VI Bek,

shepherd, transept of the southern basilica,
Caricin grad (Tustiniana Prima), Serbia,
VI century, drawing by M. Nikolic

Cn. 2. AMBOH ¥ MIpe/ICTaBa MacTUpa, can be compared perhaps only to the
TpaHcenT jyxkHe Gasmmke, Llapimann rpag ~ depiction of the Tale of Jonah, which
(Tustiniana Prima), Cp6uja, VI Bek, was a big favorite in its own right.!6
uprex M. Hukonnh However, differently from

the authentic Old Testament
Jonah, the Good Shepherd
as the personification of
Christ unifies a number
of personalities from the
Judeo-antique tradition, on
the Orpheus-Bacchus-David
relation, playing variations
on their artistic attributes,
which had been set down
in antiquity. Thus, in early
Christian art we encounter
Christ-Orpheus from Peter’s
and Marcelinus’ Rome cata-
combs as a harp player with a Phrygian cap on his head (Figure 4). Or we find
him on the wall of the Roman Ipogeo degli Aureli depicted as a teacher reading
to his flock (Figure 5). Sometimes it’s merely a simplified linear figure carry-
ing a large sheep on its shoulders while Adam and Eve appear at his feet, just
as in the depiction from Dura Europos (Figure 6). And sometimes it’s a mag-

Fig. 4. Christ Orpheus, fresco, catacombs of
Peter and Marcellinus, Rome, III century

Cn. 4. Xpuct Opdoej, dppecka,
[lerpose 1 Mapuennnose karakombe, Pum, 111 Bex

16 R. Margaret Jensen, Understanding Early Christian Art, London 2000, 64
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Fig. 6. The Good Shepherd with the flock,
fresco, baptistery, Dura Europos, Syria,
III century

Cn. 6. [1o6pu macTup ca cragoM, ppecka,
kpcruonuia, lypa Eyponoc, Cupuja, 111 Bex

Fig. 5. Christ teacher and shepherd of the
flock, fresco, Ipogeo degli Aureli,
Rome, III century,

Ca. 5. XpHcT yuuTesb U acTup cTaja,
¢dpecka, Mnoho nesbu Aypen,
Pum, 111 Bex

mﬁcent.you.ng man in a long tunic V.Vlt.h Fig. 7. Christ Orpheus, fresco, catacombs of
Pan’s pipe in his hand, as though it is Donmittilla, Rome, III century

a representation of a deceased lyrical
poet from some Greek lekythos (grave-
vase), and not a fresco from the wall
of the Domicila catacombs in Rome (Figure 7). Nor are rare the depictions
in which the Good Shepherd is shown both with Pan’s pipe in his hand and a
sheep on his shoulders (Figure 8), nor should one be surprised by an image of
the Good Shepherd with a goat over his shoulders, such as can be seen on a
fresco in the Cubiculum of “Velatio” of the Catacombs of Priscilla (Figure 9).
Quite rarely and only toward the end of the earliest phase of Christian art will
there appear, subsequently even being symbolically multiplied by a factor of
three, the image of a bearded, mature shepherd with a sheep over his shoulders,
behind whom angels are harvesting grapes on the complex composition of the
Shepherd’s Sarcophagus (Figure 10). Nevertheless, by the end of the 4th cen-
tury, the iconography of the Good Shepherd as the personification of Christ was
defined in the image of a handsome, beardless young man of a bucolic-romantic
countenance, with a sheep flung over his shoulders, which is best represented by
the well-known marble statue from the Museo Pio Christiano in Rome (Figure
11). This iconographical prototype was the zenith of a representation that would

Ca. 7. Xpuct Opdej, dpecka, Jomummnmnae
karakombOe, Pum III Bex
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Fig. 8. Christ Good Shepherd with Orpheus ~ Fig. 9. The Good Shepherd feeds birds and

lyre, fresco, catacombs of flock, fresco, Cubiculum Velatio,
Peter and Marcellinus, Rome, III century catacombs of Priscilla, Rome III century,
Cn. 8. Xpucr no6pu mactup ca OpdejeBom  Ci. 9. [loOpu macTup XpaHH NTHIIE U CTANO,
nupoM, dpecka, karakombe ¢pecka, Kydukynym Benaruo,
Ilerpa u Mapuenuna, Pum, 111 Bex [pucrunune karakom6e, Pum, 111 Bex

disappear precisely around that time, at the crossing between the 4th and 5th
century, being replaced with the mature, bearded Christ dressed in royal purple
and seated on a throne becoming of the Savior of the Roman Empire that had
been converted into Christianity.!7

Reminiscences of the Good Shepherd are rare in the post-Constantine era,
and when they do appear, as in the case of the well-known depiction from the
lunette of the Mausoleum of Galla Placidia in Byzantine Ravenna (425-426)
(Figure 12), their iconography is more complex and their artistic finish incom-
parably richer and more refined. In addition, the young Christian art that had
become an integral part of the program of an empire that would set the norm
for everything “imperial”18 in medieval Europe had to be brought into a system
of equally “imperial” rules. Thus, besides all the obvious steps already taken
toward the improvement of artistic content and its iconographic formulations,
new rules were brought concerning who was to be painted in which zone of
the church and in what way, while, by a special edict of Emperor Theodosius

17 C.J. Mamiya, F.S. Kleiner, H. Gardner, The Catacombs and Funeral Art, Gardner’s
Art through the Ages, I, 2004, 305

18 C.C. ABepuHIeB, ibid, 132
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Fig. 10. The sarcophagus of Good Shepherd, marble,
Lateran Museum, Rome, IV century,

Cu. 10. Capkodar nodpor nactupa, Mmepmep,
Jlarepancku my3ej, Pum, IV Bek

Fig. 11. The Good Shepherd,
marble, catacombs of Domittilla,
Rome (now at the Museum Pio
Christiano in Rome), III-IV century

Cax. 11. Fig. Ho6pu mactup,

. mepmep, JoMunmnnte karakomoe,
Flg 12. Christ Good Shepherd, mosaic, Pum (caﬂa y Myge_]y ITuo
Mausoleum of Galla Placidia, Ravenna, VI century Kpucruano y Pumy), III-IV ek

Cux. 12. Xpucr nobpu nactup,
Mays3omnej ['ane [Inahnauje, mo3ank, Pasena, VI Bex

IT of 427, it was explicitly forbidden to paint Christ and other saints on church
floors, which would expose them to desecration by the feet of the faithful and
the clergy.

From all of the above it clearly comes out that the mosaic segment on
the floor of the southern basilica actually does represent a shepherd, but not
the Good Shepherd Christ. Who, then, is the beardless young man wearing a
sheepskin coat, driving a motley herd of sheep in front of him with the help of
a large stick?

If the answer to the question of the Good Shepherd’s identity came from
Christ’s words from the Gospel According to John — “I am the good shepherd”
(John 10:11-18), it would, then, be logical to seek the answer to this particu-
lar problem in the Bible as well. “God is Israel’s shepherd” — testifies the Old
Testament unambiguously through the books of the prophets Isaiah (40:11),
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C T = fenm Jeremiah (31:10), as well as King

. e David’s Psalms (23:1), so be-
loved by Christians. According
to the Old Testament texts, God-
the shepherd leads and protects
the flock whose exclusive owner
He is, transferring a part of his
authority to secular and religious
leaders, who are, in turn, meta-
phorically referred to as “the
shepherds of the people.” 19 One
of the Old Testament’s favor-
ite personalities, the one whom
God “took thee from the sheep-
cote, from following the sheep,
to be ruler over [His] people,”
as the Second Book of Samuel

cu 13X p o A has it (7:8; 24:17), is, according
. 13. Xpucr kao 106pu nactup u CB. AOIMHEp Ka0 IACTHP, ¢ the Gospels. Christ’s direct
mo3auk, VI Bek, CB. Anonunep y Kiace, Pasena, VI Bek peis,

Fig. 13. Christ as Good Shepherd and St Apollinaire as shepherd,
mosaic, St Apollinaire in Klasse, Ravenna, VI century

ancestor, victor over Goliath,
king of Israel and Bible prophet
— David. Young David, according to his own words to King Saul before the
battle with the Philistine Goliath, was defending his flock from lions and bears
(Samuel 1, 17:34-37), while his battle with the bear, as described in the Bible,
is considered as the prototype of Christ’s victory over the forces of darkness.20
In Christianity, the shepherd is, before all, a divinely anointed master and leader
of the flock — the ruler and the priest. Or, quite precisely, the representative of
Christ, the good shepherd and sole rightful owner of the flock on earth until
His Second Coming, when, as John the Apostle prophecies — “Christ shall take
to pasture all the earth’s people, but shall rule with a rod of iron. He shall be a
shepherd-judge.” (Revelation 2:27; 12:5; 19:15)

Today we can do little more than suppose that the shepherd from the floor
of the southern basilica had its iconographical pair on the wall above the ambo,
as Christ’s representative on earth, the serving clergyman, during his didactic
sermon to his flock — in accord with liturgical practice as well as the icono-
graphical practice grounded in it — must be inspired by the wisdom of the chief
archpriest — Christ. The “Shepherd hierarchy” discussed here is iconographi-
cally formulated in an impressive, quite exact manner in the monumental com-
position in the apse of the Basilica Saint Apollinaire Classe in Ravenna, from
549 (Figure 13). Bishop Apollinaire is shown in the lower zone of the composi-
tion, praying with open arms. Like a shepherd, he is flanked by sheep both on
his left and right sides, while in the zone above him Christ is depicted within a
medallion, with sheep standing in a straight line below him. Even though the

19 J. Chevalier, A. Gherbarant, Rijecnik simbola (A Dictionary of Symbols), Zagreb
1983, 480-481

20 H. Biderman, Recnik simbola (A Dictionary of Symbols), Belgrade, 2004, 287
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image in the Ravenna church is
located in the apse calotte that
symbolizes the sky, or, in this
case, an excerpt from the heav-
enly life, here, too, the hierarchi-
cal relationship between the two
“shepherds” is clearly empha-
sized — the relationship between
the “owner” shepherd and the
“hired” shepherd, as the Bible |
terms it. And, even in heaven
the now consecrated earthly
shepherd — Bishop Apollinaire
— maintains the role of responsi-

ble medium between the flock’s Fig. 1.4. Shepherd with the dog, marble,.Ai(.line ambo, .

d the flock itself. with Constantinople, VI century (now at the Antiquity Museum in
owner ,an . ¢ floc 1 sell, wi Istanbul) and Shepherd with the dog, drawing on the stone,
the Obhgatlon. of praying for the gravestone of Moses and his wife, Rome, 111 century
flock and taking care of it, this
time as its holy protector.2!

Cu. 14. IMactup c nicom, pessed y Mepmepy, AUIUHCKH aMBOH, VI
: . Bek, Llapurpan (caga y Mysejy crapuna y McramOyiy), u mactup

From the same period, i.e. ¢a ncom, npresx na KaMeHy, HaurpoOHa 1mioda Mojcuja u mberose
the first half of the 6th century, xene, I11 ek, Pum

date the two depictions from the
Aidin ambo, now kept at the Antiquities Museum in Istanbul. One of the sides
of this ambo contains a shallow relief of Christ the Good Shepherd carrying
a lost sheep over His shoulder, while the other side shows a shepherd with a
wooden staff in hand standing below a tree next to which a little dog is merrily
playing (Figure 14, scene at the left). David Talbot Rice casually analyzed the
Aidin ambo and concluded that the shepherd with the little dog “also represents
the good shepherd, but not as a personification of Christ.”22 The Aidine ambo
is considered to be a representative example of the art of the Constantinople
“Neo-Attic” style, which was a product of Justinian’s era. The shepherd with
dog from this ambo is, in one way, iconographically analogous with the sub-
stantially older, 3rd century gravestone of Moses and his wife, today held by the
Pio Christiano Museum in Rome (Figure 14, scene at the right) and, in another,
with the motifs of a dish from the Hermitage, which also shows an image of a
shepherd tending his flock, dating to the first half of the 6th century, being one of
the representative works of applied art wrought by Constantinople’s masters.23
Finally, according to iconographical type, the depiction most similar to
the shepherd from Caricin grad is the shepherd form the relief on the so-called

21 Here is provided an example of a “shepherd hierarchy” from the same era, by way
of a work produced within the framework of the Byzantine imperial program, but not from
the same, so to speak, “church zone,” for the simple reason that, for now, there is no known
analogy to the floor composition in Caricin grad in any other preserved floor ensemble. The
example was also given in the context of the broader understanding of the symbolism of the
shepherd at that time, and not as an exact parallel.

22 D.T. Rice, The beginnings of Christian Art, London, 1957, 88-89
23 M. Matszulewitch, Byzantiniche Antike, Berlin and Laipzig, 1929, 112 (Plate 28)
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Fig. 15. Shepherd from southern basilica, mosaic, Caricin grad (Iustiniana Prima), Serbia,
VI century, and Shepherd from Titurus’ lamp, terracotta, Rome, II-III century (now at the
Royal Museum of History and art in Brussels, Belgium)

Ca. 15. Iactup u3 jyxxHe Oasminke, Mo3auk, L{aprann rpan (Iustiniana Prima), VI Bexk,

Cp6buja, u mactup ca Turypycose namre, Tepakora, Pum, II-111 Bek (caga y KpameBckom
HCTOPHUjCKO YMETHHYKOM My3ejy y bpuciy, Benruja)

Titurus’ terracotta lamp (Figure 15, scene at the right) (today held at the Royal
Museum of History and Art in Brussels), which is dated within a relatively
broad chronological range at the crossroads between late antiquity and the early
Middle Ages, but whose origin has been reliably traced to the workshops of
Roman master craftsmen.24 Another similar figure is the minutely painted shep-
herd of a large flock on a fresco from a lunette in Rome’s Maius Catacombs
dating from the 3rd century.

One of the specific features of paleo-Christian iconography also rests on
the fact that each representation may also be viewed either as isolated or as a
part of a greater whole, i.e. in correlation with other representations, which most
directly conditions its meaning.25 In that context, the isolated representation of
the shepherd next to the ambo of the southern basilica of Cari¢in grad in the first
place suggests a personification of a priest, which is the most directly indicated
by the position of the mosaic relative to the ambo, as well as by Biblical texts.
However, when this shepherd is analyzed in a broader context of the entire floor
mosaic’s complex iconography, having in mind that the motifs of the fight with
the bear and the lion from the main nave, or of the deer drinking water from the
spring of life in the apse, have their undoubted origins in David’s Psalms,26 it

24 www.vroma.org/images/mcmanus_images/index.html

25 R.M. Jensen, ibid, 67

26 In the consignatorium of the Basilica Urbana in Thessaloniki there is a represen-
tation of two deer drinking water from a canataros (water-jar), with verses from David’s
Psalms (42:1) written next to them — Sic ut cervus desiderata dion tesas varum ita desiderata
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may be rightfully assumed that the Caricin grad shepherd is a prefiguration of
the shepherd-king David, i.e. a personification of a ruler and priest in the sense
of a people’s shepherd according to the will of God.

Translated by Aleksandar Pavi¢

Tamapa Ormesunh

ITACTUP KAO ITEPCOHUDUKALIUIA BIIAJJAPA 1 CBELITEHUKA

Ioman mo3ank jyxne 6aswmike y Llapnmunuom rpany (Iustiniana Prima), u3 npse
MOJIOBUHE 6. BeKa, MMao je (yHKIHWjy BU3YEITHOT NPENCTaBJbambha 3eMaJbCKe PABHU JKHUBOTA
MaHu(ecToBaHe Kpo3 cTainHy 6opOy Bepyjyher yoBeka ca Hajpa3lIUYUTHjHUM HCKYIICHUMA
(MenBeny, TaBOBH, KEHTAypH, aMa30HKe), a ca LHJbEM Cllacea YOBEKOBe IyIe (pajcke
MITHIIE, TPUUECHH TtexapH, nsehe u Bohe). Ha pasmehn oBa nBa ,,ekcTpema’, mpencraBibeHa
jacHo feuHUCaHUM CUMOOIMMA Y JIBA IAPAJICIIHO OCTABJbEHA IPABOYTaOHHUKA Y TPAHCEIITY
jy’KHe 0a3WIINKe, CTOje OCTAlll MAaCHBHOT, IIETOJEITHOT aMBOHA, a IOKpaj HUX MO3auK ca
MPEICTABOM MJIaJI0T IacTHPA.

Jobpu nactup kao nepconudukanuja Xpucra odjenumyje BHIIC JTUYHOCTH jyIeo-
aHTHYKe Tpaaunyje, u To Ha penanuju Opdej-bax-JlaBun, Bapupajyhu lEUX0BE joIT y aHTHIA
yTBpheHe JTHKOBHE aTpulyTe, a 1a Ou 10 Kpaja 4. Beka nkoHorpaduja JJoOpor mactupa 6mina
neduHUCaHa Yy JIMKY JIENOr, ronodpanor miuaanha ca npeGaueHOM OBLIOM IPEKO paMeHa.
Uxonorpaduja mactupa y LlapuarHom rpaxy He oxrosapa, MehyTum, 4ak HU y OCPEIHUM
nopelerMa, HUTH OBOj HUTH OWIIO KOjOj IPYyTOj MO3HATO] MPEICTaBH U3 BEIHKOT KOPITyca
panoxpuinhanckux JJoopux nactupa. IToBpx cBera, u cama NpeaCTaBa U HbEH I10J10Kaj Ha 0y
cy Kpajie HeoOnunu. Hanme, pemuancuennyje Ha JJo6por nactupa cy HakoH Kocrantunose
eroxe BpJIO peTKe, a moceOHIMM ykazoM umneparopa Teomocwuja Il uz 427. roqune HajcTpoke
je 3a0pameHo 1a ce XpUCT U JPYTH CBETUTEJbH CIIMKAjy Ha IIOA0BUMa GOroMosba.

W3 cBera HaBeIEHOT jacHO NMPOKMCTHYE J1a CETMEHT MO3aHKa Ha MOy jyXKHe Oa3uinKe
3aKCTa Mpe/ACTaBiba mactupa, aau He JlobOpor mactupa Xpucra. Ko je oHma romobpanu
miaauh, OrpHYT KOKYXOM, KOju y3 momoh BenuKor mrama Tepa mpex coOOM MPHUINYHO
mapeHo crajno?

Axo ce Ha muTame uaeHTuTera Jobpor mactupa oAroBop a06Hjao Kpo3 XpHCTOBE
peun u3 JeBanhesba mo Josany - ,,Ja cam no6pu mactup (Josau 10, 11-18), moruuso je na
OJIrOBOp Ha 0Baj mpoliieM, Takohe, Tpeba Tpaxkutn y bubmuju. ,,bor je mactup Wspaena“
— HenBocMucIeHo cBenoyn Crapu 3aBeT mpeko Kmura mnpopoka Vcamje (40,11), Jepemuje
(31,10) u Tlcanma xpasma JaBuza (23,1). IIpema crapo3zaBeTHUM OHOIMjCKMM TEKCTOBHMA
Bor-mactip BOAM M IITHTH CTaJ0 YHjH je MCK/bYYMBH BIIACHUK mpeHocehu meo cBor
ayTOpHTETa Ha CBETOBHE U BEPCKE MOINIaBape, Ma ¢e ¥ OBE IMYHOCTH MeTad)OPHIHO HA3UBAjY
acTupuma Hapopa“. JemHa on HajoMuJbeHHjUX JuuHOCTH CTapor 3aBera, OHAj KOjH ,j€
0uo macTup oBalla, a bor ra je y4MHHO MOIIaBapoM HETOBOT HApoja, KAKO CTOjJU Y JPYTOj
k3 Camymunnosoj (7,8; 24,17), uctoBpeMeHoO 1 XpHCTOB HajIUPEKTHUjU TpeNaK mpema
jeBanheockoM yuemy, jecte mobdexmnan [onmujara, u3paeiacku Kpajb U OMONHjCKH MIPOPOK
— JlaBua. Y xpumhaHCTBY macTup je, mpe cBera, 00kujoM Muiomihy ogadpaHu rocronap u
BOJIMY CTaJa — BIAJap U CBEIUITCHUK. VM cacBUM NPENU3HO — 3aCTYIHUK XPHCTa 100pOr
[IacTUpa ¥ jeMHOT PaBOr BIIACHUKA CTaJa Ha 3¢MJbH CBE 110 H-erosor JIpyror nonacka.

anima mea ad te deus (As the hart panteth after the water brooks, so panteth my soul after
thee, O God) Cee R.Egger, Die Bauten in nordweistichlen Teile der Neustadt von Salona,
Forschungen in Salona I, Wien 1917, Taf. II-1V, Abb.148



148 Tamapa Ozrwesuh

Jenna ox cneunduuHocTH NanoxpuirhaHcke UKOHOrpadHje MOoYMBa M HA YMEHEHHU-
11 J1a CBaKa IPEACTaBa MOXE OMTU IOCMaTpaHa M M30JI0BAHO, Al U Kao 1eo Behe nenu-
HE, OZIHOCHO y KOpeJaliji ca APYyruM Ipe/icTaBaMa, IITO HajIHPEKTHHjE YCIOBIbaBa HEHO
3HaueHe. Y TOM KOHTEKCTY, M30JI0BaHa MpeJCcTaBa MacTupa Kpaj aMBOHA jyXHe Oa3HiIMKe
[{apuumHor rpajia, y IpBoM peiy CyrepHIIe 1a je ped o HepcoHN(UKALUjH CBEIITEHUKA LITO
“Ma HajHETIOCPEeTHIjE YTEMEJbEEhE U Y TIOJI0XKA]y MO3aNKy Y OJHOCY Ha aMBOH Kao U 'y OHO-
JHjcKUM TekctoBuMa. Ho, Kafia ce 0Baj MacTHp aHAIM3UPa Y IHPEM KOHTEKCTY KOMILIEKCHE
HKOHOTpaduje YNTaBOT MIOJHOT MO3arKa, a uMajyhu y BuIy 1a MOTHBH O0pOe ca MeBeIoM U
JIaBOM U3 TJIaBHOT OpOJa, WITH jeJICHU KOjH ITHjy BOIY ca M3BOpa KMBOTA U3 allCHJIE, HECTIOP-
HO UMajy cBoje u3Bope y Ilcaamuma J[aBuoBUM, OHJA c€ ONPaBAaHO MOXKE MPENOCTABHTH
na je LlapuunHcku nactup npedurypanuja kpapa-nacrupa JlaBuaa, ofHOCHO nepcoHuduka-
1[Mja BllaJiapa U CBELITCHUKA Y CMHCITY TacTHpa Hapoja 1o BOJbH BoxkHjoj.



