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Abstract

Symbolism is a characteristic of the ancient Christian art. Symbolic and character
representations did not seek realism and credibility. Its sacral meaning considered as
consecrated was wrapped in esoteric language, but behind simple images, reality lies
deep within. Symbolic language expanded and developed easily. However, clear art
relieved old symbols and all elements hiding its content. The Quinisext council rule
gives first more specific shape of art theory and foundation for the further art growth.
In the previous period symbolism was dominant but it was temporary in nature.
Symbolism was “other statutes that were not good” (Ez 20, 25).
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IMPABHU OCHOB 3A HTINYE3ABAIBE CUMBOJIN3MA
Y CAKPAJIHOJ YMETHOCTH
(ykuaame ypeaou koje nucy agoope [Jes. 20, 25])

AncTpakT

CuMBOJIHM3aM je KapaKTepUCTHKa crape Xpunthancke yMeTHOCTH. CHMBOJIHYKA U
3HAKOBHA NPUKa3UBaba HUCY NPETEHJI0BAa Ha peaM3aM M BepOIOCTOjHOCT. buxos
CaKpaJlHU cMHcao, cxBaheH Kao mocBehieHHn, OHO je 3aBHjeH €30TePHYHHM jE3UKOM,
aly W3a CII0Jba jeTHOCTABHUX CIIMKA CTajasia je My0oka peamHocT. Je3mk cHMBOIIA
JaKo ce pa3BUO U pactpocTpanuo. Mnak, y 7. BeKy je jacHa yMETHOCT CMEHHIIA CTape
CHMBOJIC M CBE €IEMEHTE KOjU Cy CaKpHUBalu HeH caapxkaj. JemHo mpasmio Ilero-
HIECTOT BaceJbeHCKor cabopa (691-692) maje mpeu onpeljeHHju OOIUK TEOPHjH yMe-
THOCTH ¥ T€MeJb 32 JJaJbl YMETHUYKH Pa3Boj. Y NMPETXOAHOM NEepHOIy JOMHUHHUPAO je
CHMBOJIM3aM KOjH je OMO MPHUBpPEMEHOT KapakTepa, IpelnusHuje, To cy ouie ,,ypenoe
koje Hucy noope” (Jes. 20, 25).

Kby4yHe peun: caxpaiHo, cHMBONM3aM, peanusaM, [leromrectu cabop.
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INTRODUCTION

God is essentialy invissble and radically difrent than man. Yet,
christians have icons' of Christ. To what extent iconography was a present
problem among ancient Christians? Science claims iconography did not enter
church at once, but gradually. However, the fathers of the seventh council
state: “Tradition of making icons dates from time of the apostolic preaching”
(Mansi, XIII). According to these stances the mediate and immediate support
and source of Christian art has been the Bible. Questions regarding religious
art surely did not bring too much attention during the first religious
enthusiasm (®noporckuii, 1990: 247). After religious freedom Christianity
develops its own creativity. Church artistic creativity did not happen
immediately (®roporckuit, 1990: 247). It came gradually over a long time
period. Christian art has preserved monuments from the first centuries where
the Christians gathered. In many praiseworthy sermons of the church fathers
during anniversary of the martyrs’ death, there is a testimony of their painted
performances (Ziwwotov, 1990: 69). This testimony along with the wide
prevalence of icons in the next centuries® would be inexplicable and
incomprehensible without depicture in the early period. The art blossoming
occurred after religious freedom of Christianity in the fourth century. This
might be conceivable only under the assumption of existing and widespread
roots (Bigham, 1992: 124). The period before Emperor Constantine is the
period of germination of artistic tradition where the seed is Jewish heritage
(Bigham, 1992: 124). New Christian outlook on faith is a fertile land in
which God (who is essentially invisible) was incarnate and became visible in
order to restore humanity and cosmos and bring them into His Kingdom
(Bigham, 1992: 124). “when the climate changed with Constantine, the
(Christian) plant luxuriated so much it has squeezed out everything else and
dominated the garden” (Bigham, 1992: 124-125). This early Christian art
comparison with plant growth is of course imperfect, but it evokes
requirements needed for art. The Christian tradition claims the establishment
of the holy icons (Zwotov, 1990: 79) from the very beginning of the Christian

faith as of the apostolic origin (Zwwtov, 1990: 65). Christianity in its earliest

! The word Icon is widely accepted among orthodox Christians. In this study the term
icon means Christian art in all techniques and formats (miniature, wooden icons, wall
icons-composition) as well as Christian sculpture.

2 1cons during Constantine period were transferred from homes to great temples which
testifies the wide spread use of icons. There are two phenomenon influencing the
appearance and development of Christian iconography in time of Christ: wide spread
and use of many icons and images of rulers and kings (in public places where the honor
to them is due) and “the most wide spread practice” of producing icons of personalities
without public role. “According to the rule of iconographic presentation, personalities
without public role had ordinary character” (Zwotov, 1990: 54, 71). (Regarding spiritual
reasons of the sacral art development of the first centuries in: Pakuhesuh 2016: 78-82).
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period has not been hostile to fine art. > A chronological factor, that is
antiquity of pros and cons icon testimony was not crucial for Christians, but
agreement or disagreement of that testimony with Christian revelation
(Vemenckuit, 1997: 18) which recognizes art as something of its own as one
of the most prominent features of the early church and its necessary
characteristic. * Uninformed often think of icon as contrary to the Old
Testament. It is actually its outcome and fulfillment. ° Existence of icon
directly proceeds from the absence of a real representation of God in the Old
Testament, so it could be realized as a consequence and purpose of icon.
Ideologically speaking, pagan idolatry does not precede icon, but absence of
true and solid representation before Christ’s Incarnation and the Old
Testament symbol. The Biblical Israel has bans (Ex. 20, 4, Deut. 5, 12-19).
These clear bans were pedagogical and necessary for their cold-heartedness
(Iwavvng 6 Aapaoknvos, Adyog devtegos: PG 94: 1301), but actually they
are’’statues that were not good” (Ez. 20, 25). This is all testimony that
Church’s ancestor is not pagan, but ancient Israel (Vcnenckuii, 1997: 20).

KEY TO UNDERSTANDING OF THE OLD TRADITION

According to Dagron there has been a certain hesitation and even
repulsiveness regarding make of Christ’s icon especially to Christ’s
realistic representation on icon.® The same author thinks that after search
for authenticity was over, the odds were for Christ’s image’ that is not
“the most authentic one,” but the most suitable expectation of Christians.
Christ’s icons conventionally and wide recognized as orthodox presumably
are not appearing before fifth or sixth century.® However, the image of

® Synthesizing the early Christian written sources and archeological findings it could be
stated that literacy and art of the first centuries of Christianity denied hostility theory of
first Christians toward (fine) art. Archeology reveals enough marks of the Christian fine
art so it existed “de facto“ (Bigham, 1992: 123). Church art grows spontaneously with
goal to help believers experience catechism and Liturgy; to prosper linearly — from the
present state to the future Kingdom of God. Pakuhesuh, 2011: 301; Pakuhesuh, 2012: 391.
* First icons become popular especially through their copies.

® Since existence of icon in the New Testament is assumed based on bans in the Old
Testament (Ycmenckwuit, 1997: 20).

® On the one hand, Isaiah’s prophesy (Is 52, 2-3) u Ps. 22, 7, served to “first exegesists
to conclude Christ was ugly looking and it was enough to prevent His representation.“On
the other hand, there is a praxis close to orthodoxy which speculates about two images of
Christ—one before and the other after Transfiguration (meaning after seeing his
transfigured face and his clothing white as light); Dagron, 1994: 132.

" That kind of long hairdo, “long bearded and of uncertain age are ‘divine’ features
which in antiquity were mixing ‘human’ features of heroes who achieved immortality
and representations of apotheosis in antiquity. This is an artistic solution used by artist
to express idea of metamorphosis idea”. (Dagron, 1994: 136)

® The illustrated Sermon of the Mount (probably) in the catacomb, Christ is represented
(without halo) with all His individual features and at “His age” (with beard which is not
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Christ as we see it on today’s icons did not seek explanation. (Dagron,
1994: 136-137). One of the oldest, famous and widespread wooden icons
(with an imperial characteristics that is of great artistic value) is the most
popular Pantocrator of Mount Sinai painted in post antique technique of
encaustic (connective tissue is warm wax). This icon was made virtually in
a luscious manner and very realistic. ° This and other™® preserved icons
which are mutually very close testify time period before iconoclasm in which
the icon of Jesus Christ was fully formed. There was need to theologically
justify existence of icons which was done during the iconoclastic polemics
(SIzpikoBa, 1995: 59). Greek letters ,,6 cov’— I am who | am (I am being) date
from later period. In a byzantine representation of Christ we often see halo
and letters around it alpha and omega (see in Jn. 1, 8). Meaning of these
inscriptions is the same: they are signs of one-essence of God the Father
(AI3bIkoBa, 1995: 61).

Iconography of the post Apostolic period was developing after Christ's
icon as prototype. ** Accordingly, there was a development of the oral
tradition transmitted through ecclesial teaching. In that period there is a

apollonian-solar type who take over after the synthesis of beliefs of emperor Constantine the
Great before and after his conversion October 27/8, 312 AD) (Grabar, 1966: 109, fig. 107).
Also, on the mosaic of Ostia in Rome at the end of the fourth century presented with Opus
sectile technique (panel with bosom 40x30), Christ is represented as a recognizable person
(with halo and without Cross). Age of Spirituality 1979: 523, cat. nr. 468. Under the
influence of the monumental decoration of roman basilica’s apses of that time, Christ is
represented in the same way within the scene of Traditio legis, the fresco from the fourth
century in the catacomb of St. Peter and Marceline (Grabar, 1966: 212-213, figc. 223
u 224).

® This icon is characterized by realism unusual for classical icons. It gives some
impression of sensibility of icon which form according to this understanding was
completely fixed. Icon as such, decisively influenced on later representation image of
the Lord and thus we have many visage features through centuries till present time
(SI3pikoBa, 1995: 59). Development of iconography helped the image of Jesus Christ
in the consciousness of believers obtain permanent traits. Dynamism of establishing
icons through centuries gives an impression of a great diapason of hesitation from 1)
the early medieval icons based of Christ external ugliness claim (lIs. 53, 2-3) as
opposed to external imperial beauty of antique gods and heroes to 2) a “like a living”
delightful beauty by iconographer Ushakov (See: SI3bikoBa, 1995: 71).

10 The early representation of Jesus Christ does not include the Savior’s icon in the
composition of Transfiguration from the monastery of St. Caterine on Mt. Sinai in
sixth century, the icon of Christ’s coming on clouds from the church of Ss. Cosma and
Damian in Rome from sixth-seventh century, the pectoral icon of Pantocrator from the
church of Santa Maria foris Portas in town Kastelseprio seventh-eight century.

1 Most of the researchers’ opinion is that in first century and half Christian did not have
figurative presentation, but this does not have to be true, so we are not considering this
presupposition. It is certain that in that rime there was no ramified network of catacombs
since there were not so many buried martyrs around which believers were buried.: Wilpert
1901; Volbach, 1961; Gerke, 1973; Elsner, 1998; Grabar, 1966; Weitzmann, 1975.
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special devotion to Theotokos icon*? , the “fact” recognized by the church as
“guaranteeing fidelity of that which relates to its historical characteristics.”
Church does not explicate that “fidelity” photographically, but tends to
express transcendent reality (ToeAeyyidng, 1984: 114). Prototype of first
icons of Christ and Theotokos were surely diligently preserved and honored
houses of their authors or the first mediators. Christ’s icon as the icon of the
incarnate Divine person was considered prototype, while Theotokos icon as
the one who proclaims the Incarnation of God was not “considered
independent.” It had primarily dogmatic meaning pointing to the Incarnation
of God the Logos and confirmation of it. Thus, the acknowledgment of
Divine economy is not just the case with Christ’s icon, but with Theotokos’
icon as well.

It shows the first human being accomplishing the goal of
Incarnation—theosis of man, the first person who entered the unity with
Divine. Theotokos in her human personality united with God and “she is
not a subject to resurrection or Judgment” (Xicwtov, 1990: 66-68; compare
ToeAeyyidnge, 1984: 112-113 and Jlocckuii, 2003: 251). Gregory Palamas
writes that as “if God made Theotokos a bond of all divine, angelic and
human perfections” so that she is “the boarder of created and uncreated”
(Fonyodotog 6 TMaAauag, PG 151: 468B—472B). Her personal perfection
“reveals a path toward theosis of all creation” (Jlocckuit, 2003: 252).

Therefore, Theotokos’ icon is not independent. The Church tradition
witnesses existence of Christ’s icon from the period of his earthly life®® and
Theotokos’ icon after the Pentecost'® when the Holy Spirit once more came
upon her.”

12 priscilla’s catacomb ,,Cumiculum Velatio® is place where lies one the oldest
representation of Theotokos with Christ Emmanuelle right in the context of symbolic
figures of philosophers and orante (as personification of souls). Thus, philosopher instructs
about the Incarnation and soul prays on that foundation for its salvation Grabar, 1966: 116,
fig. 115.

13 Historical tradition about representation of Christ is created out of non biblical sources
(Zwotov, 1990: 84, 68). It is connected to so called, the icon of Savior not made by hand as
the icon of icons. Its name is the basis for any concept of icons in general since it testifies
its creation and purpose beyond human creativity (See: S3bikoBa, 1995: 59).

1% First icons made at the same time with Christianity are icons of Christ and Theotokos.
The entire iconography of Church is based on these two personalities. “The mystery of
church is sealed in two perfect personalities: divine person of Christ and human person of
the Mother of God” (JTocckwmit, 2003: 254) ,, in the consciousness of Church the strongest
tradition is linked to the icon of Theotokos attributed to evangelist Luce. Certainly, historic
testimonies about them originate much later. Xicotov, 1990: 81.

%5 This did not happen in order to use her nature as a medium like it was the case with
the Incarnation, but the Holy Spirit gives Himself over to her personality in order for
her to become deified (JTocckwuii, 2004: 252).
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Icon agrees with essence of Christianity theologically speaking. It is
an artistic expression of theology and worship of the Church (Ycnenckui,
1997: 19). It is based on the fact of Christ’s incarnation as the foundation and
key to orthodox iconography. Representation of person of Christ on icons
makes ontological link between icons and Christianity and His person is the
key to understanding icon and therefore tradition relating to icon.

There is an apostolic tradition of icon painted by saint apostle Luce.
This tradition is to be understood in the same way as apostolic rules or
apostolic liturgies where term apostolic carries apostolic character or
authority and not because they were written by apostles (Vcrenckuii, 1997:
46). Understanding the tradition in Church is a precondition of understanding
origin of iconography. From the day of the Pentecost “Spirit is among us”
and with the Spirit the light of Tradition (Lossky, 2003: 18/1): “therefore not
just that transferred (as it would be the case with some storage rome, holy and
motionless), but the force itself of transferring is given to Church. Tradition
follows everything being transferred and it is a unique way of receiving and
possessing revelation (Lossky, 2003: 18/1).

ALLEGORY AND NEW UNDERSTANDING OF REALITY

Representation of mostly biblical motives and martyrs was
characteristic till fourth century (®moposckmii, 1990: 247). In the catacomb
art priority was given to martyr’s image and not his martyrdom. The latter is
later praxis (Zwotov, 1990: 71). There is no representation of martyrs before
313 AD since the martyrdoms were the reality of contemporary Christians
persecuted by roman emperors. After year 313 there are martyrdom scenes in
Confessio (confession rooms) underneath the church of St. John and Paul in
Rome (Grabar, 1966: 218, fig 241). In fact, the early Christian art of “new
style” is totally characteristic and natural to the Christian church.

Eschatological character of the Church gave new meaning to this art.
It does not tend to represents daily life, but to offer meaning and answer
through the gospel. There is no life or psychological content in any of
catacombs. According to this art it is impossible to show daily life of
Christians (Ycmenckuit, 1997: 69). At the dawn of Christian iconography®
there was no difference which in today’s sense would separate profane and
church art (Dagron, 1994: 125). In the oldest biography painting there is no
“icons” in the true sense of the word (®moposckuit, 1990: 247), but there are
overseeing elements for later development. It revealed new world outlook
and new understanding of reality. Its characteristic is tendency to show

18 Icon in greek means image. Icons—images existed in the Greco-roman world just like
in early Christian world and later in byzantine period and those profane images were
made according to the same artistic rule as later cult images. (Dagron, 1994: 125).
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spiritual content of painted which is desire to transmit that invisible (for
physical eyes). Having this goal, the early Christian art used allegories—
usually gospel stories, the Old Testament archetypes, sometimes apocalyptic
visions with decorative and didactic in nature (®moposckuii, 1990: 247).
Beside that, forms of antique Rome and Greece art are used too and even
some pre-Christian symbols and themes from Greco roman mythology filled
with new content of course. Instead the term “allegory” the more adequate
term is used “symbolic representation” since allegories (popular in paganism)
appear till thirteenth century in art of Giotto and Siena artisans.

Either proselytes or pagans, disciples of pagan artisans worked for
Christian purchasers by the end of the second century. Yet, their art becomes
“co-presentation (saobrazniti) of new religion.” The tomb repertoire was
inspired exclusively by the Bible (See: Dulaey, 2001: 37-38). Therefore, the
new content slowly changes the form of expression. The newly created art is
co-presentation of the Bible, liturgical and patristic writings. Iconography
took the elements from artistic drifts of the ancient world assimilating them in
a creative way. Artistic language of the period borrowed and reformed almost
morphologically ennobled its elements. Iconography accepted “dimmed form
by giving them inner light” enabling thus to express high truths with it.

PERIOD OF MILK FOOD SYMBOLS (Heb. 5, 12-14)

We come to symbolism which is of the main characteristics of the old
Christian art. In the period of first Christians, art was filled with symbolic and
sign representation which did not seek realism and credibility (SI3pikoBa,
1995: 58). Its sacral meaning understood as “sanctified” was “unavailable for
people outside who lived across the border of Christian community and it
was coated with esoteric language. But, behind simple paintings there was a
deep reality”’(SI3bikoBa, 1995: 59-60)."" Symbolical language was easily
developed™ and expanded in the early church especially for necessary need
where by way of art expresses truth which immediately is not possible to
represent.

Christians of the first centuries considered the belief that everything
important is not immediately available and it takes effort to discover hidden

7 For example, Christ was often depicted as fish since the first letter are connected
with: Jesus Christ the Son of God, Savoir. The Symbol of Christ was pelican since
pelican feeds its children by tearing its bosom. Later we have representation of Christ
as the Good Sheppard and often appears on reliefs of sarcophagi in which were buried
famous people who usually anonymously confessed Christianity. The Mosaic “Christ
the Good Sheppard” with a sheep next to His feet beautifies the tomb of Gala Placida
in Ravenna (fifth century): SI3pixoBa, 1995: 59.

8 During its development, iconography was touched by Platonism of eastern
patrology, its philosophical transcendence where symbolism was implied: returning of
sensual to its heavenly roots; Evdokimov, 1970: 143.
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meaning normal. * Hiding Christian truths for a certain time is totally
justified and usual. As soon as it comes to the question of mystery its
meaning is never reveled directly.”’ Beside that, period of catechumens lasted
long so the gradual revelation is reasonable. There is also a practical cause for
hiding—persecution and need to painted scene look incomprehensible to the
enemies. Biblical symbols in the beginning (lamb, Noah’s ark...) were
comprehensible, but with entry of pagans in church, starts take over and
cleansing even pagan symbols for its own representation (with scope to
educate people).

Christian symbolism was saved from arbitrariness (Dulaey, 2001: 48).
There is a very complete order which “tends to express truthful meaning of
the Bible” (Dulaey, 2001: 48). Symbols discovered Christian faith, sanctified
and educated multitude of Christians. #* Iconographic symbolism of the first
centuries had mere co-presented items as symbols such as fish or grape vine.

However, historic scene itself had symbolic meaning, e.g. resurrected
Lazarus accepted as an image of the future general resurrection of dead.”
And beside the disappearance of symbols, even today as a decorative motive,
grape vine? exists in the church with the same symbolic meaning.?* In the
next chapters the theme is some symbolism and its disappearance.

In the life of the early church there are representations of Orante
which is not taken to be Theotokos. She is represented in Jacob’s Star,

1® This is a meaning of vagueness in the Bible so it is understandable with art as well.
The word of God cannot be reduced to the scripture only just like the work of teacher
and preacher is not explaining some text only. The interpreter ought to bring listening to
inner teacher who Himself alone truly teaches and reveals. Vagueness of the Bible had
two- fold purpose: hiding from ones and stimulus for others: Dulaey, 2001: 49-51.

2 1t is not given directly, “but it is expressed via mediators: angels, symbols, icons,
every messenger and carrueor of mysterious message”; (Evdokimov, 1970: 143)

21 1t is surprising how literal exegesis occupies little attention for ancient teachers of
faith. But, “reading our commentaries they were surprised even more to see how little
importance contemporary authors give to interpreting symbols, since for them the true
meaning of Bible is found in symbols”; Dulaey, 2001: 48.

22 Each of that symbols as a form of expression once found and accepted by all
church, did not change no more, but it was used and understandable to every Christian
independently from his nationality or culture; (Ycnenckuii, 1997: 73)

23 Christ said: “No branch can bear fruit by itself; it must remain in the vine. Neither can
you bear fruit unless you remain in me. “T am the vine; you are the branches. If you remain
in me and I in you, you will bear much fruit; apart from me you can do nothing” (Jn. 15, 4—
5). Vine indicates Christ and His Church: “l am the vine; you are the branches” (Jn. 15, 5).
Birds eating grapes has Eucharistic meaning: Ycnerckuii, 1997: 60. “In the old Testament,
vine brought by Moses’ ministers from Hannah, was a symbol of the Promised Land. In
the New Testament, vine also serves as a symbol of paradise, e.g. promised land to those
who take communion in Body and Blood of Christ, who are members of Church”;
(Ycnencknit, 1997: 60)

2 According to the words of Clement of Alexadria: “Vineyard gives wine just as the
Word give its Blood.“ (KAnung 6 AAe&avdoets, PG 8: 634)
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Isaiah’s prophesy, on the fresco of Priscilla’s catacomb (Grabar, 1966:
98-99, figs. 94 u 95). Orante representation with lifted hands during prayer
highlights the role of prayer.”® Christ was often represented in symbols
during same time period.

In the language of the third century, Orante is not an immediate
illustration of Theotokos represented though Orante was represented next to
her. % 1t is a personification of soul. Therefore, body decays and the soul
pray for salvation. Why is there such abundance of symbols? Symbol was
more cognizable than immediate image. The main reasons for abundance of
symbols in the first centuries of Christianity are most likely to be gradual
preparation for comprehension of mystery of the Incarnation. Even though
these symbols are characteristic of Christian teaching (Dulaey, 2001: 33),
that is still as stated by Apostle Paul, a milk food for children (Hebr. 5, 12-
14). Art was slowly and painstakingly strived toward true iconography.
Manifested sacred art slowly replaced early Christian symbols and cleared
Christian art from all foreign elements which hide its content (Vrame,
1999: 1).

First and basic meaning of fish is Christ. This is a meaning of every
present orthodox icon since every icon is Christ-centric. Here lies the
appearance and prevalence of this early Christian symbol. Fish was linked to
the gospel statement which led Christians to adopt it as a symbol. Addressing
the apostles—fishermen, Christ used comprehensible symbolism of fish and
fishing.

Referring to apostolic serving, Christ called them “hunters of men”
(Mt. 4, 19). Images of fishermen and fish, as the symbols of preacher and
proselyte are completely understandable. Christ said to the Apostles: Come,
follow me,” Jesus said, “and I will send you out to fish for people. (Mt. 4, 19;
Mk. 1, 17). He compares God’s Kingdom with a net full of all different kinds
of fish. The symbol of fish represents heavenly goods (Mt 7, 9-11; 13, 47-48;
Lc 5, 10). There is no need for emphasizing that the symbolism of fish is
linked to the symbolism of water and Sacrament of Baptism.

The greek word for fish (ix6vc) was very early understood as
ideogram meaning person and title of Jesus Christ, that is Jesus Christ the

% The oldest image of Theotokos originates from second or thirds century. She is
represented in the scene of Three Magi, the Annunciation (Priscilla’s catacomb), the
Incarnation (St. Sebastian’s catacombs fourth century). Simplicity is one of the main
characteristics of early Christian iconography, but also clarity and prayer of represented
images. The language is pretty clear. This clarity and precision was necessary to represent
invisible since in spiritual matters precision and clear expressions are very much needed.
That is why Christian art strives toward simplicity as being one of the characteristic of
orthodox art till the present day: to express and present deep contents in a simpler way and
in less details; (Ycnenckuii, 1997: 72)

26 priscilla’s catacomb “Cumiculum Velatio®. See: Grabar, 1966: 116, fig. 115.
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Son of God—the Saivor (Gerbran, Sevalije, 2004: 782; compare: Biderman,
2004: 326). Tnoovs Xglotds Yiog Oeov wtrjo. Uspensky said that “in
symbolism of fish we have the oldest formula of creed, thickened in one
word* (Ycrmenckuit, 1997: 61). The importance of this symbol of which the
small objects were made and worn around, was so great for the early
christians that its meaning was hidden much longer than other symbols. The
eucharistic meaning in this symbol is specially emphasizied. Fish points to
the meaning of bread and wine so that each time when the Eucharist is served
whether as agape, the service itself or the mere symbol, there is a fish nex to
bread.”” In order to indicate re-presentation of the Eucharist it was added as
an external sign—eucharistic symbol of fish. That detail carried a meaning
displayed as totally different “sanctifying it from inside with salvific content”
(Vcnenckuit, 1997: 68).

From the first century in the Christian art there is another important
symbol of Christ—the symbol of lamb. The symbol of lamb just like the fish
bearing the meaning of Christ Himself was applied to Christians in general
especially to the Apostles. Lambs drinking from the upper springs indicate
satisfaction of desiring human souls for the living water of gospel teaching.
In case there are two lambs, one signifies Church created by Israel and the
other Chruch created by pagans.

The lamb is Christ’ old testament archetype. As the basic symbol of
Christ, lamb will be replacing the true image of Christ the Savior whether in
historic scenes or in compositions of Baptism and Transfiguration. In these
scenes the baptized Christ along with John the Baptist and Apostles are
represented as lambs (Ycmenckwuit, 1997: 61-64). Also, there is a combined
symbolism of Paschal victorious lamb associated to the sacrificial death of
Christ, the path of those who believe rise up, that is, pass—achieving victory
(See: Morris, 1998: 127-129).

ABOLITION OF REGULATIONS THAT WERE NOT GOOD
(Ez. 20, 25)

Symbolism in sacral art performed well through time. Time has come
to abolish the statues which are not good (Ez. 20, 25). Personality in icon is a
necessary goal of representation as an archetype and it cannot be replaced by
a symbol. Need to preserve historical consistency increased. The corner
stone of the history of Christian icon is Canon 82 of the Quintisex council
(“that iconographers do not depict lamb, but Christ’s image”) (Cgewmenu
Kanonu Lpxee, 2005: 187; Kwdwkac Iepav Kavévwv kar ExkAnolaotikav

27 That is represented in Calistos’s catacombs (crypt in Lucina, first half of the third
century) with fish next to the pannier with loaves of bread and a spot of wine on each
loaf. Grabar, 1966: 83, fig. 82.
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Népwv, 2000: 166). This canon abolishes archaic symbolism of the Old
Testament “symbols” and “types” (®moposckuii, 1990: 248) but affirms
evangelical and fixes sacred-historic realism. Creators of this rule accepted
and applied “old archetype and shadows which were passed to Church as
symbols and foretoken of Truth” (that is, they honored conceptual
symbolism and typology with great gratitude), but precedence were “Grace
and Truth” (Jn 1, 17) which they received as the “fulfillment of Law.”
Fathers of the council speak of ancient symbols as a completed and
overcome stage in life of the church emphasizing the historicity of Christ
which needs to lead us via “remembrance (commemoration) of His life in
body” to remembrance, commemoration “of His resulting redemption of the
world.” That is why they established Christ’s representation on icons:
“instead of the Old Testament lamb, He is depicted as the image of (God’s)
Lamb according to human nature that takes away the sin of the world (Jn. 1,
29)” and through that while understanding the greatness of God the Logos’
humility we are being lead to remember (commemorate) His life in the body
and suffering, and salvific death and His resulting redemption of the world”
(Ceerumenu Kanonu ILlpree, 2005: 187; Kadwkac Iepav Kavovwv ko
ExxAnowotikav Nouwv, 2000: 166).

Unlike the “old representations (types) and shadows”, icon has its
own support in truth of the New Testament; in fulfilled not old testament
Christology which has been excepting the fulfillment (3usjynac, 2001: 25).
The Incarnation made the Son of God historical reality and thus “the
Incarnation” imposes “icon-isation” (3uzjymac, 2001: 25). This rule (82
canon)”® of the Quntisext council in 691-692 AD is of a crucial importance
for icons.?® The beginning of this rule talks about lamb only, but later the
Council in general mentions “representations (types) and shadows.”
Obviously, the symbolism of lamb is not just a mere symbol among others,
but the basic symbol (Ycnenckuii, 1997: 96) which contains in itself all
other symbolical themes (Ycrenckwuit, 1997: 96).

%8 The Old Testament paschal lamb was an archetype of the Lord Christ. Iconographers
depicted Christ as lamb (images—frescoes in catacombs from the second to fourth century,
mosaics from Justinian period, sixth century). The Fathers of Trullo determine depiction of
Christ’s image instead of archetype. “Balsamon based on that thinks that dove, a symbol of
the Holy Spirit should be allowed to enter church (even today some practice this rite during
the blessing of Jordan), or to light a candle instead of Bethlehem’s star, or represent the
Incarnation as a small child in bed. Roman Catholics accepted this representation of the
child (as a doll) in Bethlehem’s crib (part of the holy Grotto belongs to them as well) in their
temples; also some orthodox do the same, viz. imitate same custom Ceewmenu Kanonu
Lpxee, 2005: 187; Kwdwkac Iepav Kavovwv kaw ExkkAnotaotikav Nopwv, 2000: 166.

2% The Roman church did not recognized the Quinisext council (revSéictr, Quniusextus)
as of ecumenical importance and the roman theologians were often called it fallacy
(erraticum). Kaprarmos, 1995: 177.
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Icon-isation emphasizes historicity, but if we limit representation of
the Savior only as an ordinary man, art in that case would point to his earthly
life, suffering and death only. This is a characteristic of the profane art. But,
Christ is the Godman so art should not point His earthly life only, but His
glory and sublimity. Icon is not satisfied with historic facts. Icon should point
out that depicted Christ is “the Lamb of God which takes sin of the world”
(In. 1, 29). Historicity is one, but the mode of representation which is an
outcome of the ever restoring experience of the Church ought to reflect
higher reality; that by leading toward “remembrance (commemoration) of
His resulting redemption of the world” (Ceewumenu Kanonu Lpxee, 2005:
187; Kwdikac lepav Kavovwv ket ExkAnowotikov Néuwv, 2000: 166),
inducing panorama of His divine glory. Thus, the canon 82 is not limited to
overcoming symbols and basic dogmatic definition of biography, but
indirectly indicates meaning of sacred art. This rule (canon) by which Church
for the first time expresses her teaching about icons, shows the iconic
symbolism of church art cannot be other but historic.

The essence of this symbolism is not the theme which presents, but
how and in what way is presented the theme. So church started to build
her artistic language which suits her experience and her unceasing knowing
of revelation. Since then, her artistic potential directs toward historic
symbolism which more and more within reveals other, deeper s(PirituaI
reality. This rule emphasizes true significance of the historic realism® which
points to spiritual reality and encloses possibility to represent reflection of
divine glory by means of art and specified symbolism (Ycnenckuii, 1997:
99). These open possibilities of icon will increase importance of the sacred
art. Its spiritualized realism of passing down orthodox teaching and tradition
is unique. Honored “Representations (types) and shadows” answered needs
of a certain time period, but now they are not able to express fullness of
grace. That kind of symbolism is secondary even though it is not completely
turndown. Even today iconographers use symbols, e.g. three stars on
Theotokos’ vestments (to indicate her virginity before the birth of Christ,
during the birth and after giving birth); representation of the blessing hand
(denoting God’s presence). However, this symbolism holds secondary
importance and it does not replace representation of personality.

CONCLUSION

Having in mind that personality depicted in icon is a necessary goal
and cannot be replaced by symbol led to occurrence of the canon 82 of the
Quintisext council in 691-692 AD. The mentioned canon as the corner

% St. German of Constantinople says “representation of the Lord’s image on icons
serves to dishonor heretics who claim His ostensible, not real Incarnation; T'eopavoc
Kowvotavtivovnodews: PG 98, 173.
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stone in the sacred art is not limited to overcome symbols, but indirectly
indicate the essence of sacred art. It leads artists to follow certain historic
facts and strictly preserve historic consistency. Thus, personality in icon is
a necessary first cause and goal and it cannot be replaced by symbol or
abstraction. Only following the given historic facts each icon can offer a
possibility of personal communication with the represented image by the
grace of the Holy Spirit (Ycnenckuii, 1997: 195). That is why orthodox
sacred art nurtures portrait and physical characteristics of the represented
saints giving these icons everlasting character. This is how living and direct
link with a represented person is preserved. Icon needs minimum of
resemblance with a saint it depicts. Even though the icon does not have
enough likeness with the original, e.g. saint’s countenance or image, it
deserves attention since it has been made to represent his personality.
Personality is the carrier of divine grace in icon which needs to show its
sanctity. Christ’s icon ought to point out His divinity according to the words:
“Anyone who has seen me, has seen the Father” (Jn. 14, 9).

Therefore, historicity though needed, is not sufficient to create icon
out of work of art. The fact is that icon indicates sanctity of the represented
one. Saints were filled with grace of the Holy Spirit during their life time
“and after their death grace of the Holy Spirit inexhaustibly abides in their
souls in their bodies and tombs, in their marks and holy images** (artistic
representations) stated John Damascene. After the abolition of the statutes
which were not good (Ez. 20, 25), the sacred art became completely focused
to distinguish teachings of the Church and thus there won’t be individual
insights of artists. Church stylizes artistic language which will express her
truths, as same as Church shaped the Bible which in an authentic, God
inspired and infallible way testifies and depicts all that church experiences
from the beginning. Through different historic circumstances that artistic
language was becoming more precise, wider and deeper.
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IMPABHU OCHOB 3A NTINYE3ABAIBE CUMBOJIN3MA
Y CAKPAJIHOJ YMETHOCTH
(ykuaame ypeaou koje nucy noope [Jes. 20, 25])

Tuxon M. PakuheBuh
Manactup Crynenuna, Cpbuja

Pe3ume

Bor je cymtrHCKM HEBHIJBMB M PAIUKATHO JPYKYHjU OJ YoBeKa. Mmak, XxpurhaHu
nMajy uxoHe. MkonomomroBame y LlpkBy HHje yBemeHO HajeqHOM, Beh ITOCTENEHO.
IMocpenHn W HEMOCpPEHHM OCIIOHAIl M W3BOp XpHIhaHCcke ymeTHocTH Omio je Cero
mucmo. [locie nobujama crmodoze, XpHIMhaHCTBO IOCTENEHO, M HE3ayCTaBJBHBO
pasBuja corcTBeHO crBapanamTBo. Carnenajyhm KopeHe OBOT CTBapalailTBa, HIe-
OJIOIIKH TJIE/IaHO, YBUN)aMO J]a HKOHHM HE MPETXOH MHOTOOO0Ka4uKH K07, Beh oacycTBO
MPABOT U KOHKPETHOT M300pakema y Meproay mpe XpHcTa, Kao IITO joj MPEeTXOAUd U
crapo3aBeTHH cuMBOJ. CTapo3aBeTHH jeBpejckd Hapon, M3pawss, nmao je oxapehene
3abpane (M3n. 20, 4, [Tons. 5, 12-19). OBe jacHe ypende 3a mwera Cy Ouie meIaromke Me-
pe Koje cy Oumiie HeolxoJHe 300T OKOPENOCTH HH-ErOBOT CpIla, ajli OHE Cy 3alpaBo
,.ypenoe xoje Hrcy moope” (Jes. 20, 25). Ce oBo HaM roBopu Aa npenak Llpkse Huje ma-
TaHCKH CBeT, Beh apeBHH M3panss.

CuMBOJIM3aM je KapakTepHCTHKa cTape XpuinhaHCKe YMETHOCTH. Y CHMBOJIMYKOM
HPHKa3UBakby, M3a CII0Jba jeIHOCTABHUX CIIMKA, CTajalia je 1yOoKa peaHOCT. Je3HK CHM-
BOJIA CE JIAKO Pa3BUO M PAaCIpOCTpaHHO. Y BpeMe HpBHX XpuihaHa y yMETHOCTH Oexy
3acTyIJbCHAa CHMBOJIMYKA M 3HAKOBHA INpHKa3MBama Koja HHUCY MPETSHIOBaNa Ha pe-
aM3aM M BEPOJOCTOJHOCT. Je3WK CHMBOJIA JIaKO C€ Pa3BUO M PACIPOCTPAHHO Y PaHO]
LlpkBH, noceOHO 300T HEOMXO/HE MOTpede /1a ce MyTeM YMETHOCTH M3pa3H UCTHHA KOjy
Huje Moryhe HemocpenHo mpukasaTd. CHMBOJM Cy OTKDHJIM IIPABOCIIABHY Bepy, IO-
CBETIJIM M 00pa30BaJl MHOIITBO XpHIhaHa.
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Wnax, y 7. BeKy jacHa yMETHOCT 3BaHHYHO j€ CMEHIJIA CTape CHMBOJIC U CBE €JIeMEH-
Te KOjH Cy CaKpHBAIU IbeH caspkaj. JexHo mpasmio [letomector BacesbeHCKOr cabopa
Jiaje IpBH ofpeheHuju oOIMK TeOpHju YMETHOCTH M TeMeJb 3a JaJbll YMETHHUKH Pas3Boj.
YV 1peTxoHOM MepHoLy JOMHUHUPAO je CHMBOJIM3aM KOjH je OHO IMPUBPEMEHOT KapakTe-
pa, 1j. ,,ypenode koje Hucy noope” (Jes. 20, 25).

CgecT z1a je TMYHOCT Y MKOHM HEONXOAAH Wb NPUKA3MBamka U J]a HE MOXKE Ja ce
3aMeHH CHMBOJIOM JIOBENa je 10 HacTaHka 82. mpasuia [letomecror cabopa 692. romuHe.
TlomenyTo mpaBuiio, koje je kameH Mehalll y cakpalHOj YMETHOCTH, HE OIpaHH4aBa ce
€aMo Ha IIPeBasMIAKEHE CUMBOJIA Beh IOCPEIHO yKasyje Ha CYIITHHY CaKpajlHe yMETHO-
ctu. OHO BOJIM Ka TOME Jla yMETHHUIM Tpeba Ja mpate KOHKPETHE HCTOPHjCKE YHIHCHHUIIE
U CTPOTO YyBajy HCTOPHjCKY HocieqHOCT. CaMHM THM je Y MKOHH JIMYHOCT HEOIXO/aH
HPBOY30p ¥ LIMJb M HE MOXE Jla C& 3aMECHH CHMBOJIOM HJIM KaKBOM aIlCTPaKIyjoM. Bpe-
MEHOM je CHMBOJIM3aM Y CaKpallHOj YMETHOCTH 00aBHO NOTpeOHY GyHKUHjy. Ycien my-
XOBHOT U KyJTYPHOT pas3Boja y XpHIIHaHCTBY JIOILIO je BpeMe 3a YKUIamke ypenou Koje
Hucy noope (Jes. 20, 25). [Tomenytu 82. xaHoH [leTomector BacesseHCKOT cabopa Kaxe
,»J1a IKOHOTIHMCIIM HE CITHKajy jarte, Hero JIuk XprctoB”. OBaj KaHOH COOOM YKHIa apXa-
WYHM CHMBOJIM3aM CTapO3aBETHUX ,,CHMBOJIA” | ,,TUMOBA”, a yTBphyje jeBanhencku u
YCTaJbEHU CBEIITEHO-MCTOPHjCKH peann3zaM. CabopCcKu TBOPLIM OBOT MPABHIIA TOBOPE O
JPEBHMM CHMBOJIMIMA Kao O €TaI Koja je UCIyHeHa U NpeBiaiaHa y xuBoTy L{pkse u
Harjacak CTaBJbajy Ha HCTOPHYHOCT XPUCTOBY M Mamheme crioMeHa boxujer nckyrbe-
a CBEeTA.

YxunameMm ypendu koje Hucy noope (Jes. 20, 25) cakpanHa yMETHOCT HOCTaja je 1Mo-
THyHO ycpezncpeheHa na MCTakHe JyXOBHO yueme. LIpkBa caBpiueHHje OONMKyje yme-
THUYKH je3WK KOjU he M3pakaBaTH HCHY MCTHHY. Taj YMETHHYKHU je3UK je Kpo3 pasHe
HCTOPHjCKe MPIIINKE I0CTajao je CBE NPELU3HUjH, IIUPH U TyOJbH.



