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ABSTRACT: A monogram is a combination of two or more interconnected letters that
create a specific visual parallel to someone’s name, title, both name and title, or invocation. One
such monogram with the name of emperor Justinian I (527-565) is incised on the capital dis-
covered on the site Caricin grad, identified with Justinian’s city of Justiniana Prima. Although
its appearance is very important for understanding the real as well as the symbolical place
of the city within the wider historical and socio-cultural context of the Central Balkans, this
capital mostly escaped scholarly attention. This paper offers alternative possibilities for un-
derstanding the said imperial monogram as the instrument for visualization of patronage
and immortalization of the donor.

KEYWORDS: Monogram, Early Byzantine, Justinian I, Central Balkans, Cari¢in grad/
Justiniana Prima, Basilica with transept.

A monogram can be defined as a combination of several interconnected letters that
create a specific visual parallel to someone’s name, title, both name and title, or even invo-
cation (HORANDNER 1991: 1397-1398; PESCHLOW 2004: 69-71; R1z0S, DARLEY 2018: 1033). It
was known to the ancient cultures of Greece and Rome, primarily on coins and small-scale
objects, but its apparition on architectural monuments is tied to the Late Antiquity and reached
the peak of its popularity in the sixth-century churches.! One monogram of Justinian I
(527-565) is discovered on a tribelon-capital of the Basilica with transept (MAHO-31cH 1955;
Konnns, ITonosns 1977: 109), situated in the Lower City on the site Cari¢in grad, identified

" University of Belgrade, Faculty of Philosophy, Opurnnanuu nayunu pag / Original scientific paper;
ospehar@gmail.com

* This paper is the result of work on the project Covek i drustvo u vreme krize / Man and Society in the
time of crisis financed by the University of Belgrade, Faculty of Philosophy

* For some of the recent studies dedicated to the monograms in Late Antiquity, cf. EASTMOND 2016;
GARIPZANOV 2018; CARILE 2021; STROTH 2021.

11



OLGA Z. SPEHAR

with a high degree of certainty as Justiniana Prima (ITETkoBu® 1913; Konns, ITonosus 1977:
13, 163; [TOMOBM'E 1990; ZANINI 2003: 207-209; HOLUM 2006: 90; BAVANT 2007: 337; IVANI-
$EVIC 2016: 109). Although discovered in the mid-20" century (MAHO-31CH 1955: 139-143),
this quite damaged capital attracted very little scholarly attention.* The preserved frag-
ment, with the dimensions 56.5 x 45 cm, is kept in the National Museum in Belgrade (Inv.
No. 371/IV)2 This paper is dedicated to the study of the said monogram, its place within
the Basilica with transept, and the meaning of this powerful instrument of visualisation
of patronage within the appropriate historical and socio-cultural environment (Fig. 1).

Fig. 1. Capital with a monogram of Justinian I, Basilica with transept, Cari¢in grad / Justiniana
Prima, 6" century (after the documentation of the National Museum in Belgrade, Inv. No. 341/IV)

* At the moment of its discovery, researchers were not sure whether the incised monogram was that of
Anastasius I or Justinian I, since both looked very similar. Yet, because of its appearance and the fact that the
monograms of Anastasius I were discovered only on coins and not on architectural elements, it was concluded
that the monogram bears the name of Justinian I, which is accepted by the wide scholarly public from that

moment on. Cf. MAHO-3VCH 1955: 143.
3 In the documentation, it is noted that the capital was discovered in the southern aisle of the church,

while in literature the place of its discovery is defined as “next to tribelon-columns”, cf. KOHIWE, [TONIOBUR 1977:
115. The author would like to thank the museum counselor, prof. Tatjana Cvjeti¢anin, for the necessary information.
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* * *

The early Byzantine period in the Central Balkans was very fruitful when architec-
tural and artistic achievements are in question, but at the same time it was quite turbu-
lent in many aspects (IIInExap 2019 with older literature). The overall prosperity of this
area, followed by the intensive Christianization, was suddenly interrupted in the mid-5™
century by Hunnic raids. The gradual restoration of imperial rule started from the late 5™
century and reached its peak during the reign of Justinian I when circumstances allowed
cities, strongholds, and churches to be restored. Among numerous cities and churches
erected in various strategically and spiritually vital locations, a very important place be-
longs to Justinian’s newly founded city in the province of Dacia and in the vicinity of his
birthplace, named Justiniana Prima after its founder (PRocopr1o 2018: IV.19). The church
which is the main subject of this paper is situated east of the main street of the Lower City
and is one of the most representative and best-preserved buildings on the site. It had the
form of the three-aisled basilica, 30 m long and 18.5 m wide, with a transept in front of
the apse and a 15 m long atrium on the west (Konaus, ITonosns 1977: 109). The atrium
had two lateral annexes, added somewhat later, which were most probably used for sacri-
ficial offerings. The aisles were divided by two colonnades consisting of six columns each.
Remains of burnt wood suggest that the church was originally covered by a wooden ceil-
ing. Partly preserved representative floor mosaics were discovered within the apse, nave,
and the central part of the narthex, while lower parts of the apse and transept walls were
covered in marble revetment (IIIMEXAP 2019: 97-98 with older literature).

In this study, our attention is primarily focused on the tribelon, triple-arched repre-
sentative entrance that led from the narthex into the naos. In general terms, tribelon is one
of the most distinctive and elaborate entrance-shapes of Late Antique and early Byzantine
churches. It was formed by two columns and three arches, which spanned the space be-
tween them and the lateral piers. In the case of Basilica with transept on the Caricin grad
site, the tribelon had the usual appearance with two columns and three arches that spanned
the width of the entrance. Columns were topped by ionic impost-capitals made of local
stone and, most probably, by local stonemasons. The majority of relief sculpture consist-
ed of stylized acanthus leaves. The Latin monogram of Justinian I within a wreath had the
central place above a preserved volute of the southern capital, while the same position on
the northern capital is occupied by a rosette (MAHO-3UCK 1955: 139-143; HUKONAJEBUE-
-CTOJKOBUE 1957: 52-53; KoHauE, TIonoBus 1977: 115-117). A monogram of the empress
Theodora was not discovered, although preserved contemporary analogies from the churches
in Constantinople, Ephesus, or Germia (Giimiiskonak in Turkey) indicate that her mono-
grams were visible along with those of Justinian’s (PETRIDES 1902; ALCHERMES 2006: 361-
362; JAMES 2014: 65; UNTERWEGER 2014: 101, 106). Yet, since the monogram of the empress
wasn’t discovered in the Basilica with transept, scholars used that information to date the
building in the period after her death in 548 (HukonajeBus-CrojkOBUE 1957: 53; KOHINE,
ITonoBn 1977: 115). Except for that, insufficient attention is dedicated to the monogram of
Justinian I, its context, and the fact that it had such a prominent position within a church.
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In order to understand the monogram on the capital of the Basilica with transept in
Justiniana Prima, we must first turn to some of the most distinctive ancient monograms.
Their origin is much earlier than the 6" century and can be traced to ancient Greek mint-
ed coins of the Hellenistic period, where they appeared on the reverse. Those were most
probably producers’ monogrammatic stamps, used to indicate the mint (GARIPZANOV
2018: 109). When the Romans were introduced to Hellenistic cultures, they also started to
use monograms to mark their coins, at the beginning also in a form of monogrammatic
stamps of the mints on the reverse (GARIPZANOV 2018: 109-111). During the imperial
times, Roman mints were closely dependent on the court, so, understandably, the imperi-
al monograms started to appear as a reverse motif. In general, coins were perceived as a
distinctive visual medium that the imperial government used to convey the most impor-
tant messages to the citizens of the Empire, for example the information about the death and
apotheosis of the emperor, changes to the throne, election of co-rulers, etc. (MACCORMACK
1981: 162). Therefore, the imperial monogram on the reverse was actually a substitute for
the imperial portrait, indicating the name of the current ruler as well as his monopoly over
the mints. In a similar context, monograms also appeared on other objects, such as rings, pot-
tery, glass vessels, etc. An excellent example is provided by the glass balsamaria discov-
ered in Northern Italy, where we can read the name Aurelian in the form of a monogram
within a wreath. This was the monogram of either the emperor Marcus Aurelius (161-180)
or Caracalla (Marcus Aurelius Severus Antoninus, 198-217), which indicated the imperi-
al monopoly over the balsam, preserved in said balsamaria (GARIPZANOV 2018: 111).

During the Late Antiquity, monograms started to appear more often and changed
their function - originally understood as a pragmatic marking device, they gained almost
symbolical meaning as a visual substitute for personal name, acclamation, invocation, or
even prayer.* With the rise of Christianity, monograms were used to convey a rather spe-
cific message to a wider public, which is clearly shown by Christogram, Staurogram, and
several other monograms indicating the name of Jesus Christ (HURTADO 2006: 208-211).
Constantine’s vision before the battle on the Milvian Bridge made those monograms a
substitute for the invocation of Christ’s name (LACTANTIUS 1897: 44.4—6; EUSEBIUS 1999:
28.2; VAN DaM 2011: 117-118, f.n. 26). They were understood as prayer, gratitude, apo-
tropaic symbol, and guarantee of divine protection for every Christian. In the centuries
that followed, and under the clear influence of Christ’s monograms, the visual value of
monograms, in general, inclined more towards their meaning as symbols of power, pri-
marily in small and later in monumental form. The best example for small-scale but highly
important imperial monograms can be found, once again, on coins. On the reverse of copper
coins of Theodosius II (408-450) an imperial monogram encircled by a laurel wreath was
incised instead of, at that time, more usual motifs of a cross or Chi-Rho monogram (KEnT

4 Various types of invocations of deities were often present in Roman Empire, among different cultural
groups, polytheistic as well as monotheistic, cf. CASEAU 2012: 115-116. In Late Antiquity, such invocations
were often compressed in the form of a monogram, cf. GARIPZANOV 2018: 112-113.

14



TOWARDS THE UNDERSTANDING OF THE MONOGRAM OF JUSTINIAN I IN EARLY BYZANTINE...

1994: 277, N0S. 462—-463, no. 465, PL. 18). The interesting fact, especially when having in mind
the monogram from Caricin grad, is that the imperial monogram is placed within a trium-
phal wreath. Although monograms within wreaths appeared several centuries earlier, for
example on the already mentioned glass balsamaria, the reverse of copper coins of Theo-
dosius II introduced a new way of understanding the monogram as a symbol of the vic-
torious rule of the emperor. It is very important, especially when having in mind that the
monogram was placed on the coins of the lowest denomination. Namely, copper coins cir-
culated among all strata of society, which further suggests that the monogram on them was
intended to be seen by a wide population. The positive effect of this solution was recog-
nized by various later emperors, from Marcian (450-457) to Anastasius I (491-518) on the
East, as well as by Libius Severus (461-465), Anthemius (467-472) and Julius Nepos (474-
475, 476-480) on the West, who all continued the same practice of putting monograms on
the reverse of the lowest copper denominations (HAHN 1973: 33-36, Nos. 40, 55; KENT
1994; GARIPZANOV 2018: 136-137, fig. 5.3).

From the second half of the 5™ century, monograms were incorporated into decora-
tive programs of sacral buildings, as was the case of the Baptistery of Bishop Neon (451-
c. 468) in Ravenna, whose monogrammatic name is represented in mosaic on the arch of
north-eastern niche. But it was Theodoric (471-526) whose representative monograms
within laurel wreaths appeared in a form of relief on the capitals, now reused in the Piazza
del Popolo in Ravenna, but originating from one of his several endowments (CARILE 2021:
6-8). Some of the earliest early Byzantine examples of monumental monograms, incorpo-
rated into a large-scale public building, are contemporary to those of Theodoric’s. They
originate from Constantinople and are tied to the church of a noble ktetor, great-grand-
daughter of Theodosius II and mother of a pretender to the throne, princess Anicia Juliana
(462-527). As a person with long and strong imperial lineage, she erected the Church of
St. Polyeuctos in the vicinity of her palace (CROKE 2006: 56-57). Not by a chance, Anicia
Juliana decided to replace the older and smaller church of her great-grandmother, empress
Eudocia, with the grandiose building dedicated to the same saint, thus underlining her
ties to one of the most pious empresses (BARDILL 2006: 341; CROKE 2006: 55; GARIPZANOV
2018: 160-162). This church was a statement which shows, in architectural and visual terms,
that her family has more right to the throne than Justin I (518-527) or his nephew, later
to become the emperor Justinian I. Monograms within the church of St. Polyeuctos were
placed on several capitals and piers, such as the notable pilastri acritani (Fig. 2), preserved
today in front of the south facade of St. Marco’s church in Venice (NELSON 2010: 63-64
with older literature; EASTMOND 2016: 219). Not all the monograms from the church are
properly understood until now, but those that are deciphered bear the name of St. Poly-
euctos (HARRISON 1989: 90). What is very interesting for us is that the monograms were
also preserved on cornices above the doorway that led from the narthex into the naos, tes-
tifying that such placement — above the entrance into the most sacred space available to
the worshipers, is a legitimate way of expressing authority, whether of a patron-saint or of
a ktetor.
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Fig. 3. Monogram of Justinian I, Hagia Sophia,
Constantinople, 6™ century
(after: GARIPZANOV 2018: 178, fig. 6.9)

Fig. 2. Pier with a monogram from

the church of St. Polyeuctos in Constantinople,
Church of St. Mark, Venice, 6" century

(after: EASTMOND 2016: 220, fig. 11.1)

Having in mind the meaning of monograms in the church of St. Polyeuctos, it is com-
pletely understandable why Justinian I used the same visual and symbolical language in his
foundations’ The monograms in early Byzantium became the visual symbols of paideia
(CROKE 2006: 54-55). Their ample use in visible places in his first foundation, the Church of
St. Sergius and Bacchus in Constantinople, suggests that Justinian, his master-builders, and
stonemasons were very aware of their importance (SWAINSON 1895; BARDILL 2000: 2-3).
Monogrammatic names in the church of St. Sergius and Bacchus were not that of the pa-
tron-saints but exclusively of the ktetors, Justinian I and Theodora (GARIPZANOV 2018:
168). From this church onward, the placement of monograms on high altitudes above the
sight-line became typical for Justinian’s endowments, as is also visible in Hagia Sophia
(Fig. 3) and Hagia Irene in Constantinople, and the church of St. John in Ephesus (Foss 1979:
88, footnote 88; BARDILL 2000: 3). Such position testifies to the exceptional importance that
the imperial couple had within the sacred space, which they deserved not only as rulers but

5 For the newest study of monograms in Justinian’s Constantinopolitan endowments, cf. STROTH 2021.
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also as ktetors. If we have in mind that the sacred space of the church is the earthly image
of the holy celestial realm, as it was comprehended throughout the Middle Ages, it is under-
standable that the monograms on capitals high above the ground level suggest that ktetors
were “placed” between Earth and Heavens. Such “position” is enabled by the act of ktetor-
ship. Justinian I and Theodora anchored the practice of placing monumental monograms of
donors on prominent and visible places. It was repeated by many aristocrats and members
of church clergy with the same symbolical meaning. The monogram was the “graphic sign
of authority”, as is suggested by Ildar Garipzanov in his notable study of this topic (2018),
but was also the instrument for perpetual invocation of donor’s name in the House of the
Lord, as well as a votive symbol. The votive offering was, in our case, the church itself. The
one whose name is written within the church sacral space, regardless of the way that name
is inscribed, is considered to be “present”, although not in person (EASTMOND 2016: 230).
The founder was thus immortalized within the sacred space of his/her endowment.

It can be concluded that the name written in the form of a monogram in Basilica
with transept on Caricin grad site is the name of the person who had very important, most
probably the decisive role, in the erection and/or decoration of the said church. That name
was supposed to be seen and recognized by worshipers when passing under the tribelon,
i.e. when entering the church nave. At the same time, that name was also supposed to be
recognized by the Lord, omnipresent in every church despite its dedication. That is why
the majority of surviving texts in Late Antique and early Byzantine churches are votive,
pious, and thankful (EASTMOND 2016: 220). One thing remains questionable, and that is
the precise position of monogram within the church. It was symbolically placed on the
boundary of the sacred space - on the southern tribelon-capital of the naos entrance. The
fact that it was placed on the southern side of the church is in accordance with the real place
intended for the emperor in Constantinopolitan churches, primarily the metatorion in the
southern aisle of Hagia Sophia (MATHEWS 1971: 133-134; MAINSTONE 1988: 223-226). Still,
it is not clear whether the monogram was facing the naos or the narthex, which is of utter
importance because its position determined who and at what moment could see it. Mentioned
analogies and the similarity with other capitals discovered within the church (Mano-3ucu
1955: 140-143) suggest that it was originally facing the church naos, which would be in ac-
cordance with its role of the visual symbol that indicates the perpetual presence of the
person named in the form of a monogram. Only such a position would guarantee that the
emperor’s name would be visible during the Liturgy, when prayers may have been said on
his behalf.

Another aspect of this monogram must also be taken into consideration - it was incised
within a triumphal wreath. Therefore, it fits into the Roman visual vocabulary of triumph,
a special honour given to a triumphant emperor. This fact is important especially in the
context of the socio-historical background of Justinian’s rule over this part of the Balkans.
Namely, Justinian I was the Roman emperor who managed to return many lost parts of the
Empire under imperial governance, including the Central Balkans (Procopio 2018: IV).
Therefore, it is understandable that a victorious triumphal wreath was an appropriate
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(after: CARILE 2021: 16, fig. 9)

visual medium for the further accentuation of the emperor’s achievements. He indeed was
a victorious ruler whose epoch was marked by the visible prosperity of the Central Bal-
kans after a very turbulent period (IIINEXAP 2021: 15-16). Having in mind that fact, as well
as all known examples of monograms in representative buildings, it seems improbable that
local clergy or local administration could use the imperial monogram of Justinian I only
to denote that the church was erected during his reign, or even to suggest that the church
was erected in his eponym city. Both small-scale and monumental examples known to us
suggest that imperial monograms appear only on items, coins, and buildings in some way
personally tied to the emperor or empress — whether to indicate imperial monopoly (bal-
samaria), as means of imperial propaganda (coins), or to demonstrate imperial ktetorship
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(sacral buildings). A very good example can be seen in the church of San Vitale in Raven-
na, completed during the reign of Justinian I, where monograms of two persons were in-
cised into the imposts — the name of Bishop Victor on the ground level (Fig. 4) and Julian
the banker on the gallery level, namely the names of persons directly engaged in the erec-
tion and dedication of the church (MAUSKOPF DELIYANNIS 2010: 232; CARILE 2021: 16,
19-21). The visual media which were to indicate the importance of Justinian I and his wife
for the church of San Vitale are the famous mosaic panels in the apse. Besides, on the pan-
el with Justinian, the name of bishop Maximianus is written above his representation,
which most probably replaced the original portrait of some other bishop, maybe Victor
(MAUSKOPF DELIYANNIS 2010: 238-241, fig. 84, with older literature; CARILE 2021: 15).
Therefore, it is clear that only persons credited for building and decorating the church of
San Vitale put their names or monograms within the church.

Although Justinian I is known as the ruler who erected or restored numerous churches
in the Central Balkans, no other monogram or his name written in any other way in a sacred
building has been discovered so far. This fact indicates that he was not personally in charge
of any of those churches, although most of them were built during his reign. The restora-
tion of Byzantine domination over this part of the Balkans was an important aspect of
Justinian I's epoch. To this testify two settlements, one newly built and one restored, that
bore the emperor’s name - Justiniana Prima and Justiniana Secunda (Ulpiana). Yet, only
one example — the imperial monogram in Basilica with transept - suggests the emperor’s
personal involvement and it is not a coincidence that such a building is situated in the city
founded to mark the Justinian’s birthplace. Although today most scholars accept that the
Caricin grad site is the city of Justiniana Prima, it is very interesting that this capital was
never taken into consideration as the possible argument for proving the ubication of the
emperor’s eponym city. It is our opinion that this monogram may actually be the strong-
est argument for the emperor’s personal involvement in the city he founded, although most
probably never visited. His perpetual presence was indicated by his monogram - he was
not only to be remembered as the founder of a city named after him, but he was also to
be remembered as the triumphant donor of one of the most distinctive and most richly
decorated churches in the city.

BIBLIOGRAPHY

SOURCES

Euskesius. Life of Constantine (introduction, translation and commentary by Averil Cameron and
Stuart G. Hall). Oxford: Clarendon Press, 1999.

LacrtanTivus. Opera Omnia. Pragae - Vindobonae - Lipsiae: F. Tempsky — G. Freytag, 1897.

Procopio b1 CESAREA. Gli edifici (introduzione, traducione e note di Carlo dell’Osso). Citta di Vati-
cano: Pontificio istituto di archeologia Christiana, 2018.

19



OLGA Z. SPEHAR

LITERATURE

ALCHERMES, Joseph D. “Art and Architecture in the Age of Justinian.” In: Maas, Michael (ed.). The
Cambridge companion to the Age of Justinian. Cambridge: Cambridge University Press, 2006,
343-375.

BARDILL, Jonathan. “The Church of Sts. Sergius aand Bacchus in Constantinople and the Mono-
physite Refugees.” Dumbarton Oaks Papers 54 (2000): 1-11.

BARDILL, Jonathan. “A New Temple for Byzantium: Anicia Juliana, King Solomon, and the gilded
ceiling of the Church of St. Polyeuktos in Constantinople.” In: BowDEN, William et al. (eds.).
Social and Political Life in Late Antiquity. Leiden — Boston: Brill, 2006, 339-370.

BavaNT, Bernard. “Cari¢in Grad and the Changes in the Nature of Urbanism in the Central Balkans
in the Sixth Century.” In: POULTER, Andrew G. (ed.). The Transition to Late Antiquity. On the
Danube and Beyond. Oxford: Oxford University Press, 2007, 337-374.

CARILE, Maria Cristina. “Piety, Power, or Presence? Strategies of Monumental Visualization of Pa-
tronage in Late Antique Ravenna.” Religions 12/2 (2021): 1-27.

CASEAU, Béatrice. “Magical protection and stamps in Byzantium.” In: REGULSKI, Ilona et al. (eds.).
Seals and Sealing Practice in the Near East. Developments in Administration and Magic from
Prehistory to the Islamic Period: Proceedings of an International Workshop at the Netherlands-
-Flemish Institute in Cairo on December 2-3, 2009. Leuven - Paris - Walpole, MA: Uitgeverij
Peeters — Departement Oosterse Studies, 2012, 115-132.

CROKE, Brian. “Justinian, Theodora, and the Church of Saints Sergius and Bacchus.” Dumbarton
Oaks Papers 60 (2006): 25-63.

EasTMOND, Anthony. “Monograms and the Art of Unhelpful Writing in Late Antiquity.” In: BEDOS-
-REZAK, Brigitte Miriam, Jeffrey F. Hamburger (eds.). Sign and Design. Script as Image in Cross-
-Cultural Perspective (300-1600 CE). Washington: Dumbarton Oaks Research Library and
Collection, 2016, 219-235.

Foss, Clive. Ephesus after antiquity: a Late Antique, Byzantine and Turkish City. Cambridge: Cam-
bridge University Press, 1979.

GARIPZANOV, Ildar. Graphic Signs of Authority in Late Antiquity and the Early Middle Ages, 300-900.
Oxford: Oxford University Press, 2018.

HanN, Wolfgang. Moneta Imperii Byzantini. Teil I: Von Anastasius 1. bis Justinianus I. (491-565). Wien:
Osterreichischen Akademie der Wissenschaften, 1973.

HaRrRrisoN, Martin. A Temple for Byzantium. The Discovery and Excavation of Anicia Juliana’s Palace
Church in Istanbul. Austin: University of Texas Press, 1989.

Hovrum, Kenneth. “The Classical City in the Sixth Century: Survival and Transformation.” In: MAAs,
Michael (ed.). The Cambridge companion to the Age of Justinian. Cambridge: Cambridge Uni-
versity Press, 2006, 87-112.

HORANDNER, Wolfram. “Monogram.” In: KazHDAN, Alexander P. (ed.). The Oxford Dictionary of
Byzantium. Vol. II. New York — Oxford: Oxford University Press, 1991, 1397-1398.

HurtaDpO, Larry W. “The Staurogram in Early Christian Manuscripts: The Earliest Visual Reference
to the Crucified Jesus?” In: Kraus, Thomas J., Tobias Nicklas (eds). New Testament Manuscripts.
Their Texts and Their World. Leiden — Boston, Brill, 2006, 207-226.

Ivani$EVIC, Vujadin. “Cari¢in Grad (Justiniana Prima): A New-Discovered City for a 'New’ Society.”
In: MARJANOVIC-DUSANIC, Smilja (ed.). Proceedings of teh 23' International Congress of

20



TOWARDS THE UNDERSTANDING OF THE MONOGRAM OF JUSTINIAN I IN EARLY BYZANTINE...

Byzantine Studies. Belgrade 22-27 August 2016. Belgrade: The Serbian National Comitee of
AIEB, 2016, 107-126.

JaMEs, Liz. “Making a name: Reputation and imperial founding and refounding in Constantinople.”
In: THEIS, Lioba, Margaret Mullett, Michael Griinbart (eds.). Female Founding in Byzantium
and Beyond. Wien: Universitiat Wien, 2014, 63-72.

KEeNT, J. P. C. The Roman Imperial Coinage, Vol. X: The Divided Empire and the Fall of the Western
Parts, AD 395-491. London: Spink & Son, 1994.

MAcCORMACK, Sabine. Art and Ceremony in Late Antiquity. Berkeley — Los Angeles — London:
University of Califormia Press, 1981.

MAINSTONE, Rowland. Hagia Sophia. Architecture, Structure and Liturgy of Justinian’s Great Church.
London: Thames and Hudson, 1988.

MatHEWS, Thomas. The Early Churches of Constantinople: Architecture and Liturgy. University
Park - London: Pennsylvania State University Press, 1971.

MAUsKOPF DELIYANNIS, Deborah. Ravenna in Late Antiquity. Cambridge: Cambridge University
Press, 2010.

NELsoN, Robert. “The History of Legends and the Legends of History. The Pilastri Acritani in Venice.”
in: MAGUIRE, Henry, Robert Nelson (eds.). San Marco, Byzantium, and the Myths of Venice.
Washington DC: Dumbarton Oaks Research Library and Collection, 2010, 63-90.

PescHLOW, Urs. “Kapitell.” In: SCHOLGEN, Georg et al. (hrsg.). Reallexicon fiir Antike und Chris-
tentums. Bd. 20: Kannon I - Kleidung I. Stuttgart: Anton Hiersemann, 2004, 57-123.

PETRIDES, Sophrone. “Chapiteau aux monogrammes de Justinien et de Theodora.” Echos d’Orient
V/4 (1902): 219-221.

Rizos, Eftimys, Rebecca Darley. “Monogram.” In: NICHOLSON, Oliver (ed.). The Oxford Dictionary
of Late Antiquity. Vol. II, ]-Z. Oxford: Oxford University Press, 2018, 1033.

StrOTH, Fabian. Die Monogrammbkapitelle der Hagia Sophia, der Sergios- und Bakchos-kirche und
der Irenenkirche. Die justinianische Bauskulptur Konstantinopels als Texttrdger. Wiesbaden:
Reichert, 2021.

SwaINsoN, H. “Monograms on the Capitals of S. Sergius at Constantinople.” Byzantinische Zeitschrift
4 (1895): 106-108.

UNTERWEGER, Ulrike. “The Image of the Empress Theodora as Patron.” In: THEIS, Lioba, Margaret
Mullett, Michael Griinbart (eds.). Female Founding in Byzantium and Beyond. Wien: Universitét
Wien, 2014, 97-108.

VaN Dam, Reymond. Remembering Constantine at the Milvian Bridge. Cambridge: Cambridge Uni-
versity Press, 2011.

ZANINT, Enrico. “The Urban Ideal and Urban Planning in Byzantine New Cities of the Sixth Century
AD.” In: Lavan, Luke, William Bowden (eds.). Theory and Practice in Late Antique Archaeology.
Leiden — Boston: Brill, 2003, 196-223.

KoHOWR, Bragumup, Bragncnas [Monosuh. Iapuuun ipag. Yiephero Hacemwe y susaniiujckom
Mnupuxy. beorpan: l'anepuja Cprcke akamemuje Hayka u ymetHoctu (Konpi¢, Vladimir,
Vladislav Popovi¢. Caricin grad. Utvrdeno naselje u vizantijskom Iliriku. Beograd: Galerija
Srpske akademije nauka i umetnosti), 1977.

MAHO-3ucH, Hopbe. ,Vckonasamwe Ha Llapuunny rpagy 1949-1952 rogune.” Citapunap (MANO-
-Z181, Dorde. ,Iskopavanje na Cari¢inu gradu 1949-1952 godine.” Starinar) I1I-1V/1952-1953
(1955): 127-168.

21



OLGA Z. SPEHAR

HWKONAJEBUR-CTOJKOBUE, VBanKa. Panosusanifiujcka apxuitieKitloncka gexopamiueHa inactimiuka
y Maxkegonuju, Cpbuju u Llproj I'opu. beorpazn: Busautomnommky nuactutyT (NIKOLAJEVIC-STOJ-
KoVIC, Ivanka. Ranovizantijska arhitektonska dekorativna plastika u Makedoniji, Srbiji i Crnoj
Gori. Beograd: Vizantoloski institut), 1957.

[TETKOBUR, Bragumup. ,,/i3Bemutaj o nckonasamwy y Llapuunnome I'pany xop Jlebana y 1912. rox.”
Toguwrax Cpiicke kpamescke akagemuje (PETKOVIC, Vladimir. ,,Izvestaj o iskopavanju u Cari-
¢inome Gradu kod Lebana u 1912. god.” Godisnjak Srpske kraljevske akademije) XXV1II (1913):
285-291.

[TOnOBUR, Bragucnas. ,,I'pukn Harmuc n3 Lapuunsor paga u nurame youxanuje [Ipse Jyctu-
uujane.” Iac CCCLX. Ogemerve ucitiopujckux nHayxa (Popovic, Vladislav. ,,Greki natpis iz Ca-
ri¢inog Grada i pitanje ubikacije Prve Justinijane.” Glas CCCLX. Odeljenje istorijskih nauka)
7 (1990): 53-108.

IIEXAP, Onra. Kacnoauitivuka apxuitiekiiiypa u puitiyan. Llentupannu banxan usmehy ucitioka u
saniaga. beorpam: ®unosodckn pakynrer (SPEHAR, Olga. Kasnoanticka arhitektura i ritual.
Centralni Balkan izmedu istoka i zapada. Beograd: Filozofski fakultet), 2019.

IIIIIEX AP, Orra. ,,PaToBy, Haltagy u enuaeMuje: Ka pasyMeBaby PaHOBU3AHTIjCKUX LIPKaBa Y BUCKH-
ckuM yrBphemnma nenrpanuor bankana.” ¥: MAPKOBI'R, Muoppar (yp.). Kpeaitiusrociti y
8pemeHUMA KPU3a: yMemHo T cpegrvel 8eka u mogeproi goba Ha ueninipantom bankany. 360prux
pagosa. Beorpan: ®unosodcku paxyntet (SPEHAR, Olga. ,,Ratovi, napadi i epidemije: ka razu-
mevanju ranovizantijskih crkava u visinskim utvrdenjima centralnog Balkana.” U: MARKOVIC,
Miodrag (ur.). Kreativnost u vremenima kriza: umetnost srednjeg veka i modernog doba na
centralnom Balkanu. Zbornik radova. Beograd: Filozofski fakultet), 2021, 13-29.

Onra 3. Illnexap

KA PASYMEBALY MOHOI'PAMA JYCTVHUJAHA 1
Y PAHOBM3AHTVJCKOM I'PAIAVTEJbCTBY UEHTPAJIHOI' BAIKAHA

Pesume

Monorpam je koMbrHanmja ABa man Buire MelycoOHO moBe3aHNX C/10Ba, crienuuIaH BUf
ckpahema Heunjer uMeHa, TUTYIIe MIN YaK MHBOKAlVje. JelaH TakaB MOHOTPaM ca MMEHOM Iiapa
JyctuHujaHa I OTKpMBeH je Ha KalMTeNy Haf jy>KHUM CTy6OM TPUBUJIOHA OasVIMKe Ca TPAaHCEITOM
Ha ntokanurety Llapuyaus rpap, ugeHtnukosannm ca [Ipom JyctuHmjaHoM. Y3 Iperyiefs paHUjux
IpuMepa MOHOTPaMa I BUXOBe yIoTpebe Ha pasInduTUM IpefMeTIMa, Ha HOBILY M/IN Y TPaju-
TE/bCTBY, OBaj paji JOHOCK MOTyha TyMadera 3HaJaja ¥ 3HAYEHa I[APCKOT MOHOTPaMa y apXUTeKTOH-
CKOM CaKpa/THOM KOHTeKCTY. Vlaxo je JyctuHujau I mommaH kao npasy 06HOBKTEb LapCKe BIACTI
y oBOM fieny bankaHa, MOMeHyTI Hajas je jefyHM KOju HETBOCMUCIEHO CBEJOYM O IIapEBOM HEIIO-
CpeJHOM aHTa)KOBakby Ha M3TPajibll /UM yKpallaBamy IIPKBe, CBAKaKo He ClIydajHo carpabheHe
y Tpafly Koju je Tpebaso fja 06ene>xu MecTo HberoBor pohema.

Krpyune peun: MoHorpam, paHa BusanTuja, Jyctunnjan I, nentpanuu bankan, Ilapumdnn rpag
/ TlpBa JycTuHMjaHa, 6asuINKa ca TPAHCEIITOM.
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