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ABSTRACT

SITUATING SACRED PORTRAITS IN THESIXTH CENTURY RELIGIOUS
SPHERE: VISUALITY IN RAVENNA

POLAT, Hayriye Hilal
M.A., TheDepartmenbdf History of Architecture
SupervisorAssist. Prof. DrPelinYONCACI ARSLAN

January2024 200pages

Despite mosaics adorning Byzantine churches across the late antique Mediterranean

being meant to interact with their intended audiences in a highly ritualized setting, the

scholarship has often treated them as autonomous objects. This study, instead, focus

on the relationship between vision and visuality inherent in their ritualistic function.

In offeringarer eadi ng of the Byzantinebs mindbs eye
adorning the late antique churches of Ravenna, placing a particular focus threkew

mosaics were perceived within their ritualized setting, where sight, memory, and

veneration were intersected. It will first explore thdtural attitudes towards holy

figures and their representatiam Early Byzantium. In what follows, the third and

fourth chapters are devoted to a historiography of the late antique Ravenna, mapping

out the ecclesiastical and imperial patronage of art in the fifth and sixth centuries. As

such, these chapters set the necessary framework for the fifth chapter tltsemp

spatial analysiseft he mosai cs adorning the churches of
Vitale, and Santo6Apol | i narvarying paters of. The ane
visibility that existed for different audience groups attending the liturgical services,

namely congregational members, and the clergy. Examining mosaics adorning

iv



monumental churches of late antigue Ravenna in relation to the viewing habits of the
culture provides access to the diverse actors and purposes that contributed to the

formation of the visual regime of Early Medieval Byzantium.

Keywords: Early Medieval Byzantium, mosaic, Ravenna, ritcahteredvisuality,

early Christian basilicas
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CHAPTER 1

INTRODUCTION

The current exhibitionAfrica & Byzantium displayed in The Metropolitan Museum

of Art, New York, offers a glimpse into the artistic contributions of medieval Africa
to Byzantium. Works ofrt in various mediamosaic, sculpture, pottery, painting,
manuscript, textilefrom African kingdoms are on display, recounting the profound
impact of the continent on the artistic, economic, and cultural life of Byzantium and
beyond! Notably, four icons and one illuminated manuscript have been brought from
the Monastery of St Catherine in Sinai, Egypt, the oldest Christian monastery
commissioned by Emperor Justinian in the sixth century. During his walkthrough of
the exhibition, the ibrarian at the Sinai monastery shares his thoughts on the

significance of Byzantine icons then and now:

The distinguishing mark of orthodox worship is that it takes place in the
presence of icons. Icons are emblems of the Incarnation when Christ took upon

Hi msel f a human nature and became dep
has never been abandoned, ndesnm destroyed, and that is why we have icons

that date from the sixth century. These are the oldest Christian icons that
survive. [ é] this exhibition shows t
multicultural. It included diverse elements, diverse cultuigsin one wholé.

Today, the monastery holds one of the largest Byzantine icon collections, ten of which
date to the iconoclastic era, and the monks of the Sinai feel privileged but obliged to
share its heritage. For modern viewers experiencing the Sinai collection wvi¢hin t
context of theAfrica & Byzantiumexhibition, it offers a glimpse into the heritage of
Orthodox Christianityés tradition of con

! For t he exhibitiomttpegatal wgw.emetsreueseum. or g/ €
byzantiumbéexbdcbstion

https://www.instagram.com/ p/ COVI 2XvsNYL1l/
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liminal spatiality of the exhibition setting, when viewers gaze at the carefully placed

sixth-century icon of the Virgin, they may wonder how Byzantines might have looked

at and interacted with it. (Figure 1) According to Jas Elsner, there exists a\gaprbet

our meditation on the visualities of antiquity and the complex web of meanings works

of art hold for their original beholde?€lsner suggests that between the retina and the

world stands fAthe patterns ofthatfailtogieer al const
us access to collective and psychological subjectivities of works of art and their

viewing.

Suzannah Biernoff, in opening her book devoted to the vision and visuality in the
medieval ages, emphasizes that when it comes to understanding the visualities of
medieval ages, our modern perception becomes perplexed due to dogmatic
perspectivism of the &aissance and its rooted narratives in mode?trityis applies

to our perception regarding the visualities of the Byzantine Empire, as the discipline
of Byzantine studies has been intertwined with European colonialism during historical
periods like the Renaissance, Reformation, and Enlighterfimsrtording to the
eighteentkcentury influential scholars who have played a significant role in producing
and disseminating established discourse on Byzantium, the Eastern Roman Empire
was a doomed state, a period of decline in artistic taste and dkahsitional phase

between the end of the classical world and the Renaiss&mteis regard, the visual

8Jas Hosmaenr ,Eyes: Visuality gmrdi rSBudterctWnviiter sint WrRr est
XXvii.

1bid., xvii.
SSuzannah Biernoff, #fAlntroductS$ioght Merndd ek o d/i meée mmn i m
Mi dd| &€ Negve sror k: Pal gr avle/ .Macmillan, 2002), 1

SFor recent approaches see Benjamin Anderson and Mire

Byzantine StsudBezsamt iinre Studi es a Coloniali st Di sc
Hi storied.r aBPédyjamin Anderson and Mirela IlIvanova (Peni
University BreessNath&GzhA)e, HRBschenbrenner and Jake Ran
Byzantium in Earl yhéeéMobdeventEiuompef oBymantie@d. in Early
Nat hanael Aschenbrenner and Jake Ransohoff (Washingt
CollectioB6; 2Bbr@8ha HWHaarer, AWriting Histories of By
Byzantine AHICOtm@rayn, @ ni,n edBy tamt James (Bl &2k we | | Publ i s
"The term AByzantined was invented by early modern s
identity -odedalkiencreeekt ern Roman Empire from its prede
iByzantinesbo identifiewds&lsh\;e)mg:mlr\[eemtas/,ﬁRbmansds(amic
regarded thei rRiempitrhee aisl amidl (bdf atlhe Romans, 6 while th
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culture of Byzantium, characterized by a ritualized encounter with sacred portraits
wherein the bodies of Christ and other spiritual leaders became the focus of ocular
desire, has often been overlooked. This study intends to challenge the contemporary
cultural constructs and social discourses that influence our perception of Byzantine

visual culture. Biernoff asserts that:

In the Middle Ages, vision was a way of relating to oneself, to the sensible
world including other animate beings, and to God. As such, it exceeded both
viewing subjects and visible objects, as well as determining their mode of

i nteract i on.tornceanh ex@emsigrhof thevsensitiveasoul towards
an object, and the passage of sensible forms through the eye and into the brain.
A medieval definition of vision, then, is clearly incompatible with a
methodology that would treat either viewing subjectsvisible objects as
autonomous entities, or their relationship as unidirectidnal.

In offeringarer eadi ng of the Byzantineds mindo6s
adorning the late antique churches of Ravenna, placing a particular focus on how these
mosaics were perceived within their ritualized setting, where sight, memory, and
veneration were intersected. As Ann Marie Yasin observed, early church buildings
across the Mediterranean were dynamically charged with accommodating the
communityoés coll ecti v&ln theircsertice aisespacew oft h  t |
communal worship, liturgical performances held a specific faeticipating in the

late antique liturgy was filled with sensory experiences, involving touch through door
curtains, sight through colorful and reflective decorative and sculptural elements, and
smell through incense and perfumes. The sacred experiencated®ined with

sensory perceptiomhis study concentrates on the ritualized context through which
themosaics of Ravenna were experienced, particuladysing on the sense of sight.

Hence, itaims to scrutinize howRavennatmight have perceived andteracted with

often designated them as fAGreeks. o0 It was not wun
Empireo was adopted by European scholars who advo
as an independent <cul t usroaur caensd, pfioB yiztainctailn eeon tsieteyms

designate the citizRasagifotdosnsThhenadd mmrogpd ceul oSse,e " D
themselves Byzantines? Elements of Eastern Roman
centByyahtine and Mdber moGrieldR 02t11)di €5

SBi ernof f, filntroducti on: Medi eval Vi sion in Pers

Ann Marie Yasin, " Sac rTehde Spxafcoer da nHda n\Wi bsquoald d oAfr i ly d't
Scott Fitzgerald Johnson O@®x9f.ord University Pres:
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the religious imagery adorning the interiors of their basildasng the liturgical
services specifically I n churches of Sant 6Apol
Sant 6 Ap ol I|.Bydaing so, thewstady aims inap out the diversity of actors

and gazes involved in creating the visual regime of Early Medieval Byzantium.

In discussing the medieval history of the Adriatic, Iva Goldstein identifies Byzantine
presence on the Adriatic as AByzantium out si
contrast with the Byzantine presence in the central regions of the éfhBiree
Constantinople claimed universal authority in the former Roman Empire, Byzantine
emperors laid claim over the Adriatic. Two military campaigns were organized on the
Adriatic, the first under Emperor Justinian in the sixth century and the second unde
Emperor Nicephor | at the beginning of the n
conquest of the Adriatic lands in the sixth century, modiay Italy was divided
between Byzantine and Western spheres of influence, characterized by its
heterogeneousgions!! This heterogeneity extended to its relations with each other,
with Constantinople and the broader Eastern Mediterranean. Salvatore Cosentino and
Enrico Zanini roughly categorized these regions into four maas in the sixth
century, one of which comigses the territories located within central and northern
Italy. 12 Despite the direct presence of the Byzantine authority was slowly ceased in
these territories at the end of the sixth century, Ravenna appears as an exception.
Foll owi ng Emp er-b66) campaigh initiatec arcured thé 53As7n the
Western Roman lands and the subsequent recapture of Ravenna by Belisarius in 540,
Ravenna, the last capital of the Western Roman Empire, emerged as the political center
of Byzantine administration in Italy. Thexarchateof Ravenna was institutionalized

in the 580s, with the titlexarchdenoting the appointed governmsponsible for

overall administrative control and military defense in the region on behalf of

Constantinople

' vo Goldstein, fdAByzanti um Hom ttulse AAdriiudat iMedfired/m |5 5uln t
(1998%: 7

"Salvatore Cosentino and Enrico Zanini, "Introducti on
A Companion to B8¢gzaBaliwnwetotal goseB8ino (Leiden: Brill

21 bid.



As the capital of Byzantine Italy, Ravenna experienced a period of prosperity until the
eighth century Therefore,despite Byzantine art being centered in Constantinople,
numerous monumental artworks of excellent quality reminiscent of those in the eastern
capital were produced in Ravenna during the sixth and seventh centuries. Cyrill Mango
points out the significancef Ravennads monuments for an
art, which led him to include Ravenna in his corpus of Byzantine texts that centers on

the Eastern contexthe Art of the Byzantine Empire 312532 Considering the lack

of Byzantine material surviving from Constantinople, the contribution of the-sixth
century mosaics adorning the monumental basilicas of Ravenna to our understanding

of Byzantine art is crucial.

The following chapter focuses on the phenomenon of holy figures and sacred portraits,
delving into their emergence in Early Byzantium and then proliferation from the sixth
century onwards. The third and fourth chapters are devoted to a historiograpéy of th

late antique Ravenna, mapping out the ecclesiastical and imperial patronage of art in

the fifth and sixth centuries. As such, these chapters aim to create the necessary
framework for the fifth chapter that focuses on the ritteaitered viewing of

Ravenmte mosaics.In this regardhe fifth chapter employs spatial analysis to the
mosai cs adorning t he churches of Santo
Sant 6Apol Il i nar e CIl as swarying pdtterns afrviaibility shats e x a
existed for different audience groups attending the liturgical services, namely

congregational members and the clergy. Lastly, the conclusion chapter synthesizes the

findings.
BCyril M™MaemmgArt of the ByWHa8nt iSvarEmpgi rAa@WdsiDlea wsmd ryt
Toronto Presgs, 1986), xi
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CHAPTER 2

VISUAL REGIME OF EARLY BYZANTIUM

In around 986 or 987, when his spiritual father Symeon Eulabes, a monk of the

Stoudi os monastery, di ed, Symeon the New
Syme¥nhé cult included a feast day c¢omme
prai ses, hy mns, a biography, and his 1ico
Soon after, the popularity of the cult c:

following yeas, the status of Symeomwhether he could be considered as a saint

among saintswas questioned. At the end of 1008, when Stephen of Nikomedia

i nsisted on sol ving t his ambiguity, Sy
comparison test at the patriarchalgee. Comparing the image of Symeon with the

icons of saints and Christ, monks could not conclude on the status of the image and its
prototype. Symeon the New Theologian called for a defense of the icon and its cult.

After his defense, Stephen of Nikomedia unconvi nced, simply er
from the inscription. The portrait of Hongerholy Symeon returned to Symeon the

New Theologian, who was exiled the following day, while other cultic performances

were banned and other icons of Symeon wereag=i. As Charles Barber observed,

the erasure was a symbolicactefrabel i ng t hat changed the
of icon to portraitfiwithout these testimonies and without the inscription, the visual

image can continue to exist, but it is nowtheout this web of words, to be understood

as a portrait of a man rather than the icon of a s&int.

“Charles Barber, "lcon and portraitldmn tehrned tWoirad:
The Power of | magds AntBgmwgnEasmmond and Liz Jame
33.

Bl bid., 28.



The trial of Symeon the New Theologian, which took place in the historical episode
after the Iconoclastic controversy, expresses concerns regarding unregulated religious
practices associated with image veneratidodern scholarship has acknowledged
Byzantine Iconoclasm as a culmination point of a continuing conflict on the function
and nature of images, which finally gave rise to the explicit statertfdntis query

about the cult of images in Byzantium before Iconoclasm, Ernst Kitzinger observes
three elements that exclusively contributed to the conflict developed through the
centuries: practice, opposition, and apologetic thtoAccording to Kitzinger, the
practice of the setting up of images took a decisive lead in the third and fourth centuries
and again in the period between Justinian | and the outbreak of Iconoclasm at first in
the eighth century? The first period coincides with the emergence of saintly cults and
Christian art best documented in the Roman catacombs used for burials from the early
third to the early fifth centuries.While Christian art proceeded from domestic and
funeral settings to monumental and ecclesiastical spaces, the latter period, being the
subject matter of this study is characterized by the intensification of image worship,
primarily in the East, and the @hging Christian attitude towards imadé.he cult of

relics had been a prevailing form of religious practice all along early Christianity, the
cult of i mages, Afét hough clearly prepared ar
never entirely dependent on it and, in the seventh century, emakifsaif almost

c o mp | éinedrajiel to relics associated with miraculous powers, the portraits of

holy figures, especially of Christ and saints, came to manifest their heavenly

BFor Byzantine iconocl aAs nCosrge:niMink & oHByxmend gi enne: d dc.onoc
Brill, 2021; Filraonoepbal Dall PAtguwacs, Religion, Preach
Rome, -88,06B@Qutl edge, 202n0v;e nLteisnl g eB yBzrauniBai kineert ,d Ic oGlo& ¢ | is ena |
Press, 2012; Lesl i e BFrzamdak earm amd t heBbH Coalwddchmst orey a,
Cambridge University Press, 2011.

YErnst Kitzinger, "The Cult ofDulnmbageso ni nBatklse Plagpe rise f
(19541)50,83at 86.

Bl bid.

Norbert Zi mmermann, " Catacomb Painting and the Rise

Il Mhe Routledge Handbook edf Rambliynw &hr iJsetnissenn Aarntd Mar |
Routl edge3,8.2018, 21

2Kitzinger, "The Cult of I mages in the Age before Ilco
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countenances visible and accessible to those on eastlthe veneration for images
depicting holy figures proliferated, eventually culminating in a distinctive form of
sacred portraiture calleeikon,By zant i umés progression fro
Medieval ages witnessed a significant evolution in the production and reception of
Christian sacred portraitd Prior to the Iconoclast responses to the evolving practices

of image worship, the sixth and seventh centuries were characterized by a significant
increase in the display of depictions of holy figures within church interiors, with
Ravenna serving as a provant example. By exploring the evolution of the cult of
relics, the emergence of the cult of images, and the Byzantine engagement with these
objects of veneration altogether, this chapter will provide a comprehensive rereading
of how religious beliefs, jictices, and artistic expressions intersected within
Byzantium.To achieve thisit will first explore the development of saintly cults in
early Christendom. This exploration will lay the foundation for understanding cultural
attitudes towards holy figuremsd their representation. Thereafter, it will move on to

the phenomenon of holy images, delving into their emergence in Early Byzantium and
then proliferation from the sixth century onwards. Lastly, it will scrutinize how
Byzantines might have perceiveddainteracted with the religious imagery adorning

the interiors of their churches. As such, this chapter aims to create the framework

necessary for reconsidering sacred portraits and their viewing in Ravennate churches
2.1. Cults of Saints

As John F. Baldovin observes, when visitors enter a church of the Byzantine Christian
tradition, they immediately sense the integral role of saints in Byzantine devotion, even

2Z2For the evolution of ChrAinsdtrieamn Ppaatteerrséonnt,squae Bgrz:
and Early Christian |l cons:Rdht!| edauene 1202 2Ah.e Thaikn
Il cons i n Time, Persons in Eternity: Orthedox The
Ashgate Publishing Ltd, 2013; GiDubmbratr t @ang rOark,s "Pka
45, (1891)JaesdsllmavgoPebdeiikianThe ByzanPinhnecapohoinayv
Press, 1990Li Hanses8ebhdnBresence: A Hi st otrryanosf. tt
Edmund Jephcott, The Uni Mensyt Waget ilCéincsa god Rrhees s
Saints and their, INawederi meyBy zRmitnaent on Uni ver si
Mar segirthraits and | cons: Bet weenUMIleaDi 6y eratnat iH
Publishing, 2010; Kat herine Mar sengiTkapsi"tPioon r &«
Christianity: Ar#t o fCdrdtder YWinddsqtuaistiya, L3arzdar i dou, N
S Onassis Benefi-B9RPbumd £Wironajc k0L b, G654 d: Byzant
i ts ,I cNeenws Yor k: Oxford University Press, 1985.
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before a liturgical chant begigWandering within the church, they will be impressed

by the presence of icons, frescoes, and mosaics of saints adorning the interior.

Moreover, if they examine the service books used in various Byzantine churches, they

will be struck by the multitude of &st days dedicated to saiftsThe cult of saints

stretching back to the Early Christendom was central to Byzantine religious practice.

Given that the early centuries of Christianity lacks substantial sources, scholars
studying the cultds origins i nevilehce, Roman En
mostly hagiographica® The textual records from the fourth and fifth centuries

illuminate the initial phase of saintly cults in the following manner: Lots of devoted
Christians had di ed whil e resisting persec
conversion to Christianity, artay the fourth century, Christians in both the Western

and Eastern parts of the Roman Empire had begun to venerate these fhasyrs.

mani fested in Pope Leo | 06s words, those f a
persecuti ons wer tehelpthos&iedhnger,tadhve pvaywsiekness)

to expel unclean spirits a%d to cure infirmi

Saintly cults appear to have emerged as a model of honoring martyrs in its

undeveloped statdn this early period, without formal processes of sanctification,

these revered figures were not always refer:
Eastern provinces of the | ate antique Empir

makarios rat her hagios?® In e eailyrcénturdes of Christianity, the

ZJohn F. Baldovin, "SaibtsGigynwbhe -B51.298B)in&@0Tradition
1 bid.

®The studies on the origin and initial function of s
devel opedebyBr own, though modern scholarship emphasi
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%Al an Thacker, "Popes, Patriarchs and Archbishops an
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veneration for martyrs centralized around the location of their demise or their bodily
remains. Within the course of late antiquity, the bodily remains of sanctified figures
evolved into objects of devotion possessed by every Christian center of impantance
the Mediterranean. Simultaneously, the cult surpassed martyrs, and sainthood status
extended to include the holy figures of exceptional Christian Viftliae inclusivity

and expansion of the cult in the p&Xnstantinian milieu require further exploration.

According to Peter Brown, the dynamics of sainthood in Latin Christianity had intense
ideological resonances with the model of Grpaldeig the system oéducation and
training in Classical Greek and Hellenistic cultufts.n Br owndés t hi nki n
antique civilizations related to and spoke with the others eminently linked to the
Civilization of Paideiag a moral instrument seeking encouragement and validation
from the ancient figures to imitate their acts. By examining the mental map of late
antiquity with regard to the socially engraved ideals of Late Classicality, Brown
demonstrates the continuity ¢fettendency to detect what is dignified and exemplary

in individuals rather than entities. The overpowering sense of normative individuality
based on replicating the virtuous ideals of the past in Archaic and later Classical and
Hellenistic periodgontinued in late antiquity in the form of the Imitation of Chist.

In his research of what holy men did within the broader social structure, Brown
proposes that these holy figures filled a gap in local leadership during times o¥crisis.
According to Brown, the Western lands of the Roman Empire were in a state of crisis,
requiring a more stable and defined society. It is within this historical context that
saintly cults rose. They became the primary means through which late antiquitly aime
to achieve the ideal community. Cults established a new order of social life for all
kinds of people. At the one end of the spectrum, for example, some bishops solidified

their authority through divine approval provided by relics.

®Baldovin, "Saints in the Byzantine Tr adcietei on, "
Edward M. Bedthio®d ommaari ng Sainthood in Italy: Hagi
Medi eval, RPaavlegnrnaave Macmill an, 2016.

Brown, "The Saints as -Exemplar in Late Antiquit.y
1 bi d.

2 Brown, "The Ri s e and Function of tlel . Hol y
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Though generally approved by the scholarly w
overview has been challenged and criticized since ¥hBecent scholarship accepts

that Brown uncovered some foundational aspects of saintly cults, but his overview still

hides many unanswered questions. According to Paul A. Hayward, the critical issue

with Brown is his methodology, which treats hagiographie£xhibiting a uniform

religious ethos? In reality, they are more likely to be a propaganda tool tied to the

service of particular 1 deologies. Il n his qu
Averil Cameron underlines that his historical model helps us comprehend the role holy
menhadinlatermat i qui ty; however, it does not provi d:
in the construction of holy mefi.The evidence points out that many saints venerated

in late antiquity have uncertain origins, suggesting a deliberate construction of these

figures by promoting their relics and stories. Though hagiographic records effectively

conveyed the ideals of Chiish life and fulfilled the mission of spreading the cult,

they often incorporated distorted narratives and fictional eleni®fitserefore, how

saintly cults superseded other forms of religious practice requires an examination of

its complex culture of propaganda and patronage.

In his essay that centers on the development of martyr cult in Northern Italy, Alan
Thacker emphasizes the inadequacy of hagiographical evidence to assess the
circumstances and processes shaping the emergence of saintly cults in the Western
patriarchate, igen that the course of events emerged in hagiographic tradition and

mani fested 1 n Pope -fifte centurydappeared aftérsthe icut t he mi o

BFor the studies chalAleanng iTnhga cBkreorwn 8"sP onpoedse,| Psaeter:i ar c h's
and the Origins of the CuSttudife s hien Madr u(ry2r@sl H)ins tNodrryt her
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Rome: Some Repections on the Cult of tHHRevEasitmts and
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New York: Oxford Unilvdér s iRtaynsRrye s¥a,c Mu99 ®,n,125The Pl ace
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gained popularity! Among the martyrological records accounting for the early
Christian martyrs who had died during the imperial persecution, theallsal

Hi eronymian martyrology | isting martyrs?©o
of their demise in a calendrical @dappears to be the most influential evidelice.

Thacker underlines that the inconsistency of the text suggests a manipulation by
compilers to exaggerate the number of martyrs. With these in mirekameines the

driving force behind the development of the auiid veneration for the martyrs in
particular churches and communities as seats of higher episcopacy in Northern lItaly,

namely Rome, Milan, Aquileia, and Ravenna.

His evidence indicates that the cult gained momentum in the late fourth century in the
Western Roman Empire when the church hierarchy was still relatively undeveloped.
New ecclesiastical hierarchies began to take shape in Northern Italy under bishops,
andthe emerging hierarchy was closely associated with the promotion of the martyr
cults. In Rome, a group of martyrs had already been commemorated by tfoaurtid

century. Yet, the real popularization of martyr cults took place during the episcopate

of PopeDamasus | (36@4). Pope Damasus | placed inscriptions on the cult sites
emphasizing the enshr i né&%dhiethé Romangssofonne ct
saints enhanced Romeb6s standing as a Chr
saints who became leading Roman Christian figures were those associated with

i mperi al burials. Therefore, albunadsinfhispeds
agenda suggests that imperial burials might have been utilized to increase the prestige

of the cults?®

Thacker, "Popes, Patriarchs and Archbishops and
ltad iy 9"

%The dating of the original text is problematic.
in France that dates to the | ate sixth or the ear

to have been model eidk &lry mf iafnt he aa d nTtéduar,cyk eyorsa d"uPcot pi ec
Patriarchs and Archbishops and the Origins of the

®sSelebi d57. 56
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Undoubtedly, Pope Damasus | 6s actions were
Milan (37497) played a pivotal role in popularizing saintly cults in the Western

spherée!! His influential role began with the famous discovery of the relics of Milanese

martyrs Gervasius and Protasius and their subsequent relocation beneath the Basilica

Ambr o s i affBudher relid diseoveties and the importation of apostolic relics

from the East foll owed this i nitial di scov
developed the doctrine that the saint was present even in the tiniest particle infused

with his corporeality, Man emerged as a central hub for distributing relics to other

Western sees under Ambroseds guidance. A n
influential role is evident in his orchestration of the discovery and translation of the

relics of Bolognese martyrs Vita and Agricola in Bologna in the year 3&3.

Following the relocation of the relics of Bolognese martyrs in a church to the East of

the city, Ambrose proceeded to Florence, where he consecrated a new basilica. During

this ceremony, he bestowed the church with the secondary relics he had brought from

the discovery in Bologna. Thacker highlight:
the bishopric affairs of Bologna and Florence, demonstrating the authority held by

Milan through the distribution of relids. nde e d, Ambroseds contri bu
theology of sacred relics and the custom of relic possession paved the way for new

hierarchies among Western bishoprics, establishing a framework where the control

and possession of relics denoted superiofitye last quarter of the fourth century

witnessed the detachmenttbe cult of martyrs from its ties to the site of martyrdom

or burial, shifting its focus to the specific location where the relics were enshrined,

““For Bishop Ambroseds role in deveS$Saipntng drme Ghumdhy

Spaces in the Late Antique Medi t,erNeaw eYaonr:k :A rGahnibtreicdt guer
University Press, -M0OBRel 18RI eaqar ,r efAmMbr ddeea'ns foundatii
qguestion oftUrMantwndaRel hgi ous Spaces i,n AsdigatAnti qui t
Publishing, 2001; Thacker, "Popes, Patriarchs and A
Martyrs in Nerlitthern I taly," 57

“2Yasin notes that this early case is particularly sig
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typically monumental churchnds.The i ncl usion of saintsod

I mperial c¢churches commenced as early as
St . Peterds Basilica 1in R o MeSjmilanyr ir c t e d
Constantinople, his son EmperGonstantius Il (3361)t r ansported t he
relics to the church of the Holy Apostles in the late fourth cerffuiry.the decades

following the relic distributions of Ambrose, the trend of relic deposition became
customary in nofimperial churches as well. A pivotal development during this period

was the incorporation of the relics into church altars, a phenomenolanma Yasin

observes across various late antique churches built in both Eastern and Western parts

of the empire'®

In discussing the late antique churches across the Mediterranean, Yasin emphasizes
that the altar was the culmination point of their spatial hierarchy in addition to being

the focal point of liturgical servicé8 The architectural forms of longitudinal basilicas

and centralized churches of this era di:-r
sanctuary, where the altar was before the apse. The sanctuary space was often elevated

to enhance its visibility and to ark its separation from the congregational space.

Wh e n saintséo bodily remains became spalt

%' bid.; Spieser, "Ambrose's foundationsSaitntMs | an
and Church Spaces in the Late Antique 1MAd®Oterr an
For a detailed overview withThr dxcéandedtur méef Se
Cult of Saints in thke 1I1RODOI ar€nhdiont PaesWest2000300

“%“YasiSmjnts and Church Spaces in the Late Antiqu
Commuiabety,

1 bi d.

%]l bi d-20915¥¥asin notes that the practice customiz
empire. In North Africa, for example, the union o
Yasin mentions thadmthNcr tlh tAefrraircya eevviidrnecnecse tfhre sy
site and the relicsdé burial | ocation. Moreover, &
401 concentrates on the false memory df imaretgyrad,e
with bodily remains. See I bid., 153 and AThe Cour

the Destruction of the Memorials of the Martyrs
Stani sl aw hfdaOwilak ,of Saints in Late Antiquity: fr
entire Christi anDec evolyé rd 2, 2021) , Evidenc
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development physically altered the altar forms and elevated its status. As Yasin
highlighted, altars across the Mediterranean evolved throughout the sixth and seventh
centuries to include reliquaries containing relics within their bases or tathethe

light of material and textual evidence, Yasin confirms that:

by the end of the late antique period a strong reciprocal relationship existed

bet ween saintsod r el i-thesreliesrwdre rietessanatb t ar s a b c
legitimate the altar, while in turn the altar ensured the ritual and visual

centrality of the relis encased in or buried below/it.

At the | ast ecumenical council held in Nicae
was codified, entailing the presence of relics for the consecration of the Ehliheh.

demand for relics primarily came from churches and clergy members since possessing

relics conferred a sense of divine assistance and authority that was beneficial for those

seeking to reinforce their leadership or spiritual influetidene privileged position of

those who controlled relics is evident in AT
of Milanese martyrsfiThis is the gift of God, and yet the favour which the Lord Jesus

has conferred in the time of my episcopate | cannot deny, and since | myself am not

counted worthy to be a martyr, | have gained these martyrs far§oipon obtaining

a relic, a church or bishop used it akin to hagiography, employingpitotmote the

church and emphasize the s®°@Thabelebintbeapaci ty t
miraculous powers, such as healing or blessing associated with relics, drew the

worshippers to churches housing revered relics.

Therefore, two significant patterns emerge from the development of saintly cults over

the course of late antiquity. Firselics became fundamental to the architectural and

01 bid.
1 bi d-55154
21 bi d.
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institutional framework of the church. Secornbe association with martyrial and
apostolic cults played a determining rol ¢
broader Christian worldotivated by the power and prestige the cult provided, popes,
patriarchs, and bishops actively sought to discover local saints with apostolic origins.
A prime example of this phenomenon can be observed in Late Antique Ravenna, a city
that transformed froran imperial residence into a center of episcopal patronagedu

late antiquity>® Central to this process were Ravennate bishops, who claimed apostolic
origins to attain a higher status within other episcopal sees. The claim found its
expression in the sixth century when local saints Apollinaris and Vitalis were
rediscovered. It was aanifold process, including the construction of churches
dedicated to these saints, the composition of their passion narratives, and the

deposition of their relics.

As Yasin emphasized, with the incorporat
space, ithe saints became foundation poi
memory of Chr i s’tChuaches n differant aréas vared in the saints
celebrated in their calendars, each honoring their own local saints. The inclusion of

|l ocal saintsd feasts in the | ar gdenmtityl i tur g
within the community’® The privileges associated with saintly cults motivated bishops

to ensure the presence and multiple representations of saints within late antique
churches.The communication between the Christian community and their saints
frequently occurred through saintsodé name:
rather than direct interaction with their physical remains. Relics, typically positioned
around the altar, often remained inaccessibledges portraying saints became the

primary means the worshipper accessed and engaged with these revered figures. With
these in mindye can expand our discussion to the visual imagery representing the

saint.

%Salvatore Cosentino, "Ravenna from imperial res
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Within the course of Byzantium, wgpaintings on wooden panels emerged as a
distinguished form of portraiture expressing devotion to sdodss, as we call them
today, were believed to capture the essence of their prototype, and ashsych,
facilitated access to the divine. Frontal depiction of saints in icons, with their large,
penetrating eyes gazing from the panel, addressed the viewer and reinforced their
intercessory rolé? Semiotically speaking, in an icon, there existed a distinction
between the signifier (the medium of representation) and the signified (the
prototype)®® The holiness of an icon was due to the person portrayed. If the prototype
was not considered holy, the image was perceived as an idol rather than &n icon.
Saints were believed to be acted through their icons, yet they remained unharmed when
the icon was attackeédIn his essay exploring the ambiguous status of imperial images

in the context of icon theory, Anthony Eastmond underscores the inviolability of icons
and instances where they seemingly couatircked, as documented in numerous

t exts r ec oves@These misaalé stoties féequknitly narrate scenarios where
those who attacked the icons suffered adverse consequences. For instancatan the

of St George, it is recounted that an icon of the saint returned a missile thrown at it by
a Saracen, ultimately piercing the hearth of Sar&t&@onversely, in an idol, the
signifier and the signified were identical; hence, an attack on an idol directly impacted
its prototypeP® Eastmond emphasizes that the way icons and idols behaved when they
were attacked sheds light on a crucial aspect of the icon theory in Byzantium: the

intrinsic link between the image and its prototype.
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In his titular work compiling the written records on Byzantine art, Cyril Mango
underlines that in Greekhe wordeikonencompassed any form of portraiture, and it

is often used indiscriminately by Byzantines in written accotfitéango points out
that the Eastern Churchodéds use of icons a
origins but rather from the Russian tetkona which explicitly denotes a portable
religious image. He stresses the futility of debating whether specific images, such as
those of Bishop Meletius (36881), were icons or portraits, as noted by St John
Chrysostom when mentioning their placement in moue households. Therefore, he
states that for the period from Constantine to Justifi@hat we can observe is that

the practice of displaying portraits of popular saints and bishops as well as of Biblical
personages was slowly gaining ground, dhdt some degree of sacredness was

attached to these portrai.

Consequently,contemporary scholars hesitate to establish a concrete distinction
between the conceptualization of icons and portraits in late antid(sttherine
Marsengill emphasizes that in late antiquity and medieval periods, there existed a
spectrum of images that received veneration, and icons can be situated within this
broader tradition of portraituf®. The earliest surviving Byzantine panel paintings,
dating back to the sixth and seventh centuries, were discovered in the Monastery of St
Catherine at Mount Sinai. (Figure 1,2,8) his examination of the Sinai icon
collection, Andrew Paterson discusses how the sixth century saw the development of
the Byzantine icon as a specific type of image in terms of technique, style,
iconography, and functioff. Kitzinger observes that the sixth century saw the
expansion of literary statements concerning images of saints and miracles connected
with them?° In these miracle stories often found in the hagiographic genre, images

tend to act as the prototype itself expected to act. Some of which enact teachings, bleed
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when attacked or defend themselves. The core reason behind the vogue of attributing

such magical power to holy images is that they were believed to capture the essence

of their prototype. This belief is explicit in the famous story of the icon of Christ

playing an essential part in the defense of Edessa during the Persian attack in 554. This

i ncident exemplifiesin@bwistni Xipalpagklkyspwe
i mage and ful fil | &ThddglsChpstiaosrheldsaehigh régarafarg h i t . 0
viewing images of holy figures during the fourth and fifth centuries, a significant shift

occurred in the perception of portable wooden panel portraits in the sixth century.

These portraits evolved from being pofwiintercessors for worshippers to serving

as miracleworkers.

Throughout the Medieval AgeByzantine theologians elaborated upon the web of
relations constituting the power of an image to which veneration is aihe
centrality of miraculous iconsand the saints they represented within Byzantine
religious practicecoupled with their widespread proliferatided to concerns about
whether venerating icons were idolatrolise Iconoclastic controversy in Byzantium
during the years of 7287 and 81543 revolved around the appropriate use of icons
and profoundly i mpacted how icons were opera
centuries? The conflict was strongly tied to how far the veneration for holy figures
could extend without being idolatrous and the criteria defining a figure as a saint.
Eastmond underscores that the Iconophile theologians defended icon veneration by
emphasizing theelationship between the image and its prototype, clarifying that the
veneration was directed towards the prototype rather than the material objeét itself.
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Karen Boston notes that ambiguity characterized thécpreoclastic images of saints,
whereas for the Iconoclasts, an icon was not a sign in its own right and could not
operate without being identifiablé. Therefore, identifiable formal characteristics
became a notable feature of the pioshoclastic operation of icons. The controversy

was the culmination point of increasing veneration for holy figures and the widespread
display of their portraits from th®urth century onwards. In the eyes of the faithful,

holy figures such as saints, apostles, prophets, and Christ acted as intermediaries,
facilitating communication with the divine through channeling prayers. Their presence
enhanced the sacred charactethe church space, offering worshippers a means of
spiritual connection through their bodily remains or visual representations. The
following discussion on the development of Christian sacred portraiture will reveal
how the propaganda and patronagesurrdu ng sai ntly cults was

inclination to find dignified and exemplary individuals.
2.2. Sacred Portraiture

I n the historical process of Roman Empir
Byzanti um, Christian portraitsd represen
Initially, during early Christendom, these portraits possessed symbolic qualities and
lacked detailed physiognomic features. The third and fecetitury catacomb

paintings in Rome are the earliest surviving manifestations of Western Christian
iconography’® (Figure 4) For the creators and viewers of the catacomb paintings,
which constituted a relatively limited repository, the primary visual criteria appear to

be the salvific stories from biblical narratives meaningful in the funerary cdhtext.

These images were concentrated on being readable and often reduced to a single
emblematic moment. Norbert Zimmermann observes that the biblical scenes depicted

in these early catacomb paintings show both innovative iconographies that eventually
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became standard for certain biblical depictions and also reveal less successful images
that underwent later modifications or were altogether discarded from the artistic
repertoire’® Because these initial representations possess a static nature, which
emphasizes the symbolic features of Christianity, they have been classified as
symbolic by art historian§. As mentioned by Zimmermann, these early images were
not intended to depict the exact likenesses of the represented figures but rather to
transmit salvific messag&$In most of these portraits, the depicted individuals gaze
directly out of the image. This direct engagement serves as their primary function,
often facilitating direct communication with the viewer during moments of
commemorative rituals. By the earlythifcentury, catacombs ceased to serve as burial
grounds. The soalled last catacomb painting is found in the ceiling otcttacombs

of Sts Peter and Marcellinus. (Figure 5) Zimmermann underlines that this painting
exhibits all the characteristic features of sig#ntury images, suggestinglikely
originated from a church ap&Over the course of the sixth century, Christian
portraits gradually evolved into highly stylized representations like the-sexttury

icon of Christ at Mount Sin&?. This transformation requires an inquiry into the factors
that have shapethe promotion of sacred portraiture as a legitimate medium for

Christian worship.

The centuries foll owing Emperor Constantinebo
East and his recognition of Christianity as the legal religion withessed a momentous

expansion of Christian thought and practice. After his victory over Emperor of the

West Maxentius in 312 and Emperor of the East Licinius in 324, Constantine became
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the sole ruler of the Empire. To solidify the Empire against Persian invasions, he
envisioned a new capital in the East. On May 330, Constantinople was inaugurated

with ceremonies and citywide festivals. New Rome in the East expanded at the
expense of oldcRome, and this historical process marked the beginning of the Eastern
Roman Empireds tr an s%Ibigessantial to underlimetthatthBy z a n-
name Byzantium was coined in the sixteenth century by humanist scholars who tried

to distinguish the collective identity of the Gregbeaking Eastern Roman Empire

from its predecess8fii Ro man o was tdhees cprriipmiairvye steelrfm f o
i nhabitants. I n fact, in Greek sources, I
the citizens of Constantinopte.Pr i or to Emperor Constant
authority, a network of churches defined by martyrs, saints, and relics had already been
developed throughout the Roman world. Under his authority, the church came to be
supported by the emperor, who less thaleeade ago was the public enemy. In his

new capital, Constantine envisioned the churches of Holy Apostles and St. Irene and
dedicated two churches to the cults of local martyrs Mokios and Ak3kitis.son,

Constantius I, completed The Church of Holy Apostles and transported the supposed
relics of Saints Timothy, Luke, and Andrew to the site. The subsequent rulers followed

up the trend of relic deposition, and Constantinople came to house ansivpres
collection of relics. On the other hand, Constantine himself came to be referred to as a
saint in the following centuries, and his cult was developed into a model of Christian

rule8’

According to Judith Herrin, Constantineo:

Christian theology was his decision to gather all the bishops of the Christian world at
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Nicaea in 32%8 The council held in Nicaea, which became to be known as the First

Ecumenical Council by the late fourth century, undertook contemporary theological

problems. Among other tasks, the council leaned over the nature of Christ and decided

that the Son sharesd exact divine nature with God the Father. Therefore, the council
condemned Ariusod theology, claiming the Son
not be of the same substance. At the end of the council, a dogmatic definition of

Christian belief was issdeand distributed to all parts of the Empire. Subsequent

councils called by emperors, among them eight were identified as universal while the

last one held in 879/80 was not recognized in the West. All of them were held in the

East, the discussions werddhm Greek and the Bishop of Rome was the only Western

representativé® The Second Ecumenical Council held in Constantinople in 381 was
summoned by Emperor Theodosi us I, wh o per s
Jerusal embébs el evation to the same patriarcha
In the Fourth Council at Chalced in 451, called by Emperor Marcian and his wife

Pul cheria, the disputation on Constantinopl e
decided it had the same status as that of Rome. These five cities formed the pentarchy

of the most authoritative sees @hristianity. However, the church of Rome never

officially accepted this arrangement, consistently maintaining its belief in its own

primacy over the other church®s.

Whi | e Co nisctoannvteirnseibosn 6 t o Christianity initia
of Christians from different social classes, including the imperial court, the mass of

new converts needed to be instructed in Christian doctrine. As such, the trend toward

decorating churchesith canonical stories drawn from the Old and New Testaments

arose? In his letter about church decoration written to Prefect Olympiodorus, St. Nilus

of Sinai noted that it is mindful to:
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[é] fill the holy church on both side:
Testaments, executed by an excellent painter, so that the illiterate who are
unable to read the Holy Scriptures, may, by gazing at the pictures, become
mindful of the manly deedsf those who have genuinely served the true God,

and may be roused to emulate ® hose gl

Upon seeing paintings of The Sacrifice of Isaac, though it is not clear where these
paintings were set up, St. Gregory of Ny
it without shedding tears, so ¢&Eastemnl|ly di
Church FathersThe Cappadocians, St. John Chrysostom, and St. Cyril of Alexandria
approved religiousmagery they found to be didacti®. In the same period, the
portraits of Biblical personages, bishops, and popular saints were slowly gaining
ground to serve as intermediaries between the Divine and the faitifuine with

the developing practice, Christian portraiture became the subject of literary statements

in the early fourth century. Still, it was not before the second half of the fourth century

that it was mentioned in positive terms by the autfia. his letter to Empress
Constantia, sister of Constantine, Eusebius stresses the improperness of portraying
Christ since his divine essence, though he was in earthly form, was unattainable:

[ é Butif you mean to ask of me the image, not of His form transformed into
that of God, but that of the mortal flesh before its transformation, can it be that
you have forgotten that passage in which God lays down the law that no
likeness should be made athof what is in heaven or what is in the earth
beneath? é Y’

2SSt . Nil ulsetotfe r®iftreecit, OI|Mampgiob,d o Aus, of the Byzantir
1453: Sources &®8d Document s

®St. Gregobg déei NgseaFil iil betd.Spi3rdi.tus Sanct.i

%l bi3d. ,

1 bid.

%Ki tzingerof "lTnhaeg eGulith t he Age before | conocl asm,

“Euselbieugser to Camygtearitrita of t h

e ByYhs&EBnt iSomeurEmpi ra

Documenlt7s. Eusebius proceeds by ci
t
f

iting an instanc:
of philosopher s, beliving them 0O be the portrai
schol ars suggest this section o the |l etter migh
that Roman elites regardedckesiPdnmitfoi, c &rytt hmhgiolrasq p e
guides and their portaits were in circulation. T
rather than accurate |ikenesses of the anncgisent pt
and Early ChrTihset iRaonu tll ceadngse, "Halnnd b 0,0 ke do.f Reoabrilny M.h rJi

25



The first remarkable dealing with the subject matter appears in the writings of
Epiphanius of Salamis in Cypru810/26403), who opposed Christian religious
imagery. His passages were later used as a defense-imhagéry by Iconoclasts, and

the authenticity of certain passages, whether they were attributed to him in the eighth
century or not, is much disput&His letter to Emperor Theodosius, written in the

late fourth century, stresses the gap between image and reality created by the

imagination of artists:

Which of the ancient Fathers ever painted an image of Christ and deposited it

in a church or in a private house? [ é]
representing the appearance of saints in different forms according to their

whim, sometimes delineatinthe same persons as old men, sometimes as
youths, [and so] intruding i®to things wh

Thereafter, he continues advising on removing these images, whitewashing them if
they are on the walls, and removing the ones represented in mosaics if p8%sible.
Marsengill observed, these texts reveal the prevailing concerns regarding the treatment
of Christian portraits®! It was not the question of who was venerated in these images
but rather the way the Christian community treated them, a practice that could be
construed as pagan. In stark contrast, the veneration of imperial portraits remained

unquestioned and unchallesdyfollowing the Christianization of the empiftgven
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though opposition and reaction towardbgious portraitur@vere present in the fourth

and fifth centuries, this period saw the beginning of what was to bett@masual

regime of Early Medieval ByzantiurBy the end of the fourth centute Greek word
eikonbecame closely associated with encaustic portraits of Christ, the Virgin Mary,
saints, local martyrs, and bishd8$.When Emperor Leo | (45774) and his wife

Verina brought the girdle and veil of the Virgin Mary to Constantinople and housed

them in chapels built in the church devoted to her at Blachernai, they also
commi ssioned Virgin Maryo6s dameoicoss wer@ ad ot

processed through the city on her feast d&y/s.

The textual and material evidence points out the use of Christian portraits in the
decorative schemes of church spaces as early as the fourth and fifth centuries. Though
evidence regarding church decorations prior to the sixth century is limited and
scatteed, we see a significant increase in the use of wall decorations displaying holy
figures and Biblical narratives in the church interiors from the sixth century onwards.
Contemporary scholars have often associated the rise of wall decorations within
churchinteriors to the necessity of creating an interior setting appropriate for the
Christian liturgical rituals® Mosaic was by far the most popular artistic medium
chosen to decorate monumental churches and imperial cR&Efss preference can

be attributed to the unique material qualities offered by glass andjzalsl tesserae,

which rendered mosaics exceptionally appealing and symbolic in the Byzantine
context. The sensory impact of the mosaics, coupled with their sufgdier, evoked

a vision of the heavenly realm for the viewer. In particular, images in gold exhibited a
remar kabl e responsiveness to ambient | i gt

degree of reflectivity. According to Rico Franses, golden backgt and images in
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gold enacted the visual theology of light.The evidence indicates that the apse over
the main altar was privileged as the primary zone for religious imagery as early as the
fifth century%’ On the other hand, the walls of the nave and sanctuary became perfect
zones for depictions of Biblical figures and picture stories drawn from the Old and

New Testament¥?

An early example is found in the apse mosaic of the church of S. Pudenziana in Rome,

dating back to the early fifth century, which portrays Christ in instructing the Twelve

Apostles. (Figure 6) A similar Christocentric composition appears in one of thedsau

ceilings within the | ate fourth or early fif
(Figure 7) This time, Christ is positioned at the center, surrounded by a semicircular
arrangement of the Twelve Apostles. While Christ often occupied a ceosiibp in

apse compositions within a hierarchical arr
towards him, it is noteworthy that images of other holy figures gained popdfrity.

Notably, from the sixth century onwards, images of saints occupied prominent

positions within the decorative schem¥sFor instance, in the sixth century apse

mosaic of the church of Sant édApollinare CIl as
the center below a symbolic representation of the Transfiguration. (Figure 8) In the
seventhcentury apse mosaic of the churcttoA nt 6 Agnese fuori l e mur a
Agnes appears in the center, flanked by two papal donors. (Figure 9) In several sixth

century apse conch compositions that have survived, such as SS. Cosmas and Damian

in Rome, San Vitale in Ravenna, Eufrasian Basilt Porec, and Monastery of St

Catherine at Mount Sinai, a central figuraost often Christ, sometimes accompanied

by his mother flanked by other figures. (Figures 10,11,12,13) The surrounding

figures, including angels, saints, ecclesiastical donocophets, and apostles, all direct
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their gestures and movements toward the central figure. This arrangement recurs
frequently in the apse mosaics, particularly in Rome, spanning from the early sixth to
the ninth century. In discussing this series of apse mosaics, Erik Thuno emphasizes
their ultimate impact: compressing the linear time into a continuous and timeless

present momentt?!

It is again in the first half of the sixth century that we encounter the earliest surviving
account dedicated to the justification of religious imagery decorating the sar¢tuary.
The text, in the form of a letter written by Bishop Hypatius of Ephesos to his suffragan
bishop Julian of Atramytion, approves representations of holy figures in sanctuaries
simply because such imagery guides the laity to the faith by means of'3@jtthe

end of the sixth century, an apostolic origin seems to be attributed to decorating
churches with Biblical stories. According to thassion narrativef St. Pancratius
compiled in the second half of the sixth century, upon sending the saint to the West to
spread the Gospel, St. Peter advised him to build churches and to decorate them as

follows:

[ é] First, put the Annunciation, then
by the Forerunner, the Disciples, the Healings, the Betrayal, the Crucifixion,

the Burial, the Resurrection out of Hades, and the Ascension. Portray all of
these in the church gbat the crowds of visitors may see the subject of the
portraits and, being reminded of the 1
so assume a mort ardent faith. [ é]

These passages are more important as an idea than as a fact. Regardless of whether
they are actual or legendary, they provide us with the attitude towards setting up
religious imagery in church space in the sixth century. The conclusion witéhe

quite intriguing, too. In this part, the author of thita, who calls himself Evagrius,

adopts a firsperson perspective. Evagrius recounts the construction of a church at the
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site of Pancratiusd burial and his decoratio
also says that he depicted the likeness of his master Pancratius in an image, and when

he gazed upon this portrayal, hadeshsnsed Panc
company*® Evagri us®6 account is partiporwmaitsar |y i mpo,|
functioned in Early Medieval Byzantiunihey served as a channel for the viewer to

establish a connection with those who had reached the highest level of spirituality.

Upon seeing theortraits of those worthy of veneratioiine viewer proceeded from

the imageds visual form to ittmodee®per meani

understand the intricate relationship between image and wptlhipiewing habits

of the culture should be explored further.

2.3. Modes of Visual Reception
2.3.1. Ritual-centeredviewing

The GraeceRomantradition of portraiture has often been recognized as influential in

shaping Christian portraits and, subsequently, in the evolution of the Byzantin&icon.

Notably, the veneration of imperial portraits was a product of pagan antiquity, which

did notlose groundwitEhr i sti anityés introThecuton to Rom
status of i mperi al I magery in Byzantium str ¢
32979) assertion, which became an apologia for icon veneration in Medieval
Byzanti um: honoring the emperorés i mage i s,

himself!'® Modern scholarship acknowledges that in Late Antiquity and Byzantium,

51 pbi d.
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imperial images possessed characteristics commonly associated with*?fcons.

However, the iconbds power is derived frol
of the imperi al i magebs derived from th
t heol ogi cal |l evel, to venerate the i mage

posiion on Earth, not the man who enacted this posifiblicons conveyed the
presence of holy figures, while imperial images conveyed the presence of the state. On
the practical l evel, however, whet her [
personal body to which veneration was paid seems to be rather tiacacaording to

the need$?? Consequently, imperial portraits in Byzantium are characterized as a
particular kind of icon with an ambiguous stattss.

Furthermore, Jas Elsner points out a particular mode of viewing inherited from pagan
antiquity, which continued to permeate the culture of Christian sacred iffAgéss
concept, called rituatentered viewing by Elsner, provides valuable insights into the
role of art within the religious sphere from antiquity to the Medieval ages. In-ritual
centered viewing, one encounters a sacred space where the decorationdiveats a
resonance with the religious activities taking place. Within this ritualized context, the
ground for a direct connection between the Deity and the viewer is established by
visual elements. Through the reciprocal gaze of visuality, the viewer otsties or

her God who intrudes directly into the vi

As Yasin observed, early church buildings across the Mediterranean were dynamic
spaces charged withc commodat i ng the communityds coc

divine 12°In their service as spaces of communal worship, liturgical performances held

205emdaria Cristina Carile, "I mperial lcons in Late
Emperor between Reprlels@mt20©O@8n: ans Presence, "
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a specific role. Based on textual and architectural evidence from fifth to sixth century
Constantinople, scholars have identified the characteristics of early Byzantine
liturgy.*2® The liturgical performance involved amchestratednovement of clergy

and participants to different ecclesiastical spaces within the church. The evidence from
Constantinopolitan liturgy indicates the beginning of the liturgy with a ceremonial
procession of clergy and congregation into the church. Thé Enmsance placed
particular importance on the atrium and narthex, followed by the procession through
the nave. The clergy then would gather in the sanctuary space where benches were
situated against the apse. The subsequent phases of the ritual focusedeon c | er gy 6 s
activities at and around the altar and their movement between the sanctuary and the
congregational space. Unlike later Byzantine churches, where the altar was spatially
and visually hidden behind a high screen, early churches allowed thegatign to

see the altar beyond the chancel barriers. The liturgical ritual likely concluded with the

clergyd ceremonial exit from the sanctuary t

The architectural forms, decorations, and furnishings of early Byzantine churches

created the ritual setting necessary for the liturgical performances that took place in

t hem. When considering the operation of rel
essentl to evaluate them in the context of the dynamic setting of the ritual. The

sanctuary around the altar has been the most sacred and privileged space, accessible

only to the clergy members. Consequently, the sanctuaries featured the richest

decorations ah spiritually significant iconography in Early Christian churches. In
essence, the architectur al |l ayout and | iturg
spati al separateness from the | ay member s, [
interactiorwith the sanctuary. In some cases, this spatial divide resulted in constrained

visual access for the lay members to the iconographic compositions located on the side

walls of the sanctuary. As a result, the manner in which the clergy and the laity engaged

with and perceived these images differed significantly. Therefore, it is not possible to

assess the question of viewing access to church decorations without considering ritual

based positioning within the church.

126 i d.
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2.3.2 Exegetic viewing

According to Elsner, rituatentered visual experience had its roots in antiquity but
underwent a transformation by Christian doctrine over the course of Byzantium. A
significant distinction between the artistic traditions of pagan antiquity and Christian

art lies in the former ds abdndtndemctiondf a c al
biblical events, portrayal of spiritual leaders, and integration of these elements into
typological programs, Christian art worked towards decoding the scripture. By the

sixth century, Byzantium had transformed into an exegetic cudtoepied with the
exegesis of a singular event, the I ncarn
and Passiof®In this culture, viewers and patrons expected art to overcome texts and

bridge the gap between worship and imagination.

In discussing the sixtbentury mosaics decorating the apse of St Catherine Monastery

at Mount Sinai, Elsner demonstrates how images have capabilities beyond what texts
can achieve regarding exege¥’sWhen viewed from the correct position in the
church, the layout of the apse mosaic at Sinai can visually enact a vast body of texts
in a single glance. (Figure 14) Upon entering the church at Sinai, the gaze of a
contemporary the sixth century viewerfollows the line of the nave leading to the

apse conch and the wall above. The Transfiguration of Christ is represented on the
apse conch, where the glowing Christ directly gazes toward the congregation and
confronts the viewer. In the composition, Chrssanding in the middle, is surrounded

by those who witnessed his transfiguration on Mount Tabor, namely Elijah, Moses,
John, James, and Peter. Medallion busts of apostles and prophets frame the apse conch.
On and above the triumphal arch are further gweational panels with Biblical
narratives. While the sanctuary is the f

the apse mosaic is the focal point of visual attraction. The purpose of the sanctuary

27Jas El sner, fA0The Truth within These Empty Figu
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and its decoration is to visually and ritually prepare the viewer for an encounter with

God. The images of Sinai Church are strongly viegercted in providing the visual

exegesi s necessary f or -likehfe The viaveretiiediss | mi t at i c
Ssubjected to an exegetic viewing Aitself was

to form and formulate a Christian identity i

Wa l | mosaics were often paired with inscript
the images3! A great number of apse mosaic inscriptions, particularly in Rome,
remain in situ. (Figure 9) These inscriptions serve two primary functions: either written
in verse to praise dedications, donations, foundations, and similar aspects, or they
accompany pordits to enhance their identifiabilit§> According to Sean
Leatherbury, in no other place than baptisteries, it is most apparent how mosaic images
and texts worked together to resonate with the ritual activities taking Ffage.
notable example can be found in the Orthodox Baptistery at Ravenna, where the lower
zones of the walls are adorned with inscriptions that detail certain parts of the
baptismal ritual3* (Figure 15) Concurrently, the image at the dome's apex portrays
Christ's baptism. The combination of visual and textual elements provides visual
exegesis essential for the experience of the baptismal ritual. Similarly, in the ritualistic
setting of churcés,

by means of visual and textual strategies embedded imtsaics, and by
participation in the liturgy of the Eucharist, the worshipping viewer is guided
toward a particular reception of the imagery that centers on the conflation of time
in the body of Christ3®
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2.3.3 Mental image: ekphrasis

The conceptual frameworks of ritue¢éntered and exegetic viewing help us to enter

the mindbés eye of the byzantine spectat
studying the viewing practices of Byzantine culture are primary sources from
Byzantine literture that describe the works of art and their viewing. Numerous
scholars have explored Byzantine texts expressing visual concerns to better understand
how Byzantines responded to their ‘ftOne particularly intriguing genre in this

regard is ekphrasis, which involves a vivid and detailed description of an artwork
produced as a rhetorical or literary practice in a way that evokes a mental image for

the listener. Ekphrasis has been consider&ditful but somewhat elusive source for

revealing aesthetic attitudes toward artwdi¥s.

In many studies from the nineteenth and twentieth centuries, ekphrases were relied
upon as a source of information for lost monuments and artworks when physical
evidence was lackintf® However, this approach comes with its methodological
challenges. Questions arise about the relationship between text and image, the nature
and purpose of ekphrasis, and the extent to which a literary description can capture
how an artwork operates withits spatial context. As Liz James and Ruth Webb
demonstrated, ekphrases often describe the sensation viewers must have felt upon

seeing the artworks rather than accurately representing what they reafiy/Tarese

descriptions were built wupon the ment al
1% ThunTohhe Apse Mosaic in Early Medieval R® me : )
¥For instance, Elsner analyzes the SinBlismers,aics
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had to recollect likenesses from his/her own memory to visualize the evocations; this
process required the integration of sight, memory, and recoll¢tion.

234 AhReading inod the i mages

Contemporary scholars have recognized the practice of ekphrasis itself as an insight
into thecultural attitudes regarding the viewership in Byzantium. The modes of ritual
centered and exegetic viewing, along with the cultural implications of ekphrasis, offer
insights into the factors that would have conditioned the way Byzantine spectators
looked at and interacted with religious imagery. The collective taste of the culture
worked towards prioritizing the sight. The sight triggered the imaginative faculty of
the faithful, who then transcended the i mag
meaning.The artists of the period were tasked with creating sacred images that
transcended time and were more connected to the divine than huMaiihese
images were meant to mirror their heavenly prototypes and serve as conduits for divine
forces. However, artists were also responsible for integrating these images into
complex typological programs for decorating sacred spdeesnany cases, in the
choice of subject matter and its visualization, artists followed the instructions given by
patronst*? Artists faced a dual responsibility. They had to meet the expectations of
both their exegetic culture and their patrons.

With theseconsiderations in mind, we can stretch out the framework of artistic
production to encompass the patterns of propaganda and patronage evident in the
mosaics of Ravenna. Once the Western capital of the Roman Empire, then under the
rule of Ostrogothic King feoderic, whose visions of the kingdom were significantly
influenced by his hostage years at the imperial palace of Constantinople, and finally
serving as the seat of the Byzantine exarch, late antique Ravenna remained intimately
connected to #imperial politics of Eastern and Western emperors. In this historical

context, Ravenna evolved into an important center of episcopal patronage in Northern

“jJjames, "Art and Lies: Text, imag®k2.and imagination ir
YKitzinger, "The Cult of I mages in the Age before | cc
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Italy. Therefore, two significant patterns emerge in the artistic production of Ravenna:

imperial propaganda and bishopric patronage.
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CHAPTER 3

THE FIFTH CENTURY RAVENNA: IMPERIAL AGENTS

3.1  Historiographical Sources

Today, Ravenna is situateabproximately 9 km inland from the Adriatic Sea.
However, during the late antiquity, the city was located along the Adriatic coast,
consisting of pieces of land surrounded by wit&(Figure 16)As the capital of the

Western Roman Empire between AD 402 to 476, the Ostrogothic Kingdom from AD

476 until Emperor Justiniands conquest i
point to AD 751, late antique Ravenna has been the subject of ceasaigss. $n

particular, this chapter draws upon three notable recent Edglighiage publications

to elucidate Ravennaods hiBdariah | Deloisy an
Ravenna in Late Antiquity 2 0 1 0) stands as a comprehen:c
history and monuments, delving intbe sociohistorical, architectural, and artistic

scenes of Roman, Ostrogothic, and Byzantine Ravexinaore recent treatment by

Judith Herrin,Ravenna: Capital of Empire, Crucible of Eurof#020), examines
Ravennads pivot al role in developing mec
achievements of influential figures, including Empress Galla Placidia, Gothic King
Theoderic and Bishop Maxi mi anThe Beehanwhi |
Christian Monuments of Ravenna: Transformations and Merf&y¥1) provigs a

detailed overview of the original forms Bfavennaés religious mon
evolution over fifteen centuries of use.Presently, the Christian basilicas of the fifth and

sixth centuries Ravenna appear remarkably preserved in their ancient state,
characterized by bare brick structures and meodacorationsGiven the scarcity of

written sources pertaining to the construction period of these churches, our

“Wpel i yRamwesna in ,Lhife Antiquity
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understanding of theirantique and medieval past is largely reliant on later

historiographical accounts and the monuments themskfves.

However unchanged these monuments seemitobRavennadés monument al (
have undergone significant transformations over fifteen centuries due to various

factors such as demolition, restoration, and transfer of ownéfShihile

Sart Apollinare Classe has largely preserved its original architectural layout, albeit in

a state of disrepair due to centuries of neglect, both San Vitale ah&Sadlinare

Nuovo have experienced alterations to their architectural layouts through subsequent
interventions in the Medieval Ages. Their current states are primarily the result of

extensive restorations conducted at the end of tHeam€l the beginning of the 20
centuries, aimed at returni ndg®Wihretsee buil di n.
course of the restorations conducted by Corrado Ricci, almost all additions in San

Vitale were removed, while in San Apollinare Nuovo, the later additions partly
survive. Dr awi ng wupon Jan Assmannds concept of (
underscores that the contempor arissythei mage of
product of a centurielengfic ul t ur al process of &whstructi on
lived and imagined memories.n ot her words, Ravennads religi
built upon the images of the past that were kept and cultivated over fifteen centuries

of continuous use and transformatfdf. In examiningwhich memories become

evident inthat heritageVerhoeven delves into the works of local historiographers who

have revealehow t he past was fAremembered, appropr
Y“WVerhoeven |ists the surviving Smonn ume mtlse,( eSmatni rAeploy ldr
Nuovo, San Apollinare Classe, San Giovanni Evangel i st
in Africisco, Sant 6Agata Maggiore, Santa Maria Maggi

Mausol eum of Galdum PdfacT e @ad e rMacu,s odnd MArad rite gi scopal
Ver hoEBwenkEarly Christian Monuments dqfBrRgwdrmrsna:20Trlgnsf
13 4.
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w h o if° Tlis approach brings tHestorian's subjectivity in constructing historical
narratives to the fore and calls for explorthg motivations that drive these authors

to produce knowl e d gTHreeawmrsustand Rt aseparticaladlys p a s
important in the study of late antique Ravenna, given their pivotal role in shaping
modern studiestiber Pontificalis Ecclesiae Ravennafisinth century)oy Andreas
Agnellus,Historiarum Ravennaturfl589) by Girolamo Rossi andge sagre memorie

di Ravenna anticj1664) by Girolamo Fabri.

3.1.2 The Liber Pontificalis Ecclesiae Ravennatis

The earliest historiographical source on Ravenna comes in the form of episcopal
history from the nintkcentury Liber Pontificalis Ecclesiae Ravennatis (LPR)so

known as th&ook of Pontiffs of the Church of RaverfaTrhis manuscript, authored

in the 830s40s by Andreas Agnellus, a priest of the church of Ravenna, compiles the

l i ves of Ravennads bishops, spanning fror
forty-ei ght h bi shop, G e dPRpmvides valualgenimsighksuneo 6 st i
Ra v e n n a-6esturynpoliicalrand ecclesiastical atmosphere while evincing the
city@élsossitonngonuments and historical per son
and descriptive language draw inspiration from tloeleh of theLiber Pontificalisof

Rome, albeit with different characteristi®3.Unlike its Roman counterpart,PR
incorporates genres of hagiography and sermons in addition to serial biographies.
Notably, another significant difference between Roir@andLPRis that the former

was continually updated by various authors and included documentation concerning

the foundation of churches, their assets, and donafidhscontrast. PR presents a

]l bid., 18. In her research regarding the origir
pl ans published in Early Christian specialist F
Ravenna. Hauptstadt desl-D®®®&t anti ken Abendl andes

*  Tlhieb er Pontifical wsl EcbleslichiR i Baednmaati s

Agnel lus bifbRavPanaificalitsg aficsc| enditehe aha vi ennt r aotdiu:
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University of America Press, 2004.
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chronicle of past events written by a single auth®g n e | inatiwatios for

compiling Ravennaods episcopal hi story and t}
extensively queried by scholars. This nhetintury manuscript emerged when

Ravenna was experiencing political decline and enduring a rivalry between its

achbi shops and the popes of Rome. While Agne
Popeds control of Ravenna is evident through
his primary motivation was to establish a history for Ravennate episcopacy that could

compete with that of Romé&3 As for the reliability of his accounts, it is known that

he lacked substantial archival materials due to a fire in the archiepiscopal palace at the

end of the seventh centul§* Consequently, he relied on oral tradition, surviving

written texts, and his observations of monuments in writing the deeds of bishops. In

cases where he could not find any information from these sources, he relied on divine

guidance:

in order that there would be no gap in th
me by your prayers, I have constructed th
you should have some question about how | was able to know about their

appearance, know that picturesight me, since in those days they always

made images in their likenesses.

The existence of an earlier episcopal l i st o
a topic of debate. Notably, Agnellus refers to a chronicle written by Bishop Maximian

and mentions that Maximian commissioned an altar cloth bearing the images of

precedhg Ravennate bishops; these accounts raise the possibility that Maximian may

have compiled the first episcopal list of Ravefitadditionally, concerns have been

rai sed about the reliability of Agnellusd ch

BsekePR trans., 1-DeDeélyiayn|amsiesmna i n Lldtse ASrcthiogpd intayn,,
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eleven bishops up to the sixth centtit{Picard has suggested that Agnellus may have
relied on Maximianodés | ist, who mani pul at
extra Probus Il and Liberius 1l to make Apollinaris appear oftfe€ontemporary
scholars concur that Agnell usds work off
past was perceived in the ninth centuri?Ris a product of its time, shaped by the

political and ecclesiastical context of nithe nt ur y Ravenna and A
motivations. Therefore, it should be read with a critical awareness of the context in
which it was written and its potential limitatis in providing a representation of

historical events and figures. Verhoeven points out that the earliest known references

to LPR date to the works of authors who spent time in Ravenna in the thirteenth
century. This suggest serdmairet reldtigely enkrdowns 6 s w
outside of Ravenna until the compilation of documents regarding the history of the
Church of Ravenna in th€odex Estensii the fifteenth century®® Subsequent
historiographical works on Ravenna after Agnellus were produced by early modern
historians Rossi and Fabri. Rossi, in Historiarum Ravennatur(i589), is the first

Ravennate historiographer to extensively incorpdc®i into his narrative, offering

a history for Ravenna that spans from the Old Testament to the sixteenth century.

Notably, Rossio6s work reflects an acknowl
Ro me, in contraf®ombao pgeetl osbsVaenhbeven
position as typical of the poeStridentine Reformation period when local churches

found thenselves in the duality of recognizing the authority of the Pope while also
legitimizing their local traditions. On the other hand, Fabri emphasizes the enduring
grandeur of the Ravennate Churcth.ésagre memorie di Ravenna an{it664). His

work compils i nf or mati on about the artistic a
churches and the myths surroundihgir foundations and includes the chronological
biographies of all the archbishops of Ravenna. These historical accounts hold

importance in the study of late antique Ravenna, serving as valuable sources for

Vver hoEhenEarly Christian Monuments qf-A2Bavenna: ]
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understanding the <cityos hi story, the evol
motivations and perspectives of the historians who contributed to its historical
narrative. Since Agnellusdés accounts regardi
they serveas fundamental reference points for archaeological, architectural and art

historical investigation regarding the fifth through the ninth centuries. Until the mid

twentieth century, excavations were most often directed toward archeological sites that

coudbe |l inked to Ag¥f¢owevers @eent tleads bave ghifted o n' s .

towards a broader exploration of sites that Agnellus did not mention. Regarding the
archaeol ogi cal i nvestigation, particular <cha
level over centuries and the multilayered urbapography resulting from the

continuous occupation of many buildings, such as the Palace of Theoderic, complicate

excavation activitie$®! There are three pivotal periods in the history of Ravenna when

the city served as the capital of three different entities: the Roman Empire, The

Ostrogothic Kingdom, and the Byzantine Eotaate. The following overview aims to

highlight the evolving political and religious dynamics in Ravenna in late antiquity to

create the necessary historical framework for mapping the visual dynamics in its

Christian basilicas in the sixth and seventh uees.
3.2.  Western Roman Emperors

Ravennads historical signi fi cantbeefirstwi t hi n t h
century when Emperor Augustus established the city as one of the centers of Roman

naval power®? From its foundation between 35 and 12 BC, Ravenna served as the
primary | ocation for Romeds naval bases for
period, the city experienced gradual urban growth, notably in the Classe area to the

south of the harbor, wtih evolved into a port cit}3 Archaeological findings reveal

pel iyannis, Ravenh@m. in Late Antiquity, 1
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the construction activities in both Classe and Ravenna in the subsequent centuries.
Noteworthy among the discoveries in Ravenna are several aristocratic houses dating
back to the first and second centuries, some of which underwent modifications in the
following centuries®* Despite being designated as the capital of the Flaminia province

in 297, historical evidence suggests that Ravenna had experienced a decline in favor

of the burgeoning port city of Classe. N
relocate the imperiatourt from Milan to Ravenna in 402 marked a turning point for
Ravenna. This pivot al move became a cat a

the fifth and sixth centuries.

While most of the surviving fiftlcentury structures are ecclesiastical, the
archaeological discoveries enlighten the Host urban fabric of the fiftttentury
Ravenna. Medi eval archaeol ogi st Enrico
ecclesiasticgbatronage in late antique Ravenna, emphasizes the consequential impact

of Ravennaods rise as the imperi®aHe capi't
accentuates how this elevation triggered a significant surge in economic development
and consequent ur ban e X p a n s ihightights theFi gur e
substantial i nvestment in Ravennads publ i
role within the imperial administration. During the fifth century, the city was equipped

with road arteries, bridges, and various structures faailgatiteraction with external
regions!*Not ably, a new circuit of city walls
or Valentinian I 1106s reign. In |ine witdht
Empire, the port town Classe underwent significant enhancements. Recent

archaeological excavans revealed thevarehouses along the quays of Classe built
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for the receptiof goods coming from East and North Africa, their conservation, and
their redistribution in centraiorthern Italy'®’ (Figure 18)

Over the last two decades, archaeological excavations carried out by the University of

Bologna havauncovered remarkable residential complexes dating back to the fifth
century’®®*These findings shed |light on the aristo:d
construction initiatives within the city. Among these discoveries, the residential

compl ex excavated via DO6Azeglio stands out ¢
mosaic panelsf polychrome glass tesserae and opus sectile floors, Cirelli emphasizes

that the via DO6Azeglio domus does not align
instead, it echoes the grandeur observed in the most important ecclesiastical structures

of the perid®*®*Whi |l e itodés evident that only a smal|
possessed the means to commission such opulent domus, and the remainder of the city

likely consisted of more conventional residential structures, the exceptional quality of

mosaic workmanshi evi dent in via DO0OAzeglio evinces t

imperial Ravenna.

While other Italian cities might have faced stagnation or decline, Ravenna flourished

in the first half of the fifth century. Beyond doubt, the permanent residence of emperors

Honorius (398423) and Valentinian Il (42855) in Ravenna played a crucialgah

shaping the <cityds ur bahAgrelud redords bdtur i ng | at
emperorsdé6 active promotion of buil ding act.i
imperial palaces. One of the major questions regarding the imperial palaces of

Ravenna is whether any of these emperors adopted, renovated, andwébidettie

residential complex in the soudtastern sector of the city adjoining San Apollinare

Nuovo, commonly referred to as the Palace of Theod€ri&igures 20,21) While
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excavations conducted by Ghirardibetween 1908 and 1914 exposed different
chronological phases and a prolonged history of occupation, identifying the owners
before Theodericds occup at?Bane schokars hagel way s
posited the potenti al association of Hon
his occupation and renovation of this ladpenus' 3 Conversely, Duval proposes that

the archaeological evidence from the fifth century aligns more with aristocratic
housing rather than an imperial paldé&while Deliyannis emphasizes the challenge

of drawing conclusions from the available ddfaThere is a general scholarly
consensus, primarily based on Agnel |l usods
a palace distinct from Theode#VCAlthéugh pal ac

the information regarding Ravennaos i mp
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scholars generally agree that the area identified as the palatial quarter, situated to the
east of the city, was established as the seat of imperial rule. (See Figure 17)

Both textual records and material findings provide evidence bi@rgeoning
ecclesiastical construction supported by imperial patrometie first half of the fifth
century.In the early years of imperial rule, the episcopal seat of Ravenna established
a permanent residence, standing as an influential factashaping the urban
development of the late antique Raver(fR&ggure 22)This episcopal complex, located

to the west of the palatial quarter, formed the foci of bishopric patronage, further being
articulated in the subsequent centuries, particularly tifedavennate church attained
metropolitan status under Bishop Peter | Chrysologus -4%831’" While the
metropolitan status marked the beginnings of Ravenna's elevation within the Italian
ecclesiastical hierarchy, Ravenna witnessed a construction boom of ecclesiastical
buildings sponsored by rulers and bishofisese structures constitute an important
corpus of evidence since major parts of at least five structures from the fifth century
Santa Croce, San Giovanni Evangelista, Ursiana Cathedral, Orthodox Baptistery, and
Episcopal Palaceare still extant, supplemented by relatively detailed textual
recordst’® (Figure 23) Notably, Empress Galla Placidia (43¥) occupies a
significant place in the history of late antique Ravenna, commissioning monumental
churches and supporting bishBeter Chrysologus. As observed by Deliyannis, the
alliance between Peter Chrysologus &ulla Placidia points out the assimilation of
Christianity into imperial ideology, a characteristic feature of late antique capital cities.
This phenomenon established two poles of autheintperial and ecclesiasticah

late antique Ravenna, a pattern observed by Cirelli in other Italian citise of
period!’® This dualism decentralized civil power structures and introduced a
topographical division between civil and ecclesiastical authority, shaping the evolution

of the urban landscape in the following centutf@sAlongside the main porticoed

""Cosentino, "Ravenna from imperi al residence to epi
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street of Ravennglatea minorin the northsouth axis, Deliyannis highlights that the
archaeological findings suggest another colonnaded street in theesasixis:®* This
street l i kely |linked | ate antique Raven

complex to the west and the palatial quarter to the'®#ligure 24)

The monumentathurches of Santa Croce and San Giovanni Evangeimiaded
somewhere between 426 and 480; e at tr i buted to Gall a PI
Croce, located north of the episcopal complex near the-serxttury church San

Vitale, is represented today by the surviving structure known as the mausoleum of
Galla Placidia, formerly linked to the wihern end of its narthex. (Figure 25) The
spectacular mosaics of this small chapel offer a glimpse into the mosaic decorations
that might have adoed churches sponsored by Galla Placiddan Giovanni
Evangelista, located north of the palatial quarter, still stands today, albeit having gone
multiple restorations throughout its historyfFigure 26) Despite the original
decorations of San Giovanni Evangelista having vanished, Agnellus provides
descriptions of the nowost apse mosaics, which have been an object of scholarly
interest® (Figures 27&28) These mosaics are believed to have featured medallion
portraits of ten Christian emperors on the triumphal arch's intrados, yet these emperors'
specific identity remains unconfirmed. The apse conch likely featured a large image

of Christ,surrounded by twelve books symbolizing the apostles. In the lower band of

the apsidal conch, bishop Peter Chrysologus was depicted alongside portraits of
Empress Eudoxia and Emperor Arcadius to the left and Emperor Theodosius Il and
Empress Eudocia to the i ght , underscoring Gal |l a F
Constantinople. Scholars believe two dedicatory inscriptions adorned the interior of

the apse, running above and below the windowed area. While similar decorative
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programs linking Christianity and imperial rule appeared later in the-sexitury
churches, San Giovanni Evangelista is recognized as the earliest church to incorporate
imperial portraits into its decoratidff* Notably, reconstructiodrawings of the apse
mosaics suggest that they might have served as a source of inspiration for apse

decorations f ouqahturychurdRegE®y ennaods si xth

In correspondence with the imperial support for ecclesiastical affairs, the bishops of

Ravenna emerged as powerful agents from the fifth century onwards. The construction

of the episcopal compl ex symbolizes the Rave
period. The fiftrcentury complex comprised several structutdsiana Cathedral,

episcopium and the Orthodox Baptistelf (Figure 29) Agnellus attributes the

cathedral's construction to Bishop Ursus, yet there is an ambiguity regarding the period

of Ursusds epi scopac96ord@splaThisunceaintg hokdh er f r om

significant implications: if Ursus held the bishopric refd02, the cathedral predates

the arrival of emperor s, however, I f t he I
construction aligns wit h'®Beliyanmissuppoitstheascent as
l atter dati ng, suggesting that the cathedr:

newfound imperial significance. Positioned to the west of San Giovanni Evangelista
and the palatial quarter, it is plausible to assume ttiatepiscopal cathedral and
imperial palace served as the dual focal points of imperial Ravenna, just as
Constant i ne'ghe presentay agthedrah érected in theM&entury

after the demolition of the earlier structure, followed the outline of its predecessor and
incorporated surviving elements. Information regarding the original decoration of the

1 n the fifth century imperial portraits were often
set up in a church in Constantindp@l)eDeleitegannios,t he r e
Ravenna i n ,La6t7e aAndt inqoutiet yl 6 4 .
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cat hedr al I's scant, except for the Agn:
pl acement of B494 hodrait witho the cathe@rsf® ( 4 7 7

The period following Ravennads decline i.1
relocated the court to Rome in the 450s witnessed a shift in authority towards the
Ravennate episcopacy. Before the establishment of the Ostrogothic rule in Ravenna in

the 490s,Bishop Neon and his successors, bishops Exuperantius/j4a3d John

(477-94), exercised considerable civic authority from the episcopal complex. The
period saw substantial construction initiatives within the episcopal complex.
According to Agnellg, Bishop Neon (454 73) constructed the b
the episcopium within this complexX®® Despite the limited evidence concerning the
fifth-century episcopium several bishops have shaped its evolution over the
centuriest®! Particularly noteworthy is the Orthodox Baptistery, which Bishop Ursus
constructed simultaneously with the cathedral at the beginning of the fifth century.
Under Bishop Neondés patronage, this bapt
redecoration, leding to the structure that remains intact totf&yDften referred to as

the Neonian Baptistery, it remains largely intact in its architecture and interior
decoration, providing a rich body of evidence to assess the-cgn#tred visual
dynamics within | ate anti quesessaycfoces;ig ast i ¢
on the Orthodox Baptisteryds spatial rele
how its architectural form, decorative scheme, and urban positioning within the

epi scopal complex resonat e@wihithe Ghutchtse r i t
increased political legitimacy and prosperity after the Constantinian turn, the
baptismal liturgy evolved into a more elaborate performance led by the bishop, with a

more articulated ritualistic spaé¥. By the fifth century, baptism held immense
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significance in the Christian community, serving as the gateway to participation in the

high point of the mass celebrations, the Eucharist rite. The ritual occurred annually on
Easter Sunday eve, the day of the Resurrection of Christ, and the baptistsoieia

open for this grand baptismal liturgy. Consequently, the baptismal space acquired civic
importance, regulating the religious structures between the episcopal office and the
Christian community. Wharton places particular significance on Bishop é\sbg 6 s

descriptions of the baptismal ritual, considering the historical association between the

epi scopates of Milan and Ravenna ¥ n norther
Ambrose6s descriptions underline two critica
and the congregationdés collective participat

Ravennads Orthodox Ba ppreserviece mogdicsdeceratiane pt i on al
compared to others in northern Italy, it serves as a vital case study to explore the ritual's

various layers of meaning for diverse groups within the commifity.
3.3 Ostrogothic Rule

Ravennads role in imperial admini stration sh
city, leaving thebishops as the primary civic authority. Meanwhile, Rome faced

significant challenges, including a sack in 455 and the deposition of the last Roman

emperor in the west by Germanic troops led by Odo@éém.this period of political

decline for Rome, Ravenna emerged once again as the center of imperial
administration during the reign of King Theoderic from 493 to 526. Theoderic was a

nonRoman military leader associated with the Visigothic community. Hgaspent

his youth (463470) as a hostage in the imperial palace in Constantinople, he was well

educated and familiar with the traditions of the imperial cbrtipon returning to
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the Ostrogoths at the age of eighteen in 470, he ascended to leadership in 474. His
subsequent military success in the Balkans positioned Ostrogoths as the dominant
military faction, el evating Theodericos
empire!®® Concurrently, the Eastern emperors advocated for the westward migration

of barbarian contingents, aiming to establish authority in the fractured provinces of
Italy.?%° Likely supported by Emperor Zeno, Theoderic led his troops to invade Italy

in 488, targeting Odoacer. The war for Italy lasted almost five years until Theoderic
established his rule in Ravennain493A def i ning characteri sti
I n Ktaly was his affiliation with Ari al
condemned in the First Ecumenical Council at Nicaea but later rehabilitated in 335.
Theodericbs associ atedioits spreadtamond\thei Goathsiasdm wa
other Germanic tribes, particularly after Gothic leader Ulfila was ordained as bishop

by Arian authorities in Constantinople in the 34%Despite repeated condemnations

and association with barbarians in the fifth century, Arian Christianity persisted among
Germanic tribes, including the Ostrogoths, until Emperor Justinian enforced orthodox
theology in reconquered lands. The historical doeunt at i on of Theode
Italy presents a wealth of contemporary textual sources. Among the primary texts are
VariaeandChronicaby CassiodoruysAnonymus Valesianlby an anonymous author,

De bello gothicdoy Procopius of Caesarea, dr@R?%3 These sources and surviving
monuments in Italy provide insights into
i dentity. Theodericds establishment of a
between the armed minority of Goths and the Italian ntgj@omposed of influential
aristocrats accustomed to the traditions of the later Roman ruling?¥adichael

Mc Cormick aptly asks: AHow could the ne\
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audience without r ecour?&he efiorts torintedwinei onal Ro!
himself with established Roman customs and institutions were crucial in reinforcing
his authority and bridging the worlds of Ostrogoths and Romans. He embraced the
sacred attributes of emperors and dressed in imperial purpleygtitinis palace was
referred to aglivina domusnotsacrum palatiuni®® Notably, inscriptions and writings

often referred to him with titles typically reserved for empefdrs-ollowing the
Roman custom of distributing imperial imagery, Theoderic distributed gold
medallions and silver and bronze coinage bearing his portrait across the imperial
provinces, further reinforcing his association with Roman tradiiollowing the
tradition of adventus, he celebrated the thirtieth anniversary of higrioénnalia in

500 in Rome&® The decision to claim and publicize his authority in the city of Rome

in the manner of a Roman emperor was one of the numerous traditional means
employed by Theoderic to project his authority to the Roman popufafidrne

cel ebr at i on tricehnalidis docuchented ic /@ contemporary sources:
Anonymus Valesianua n d  C a s sChronita?* Tihes@accounts providehe
general outlines of the ceremony, noting how Theodoric was received triumphantly by
various segments of Roman society upon his entrance to the city. Notably, the
participation of The Senate in welcoming Theoderic indicates the recognition of his

legalposition among the senatorial elité$At one point upon his entrance, he visited

205 pj d-2,70269
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the tomb of St Peter and publicly displayed his benevolence like emperors of the past,
although he is Arian. This symbolic act
Orthodox approval. He visited ti@&uria of the senate, thead Palmansituated at the

Forum Romanum, and performed a processional entrance to the palace. He held games
and races in the Circus Maximus, the Flavian Amphitheater. He commissioned a
rebuilding campaign in Rome and distributed royal gifts to the city and papulati

Later sourceswgygest that Theoderic distributed silver and gold, an act of prosperity
reserved for the emperét Even though the scattered and inadequate evidence makes

it impossible to reconstruct the details of the ceremony, scholars generally agree that
the event was a carefully planned public ceremony in the form afdaentug!
Theoderic proved his respect for the Pope, Orthodoxy, and the city of Rome, earning

reciprocal honor and publicly affirming his authority over the Roman lands.

Whil e al/l Theodericds coinage carries tF
(419518) or Justin | (51827), the gold medallion found in the tomb complex at
Senigalla in Italy in 1894 appears as an exceptio(Figure 30). The obverse of this

medal |l ion bears Theodericds only survivi
statue and with an inscription that reads REX THEODORICVS PIVS PRINCIPS
[ 6King Theodori c, the Pius Rrnption REX | . On

THEODORI CVS VI CTOR GENTI VM [6King Theodol
is accompanied by COMOB, an abbreviation indicating the manufacturing location,

l i kely either Rome or RJacvhemlnaar si ns uTghgeeosd e
conqueror of peopleso title implies that
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commemor at e Theoder i ¢0Remakably,e nRormas goldn Ro me .
medallions were never used in general circulation due to their weights and were often

presented as gifts from the empettrWhether it was intended as a part of his

tricennalia or not, considering that the right to issue gold coinage was reserved
exclusively for the emperor, Theodericds me:c
successor of Roman EmperoEen though his official constitutional position was

pecul i ar, it fimay be summed up as a Roman pi
hi ms®#Theodericds rule showcased a nuanced ap
elements of Roman tradition and Gothic identity while navigating the complexities of

Italy's diverse and stratified societyte strategically maintained strong connections

with key bodies like the Senate, papal authority, the imperial court in Constantinople,

and his military forces, fostering a merging of Gothic and Roman culitbs

RavennaThis amalgamation positioned Ravenna as the capital of the late antique

West and as a center for Arian Goths in the early sixth century. The impact of
Theodericbs governance on Ravenna was profou
extensive changestoteei t y 8 s ur b a nny pravious €mpaepdaring ldtea n  a
antiquity?2° (Figure 31) This transformation was achieved mainly through substantial

construction and renovation projects of public and religious structures.

Among his repairs and additions redefining the monumental infrastructure of Ravenna,

the extensive building program carried out in thecalled palatial quarter is
outstanding. Key sources shedding | ight or
archaeologal findings, textual evidence, and the palace church, later known as San
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Apollinare Nuovo. Anonymus Valesianune nt i ons Theodericds ¢c
pal a®oe wihi ch he was not dedicated, 06 notin
structure®> Thi s al i gns desctipionsfagdnaecheblogead findings,
suggesting Theodericdbs occupation of an ¢
porticoes. Recent archeological analysis contributed significantly to the discussion by
mapping the chronological phases of tlesidential complex. Yet, whether the
compl ex was an aristocratic domus or an

occupation is still obscurg?

Despite peculiarities concerning the previous owners of the complex, scholars have
identified the spatial transformation the palace underwent during late antiquity. Based
on archaeological evidence, five subsequent phases marking the evolution of the
resicential complex in late antiquity have been identifi€tDuring the fourth phase,
dated from the late fifth to the early sixth centuries and attributed to Theoderic, a
triconchshaped dining room (S) was constructfeigures 32,33)This space was
decorated with a multicolored mosaic floor depicting the mythological story of
Bellerophon and the Chimera in the center, encircled by personifications of the Four
Seasons with accompanying Latin inscriptiéffDuring this phase, another layer of
mosaic was added to the opus sectile floor of the triclinium @ng further
modifications occurred in the southern sector. Notably, an elaborate hunting scene
discovered in the mosaic pavement of the peristyle likely dates to Thetddrie

renovation program initiated by Theoder.
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observations regarding the gradual evolution of Roman provincial aristocratic

housing??® As discussed by scholars like Ellis and Lale Ozgemain of social

significance in the late imperial period were visited by much larger crowds, and

architecture was utilized as a means to regulate movement within their houses by

managing the flow between public and private sp&ceghe reception areas and

dining rooms within the houses of influential figures evolved from single tricliniums

to more specialized spaces like audience chambers and grand dining®halls.

Typically, these reception areas featured an apse positioned towards their entrance or

a series of apses, often configured in the form of a tricé#faNhile private audience

chambers were intended for meetings with individuals who were not intimate with the

family, grand dining halls found next to the triclinium were meant to host larger

crowds and were open to socially equivalent visitors. Consequestigss to these

spaces was hierarchically structured based on the degree of intimacy between the

owner and the visitor. Ellis suggests that beyond architecture, decoration was also

wielded as a means to impose power and authority over guests, manynofwene

clients?®>° A common decorative scheme was the mosaic pavement in grand dining

halls, serving as a selépresentation that the dominus wished to present to guests.
Theodericbs apsi dal dining room, designed i
pavement depictingBelr ophonés triumph over Chimera al o
the Four Seasons, distinctly align with the spatial and decorative trends adopted by

late antique aristocratic patrons in Roman Empire. The presence of a huntingascene
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common motif mar king the ownero6s achiev
hosting hunting eventsvi t hin t he peristyleds mosaic
Theoder i c 6 spreaadiry érend@snnceklte répoesentation within the Roman

Empire during late antiquit§?!

Agnellus reports that Theoderic built a church dedicated to the Holy Savior west of
the palace, presently k foDeliyannissnoteS ahet 6 Ap o
limitations of archaeological evidence in establishing the precise topographical
relation between the palace and the chéfétFigure 34) If the northern boundary of

the excavated palace courtyard extended westward, it would align with the southern

wall of the church3* (Figure 35) However, as Deliyannibserved, the resulting

gigantic open space suggests the existence of other structures necessary for
establishing the topographical relatigxgnellusdescribes the palace entrance south

of the adjacent church, mentioning a palace gate named Calchi, which led to a
ceremonial plaza where Theoderic presumably erected a bronze statue of fifmself.

Anot her significant source shedding | igh
within Ravennabés mo n mosaEcrdpr@dentatiom pfahg pakbageh y i
decorating the southern nave wall of the palace chAtthe western ends of the nave

walls are two corresponding mosaic depictions of the twin cities, Ravenna and Classe.

The former is placed on the southern wall and dominated by a colonnaded structure
labeledPalatium (Figures 36,37Bei ng one of the rare sourc
palae, thePalatium mosaic displays a triplarched opening at the center that the

central arch is the widest and has a golden background color and an arcade of three
smaller arches on either side of the central structure. The-anigheed opening is
surmounted by a pedimetinat once had an image and was later replaced with a plain

gold covering, whereas the side colonnades are depicted with a windowed upper story

BlSee | bid5,fdaR4a discussion regarding the hunti nt
22LPR trans. Deliyannis, 86.
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and roof above. The openings between the arches, except the central one, are filled
with a dark purple background. Behind this architectural unit, other structures with a
wall behind them are visible. Adjacent to tRalatium mosaic is a stone gateway
labeledcivitas ravenn(as);orresponding to an image labetddssisor civitas classis

on the opposite wall. Initially, in the arches of the Palatium fagade, except the central
arch, stood figures with their hand raised. A figure or figural group was pethiment

over the central arch. In the Ravenna gate, there was one figural depiction. Based on
the nonuniform arrangement of bricks in the lower section of the Classis mosaic, it
has been suggested that there too stood four human ffdtiRsting the Orthodox
rededication of the church to St Martin, these figures from Ravenna gateway and

Palatiummosaic were purged! (Figure 38)

The representation of the palace has been the subject of much debate regarding
whether it depicts the actual structure ord®alized version and whether it represents

an interior or a portioned facade. Early interpretations by Ejnar Dyggve suggested that
the mosaic depicted a flattened version of three sides of the ceremonial coiiftyard.
(Figure 39)On the basis of this interpretation, Noél Duval proposed that the mosaic
juxtaposed the pediment and roof of the facade with the interior of the apsidal hall that
had been flattened ot Conversely, Géza Francovich argued that the mosaic did not
mean to present an imaginary palace layout but instead represented the actual
facade?® Johnson is convinced that tRalatiumrepresents th€alchi gate and the
principal fagade of the palace, believing the whole mosaic program of the church was
originally intended to present a procession of Theoderic and his court from the palace

26yYr pbano, " Donation, Dedication, and Damnati o Memori a:
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to the churcli*! According to Deliyannisithe Palatiumentrance depicted here is one

of the facades of Ravennaods palace, alth
symbolic of authority rather than were necessarily found in any precise logfion.

The extent to which thBalatiummosaic reflects reality and which part of the palace

it precisely portrays remains subject to debate. However, one undeniable aspect

hi ghlighted by the mosaic iIis Theodericos
residence.The available evidence enables us to reconceptualize the image of
Theodericbs pal ati al guarter i n Calohil ati on
gate, positioned adjacent to the palace church ofblktea minor likely formed part

of a porticoed seet extending fronPorta San Lorenzo téorta Serrata(Figure 24)

The urban experience offered by Theoderi
follows: visitors arriving at the port at Classe would enter Ravenna thRughSan

Lorenzo and find themselves on the porticoed splgea minor The street would

lead them directly to th€alchi gate. Upon passing through this gate, they would
encounter a ceremonial plaza, while those continuing alonglaibea minorwould

reach the palatine churdf Theoder i cos hostage years &
Constantinople between 461 and 471 are believed to have significantly influenced
Theodericdos vision for 2Vaioup@hparers ot o mpl ¢
Theodericobs ptanleat $ pl e nqduiadr t € h uNuavb, th&ant 6 A
ceremonial plaza, the bronze statue of TheodericC#iehi gate, and the renovated

royal palaceresemble Constantinopolitan palag&igure 40)For instance, the name

Calchifor the entrance gate of the palatial quarter is a clear refere@watke the

ceremonial entrance gate of the Palace of ConstafiGémilarly, the integration of

platea minor with the Calchi gate resonates with theplonnades along
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Constantinopl eds ceremonial porticoed street
the palacé?® Both palace complexes share proximity between entrances and a palace
church with the same dedication to Christ the Savior. The arrangementCxltie

gate and the palace church facing a large plaza where the equestrian statue of
Theoderic was displayed echoes the ceremonial square Augustaion in front of the
Great Palacé!’ Notably, the architectural development of the imperial palace in
Constantinople seems to have responded to prevailing trends in elite representation
within the late antigue Roman Empif® The mosaic pavement found in the peristyle

of the Great Palace, dating back to the reign of Theodosius #4808 displays
heterogeneous motives, including the depiction of Chimera attacked by Bellerophon.
((Figure 41) It is likely that Theoderic drew inspiration from this mosaic decoration
when designing his palace, emphasizing continuity of influence from the Great Palace

of Constantinople to his royal residence in Ravenna.

In addition to the palace church dedicated to Arian worship, evidence points out

several Arian churches in and around Ravenna by thesixtid century ((Figure 42)

Notably, the church that has been known as Santo Spirito from the fifteenth century

onwards may have initially served as the cathedral for the Arian bishops of Ratfenna.

((Figure 43)The church may have served together with the Arian baptistery located

43 m to the southwest of the cathedral s f a- .
remains unclear. Despite the absence of evidence regarding Santa Spirito's decoration,

the Arian Baptistery's dome mosaics have remained largely intact. Scholars have

scrutinized these mosaics for evidence reflecting Arian theology and potential

differences from Orthodox iconograpfy.Since the nave mosaics of San Apollinare
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Nuovo underwent a transformation during its rededication to the Orthodox faith, it has
been argued that the original Arian depictions were offensive to Orthodoxy. Scholars
have compared the mosaics of Orthodox and Arian Baptisteries to reveal similarities
and differences, but scholars have not conclusively identified differences attributed to
Arian religious practicé>! Ritualistic acts within these spaces in the context of
baptism have also been explored for potential theological differences. Deliyannis notes
that in Italy, evidence points out the similarity of Arian baptismal rituals with those of
the OrthodoxX>? The preservation of the dome mosaics in the Arian Baptistery during
the Orthodox rededication of Arian spaces points out their seemingly neutral character.
However, this neutrality might not necessarily reflect theological considerations but

could be atibuted to political neutrality.

Much of Theodericbébs reign occ-619)mwhed dur i |
Roman popes were in dispute with the Constantinopolitan patriarchs. This dispute
centered on whether Christds human and d
both sides condemni ndmidstahishtheobogidaledisgue, st an
Arianism seems to have been almost ignored by the ecclesiastical authtRiese

Hormisdas put efforts to end the schism with Constantinople and restore unity within

the Orthodox church when he was elected in 514. The fact that Pope Hormisdas took
Theodericbés advice on three occasions th
demonstrates that his political standing allowed him to transcend doctrinal divisions,

and his advice was sought and respected by his Orthodox Christian stijjeetss

after the accession of Justin I in 518 and the subsequent resolution of the Acacian
Schism in 519 that Byzantine emperors, now in alliance with the popes, began to
exhibit intolerance towards Arian Christiaf.Dur i n g Theodericobs

Arianism had become a political and theological issue, yielding increasing pressure
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for Arian parties. In 526, just before his death, Theoderic sent an embassy to
Constantinople to resolve the aatiian religious laws that had developed in the
Eastern capital. The delegation, including Pope John | and Bishop Ecclesius of
Ravenna, aimeatsecure the rights of worship for Arian Christians in Constantinople.
However, their efforts were in vain, resul ti
Johnlon hisreturn. The developingafstr i an propaganda in the East
punishment of dherents of the other party in the West eventually led to the failure of
Theodericbdébs successors to maintain the bal
Romans, Goths, and external forces in Ifa8dAs t he Ostrogot hsdé author
Western Roman Empire weakened, bishops took on prominent roles, serving as civic

patrons within urban communities. As can be seen in the following chapter, this

phenomenon is observable through the commemorationtadgssria textual, visual,

and epigraphic mediums across Western Europe, notably in Rome and R&¥enna.
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CHAPTER 4

THE SIXTH CENTURY RAVENNA: ECCLESIASTICAL AGENTS

4.1. Bishopric Patronage in Northern Italy

In the late antique Christian world, bishops held a central position within the
institutional structure of the early Church. A single bishop typically presided over each

city, often maintaining this position for lifelort§® From the earliest periods of the
Christian church, bi shopsdé6 authority ext
disputes within the community, formulated policies, and managed Church finances

and propertie$>® The ecclesiastical rank of the bishop signified the prestige of their
respective cities, as exemplified by Con:
Council of Chalcedon in 461:

For the fathers rightly granted privileges to the throne of old Rome because it
was the royal city. And the one hundred and fifty most religious bishops [of
the Second Ecumenical Council, Constantinople | (381)], actuated by the same
consideration, gave agl privileges to the most holy throne of New Rome
[Constantinople], justly judging that the city that is honored with the
sovereignty and the senate and also enjoys equal [civil] privileges with the old
imperial Rome, should in ecclesiastical matters laésmagnified as she is, and
rank next ®&fter her [ é&]

Throughout the fifth century, intense competition characterized the relationship
between bishoprics in the northern Adriatic region. This rivalry often manifested in
bi shopsd attempts to enhance the prestig
antqui ty of t heir foundati on. Validating
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establishing the apostolic origins of the church, a phenomenon established by Bishop

Ambrose in the late fourth century. This quest for legitimacy is evident in the trend of

requiring Apostles' relics and establishing churches in their hémaegions like

Northern Italy, where centralized imperial power weakened, the accumulation of the

bi shopbs civic authority gained further mome
decline of Ostrogothic rule. By the time of the Byzantine reconquesalgfitt 540,

several cities, including Rome, Ravenna, Naples, Canosa, and Porec, had bishops who
promoted t bpescopal heritagpe éhouwgh artistic and architectural

productions’®?

A substantial body of evidence, including the surviving monumental churches
commissioned by episcopal authorities in Byzantine Italy, underscores the historical
roles played by bishops during the period spanning from the sixth to the eighth
centuries. As ighlighted by Salvatore Cosentino, this era witnessed the emergence
and flourishing of the wealthiest and most influential episcopal sees in Italy in regions
under Byzantine rulé®> (Map 1) Central and northern Italy retained particular
prominence during this period, with Rome and Ravenna being the most important
cities after the Byzantine conquest. This prominence was rooted in both cities' political
and religious significance, witRavenna having been the last imperial residence in the
West and Rome being distinguished as the home to the senate and’fgatably,

these episcopates were led by influential bishops before and after the Byzantine
conquest. Notablywhile other episcopal sees did not pay much attention to their
episcopal heritage from the seventh to the tenth centuries, the bishops of Rome and

Ravenna continued to do &Y.

From the early sixth century onwards, bishops of Rome and Ravenna took an active
role in documenting, editing, and even manipulating history of their episcopal

lineage At the beginning of their episcopal lineages were their patron saints, St Peter

%lDel i yannis, "Bishops, Cities, awwd8Hi storical Memory
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in Rome and St Apollinaris in Ravenna. This connection to apostolic origins was
instrumental in establishing the legitimacy of their episcopal lineage and, therefore, in
definingthe status of their see within the hierarchy of the broader Christian world. In
contrast to the Eastern parts of the Byzantine Empire, where hagiographic narratives
commemorating bishops lacked overt political implicationri Pontificales of

Rome and Ravenmrae cor ded their bishopso6 aétive i
In documenting the history of their episcopal see in both textual and portraiture forms
both sees actively promoted cults of martyrs, local saints, and saintly bishops to assert

the primacy of their respective sees.

The sixthcentury episcopates dtome and Ravenna were committed to actively
commemorating their past and current bishops across a range of traditions. The
practice of commemoration, encompassiiig uner ar vy, hi storical
l i turgical, and Holayedna oraciall roletinr shaping theirn s , 0
episcopal identityIn Rome, the urge to outspeak papal primacy initially formed how
popes presented themselves during the fourth and fifth cenmttfiBsiring the

Acacian Schism (48819), when Roman popes and Constantinopolitan patriarchs had
intense conflicts about papal primacy, Pope Gelasius-4982 was buried at St.
Peterds Basilica. This symbolic act bec
enmphasizing the Roman Church's apostolic ré8tst the beginning of the sixth

century, this emphasis on papal primacy took a written form by meavisae§
passionesand narratives about saintly pop#&sound the 510s, The Romadnber
Pontificalis began to be recorded, presentinghigtory of the popes through
biographical accounfsom St. Peter and down to the fifteenth centumy527, Pope

Felix 1V (489-530) founded the church of Ss. Cosmas and Damian and decorated its
apse with a hierarchy of frontally gazing figures. (Figure 10) The central figure is

Christ, surrounded by saints Peter, Cosmas, and Theodore on one sidatariRbshi
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Damian, and Pope Felix IV on the other. Felix IV is depicted offering a model of the
Church to Christ, symbolizing his role as the founder of the church.

The commemorative traditions honoring past and current popes in Rome continued
and expanded during the Byzantine period, angthrgayal ofdonorbishops in the

apse compositions became a recurring thdfoeinstance, over a century later from

Pope Felix IV, the apse mosaic of the early seventhnt ury church Sant oA

founded by Pope Honorius | (6838) depicts the pope offering the model of the
church to St Agnes. Figure 9) In the churches of Saetdi€in Trastevere and Santa
Prassede, commissied by Pope Paschal | (8824), the pope appears in the apse
mosaic holding a model of the church. (Figures 44,45) Within the timeless hierarchy

of heavenly figures organized around Chri

in ways that originate ithe cult of relics and are in turn significant for the embodiment

of the divine as well as for the agenda of the papaiselfo mo % on. 0

In Ravenna, the rivalry with other sees and claims of episcopal primacy motivated
bishops topromote martyr cults, apostolic saints, and saintly bishDedyannis
clarifies Ravennate Churchdés aspiration f

Medieval ages:

"Miracles relating to the Ravenna's monuments and/or historical personalities
demonstrate God's active interest in the affairs of the city, while the presence
of saintly bishops in Ravenna's history increases the prestige and glory of the
episcopal see?°

Throughout the sixth century, Ravennate engaged in constructing a historical
narrative for their episcopal seaiming to enforce its standing among significant
episcopal centers like Rome, Milano, and Constantinf@plEmploying various
media, her bishops projected themselves and local saints as historical and
contemporary leaders of the cgitgnd the instruments they employed were often
modeled after those of Rome. Central to this process was the eveaistrag culture
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of Early Medieval Byzantium, characterized bycallective inclination towards
Christian sacred portraits.

4.2. Bishopric Patronage in Ravenna
4.2.1. During Ostrogothic Rule

Orthodox bishops shared episcopal authority with their Arian counterparts during
Ostrogothic rule in Ravenrfd? Despite Theoderic being Arian, he tolerated the
Orthodox party, marking he evol uti on of Ravennads ecc
the coexistence of Orthodox and Arian communiti@he Orthodox bishops of
Ravenna continued their religious acti vi:
center, from the early fifth century onwards. Notably, under Pet@9#520), the

episcopal complex began to be enlarged by his commissions of a chapel called the
Capella Arcivescoviland a house calle@ricollis. While Tricollis has left no trace
today, Agnel | usi8 gradaatconstctionover savdepisca@pates

down to bishop Maximian, who finalized the building. Maximian added a dedicatory
inscription to praise the patrons involved in its constructid@apella arcivescovile,

on the other hand, likely functioned as a private chapel for the archbishops and now
resides within the Museo Arcivescovil@igures 46)Capella arcivescovilewas

designed in a cruciform shape with baivallted arms and a preceding narthex. While

the narthex mosaics have been extensively restored according to the traces of small
fragments and Agnel |l usd descriptiiwths, t h
almost intact’* (Figures 47)he intrados of vaulirches are decorated with medallion

portraits of saints, each named above their respective medallions. The northeast and
southwest arches depict apostles, while the southeast and northwest depict male and
female martyrg/® The selection criteria for the twelve martyrs to be depicted remains

obscure. Still, some were later portrayed in procession mosaics covering the nave walls
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of San Apollinare Nuovo during its rededication. These martyrs were likely among the

most popular in the sixth century, and their depictions may have been readily available

to the artists. A similar series of medallion portraits is believed to have eixisaah

Giovanni Evangelista and later appeared in San Vitale, founded a few years after the
chapel's construction. Given that the chape
reign, Deliyannis argues that these mosaics stylistically resemble thoseAnahe

Baptistery and San Apollinare Nuo¥6.However, regarding iconographical choices,

Deliyannis emphasizes its a#{rian characteristics, noting the imagery of the
secluded archbi shops? The maspiedbové thesnarihex's e mi ¢t o |
northwestern door portrays a youthful Christ dressed as a wamiperor. He holds

a cross in his right hand and an open book in his left. Inscribed on the open book is a

quotation from John 14:6, a significant biblical gage often utilized by Orthodox

theologians in their arguments against Arianism.

Foll owing Theodericdos death in 526, a politi
in Ravenna, resulting in a shift towards increased authority for the Orthodox
episcopacy. farting with the second quarter of the sixth century, a series of Ravennate

bishops emerged as local patrons, nanigighop Ecclesius (52332), Bishop

Ursicinus (533536) and Bishop Victor (538B45) In the year 526, following King
Theodericbs death, a conflict erupted among
Eccl esi uxdesof chuech effairs.aThe bishop and clergy members were

summoned to Rome by Pope Felix IV, who then declared his decisions in a document

referred to as theetter of Pope Feliby Agnellus?’® This document, as Agnellus

copied into hisLPR, underscores the considerable income of the Ravenna Church

ranking just below those of the patriarchal s€&wvith this considerable income and

the donations of Julianus Argentarius, the Orthodox Church founded several churches

in Ravenna and Classe after526c c or di ng t o Agnel |l usds account
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ordered the construction of San Vitale,
Maria Maggiore upon his return from Constantinople, both generously supported by
Julianus Argentariu&® (Figures 48)What is known about the original state of Santa
Maria Maggiore comes from sixteenth and seventeeatihury descriptions since, in
1671, it was extensively rebuilt in the baroque style. Girolamo Rossi mentions the apse
mosaic, already in a ruinous conditiby his time, featured Ecclesius offering a model

of the church to the Virgin and Chif§! San Vitale's apse mosammmpleted shortly

after the church of Ss. Cosmas and Dammoyides a glimpse of how the apse
decoration in Santa Maria Maggiore might have been. In line with the Roman model
of episcopal commemoration, Bishop Ecclesius is depicted to the far left of Christ in
the mosaic, offering him a model of the church, witie Vitalis occupied the

corresponding position on his far right. (Figure 11)

Additionally,f ol | owi ng the tradition of entombm
wasburied within San Vitale near the altar of St Nazarius, which became an episcopal
tradition | ater shi f?dislsudcessorSRishap @miginod | i n a
533536), ordered Sant 6Apollinare in Class
St Apollinaris, also sponsored by Julian the banker. Notably, Bishop Victob5&E38

carried on the construction of both San Vitale aad Bpollinare Classe. Traces of

his involvement can be found within San Vitale: the monogram of Bishop Victor on

the ground floor impost capitals of San Vitale. (Figure 49) However, much of the
construction activity regarding the churches was commissidureag the last decades

of Ostrogothic Ravenna, which likely occurred after the Byzantine conquest of 540.

Both San Vitale and San Apollinare in Classe were completed and consecrated by
Bishop Maximian (54€&56). How far their construction progressed piiokaximian

is difficult to assess, but some parts of their wall mosdicst e t o Maxi mi

predecessors.
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4.2.2. Byzantine conquest and Archbishop Maximian

Foll owi ng Emp er-b66) campagh initiatec arcured thé 53As7n the

Western Roman lands and the subsequent recapture of Ravenna by Belisarius in 540,
Ravenna once again emerged as the political center of Byzantine administration in

Italy. Thel ong war had dismantled Theodericds go
necessitating the establishment of a new governing system for the conquered lands.

This led to the formation of trexarchateof Ravenna in the 580s, with the tidgarch

denoting the ppointed governor responsible for overall administrative control and

military defense in the region on behalf of Constantinéfleds the capital of

Byzantine Italy, Ravenna experienced a period of prosperity after 540, evident in the

initiation of gold coin production at its mint and the elevation of its episcopal see to
archbishopric stattS* Emp er or Justinian appointed Maxi mi
archbishop sometime before 553, a significant move that marked Maximian and the

Church of Ravenna as important agents of imperial church policy. The elevated status
Ravennate episcopacy had withie #piscopal hierarchy of Italy by 600 was primarily

created by Maximian, who dedicated himself to consolidating Ravenna's authority

within the broader Christian worldAgnellus enthusiastically recorded Maximian's
contributions to Ravennaos ecclesiastical
ambitious agenda, overseeing the completion and consecration of several churches,

namely St. Euphemia, St. Probus, St. Andrew, San élkchin Africisco, San

Apollinare Classe, San Vitale and themus Tricollislocated witlin the episcopium

Additionally, he founded the church of St. StepA&miotably, the small church San

Michele in Africisco was sponsored privately by Julian the bafffdbespite the

church having vanished except for the lower parts of the apse, a reconstructed version

of its apse mosaic is displayed in Bode Museum, Bé&ti(Figure 50) In 1844, when
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the church was already out of use, the mosaics were sold to King Friedrich Wilhelm

IV of Germany. They were removed from the apse and taken down to Venice, where

the reconstruction was executed to send to Berlin. In the meantime, many of the

original piecs have been lost. For what we have today in the setting of a museum,

Verhoeven points out that we are confronted with a missing original context and an

unreliable modern reconstructié?.

Maximian, aiming to secure ecclesiastical supremacy for Ravenna, pursued multiple

strategies, including the acquisition ofreveredreAicg.n el | us document s |

efforts to acquire relics and lists the saints and apostles whose relics he placed in the

church of St Stepheff® Among these attemptsjaximian requested the body of St

Andrew, the saint associated with Constantinople's foundation, from Emperor

Justiniar®® The emperor rejected the removal of relics from Constantinople,

emphasizing that St Andrew should remain in Constantinople, akin to how his brother

St Pet er 6s rel i

cCsS

w e r dhe prestigR @apaswlic figlirhsi s r e

provided to their respective citié¥.This is even clear in Agnellus' disappointment by

Maximian's failure!'if he had buried the body of blessed Andrew, brother of Peter the

prince, here, the Roman popes would not thus have subjugatétf Nevertheless,

Justinian | et hi

m

take the saintos bear

Ravenna; maybe those were the relics deposited in St Stdphidance points out

t hat Maxi mi ands

Ravenna. | t i s |

k

epi scopal policy aimed t

ely that during Maxi mi e

bishops, beginning witthe patron saint Apollinaris, was creatétt commissioned

Me mqgr Y2271 .

2#Ver ho€wenEarly Christian Monuments qf ZR27lv.enna:

®st Peter, St. Paul, St. Andrew, St. Zacharias,
St. Thomas, St. Matt hew, St. Stephen, St. Vincer
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several commemorative artistic works that prominently portrayed current and

historical bishops of Ravenna, proving the importance of the line of episcopal

succession for MaximiarAgnellus mentions an altar cloth featuring portraits of all

his predecessors commissioned by Maximian, yet more significant in our context is

the apse mosaics 8an Apollinare Classe. (Figure Bje current composition of the

apse conch depicts two flocks of lamps on both sides of the Saint Apollinaris, with the

patron saint promently featuredln the lowerzone of the apse conch, between the

windows, previous bishops Severus, Ursus, Ecclesius, and Ursicinus are portrayed.

The mosaics carried a clear ideological agemda,s ual | 'y | i nki ng Ravenna:{
lineage to its apostolic founder, St Apollinaris, and showcasing a succesisisinagfs

from St Apol linaris Whowr tdeMaxitmidbandso nerea .
apostolic saint enforced its position within the Christian world, Maximian might have

had additional motives.

Following the increasing wealth of Ravennate episcopacy, bishops provided the

Ursiana Cathedral with various liturgical objects and furnishings. These donations

included altar cloths;iborium ambo, and liturgical crosses. Among these treasures,

Maxi mi ands throne, now on di spl ay i n t he I
remarkable artifact from Byzantine Ravenna ( Fi gur e 51) The bishopo:
Maxi miands monogram on -hifeeonfpanelsdttackedtd compr i s
a wooden frame, each depng narratives or figures from the Old and New

Testaments. Scholars attribute its craftsmanship to Constantinopolitan and eastern
Mediterranean ivory workshop®£Wh i | e t he bi shopds throne ser\v
Maxi miands close connections with the visual
portrayal alongside Emperdustinian in the Imperial Panel of San Vitale's presbytery

mani fests Ravennads intimate political ties

i mper i al ideol ogy, symbolizing Ravennaods tra
politically and ecclesiaally subjugated by Constantinog¥ Unlike Rome's

approach, Ravennads deli berate alliance with

a strategic movéo promote episcopal primacf.he al |l i ance reinforced

Lsekel i yRawmwesna in ,LaZlEB Antiquity

2%Her Rawmenna: Capital of ,Enipd@® e, Crucible of Europe
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image as an influential ecclesiastical center with imperial backing. Additionally, this
affiliation granted Ravenna certain privileges from the Eastern emperors. A crucial
theological disunification that had political consequences among the Empire arose
duu i ng Justinianbs reign. I n 5 %F8umeniEanper or
Council in Constantinople to condemn three texts that threatened the established
theological doctrine regarding®JGshmanst 6s
sought ecclesiastical confirmation to bring religious harmony throughout the Roman
world under the same doctrinal belief. However, his actions triggered controversy,
particularly when the Roman church opposed his é¥icthe opposition stemmed

from the decisions formulated at the Council of Chalcedon in 451, where Pope Leo |
defined Christ's nature. Anything percei
was deemed contrary to papal authority. Despite Pope Vigilius ellgntandemning

the three chapters formulated at the Fifth Council, bishops of several provinces in
Northern Italy and Africa rejected the council of 553, leading to a lasting division until

the eighth century. The Three Chapter Controversy weakenedpbgahtontrol over

the Adriatic and paved the way for the Lombard invasion of Northern Italy in 568.
Nevertheless, the Ravennate Church maintained loyalty to imperial authority through
Maxi miands support of Duhing thiB pefridd Bustidamu n c i | ¢
explicitly intensified a more decisive action against Arian churches. While Justinian
utilized anttArian polemic as part of his propaganda to justify the conquests of Africa,

Italy, and Spain between 557 and 565, he specifically mandatedatister of all

Arian ecclesiastical properties in Italy to the Orthodox commu#itjn Ravenna,

Maxi mi ands successor -570) owerkalithe tredegicatidrgofi e | | u
former Arian churchesfour outside the city and five withirto Orthodox worship
between 566 and 57As a part of this reconciliat:i
church Sant 6 Axma®donvartedanto@an oNhodox space. As discussed in

the subsequent chapter, Arthur Urbano identifies this process as a dammdtio

25| bi d-85.184
2% pi d.
®"Her Rawmenna: CapCrnwadi olf e, E0ipRE @r, op e

Concerning HoJytAgnel | DBQ3I . L BRnis, 198
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memoriag an ancient form of cultural forgetting employed by the Orthodox to
dishonor rather than eradicate the memory of Arianism in Ravéhna.

While the alliance with Eastern emperors and acquisition of archbishopric status

granted Ravenna ecclesiastical independence, towards the end of the sixth century,

Ravennate see faced subjugation from the Roman Church. In 578, The Roman Popes

intervened inthe selection of the archbishop of RavefffaAround the same time,

with the expansion of Islam and the Arabic conquest of the seventh century, Eastern

emperors sought to unify their Christian subjects. In Constantinople, the Monothelete
doctrine emerged, advocat-iGodg oOtslinsteadlaf ea of Chr
distinct human and divine wills. The theological doctrine opposed Islamic

monotheism, yet it received little backing in the West. Rome became the center of

opposition to Monothelitism, positioning itself as the protector of Chnigtrehodoxy

against the heretical advancements originating from Constantinople. When the council

of Constans Il in 647/8 issued an imperial decree known as Outline of theTygits (

tes Pisteos forbidding the discussion of the doctrine, Pope Martin9{63)

summoned a synod to condemn Cd&°hNotaynt i nopl eds
the exarchs of Ravenna played significant roles in this period, attempting to compel

the popes to accept Eastern theological definitions while maintaining diplomatic

ties392 Archbishop Maurus of Ravenna (642) did not attend the synod and

continued to support imperial campaigns in Sicily. In the 650s, he sought negotiations

with Emperor Constans 1(641-6 6 8 ) t o s ec ftreedom fRomvpapaln a 6 s
subjugationln 666, while Constans Il was in Sicily, Archbishop Maurus (643)

sent his deacon Reparatus with a copyPa$sio Sancti Apollinariso discuss the
Ravennads archiepiscopal authorit% and ind

Convinced by their argumeronstans |l endowed the privileges of autocephaly to

2%Ur bano, "Donati on, Dedicati on, and Damnati o Memori ac¢
and the Church of SiddtOéApoll inare Nuovo," 71

S%WHer Rawmegnna: Capital of ,En2pOi9.e, Crucible of Europe
1 bi d-255250
021 pbi d.

%) bi d-261259
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Ravannate Church, granting them the right to choose and consecrate their archbishops

i ndependeAnuttloyc.e pThhad yido mosai ¢c panel to the
ASacrificed panel C 0 rwmreea sep ocenxdeicnugt etdo iint Samn
Classetorecord thisinciderfEigure 52Ravennadés eccl esiastical
Rome lasted until the 680s when Archbishop Theodore-§839 submitted the
Ravennate church to papal control.

4.2.3 Cults of St Apollinaris and St Vitalis

Surviving artifacts and textual santly dence
cultsin the second quarter of the sixth century, particularly those of St Vitalis and St
Apollinaris. Possibly in the sixth or seventh centuries, \thae of these saints were
altered in Ravennato localize thetng n e | UPRstaidissvith thevita of Apollinaris,
referring to St Apollinaris as Ravenna's patron saint and founder bishop. However, this
apostolic representation differs from the earliest surviving record mentioning
Apollinaris, found in the sermon of Bishop Peter Chrysologus-4688 £rmon3°4In
Sermon 128"0On the feast of saint Apollinaris,Apollinaris is mentioned as a
confessor equal in stature to mart$tsThe transformation of Apollinaris into a
martyred saint and his association with St Peter of Rome first appearsRadsie

Sancti Apollinaris likely composed in Ravenna during the migth century and
developed undeirchbishop Maurus (64673)3% This later martyrology, utilized by
Agnellus inLPR portrays Apollinaris arriving from Antioch to Rome alongside St
Peter, who then sends him to Ravenna for preacdfingpollinaris performs
numerous healing miracles in Ravenna and converts many to Christianity but faces

torture and exile for these actions. After twentght years as bishop, he returns to

S%“Carola Jaggi, "Ravenna in the siRavenoant antywy: rol
earlier medieval edhian g en adredniteyncNeahrdgoen, ( Uni ver sity
I nstitute of Hi stidrOi9c al Research, 2016), 87

3Wpeter ChBgsmbdatZRi gediihe Cult of Sailvwisddmced at e
| DEQ29hrt7t:p: / / csl a. history.ox.ac.uk/ record. php?rec

3%%SchooRmdnscovering Sainthood in Italy: Hagiogra
Raven & .

SMartyrdom oMaApBi éedfahrei sCult of SaiBEtisdémMceate /
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Ravenna and is martyred at the hands of Pagans in GResso Sancti Apollinaris

describes his burial in the following mann&pollinaris, martyr, and bishop, dies

and is buried outside the walls of Classe in a stone sarcophagus, which is buried in the

ground to be hidden from pagari§®'According to Herrin, Bishop Maximian might

have written théPassio Sancti Apollinarisince he dedicated himself to enhancing
Ravennaodos epi*¥Gopaeh Maanctiagds commi ssionin
mosaic of SantdApollinare Classe featuring t
the church's devotion to Apollinaris. Verhoeven attributes the promotion of

Apol linarisbés apost ousjwho might have tompoged theh bi s hop
passioto strengthen claims for the status of autocepftdijin inscription dating to

the churchdéds consecration on 9 May 549 ment.
containing Apollinaris's relics into the churék: When combined with thpassi® s

claim of Apollinarisodés buri al I n a stone sal
with Agnell usds description of the churchos

strongly suggests thattipassiol i kel y emerged around the same

foundation. There is |Iimited evidence regard
Ravenna in | ate antiquity. Pope Gregoryodos | e
to early Christian times, wer e Apol |l inarisds grave is hig
veneratior?Nevert hel ess, the evolution of Sant 6 Ay

place for Ravennate archbishops, starting from the late sixth century with Archbishop
Marinian (595606/618) and continuing until the late eighth century, underscores the
importance thaRavennate bishops attributed to the grave of Apollinaris.

St Vitalis had known to be a saint from Bologna until the Ravennate see adopted him

when a letter was composed by an anonymous Ravennate hagiographer at the end of

308 b iAd .3,5

3WHer Rawmenna: Capital of ,Emp8& eandcrnafglgd.e ORa¥m noae
in the sixth century:il0Be ScB®bdebeabogpgrohgclhangeé hdoldl7i
Hagi ography and the Late ,An%d.que Past in Medieval Rav
SVver ho€&€henEarly ChristianmrMoarsdmone mas i @fn-EBawnan Me:mor y
11 bi d.

321 bi d.
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the fifth or the beginning of the sixth centidty This letter, fashioned as if written by

Bishop Ambrosia of Milan, retells St Vitalis's martyrdom, establishing a direct
connection with Ravenna. Known as tRassio sanctorum martyrum Gervasii et

Protasii, it portrays St Vitalis as the father of Milan's local martyrs, St Gervasio and

St Protasius, whose relics were discovered by Bishop Ambrosia, and claims that St
Vitalis martyred in Ravenn®? Similar to St Apollinaris, the adoption of St Vitalis
manifested in the church dedicated to him, San Vitale. Although his grave has not been
identi fied, an altar basement from the f
exedra of the central octagiasuggests the existence of some sortroémoria likely

of Vitalis, at the site before the foundation of the chidféfhe depiction of St Vitalis

in the apse mosaic, alongside St Gervasius and St Protasius portrayed in medallions
within the intrados of the triumphal ar
i nscription in the at r iTheroftydempleseisedortteet i n g
venerable rooftop, sanctified to God in the name of Vitalis. And Gervase and Protase

also hold this stronghold, whof®family al

The cultivation of localized saintly cults servedetate Ravenna's early ecclesiastical
history to that of Rome and Milan. The Ravennate see sought to heighten its standing
within the broader Christian world by appropriating an imagined pasidentifiable
depiction had been necessary to propagate the cults of Ss Vitalis and Apolindris

the artists had been requireddepictfia specific saint in such manner as to leave no
doubt ab o u f¥Thehistoricatlevidenhce tegarding the bishopric patronage

in Ravenna aids us in understanding the historical context in which sacred portraits
were commissioned and displayed in churches. However, this evidence primarily

relies on surviving texts authordry or concerning bishops, shedding light on the

3 bi d8Q. 73
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bi shopso motivation i n promoting t hese sac

information on how society perceived these portraits.

Our primary source of information for bishopric patronage in Ravenna during late

antiquityisAgnel |l usés account t hat elucidates b

i s

sacred portraits: to promote that Ravennaods

its first bishop St Apollinaris being sent by St Peter, and that Ravenna had as many
saints as Romd-dowever, if weattribute the production of sacred portraits only to
reasons of authority appropriation based on Agnellus, it downgrades the historical role
sacredportraits played in the visuality of I
hi ghlights the significant role of | ocal
church within the religious power structure but also in benefiting the comnitfhity.

These portraits facilitated a more tangible connection with the divine realm,
transforming distant historical events into something directly linked to the ongoing
religious life of Ravenna when bishops began to appear in church decorations
alongside saist Christ, and Biblical figures. In essence, the visual regime of late
antique Ravenna and Early Byzantium was a product of the collective taste of the
culture that worked towards eliminating the rexegetic ways of viewing'® Hence,

how a sixthcentury viewer engaged with and interpreted mosaics of Ravenna calls to
explore their rituakentered viewing. In the following chapter, the surviving sixth

century mosaic imagery in the churdches of

at

bi

S

Sant 6Apol linare Classe wil/l be examined acc¢

il i ved state.

S8Mar seRgi it alicsnsa:ndBet ween Reality6Bn&. Holiness in

SEl sner, A0The Truth within These Empty F-igureso:
287.
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CHAPTER 5

MAPPING EARLY BYZANTINE SIGHT IN RAVENNATE CHURCHES

Foll owing Ravennab6s reintegration into t
Arianism, the Ravennate episcopacy took the initiative to invent the cults of local
Saints Apollinaris and Vitalis. Simultaneously, they constructed basilicas devoted to
these saints and adorned these sacred spaces with depictions of saints, in conjunction
with imperial and bishopric imagery, during the sixth and seventh centuries. During
thislate antiqgueearly medieval period, Ravennate churches were adorned with images

to which veneration should be paid, yet images that were not i€bisschapter aims

to investigate the role exegetic and ritaahtered viewing of Byzantine culture played

in the visualitiesof Ravenna. It seeks to overcome the sole agency of patronage in
discussing visualities of antiquity and medievality by exploring the impact of the
visual culture of Early Medieval Byzant
significance to the empire #e capital of Byzantine presence across the Adriatic.

51. Sant 6Apol linare Nuovo

Sant 6Apol linare Nuovo was initially buil
Theoderic in the 500s and belonged to the Arian doctffiEhe church was designed

as a threaisled basilica, with nave walls supported by twelve columns made of
Proconnesian marble ending in a semicircular apse. (Figure 53) Although the church

has undergone multiple restorations, for instance, due to an esddthiguthe Middle

0For further information abouSanth@&Apcohlulricnharse eNud
cantiere, elsempd aAkmpeellioy, Razmlkels2n;a i n ,Lafie6t AnMagquaiet o
Panzanini, AflLa processione dei martiri a Sant o6Ap
festa delDievecapE@dmado. 3-1¢7AF bAa)ho,168Donation, Ded
Damnati o Memori ae: The Catholic Reconciliation ¢

NuovoillOWegY hodhen,Early Christian Monuments of R e
Memar M8 anid5437
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Ages and the damage resulting from bombings during World War II, the main body of

the church remains intact. The church glseserves a considerable part of its original

mosaic decoration commissioned Byeoderic. However, during the Orthodox

dedication in the 560s, some alterations occuresdilting in the decoration surviving

today. (Figures 54,55) Among the surviving parts from the decoration dating to the

construction period are the Palatium and Classis mosaics at the western ends of the

lower navewalls, enthroned Christ and enthroned Virgin Mary at the eastern ends of

the lower nave walls, and the mosaics decorating the two upper registers of the nave

walls. (Figures 56,57,58) While the upper register above the windows is decorated

with Christologcal scenes from the Life and Passion of Christ, below them, between

the windows are unidentified prophets in robes, holding books or s&ollkere is

no evidence regarding the apse decoration of
of an inscription running in the apse above

church from its foundation in the name our

In the 560s, the church was converted into an orthodox space during the episcopate of
Bishop Agnellus (55570), the successor of Bishop Maximian. The reconsecration
included the transfer of ownership, reconsecration liturgy, rededication to St. Martin
of Tours, and the partial alteration of nave mosaics decorating the lower r&jister.
The figural depictions standing in the arches of the Palatium mosaic were purged, and
the arches were filled with curtains. At the same time, the Ravenna gateway and the
Classis mosaics were also modified. (See Figure 38) A closer examination of the
Palatum mosaic reveals the hands and forearms of the purged figures on several white

2'The scenes from the Life and Passion of the Christ ¢

wall from the entrance towards the apse are: the Doub
at the Sepulchre; the GCGaer rPiilnagt eof Jtuhdea s®rso sRse;p e rainscte ;
t he Prophecy of Peter ds Deni al ; Christ before Caia
Get hsemane; the Last Supper. Corresponding to them or
Heal i ngarodl ytthiec Pat Bet hesda; the Gadarene Swine; the
the Last Judgement; the Wi dowbés Mite; the Pharisee ar
and the Samaritan Woman; t he He aloidng tdfe tHee | Wonnga no fHat
Two Blind Men; the Calling of Peter and Andrew; the M
Cana.

22Concerning ,H®Ryt Agnel | Deliyannis, 200.

2yr pbano, "Donation, Dedication, and Damnatio Memori a:
and the Church of Siddt0dApollinare Nuovo," 71
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columns, and circular patterns probably outline their halos above the curtain rods.
(Figures 59,60AIso dating to the decorative alteration made during the reconsecration
is the procession of female saints led by three magi on the lower register of the northern
nave wall departing from the gate of Classe and marching toward the Virgin Mary,
and as a cauerpart to them is the male saints led by St Martin on the southern wall
departing from the gate of Ravenna and marching toward the &Hrist.

Therefore, t he nave mosai Ccs of Sant 6 Ap
patronships, commissioned first by King Theoderic during the Ostrogothic rule of Italy

and modified by Bishop Agnellus during the Byzantine conquest of Emperor Justinian.

The modiftations commissioned during the Orthodox reconsecration of the former

Arian church pose two significant questions. First, who were the purged figures from

the Palatium, Classis, and Ravenna gateway mosaics, and why were their traces left in

the Palatium? &ond, what was depicted there on the central zone of the lower register
before the addition of the saintsd proce
Christ on the southern wall and between the Classis and Enthroned Virgin Mary on

the northern wall'Both questions ultimately relate to the Gothic patronage and Arian

theology.

Regarding the identities of the figures purged from the Palatium, Ravenna gateway,
and Classe mosaics, scholars agree that the purged figures might have represented
King Theoderic, his court members, his family and/or the Gothic ecclesiastical
leaders’® In the light of the evidence, it is impossible to reconstruct the original
representations; however, some scholars have suggested that on the pediment of the

2According to the inscriptiontwdafcemaladbovai nthe tp
apse are: St Eugenia, St Sabina, St Christina, S
Daria, St Anastasia,p&tudus$SindinsSentiehaci $tasValSd

St Caecili a, St Eul ali a, St Agnes, St Aga+t ha, St
five male saints are: St Sabinus, St Hyawcginastus,
St Polycarp, St Demetrius, St Sebestian, St Apol
St Gervasius, St Vitalis, St Paul , St John, St
Lawrance, St Xystust,inSt Clemens, and St Mar
Sedohnson, "Toward a History ofUrbleoder"iltonsatBL
Dedication, and Damnati o Memori ae: The Catholic
Sant 6Apol |l inare Nuovo," 93.

83



Palatium stood the image of King Theodéf®T hi s suggestion based on
descriptionof a mosaic portrait of Theoderic on horseback, armed with a lance and

shield, surrounded by personifications representing Rome and Ravenna:

[ €] i n the apse of the dining hall that i
at the front of the main door that is called Ad Calchi, where the main gate of

the palace was, in the place which is called Sicrestum, where the church of the

Savior is seemotbe. In the pinnacle of this place was an image of Theodoric,

wonderfully executed in mosaic, holding a lance in his right hand, a shield in

his left, wearing a breastplate. Facing the shield stood Rome, executed in
mosaic with spear and helmet; andthere | di ng a spear was Raver
in mosaic, with right foot on the sea, left on land hastening toward thé%ing.

Scholars have divergent views on the mosai cbé
Agnel | usods acsuggeststhe imdgedf Thgodenawassin the apse of the
dining hall o f3¥However, tHendrickDéysandRBahhsancsgggest that

it was set on the pediment over the main entraDatghi3?® If the Palatium mosaic is

the unfolded version of the palatial facade, and if Agnellus is describing the main
entrance of the palace, it might be the case that the portrait of King Theoderic once
decorated the pediment of the Palatium mosé&igufe 61) Regarding the original
decoration covered by the processions of sasmisie scholars acceptdut initially,

there stood the representation of the procession of Theoderic and his court from the
palace to the church and that the overall scheme of the original decoration, the number
of figures, for instance, did not change af#lThis suggestion is highly hypothetical
since the restoration works could not identify traces of the original decoration beneath
the present layer. lding the purge, the surface had been removed until the Btick.

Therefore, Verhoeven suggests that it might even be the case that there were no

6See | bi d.
27ConcerniAgmg eH®Rgt rans. Dxrdd.yannis, 205
2Del i yRawésna in ,Lalt220 Antiquity

2Johnson, "Toward a History860eyT he"oQeerreinto nsi aBu iArdniantgur
Porticated Streets and Their Architectural Appendages

300tto VonSa&dmesdnFortress: Byzanti nfTeheArUniared s$ttayt eodr a
Chicago Press, Wr9na8no,8 1".DoMlastoi omnge Dedi cati on, and Da
Catholic Reconciliation of Ravenna and the Church of
lver hodwen,Early Christian Monuments of R&dvenna: Tr a
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decorations her #According to &bah@ it ioeldbnst have bmen .

unusual for Theoderic to display royal family portraits in his palace church since
Ravennate churches had begun to be decorated with imperial portraiture as early as the
San Giovanni Evangelista in the fifth cent333 Later examples include the Imperial

panels of San Vitale dating to the sixth century and the Autocephaly panel of
Sant 6Apol |l inare Classe dating to the sev
unusual if the original ntluded thec portrastsf of Sa nt ¢

Gothic bishops since Ravenna has a long tradition of episcopal commemoration.

I ndeed, i f decorations stood before the
processions of saints, they evoked the Arian and Ostrogothic past of Ravenna. The
highly stylized appearance of forsgven saints and the church's dedication to St
Martin, who was renowned for being an aftian saint, indicates that the cult of
saints was utilized to defend Orthodoxy. The saints in the procession are mainly drawn
from the Ravennate, Roman, and Milanese saint catalogs, representing an alliance of
the chuches of Byzantine Italy against Gothic Arianiéth.Urbano identifies the
reconsecration process as a sortdafmnatio memorigean ancient form of cultural
forgetting, which the Byzantines sought to dishonor rather than eradicate the memory
of Arianism in Ravenn&® The physical act of erasure negated evidence of the past
and produced new signs of it when the traces of the Arian past were kept in the
Palatium mosaic to "remember to forget® The fact that the apse inscription
commemorating Theoderic as the church's founder was still visible to Agnellus in the
ninth century, not being eradicated during the Orthodox reconsecration, further

i ntensi fies Ur b aamnaismemoribadeespitea nethirey isikrmwn o f

regarding the decoration of the apse, the archival drawing showing the apse decoration

of Sant 6Agata dei Goti, a former Arian cl
321 bi d.

3%Ur bano, "Donation, Dedication, and Damnati o Mem
and the Church of SantdédApollinare Nuovo," 93.
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serves as an example. This Arian church was dedicated to Christ the Savior, as was
Theodericbs palace church. 1t featured Chris
conch, which was visible until the sixteenth century. (Figure 62) According to Maria

Carile, just |like Sant 6Agata dei Goti, Sant o
have featured an image of Christ amidst the apoStlésf t er Sant 6 Agata dei C
converted to Orthodox worship by Pope Gregory the GreatB9)) who rededicated

the church to St Agatha, the apostolic portraits decorating the apse remained, as did

the images intentionall yrel eNMuovundcshamawa wal
suggesting that Arian iconography did not significantly differ from that of Orthodox.

Nor did the Arian and Orthodox liturgical services diverge significantly in terms of the

use of ritualistic space. Characteristics of the litulgieaformance held in late antique

Mediterranean churches involved a ceremonial procession of the clergy and

congregation into the church, followed by their procession through the nave, and the
clergybs gathering i n t heitustadagainattheragse.s pace wh
In contrast, the congregation stayed in the nave facing the clergy. Moreover,

Sant 6 Apol | i n aaisked baEsiicaYoonéerading with @semicircular apse is

strikingly similar to the architectural form of the basilica oh3ad Apol | i nar e CIl as
built by the Orthodox bishops of Ravenna in the 520s. (See Figure 99) Therefore,

Sant 6Apol linare Nuovo suited both Christian
and communal worship and did not require any spatial alteratiomgdilne Orthodox

rededication.

The decorative modification, however, was deemed necessary to utilize the liturgical
space for the new owners, the Orthodox community of Ravenna. It is essential to
guestion the operation of images that were spared the purge and commissioned during
the puge within the ritualistic space of the church. It seems highly comprehensible
that the mosaics closest to the entrance depicting Ravenna and Classe in the lower
register of the nave walls were left in placesince after partial modifications
eradicating te memory associated with the Goths, they became neutral

representations. Both during the Arian period and after the Orthodox reconciliation,

"Maria Crairdtliena "Piety, Power , or Presence? Strategi
Patronage in LatRel ARioqpuwe . Ragm0rd,) ", 1

86



the two cities marked the beginnings of the liturgical procession from an earthly realm
towards the enthroned Christ and Virgin Mary at the eastern ends of the naves just
before the sanctuary. The other images that were left untouched and deemed
acceptabldor Orthodox liturgy, the upper two registers of the naves depicting the
apostles and Christological scenes, and the enthroned Christ and Virgin Mary in the
lower register just before the area of the sanctuary, indeed reflect the iconographic
trends devealping in late antique churches in both East and West. As Elsner discussed,
Christian art worked towards decoding the scripture in its depiction of biblical events,
portrayal of spiritual leaders, and integration of these elements into typological
programs:*® The sixth century Byzantium was highly exegetic in commissioning and
viewing religious art since the culture was occupied with the exegesis of the
Incarnation. Regarding the mosaics commissioned during the reconsecration, the
processions of female and raaaints, no other church in Ravenna, the decoration
bears this much resonance with the ritualistic performance within the church. Just like
the clergy and the congregation marching towards the sanctuary during the liturgical

services, the saints are in tiom, marching towards the Virgin and Christ.

The liturgical rituals and processions across the late antique Mediterranean churches
were dynamic, varying in visibility and movement patterns according to their spatial

and decorative configurations. The question of how might the -sedtury
worshippere x peri ence the nave mosaics in Sant
their spatial laws of interaction within the ritualistic setting of the church. Identifying

the human experience within spatial relations of ecclesiastical space involves decoding
the ecclesial visibility patterns by engaging in space syntax analysis. According to

Bill Hillier,

Space syntax starts with the object and examines it for evidence of order
resulting from human behavior. It, therefore, makes no assumptions about

human behavior but | ooks for evidence
see how far evidence can be fdun [human behavior] of the influence of the
object33°
S8E|l sner, A0oThe Truth within These Empty F-i gureso:
287.
¥Bji Il Hillier, NnBetween social physics and phenon
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It is intriguing that the decorative modification only took place in the lower registers

of the nave walls, i.e., the nave section that is most visible to the viewers. (Figure 63)
The lowest register depicting the two cities, the processing saints, eedttironed

Virgin and Christ stands approximately 6 meters above the ground, havingete
elevation. The second register depicting apostles stands 9 meters above the ground,
having a 2.5meter elevation. The upper register depicting scenes from bide a
Passion of Christ stands 11.5 meters above the ground, havingeted elevation.
However, the present proportions of the nave elevation are the results of the sixteenth
century restorations. Due to the high groundwater and swamping, the pavements and
arcades were raised in many Early Christian churches of Ravenna during the sixteenth
century restoration campaigi®l n Sant 6 Apol |l i nare Nuovo, the |
approximately 1.20 meters. To raise the arcades of the nave walls, new arches were
opened, resulting in the demolition of the original arches and the lower register of the
nave walls above them, which wagproximately 2 meters in elevatiétt.(Figure 64)
Therefore, in its original state, the processing saints were 8 meters, the apostles were

11 meters, and the scenes from The Passion were 13.5 meters above the ground.

In discussing the visibility of Byzantine icons in churches and museums, Gianna
Stavroulaki and John Peponis suggest differences in the viewing principles between
icons seen in churches and musedtAZheir study focuses on icon exhibitions in the
museums in Greece, particularly the Byzantine Museum of Athens and the Museum
of Byzantine Culture in Thessaloniki. In discussing the modes of viewing the curators
and exhibition designers sought to reprodubey analyze the relationship between
viewpoint and the spatial arrangement in Byzantine churches by analyzing the Church
of Capnikarea as an example. They classify various positions from which the icons are
visible in the church in three categories:tidist visibility, indistinct visibility, and

elusive visibility. The portrayed figure and the face in the icon are recognizable in

I Bt h I nternational SpaceV&lynt hx( BYy mpelsfitum POOSred7 ngs
Vver ho€henEarly Christian Monuments qf R /.enna: Trans
¥ bi d-175174

%2Gi anna Stavroulaki and John Peponis, fASeen in a dif
chur chbetsh ol ntnernati onal Space Shordt axX Jylp Dxil dm , Pr2ddeée
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distinct visibility. The portrayed figure is recognizable in indistinct visibility, but the
face remains obscure. In elusive visibility, the presence of the icon is experienced, but

its physiognomic appearance cannot be distinguished.

| f these categories are applied to the
mosaics from the point of view of the viewer standing in the middle of the nave aisle
facing the nave elevation, the lowest register, depictions of Classe and Ravenna,
procesing saints, and the enthroned Virgin and Christ, is distinctly visible. The central
register depicting individual apostles is indistinctly visible, meaning the viewer might
decode the content but could not identify the physiognomies. The upper register
depicting christological scenes is elusively visible given that their placement is 13.5
meters high and relatively small scale measuring 1 m, meaning the viewer might sense

the presence of the religious images but could not decode their content.

In discussing the reception of the early Christian wall mosaics in late antique churches,
Beat Brenk draws parallels between Roman
ecclesiastical a r*® Rosnanrintperial @t Wwas ocoupied svighl v a t i
displaying the wealth and magnificence of the emperor through enormous size and the
opulence of the monuments exceeding the visibility thresholds. Brek notes that the
extent of the visibility of the images from the ground adorning imperial monuments

such a the Column of Trajan and the Arch of Constantine,

[ é] i's solely a problem for todayds
I mper i al art was to show the emperoro
importance to provide public enjoyment through visibility than it was to

engender public awe of magnifite e . | mperi al art was a

the emperor had such great means at his disposal that he could afford to
decorate his buildings opulently with works of art even they could not partially
be seen by the viewét*

According to Brenk, the rhetoric of abundance also appears in late antique churches

commissioned by wealthy donors, such as the church of S. Paolo fuori le murain Rome

Beat Brenk, AVisibility and (Parseal hglhheslhbil
in Late Antiquity anddt héi €alrl g deé dNi e, Ajasl F. |
(Bel gium: Brelp®4.s, 2005), 139

341 bi d-144143
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commissioned by Emperors Valentinian Il, Theodosius, and Arcadius, and

Sant 6Apol linare Nuovo commi ssioned by King
superimposed registers of frescoes decorating the nave walls were partially visible

from the ground due to thiéheight. (Figure 65) While it was impossible for the viewer

to decode a single scene, the images expressed a sense of wealthy patronage while
displaying the history of salvation.

Similarly, displaying rich decoration was more important than the specific massages

of each biblical i mage in Sant 6Apollinare NL
the impact of frescoes decorating the upper register of the nave walls, s/he could not

distinguish the identities of the apostles decorating the central register and the details

of the Christological cycles decorating the upper register. (Figure 66) In his palace

church, King Theoderic displayed the imperial rhetoric of abundance in which what

mattered was the totality of the decoration rather than the details that could be seen or

not. As Urbano noted, art historians often discussed the stylistic differences between

the procession of saints commissioned during the reconsecration and the upper two

registers displaying apostles and christological sc&i&ghile the processing saints

appear in motion and more Byzantine in nature, the scenes decorating the upper

registers are identified as static and pogEure 67) Brenk notes, "whosoever calls

[the i mages decorating upper registers in S
realize that this monotony was the intentional use of the tool of redundancy in royal

r h e t ¥°r Therefabe, the ecclesial visibility and invisibility patterns in

Sant 6Apol |l inare Nuovobs decorative program

employed.

The overall impact of the mosaics arranged in three registers spanning the nave walls
above the arcade is the longitudinal meditation of the ritualistic movement taking place
in the sacred church space. When the viewers enter the church, the city ofa&Ravenn
Theoderic's palace on the right, and the port city Classe on the left confront the viewer.

%Ur bano, "Donation, Dedication, and Damnati o Memori a:t
and the Church of SantdédApollinare Nuovo," 78.
%6Brenk, fAVisibility and (Partial) Invisibility of Ear
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Proceeding through the nave, the viewer moves through a procession of saints on both
sides towards the east. As the viewer approaches the apse of which decoration is
unknown, the mediating procession of saints leads the viewer to the representations of
theenthroned Christ on the right and the enthroned Virgin on the left. As Elsner noted,
the viewer moves fAifrom the tempor al to t
now of Ravenna and its port) to the general (the foreeezandnow of the presence

of GY'dheoi magery in SantoApollinare Nuov
temporary into eternal, collapsing al/l t
meditation for worship while providing the visual explanation of a large body of
biblical texts.

5.2 San Vitale

Located in the nortwestern sector of the city near the churches of Santa Croce and
Santa Maria Maggiore, the church of San Vitale is unique in Ravé#fhe church

has a doublshell octagonal form, with the central octagon carrying a dome supported
by eight piers. (See Figures 48 and 68) The domed octagonal core is surrounded by a
two-storey space on seven sides, an ambulatory on the ground level gafidra

space above the ambulatory. While there are two columns between each pier on the
central octagonds seven sides enveloping
core to the east opens into a vaulted preshytery proceeded by a semicirsealar ap
(Figures 69,70) The narthex set at an angle to the southwest of the exterior octagon
provides the main entrance to the church. The passage from the narthex to the church
interior is provided by two doors leading to triangular chambers between the
ambuhtory and the narthex. While these two triangular spaces meditate the passage

and provide entrances to the stair towers, the door on the western wall of the octagon

%7Jas Elsner, fAFrom the Literal to the Symbolic:
and Roman RelAirgi oaunsd Atrhte, ORolmman Vi ewer: The Transf
World to CGambti dgpétyni versity Press, 1995), 232.
For further informabDebhny&@&bwieana hien ccha2BPAskiequ
Giusepp&KaBewninmi,, RavAnnaCi tppngdaiAkge] B8aol®F0OR]| e i1
Ravenna and Octogonal Chiwi esbadem: LRdiec hfenrtti qVe rt
Lombardini, ACorrado Ricci e I restaur.i all a B

ricomposi zione delle QULASAR7 m@at-md2 ) ¥e f@inded \icaarv,$ iyd e,
Christian Monuments of RavenB@: afdass9®9or mati ons ¢
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leads to the ambulatory space directly facing the apse, while the other leads to the right
side of the ambulatory. The narthex was likely attached to a colonnaded atrium, which
was extended 25 meters west of the narthex entrance according to the emsanatio
190234°

According to Agnell usb6s account s, foundati ol
narthex commemorated the church's construction. The foundation inscription
mentions the initiation of the church by orderBa$hop Ecclesius (5232) and with

the commission of Julian Argentarius:

The |l ofty temples rise to the venerable r
of Vitalis. And Gervase and Protase also hold this stronghold, whom family
and faith and church join together. The

world was to these sonsanx ampl e of faith and martyrdo
gave this stronghold to Julian, who wonderfully completed the work
commissioned to hirf?

The consecration inscription mentions the consecration of the church by Bishop
Maximian 646-556)in 547:

Julian the banker built the basilica of the blessed martyr Vitalis from the
foundations, authorized by the beatissimugishop Ecclesius, and decorated
and dedicated it, with ther reverendissimuBishop Maximian consecrating
it on April 19, in the tenth indiction, in the sixth year after the consulship of
Basilius [the year 547!
While the construction activity appears to have proceeded throughout four episcopal
reigns (Bishops Ecclesiudjrsicinus, Victor, and Maximian)most likely under
Bi shop Ecclesiusds episcopacy, ®dheh,y the bui
building activity probably stopped or slowed in the episcopates of Ursicinus and Victor
due to the Gothic Wars. It is likely that the execution of the structure started after the

Byzantine conquest of Ravenna in 540 under Bishop Vi(i38-545), whose

Del i yRawmwéesna in ,La2t27 Antiquity
%Concerning HoPAR tE@mlsesiDed i yannis, 177.
BlConcerniMag i HoMPafh t rans. Deliyannis, 192.

2Del i yRameénana in ,LaRZ% AnVedbee¥am,|y Christian Monume
Ravenna: TransformdfZi ons and Memory
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monogram appears on the ground floor impost capitals of the exedrae calndns
completed by Bishop Maximiaii® (Figure 71)

Despite there being several domed polygonal structures in Ravenna, including the
Arian and Orthodox Baptisteries, the unique architectural layout and structural
complexity of San Vitale have received scholarly attenttdnRegarding the
architectural layout of the church, it resembles the Byzantine church typologies
developed in the Eastern regions around the same time, particularly with the church of
Sts Sergius and Bacchus in Constantinople. It has often been discus€idhbp
Ecclesius might have returned from his visit to Constantinople with the idea of an
octagonal church® (Figure 72)It is known that Ecclesius visited Constantinople in
526 before King Theodericbs death. The cl
was built between 527 and 536; therefore, Ecclessius cannot have seen the church.
Still, Eccl esi wpglalikely ingpised him td man thechwsch af Bani n
Vitale.

Regarding the asymmetrical alignment of the narthex in San Vitale in contrast to the
church of Sts Sergius and Bacchus, scholars agree that the alignment was a structural
solution to ease the load carried by exterior corners of the octéfy@igure 73)

Deliyannis underlines that the asymmetrical alignment of the narthex leads to an
asymmetrical entrance to the church spaces, with one door directly facing the apse. At

the same time, the other is located on its rfgh(Figure 74) In longitudinal three

ai sled basilicas |ike SantodApollinare Nu
three entrances, one leading into the central aisle (nave) and the others into the side

aisles. The two doors leading to San Vitale's iatelikely controlled the entrance

%3 bi d.

¥sSekel i yRawesna in ,La2B3IMantki quiSthypsh vsova) e in Rave
Octogonal Churches Wi es Hhaden:AnReiqah @rytT herHaargl,y 2C
Christian Monuments of RavenB@:afdaahts®or mati ons ¢
5Del i yRawesna in ,La22® Antiquity
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hierarchy because church entrances across the late antique Mediterranean functioned
to regulate the processional entrances during the liturgical services.

Despite the church having undergone multiple structural and decorative
transformations throughout the centuries, thsiin Proconnesian marble columns,
capitals, impost blocks, and the apse and presbytery mosaics recall theesixtty
Constantinopoldn styles. The current interior appearance of the church is the result
of the restorations conducted by Corrado Ricci at the beginning @otheentury

aimed at returning the church to its original stat¢Figure 75) Notably, the marble

wall coverings and mosaic pavements were restored to theircarthry state.
Figures 76,77 The later additions from the presbytery area obscuring the altar were
removed. At the same time, the baroque paintings decothgragntral octagon were

| eft untouched despite Ricci®igues ) of el i mi
Regarding the original design of San Vitale, Deliyannis notes that either a Ravennate
architect created the design and sent the specifications to Proconnesus or
Constantinople, or Ecclesius and Julian sent their representatives with inasuoti

the capital to obtain a design and materials for San \Atale.either case, Deliyannis
underlines that the design of San Vitale was likely finalized in Constantinople. By the
530s, the marble producers would have been assembling materials for both San Vitale
and Sts Sergius and BaccHfs.

Unli ke Sant 6Apollinare Nuovo, the original
almost intact. The entire walls of the sanctuary area, namely the presbytery and apse,

are decorated with spectacular mosaics featuring abstract, symbolic, and iconic
imagesexcept for the lower zone of the apse, which is covered with marble. (Figure

79) The intrados of the presbytery arch is decorated with fifteen medallion portraits

featuring Christ in the arch's apex, surrounded by six medallions on each side featuring

%8| bi d2,3%3Fhodwnen,Early Christian Monuments of Ravenr
Me mqr Y2237 .

%9 b d.
%0Del i yRawesna in ,La232 Antiquity
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the Twelve Apostles and Sts Gervasius and Protasius. The presbytery vault depicts the
Lamb of God in the apex, supported by four angels standing on globes. (Figures 80,81)
On the side walls of the presbytery, the semicircular panels above the ground floor
columns depict the sacrifices of Abraham and Isaac to the left and the sacrifices of
Abel and Melchizedek to the right, whereas the decorations surrounding semicircular
panels feature the biblical personages and scenes like Moses before the burning bush.
The apse conch features the image of an enthroned Christ, surrounded by an angel
introducing St Vitalis to his left and a second angel introducing Bishop Ecclesius to
his right. (Figures 82) St Vitalis presents a model of the church to Christ, in line with
the papal donor portraits developing in Rome at around the same time. On the side
walls of the apse are the -salled imperial panels depicting the ecclesiastical
ceremony of the imperial couplleathas been the subject of generations of scholarly
interpretation®®? The panel to the left of the apsidal window features Emperor
Justinian amid his attendants, including Bishop Maximian, who leads the ecclesiastical
procession. To the right of the apsidal wall, the procession of Empress Theodora and
her retinue correspond® the panel of Justiniar(Figures 83,84) Scholars have
identified two different sixticentury phases for the entire mosaic program that date to
the Byzantine erd® The mosaics decorating the apse, the presbytery vault, and the
apex of the presbytery arch date before 545 to the episcop&ishaip Victor. The

side walls of the presbytery and the lower parts of the presbytery arch dated between
546 and 549 to the episcopacy of Bishop Maximian. Also dated to the second phase
are the alterations carried dantthe Justinian panel. Scholars have dated the head of
Bishop Maximian tathe second phaswhile the rest of the body dates to the first
phase. The most agreed scenario lima Andreesculreadgold and Warren

Treadgol débs suggestion that, in Ma&ximian:

%Charles Barber, "The imperi alBypametlisneata nSda nMoMlietrs
Studli4e$990G33; 1Bri nalrAmdirgeowd ddlcuand Warren Treadgol c
Il mperi al Pandhe &ftBBuVheald a(2139;979ar a’7l0 8E. Bassett
Meaning in the | mpeAfr al bRane&t9s Hntot. Hald § §RiOtBadli) ¢ t ' M®y
Thomas, fAA Case for Space: Rere®dbagi ngeRempgiobask
& Place in the Earl y-1d@dieedv.al Chworrtl adl (Ri.e |Anba n3n0 Oa n
(Leiden: Sidestdmes Press, 2018), 61
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completed and featured Bishop Victor's porttéitMaximian most likely ordered

replacinghi s portrait with Victords, |l eading arti
Maximianuswas fitted above the bishop's head during this reconfiguralibe.

figureds execution fit between Justinian and
body has also been dated to the second phzidés addition to the alreadgompleted

mosaic composition evoked a scholarly debate regarding his identity. Otto von Simson

identified this figure as Julianus Argentarius, a wealthy banker who financed the
churches of San Vit alnaMari& MagdgiobeASaoMidhelen ar e CIl as
and Santa Stefart8® However, most scholars find this identification hypothetical and

suggest that he was probably an influential official in the Byzantine t3Rigure

85)

Agnellusrecords that when Emperor Justinian appointed Maximian as the archbishop

of Ravenna, Maximian faced resistance from Ravennate citizens who did not welcome

him warmly due to his alien origin from Pula rather than a local ciétiaccording

to Herrin, once th&kavennatiaccepted Maximian, he ordered the reworking of the

i mperi al panel to sol i di f Archhishep Maxindgan,di ng wi t h
the outsider, intimately linked with Emperor Justinian, the distant bygoalerful

pol i ti c &9An amargroas eary Byzantine text reveals a similar mosaic

reworking carried out by Patriarch Akakios (4429) of Constantinople in the fifth

century’ According to the text, Akakiosod6s portra

finalized before his reigmiAlthough this whole building was completed during the

% rina Ahdea®ekgaelud and Warren Treadgol d, "Procopius an
The Art7Bulinetsd #(2130.97) : 708

851 bi d.
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patriarchate of Gennadius [his predecessor], in the most visible part of the nave they
wor ked in a fi ¢%Integuinmly, thé texh states that Akgkjos was
subjected to adverse reactions when his portraits were displayed in churches, and he
iseemed to all to crave fame, evén if h
However, in the case of San Vitale, the alterations carried out under Bishop Maximian
predate the consecration of the church, suggesting the initial appearance of the
Justinian panel was unknown to the public. Historical evidence points out that the
impeial couple never visited Ravenna. The scholarly discourse, therefore, agrees that
Bishop Victor commissioned the imperial panels to celebrate Ravenna's Byzantine
conqguest and showcase the Ravennate epi s
course ofthe construction, the Justinian panel was altered by Bishop Maximian to
imprint his discernible authority endowed by Emperor Justinian. As Brittany Thomas
discussed, the extensive literature scrutinizing the imperial panels of San Vitale often
interpretedhe panels in terms of formal analysis, assuming the panels were available

to a large audience in plain vié\? One of the most cited interpretations regarding the
representation of the i mperial couple is
exact representations of Justinian and Theodora participating in the fttiGye

second interpretation is elaborated on by Charles Barber, who discussed that the panels
depict imperial rule and are unspecific to Justinian and Theodora, suggesting the
representations fulfill the gendbased social roles of the Byzantine Emperat an

Empress’® However, Thomas underlines that the scholarship often overlooked

viewing access during the |iturgical ritau
at the artworks of S%n Vitaleds inner sal
31 bi d.
32 hi d.
Brittany Thomas, HAA Case f Space: MRelraetaidighg t
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The inquiry into who could closely view the imperial portraits and how visible the
sanctuary imagery was to the congregation
ecclesiastical spaces were experienced during the liturgies. During the liturgical
services, upn passing the narthex, the participants likely divided into two groups to
enter the main body of the church, some through the door facing the apse and the others
via the door to the left. Those entering through the door facing the apse were
encountered wi an image featuring Christ, angels, St Vitalis, and Bishop Ecclesius
on the apse concfFigure &) The vertical and horizontal alignmenttbé apse conch
within the architectural setting mediated
in visibility upon moving toward the sanctuaryhe iconography of the apse conch
image was distinctly visible as viewers entered the central octagaontrast, the
imagery adorning the presbytery and apsidal walls unfolded as viewers approached,
transforming fromelusively visible to indistinctively visible. Viewers could decode

the imperial panels only standing in front of the altar, without a clear view of their
exact iconography. The only position from which the imperial panels were
distinctively visible is tharea preserved for the clergy within the sanctuary behind the
altar. If one proceeded towards the central octagon, those staying in the ambulatory
likely circulated towards the east via the northern or southern corridors. The varying
movement of those aulating within the ambulatory led to different views of the
sanctuary imagery regarding their movement direction. Those who took the southern
corridor gradually approached the Justinian panel, whereas those in the northern
corridor approached the Theodgranel. (Figure87) In both cases, the image of the

apse conch remained somewhat elusive for those standing in the ambulatory, whereas
experiencing the imperial panels was dynamic. The panels gradually reveal themselves
as viewers approach the sanctuahgrgying from indistinctively visible to distinctly
visible. Considering the spatial separation of the female congregation members at a
secondstorey gallery during the liturgical services in Constantinople, the female
participants in San Vitale likely preeded directly to the gallery above the ambulatory

from the triangular chambers between the narthex and the main body of the3¢hurch.

t

h
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sanctuary, albeit providing a more direct engagement with the apse at eye level.
(Figure88)

The viewshed analyses demonstrate that the liturgical rituals held at San Vitale
provided a dynamic experience, offering varying patterns of visibility and movement
for different audience groups: the clergy and the male and female members of the
congregatn. In their paper discussing the application of space syntax analysis to
mapping the sensory aspects of past buildiBtefteria Paliou and David Knight use

the church of San Vitale as a case stt/fyn search of human sensory engagement
with the ritualistic space of San Vitale, they investigate the visibility patterns among
the clergy and male and female congregation members. Then, these patterns are
intersected with the other aspects of the litusgych as speech and chanting. While
they aimto challenge the prioritization of sight over different sensory perceptions in
spatial analysis by integrating the visual and acoustic data produced from San Vitale,
their results illuminate the social aspects of the liturgy. Among the findingalwiu

and Knight the visual integration map indicating the ecclesiastical spaces seen from
relatively numerous or few observation points proves that the central octagon was the
most visually integrated space withiretround floor level(Figure89) This suggests

that the imperial panels are in one of the areas of low integration, indicated by the
greencolorOn t he ot her hand, the fitimes seeno
ground floor can be seen from tha&llery space and shows the visual experience of the
female congregation members, suggesting the sanctuary area was the most visible
space for the female participants. (Figu@ Bhe visibility graph of the ground floor

from the gallery from a position facing the sanctuary demonstrates that women in these
areas had the most advantageous visual access during the liturgical services, observing

the unfolding events at the sanctuarga and its surroundings. (Figur® 9

Within the light of the evidence unfolding the liturgical performance that have taken
place in late antique Mediterranean churches, the main focus of attention was the

SEl efteria Paliou and David Knight, f@dMapping the
Antique Liturgy inP8aceV¥idi alghsn nRalt d@nrdf8®&r d mce on
Applications and QuantiteaetdivérdMatthecdd ICn Lochaesql
J. Melero, Oxford:2B6chaeopress, 2013, 229
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sanctuary area after the processional entrance. Following the entrance, the deacon

circulated a series of movements circulating between the altar and the nave carrying

the Gospel book during the Liturgy of the Word ritéfdlThe goal of the deacon was

the ambo located in the nave. The deacon performed the scriptural readings before

returning to the sanctuary along a particulasiaped path. The celebration then

moved into a series of Eucharistic rites initiated by the clergmbers carrying bread

and wine with candles and incense from the church space to the altar. After the rites,

the Eucharistic bread and wine symbolizing C
among the participants. As Yasin highlighted, the textualesme indicates that the

architectural setting and the liturgical furnishing of late antique churches were

arranged to regulate the crowd attending these serfftes.

As Brittany Thomas discussed, it is plausible to assume that the ambo was likely

located in the middle of the domed central octagon in San Vitakherefore, the

male members of the congregation probably gathered in the ambulatory and faced the

centr al octagon during the clergyb6s theatric
the altar and the ambo. They experienced the unfolding course of evepéslavel

and viewed the sanctuary imagery in varying visibility patterns according to their

standing to the left or right. The female congregation members likely stood on the

secondstory gallery level. They had greater access to the unfolding eventeon t

ground floor, while their engagement with the sanctuary imagery also varied in relation

to their positioning. Within the performative setting of the liturgical rituals, the clergy

members beneath the apse conch had the greatest access to the prasthdapse

mosai cs. Therefore, t he i magery within Sa
interchanging and dynamic meditation among diverse audience groups. Nonetheless,

for all, it culminated in visually decoding the eucharistic sacrifice and showcasing

local spritual leaders like St Vitalis and Bishop Maximian, with the presence of the

former being somewhat more indispensable in the ritualistic setting of the church.

°Yasin, "Sacred Space and Visual Art," 954.
80| pi d.
®%lThomas, ANA Case for Space: RereardZ.ng the | mperial Pe
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53 Sant 6Apollinare Cl asse

Situated outside Ravennaods <city walls i
Sant 6Apol linare Classe is dedicated to S;
of Ravenna who was martyred in Classe at the hand of the pagans according to the
sixth-certury sources®2 The church follows a threaisled basilica design, supported

by arcades of twelve columns along the nave walls. (Fig@@39The narthex that

was once attached to a colonnaded atrium consists of three doors leading from the
narthex into the nave and aisles. The nave culminates in a semicircular apse featuring

a polygonal external shape. Deliyannis posits that the architeptarabf the Classe

church, with chambers flanking the narthex and the apse, was designed to echo the
layout of the fifthcentury church of San Giovanni Evangeli&(See Figure 26)As
documented in Agnell usbés account s, a fou
attributed the initiation of the chur¢b Bishop Ursicinus (5336), its commissioning

to Julianus Argentarius, and its eventual completion to Bishop Maximian:

Julian the banker built the basilica of the blessed priest Apollinaris from the
foundations, authorized by the beatissimu8ishop Ursicinus, and decorated
and dedicated it, with thar beatusBishop Maximian consecrating it on May

9, in the twelfth indiction, the eighth year after the consulship of Basilius [the
year 54984

Similar to San Vitale,lte foundation of the Classe church was initiated during the
Ostrogothic rule and took place under three bishdpsicinus, Victor, and Maximian.

As at San Vitale, the isitu Proconnesian marble columns, capitals, impost blocks,

% For further informabDebhy@&bwiesand hien chaRE¥ Astkiequ
Clementinal IRigrzagrda mnaab siicdoi naol ger adfiii ¢cBoa @It dAp@ | i i @ aBiel
mosaici: Antiche eOcmwaesve Quratder mri e tbedilaniS,c'uol a Di
Archeo25%8gDevrN9o9&€n8®l a Jaggi, "Ravenna in the six:
chang®aVehna: its role in earledudmedi edealri ahamg
Nel son, University of London Press109%Gincty anmuit e
Mont anari, AL6babside di S. Apollinare in Classe d
| Mi scell anca di studi artistici e letterari in
presid®einé e Bal boni, Napol i-12®3j udep Pb®abeniomis,, Ah9
Art RKRavegnna: Longd&/eAhgéhen EA®@T7T@; Christian Monume
Transformati onB8®and Memory
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and the marble wall revetment once covering the interior walls were imported from
the Sea of Marmar®® (Figure949How f ar the churchés con
prior to the Byzantine conquest is challenging to assess. The majority of the
construction activities were probably carried out during the episcopacy of Bishop
Maximian, probably after the completion of S¥fitale in 547. While the apse
decorationofSant 6 Ap ol | remaiasrlaggelCihtactansitg original forrihere

is no evidence regarding the decoration adorning the nave walls. However, scholars
believe the church likely had mosaics above the arcades, akin to those in

Sant 0Apol I*%nare Nuovo.

The apse concimosaics feature a highly symbolized depiction of the transfiguration

of Christ. Figure 95) This biblical event, as narrated in the Gospels, recounts that
Christ took three of his disciples, Peter, James, and John, up on Mount Tabor. There
he was transfigured with his face and garments radiating light and spoke to Moses and
Elijah beforethevoc e of God the Father reached
my Son, whom | love; with h?#nnthie amenf we |
the Classe church, the transfiguring Christ is depicted through a monumental cross
adorned with gems and pearls, featuring a tiny medallion bust of Christ at its center.
Against a golden background, the hand of God extends from the clanas pbinting
towards the cross. Moses and Elijah are floating in the same setting on either side of
the cross, with their right hands gesturing towards the cross. Below this golden sky
lies a green landscape filled with shrubs, flowers, rocks, and fféese sheep
representing three disciplines accompanying Christ on Mount Tabor stand in the upper
part of the landscape and gaze upward at the cross. Aligned with the vertical axis of
the monumental cross, St Apollinaris identified by an inscription, staexsath the
transfiguration amidst the celestial landscape, seemingly positioned as witnessing the
event of transfiguration. He appears with both arms raised in a prayerful gesture,
reminiscent of the posture adopted by bishops at the beginning of tharkstic

¥pDeli yRawésna in ,2&#e Antiquity
| hi2® 5.
¥"Matthew: 17.52@&&. cited in |bid.
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rite 38 Adorned in thepallium, a symbolic garment signifying archbishopric status, St
Apollinaris gazes out from the apse vault towards the congregation. Six lambs are
flanking him on either side, proceeding towards the patron saint, accentuating his
centralized appearance within theecall composition. Below the apse conch, four
Ravennate bishops, each wearing padlium and holding books, are individually

depicted between the window&igure96) These representations, dating back to the
churchés construction period, portray th
left to right as bishops Ecclesius, St Severus, St Ursus, and Ursicinus. The panels on
the far right and far left on the agal windows were executed the second half of

the seventh century and have been extehsrestoredTheffAut ocephal yo p;
positioned to the left of the apsidal window, commemorates the incident when the
Ravennate church was granted privileges by Emperor Constans Il ifs@ébigures

52 and97) The panel portrays Bishop adrus at the center, flanked EBmperor

Constans lland deacon Reparatus. The emperor bestows a scroll of privileges to
Reparatus. Accompanying them are three members of the Ravennate clergy and three
figures from the imperial court. Below these representations, smiption praises
Reparatus for the new decorations, while above, an inscription lists the emperors
whose identities have been much dispidf@cCorresponding to this composition on

the right of the apsidal window is the Sacrifice panel depicting Abel, Melchizedek,

and Abraham offering sacrificial gifts around an alf&igure 98) Both panels were

executed simultaneously, likely replacing the unknown setiitury decorations and
exhibiting clear inspiration fromthesixthhent ury i magery found ir
The Autocephaly panel draws evident inspiration from the Justinian panel that
decorates the left apsidal wall, while the Sacrifice panel draws inspiration from the
sacrificial scenes that decorate the presbytery walls. Both panels of the Classe church
reinterpret the sth-century imagery of San Vitale, infug it within the context of

the seventh centur® Finally, the mosaics of the triumphal arch essentially date

| bid.
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between the seventh and twelfth centuriks. esent | y, the apse of Sa
Classe is elevated over a crypt built in 1723 and accessible via a large staircase.
However, originally, similar to San Vitale a
been positioned a few steps above the nave feaa 3°! During restoration works

conducted on the apse mosaicSaht'Apollinare Classe in 194Band later il 970

3, the preparatory drawings, referred teiaspie were uncovered beneath the mosaic

surface of the apse vadf These underdrawings, laid in red clay on stucdwezks,

are presently displayed at the Museo Nazionale in Ravenna. Notablgintpea

sketch discovered beneath the lower band of the apse vault reveals a different

decorative scheme from the one eventually realiZzéigufe 99) In the preliminary

sketch made for the lower band of the apse vault, there are peacocks, birds, and plants

arranged around a small cross instead of St Apollinaris flanked by two flocks of sheep.

(Figure 1@)

The sixthc ent ury apse mosaics of SantdApollinare
scholarly interpretation in several aspects: the divergence between the original idea

and the executed imagery in the lower zone, the selection of the four bishops for the

windowed area, and the symbolic representation of the transfiguration. Scholars agree

that Bishop Maximian likely altered the original mosaic design. According to Carola

Jaggi, the alteration points out an ideological upgrade of the patron saint over the two

decades of construction, which led to the inclusion of St. Apollinaris in the apse

mosaic3®® In line with the reconciliation of the Orthodox faith in Ravenna after the

defeat of Arian Ostrogoths, St Apollinaris served to redefine the ecclesiastical history

of Ravenna. By positioning Apollinaris prominently within the apse imagery, a

position typcally reserved for Christ in the churches of the period, the patron aimed

to depict the saint as a meditator for the divine akin to Christ. Jaggi credits Maximian
redesigning the Classe churchdés apse i mager
Justinian Pale of San Vi tale. Li kewi se, Cl ementi na

®pel i yRawéesna in ,2&8Be Antiquity
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ideological elevation and the apse imagery alteration to Maximian's political and
religious ideals® As Deliyannis highlighted, the construction of episcopal histories

with apostolic origins during the sixth century held significant importance in northern

and central Italy® In Ravenna, Maximian took a leading role in this process,
emphasizing the line of episcopal succession and apostolic origins in various artistic
medi a. Given Maxi miands involvement I n c
see through episcopal commeration, he likely orchestrated the depiction of the
Ravennate bishops on the windowed area of the apse, as well as the inclusion of
Apollinaris in the apse composition. The portrayal of Apollinaris in his bishopric
garment, contrasting with his initialosy as a martyr, alongside the presence of
bishops from the history of the see, visualizes an abbreviated yet profound
representation of Ra V% Tha apécHic identiies efshea st i ¢

bishops matter less, as they symbolize the lineage of the Ravennate episcopacy.

The theological meaning behind the unconventional iconography of the transfiguration
scene in the Classe church, expilicitly utilizing the symbol of the cross instead of a
direct portrayal of Christ, has been a subject of considerable d&bakhis
representation has often been compared to the sole surviving contemporary example
featuring the transfiguration scene in the apse mosaics of the Monastery of St
Catherine at Mount SinaiFigure 13) The Sinai mosaics, however, adopt a more
conventional representation of the event, featuringadaant full figure of Christ
surrounded by prophets and disciplines, akin to later transfiguration depictions. While
the use of the jeweled cross motif was expected in late antique art and had ceremonial
significance in liturgical processions, the unigoenbination of elements in the Classe

image prompted scholars to seek further meanings attache@ta\&.Deliyannis

Rizzardiprogramma iconografico absidiale di San
Antiche e nuove-li9nt.er pretazioni," 185
peliyannis, "Bishops, Cities, amd8Hi storical Me

%pDel i yRawéesna in ,2a6e Antiquity
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observed, numerous possible interpretations exist as in biblical exegesis, any or all of
which might be plausible regarding the transfiguration ima&&ryTherefore,
discerning the exact intention behind the apse iconography and the modification that
occurred during the work still needs to be discovered. Nevertheless, there is no reason
to assume that sixtbentury viewers would also have found the iconphyeelusive.
This leaves room to explore how the apse imagery might have been received and

understood within the ritualistic setting of the church.

Thesixthc ent ury apse I magery in Sant édApollinare
merging Christological time and space, blending them within the here and now of
Ravenna.When viewed from strategic locations, the apse mosdiectively

communicates the history of the Ravennate Church in connection with the historical

narrative of salvationHgure 1) When entering the main church body through the

nave door, the gaze of the sixtantury viewer must have been directed along the line

of the arcades towasdhe apse. Standing in the nave, one would be confronted by the

monumental cross and its immediate setting, symbolizing the transfiguration and the

direct gaze of St Apollinaris out of the ap@&gure 1@) Undoubtedly, St Apollinaris

occupies the most prominent position within the composéibthe juncture of the

horizontal and vertical axes, appearing as a cult figure to whom prayers could be

directed. Figure D3) By engaging in the liturgy of the Eucharist within this visual

setting, where the postures of praying bishajpdhe beginning of the Eucharistic rite

juxtaposed with that ot Apollinaris worshippers were encouraged to contemplate

t he i mageryos mor e profound meaning. Thi s
amalgamation of past and present within the persona of St Apollinaris, with the local

saint Afocused and i ntndcocommdmbratide chatageradfacr ed, ¢
chur ch*Ihesidhe et ury apse i magery of Sant odApol
provided a model of emulation for the average churchgoer, encouraging admiration

and imitation of the Chridike qualities represented by the Ravennate bishops. Upon

mediating towards thepse, inscriptions identifying the bishops decorating the

¥pDel i yRawesna in ,2a6e Antiquity

“WyasiSmajnts and Church Spaces in the Late Antigue Me
Commu,ni240.

10¢



windowed zone would become discernible. Upon seeing their contemporary bishop at

the altar during the liturgy at the center of it all, with his predecessors on the back and

the timeless spiritual master St Apollinaris above, the congregation must haae felt
profound sense of connection to Ravennabd
Incarnation down to their present day. Consequently, this apse image might have been
instrumental for the Church in promoting veneration for the patron saint and fgonorin

the lineage of the Ravennate episcopacy.

Agnellus reports, "No church in any part of Italy is similar to this one in precious
stones, since they glow at ni gh%Durlnd most
daylight, the basilica must have been flooded with light, reflected off the polished
mar bl e and the mosaicsé gold glass tesse
gold were intended to be viewed in their fully reflective state, that is, Wigehght

catches the gol®P? However, the contemporary uniform lighting conditions under
which we look at mosaics in gold do not fully allow us to grasp their metallic
appearance. Franses illustrated this by comparing two versions of the Virgin and Child
mosaic at the apse of Hagiahia in different guiseqFigure D4) His findings
suggest that in their reflective state, the images transform in their overall appearance
and the visual balance of the scéfie.

When examining the gold pigment i n the
under different guises, it becomes evident that in its reflective state, the gold glass
tesserae visually emphasize the golden sky. This phenomenon results in the more
prominentappearance of St Apollinaris, who acts as the singular intercessor during the
prayer.(Figure D5) Notably, in contrast to the other Ravennate churches inside the
city walls and integrated into the contemporary urban fabric, the Classe church remains
undigurbed amidst the greenery, preserving its physical setting as it appeared in the

sixth century. Furthermore, unlike in other late antique churches of Ravenna, where

“WlConcerning HoRR tUWrasisci Mwed i yanni s, 1789.
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side chapels were added against the aisle walls in later periods, the structure of the
Classe church remained unaltered. Accordingly, Verhoeven asserts that the
contemporary experience of daylight within the church provided even distribution of
light by five windows in the apse, foright in the upper registers of the nave and
aisles, and one in the western facade, evokes the luminous ambiance that a sixth
century visitor might have encounter@dIn this regard, moderday visitors to the
Classe church may perceive certain dimensions of its ancient grandeur that are not as

pronounced in SantdApollinare Nuovo and

Every year, the early Christian basilicas in Ravenna draw thousands of visitors wishing
to see spectacular Byzantine mosaics adorning their interiors. Recognized as the
ACapital of Mosaic,0 the city stands as
antique Italy. A notable event in this context is tifeBennale of Contemporary
Mosaic, scheduled to take place in Ravenna from October 2023 to JanBafy°20

For this biennale, monuments, museums, and cloisters of Ravenna function as
galleries, serving as platforms where ancient and contemporary mosaic art meet. The
biennale fosters an ongoing dialogue, connecting the mosaic traditions from

Byzantium down tole present day.

Wver ho€EhenEarly Christian Monuments aqf 5Ravenna:
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CHAPTER 6

CONCLUSION

In its entirety, his studyis an attempt to overviethe preoccupations behind the
visualities of ByzantiumExploring the motives for artistic patronage in a culture
collectively inclinedto seeg it enters a realm of material and immaterial hopes and
anxietiesthat characteried Byzantium between thiurth centuryand the period of
iconoclast controversylhis era spanning from the beginnings of imagekingin a
Christian wayto the defense o€hristianimages saw the emergence of exegatic
vision and visualityaboutChristian doctrineThe mi ndds eye of | at e
into which this studypenetrategproceeded from visual exegesis to contemplation,
from sight to mental imag@andfrom vision to worshipThe cultural habitf seeing
through senses iByzantiumaremultifacetedout this studylimits itself to the ocular
desires of society and focuses the sense of sighAs such, i situates the visual
culture of Early Medieval Byzantium and its artistic production withia freriods
dynamic religious social and political lifeby focusing onthe mosaic portraits

decoratingthe late antiquechurches ofRavennd® By setting figural mosais

406 For further studies focusing on other locales in discussing the visualities of Early Medieval
Byzantium seeAv er i | Cameron, AEI i-Gerst larnyd BRazi& Resennm,Ldat e
84 (1979): 33 5 ; Eric Thuno, AiMaterializing the I nvisibl
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Byzantium: Texts and Image=]. Leslie Brubaker and Marry B. Cunningham, (New York: Routledge,
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adorning various church spaae® their political, theological, angpatialcontexs, it
examinesthe role of Byzantine theories of vision andtual-centered visuality in

constructingRavenna kte antiqueandearly medieval identity

As Paterson discussedicsed portraits in Byzantium had different purposes, some

more common and others more specialized. They could be visual expressions of legal

authority, objects of veneration revered with rituals, the focus of intercessory prayers,

models for emulation, stepping stones to divine visi6¥. The same portrait could

fulfill one or more of these purposes on different occasions. Howetrertypes of

sacred portraits also had distinct functions. However, there remains to be some

uncertainty regarding which kinds of portraits were believed to be capable of

performing specific function®® For instance, imperial portraits could exercise

political authority and be objects of veneration, but seemingly not as conduits for the

spiritually elevated functions mentioned above. On the contrary, while lacking

political powers, a saint's portrait ddwaid in intercessory prayer. On the other hand,

Bishopric portrayals could symbolize church authority and aid in intercessory prayers.

Yet, exceeding their individual function and reception, different types of sacred

portraits were conjoined in monumentdurch decorations to build a meaningful
narrative for the viewer. I n the churches o
Sant 6Apol linare Classe, depictions of bi sho
alongside Biblical figures were integrated intoosaic compositions within the

sanctuary and nave walls. These mosaic compositions can be roughly categorized into

two groups: typological programs, il lustrat:.
gestures imply a narrative context, and individualgba presenting a single figure

within a static or motionless setting. Exemplifying the first group are the Imperial

panels and apse conch decoration in San Vitale, the apse conch decoration of

SandApollinare Cl asse, andi hh&adepApoi bnn arf

fiBuilding with Mosaics of Olympos: Mosaics bhte Ancent EraEarly Byzantine periody In 11"
International Collogliumon Ancient Mosaic2009 BursaTurkey(U | u d averdtyRrdss, 2011)
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Nuovo. The second group encompasses the series of individual apostles and bishops
decorating the nave walls of SanoApol |l in
bi shops decorating the | ower zone of the
modern obsemrr may perceive each panel as a distinct entity, the entire decorative

program was visually and spatially framed within the ritualistic setting of the church.

The findingsof this studysuggest two patterns ahtiqueviewership prevalent in the
visual regime of Early Medieval Byzantium: the gaze of the panoithe gazef the
beholder.n discussing the case of Ravenna, the gaze of the patrons requires further
categorization: individugdatronagen the agency oimperial figuresand institutional
patronagen the agency of ecclesiastical patroBsfore theByzantine conquest, King
Theoderic,whose vision othe empirewasshapedn Constantinopledecoratedhe
church of SantinfdlpmMnd theiinmarial enetdtic af abundandene

lack of evidence regarding the original mosaic decoration befwreOrthodox
reconsecration of the churcimakes it impossible taleterminethe extent of
Theoderi cb6s aHoweves tne afT lpead d @imergnd@tvations in
decoratinghis palace church was froclaimthe wealth and vast resourcestioé
Ostrogothic Kingdom as protectedtine HolySavior.After thedecline ofOstrogothic

rule in Ravenna, the Ravennate episcopacy dethroned the shadow of Gothic Arianism.
It formedin an Orthodox identity construction to define its standing withinatiaker
Christian world. Evidence from Ravenna in thsixth century suggests that
institutionaly patronzed churches werelecorated withvarious types ofsacred
portraits ensuringhecommemoratioof particularbishops, saints, and emperdrke

gpatial analysiof ecclesiastically commissionedosaics demonstrates thatrons
strategicallyused portraitureto convey messages. More specifically, the findings
highlight the instrumentalization of churcart by ecclesiastical patrorte propagate

Ravennaods a pandtddemonstrate itslalianteiwithfestern emperors.

In this periodthe memory ofsothicArianismi n Sant 0 Ap owasreplaged e Nu o
by the processingaints of the Orthodox doctrinelowever,some tracesvereleft in

the mosaics representing the city of Ravenrtas church evinces thiengitudinal

meditation thathe nave imagergould have offereduring the liturgical processions

On the other hand, tehur ches of San Vit aleaevincatthed Sant
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ritualistic mediatiorthatthe apse imagemgould have offeredn both churches, saints
-St Vitalis in the former and St Apollinaris in the lattdominate the apse conch and
occupy the most prominent and distinctly visible position in the apse decoration.
Likewise, bishopsBishop Ecclesiuswho appeas in the apse concbf the former
and four Ravennate bishqpghoappear in the lowaapsezoneof the latter also have
prominent visibility patternsThe least approachable arlderefore elusively visible
images seemto be the mosaics decorating the apssidd walls, the imperial panels
in the former andhe Autocephaly panel in the latteklthough scholarship has
assumed thathe portrait ofBishop Maximian alongsid&mperor Justiniamvas in
plain viewfor all groupsof liturgical participants ritualcentered viewing suggests
that the imperial panels were elusively visitdenost of the congregatiom contrast,
they were distinctly visibldo the bishopswho stoodin the sanctuary during the
liturgical servicesTheinstitutional patronagef church mosaictus revealshe ways

in which episcopalidentity waspresentedo different audiences ithe monumental

churches oRavenna.

The sixthcentury bishops of Ravenna paid the way for the legenesafovi colombini

to come into being in Ravenna in the eleventh cenilins legend originated from

Agnel lusdés assertion concerning the election
Severus, claiming that the Holy Spirit descended like a dove during his orditfdtion.

The eleventt ent ury | egend recounted that al | of
eleven successors of St Apollinaris, were similarly elected by the Holy Spirit appearing

as a dovél®In 1112, this legend was visually inscribed into Ravennate ecclesiastical

history when the apse of Basilica Ursiana was redecorated with a new mosaic imagery.

Despite the mosaic being destroyed in the eighteenth century, a drawing by
Gianfrancesco Buonawiirecords the iconographic program centered on the theme of
Resurrection. (Figuredb) In the bottom register of the apse conch, St Apollinaris was

portrayed in a gesture of prayer, surrounded by nineteen of his successors, eleven of

whom had a dove depicted above their heAdsin the case of Ravenna, thisual
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concepts developday episcopal authoritiea theearly medieval period can enhance
our understanding of medieval typological progsam

Therefore, the spatial ®ading of mosaics offered by the fifth chapter reveals the
varying motives behindhe artistic patronageBeyond doubt, the sixtbentury
ecclesiastical patrons played a role in expanding the Christian visual repository. The
findings suggest that while mosaics were instrumental in spreading cults and legends,
they also responded to theee h o | rebedrfad sontemplation in the presence of
images. As | have tried to demonstrate throughout the study, visual exegesis was
integral to the worship in Byzantium. In decorating the Ravennate churches with
various sacred portraits, the patrons respdrtdethe intricate relationship between
seeing and the act of worship. For the beholder, Christian religious portraiture
decorating different church spaces facilitated access to the Divine while giving a sense
of sacred Ravennate identifijhe discussion, appreciation, and viewing of religious

art in Early Medieval Byzantium and the meanings held by the mosaic imagery in
Ravennate churches for their original audiences can seem distant from our
contemporarygaze However, the conceptual frameworks of rituegntered and
exegetic viewing help us to explore the art of Early Medieval Byzantium through the
lens of its contemporary beliefs and ideologies. These frameworks offer insights into
how images generated meanings and hbey were perceived by those who
commissioned and looked at them. Therefekamining mosaicérom monumental
churches of lateantique Ravenna in relation to the viewing habits of the culture
provides access to the diverse actors and purposes that contributed to the formation of

the visual regime of Early Medieval Byzantium.
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