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Muanor mexxay Bomoii u Macjaom
B OanTHCTepHsX Mo3aHeanTHYHOro Kumnpa

B panneBuszanTuiickuii nepuon B Bocrounom CpennmzeMHOMOpBE Cy-
[IECTBOBAJIM [JBE MapaaurmMbl oOpsaa kpeuieHus: «loaHHOBCKuid» 00psiz,
BbI3BIBAOIIMI  BocriomuHanue o Kpemenun Xpucrta B peke HMopnas,
u «IlaBnoBckuit» 00psan, ocMmbeicasBmui KperieHne B MOHATHIX CMEPTU
1 Bockpecenust Xpucra B Mepycanmume. JlomruHIpOBaHNE KPECTOOOPA3HBIX KY-
nesael TOBOPUT O TOM, 4TO Ha Kumpe rocnoacTBoBaio TOJKOBaHUE arloCcToNa
[TaBna. B ommmume ot Kpemenus nHa HMopaane, 3ToT oOpsii mpezrosiarai
IIOCJIEI0BATENbHOCTD JACUCTBUM, KOTOpPAsl HAlllJla OTPAXEHUE B JIUTyprudec-
KOM IJIAHUPOBaHUM 4YeThIpex OanTucTepueB Ha ocTpoBe: Armoc Emmdannoc
Ha BOCTOYHOM nobepexbe, Arnoc @uinon u Arua Tpuac Ha ceBepHOM Oepery
u Kypuon Ha 1oxkHOM Oepery. OOHa)KEHHOE TEJIO TOBAILIErOCs K KPEIIEHUIO
MOMa3bIBaJIOCh IMEpe] MOrpy>KeHUeM, MOoJ00HO Tely pacmsiToro Xpucra.
[Tpu 3TOM CXOXXIEeHHE B KyMelb CUMBOJM3MPOBAJIO MOrpedeHue, a BBIXOJ U3
OUMIIAOIINX BOJ CHMBOJM3HpOBaN BOockpeceHue. Ilocie aToro xpenjaemslii
Mojlyyajd HOBOE IOMa3aHHE M YWCThIe Oelble OJEesTHUS HOBO-POXKIECHHOTO.
Takum 006pa3om, TPOHOE MOTPyKEHHE COMPOBOXKAAIHN J[BA MOMA3aHUS BCETO
Tela KpeuaeMoro, NpoUCXOAUBIINE /10 U MOCJe MOrPYKEHUI B Kyneiau. JTu
IOMa3aHus UCTOJIKOBBIBAJIUCH Kak nap Cestoro Jlyxa.

B nanHO# cTarbe QOKa3bIBaeTCs, YTO MPUCTPONKM K KUIPCKUM Oari-
TUCTEpUAM B KoHIle VI Beka ObuIM clenaHbl BCIIEACTBHE U3MEHEHUs 00psia,
onucanHoro cB. Kupumiom HUepycanumckum B IV Beke, cperotrourieMm KOTopo-
ro 6suM Boabl Kynenu. B VI Beke oOpsin TpancopMupoBanics — «xapumar
CaaToro Jlyxa mepeHOoCWIach Ha IOMa3aHWE B KOHIE JINTYPrUYECKOIo IIO-
CJI€I0BaHUS, U, COOTBETCTBEHHO, BAKHEWILIMM CTAaHOBHWJIOCH MPOCTPAHCTBO
«XpU3MapUOHa», 3aBEpPLIAIOLIETO B pPsAy NPOCTPAHCTB, B KOTOPOM CHM-
BOJIMYECKHU Bocmpou3Boauiauchk Cmepth u Bockpecenne Xpucra. 310, B 4acT-
HOCTH, IIO3BOJISICT OOBSCHHUTH JOOABICHUE arCu] K chrismaria B paHHUX
Kunpckux 0antucrepusix B V-VI BB.

A. M. JTludoe

CBslieHHble BOAbI B MIPOCTPAHCTBE XpaMa:
«Paijickue pekn» Kak oOpa3-napaaurma
BU3aHTUHUCKON UePOTONMUU

Bocrpustie BU3aHTHIICKOTO Xpama OMNpeesjioch oOpa3aMH-NapaiurMaMu,
KOTOpbIE CYIIECTBOBAIN MOMHUMO (UTYPATUBHBIX M300paKEHUI Ha CTEHAaX,
CBOJIaX U Moyax xpamoB'. JlomuHHpyrOmuM 06T 00pas-napaaurma HebecHoro
Hepycanuma, KOoTOpblil popMHUpoBasics MpU MOMOIIM CAMBIX Pa3HBIX MEAHA,
BKJIIOYAs] apXUTEKTYPY, U300paKeHHs, CUCTEMY OOpsIIOB, ApaMaTypruio cBe-
Ta, OPraHM3ALMIO 3aIIaX0B M 3BYKOBYIO Cpelly — BCE OHHU JOJDKHBI OBUIH
CO3/1aTh OIIyIlIeHUE TPeObIBaHUS BHYTPU MPOCTPAHCTBEHHOM MKOHBI «IlapcTBa
Hebecnoro Ha 3emie», KOTOpOe CO3HATENbHO HE OBLIO MPEICTABIECHO B BHUJIE
TUIOCKOM (pUTypaTHBHON KapTUHBIL.

«Benukas Llepkos» Casitoii Codun B KoHcTaHTHHOIONE BOMIOTHIIA
OMH W3 CaMbIX 3HAYUTENIbHBIX MPOCTPAHCTBEHHBIX 3aMBICIIOB B HCTOPUHU
MUPOBOHN KyJabTypbl (1. 1). CyIiecTBEHHON COCTaBIISIOLIEN 3TOrO MPOEKTa,
WHULIMUPOBAHHOTO uMIieparopoM IOctununanom, Oputa Tema «CBATON BOMIBI»
n «Palickux pek», 1O CUX IOp HE IOJy4YuBLIAasl OJKHOTO OCMBICICHMSE.
Baxkneiiiiee cBUAECTEIBCTBO JOILIO 10 HAC B TEKCTE BU3AHTHICKOTO « CKa3aHUsI
o crpourenbcTBe Coduu Koncrantunononsckoit» 1X—X BB. (Deegesis, 26)",
IJie TOBOPUTCSA O peAKoil 0coOEHHOCTH 3aMmbiciia umrieparopa FOcTuHuana,
MMEBLIEH NPUHIMIHNAIBHOE 3HAUYE€HUE i1 MOHUMaHMs TeMbl Bonel B ca-
KpaJibHOM mpocTpaHcTBe «Benukoit LlepkBu» W B 1LEJIOM B HEPOTONHH
BHU3aHTUHUCKOTO XpamMa:

«H 6 kpacome u paznoobpazuu xpama 6udenocv 4y0o, ubo
0mo8c0y OH CUAL 3010MOM U cepebpom. A Ha nony 6xo0s-
wue Cl08HO Yy00 MO2IU 8UOEMb 8 MHO20YBEMUU MPAMOPOS
Hacmosujee Mope u 6e4Ho mexyujue 8600vl pexu. Moo wemoipe
npudena xpama ox HA36ajl YemblpbMsl peKAMU, 8bIMeKauu-
MU U3 pas, u 0al 3aKOH CMOSAMb 8 HUX 8 COOMEEMCMEUU C
epexamu, Kaxcowlil [npeden] omoenus 0 COOMEEemcmayio-
wezo zpexay’.
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(1) Buytpennee mnpocrpanctBo Coduu Koucrantu-
HOMOJILCKOM, VI B.

IIuceMeHHOE CBHIETENBCTBO HAXOAUT IMOATBEP)KIECHUE B apXeOJOTUU
Cgsroii Coun. Ha moimy coxpaHHIUCh OCTATKH YETHIPEX MOJIOC 3€JIeHOTO0 (hec-
CaJIMHCKOro MpaMopa, HAYLIUX C CEBEPa Ha 0T U pa3IeisIIoIUX IPOCTPAHCTBO
Haoca Ha YeThIpe HepaBHbIE 30HBI® (U1 2—4).

OO0paruM BHUMaHKE Ha BAYKHYIO0 0COOCHHOCTH « CKa3aHUs» — COYETaHNE
BBICOKOW MeTaOPUKHU U JTUTYPrHUeCKO KOHKpeTUKH. C OHON CTOPOHBI, IO
MHTEPIPETUPYETCS KaK «HACTOAILIEE MOPE M BEYHO TEKYLIME BOIBI PEKUY,
C IPyTOil —accolMMUpyeTCs C UEThIPbMS paliCKUMU pEKaMu, KOTOPBIE B ITpoLiecce
OOrocity’)keHusl CTAHOBSITCSI Ba)XKHBIMM TPAHULAMH, CTPYKTYypPUPYIOIIUMHU
cakpajibHOe npocTpaHcTBO. Tema Mops-OkeaHa cBsi3aHa C IPEACTABICHUEM
0 Xpame kak oopaze Kocmoca.

B paHHEBHM3aHTHMCKMX TEKCTaX, MOAOOHBIX «XpHUCTHAHCKOW Toro-
rpapun» Kozpmbl MHAauKoOmaoBa, 3eMisl OMHCHIBAETCS KaK OrPOMHBIN
OCTpOB, OKpYy>keHHbII Bogamu Oxkeana. [Ipu 3ToM Bech YHHUBEpPCYM MOKa3aH
kak Kosuer 3aBera, 4To NMpeAeIbHO HANIAIHO MPEACTABICHO B MUHMATIOPAX
pykonuceit «Xpuctuanckoil Tonorpadun» (Hanpumep, Sinaiticus gr. 1183,
691, XI B.)” (1. 5). DTOT KOBUET MOHMMAETCA Kak mpoodpa3 CKUHHUH U, CO-
OTBETCTBEHHO, MJICAJBHOIO XpaMma, 4YTO MOJYEPKHUBAETCS H300paKEHUEM
Xpucra B MEJAIbOHE, BBI3BIBAIOIIEM B MaMATH KyIoja BHU3aHTUHCKHUX
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(2) Ilnan Copuun KOHCTAaHTHHOMONBCKOW C OTMEYECH-
HBIMH COXPaHHUBIIMMHUCS (parMeHTaMH IMOJIOC —
«paicKux pex»

(4) «Paiickas pexa» Copuu KoHCTaHTHHONIOIBCKOM,
nepecekaromas 6e10-cepedpucTbie MpaMophl 1moJia

(3) Oznna U3 monoc TeMHO-3eIEHOT0 MpaMopa, coxpaHusIascs Ha noiry Codun KoHcTaHTHHOIOIBCKOH
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(5) O6pa3 yuuBepcyma kak KoBuera 3aBeTa B MHHHATIOpe pykomucH «Xpuctuanckoil Tomorpadum» Kozpmbr
Wunukorutoa u3 MonacToipsi CB. Exarepunsl Ha Cunae (Sinaiticus gr. 1183, 69r, X1 B.)

1epkBeil. Xpucroc moka3zaH Ha (OHE TKAaHU C XapaKTEPHBIM OPHAMEHTOM,
orchlnarolieil Kk 3aBece Berxo3aBeTrHoro xpama, paszensBiieid B CKuHUU
u xpame Conomona «Casitoe» u «Cssatas CBsaTbix»®. B Hamem KoHTEKCTe
0COOCHHO MHTEPECHO, YTO B MPSMOM COOTBETCTBHUHU C TEKCTOM HEOECHBIN
CBOJl (Stereoma) TIOKa3bIBae€TCS KaK BOJAHAs CTUXUsA, BOAbl OKeaHa TEKYyT
B OCHOBAHUM KOBYETA-YHHBEPCYMa, CTE€HBI KOTOPOIO TaKXE MPEICTABISIOT
TeKyIIyo Boay. Tak, Bojga CTaHOBUTCSA CBSILIICHHOM MaTtepueid, popmupytromei
KOCMOC, TIPEJCTABICHHBIM KaK KOBYET, CKHHMUS W HJICATbHBIA Xpam, C He-
OTJIEJTUMBIM OT HET0 XPUCTOM — aHTPONOMOP(HBIM BOIUIOLIEHUEM ITOTO
MUCTHUYECKOTO €IMHCTBA.

Ob6paser «Xpuctnanckoir Tomorpadum» HaXOAAT MPSIMOE OTPaXKEHUE
B noatnueckoM «Onucannu Codpun Koncrantunononbckoit» IlaBaom Cuie-
HimapueM (563 1.), Tae AparolneHHbd aMBOH B 1eHTpe «Bemukoit Llepksm»
CPaBHHMBAETCSI C OCTPOBOM B BOJHYMOLIEMcsl Mope: «Kax cpedu mopckux eonm
8036bIULAENCSL OCMPO8, YKPAULEHHDIU KOLOCLAMU U BUHOCPAOHBIMU TUCTNbAMU,
YB8EMUCMBIM JIY2OM U JeCUCBIMU XOIMAMU, MAK NOCPeOU 0OWUPHO2O XpaAMa
3pUmcsi 8bICOKULL AMBOH, COCMOSUULL U3 MPAMOPOS, UCNEYPEHHbLL YBEMHUKAMU
KamHell u kpacomamu uckyccmea»’. OToXAeCTBICHUE 1oyla Bennkoil nepksu
C MOpEM CTaHOBUTCS OOIIMM MECTOM B TIOCIEAYIOIIUX OMUCAHUIX, HAPUMED,
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y Muxauna J[uakoHa B cepeiliHe JBEHAIaTOro BeKa, KOTOPBIN YTBEPHKAALT, YTO
«TI0J1 TIO IHUPOTE U popMe MO100EH MOPIO», a TOITyOble BOJTHBI MOAHUMAIOTCS
HaJ KaMHEM'".

B naHHOM KOHTEKCTE MOXKHO BCIOMHUTH O BuAeHHsIX bamnu-lIlepksu,
«KOTOpasi Ha BOAAX CTPOUTCSA», U 00 OOPETEHHWH CHACEHUS Yepe3 BOLy —
BOXHON TeMe paHHexpucThaHckou smrteparypsl (Ilacteipe T'epma, II B.)'".
WHTepecHo, yTo 3TH 00pa3bl CBsI3aHbI C pefaHueM o BeTxo3zaBeTHOM xpame
B Mepycannme, KOTOpBIH MOCTaBIIEH Ha CKaJle, 3aKPhIBAaBIICH BOAHYIO O€31HY 2.
C 3TuM e cakpaJbHO-BOJHBIM KOHTEKCTOM CBsi3aH M 00pa3 «Bunenus Xpama»
npopokoM MesexknuieM o MOTOKe BOJBI JKU3HU, UCTEKAIOLIEM H3-TOJ Xpama
Ha BOCTOK, «M00 XpaM CTOSJI JIMIIOM Ha BOCTOK, M BOJIa TEKJIA U3-TIOJ] IIPABOTO
OoKa xpama, 1o I0KHYIO CTOpOHY kepTBeHHUKa» (Me3. 47:1).

Bropas metadopa «CkazaHusy», cpaBHUBAIOLIAS MTOJI XpaMa C «BEYHO Te-
KyIIIMMH BOJIaMH PEKI», BEPOSTHEE BCET0, BOCXOAUT K 00pa3y AmOKaIuIcuca:
«H nokasan mue yucmyro peky 600bl HCUHU, CEEMIYI0, KAK KPUCMAILL, UCXO-
osuyyro om npecmona boea u Aenya» (Otkp. 22:1). OHa HanpsMyrO CBsi3aHa
C MOHMMaHKMEM XpaMa Kak IPOCTPaHCTBEHHOM MKOHBI [opHero Mepycanuma,
B KOHIIE BpeMeH cxojsiiero ¢ Hebec. [IpumeuarensHo, 4to ynuna HeGECHOTO
rpajia OMMCHIBACTCSA KaK «YHCTOE 30JI0TO» M «Ipo3padyHoe crekio» (OTkp.
21:21). B ToM ke TekcTe BO3HUKAET 00pa3 «CTCKISTHHOTO MOPS», TOJ00OHOTO
KpUCTAJTy U CMEUIAHHOTO C OTHEM, M MPOUCXOMAILIETO TaM OOTOCIy:KEHUs
nepesa npectoiaoM [OCIONHUM: «cmosm Ha 9Mom CMEKIAHHOM Mope, 0epica
eycau boowcuu, u norom necuv Mouces, paba boowcus, u necnv Aenya» (OTKp.
15:2-3). IIpsiMbIM cieacTBHEM OOILEro 3aMbicia ObLIO JKeJlaHHe uMIeparopa
KOctuHnana He TONBKO A0 Mpezesa HaloJHUTh mpocTpancTBo Cearoit Copun
30JIOTBIMU U CEpeOpAHbIMH yCTPOMCTBaMHM, BKIIOYAsi ajTapb, Mperpamy
Y aMBOH, HO M BBUIOXHTb Ha MOy JOPOXKKY U3 uucTtoro cepedpa (CkasaHue,
19), omHako u Geno-cepeOpUCTbIE MPaMOpbl ¢ MHKPYCTUPOBAHHBIMH B HHX
TEMHO-3€JIEHBIMH «PaliCKUMH pEeKaMU» TaKXKe CO3JaBajl MUCKOMbIE 3PPEKTHI
«30JI0TO-TIPO3PaYHOro» OIMCTAHUS CTEKISTHHOTO Mops (1. 3—4).

ITo cBunerenscTBy «Ckazanusy, Metagopuka OkeaHa ¥ BEYHO TEKyIIeH
Pexu B 3ampicie FKOcTuHHMaHa oOpraHWYHO COEIUHsIIACh ¢ oOpa3zom Pas:
«uemvlpe npuoena Xpama OH HA38A]L YemblpbMs DEKAMU, GbIMEKaArOUWUMU
u3z pasy. VIHTepecHo, 9TO B TEKCTe PAaCKUMH pEeKaMU Ha3BaHBI HE 3€JICHBIC
pa3fenuTeNbHbIe TOJO0Ch,, HO YacTU XpaMa. B HEKOTOpOM CMBbICHE, YeThIpe
pPeKu — 3TO Bce MpocTpaHcTBO Haoca. OOpa3 peku, BeIxonsuied u3 Enema
JUIS OpOLICHHUS pasi ¥ TMOTOM pa3/eisIOIIEHCs Ha YEThIpE BEIHMKHE PEKU
(o6bruHO MMeHyeMble DucoH, ['uxoH, EBdpar u Turp), npucyTcTByeT B OCHO-
BOIIOJIAral0IIEM TeKcTe BTopoii riaBel Kuuru beITHst, onuckiBatomien co3aanue
qelioBeKka u ero npedsiBanme B paro (beitT. 2:10-15).
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Tema pailickux peKk 3aHUMaeT OrPOMHOE MeCTO B OOroCIOBHH,
rUMHOrpaduu U MKOHOTpaQUH paHHEXPUCTHAHCKOTO MUpPa. B HamoapHBIX
MoO3auKax 0a3WJIMK Mbl BUJUM NIEPCOHU(PHUKALUN YETBIPEX PEK, B MO3AUIHBIX
ancuaax HaJl anTapsMu palcKue peKH TEeKyT MOJ CTyHHSIMHU BOCCEIA0IIEro
Ha TpoHe Xpucta. OAMH W3 caMbIX PAaHHUX TNPUMEPOB MOXKHO HANTH
B Mo3aukax mamioisiess Canra Koncranma B Pume IV B. (un. 6). Tema mo-
BTOpsieTCS MOYTH 0€3 U3MEHEHUH B MOCJEeNyIOUINe BeKa, HallpUMep, B MO-
3aukax Xocuoc [JlaBua B ®deccamonukax V B. (wi. 7), rae paiickue peku
JIOTIOTHEHBI M300pakeHneM mnepconudukanuu OkeaHa, uiu, Hambosee
U3BECTHBIM MpHUMeEp, B MO3aumKax aitapHoil amcuasl xpama Can Burane
B Pasenne VI B. (un. 8-9). YeTblpe peku HE TOJIBKO CBSA3BIBAIOT KOCMUYECKYIO
CUMBOJIMKY MHUPOBOI'O OKE€aHA U alOKAJUITHYECKYIO «PEKy JKU3HH» C Te-
MOI XpaMa Kak BOIUIOIIEHHOTO pasi Ha 3emje, HO M SBIAIOTCS 00pazom
Xpucta Jloroca, B KOTOPOM, IO YTBEPKICHUIO BU3AHTHICKUX OOTOCIIOBOB,
Bomotunack Codus Ilpemynpocts boxus. Cnoo boxue «nacviyaem
myopocmoio, kak Pucon u kak Tuep 60 OHU HOBUH, HANOAHAEM PA3YMOM, KAK
Esppam u xax Hopoan 6 onu scamevl; paziueaem yuenue, Kak c6em u Kax
T'uon 60 epemsa cobupanus eunozpaoa» (Cupax. 24: 27-29)".

(6) Xpuctoc u «Paiickue peku» B Mo3ankax Mas3oinest Canta Koncranma B Pume, IV B.
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(7) Xpucroc u «Paiickue pexn» B Mo3aukax xpama Xocuoc JlaBun B DeccajaoHukax, V B.

B BuzanTHiickol HKOHOTpaduu 0OBIYHO PaCKUE PEKU BHITEKAIOT M3 CKAJIbL.
DTO elle OMUH XPHUCTOJIIOTHUECKUi CUMBOJI. B rumHOrpadgum Xpucra uMeHyoT
KaMHEM, M3 KOTOpOro OepyT Hayaslo YMCTble peKd deThlpéx EBanrenmii — kak,
K pumepy, y Auapest Kpurckoro: «Kamene, uz ne2odce npemyopocmu pexa, sko
yawa, nponusaem moxu 6oeocnosusy; 1ot oopas VIII B. Bocxomut k Ilcanteipu
uaps [laBuna: «pazseepse kamenv u nomexowia 600vt, nomexouia pexuy (Ilc. 104:41).

[IpocTpaHcTBO Xpama BOCHPHUHHMMAETCS OJHOBPEMEHHO Kak o0pa3
Kocmoca, Hebecnoro Mepycamuma, Pas m Tema XpucrtoBa, HEOThEeMIIEMO
YacThI0 KOTOPOTO CTAHOBATCS M CaMH BEpYIOILUE, Pa3ZeieHHbIE paiiCKUMU
pekamu «mo rpexam». He cimywaitHo B «Ommcanun Cesaroit Codun» IlaBma
CuneHnuapus caMu BepyIolIre B XpaMe CPaBHUBAIOTCS C BOJIHYIOIIMMCS MOPEM
(«OecKOHEUHBIMU BOJTHAMH HAXJIBIHYBIIHX JIOAEH», CTpEeMsIIUXcs 00100b13aTh
EBanrenue B pykax cBsmieHHoOCTykutens)". lHTepecHo, 4Tto B Oosiee mo3aHei
MKOHOTpa(Uu MBI HAXOJUM M300pa’keHHs XpUCTa B OpE0IIe, KOTOPhIH 3al0THEH
N300paXEeHUSMH BOJl M BOJIHBIX CyIIecTB. SIpkuil U peakuil mpumep — cleHa
Bosznecenwst B iepksu B Kypounoso, Makenonusi, 1191 r. (u. 10). McToku Takoro
HEOOBIYHOTO PEIICHUs MOYKHO HallTH B « Bunenun Xpamay npopoxka Mesexuuist
(47:9-10), xoTOpBI MOAYEPKUBAET, YTO MCXOAALIAas M3 Xpama peka IMOoJHa
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(8) Xpucroc u «Paiickue peku» B MO3auKax aaTapHOU
aricuzibl Xpama Can Burane B PaBenne, VI B.

A. M. JIugos

pPBIOBI M KHMBBIX CYIIECTB, KOTOpBIC
OILIONIOTBOPSIIOT MOpPE M CTaHOBSITCS
3pUMBIM  3HAaKOM CBATOCTHM 3TOU
Boabl. Y Hoanna borocmnoBa o6pa3
TpaHCPOPMUPYETCS B «UUCTYIO BOIY
PEKH JKU3HW», UCXOAIIYI0 OT XpHCTa
B Hebecnom Uepycamume. Tak obpa3
CBETOBOM MAaHAODPIBl  COENMUHACTCSA
¢ o0pa3oM YyJdOTBOPSAIIEH BOTHOU
cTuxuu. A Bes hpecka c BOSHOCSIIIIMCS
Ha HEOO XpHCTOM JEMOHCTPUPYET
HepacTopkumoe eauHcTBo Jloroca,
Heba u Oxeana.

Eme omun sApxkuil npumep
CBA3M PANCKUX pEeK ¢ XPHUCTOM,
OpOMOBeAbl0  YUeHUS U BCEM
poCTpaHCTBOM Xpama Kak oOpasza
YHUBEpPCYMa HaxXOJuM B MO3aHWKax
BeHennanckoro Can Mapko, XIII B.
B mapycax ueHTpaspHOro Kyrmosa
C OrpoMHOM creHoil Bo3necenus u

(9) Paiickue peku, aeTanb KOMIO3UIMN «XpHcToCc U Palickue pexn» B MO3aumkax ajTapHod amcuabl xpama Can

Burane B PaBenne, VI B.
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XpucTtoM B MaHAOpIe, Moj M300pakeHUEeM MUIIYIINX €BAHTEIHCTOB MOKA3bl
4eThIpe MEPCOHUPHKAIUU PAUCKUX PEK, JEpKallfe OrPOMHBIC COCYHIBI C
W3JIMBAIOIIEHCS BOIOH, TPUHOCSIIEH B MU €BaHTeNIbcKoe yueHue (vt 11-12)%.

Tpaguuus pa3MenieHnii paiCKUX pek B Mapycax XpaMoOB MHOTO JIpEBHEE
nporpammbl Can Mapko; OIWH W3 pPaHHUX MPUMEPOB — B TPY3UHCKHUX
pocrnucsix Atenn XI B., T/ie TIEPCOHU(PHUKAIINN PEK MMOKa3aHbl B TPOMIIAX Ha
M300paKEHUSIMHA €BaHTeITUCTOB (Ui1. 13)%.

HcToku Tpaguiuu MOXXHO HAWTH B PAaHHEXPUCTHUAHCKHUX MPOTPaMMax
V B., HanpuMep, Mo3aukax Kymnosa Oantuctepusi Can Jl>xoBanHu uH DoHTE
B Heamone, rne MCTOYHUKHU «BOABI KU3HM» pa3MENICHbl HaJ CHUMBOJIAMU
eBanrenuctoB (uin. 14). Ilepen HamMu Bu3yanu3anusi 3aMmbiciia, KOTOPBIN
npucytctBoBan u B Codunm KoHCTaHTHHOMONBCKOH, TAe o0pa3 pancCKux
pex dopMmupoBan BCce MPOCTPAHCTBO XpaMa, a HE TOJIBKO CHUMBOIUYECKYIO
CTPYKTYpYy HoJa.

3HaMEeHaTENbHO, YTO PACKUE PEKH OTOXKIECTBISIIUCH C XPUCTOM, 00pa-
30M KOTOPOTO B XpaMOBOM OOTOCITyXeHHUHU sBIsieTcs apxuepeit. He cimyuaitHo

(10) Xpucroc, OKpy>KeHHBII MaHAOPIOH ¢ W300pakeHHEM BOJHOW CTHXUHU U OKCAHMYECKUX CYLIECTB, U3 CICHBI
«Bosznecenus» B pocnucsx nepksu Cs. ['eoprus B Kyp6unoso, 1191 .
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(11) EBanrenuctsl u nepcoHudukanun Pafickux pex B Mo3ankax MapycoB LIEHTPAJIBHOro Kymona cobopa Can (13) Ilepconndukanuu Paiickux pex B MOAKYHONBHBIX TPOMIIaX Hax M3oOpaxeHusMu EmanremucroB. Cxema
Mapxo B Benennun, XIII B. IJI0XO COXPaHUBIIUXCA pocnuceil xpama Arenu B I'pysuu, XI B.

(12) EBanrenuct Jlyka u nepcoHudpuKanus peku (14) Paiickue pexn B Mo3amkax kynona 6antuctepus Can xosanunu un @onte B Heamone, pa3menieHHbIe HAT
Turp B Mo3anKax 1apycoB LIEHTPaJIbHOTO KyIiosa CHMBOJIAMH €BaHT€THCTOB B TPOMIAX, V B.
cobopa Can Mapko B Benenuu, XIII B.
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MO3TOMY, YTO JIMTYPIHYECKOE HCIIONB30BAHUE PANCKMX PEK — 3€NeHBbIX MOJI0C —
CBSI3aHO IPEUMYILIECTBEHHO C apXUEPEUCKUM YHMHOIOCIIEOBAHHUEM, O KO-
TOPOM JI0 Hac JIOILJIU OTPHIBOYHbBIE, HO BECbMa JIIOOOMBITHBIE CBUIETEILCTBA.
Jlurypruueckuii kommenTapuii Hukonast Anauzackoro (XI B.) cooOrraet: «Bxoo
apxuepesi hamexkaem Ha saenenue Xpucma boea nawezo na Hopoane, u yka-
3anue na Hezo. Kak xascemcs, no amoti npudune Ha3vl8aromcs pekamu y3Kue
U YepHble MPAMOPbL, BbLIONCEHHbIE HANO000Ue TUHUL U OmOoeleHHble Opye Om
opyaa copasmepHulMu npomexcymxamuy'. Pailickue peku OTOXIECTBISIOTCS
co cBaATOM pexort Mopmanom, apxuepeit siBisieT 00pa3 XpucTa, a CBAIMIEHHUK
B antape oroxaecteisiercs ¢ MoanHom Kpecturenem, oxuparomum Crna-
cutens. B co3HaHMM BU3aHTUICKOTO KOMMEHTATOPa B OIIPEIEICHHBIII MOMEHT
OOrociayKeHHsT PEKHU CTAaHOBSTCS YacCThblO IMPOCTPAHCTBEHHOro 00paza-BU-
JIEHUS, OTCHUIAIONIET0 K Ba)KHEUIIEMY €BaHTeIbCKOMY coObITHIO Kpemienus,
a BCE IPOCTPAHCTBO XpaMa — HOBOM «CBSATOM 3eMIIEI.

B Oonee mo3mHMX JUTYPrHUYECKUX TOJIKOBAHHMSIX Mbl HaXOIUM IOJ-
poGHocTH apxuepeiickoro Bxona B Coduro KoHCTaHTHHOMOIBCKYIO BO BpeMs
TOPKECTBCHHBIX BEUCPHUX CIYXKO: MaTpuapxX BXOAHUT Yepe3 MMIIEPATOPCKHE
Bpara u, IO J0 «IEepBOM peKn», pa3BOpauMBaeTCs, AJS TOrO YTOOBI MO-
KJIIOHUTHCS MKOHE XPHUCTa, pa3MENICHHOW Ha 3amaJHOM CTEHE HaJl TIaBHBIM
BXOZIOM, U TIOCJIE 3TOTO MPOJIOJKAET BMKEHHE K anrtapro. [IpumeuarensHo, 4To
putyan nosropsuicsi B Copun COMyHCKOM, HO TaM HECKOJIBKO pa3 YIOMHHAETCS
TOJIBKO OJIHA PEKA, B CBSI3U C KOTOPOM COBEPILAIOTCS Ba)KHBIC JIMTYPrUYeCKUe
nerictBa’®. COXpaHUBIIMECS TEKCThl CBUACTEIIbCTBYIOT, UTO TeMa PaiCKUX PEK
He ObLTa MCKITIOUUTETHHON 0COOCHHOCTRIO TIpocTpaHcTBa «Bemkoit [lepkBmy,
OHa B Pa3HBIX (OpMax MPUCYTCTBYET B APYTUX BU3AHTUHUCKHX Xpamax, Ine
[04aC PEAYLUPYETCS 1O OAHON €TUHCTBEHHON pEKU. 3aneyaTieHHbIE Ha 0Ty
PEKH SBISIOTCA 3PUMBIMM T'PAHWLIAMH, PErYIMPYIOIIMMH pa3BUTUE IEHCTBA
Y OTMEYAIOIIMMH MECTa OCTAHOBOK.

Haubornee sipko 3Ta 0COOEHHOCTH MPOSIBUIIACH B UMHE PYKOTIOTIOXKEHUST apXH-
epest. B nagane XV B. Cumeon COyHCKHIA OMMCHIBAET yXKe C(hOpMUPOBABIIIUIACS
00psin: «H30pannvlii 60 enuckona, npouteouiy mpu peKu, HauepmanHvle Ha NoJy
MeoM U O3HauaIowjue 0ap y4umensCmed, K KOmopomy OH NpU3eaH, OCIMaHasIueaemcst
HAO 20POOOM, MAKHCE HAPUCOBAHHBIM U OSHAYAIOUUM €20 eNUCKONUIO, d HA 8EPXY
20po0a NOOOOHLIM dice 00PA30M HAYEPMBIBACMCSL OPell, O3HAYAIOWULL YUCIOMY,
npasocnasue u gvicomy bococnosuny”. CBUAETENBCTBO O PUCOBAHUU Ha IOy PEK,
ropoza 1 opJia HOATBEPKAA0T U ipyrue ynHonocsenoanust XIV-XVII Ba.

Tpaauuus coxpaHseTcsl U B COBPEMEHHOW LIEPKOBHOM MPAaKTHKE: MIPH MO-
CBSILLICHUU apXuepesi Cpely LEPKBU TMOJaraeTcs KOBep ¢ M300pakeHHEM opria,
BO3BBILIAIOIIETOCS HaJl YKPEIUIEHHBIM TOpOIoM U pekamu («bobiioii opieny).
HoBouzOpanHblii apxuepeil, ucxons W3 anTapsi, CTAHOBUTCS MOOYEPEIHO Ha
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HOTH, TEJIO U TOJIOBY opJa. Tpu peku, NIpeAcTaBIeHHbIE Ha KOBPE MOCBSILEHMS,
110 MHEHUIO TIPAaBOCIIaBHBIX JIUTYPTUCTOB, CHMBOJIMYECKH N300paKato0T TPOUCT-
BEHHOE YYMTEJIBCTBO EIMHCKONA: IMPUMEPOM, YBEIICBAHHEM H ITOBEJICHUEM.
HcToxn cMMBOJIMYECKOTO 3aMbIciia MO3BOJISAIOT MOHATH HEKOTOPBIE HAIOJIbHBIE
MO3aMKH pPaHHEBM3AHTUHCKON 3MoXu. B HUX HaxomuMm u300pakeHHe opia,
BOCCE/IAOIIIETO Ha CKaJIe, U3 KOTOPOM BBITEKAIOT YETHIPE PANCKHUE PEKU.

Ilo Bcelt BUIMMOCTH, OAMH U3 JPEBHUX ITPOTOTUIIOB «bombI110r0 opena»
MBI MOkeM OOHapykuTh B Codum KoOHCTaHTHHOMONIBCKOH, TAE YXKe TNpH
co3laHuu xpama umrneparopom KOcTruHranoM Oblia BbUIOKEHA KOMITO3ULINS U3
OOJIBIIIOTO U MAJTBIX MEJATHOHOB, U3BECTHAS KaK «OM(DaTHOHy, U ITyT 3eMIIN
(un. 15)*. Dra cTpaHHas KOMIO3MLIMS, BHITIOJIHEHHAsI B TEXHUKE opus sectile,
CUMTAETCSI MECTOM KOPOHAIIMU BU3aHTUICKUX UMIIEPATOPOB U UX NMPEObIBAHUS
BO BpeMsi TOPXKECTBEHHBIX OorocmykeHuil B «Benukoii IlepkBu». Onnako,
[0 BCEM BHMJIUMOCTH, 3[€Ch IPOUCXOAWIO U PYKONOJIOKEHUE apXUEPEEB,
KOTOpbIE€ MOAXOAWIN K oM(aIloHy, PO TpU peku Ha noiy xpama. CBoero
poJia MPOMEKYTOYHBIM 3BEHOM MOKET OBITh HA3BaH MPaMOPHBIN oMdanuii u3
Codun TpeneszyHICKOM, HA KOTOPOM HAaXOJUM OJHO M3 PAaHHUX M300pakKeHUi
opia. Omdanuii 0603Ha4aT IPOCTPAHCTBO BBHICIICH CBSITOCTH W SIBJISIJICS €IIIE
OHUM CakpaJbHbIM OCTPOBOM B BOJAaX MHPOBOIO OK€aHa M PAUCKUX pEK.
DTOT BBICHIMHN CTATyC OBUT MOAYEPKHYT 0COOBIM XapaKTepOM UHKPYCTALUH —
¢ Top(UPOBBIMU KaMHSIMH | JIPArolieHHON MO3anKOM.

Kax Ob110 0TMEUEeHO, B 00psi/ie pYKOIOJIOKEHUST apXuepesi paiickue peku
MCTOJIKOBBIBAIOTCS KAK TPOMCTBEHHAs ONIaroiaTh YUUTEIbCTBA, YTO, KAK MBI 3HAEM,

(15) «Ompanuon» Copuu KoHCTaHTHHONOIBCKON Kak MECTO KOPOHAIIMHI U PYKOIIOTIOKEHUIT ITOCTIe «TPeX pailcKux
pex». Komnosunus B Texnuke opus sectile . VI B. (?)
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(16) «Mcrounuku» Ha crtuxape apxuepesd. CB. Moann
3J1aTOyCT Ha KPBIIIKE BU3AHTHHCKOTO PETHKBApHs U3
Museo Sacro, Batukah, X B.

HE MPOTUBOPEYUT UX MEPBOHAYAILHOMY CMBICITY U TOCIEIYIOLEeH Tpaauliu
pa3MelLeHus MX epcoHU(HKAIIMIA B ITapycax XpaMoB BMECTE ¢ 00pa3aMH YeThIpex
€BaHTeJIMCTOB. B 3TOM KOHTEKCTE JIOJKHA OBITh OCMBICIICHA M BaYKHASI 0COOCHHOCTh
apXMEPENCKUX ONCAHMM — Ha CTUXapsAX OT IUIed A0 IOZA0JA HAIIWBAIUCH
JIGHTBI, UHOIZIA JIBOMHBIC, KOTOpbIE HA3bIBAIUCH pofamoi («UCTOUHUKW») U, TIO
MHEHHIO BHU3AaHTHUMCKUX TOJIKOBATENEH JIUTYPTHU, «3HAMEHYIOM O0apbl VieHUs,
a maxaice u nomoxu kposu Cnacumens nawezoy (Wi 16)*. J[nuHHBIE HAIUTHIE
JICHTBI-«MCTOUHUKW», WIN CTPYyH, NPUCYTCTBYIOT U Ha MAaHTHM apxuepes, OHU
paznmuyamuch opMaMu U IIBETOM, B 3aBUCUMOCTH OT CTaTyca X HOCSIIETO, NHOT/A
OTpa)kasi ero 0coOble NPUBUIIETUN. «Manmus uz06pasxicaem npomMblCIUMENTbHYIO
U 8cecooepicamenbHylo U eceoxpansaowyio onazodams boowcuro, xax odedicoa,
oxeamuléarOwas U OOHUMAIOWAs 6ce Meo, d UCIOYHUKU O3HAUAIOM PAIUYHbIE
cmpyu yueHus, 6e4Ho ucmouaemvie 08yMs 3aeemamu — Bemxum u Hosbim»™.
Takum 00pa3oM, BU3AHTUICKMI apxuepeil Hec pailickue pekd Ha CBOEM Tedle,
sBIsist 00pa3 Xpucra [TepBOCBSIIICHHIKA — «BEYHON PEKH BOJIBI )KU3HIY. McToKM
TPaJULIMU MOTYT ObITh OTMEUYEHBI B OAICSTHUAX BETX03aBETHOIO IIEPBOCBSIICHHUKA,
KOTOpbIE TaKKe BN 00pa3 Bcero 6oxecTBeHHOro kocMoca. Mocug dnasuit
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B «Uyneiickux apeBHOCTsX» (3:7) CBUACTENBCTBYET: «Oxe8ambi8arowuti my
00edicoy (TIEPBOCBSIIICHHUKA) 1105IC CLYHCUM IMONEMOU OKeaHd, KOMOpPblll MAaKice
obmexaem 80Kpye 8cell 3eMIuU»™.

B «ucTouHMKax» Ha OJESHUAX apxXUepes TeMa palCKUX peK, CTOJb
3HaYMMas B CaKpajJbHO-KOCMOJIOIMYECKON CUMBOJIMKE MO3AHEW aHTUYHOCTH,
penyuupyercst A0 Oojiee MPOCTOM AJig BOCHPUATUS HUIeu «Onarofatu ydu-
TENbCTBa», KOTOpas, BOPOYEM, TAKKE IPHUCYTCTBYET H3HAYaJIbHO B CBS3U
c uneeit Copun [Ipemyapoctu boxxueii.

Pexonctpyupys 3ampicen ummneparopa HOctuamana B Coduu Kon-
CTAaHTMHONOJBCKOM, AOUIENIINI 10 HAC B BHUJIE TEKCTyalbHBIX CBHUJIETEIbCTB
U apXeoJIOTUYECKHX (PAarMEHTOB YETHIPEX 3€JCHBIX IIO0JIOC Ha IOy, MBI
NPUXOAMM K TMOHMMAHUIO KIIOYEBOro oOpas3a B MpocTpaHCcTBe «Bemmkoit
LepkBu» U, B 3HAYUTENBHOU CTENIEHU, UEPOTONUHU BCEX BU3AHTHUHCKHUX Xpa-
MoB. Mness Pas B 3ToM o00Opase meperuietaioch ¢ TeMaMH KOCMHYECKOTO
Oxkeana, Pexoit Xwuzumu, HeGecubim HWepycamumom, Xpucrtom Jlorocom
u, HaKoHel, boxxectBennoii [Ipemynpocteio. Peus uaer o BakHenmx oOpazax-
napajurmMax, He CBOAMMBIX K WJUIIOCTPALMM Kakoro JHOO OJHOIO TEKCTa,
HO €CTECTBEHHO BO3HHUKAaBIIMX B CO3HAHUM BU3aHTUHIA KaK CBOEro poja
3pUMBbIE€ BUJCHUS, BBI3BIBABIINE LIEJbIIA KPYr JUTEPATYPHO-CUMBOIMUYECKUX
acconuanui. B cBsA3M ¢ 3TUM BO3HHKAe€T 3aKOHOMEPHBIM BOIPOC: K KaKOMY
KJIacCy SIBJICHUI Mbl JOJKHBI OTHECTH 3€JICHbIE MOJIOCHI — palCKUe peKu?
SlcHo, 4TO 3TO (hopMa BU3YyaJIbHOH KyJIBTYPHI, KOTOpasi C TPYAOM MOXET OBbITh
omHcaHa KaK XyJIOXCCTBEHHBIH TMaMSATHUK, apXWUTEKTYpPHOE SIBJICHWE WIH
scTeTnueckuii penomeH. EqMHCTBEHHAss BO3MOXKHOCTh a/IeKBaTHOM OLIGHKH,
Ha Halll B3IVISJ, JIGKUT B KOHTEKCTe ueporonuu. «Paiickue pekm» MoryT
ObITh TMOHATHl KaK BaXkHeHIas cMbiciooOpa3yiomas CTPYKTypa B HEpo-
TONUU BHU3AHTUHCKUX XpPaMOB, UMEIONIAas MPUHUUIIMAIBHOE 3HAYEHUE IS
MMOHMMAHUS apPXUTEKTYPHBIX (pOpM, MKOHOTpAUU U UKOHUICCKOU TPUPOIBI
BCET0 CAKPaJIBHOTO MPOCTPAHCTBA.
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Sacred Waters in Ecclesiastical Space.
The Rivers of Paradise as an Image-Paradigm
of Byzantine hierotopy

Perception of Byzantine churches was determined by image-paradigms which
existed beyond the figurative representations on the walls, vaults and floors
of these churches'. The image-paradigm of Heavenly Jerusalem dominated,
it was created by various media, including architecture, pictorial decoration,
rituals, the dramaturgy of light, the scents and sounds — all together they
were meant to create an impression of presence inside a spatial icon of the
heavenly Kingdom on Earth, which deliberately was not presented as a flat
figurative picture?.

The ‘Great Church’ of Hagia Sophia in Constantinople embodied one
of the most impressive spatial concepts in world culture (fig. 1). Among the
most important aspects of this project, conducted by the emperor Justinian in
the first half of the 6™ century, was the concept of holy water and the Rivers
of Paradise, which only recently attracted attention of scholars®.

A key evidence came to us from the ninth-tenth century Byzantine ‘Tale
of the Construction of St Sophia of Constantinople’® (Diegesis 26), which
tells us about a most important feature of the Emperor Justinian’s design:

‘And in the beauty and diversity of the church a miracle ap-
peared, since it shone silver and gold from every direction.
And those entering could see a miracle, as it were, on the
floor, a real sea and eternally flowing rivers of water in the
multi-coloured marbles. Since the four parts of the church he
named after the four rivers flowing from paradise, and or-
dered that [people] should stand in them in accordance with
[their] sins, each part set apart for the corresponding sin.’

In our opinion it has fundamental significance for understanding the
theme of water in the sacred space of the Great Church and in the hierotopy
of the Byzantine church as a whole. The written evidence is supported by the
archaeology of Hagia Sophia: the remnants of four bands of green Thessalian
marble, running north to south and dividing the naos into four unequal zones,
are preserved in the floor (fig. 2-4)°.
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One important aspect of the Tale’s evidence is the linking of concrete
liturgical practice with an elevated metaphor. On the one hand the floor is in-
terpreted as a ‘real sea and eternally flowing rivers of water’, and on the other
as four rivers of paradise, which become important borders structuring sacred
space during the liturgy. The theme of the Sea-Ocean is connected with a con-
ception of the Church as an image of the cosmos.

In early Byzantine texts like the ‘Christian Topography’ of Cosmas Indi-
copleustes, the earth is described as a huge island surrounded by the waters of
the Ocean. Moreover, the entire universe is depicted as an Ark of the Covenant,
which in turn is understood as a prototype of the ideal church, as the miniatures
of the manuscript of ‘Christian Topography’ (Sinaiticus gr. 1183, 69r, eleventh
century) clearly demonstrate® (fig. 5). Interestingly, in direct accordance with
the text, the heavenly firmament (stereoma) is depicted as a watery element,
which bisects the heavens like the Veil of the Old Testament temple — in sa-
cred chronology, into before and after the Resurrection. It is no accident that a
depiction of the Veil with an image of Christ on it appears in miniatures which
depict the ark — tabernacle — church — universe.

These images are directly reflected in the poetic ‘Description of Hagia
Sophia of Constantinople’ by Paul the Silentiary (563), which compares the pre-
cious ambo in the centre of the Great Church with an island in a sea of waves:

‘And as an island rises amidst the waves of the sea, adorned with
cornfields and vineyards and blossoming meadows and wooded heights,
while the travellers who sail... by are gladdened by it and are soothed of
the anxieties and exertions of the sea, so in the midst of the boundless tem-
ple rises upright the tower-like ambo of stone adorned with its meadows of
marble, wrought with the beauty of the craftsman's art. Yet, it does not stand
altogether cut off in the central space, like a sea-girt island, but it rather re-
sembles some wave-lashed land, extended through the white-capped billows
by an isthmus into the middle of the sea, and being joined fast at one point
it cannot be a true island. Projecting into the watery deep, it is still joined
to the mainland coast by the isthmus, as by a cable... ’. The identification of
the floor of the Great Church with the sea becomes commonplace in subse-
quent descriptions in Byzantium as we can see in the Michael the Deacon’s
description of Hagia Sophia (ca. 1140—-1150) which claims that “the floor is
like the sea in its width and its form; for certain blue waves are raided up
against the stone’®.

It is noteworthy in the context that a vision of the Tower-Church ‘built
on the waters’, and the revelation of salvation by water, is an important
theme in early Christian literature (The Shepherd of Hermas, second cen-
tury)’. Interestingly, these images are connected with the legend of the Old
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Testament temple in Jerusalem, erected on a rocky outcrop which enclosed
watery deeps'’.

The second metaphor of the ‘Tale’, comparing the church floor with
‘eternally flowing rivers of water’, most probably stems from the image of
the Apocalypse: ‘and he showed me a pure river of the water of life, clear
as crystal, proceeding from the throne of God and of the Lamb’ (Rev. 22:1).
This metaphor is directly connected with an understanding of the Church as
a spatial icon of the Heavenly Jerusalem, descending from the heavens at
the end of time. Notably, the street of the heavenly city is described as ‘pure
gold’ and ‘transparent glass’ (Rev. 21:21). In the same text we encounter
the image of the ‘sea of glass’, which resembles crystal and is mingled with
fire, and the liturgy taking place there before the throne of the Lord: ‘they
stand on that sea of glass, holding the harps of God, and they sing the song
of Moses the servant of God and the song of the Lamb’ (Rev. 15:2-3). The
desire of the Emperor Justinian not simply to fill the space of Hagia So-
phia to the maximum with gold and silver installations, including the altar,
screen and ambo, but also to lay a path of pure silver (7ale, 19) on the floor,
was a direct result of the general design. However, the white marble with
inlays also created the desired effect of the ‘golden transparent’ glittering
of a glass sea.

According to the evidence of the Tale, in Justinian’s design the meta-
phors of the Ocean and the eternally flowing River were organically united
with the image of Paradise: ‘the four chapels of the church he called four riv-
ers, flowing from paradise’. Interestingly, it is not the green dividing stripes
which are called rivers of paradise in the text, but parts of the church. In some
sense the four rivers are the entire space of the naos. The image of a river
emerging from Eden to irrigate paradise and then dividing into four great riv-
ers (usually called the Pishon, Gihon, Euphrates and Tigris) is present in the
main text of Genesis chapter two, which describes the creation of man and his
sojourn in paradise (Gen. 2:10-15).

The theme of the rivers of Paradise is of immense significance in the
theology, hymnography and iconography of the early Christian world. We see
the personification of the four rivers in the floor mosaics of basilicas, and riv-
ers of paradise flow under the feet of Christ enthroned in apse mosaics above
altars. Among the earliest examples is in the the fourth-century mosaics of the
mausoleum and the church of St Constance in Rome (fig. 6). The iconography
survives in the following centuries, in the fifth century apse mosaics of Hosi-
os David church in Thessaloniki the Rivers of paradise is combined with the
personification of the Ocean (fig. 7). The most famous image preserves in the
sixth-century apse mosaics of San Vitale in Ravenna (fig. 8-9). The four rivers
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not only connect the cosmic symbolism of the world ocean and the apocalyptic
‘river of life’ with the theme of the church as paradise incarnate on earth, but
are also an image of Christ the Word, in which — according to Byzantine theo-
logians — Sophia the Wisdom of God is incarnate. The Divine Word ‘saturates
with wisdom, like the Pishon and the Tigris in the days of first fruits; fills with
understanding, like the Euphrates and the Jordan in the days of harvest; pours
out teaching like light and like the Gihon during the gathering of grapes’ (Sir-
ach 24: 25-27)".

In Byzantine iconography the rivers of paradise usually flow from a
rock, yet a further Christological symbol. This principal image, probably, was
rooted in the Psalms of King David: ‘He split the rock and the waters flowed,
the rivers ran’ (Psalm 104:41). Later in the early Byzantine hymnography,
Christ is called the stone from which the pure rivers of the four Gospels arise,
for example in the eighth-century comparison of Christ with ‘The rock from
which a river of wisdom, like a chalice, pours forth streams of theology’ (St
Andrew of Crete).

The space of the church is simultaneously perceived as an image of
the cosmos, the Heavenly Jerusalem, Paradise and the Body of Christ, an
integral part of which are the believers themselves, separated by the rivers
of paradise ‘according to [their] sins’. It is noteworthy that Paul the Silen-
tiary in his ekphrasis of Hagia Sophia said about ‘countless waves of the
surging people’ striving to the golden book in the hands of the priest'. It
is interesting that in later iconography we encounter an image of Christ in
Glory which is full of images of water and watery creatures in the mandorla.
The Ascension scene of St George church in Kurbinovo, Macedonia, which
dates from 1191, provides an eloquent example (fig.10). The origins of this
rare and unusual image one may find in the Vision of the Temple by the
Prophet Ezekiel (47:9-10) who points out that the river coming from the
Temple is full of fish and other living creatures which became a sign of the
sacredness of the water. St John the Divine transformed this image into ‘a
pure river of the water of life’, coming from Christ in Heavenly Jerusalem.
So, the luminous mandorla of Christ was filled with the miraculous sacred
waters. And the entire representation of the ascending Christ should be per-
ceived as a visible symbol of the indivisible unity of the Word, Heaven and
the Ocean.

The thirteenth century mosaics of San Marco in Venice provide yet an-
other striking example which connects the rivers of paradise with Christ, the
preaching of Doctrine, and the entire space of the Church as an image of the
universe. In the pendentives of the central dome with its huge scene of the As-
cension and Christ in a mandorla, depicted beneath images of the evangelists
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writing, are four personifications of the rivers of paradise (fig. 11-12). These
figures are holding huge vessels from which water pours forth, bringing the
teachings of the gospel into the world".

The tradition of placing the rivers of paradise in pendentives is much
more ancient than the schema of San Marco. One of the earliest examples is
found in eleventh century Georgian wall paintings of Ateni, where the person-
ifications of the rivers are depicted in the squinches above images of the evan-
gelists™*(fig. 13).

The origins of the tradition may be found in the early Christian schemas
of the fifth century, for example in the cupola mosaics of San Giovanni in Fon-
te, Naples, where springs ‘of the water of life’ are depicted above symbols of
the evangelists (fig. 14). Before us is a visualization of the design which was
present in St Sophia of Constantinople, where the image of the rivers of para-
dise shaped not just the symbolic structure of the floor, but the entire space of
the church.

It is significant that the rivers of paradise are identified with Christ, who
is represented in ecclesiastical liturgy by the bishop. It is therefore no coinci-
dence that the liturgical use of the rivers of paradise — the green stripes — is
linked primarily with the episcopal sequence of rites and ceremonies. We have
fragmentary but fascinating evidence of this in the eleventh century liturgi-
cal commentary of Nicholas of Andida, which says: ‘The entrance of bishop
alludes to the epiphany of Christ our God in the Jordan, and the pointing
towards Him. This seems to be the reason why the narrow and dark marbles,
laid out like lines and separated from one another by proportionate intervals,
are called rivers’".

The rivers of paradise are identified with the holy river Jordan, the bish-
op is the image of Christ, and the priest at the altar is identified with John the
Baptist, awaiting the Saviour. In the mind of the Byzantine commentator, at a
given moment of the service the rivers become part of the spatial image-vision,
referencing the most important gospel event of the Baptism, and the whole
space of the church is a new ‘holy land’.

In later liturgical commentaries we find details of the episcopal en-
trance into St Sophia of Constantinople during the solemn evening services:
the patriarch enters through the Imperial Door and, going up to the ‘first
river’, turns around in order to venerate the icon of Christ placed on the
western wall above the main entrance, and after this continues to move
towards the altar. Notably, the ritual was repeated in St Sophia of Salonica,
but there only one river — in relation to which important liturgical actions
are conducted — is mentioned several times's. Extant texts testify that the
theme of the rivers of paradise was not exclusively particular to the space
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of the Great Church; it is present in other Byzantine churches in different
forms, sometimes reduced to a single river. The rivers marked on the floor
are visible boundaries which regulate the development of the action and
denote stopping places.

This special aspect is most clearly manifested in the ritual of episco-
pal ordination. Symeon of Thessaloniki describes an already established
rite at the beginning of the fifteenth century: ‘The one chosen to be bishop,
crossing three rivers which are marked on the floor with chalk and which
signify the gift of teaching to which he is called, stops above the city, which
is also drawn and which signifies his diocese; and above the city a similar
image depicts an eagle, indicating purity, orthodoxy and the heights of the-
ology’". Other ordinaries of service from the fourteenth to the seventeenth
centuries provide further evidence of rivers, a city and an eagle being drawn
on the floor.

The tradition is also maintained in contemporary ecclesiastical practice:
during the consecration of a bishop, a carpet with the image of an eagle soar-
ing above a fortified town and rivers (the great eagle rug) is laid down in the
middle of the church. Leaving the altar, the newly-consecrated bishop stands
alternately on the feet, body and head of the eagle. According to Orthodox
liturgical commentators, the three rivers depicted on the consecration carpet
symbolize the threefold teaching of a bishop: by example, by exhortation and
by command.

Interestingly, we may find the source of the ‘great eagle rug’ in St So-
phia of Constantinople, where the Emperor Justinian laid out a composition
of great and lesser roundels, known as the ‘omphalion’ or the navel of the
world, even as the church was being founded®. This strange design, which
uses the opus sectile technique, is considered to be the coronation place of
the Byzantine emperors and the place where they stood during festive lit-
urgies in the Great Church. Appearances suggest, however, that episcopal
consecrations also took place here, with the bishops crossing three rivers
on the floor of the church as they approached the omphalion. The marble
omphalion in St Sophia in Trabzon, which depicts one of the earliest images
of an eagle, may be considered a sort of intermediate link. The omphalion
denotes a space of the highest holiness, and is yet another sacred island in the
waters of the universal ocean and the rivers of paradise. This sublime status
was underlined by the valuable nature of the porphyry stone inlays and the
precious mosaic.

As noted above, in the rite of episcopal consecration the rivers of paradise
are interpreted as the threefold grace of teaching. This, as we know, does not
contradict their original meaning or the subsequent tradition of placing their
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personifications, together with images of the four evangelists, in the penden-
tives of the church. In this context an important peculiarity of episcopal vest-
ments should also be unpacked — ribbons, occasionally double, called potamoi
(springs) were sewn on the sticharia from shoulder to hem and, according to
Byzantine liturgical commentaries, ‘they mean the gifts of teaching, and also
the streams of our Saviour’s blood’ (fig. 16)".

Long, ribbon-springs or streams are also sewn on the bishop’s mantle,
which differ in form and colour according to the status of the wearer, some-
times reflecting special privileges®. ‘The mantle represents the providential
and all-encompassing and all-protecting grace of God, enveloping and embrac-
ing the whole body like clothes, and the springs denote the various streams of
teaching, eternally springing forth as two covenants, the old and the new’?.
Thus the Byzantine bishop wore the rivers of paradise upon his body, mani-
festing the image of Christ the High Priest, the ‘eternal river of the water of
life’. The origins of this tradition may be discerned in the clothing of the Old
Testament high priest, which similarly represented the whole divine cosmos. In
Jewish Antiquities (3.7) Flavius Josephus testifies: ‘The girdle encircling this
clothing [of the high priest] serves as an emblem of the ocean which similarly
flows around the whole world’*.

The theme of the rivers of paradise, so significant in the sacred cosmo-
logical symbolism of late antiquity, is reduced to a simpler to grasp notion
of ‘the grace of teaching’ in the ‘springs’ of the episcopal vestments. Never-
theless, this notion was also present from the start, linked to the concept of
Sophia the Wisdom of God.

Reconstructing the Emperor Justinian’s design in Constantinople’s
Hagia Sophia, as it comes down to us in textual evidence and the archaeo-
logical fragments of four green bands on the floor, helps us to comprehend
a key image in the space of the Great Church and, to a significant degree,
the hierotopy of all Byzantine churches. In this image the notion of Paradise
is interwoven with the themes of the cosmic Ocean, the River of Life, the
Heavenly Jerusalem, Christ the Word and, finally, Divine Wisdom. What is
at stake are the most important image-paradigms, not as an illustration of
one particular text or other, but as naturally arising in the Byzantine mind
as a kind of perceptible vision, evoking a whole gamut of literary and sym-
bolic associations. This prompts the legitimate question of how we should
classify these green stripes, the rivers of paradise. It is clear that this is a
form of visual culture which it is hard to describe as a work of art, an ar-
chitectural or aesthetic phenomenon. The context of hierotopy alone, in our
opinion, facilitates an adequate evaluation of them. The ‘rivers of paradise’
may be interpreted as the most important semantic structure in the hierot-
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opy of Byzantine churches, of singular importance for our understanding
of the architectural forms, iconography and the iconic nature of the whole
sacred space.
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