Jevicto ¢ Ogurutpmeri
KOHCTaHTVHOMO/ILCKOWA.
®pecka MapkoBa
MOHaCTBbIPSI.
MakegoHus. XIVB.

The Rite with
Hodegetria of
Constantinople from the
murals of Marko
monastery near Skopje.
Macedonia. 14th cent.
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A.M. JlnpoB

NKOHbI B OTrHe.
BusaHTunckasa neportonms
obpsana AHacTeHapuu

AHACTEHApUS — OJUH U3 JPEBHEHUIINX OOPSAIOB, COXPAHUBIINICA /IO
HAIIETO BPEMEHN HA TEPPUTOPUN UCTOPUYECKON Ppaku, Ceiuac B He-
CKOJIBKUX JIEPEBHAX CEBEPHOM [peryy 1 bonrapuy, rjye OH U3BECTEH NO7,
UMEHEM HECTUHAPCTBO. OOPA/ NPOUCXOAUT EXKETOHO B TEYEHUE HE-
CKOJIBKO JIHEH 10 U mocse 21 Mas — TIPABOCIABHOE NIPA3AHOBAHNAL
CsB. Koncrantuna u Enenpl. CraBy AHACTEHAPUU COCTABIII LICHTPAJIb-
HBIV PUTYAJT XOXKAEHYA 110 TOPAIMM YIJLIM, B UIEAIIE TIPEACTABIAIOMINN
CBOETO PO/ PUTYAJILHBII TAHELL B OTHE, UCTIOIHAEMBIN OCBAIIECHHBIMU
«QHACTEHAPUJAMU>, KOTOPBIE IEPKAT B PYKAX CBATBIE MKOHBI U CBA3AH-
HbIE ¢ HUMU KOHTAKTHBIE PEMKBUYA. OTOHb HE TOJIBKO HE OOKUIA€ET Ha-
XOJAIIMXCA B SKCTATUYECKOM JIBIDKEHUH IENTOB, HO U [IPUHOCUT HEKO-
TOPHIM U3 HHUX HCHENCHUA OT PAa3HOOOPA3HBIX — OOJIE3HEN.
[Ipoucxopdiee 9yfo, 0 MHEHUIO YIACTHHKOB, ABIACTCA CUHEPIUIHBIM
JECTBHIEM «OJIATOJATHOTO OTHS, CBSIIEHHOI TIPUPOJIBI APEBHETO 0OPs-
JIa ¥ 0COOOY! CHJIB TOYUTAEMBIX UKOH-PETMKBUN C 00PA3AMH LJAPCTBEH-
HBIX CBATBIX KOHCTAHTHHA U E.TICHI:I7 KOTOPBIC MUCTUYCCKU YIACTBYIOT
B IIPOUCXO/IAIEM JICHCTBE.

AHACTEHAPHA JJABHO OIMCAHA U NIPOAHAU3UPOBAHA ITHOrPahaMu
1 ricuxonoramu’. OJJHaKO NCTOPUKO-KY/IBTYDPHBIN CMBICT OOPsifid N3y4eH
CYIIECTBEHHO MEHBIIIE, KAK M €I'0 BU3AHTUHCKUE UCTOKU. Hacrodmas pa-
60Ta BIEPBbIE NOCBALIEHA AHACTEHAPUY KAK APYANIIEMY ABNEHUIO BU-
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MKOHBbI B OrHe.
BusaHTuiickas nepotonus obpsaa
AHacTeHapum




BTopHun4HoOe aenicTBo.
®pecka MoOHaCTbIPS
BnaxepHuTtuccsl B
Apra. Koney Xlll B.
PeKoHCTpyKUUS.

The Tuesday Rite with
Hodegetria of
Constantinople from
the murals of
Blachernitissa church
in Arta. Late 13th cent.

BTOpHU4HOE AencTBo
c Oaurntpwueri
KOHCTaHTUHOIMOJICKOW.
WkoHa Mockosckoro
Kpemss. XIV B.

The Tuesday Rite with
Hodegetria of
Constantinople on the
icon from the Moscow
Kremlin. 14th cent.
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MKOHBI B OrHe.
BusaHTuiickaa neportonus obpsiaa
AHacTeHapum



2KeprsonpuHoLueHne
JXKVBOTHbIX,
AHacteHapus
21.05.2011. oo
A.M. Jingosa

The Sacrifice of Lambs,
Anastenaria 21.05.
2011
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BepxoBHbIti aHacTeHa-
pug coBepLuaeT cee-
TOBO3XUraHve nepes
UNKOHaMU-PesINKBINSI-
mu. Poto A.M. Jingosa
The Archanastenarides
kindling the light
before the Icons-Relics

3aHTUNCKOU UEPOTONINH, KOTOPAsA COXPAHUIACH B (DOPMAxX KUBOT'O CO-
BPEMEHHOI'O 0OPA/A 1 HAXOAUT YAUBUTEIBHBIE TAPAIUIENH B BOCTOUHOX-
PUCTHAHCKUX JIEHCTBAX ¢ UKOHAMU, U3BECTHBIX B MKOHOIPA(QUU U 110
OIKCAHUAM B CPEAHEBEKOBBIX TEKCTAX’. CONOCTABIEHUE PUTYAILHON
NPAKTUKU ¥ CPESHEBEKOBO TPAIULIMU MOXKET CYIIECTBEHHO OO0TATUTD
HAIIY 3HAHUA O BU3AHTUICKOH KyJIBTYPE X MHOTOE IIOHATD B PUTYAJIbHOK
NPAKTUKE HALINX JHEH.

9Ta paboTa OCHOBAHA KAK Ha CYIIECTBYIOMUX ONMUCAHNAX U HAYYIHON
JIUTEPATYPE, TAK U HA JIMYHOM OIIBITE, CBOETO POAA «IIOJIEBOM HUCCIIENO0-
BaHUW>: B Mae 2011 1. MHe yAa10Ch HAOMOAATh MOJHBIA 06 AHACTE-
HAPUM B TEUECHUE TPEX C MOJIOBUHOU AHEH B JepeBHE Arma EneHu
(TIaBHBIY LIEHTP 3TOTO 0OpA/a HEAAIEKO OT I. Ceppbl) *, MOOOIIAThCS
C YYACTHUKAMU U 32(DUKCUPOBATH MHOTUE JETAJIN, HE OTPAKEHHBIE
B CIELIUATBHON JIMTEPATYPE.

Yramsl 00pAza. Peub UeT 0 IETANbHO PA3PA6OTAHHOM PUTYAIE,

MKOHBbI B OrHe.
BusaHTuiickas nepotonus obpsaa
AHacTeHapum




7

lpoueccus aHacTeHa-
puaos. doto A.M.
Jlnaosa

The Procession of
anastenarides

CBSILLIeHHBbIVi OPKECTP.
®oro A.M. Jlugosa
The Sacred Orchestra
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IPH 3TOM «XOKIEHHUE MO YIVIAM> COCTABIAET
MeHee 40 MUHYT U3 6071e€ 9eM TPEX CYTOK 00-
PAIOBOTO CHCTBA. [IepedncuM ero OCHOB-
HBIE JIEMEHTBL

Bce HauMHAETCA MOC/IE BEYEPHU B KAHYH
NPA3AHUKA 21 Mas C TOPKECTBEHHOM IIPOLEC-
cu C iByma ukoHamu KoncranTtuna u Enenb,
KOTODPAs UAET BOKPYT JIEPEBHU U 31KAHUNBAET-
€ y 0Co60r0 3/1aHUA «ATHACMBD (UCTOYHHU-
Ka-KOJIOI112), BXOAAIIETO B KOMIUIEKC aHACTE-
HAPCKUX TIOCTPOEK. 3A€Ch  MPOUCXOUT
OCBAIIEHNE BOJIbI U OKPOIUIEHUE IPUCYTCTBYIO-
IIUX, KOTOPOE COBEPLIAET BEPXOBHbII dHACTE-
Hapuy,. Ha yrpo npasauuka CsB. KoHcTaHTHHA
1 EIEHBI IPOUCXOAUT «KYPOAHU» — PUTYaNIb-

HOE JKEPTBOIPUHOMEHNE JKUBOTHBIX (MHOIAA ObIKA, B 2014 rogy — cemu
6apaHOB BO IVIABE C CAMBIM OOJBIIAM YEPHBIM) HA OCOOOM MECTE TIEPE]]
«ArmacMom». Bo Bpems JKepTBOIPUHOIEHNA HAYMHAIOTCA PUTYAIbHBIE
IKCTATHYECKUE TAHIIBL, KOTOPBIE IPOJOJLKAIOTCA B TEYEHUE BCEX TPEX
JHEN. JleHb 3aKAaHYMBAETCA IEPBLIM «OTHEHHBIM TAHLIEM» HA YIVIX,
HA KOTOPBIF COOUPAETCA HECKOJIBKO THICAY 3PUTENIEN, PACIONATAIOINX-
€S BOKPYT OOJIBIIOTO CHENMATBHO 060PYAOBAHHOTO MO € KOCTPUIIEM
B LIEHTPE.

BOIBIIYIO 4aCTb CIEAYIOMETO AHA 3aHUMAET OIarOCTOBEHUE JJOMOB,
TIPOLIECCUA AHACTEHAPHIOB CO CBATBIMUA UKOHAMHU OOXOJUT IIPUMEPHO
TIOJIOBUHY IEPEBHHU, COBEPIIAS HEOOIBIINAE GOTOCTYKEHUA C KUKIEHUA-
MU ¥ MOJIUTBOCIOBUSMU B KAKJIOM JIOME, 4 6/1arOfJapHBIE XO3€Ba JAI0T
OPEXHU U CJI4JJOCTH — CBOETO POJia BO3HATPAKAEHUE, KOTOPOE BIOCIE]-
CTBUY JIETIUTCA MEKIY BCEMU YUACTHUKAMHY JEUCTBA. [IeHDb 3AKAaHYKBA-
€TCs SKCTATUYECKUMY TAHL[AMU C UKOHAMU B <KOHAKM> — [VIABHOM 3/12-

VIKOHbI B OTHE.
Bu3zaHTuiickas nepotonus obpsga
AHacTeHapum




lNone ¢ putyasnbHbIM
KOCTPOM /15 [PUro-
ToBsIeHMs yriiei. doTo
A.M. Jlngosa

The field with the ritual
fire-place
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lMpoueccusi BOKpyr
CBSILLIEHHOIO r10J181.
®oT10 A.M. Jlvanosa
The procession
around the sacred
field

KoHakun — 3asn cBsi-
LLEeHHOLAEVICTBUIA.
®oT1o A.M. Jlugosa
The Konaki — a sacred
hall

MKOHbI B OrHe.
BuzaHTuiickas nepotonus obpaga
AHacTeHapum



= HUY aHACTEHAPCKOIO KOMILIEKCA. B mocieiHuit ieHb 23 Mas IPOUCXO-
JUT GIATOCIOBEHHE OCTABIINXCA IOMOB IEPEBHY U BEUEPOM €IIIE OHO
«XOXJIEHHUE T10 YITIAM», KOTOPOE 3AKAHUMBAETCA OOJIBIION COBMECTHOM
TPAIe30¥1 C y4aCTUEM BCEX XKUTENEH JIEPEBHU U TOCTEIL

My3bIka. BaxHasg cocTaBnaomas 06psafa — 0codas CakpaIbHasg My-
3bIKA ¥ IECHOTICHHU, COMPOBOXIAIONINE OYKBAIBHO BCE ACCTBA PUTY4-
J1a. [Tpy 3TOM K2KIOMY COOTBETCTBYET 0COO0€ MY3BIKAIBHOE COPOBOK-

YacosHsi u Arnasma
PSIAOM CO «CBSILLIEH-
HbIM riosnem». PoTo

A.M. Jlngosa

The Chapel and the

Agiasma next to the
sacred field

UIKOHBI-pennkBun

c obpa3amu CBB.
KoHcTaHTuHa n
EneHbi. ®oTo

A.M. Jingosa

The Icons-Relics with
St. Constantine and
St. Helena

337 VIKOHbI B OTHE.
Bu3zaHTuiickas nepotonus obpsga
AHacTeHapum




KpacHbiti yron B agome,
rAe XpaHUTcs ogHa N3
WUKOH-pennkBuii. PoTo
A.M. Jlngosa

The ‘Red Corner’ for
one of the holy icons
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JEHUE, IO KOTOPOMY YYACTHUKH Y3HAIOT, KAKOE JEMICTBO PA3BIIPHIBACTCA
B JJAHHBI MOMEHT. My3bIKa — apXaU4Had, IOCTPOEHHAS HA COUETAHUN
CTPYHHBIX MHCTPYMEHTOB THUIIA JIMPBI ¥ 6apa6aHOB. [IeCHONEHUS TAKKE,
IO BCEH BUJUMOCTH, BOCXOJAT K JOXPUCTHAHCKOH APEBHOCTH, C OUEHD
CTPAHHBIMU MOTUBAMHY, BO3MOKHO, U3 IPEBHEIPEYECKON MU(OIOTUU —
HAIPUMED, IU1a4 MATEPU 00 YOUTOM €I0 ChiHE. Boobie Tema I1aya 1 1o-
KassHUA UTPAET B OOPAE OYEHb BAKHYIO POJIb (3AMETUM, UTO CaMa ITH-
MOJIOTUA HA3BAHUSA 0OPAZA BOCXOAUT K IPEYECKOMY ITIATONTY «<TOPECTHO
B3JIBIXATb»). HEKOTOPBIE KEHIIMHbBI TAHLYIOT SKCTATUYECKUE TAHLBI CO
CJIE3AMY HA [71432X, KAK BO BPEMA OKAAHHON MOJIMTBEI B IIPABOCIABHON
LEPKBU

Xponosorua. O6psJ <HECTUHAPCTBA», C HOJIBIIEN BEPOATHOCTBIO,
CYIIECTBOBAJI B BU3AHTUICKOE BPEMS, 4, BO3MOKHO, BO3HUK EIIE B S3bI-
YeCKOM IPeBHOCTU. OJHU ABTOPHI BO3BOJAT AHACTEHAPUIO K AUOHU-
CHVICKUM MUCTEPUAM, IPYTHE CBA3BIBAIOT C NO3HEAHTUYHBIMU KY/IBTa-
My 60ra comHLA 1 MuTphsl. OZHAKO HET NMPAMBIX JOKA3ATENbCTB, U,
MKOHbI B OTHe.

BuzaHTuiickas nepotonus obpaga
AHacTeHapum




AHacTeHapw C NKo-
HOWV B pyKax

An anastenarides car-
ring the holy icon

lepoHTHCCa B TaHLe
The Gerontissa in
dance

A.M. Jlngosa

339

KPOME TOI'0, XPUCTHAHCKOE COEPKAHUE MPECTABNAECTCH CIUIIKOM
3HAYUMBIM, YTOOBI CJIYKUTD JTUILIb IPUKPBITUEM A3BIYECKON PEBHOC-
. [TepBoe ACHOE OMMCAHUE 0OPAA, KAK MBI €10 3HAEM CETOJHSA, OTHO-
cuTest K 1806 1. Ho eCTb ¥ CBUETEIBCTBA ATHOIPAPUYEKOrO XapaKTe-
pa: Tak, oOpA/ COXPAHWICA Y IPEKOB, NepeceneHHbIX Hukomaem 1
B KpbIM B epBOY 10s10BUHE XIX B. (CeHYac €. YepHONONbE OK0JI0 CuM-
(depormons).

CakpaabHOE IIPOCTPAHCTBO. B 1. Arna EfieHn BO3HUK eI KOM-
IUIEKC IIOCTPOEK, EAMHCTBEHHOE IIPEHA3HAYECHUE KOTOPBIX — CIIYKUTh
06paay AHacTeHapuH. [JIaBHAA U3 HUX — «KOHAKW> (POZJOBOE THESJIO),
TIPEZICTAB/LAIONAA COOOH OOMBIION IIPAMOYTONBHBIH 34J1 JULA PUTYATbHBIX
TAHIIEB U COOPAHUY AaHACTEHAPU/IOB. B KDACHOM YIVIy Pa3MEIAIOTC KO-
HB, [OAB/ICHUE KOTOPBIX 10 YIPAM OCBALIAET CAKPAILHOE IPOCTPAHCTBO.
PA10M pacIionoxeHsl KyprIbHULIBL ¥ IOAHOC 14 CBeuelt. Cnesa — Ka-
MUH, IIEpe/; KOTOPBIM HEOOJIBIIOE TIECYAHOE KOCTpHIe. K «KOHaKu» 1Ipu-
MBIKAET KPYIVIOE HCKYCCTBEHHOE MOJIE C GOMBIIMM KOCTPHILEM B LICHTPE,
OOHECEHHOE NPO3PAYHOIT 3arOPOAKON. CIEBA OT <KOHAKHU» EIIIE JBE CAK-
PAIbHBIE TOCTPOHKH: aTHACMA U HEOOJbIIAS YACOBHA C HKOHOCTACOM
1 MECTOM YT CBEYEH BHYTPU (O(HULMAILHO HE OCBACHHAS, HO B OCTA/Ib-
HOM HUYEM HE OTIMYAIONIAACA OT TUIIOBBIX I'PEYECKUX LIEPKBEIT). Bee ge-
THIPE IIPOCTPAHCTBA 34/ICHCTBOBAHBI B IIPOLECCE OOPA/IOBBIX MECTBUM
U IPYTUX PUTYATIOB,

HKOHEI B pHTYaIBHOM TaHIE. [IOKIOHEHHE IByM 0CO00 NOUHTAE-

lepoHTncca. ®orto

The Gerontissa

VIKOHbI B OTHE.
Bu3zaHTuiickas nepotonus obpsga
AHacTeHapum




AHacTeHapuabl nepes
CcoBepLLeHneM o00psi-
Z0B0oro taHuya. Poro
A.M. JlngoBsa

The anastenarides
before the ritual dance

TaHuyowme
aHacteHapugbl. PoTo
A.M. Jlngosa

The dancing anaste-
narides
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MBIM UKOHAM C 06pa3amu CBB. KOHCTaHTHHA U EJIEHBI IO CTOPOHAM OT
YecrHoro Kpecra [oCnoHs COCTaBmseT cepneBuHy oopsia. OHU CUuTa-
I0TCA BENUKIMY PEIUKBUAAMY, KOHCTUTYUPYIOIUMY OOIIUHY, U CHO OT-
JIMYAEMBI OT OOBIYHBIX MKOH C 00PA3AMH TEX XKe CBATBIX, KOTOPBIE BCTPE-
YaI0TCA MO COCeACTBY. MKOHBI He ApesHMe, KOHLA XIX — mepBoi
NOJIOBUHB! XX BB. B O/fHy 113 HUX BPE3aHa JOCKA OT 607IEE CTAPO NKOHBL,
HEKOI/I CIIACEHHOM B TI0Kape. IKOHbBI XPaHATCA 110 OTAE/IBHOCTU B IBYX
YACTHBIX JOMAX JIEPEBHY, I7I€ JUI HUX CTIENUAILHO OO0PYAOBAHEI OCO-
Oble KOMHATBI-MOJIETBHA. KaK/bIi IEHb 00PA/A HAUMHACTCA U 3AKaHYH-
BAETCS € OCOOOI MPOLIECCUH TOPKECTBEHHOTO IIPUHECEHNS UKOH U YCTa-
HOBJIEHMA VX B «KOHAKK», @ 33T€M BO3BPAIIEHHA HA HOUb B CBOU JIOMA.
Kaxziplit pUTya1 HAYMHAETCA C MOJIUTBBI IVIABBI OOIIMHBI («ApXUAHA-
CTEHAPUJIEC>) IEPE, UKOHAMHU, KOTOPBIY KaK Obl NCIPANINBAET 6J1Ar0-

MKOHBbI B OrHe.
BusaHTuiickas nepotonus obpsaa
AHacTeHapum




CTIOBEHUSI OT CBSITBIX OOPA30B, 4 3aTeM OJIATOCIABISIET CAM BCEX YUACT-
BYIOIIUX B 06psiie, CTOSI iepe/; UIKOHAMHU. BIarocioBenue, Ipoucxofis-
11e€e B ABIMY KUKICHUI U TIOJ 3BYKH CAKPAIBHOU MY3bIKU, COCTOHUT BO
BPYUYCHUHU JIBYM BUJHBIM WICHAM OOIIMHBI HKOHHBIX JIOCOK, B TO BPEMS
K4K OCTa/IbHbIC IOJTYYAIOT CBAIIEHHBIE TIOKPOBbI OT UKOH, YBEIIAHHBIC
«TAaMaTOF» (6IATOIAPCTBEHHBIMU JIAPAMH B BHJIE METAIIIYCCKHX TIIAC-
TUH), WU «CUMAJIFS> — OCOOBIE TOCBATUTENBHBIE TIATKH, KOTOPHIE
TPAAUITMOHHO HpI/IHOCHTCH B Iap UKOHAM, XPAHATCA BMCCTC C HUMU
1 BOCTIPUHUMAIOTCS KaK HEKUE KOHTAKTHBIE PEMVKBUH, B 3ATIATHON
TPAIVIIN U3BECTHHIE KaK «brandea».

C MOMEHTA BPY4YEHUS CBATHIHY YUACTHUKU OOPAAA IPEOOPAKAIOTCA
13 OOBIYHBIX JIIOZIEN B CBOETO POJIA MEAUYMOB, T10/1y4as 0COOYIO 6/1a-
TO/IaTh, MUCTHYECKU COEJUHSIIOTCA CO CBATBIMU 1 O6PETAIOT CIIOCO6-
HOCTb K 3KCTATUYECKOMY TAHITY, KOTOPBII PACCMATPUBAETCA KK (hOp-
M2 MOJIUTBBL U O60KEHUS. AHACTECHAPHIBI HOBTOPAIOT CIICI[ATbHBIE

TaHubI Ha yrisx. doTo
A.M. JinpgoBa

Dance on burning
coals

341

pUTYyabHBIE JBUAKCHUA, JBUTAACH B 3aMEJICHHOM PUTME, KAK OBI
B IIOJIyCHE, BMECTE OHU CBOUM KOJUIEKTUBHBIM JIBIDKCHUEM BBIPE3AI0T
B IIPOCTPAHCTBE MPAMOYTOJIBHOTO 3212 (PUIYPY, HAIOMUHAIOMYIO
KPECT. MHOI'ME JIBUTAIOTCS C 3AIPOKUHYTBIMU JUIIAMHU, IPOU3BOJASA
BIIEYATJIEHYE OCJIENIINX: JKEHIIUHBI IIOPOY HATIOMUHAIOT JIPEBHETPE-
YECKUX TAHUYIOMUX MEHAJ HA dHTUYHBIX penbedax. [Ipu aToM He
BO3HMKAET BIICUATIIEHUSA TEATPAIBHOCTU — CKOPEE MHOT'OBEKOBOT'O

VIKOHbI B OTHE.
Bu3zaHTuiickas nepotonus obpsga
AHacTeHapum




TaHew Ha yrnsix

C UIKOHOW

The dance with the
holy icon on coals
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puTyaa, COXPAHUBIIETOCA B ITEHETUUECKON TAMATH. MIKOHBI B pyKax
MOBEPHYTHI IMKAMHU K I'PYAU HOCAILIETO, TAK YTO BOSHUKAET OLIyIIe-
HHE, 4TO OH OOHMMAET X B IIPOLECCE TAHIA, 06PA3ya OFHO LEJIOE CO
CBAIEHHON PENUKBUEN Y N300PAKEHBIMU HA HEH CBATHIML
Ornennoe JercTBO. CBAMECHHBIC TAHIIBI B <KOHAKM» MOTYT PACCMAT-
pUBATHCA KAK PEYTOTOBIEHHUE K KyIbMUHALIMN PUTYAlld — IMPOBAC-
CUW» (OTHEXOX/EHHUIO). [I0ATOTOBKA KOCTPA, IPEBPAMAIONMIETOCS B IIbl-
JIAIOMKE YIVIH, COCTABIACT OTACABHBIN O0OpsA. BOKpYr KOCTpHINA
AHACTEHAPU/IBI COBEPIIAIOT OCOOBII TAHELL: B3SIBIIUCh 3 PYKU, OHU PUT-
MUYECKH JIBUTAIOTCA BOKPYI KOCTPA, IPUOJIMKAACH K HEMY BCE OIIIIKE.
Topauye yriau JODKHBL CO34aTh CAKPAIbHOE IIPOCTPAHCTBO BHICIIETO
YPOBHS, B KOTOPOM MEPECTAIOT JAEUCTBOBATh (PU3UYECKUE 3AKOHBI
U IIPOUCXOJUT 0O0KEHUE — IPEOOPAKEHUE OOBIYHBIX JIIOZEH B CYIIE-
CTBA BBICIIETO NOPAAKA. CBATBIE UKOHbI BXOAT B OTOHb BMECTE CO CBOU-
MU CITYKUTENAMU U B UJIEATIE «TAHLYIOT> B PACKAJIEHHOM CPEJe, ABNAACh

RATITIE A

AP 4 > ' 4

N

UL JIOAEH CBOETO POAA 3AIUTON. B MOHATUAX HEPOTOINY PEYDb UIET
0 CO3/IaHUHU NEP(HOPMATUBHON UKOHBL, 00PA3a-TIOCPEAHNKA, YCTAHAB-
JIUBAIONIETO HEPA3PBIBHYIO CBA3b 36MHOT'O ¥ HEGECHOTO, 3pUMO TIPEJ-
CTAB/IAIOIIETO YY/I0 PEOOPAKEHNA, B KOTOPOM PEAILHOE U MUCTHYEC-
KO€ TIEPEIUIETEHHI 10 TOMHON HEPA3MNIUMOCTH. bubneiickas meradopa
«BOKECTBEHHOTO OTHS» IPUOOPETAET B 3TOM KOHTEKCTE IICUXO(pU3NIe-
CKU OLIYTHMYIO KOHKPETHOCTD U IIPH 3TOM COXPAHAET CHIy UKOHMYE-
KOro 00pa3a, TaK WIM MHAYE NIEPEKUBAEMOIO BCEMU TIPUCYTCTBYIOMIH-
MU

MHTEpeceH BOPOC O CUMBOIMYECKOM CMBICTIE OOPSA «TMPOBACCUIY,
€T0 IPOUCXOX/ECHNN 1 CBA3H C TounTaHreM CBB. KOHCTaHTHHA 1 E/eHbL
K coxanenuio, y HaC COBCEM HET NMCbMEHHBIX HCTOYHUKOB, HA KOTOPBIE

MKOHBbI B OrHe.
BusaHTuiickas nepotonus obpsaa
AHacTeHapum
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- MO:KHO OBLIO OBl OIEpeThes. HekoTophie uccie-
JOBATE/N YKA3bIBAIOT Ha CBA3b CB. UMIICPATOPA
KoncranTuna BeJmkoro ¢ ComHeYHbIMU Ky/IBTa-
MH, KOTOPBIE MOIVIH HOCTYAKHTb OCHOBOH 00pSI-
Jld «OTHEXOAZIEHUs>". B 3TOM CBA3U BCIIOMHHA-
0T UMEBLIUI I'OCYAAPCTBEHHBIA CTATYC KYJBT
6ora contua [enmoca, TUraHTCKad CTaTys KOTo-
pOro 6bUIA YCTAHOBIEHA HA KOJIOHHE B LIEHTPE
Konctanturonons. I1o7 BUIOM COMHEYHOTO 60-
’kecTBa nnounTaics Koncrantun Benukuii u na-
e caM XPUCTOC, TOCKOJIBKY B Iy4EBOM BEHELL
Temoca 6bU1a BMOHTUPOBAHA BEINMKAS PENHIK-
Bud CB. [Bo3as o1 Kpecra [ocriogus, npucian-
Has UMIIEPATOPY €0 MaTepbio CB. Enenoit u3
Hepycamma.

34HUMATENbHBIE NPENAHUA COXPAHUINCH
B YCTHOM (DOJIBKIOPE aHACTEHAPHAOB. Corac-
HO OfIHOMY 13 HuX, B XIII BEKe CIy4nIoch uy-
J10: LIEPKOBb C HUKOHAMH 3aI0PEJIACh, U UKOHbI
CTQJIX B3bIBATH O MOMOINY U3 CTPAMIHOIO 110-
apa. JIIoAu BOLIN B OTOHb YU CIIAC/IY CBATHL-
BepxosHbivi Bpy4aeT  HIO, IIPU 3TOM BCE OCTAIMCh HEBPEAUMBL bosiee MOITUYHOE U TECHO

WKOHY U151 PUTYasIbHO- o _
FO TaHLA B KOHAKN, CBA34HHOE C UKOHOIPa(huer CKazaHue ObUIO COOOIIEHO B APYTOM YCT
®oto A.M. J/lugosa HOM pacckase. Cs. Enena mocnana cBoemy ChiHy B KOHCTaHTUHOIOIb
The , BEJTMKYIO pemKBuio Kpecra Tocrojis, KOTopast XpaHIACh BO IBOPIIE.
Archanastenarides

gives the holy icon for B0 BpeMa 0caibl KOHCTAHTHHOIONA TYPKAMHU B 1453 I BeCh TOPOJ, ObLI
a ritual dance OKPYXCH OTHEM, U CBATBIHE I'PO3uiIa rubess. Torga cs. umnepatop Kon-

CTAHTHH COIIEN C HebeC, 3a6pal PENUKBHIO U3 ABOPLIA U POIIEI C HEH
HEBPEAUMBIN CKBO3b OTOHb. B IAMATH 06 3TOM 4y/ie ¥ COBEPIIAIOTCA
XOX/ICHUA C MIKOHAMU-PEIMKBUSAMY B OTHE, 4 HA MKOHAX M300PaKAI0T-
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Penbed Il BH.3.
BputaHckui my3en
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British Museum. 2nd
cent. AD
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¢4 ¢BB. Enena u Koncrantun Benukuil o CTopoHam OT penuxsuy Kpe-
cra [ocogss.

Borpoc 0 NPOUCXOK/IEHUH ¥ KOHKPETHON CUMBOMHKE OOPSiA OCTAETCA
OTKPBITBIM U C HICTOPUYECKOM TOYKM 3PEHKSA OfJHUM M3 CAMBIX MHTPHUIYIO-
IIUX: KAK ¥ [IOYEMY «OTHEHHOE JEHCTBO» OKA3AI0Ch CBA3AHO C IIOUUTAHU-
em CB. KoHcTanTrHA 1 EneHb! 1 X MaliCKUM NpasaHoBaHueM? U 37ech
M3Y4YEHNE OT/EBLHBIX MOTUBOB B KOHTEKCTE BUSAHTUICKON U B IEIOM
CPEIIHEBEKOBOU MPAKTUKY OOPANIOB ¢ UKOHAMY, TIOJI0OHBIX 3HAMEHUTOMY
«BTOPHUYHOMY uyay> ¢ Opurutpreii KOHCTAHTUHONOIBCKOH, MOXET OKa-
34TbCA YPE3BBIYANHO IIOZOTBOPHBIM. B LIEJIOM pacCMOTPEHNE AHACTEHA-
puK KaK BU3AHTUIACKON IIPOCTPAHCTBEHHON MKOHBL, JOIIEAMEN 0 HAC
B COBPEMEHHOI PUTYAIbHON NPAKTHKE, OOCIIAET MHOTO MHTEPECHBIX OT-
KpbITHH. CIIPABEUIMBO 33[yMAThCs U O METOJIONIOTNH TTOJIOOHBIX PEKOHCT-
YKL, KOTOPBIX €IE HET B BUSAHTUHUCTUKE. B 3TON NEPCIIEKTHBE IPE]-
JIATAEMO€E BHUMAHUIO UCCIIEJOBAHUE CTIPABEIUBO PACCMATPUBATD KAK
TIOCTAHOBKY IIPOG/IEMBI, HE IPETEH/IYIOMIYIO HA OKOHUATEIIHBIE OTBETBL

MKOHbI B OrHe.
BuzaHTuiickas nepotonus obpaga
AHacTeHapum
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Icons in Fire. The Byzantine
Hierotopy of the Anastenaria Rite

Anastenaria is one of the most ancient rituals preserved to our day in
some villages on the historical territory of Thrace, now in northern
Greece and Bulgaria, where it is known as nestinarstvo. The rite takes
place annually over three days before and after 21 May, the Orthodox
feast of saints Constantine and Helena. Anastenaria is famous for its
central ritual of walking on burning coals, which in theory is a form of
ritual dance in fire, performed by dedicated ‘anastenarides’ holding
icons and associated contact relics in their arms. Not only does the fire
not burn these devotees in their state of ecstatic motion, it also heals
some of them of a variety of ailments. The miracle that takes place,
according to the participants, is the synergetic action of ‘grace-giving
fire’, the holy nature of the ancient rite, and the special strength of the
venerated icon-relics with the images of the royal saints Constantine
and Helena, who mystically participate in the event.

Ethnographers and psychologists described and analysed the
Anastenaria rite long ago.” However, the historic cultural meaning of the
rite has been studied significantly less thoroughly, as have its Byzantine
sources. This article is the first to explore Anastenaria as the most vivid
manifestation of Byzantine hierotopy, which has been preserved in the
shape of a contemporary rite and displays surprising parallels with
Eastern Christian performances with icons known to us from iconogra-
phy and descriptions found in medieval texts.° A comparison of ritual
practice and medieval tradition can significantly enrich both our
knowledge of Byzantine culture and our understanding of many aspects
of contemporary ritual practice.

This paper is based on existing descriptions in academic literature
and on personal experience, ‘fieldwork’ of sorts — in May 2011 I man-
aged to observe the complete rite of Anastenaria in the village of Agia
Eleni (the main centre of this rite, not far from the town of Serres) over
three and a half days.” [ was able to talk with participants and record
many details which are not reflected in the specialist literature.

The stages of the rite. Here we are concerned with a detailed develop-
ment of the ritual, of which, moreover, the ‘walking on coals’ occupies
less than 40 minutes. Let us enumerate its basic elements:

Everything begins after Vespers on the eve of the 21 May feast day. A
ceremonial procession with two holy icons of Constantine and Helena
circles the village and ends in front of a special building, the Agiasma (a
well fed by a spring), in a complex of Anastenaria buildings. Here a
water blessing ceremony is conducted and those present are sprinkled
by the most senior anastenarid. On the morning of the feast of saints
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Constantine and Helena, a ritual sacrifice of animals or kurban (some-
times a bull, on this occasion seven rams headed by the largest, a black
ram) is held on a special site in front of the Agiasma. Ecstatic ritual
dancing begins during the sacrificing and continues throughout the
three days. The day ends with the first ‘fire dance’ on coals, which sever-
al thousand spectators gather to watch around a large, specially
equipped field with the fire-pit in the centre.

A large part of the following day is taken up with the blessing of
homes. A procession of anastenarids carrying holy icons goes around
roughly half of the village, conducting short services with censing and
prayers in every house, and the grateful householder gives nuts and
sweets — a sort of remuneration which is subsequently divided between
all those participating in the activity. The day ends with ecstatic dancing
with icons in the konaki, the main building of the Anastenaria complex.
On the following day, 23 May, the remaining houses in the village are
blessed and in the evening there is a further ‘walking on coals’ which
finishes with a large collective feast in which all the villagers and guests
participate.

Music. The special sacred music and singing which accompanies lit-
erally all ritual performances is an important component of the rite.
Moreover, each action has a special musical accompaniment which
indicates to participants what performance is happening at the given
moment. The music is archaic, created by a combination of drums and
stringed instruments — a type of lyre. To all appearances the songs also
originate in pre-Christian antiquity, with very strange motifs possibly
from ancient Greek mythology — the lament of a mother for the son she
murdered, for example. The theme of lament and repentance generally
lays a very important role in the rite (note that the very etymology of
the rite’s name goes back to the Greek verb ‘to sigh sorrowfully’). Some
women dance the ecstatic dances with tears in their eyes, as during the
penitential prayers of Orthodox Holy Week.

Chronology. The Anastenaria rite, probably, existed in the Byzantine
period. Some authors suggest the Anastenaria originates in the
Dionysian mysteries; others connect it with the late antique cult of the
sun god and Mithras. However there is no direct proof and, moreover,
the Christian content is too notable to serve simply as a cover for
ancient paganism. The first clear description of the ritual as we know it
today dates to 1860. There is, however, also ethnographic evidence that
the rite was preserved by the Greeks resettled in the Crimea by Nicholas
[ in the first half of the nineteenth century (now in the village of
Chernopol’e, near Simferopol).

Sacred space. A whole complex of constructions whose sole put-
pose is to serve the Anastenaria rite has arisen in the village of Agia Eleni.
The main structure is the konaki (ancestral seat), which is a large rec-
tangular hall for the ritual dances and gatherings of the anastenarids.
The icons are housed in the icon corner, and their morning appearances
sanctify the sacred space. Censers and a candle stand are arranged near-
by. On the left is a fireplace, in front of which is a smallish sandy fire-pit.
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Bordering the konaki is a round fieldwith a large fire-pit in the centre,
surrounded by a transparent fence. On the left of the konaki there are
two further sacred constructions: the agiasma and a small chapel (offi-
cially unconsecrated, but no different from the typical tiny Greek
churches in other respects) with an iconostasis and a place for candles
inside. All four spaces are involved in the sequence of ceremonial pro-
cessions and other rituals.

Icons in ritual dance. At the heart of the ritual lies the worship of
two especially venerated icons with images of saints Constantine and
Helena beside the Precious Cross. They are considered to be great relics,
forming the community and clearly differing from ordinary icons with
images of these same saints which may be encountered locally. The icons
are not particularly old, dating from the end of the nineteenth to the
beginning of the twentieth century. One of them has an inset from the
wooden board of an earlier icon, saved at some point from a fire. The
icons are kept separately in two private homes in the village, where room-
chapels have been specially set up for them. The rite begins and finishes
every day with a special festive procession bringing the icons and placing
them in the konaki, and then returning them to their homes at night.

Each ritual begins with prayers before the icons by the head of the
community (the ‘arkhianastenarides’), as though requesting the bless-
ing of the holy images before himself blessing all the rite’s participants,
standing before the icons. The blessing, conducted in the smoke from
the censer and to the strains of sacred music, consists of handing the
wooden icons to two prominent community members as the remaining
participants receive the holy icon covers — either the ‘tamata’ which
hang over the icons (thanksgiving gifts in the form of metal plates) or
‘simadia’, especially consecrated scarves which are traditionally brought
as gifts for the icons, kept together with them and understood as a type
of contact relic, known in the Western tradition as brandea.

From the moment these holy objects are bestowed upon the rite’s
participants they are transformed from completely ordinary people to
some sort of mediums who, receiving especial grace and mystically unit-
ing themselves with the saints, find the ability to dance ecstatically. This
dancing is viewed as a form of prayer and deification. The anastenarides
repeat special ritual movements, moving in a slowed rhythm as if half
asleep; together their collective movement inscribes a shape reminis-
cent of a cross on the rectangular hall. Many move with their faces
tipped back, as if they had been struck blind: the women sometimes
remind one of the ancient Greek maenad dancers on antique reliefs.
The impression created is not one of theatricality, however, rather of a
centuries old ritual preserved in genetic memory. The faces of the icons
are turned towards the chests of those carrying them in their arms, cre-
ating the feeling that the anastenarid is embracing the icons during the
dance, forming an integral whole with the holy relics and the saints
depicted on them.

The fire performance. The sacred dances in the konaki may be
considered as special preparation for the culmination of the ritual —
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pyrovasia (firewalking). The preparation of the fire, which turns into
glowing coals, is a separate rite. The anastenarids hold a special dance
around the fire pit: linking arms, they rhythmically move around the
fire, drawing increasingly near to it. The burning coals must create a
sacred space of the highest level, in which the laws of nature cease to
apply and deification takes place — the transtiguration of ordinary peo-
ple into creatures of a higher order. The holy icons enter the fire togeth-
er with their servants, as a sort of defence for people, and in theory they
‘dance’ in the scorching environment. In terms of hierotopy, we see here
the creation of a performative icon, an image-mediator, which estab-
lishes an unbreakable tie between earth and heaven, visibly represent-
ing the miracle of transfiguration in which the real and the mystical are
indistinguishably intertwined. In this context the Biblical metaphor of
the divine fire acquires psychophysical, palpable concreteness and at
the same time preserves the force of an iconic image, experienced one
way or another by all those present.

The question of the symbolic meaning of the ritual of pyrovasia, its
origin and connection with the veneration of Constantine and Helena
is an interesting one. Unfortunately there are absolutely no written
sources to which we might turn. Some researchers point to the link
between the holy emperor Constantine the Great and the sun cult,
which could serve as grounds for a firewalking rite.® In this connection
they recall the state-backed cult of the sun god Helios, a gigantic statue
of whom was erected on a column in the centre of Constantinople.
Constantine the Great was venerated in the form of a sun deity, and
even Christ himself, since the great relic of Holy Nail from the Cross of
the Lord — sent from Jerusalem to the emperor by his mother St
Helena — was mounted in Helios’s radial crown.

The oral folklore of the anastenarids preserves some fascinating leg-
ends. According to one of them, a miracle happened in the thirteenth
century: a church, together with the icons, caught fire, and the icons
began to cry out to be saved from the terrible flames. People went into
the fire and saved the holy things, and none of them were harmed.
Another oral account communicated a more poetic tale, which is also
more closely connected with the iconography. St Helena sent the great
relic of the Lord’s Cross to her son in Constantinople, which was kept in
the palace. During the 1453 siege of Constantinople by the Turks, the
whole town was surrounded by fire and the holy things were threatened
with destruction. The emperor Constantine then came down from
heaven and took the relic from the palace, carrying it unharmed
through the fire. The firewalking with the icon-relics is done in com-
memoration of this miracle, and saints Helena and Constantine the
Great are also depicted on the icons beside the relic of the Lord’s Cross.

The question of the origin and concrete symbolism of the rite
remains unresolved and from a historian’s point of view, one of the
most intriguing: how and why is the ‘fire performance’ connected with
the veneration of saints Constantine and Helena, and their May feast?
Here a study of the separate motifs in the Byzantine context, and of the
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medieval practice of rites with icons (such as the well-known Tuesday
miracle with the Hodegetria of Constantinople) in general, may prove
to be surprisingly fruitful. Broadly speaking, examining the Anastenaria
as a Byzantine spatial icon which has come down to us in contempo-
rary ritual practice promises many interesting revelations. It would be
right to also ponder the methodology of similar reconstructions, which
do not as yet feature in Byzantine studies. In this schema, the paper
before you should be viewed as posing the question, rather than claim-
ing a definitive answer.
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