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BBEJEHUE

Bo3nyx u HebGeca kak Tema ueporonuu
U MKOHOTpaduu XpUCTUAHCKOTO MUPA

Cumno3uyM BIEpBbIE B MUPOBOI Hayke nocBsameH «Bo3ayxy u He-
OecaM» Kak BaXHEWIIEH TeMe XPHCTUAHCKOW MEPOTONHMH M MKOHO-
rpaduu, MIpeUMyIEeCTBEHHO B BU3aHTHUIICKO-APEBHEPYCCKOM Tpaau-
uuyu. BHHMMaHMe cocpemoTOYeHO Ha CaKpaJlbHO-CUMBOJIMYECKHUX
acIMeKTax TeMbl U Ha METOAOJIOTUU HUCTOPUKO-XYIOKECTBEHHBIX HC-
ciaenoBaHuid. CUMIO3UYM SIBISE€TCA NPOAOHKEHHEM MHOTOJIETHEH
VHHOBAILMOHHOM Hay4HOU IPOTpaMMBbl, MOCBSILIEHHON HEPOTOIUU -
M3YYEHHUIO CO3JaHMSA CAaKpalIbHBIX MPOCTPAHCTB KaK 0COOOTr0 BHIA
JYXOBHOTO M XyJOKecTBeHHOro TBopuecTsa'. C 2011 r. B pamkax
00JIBIION MPOrpaMMBbl peATU3yeTCs UCCIENOBATENbCKUM MPOEKT He-
pPOTOINUHU BakKHEWIIUX 37MeMeHTOB Mupa — Orua, Bonel, 3emnu u
Boznyxa. Iloka Beimumm Tpu Oonbpmmx cOopHHKa crareii: «leporo-
AT OTHS W CBETA B KYyJNbType BH3aHTHICKOTO Mmpa» (M., 2013)),
«Csitas Boja B meporonuu U HKOHOTpaQUU XPUCTHAHCKOTO MUPa)
(M., 2017). «HMeporonust CBATOH TOpbl B XPUCTHAHCKOU KYJIBTYypE»
(M., 2019). Camnozuym o «Hebecax», paccMaTpHBaIOUIMi TeMy
Bo3nyxa, sBISETCS €CTECTBEHHBIM 3aBEPIICHUEM TpeX IpPEAIIecT-
BYIOIIIUX NPOEKTOB.

' B pamkax 3TOH mporpaMMbl ObLIM MPOBEACHBI MEKIYHAPOIHBIC CHMIO3HYMBI U
BBILIUIM KHUTH 1oA pepakuueit A. M. JIunosa: Ueporonus. Co3nanue cakpaibHBIX
npoctpancTB B Buszantuu u Jpesneit Pycu (M., 2006); Heporonus. CpaBHUTENB-
HBIE UCCIENOBaHMUA CakpalbHBIX mpocTtpancTB (M., 2008); Hoseie Hepycamumel.
Heporonus n ukoHorpadust cakpambHbIX mpocTpadcTB (M., 2009); IlpoctpaHcT-
BeHHBIE MKOHEL IlepdopmaTuBHOe B Buzantun u [pesneit Pycu (M., 2011) — Bce
MaTepHuaibl JOCTYITHEI OHJIAMH Ha caiite www.hierotopy.ru
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Heporonuyeckoe 3HaueHne temsl «Hebec» caMooueBUAHO: Kaxk-
OBl XPUCTHAHCKHHM XpaM paccMmarpuBajcs Kak obpa3 «HebecHoro
Hepycamuma» m «llapctBa HebecHOro Ha 3emiie», OTCBUIAIOIIETO K
o0pa3y ['opuero rpazga. Ilo cinoBam camMoro pacpocTpaHEHHOTO TOJ-
koBanus VIII Beka, IpUNKMCBHIBAEMOIO CBATOMY IaTrpuapxy l'epmany,
«lepkoBb ecTb 3eMHOE HEOO, B KOTOPOM KUBET U oOparaeTcst Hebec-
HEI Bor». YcrpoiictBo 3Toro HebecHoro Mupa 3aHMMAIIO YMBI €IIle
MEPBBIX XPUCTUAH, KaK U BO3MOYKHOCTb €r0 OTPa)XEHHS HE TOJBKO B
YMOIOCTHTaeMBbIX, HO M 3pHMBIX 3eMHBIX oOpasax. He cimywaiino, uyto
OHUM M3 CaMbIX HOIYJSIPHBIX OOTOCIOBCKHUX COYMHEHHH, OKa3aB-
MM OTPOMHOE€ BJHMSHHME M Ha KHH)KHHMKOB, M Ha XyJO0XKHHUKOB, ¢ V
Beka crana «Hebecnas Uepapxus» [IceBno-Jnonncust Apeonarura,
NOPOAMBIIAs OIPOMHYIO OOTOCIOBCKYI0 U HAayyHYIO JIUTEpaTypy.
XpucTtraHaM ObUIO OYEHb BaXXHO HE TOJIBKO 3HATh, HO MOIBITATHCA
CaMBIMH pa3HBIMHU CIOCO0AaMH IMOKa3aTh, KaK YCTPOGH MHUp aHTeJOB,
HE TOJBKO NpeObIBaOIIMX Ha HeOecax, HO M MOCTOSHHO Yy4acTBYIO-
IIMX B 3¢€MHOW KHU3HMU.

B Tteme Boznmyxa, ceasanHoii ¢ HeOecamm, umepoTomudeckue
CMBICIIBI UyTh MEHEE OYEBUIHBI, HO MPU ITOM CaKpaJbHO-IPOCTPAH-
CTBEHHAs COCTABIAIONIAsl MPOSIBISIETCS HE MEHEE CHIIBHO, Y€M B JIpY-
rux cTuxusx. [lake ¢ TOUKM 3peHHs] STUMOJOTHH, KaK B IIEPKOBHO-
CIIaBSIHCKOM, TaK M BO MHOTUX APYTUX SI3bIKaX, OH CBA3aH C JEHCTBH-
€M B IPOCTPAaHCTBE — [JBbIXaHHEM W AYHOBEHHMEM, M JJaXKE€ HA JIMH-
I'BUCTHYECKOM YPOBHE — C TBOPEHHEM MHpa BBICIIMM Ha4yalioM, 0yIb
TO IpeBHEMHIUICKas MUGOJIOTHS WK JpeBHETpevYecKas KOCMOTOHNS,
B KOTOPOIl MOSBIIsSETCS MOHATHE «3(Hpa» Kak 0co00ro Bo3myxa, Ko-
TOPBIM ApIIIaT 60ru Ha OIUMITe, B TIPHOOIICHHE K KOTOPOMY SIBJISICT-
Csl IIeIBI0 MIPOCTHIX CMEPTHBIX.

B bubnuu noHsTHE O BO3IyXe HEPa3phIBHO CBs3aHO ¢ «llyxom
CBATBIM», TBOPSIILIUM MHUD, TO €CTh C CO3MIAHUEM CaKPaJIbHOTO NPO-
CTpaHCTBA. YK€ B caMOM IiepBoM ctuxe Kuuru beiThs unraem koc-
MOroOHUYeCcKul ma”erupuk Bosnyxy m Jlyxy: «B Hadaie coTBOpuMI
Bbor Hebo u 3emimio. 3emuis xe Oblia Oe3BHUIHA W MyCTa, U ThMa HaJ
Oe3muor0, M Jlyx Boxwuit Hocmiics Han Bomoii». Kak B Berxom, Tak u B
Hogowm 3aBete ['ocnionip ABNIsSeTCS MUPY 4Yepe3 JyHOBEHHE MU IPOCTO
BeTep, Kak B kimaccuueckoit hopmyire u3 [canteipu: «U Boccen (I'oc-
1oJb) Ha XepyBUMOB U IIOJIETEN, ¥ IIOHEecCs Ha KpbUIbsix gempay (Ilc
17:11), xotopas Bocxoaut k Kuure [apcrs (2 Lap 22:11).
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Berep kak manugectanusi boskeCTBEHHOTO MPUCYTCTBHS HEO.I-
HOKpPATHO BCTpeuaeTcst B 00oux 3aBeTax. B BakHeHIHMii MOMEHT CO-
mecTtBust Cesitoro [lyxa Ha anoctoinos: «l BHe3aIlHO caeiascs LIyM C
Heba, Kak ObI OT HECYILETOCsl CHIIBHOTO 6empd, U HAITOJIHUII BECh JIOM,
rae oHu Haxomunuchy (MesH. 2:2).

B Bubmuyu MOXXHO 3aMEeTUTh LENyI0 Tpaauuuio 6orocioBus Bos-
Iyxa-BeTpa — MONBITKH OCMBICIUTE «BETPEHYIO» Ipupony borossie-
Hus. [lpu 3TOM Ui MpaBUIBHOTO MOHUMAHHUS BAa)KHO, YTO JPEBHEEB-
pelickoe TIOHATHE «BETPa» OAHOBPEMEHHO O3HAYAET IyX, TyHOBEHHE U
neixanue. M 3mech cambrii TTyOOKHH M TTOITUYHBIN TEKCT HAXOIUM B
onncaanu OTkpoBenus nmpopoky Unbe B Tpetweit Kuure LlapeTs: «...n
BOT, ['ocrione mipoiizeT, U OONBIIOH M CHUIIBHBIH BETEp, pa3aupatonInil
TOpbl M COKpyLIarolui ckaibel npen ['ocriogoMm, HO He B BeTpe [oc-
TMOJTb; TIOCIIE BETpa 3eMIIETpACEHHe, HO He B 3eMJIETpsACeHUU | ocrop;
MocJie 3eMIIETPSICEHHs] OTOHb, HO HE B Or'He 1'0cIojb; 1Mociie OrHs Bed-
HUE TUXOTO BeTpa, [u TaM ['ocnioas]. Ycneimas cue, Wust 3akpbut auie
CBO€ MWJIOTBIO CBOCIO, M BBILIEN, M CTaJ y BXozaa B meimepy. 1 Obu1 x
HEMY T'oJIoC, U cKa3all eMy: 4TO ThI 37ech, Mmus?» (19:11-13).

Wynelickad n XpUcTHAHCKasl TPAOULIMKA OCMBICIIAIOT U aHTUYHYIO
KYJIBTYPY Pa3HOOOpa3HbIX M IOAYAC IPO3HBIX BETPOB. Y IUBUTEIHHO
9Ta TeMa IpejcTaBieHa B Anokanurncuce: «V mocie cero Buen s ue-
ThIpeX AHreNnoB, CTOALIMX Ha YETHIPEX yIiax 3eMJIH, JAeprKallux de-
TBIPE 6empa 3eMIIM, YTOObI HE JIyJl BETEp HU Ha 3eMJII0, HU Ha MOpeE,
HU Ha Kakoe gepeBo» (Otkp. 7:1). Tyt yxe ['ocrions He sABhsSETCS B
o0Opasze BeTpa, HO aHrelbl YCMHPSIOT ONAacHbIE BETpa IO YETHIPEM
KOHI[aM CBE€Ta, CO3/aBasi MPOCTPAHCTBO MJICAIBHO-CAKPAIBHOIO «3a-
MEpIIEro BO3AyXa» B MOMEHT nocienHero borosisienus. 1ot 06pas,
rIy0OKO YKOpEHEHHBIH B BOCTOYHOXPHUCTHAHCKOW KYyJNbType, B TOJI-
HOIl Mepe MpOosIBUJICS B MO3IHEBU3AHTHUIICKYIO 310Xy, Korna B XIV
BEKE B Psiie POCHHUCEH CTalu MOSBJIATHCS KpbLIAaThle IMEPCOHHU(UKA-
IIUU BETPOB, KPACHOPEUUBO PACIIOJIOKEHHBIE PSIJIOM C €BaHTEINCTaMU
B YETBhIpEX Mapycax KpeCTOBO-KYMOJBHOTO XpaMa (Kak Hampumep, B
nepkBu Cmaca Ha Mnenne B HoBropone, pacrnmcanHoin deodanom
I'pexom). DTO JIUILIE OTHOCUTEJIBHO MajOW3BECTHBIM HMpUMEp Mepeso-
JKeHusl TeMbl «Bo3ayxa» Ha sI3bIK BU3aHTHHCKOW mKoHOrpaduu. Ox-
HAaKO MO>KHO HAalWTH M MHOXKECTBO APYIHX, kKorna «Bozmyxa u Hebec»
CTaHOBATCS KIIIOUEBBIMH CI0O’)KETaMH B XPHUCTHAHCKOM HEPOTONUHU U
MKOHOTpapuu.
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Ha cummniozuyme mpesmnonaraeTcst 00CyAUTh CIAEAYIOIINE TEMBI:

1. ®unocockre 1 OOTOCIOBCKHE acleKThl KOHIENTOB Bo3myxa u
Hebec B xpucTHaHCKOH KyJIBType

2. llpesenranus Hebec kak meHTpaigbHas TeMa XpUCTHAHCKOW Hepo-

TOMHHU

. HeGecHprit rpan u ero o6passl

. Arrensl u HebecHast nepapxus

. Bosznyx u «Bo3ayxu» B 0OpsIIOBOM U INTYPrUUECKON IPaKTHKE

. «Hebeca» B MUTYprudecKnx WHCTAIITSIIASIX

. [lepcorndukannu Bozmyxa u Betpon

. Apxeomnorus «Boznyxa» u «Hebec»

. Uxonorpadus Boznyxa n HebGec B XprCTHAHCKOM UCKYCCTBE

. O6pa3sl Hebec B XpUCTHAHCKOW PUTOPUKE M UHBIX JIUTEPATYPHBIX

TEKCTax

SO 03N N b~ W

Agtop xoHuenuuu u I[lpencenarens
OprroMuTeTa CHUMITIO3UyMa, akameMuk PAX
A. M. JIunos



15

INTRODUCTION

Air and Heavens as a Subject
of the Christian Hierotopy and Iconography

This collection tackles the subject of Air and Heavens and the role of
this phenomenon in the making of sacred spaces, mostly in the medie-
val tradition with a special focus on the Byzantine world. Nonetheless,
other Christian and non-Christian phenomena will also be considered
within their wider historical and geographical contexts. The collection
is multi-and-interdisciplinary in character, appealing to scholars with
various research interests and academic backgrounds. The symposium
shall explore not merely specific territories and related artefacts, but
the conception of particular spatial images and their embodiment in
sacred landscapes and various iconographic devices and literary texts.
It requires a new look at the methodology of modern art history.

The project and collection are the next step in a continuing re-
search program dedicated to the making of sacred spaces as a distinct
form of artistic and spiritual creativity called ‘hierotopy’. Within the
framework of this research project a number of international symposia
have been held, and various books dedicated to the subject have been
published, such as: Hierotopy. Creation of Sacred Spaces in Byzan-
tium and Russia / Ed. A. Lidov, Moscow, 2006; Hierotopy. Compara-
tive Studies of Sacred Spaces / Ed. A. Lidov, Moscow, 2009; New Je-
rusalems. Hierotopy and Iconography of Sacred Spaces / Ed.
A. Lidov, Moscow, 2009; Spatial Icons: Performativity in Byzantium
and Medieval Russia / Ed. A. Lidov, Moscow, 2011. Recently, a new
sub-series has appeared, dedicated to the elements of the universe:
Hierotopy of Light and Fire in Byzantium and Medieval Russia / Ed.
Alexei Lidov, Moscow 2013; Holy Water in the Hierotopy and Ico-
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nography of the Christian World / Ed. Alexei Lidov, Moscow, 2017,
The Hierotopy of Holy Mountains in Christian Culture / Ed. Alexei
Lidov, Moscow, 2019.

From our perspective, the introduction and spread of the term
hierotopy amongst the scholars, and the increasing possibility of the
hierotopic approach as an auxiliary aid to research, have not only pro-
vided an opportunity to look afresh at many “customary” phenomena,
but also to substantially expand the field of historical studies. It is note-
worthy that entire aspects of the creative process have been neglected
by scholarship and were not studied or described at all, precisely due to
the absence of the hierotopic approach which evades positivist classifi-
cation. For instance, although the spatial imagery of Air and Heavens is
a significant phenomenon, it has remained beyond the scope of tradi-
tional fields of study. At the same time, we know from written sources
that the images of the Heavens appeared in liturgical services and in
church decoration. These appear as ‘Spatial icons’ and ‘Image-
paradigms’, when we employ the new hierotopic terms invented to de-
scribe phenomena beyond the realm of flat pictures.

Areas of discussion and research include:
. Philosophical-theological concepts of Air and Heavens.
. Presentation of Heavens as a mode of hierotopic creativity.
. Heavenly City and its imagery.
. Angels and the Heavenly hierarchy.
. Air and the ‘airs’ in ritual and liturgical practice.
. Heavens in the liturgical installations.
. Personifications of the Air and the Winds.
. Archaeology of Air and Heavens.
. Iconography of Air and Heavens in Christian art.
. Heavenly imagery in the Christian rhetoric and other texts.

SO 001NNk WN—

—

Chair of the Organization committee,
Member of the Russian Academy of Arts
Alexei Lidov
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A. M. JInjoB
Bo3nymnas nkona Hebec.
KaBog —/lokca — CnaBa boxus u cusroiee 00J1aKo
B KYIIOJIaX BU3AHTUHUCKUX LEPKBEN

Hamm miccnenoBanus mocneaHUX JIET MOKA3alId, YTO B BH3AHTHIICKOM
HCKYCCTBE CO3HATENbHO CO3AABAIUCH «IIPOCTPAHCTBEHHBIE HKOHBIY,
BO3HHMKaBIINE B Bo3myxe xak Hekue oOpa3bl-BUACHUS, CBOCTO pola
MOCPETHUKH TIPU TIEPEXOe 3PUTEINA-MOJIAIIErocss U3 3eMHON peallb-
HOCTH B HebecHyto'. OHM MMelIn 0coGoe 3HAYECHHE B MPOCTPAHCTBE
Xpama, MOHUMABILIETOCS, MO CJIOBAaM BU3aHTHHCKUX JUTYPrHYECKHX
TOJIKOBaHUH, Kak 3puMbIil 00pa3 «llapcTBa HebecHoro Ha 3emie».

Bo3myx craHoBWIiICS Ba)KHEHIIMM 3JI€MEHTOM B (OPMHPOBAHHUH
CaKpaJbHOM CpeIbl M, BMECTE CO CIIOKHOHM JpaMaryprueil cBera, 00-
Pa30BBIBAJT HECYIYI0O OCHOBY BH3aHTHICKOW MPOCTPaHCTBEHHOM MKO-
HBI. Kak ObLII0 TTOKa3aHo paHee, BAKHBIM aCIIEKTOM ATOH BO3MYITHOM
CBETO-IPOCTPAHCTBEHHOH KOMIIO3MIMM OblIa TEMa BPAILCHUS’, CBSI-
3aHHas, MO Halleil rumotese, ¢ TeMoi cxoxaenus Hebecnoro Mepy-
canuMa B KOHIIE BPEMEH .

! Jluoos 4. M. Heporomnus. [IpocTpaHCTBEHHBIE HKOHBI U 00pa3bI-IapaIurMbl B
BH3aHTHHCKOU KyIbType. M., 2009 (cMm. Taxoke www.hierotopy.ru).

2 ludos A. M. Bpamaromuiics xpaM. MIkoHI4YecKkoe Kak mepopMaTUBHOE B BU3AHTHUI-
ckoii kynbType // [IpoctpancTBenHsie nkoHsl. [lepdopmarusroe B Busantun u
Jpesreii Pycu. M., 2011. C. 27-51; Jluoos A. M. Ny neo-xpuctranckas ukona Csera:
OT CHSIOIIETO 00aKa K BpararonieMycs xpamy // O6pa3 v CHMBOJI B Uy ICHCKOM,
XPHUCTUAHCKON U MyCyJabMaHCKol Tpaguimu. M., 2015. Cum. Takoke: Isar N. Chor-
ography (Chora, Choros, Chords) — a performative paradigm of sacred space in
Byzantium // Uepotomms. Co3naHue cakpaibHBIX IPOCTPAaHCTB B Busantuu u
UHpesneii Pycu / Pen.-coct. A. M. JIugos. Mocksa: Uanpuk, 2006, c. 59-90.

3 HeGecnprit Hepycannm sIBIISUIICS BaXKHEHIINM 00pa3oM-TIapaurMoii, KOTOpPBIi
JOTIONIHSIIH psit ApyTHX: Jludos A. M. VIkona-3aBeca. OOpas-mapagurma Kak HOBOE
MoHsITHE UcTOpUH KyabTypbl // Forma formans. Studi in onore di Boris Uspenskij, 1.
Napoli, 2010. C. 265-275; JIuoog A. M. «O6pa3bl-napagurMeb) KaK KaTeropust BU-
3yajbHOM KyJbTyphl. MepoTonuueckuil moaxona Kk ucropun uckyccrsa // ckyccr-
Bo3HaHue, 3—4, 2011. C. 109-122; JIuoos A. M. CsiiieHHbIE BOJBI B IPOCTPAHCTBE
xpama: «Pafickuie pekm» Kak o0pa3-mapagurma BU3aHTHiiCKoi neporomnuu // Cesras
Bopa B neporonuu u ukoHorpaduu XprucTHaHCKOro Mupa. M., 2017. C. 159-183.
Cwm. rnaBy «HebGecusrit Uepycamum» B kaure: Jludos A. M. IkoHbL. Mup CBATBIX
o6pa3oB B Buzantun u Ha Pycu. M., 2013.
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B nactosmeit pabore BHEUMaHKE OyIeT COCpEIOTOYEHO Ha oOpase
Ceersmerocst o0maka — 3 QeKT, Co3HATENFHO CO3/IaBaBIIHIACS B KYTIO-
ne «Bemukoit nepkBu» Codrn KOHCTaHTHHOMOIBECKON U, KaK MOKa3bl-
BalOT mocnenHue uccrnenoBanus Makosa Ilotamumanoca, U B Kymojax
MHOTHX JPYrMX BH3aHTHIICKMX XpamoB'. BaxkHo, 4TO 0671aKO HAXOIH-
JIOCh B HETIPEPHIBHOM JBHKEHUM €KECEKYHTHO MEHSIOLIErOCs CBETa.
HeBeposITHO CII0)KHO OpPraHM30BaHHBIA €CTECTBEHHBIM M HMCKYCCTBEH-
HBII CBET UTPajl ONPEASIIAIOUIYIO POJIb B IPOCTPAHCTBE 3TOTO OTPOMHO-
ro xpama. Hecmyuaiitno nmneparop FOcTrHMaH TpUTiacuil A BOIUIO-
IIEHUS] CBOETO 3aMbIciia He MPO(EeCCHOHANBHBIX CTPOUTENEH, a JBYX
BBIJTAIOIINXCSl WH)KEHEPOB-ONTHKOB CBOETO BpeMeHH: AHPUMUS u3
Tpamr u Ucumopa u3 Munera. CoBpeMeHHHUK cTpouTenbeTBa [Ipokormii
Kecapuiickuil cnenuanbHO MOTYEPKUBAN ATY YHUKAIBHYH) CBETOBYIO
MIPUPOJLY: XpaM «HAIOJTHEH CBETOM M JIydaMH COJHIA. MOKHO OBLTO OBI
CKa3aTh, YTO MECTO 3TO HE W3BHE OCBEUIAETCS COJHIIEM, HO YTO OJIecK
(custHue. — A. JI) pokaaeTcsi B HEM CaMOM: TaKoe KOJIMYECTBO CBETa
pacnpoctpansiercs B 3ToM xpame» (O moctpoiikax. I, 29-30).

OnmuH M3 caMbIX 3aBOPAKUBAIOLIMX S(P(PEKTOB BOZHHKAT B 3TOM
Xpame HOubl0. OTKOCHI COpOKa OKOH IIEHTPAIbHOTO KYIOJa, BEUTOYKEH-
HBIE 30JI0TOM U cepeOpsTHON MO3auKOH, CITY>KUJIM CBOETO poja peduiek-
TOpaMH, OTPaKaBIIMMH CBET JIYHBI W 3BE€3JI U CO3JaBaBIINMH SPPEKT
CBETOBOTO 00J1aKa, OCBEIABIIIEr0 XpaM B HOYHM M 3pHMO BOIDIOIIABIIIE-
TO WL CBETOBOTO OOjaKa CJIaBBI, B 00pa3e KOTOpPOH, cOTIacHO OHO-
JIEUCKOM TpaJIuIIMK, B MUD SIBJISIETCS] HEBUIUMBINA U BceMoTyIuii bor.

Ha nam B3rmsin, UMEHHO 3Ty BaXKHEHIITYTO HJICIO IOJDKHO OBLIO BO-
IUIOTUTH CBeTOBOe oOnako B xpame Cesrort Coduu. Cyas mo Bcemy,
OHO BOCXOIUT K JPEBHEUIIEMY HYACO-XPUCTUAHCKOMY UKOHHOMY IEp-
B00OOpasy CHUSIOIIET0 U OTHEHHOTO 00Jiaka, B KoTopoM bor sBiser cebst
JIOASM U O KOTOPOM COAEpKaTcs MHOTOUYHCIIEHHBIE CBUJIETEIBCTBA KaK
B Berxom, Tak u B HoBoMm 3aBete. FiMenHno B HeM bor sBisercs Mou-
ceto Ha CHHANCKOH TOpe, a MOTOM OHO BO3HUKAET B BUJE CIICIISIIIETO
cusiHs B MoMeHT lIpeoOpaxkenus ['ocniogns. 3HaMeHaTeIbHO, YTO 3TOT
o6pa3, HaspIBaBImMiics Ha apeBHeeBperickoM KABOJ, mo-rpedecku
JIOKCA, na mnepxoBHO-cnaBssHckoM CJIABA BOXKUS, He mapymran
Bropyto 3amoBenp, npeacrasisis o0pa3 boxuii BU3yanbHO, HO HE MaTe-
pUaTEHO-(PUTYpaTHBHO.

! Potamianos I. Byzantine Church Space: A Holy Mountain of Light and Shadow // The
Hierotopy of Holy Mountains in Christian Culture / Ed. A. Lidov. Moscow, 2019
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KaBon kak customee 00J1ako, KOTOPOE HMEHOBAIOCH «CIaBOU
locnopneit», ynomuHaercss B IIATUKHM)KUM MHOTOKpPATHO, 4acTO B
CBSI3U CO CKMHHEH, Kak, HampuMmep, B kaure Mcxom: «M mokpsuio 00-
JIaKO CKMHHIO coOpaHus, U ciaBa [ 'oCIIoIHS HAMOTHWIA CKUHUIO; U HE
Mor Mowcell BOUTH B CKHUHUIO COOpaHUsl, IOTOMY 4TO OCEHSUIIO ee 00-
nmako, u cnaBa ['ocronHs HamonHsia ckuHuio. Korna monHumanoch
00J1aK0 OT CKMHWH, TOT/AA OTIPABISUIMCH B ITyTh CHIHBI M3panineBsl BO
BCE MYTEIIECTBUE CBOE; €CJIM K€ HE MOJAHUMAIOCh O00JIAKO, TO U OHU
HE OTIPABISUIHCH B ITyTh, JOKOJIE OHO HE MOAHMMAJIOCh, KOO 00JIaKko
l'ocnogHe cTosio Hax CKUHWEK0 THEM, W OTOHb ObLT HOYBIO B HeEH
npen ria3amMu Bcero noma M3pannesa Bo Bce myremnectBue ux» (Mcex
40:34-38). Cusromiee 001aKo ClaBbl SBISETCS KaK HEKOE BUJICHUE!
« xorma roBopmi AapoH KO BCeMy OOIIECTBY CHIHOB M3pamiieBhIX,
TO OHM OTJISTHYJIUCH K IYCTBIHE, U BOT, clasa 1 0cnooHs ssuiace 6 oo-
naxe (Mcx 16:10)... U comen [ocions 6 obake, 1 OCTAaHOBUIICS TaM
0ym3 Hero, u ipoBo3rnacui ums Merossn (Mcx 34:5).

Hecomuenno, camoii BakHOU TeodhaHnel ObLT paccKka3 0 BOCXOXK-
nenuu Ha ropy CuHaii u monydeHnu Mouceem ckpuxainei 3aBera: «M
ckazan ['ociogs Mowucero: B30y ko MHe Ha Topy ¥ OyAb TaMm; U 1aM
Tebe CKprKainu KaMeHHbBIE, M 3aKOH W 3aIllOBeH, KOTophle S Hamucan
JUTs HaydeHus ux... W B3omen Mowucell Ha ropy, U MOKpbLIO 001aKo
ropy, u ciaBa ['ocrionHst ocenuna ropy CuHail; U nokpuleano ee 0oia-
Ko 1IeCThb JIHEH, a B cepbMOM JieHb [['ocroan] Bo33Ban k Moucero u3
cpenpl obnaka. Bunx xe cnaBbl ['ocriomHel Ha BepUIMHE TOPHI OBLI
MpeJ Iia3aMu ChIHOB M3paumiieBbIX, Kak OrOHb nosaaromuii. Moucei
BCTYNHJI B CPEIMHY O0JIaka M B3oIIed Ha Topy; u Obu1 Mowucel Ha ro-
pe copok aHe# u copok Hoder» (Mcx 24:12—18).

Tomoc custroriero o6Jyiaka CiaaBbl, B KOTOPOE MOXKET BOWTHU Tpa-
BEJTHVK, TIEPEXOIUT B XPUCTHAHCKYIO Tpamuluio. Pacckas o Teodpanun
Ha CuHae He3pHMO MPHUCYTCTBYET B ONMHCAHUHM Ba)KHEHINETO €BaH-
renbckoro borosinenust — IlpeoOpaxkenust ['ociogns Ha rope da-
Bop: Xpucroc, «B3sB Iletpa, Moanna u Makosa, B3omen OH Ha Topy
nomonutkes. U korga momnucs, BUa nuua Ero usmeHuncs, u ogexnaa
Ero cnenamacek Oemnoro, 6mucraromiero. M BoT, 1Ba My»ka OeceaoBaiy ¢
Huwm, xotopeie 0bun Mouceli u Unus; SBUBIIMCH BO CllaBe, OHU TO-
Bopwim 00 ucxozne Ero, xortoperit EMy Hamiexano coBepmuts B He-
pycammme... Korna e OH TOBOPWII 3TO, ABUNOCH 00IAKO U OCEHULO
UX, U yCmpawmuauce, Kkoeoa souinu 8 odnako. M ovin uz obaaka enac,
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enacomowuti: Ceit ectb CotH Mot BosmoOnennsiid, Ero ciymaiite.
Korna 6b11 riac cei, ocrancs Mucyc omun» (JIk 9:28-36).

B HOBO3aBeTHOH Tpagummu OONaKO CIAaBBI, MOJYYHUBIIEE B XPH-
CTHAHCTBE MMEHOBaHUE Jokca (rped. 00&a), kak B CenTyaruHre nepe-
BEJU APEBHEEBPEHNCKOE Ka800, NONONHSETCS aHTPOIOMOp(HBIM 00pa-
3oM CpiHa Yenoseueckoro — Xpucra, Brtoporo Jluma Castoii
Tpowutisl, BOIJIOTUBIIETOCS W TPOXKUBIIETO 3€MHYIO XH3HB. SIpkoe
BujJcHHE HaxoauM B Amnokanuncuce — OtkpoBennu HMoanna Boro-
cioBa: «l B3MIISIHYI s, ¥ BOT CBETJIOE O0JIaKO, U Ha 00JIaKe CHIIUT TI0-
noouprit CeiHy YenmoBedeckoMy; Ha TOJIOBE €r0 30JI0OTOW BEHEI, U B
pyke ero octpslit cepm» (Otkp 14:14).

B panHexpucTHaHCKON MKOHOTPa(UU MBI BUJAUM COBMEIICHUE U30-
OpakeHHs CUSIONINX OTHEHHBIX 00JIakoB M 00pa3za Xpucra. SIpkuii npu-
Mep aatoT Mo3anku Canta Mapust Mamxope B Pume Hadana V B. ¢ mof-
POOHBIMU OWONCHCKUM ITUKJIOM, WIYIIAM BJIOJb CTCH Oa3HIMKUA —
Oomee wem B 20 ciieHax MPHCYTCTBYET M300pakeHHE O0KECTBEHHOTO
o6maxa'. M03aHKH TO3BOJSIOT 3aMETHT ellie OJMH MPOIECC, YPE3BbI-
YallHO BaKHBIM JUI XPUCTHAHCKON MKOHOTpaduu, — Kak o0pa3 CHUsFo-
IMX 00JIaKOB TpaHC(HOPMHUPYETCSI B CBETOBOWM OPEOII, KOTOPBIN TaKkKe
ob0o3HauaeT OOXKECTBEHHYIO Tipupoay. B crene «locrempummMcTBO AB-
paamMoBO», B BEPXHEH YacTH CIEHBI, TA€ H300paKEHO SIBICHUE TPEX
aHresioB, CUMBOJIMUECKH MpecTaBistomux Cearyro Tpowuily, UCHonb30-
BaHbI 00a MKOHOTPaPHUIECKUX MOTHBA: OTHEHHBIC 00JaKka U «00JIaKo00-
pasHBIi» Opeoll cBeTa BOKPYT LICHTpaJIbHOTO aHreia. MHTepecHo, 4To B
3Ty CHCTEMY CBETOBBIX CUMBOJIOB BKITIOUACTCS M 30JI0TOH (JOH, KOTOpO
TIOSIBIIICTCS. TOJIBKO 32 (pUTYypaMM TpeX aHTeJIOB, BOCCENAIONINX 3a CTO-
JIOM, — TMIPAMOE YKa3aHue Ha MX 00KECTBEHHYIO MTPUPOLTY.

B pannux nmporpammax V—VI BB. 4acTO UCIHONB3YIOTCS BCE TPU
«cBeTOBBIe» WKOHOTpadmueckne teMbl. O0pa3 Kagood//[okca, moxa-
Ty, HanOoJee BBIPa3UTEIIBHO MIPEICTABIICH B MO3aMKaX arlCHIbI Xpa-
Ma Kosbmsel 1 Jlamuana B Pume (Hagano VI B.). [lokasana nocnenuss
TeoaHust — couliecTBUe ¢ Hebec B KoHIEe BpeMeH Bennkoro Cynnu u
Kocmokpartopa. Ha ¢one Xpucra B 30J0THIX OJISTHUSX CJaBBI H30-
OpakeHBI CHSIOIIME OTHEHHBIE oOyaka. KpacHble Tpo30oBbIC OOJaka
co31al0T 00pa3 ropel, accouuupyromieiics kak ¢ ['opoit Cunaii kak

! Loerke W. Observations on the Representation of Doxa in the Mosaic of Santa Maria
Maggiore, Rome, and St.Catherine’s, Sinai / Gesta 20/1 (1981), pp.15-22.
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MecToM 3aBeTa, Tak u ¢ ['opoit ®aBop kak mectoM [Ipeobpaxenus. B
TO e BpeMsi o0JI1aka pacIoyIOKEHBI TaK, YTO BO3HUKAeT 00pa3 Hebec-
HOM JIECTHHIIBI, TT0 KOTOpOoi HUCXoauT CITacuTes Mupa.

O6ako cBeTa mpeBpalaeTcsi B KJIACCHYECKYI0 MaHAOPIY, YTO sIC-
HO ToKa3biBaeT uKoHorpadus «IIpeoOpaxenus ['ocmomHs», ApeBHEMH-
IUHA COXPaHUBIIUICS IPAUMEP KOTOPOH MBI HAXOJUM B MO3aMKe KOHXHU
anTapHOU arcuasl codopa MOHACTHIpS ¢B. Ekarepunsl Ha CrHae, 3aKa-
3aHHOM ummepaTopoM FOctuananom. [1aBHOE B KOMIIO3MLIMK — 00pa3
00XECTBEHHOTO CHSHHS, UCXOISIIET0 OT XPHUCTa, B CTPOTOM COOTBET-
CTBHH C €BaHTEIILCKUM PACCKa30M: «M MpOCcHsUIo Jmile Ero kak comHIe,
onexns! xe Ero cienamuck 6ensivu kak ceer» (M@ 17:2)". Ceer uso-
OpakeH B BHJIE CHHUX, TONYOBIX U OEJBIX KPYTOB, pa3pekaromuxcs OT
IEHTpa K Kparo OpeoJia M MCXOMAAIINX BOBHE PACIIUPSIONINXCS JTyUew.
Ucrounmkom cBeta siBnsiercs Cam XpucToc, MPeoOpasuBIIHIICS U Tpe-
oOpaxkaromuii mpoctpancTBo ropsl ®aBop. B myxe xpuctuanckoi as-
TPOMOJIOTUU TPUCYTCTBYIOIINE allOCTOJIBI HE TOJIBKO CO3EPLAIOT, HO U
YYacTBYIOT B «000KEHUN», MO0 «00IaKO CBETIIOE OCCHIIIO UX».

WHTepecHo, Y4TO B MPOCTPAHCTBE CHHAWCKOW Oa3HMIMKH U300pa-
JKEHHBIH CBET TJIABHOTO MO3aWYHOTO 00pasza COYeTaeTcs C IMOTOKOM
COJTHEYHOTO CBETA, CTPYSIIErocs W3 OKHA HaJ allCHI0N 1 OCEHSIOIIe-
ro, MoJo0HO armocTojiaM, BEPYIOIIUX, COOPaBIIMXCS HA YTPEHHIOKO
mutypruio’. CBeT M300PaKEHHEINH U CBET PealbHbIil CIHBAIOTCS B OJI-
HO Hepazaenumoe 1enoe. «[IpeoOpaxenne» MOKET OBITh OCMBICICHO
Kak MpUMep HIealTbHOI MepOTONMNH — CO3HIAHMS CaKpaIbHOTO IMPO-
CTpaHCTBA MOCPEICTBOM OO0KECTBEHHOI'O CBETa, KOTOPHI OT MKOHU-
geckoro oopasa yyna Ha rope DaBop ecTecTBEHHO MEePEeXOANT B KOH-
KPETHYIO XpaMOBYIO CpPefy, COTBOPEHHYIO JIFOIbMH JIJIsI PHOOIIEHHUS
K 60XKECTBEHHOMY MHpY".

O0pa3 uayiero ot anTaps o0Jiaka CBETa COXPaHSIETCS B TPAIUIIHN
¥ 3HAKOM MHOTHIM yYaCTBOBABIIMM B TIPAaBOCIIABHBIX JIUTYPIHAX, KOTA
Yepe3 BOCTOYHOE aJITApHOE OKHO B XpaM MPOHHKAeT YTPEHHHH CBeT,

! Cm. monpo6usiit anamus cuensi: Elsner J. The Viewer and the Vision: the Case of
the Sinai Apse // Art History. 1994. Vol. 17/1. P. 81-102.

% Nelson R. Where God Walked and Monks Pray // Holy Image, Hallowed Ground.
Icons from Sinai / Ed. by R. Nelson, K. Collins. Los Angeles, 2006. P. 19-33.

3 06 stoM eMm.: JTudos A. M. JipaMaTyprus cBeTa Kak (opMa HepOTOIIMYECKOr0 TBOP-
yectBa // Uepotonust Orast u CBeta B KyIbType BH3aHTHiCKoro Mupa / Pen.-cocr.
A. M. JIupos. M., 2013. C.15-17.



22

KOTOPBIN uepe3 KIyosieecs 00JIako KaXICHU BXOAUT B MMPOCTPAHCT-
BO Bepytomux. OHaKO Majo KTO 33yMbIBaeTCs 00 UCTOKAX M MyIei-
CKOM CHMBOJIMKE MPOUCXOIAUIero aeiicTa. Jljis NOHUMaHUS KOHTEK-
cTa npeBHelmero oopasa «IIpeobpakeHus» BaKHO MOMHHTH, YTO OH
MOSIBIISIETCS Y TIoHOkMsi CUHAWCKOM TOpHKI, I/ie MPOU30IILIa BaXKHEH-
mras obagHas Teodanus. CBeToBoe 0bmako Ha «rope boxwueit Xopusy»
¥ UKOHOTpadust MaHIOPIIBI 0003HAYAIOT TPAHH OJTHOTO SIBJICHUSI.

HauGonee opuruHanbHbIi 00pa3 o0llaka CBETa, Kag00/00Kca, Mbl
HaxoJIuM B BeJMYaillieM Xpame XpUCTHAHCKOHM Tpamuiuu — CsTol
Codrm KoHCTaHTHHOTIONBCKOH, KOTOpas mpruodpesa cBOW COBPEMEH-
HBIHA BUJ B 310Xy umneparopa FOctuanana B 30-e rr. VI B. OToT yau-
BUTENBHBIN CHUMBOJIMYECKUAN 00pa3, HaXOAUBIIUICSI B MOCTOSHHOM
JBUKCHNH, SBIISUICA YacCThIO TPAHAMO3HOW «CBETOIPOCTPAHCTBEHHON
KOMIIO3UIIMKY», BKJIFOYABIICH CIIO)KHO OPIraHMW30BaHHYIO HEpPapXHUI0
CBETOBBIX 30H, 110 OTHOIIICHUIO K KOTOPOH apXUTEKTYPHOE TEJIO Xpama
BOCIPUHUMAIIOCH KaK OTPOMHAsI M JIParolieHHO yKpamieHHast 000J104-
ka. Ceffgac crtaHoBUTCS sicHO, 4To CBsitass Coust — 3TO HE MPOCTO
BBIJIAIONIEECS aPXUTEKTYPHOE COOPYKEHHE, HO BEJIMKHUI HEPOTONUYC-
CKHU TPOEKT, TPaHINO3HAas TPOCTPAHCTBEHHAS MKOHA, CO3JJaHHAS TI0-
CPEJICTBOM CIIO’KHEHIIIEN JpamMaTypruu OrHs U cBeta. BcnoMHuM, 4To,
MMOMHMMO COJTHEUHOTO CBETA W OTHS CBETHJILHHUKOB, B 3TOM JICHCTBE
Y4acTBOBAJIM MEPIAIOIIEE 30JI0TO MO3aUYHBIX CBOJIOB, MpPaMOpHas
WHKPYCTAIH, BHI3BIBAIOIIAS 00pa3 «CTEHBI U3 AParoleHHBIX KaMHE»
u3 Otkposenust Moanna borocmosa (Otkp 21:18-20), Gmmcraromee
30JI0TO U cepedpo anTapsi, mperpajibl, aMBOHa, a TaKkKe OSCUMCICHHBIX
JUTYPTUYECKUX COCYI0B. IMEHHO B 3TOM 3aMbICie MPOCTPAaHCTBEH-
HOW WKOHBI HeBuamMoro bora, co3maHHON CBETOM, Hajo, Ha HaIl
B3IJISI/I, UCKaTh OOBSICHEHHE OCTABABIIEHCS JIOJITOE BPEMsl HEMOHST-
HOW OCOOEHHOCTH — OTCYTCTBHIO Ha CTEHaX IOCTHHHAHOBCKOH CBs-
toit Codum (hUTypaTUBHBIX IUIOCKHX H300pa)kKeHHM, KOTOphIe, Ode-
BUJHO, JUCCOHUPOBAIM OBl C OJHOBPEMEHHO WMKOHUYECKHUM U
nepGOpMaTUBHBIM CBETOBBIM 00pa3oM, MPOCTPAHCTBEHHOW WKOHOU
Hebecnoro Uepycanmnma.

B »TOM KOHTEKCTE 0OpaTMM BHHMAaHHE HAa BaXXHEHIIYIO OCOOCH-
HocTh Coun KOHCTaHTHHOIMONBCKOM, KOTOpas Oblla BBISBJICHA WU
OCO3HaHa JIUIIb B caMoe IOCIeHee BpeMs — KakK B Hallux padoTax,
TaKk ¥ B TPyAaX HEKOTOPHIX 3apyOexHBIX MccienoBarenei. 3 pu3an-
TUHCKUX SK(PAcCHCOB MBI Y3HAEM, YTO XpaMoBas cpefla BOCIPUHUMA-
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Jach KakK TPUHIMIHAIBHO TOJBMXHAS, HAXOMAIIASACS B KPYTOBOM
JIBUKEHUU U, 0OJIee TOTO, BpaIlaromasics.

O0pa3 «Bpararomerocs XxpaMma» Kak HeKHid pepeH BOZHUKACT B
nostrdeckoM onucanun CB. Copun KoHcrantunomonsckod [laBna
CuneHuuapusi, CO31aHHOM B 563 I. MO ClIy4ar0 BTOPOTO OCBSIIICHHUS
Benukoit I_[epKBI/Il. Tema BpaleHUsT BO3HUKAET B Pa3HBIX MECTax
MIOJTHOTO SIPKHX MOAPOOHOCTEH M «HAIMMCAHHOTO C HAaTyphD» TekcTa. K
MpUMEPY, MPHU ONMMCAHUM AITAPHONM YAaCTH XpaMma aBTOp BO3TJIAIIACT:
«Takum 00Opa3oM mpocTepeB B30pP HAa BOCTOYHBIE IOIYKPYKHS, ThI
yBUIET ObI BEYHO Kpyxkamieecss qymo»” (ctpoda 398-399), — mim,
eule sicHee, IPHM XapakTepucTHke Kymousa: «KyIos, BO3IBUIHYTBIN
CBEepXy B OECKOHEUHBIH BO3JyX, OTOBCIOJY BpallaetTcs Hamojao0ue
Ms9a, TaK YTO CBepKamllee HeOO OKpYKaeT MOKPHITHS 3IaHHDY
(ctpodsr 489-491).

Jlonroe BpeMst UCCIIeOBATENIN OOBSCHSIIN 3TH 00pa3bl BIIeYaTie-
HUEM OT apXUTEKTYphl, B KOTOPOH, JAEHCTBUTEIHHO, MOTHB IEpeTe-
KafoIuX, B HEKOTOPOM CMBICIIE «KPY>KAIIUXCs», TMHUNA UTPAET MPHH-
[UIHAATBEHO BKHYIO POJIb, CIOCOOCTBYS AP QEKTy AeMaTepraIn3aluu
BUIUMOro oO0beMa. OHaKO cefiyac CTAaHOBHTHCS SCHO, YTO MPUYHH-
HO-CIICJICTBEHHAs CB3b OblIa mHOW: [laBen CuieHITMapHii OMUCHIBAIT
«HEPOTONMHMYECKHI TPOEKT» 0c000T0 CakpalIbHOIO MPOCTPAHCTBA, KO-
TOPOE CO3JaBaNIOCh, B TOM YHUCIIE, U TCHUAILHON apXUTEKTYPOH.

O npoayMaHHOCTH M Pa3pa0OTaHHOCTH 3aMbICIIa CBUIETEIBCTBY-
€T YCTPOHCTBO «XOpOCa» — OTPOMHOTO KpYIJIOTO CBETHJIHLHUKA-
MaHUKAINUJIa, BUCEBIIETO MO/ KYIOJIOM U CO3JaBaBIIETO MPHU MOMOIIU
TOPSIIMX JIaMTaJ KpPyT BpallalolIerocsl CBETa, BTOPUBIIETO TaKKe

' Paul le Silentiaire: Description de Saint Sophie de Constantinople / Ed. M.-C.
Fayant, P. Chuvin. Die, 1997. P.146—149. HoBslii pycckuii mepeBon: Bunozpa-
008 A. I0., 3axaposa A. B., Yepnoenaszos /I. A. Xpam Casroit Copun Koncrantu-
HOTIOJIBCKOW B CBETE BU3aHTUHCKUX ncTouHKMKOB. CII6., 2018. C. 386-387. Ananus
aTOrO TeKCcTa cM.: Fobelli M. L. Un tempio per Giustiniano: Santa Sofia di
Costantinopoli ¢ la Descrizione di Paolo Silenzario. Roma, 2005 ; Macrides R., Mag-
dalino P. The architecture of ekphrasis: construction and context of Paul the Silen-
tiary’s poem on Hagia Sophia // Byzantine and Modern Greek Studies, 12 (2012),
pp. 43-82.

% 3j1ech ¥ malee B IATATAX HCIIOMB30BAH cTaphlit monCcTpoUHbIA niepeBon: [lasen Cu-
nenyuapuii. Onucanne xpama Cs. Coduu / [lep. C. U. Cusax // UckycctBo [pes-
Heli Pycu u cTpan Bu3anTHICKOTO MHpa. MaTepHaisl HayqYHOH KOH(EpeHIUH, 110-
cBsmieHHo# B. A. bynkuny. CII6., 2007, ¢. 266, 270.
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Bpamaroniemycss kpyry u3 40 cBeTOBBIX OKOH B OCHOBAaHHHU KYTIOJIA.
Kpyr cBeTwibHHKOB (1ammnan) ObII YCTaHOBJIEH M 1O MPaMOPHOMY
KapHU3y, pa3fessBILIEMY IIPOCTPAHCTBO Kymnojia u Haoca. OH mostu-
YeCKH CPaBHHUBAETCS C «OTHECBEPKAIOIIMM» OKEpelbeM, KOTOPBIM
«MOM CKHIITPOJEPKEL MPUKPENII KO BCEMY CBOJAY MOJIYUYHMBLIMN KPY-
roo0Opa3Hoe ABIkeHue cBeT» (cTpodsr 867-870).

Kpowme Toro, or Kymona CIyCKaluCh MHOTOYHMCIICHHBIE MEIHBIC
1en# (BCero OKoJI0 MOJIYTOpa COTEH), K KOTOPBIM OBLIM MPHUKPETIICHBI
cepeOpsiHbIe AMCKM, BUCEBIIME Hal rojoBamu Mossmmxcs. OHu He-
CJIM TIPOPE3aHHOE U300pakeHHEe KPecTa, B LIEHTPEe KOTOPOro, 10 Beeil
BUJMMOCTH, pacroaraiack 0Ooblias jJammnana (crpodsr 827-830).

[MonoOHble maHWKaauiaa C W3BICKAHHBIM Y30pOM M HaIIHCIMHU,
CAETaHHBIMHU B TEXHUKE YEPHEHUs 10 cepeOpy, MOLUIM 10 Hac B CO-
cTaBe KIamoB c juryprudeckuM cepebpom VI B. Ilo cioBam IlaBma
CuneHnuapusi, JUCKA-CBETWIIBHUKH 00pa3yloT «KpysKalllUiicsa Xopoc
u3 spkux cBetoB» (cTpoda 818), u «M3 BecbMa CBETAIMXCS CBETOB
KPYIJIBI XOp ycTaHOBJEH... HeOecHOro BeHKa CBepKaroIlue 3BE37bl
ThI BUIUIIBY (cTpodsr §30-833).

Yucno nuraT MOXET OBITh YBEIMYCHO, HO M M3 CKa3aHHOTO IIO-
HSTHO, YTO «BEYHO Kpyskameecs uyno» [laBma CuneHnuapus — 310
HE TPOCTO TO3THUECKUI 00pa3, HO OTpaykeHHe IT00aTBFHOTO 3aMbICIa,
BoIIOIeHHOTO B mpocTpaHcTBe Copur KOHCTaHTHHONONBCKON TpU
MIOMOIIM OCOOBIX yCTPOMCTB, CBOEr0 poJa BBICOKOM TexHosoruu. Ha
SI3BIKE COBPEMEHHOT'0 MCKYCCTBAa MOYKHO OIHCATh SBJIEHHE KaK MYyJIb-
TUMEIUHHYIO MHCTAJUIALIUIO, CTaBALIYIO 3aJjady co34aTh 00pa3 B Ipo-
CTpaHCTBE, KOTOPBI HE CBOAUTCSI HU K COBOKYIHOCTH MPEIMETOB, HU
K JIFOOBIM IUTOCKUM M300pa’keHUsAM. U rmaBHBIM B ’TOM MHOT'OCOCTaB-
HOM M HM30LIPEHHO HEOJHOPOJIHOM MPOCTPAHCTBEHHOM 00Opasze Oblia
uzes Bpalarolerocs cBeTa Kak 3puMoro borosiBieHusi, HICTOKH KOTO-
POl MOXKHO HAWTH B HEOIUIATOHWYECKOHW (mmocoduu n 60rocIoBuu
[IceBmo-/Inonucus Apeomnarura.

B koHTeKcTe MepOTONHMH pedb HACT O KOHIENTYaJbHO MPOIyMaH-
HOW W JeTalbHO TpopaboTaHHOW NpocTpaHcTBeHHOW uKoHe Codun
KoHcTaHTHHOMONBCKON, B KOTOPOH (hr3mdecKas peaaTbHOCTh COCTUHS-
Jack B €IMHOE LEJN0e C BOOOpakaeMbIM MHUPOM, MPUCYTCTBOBABILUM B
CO3HAHUU TOATOTOBIICHHBIX 3puTeneil. BHe 3Toro eanHcTBa, He MOAIE-
KAIIEro 3JIEMEHTApHOMY IO3UTHBHUCTCKOMY aHalIM3y, KaKk HKOHOIDa-
¢uyeckoMy, TaKk W CTHIMCTHYECKOMY, TJIABHAs IPOCTPAaHCTBEHHAS
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MKoHa BuzaHTHICKOW MMIIEpUH, @ BMECTE C HEMl U MHOTHE XYJ0XKECT-
BEHHBIE SBJICHHS, HE MOTYT OBITh aJeKBAaTHO OIHCAHBI M MPOCTO OC-
MBICJICHEL.

Kak ctaHoBUTCS SCHO M3 BBIIIC CKa3aHHOTO, siBlieHue CBeTsiie-
rocs o0Jlaka B XpPaMOBBIX KyIOJaX, alTapsX W WHBIX MPOCTPAHCTBAX
OBLIIO B BU3AHTUICKOW TPaIUIIK caMOl BrieuaTIistroneit « BozmymrHoi
nkoHoit Hebecy, Tem mmeansabiM OOpa3zoM BoXbHM, KOTOPBIN MOCIIE-
Iyloliasi IpakTUKa MepeBeia B IUIOCKHe KapTHHKU. Ho mamsTh o Be-
JUKOW «BO3AYIIHON» HEPOTONMNYECKOW OOPa3sHOCTH COXpaHsIach B
UKOHOTpaduu, 00psIax, apXUTEKType, XOTS MOI9ac M COBEPIIICHHO HE
OCO3HAaHO.

ALEXEI LIDOV
The Aerial Icon of Heavens.
Kavod — Doxa — Slava Bozhia and the Luminous
Cloud in the Domes of Byzantine Churches

Our recent studies have shown that the phenomenon of the ‘spa-
tial icons’ played a great role in the sacred space of the Byzantine
church and influenced several forms of artistic creativity. They ap-
peared in the air like visions, mediating in the transforming of a be-
holder from earthly to heavenly realm. These images had a special
meaning in the church space, which was conceived, according to Byz-
antine liturgical commentaries, as the ‘Heavenly Kingdom on Earth’.
The Air with the dramaturgy of Light was a leading means in the
forming of this sacred environment.

The paper deals with a new hypothesis concerning the phenome-
non of luminous clouds in the domes of Byzantine churches. The
‘Great Church’ of the Empire — the cathedral of Hagia Sophia in
Constantinople (dating back to 6" century A.D) provides the most
striking example. Even in its current state of preservation, when we
are able to see only the material shell of the building, it is clear that we
are not only dealing with a masterpiece of the world architecture or a
mystical place of divine presence, but with a particular project of spa-
tial imagery, which was created by concrete people in concrete his-
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torical circumstances. The project included immovable architectural
forms and sacred images, as well as changing of liturgical vessels and
ritual gestures, dramaturgy of lighting and olfactory effects (various
incenses), resounding words and recollections of miracle-stories — all
woven together into one single whole. This specific creativity consist-
ing in formation of spatial imagery has been called hierotopy.

Characteristically, whole aspects and types of creativity could not
be properly discussed outside hierotopic framework, which is not
linked to positivist classifications of objects. For instance, such con-
siderable phenomenon as the dramaturgy of lighting occurs beyond
the boundaries of traditional disciplines. As recent studies have con-
vincingly demonstrated, within the space of Justinian’s Hagia Sophia,
which originally did not have any figurative images, the image of God
was created by the most sophisticated system of lighting, including
natural light of the sun, moon and stars, reflected by the golden mosa-
ics, marble decorations, silver furnishings and vessels, as well as by
the fire burning in innumerous, sometimes moving, lamps and in thou-
sands of candles visible through the transparent smoke of incense.

There also existed a complicated system of artificial lights, which
is now being reconstructed with the help of various archaeological and
written sources. If we summarise the results of the most recent studies,
we would see that the entire environment of Hagia Sophia was con-
ceived by Justinian and his genius master builders as the most powerful
spatial icon of the Lord made of light. Moreover this was a fundamen-
tally performative icon — that is, it existed in continuous fluidity and
dynamics, its movement never solidifying or arresting itself. In addition,
this ideal iconic image was not flat but fundamentally spatial.

Thus, the most complicated system of natural light was conceived
here: it woke the imaginations of present day architects and concep-
tual artists. A living, changing and unbelievably rich environment of
light was created within the church through the system of mirror re-
flections. Anthemios of Tralles and Isidoros of Miletus (by the way,
not professional master-builders but the best optical engineers of that
time) developed the system of reflections for the first cupola of Hagia
Sophia, which was notably flatter than the cupola we see today. They
used the mosaic window sills in the drum as reflectors, which re-
fracted the light into the cupola and, more importantly, also lit up the
cupola at night. When there was no sunlight, they reflected the light of
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the stars and moon, thus, creating the effect of a continuously illumi-
nated cupola of the nocturnal Hagia Sophia. In other words, a glitter-
ing and blinking cloud of light hung over the cupola.

How can we understand the revealed phenomenon, what was the
meaning of this luminous cloud? I have argued elsewhere that it was a
visible embodiment of the famous biblical notion and symbol, the so-
called Kavod in Hebrew, or Doxa in Greek, or Slava Bozhia in Church
Slavonic (literally meaning “Glory”). According to the Bible, God re-
veals himself to the people in the form of a luminous cloud which
hovered over the Ark of the Tabernacle, or led Jewish people through
the Desert (Ex.16,10; 24,12—18; 34,5; 40,34). To the best of my
knowledge, nobody has suggested before that it was an original Judeo-
Christian proto-icon which did not break the Second Commandment
and, therefore, was the ideal image of God. As it seems, it made a
great impact upon the Christian visual culture. We all remember that
this luminous cloud appeared in the Gospels at the moment of Trans-
figuration, descending upon the Apostles in attendance.

In the Early Christian imagery the luminous and fiery cloud was
combined with the anthropomorphic image of Christ. The characteris-
tic example is the six-century mosaic in the altar apse of Sts Kosmas
and Damian basilica in Rome, where we are able to see not just a
merely triumphant image of Christ clad in the golden robe, but the
luminous and fiery clouds resembling the Divine Ladder and the Sa-
cred Way appearing with Christ from Heaven, as another image of
God revealed in the Second Coming. So, the idea of the luminous
cloud was significant and quite alive in the minds of the sixth century
people, when Hagia Sophia of Constantinople was being created. It
preserved its significance in later phenomena of Byzantine hierotopy
and iconography, including contemporary Russian Orthodox church,
sometimes without any historical memory of the performative nature
and the symbolical concept of the luminous cloud as the Kavod —
Doxa — Slava Bozhia.
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CARLO SEVERI
Florensky, Visual Synthesis, and the Anthropology
of Art. On the representation of a “Heavenly Sky”
in the Basilica of San Donato (Murano, Venezia)

Karjio CEBEPU
@DIOpEeHCKUH, BU3yaJIbHBIM CUHTE3 W AHTPOIIOJIOTHS
uckycctBa. 06 obpasze «HebecHoro neba» B 6a3uimnke
Can [lonaro B Mypano, Benenus

Western Art History usually defines all forms of spatial illusion in ref-
erence to a model of the representation of space, which is heavily in-
fluenced by the perspective of European Renaissance. 1 will try to
show that this way to look at the construction of aesthetic space is
deeply wrong, and that other ways to generate spatial illusion exist.
My paper will be divided in three parts.

1) In the first part, I will refer to Florensky’s pioneering work,
which aimed to identify the mechanisms of the construction of space
in situations where classical perspective was not used. For Florensky,
there are two ways of representing space. One, typical of Western
European art, is essentially optical and seeks to imitate the mecha-
nisms of everyday perception. The other one, which is specific to the
Byzantine icon, has a symbolic nature, and rather seeks to make a syn-
thesis or a mental equivalent of the image. The difference between the
two methods is defined by Florensky in purely visual terms: the
method suitable for perspective tends to immobilize the eye. The
symbolic method, on the contrary, takes advantage of its mobility.
From its origins in performing arts,the system of perspective has a
double objective: to immobilize the gaze and to eliminate the con-
sciousness of the perceptive act. This is how the eye loses conscious-
ness of its own activity, and simultaneously acquires the illusion of
having mastery over the space. However, this apparent control is only
the mask of a very narrow limit imposed upon perception. One only
needs to look at images constructed following the rules of perspective,
even the ones that may seem the most complex from a geometrical
point of view, to realize that for the effect to be achieved, they require



29

an absolute immobility of the eye. Such works are, for Florensky,
“dead representations,” in which the image tends to communicate eve-
rything to the eye while no mental synthesis is achieved. In these rep-
resentations, it is the very psycho-physiological process of the act of
seeing that is excluded. The eye stares, immobile and impassive, like
an optical lens, and vision is neither accompanied by memory nor by
analysis. This is why, for Florensky, perspective is the perfect exam-
ple of a representation where no visual synthesis is involved.

2) Once established this new way to approach the cultural varia-
tion of the concept of space, I will analyse a Byzantine example of an
« Illusion without perspective »: the representation of the Holy Virgin
in the church of San Donato (Murano, Venezia), built around 1140.
This example will illustrate a second point in my argument: a sym-
bolic representation such as the Virgin in San Donato makes the eye
actively explore its form. The art of the Byzantine artist aims at offer
the gaze certain traces and clues that allow it to reconstruct the non-
naturalistic space (what we may call the Heavenly Sky) in which the
image is situated. Therein lies its intensity.

3). Eventually, I’ll argue that the concept of visual synthesis for-
mulated by Florensky could become pertinent for the interpretation of
a number of non-western forms of art. It seems clear to me that the
discovery of a mode of visual representation activated by the dialogue
between the eye and the mind, which takes place at the very heart of a
mental synthesis induced by the perception of a form-clue is not at all
limited to the interpretation of Byzantine art. In order to make this fi-
nal point, I’ll show how the process of creating visual clues can help
us to understand a certain number of examples of so-called « primitive
art », notably what I have called object-chimeras. In this kind of rep-
resentation, which is found both in Amerindian and Oceanic arts, the
visible surface of an object is only conceived of as a support of a se-
ries of non-visible, yet latent developments of the image. These possi-
ble developments are offered as clues for generating what Florensky
would have called a “visual synthesis” of the representation.
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DELPHINE LAURITZEN
ALATA. Sky and Heaven: Angels’ Location
on Byzantine Images

JIE/Ib®UH JIOPUIIEH
ALATA. Heb6o u HeGeca: MecTo aHTeJIOB
Ha BU3AaHTHICKUX o0pa3ax

Thanks to a happy convergence of calendars, the fourth symposium
held at the Russian Academy of Arts in Moscow on the Hierotopy of
Elements, focused specifically on Air and Heaven, will take place dur-
ing the time of the ALATA project, within the frame of a Marie-Curie
European Fellowship implemented at Sorbonne University in Paris'.
The acronym ALATA, which stands for (The Making of) Angels in Late
Antiquity. Theology and Aesthetics, means “that which is winged” in
Latin. Wings symbolize the idea that Angels are located above us, in a
space which is imagined between man and God.

When considering the notion of Hierotopy of Air and Heaven,
one encounters the issue of the physical place of Angels. What defines
these figures is their intermediary character. Angels are somehow di-
vine, yet interact physically with men. They are equally able to touch
on the most spiritual level — as they stand around God Himself —
and to act on earthly concerns, even finding themselves attached to
individuals whose custody is entrusted to them. The ground-breaking
concept of Hierarchy was conceptualized at the beginning of the
vicentury CE by Dionysius the Areopagite, precisely to explain the
place of Angels between Divine and Human. Hence the question: how
are the various categories of angels organized throughout the different
levels of air?

! European Commission, Research Executive Agency, Horizon 2020 Framework
Programme, Marie Stodowska-Curie Actions, Individual Fellowship, 2017,
n°793760; Sept. 1%, 2018-August 31%, 2020; Sorbonne Université, Laboratoire
d’Excellence Religions et Sociétés du Monde Méditerranéen; I would like to
thank here my two advisors for this project, Professors Béatrice Caseau (Sor-
bonne Université, Labex RESMED) and Madeleine Scopello (Centre National de
la Recherche Scientifique, Ecole Pratique des Hautes Etudes).
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The Byzantines asked themselves: how is it possible to make the
invisible visible, to make the immaterial material by the means of
various techniques, like painting, mosaics, carving etc...? The core of
the problem can be tackled by focusing on the very location assigned
to Angels in art. Aesthetically, one can go one step further and pro-
pose that an efficient solution to imagine the sacred (ieros) character
of Air in the perspective of Hierotopy is to depict the creatures that
inhabit that space, i.e. the sacred Hierarchies of Angels.

In the present summary and at the symposium, we will first give a
global presentation of the ALATA project before proceeding on to the
specific, yet fundamental focus of Angels’ location on Byzantine Im-
ages, creating an interaction with the concept of Hierotopy to shape
our reflection on the subject. Only the extended version of that last
development will be published in the Acts of the Symposium.

1. SYNOPSIS OF THE ALATA PROJECT

Angels were discussed and defined in the V-vic. CE in the re-
gions of Egypt and Syria-Palestine, at the fringes of the Eastern Ro-
man Empire. The originality of our project is to combine the theologi-
cal with the aesthetical approach on the subject. We are (I). exploring
how the construction of the idea of Christian Angels is the result of a
complex elaboration involving many religious and philosophical cur-
rents (Paganism, Judaism, Gnosticism, Neoplatonism, different de-
nominations of Christianity, pre-Islamic thoughts); how various parts
of Late Antique society interact on the topic, ranging from theological
speculation to the official religion of the Empire, including popular
belief; how local cults and devotion to specific categories of Angels
impact the development of the notion; (II). investigating the theme of
Angels to characterize the Aesthetics of the time according to three
axes of research:

A. The dynamics of Intermediary Beings. The theoretical back-
ground is the re-elaboration that the Pseudo-Denys the Areopagite
(writing c. AD 500 in Syria-Palestine) operated on the system of Pro-
clus (AD 412-485), converting into a Christian, Trinitarian perspective
the three Triads of Neoplatonic ‘Intermediaries’. Moreover, other tex-
tual sources written in different languages (Greek, Coptic, Syriac) and
transmitted on various supports (manuscripts, papyri, other materials)
will be explored.
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B. Late Antique Personification. Developed in parallel with the
evolution of the intellectual notion, the artistic representation of An-
gels raises numerous problems. For what concerns the iconography of
the period, one can observe their new meaning through the transfor-
mation of the Erotes — the putti — and of other figures such as the
Victories, the Seasons, and the Wings, from classical codes to differ-
ent forms. The elements shared with Angels are wings and a special
light around them, which reveal their divine nature. Personification is
the working concept here, if one considers Angels as anthropomorphic
representations of immaterial beings. Two types of documents need
investigation: (i). Archaeological material bearing relevant icono-
graphic evidence; (ii). Texts concerned with Art, either philosophical
treatises on Aesthetics or ekphraseis, descriptions of works of art.

C. Icons of Angels. The cult of Angels connects Theology and
Aesthetics, since they progressively come to be venerated as interces-
sors to God like the Virgin or the saints. The worship of Angels crys-
tallizes on the notion of icon, as image making effective the presence
of the divine. Our focus on the pre-iconoclastic period allows detect-
ing early signals of the later ‘crisis of the image’ in relation to the de-
piction of Angels. Moreover, Monophysitism as a specific current of
Christianity developed in the Eastern regions of the Empire played a
key-role in geopolitics.

Our project is based on the construction of an efficient support: an
electronic database of textual and of iconographic documents, which
will be made available online in free access at the end of the project.

Two events dedicated to the project have been organized at Sor-
bonne University in Paris: (i) March 22", 2019, a one-day workshop
(8 speakers, 30 attendants); (ii) March 19", 20" 21%, 2020, a three-
day international conference on the following theme: “Inventer les
anges de 1I’Antiquité & Byzance: conception, representation, percep-
tion” (about 30 expected speakers), with Acts to be published.

Three presentations at international conferences, to be published
in the Acts, are already given or planned: (i) October 15-19" 2018, a
poster presentation of the project at the XIV Congress of the Associa-
tion Internationale pour I’Etude de la Mosaique Antique, Nicosia, Cy-
prus; (ii) April 12", 2019, a communication on “The Image of Angels
in ps-Dionysius the Areopagite between Symbolism and Anthropo-
morphism” at the I Colloquia Ceranea, £6dz, Poland; (iii) July 19",
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2019, a communication on “Parmenides’ Angels in VI™ c. Syria” at the
XII Symposium Platonicum, Paris, France.

Three peer-review articles and a monograph of research will be
published or under review by the end of the project.

II. SKY AND HEAVEN:
ANGELS’ LOCATION ON BYZANTINE IMAGES

When they are represented in a composition comprising several
characters and/or settings, Angels always occupy a meaningful place.
The context in which they are depicted defines the significance which
is carried, perhaps even more precisely than the iconography itself.
The theological premise is that Angels are divine, so their original
sphere is Heaven, but that they act as intermediaries between God and
men, and therefore they must be able to reach the lower part of air, i.e.
the sky connected to earth. Air is consequently divided in at least two
levels, one above the other, as the spiritual world overcoming the ma-
terial one.

Such a hierarchy is easy to depict in visual terms, by distinguish-
ing between the top and the bottom of the image. Important also is the
orientation of Angels’ figures in that space: they can be immobile or
moving up and down, and backwards, corresponding to the ideas of
rise and fall. The location and position of Angels express a tension
between, on one hand, their predominant connexion with God, and, on
the other, their action in the world towards mankind.

We will consider a variety of examples from different contexts in
order to establish a typology, of which three are presented here.

A. The Cosmic Image of the Winter baths, Gaza, VI c. John of
Gaza, in a 732 verses-long ekphrasis', describes a work of art pre-
sumably located in the winter baths of the city of Gaza, at the begin-
ning of the VI century. About sixty figures, mostly personifications of
natural elements, represent the world allegorically. Among them are
seven Angels. Contrary to what one might expect, they are not located
in the upper, but in the lower levels of the composition. They are sec-
ondary figures, attached to the head personification of the group.
Ocean and Sea gets one Angel each, and Earth, two. But that is the
group of Storm, situated above the three previously mentioned, which
catches our attention. Three Angels are found there; the first accom-

! Lauritzen. D. Jean de Gaza. Description du Tableau cosmique. Paris [2015] 2018.
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panies Storm himself, meanwhile the two others are beside Thunder
and Lightning, two female personifications.

Such a composition asks the question of the relation between An-
gels and Cosmology. The Angels in the group of Storm are located in
the lower level of air, the atmospheric sky, as is another group, that of
the Winds. They are shown as they interfere with the earthly world, to
help stabilizing the harmony of the universe. However, they do not
reach the upper level of air, that is to say heaven, where the asters, and
especially the Sun, are found, together with Aion. Besides, they are
depicted as moderators of the natural elements’ fury. One wonders if
they can be interpreted as guardian angels and, if so, of whom, as
mankind as such is absent of this cosmic image.

B. The Mosaic of Saint Catherine’s church, Sinai, VI c. The apse
wall of the Monastery of Mount Sinai’s church is decorated with a
spectacular golden-background mosaic'. Three levels can be distin-
guished: the apse itself shows the Transfiguration which took place on
Mount Horeb. The Old Testament prophets Elijah and Moses are de-
picted on either side of Christ while the three apostles John, Peter and
James are lying underneath. On the upper part of the wall above the
apse, two panels represent the most significant episodes of Moses on
Mount Sinai: on the left, he removes his sandals in front of the Burn-
ing Bush and, on the right, he receives the Tablets of the Law. Work-
ing as a transition between the two above mentioned registers, the
lower part of the wall, whose inferior edge follows the curve of the
apse’s top, depicts two angels. They are symmetrically facing each
other, on one side and the other of a central medallion figuring the
Lamb on the Cross.

Our main line of interpretation concerns the location of the An-
gels on the intermediary level, which creates a link between the two
main scenes, Moses’ encounters with God as narrated in the Old
Testament and the vision of Christ in a mandorla of light such as
conceived in the New Testament. Moreover, another issue rises re-
garding the possible interpretation of both figures of Moses and
Christ as Angels, that is to say, in their role of messengers between
God and men. In that perspective, the main figures might not be the

! Mango C. The mosaic of the Transfiguration at St Catherine’s //
www.fortnightlyreview.co.uk/2014/07/mango-sinai-mosaic, July 27", 2014.
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narrative characters of the Sacred writings, but the Angels them-
selves.

3. The icon of Climacus’ Ladder, Sinai, XI-XiI c. One of the most
famous icons kept in Sinai' illustrates the spiritual treatise The Ladder
of Divine Ascent composed by Saint John Climacus®. The difference is
striking between the depiction of Angels on one hand, and Demons on
the other. One notices at first glance that they do not occupy the same
level, nor are they spatially distributed in the same way. Angels form a
compact group on the top left corner, as a horizontal counterbalance to
Christ’s figure in the upper part of air and as a diagonal one to the
group of Holy men, who can be assumed to be Moses and the proph-
ets, surrounded by the flames of the Burning Bush on the bottom right.
On the contrary, Demons are scattered through the lower half of the
air, attacking the monks and leading them to their doom. A clear hier-
archy distinguishes the two. The golden background of the upper level
underlines the holy space of Heavens, while Sinai’s mountain range
depicted at the bottom shows Demons operating in the sky of an
earthly landscape.

First, we will investigate the interaction between the text and the
image. By underlining which aspects of the text the icon painter se-
lected and emphasized in the representation of Angels and Demons,
we will search the scope of the visual rendering as theological inter-
pretation. Second, we will distinguish the two separate developments
which lead to the iconography of Angels, radically different from the
one of Demons. And finally, we will consider other icons, manuscript
illustrations, and paintings representing the same theme, in order to
reveal the specificity of the Sinai one.

! Nelson R., Collins K.M. (ed.). Holy Image, hallowed ground. Icons from Sinai. Los
Angeles 2006 (Getty Museum), catalogue item n°48. Icon dated “end of twelfth
century” in op. cit.

% Text dated first half of seventh century, see Lauritzen D. Mount Sinai’s Divine Ascent:
a Hierotopy of Steps in Saint John Climacus // Lidov A. (ed.). Holy Mountains in the
Hierotopy and Iconography of the Christian World. Moscow 2019, note 5.
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JI. C.Y4KOBCKAA
YMmonocturaemoie Hebeca: OyKBEHHBIC TAMATHUKU
B €BPEHCKOM U PAHHEXPUCTUAHCKOU TPAAULIAN

LiDiA CHAKOVSKAYA
Comprehensible Heavens: Images of Letters
in Jewish and Early Christian Traditions

Huxoaum ITaBnoBuu KoHiakoB mucai, 4To «BOCTOYHOE IPUCTPACTHE
K CHMBOJIMYECKUM 3HaKaM U (popmyIiaM, Hapsy ¢ ISKOPATUBHBIM Ha-
MpaBlieHUEM aHTUYHON M XYJI0’)KECTBEHHOH MH(OJIOTHH B ITO3IHEH-
IIeM TIeproJie NCKYCCTBa, MPUAAaBai0o HOBBIM o0Opa3aM AETCKH pajo-
CTHBIH, HO B TO K€ BpeMs UrpyuieuHsiii xapakrep» (HMxonorpadmus
Boromatepu, CII0, 1.1,19140, c.14-15). Ilox 3Hakamu u GopmynaMu
HCcCieIoBaTeh MOHUMAJ, TJIIaBHBIM 00pa3oM, KaTakKoMOHBIE M300pa-
JKEHUSI pbIObI, romy0s, sikops u np. OIHAKO 33J10T0 A0 UCKYCCTBA Ka-
TakoMO Ha TeppuTopuu Cpear3eMHOMOpPBS CIIOKUIINCH MHBIE 3HAKH,
TJIABHOW COCTAaBIISIONIEH KOTOPBIX SABJAOTCS OyKkBHI andaButa. K Ta-
KAM TIaMsTHHKaM OTHOCSITCS, TIPEXkJe Bcero, abecenapuu (andaBUTHI
WM COYeTaHUs OYKB, MOMEIIAaeMbIe HA TIPEIMETHI WX HallaparaHHbIC
B kauectBe rpaddurn). IlosBneHme uxX coBHmamaeT C POKIACHHUEM
MUCHMEHHOCTH (M3BECTHHI KaK MPOTO-XaHAAHCKHE TTOJIHBIE a(aBUTHI,
TaK U eBpelickue (ocobas rpynma abeceaapreB npoucxomut u3 Uepy-
canrMa) W rpedeckue abecenapuu), JaTupyemMble JKele3HbIM BEeKOM,
HO TIO-HACTOSIIEMY ITHUPOKOE PacCIpOCTPaHEHWE OHH IPHOOPETAIOT B
I-1I BB. H.3., KOT]a OHU MOSABIISIFOTCS B MOTpe0aIbHOM KOHTEKCTe (Ha-
npumMep, B karakombOax ber-llleapuma); Abecemapuu OKa3pIBAIOTCS
BKJIIOYCHHBIMM UM B XpUCTHaHCKMM KoHTekcT. Tak, B lypa-EBporoc,
rae abecemapuu HAXOJATCS B CaMbIX pa3HBIX KOHTEKCTaX, OOJbIIas
4acTh HAANMHUCEH KOHIIEHTPUPYETCS B XPUCTHAHCKOM JIOME COOpaHwMs,
MIPEBPAIICHHOM TIPH ITOMOIIX POCIIMCEH W HAAMKCEH B OANITUCTEPHA.
K I Beky H. 3. otHOcuTCs nosiBnenue tabimmakn SATOR/AREPO.
Peub nger o Tabnuie, cocTosmell n3 MATH CTOJIOLOB IO MATH KBaIpa-
TOB B KaXIOM. B kKaapiit u3 25 kBaapaToB momemnieHa OykBa (Bcero
25 0ykB). Obpasytommuecs B pesyibTare math c¢ioB (SATOR AREPO
TENET OPERA ROTAS) MOXHO 4YUTaTh B UETBIPEX HANPABICHUAX U
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M0 Ka)KI0W MOJTy4HBIIEICS TMHUH KBaJpaTa (TO eCTh CJIOBO B KayKAOH
JUHAH TIPEJCTAaBIIIET cOO00H manuHapoM). Takue TaOnuIku ObLTH 00-
HapykeHHI B [lomrresx (psgoMm ¢ ambureatpoM), B ['epkymanyme, Cu-
penuectepe u Jlypa-EBpomoc. Tabmuuka M0Jro cuuTanach UIrpou
cnos, Ho F. Grosser' o6Hapysku, 4To Bce GyKBBI KBaapaTa Kpome N,
CTOAIIEH B cepeAnHE, OBTOPAIOTCA JBa pa3a. OKa3anock, 4YTO YETHIpe
CIOBA MOXKHO DACIIOJIOKHUTh B TPOCTPAHCTBE Kak JIBa CJIOBA
PATERNOSTER B Buge kpecra ¢ OykBoii N B meHtpe, a Anbda u
Owmera (OyxBol A u O) pacrionoxarcsi CBepxXy u cHu3y. B Takom ciy-
yae, KBaApaT — 3TO XPUCTHAHCKAsl KPUITOTpaMMa MAaru4eckoro co-
Jiep KaHusl, CKPBITBIA XPUCTHAHCKUHN KPECT, COCTAaBICHHbIN 13 OykB. B
Hdypa Ttabmuuka mosBISETCS TaMm, TA€ OKWIM CONAAThl, U
M. U. PocToBiieB Aaxke NPEAnooXuiI, YTO 3TO CBHUJETEIbCTBO XPH-
CTHAHCKOTO NPHCYTCTBHS B PUMCKOI apmum’. brmaromaps stomy, B
CpenHrie Beka TaOIUUKY CTalH HCIIOIB30BATh B KAYECTBE YKPAIICHUS
B LIEpKBU. B admonckoii iepkBu MATH CIOB KBagpaTa CTAIM CUMBOJIU-
3MpOBATH MSITH TBO3/CH Kpecta Mucyca’.

Jonroe Bpemsa abeceapuy CUYMUTANINCh YIPAKHEHUSIMH IMHCIIOB,
cefiyac MM MpPHUMIHCBIBAETCA MPEXJ]E BCEro Marumdeckuil cMmeici. He
UCKJII04as MOAOOHOI0 MCIOJIb30BaHMSA, HEOOXOJUMO OTMETUTh, YTO
MpPEXJIe BCETO OHMU CBUJETENBCTBYIOT O BEPE 60 6AACMb U CULY ClO-
6a. bynyuu usHauanpHO Hueeu apesHero bikaero Bocroka, mpen-
CTaBJIeHUE O cuie alaBUTa OCOOCHHO PaclpOCTPaHUIIOCH B Wy IEH-
CKOM cpeae AJUIMHMCTHYECKOIO0 M pPUMCKOro mnepuozaa. s Hac
TaK)Xe Ba)KHA CUTYyalus, KOI/1a TEKCT CTAHOBUTCS CaMOJIOCTaTOYHBIM
N300paKeHUEM.

IIpencraBnsercs, 4To BIEPBBIE MBI BCTPEYAEMCs C TUM HA MOHE-
Tax XacmoHeeB. Ha Mmonerax AnekcaHzapa SlHHas u OOJBIIMHCTBA
JIPYTHX XaCMOHEEB Mbl HaXOJUM HAJIHNCh Ha Maleo-UBPUTE, FOBOPSI-
IIy10 0 equHCTBE [IepBOCBAIICHANKA U COOpaHUH €BPEHCKOTO Hapoaa,

! Grosser F. Ein neuer Vorschlag zur Deutubg der Sator-Formel // Arch.
f. Religionsw XXIV. 1926. P.165 ff.

2 Rostovtzeff M. I. et al. The Excavations at Dura-Europos; Preliminary Report of the
5th Season of Work October 1931-March 1932: Conducted by Yale University and
the French Academy of Inscriptions and Letters (New Haven: Yale University
Press, 1934. P.160.

3 Di Bierarding A.. SATOR/AREPO // The Encyclopedia of Ancient Christianity.
3:498-499.
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MOMEIIEHHYIO Ha aBepce U OKPYKEHHYIO JITaBPOBbIM BeHKoM. I[lpen-
CTaBJICHHAs! TAKUM 00pa3oM, HAJIKICh 3aHUMAET TO MECTO, KOTOPOE Ha
MOHETaX JIPYTHX HApOJOB 3aHUMAaeT Mpo(uis mpaBUTeNs Win Ooxe-
ctBo. CakpanpHBIH XapakTep s3bIKa, OCBSIIEHHOTO JPEBHOCTHIO,
BIIEPBBIE HCIIONB3YETCA KAK OCO3HAHHBIN 0Opa3HbIi X0 .

Wnes toro, uro bor oTkpeiBaeTcs B CIOBE, YTO SI3BIK OTpa)kactT
(byHIaMEHTaIBHYIO TyXOBHYIO TIPUPOIY MHUPA, 3aTParuBaeT MPaKkTUKY
Jrozel, paboTaroImMX CO CIOBOM, — IHCIOB, MEpenucuukoB CBs-
menHoro Ilucannsa. Nomina Sacra, KOTOPBIX K BH3aHTHICKOMY IIe-
pUOIY HACUUTHIBAETCS MATHAIIATH, WCIIOIB3YIOT HE TOJBKO COKpa-
HICHHUA TOJA THUTJIOM, KOTOpHIE BHU3YaJbHO BBIJCNAIOT CBSIEHHBIC
MMEHa U3 MaccHBa TEKCTa, HO M UX HyMEpOJIOTHYECKOE 3HaUEHHE, KO-
TOpOE BBISIBUTH JOMOJHUTEIHHBIE CMBICIOBBIE CBSI3U C OnOielickum
TEKCTOM.

OOpamenne x cuie OyKB B TeX ClydasX, KOTrJa HEBO3MOXHA
npsiMasi K300Pa3UTETHLHOCTh, MOXXHO HAaWTH B JPEBHEHIINX XPUCTHAH-
CKHX pyKOIHUCAX. Tak MosBIsAeTcs o003HAaUeHHE KpecTta B Gdopme
nomina sacra, OykBeHHOTO cokpamieHusi. bykeel Tay u Po, coBme-
IICHHbIE BMECTE, CTAHOBATCS W M300pa3UTENBHBIM, W JINTEPATYPHBIM
0003HaUYCHNEM CJI0BA “‘CTaBpOC’’ — KPECT.

[locne nmeranm3anuy XpUCTHAHCTBA M 110 MEpE Pa3BUTHS XPUCTH-
aHCKOT0 M300pa3UTEIbHOIO UCKYCCTBA OYKBEHHBIC MAMSTHUKU TEpe-
CTalOT UIpaTh CYLIECTBEHHYIO ponb. OgHako Ha CesToi 3emiie OHU
MPOAOJIKAIOT aKTUBHO HCIONB30BaThCs. [IpaMepoM Takoro HCIolib-
30BaHUs SABJSIFOTCS OYKBBI M MX COYCTAHUS, YKpaIlarollue TIUHIHBIC
CBEeTWJIBHUKH, CMBICI KOTOPBIX OBUI HEJaBHO pacmupoBaH
C. Jlobdpeno®.

Cucremarnuzaiusi U OTKPBITHE CMBICNIa OyKBEHHBIX MMAMSITHHUKOB
MO3BOJISIET HaM MOYYBCTBOBATH TOT KOHTEKCT, B KOTOPOM BO3HHKAIIO
XPHUCTHAHCTBO, TPOBO3TIIACHUBIIIEE, UYTO B Hadaie 0pu10 CI10BO.

! Regev E. The Hasmoneans. Ideology, Archaeology, Identity. Vandenhoeck and Ru-
precht, Gottingen. 2013. P.203.

% Loffreda S. Lucerne byzantine in terra santa con iscrizioni in Greco. Studium
Biblicum Franciscanum, Collection Maior 35. Jerusalem: Franciscan Printing Press,
1989
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C. H. JlaBunoriay
Tpancdopmanius o6paza HeOECHOTO Xpama
B MYJICICKOW M PAHHEXPUCTUAHCKOM arlOKaJIUIITUKE:
MeTtadopa, MECTHKA, IKKJICCHOIOTHUS

SERGEY DAVIDOGLU
The Transformation of the Heavenly Temple Motive
in Jewish and Early Christian Apocalypses:
Metaphor, Mysticism, and Ecclesiology

B mynetickoii kynpType mpubausurensHo ¢ VI-V BB. 10 H.3. B X01e
MIEPEOCMBICIICHUSI TIPOPOUECKOI TPaaUINK, IO BIMSIHUEM HCTOpUYE-
CKHX KaTaKJIU3MOB M U3-3a YCWJICHUS BIMSHHS IPYTHX KyJIbTyp, Ha-
YUHAaeT (OPMHUPOBATHCA T. H. ANOKAIWITHYECKOE MBIIUICHHE, Ha-
ieiee B TOi MM UHOW CTETIEeHH BBIPaXXEHHE BO MHOYKECTBE TEKCTOB
snoxu Broporo Xpama. HemanoBakHyr pojib anoKadMNTHYECKOE
MBIIIUICHNE CHITPAIO U B XPUCTHAHCKOHN Kepurme, a Takxke B (popmu-
poBaHHHU Kopmyca HOBO3aBeTHBIX M IPYTHX paHHEXPHCTHAHCKUX TEK-
CTOB, KaK SBJISIOIINXCS allOKaJUIICUCAMU TI0 KaHPY, TaK U Colepika-
MM JIUIIB OTIENbHBIC aTOKATUIITHYECKUE JIIEMEHTEHI.

HebecHrprii xpaMm — 3T0 00pa3, XapakTEepHBIM Kak IS HyICH-
ckoil amokanmunrtudeckor smreparypel III B. mo H.3. — Il B. H. 3.
(1 Enoxa, 2 Bapyxa, 3 E3apsl u ap.), Tak U AJis [JIaBHOTO XPUCTHAH-
CKOro amokaiumncuca — HoBo3aBeTHOM Kuuru OtkpoBenue. Kax-
IbI  amOKaJIWITHYECKUH TEKCT MOKa3bIBAe€T HEKYI0 YHHUKaJIbHYIO
KapTHHY HEOECHOTO Xpama, B LIEJIOM, OAHAKO, COXpaHsisl psi OCHOB-
HBIX YepT, MPUCYIIUX 3TOMY 00pa3zy: CTpYKTypa HeOeCHOTO Xpama
MOBTOPSIET CTPYKTYPY HEepyCaIMMCKOTo Xpama; XpaMm BCerjaa Hero-
CpPEICTBEHHO CBSI3aH C JIMYHBIM MpPUCYTCTBHUEM bora; BocmpuHnMa-
eTCsl KaK TapaHT He3bI0JIeMOCTH b0)XeCTBEHHOTO NpPAaBJICHHUS B MU-
pe'; IeMOHCTpHpYyeT Hemo3HaBaeMOCTh bora, ero OTIENeHHOCTh OT
MHpAa JIOJEH.

B TO %€ BpeMs ecTb HEKOTOpPBIE XPUCTHAHCKUE U MYACHCKHE TeK-
CTBI, KOTOPBIE HAaXOAATCS Kak Obl HA MepU(epHH anoKaJUITHIECKON

! Stevenson G. Power and Place. Temple and Identity in the Book of Revelation. —
Berlin, New York: Walter de Gruyter, 2001. P. 200, 209.
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JIUTEPATYPHI, TIOCKOJIBKY JIMOO HE OECCIOPHO MPHUHUCISAIOTCS K 3TOMY
JKaHPY W YHHUKAJbHBI [0 CBOMM JINTEPATYPHBIM XapaKTEPUCTHKAM, JTU-
00 BO3HHKIIM TI03)KE OCHOBHOTO IUIACTa 3TOHM JINTEPATyphl, XOTS U OT-
PAKAIOT TUIHYHBIC IJIs AlIOKAJTUIITHYECKOTO MBIIIICHUS UACH U 00pa-
3bl. B JaHHOM IOKJIa/1e MBI paccMaTpUBaeM 3 TaKUX TEKCTa: UyJeicKoe
counHenue «Mocud n Acener», HanmcaHHOe r1e-T0 Mexny Il B. 1o H.3.
u Il B. H.3. B uyneickoi auacnope; 3 EHoxa — no3aHuid nyaerckuit
anokayuncuc V—VI BB., OTHOCSINMICS K JIUTEpaType MUCTUKU Mepka-
BbI; a Takxe [lacTeipp Epmbl — xpuctuanckuit Tekct 11 B. H.5.

OTH TEKCTHI BHIOPAHBI B CHITYy X NepU()EepUIecKOTo MOIOKCHUS B
aTNOKAJIMIITHUECKON JINTepaType, a TakKe IMOCKOIBbKY OHH BCE OTpaxa-
10T COBEPLIEHHO pa3HOe BOCHPHUITHE Uen HebecHoro xpama. [Ipu stom
SKCIUTUIITHO O XpaMme TOBOPHUTCS U3 dTHX KHUT TOJBKO B 3 EHOXa.

IMosects «Mocud u AceHeT» sBISETCS YHUKAJIBHOU jisi OUO-
JIEHCKON TPaJUINH, IMOCKOJIBKY 10 MHOXECTBY XapaKTEPUCTHK Ha-
MOMHUHAeT JIOOOBHEIH poMaH. [Ipu 3TOM TEKCT MMeEEeT OUYEeBHIHYIO
OTIOpy Ha OHWOJICHCKYIO TPAIWIIMIO, & TAKXE BCE OCHOBHBIC UEPTHI
aroKaJHuICHCca, 32 UCKIIOUYEHUEM OKOHYATENIbHOTO OCYXKAEHUS U TH-
GeNM IPEeIIHUKOB'. ACEHET B MPOM3BEACHNU TOCTE OMbITA OOpare-
HUS omHchIBaeTcs Kak «['pag yOexwuiay, 9To CTalio €€ HOBBIM HMe-
Hem (15:7) m TOKa3BIBAIO €€ COTEPUOJOTUYECKYIO0 poib (19:5).
AceHeT mpeBpamaeTcs B ropoJl, OMUCAHHBINA KaK «BBIIIHUIY», MECTO
npaBiernss bora Han cnaceHHbiMHu (19:8), kKak OCHOBaHHBIH «Ha
ripIbax cenpMoro Heb6a» u BeuHsl (22:13). Tem cambIM BUIHO, YTO
pedb HIET O HEOSCHOW PEaNbHOCTH, OMUCAHHOM SI3LIKOM TOpojaa U
xpama. OJIHaKO 3TO OMHCAaHHE NTaHO, CKOpee, KaK XyI0)KeCTBEHHBIN
00pa3, kak MeTadopa, MOCKOJIBKY He MPEeIoraraeT Kakux-To peaib-
HBIX U3MCHEHUI B IIPUPOJIE WIN MeCTe MpeObIBanms ACEHET, a CIIy-
JKUT JIUIIG [Tl yKa3aHWs Ha H3MEHEHHUE €€ CTaTyca M POJU B KU3HU
Ipyrux monei. Tem camMbiM maes HEOECHOTO XpaMa OCMBICISETCS
Kak Metadopa.

Tpetbst kaura EHoxa, HECMOTpPS. Ha JJOBOJBHO MO3/IHEE MPOUCKO-
JKICHWE, TI0 MHEHHUIO HCCIIeIoBaTelNeil CoMepKUT Ooyee paHHHUE Tpa-
nuimu, Bocxozsiue ko II-III BB. H.3., U Jaxe K TpaaulUsIM 3MOXHU

! Bpazunckas H. 6. Heckonbko BBOTHEIX c10B K anokprdy «HMocud n Acener» //
Arbor Mundi. MexnyHapoJHbIH >KypHaJI 10 TEOPHU U HCTOPHH MUPOBOH KYJIBTY-
psL. Beyck 17. M., 2010. C. 84-87.
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Makxkapees'. Kuura ynomunaer (3 En. 1-2) 7-uacTHbIi XpaMm Wi
nBoper (eBp. heykal) Ha HeOe, B koTopkIil Bo3HOCUTCST Padbou Umima-
3J1b, COIPOBOXAEMbIiI HEOCCHBIM NMPOBOJHUKOM — aHreiaoMm Mera-
TpoHoM. CenpMoOil TBOper] (Xpam) SIBISIETCS MECTOM OOWTAHHSI CIIaBhI
bora — MepxkaBel. Takxe B 3 EH. 45 mosBisieTcs 3aBeca, pacrpo-
cTepras nepen borom, ¢ HauepTaHHBIMYM Ha HEH BCEMH MOKOJIEHUSIMU
mrozeli. aTepec B 0Opase xpama NpecTaBisieT TO, YTO CaMo €ro 37a-
HUE HE ONHCAaHO, HECMOTPS Ha TO, YTO UMEHHO B HEM pa3BOpadylBacT-
csl AeHCTBHE KHUT'H. BMecTO 3TOro Mbl MeeM Z1eo ¢ abCTpaKkTHBIM U
MHCTHYECKAM BOCTIpHUATHEM HEOECHON peanbHOCTH. [ aBHOW Xapak-
TEPUCTUKOHN Xpama sBiIsieTcs npedbiBaHue TaM MepKaBbl — KOJIECHH-
IBI-TPOHA, U CBA3b HEOECHOTro Xpama co Bcell 3eMHOI mcropuei. To
ecTb HeOeCHBII XpaM — 3TO CKOpee He pealbHOe MeCTO Ha Hebecax, a
croco6 mepefay MUCTHYECKOTO OIbITa IMPOBHU/LA, B KOTOPOM OH CO-
3epuaer ciaBy boxbio.

«ITacteips EpMb1» ObuT Hamucano B cep. Il B. oT umenu Epwmsl,
KOTOPOTO OTOXJAECTBIAIOT ¢ OJNHHM H3 arocToyoB u3 uucina 70, u
KOTOpBIl yrnomuHaercss B Pum.16:14°. TIpuHATO CYMTATh, YTO MO
cBoeMy xapakrtepy «IlacTeIpb» ABIIETCS alOKAIMITHYECKUM IIPOU3-
BEJEHHUEM, HO C IMEPBOCTENEHHONW MPaKTUYECKON U ITUUECKON Ha-
TIPaBIEHHOCTHIO . B JIBYX pa3fenax KHUIM TOSBIAETCH, MOAPOGHO
OMHCHIBACTCSA, a 3aTeM OO0bBACHsAeTcs o0pa3 OaliHu, CTposIeics
CBEPXBECTECTBEHHBIM CIIOCOOOM. JTa OamIHs SIBJISETCS CaMbIM OC-
HOBaTENbHBIM 00pa3oM B KHHUTE', M ee 06pa3 IpU3BaH MOKa3aTh Ep-
Me co6ITHs 6y aymero’. OCHOBHOI aKIEHT B ONMCAHUM JIEJIAETCS HA

' The Old Testament Pseudepigrapha. Vol. 1: Apocalyptic Literature and Testaments /
ed. by James H. Charlesworth, Duke University. — Garden City, New York: Dou-
bleday & Company, 1983. P. 225-26.

2 Deogpan 3ameopnux, enuckon. TonkoBaHue Ha KHATY cB. Epmbl «IlacThIpby. —
Caaro-Benenckuii MoHacTelps Ontunckoi Ilycrsiny, 1999. C. 4.

3 Lake K. The Apostolic Fathers with an English Translation. Vol. IL. The Shepherd of
Hermas. The Martyrdom of Polycarp. The Epistle to Diognetus. — Cambridge,
MA: Harvard University Press; London: William Heinemann Ltd, 1965. P. 2.

* The Apostolic Fathers, Volume II: Epistle of Barnabas. Papias and Quadratus. Epis-
tle to Diognetus. The Shepherd of Hermas. / Edited and translated by Bart D. Ehr-
man (Loeb Classical Library 25). — Cambridge, MA: Harvard University Press,
2003. P. 163.

> Ipeobpasicenckuii I1. O xuure «ITacteips» Epma // TTincanus Mysel anocToIbCKUX /
[mpenuca. P. Ceetnosa). — CII6.: Amdopa. TUJL Amdopa, 2007. C. 209.
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pa3iuyHbBle BUABI KaMHEH, W3 KOTOPBIX CTPOUTCS OamHs, U Ha HX
cynp0y. bamHs B «IlacTeipe» mMeeT ekl psi mapaieneil ¢ HOBO-
3aBETHBIM IIPENCTaBIEHUEM O XpaMme (HCIOIb30BaHuEe (pa3bl «I0OM
Boxwuity; mapamtens ¢ 111er.2:5; cBs3b ¢ OTk.21:16; apxuTekTypHas
Y KOHIIETITyaJbHasl CBsI3b OALTHHU C XpaMOM B TEKCTE), YTO MO3BOJISET
TOBOPUTh B JaHHOM cllydae o OammHe-xpame. Kpome TOoro, XoTs
OamHg W HaXOAWTCA Kak OBl Ha 3eMIle, CTPOUTCA OHAa HEOECHBIMU
CyIIECTBAMHM, U UMEET ABHO NyXOBHOE 3HadeHue. [losTomy BHosHe
MO>XHO TOBOPHTH O TOM, YTO 3Ta OallHSA-XpaM BOCIPHHHMAETCS Kak
HeOecHasl peanbHOCTh. [Ipu 3TOM O0JHO3HAYHO MOYKHO TOBOPHTH 00
9KKIIECHOJOTHYECKOM XapakTepe Xpama-0aiHu (Kak mpsMoe CBHIe-
TEJIBCTBO O TOM, UTO «OallHs, KOTOPYIO BUAMIIL CTPOSILIEHCS, — 3TO
s, Llepkoby (Vis.3.111.3), Tak u psix IpyTuX XapaKTEPUCTHK OAITHM ).
To ectp B [lacTeipe EpMbl THTUYHO anokamunTHyecKas uies Hebec-
HOTO XpaMa TpaHC(GOpMHUpYeTCS B NMOHMMAaHHE Xpama MMEHHO Kak
LEPKBH.

Takum 00pazom, BHIHO, KaK B PAaCCMOTPEHHBIX aIlOKAIHIITHYE-
CKHUX TeKCTax uiess HeOecHOro xpama TpaHchopMHpyeTcsi B COBEp-
IIeHHO pasHble GopMbl. [Ipu 3TOM OYeBHIHO, YTO cama HIes coxXpa-
HSIET OCHOBHOM acIeKT — CaKpaJbHOCTh caMoro o0pasa, a TaKkXKe ero
HENpPEeXOAIUNA CTaTyC M CONMPUYACTHOCTH O0KECTBEHHOMY IPHUCYT-
CTBUIO U coBeplIaeMoMy borom cnacenuto iroaen.
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NATALIA B. TETERIATNIKOV
Heavenly Cities. Jerusalem and Bethlehem in Mosaics
of the Triumphal Arches of Late Antique Roman
Churches: the Case of S. Maria Maggiore

HATAJIBA TETEPATHUKOBA
Hebecunie ropona. Uepycanum u Budaeem
Ha Mo3aukax TpuymdanbHBIX apOK MO3THCAHTUYHBIX
puMckux xpamoB: npumep Canrta Mapus Maxope

The church of S. Maria Maggiore and its mosaics were completed un-
der Pope Sixtus III (432-440). The mosaics of the triumphal arch de-
pict Jerusalem and Bethlehem on the spandrels below scenes of the
infancy of Christ. The two cities are displayed in such a way that their
gates face the central nave of the church. In contrast, representations
of the city gates of Jerusalem and Bethlehem in mosaics of all other
late antique and medieval churches of Rome are oriented toward the
center of the apse, where one usually finds the procession of lambs,
symbols of twelve apostles. This arrangement can be found in the
fifth-century apse of the old St. Peter basilica, the ninth-century S.
Prassede, the twelfth-century S. Clemente, and many others. The ori-
entation of the city gates in the mosaics of S. Maria Maggiore toward
the nave is unique. To understand this phenomenon, this paper exam-
ines the mosaic images of Jerusalem and Bethlehem in S. Maria
Maggiore and compares them with depictions of heavenly cities in
other Roman churches. It suggests that the distinctive representation
of the city gates of the heavenly cities in S. Maria Maggiore is proba-
bly connected to Pope Sixtus’s message embedded in the program of
the triumphal arch as well as the midnight Christmas Mass, which was
established in S. Maria Maggiore after its construction and continues
to be celebrated today.

Visual Evidence

The mosaic program of the triumphal arch depicts scenes from
the infancy of Christ. It has been suggested that the program of the
triumphal arch was developed during the theological debates on title
of the Virgin Mary as Theotokos, which was addressed in the Coun-
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cil of Ephesus ca. 431. Jerusalem (left) and Bethlehem (right) are
shown surrounded by jeweled walls and are identified by inscrip-
tions. Below each city there are six lambs looking up toward the cit-
ies. Scholars agree that both Jerusalem and Bethlehem should be un-
derstood as heavenly cities, as their jeweled walls and lambs are
mentioned in Revelation 21:9-21. These cities have also been under-
stood as manifestations of Christ’s birth and death, symbols of In-
carnation and Redemption. Yet, the visual relationship between these
cities and the sacred space of S. Maria Maggiore has never been dis-
cussed.

The open gates of both cities face the central nave. Behind the
walls there are a number of identifiable structures: the rotunda of the
Anastasis and the Basilica of the Martyrion in Jerusalem, and the
Church of the Nativity at the center of Bethlehem. The open gates of
both cities have been interpreted as the entrances to the church in
Bethlehem and the sanctuary of the Anastasis rotunda in Jerusalem.
These identifications, however, are unlikely. The walls of both Beth-
lehem and Jerusalem feature an open gate with a view of the central
colonnaded street, or cardo maximus. A similar cardo appears as a
distinct feature of the so-called Madaba map, a map of Jerusalem
from the sixth-century floor mosaic in the church of St. George in
Madaba, Jordan. Here the roofed and colonnaded cardo runs across
the entire city, with the Holy Sepulcher at the center. A colonnaded
street was typical of eastern Mediterranean cities like Jerusalem,
Bethlehem, Jerash, and others. In Rome, however, such colonnaded
streets were uncommon. Thus the Presentation of Christ in the Tem-
ple on the upper right side of the triumphal arch of S. Maria
Maggiore is of particular importance. It illustrates a Jewish custom
in which, forty days after giving birth, Mary, holding Christ, to-
gether with Joseph, walked to Jerusalem to bring their child to the
temple. The procession is depicted against an arcade—one side of
colonnaded street in Jerusalem.

Thus the open gates of both holy cities show the cardo as a visual
locus sanctus associated with this event. The artisans of the mosaics of
S. Maria Maggiore carefully mapped the cities of Jerusalem, including
the cardo, the Holy Sepulcher, and the temple, and Bethlehem, with
the Church of the Nativity at centre. They probably intended to con-
vey to the Roman audience the authentic route of the holy family from
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Bethlehem to Jerusalem. Their knowledge of such details is not sur-
prising. The diaries of western pilgrims such as fourth-century Span-
ish pilgrim Egeria or fifth-century Roman widow Ikelia show that they
knew these cities well and no doubt conveyed their knowledge to their
western compatriots.

There are further peculiarities in the positioning of the opened
gates showing colonnaded streets, particularly the way they are shown
in S. Maria Maggiore. The gate of Jerusalem displays the left side of
the colonnade, whereas Bethlehem’s gate shows the right side of the
colonnade. Both are oriented toward the central nave of S. Maria
Maggiore. The nave of this church is flanked by similar colonnades to
those in the mosaics, as if they were a continuation of the colonnaded
streets in the holy cities of Jerusalem and Bethlehem.

The images of Jerusalem and Bethlehem in S. Maria Maggiore
differ from their depiction in all other late antique and medieval
churches of Rome. The earliest version is found in the lost apse mo-
saics of old St. Peter (known only through a reconstruction, the
original is no longer extent). The two cities appear at the north and
south end of the apse, while the procession of the lambs with Christ
as the Mystic Lamb appears at center on the lower register of the
apse. The gates of the cities are open toward the procession of the
lambs to illustrate that the lambs have just left the two cities. An-
other example is found in the mosaics of the ninth-century church of
S. Prassede. Here Jerusalem and Bethlehem are depicted on the
lower register of a triumphal arch, as at S. Maria Maggiore, but the
apse of this church displays a procession of the lambs, as did the
apse mosaic of old St. Peter. So the general effect is that Jerusalem
and Bethlehem are displayed on the same level as the rows of lambs.
In fact, they are presented as a continuation of the lamb procession.
Moreover, the walls of both cities that face the nave have additional
gates with locks that are clearly closed. A somewhat similar depic-
tion of the cities can be seen in the twelfth-century church of S.
Clemente and all other churches of Rome. Evidently the open gates
of Jerusalem and Bethlehem oriented toward the lamb procession are
an integral part of the same composition. Thus the representation of
the holy cities with open gates facing the nave in S. Maria Maggiore
is unique. Its iconographic formula must communicate a different
message.
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The Heavenly Cities and Their Place in the Sacred Space

The church of S. Maria Maggiore, consecrated ca. 434, was the
first church in Rome dedicated to the Virgin Mary. The Christmas Eve
midnight Mass was established there in imitation of Jerusalem’s cus-
tom (known from the Armenian Lectionary), according to which a
procession of the faithful went from Jerusalem to Bethlehem to cele-
brate the midnight Mass in the Church of the Nativity at Bethlehem.
From there the procession returned to Jerusalem, where a second Mass
was performed at dawn in the Martyrium Basilica of Holy Sepulcher.
In Rome, the midnight service was celebrated at S. Maria Maggiore,
and later two other services were added: the dawn Mass in the church
of St. Anastasia and the day Mass at St. Peter’s. The pope precided in
all these services. The mosaics of the triumphal arch of S. Maria
Maggiore that vividly display the infancy of Christ were likely corre-
lated with this important event. The church acquired the nickname
“Bethlehem” because, like in Bethlehem, the most important midnight
service took place there. The mosaic images of Jerusalem and Bethle-
hem with gates open toward the central nave visually join S. Maria
Maggiore with the colonnaded streets of the biblical cities. Their im-
age evokes two pilgrimage centers associated with the celebration of
Christmas and the places of Christ’s birth and death. The open gates
of both cities would also welcome the procession together with the
pope walking through the central nave while the choir sang psalms
and antiphons of the introit (the little entrance to the church). Indeed,
the inscription on the triumphal arch even says: Sixtus Episcopus plebi
Dei (Sixtus the bishop to the people of God). This inscription empha-
sizes the pope’s wish to establish this church for the people of Rome.
The heavenly cities, Jerusalem and Bethlehem, with open gates and
colonnaded streets welcoming such a procession, appear as a manifes-
tation of the pope’s message. As such, these cities provide a link be-
tween heavenly and earthly realms in the sacred space of S. Maria
Maggiore.
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M. A. JIngoBA
Amnrensl y HeOecHoOro npectoia boromarepu:
dbopmupoBaHue HKOHOTpaduu

MARIA LIDOV A
The Angels at the Heavenly Throne of the Virgin:
the iconography in the Making

Kommnosunus «boromateps MexXay aHreIaMu» SIBISCTCS LEHTPAIb-
HOHM TeMOil XpUCTHAHCKOI'0 MCKYCCTBa Kak Ha BocToke, Tak u Ha 3a-
naze. [losBinenne HEOSCHBIX CTPAXKHUKOB Moaiie (GUrypel OOX)ecTBa
OBIIO TIPEIOTIPESIICHO MPEAMIECTBYIONTUMHI TPAAULIUIMH, B TIEPBYIO
odepenp UYyICHCKOW M A3bIYeCKON. bHOIMS OMUCHIBAET HE3EMHBIX
CyIIECTB B IEJOM psie CIOKETOB M, YTO OCOOEHHO BaXKHO, CBHJIE-
TETBCTBYET 00 WX MPUCYTCTBHHM B MOMEHT >NU(paHWN, WIN MHUCTH-
yeckux BuJeHUU. B cBoio ouepenb W3 aHTUYHOro Puma B 1O-
CICAYIONME BEKa 3aMMCTBYETCS HJes aOCOJNIOTHOTO TpuyMda
000KECTBICHHOTO HMIIEpaTopa, BIACTh M BOCHHOE IPEBOCXOJICTBO
KOTOPOTO B MHOTOYHCIIEHHBIX M300paXKeHUIX MPOCIABISIINCE KPBI-
JIATBIMH OOTHUHSMH 1TOOE bl — Bukropusimu.

CoxpaHsie MHOTHE NpPEALIECTBYIOIINE UCTOPUUYECKHE KOHHOTA-
A, KOMITO3HUITNH, N300pakaronue Mapwio i XprucTa MKy aH-
rejlaMy, IpuoOpeny Ha XpUCTHAHCKOM BocToke coBepiieHHO HOBOE
comepxkanue. Tpyasl OOrOCIOBOB PaHHEBU3AHTUWCKOTO BPEMEHU
CBUJICTEJIBCTBYIOT O TOM, YTO TEMa AHI'E€JIOB PETYJSPHO BO3HUKAJIA B
CBSI3M €O cropamu o npupoge Xpucra. [TomuMo 3TOrO, KpbhuIaThIE
MOCIAaHHUKHU BBICTYNAId B POJH OCHOBHBIX MOCPEIHHUKOB MEXKIY
3eMHBIM U HEOECHBIM MHUpPaMH, CBUIECTEIBCTBYS O 00KECTBEHHOCTH
BBICIIMX CYILIECTB M BBICTyIIas HACTABHUKAM JIIOACH U NMPUMEPOM
JUTS Ioipaskanust. J[aneko He O4eBUIHON Oblja M caMa BO3MOXHOCTh
M300paKeHUsT He3eMHBIX U HEBUUMBIX CO3JaHU, ¥ TaHHBIN BOTIPOC
aKTHBHO 00CYXIaJICS OMHUMHU U OCYXAAJICSA IPYTHMH aBTOPaMHU.

TeM HE MeHee, C paHHETO BPEMEHH U3BECTHHI XYI0KECTBEHHEIE
BOCIIPOU3BEACHNS HEOCCHBIX IOCIaHHUKOB. llepBOHAaYalbHO OHU
BO3HUKAIOT NPEUMYILIECTBEHHO B CIOXETHBIX KOMIO3ULHUSIX U MAajo
YeM OTIMYAIOTCS OT H300paKEeHHH Ipyrux mepcoHaxken. Ilo3muee
aHTEJIOB HAYMHAIOT U300paKaTh B BUJIC HEOCCHON CBUTHI U CBSIICH-
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HOW CTpaku MO CTOpPOHAM OT (PUTYp CBATBHIX WIH PACIIOIOKCHHOTO
M0 LIEHTPY CUMBOJIA B BUJE KpecTa. IIpu 3TOM Xyn0KeCTBEHHOE pe-
LIEHWE aHIeJIbCKUX (PUIyp mpeTeprieBaeT B IO3JHEH aHTHYHOCTH
HECOMHEHHYIO JBOJIIOIMIO, CBSI3aHHYIO C IIOSBJIEHHEM KpPBUIHEB
1 HEKOTOPBIX AIEMEHTOB OJIESHUS, KOTOPBIE 3aTEM CTAaHYT HEOTHEM-
JeMOH 4YacThl0 MX y3HaBaeMoro oOpasza. CoxpaHUBLIMECS IMPOU3-
BEJICHUSI MO3BOJISIIOT BBISIBUTH 4Yepely CIOKETHBIX KOMIIO3HMIUH, B
KOTOPBIX NPUCYTCTBHE HEOECHBIX CTPaXKHUKOB CTAHOBHTCS 00s13a-
TEIBHBIM.

IlInpokoe pacnpocTpaHEHUE XyIOOKECTBEHHOTO MOTHBA B BH[E
aHTENIbCKOM CBUTHI IO CTOpoHaM oT boromatepu u KaxyIiuecs mpo-
CTOTa ¥ OYEBHIHOCTH AAHHOTO MKOHOTPaQUYECKOTO PELICHUs JHIIb
OTYaCTH CHOCOOHBI OOBSICHUTH, IIOYEMY HCCIIEIOBATENIN 10 CHX IOp
HE yJIeJsUTH 3TOMY CIOJKETY JTOJDKHOTO BHMMaHus. [locnennee tem 60-
Jiee TIOPa3UTENbHO, €CNIM MPHUHATH BO BHUMaHHE OIPOMHOE 3HAa4YeHHE
3TOro 00pa3a, MPEeBPAaTHBIIETOCS CO BPEMEHEM B TIJIABHYIO HKOHY
XpPUCTHAHCKOTO MHUpa. IMeHHO B 3TOM H3Bojze ¢urypa boromarepm
HanboJiee 4acTo Mpe/CTaBlIcHa B KOHXE MHOTOYHCICHHBIX BU3aHTHI-
CKUX LEPKBEH, rzie OHa MpHOOpeTaeT LEHTPAIbHYIO POJb BHYTPH
XPaMOBOTO MPOCTPAaHCTBA 3a CUET CBOETO PACIOJIOKEHMS HaJ TJaB-
HBIM antapeM. B cymecTBytomeit nureparype odpa3 «boromarepu
MEKIY aHreJIOB» PEryJApHO YIIOMUHAeTCs, HO caM HKOHorpaduye-
CKUIl M3BOA, CBSI3aHHBIM C MPUCYTCTBUEM HEOECHON CTpaXKH, PelKo
CTaHOBUJICS TMPEIMETOM CHCTEMaTHYEeCKOI'0 PAacCMOTPEHHs (MCKIIO-
YEHUE COCTABIISIOT JIUILB HECKOJIBKO PadoT).

B npennaraemom moxnaze OyneT MpOCIEXeHa UCTOPHUS BO3HUK-
HOBeHUs MKoHorpaduu «boromarepu Mexny aHreJamMmu», BbISBICHbI
pa3iInyHbIe TUIOJOTHYECKHE NMPUMEPHI JaHHOW TeMbl B paHHEBHU3aH-
TUACKUM NEPHOJ, a TaKXKe IMPEICTaBICH Ps YCTONUMBBIX BapHalluii,
KOTOPBIM CJIEIOBAJIM MAacTepa B CBOMX NPOM3BEACHUAX. [IoCKONBKY
pellleHue aHreIbCcKuX (pUryp HUKOTJa He ObUIO CIlydailHbIM, HO BCe-
I71a BOIUIOLIANIO OMNpEACTCHHYI0 XYAOKECTBEHHYIO HICI0, B pabore
OyzeT mpeaAnpuHATAa MONbBITKA BEISIBUTH coaep:kanue obpasza «boroma-
TEpU MEXKAY aHTelaMu», a TaKXKe PACKPBITh CHEKTP BO3MOXKHBIX JIH-
TEepaTypHbIX HCTOYHMKOB M HMIEPCKHUX acCOLMAIMi, mpemomnpene-
JIUBILIHX €T0 PaclpOCTpPaHEHHE.

MOHO HpPEenIoIOKUTh, YTO BOSHHKHOBEHUE HCCIETyEMOTO H3-
BO/Ia OBIJIO TECHO CBA3aHO C pa3BUTHEM KyinbTa boromartepu B V-VI
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BEKax. YKe B CaMOM paHHEM COXPaHMBILIEMCS MaMATHUKE, a UMEHHO
MO3aMYHOM JEeKOpalnuy BTOPOH 4deTBepTH V Beka B Oasmimke CaHTa
Mapus Mamxkope, aHTeIbCKkue (GUTYPHI SBISIOTCS HEOThEMIIEMON Ja-
CTBIO XYy/J0’KECTBEHHOTO 3aMbICIIa, MPEICTaBICHHOTO B Pa3BEpHYTOU
nporpamme TpuyMdanbHoi apku. OHU OKa3bIBAIOTCS AKTUBHBIMU
y4YacTHHKaMHU BceX clieH ¢ Mapueil u mnaaenuem XpuctoM. B psae
KOMTIO3HIINY X TOSBICHNE MOXKET OBITh OTYACTH OOBSICHEHO TEKCTa-
MU, B MIEPBYIO 04Yepe/Ib, AalIOKpU(PaMH, OJJHAKO B OOJIBIIMHCTBE CITy4a-
€B HE TOJIFKO MX MPHUCYTCTBHE, HO U YUCIIO HE MOXET OBITh MOAKPETI-
JIEHO KaKUM-JIHOO MHChMEHHBIM HCTOYHHKOM. llo Bcelt BuammocTw,
CTpeMJICHHE BKJIIOYaTh U300paKeHUS aHTEJIOB B CIOXKETHbIE KOMIIO3H-
U OBLIO MPEOTIPEICIICHO HHBIMH 33aJ]auaMu, HEXeIU HeOOX0IMMO-
CTBIO MIPOVILITIOCTPUPOBATH BEIOPAHHEIN CrokeT. Kak ObI TaM HHU OBLIO,
KpbUIaThie (hUTyphl HEOSCHBIX BECTHUKOB CTAHOBSITCS YacThIO TOH Xy-
JIO’KECTBEHHOU peabHOCTH, KOTOpasi OKpy’kKajla MOJISIIUXCS B XpaMme.
Bocnpruaumaemoe ceifuac Kak HEYTO €CTECTBEHHOE, WX BBEJICHUE B
KaHBY XHUBOITMCHBIX IPOU3BEICHUN CTAJI0 PEe3yJIHTAaTOM CO3HATEIHHO-
ro BbIOOpa co3maresnell paHHEXPUCTHAHCKUX W pPAaHHEBHU3AHTHHCKHX
Mporpamm.

Janeko He crmydaliHBIM OBLIO M pa3MeIeHHE aHTeNbCKUX QUTyp
BHYTPH XpaMOBOTO TpocTpaHcTBa. Hambomnee 94acTo KphUIaTBIX IIO-
CIIAaHHUKOB MOXKHO BHJIETh M300PaKCHHBIMH B KOHXE allCUBI, a TaK-
JKe TI0 CTOPOHAM WIJIH B HEMOCPEACTBEHHOW Onm3ocTy oT anrtaps. [lpu
3TOM, KaK 3TO 4acTo ObIBAeT B BH3aHTHICKOM HCKYCCTBE, UX MECTO-
PacIoNIOKEHHUE MPEAONPENeIsIOoCch Cpa3y HECKOIBKUMH MPUYHMHAMH.
C onHO# CTOPOHBI, 3TO OBLITO, KaK MPaBHUIIO, CBI3aHO C HKOHOTpaduei
MIPENICTABIIIEMOTO CIOXKeTa — boromareppio Ha TpOHE C MIIAJACHIIEM
XpHUCTOM Ha KOJIEHSX M aHTeJaMH 10 cTopoHaM. biaromapst Takomy
PEIICHUI0 3PUTEIBHO BOTIUIOIIAINCH CIIOBA JPEBHEHINIEH MOIUTBBI,
XapakTepu3oBaBlliel boromareph Kak «4eCTHEHIyI0 XepyBUM U
cnaBHelnyto 0e3 cpaBHeHus Cepadum, 0e3 uctieHus bora Ciora
poxauryto». C qpyroil CTOpOHBI, OCO3HABAJIACh BaXXHOCTh aHT€IIbCKO-
TO MPUCYTCTBUS U UX HE3PUMOTO yUACTHS B JUTYPTHH U COBEPIICHUU
TanHCTB Ha airape. [locmearee MOKHO MPOUILTIOCTPUPOBATH CIIOBAMHU
Noanna 3naToycra, KOTOPBIH MUCAT:

«Torma u aHTeNBI MPEACTOAT CBAMICHHNUKY, W LENbIi COHM Hebec-
HBIX CHJI B3BIBAET, © MECTO BOKPYT JKEPTBEHHHKA HAIONHSETCS aH-
reJbCKMMU JIMLAaMU B 4ecTh Bosnexkarero. [...] HekoTopsiii mpecBu-



50

Tep, My’>K AUBHBII U HEOJHOKPATHO BUAEBIINN OTKPOBEHHS, TOBOPHII
eMy, YTO OH HEKOra ObUl YAOCTOCH TAaKOro BHIEHHS, UMEHHO BO
BpeMsl CIIy>KObI BAPYI YBHIEN, CKOJIBKO TO OBUIO €My BO3MOXKHO,
MHOKECTBO AHTE€JIOB, OJIETHIX B CBETJIBIE OAEKIBI, OKPYKaBIIMX
JKEPTBEHHUK M TOHMKIIMX TJaBaMH, MOJOOHO BOHMHAM, CTOSIIUM B
npucyTcTBHA Haps». (O cesmeHcTBe, VI, 4).

JlaHHas nuTata MO3BOJIET HE TOJIBKO MPOCIEIUTh BaXKHOCTh Te-
MBI aHT'eJIOB UL OOTOCIIOBCKOM TpaauIMK U LIEPKOBHOW MPAKTUKH, HO
U PAaCKpBIBACT CTPEMJICHUE PAHHUX XPUCTHAHCKHX AaBTOPOB, HACTaB-
JsIs1 TIACTBY, IIPU3BIBATh €€ YNOMOOUTHCS KPHUIATHIM BECTHHKAM He-
6ecHoro napcrsa. [Ipu 3TOM HepeAKOo MCHOJIB3YIOTCS MIPSMble COIOC-
TaBJIEHUS C pEATUsIMH 3E€MHOTO HMIIEPAaTOPCKOTO JBOpA, UTO
HPEONPEAEINIO LEJIbIH Psii MKOHOrpaguyecKux OcoOCHHOCTEH H
XYIOKECTBEHHBIX MPUEMOB, XapaKTEePHBIX JIsi BOIUIOIICHUS aHTENb-
CKuX (UTyp B paHHEBU3aHTUHCKOM HCKYCCTBE.

Cy1ecTByomue NaMsITHUKH CBUACTEIBCTBYIOT O TOM, YTO XY-
JIO’)KECTBEHHAsl TPAKTOBKAa M MKOHOTpaduueckue AeTaau odpasa aH-
reJIbCKOM CBUTHI BO MHOTOM 3aBHCENIH OT TOTO, KAKO€ MMEHHO I10-
ClIaHUE BKJIAAbIBAIM PAaHHHE MacTepa B CBOM Mpou3BeneHus. BepHoe
IPOYTEHUE ITUX IOCIAHUHM, KaK U BBUIBICHHUE HUX HCTOPHYECKOTO
KOHTEKCTa, MO3BOJIUT IMPOSICHUTH T€ CIOXHBIE MPOILECCHI, KOTOPHIE
Npeaonpenessiii pacpoCcTpaHeHHe UAeH W 00pa30B, CBA3AHHBIX C
nkoHorpagueil «boromarepr Mexay aHrenraMm» Ha XPUCTHAHCKOM
Bocroxe u 3a ero mpenenamu B nepuoj panaHero CpeHeBEeKOBbSI.
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0115t MATBEEBA
Hebeca u Tkanu: ukoHorpadusi, TuTyprudyeckas
MPAKTUKA, UCTOPHUYECKOE Pa3BUTHE

JULIA MATVEEVA
Heavens and Textiles: Iconography, Liturgical Prac-
tice, and Historical Development

B ucropuu BuzanTuiickoil LlepkBu ecTh mapagoKc: OYEHb TSDKEIbIE U
KpyIHBIC JIATYPTHYECKUE TKaHU (B cpemHeM okoiio 160 X 270 cm),
BBIIIUTBIC CEPEeOpPOM, 30JIOTOM M IIIEITKOM, HA3bIBAIOTCS «BO3IAYX)»
(Mp), a mHOTHA Haxe «oOmako» (VEPEAN). DTH Ha3BaHUS TOBOPAT 00
WX CBS3W C HEOOM M O JIETKOCTH, HO BHJ UX ATOMY MPOTHBOPEYHT.
Kpome TOro, cMMBONWYECKH «BO3IYyX» O3HA4YaeT KaMEHb, KOTOPBIM
ObL1 3aBanieH BxoJ B ['pob ['ocronens. Kak MOTJI0 BO3HHKHYTH Takoe
pasHoTIacue Ha3BaHHs, CHMBOJHMKU U oOpasa? IloHATH 3TO sBICHHE
MOXXHO TOJIbKO KOMIUIEKCHO, OXBAaTHUB pa3Hble CQepbl LEPKOBHOMN
JKU3HU, B KOTOPBIX TKaHHU OBLIM HEOTHEMJIEMOU YacThIO.
MuponoHnMaHHe, B KOTOPOM CKJIaJIbIBaJIOCh OTHOIIIEHUE K ITOMY
TUTy TIEPKOBHBIX TKaHEW, PacKpbhIBaeTCs 4epe3 JTUTepaTypHYIO Tpa-
TUTINIO, TJE KaK B KJIACCHYECKUX aHTHYHBIX TEKCTaX, TaK U B OuOICH-
cKHX He0Oo yrmomoOmseTcss TKaHW IaTpa WIH TKaHH OAEXAbl. Bxon B
Hebeca kak CBSIIEHHOE IPOCTPAHCTBO COOTBETCTBOBAJ BXOXIY BO
Cesatoe CBATBIX W OTHCISUICA 3aBecod. B HOBO3aBeTHOU ucTOpUU
TkaHb Heba u CBaroro CBSTHIX BIEPBEIC CBs3bIBacTCs ¢ Tenom Xpu-
cta kak BxogoM B He6o u Cesaroe Cearsix (EBp. 10:19-20). D10 3Ha-
YeHHe BITOCIEACTBHY Pa3BUBAETCA U MOAepknuBaeTcs oTmamu Llepk-
Bu. Kak B Berxom, Tak u B HoBom 3aBere sBiaecHms bora u Ero
MPHUCYTCTBHE OTMedaroTcs yepe3 oOpa3 Ero Criassl (mexwHa), BUAH-
MoO# kak oOmako. Kak onuH n3 35meMeHTOB HeOecHOH chephl, 3TO 00-
JIAaKO CBSI3BIBAETCS ¢ TKAHBIO MMOKPOBA M HEOSCHOT'O IIATpa.
Uxonoepaghus Bomommana Bce 3TU CIIOBECHbIe 00pasbl. Cpemu
HUX — W300paXeHUS HeOeC W OIHOBPEMEHHO ITOKPHIBAIOIIETO O0JIaKa
B BUJIC TKaHEH POCKOLIHOrO marpa. Takue MOKpOBbI PacloyaratoTcs B
3€HUTE allCu MpSIMO HaJ TeM MecToM, rae pacmnonoxkeH Ilpecron. Ilo-
KPOBHI U3 TKaHEH, MOJJOOHBIE MATPy, 30HTY WM CBUCAIOIINM CBOOOTHO
TIOJIOTHHIIAM, TTOKa3bIBAIOT, YTO MEPCOHAX WIIN COOBITHE CBSIIEHHOU
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WCTOPUU HAXOIATCS MO MOKPOBOM bokeCTBEHHOTO IPUCYTCTBHSA, Oa-
TOCJIOBIISIIOTCS U BOOXHOBILIIOTCS borom. TkaHp kak HeOecHBI WM
00J1auHBIi TOKPOB IIEPEXOIUT B CIOKETHI, CBA3aHHBIE C ABJIEeHHEM bora,
takue, kak Ilomydenue ckpmxaneit 3aBera, [IpeoOpaxenne, Bo3nece-
HHe 1 Xpucroc Bo Cnase. B mocnequux Tpex HeOECHBIH UITH 00IauHBIN
MOKPOB M3 TKAaHH BO MHOTOM (DOpMHpPYET HUKOHOTrpauio MaHAOPJIBL
Hakonern, Bech mHTEphep XpamMa 4acTo 0GOPMILIICS TTOA00HO OTpOM-
HOMY IIAaTpy CKUHHH, TJ€ CIOKETHI paclojiarajich Ha BHITKAHHBIX MO-
JIOTHUILAX, COCIUHEHHBIX MEXAy COOO0I0 LIHYPOBKOH WM CLIMTBIX
JICHTaMH, TIIPH 3TOM OCOOEHHO MOAYEPKUBATIACH TEKCTUIIBHAS COCTaB-
JISIIOIAsl 3TUX COEJMHEHHI: MepelaBauch 30JI0ThIE IIBBI, HATSDKECHHE
TKaHHM, CBSI3aHHOW LIHYpPOBKOM, CBHCAIOIIME BHHU3 ()ECTOHBI, TOZOOHO
TOMY, KaK OHM DPAaCIOJIOKCHBI Ha IEpexojax OT KPBIIM K CTEHaM B
maTpax.

Jlumypauueckasa npakmuxa WUCIONb30BaHUS TKaHEW B JUTYPTUU
BTOpHJIa 00pa3zaM JIUTepaTypbl U UKoHOrpaduu. TkaHH BOLUIM B XpU-
CTHAaHCKHE XpaMbl Kak Obl 1o ymonuaHuto. [IpuHsaThie 3a oOpaser
CIocOoObI OpTaHU3aIlMHU CBSIIEHHOTO MPOCTPAHCTBA BBIACSUIM TKAHA-
MH CaMylO CakpaJbHYIO 4acTb Xpama. B myzelickoil Tpanunun — 3a-
Bechl CBsATOro CBSTHIX; B aHTUYHON — 3aBECHI I1€pe]] N3BECTHEHIIIN-
Mu antapsmu: 3eBca Onumnuiickoro B OnuMnuu U ApTeMUAbI
Odecckoit. TkaHu OBUIM OYEHBb KPYNHBIX Pa3MepOB, IIPH 3TOM MOTIH
MOJHUMATBCA U OIYCKaThCsl, MOJOOHO KopaOeslbHBIM Mapycam. OTH
MOJIOTHHIIA YKpalIaJuch U300paKeHUsIME HeOa U TI0 TPaAULIUK apu-
JHMCh XpamMaM LapsiMd Wid npaButensmu. [Ipomomkennem 3Toil Tpa-
JULHAN B XPUCTUAHCKOM OOpsiAe CTaHOBSITCS 3aBECHI KMBOPUS — Ha-
Beca Hajx mpectosoM. KuBopuil ObIT CHMBOIOM MpPOCIAaBICHHUS U
Heb6a, oH BBLICISN cakpallbHOE IPOCTPAHCTBO, Il coBepiiaeTrcs bo-
JKECTBEHHOE JICHCTBHE, HE MOJBIACTHOE YEIOBEKY, IOITOMY B KyJb-
Type Cpean3eMHOMOPbS OH CTaBHJICS HAJ ajTapeM, Haj rpoOoM, Hal
TPOHOM U HaJ UCTOYHHUKOM. DTH YETHIPEe MECTa yCTAaHOBJIEHUS KUBO-
pHsI CHMBOJIMUECKH COEIMHIIINCH B KHBOPUU HaJ XPUCTUAHCKHUM IIpe-
ctonoM. KuBopuii Mor cTOSTh Ha KOJIOHHAX MM HOABeIIMBaThCs. Ta-
KM€ IIOJBECHbIE KHMBOPUH YacTO COOpPYKaJUChb W3 TKaHeH U
Ha3bIBAINCEH «HeOeca» (Ovpavol). 3aBechl ObLIM HEOTHEMJIEMOH Ya-
CTBIO KHBOPHS, €r0 €CTECTBEHHBIM MPOJODKEHHEM, TPaIULMOHHO
UMeBIIeM Ha cebe o0pasbl, CBA3aHHBIC ¢ HEOOM. DTH TKaHH HMEIH
MHOXECTBO CHHOHHUMOB (710 17), 4TO TOBOPUT 00 WX 3HAYUTEIHHOM
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MecTe B o0uxoe u xxu3Hu llepksu. B xpuctuanckoi tpaguiuu ooHa-
pPYXHBaeTCs HOBOE 3HaueHHe 3aBechl Kak Tema Xpucra — BXxoma B
HebGeca n Cstoe CBATBHIX. DTO MOAYCPKUBAIOCH TEM, YTO 3aBECHI
CKpBIBAJIM Ha BpeMs TauHCTBO EBXapuctuu, HO B TO K€ Bpems ObUTH
MpU3BaHbl «Pa3bsCHUTh HECBEIYIEMY Hapoay» CyTh TaMHCTBA Yepe3
n3o0paxenus. Ha 3aBecax pacKpbIBajlCh TEMBI, CBSI3aHHbIC C TaltHOMN
Tena Xpucra: Bomnomenue, Teno Xpucrta kak Epxapuctus u Teno
Xpucra kak LlepkoBs. [Tocnennss Tema Obla IIMPOKO MPeENCTaBICHA
Ha 3aBecax CB. Copun KoHCTaHTHHOMONLCKOM, mogapeHHbIx HOctu-
HHaHOM Benukum. D10 ObUIM TpU KPYIHBIX IOJIOTHHUILA B LIEHTPE all-
Taps HaJ MPECTOJIOM, BHITIOJHEHHbIE U3 SIPKUX IIEIKOBBIX HUTEH, ce-
peOpa u 3o010Ta. OHM NPEACTABISUINCH 3HAYUMBIM CMBICJIOBBIM,
KOMIIO3UIIMOHHBIM M LIBETOBBIM LEHTPOM AaJTapHOM IEKOpaluu Ha
OTPOMHOM CepeOpsTHOM KUBOPHUH, TOAOOHOM OarrHe.

Hcmopuueckoe usmeHnenus B OTHOIIEHWM 3aBEC HAYAINUCh BO
BpeMsi HKOHOOOpYECTBa, KOT/Ia TKaHH C M300paKEHUSIMH, 3aKPBIBAB-
IIMMH, [0 HOHATHAM MKOHOOOPIIEB, €IMHCTBEHHBIH UCTHHHBIN 00pa3
Xpucra — EBxapucturo, yHHUTOXKanuch. OHAKO HEKOTOPBIE MPOU3-
BEACHUS BCE K€ YIaBaJOCh CIPATaTh U coXpaHuTbh. [Ipu mepBom ke
BOCCTAHOBJICHUM HWKOHOIOYUTaHUA umnepatop Muxaun | Panrase
nmaput 25 nexadps 811 r. B CB. Coduro KoHCTaHTHHOIONBCKYIO 3aBe-
CBl «IpeBHEW pydHOU paboThI, ...yKpalleHHbIE NPEKPACHBIMH CBS-
IIEHHBIME 00pazaMm». BTopas BomHa mxkoHoOopuecTBa ¢ 813 1. cHOBa
IyOUT MHOTHE COXPaHEHHBIE C TPYIOM 3aBeChl ¢ H300pakeHMsiMUA. K
Nepuoy HKOHOOOpYECTBa OTHOCHTCS 3aMEHA B TEKCTaX TEPMUHA «3a-
Beca» (Bcex ee CHHOHMMOB) Ha TEPMHH «BO3IyX». Bo3myxoM Ha3bIBa-
JIach TOHKas Oelas IMoynpo3padHas TKaHb 0e3 00pa3oB, KOTOpas, Be-
POSITHO, MIPH UKOHOOOPYECKOM MPABICHUHN MOTJIA OBITh €IUHCTBEHHO
BO3MOXXHBIM BapuaHTOM 3aBelinBaHui KuBopus. llocie Broporo u
y)K€ OKOHYATEIbHOTO YTBEPXKICHHS HKOHOIIOYUTAHUS IMPOUCXOIMUT
MOCTENEHHOE BO3BpAIIEHNE B XpaMbl 3aBEC C N300paKEHUAMH, U «3a-
Beca, Ha3bIBaeéMasl BO3JyX», IlepecTaeT OTBeYaThb CBOEMY Ha3BaHHUIO,
HO TEPMHUH 3aKpEIUIIeTCs] KaK BOLICAIINA B TeKCThl. [IpakTuka mon-
BEIIMBaHMS 3aBeC ¢ 00pa3aMu Ha KMBOPUH TaKKe HE BOCCTAHABIIMBA-
eTcs MOJTHOCThI0. TKaHu OOJbIle HE OCTABIAIOT BUCETh HAJ MPECTO-
aoM. WX HaumHaoT BeIHOCUTH Ha Benukom Bxozme, nepxars,
3aKpbIBasi KUBOPUIl, KOIZla CBAIIEHHUK BXOAUT mof Hero K [Ipecroimy,
u 3aTeM youpatb. [lepBoe momo0ue MpakTHKK BeIHOCA BO3Iyxa Ha Be-
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koM Bxoge ¢ukcupyercs B IX—X BB. Hanbonee pannee nzobpaxe-
HHE BbIHOCA OOJBLIOrO BO3ayxa oTHocures K XI B. bonee mmpoxkoe
pacmpocTpaHeHre uWKoHoTpadun «Bemwkwmii Bxom» W ymoMuHaHMI
BBIHOCA BO3/yxa nossisercs B XII B.

Deomoyuss aumypeudeckux mrawell CBsi3aHa ¢ TpaHChOpManuei
o0psiaa ¢ 3aBecaMy B 0OpsiA C BEIHOCOM Bo3ayxa. J[o mkoHoOopuecTBa
cB. ['epman KoncrantuHomonsckuii (0k. 730 T.) TONKyeT KHBOPUH Kak
Kosuer 3aBera, I'po6 ['ocriogeHs u mecTo, Te HaXOOUTCS HeOECHBIN
JKepTBeHHUK. 3aBeca — Terno Xpucta kak Bxoxa B He6o u Cesaroe Ces-
TeIX. Ho 3Hauenne Menstercs. Korna CBAIEHHUK BXOIUT MO KHBOPUN-
I'po6, 3a HUM 3aKpbIBaeTCs 3aBeca, KOTOpas O3HAYaeT yke KaMeHb
I'poba. Korna Bockpecaer Xpucroc, aHren OTBajJMBaeT KaMeHb — U
JIbSIKOH TIOJHUMAET PYKOU 3aBECY.

[Mocne wmkoHOOOpYECTBA, KOT/Aa BO3AYX IOCTENICHHO HAYMHAET
pa3BHUBaThCSA KaK TKaHb, BBIHOCHUMas Ha Benukom Bxone, oH mosHo-
CTBbIO IyONMUpYyeT M 3aMeHsIeT 3aBecy, IPUHUMAsA €€ CUMBOJIMYECKOE
3Ha4eHHe, pa3Mepsl, HKoHorpaduio u ¢pyHkuuio. Ha Bpemst akTUBHBIX
M3MEHEHMI ¢ BO3JyXaMH U MOCTENEHHBIN yXOJ Ha BTOPOU MJIaH 3aBEC
MPUXOIUTCS HAa4aJo pa3BUTUS MKOHOcTaca. OyHKIMS KUBOPUS TAKKe
NEepexoauT Ha MKOHOCTac U B ocoOeHHocTu Ha llapckue Bpata, Kyna
MEePEeHOCUTCA M 3aBeca (KarameracMma), yTpaTHBIINas OOJbIIHE TMPO-
rpaMMHbIe H300paskeHHs. MKoHOcTac TONHOCTBIO Oeper Ha cebs
(YHKLUMH, KOTOPbIE HEKOTZa MCIIOJIHSIM MacIuTaOHBbIE 3aBEChl KHBO-
pusi, OH pa3BOpauMBacT M pealu3yeT HX B elle Oomblueil mepe, ¢
OonpLIel TOJTHOTOM U CUIION XYZ0KECTBEHHBIX CPEJCTB U CTAHOBUTCS
HOBBIM CMBICIIOBBIM H XyJI0’KECTBEHHBIM LIEHTPOM XpaMOBOH E€KOpa-
muu. Kak paHee B uKoHOrpaMuecKux Iporpammax 3aBec, TaK 3aTeM
Y B UKOHOCTAace CTaBHUTCA 3ajJaya Moka3aTh BxoJ B He6o, COKpHITh Ha
Bpems Taitapl CB. JlapoB ¥ 0OTHOBpEMEHHO OOBSCHUTH UX HAPOIY Ye-
pe3 Tpu actiekta ocMmbicieHus: Tena Xpucra: Bomnonienue, [lepkoBb
kak Temo Xpucrta u EBxapucturo. C pa3BuTHEM HMKOHOCTACOB KHBO-
PHUH U 3aBECHl yTPAUMBAIOT CBOE 3HAUEHUE, OJJHAKO TpaauLus Hapei nu
JIPYTUX BJIACTUTENEH JAapUTh B 3HAUYHMMBIE U1 HUX XpaMbl OTPOMHBIE
TKaHH, YKpallCHHble M300pa)XEHUSIMUA M3 30JI0TA U IIENIKa, OCTaeTCs
ele J0Jroe BpeMsl, XOTs BIOCIEACTBUH NEPEXOIUT Ha O0IbIINe BO3-
nyxu. Hanbonee npeBHue BO3IyxH OONBIINX pa3MepoB OEpexHO Xpa-
HWINCh U BBIHOCWJINCH Ha 0coObIe Ipa3gHUKHU, 00s3aTenbHo Ha Ilac-
Xy, U3 4ero 3aTeM Ha4MHAeT MOCTENEeHHO MOSABIATHCSI U PACcTH OO
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BBIHOCA IIJIallaHUIIBI 1 €€ ITIOYHUTAaHUC. Camu xe BO34YXHU, BBIHOCUMBIC
Ha KaXJOH JUTYPTUH, IOCTEIICHHO COKPAIIAIOTCs B pa3Mepax M yTpa-
YUBAIOT H300PaKCHHS.

Taxum oOpa3om, TkaHb kak He0o, kak obmako — siBjeHue boxe-
ctBeHHON CnaBbl, kak Teno Xpucra — Bxoxa Bo Csitoe CBATHIX MO-
napuia Llepksu sipkue oOpasbl As MPOMOBEAN, OOraTCTBO HKOHOTPa-
¢bun, pasBUTHE AU UKOHOCTACca U LGNy AUHACTUIO JUTYPIUIECKUX
TKaHEH.

NICOLETTA ISAR
Shaping the Air:
Hierotopy of “the Breezy Time of the Day in Eden”

HUKOJIETTA HICAP
®opmupys Boznyx:
HNeporonus “cBexero Bpemenu aus B Paro”

Air is something happening on a habitual basis. We do not notice it. It is
something established, unmitigated, prevailing. Omnipresent yet invisi-
ble, eventually made visible (perceptible) by the stirring effects. Thus, it
is the place of movement. The place of manifestation. Rather, a me-
dium, a transparent medium like water. But without light, it is not. Air
is, and it is not; it is all or nothing; ordinary and extraordinary.

The story of Adam about the time when he was in the Garden of
Eden, and after he left the garden is such extra-ordinary story about
airy phenomena. Hidden in the ancient knowledge, the story is re-
cently resurfaced in the work of the scholar of the Second Temple
Margret Barker, but also contained in Pseudepigrapha. The story is
important because it helps us learn something of the Edenic universe,
although is not quite sure if we could really grasp the whole mystery.
What was the heavenly density of its fabric, the primordial elements,
among them, air — the breeze, the winds? Speculating if we (the
Moderns) could still get a glimpse of Paradise — Dante’s paradiso —
Erza Pound concludes:
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“we appear to have lost the radiant world where one thought
cuts through another with clear edge, a world of moving en-
ergies mezzo oscuro rade, risplende in se perpetuale effecto,
magnetisms that take form, that are seen, or that border the
visible, the matter of Dante’s paradiso, the glass under water,
the form that seems a form seen in a mirror, these realities
perceptible to senses, interacting, a [ui si tiri [...].”

What the author wants to say is that we lost the capacity of per-
ceiving with our own senses the stuff, materia, out of which Paradise
was made. This world of transparency of glass under water with the
substance of sheer light reflected in the mirror, as described by Dante,
it was then accessible to senses, now is lost. Only poetically could it
be evoked as a diaphanous corporality of the image reflected in the
mirror. But even to such holy men like Paul, argues Ambrose, the ex-
perience of the place of paradise and its nature was a difficult task to
contain in words. Paul “was unable to remember whether he saw it in
the body or out of the body,” he “heard words that he was forbidden to
reveal.” Our task will be even more difficult.

But while Pound’s Modernist perspective laments the fall of our
sensorial capacity to grasp the wonder, the contemporary Byzantine
scholar should still endeavor to decipher something of the elemental
of Eden, of its air, the bio, the breath that is so vital for us. This pa-
per will attempt to retrieve something of this unimaginable reality
from Biblical texts, and Byzantine sources, from ancient poetry, es-
pecially of Ephraim the Syrian, and captured in images (the cycle of
Creation). Two question will prevail and delimit this vast field of
investigation. First, what was the nature of air, the wind, the breeze
stirred around by the “steps” of God in Paradise sensed by Adam
while he was still around, and communed with God in Eden? What
could a contemporary scholar employ as a reliable instrument of
work to make eventually the mystery say-able. This is to say, what is
the logos that could articulate in discourse the primordial universe,
particularly the paradisiac air, and its relation with the rest of the
primordial elements? The second question will dwell on the lamenta-
tion of Adam, his memory of Paradise, the recollection of air, and
how the senses sanctified could help him overcome the post-
lapsarian adamic agony.
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Airy phenomena, as they come out from Biblical texts, are mani-
fest as sheer luminosity or blaze, as fire, and breeze, as a remembered
fragrance, or the sound of the divine presence, like the voice of God
heard by Adam and Eve in the Garden of Eden. Adam himself is said
to have remembered it while he was still communing with God in
Paradise. Genesis 3:8 is one of the most interesting examples of airy
phenomenon in the Bible. Following the disobedience of Adam and
Eve, the voice from heavens was employed as a vehicle which deliv-
ered news of divine judgment: “They heard the voice/sound of the
Lord God walking in the garden at the breezy time of the day” (Gene-
sis 3:8). The interpretation of this Biblical line will generate an incit-
ing and passionate investigation. We know air by means of sound,
which reveals the singular mode in which air and sound are inter-
twined, the voice of God (bal kol) becomes a vehicle, a stirring, trans-
formative agent in the constitution of the space — the space of opera-
tion and manifestation — the “primal theophany.” This hierotopic airy
phenomenon under the guise of “the voice of the Lord” which first
appears in the Genesis 3:8 gives shape to air, and spatial substance to
a sounding petrifying vision, a theo-phony that changed forever man-
kind’s destiny. The memory of the brightness of paradise, its luster,
the bright nature they lost, and the acoustic presence of the Lord will
be for Adam, in the days to come, both agonizing and redemptive.
This is recorded in “The First Book of Adam and Eve” of Pseudepi-
grapha, after they were cast out from the garden, and placed in the
darkness of the Cave of treasures:

He (Adam) then said to her (Eve), “Remember the bright
nature in which we lived, when we lived in the garden!

O Eve! Remember the glory that rested on us in the gar-
den. O Eve! Remember the trees that overshadowed us in the
garden while we moved among them.

O Eve! Remember that while we were in the garden, we
knew neither night nor day. Think of the Tree of Life, from
below which flowed the water, and that shed lustre over us!

Remember, O Eve, the garden land, and the brightness
thereof!

Think, oh think of that garden in which was no darkness,
while we lived in it.”
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God made Adam live in the western border of the garden, because
on that side the earth was very broad. He commanded him to live there
in a cave in a rock — the Cave of Treasures below the garden. God
did not put Adam to the southern side of the garden because, when the
wind blew from the north, it would bring him, on that southern side,
the delicious smell of the trees of the garden. This was so that he
would not be able, and he should not be able, to smell the sweet smell
of those trees, forget his transgression, and find consolation for what
he had done by taking delight in the smell of the trees and yet not be
cleansed from his transgression.

But when he was expelled out from Paradise, while he was still in
the garden, Adam took with him the paradisiac aromatics. He took
with him gold, frankincense and myrrh to remind him of the garden,
and these were buried with him (Testament of Adam 3.6). The Testa-
ment of Adam was a Christian (Syriac) text compiled by the mid third
century, including pre Christian elements. The Book of Adam and Eve
records the story of the three archangels sent to Eden to bring the gifts
for Adam. Michael brought the gold, Gabriel the incense, and Raphael
the myrrh, setting up a typology followed in the story of the Three
Magi coming to bring their offerings to the new Adam, Christ, at His
birth. The three gifts brought to Christ, gold, frankincense and myrrh,
were also, argues Barker, the three symbols of worship in the original
temple. Thus, gold was the material of which the vessels and furnish-
ings of the temple were made, and the two perfumes, frankincense and
myrrh, were the most important aromatics used in the holy of holies.
There was also a special blended incense — the incense of spices —
based on frankincense, and the special blended anointing oil mainly
perfumed with myrrh. Adam took these gifts from Eden and hid them
in a cave known as The Cave of Treasures. This is recorded in The
Book of the Cave of Treasures, which gives also the location of the
cave, down the mountain of the Paradise. There, Adam has conse-
crated a house of prayer inside the cave. Adam asked to take with him
the seeds of incense shrubs so that he could make an offering to God,
so his prayers would be heard by God. The perfume remembered him
the presence of God, it was the presence of God.

The Jewish tradition has it that the original temple itself repre-
sented the Garden of Eden, and as Barker argues, the lost Garden of
Eden was remembered as the original temple, which has been de-
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stroyed at the end of the sixth century BC. The story of the temple
perfumes is linked to memories of the lost temple and the lost Garden
of Eden. Gold, frankincense and myrrh were the symbols of Eden and
the temple. The perfumes conveyed the memory of a lost temple.
They reminded Adam a time when he was dressed in the garments of
glory, not the skin of the mortal body; when he lived in Eden and he
could hear the “breezy air” of God walking in the garden (Genesis
3:8) and the song of the seraphim ‘Holy Holy Holy’ (Testament of
Adam 1.4). But now, all he could do was to burn incense and recall the
presence of the Lord, the memory of the lost grace. The dense smoke
of the perfume of the sacred oil shaped the air, but the oil itself was no
longer available. Of this fragrance that saturated the air in Paradise,
filling it with the divine presence, Ephraim the Syrian, the blessed
poet, wrote in-spired poetical lines. This was the Fragrance of Life —
the true Fountain of Life.

MaxiMos CONSTAS
St Paul’s Ascent to Heaven in the Byzantine Tradition

Makcumoc KoHcrAC
Bosxoxnenue Ha HeOo ¢B. [1aBiia B BU3aHTUICKOH
TpaJuIun

St Paul’s visionary experiences and in particular his ascent or ‘rapture’
(&pmayn) into the third heaven have long troubled modern scholars for
whom the familiar Paul is transformed into a believer in celestial
wanderings. Accounts of ‘visions and revelations’ (2 Cor 12:1), and of
journeys to ‘heaven’ and ‘paradise’ (2 Cor 12:2, 4), make Paul seem
more like a medieval Byzantine saint than a modern Protestant pastor,
and argue for an image of the apostle as a man of ‘mystical’ experi-
ences in a way that scholars have found difficult to conceptualize.
However, Paul’s letters, as well as the descriptions of Paul’s life and
work in the book of Acts, provide ample evidence of visionary experi-
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ences, divine revelations, and transformative states of ecstasy and
mystical transport.

This paper studies Paul’s ascent or ‘rapture’ into the ‘third
heaven’ (described in 2 Cor 12:1-5) in the Byzantine theological tra-
dition. Paul’s account is the only firsthand description of an ascent to
heaven to have survived from the first century. It is tantalizingly
brief — around fifty words — little more than an elliptical digression
about ‘visions and revelations’ embedded in a larger argument. In the
tradition of ironic boasting, Paul writes of ‘a certain man’ who was
‘caught up’ into the ‘third heaven,” though he afterwards states that
this man was caught up into ‘paradise,” where he heard ‘certain inef-
fable words that cannot be spoken.’

Byzantine readers were consequently left to wonder about the
precise relation of the ‘third heaven’ to ‘paradise.” Some readers un-
derstood these to be different names for one and the same location,
while others believed Paul was speaking of a two-stage ascent, or
perhaps of two separate ascents that took place at different times.
Further ambiguity arose over whether or not this was a bodily or
spiritual experience, since Paul claimed not to know if the ascent to
heaven took place ‘in the body’ or ‘out of the body.” Not least, Paul
said nothing about the content, meaning, or purpose of the revelation
he received, or why the words that he heard could not be communi-
cated to others.

Despite these ambiguities — or perhaps because of them —
Paul’s ascent into heaven attracted considerable interest throughout
the patristic and later Byzantine periods. On the whole, Byzantine
exegetes, theologians, and spiritual writers accepted the account as
entirely fitting and natural, recognizing in Paul’s rapture a paradigm
for their own spiritual experiences, a connection authorized by the in-
fluential Life of Antony. The connection itself, however, is much older,
and appears already in highly developed form in Origen’s Commen-
tary on the Song of Songs, which conflates the connubial ‘inner cham-
ber’ of the Song with the ‘place’ of apostle’s ‘third heaven.” Origen’s
Commentary survived only in a Latin translation, though the passage
linking Paul’s ecstasy with Christian mystical experience was pre-
served in Greek in the Catena on the Song of Songs compiled by Pro-
kopios of Gaza, and thus remained available to Greek readers through
the end of the Byzantine period and beyond.
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From at least the third century, then, Greek theological and spiri-
tual writers interpreted Paul’s ascent to heaven as an expression of the
highest form of mystical experience. Undoubtedly the most elaborate
example of such an interpretation is found in Maximos the Confessor,
Ambiguum 20, which this paper will consider in detail. Maximos in-
terprets the event in the framework of his theology of divinization,
which requires the recipient, after the manner of Paul, to enter a state
of ecstasy. The Confessor speculates as to the meaning of Paul’s
equivocation about being in the body or not, for which he offers a
novel solution. He further argues that the words Paul heard in paradise
cannot be repeated, for having been ‘sounded’ in a realm beyond both
aisthesis and noesis, they can neither be grasped by thought, nor ex-
pressed through speech, nor apprehended by ordinary human hearing.

This paper also considers Michael Psellos’s treatise on 2 Cor
12:2-4, an important exegetical and theological work that has been
largely overlooked by commentators. Psellos explores the geography
of the sensible and heavenly words, and speculates on the possibility
of human passage to a place beyond body and mind. He contrasts the
‘earthly paradise,” which is a relatively more sensory plane of exis-
tence, with the more intelligible celestial realms that exist beyond it.
Psellos describes Paul’s movement through these levels using a range
of metaphors, including an analogy drawn from music, so that the as-
cending and descending mind moves from one register to another
through a sequence of key changes and chromatic modulations.

Late Byzantine authors are also discussed, chiefly Gregory Pala-
mas. Palamas’s understanding of Paul’s rapture falls squarely within
the patristic tradition of interpretation, being primarily indebted to
Dionysios the Areopagite and Maximos the Confessor. Throughout
the Triads, Palamas cites Paul’s account extensively, and suggests that
the apostle’s celebrated vision of light on the road to Damascus, and
his being ‘caught up’ into the third heaven, are one and the same
event. In addition, Palamas supplies a missing piece of the puzzle
about whether Paul was ‘in the body or outside of it.” Building on in-
sights in Maximos the Confessor, Palamas argues that the ecstasy of
divinization requires a cessation of sensation and thought. In the ec-
static displacement of the self, the apostle is overtaken by the divine
actor, who becomes his center, as well as the center of his sensory and
intellective activities.
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This paper surveys a range of Byzantine exegetical, theological,
and spiritual interpretations of 2 Corinthians 12:1-5. The authors and
texts under consideration delineate a cartography of the celestial
world, including the location and nature of the earthly paradise; the
number and nature of a series of interconnected heavenly spheres; and
the possibility for embodied human beings to pass into such places
and return from them, becoming visionary heralds of a new reality.

PAROMA CHATTERJEE
The Miracle at the Blachernai and the Aer:
A Liturgical Framework

I14POMA YATTEPIDKH
Yyno Bo Brnaxepnax u «Bo3gyx»:
JUTYPTrUYECKUN KOHTEKCT

This paper situates the so-called “usual miracle”/ “Friday miracle”, or
the miracle at the Blachernai church (c. 11" century CE), in the con-
text of the Byzantine liturgy. The miracle, which occurred on a fairly
consistent basis on Friday evenings (with some exceptions), consisted
of the raising of a veil covering an icon of the Theotokos and her son.
The veil remained raised until the following day when it fell of its
own accord, thus signaling the end of the event. Evidently a throng of
people — Constantinopolitans and tourists, emperors and common-
ers — witnessed it at different moments. However, there exists only
one Greek account of the miracle, which was scripted by the prodi-
gious polymath, Michael Psellos, at the order of the reigning emperor
Michael VII Doukas. Psellos wrote his discourse not to commemorate
the usual miracle per se, but on the particular occasion that the Bla-
chernai icon adjudicated over a court case regarding a disputed prop-
erty between a general and a group of monks. Nonetheless, Psellos’
remarks on the usual occurrence (as opposed to the specific occur-
rences pertaining to the case) are illustrative of the broader resonance
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of the relationship of the icon to its veil, and the transformation of
matter into spirit.

This paper argues that Psellos’ account and interpretation of the
usual miracle plays, in part, on the resemblance of the Blachernai
icon’s veil to the aer, or liturgical cloth, customarily used to cover the
bread and wine on the altar. Psellos remarks that the raising of the veil
was accomplished “as if some breath of air gently moved it. What
happens is unbelievable... and an overt descent of the Holy Spirit. The
form of the handmaiden of the Lord changes simultaneously with
what is accomplished, as it receives her animate visitation, thereby
visibly signaling the invisible.” This is the only written account in
which the “form” of the Theotokos is said to change along with,
and/or as a consequence of, the movement of the veil. Scholars have
situated this remark in the Neoplatonic context informing some of
Psellos’ oeuvre. But might there be yet another dimension to it, one
that draws on the liturgical framework which would have been rather
more accessible and familiar to a general public? Alexei Lidov’s
scholarship on that other spectacular event — the Tuesday miracle —
furnishes an excellent model for contemplating this issue. Lidov ar-
gues convincingly that the Tuesday miracle (in which an icon of the
Hodegetria miraculously moved about its human bearer and, at one
point, even whirled about in the air) was a liturgical re-enactment of
the events of the Avar siege of 626 CE when an icon the Theotokos
was believed to have been carried around the walls of Constantinople
in a successful bid to ward off the enemy.

In a similar mode, I contend that the Friday miracle at the Bla-
chernai church alluded, in part, to the key liturgical acts of the con-
cealment and subsequent revelation of the eucharistic gifts and the
concomitant meanings associated with those acts. These were not
simply a matter of hiding and then showing the bread and wine; they
also entailed the evocation of a suite of allegorical images intended to
recall the historical life of Christ. In the eleventh century Nicholas,
bishop of Andida, remarks in a well-known passage that the closing of
the sanctuary doors, the drawing of the curtain, and the placing of the
aer over the gifts on the altar signify the night on which Jesus was be-
trayed and his trial; the removal of the aer, drawing back of the curtain
and opening of the doors signify the morning on which he was led
away and handed over to Pilate. Thus, the act of concealing and re-
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vealing the sanctuary space and the gifts by means of the curtains,
doors, and the aer conjure critical moments in the Christian narrative.
But even more significantly, Nicholas of Andida defines the anaphora
as “looking to the prototypes of the mysteries being performed.”
Nicholas thus points his audience not merely to the technical sense of
anaphora as the sacrificial offerings, but also to what it represents: the
God-man’s suffering and resurrection. The idea is that every act per-
formed by the priests at the altar is analogous to, and representative of,
a specific moment/s in the life of Christ.

Drawing on the liturgical framework delineated above, my paper
proposes that the Blachernai miracle was suggestive of a similar sort
of visual analogy. The veil that first covered and later uncovered the
icon referred, in the simplest terms, to the real presence of the deity
activated in the image, just as presence was believed to infuse the Eu-
charistic gifts. In more complex terms, the miracle could refer to a
range of moments in Christ’s historical life encompassed berween the
acts of the raising and the falling of the veil which, in turn also ef-
fected the interaction of the beholders and the icon at hand. In Psellos’
formulation, it is only after the veil is raised that the crowd enters into
a closer relationship with the Theotokos who seems to embrace the
onlookers to her very chest (much as she does her son). I suggest that
just as the subject of the Eucharist generated critical questions regard-
ing the real presence of, and proximity with, the deity, so too does the
Blachernai miracle raise similar issues with the key difference that
these cluster around an icon. The event is thus reflective of an ongoing
debate in certain circles regarding the powers and limits of holy im-
ages (as opposed to relics and/or the eucharist) in invoking and con-
taining sacred presence which continued to animate Byzantium even
in the post-Iconoclastic era.
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FREDERICK LAURITZEN
Heavenly Troy in Constantinople.
Psellos on the hierotopy of Homer’s Iliad 4.1-4

DPENIEPHUK JIOPULIEH
HebGecnas Tpos B KoncrantuHomosie.
[Tcemn 06 neporonmu Mnnaner 'omepa (4.1-4)

In eleventh century Constantinople, one finds the hierotopy of Troy
described in Psellos’ Philosophica Minora 1.42 Duffy." The essay is
focused on the interpretation of Homer’s Iliad 4.1-4, where the Gods
are holding a banquet:

Oi 0¢ Bcol wap Znvi kabnuevor 1yopowvo
XPVOEQ 8V damEd@, ueta 0¢ oplol motvia. "Hn
VEKTOP E01VOYOEL" TOL 08 YPVOEOLS OETAEDTL
oetogyar’ aAnlovg, Tpwwv ol sicopowvreg:
(Homer, Iliad 4.1-4 West)

The gods sat and spoke beside Zeus,

In the golden hall. Among them mistress Hebe
Poured the nectar. They greeted each other

With golden goblets, looking at the city of the Trojans.

Michael Psellos (1018—1081) points out that he is transposing the
meaning of these lines towards the truth (adwy 700 wevdovg mpog
dinBeiav petomoinois 1.42.138). He is not undertaking a literary alle-
gory, but indicating the truth of the relations between the elements
described in the text. It is a sort of intellectual hierotopy in which the
relation of each individual needs to be considered within the context
of the narrative. He thus indicates that Troy has a cosmic nature
(Tpoia yop dreyvids 1 koouikn oty katdoraois wépvke 1.42.126—127).

The argument begins by claiming that the etymology of the word
Zeus is ‘life’ (wij, based on Plato’s Cratylus 396ab.” Therefore, it is

' Duffyy J. Michael Psellus Philosophica Minora I. Leipzig, 1992.

2 ovuPaiver obv 6pldsg (b) dvoudlestor obrog 6 Beog ivar, 61” bv (ijv del miot Toig
(o vrdpyer digilnmrar ¢ diya, domep Aéyw, Ev 6v 10 dvoua, @ “An’” koi 1@
“Znvi.” (P1.Crat. 396a8-b3 Burnet in J. Burnet, Platonis opera 1,0xford 1900).
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life which presides the gathering. Moreover, Psellos quotes the Gospel
of John 14:6 where Jesus defines himself as life." Psellos claims that if
Zeus is life and if life is Jesus then those around Zeus are the same as
those around God. The Gods around Zeus are the angelic host. The
banquet described in Homer’s Iliad describes the relations between
metaphysical entities. Psellos’ concern in this essay is to define the
participants of the divine banquet as angels (1.42.48-65). He then
identifies the goddess Hebe, who is pouring nectar to the gods, with 1)
the unity and distinction of the Trinity 2) providence 3) judgement.
(1.42.82-110).

The final section (123-137) deals with Homer /liad 4.4 where
these divine beings are looking at the city of Troy (Tpowv moliv
eioopowvteg). Psellos draws the consequences of such arguments and
indicates that the city of Troy and specifically the narrative of the
Homeric epics describe the dynamics between people within earthly
life, since ‘we are not pure intellects’ (00 ydp éouev drpifng vovg
1.42.117). The enemies outside Troy are construed as demons (oi
mwoAéuior Huiv doiuoveg 1.42.136). Even Helen and Hector are inter-
preted according to their relation to the War of Troy as a hierotopy of
the universe.

Thus, Psellos in this essay defines three levels of reality described
by Homer in the Iliad: 1) the divine 2) the angels 3) world. The divine
is represented by Zeus, the angels appear as gods at the banquet and
Troy is the world where the demons are the enemies. Psellos indicates
the war of Troy as described in Homer’s Iliad 4.1-4 as the relation be-
tween different metaphysical and physical entities: it is a heavenly
hierotopy above the plain of Troy.

1 Deyer avtw o 1c Eyw eyu i odoc kai i ainbeio kai n {wn 00eIs EpYETE TPOS TOV TP EL
un o1 guov (John 14:6 Alexandrinus).
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1vAN FOLETTI, ADRIEN PALLADINO
The Upper Waters in Christian Cosmology,

Between Historiography and Materiality
(Tribute to Andrej N. Grabar)

HUBAH DOJIETTH, AJPHAH ITAJITTAJHHO
Bepxuue Boapl B XprCTHAHCKONW KOCMOJIOTHH,
MEXy UcToprorpadpuei
Y MaTe€pUaJIbHBIMUA CBUAECTEIILCTBAMU
(ITocesamaercst Aunpero H. I'pabapy)

In 1957, André Grabar dedicated a seminal paper (La mer céleste dans
l’iconographie carolingienne et romane) to mosaic decorations in the
early Middle Ages, from Santa Costanza (4™ century) to Santa Maria
Maggiore (13" century), through manuscript illumination. In the ana-
lyzed mosaic decorations are represented, in the lower part, large bod-
ies of water. The latter are full of life: small fish, birds, fishermen, are
represented in these waters. As Grabar noted, this apparently very pa-
gan iconographies, reminding Roman nymphea, are often present un-
der theophanic images or below representations of the Heavenly
spheres. Grabar concluded from these remarks that while being so full
of antique memory, the function of the lower waters was to represent a
physical and metaphorical division between the human world and the
divine sphere. This concept was a widespread belief in Christian cos-
mology.

Starting from this paper, we would like to investigate on the one
hand the methodology of Grabar and the reason why, at that very
point of his biography, he dedicated his research to this topic. On the
other hand, we intend to propose a more complex reflation about vis-
ual, physical, and performative barriers created in order to permit the
access to the Heavenly vision within the sacred space of hierotopy of
Late Antiquity. As we will try to demonstrate, Grabar’s proposition
has indeed to be enlarged in a more complex scheme. The final step of
our paper will then be to understand the part of the historicity in
elaborating intellectual and art historical patterns.
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MARINA VICELJA-MATIJASIC
Imagining Heaven in Medieval Istria

MAapPuHA BUCEIA-MATBALLINY
O6pa3bl Hebec B cpenneBekoBoit Mctpuu

In medieval times, reconstructing idea of heaven mediated through
images, was connected with the notion of heaven which needed to be
continually present visualized most often allegorically as a contrast to
the earthly sphere. It was connected with the capacity of man to con-
struct meta-space, divine reality and the place of the afterlife, which
stands outside of the normal categories of “space” but, in the same
time it was represented through visions of space and was related to
time, both linear time on earth and more important, eschatological
time of eternal life. This was central to the medieval imagination since
fulfillment of heaven (or torments in hell) was expected to last for
eternity. Theological concepts referring to various aspects of ‘heaven’,
but also literary and popular interpretations as well as vernacular tradi-
tion were represented using iconographic models and narratives, rang-
ing from the depiction of fundamental Biblical texts such as Genesis
or Revelation, to the complex programs of speculum. These models
were used in a way to respond to the needs of a particular audience
and, therefore, it is important to underline that heaven was not per-
ceived as an imposing and immovable entity, but rather a variously
understood and depicted zone of infinite space “existing” above the
earthly sphere of human life. In this paper, I’d like to discuss how
these visions of heaven were constructed and how they operated
within historical, religious and cultural context of Istria and northern
Adriatic in middle ages. This research is more specifically focused on
the corpus of wall paintings in Istrian churches. Therefore, medieval
aesthetics as an important framework for the specific creations of
heaven will be discussed as well.

A well preserved corpus of wall paintings in the churches of Istria
presents a valuable source for studying the medieval concept of
heaven. The paintings constitute integral part of decorative programs
of churches mostly in small, provincial towns in the hinterland of pen-
insula, oriented towards small communities of prevalently local petty
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nobility, landed gentry and their tenants and peasants. Exceptions are
churches in bigger towns that have preserved medieval wall decora-
tion such as Pazin and Labin. The wall paintings can be dated in the
period between the mid-14"™ and the end of the 15™ century and the
masters who executed them were under the influences of the north
Italian and German lands, the International Gothic style as well as the
Early Netherlandish art through the sketchbooks many of the wall
painters used. Most of the preserved paintings cover the church walls,
and some are preserved on the ceilings of both naves and sanctuaries.
We can discern three major topics that relate to the representation of
heaven: Biblical heaven (Genesis and Revelation), eschatological
heaven (the space of the afterlife) and the “scientific” heaven (Cos-
mos, the sky). In all three cases heaven is perceived not as a notional
reality but as physical place above the earthly zone. However, the
placement of the images is not necessarily connected to this up-down
paradigm. The allegorical representations of eschatological heaven are
usually located on the western wall, topographically centered within
the images of Final Judgment and in comparison with the depictions
of hell and the tormented. It is interesting to observe the ways the im-
mortal souls, the spiritual bodies of the blessed are depicted following
St. Paul’s views in comparison to St. John’s vision. It is especially
observed in the decorative programs of Hrastovlje, Beram and Vizi-
nada. In the parish church of Pazin, in the vault of gothic sanctuary,
the Biblical heaven (Genesis and the Battle of Angels) is envisaged.
This cycle represents a high quality production, both in skill (adjusting
compositions to the demanding format of surfaces) and in iconogra-
phy. The frescoes are the product of an itinerant artist, engaged by the
local nobility Devin/Walsee or the members of the Duchy of Austria
in the second half of the 15™ century, according to the coats-of arms
on the ceiling. There are several theses explaining and defining the
frescoes in relation to the workshop in Pazin or the masters such as
Jakob Sunter or Leonard of Brixen. The iconographic program is
based on the Netherlandish Biblia pauperum blockbook but with some
original inputs. Although the sequence of events and the general lay-
out and composition do not follow the strict rules, it is evident that the
commissioner(s) was highly educated and that the message is visual-
ized for an audience that outpace the common boundaries of Istrian
upholders communities. The most complete cycle of Genesis that in-
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cludes 13 scenes, is represented on the ceiling of the church in
Hrastovlje. The iconography of the frescoes is based on both Biblia
pauperum and Speculum humanae salvationis.

Representations of heaven as physical existence, as a “body” cre-
ated by God were just a few and they refer to the linear time on earth,
in the scenes of calendar. The exception are the newly discovered
frescoes on the ceiling in the chapel of the ex-Augustian convent in
Rijeka, dated to the second half of the 15™ century, preserved in frag-
ments that depict Sun and Moon with the four elements personified by
four humans riding four different animals.

Images of heaven are thus shaped by general notions of paradise
(based on common models and iconographic types) and by individual
expectations and projections of earthly wishes which mirror the cul-
tural milieu and customs. Therefore, in the fresco opus of the Istrian
churches we do not find elements of more “intellectual” pursuit to-
wards the thoughts of heaven, such as the images of heaven as Heav-
enly Jerusalem or scenes of courtly love (according to St. Augustine)
with the few exception in Hrastovlje and Pazin, especially in the scene
of the Genesis where God appears with the royal crown.

Images of heaven in Istria hold specific didactic function but also
the aesthetic one, since by looking at the heavenly scenes beholders
should be overwhelmed by the beauty (understood as the grace, gen-
erosity and justness of the life in the place designed by God ) and the
prospects of the heavenly life.
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U E. IIyTaTuH
KocMmuueckne cuMBOJIBI B UICKYCCTBE BU3AHTHMCKOTO
MUpa: K BOIPOoCy 00 MHTEPIPETAINHA 300MOPPHBIX
M300paXKEHUM B IPEBHEPYCCKOM U IPY3UHCKOM
CPEHEBEKOBOM HCKYCCTBE

ILYA PUTIATIN
The Cosmological Symbols in the Byzantine World:
A Re-interpretation of Zoomorphic Images
in Russian Medieval and Georgian Art

3Be34aM CIly’Kalllie 3Be37010 yuaxycs
Tebe xnansatucs, Comuiy IpaBmsr. ..
Tponape Posicoecmay Xpucmogy

B mamrem wccnemoBaHMM pedb HMOWAET 00 0COOOM BHIIE OpHAaMEHTA,
MPEEeMCTBEHHOTO B UCKYCCTBE BH3aHTUHCKOTO MUpa OT aHTUYHOCTH: 00
N300paKEHUAX KUBOTHBIX M NTHUI WIM TPYHIN XHUBOTHBIX. JTa Tema
XOPOILIO U3BECTHA: TaKHE U300Pa’KeHUSI MOTJIN OBbITH CBSI3aHBI B JIMHEH-
HBIE KOMITO3UIINH, KaK B BUJIE OTHCIBHBIX QHUTYp, TaK U B GOpMe TIeTo-
YeK MeJaTbOHOB WM (4TO HanboJiee pacrpocTpaHeHO) B BUAE (GUTYPOK
3Bepeil M NTHLl, BOMCAHHBIX B 3aBUTKU aKAHTOBBIX JIUCTHEB M JIPYTHX
THPJIHA THNa MeaHzapa. 300MOp(HBIE MOTHBBI ObUTH TpPEACTaBICHBI
TaKke B BHAE TaK Ha3bIBAEMBIX TepajbJUYeCKUX (aHTUTETUUYECKHX)
KOMITO3UIMH, B KOTOPBIX KMBOTHBIE H300pa’KaliiCh CUMMETPUYHO IO
IIBa, oOpaleHHsIMA APYT K ApyTy (Hampumep Ha ¢acamgax Manoit Mu-
Tpomonnu B AQrHaX WM B MO3anKkax moja cobopa CB. Mapka B Bene-
1K). DT KOMIIO3ULUH, B (OPMAILHOM OTHOILLECHUH, TOKE 4acTO OKa-
3bIBAIOTCA OpPHAMCHTAJIbHBIMU. TpeTHil BHUI «3BEPUHBIX» (uUryp,
HanOoJiee H3BECTHBIN BBHUILY PACHPOCTPAHEHHOCTH BO MHOTHX JIPEBHHUX
KyJIbTypax, — 3TO TPYMIIbl OOPIOIINXCS )KUBOTHBIX. B Kiaccnieckom
BUJIC OH TAKKE CJIOKHJICA el B aHTHYHOCTH (HapUMep 3HAMEHHTHIC
MIPOU3BEIEHHSI TPEKO-CKU(CKOT0 30J10Ta).

B Bu3aHTHICKOM HCKYCCTBE, KaK U3BECTHO, TAKHE OPHAMEHTAIIb-
HBbIE M300pa)KeHHs KUBOTHBIX OBUIM LIIMPOKO PacIpOCTPaHEHBI B MO-
3apKax Ioisa, penbedax CTeH U alTapHBIX Mperpai; B JEKOPATUBHO-
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MPUKJIAJHOM MCKYCCTBE: Ha COCyJaxX, Ha TKaHAX (B TOM 4YHCIE Ha
ollexJie), a Takke Ha HaaArpobwusx. Kpome Toro, oHHM MOSBISIINCH Ha
mpeaMeTax MeOend, Ha Jlaplax W B KHIDKHOW MHHHUATIOpe (Iaxe Ha
cTpanunax EBanremnwii).

B reorpaguueckoM OTHOLICHWH 3TH U300pa)KeHUS] U3BECTHBHI 110
BCEMY BH3aHTHUHCKOMY MHpPY, BIUIOTH A0 (acagoB BIaIUMHUPO-CY3-
nanbekux xpamoB XII-XIII Bekos.

Cronp MMPOKOE PacHpOCTPaHEHUE 3TUX MOTHBOB B IPOCTPAHCTBE
Y BO BPEMEHH 3aCTaBIISIET 3a{yMaThCs O MPUYMHAX WX IOIMYJIIPHOCTH B
BHU3aHTHHCKOM MHpe (CErOmHS y>Ke Henb3s BCEphbe3 paccMaTphBaTh
BEPCUIO0 O TafHOM S3bIYECTBE BJIAIUMHPO-CY3JaILCKHUX MacTepoB), a
TaKke O CMBICTAaX 3TUX HM300paKeHHi, KOTOpbIE W OBUIM WMCTUHHOU
MPUYMHOW WX PaclpoCTpaHEHHOCTH. |'eoMeTpudeckoe IOCTPOSHHE
300MOP(HHBIX KOMIO3UIIMH B BHUJIE [ETIOYEK WM 3aBUTKOB HABOJMT Ha
pa3MBIIUICHUST 00 M300paKeHUH TEUCHHS BPEMEHH, YTO CETOIHS YXKe
JIOCTATOYHO XOPOIIO Pa3pabOTaHO IS aHTHYHOTO (MEaHIpHI, THPIISTH-
II) U CKHQCKOro (CIieHBI OOpHOBI KMBOTHBIX) HCKyccTBa. Hadathb
MEXIUCIUIUIMHAPHBIE MCCIEOBAaHMUS CBSI3ei KOHIIETITYalbHON S3BIKO-
BOi MeTaophl BpeMEHH W BH3YAIBHBIX MeTa(popuiecKknx n3o0paxe-
HUI BpeMEHH B HCKyCCTBE (B TOM YHCIIE — C MPHBICYECHHEM TIpede-
CKUX M BU3aHTHICKHMX MaTepuanoB). Hanbomee moiHbIM COBpEMEHHBIM
UccJe0OBaHuEeM B 00JIacTH M300paKeHUs] BpEMEHH B BU3AHTUIICKOM (1
BOOOIIE XPUCTHAHCKOM) UCKYCCTBE sIBIIsieTcs n3ganHas B 1984 r. B [la-
pwxe MoHorpadust JXKana Pumie, kotopast Bce enié octaeTcsi OYTH He-
M3BECTHOM PYCCKOMY YHMTATENIO (HaM yJajoch OITyOJIMKOBATh BBEICHNE
U [Be TaBbl B )KypHane «lckyccrBozHanue» Ne 3—4 3a 2007 1.).

CHUMBOJMYECKUH SI3BIK M300pakKeHHUS BPEMEHH B PaHHEXPHUCTH-
AHCKOM M CpEJHEBEKOBOM I[EPKOBHOM HCKYCCTBE (B TOM 4YHCIIe — B
TPY3UMHCKOM W JPEBHEPYCCKOM) BCE €Ille OCTAeTCs MaOTMOHSTHBIM
COBPEMEHHOMY 3pHUTENI0, TOTJa KaKk €ro M3y4eHrne W pacmugpoBKa
MOMO’KET HaM He TOJIBKO IOJHee M MpaBWIbHEE MHTEPIPETUPOBATH
NaMSTHUKH JAPEBHETO LEPKOBHOTO HCKYCCTBa C 300MOPQHBIMHU CIO-
JKETaMHU, HO M OTKPOET IyTH K NMPUMEHEHHWI0 TaKUX H300pakeHHU
CeroJHs MPH CO3TAHUH HOBBIX XPAaMOB M BOCCTAaHOBIJICHUU JPEBHHUX.
CuMBonHYecKHe H300paKEHHUsI KalleHAapHO-BPEMEHHBIX CHCTEM,
HaMpsMYyI0 CBSI3aHHBIE C TOJOBBIM KPYroM OOTOCTY)KEHWH, OBLTH
CpPeICTBOM TIIyOOKOTO M Pa3sHOCTOPOHHEr0 XyJ0XKECTBEHHOTO OC-
MBICJIEHHA KaK MHpa HEeOeCcHOro M BEYHOrO TeX dYacTed Xpama U
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MpeIMETOB YTBapH, I'/le HEBO3MOXKHO OBIJIO TTOMECTUTh HCTOpHYE-
ckue (aHTpormoMOp(hHEIE) CBSIIEHHBIE 00Pa3bl (MKOHBI).

Ecin o0patuTbest K COXpaHUBIINMCS ITAMSITHUKAM CPEIHEBEKOBO-
rO TPY3UHCKOTO HCKYCCTBa, TO MPUCYTCTBHE IMOJOOHBIX 300MOP(HBIX
N300paKeHUH MOKHO OOHApPY>KUTh B TEUCHHE TPUMEPHO THICSIYH JBYX-
COT JIeT. DTO CBUIETENBCTBYET O TIIyOOKOW W YCTOMYMBONH WKOHOTPA-
¢buueckoil W, OYEBHIHO, CMBICIIOBOM TpaguLuM AeKopaunuu ¢acanos
TPY3UHCKHX XpaMmoB. XapaKTepHO, YTO MHOTHE U3 3TUX MaMSITHUKOB U
B MEMOpPUAJIBHOM, U B CHMBOJMYECKOM OTHOLIEHHH OBLIM CBS3aHBI C
paHHEeXpHUCTHAHCKUMU xpaMaMu Cesroit 3emmu. B camoii apesHeit Oa-
summke ['py3un — B bomancckom CroHe — COXpaHUIIMChH KalnTeNnu ¢
N300paKEHUSIMH TIaBJIKMHA, OBIKA C KPECTOM MEXIY pOraMu, Ko3ja Me-
Ky IBYMS JIbBaMM, MenBens, Oerymiero 3a cepHoil. Kpome BakHOTO
CHUMBOJIMYECKOT0 3HaUEHHs, CBI3aHHOTO ¢ 0Opa3zamu XpHcTa U BOCKpe-
CeHHs, 31eCh YXKe MOXHO OOHApYXUTh OJIEMEHTHI KaJeHAapHO-
30/IMaKaJIbHBIX CUCTEM, O KOTOPBIX MOoApoOHee OyAeT cKa3aHO B Hallen
cratbe. [lockombky bomaucckuit CHOH SIBIISIETCS TIOCTPOHKOM MTOCITe -
HEl 4eTBEepTH IATOro Beka (darne Bcero marupyercs 478—493 rr.), To
371eCh MBI UIMEEM JIEJIO C KUBOW TpaJULMEH aHTUYHBIX U PAHHEXPUCTH-
AHCKUX M300pakKeHWH, U3BECTHBIX B 3TO e BpeMs 1o Bcemy Cpenu-
3eMHOMOPBIO.

CHMBOJIMUECKOMY acTpajbHOMY HCTOJKOBAHHUIO XOPOIIO IMOJMA-
I0TCS M IpyTUE TMaMSITHUKH CPEIHEBEKOBOH apXWUTEKTYPHOU CKYJBITY-
pst I'py3un. Cpeau Hammmx npumepoB OyayT xpam Ycnenus boropomu-
bl Atenn CroHH, 3HAMEHUTHIN XpaM CBeTtuixoBenu (PKuBoTBOpSAIIN
cronn) B Muxere — nepkoBb J[BeHaamaTu amoctonos, xpam Craca
HepykotBopHoro B CamraBucu. HensBecTHO, HACKOIBKO OCMBICIICHHO,
HO TpaauLIUs 30pOMOPGHBIX perabedoB ¢ 30iMaKaNbHBIMU TOATEKCTAMU
cymectBoBana B [ py3un Bmiots 1o konma XVII B. Ha roxxHOM (hacame
nepkBu Ycnenus: boropomuiel B kpernoctu Ananypu (1689!) mo cro-
pOHaM MOHYMEHTAJIBFHOTO IJIETEHOTO KpecTa cBsAToi Hunbl n3obpaxe-
HBl JIBAa MUPOBBIX JpeBa C BUHOTPAAHBIMH IUIOJAMH, a PAIOM C HH-
MH — OapaHbl, KO3/1bl M OUYCHb MOXOXHe Ha penbedsl CamrTaBHCH
KOILIAYbM XUIIHHUKH, 3/1€Cb OCTPOYMHO INPHBS3aHHBIC 3a OLICHHHUKH K
COJISIPHBIM CHMBOJIaM.

Bce 30amakanbHble MHTEPIPETALMH CKYJIBITYPHOTO JIEKOpa BU-
3aHTHHCKOTO U CPEIHEBEKOBOI'O MHpa CErOAHS OKa3aJUCh BO3MOXK-
HBIMHU U JOCTATOYHO JOCTOBEPHBIMU OJ1arofaps BIOXHOBEHHOMY HC-
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CJICZIOBAHMIO BBINAIOIIErocs (PpaHIly3cKoro (UIIONora U UCKYCCTBO-
Bena BTopoi nonoBuHbl XX Beka JKana Pumie. Bo BTopoit yactu co-
00IIeHnsT MBI TTIOMEIaeM Pa3BEepHYTHIN aHAIN3 ero paboT B o0yiacTh
30/IMaKaJIbHON M KAJICHAAPHOW CUMBOJIMKU aHTUYHOTO, PAHHEXPUCTHU-
AHCKOTO M CPEIHEBEKOBOI'O MCKYCCTBA, KOTOPBIA Oazupyercs Ha ero
kHHUTe «VIKOHONOTHS M TpaAHMIUs: KOCMUYECKHE CHMBOJIBI B XPUCTH-
AQHCKOM HCKYCCTBE».

K. A. II[EfPHHA
OO0pa3 HeOeCHBIX CBETHII B UKOHOTpapUU
«Bunenus Koncrantuna Beamkoro»

XENIA SCHEDRINA
The Imagery of Celestial Bodies in the Iconography
of St Constantine the Great’s Vision

Bunenne wmneparopa Koncrantmra Benuwkoro mepen OuTBo# y
MynbBHiickoro Mmocta B Pume (312 T.) MOJI0KWI0 HadaIo MejoMy psi-
Iy BHU3YaJbHBIX O00pa3oB B XPHUCTHAHCKOW KyJIbType, CBSI3aHHBIX C
n300paxeHneM Kpecta. Bce OHM CUMBOJIM3HPOBANIN HE TOJIBKO MMIIE-
paTopckuii Tpuymd, HO U Todeay XpHCTa HaJa CMEPTHI0 U BOCKpeEce-
Hue. CroxxeHne WKOHOTpaduu BuIeHHS KOHCTaHTHHA MPOUCXOIUIIO
MOCTENEHHO, OT JTabapyMa ¢ XxpucMol B snoxy Koncrantuna Benuko-
To K crux gemmata W 30J0TOMY JIParoleHHOMY YE€TBIPEXKOHEUYHOMY
KpECTy B IOBEJIMPHOM MCKYCCTBE M Mo3aukax K KoHiy [V-VI B. MHo-
rooOpa3ue MKOHOTpaUUEeCKUX BapHalUd CIy>KUT CBHUICTEIHCTBOM
BOCTpeOOBAHHOCTH 00pa3a M €ro MOCTOSTHHOTO OCMBICIICHHUSL.
CoBpeMEHHUKH T0-pa3HOMY ONMCHIBAIM BHIcHHE KoHCTaHTHHA.
CambiM u3BecTHBIM ObLT paccka3 EBceBust Kecapuiickoro, ”UMeHHO OH
JIeT B OCHOBY O(HIMAIBLHON BEPCHH, HOAXBAYEHHONH HMCTOPHYECKHUMU
XPOHUKAMH U JKUTUHHOHN JuTeparypod. MeHee U3BECTHOE OMHCaHHE
naHerupucta Hazapus naet coBeplIeHHO MHYIO KapTHHY, OTIUYHYIO
oT Bepcuu EBceBus, KOTOpas JOIMOJIHAET MPEICTaBICHUS O PEJIUTHO3-
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HOM nuckypce BuneHus Koncrantuna. OnHako 06a aBTopa roBopsT O
HeOeCHOM BHICHUH, IPEIONpPEACIUBILIEM T00e1y UMIepaTopa.

Baxnoe mecro B ukoHorpaduu BuneHust Koncrantuna 3aHuMaeT
00pa3 HeOeCHBIX CBETHJ, N300pakKeHUsI KOTOPHIX MOSIBIAIOTCA B PaH-
HEXpUCTHUAHCKUX Mo3aukax V—VI BB. UeThIpeXKOHEUHBII KpPECT, OK-
PYKEHHBIN 3BE3/1aMH, OYEBHJIHO, OTPa)Kal acTpalbHbIC NPEACTaBIIC-
HUS MpeIIecTBYIOMeH uaeonorui. ABTop «KHHUTH 0 AHE pOXKICHUDY
Hemzopun (III B.) Tak cdopMmynupoBal KOHLENIHMIO TOYUTAHUS
ConHna u Bepsl B poib cBeTwl: «Hamm mpaBsT 3Be3nbl, 3Be3naMu
ConHile, OHO JaeT HaM Iylny, KoTopas mpaBuT Hamu» (De die nat.
111. 15). 3Be3nbl U HeOecHbIE CBETHJIA B PUMCKOW MOJMTHYECKON
kynprype -1V B. cumBonmmsmpoBanm acTpanpHOe OeccMepTHe u
000KECTBJICHUE UMIIEPATOpa, MO3TOMY IOSBIEHHUE M3BECTHBIX 00pa-
30B B XPUCTHAHCKOM KOHTEKCTE OBLIO MOHSATHBIM JKUTEINSIM UMIIEPHH.
Kpome TOro, moHmMaths 00pa3 3Be3l B PAaHHEXPUCTUAHCKYIO 3IOXY
clemnyeT W B KOHTEKCTe OMOieiickoit 00pa3HOCTH, KOTOpas B OCHOB-
HBIX YepTax MOXKET OBITh COIJIACOBaHA C PUMCKOW Tpaauiueii. B
CesauienHoM [Trcanuy MOKHO HaTH yKa3aHUS Ha CBA3b MEXIY 00pa-
30M 3Be3/1 U HeOecHBIX, aHTenbckux cun (4 Lap. 21:5; 2 Tap. 33:3).

B panneii ukoHOrpadguu pacmsaTus XpucTa TeMa [apcKoro ciy-
JKEHUsl TOAYEPKUBAIACH H300payKeHHEM OarpsSHUIBI-KOUIOBUS, a
TaKXe IMOSBICHHEM 00pa30B COJHIA U JIYHBI, KOTOPHIE M3BECTHBI C
JOXPUCTHAHCKHUX BPEMEH U OBbUIM aKTyalbHbI €LIe B PUMCKOM HMIIE-
paToOpcKOM KyJbTe€ H, BHIMMO, 3aUMCTBOBAaHBI OTTYyJa, YTOOBI MO-
YepKHYTh KOCMUYECKHi MacmTad kpectHoi cMeptu Cracutens. On-
HOBPEMEHHO IOSIBIIAETCSI MKOHOTpadus pacisiTus Ha (poHE 3BE3THOTO
Heba, YTO He MOXKET OBITh ONPaBAAHO C TOUKH 3PEHUS €BAHTEIbCKOTO
pacckasza, HO CIIY)KUT OTpa)X€HHEM IPEICTaBIECHUHN O pachsaTHH XpH-
cTa Kak amogeose Ero mapckoro ciyXeHHS B KaTETOPHSIX PUMCKOMN
MOJUTUYECKOW KOHLENIMU. B CpeaHEeBHU3aHTUHCKOE BpeMs Tema
3Be3HOro Heba u kpecta KoHCTaHTHHA COENUHSAIOTCS, U TOSBISIETCS
MKOHOTpadusi KpecTa, yKpalIeHHOT0 3B€31aMH WA COCTaBICHHOTO U3
3Be3]1, HallpUMED, B IPOIIECCHOHHBIX KPECTAX.

B eBpomneiickoM cpeJHEBEKOBBE MOXXKHO BHAETH HKOHOTPAHIO
pacIsiTHs CO 3BE3AHBIM KpecToM. B eBpomeiickoil ukonorpaguu tema
3BE3JIHOrO Heba MOJIyyrsia CaMOCTOSITEIbHOE PAa3BUTHE B JIEKOPE WH-
TEpPHEPOB XPaMOB M JIBOPLIOB, YTO TOXKE MOXHO OIOCPEIOBAHHO CBSI-
3aTh U C PUMCKOH JOXPUCTHAHCKON Tpaaulued (Hampumep, AeKopa-



76

s 3o1otoro noma Hepona). B mo3aHeBH3aHTHUHCKOE U MOCTBU3aH-
TUHCKOE BpeMs B MOHYMEHTAJILHOM HCKYCCTBE TOSBISIETCS TeMa
3BE3MHOTO HebOa B m300pakeHHH (HOHOB, OCOOEHHO B HCKycCCTBE Py-
MBIHUM 1 MoOgaBuu, 3aMMCTBOBaHHAs U3 €BPOIECHCKOTO MCKYCCTBA.
OmHako ee yCTOMYMBOCTH TaKXKE MOKHO CBA3aTh C MOJYEPKUBAHUEM
TeMbI TpuyMda 1 Harpajpl B BEYHOCTH.

B pycckoM cpeaHEeBEKOBOM HCKYCCTBE TEMa COCTaBICHHOTO W3
3Be31 Kpecta nossiserca B X VII B., BO3MOKHO, TaKX€e MO BIUSIHUEM
3araJHOr0 UCKYCCTBA.

Takum 00pazoM, MOXXHO BHACTH, YTO TeMa HEOECHBIX CBETHII,
3BE3]I U 3BE3HOIO HeOa B XPUCTHAHCKOM HCKYCCTBE BOCXOJIUT K IO3J1-
HEPUMCKHM acCTpPaJIbHBIM HMIEPATOPCKUM KYJIBTaM U CBS3aHHOMY C
HUMH BuAcHHIO KoHCTaHTHHA, KOTOPOE TOIYUIIIO KAaHOHHIECKYIO TT0-
BECTBOBATEJILHYIO BEPCUIO B CPEAHEBEKOBhE . VX M300pakeHue ObLIO
MPU3BAHO OTPAXKATh TEMY TpUyM(da 1 APCTBCHHOCTH XPHCTA.

Bi1. B. CEIOB
«Heb60» McKoBCKUX O€CCTOJITHBIX XpPaMOB

Vladimir Sedov
The “Heaven” in the Churches
without Inner Pillars in Pskov

Bce 3HatOT, 4TO BEpX BOCTOYHOXPUCTHAHCKOIO Xpama C YEThIPhMS
HECYIIUMH KYIOJI OMopaMHu CUMBOJIM3UpYeT He0o. DTo HebO mepena-
eTCcs Kak MpPSMBIM TPOCTPAHCTBEHHBIM ymoj00neHueM (moaycdepa
KyIloJIa), TaK W pocmHcsIMH (mapeHue Guryp B Kymose). Ecmu Mbr
MOMHHUM, YTO Kymoll, OapabaH, mapyca, a TakXe NpUMBIKAIOmas K
3TOM LEHTPATBHON YaCTH 30HA CBOJOB U MOMAIMPYXKHBIX apOK, YTO BCE
9TH YacTH — 3TO HE0O, TO MBI MOKEM XapaKTepHU30BaTh 3TO HEOO Kak
O6’beKT, IMPUMEHAA TC UJIN MHBIC ONIPEACIICHUA NN MeTa(i)OpI)I.

He60 MoxeT OBITh BEICOKUM U HU3KHUM, ITUPOKUM U y3KUM, CBET-
JBIM U TEMHBIM, SICHBIM WJIM MACMYPHBIM. APXHUTEKTYPHOE «HE0O0»



77

WU, YK€ OTKUHYB KaBBIUYKH, HE0O, TOKE MOXKET OBITh BBICOKHM HIIH
HHU3KUM, IIUPOKUM WM Y3KUM, CBETJIBIM MM TeMHBIM. C 3TOH TOUYKH
3peHus CIEAyeT NMPUCMOTPETHCS KO BceM HeOecaM BOCTOYHOXPHUCTHU-
aHCKHX XpamMoB. Ho WHOrza npucransHOe BIIISIbIBAHIE OKa3bIBACTCS
HY)KHEe Ul KaKOH-TO TPyl MaMsATHUKOB WM Ja)Ke OJHOTO MaMsT-
HHUKa. Tak mpoucxogut ¢ GeccToamHbMU Xpamamu IIckoBa, KoTOpbIe
Bo3HUKIIM B XIV-XV Bekax, HO MOJYYUINM OTHOCUTEIBHO HINPOKOE
pacipocrpadenue B X VI Beke.

Beccronmuple XpaMbl MCKOBCKOM apXUTEKTYPbl — 3TO MOIBITKA
nepenaTh 0COOCHHOCTH Hebec XpaMoB CO CTOJI0aMH, THUTIA BIIMCAHHOTO
KpecTa, HO MpU OTCYTCTBHM CTOJIOOB. YOpaHHBIE OMOPHI NMPHUBEIH K
JBYM TOCIJIEICTBUSAM: pa3Mep Xpama yMEHbIIHJICS (CBOAbI 0e3 cToiI00B
HE MOIJIM IIEPEKPHITh TAKOE >K€ IMPOCTPAHCTBO, KaK y Xpama co CTosoa-
MH), a caMO HeOO CTayio OJIMKe, MPUOJIM3UIIOCH K 3PHUTEITIO, CTOSIIEMY
Ha noiy. Bo3Huk ¢ dext «omm3koro Heba» (Heba Ha mieyax).

[Tomumo >THX OBYX mocnexncTBuid 3oaune IIckoBa 3amymanuce o
crocofax mepemadn HeOa B YCIOBHAX dITUMUHAIIAN CTOOOB. YXKe H3-
BECTHAsl B BU3AHTUHCKOM MHpPE CHCTEMa CO CBOJAMH, IPOPE3aHHBIMU
B CepeluHe NEePHEeHIUKYSIPHO OPHEHTHPOBAHHBIMM CBOJAMH, CTaia
MOIU(UIIUPOBATHCS: €CNIM 3TH NEPBOHAYAIBHBIE CBOIBI Y)K€ JaBajld
BO3MOXXHOCTh OCTaBHUTH KyToOJ Ha OapabaHe, a TakKe HaMEK Ha Kpe-
CTOOOPa3HOCTH 30HBI CBOJIOB (a 3TO TJIaBHBIE CUMBOJBI — KpECT U
nonycdepa HebOa), TO MOIU(DUKALINN YCHIIMBAIN CTYIIEHYaTOCTh BCEX
CBOJIOB MJIM HEKOTOPBIX YYacTKOB CBOJIOB (pacmany6ok). B pesyibra-
T€ BO3HHUKJIA TIOCIIEA0BATENbHAS CTYIIEHYaTOCTh, COCTABIISIOIAS OHY
13 BaKHEHWIIMX 0COOEHHOCTEH M, BMECTE C TEM, BaKHEHIIYIO 3CTETHU-
YECKYI0 Hax0JIKy TICKOBCKUX apXUTeKTopoB X VI Beka.
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1O. H. BY3bIKHHA
[lepconndukanuu BeTpoB B 1peBHEPYCCKOM
MOHYMEHTaJIbHOH >kuBomHcH. OOpa3bl MPOCTpaHCTBA
B OOTOCITYKEOHOM MTPOCTPAHCTBE.

Ot Cnaca na Unbune 10 KpemMiieBCKUX cOOOPOB

JULIA BUZYKINA
The Personifications of the Winds
in the Medieval Russian Wall-Paintings.
Images of Space in the Liturgical Space

N3006paskeHne cul IpUpobl, B YJACTHOCTH, BETPOB, B BUJIE IEPCOHU(HU-
MUPYIOMIMX WX YeJOBeUeCKUX (UTyp SIBISIETCS OJHOW W3 KITFOYEBBIX
0COOEHHOCTEH KJIACCUYECKOr0 HMCKYCCTBA, CKJIOHHOTO OYEJIOBEUUBATH
(heHOMEHBI OKPYIKAOIIEro MHpa. ITa 0COOCHHOCTh ObLIa abcopOHUpO-
BaHa M PyCCKUM XPHCTHAHCKUM HCKycCTBOM. llepcoHudukaryy BeTpoB
COZEPIKaTCs B CIOKETE «ATMOKAIUIICHCY, KOTOPBIH MOSIBUJICS B PYCCKOM
(11, BLOMMO, BOOOILE B MPABOCIABHOM) HCKYCCTBE IOBOJIBHO MO3IHO —
B XIV cromerun, Ooiree TOro, CBS3aHBI ¢ UMEHEM KOHKPETHOTO XYI0XK-
Hrka — ®eodana ['peka, KOTOPHIA HamUcan MepBbIA AMOKAIUIICHC B
Brnarosemenckom cobope MockoBckoro Kpemisi. Ha matepuane pyko-
miceit nanHas teMa m3yderna B. I'. [ToakoBeipoBoii (BAH). Eif yoamoch
OTIPEICTINTh UCTOYHUK STHX 00pa3oB, 0XapaKTEPU30BaTh UX aHTUYHBIC
KOPHH U CBSI3aTh UX C IpEICTaBIeHUsAMH O reorpaduu. CoxpaHUBIIHE-
cs1 peodpanoBckue pocrucu 1547—-1551 1T., ckopee Bcero, HaCIEAyIOT
TOH, TTIepBON CUCTEME, PaBHO KakK M JCKOpP MarepTH Y CIICHCKOTO cobopa
XVII B. HecMoTpst Ha TIOXYI0 COXpPaHHOCTh BCEX aHcaMmOusei, BOCXO-
Iux K GeodaHoBCKON pocucH, AyMaro, MOXKHO MPOCIEIUTh HEKYIO
TEHJCHIUIO.

Bo3M0OXKHO, anmoKaJHITHYECKHE MOTUBBI TPUCYTCTBOBAIM U B
poctiucu nepkBu Cnaca na Unvune ynuye (1378). CoxpaHunach ojHa
¢urypka nyromiero B TpyOy BeTpa B BEpXHEH YacTH FOKHOTO Ipena-
TapHOTO CTOJMA («...H MONUIET aHTEIIOB CBOMX ¢ TPyDOOIO0 rpoMoriac-
HOIO, U cO0epyT M30paHHBIX €Tr0 YETHIPEX BETPOB, OT Kpasi Hebec U 10
Kpas ux» — Md., 24, 30-32). ObopaunBasch B CTOPOHY I[EHTpa HH-
Tepbepa, ajuleropudeckas purypa ayet B TpyOy. B oiindne ot BeTpoB
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B YCTOSBIIEHCS pycCKOM MKOHOTpaguu AMOKalIHuIcHca, 37ecCh HeT aH-
rena, CAepP >KUBAIOIIETO €ro, U IeBUYbs (urypa, oOayeHHass B aHTUY-
HBIE XUTOH U TUMATHH, C PACCHITAHHBIMA TIO TNIEYaM KyApSMH OYeHb
nmoxoka Ha adrena. [IpaBma, y Hee OTCYTCTBYIOT HUMO M KPBLIbS.
Cxkopee Bcero, CHMMETPUYHO €11 Ha MUISCTPE MEXKAY KEPTBEHHUKOM
Y UEHTPANBbHON YacThlO antaps ObUIa emle OJHa Takas ke, U, He HC-
KITIOYEHO, YTO B BEPXHHUX YACTSAX 3aIlafHBIX CTONIOB OBLIH ele JBe
Takue QUrypku, moromy uro B Amokanumcuce (ria. VII mmn XIX mno
Anpapeto Kecapulickomy) TOBOpUTCS HMEHHO O YeThIpeX BeTpax,
CTOAIMX Ha KOHIAaX 3emyin. COXpaHHOCTh aHCAMOJIA HE ITO3BOJIIET
BOCCTAaHOBUTL CUCTEMY €I'0 pOCIMCHU B ACTAJIAX.

Ha ukone «Anoxanuncucy us Ycnencxkozo cobopa Mockosckozo
Kpemna (ok. 1500, cormacuo I'.II. YUmasakoBo#t, ok. 1480 1o
W. 5. KauanoBoit), HacIeayomIei, ckopee BCero, pocmucu biarose-
HIEHCKOTO co0opa (a He PYyKOMUCSIM), MEePCOHU(HUKAIIMN BETPOB IO-
MEIICHbI TI0 yTJIaM BTOPOTO Spyca KOMIO3HIIUHU, ITOCBSIIEHHOTO CO-
OBITHSAM, TPOUCXONANINM Ha 3emje. B pyKOmHucsx 3TOT CIOXKET ¢
BETpaMH BBIHOCUTCA Ha OTACIIbBHYIO MUHUATIOPY, U OHU IIOMCIIAIOTCA
BOKPYT 3eMJIH, CXEeMaTHYHO H300paKEHHOHW B BHJE OCTPOBa, HIIH
«IUTAaHUTEBD. 3/1€Ch e BIEpPBbIe MOSABISIOTCS 00pa3bl aHTEIOB, CIAEp-
JKUBAIOIIMX BeTep. JCTETHUECKUE KauecTBa NMEpCOHU(PHUKAINN MEHS-
I0TCS, JIEMOHCTPUPYsI HOBOe OTHolleHue K HuM. Ilo cpaBHeHHIo ¢
(deodanoBckuM 00pa3oM, OHH H3MEHHIIUCH. DTO KPBLIATHIE CO3/IaHUs,
6e300popie, TTO-BHIUMOMY, MYXKCKOTO I0JIa, FOHOIIECKOTO TEIO0CIIO-
JKeHUs, OOHa)KEHHBIE, C KOXKeH ceporo IBeTa, OHU Kak Obl HAIMCaHBI
TpU3aliIbI0 U SIBHO NMPOTHBOIIOCTABIICHBI aHTENIaM, OJHAKO JIUIICHBI U
aTpuOyToB MH(EpHATHLHOCTH. DTH H300paKCHHsI SBHO OTCHUIAIOT K
KJIACCUYECKOMY HACIEUI0, XOTS U JIMUIEHBI YK€ TOW aHTHUYHOMU Ipe-
JIECTH, KOTOpasi CBOiicTBeHHa BeTpaM kuctu PDeodana ['peka, koro-
PBIX HUKTO HE CACPKUBACT.

B bracosewenckom cobope Mockosckoco Kpemns (1547-1551)
COXPaHUIIUCh (PUTYPBI BETPOB, KOTOPBIX CACP)KUBAIOT aHIElbl, Ha Ce-
BEPHOW W FOKHOW CTEHaX, 3alajHee OKOH M ONIKE K CTEHe, Orpaxk-
JTArOIIei XOpbI, Ha KOTOPOU M300pa)KeHbI COOBITHSI, IPOUCXOIAIINE Ha
3emiie. Tak e, Kak ¥ Ha HKOHE, aHTeJIbl IepKaT IePCOHUPUKAINN BET-
POB, HE JaBas UM IYTh B TpyObl. DUTYpKU BETPOB UyTh MEHBIIE, YeM
anreno. U. S1. Kauanosa yka3ana Ha OJU30CTH ¢ BETPOM aHTeNa, U30-
Opa’keHHOT0 Ha FXKHOU CTeHe co0opa U Ha MKoHe. B BiarosemeHckoM
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co0ope COXpaHWINCh JIMIIb J[Ba BETpa, BEPXHss Mapa Obula pacroio-
JKEHA B BEPXHHX fIpycax CTEH, HO 3TH YYacTKH ObUIM yTpadeHbl MpU
nmpoOuBKe OKOH. [lepcoHMbUKAITIN BETPOB PACIIONIOKEHBI HE B OJTHOM
TUIOCKOCTH C 3eMJIei U TeM OoJiee He B paMKaX OJHOM KOMITO3HIIMU Ha
TUIOCKOCTH, HO B paMKax MPOCTpaHCTBa coOopa, KOTOpoe TaKuM oOpa-
30M HE OTZAEJISIETCS OT KUBONMCHOTO. CTOMT OTMETUTb, YTO 3TU (uUry-
PBI N300pa’KEHbI HE B IIOJIHOM COOTBETCTBHU CO CTOPOHAMH CBETA, I10-
TOMy 4TO 00€ mapsl MOMEUIeHBl Ha CEBEpPHOW M IOXHOW creHax. Ho
€CII OTHOCHUTBCSI K PACIIOJIOKEHHON MEXIy HHUMU CTEHE XOp Kak K
CXEMAaTHYHOMY HM300pa)KEHHIO 3€MJIM, OHM BOCIHPHHUMAIOTCS MMEHHO
tak. Takum oOpa3oM, B mpocTpaHcTBe biarosemierckoro cobopa co-
BMEIIAIOTCS, MEePECEKasCh U COMNpSTrasich APYr C APYTOM, HECKOIBKO
[POCTPAaHCTBEHHO-BPEMEHHBIX IUIACTOB C PAa3HBIMU CHCTEMaMH KOOp-
IuHaT. B dacTHOCTH, 3eMiId B ee IocienHHe BpeMeHa OKa3bIBaeTcCs
OpPHEHTHPOBaHa MEPHEHAMKYISPHO MPOCTPAHCTBY HMHTEpbepa cobopa,
OymyuH pacroioKeHa B ero 3amagHoN YacTH.

[TonoGHbIe GUTypHl aHIeNOB, CACP)KUBAIOIIUX BETPHI, COXPaHU-
JUCh Ha nanepmu Ycnenckozo cobopa 6 pocnucu cepeaunsl X VII B.
(ok. 1666), Bocxomsmed k Oomee panHed nexoparmu XVIB. OHH
BIIMCAHHBIC B IPOCTEHKH MEXIY OKHAMH U CBOJIAMH C CEBEpa U Iora.
B nanHOM citydae TpyJIHO CYAMTb, CYIIECTBOBAIHM JIH ABe Apyrue ¢u-
TYpPKH, TIOCKOJIBKY HH)KHHE 4acTU POCIHHCH TNaNepTH, MpUMBIKAIOIIye
K BXOAY B cOOOp, yTpaueHbl, U MO3IHSS POCIUCH UX HE COBMAIAET C
nexopoMm XVII cronerus. OmHako, eciiv OHU OBbLITH M300pakeHbl, OHU
HaXOAWJIUCh UMEHHO TaM.

B yepreu Tpouywvt ¢ Hukumnuxax (1552—-1653, Uocud Bmagumu-
poB, CuMoH Y1I1aKoB), paclMCaHHON ¢ OTIOPO¥ Ha TpaBIOphl buOmmm
BopxTa, rae MoXHO ObUTO HAMTH OYEHb Pa3BUTHIN UK AMOKaIUIICH-
ca, MEePCOHU(UKAMHY BETPOB YMEHBIIWINCH A0 MAaJCHBbKHX IIECTO-
KPBLIOB, KOTOPBIX OYEHb JIETKO YAEP)KUBAIOT OJHON PYKOH aHTeJbl B
Oenpix oxesHuax. [lomobHoe pemieHre BOCXOANUT K HEMELKOH rpadu-
Ke, HO TaM 3TH ajjleropuyeckue GUrypKku UMEIOT BUJ CKopee IOHOIIe-
CKHX OIOCTOB, YeM cepaduMoB.

CymMupysi, XoueTcs NOAYEPKHYTh, YTO NPH pa3MeIleHnH Quryp,
NEPCOHUPHUUUPYIOMINX MPOCTPAHCTBEHHBIE MOHSATHSA, B JaHHOM CIYy-
Yyae BETPOB, B POCHHCHU LIEPKOBHOTO MHTEPHEPA, HCIIOIb3YETCs MPUH-
LI, PaJUKAIBHO OTJIMYHBIA OT TOTO, YTO MPUMEHSETCS B MIUIIOCTPU-
POBaHUU PYKONMCEH, I€ KaKJIblil OMMCAHHBIN 330/ COIIPOBOXKAACT
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n3obpaxxenne. OH OCHOBaH Ha MPOCTPAHCTBEHHOM MBIIIUIEHUH, KOTO-
poe mojapa3yMmeBaeT, YTO U MPOCTPAHCTBO Xpama, W MPOCTPAHCTBO
pocnviceli enuHBL. BeTphl rpynmupyroTcs HE BOKPYT CXEMATHYHOTO
M300paKEHUS 3eMJTH, HO TI0 KpasM M300pa)kaeMoro Ha CTEHaX U CBO-
Jax 3eMHOro MHUpa (MMEHHO MO3TOMY MOXKHO HPEAINONIOXKHTH, YTO
KOMITO3UIIHMS UKOHBI CBA3aHA B MEPBYIO 0YEPE/Ib C MOHYMEHTATBHBIMHU
poctrcsiMu). Takum 00pa3om, TTepCOHU(PHUKAITIN BETPOB (POPMUPYIOT
MPOCTPAHCTBO MHTEPbEpa, MOMYEPKUBAsl €r0 OPUEHTALUIO IO CTOPO-
HaM cBeTa. DTH U300pa)KCHUS JKUBYT HE Ha MJIOCKOCTH, 2 HMCHHO B
MPOCTPAHCTBE COOOpPA, MANEPTH WIIH JIake OJHOTO spyca MKOHBI CO
CJIO’)KHOW KOMTIO3UIMEH, B UeM MOXHO yOeIHUThCS, CPABHUB aHAIN3HU-
pyemble U300pakeHUsI C PyKOMUCSIMU. B ponu 3emim, 1enoro Mupa,
BBICTYIIAET CAMO XPaMOBOE ITPOCTPAHCTRO.

Marusg [ITFOXAHOBA
Pycckuii [TokpoB «Ha Bo3ayce»
B CpaBHEHUHU ¢ 3anaaHsiM Manto della Madonna

MARIA PLIUKHANOVA
The Russian Pokrov “in the Air”.
A Comparative Study with the Western
Manto della Madonna

N3yyanock ¥ MpoAoiKaeT M3y4daThCsl CXOACTBO PYCCKOW MKOHOTpa-
¢um IlokpoBa u 3amamHoeBporelickoii nmkoHorpadguu Madonna del
Manto mim Madonna Misericordia. OcobeHHO MOAPOOHOE COMOCTaB-
nenne npoen M. Gebarowicz (1986), paccMOTpeBIIMI H ciydan
CMEIIeHNUs IBYX TpaaAuluii Ha Teppuropun [loapmm.

B BocTouHOM, pycckoil Tpaauuuu boromareph mpocTtupaer Han
MHUPOM CBOW OMO]OD, WK OH, TIOJICPKIUBAEMBIN aHT'elIaMH, TIPOCTEPT
HaJ HEl, OHa B MOJICHWH oOpamieHa Kk CHacuTento; HHXKE — JIHUKA
CBSITBIX, BHU3Y B MOJICHHM UMIepaTopckas dyera, AHnapeil KOpoauserii
¢ Enndanuem u apyrue monsamuecs. VIKOHbI MOTYT HE HIMETh HUXKHE-



82

IO PEerucTpa ¢ MOJISIIUMUCST MHUpPsSHAMU. TaKOBbI JPEBHEHIIHE H30-
OpaxeHHs — Ha IUTaCTHHE MEIHBIX BpaT cobopa Poxmectsa boropo-
mutel B Cysnane (XIII B.), Ha HOBropoackom kpecre (XIV B., ommcan
HN. A. CrepnuroBoif), Ha ukoHe 3BepuHa MoHacThIps (KoHen XIV B.).
3amagubie uzoOpaxkenus [lokpoBa — Manto — pacnpocTpaHHINCH
ocobenno B XIV-XV BB. (ecth HeMHOTHE cBHIeTeabcTBa XIII Beka).
Ha mmx Madonna 3amumiaer CBOWM IUIAIIOM MOJISIIIAXCS MHPSH;
TKaHb MOXET OBITh MOJAJCPKUBAcMa aHTeJIaMH, MOTYT OBITH TIpei-
CTaBIGHHl W CBATHIE (OCHOBHBIE wuccienoBanus — P. Perdrizet,
E. Belting-lIhn). B To Bpems, kKak B BOCTOUYHOCIIABIHCKOM MHpPE CYIIIe-
CTBYIOT HE TOJIbKO UKOHBI, HO M Mpa3aHUK [10KpoBa C JUTYpruvecKu-
MU TeKCTaM, Ha 3amnaje, kak nonaran Gebarowicz, mountanue [Tokpo-
Ba — Manto oTpaxkeHO TOJIBKO B MKOHOTrpaduu. [lo-Buammomy, 3T
He coBceM Tak. [Tountanne Manonusl Misericordia mepBeIMU pacipo-
CTpaHsJIM OpJCHA KapMEJIWTOB U IMCTEPIMAHIIEB, & 3aTeM U ApyTue
opIeHa u OpaTcTBa MUPSH, yCTaHABIMBAIUCH MTPAa3THOBAHUS M CO3/1a-
BaJIFICh TEKCTHI. XOTs MO-TIPEKHEMY B 3aIlaHBIX HCCIEIOBAHHUAX TIpe-
oOjamaeT BHMMaHWe K MKoHorpaduu Misericordia, Bce Ooisiee oue-
BUJHOW CTAaHOBHUTCS CBA3b Manto ¢ KOHCTaHTHHOIIOJIECKUM KYJIBTOM
Puser boromarepu, Tak 9TO MOXKET MPENONAraThCs W BIUSHHE BOC-
TOYHBIX JINTYPTUYCCKUX TEKCTOB.

[TokpoB, pycckoe OTBETBICHUE KyJIbTa PU3bI, INTYprudecku Boc-
XOIUT K ciyk0e Ha [lonoxenne Pussl u k Akaducty, OH IpeBHEe 3a-
MaJHbIX OTBETBJICHUH M HOCUT JIpyroil xapakrep. OH cBs3aH C OCO-
ObIM mposiBIieHHEeM KysibTa Pusbl — Bumenuem Anpapes IOpoauBoro
Bo BraxepHcko#t niepksu. B mkoHOTpadguu u B 00rociykeOHBIX TEK-
CTax OH OMpEAEJICHHO BO3BOAWTCS K ONMCAHUIO BHUICHHS B JIPEBHEM
skutuu Arnpes FOpoausoro: cB. Annpeit yBunen boromareps, Lapu-
Iy MUpa, SBHUBIIEICSI B BBICOTE, C COHMOM CBSTBHIX; TOCJE CIIE3HOTO
MosteHus1 CIIacUTeNo0 O CTOAMINX JIOASX OHAa MPOCTHUPAeT CBOM «Ma-
¢dop», CUSIOMUN «aye WIMKTPB», HaaA BceMH crosimuMu. OH ormpe-
JISJICH Kak «cinaBa boxwus» (TekcT xxutus — Monnoas, ¢. 399). Ilo
JIPEBHEMY TIPOJIOKHOMY CIIOBY, boromareps sIBIsieTcs «Ha BO3AYCE» C
anrenamu, [Ipenreueit u MoanHom borocioBom, MOIUTCS «3a BECh
MUPB» U MIOKPHIBACT CBOMM OMO(OPOM «JTHOIM CyIias B epkBm» (Jlo-
ceBa, c. 313).

BwuzanTtuiicko-pycckuii [lokpoB — citaBa bokus, HeOecHas ciaBa
Boromarepn — uMeeT yHUBEpCaJIbHOE 3HAUCHHE: OH MPOCTEPT Hal
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MupoM. M B pycCKOM OTBETBJIEHHH 3TOT CHUMBOJ COXpaHSET UMIEep-
ckuil xapaktep. B mpesreiimux XIV B. TekcTax ciy»KObl MUJIOCTh U
JlepkaBa UCTIPAIIMBAETCS KaK I «KHA3S HAIIETO», TaK U U KHA3EH
U Lapemu.

CumBonuka 3anagHoro ITokpoBa — Manto B 3HaYMTENBHON CTe-
MICHU CBA3BIBAJIACH C OIPENENICHHBIMU COOOIIECTBAMH — OPACHAMH,
TOPOACKMMH KOMMYHaMH, OpaTcTBaMM M CIYXKHJa JJISI UX KOHCOJIH-
nmauuu. [lountanne boromatepu Llapuier HebecHOH B ee HeOecHOU
CllaBe OCYILIECTBIUIOCH B (hopMax decTBoBaHHE BosHeceHus, Assun-
zione " Apyrux, He OMu3Kkux Kk Misericordia.

O. B. YYMUYEBA
Heb6eca IIpemynpoctu B UHTEpbepax
Kpemnesckoro asopua XVI Beka

Pocrncu 3omotoit (Cpenneit) u [lepexonnoii (CeHn) manat BEIHKO-
KHSIKECKOTO JIBOPIA, BBICTpPOEHHBIX B 1499—1508 rr. utanbsHCKUM
apxutekTopoM AnousueM u Kapkano (AneBHU30M), SBISIOTCS OJHUM
U3 CaMBbIX MU3BECTHBIX, CIIOPHBIX M 3()eMEPHBIX MaMSITHUKOB PyCCKOTO
uckyccrea XVI B. OHu ObIIH co3/aHbI BriepBeie B 1514 1., mpeanomno-
xutenbHo Peogocuem u JImutpueM JIMOHUCHEBBIMH, Cpa3y BCiel 3a
WX XK€ POCHHUCHIO biarosenieHCKoro codopa, u3 KOToporo B 30J0TYIO
nanary Benl nepexojl. HeomHokpaTHO BO30OHOBISBIIHECS, AETaIbHO
OTNMCaHHBIC TIPU TOcTAeaHeM TMoHoBIeHHH 1672 1. CuMoHOM YTImako-
BbIM (a (pparMeHTapHO yroMUHaeMble B cepenuHe X VI B. B xone «ie-
na VBana BuckoBaTtoro»), oHH MOTHOIM OKOHYATENBHO MpPHU CHOCE
craporo nsopua B 1752 r. OgHaKko AETalbHOE CIOBECHOE OIKCAaHUE
crano ocHoBaHUeM it Tpaduueckoit pexoHcTpykinuu K. K. Jlomsio:
M0 3TOM cXeMe He BCErja MOXKHO CYIUTh O TOM, KaK BBITJIAIENIH OT-
JISNBHBIE 3JIEMEHTHI, 3aTO JIETKO MPEJCTaBUTh ce0e BU3YaIbHYIO Opra-
HU3aIUI0 TIPOCTPAHCTBA.

CymecTByeT 1Ba KOMIUIEKCHBIX OYepKa MKOHOTpaduveckoil mpo-
rpamMMel pocriucerdr 3omotoit nanatel. [lepseiii caenana O. Y. [TonoGe-
noBa B 1972 r.: riaBHas ujues — 3TO YTBEPXKJICHHUE LAPCKOM BJacTH
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MutpononuroM MaxkapueM u MBaHoMm I'po3HBIM, yCTpOE€HHE MUPO3/a-
HUSl 4epe3 KOCMOTOHHUIO, BOMHCKHE CIOKEThl U I[APCKOE POJIOCIOBHE.
[lomoGemoBa KpaTKo TMEpedmciseT M CIOKETHBIE 3JEMEHTH POCIHCH
CBOJIOB 30JI0TOM MayaThl, HAUMHAA C «BpaT», Yepe3 KOTOPHIE «Y3KUM
nyTem» BxonsT B LlapcTBue HeOecHOE, a IUPOKUM — B «JTIOTHIA ami».
OpnHako crienualbHbIM aKIIEHT Ha CBOJIbI, COMIOCTABICHUE CBOJOB 30JI0-
Toil u [lepexonHON manaT, CACTEMHOE TEMATUYECKOE HCCIEI0BAaHUE HE
ObUTH cenaHbl. AnpHOpHas yOeKICHHOCTb, YTO POCIIMCH TPHHAJJIe-
JKaT «MaKapHEeBCKO-TPO3HEHCKOMY KPYTy» U HE CBSI3aHbI C IPOrpaMMOit
1514 r., onpenenuia pakypc BOCIIPUSTHSI.

Bropoii, 6osiee netanpHbIi oduepk Obul Hammcad B 2003 r. Maiik-
noM @raifepoM U omnpenensics caMUM aBTOPOM KaK «CEMHOTHYECKHUI
aHanmm3 30J0TOHM manaTeD». VM3HauampHas yCTaHOBKA aBTOpA: MAMATHHK
MpeacTaBiIsieT coO0OW «HOBBIH ... IMTEpaTypHBIH 3THKET» BpeMeH Ma-
kapua u MBana I'posnoro. Onmnako ®maiiep yka3an Ha KIIOUEBbIE
CTPYKTYpHBIE OCOOCHHOCTH: TPW YPOBHS HIIM PETHCTPa POCIUCH TIO
BEPTUKANY, NMPAYEM BEPXHHHA — CBOJBI O0EHX IManar, — IO CIOBaM
aBTOpa, «OTBe/EHHI uIsl n300pakeHus: boxectsenHoit [Ipemyapoctuy,
MMEHHO 3TO ¥ CTAHOBUTCS TJIABHBIM CMBICIIOBBIM AKIIEHTOM JallbHEil-
ero UccienoBanus. Tpu spyca n300paxkeHuid aBTop, Beien 3a [lomo-
6enoroii u /. PoyneHaoM, cuuTaeT TUIIMYHO BU3AHTUHCKON XpaMOBOMA
YepToil: TEOJOTHUECKU — MOYUYUTENbHO-MOPATMCTUYECKUI — HCTO-
PUYECKUI YPOBHU TOJKOBAHUS TJIABHOM TEMbl. YUMTHIBas TAaKKe Ha-
omonenus . Munepa u @. Kamndepa, ®@naiiep BrIcTpanBaeT HOBYIO
TEOMETPHIO TOJKOBaHUS (TEOMETPUIO B OYKBAJIILHOM CMEICTIE), a 3aTeM
OOBSICHAET OTHENbHBIE YaCTH Yepe3 COIMOCTABIICHHE C JAPYTHMMH KYIb-
TypHO-HCTOpHUYECKNMH MaHu(ecTanusaMu 3moxu VBana ['posnoro,
BIUTOTH JIO «IIECTBHUS Ha OCIATH», IIAPCKOTO TUTYJA W MpeACTaBICHUN
00 oco0o#t poru tapsi.

OpHako HalIM HEJaBHUE CPAaBHUTEIBbHBIE HAOMIOACHUS TOKa3ajH,
YTO Ui CTPYKTYpHI ITAMATHHKA CYLIECTBYET MHOW KOHTEKCT, KOTOPBIN
HEllb3d UTHOPUPOBATh, HO KOTOPBIM paHee He 3aMedalid MCCleoBaTe-
mu. Pocniucu 3onotoii u [lepexoaHoit nanaT cOOTBETCTBYIOT CO3JaHHO-
My B Utanuu B XIV-XVI BB. 1 mupoko pacrpoctpaHeHHOMY B EBporie
CTaHJAPTy [EKOPUPOBAHUS MapPaIHbIX, IPUEMHBIX 3aJI0B KHSKECKUX
JIBOPIIOB, TPH KOTOPOM HW)XKHHUHU sIpyC (IEHCTBUTENHHO, «HCTOpPHYE-
CKUi» WM OBITOBOM) paccKas3bIBal O JKM3HU W JESHHSX BIaJeNblia
JIBOpIIa U €T0 CEeMbH, CPETHHIA JaBai OHOIeNHCKoe WIIN «KIaCCHIECKOe»,
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QHTUYHOE aJJITOPHUYECKOE TOJIKOBAHME 3THUX COOBITHHA, a BepXHHUU
NpeACTaBIs co00i m300pakenne HeGec, BBIMOIHEHHOE B CAMOM Pa3-
HOM CTHJIE, HO HEM3MEHHO 33/1aBaBIlee KOCMUYECKHUH, 00)KECTBEHHBIH,
NPOBUACHIMAIBHBIA MacmTad Bcell ocranbHOM pocmucu. HeGeca
WTATBSHCKUX JIBOPLOB MOTJIH OBITH «OyKBalbHBIMH» (CHHEe HE0O U
3B€37bl HaJl TOJIOBOH), «30AMaKaIbHBIMU»-ACTPOJIOTHUECKUMH (TOTAa
Ha IUIOCKOM IOTOJIKE WM CBOJE BBICTpaMBalach Ta WM MHAsi KOH(HU-
Typauus CO3BE3JHi B COOTBETCTBUH C OOIINM YBJICYCHHUEM aCTPOJIOTH-
el kak mHCTpyMeHTOM To3HaHus [Ipemynpoctu boxkuei) wimm ciox-
HBIMH QJJICTOPUYECKUMH (C  HCITOJIb30BaHUEM OHONEHCKUX —WIH
aHTUYHBIX QUryp U oOpaszoB). Takas HeOecHass mappa mundi, KapTa
HeOecHOH cdepbl, mpeacTaBaja U Ha CBOAAX KPEMJIEBCKOTO JBOpLA B
Mockse. Eciau yuects, uTo Bo Bpems crnopa ¢ MBaHom BuckoBatbim
MUTPOTIONUT Maxkapuil 3aTpyAHAJICS ¢ OOBSICHEHHEM OTHENBHBIX CIO-
JKETOB Ha cBOJIax 30JI0TOH ManaThl, €/1Ba JIM OH ObLT aBTOPOM MPOTpaM-
Mbl. BionHe BeposATHO, 4To mocie noxxapa 1547 r., Kak U B cIenyIolue
moJiTopa Beka, Oblj1a BO30OHOBJICHA M3HAYANIbHAS POCTIUCEH 1514 1., Tem
0oJiee YTO TEMAaTHYECKU OHA OTIIMYHO COYETAETCsI ¢ (PPecKaMu ManepTu
brnarosemieHckoro codopa u yueneBIlero Npu CHOCE ABOpLa Iepexoaa
nu3 cobopa B 3omoTyro manary. Ilpu aToM ciemyer Oe3yCIIOBHO COTJa-
cutbCsl ¢ Maiiknom @aliepoM OTHOCUTENBHO LIEHTPAJIBHONW TEMBI
[pemynpoctu Boxueii u ¢ O. W. [Togo6enoBoii 0OTHOCUTEIBHO TOMBIT-
KU cO3aHusl 00pa3a «yCTPOSHHOCTH MHUpO3AaHus». OnHako monpoly-
€M MPOaHANN3UPOBaTh CTPYKTYPY POCHHCH CBOJIOB, KJIFOUEBOTO PETH-
CTpa, OCTaBHMB B CTOPOHE aNpHOPHBIE «OOBACHEHUS» C Y4YETOM
MOJIMTUYECKOHN U KynbTypHOU peansHocTH 1540-1550-x rr. IIpoananu-
3UpyeM IaMATHUK, OCHOBBIBAsSCh HA HEM CaMOM M HAa 3HAYCHUM OT-
JIENBHBIX 3JIEMEHTOB MPOTrpaMMbl, 6€3 «3apaHee U3BECTHOTO Pe3yJbTa-
Ta» MPO «YTBEP)KAEHHE LAPCKON BIACTH» M «HAYANIO0 HOBOW SHOXK.
[Ipeanonoxkum, 4To mepes; HaMU MOJHBIA €BPONEHCKU IBOpEL], MO-
CTPOCHHBIN HA UTAIBSHCKMA MaHEp M PaCHUCAHHBIN PyCCKUMM MacTe-
pamu Kpyra J[moHucHs 1o mporpamme acTpOJIOTMYECKOH, KOCMOTOHH-
YeCKOW M aJUIETOPHUYECKOM, KOTopas Morjia Obl 3auHTEpecoBaTh
3aka3zunkoB — lBana Il u Bacunus MIBaHOBUYa — €O CJIOB BU3aHTHII-
CKO-MTaIIBIHCKOTO Kpyra, nmpuoObBiero B MockBy B koHue XV B. Oxn-
HAaKO MOJIHBIA ZBOpEI] CO3/aH B LIEHTPE MPaBOCIABHOIO T'OCYAApCTBa,
00pa30BaHHBIMHU XyJIOKHHKAMH B YTOHYCHHOH BH3aHTHHCKOH U pycC-
CKOW MaHepe.
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Tema IIpemynpoctu boxuel, peacTaBieHHas 4Yepe3 LEHTPAJIbHbIE
o0pasbl cBogoB — Tpowutpl-OteuectBa B [lepexoqHoit namare u Craca
OMMaHywWiIa B 30JI0TOH, U depe3 MX CBSI3b ¢ KPYroM OMOJIEHCKONW MCTO-
pruu (Ilepexomnas) u ucropum pycckoit (3050Tasi), COOTBETCTBYET BO
MHOTOM CTpyKType pocrucu Jnonucus B deparloHTOBOM MOHACTHIPE,
rme Ta ke Tema [IpeMynpocTH packpbIBaeTcs depe3 CoueTaHWe IIeH-
TpaibHBIX 00pa3oB Cracutelnst u boromarepr ¢ UCTOPHUECKHM KPyroM
BCEJICHCKHX COOOpOB (cieayeT cociaThesl Ha TOHKUN U T1yOOKWil aHa-
3 3Toi pocrmcH, BemonHeHHb JI. W. Jlupmmmem). U tam, u Tam
[IpemynpocTs ympaBiseT pa3BOpadMBAOIIECS BO BPEMEHH HYeIOBede-
cKoil ucrtopuell. Takoe peleHue MOKHO pacCMaTpuBaTh Kak B BU3aH-
TUICKOM LIEpKOBHOM, TaK M B UTAJIBIHCKOM ABOPLIOBOM KOHTEKcTax. 1
OOIIHIiA B3pBIB HHTEpPECA K TAaHUSAM, «30IUSIM» M aCTPOJIOTHH B XV —
Hayasie XVI BB. pacnpocTpaHsicss U Ha BuzaHTuIO, NEpeKMBaBIIYIO
JpaMaTHieckue BpemeHa (cM. pabotsl I1. Marpanuno), 1 Ha peHeccaHc-
Hyto EBpory, 1 Ha Poccuto ¢ koHia XV B. u BIJoTh A0 ucxoga X VI B.

B Ilepexomnoit manmaTe nmeHTpanbHBIA 00pa3 OTedecTBa OKPYKEH
TekcToM «3auano [Ipemyapoctu ctpax boxuit...», KOTOPBIH KOJIBIIOM
OTIOSICBIBAET OCHOBaHHE O0KECTBEHHOTO MPECTONa, MPSIMO M HEIo-
CPEICTBEHHO cOOOIIas BCTYMAIOMIMM B IapagHOE MPOCTPAHCTBO
JIBOpLIa CMBICJ BCETO KOMILIEKca pocnuceil. Huxe, y ocHOBaHHs CBO-
na, Hebeca Ilpemyapoctu u Ilpecton aHrenbCKUM KpYrom, mpuieM
3TO HE MPOCTO CTOSIKE GUTYPHI, a Yepea SITU30/I0B, TOKA3BIBAIOIIIX
npeaBeYHbIi 3ambicen craceHus. Hike dpoHTanbHble Gurypsl Ona-
TOYECTHBBIX BETXO03aBETHBIX Lapeil cTosAT Ha cTpake Mexnay Hebeca-
MU U aJUIETOPUYECKUMHU OWOIEHCKUMHU TPUTYAMH U UCTOPHUYECKAMHU
creHamu. Takum oOpasom, mepBas majaTa CIYXXHT MpeaaBepueM U B
OyKBaJIbHOM CMBbICIIE (TaM OXKHJaJIi IpUeMa), U B IIEPEHOCHOM (KoTaa
3ampicenn CraceHHs CYIIECTBYET NI0 €ro 3eMHOT0 BOILUIOUICHHS, HO
ITyTH TPaBEIHBIX ICHO 0003HAYCHBI).

EcrecTBeHHO, rmaBHas 4acTh pocnucd — 30J10Tas, LapcKas maja-
Ta, Ha3BaHHAs M3Ha4YaIbHO CpelMHHON (OMATH K& OyKBaJIbHO — MEXK-
ny I'panoButoit u HabepexxHoil manaTamy, W aJIETOPHYECKH — Kak
HEHTP MUPO3IAaHUS BOKPYT BEIMKOKHSKECKOTO TpoHa). MiMeHHo 31ech
TIOSIBIISIIOTCS. CaMbl€ CI0>KHBIE, MHOTOCJIONHBIE aHAJIOTHH, BbI3bIBABIINE
MIPETKHOBEHUS M Y PYCCKUX Jronei cepenunnl X VI B. (BO3MYIIICHHBIN
IIbIK BECKOBATHIN 1 HE CYMEBIIAN BCE TOJIKOM OOBSICHUTH MUTPOIIOIUT
Maxapwuif), © y depensl ucciefoBareneii. HamoMHUM OIWH BayKHBIHA
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MpyUMep: HU OJHAa MHTEPIIPETaIs MaMITHUKA «MaKapHUeBCKO-TPO3HEH-
CKOH 3M0XMW» HEe MOTJIa O0BSICHUTE IPUCYTCTBUE TOT'O CAMOTO CKaydyIIe-
ro 3aia, KoTopelil mokupoBan MBana BuckoBaroro B 1551-1553 rr.,
rio6anbHOE Bpojie OBl SICHO, HO OHO B3SITO allpHOPHO, a HE CTAHOBUTCS
CJIEZICTBUEM TIIATENBLHOTO aHAIN3A AeTaleH.

B noxnaze u mocnenyromeil cratbe OyneT MOAPOOHO MpPENCTaB-
JIeH aHaJIM3 BCEX 3JIEMEHTOB POCHHCH CBOAA 30JI0TOW MAajaThl, BKIO-
yas BpaTa U JOOpOTENN—TIOPOKH, 3alilla U TCa, CTPEIIOIUX JTyYHHU-
KOB, BpeMEHa rofa M BeTpa, HEOECHBIC TeNa, aJUICTOpUH 3eMJIM U
okeaHa, konecautbl Comaia u JIyHsl, BceneHCKHe co0opsl, HeOecHbIi
Hepycanum, a Takxke depeny GpOHTAIBHBIX (QUTYP PYCCKHX BEITHKHX
KHA3€H, CUMMETPUYHO IpPaBEIHBIM BETXO3aBETHBIM LAPSIM MOAJEp-
’uBaroIMM croinsl Hebec, Mol KOTOPBIMHU JIesKaT HUKHHUE PETHUCTPHI
PYCCKOI HCTOPUH U €€ AJIJIETOPUIECKUX OTPayKEHHH.

B umenom Mbl momkHBI TOBOpUTH 0 boxkecTBenHbix Hebecax, ¢ BbI-
coThl KOoTOpbIX HUcXoAUT [Ipemyapocts boxus u Cnacenue. U crox-
HBIH QJJICTOPUICCKUM S3BIK OJM30K K COBPEMEHHOMY €My EBPOIICH-
CKOMY TOJIKOBaHHMIO TeMbl [IpombIcia, XOTS XyIOXKECTBEHHBIM CTHIIb
ObUI, HECCOMHEHHO, 3HAKOMBIM, SIBIISIICH MPOAOIDKEHHEM pocnucu bia-
TOBEIIIEHCKOTO co00pa, a OTAETbHBIE PUTyphl UMEIOT HKOHOTpadmde-
CKHE TMapajuiesid B BU3AHTHICKUX U PYCCKUX PYKOIHCSAX M HAa MKOHAX.
CoBepIlleHHO OpUTHHANIBHAs U CMeTasl MporpaMMa pociiucH 30J0TON U
IlepexomHoii majaT MPOYHO ONMHpaach HA CTOJIBI TPAIULIUH, HO Tpa-
JTUINNA, CTPEMUTETHHO CONMKABIIMXCS U Pa3iIMYHBIX: PYCCKOM, BU3aH-
THUICKOW U 3amaJHOEBPONEICKON peHecCaHCHON (KOHKPETHO MTAIbSH-
ckoif). [lomeiTka BeICTpOUTH enuHbie Hebeca IIpemynpoctn mist Bcex
XpucTHaH Oblla 0OpedeHa Ha opakeHne, Bu3aHTHs yke mana, peHec-
caHcHas EBpona nuia k BoiiHaM U NpOCBeLIeHMI0, Poccrs BCTymana Ha
CBOM MCTOPUYECKHE MYTH, U 30JI0Thle HeOeca C ajIeropusiMi, MHOTO-
KpaTHO TOPEBIINE U MPOTEKAaBIINE, BOCCO3JaBAINCh B HOBOM MaHepe, B
MOCIICTHAN pa3 TIIATEIHHO MPONKCAHHBIE B COOCTBEHHOM ctuie Cu-
MOHOM YIIaKOBBIM, MPEXIE YeM UCTIETh U MacTh B Npax. M Tombko
aKKypaTHbIE TeTPAIKH, 3aIMCaHHbIC JBOPLIOBBIM AbSKOM MO JUKTOBKY
XynoxHuKka kKoHa XVII B. coxpaHstoT AJi1 Hac IIaHC MPOYUTATh BCE
3JIEMEHTHI TIPOTPaMMBI, HE MOJIMEHSISI UX CBOMM YBEPEHHBIM arpHop-
HBIM [TOHUMaHHEM IIOJTUTHYECKOI0 MOMEHTA.
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OLGA CHUMICHEVA
The Heavens of the Holy Wisdom
in the Kremlin Palace Interiors
of the Sixteenth Century

Frescos of the Golden (Middle) and Transitional Chambers of the
Grand Prince Palace of the Moscow Kremlin, built in 1499—1508 by
Italian architect Aloisio da Carcano (Aleviz), are one of the most fa-
mous, disputable and ephemeral monument of Russian art of the 16"
century. They were made for the first time in 1514 by Feodosy and
Dmitry Dionissievs after their work in the adjacent Annunciation Ca-
thedral (a part of the corridor from it to the Palace is preserved). They
were renovated several times through the 16™ and 17" centuries, last
time in 1672 by Simon Ushakov, who left us a detailed description of
all the elements and texts of the frescos. That description laid the
foundation for a scheme-reconstruction of the ensemble, completely
destroyed in 1752 for the sake of a new Baroque palace.

There are two main research works on the frescos. The first one
was done by Olga Podobedova in 1972; she stressed the idea of the
Tsar authority as if manifested in the program and dated the frescos to
the mid-16" century, the so called epoch of Ivan the Terrible and Met-
ropolitan Macarius. Podobedova was mostly interested in historical
parts of the program, but she listed the main parts of the vaults’ paint-
ing with thee gates to the Heavenly Kingdom.

The second research by Michael Flyer was done in 2003. The au-
thor argued for the central idea of the Holy Wisdom defining the
whole program and gave a ‘semantic analysis’ of the ‘new ...literary
etiquette’ of the times of Ivan the Terrible and Metropolitan Macarius.
Following O. Podobedova and D. Rowland, he marks three vertical
registers of the frescos and shows the upper one — the vaults — as a
place of the Holy Wisdom and the Heavens of God. Taking into ac-
count research by D. Miller, and F. Kaempfer, Flyer built a new ge-
ometry (literally — geometry of the whole structure) and explained it
through comparison with chief cultural and historical manifestations
of the epoch of Ivan the Terrible as the first Russian Tsar.

Although the program of the Golden Chamber was studied in a
fruitful way, the a priori approach to the monument as that one of the
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mid-16™ century limited the general picture. Many specific details
were left aside without explanations (for instance, the notorious
‘jumping hare’, which provoked protests of Ivan Viskovaty in 1551—
1553, and constant headache of researchers). Our recent studies shown
that the Golden Chamber fitted a row of Renaissance laic frescos in
ducal palaces of Italy of the 14™-16™ centuries, which were in a great
fashion in Europe in the 15™ and 16" centuries as well. Three registers
were typical for them: the low one for commonday life of princes, the
middle one for allegorical interpretations (with biblical or classical
imagery), and the upper one, the ceiling or the vaults for Heavens (lit-
eral — blue with stars, zodiacal with constellations, or allegorical with
complicated images), which manifested the idea of Providence and
astrological concepts, popular in Italy, Europe, late Byzantium — and,
since late 15th century, in Moscow Russia. That very program was
made in the Transitional and Golden Chambers in Moscow. Taking
into account that Metropolitan Macarius had some difficulties with
explaining certain key details of it in his disputation against Visk-
ovaty, we can suppose that the initial program was created in 1514,
not in the mid-16" century; it is much more reasonable for the court of
Ivan III and Vassily Ivanovich, where Italians and Byzantine-Italian
nobles lived (they saw Italian palazzo by themselves and were brought
up in that culture). An additional argument is a similarity of topics of
the Chambers and the porch of the Annunciation Cathedral painted by
the same masters in 1508.

So, our task is to analyze the monument not through our a priori
understanding of Russian culture and politics of the epoch of Ivan the
Terrible, but per se, through the inner signs and concepts of the fres-
cos. There is no doubt, the topic of the Holy Wisdom — and its role in
the Salvation — was the central one. It was manifested, first of all, in
the vaults of the Transitional Chamber, where guests were waiting for
official ceremonies: the image of the Holy Trinity in the form of Pa-
ternitas was encircled with the text about the Wisdom of God; lower
there was a cycle of episodes of deeds by the Holy Wisdom depicted
as angels’ activity. The pillars of Wisdow were the good Old Testa-
ment kings, who welcomed righteous and separated the earthen bibli-
cal scenes from the Heaven.

The Golden Chamber — initially called the Middle one (literally
and allegorically, as the centre of the world around the throne of
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Grand Prince/Tsar) — was dedicated to Russian events and persons,
but its vaults contained an extremely complicated structure of alle-
gorical elements. The report and the following article would give a
detailed analysis of all signs and compositions: from the central figure
of Emmanuel to the smallest and the most strange details, such as a
hare and a dog, winds, seasons, chariots of the Sun and the Moon,
Gates of Good and Foul deeds, the Ecumenical councils, and the
Heavenly Jerusalem. The pillars of Wisdom in that space were Rus-
sian Grand Princes — symmetrical to the biblical kings.

Thus, the original program of the Golden and Transitional Cham-
bers was founded on traditions — but different, although longing for
unifications: the traditions of Russia, Byzantium and Renaissance
Europe. But an attempt to build the universal Heavens of the Holy
Wisdom in the Moscow palace was doomed: Byzantium had already
fallen, the Renaissance Europe was hastened to wars and enlighten-
ment, and Russia stepped into its own road; the golden heavens with
allegories were numerously damaged with wire and rains, renovated in
some other artistic manners — till they were completely redesigned by
Simon Ushakov and soon were finally and completely destroyed. And
only neat and thorough manuscript written by a laic minor official
from dictation of the prominent artist of the late 17" century kept us a
chance to read all the elements of that unique and typical program not
replacing it with our own ideas about some ‘political moment’.
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KEVIN M. KAIN
Saint-Emperor Constantine’s Vision of the Cross
in the Heavens and Hierotopy in Sixteenth
and Seventeenth Century Muscovy

Saint-Emperor Constantine’s legendary vision of the cross in the stars
of heaven and accompanying message “in this sign conquer” resulted in
his defeat of Emperor Maxientius and the establishment of the first
Christian empire. While the iconography of the vision and the images of
the “sign” Constantine created before and after his triumph are well
known, their significance for the creation of sacred spaces deserve fur-
ther attention. This study investigates the importance of the Constantin-
ian paradigm in the hierotopy of Muscovy. It contends that commemo-
rations of Constantine’s vision of the cross in the heaven are essential to
comprehending sacred spaces created in the image of Byzantine proto-
types and the overall conception of Russia as a new Holy Land in the
sixteenth and seventeenth centuries. More specifically, it shows that
after scoring military victories against “enemies of the cross” in emula-
tion of Constantine, Muscovite tsars, including Ivan IV, Aleksei Mik-
hailovich, Fedor Alekseevich, and Peter I, supported the creation and/or
embellishment of new holy spaces in the image of the ones the Byzan-
tine emperor constructed in the Holy Land and, supposedly, at ancient
monasteries. I call these dual replications the “Byzantine-New Jerusa-
lem scenario.”

Tracing and analyzing the imagery of Constantine’s heavenly
vision in Muscovite commemorative religious texts, “holies” (relics,
icons, znamyona) and related rituals reconnects it with hierotopy in
the original Byzantine mode. It identifies the readings for September
13 and 14 holidays devoted to the “Dedication of the Temple of the
Resurrection in Jerusalem” and “Elevation of the Cross” in Great
Menologies of Moscow Metropolitan Makarii (1540s) and Dmitrii of
Rostov (1689) as the guiding scripts for the Muscovite Byzantine-
New Jerusalem scenarios. According to these narratives, Constan-
tine’s legendary vision of the Cross in heaven, and his resulting mili-
tary victory over Emperor Maxentius began a string of heavenly-
dictated events leading to the construction of the Church of the Holy
Sepulcher, which Constantine deemed “New Jerusalem.” These sa-
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cred histories offered divinely ordained prototypes, which the Mus-
covite tsars could and did copy. They contextualized the crosses of
Constantine, (believed to be) created by the saint-emperor to com-
memorate his victories, which were transferred to Russian rulers and
deployed on their campaigns against “enemies of the Cross.” They
likewise informed new representations of the prototypical “sign” (vi-
sion of the cross) on znamyona, including the one created for Ivan
IV’s conquest of Kazan in 1552 which depicted two four-ended
crosses amongst stars together with an image of “Christ not made by
Human Hands.” Considered “holies” in their own right, the tsars’
znamyona were celebrated together with the Cross of Constantine in
complex departure and return rituals and ceremonies in Moscow de-
signed to identify the Russian rulers with the Byzantine saint-
emperor. Victories attributed to the power of the Cross provided mo-
tivation, justification, even obligation, for the tsars’ creation of the
new sacred spaces, including Cathedral of the Intercession on the
Moat, Krestnyi and New Jerusalem Monasteries, and replicas of the
“cave” of Christ’s birth and the Church of the Holy Sepulcher in the
Moscow Kremlin. Representations of Constantine’s vision of the
cross manifest in the iconography, such as the Kii Cross imagery,
installed at Krestnyi and New Jerusalem Monasteries as well as the
Kremlin, confirmed and memorialized the connections between vic-
tories and sacred spaces established in accordance with the saint-
emperor’s example.

KEBuH Kavin
«Bunenne Cpsatoro Kpecra Ha HeOe»

umiepatopom KoHCTaHTMHOM U MepOoTONUA
MockoBuu B XVI-XVII Bekax

Wkonorpadusa Bunenus Cesroro HebGecnoro Mmmepatopa Koncran-
THHA O HEOECHOM KpECTe XOPOILO U3BECTHA, HO €€ 3HAYECHUE JUIs CO3-
JaHus CBAIICHHBIX MECT 3aClIy>XKUBACT )lam,HeﬁuIero BHUMaHUSI. JTO
WCCIIEJIOBAHNE UCCIIEAYyeT BaXKHOCTh KOHCTAHTHHOBCKOM MapajnurMsl B
uepotonuu MockoBuu. OH yTBEpXKJIaeT, YTO BOCIIOMUHAHUS O BUJE-
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Hun KoHcTaHTHHOM KpecTa Ha HeOecax MMEIOT BaXKHOE 3HAUCHHE IS
MMOHUMaHUS CBAIICHHBIX MECT, CO3JaHHBIX 110 00pa3ily BU3aHTHICKIX
MIPOTOTHUIIOB, M OOIIETo TpeacTaBieHus o Poccum kak o HOoBOU CBS-
TOHM 3emiie B IMIECTHAIIIATOM M CEMHAMIATOM Bekax. boiee KOHKpeT-
HO, 3TO TMOKAa3bIBAaCT, YTO, OJICPKaB BOCHHBIC MOOC/bI HAJl «BparaMu
KpecTa» B mojipakaHnu KOHCTaHTHHY, MOCKOBCKHE LIApH, B TOM YHC-
ne Uan 1V, Anekcelr MuxainoBuu, @engop AnexceeBud u lletp I,
MOJIIeP KA CO3JIaHUE ¥ / WITU TIPUYKPAITMBAHUE HOBBIX CBSTHIX MECT
1o 00pa3y TeX, KOTOpbIE TOCTPOMI BU3BAHTHICKUI HMITEpaTop.

B. B. UrolieB
HebecHplii kpyr, HeOecHas nonycdepa 1 3Be3/bl
Ha JIPEBHEPYCCKUX JIMTYPTUUECKHUX MTPEAMETaX

VALERY IGOSHEV
The Heavenly Circle, the Heavenly Semi-Sphere, and
the Stars on Medieval Russian Liturgical Objects

JparoneHHble €BXapUCTHUECKUE COCYbl, H3BECTHBIE €lIe B PAHHEBU-
3aHTHMCKUI NEpHUOJ, C NMPUHATHEM Ha PycH XpHCTHAHCTBAa IIUPOKO
WCIIOJIB30BAITUCH B OOTOCIYKCHUH B JpeBHEpPYCCKUX Xpamax. K Bax-
HeHImMM (BIIQIBIYHBIM) OOTOCTY)KEOHBIM COCYJaM OTHOCHUTCS TIOTHP
(Tped. wama IS THTHS), TUCKOC (Tped. KpyTiioe OII0f0) W JDKUIIA,
MOCKOJIBKY COTIPHKacaroTcst co cBATbIMEH Japamu. B umcno esxapu-
CTHYECKHX MPEIMETOB BXOIWIN TAK)KE 3BE3ANLA, JDKULA U KOKE, 1B
WIN TPHU JOPHBIX OJIOALIA, ABAa «IOKPOBLEA» M Bo3ayXx. Popma, cBs-
IICHHbIE M300pakeHUs, JUTYprUueckre HaJIHCH Ha CaMHX Bellax,
TEKCTHI U3 OOTrOCIy>KEOHBIX KHHT, CBHICTEIBCTBYIOT O CUMBOJIUKE U
Ha3HAYCHWHU 3THX IpeaMeroB mpu EBxapucTtum, a Takke Ha CBA3b C
Hebom — cakpansHbiM 00pazom muposnanus («Mucyc Xpucroc, Ar-
Heny boxuii — Bnagsika HeGa», «HeOecHas TBepap», «HEOSCHBIN
Kpyr», «HebecHas momycdepa (Kymon)», «HeOecHBIH xi1e0 Xpucray,
«3Be37bD», «Budueemckas 38e31a», «BO3LyX» U Ip.)
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IMonycdepuueckast hopMa riaakoil yamm IPeBHEPYCCKOTO MOTH-
pa, IENeCT! JHKULBI M 3BE3/IUIIBI B BUJIE KYTIOJIA MTOBTOPSIOT CHMBOJIH-
Jeckyro (opMy cpemHeBeKoBoro HebOecHoro coma. CiemyeT oTMe-
TUTh, YTO TONycdeprueckre (OpPMBI PaHHUX 3araJHOEBPONCHCKUX
(POMaHCKHX) U IPEBHEPYCCKUX MOTUPOB OBLTU OYECHb CXOXKH, HO MPHU
3TOM HX JIEKOp 3HaYUTeNbHO oTinyancs. OnHako B 3ananHoit Llepkeu
(¢ XI B.) HE OBUTH W3BECTHHI JDKHUIIBI, KOTOPBIE IMAPOKO HCIOIL30Ba-
much nipu EBxapuctuu B Buzantuu u Ha Pycu. O cUMBOIIMKE JKUITBI
roBoputcst B TonkoBoit ciyk6e XV B. «JDbkuna ects cBsitast boropo-
IATIa, TIPUAMIITN HeOecHBIN xyed Xpucra BO upeBe..». Ha BorHyTO#M
MTOBEPXHOCTH KPYTJION JIEMIECTH IPEBHEPYCCKOW CepeOpSHON JIKHUITBI
rpaBUPOBANUCH U300paxenus boromarepu «Borutomenus».

JpeBHepycckre mpeaMeTsl Ui EBXapucTun — MOTHp, TUCKOC,
JDKMLA, KOTHe, 3Be3ulla, IOPHBIE Tapeln — H3TOTAaBIMBAINCH W3
pa3IMyYHBIX MaTepUAIOB M B Pa3HOOOpa3HbIX TexHUKax. CoriacHo
KaHOHMYECKUM TIPaBHUJIAM, €BXapUCTHYECKHE COCYABl JAOJDKHBI OBITh
cAeNaHbl U3 JParoleHHBIX METaIOB, IO3TOMY B IIEPKOBHBIX OMHCSX
OUYCHBb peIKO (PUKCUPYIOTCS MEAHBIE COCYABL. YIOTPEeOJIICHHE B CITYXK-
0e MeIHBIX, JKEJIEe3HBIX, CTEKIITHHBIX U JEPEBIHHBIX COCyA0B 1 EB-
xapuctuu mnpaBuiamu llepkBu He no3BossUIOCh. B KpynHeummx
JIPEBHEPYCCKHUX XpamMaX W MOHACTBIPSIX OHM ObLTU CepeOpSHBIMH, B
peMualimmX CIy4asx 30J0ThIMU, B OOJBIIUHCTBE XKE CBOEM OJIOBSH-
HBIMH WJIM IEPEBSIHHBIMU (BIUIOTH JIO JDKHUIIBI U 3BE3MHIIBI), C METHBIM
WJIH KeJIe3HBIM KOITHEM.

Ha nepeBsHHBIX TOUYEHBIX MOTHPaX, MUCKOCAX, TOPHBIX OJIFOMIIIAX
UMENNCh TaKue JKe CBSIICHHBbIC N300paKEHUS U JUTYPrUdecKue Haj-
MUCH, 9TO W Ha cepeOpsSHBIX MPeaMeTax, HO BBIIOJHEHHBIE CPEICTBa-
MU KUBOITUCH. [IOBEPXHOCTh TaKHX COCYZOB OKPHIBAIACH CYPUKOM U
onmnoif, 9TO MPEeIOTBPAIIATIO MOSBICHIE TPEUINH U BIUTHIBAHUS BU-
Ha ¥ BJIaTH B APEBECUHY.

Jluckoc — xpyraoe 611010, CIETaHHOE U3 APArOIEHHOTO MeTal-
JIa CO CBSIIICHHBIMH M300PKEHUSAMU U JTUTYPrUYCCKUMU HAITUCIMH.
B nucbMeHHBIX MCTOYHHMKAX M B HAIIUCIX HA CAMUX IMCKOCAaX OHU
WMEHOBAJINCh: «JAPOHOCHBIMI», «CIYKEOHBIMI», «CIIYKAIIMID,
«JIOPHBIMH»,  «IIEPKOBHBIMU», «OJTAPHBIMHY», «OCBSIICHHBIMI,
«OrogaMu TUCKOCHBIMID WM «OItojilaMu 1o Aopy». PanHue npes-
Hepycckue cepeopsabie muckockl (XIII-XV BB.) ObUTH BBITTOJIHEHEI B
BUjie NITyOOKHUX KPYTJIBIX Tapesel 0e3 MOJI0HOB C Y3KUMH OOpTaMu C
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IpaBHUPOBAHHBIMH CBSIIEHHBIMH H300pakeHHsIMH. Bo BTOpoii moJo-
BuHe XVI-XVIIBB. dopma amckoca 3ameTrHO ycmoxssercs. s
yn00CTBa IepeMeIeHus BO BpeMsl CIyKObl B HIDKHEH €ro 4acTH fe-
naetrcs moanoH, koropeiii B XVII B. cTaHOBUTCS 00Jiee BBICOKUM H
yKpalaeTcss OpPHaMEHTOM, CBALICHHBIMH H300paxeHusMu. [lonbie
MOJJOHBI JUCKOCOB CTABWJIM HA TOJIOBY, MPHUIEPKUBAs IBYyMs pyKa-
MU, IIPH UX IEPEMEIIECHNN C KEPTBEHHUKA Ha MIPECTOJI BO BPEMS BXO-
na co cBateiMu Japamu. O6 3ToM mucan aBcTpuiickuii qumiomar Cu-
ru3MyH ['epOepiuTeiiH, HaOMOOABIINIA LEPKOBHBIE OOPSIIBI PYCCKUX
B XpaMoOBbIN mpa3gHuk YcrneHus 15 aprycra 1517 r. B MOCKOBCKOM
YcneHnckoM co0ope: MUTPOTIONUT HapaBWIICA K ajTapio «B IpeJlie-
CTBUM TIEBYMX, CBSIEHHUKOB M JbIKOHOB, OMH M3 KOTOPHIX HEC Ha
rojoBe OJ0A0 ¢ XJIe00M, YK€ TOTOBBIM JUIS OCBSILEHHS, a JPYyTrod —
MOKPBITYIO Yallly; MPOYHe HECIH MOAPA CPEIU TPOMKHX BO3TIIACOB U
OIaroroBeHUs CTOSILET0 BOKPYT Hapoja o0pasa CBATHIX...». (Cueus-
MyHO ['epbepuimerin. 3ammucku o Mockosuu. M., 1988. C. 109-110).

Ha nue miockux Tapeneil JpeBHEPYCCKUX JUCKOCOB I'paBUpOBa-
HBI CBAIIECHHBIE N300paKeHUs U TUTyprudeckue Haanucu. Haunbonee
94acTO BHIPE3aJNCh TOHKOH JnHUEH n3o0paxenus B kpyre — «Ce Ar-
Hell», a TaKke 00pamiIIoIIue MX JIMTyprudeckue Haanucu. Miane-
Her| XpUCTOC MPEACTaBlIeH B )KEPTBEHHOH Halle, ¢ ABYMs IMPENCTONA-
IIMMH  aHrejlaMy, JepXKaluMHu pUnuael. Takue U300pa)keHus
BriepBble nosBIsAOTCS B XII B., B pocnucsx antapeil BU3aHTUIICKUX U
cepOCKHX XpaMoOB, JPEBHEHIINI MmpuMep — BO (QpecKax HOBropo.-
ckoil nepkBu YcneHus Ha Bonoroom none XIV B. B XVI-XVII BB.
3TOT € W3BOJ NPe00IafaeT B LIMTHIX MOKPOBLAX VIS AUCKOCOB.

K paHHMM OTHOCHTCS YTpadeHHBIN cepeOpsSHBIN TUCKOC KOHIIA
XIII — mnepoi yerBeptH XIV B. ¢ IpaBUPOBAaHHBIM MOSCHBIM H30-
OpakeHHEM Ha AHE XpHUCTa-OMMaHyHJa, OJaroCiOBISIOIIEIO ABYMs
pykamu. Bokpyr MenanboHa BBIpE3aH MOSICOK ¢ TEKCTOM TPagUIHOH-
Holl utyprudeckoit Hapnucu: «IIPUMMETE U AIATE.. .».

B nauane XV B. BbIKOBaH u3 cepeOpa B BUJAE TNIAAKOTO HErmy0o-
koro Omona auckoc u3 Ceprueso-Ilocagckoro myses ¢ rpaBUpOBaH-
HBIM m300pakeHreM Ha THe ATHIA B o0pa3e Mitanenma Xpwucra, Je-
JKalero B yaiie co 3se3aunei. [1o y3komy 6opTy Omoga rpaBupoBaHa
mutyprudeckas Haamuck: «[IPUMAETE W AJETE...» (Tak!). duc-
KocC sBisieTcsa BKiangoM B CeprueB MoHacTelps JMutpus MBanosuua
l'ogynoBa. Amnamormunbiii muckoc XV B. mpoucxomutr u3 Cmaco-
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IIpeoOpaxenckoro codopa [lepecnarns-3anecckoro. Ha mue B kpyr-
JIOM MeAallbOHEe TPAaBUPOBAaHO CXOXee M300paxeHne EBxapucruye-
ckoro ArHia, a mo 6oprty Haamuck: « [ IPUMUTE SJIUTE...». C o60-
POTHON CTOPOHBI KO JHY JUCKOCAa MpUMasH TIaAKUWA NoaaoH. B
Mysesix Kpemnsa uMeetcs eme oguH cepeOpsHBIA TUCKOC MEPBOH HO-
noBuHBI XV B. B BHJE Tapenu 0e3 MoJfoHa W 0e3 JTUTyprudecKon
Hagnucu. B Bomoroackom Mysee coxpaHWICS CepeOpSHBIN THCKOC
1478 1. Taxke 6e3 MoA0HA, C TPaBUPOBaHHBIM H300pakeHueM Craca
HepyxotBopHOro B kpyre, BioxeHHbId B Cnaco-KameHHbIE MoOHa-
CTBIPH KHs13eM AHApeeM MeHbIIOBBIM.

Jluryprudeckue HaJIMUCH, CAETAHHBIE HA BBIIICONMHCAHHBIX Ce-
peOpAHBIX OHCcKOcax, Hanbojee YacTo BCTPEYalOTCs Ha Yamlax ceped-
psHBIX TToTupoB. i apeBHEpycckux muckocoB X VI-XVII BB. Oonee
XapakTepHa Apyras JUTypruyeckas HaaIlucCh, KOTOpas BOCXOIUT K
tekcty EBanrenus, rae Woann Ilpenreua Bosrmamaer: «Ce ArHen
Boxwii B3emisii rpexu mupa» (MH. 1:28). Takas ke HaImuCh, BIpe-
3aHHAs Ha IUIOCKUX TapeisiX MHOTOYHCIEHHBIX AMCKOCOB, Hamboiee
gacto Bcrpewaercss B apyroit pemakumu: «CE  AT'HEILl BXXIN
B3EMJISIA TPEXU BCEI'O MMUHPAY, HECKOIBEKO OTINYAIONIASCA OT
€BAHIeIbCKOT0 TEKCTA. [IpOMCXOAUT 3Ta HAANKUCHh U3 TOIKOBAHUS CBT.
Noanna 3maroycra Ha EBanrenne ot MoaHHa: «...ATHIIEM Ha3bIBaeT
Ero, mpunomuHas nynesm npopouectBo Vcann u npoobpasoBaHue u3
BpeMeH Mowucest, 9ToOBI Upe3 mpoobpa3 Oike MPUBECTH MX K HUCTH-
He. Ho arHer| BeTX03aBeTHBIN He MPUHUMAI Ha ce0sl HUKOT1a HUIbHX
TPEXO0B, a 3TOT MPHHSI 2pexu 6ceco mupa, n30aBuil ero oT rHeBa bo-
Kus, Korma emy yrpoxkama moru6oenby. (TomkoBanus CBsieHHOTO
nucanus CBT. Moann 3maroycra. Tonkosanue Ha MH. 1:29). Ha apes-
HEPYCCKUX JUCKOCHBIX OJIFOAax ICKOBCKOWM paboTel XVI B. umenuch
TaKKe JTUTYPrUYeCKUe HaAMKUCH, BOCXOAAIINE K npopouecTBy Ucanu:
«IKO OBYA HA 3AKOJIEHUE BEJIECS U SIKO ATHELL ITPE/]
CTPEI'YIIUM EI'O BE3I'JIACEH» (Mc. 53:7). Ha nckoBckux awmc-
kocax XVI B. rpaBupoBanbl u3o0paxeHus: «EBxapuctuueckuil Ar-
Hery, «TauHcTBO EBXapuctumny, «Ionrodckuit Kpect» u ap.

36e30uya TPagUIIMOHHO W3TOTABIMBANIACH W3 JIPATOIEHHOTO Me-
TaJlja U YCTaHABIMBAJIaCh HA AUCKOCE B BUJE JBYX Pa3[BMKHBIX AYTO-
00pa3HBIX METALTMYECKHX II0JIOC, CKPEIUICHHBIX BBEPXY BHHTOM. B
Codmutickom cobope B KueBe Ha Mo3amke «lIpudamieHue amocToIOBY
UMEIOTCST m300pakeHus 3Be3aubl U auckoca (1040-e rr.) 3Be3muilbl,
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OJIUIIETBOPSBIINE HEOECHBIN KyIOJ, BXOAMBIIHNE B YHCIIO €BXapUCTHYE-
CKHX COCYJIOB, Ha3bIBAIIUCh TaK)Ke — «3BE37a», «3Be3/la ITHUCKOCHAsH
U «ceHby. JpeBHepycckue «3Be3ap» B XVI-XVII BB. nenanvck u3
cepebpa, 30710Ta, OJIOBa, M/, XKeje3a, JepeBa. JlBe ayru 3Be3HIbI B
PacKpbITOM BHIE MPEACTABISIIOT COOOH YETHIPEXKOHEUHBI KpecT. B
MecTe KpEIUIeHHs IyT BBEPXYy OOBIYHO KPEeIiiach APOOHHIIA C Pa3Iny-
HbIMH H300paxkeHmsiMu: Cstoro /yxa B oOpase romy0s1, kpecta, EBxa-
puctudeckoro Arxna, Cnaca Beenepxurend, Pacnisatust u np. [IpeBHe-
PYCCKHE TIONOCHI 3BE3IHIl, HEPEIKO YKpaIlajJnch OpPHAMEHTOM,
KPYTJIBIMH MealbOHAMH CO CBSIIIEHHBIMA H300paKeHHUSAMH, Aparo-
UEHHBIMHA KaMHSIMH.

VYcranaBnuBaeMas Ha AMCKOCE 3BE3IWIa B BHJIE IEpeKpelirBae-
MBIX Pa3ABIXHBIX AYT, HAIOMUHAIOIIAS CXEMAaTHIECKYI0 MOJIENb He-
OecHoil momycdepsl, OJMIETBOPSET HE TONbKO Budumeemckyro 3Be3ny,
MIPUBELIYIO BOJIXBOB K MecCTy poxkaeHus Mucyca Xpucra, HO 1 3Be3/1bl
BooOmIe. [lpu Gorociry:xeHHH O OKOHYaHWHU MPOCKOMUANN 3BE3AMIIA
(«ceHB») cTaBWIIach Ha NWCKOCe Haa M3o0pakeHueM «EBxapucTiye-
CKOro ATHIIa», BBIPE3aHHOM Ha JHE, co cioBamMu u3 EBanremums: «U
TIPUIIIEIIN 3Be3/Ia, CTa BBepXy, uaexe 0e Otpouay (Md. 2:9). Takue
Ke HaJIFCH BBIPE3ANCh W Ha CEPEeOpSHBIX Ayrax APEBHEPYCCKUX
3Be3auil. B Ycrase XIV B. B x0/1e 60Tr0oCTy>KeHUS Ha MPOCKOMUINU TIPH
YCTAHOBKE 3BE3IMIBI Ha TUCKOC Heped mpousHocuia: «CrnoBoM ['oc-
MOTHAM HeOeca YTBEPIUIIUCS, ¥ TyXOM YCT €r0 BCS CHJIa UX».

I'maBHOEe Ha3HaueHHUE 3BE3AMLIBI COCTOSIO B TOM, YTOOBI TOKPO-
BEll U BO3/yX, MOJIOXKEHHBIE Ha JUCKOC, HE KacaJluch CBATHIX Jlapos.
3BE3 MBI, IPEXk/IEe BCETO, MCIONB30BAIUCH JJISI TOTO, YTOOBI COXpa-
HUTH OTIPEACIICHHBIN MOPSIOK B PACIIONIOKEHNN Ha JUCKOCE M3BATHIX
13 Tipoc(op YaCTUI] eBXapUCTUIECKOro Xieoa.

Bozoyxu. HenpemeHHO! MPUHAIEKHOCTHIO CBATBHIX COCYIOB OBLTH
TTOKPOBBI («IIOKPOBIIBD», «IUIATIBD, «CYIapm» Ha AUCKOC, TIOTHUP U «BO3-
JIyX»), OT POCKOIIHBIX IIEIKOBBIX, IIUTHIX 30JI0TOM, CEPeOpPOM M HU3AH-
HBIX )KEMUYTOM, J0 MPOCTHIX «BBIOOHUYATHIX». Bcero «mokpoBLoB) ObLIO
JIBa, MU TTOKPBIBAIIN OTAEIBHO TIOTHP U JIMCKOC, a 3aTeM OOIIUM «BO3-
JyXOM» TIOKPBIBAINCHh BMeCTe TUCKOC U moTup. «IlokpoBeHme» CBATHIX
Hapos «Bo3ayxom» B Poccuu Ob110 U3BECTHO TOJBKO ¢ XIV B.

NsroroBnenrne eBXapuCTUIECKUX COCYJIOB OBUIO BOKHEHIIUM aK-
TOM Xpamo3nanus. Hepenko momHbI HAOOp TaKMX MPEAMETOB Jeai-
Csl €TMHOBPEMEHHO U OBUT MPUYPOUEH K OCBSIICHUIO XpaMa.
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A. I'. MEJIhHUK
SApyc xepyBUMOB 1 cepadMOB PYCCKHX BBICOKHX
nkoHocrtacoB koHIia X VI-XVII Beka

ALEXANDR MELNIK
The Tier of Cherubims and Seraphims
in the Late Sixteenth and Seventeenth-Century
Russian Iconostasis

Spyc xepyBUMOB u cepaduMOB, 3aBEpIIABIINIA B IMPOIIIOM MHOTHE
PYCCKHE BBICOKHE MKOHOCTACHI, OCTAETCS 10 CHIO MOpY KpaitHe ciabo
M3y4YeHHBIM. B 4acTHOCTH, HE YCTaHOBJIEHO BpeMsl €T0 BO3HUKHOBEHHS.
CaMble paHHHE JOKYMEHTAJIbHBIE U3BECTUSI O HEM OTHOCATCS K KOHILY
XVI B. Cornacuo «Bxmamao#t kaure Tpourte-CepriueBa MOHACTHIPS,
B 7108 (1599/1600) r. naps bopuc I'ogyHOB chenan ciemyrolee mo-
JKepTBOBaHHE: «21 WKOHA MPAOTLOB C XEPYBUMHU OOJIOKEHBI CEpEOPOM.
[locraBnens! y xuBoHavyanbHble Tpouisl Hag npopoku». [log nmocnen-
HUMU TOJPa3yMEBAINCh UKOHBI MPOPOUYECKOrO psifa IPEBHETO MKOHO-
craca Tpouukoro cobopa Ha3BaHHON OOHMTENH, HAJ KOTOPHIMHU YCTaHO-
BWJIM WKOHBI TPAOTIEB ¢ oOpa3zamu xepyBHUMOB. Kak M3BeCTHO, 3TOT
HMKOHOCTAC Jolled J0 Hallero BpemMeHu. Ero mpaoteueckuil 4uH Co-
CTaBJISIIOT IIeHTpasTbHas nkoHa «OteuectBo» U 20 UKOH mpaoTieB. Hax
Ka)XJOH MMPaoTeuecKoil MKOHOW paclojoKeHO M0 OTHOMY H300paxe-
HUIO XepyBUMa. B 3HaUMTENHHOM 4KMCIE€ UCTOYHHUKOB, OMUCHIBAIOIIUX
MKOHOCTAaCHI APYTHX PYyCCKUX XPaMoOB, HaJl IpPaoTHaMU GUTYPUPYIOT HE
OJIHU TOJIBKO XEPYBHMBI, a U cepaprMBlL.

Cy1iecTBOBaJI0 HE MEHEE TPeX BapHUaHTOB PACIIONIOXKEHHs 00pa-
30B XepyBUMOB U cepadrMoB. B mepBoM M3 BapHaHTOB ATH H300pa-
JKEHHSI HaXOAUJINCh HaJl MKOHAMU MPAoTIeB; BO BTOPOM — HaJ CTOJ-
OMKamu, pa3feNsBIIMMH HKOHBI TPAOTIEB, B TPETheM — M Hal
TaKUMH CTOJIOWKaMH, M HaJ HKOHAMH TPAOTIIEB.

Hraxk, B koH1ie XVI B. B HIKOHOCTacax ps XepyBUMOB U cepadu-
MOB yXke cymecTtBoBas. Ho Mor nu oH nosButbes pasbiie? IIpu mo-
MCKE OTBETA Ha 3TOT BONPOC BaKHO 0OpaTUTh BHUMAaHWE HA TO, UYTO B
MOJIABJISFOIIEM OOJBIIMHCTBE M3BECTHBIX MKOHOCTAcOB KoHIA XVI-
XVII B. paccMaTpuBaeMBbIil Psifi COYETANICA C HAXOAUBIIMMCS O] HUM
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npaotedeckuM yuHOM. CleoBaTelbHO, OT PEIICHUs BOIPOca — KO-
/1 MOSIBUJICS TPAOTEUYECKUH PSII B PYCCKOM UKOHOCTACE — 3aBUCHUT U
OTBET — KOTJ]a B HEM BO3HHK PAJl XEPYBUMOB H cepa(uMOB.

HccnenoBarenyu JOHBIHE HE TMPUILIA K €TUHOMY MHEHHIO O BpeMe-
HU BO3HUKHOBEHHS B MKOHOCTAce MPaoTeUeCcKOro psaa. boiabmmHCTBO
Y3 HUX HAacTamBaeT Ha TOM, YTO OH BO3HUK B cepeaune X VI B. Ho mpu
3TOM OHHU OTKPOBEHHO MTHOPHUPYIOT MOKAa3aHUS MO0 AAHHOMY BOIIPOCY
MUCBMEHHBIX UCTOYHHUKOB, U B TOM YHCJIE OMHCAHUS UKOHOCTACOB, CO-
JIep>Kalrecs B MOHACTBIPCKUX U XPAMOBBIX OMHCSX, & TAKXKE B ITUCILO-
BbIX kHHUrax XVI B. Te xe aBTOpbI HE MPEACTaBUIIM HAJIEKHBIX apry-
MEHTOB B TOJIb3Y JATHPOBKU COXPAHUBIINXCS MPAOTEYECKUX UKOH U3
BEPXHUX YaCTe UKOHOCTACOB CEPEIUHON YIIOMSIHYTOTO CTOJICTHS.

B HacTosiiiee BpeMsi JOCTYIHBI AJI1 U3YyYEHHUs IPAKTHUYECKU BCE
OTMCH MOHACTHIpeH u riepkBeit X VI B. u mogasssroiee 60IBIIMHCTBO
MUCHOBBIX KHUT TOM 3moxu. Bce 3T MHOTOYHUCIIEHHBIE UCTOYHUKU U
JIpyrue NOKYMEHThl HE MOATBEPXKAAIOT BEPCHUI0 O BO3HUKHOBEHUH
MPAaoOTeuecKOT0 YWHA W Psia XepyBUMOB M cepauMOB B cepennHe
XVI B. Hammpotus, BIioTh 10 1590-X IT. TOCMOACTBOBABIINNA THI BHI-
COKOT0 MKOHOCTaca B Poccun BKIfO4an B ce0si MECTHBIMN, JIEUCYCHBIM,
MPa3AHUYHBIA U IPOPOUECKUMN PSTIBI.

B ycnmoBusx emrHOTO MOHApXHUYECKOr0 Pycckoro rocymapcTtsa
XVI B. HEBO3MOXHO MPEACTABUThH, YTOOBI MOSBICHHE B MKOHOCTACE
4ero-1u00 3HAYUTEIHHOTO W PAJAMKAIBLHO HOBOTO, KAKOBBIMU SIBIIS-
JIUCh YHMHBI TIPAOTIIEB, XEPYBUMOB U cepaduMoB, He ObUIO ObI CaHK-
LUMOHUPOBAHO BBHICHIMMH TOCYJAapCTBEHHON M IIEPKOBHOM BIACTSIMH.
BcnomuuM, uto uMeHHo uaps bopuc ['ogyHOB moskepTBOBa MKOHBI
MPaoTIeB C XEepyBUMaMH sl MKOHocTaca Tpowmmkoro cobopa Cep-
rUeBa MOHACTBIPS. B 3TOM mape Henmb3si HE YCMOTPETh HEKHUU MPo-
IrpaMMHBIN XapakTep.

B naHHON cBsi3M LIeHHO cBHUAETENbCTBO «IloBecTn o cBeplIeHUH
OobHs 1IepKBU HUKUTCKOTO MOHACTBIPS», COTJIACHO KOTOPOI 1O Mo-
Benenuto maps MBana IV B 1564 1. Obul u3rotoBieH B MockBe Juist
TONIBKO YTO 3aKOHYEHHOTro NocTpoikoii Hwukurckoro cobopa Ilepe-
cimaBckoro HUKWTCKOTO MOHACTBIPSI MKOHOCTAC, BKIIFOYABIINHA B ceOs
MECTHBIC WKOHBI, JACUCYCHBIN, MPA3THUYHBIA U TPOPOUCCKUN PSJIBL.
[lomoOHBII 1O CTPYKTYype HKOHOCTac MMena HuKombCkas NEepKOBb
Cmacckoro MoHacThIps B Kazanu B 1566—1568 1T., co3manHas ipu Ma-
TepUaAIbLHOM COJEHCTBUU TOTO k€ uaps. JIormuHo mosaraTh, 4TO €CJIH
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OBl K TOMY BpEMEHHU HJesl MPaoTEeYecKOoro YnHa C XepyBUMaMHU U cepa-
¢umamu yxe ObiIa chHOPMYITHPOBaHA U TIPU3HAHA BBICIIINMU BIIACTSIMH,
TO OHa OBLTa OBI BOILIOIIEHA B JAHHBIX MKOHOCcTacax. Ho aToro He mpo-
M30IIL10. 3HAYHT, TAKOW UACH B TO BPeMsI €IIle He CYIIECTBOBAJIO.

Wtak, Bce M3BECTHBIC NOKYMEHTHI CBHICTEIBHCTBYIOT, YTO Mpa-
OTEUYECKHUI YWH U PAJl XePYBUMOB U cepadMOB pyCCKOTO HKOHOCTAaca
BO3HUKIU B KoHIIE X VI B.

Ckopee Bcero, 3TH J1Ba sipyca BIIEpBbIE MTOSIBUJINCH B UKOHOCTacax
MOCKOBCKOT'O Y CIIEHCKOTO c000pa M HEKOTOPBIX APYruX XxpamoB Mo-
ckoBckoro Kpemisi ¢ cankuuu riaBbl Pycckoii 1iepkBu. A 3aTeM JaH-
HO€ HOBILIECTBO CTaJIO pacnpocTpaHaTbes no Poccuu. Y oguuM U3 ero
NPOBOJAHUKOB ObLT Lapb bopuc ['omyHOB.

CornacHo IlceBmo-/Inonncuto Apeonaruty, XepyBUMBI B cepadu-
MBI — Omxkaiimme k bory HebecHble cuibl. B 1ieHTpe ke mpaotede-
CKOTo psifa momemiatoTcs ukonsl «['ocroapr CaBaody», miubo «Ortedect-
BO», ;b0 «HoBo3zaBerHas Tpoumay». Ilocnennue nBe mpeacTaBISIOT
INocrioma CaBaoda, Mucyca Xpucta u Cearoro Jlyxa. OueBumHO, Hues
BKJIFOUEHHSI TaKUX HM300paKeHUH B MPAOTEUECKH YMH B CBOIO OdYe-
penp mopoania el pa3MecTHTh BOIM3U 00pas3a bora mo Bepxy uko-
HOCTaca M300paKeHUsT XepyBUMOB U cepadumoB. Bo3aMoxHO, KpoMe
y4eHHs 0 HeOeCHOH MepapXxuu, OJJHUM U3 HCTOYHUKOB ITOH HJier ObI-
na yuryprud. BenomHuM cnoBa XepyBuMckod necHu: «Mxe Xepy-
BUMBI TaifHO oOpasyromie u >KuBOTBOpsimed Tpoune Tpucestyio
MECHb TMpHIEBalole...». ClieloBaTelbHO, psill XepyBUMOB U cepadu-
MOB B MKOHOCTace MpPHU3BaH ObLI 3pUMO MPEACTABIATH BBICIIHE He-
OecHble cuibl, notonue ciaBy ['ocromy. B mpoctpaHcTBe e Xpama
00paspl XepyBUMOB U cepadrMoB, Oyaydd Ha caMOM BepXy HKOHO-
cTaca, CHMBOJIM3HpOBaIH Hebeca.

DTOi cBOEH CYITHOCTBIO U MECTOTIOJIOKEHHEM SIPYC XEPyBUMOB U
cepapuMOB TEMOHCTPHPOBAT KOHIENITYAIbHYIO 3aBEPIICHHOCTh BBI-
COKOT'0 MKOHOCTaca Kak 1enoro. Ho Hano uMeTs B BUAY, UTO SICHO U3-
JIOKEHHOT'O OOTOCIOBCKOTO HCTOJIKOBaHMS AaHHOTO ()EHOMEHa, 3a-
KITFOYSHHOTO B TeKCTe, OT 3roxu JpeBHeit Pycu no Hac He momuio.

Mo>KHO yBEpEeHHO MpejmnojaraTb, 4YTO aBTOPOM HJIEH IMpaoTede-
CKOTO YMHA W psiAa XepyBHMOB U cepaMOB MKOHOCTaca ObLI mep-
BbI1 marpuapx MockoBckuii Mo (1589-1605). JlaHHyto Tumoresy
MONTBEPKIAIOT CJenylolue apryMeHTH. VIMEHHO Ha BpeMs ero
MpaBJICHUS TPUXOIATCS TEPBBIE M3BECTUS 00 ITUX JABYX YMHAX HKO-
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HocTaca. B ynomsHyTOM mpaoredeckom sipyce (1599/1600) mkoHO-
craca Tpounkoro cobopa U B 3HAYUTEILHOM KOJIMYECTBE APYIrux 0o-
jiee MO3AHMX IOAOOHBIX YMHOB IPEACTaBJICH NMaTPOHAIBHBINA CBATOU
Ha3BaHHOro narpuapxa — Mo npaBennsiid. [Tatpuapx Mos omimuan-
Csl BBICOKOW AJISI CBOETO BPEMEHHM OOpa30BaHHOCTBIO, XOPOILO 3HAI,
KpoMe Bcero mpouero, bubnuro u, 3HaunT, Ob1T criocoOEH BBIABUTATH
Takue uneu. B ero counHenusax ¢purypupyoor nepcoHaxu u3 Berxoro
3aBeTa, HeOECHBIE CHIIBI U B TOM YHCJIE XepYBHMBI U cepadumbl. buo-
JEHCKUX TMpaoTLEB HA3bIBAIOT Takke naTpuapxamu. Ha HekoTopbIx
MKOHOCTAaCHBIX MKOHAaX OHM U HMEHYyIOTca narpuapxamu. OcMmblciie-
Hue natpuapxom HMosom (axra yupexnenus B 1589 r. marpuapiiect-
Ba B Poccun, oueBuAHO, 1 TOOYAMIIO €ro BKIIOYHTH B MKOHOCTAc HO-
BBI€ SIPYChl — IPAOTLEB, XePYBUMOB U cepadumoB. Onopoil B TAKOM
OCMBICIIEHUH CIYXXHJIO MPEICTaBIeHNE, YTO [IEPKOBHAs HepapXus OT-
pakaeT uepapxuio HeOECHYIO.

T. M. KOJIb1JOBA
«Hebeca» Pycckoro Cesepa

TATIANA KOLTSOVA
The ‘Heavens’ of the Russian North

B xpamax Pycckoro CeBepa MONydmiid pacIpOCTPaHCHHE TIOTOJIKU B
dopme «Hebay. «Hebh0» — 3T0 KOHCTPYKIIUS MOTOJIOYHOIO MEPEKPhI-
THS AEPEBSHHBIX XPaMOB, HMEOMas GopMy IMOJIOTOH yCeUeHHON TH-
paMubl, pangdanbHbIe TPAaHW KOTOPOH BO3BBIMIAIOTCS K IIEHTPATEHOMY
KOJIBITY. B muchbMeEHHBIX MCTOYHUKAX ornpeaecjicHa HECKOJIbKUMU TEP-
MUHAMU: «HE00y», «Hebeca», «IOJBOJIOKaY, «KyMIom». JlaHHBINA THI
MOTOJIKA BO3BOJUTCA 0€3 MPOMEKYTOUHBIX OTOP, TAK KaK MEPEeKPHITHE
yAEp>KUBAETCs C IOMOIIBIO OAJIOK KapKaca, yCTaHOBJIEHHBIX B pacIop.
PanuanbHbie rpaHu UMEIOT TpaNeUEeBUIHYIO GopMy. B nenTpaisHOM
KOJIbIIe — KPYTJIbIil MenanboH. [loTonku B hopme «HEeOa» N3BECTHBI C
XVII B. Onn coxpanunuchk Ha Pycckom CeBepe, Ha TEppUTOPHUIX Ap-
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XaHTeNnbCKOM, Bomoroackoit obnacteit u pecrybnuku Kapenus; mep-
BOHAYaJbHO apeayl UX pacmnpocTpaHeHusi Obul mmpe. «Hebeca» u3-
BECTHBI KaK B KPYIHBIX IIEPKBSIX U co0Opax, Tak U B HEOOJbIIUX 4a-
coBusax XVII — magama XX B. «HebGo» mepekpriBacT OCHOBHOE
MOMEIIEHUE EPEBSIHHOIO XpaMa, HHOIZIa JOMOJHUTENBHO YCTpanBa-
erca B anTapsAx u OokoBeIXx mnpupenax (borosBieHckas LEepKOBbH
c. OmeBenckoe, CpereHckas nepkoBb c. Kpacmas Jliara, 1mepkoBb
IMpoucxoxnenus Yectusix peB XpuctoBeix 1. Ounmunmosckoii). B
PaHHUX MaMIATHUKaX OBUIO MPHHATO TECOBOE 3allOJHEHHE pPaaHaib-
HBIX rpaHelt «Heba» (Hukombckas niepkoBs c. [lypaema, brarosemien-
ckas uepkosb A. [Tycteiapka). C XVIII B. Ha cMeHy MpHUILTA cOOpHBIE
KOHCTPYKIMH «HEOec», COCTOSIINE U3 JCPEBSIHHOTO KapKaca H Lellb-
HBIX TpaHed. Takue MOTOJIKK COCTOSIT, B OCHOBHOM, U3 BOCBMH, JIBE-
HALATH WK IECTHAIATH paJuaibHbIX rpanei. Ilo yrmam nepexpsi-
BAaeMOro o0beMa — 4YeThIpe TpPEYTrOoNbHBbIE TPaHH, YCTaHOBJICHHBIE
napajjiesIbHO MOJy. YTJOBBIC TPaHH, KaK MPaBUJIO0, HEOOJbIINUE; BbI-
coTa pajualbHBIX MOXKET JOCTUTaTh IISITH METPOB, YTO 3aBUCHUT OT
pa3MepoB IepeKkprIBaeMOro oobeMa Xpama.

[Ipoucxoxnenue 3Toii HOPMBI OTOIKOB MOYKHO CBSI3aTh C MOSBIIC-
HueM B XVII B. HOBBIX THIIOB JIEPEBSHHBIX XPaMOB, C YBEIMUEHUEM HX
00BEMOB, a TaKKe C )KENAHUEM CO3/IaTh MOJ00UE KYyToJia B TIOApakaHHe
KaMeHHbBIM LepkBsiM. Pocruicn Ha «HeOecax» mosBuianck B XVII B., a
HanOoJbpiee pacrpocrpaHenre nonydwmm B XVIII-XIX Be. bmikaii-
M€ aHAJIOTUH KUBOMMCHBIM IIpOrpaMMaM «He0a» MOYKHO HalTH B poc-
IUCSX KaMEHHBIX LEPKBEH, KaK B PyCCKOM, TaK U BU3aHTHUMCKON Tpaau-
mr. Kynon xpuctranckoro xpama siBIseTcsl CHMBOJIOM HeOa, M Ha HEM
N300pakaauch TOJIBKO T€ (DUIYpPhI U CEOKEThI, KOTOPBIE CBS3aHbI C HUM.
CeBepHBIM MIPOBHHIIMATIBHBIM HCKYCCTBOM MPOrpaMMa pOCIUCH KaMeH-
HBIX KyHOJIOB OblTa HE MPOCTO BOCHPHHATA IS MOAPAKaHUs, HO U Ie-
pepaboTaHa NPUMEHUTENBHO K JepeBsHHbIM xpamaMm. Ha «ueGecax»
XYAOKHUKH H300paxanu Xpucrta, boromareppb, aHTenoB, amoCTOJIOB,
MPaoTLEB U JPYTHX CBATHIX. B KOMITIEKce OHM BCErzia COCTaBIISIOT Iie-
JIOCTHYIO KapTHHY. B 3To#l emuHO#l MKOHOTpadmyeckoil mporpamme
TpaHu HeNb3s ObUIO HOMEHSTh MECTAMH MM U3bATh, TAK KaK CBSTHIC HA
HHUX BBICTPAaUBAJIICh B CTPOTO ONpENEIEHHOM Nopsiake. PUCYHOK, MO3BI,
aTpuOYTBI CBATHIX BBIAEP)KAHBI B CTOJIb )K€ CTPOTOM KOMITO3MIIMOHHON
CHCTEME, KaK M MKOHOCTacHble YnHbl. C TOH JIMIIbL pa3HULCH, YTO «He-
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Oeca» cremyeTr paccMaTpUBaTh KaKk MOHYMEHTAJIBHYIO KUBOIIMCH Xpama,
HEOTBEMIIEMYIO OT UX apXUTEKTYPHOU (PYHKITHH.

Kapxkac «He6a» HallOMHHAET COJHIIE C PACXOIAIINMICS JTy9aMH, Ha
Oankax U rpaHsx n3oOpaxarorcs 3Be3bl. ['omyOoii (JoH akTHBHO ydacT-
ByeT B 00pa3HO-3MOLMOHATIBHOM CTpO€ KOMIIO3UIIMH, pedpeHoM Mpo-
XOZsI 4epe3 Kaxayro rpadb. OH CHMBOJIM3UPYET pealibHOe Hebo. YeTkuid
KOMTIO3HMIIMOHHEIM M IBETOBOH PUTM (QUTYp — OIHO W3 BaKHEHIINX
CPEICTB XYyIO)KECTBEHHOW BBIPA3UTEIHLHOCTH HEOECHOW KOMIIO3UILIMHL.
CBsTbIE BBICTPAUBAIOTCSI B TOPKECTBEHHOM JABHKEHHM K BOCTOKY, CO3-
JlaBasi KOJUIEKTUBHOE AEUCTBO. [lepexonst OT rpaHu K rpaHu, BBIACPKU-
BaIOTCS €AMHBIE MMPOMOPLINH, KOMITIO3UIIMOHHBIE CXeMBbI U pakypchl. bia-
rojapsi ynopsiioueHHOMY PUTMHUYHOMY PaCIONIOKEHUIO XEPYBUMOB B
BEPXHEH 4acTW KaXJIOW TpaHH, CO3MAETCS SIPKOE «OTHEHHOE» KOJbLIO,
oOpamJIsiroltiee HEeHTPaTbHBIA MEIAIBLOH ¢ 00pa3oM XpHCTa.

Uxonorpaduyeckue mporpamMmel «HeOec» pasHooOpasHbl. B 3a-
onexbe B XVII-XVIII BB. m3BecTHBI «HEOECa» ¢ M300paKEHUEM TIpa-
otnieB (wacoBHM Muxamna Apxarrena f. Jlemukosepo, I[lerpa u [lasia
1. BonkocTpoB) u «bokecTBeHHOH IUTyprium» (Y CIEeHCKas LIEpKOBb B
r. Kormomore, borosiBnenckas niepkoss c¢. [lanrorn). B Kapromonse n
[Toonexne pacmpocTpaneHa kommnosunus «HebecHoe BOMHCTBOY. Bme-
CTe C CEMbIO apXaHrejaMy Ha «Hebecax» Mucaiu KoMro3umnuio «Pac-
nsaTre». OHa pa3Menianachk 00sA3aTebHO HAa TOW IPaHU, KOTOpas ObLia
HarpaBJieHa K UKOHOCTacy M CTporo kK BocToky. Ecmu e (opmupoa-
Jlach KOMITO3MLIMS «HE0a» M3 ABEHAALATH TpaHed, TO Mporpammy ¢
M300paKCHUEM apXaHTelIOB JONONHSIM (UTrypaMH €BaHTeIUCTOB. Mx
N300paKeHUsl CIIeyeT UCKAaTb UMEHHO Ha TeX YeThIpeX pPajHaibHBIX
TpaHsIX, KOTOpPBIE HAMPABIEHHBI K YIiIaM TepeKphiBaeMoro oobema. Ta-
KAM 00pa3oM, CBaHTEIUCTHI B CUCTEME JICKOPAIlH «HeOecy 3aHUMAaloT
MOJIO’KEHUE, CXOAHOE C MapycaMu KaMEHHBIX XpaMoB, TJI€ OHU CUMBO-
JIU3UPOBAIM YEThIPE CTOJIIIA €BAHIENILCKOTrO ydeHus. Bemymmmu mac-
Tepamu, pa3zpabarbiBaBIIMMU Nporpammy «HebGecHoe BOMHCTBO» U ee
Pa3HOBUIHOCTH, OBUIM MKOHOIMUCIIBI OHexckod aptemu U. U. Borna-
HOoBa-Kap0aToBCKOTO, TBOPYECTBO KOTOPOW OXBATHIBACT IEPHUON CO
Bropoi nojoBuHbl XVII 10 neproit nmonoBunsl XIX B. UMu co3manbl
«HeOeca» BO MHOTHX LIEpKBsIX [I0OHEXbs, MOCTPOCHHEIX B cenax Cay-
HUHO, Bonocoso, [Tusna, [lonnoposxse.

Camas HEMHOTOUYHCJICHHAS TPYyMIa «HeOec» — ¢ N300paKeHUEM
aroCTOJIOB — HM3BECTHA MpEeUMyIIeCTBeHHO B Kapromnosbe, rae moimy-
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ymia passute B XIX B. (I'eopruesckas niepkoBs 1. [lopxeHckoe, da-
coBHsl Beenenus boromarepu Bo xpam 1. PBIKKOBO).

OTIMYUTETEHON 0COOEHHOCTBIO POCTIHICEH MOTOIKOB KeHozepns
SBIISICTCSl BKJIFOUEHHE XPaMOBBIX 00pa3oB B UX HKOHOTpaQHUYECKYIO
kaHBy. Ha «uebecax» ['eoprueBckoii yacoBHM B MUHHUHO H300pakeH
00pa3 BenukoMmy4eHrka ['eoprus; yacoBan Tpex cBaruteneii B Hems-
Te — o0pasbl cBaTuTeneit Bacumus Bemnkoro, Moanna 3maroycra u
Hoanna borocnoBa. Ha «uebOecax» n300pa)xaroT TakkKe ITyXOBHBIX
MMOKPOBUTENIEH MECTHBIX KTUTOPOB.

BceTpeuarorest penkue MKOHOTpaQUIECKHEe MPOTPaMMEBI «HEOECH.
K npumepy, Ha moTosike yacoBHH A. HemsATa Ha miecTHaaaTH rpaHsx
noJ pUrypaMu arocTOJIOB U CBATHTEIEH Pa3MECTHIINCH MPa3JHUYHbIE
CIOKETBhl M3 XU3HU Xpucta U boromarepu. Ha moroske ogHOTO U3
antapeit nepksu borosinenus c. OmeBeHCKoe — crieHbl CTpacrteid
XpuctoBeix. B cepequne XIX B. Ha «HebOecax» Kapromonbs mosiBu-
Jach YHUKaJbHAs MporpaMMa pocIucei co cieHamu u3 Berxoro 3a-
Bera (['eoprueBckas 1mepkoBs 1. Huz B OmeBeHCKOM, MEpKOBb Pojk-
nectBa boroponuiiet ¢. Kpacuas Jlsra).

BBuly HEMHOTOYNCIEHHOCTH MOHYMEHTAIGHBIX KHBOMHICHBIX pa-
00T, a Takke WX OJM30CTH K TEXHOJIOTHH MKOHOmHCH, Ha CeBepe HE
BBIJICJINIIACh CAMOCTOSITEbHAS TPyIMa XyI0KHHKOB-MOHYMEHTAJIH-
cToB. Pocrincu «Hebec» B IEpEeBSHHBIX XpaMax BBIIOIHSUIA UKOHOIHC-
IIbI, KOTOpBIE paboTaaW M HaJl CO3/aHHeM HMKOHOCTacoB. Harmpumep,
Haj «HeOom» [Ipeobpaxenckoit riepksu ¢. Typuacoso B 1830-¢ rr. pa-
OoTanu oHexxckue ukoHomucusl ['puropuit u [laBen MakcumoBsl. B
1880-¢ rr. B xpamax KeHo3zeprsi akTHUBHO paboTan MKOHOIHWCEI U3 C.
Konero ®emop 3axapoB Mok. B 1847 r. nkonomnmcer; Bmagumupckoit
ryoepann M. K. CkaspiBaeB Hamucan «HeOeca» B IIEPKBH ApxaHrena
Muxanna ApxaHrennbckoro npuxonaa Kaprononbckoro yesna.

«Heb0» — 310 0cobast KOHCTPYKITHS, KOTOPast CTOMT OCOOHSIKOM B
ceBepHOM Hacneauu. Pocmicn «HebGec» co3laBaiuch Ha TPaHU MOHY-
MEHTAJIBHOW M CTaHKOBOW >XMBOmHUCH. JKuBomuck «HeOec» B XVIII-
XIX BB. pa3BuBaiach B pycie OOIIEPYCCKOW TPaJUIUM: MOCTETIEHHO
SBOJIFOIIMOHMPOBAIa OT MKOHOIMCHON MaHephl MFChMa K aKaJgeMHde-
CKOMY HaIlpaBJIECHUIO.
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M. C. EroroBA
Hebeca, anrenst 1 « A7aMOBO BOCHIECTBUEY:
Bo3Hecenue ['ocnioiHe B JpEBHEPYCCKOM NIEBUECKOM
Tpaaumuu (0 IparMaTuKe JIUTYPrUYECcKOro oopasa)

M. EGOROVA
Heavens, Angels, and Adam’s Resurrection:
The Ascension of the Lord in the Medieval Russian
Singing Tradition

CpenHeBeKOBasi BOCTOYHOXPHUCTHAHCKAS TUMHOTpadus mpeacTaBiisieT
c000¥ Ype3BBIYAHO OOMIMPHEIN KPyT TEKCTOB, OOBEAMHEHHBIX 00-
[IUM JINTYPTUYECKUM KOHTEKCTOM, CYTy0O XpPHUCTHAHCKOW TEMaTHKOH,
TECHO CBSI3aHHOM ¢ Oubneiickum nperekctoM U [Ipenanuem Llepksu, a
TaK)K€ Pa3BUTBIM XYJOXKECTBEHHBIM S3BIKOM, KOTOPBIA MOCTPOEH Ha
HECKOJIBKMX YHUBEpcalbHbIX NpuHImnax. Cpexm HUX — ocoOas
nparMaThka 0orociykeOHOM rHMHOTpaduH, 10 CUX MOp OCTaroLIasics,
K COXaJICHHIO, COBEPIIEHHO He n3yueHHo. [IparmaTuka o0ycioBieHa
CUTyalleil HCIIOIb30BaHUS 3TUX TEKCTOB, KOTOPBIE HE SIBISIFOTCS OK-
Ka3MOHAIBHBIMH, HO HA00OPOT — IOCTOSIHHO BOCHPOHM3BOAMMBIMH,
MHOTOKPATHO UCIONHIEMBIMH B XpaMe B COOTBETCTBUH C JIUTYypruye-
CKHAM KaJICHIapeM M NpeaNuCcaHusIMH THUIUKOHA, YTO AEIAeT TUMHO-
rpaguio 0coOBIM XYJOXKECTBEHHBIM (eHOMeHOM. [lo cyTH, THUMHO-
rpadUuecKie TEKCTHI, COYeTalolmue BepOalNbHBIA M MY3BIKATbHBIN
pAABI B €IMHOM MOJIMKOIOBON CTPYKTYpE, BBICTYIAIOT B KAYECTBE O-
HOH M3 CMBICJIOBBIX KOHCTAHT Tpaauluu: (YHKUHMOHHUPYS Ha IPOTS-
JKEHUH JOJTHX CTOJETHH, TIECHONEHHS Hapsly C MOCTOSHHO 3BydYa-
muM 3a OorociyxeHueM CBsimeHHbIM [lucanuem ompenensian Kpyr
JUTYpPrudeckux o6pa3oB, HOPMHUPOBAIM CLEHAPUU UX BOCHPHUITHS U
npoutenusi. OMHAKO 0COOCHHOCTHIO MPAarMaTHKH STHX TEKCTOB, IO-
MHMO TPOYETo, SBISIETCS UX HEaBTOHOMHOCTh. B "acTHOCTH, H3BeCT-
HO, YTO MY3BIKAIbHBIH TEKCT Oojee MOIBMXKEH, YeM BepOalbHBIN, U
(uHATIbHAS WHTEPIPETAIsi BO MHOTOM 3aBHUCHUT OT POCIIEBA, a peallb-
HOE BOCHPHUATHE TEKCTa BO3MOXKHO TOJBKO B CHUTyallHmu Oorociyske-
HUs. VIMeHHO B xo4e OOrociy)XeHHs 3Bydallldil TEKCT aKTyalu3Hupy-
€TCsl, HaXOAACh B HEMOCPEICTBEHHON CBSI3U C IPYTMMH DJIEMEHTaMHU
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pUTyana, KOTOpble 3HAYUTEIHHO PACHIMPSIOT «TOPU30HT» €ro MOHH-
MaHus. Tak MPOUCXOTUT MPAKTUIECKH C JIFOOBIM JIUTYPTHISCKUM TEK-
CTOM, HO TUMHOTrpadus ABYHAAECATHIX TMPA3THUKOB MPEICTABISET
eZBa U HE HAWOONBIIUIl MHTEpeC B acHeKTe HHTEpPMETUaTbHOCTH
CPEIHEBEKOBOTO HCKycCTBAa. VIMEHHO 3TH CIOKETBI SIBJISIOTCS KOH-
CTaHTaM{ B CaKpaJlbHOM IPOCTPAHCTBE Xpama, UMEHHO OHH CTaHO-
BATCS HICTOYHUKOM CIIOKHOM JIMTYPTUYECKOW 0Opa3HOCTH, OTHIOb HE
BCEr/a OrpaHMYMBAEMON IMpPSIMON €BaHTENbCKOM MOBECTBOBATEIBHO-
CTBIO W (PUTYPATUBHOCTEIO.

MBI mpejyraraeM paccMOTPETh TE3WC 00 OCOOCHHOCTSIX Iparma-
TUKA MY3bIKQIbHO-TIO3TUYECKIX TEKCTOB CPEIHEBEKOBOH BOCTOYHO-
XPUCTHAHCKON TpaIuIMM Ha MaTepualle IPEeBHEPYCCKHX MEBUYECKHUX
kaur XVI-XVII BB. («Ctuxupapu noctHbie», «[Ipa3mgaukmy», CTUXH-
papu Ttuma «/lpaube oxo» u3 cobpanuii Kupmino-benosepckoro,
Tpouue-CeprueBa u Hocudo-Bonokonamckoro MoHacThIpeii), co-
JiepKamux guHorocnenoBanne Bosnecenns ['ocromus. Bee rumHo-
rpaduIecKue TEKCTHI CIYKOBI, coBepmaeMoil Ha 40-H AcHB Mmocie
ITacxu, cBA3aHBI HE TOJIBKO C CAMHUM HOBO3aBETHBIM CIOKETOM, HO U C
(dyHIaMEHTaTbHOHN I XPUCTUAHCTBA TUXOTOMHUEH «HE00 — 3eMIIsD».
O6pa3 Hebec 3aHMMaeT IIEHTPATFHOE MECTO KaKk B HKOHOTpaduu Bos-
HECEeHHMs, TaK U B TEKCTaX YHWHOIOCIEOBaHUA. B dem ke 3akiodaer-
Csi YHOMSHYTas BBIIIE HEABTOHOMHOCTH, MOABM)KHOCTH CEMaHTHKU
TeKCTa, 00YCIIOBICHHO €ro MparMaTHKON?

C nepBoii ctuxupsl Ha «['ocroan, Bo33Bax» Maioil BedepHH 110
3aKJIIOYUTENBHBIX CTUXHD Ha XBaIUTEX YTPEHHU B TEKCTaxX Mpa3gHHUKA
Boszuecenust ['ocriofHs 3By4UT MOTHB MPOTHUBOIIOCTABICHHOCTH MHpPa
HeOECHOTO W MHpa 3eMHOTO. XPUCTOC «BO3HEcecs Ha Hebecay, «cere
Ha BBICOTE», «Ha oOmamex HocuM». «Hebeca yroropamia mpectol
ero», «HeOeCHHHM OECIJIOTHUM YHHOBE... y)Kacaxycsl CTpaxom», «Hd
yCTpammmacs IpeucogHIm», «BpaTa e HeOo oTBep3mH mo0poTte
TUBSITECS», «3eMJIsl TailHas OTKpbIBaeT». lIpuBeseHHble BepOaIbHBIE
(dopmynbl, comepkamye B cebe JekceMbl «Hebeca», «HeOo», «Hebec-
HBII» (Hanee MUTHPYIOTCS TEKCTHI YWHOIIOCIENOBaHUs Bo3HeceHus
o pykomucu «lIpazmaukny w3 ['TIHTB CO PAH, Q.111.42 XVII B.),
HaNpsIMYIO CBSI3aHBI C TUMHOTPa(QUIECKUM TOIOCOM, CEMaHTHYECKOE
MPOCTPAHCTBO KOTOPOTO, JIOCTATOYHO IMHPOKOE M HEOJHO3HAYHOE,
MPOTHUBOIIOCTABIIEHO TOMOCY 3€MJIM, 3€MHOW JKM3HHW, €€ TICHHOCTH,
KOHEYHOCTH. AHTEIbCKHE CHJIBI IPOTHUBOIOCTABIEHBI aIllOCTOJIaM,
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IyX — IUIOTH, pagocTh — Iutavyy. ['panuna mexmy mupoM boxkect-
BEHHBIM U MHUPOM YEJIOBEYECKUM BIOJHE OLIYyTHUMA, Pa3leJICHHOCTb
yenoBeka u ero TBopiia, 0 KoTopod Hekorga mucan Makcum Hcmo-
BEJIHUK, B ruMHorpadun Bo3Hecenus mpuoOpera MouTH MaTepualib-
Hy10 omytumocTb. Opnako, «['ocnoap BozHececs Ha Hebecay — U
«4ernoBevYecKoe CyIIeCTBO Ha Hebeca BozHececs». KimoueBoe coObITHe
3eMHOH >km3HH CracuTens B My3BIKATBHO-TIOATHYECKUX TEKCTaX UH-
HOTIOCJIEJIOBAHNSI HMCTOJIKOBBIBAETCSI BIIOJIHE B JyXe aroOCTOJNBCKHUX
MOCNaHWii U OOTOCIOBCKOW TpaguliiK (CM., HallpuMep, 22-10 TOMH-
muto cBT. ['puropus [lamamel) kak «BIaapIIHIN BOXECTBEHBIN BOXO,
WKe K HeOeceM MPOCBEHIAIONINN BCSUECKas», «sDKE Ha 3eMIIM COE/IU-
HUB ¢ HeOecHBIMI». Clle0BaTeNbHO, JPYTUM CEMaHTUUYECKUM «IIO-
JmocoM» CayxkO0bl BosHeceHUWs sBISETCS yNpa3gHEHWE TPaHUIIBL,
oTnensdomei yemoseka oT bora, oco3HaHuMEe paBHOYECTHOCTH U CO-
MIPECTOJBLHOCTHU YeJI0BeUeCKOH Mpupoasl boxkecTBy.

My3blKkanbHas UHTEpPHpPETalrs BHOCUT CBOU HIOAHCHI B CMBICIIO-
BO€ MPOCTPAHCTBO YMHOMNOCJENOBaHUsA. J[peBHEpYCCKUIl 3HAMEHHBIN
pocTeB Kak 0COOBIN Xy0KECTBEHHBIN SI3BIK, TECHO CBSI3aHHBIN C I10-
STUYECKUM CJIOBOM, 00JalaeT IMUPOKHM HAaO0OPOM BBHIPA3UTEIIBHBIX
CPENCTB, KOTOPBIE UCIOJIB30BAINCH CPEIHEBEKOBBIMU POCIEBIIMKAMHU
HE TOJIbKO KaK MPHUEMBbl YCHJICHUS SMOLIMOHATBHOCTH WM IEKOPATHB-
HOT'O YKpPAaIIeHMs], HO MPEX/€ BCEro KaKk MpUEeMbl TOHKOW, OCMBICIIEH-
HOH, LeNeHANpaBIEeHHON UWHTepOpeTauuu TekcTa. JIuTenbHbIMU
BOKaJIM3UPYIOMIUMH MY3BIKaJBHBIMH 00OpOTaMH, TPAAWIIMOHHO HE-
CymMu Ha cebe 0coOyr0 CMBICTIOBYIO Harpy3ky, B II€CHOICHHSAX
Bo3necenus yarie BCero BBIAECIEHBI JIEKCEMBI, CBSI3AHHBIC C AHTEINb-
CKMMHM YMHAMH, UX HEAOYMEHUEM MPOUCXOAsIeMy 4yly, boxect-
BEHHOU mpupomoil Xpucra, yaeHukamMu CracuTelns, B3BIBAIOIIUMH K
Hemy ¢ mMonn60it 0 HEcniocnanuu UM Yrtemmurens. OcoObIM KOHTpa-
cToM Ha (OHE TECEHHBIX TJIACOBBIX INOIMEBOK CTAHOBATCA T. H. «(pu-
TBI», YbH MPOCTPAaHHBIE POCIHEBHl YCHJIMBAIOT MOTHB CHSHHUS CJIaBBI
Xpucra, cinaBbl HETJIEHHS, MOOEIBI HaA cMepThio. OJHAKO CTOHUT OT-
METHTb, YTO, HAIIpUMep, B cTuxupe mo 50-m ncanme «/lHecr Ha Hebe-
cex...» 6-ro riaca OAMHAKOBBIMH, JIETKO Y3HABA€MbIMU MHTOHALMOH-
HBIMH (QOpMyJlaMH pPOCIETBl CHHTarMbl «JIHECh Ha Hebecex»,
«HeOeCcHast BpaTa» U «IKe C TUIOTHIO» — 3TOT IPHUEM CBOEOOPa3HOTO
MY3BIKQIIBHOTO «pU()MOBAHU OYEBUIHO CBS3BIBACT BOSAMHO MOTHB
HEOECHOT0 BOCXOXIECHUSI XpHCTa U OOHOBJIEHUS YEJIOBEUECKOM IJIO-
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Ti. He ciy4aitHO 0COOEHHO TOP)KECTBEHHO B IECHOTCHUSIX 3BYYUT
MPHU3BIB K MOJISAIIAMCSI BMECTE C OSCIUIOTHBIMH CHIIAMH, HO 3]1eCh, Ha
3emiie, BocneTh U Ero cxoxjaeHnue B Hail Mup, 1 Ero Bo3HeceHune ko
npecrony Hebecnoro Otna.

OnHO M3 NECHONEHWH YHMHOINOCIEIOBAaHUS — CTUXHpPa-CIaBHUK
MUKpPOLIMKJIa Ha CTUXOBHE Bemnukoit Beuepuu «B3biae bor B BOCKIMKHO-
BEHUW» 6-TO Ii1aca — 3aHUMAaeT B 3TOM psmy ocoboe mecto. MMeHHO
3TOT TEKCT COIPOBOXKAAET JHUIEBOe M300pakeHne Cracurtens B MaH-
JIOpIie, BOCCENAIOIIEro Ha paayre, Ha omodope cepeanusl XVII crore-
THA, KOTOPBIM MPOUCXOAUT U3 MacTepcKoi napuiibl Mapuu MinbuHUYHBI
W XpaHUTCS B KOJUIEKIMH | OCyZapCTBEHHOTO HMCTOPHUKO-KYJIBTYPHOTO
My3esi-3anoBeanuka «MockoBckuit Kpemib» (uaB. Ne TK-2092, TK-
2091). H. A. MascoBa onpezenser HKOHOTpaduro 3To# aeramin oMmodo-
pa kak «Crac BcenepKuTenb»', XOTs IUTyprideckas HaIKCh, Paciio-
JokeHHasi BOKpYT (urypsl Cracutess, 1 M300paKeHUs aHTeJoB, 0e3
COMHEHHS, YKa3bIBaIOT HA TO, YTO Mepe]] HaMHu (pparMeHT KOMITO3UIIHU
«Bosnecenne ['ocmomaey». B coOpaHum ApeBHEPYCCKOTO IIUTHS TOTO
JKe My3esi XpaHUTCS OMO(Op BHU3AHTHICKOTO TPOUCXOXKICHUS, IATH-
pyroImiicss ropa3no Ooyiee paHHEH 3MOXOW W COAEPIKAIIUN MOIHYIO
BEPCHIO 3TOr0 Cloxera — ¢ (urypamu boropomuisl M amocTojioB B
HIDKHEM peructpe kommosurmu. Cyns 1o Bcemy, cioxkeT Bosnecenus
JIEACTBUTENBHO 4acTo ucnonb3oBaiics Ha Pycu B XVI-XVII BB. mpu
YKpaIIeHH! EMUCKOIICKUX OMOGOpOB. A IECHONCHHE, OKpYKaroliee
n300pakeHne Bo3HOcsIerocss Xpucra Ha oModope M3 MacTepCKON
Mapuu UnpuHUYHBI, UIMEHHO B 3Ty 3MOXY pPaclpOCTPaHWIOCH B He-
CKOIIBKUX MY3BIKaJIbHBIX BEPCHAX, KaXKIas M3 KOTOPBIX MPEICTaBISICT
c000¥ CIOXKHYI0 XyHokecTBeHHYI0 opmy. CTHXupa oCHOBaHA Ha 6-M
ctuxe 46-ro ncanma: «B3bige bor B BOCKIMKHOBEHHH, 1 0CIIO b BO Ii1a-
ce TpyOHem». B NHMIIEBBIX cpemHEeBEKOBHIX cruickax [lcanTeipy 3TOT
CTHX TPAJWIIOHHO COTMPOBOXIaeTca n3oOpakenneM BosneceHus (cp.
Kuesckyro nicanteipp 1397 r.). OgHako He CTONIBKO cama Oubmerckas
[UTaTa OKa3bIBACTCS MPUHIUIHAIBFHO BaXKHA, CKOJIBKO €€ MHTEpIpeTa-
mus: XpuUCToc Bo3mieNn Ha HeOeca, YTOOBI «BO3HECTH MaIIuii oOpas
AnamoBy. Jlekcema «BO3HECTU» HECIy4YallHO MapKHpOBaHa CIIOKHBIM
JUTMTEITLHBIM POCTIIEBOM (DUTHI, TAKMM 00pa30M MY3bIKaJIbHBIN TEKCT
aKIEeHTUPYeT BHUMaHHE HA MOTHBE «AJaMOBa BOCIIIECTBUS.

! Mascosa H. A. JpesHepycckoe muueBoe muthe: Katanor. M., 2004. C. 300
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CBsi3aHbI 1 TUMHOTpaUUIECKHH TEKCT, 3ByYalluid 3a OOrociy-
JKEHHEM B YCJIOXKHEHHOM, H3BICKaHHOU opMe, U clieHa Bo3HeceHus ¢
CHMBOJIMKOH apxuepeiickoro omodopa? OTBET Ha 3TOT BOIIPOC JAIOT
IIUPOKO PaCIIPOCTPaHEHHBIE HA PycH TONKOBaHUS Ha TUTYPTHIO, OTIH-
CBHIBAIOIIME O0JIAYCHUE CMHMCKOIA W €ro JCUCTBUS BO BPEeMsl CITykOBI:
«AMohopb ke ecTh aaMilb ChCTaBbh, PEKIIE YeJIOBEYb. A MKE ChBO-
KyIia J1Be TTosioBuHE (oModopa — M. E.) Bo enuHy, ce ke HeOecHas
Ch 3eMHBIMU ChBOKyMUIIacs. Ce 00 eMUCKONb BETUKBIM CBSITUTENb 110
BceMy 00pa3b XpHCTOBH HOCHUTh. A WXe B3ATh OMO(OpH Ha pamy
cBoO€IO, ce ecTh 00pa3 CriHa boXus, ke OCTaBH JIEBATHICCATD U Jie-
BATh OBCIlb HA TOpax M MJC Ha B3BICKAHUE OJMHOS IOTBIOIINE, U 00-
pPEeTh M B35TH 10 Ha pamy cBocto». CTOMT MPHUBECTH M JallbHEHIINN
TEeKCT T. H. «TOIKOBO# cITy>kOBI», ONMMCHIBAIOIINI 3aBeprincHue JIu-
TYpruM: «A WXKe MOKTh MaIbsAId TPUKPATHHO, aHI'CJIOM MOA00SITHCS,
WKE TJarojiaxy aHTrelbCKbIMb CHJIaM, €ria BO3HOCAIIYCsS XPHUCTY KO
OTiy, Bb3MeTe BpaTa KHS3M Bami. MHHM ke riarojgaxy, KTO €CTh
Haps cmaBel. OHA ke TIPOTUBY Taronaxy, ['ocrmoar cunam, Twsu ecTh
app cnaBe. I mpoTUBY TpeX CHX CHTPOKBH MOIBSIU OJUHY CTPOKY
Tpery0sar, ce 60 Xpucroc, KO Operrb, BO3HECecs, U €CTh OJIECHYIO
MPECTOJIa BENINYBCTBHS Bb BHIITHUX, BBCIPHUATH €r0 Ch IUIOTHIO, HE
npenoxb boxkectBa CBOEro, M UCIOMHUCS AbIMa Xpamb. [locemyxe u
CBATUTENIM, U BCH WXke crpacted Ero mpuusctHuibl U [Ipeuncromy
Teny u KpoBu Bb 'opuun Hepycamump SIKO KpuiaaTh OT 3E€MHBIX
TIICIONUX JTECTU MUPA CETO B3UAYTHY .

Takum oOpa3zom, nzobpaxkenue Bosnecenus ["ocrionHs U BbIIN-
THI TEKCT MECHOIICHUS Ha PEBHEPYCCKOM oMO(hope HAXOAITCS B He-
MIOCPEICTBEHHON CBSI3U C CUMBOJIMKOW 3TOM JETad EHMUCKOICKOIO
o0nadeHus1, C CHMBOJIUKON, KOTOpasi HEOAHOKPATHO aKTyaJIU3UpyeTCs
BO BpeMsl OOTOCITYKEeHHUs, B TOM YHCIie BO Bpems Maioro Bxoja, Boc-
X0xkaeHus: apxuepes Ha ['opHee mecTo, Bo Bpemsi EBXapucTruueckoro
KaHOHA W B 3aBEpIICHUM JIUTyprum COrNIacHO TOJIKOBaHUsSM Ha JIu-
typruto natp. ['epmana Koncrantunononbckoro, Hukonas KaBacuisr,
Hukomas Anmgunckoro u Cumeona ComyHckoro. CroBecHBI 00pa3,
€ro My3bIKalbHas HHTEPIPETans, BU3yalbHBIA 00pa3, 00TOoCIOBCKas
CHUMBOJIUKA JINTYPIrHYECKOTO KOHTEKCTA, B KOTOPOM OHH COIPHCYTCT-

! Adgpanacvesa T. H. JIpeBHeCIaBSIHCKHE TOJIKOBAHUS Ha JINTYPTUIO B PYKOIMCHON
tpanuun XII-XVI Be. M., 2012. C. 174.
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BYIOT, — BCE€ BMECTE OHH MOPOXKIAIOT HOBYIO PEabHOCTh «ATaMoBa
BOCLIECTBUS», YTPAUHBAIOIIYIO YCIOBHOCTD XYyA0KECTBEHHOTO 00pasza
U IPEBPAIIAIOLIYIOCS B PEIMIHO3HBINA OINBIT KaXIOro y4acTHHKa 0o-
rocimyke0Horo puryana. [ mmHOTpaduueckuii TeKCT, IeHCTBUTEIRHO,
HEaBTOHOMEH B TakoW cuTyauuu. Ero «ycmemHocTs» 00ycioBiIeHa
PSIOM 3KCTPATMHIBUCTHUECKUX (DAaKTOPOB, CPEAN KOTOPBIX BELYLIYIO
POJIb UTpaeT caMo MPOCTPAHCTBO Xpama (34€Ch YMECTHO BCIOMHMHTB,
B TOM YHCIIE, O TpaJuLUK pacrosarars ciieHy Bo3necenus ['ocrionns
B KyIloJie, B HanOoJjee cakpajJbHOH 30HE XPaMOBOIO MPOCTPAHCTBA).
VIMeHHO MO3TOMY IIPU HCCIEJOBAaHUM CPEJHEBEKOBOW TMMHOIpaduy,
0CcOOEHHOCTEH ee MOITUKU M TparMaThky, HEOOXOAMMO YYHTHIBATH
MEPOTONHUYECKUH acleKkT, 0€3 KOTOpOro Haile MOHMMaHHE CpeAHEBe-
KOBOI'O MCKYCCTBA, €0 CJIO)KHOT'O, MHOIOOOPa3HOro, IOABHKHOTO
XYJIO’)KECTBEHHOTO SI3bIKa OCTAHETCS HETIOIHBIM.

M. B. IMUTPUERB
«l{epxoeb ecmv Hebo 3emmnoe...»
HebGecHoe 1 3eMHOE B XpaMOBOU HEPOTONHUHU
Mockosckou Pycu nu @pannun XVII B.

MIKHAIL DMITRIEV
“The Church is Heaven on Earth”.
Heavenly and Earthly in the Hierotopy
of the Church in the Seventeenth-Century
Muscovy and France

[MpobnemaTka ¥ TpeAMET XPUCTUAHCKOH HEPOTONUHU TECHEHIINM
00pa3oM TMepervieTeHbl C «IepeKuBaeMbIMy» (christianisme vécu) B
KoH(ecCHOHANBHBIX KynbTypax EBpombl CpemHHX BEKOB M PaHHETO
HoBoro Bpemenu. M rmaBHBIN BONMPOC HAIIEToO JOKJIAAa MOXKET OBITH
HOCTaBJICH CIIEAYIOIUM 00pa3oM: BO-TIEPBBIX, KAK «HEOECHOE», PEIIH-
THO3HO-HEMaTepHAIbHOE, IOTYCTOPOHHEE «IIEPEKUBATIOCH» B 3€M-
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HBIX, MaTepHAJbHBIX, IMOCIOCTOPOHHUX XPaMOBBIX IPOCTPAHCTBAX
Poccun n ®@pannum B XVII Bexe? Bo-BTOpPBIX, MO3BOJSAIOT M HAKO-
MUBIINECA HCCIECIOBAaHWA M T€ WM WHBIE XapaKTEepHbIE DMIMpUYE-
CKHe HaOJIOJeHHUs YBUIETh, CYIIECTBEHHBI JIU Pa3IMYUs B «IIEPEKHU-
BAEMOM UEPOTONHUMU» B KATOIMYECKUX U IPAaBOCIaBHBIX Xxpamax XVII
Beka? Mbl Oynem, ¢ OJHOH CTOPOHBI, OTTAJKUBATHCA OT AAHHBIX O
MIPOEKTUPOBAHUH, OCMBICIICHUU W «IEPEKUBAHMN» LIEPKOBHBIX HH-
teprepoB B Poccun XVII B. (B wactHOCTH, B BockpeceHckoM MoHa-
cteipe, HoBom Mepycanume narpuapxa Hukona) B KOHTEKCTe cBeae-
HUI O pEIEBaHTHBIX IIpUMEpax MpPEICTaBICHUH O CaKpaJlbHBIX
npoctpancTBax MockoBckoit Pycu. C npyroit ctopoHsl, OyayT uzyde-
HBI JaHHble 00 xpamax @pannuu XVII Beka kak 00BEKTaX PEIUTHO3-
HOH peduIeKCUH U «IIePEKUBAHMS.

Tonkue u xopomo GyHIUpOBaHHBIE HccienoBanus o Hosom He-
pycamume (apxum. Jleonun [Kasenun], I'. M. 3enenckas, 1. 1. bycesa-
JlaBbinoBa ¥ Zp.) MO3BOJISIIOT clenarh emié OAWH Iar K NOHMMAaHMIO
MIPOEKTA U IpeanpuaTus narp. Hukona. B HameMm pacrnopskeHUH €cTb
pS MCTOYHMKOB, TO3BOJIAIONIMX IMOHATH (WM, IO MEHbBIIEH Mepe,
NPEANONIOXKUTh, 10TaJaThCs), KAKHNE UMEHHO OOTOCJIOBCKHE MpPEICTaB-
JICHWSI U PENIUTHO3HbIe Hien HUKOoHA M ero cOTpyAHUKOB HAllUIU BBIpa-
skeane B HoBom Mepycamume. OauH U3 caMbIX HaJle)KHBIX — MaTepua-
7Bl cya Haj HuKoHOM: OTBETHI MaTpuapxa BO BpeMs CyZa Ha BOIIPOCHI
6osipuna C. JI. CtpemrHeBa U ympeku, agpecOBaHHbIE HHKOHOBCKOMY
npoekty I'azckum mutponosnuroM Ilancuem Jlurapumom. Yke aHanums
otBeToB [lancus Jlurapuna CtpeniHeBy Ha BONIPOCH!, KacaroIuecs: HU-
koHOBckoro HoBoro Mepycanuma, Mo3BOJSIIOT YBUAETh, UYTO B Iia3ax
camoro Hukona m MHOTHX €ro coBpeMeHHUKOB (1 gaxe [lancwuit Jlura-
pUA IPU3HAET TaKyl0 BO3MOXKHOCTB) caMa HJesl co31aTh o MocCKBOit
uxony Wepycamuma Obula naeell He TOJBKO NPHEMIIEMOH, HO TO-
CBOEMY HEOOXOIMMO-HEH30€KHOM, €CTEeCTBEHHO M OPraHWYHO BBITE-
Kalolle He TOJNIBKO W3 MPEICTaBICHUN O “TiepeMEelIeHUH CBSITOCTH U
CBSTBIHBY, HO M M3 Y4eHHSI 00 MKOHE. DTO HaOIoAeHHE MOXKET OBITh
MpoBEpEHO oTBeTaMM camoro Hukona Ha Bompocs! CTpelHeBa 1 MHe-
Hus [lancmsa. HUKOH pa3BHBaeT MACO O TPAaHCMUCCHH «HUCTUHHOTO»
JBYMS IIyTSIMH — CJIOBaMH U UKOHaMU («CIIOBECHI e MTPONOBEAaHUE U
MKOHaM{ HMCTHHBI M3BeuieHue»). VikoHa ectb MHCTpyMeHT borosuue-
HHUSI — Kak CJIOBOM OCBSIILIAFOTCS CJIYLIATENH, TaK «OCBELIAITCS YOO
TaKO’KJIe YECTHBIMU MKOHAMHU O4M 3pAmux». Tak, u EBanrenne MoxxHO
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IIPUPABHATh K UKOHE, U K UKOHE e MOXHO npupasHATh Hosblil Hepy-
camuM. Ilepenucats EBaHrenue ectb TO ke caMoe, YTO IMEpENUcaTh
MKOHHOE M300pa’keHHE WM CO3/aTh CBAILICHHBIE XPaMbl U IPOYME Be-
I, «OT IepBOOOpa3HBIX BooOpakeHbIs». [laucuil Obi1 00BUHEH Hu-
KOHOM B HEITOHMMaHWH 3TOW JIOTHKH, cTosMel 3a mpoektoM HoBoro
Uepycamuma, 1 HukoH pa3BopaunBaeT nmoapoOHYI0 HKOHHYECKYIO ap-
TYMEHTALUIO, Tpuderas, B YaCTHOCTH, K CChUIKaM Ha CBSA3b NPUYACTHSA
1 mpocopsl (KaK MPUYACTHE U3 MPOC(OPBI U3BIMACTCS «HIIOCTACHION,
TaK KaXIbIA anTapb eCTh MOUIMHHEIA mpecTon boxwuit). BaxHo, uTo
Huxon nomuepkuBaet, uto ero HoBbiii Mepycanum ecTb He TOJIBKO HO-
cutenb UMeHu (umsa ABpaam mnu Mucyc ecTb y MHOTHX, HHIIET OH...),
HO U 0Opa3 Nepycanuma, U 3TOT T€3UC MPOCTPAHHO PA3BUT B BHICKA3BI-
BaHMSX IaTpuapxa.

OTu ¥ uHBIE yTBepXkAeHus HHUKOHA Ba)KHBI B KOHTEKCTe Hallel
npoOJIeMaTHKH MPEXIE BCETO TOTOMY, YTO B HUX OTOTpakaercsi yoe-
xkaenne, uto Hoeerii Uepycanmnm (BockpeceHckuii MOHACTBIPh) U €T0
XpaMOBbI€ IIPOCTPAHCTBA HE €CTh JIUIIbL KOMUS, 3HAKOB0E U300paxKe-
HUE «HadaJgbHOTO» Mepycannma; 3TO — HMEHHO UKOHA-UNOCMACH
TOTO TepBooOpasa, kakoil Haxoautcs B [lanecTuHe. A MKOHa, B JIOTH-
K€ BHU3aHTUHCKO-TIPABOCIaBHOW TpaJulIMM, U cakpajibHa, U cBsATta. Ho
B KaKOM MMEHHO CMBICIIE XpaMOBbI€ MPOCTpaHCTBa BockpeceHckoro
MOHACTBHIPS HE TOJBKO CaKpaJlbHbl, HO U CBATHI? B KakoM cMeIcie
OHH, KaK ¥ MHbIE UKOHBI-UIIOCTacu He3eMHoro (Xpucra, boropoauisr,
CBATBIX, TOpHETO Mepycanuma), mpuHaIIeKaT K MUpY HeOecHOMY, a
HE OJHOMY JIMILb 3¢eMHOMY? DTOT BOIpPOC U OyAET pacCMOTPEH Ha Ma-
Tepuasie BbICKa3bIBaHUN matp. HukoHa u cBeneHui 0 TOM, KaKk UMEH-
Ho nmoHumasicsi HoBeid HMepycanmum ero coBpemeHHHUKaMu. [IpoexT
Hukona MoxeT OBITH COOTHECEH, C O/IHOI CTOPOHBI, C HOPMAaTUBHBIMU
TEKCTaMU TEPEBOAHBIX BU3aHTUICKUX counHeHuH, «[IpocBeruremsn»
HNocuda Bononkoro, «Ckpmxkamm» 1656 ., counmnenmss deomocus
CadonoBrya 1666 1. 0 MpaBOCIABHBIX Xpamax, ¢ APYrod — cO CBU-
JIETebCTBAMH HCTOYHUKOB O TOM, KaK UMEHHO XpaMOBOE MPOCTpaH-
CTBO «IIEPEKHUBATIOCH» INpHX0okaHamMH B Mockosckoir Pycn XVI-
XVII BB. O0pameHre K 3TUM WCTOYHHUKAM TIO3BOJISIET TTPOBEPUTDH TH-
MoTe3y, YTO cenu(uIecku KOHPEeCCHOHAIbHOE HOPMAaTUBHOE BH3aH-
THIICKOE yUeHHE O meo3uce IPeIMETOB MaTepHaIbHOIO MUPA IIPOHH-
KaJIO0 B LIEPKOBHYIO IIPOIOBE/b U B PACX0XKHE IPEACTABICHUS PYCCKUX
MIPUXOXKaH.
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ITomymuHoro ananora «Hosomy Wepycanmumy» Hukona B onbite
®panrun X VII Beka (kak, BUANMO, U 3alaHOTO XPUCTHAHCKOTO MH-
pa BooOmie) Mbpl He HaxomuM. HopmaTuBHBIE MONOXKEeHUS TpHIeHT-
CKOTO co0Opa M COBPEMEHHBIX €My TEOJOrOB KaTOJIMYECKOTOo MHpa
MOCTOSIHHO MPOBOJAT NPUHLIHUI CTPOTOTO Pa3IMUCHUsI MEKAY CBATHIM
U caKpaJbHBIM. MHOTHE NaHHBIE MMOKa3bIBAIOT, YTO B 3TOM OTHOIIIE-
HUU TOCTTPUACHTCKUNA KaTONHIM3M OBLT MHOTO OoJiee TOCiemoBare-
JIeH, YeM KaTOJUIM3M CpeIHEBeKOBbs. [Ipumep kadenpaiabHOro co-
oopa 1. O B Jlaarenoke (cobop CB. [eBsl Mapumn), 0OHOBJIEHHOTO B
teuenne X VII Beka, kak U IpUMeEp JECATKOB U COTEH APYTUX KaTOJIU-
YECKUX XpaMoB DpaHIIMU 3TOH 3MOXU, TOKA3BIBAET, YTO CAKPAIIBHOE U
CBSITOE B MpejiaraeMoM NPUX0KaHaM yUYEeHHH HE CMeIINBaiock. bo-
nmee Toro, myxoBeHCTBY XVII Beka HyX)HO OBUIO JOATO OOPOTHCS C
MPUBBIYKON BEpPYIOUINX BHICTH CBATOE, CBEPXBECTECTBEHHOEC U Maru-
9YecKoe B TOM, YTO, COTJIACHO JOKTPUHE KAaTONWYECKOH LepKBHU, ObLIO
JUIIb 3HAKOM 0COOOTO TOCTOMHCTBA CaKpallbHOTO MPOCTPAHCTBA, a-
JIeTOprel CBATOCTH, HO HE CBATHIM B COOCTBEHHOM CMBICJE CIIOBA.
DTO mpeanoyokeHne OyIeT MPOBEPEHO OOpallleHHEeM K PsIy Xapak-
TEPHBIX COYMHEHWH W CBHUJETENBCTB, HCXOJSAIINX W3 MIWHCTpHMA
(dpaniy3ckoit katonmmaeckol KynbTypsl X VII B. (Thiers J.-B. Traité de
I’exposition du Saint Sacrement de 1’autel. Paris, 1673; Fr. Marchetti.
L’explication des usages et coutumes des Marseillais. Marseille, 1683;
Bossuet J. B. Cathéchisme du dioceése de Meaux. Paris, 1687 u mp.).
Ecnu Hamm HaOMIOACHYS M TIPEIION0KEHHS CIIPAaBEITUBBI, TO MOXKHO
Oyzer yTBep)KOaTh, YTO XPUCTHAHCKas XpaMmoBas HEpOTONHUsl B
«6onpmont EBponie» XVII momunHsack AByM CYIIECTBEHHO pasiivd-
HBIM KOH(ECCHOHATBHBIM JIOTHKaM.
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C. C. ABAHECOB
DcxaToNOTUYECKasl «KMATPHUIIA» B aApXUTEKTYPE:
ropoJI KaK MpocTpaHCTBeHHas nkoHa HebecHoro
Hepycanuma (na npumepe Bporunapa)

SERGEY AVANESOV
The Eschatological Matrix in Architecture:
The City as a Spatial Icon of Heavenly Jerusalem

BusyanbHO-CEMHOTHUYECKHI TOAXO0J K aHamu3y TOPOJCKOrO Mpo-
CTpaHCTBa TO3BOJISIET paccMaTpHBaTh TOPOJ B MacliTabe JeloBeKa,
MOHUMATh €ro KaK CBOETO POJIa NPOeKyUro Yesiogexd, UCTIONTHEHHYIO B
(opMe BH3yallbHOTO TeKcTa. Takoro poja TEKCTHl HE TONBKO «YHTa-
IOTCSI» KaK CBHJCTEIBCTBA UYEIIOBEUSCKON JKU3HM WA COOOIICHHS O
KYJIETYPHOH crielupUIHOCTH TOTO WIIM WHOTO TOPOJICKOTO cO00IIecT-
Ba, TO €CTh KaK «BOIUIOIIEHHBIN OTBITY KUTEICH TOpOIa, HO U BBICTY-
MarT B CBOCH npeckpunmusHoti GYHKIUH, B PONU TOU «IIEPBOCTE-
MeHHOH cdephl, B KOTOPOH (GOPMHUPYIOTCS OO W COIUATbHBIC
OTHOILEHHS» . B aHTPOMONOrHYECKOM KOHTEKCTE IOPOJ IIPEACTAéT
KaK pPa3BHBAIOIIASCS CHCTEMA «UEIIOBEKOMEPHBIX» OOBEKTOB, JIEMOH-
CTPUPYIOIIUX KIFOUEBBIC TYMaHUTAPHBIC IIECHHOCTH U MOTHBHUPYIOIIHX
ornpenei€HHBIE MOAETH JACATENFHOCTH — TO €CTh KaK CHUCTeMa He
TOJIBKO TOMOTPaQUUYECKUX, HO M JK3UCTEHIHMATBHBIX OpUEHMUPOS.
CakpalbHbIe acleKThl YKa3aHHBIX MOJICICH B CIIOXKHOU CTPYKTYpE CO-
BPEMCHHBIX T'OPOACKHX TEKCTOB SABJIAIOTCA MPEAMCTOM UCPOTONMHNYC-
CKOTO aHaJu3a.

HepycanuM B XpUCTHAHCKOW KYJbType BOCIIPUHUMACTCS JIBOSIKO:
BO-TICPBBIX, «KaK IPOCTPAHCTBEHHO-Treorpaduyeckas peaJbHOCTS,
nuMcernasa OHpeIIeHéHHLIe 3€MHBIC T'paHUIbBI», TO €CTh CBOIO KOHKPCT-
HYIO JIOKAJTU3AIMIO B MMPOCTPAHCTBE U BPEMEHH; BO-BTOPHIX, «KaK He-
KAHA CHMBOII, TPaHUIIBI KOTOPOTO HE BCETJa COBMAJAIOT C JICHCTBU-
TeTBHBIMIY, BIUIOTh JI0 6biClUe20 Hecoénadenus B 0bpase HeGecHoro

! Bioxau B. Anrponosorus apxutektypsl / [lep. ¢ auri. M. B. I'puropsesoii, O. B.
I'purunnoii. Xapskos, 2017. C. 14.

% Poowcdecmsenckas M. B. O6pa3 Casitoit 3emiu B ApeBHepycckoii muteparype // Ue-
pycanum B pycckoil kyneType. Mocksa, 1994. C. 8-14.



115

I'paga. T'oBops 06 mepycamTuMCKON TPagoCTPOUTEIHLHON «MaTpHIIE»,
MBI 00513aHBI YTOUHSTH, O KakoM Mepycannme ua€r peub — 00 ucmo-
puueckom topone B Ilanectune umm o mpanc-ucmopuueckom I'pane
Heb6ecuom (Otkp 21:2-10). B nepBoM ciiydae uepycaaiuMmckas cxema
«paboTaeT» Kak MCTOPUKO-KYJIbTypHas KpeaTHBHAas MOJENb, BO BTO-
POM cllyyae — Kak 3cxaroioruueckasi. CooTBETCTBEHHO, KOHKPETHBII
MEPYCATMMCKAN TOPOACKOH TEKCT MOXKET OBITh MPOUYMTAH JHOO Kak
AITIO3UsI HA CBSILEHHBIA Toponx B CBsATOH 3emie, MuOO Kak CBOETO
poJla «<MKOHa» OyAyIIero ropoja-xpama.

B manHOM moknane peus HIET 00 MEPYCANMMCKHAX aJUTIO3USX B
TpagoCTPOUTEILHOM o0Opa3e moibckoro Bporasa. Hwkasist Cunesus
U €€ aJMUHUCTPATUBHBIM U KyJbTYpHBIHA LIEHTp Bpowias npencras-
JISTIOT COOOM TEPPUTOPHUIO, HA KOTOPOH COMPHUCYTCTBYIOT HCTOpHUE-
CKHE€ U XYJOXECTBEHHbIE TMaMATHUKHA HECKOJIBKHUX KYJBTYypHO-
STHUYECKUX TPAAUIMN — MOJIBCKOM, YEHICKON U HEeMEIKoi. DT ma-
MSTHUKH, OCOOCHHO apXHUTEKTypHBIC, BOCIPHHUMAIOTCS KaK COCTOS-
IFie€ B OTHONIEHWH B3aWMHOM JOIMOIHUTENHFHOCTH Ojaromaps TOMY
KyJIbTYPHOMY MHBAapHAaHTYy, KOTODBII JIEKHUT B OCHOBAaHHH BCEX TPEX
Ha3BaHHBIX TPAIULUNI.

JIro60it TOpOX, MMEIOMHK UTUTETHLHYI0 UCTOPHIO, — 3TO CIIOXK-
HBIi CEMHOTHYECKUN KOMIUIEKC, KOTOPBIN 3a4acTyl0 «IpPEe/ICTABISET
cO0OH KOTEN TEKCTOB M KOAOB, Pa3HOYCTPOCHHBIX M T'€TEPOTEHHBIX,
NPUHAIEKAIMX PasHbIM A3BIKAM H PA3HBIM YPOBHAM»'; TOpPOZ
BpounaB BrosiHEe COOTBETCTBYET 3TOMY ONMMCAaHUIO. Y POBEHb HaIula-
CTOBAaHMH W TeEpeIyIeTeHUH pa3HOOOPa3HBIX CEMHUOTHYECKUX CIOEB
HapacTaeT 3/1eCh B HaIpaBIeHUH OT nepudepuu K IeHTpY; 30HA HaU-
BBICIIEY KOHLEHTPALMN «CEMUOTHYECKOIO MOJUITIOTU3Ma» — HCTO-
pUYECKUH U KyJIbTYpHBIA IIEHTP TOpoAa 1o obouM Oeperam pexu On-
pbl. BaxHeiimei XxapakTepuCTUKON CIOKUBIIETOCs 34€Ch TOPOICKOTO
MIPOCTPAHCTBA SIBJISIETCS €T0 CAKpalbHAs JOMUHAHTA.

OctpoB Tymckuil u Onrxaiinas K HeMy TeppUTOpHs (TIpexkIe Bee-
ro Wyspa Piaskowa) HachlieHbl XpaMaMH, y KOTOPBIX 3aBEJOMO HET
HUKAKUX «IPUXOICKUX» (yHKuui. KoHIEHTpamus KOCTEIOB B 3TOM
JIOKyCe OOBSCHSIETCS NCKITIOYUTEIEHO KOMIO3UITHOHHO-CEMUOTHIECKH-

! JTomman FO. M. Cumsonuka TleTepOypra u mpoOIeMbl CEMHOTHKH ropoaa // Yué-
Hble 3anMCcKU TapTycKoro rocyAapcTBEHHOro yHuBepcureTa. Boimn. 664. Tapry,
1984. C. 30-45.
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MU YCTaHOBKaMU ctpoutenieit. OctpoB TyMCKHIT — 3TO 2opod xpamoa,
TO €CTb BU3yalbHas KOMIIO3HMLMS, HarJSAHO SIBISIOLIas coOOH B mep-
BYIO odepenb HcTopudeckuil Mepycaaum Kak MHPOBOE cpedomouue
ceamocmu. CyIIECTBEHHO, UTO 3Ta Memaghopuyeckas KOMIIO3UIHUS HEe
CTOJIBKO yKa3blBaJla «Ha MCTOPUYECKH M Teorpad)MuecKu KOHKPETHBIN
KOMILIEKC», CKOJIBKO YCIIOBHO 0003HAYANA «HICATbHbIH XPaM-ropo» ,
HoApa3yMeBasi, TAKUM 00pa3oM, OMHOBPEMEHHO M CaKpalbHBII LIEHTP
Casroii 3emnu, u I'paxg boxuit. IIpocTpancTBeHHas KOMIO3UIMA LIEH-
Tpa BpolytaBa siBisier co0oi u nanecTHHCKUH Mepycanmmm Kak CBSIIEH-
HBIA TIEHTP XPUCTHAHCKOTO Mupa, 1 HebecHurii ['pax kak naeambHOE
IIPOCTPaHCTBO rpsaayero [apcrea boxus.

CakpanbHOCTh, COCPEAOTOUEHHAsA B LIEHTPE FOPOJCKOM TeppUTO-
pHH, 3aTeM Kak Obl «U3IydaeTcsy» U3 3TOro cpeporodns yepes Onpy B
CTOPOHY aJMHUHUCTPATHUBHO-AEIOBOTO TOPOJACKOTO CEerMEeHTa, IOJ-
JIEpKUBas M YKPEIJIAs 3TOT CETMEHT BBIABUHYTBIMH B €0 CTOPOHY
KOCTENaMH — OINOPHBIMHM TOYKAaMH, KOTOpBIE Aepxar Ha cebe edun-
cme6o, CBSI3HOCTb BCErO «cTaporo ropoaax». Ilpu Bce odeBHOHO map-
HOMH, «IBYXBSIICPHOI» CTPYKType LieHTpa Bpoluasa Beaymum B 3TOU
Nape N3HAYAIBHO SIBISIETCS HMEHHO CAKpaibHblli KOMIIOHEHT.

Taxast KOHCTPYKLIUSI TOPOJACKOIO LEHTPa, OJM3Kasl K paguaIbHO-
KOJIBLIEBOM MaTpHlle, Kak OBl «CTyIIaeT» pasHOPOIHBIA TOpPOJICKOM
TEKCT, OpPraHu3ysl MPOCTPAHCTBO, B KOTOPOM Ipeoliajaer «IyuyeBoe
nBIKeHHe» . CeMaHTHKA «ITyd4eBOil» CHCTEMbI FOPOJa 03HAYAET Gec-
KOHEYHYIO (B BO3MOXXKHOCTH) AMHAMHUKY ero pa3Butus. LlenTp crabu-
JU3UPOBaH B MPOCTPAHCTBE, @ €r0 paclpoCTpaHEHHE Ha MECTHOCTHU
BCEr/la IMHAMUYHO U ITOTOMY HUKOTAAa HE OKOHYAaTenbHO. [lockoybKy
BporyiaB He orpaHn4eH ropaMu Wi OOJBIIUMH BOJHBIMH IPOCTPaH-
CTBaMH, TOCTOJIBKY YKa3aHHOE «H3JIy4eHHE)» HUTJE HE BCTpedaeT
MPEnsITCTBUM.

IToxoxxuM 00pa3oM OpraHU30BaHO MPOCTpaHCcTBO Benmmkoro Hosro-
poma: Codwuiickasi cTopoHa SIBISIETCS JOMUHHPYIONAM KOMIIOHEHTOM
JIBYEANHOT'O UCTOPUYECKOTO LIEHTPa, B KOTOPBII BXOIUT Takxke Toprosas
CTOpOHA ¢ €€ SIpocnaBOBEIM IBOPHIIEM — KHSKECKOM PEe3UICHINEH.

! Juoos A. M. O6pa3 HebecHoro MepycannmMa B BOCTOYHOXPHCTHAHCKONW HKOHOTpa-
¢un // Uepycanum B pycckoit KyiaeType. Mocksa, 1994. C. 15-33.
Cmenansin A. A., Cuman T. C. EpeBaH Kak CeMHOTHYECKHUH TEKCT (OMBIT PEKOHCT-
PYKLMH «Hadana» 1 «KOHLa» npocrekra Mamrrora) // Kputuka u ceMHOTHKA.
2012. Boim. 16. C. 6-16.
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Wrak, ropoxackoe mpocTpaHcTBO cronunbl Humknelt Cunesun
BBICTPaMBACTCSl OT LEHTPAIBHOIO CAKPAIbHO20 S0pd, SBIAIOLIETO
co0oit 06pa3 rieaTpa Caaroit 3emun (Mepycannva) u 0THOBPEMEHHO —
00pa3 Hebecuoro I'pana. [1pu 3TOM OUEBUAHO, YTO B JOMHHUPYIOIIEM
CBSILLEHHOM siipe BporuiaBa BBIIETSIIOTCSI CBOU 8HYMPEHHUE OOMUHAH-
mu1. Kocrénel CB. Oruaud, Css. Ilerpa u Ilasna, CB. MaptuHa u He-
OompIras 6apoyHas paBOCIaBHAS IIEPKOBE CBATHIX Kupmia u Medo-
IS HaXOIATCs Kak Obl «B TEHW» TPEX OONBILMX OCTPOBHBIX CO0O-
poB — cBsatoro Moanna Kpecrurens (Katedra sw. Jana Chrzciciela,
XIII-XIV BB.), CBsitoro Kpecra (§w. Krzyza, XIV B.) u IIpecsroit
Jesbt Mapun Ha [ecke (Najswietszej Maryi Panny na Piasku, XIV B.).

B camMOM mpoCTpaHCTBEHHOM pPAaCHOJIOKEHUH JTUX IJIABHBIX
KOCTEJIOB CBAIIEHHOTO LIEHTPAa MOYKHO BHIETh OCOOBIN MOPSAAOK, IT03BO-
JSIFOIIMI COOTHECTH €ro ¢ WKOHWYECKUM TIOPSIIKOM TPAIUIHOHHOTO
Oeucuca. B reoMeTprvecKkoM LEHTpe aHCcaMOllsl pacloJIOKeH KOCTEN
Casroro Kpecra. Criea u ciipaBa ero (IaHKUPYIOT, Kak Obl «IPECTOSDY
emy, koctén IlpecBsroit JleBsl m kadempanbubiii codbop CB. MoanHa
Kpecrturens. Pacnionokenne cobopa B CBAIICHHOM IPOCTPAHCTBE TOPOI-
CKOTO IICHTpa SIBISETCS, TAKUM OOpa30oM, MKOHWYECKH BBIBEPEHHBIM U
KaHOHUYECKHU 0€3yIpeuHbIM.

CemanTuka Hebecnoro Hepycamuma sipko BeIpa)keHa TaKkKe B
BU3YaIbHOM O(OPMIICHHH NPOCTPAHCTBA MOHACTBIPCKUX IBOPOB —
kiyatpoB. Takoii cloitre, kak nmpaBuiio, uMeeT GopMy KBaapaTa (UiIH
OIM3KYI0 K HeMy'), ONTHYECKH HJLTIOCTPHPYS OMHCAHHE (OPMBI
Hebecnoro I'pama: «l'opoa pacmofiokeH 4YeTBEPOYTOJBHUKOM
[teTpdywvog], m mauHa ero Takas ke, kak u mupuHay (OTkp 21:16).
BHyTpeHHee NpPOCTPaHCTBO TaKOro ABOPAa OOBIYHO 3aHATO MOHA-
CTBIPCKUM CaZloM, H300pa)xaromuM cob0w Oymymuil pai, Hoewlil
DneM; B ero LEHTpe, KaK MPaBUiIo, IIOMEIIAETCs KOJIOoAel — alIio-
31U Ha TOTOKM >KMBOH BOABI, HCTEKAmIUe «OT mpecrosa bora u
Arnnay» (Otkp 22:1). CoBpemeHHBIH Bporyias pacronaraetT TakuMu
«vopensmu» ['paga Boxus; 3To KiyaTphl OBIBIINX MOHACTHIPEH,

! «A 9TOBEI TpeLIHbIH MOHAX <...>, IPOTYIHBASCH [0 KIyaTpy, He BOSOMHHI CeOs
IIOYTH y’Ke Ha HeOecax, B HeOecHOM MepycanumMe, Kak MHOTAA TPaKTOBAJICA MOHa-
CTBIPB, €ro KBajpaTHas popma OblIa Clierka yUIMHEHa, 1 CAMO 3TO HCKa)XCHHE
MOIJIO BOCIIPHHUMATBCS Kak MeTad)opa TOro HECOBEPILIEHCTBA, KOTOPOTO M MOHAXY
TIIPU BCEH CTPOTOCTH IOCTA, TPY/a U MOJUTBEI He M30exkarth» [BockoboitHuKoB
2014, 189-190].
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CTaBIIME YacThI0 OOIIECTBEHHOTO KyJIBTYPHOTO IPOCTPAHCTBA
ropoza.

KBanparnas ¢opma oropok€HHOTO OCBAIIEHHOTO MPOCTPAHCTBA
XapakTepHa ISl XpPUCTUAHCKUX MOHACTBIPEH, B TOM YHCIE U IJIs pyc-
ckux. [lockonmeky HebGecuwiii Hepycanum momkeH UMETh B IUIaHE
¢dbopMy KBaapaTa, «HIEANbHBIIN» MOHACTBIPh TMPEACTABISIICS TaKKe
KBaJpaTHBIM. JlaXke eciii Mmpu MOCTPOHKe OOWTENN HE yIaBaJIOCh CO-
OMIOCTH WACATBHBINA IUIaH, €T0 UKOHUYecKue N300paKeHUs] CTPEeMU-
JUCHh MPUOIN3UTH K 3TanoHHoU (opme. Hampumep, ConoBenknii Mo-
HACTHIPh Ha (DPOHTHUCIIHCE JTUIIEBOTO KUTHS 30cuMBI 1 CaBBaTus 1623
roja u3o0paxéH B (hopMe HIICaNbHOTO KBajapara ¢ OallHIMH Ha yrI-
nax; Ha cpenuuke uKoHbBl XVII Beka «3ocuma u CaBBaTUi C KUTHEM)
MOHACTBIPh BBITIIAANT KAK HEMHOTO BBITSHYTBIH MPAMOYTOIBHHK .
HkoHomucer] «MoJurnHAET MOHACTBIPCKYIO Orpajy IUIAaHOBOMY KBaj-
paTy, a He NSATHYTOJbHHUKY, BBITIHYTOMY BJIIOJIb OYXTHI, KaK 3TO €CTh
HAa CAMOM Jeie»’, MMEHHO MOTOMY, 4TO TaK, MO €ro yOe:KIeHHIO,
doaicen BHITSLICTD WCAIbHBIN mpoobpas Hebecroro paxa’.

B cepenune aBopa BporiptaBckoro OcconnHeymMa uMeeTcs KOJo-
JIel] BOCBbMHUTPaHHO# (hopMbl. OkTaroHambHasi (hopMa KOJIOIa perpe-
3eHTHpyeT emé onuH cumBos Hosoro Mepycamuma: 4ucno gocems
O03HA4aeT «BOCBMOW JE€HbY». BOCBMEpKa «Kak CakKpallbHOE YMCIIO-
cumBoNl BockpeceHus HamoMmuHaeT o BpeMeHHM siBieHHd HeGecnoro
Uepycanuma»®. Ta e CHMBOIHMKA YNTACTCS B BOCHMHUJICIIECTKOBBIX
po3ax POMAaHCKUX M TOTUYECKUX cOOOpPOB, B OKTArOHaJbHBIX OarTu-
CTEpUSAX W Kamelulax, B JCBSITHOAIICHHBIX KOMITO3UIIMIX HEKOTOPHIX
XpaMOB-KOMITJIEKCOB (Hampumep, cobopa Ilokposa Ha PBy B Mockse,
Tpounkoro co6opa B HOBOMOCKOBCKE), B BOCBMEpPHKE KaK Ba)KHEH-
el JeTanu apXuTeKTypHOro oobéma. Komosaemn-okraron — 310 BH-
3yaipHbII cuMBo HebecHoro ['pana.

Hrak, B CIO)XHOM (TTOMTUTEKCTYaTbHOM) BH3YaJIbHOM HPOCTpaH-
cTBe BporytaBa kiyarp — 3TO TpaAMLIMOHHASA CUMBOJUYECKAs aJlTio-

" Munvuux M. ApXHTEKTYpa B JPEBHEPYCCKOIT )kuBoNHCH // JIekopaTUBHOE HCKYCCT-
Bo CCCP. 1973. Ne 2 (183). C. 24-27.

> Tam sxe. C. 26.

3 Penkyio opMy npaguibio2o KBaxpara uMeer, Hanpumep, JJOHCKO# MOHACTHIPE B
Mockse.

* Juoos A. M. O6pa3 HebecHoro HMepycanuma B BOCTOYHOXPUCTHAHCKONH HKOHOTpa-
¢un // Uepycanum B pycckoit KyieType. Mocksa, 1994. C. 17.
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3ua Ha Hepycanum kak HeGecuslit I'pan, onucanusiit B OTKpOBEHUH
cB. MoanHa, a cakpanpHoe ropojackoe siupo (Tymckuil octpoB) unra-
eTcs Kak JIBOWHasi BU3yajbHasd ajlulio3usi — Ha uctopuueckuii Mepy-
canuMm B Ilanectune u Ha I'pan boxuil, ropauii Mepycanium — u npu
9TOM eIlé KaKk MKOHA-IEHCUC, «HAMKMCAaHHAasA» B MIPOCTPAHCTBE ropoaa
MOCPEACTBOM APXUTEKTYPHI.

KATHRYN BLAIR MOORE
Airy Arabesques: Islamic Incense Burners
and the Creation of Sacred Space
in Medieval Italian Churches

KarpuH Bi15P Moopr
Boznymnsie Apabecku. Mcinamckue KypuiabHULBI
U CO3JaHUE CaKpaJIbHOTO MPOCTPAHCTBA
B CPEIHEBEKOBBIX UTAJIIBIHCKUX Xpamax

This paper will explore the role of Islamic incense burners in the
creation of sacred spaces in medieval Italian churches, as part of the
larger phenomenon of the materialization of the Holy Land in Italy.
The related visual and olfactory effects of aerilized incense, com-
posed of materials associated with distant sacred territories and the
iconographical aspects of their metal containers will be discussed in
the context of the coordination of sensory effects in the manifesta-
tion of the Holy Land in the liturgy of medieval Italy. The airy ef-
fects of incense transformed into smoke were — like the objects
themselves, only briefly displayed during each performance of the
mass — one of the more transitory and therefore less well attested
aspects of the creation of sacred space in the context of the medieval
Italian church. The related brass inlaid metalwork objects, most of-
ten discussed in the context of Islamic art, in many ways embodied
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circulation in general and the geographical mobility of sacred matter
in particular. Their spherical shapes concealed their precious con-
tents, while their intricately worked surfaces of inlaid silver and gold
were testaments to Islamic — especially Mamluk — craftsmanship
and the more general associations of the rich cultures of the Arabic-
speaking territories of the oltramare (beyond the sea) with the gifts
of the Magi.

This paper will also seek to reinterpret the perceptions of the
surface ornament of these objects — often generically referred to as
“arabesques” — in the context of the extended geographical trajecto-
ries associated with the movement of pilgrims, relics, and other sa-
cred objects in the experience of the material traces of the lives of
Jesus Christ and the Virgin Mary in Egypt, Syria, and Palestine. This
will be done by considering how the incense burners may have been
coordinated in relation to similarly adapted Mamluk objects in the
liturgy of the mass, especially inlaid plates used as patens. Finally,
the paper will explore the possible impact of these creative adapta-
tions upon the pictorial culture of Italian altarpieces, considering the
visualization of the gifts of the Magi as inlaid metalwork objects and
haloes rendered in terms of metalwork plates incised with evocations
of Arabic script as part of a larger phenomenon of the adaptation of
Mamluk materials and objects into a Christian context. In other
words, key iconographical aspects of religious paintings will be rein-
terpreted as testaments to a more complex, if transitory, orchestra-
tion of objects, substances — both solid and airy — and related sen-
sory effects, in the genesis of the sacred spaces that once enveloped
these same images in their original locations within the churches of
medieval Italy.
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EMANUELA VAI
The Sensorial Experience of Heavens
in Early Modern Italy

OMAHYDJIA BAl
YyscTBeHHOE nepexuBanne Hebec
B Utanmnu pannero HoBoro Bpemenn

This paper explores the role of music, architecture and performance in
the making and shaping of sacred space in Renaissance Italy. In par-
ticular, it examines the multiple sensory registers through which urban
events and public rituals were encountered and experienced in early
modern Italy. The liturgical and secular performances staged were
frequently theatrical spectacles of multisensory experience where
sight, scent and sound were entangled in celebration and worship.

Bringing historical sources from various archives into dialogue
with sensory studies scholarship, this essay builds on recent work that
has been carried out around the concepts of ‘soundscapes’ and
‘hierotopy’." It argues for the need to expand this focus on sound to
other modalities of early modern sensory experience. As the historian
James M. Murray has suggested, an understanding of the politics of
public rituals must necessarily account for ‘“their sights, smells,
sounds, and offerings and the role all parts played in the whole”.” This
paper begins with a brief overview of the field of sensory history and
the soundscape concept. It then discusses this in relation to the spatial
imagery of heavens conceived in human minds and then embodied in
sacred landscapes.

! The term ‘hierotopy” was presented for the first time by Alexei Lidov in a lecture
entitled 'Byzantine Hierotopy. Miraculous Icons in Sacred Space' at the Bibliotheka
Hertziana in Rome (January 14, 2002): Alexei Lidov. Hierotopy, the creation of sa-
cred spaces as a form of creativity and subject of cultural history // Hierotopy: The
Creation of Sacred Spaces in Byzantium and Medieval Russia / Ed. by Alexei Li-
dov. Progress — Tradition. Moscow, 2006, pp. 32-58.

2 James M. Murray. The Liturgy of the Count’s Advent in Bruges, from Galbert to
Van Eyck. City and Spectacle in Medieval Europe / Ed. by Barbara A. Hanawalt
and Kathryn L. Reyerson. Medieval Studies at Minnesota, Vol. 6. Minneapolis and
London: The University of Minessota Press, 1994, p. 143.
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Sensory History

The last thirty years has seen a growing cross-disciplinary interest
in the political, historical and social significance of the senses. This
theoretical interest, which has been described by some commentators as
constituting a ‘sensory turn’ (or return'), has occurred across the arts,
social sciences and humanities, giving rise to new sub-fields of sensory
scholarship such as sensory history, sensory ethnography and social
studies of the senses. Within the historical disciplines, in particular, sen-
sory studies has emerged as a dynamic field of investigation, with the
senses offering a valuable window onto the past. For the historian, ar-
chival records have proven to be a rich repository of sensory experi-
ence. Letters, diaries, travelogues and other historical sources provide a
wealth of sensory descriptions and form what Holly Dugan has called
an “historical archive of sensation”,” through which much can be
gleaned about how people in the past understood and engaged with their
worlds. These sensory descriptions help to texture the past and allow us
to investigate, at least partially, the historical meanings attributed to the
senses and the role that the senses played in shaping cultural values as
well as meanings and conceptions of space, community and identity, the
production of identities, beliefs and relations. This theoretical interest in
the sensuous subject has demonstrated that embodied experience is pro-
duced and structured equally by the material features of a specific envi-
ronment and by the social and cultural contexts in which sensuous en-
counters took place. Sensory researchers must therefore acknowledge at
the outset that attempts to understand historical sensorial experiences
are necessarily speculative, partial and incomplete. The meaning of sen-
sory experiences is necessarily “hostage to the context” in which it was
produced.’ That is to say, an epistemological and ontological gap sepa-
rates our interpretations of the sensory descriptions we find in archival

! Jenni Lauwrens. Welcome to the Revolution: The Sensory Turn and Art History //
Journal of Art Historiography, No. 7, December 2012.

2 Holly Dugan, The Ephemeral History of Perfume: Scent and Sense in Early Modern
England. (Baltimore: The Johns Hopkins University Press, 2011), p.5.

3 Mark M. Smith. Producing Sense, Consuming Sense, Making Sense: Perils and Pros-
pects for Sensory History // Journal of Social History, Vol. 40, No. 4, (2007), p. 841.
Given the increasing funding being directed towards digital reconstructions of sensory
spaces, these questions should be or paramount epistemological concern to sensory
researchers.
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accounts from how they were understood and experienced by people in
the past. Sensing is a cultural and social practice that changes over time.

The shift from premodern to modern societies has long been theo-
rised as marking a progressive separation of the senses, in which sight
became prioritised and disassociated from the other bodily senses tra-
ditionally recognised in Western thought." This ostensibly begun with
the Renaissance and the scientific revolution, even if the hierarchical
ranking of the senses has a much a longer and epistemically murky
history.> Defined by the emergence of new technologies of visualisa-
tion — from the telescope to the camera — and the development of
techniques of representation — from linear perspective to film mon-
tage — modernity is often considered resolutely ocularcentric. A vast
body of work has now investigated the “scopic regimes of moder-
nity”.> This has been accompanied by an interest in visual cultures of
spectacle, display and representation, particularly in relation to urban
experience and the visually oriented forms of culture that emerged in
modern cities and which were prefigured in the carnivals and perfor-
mative events of urban centres in the past. From the spectacularly
staged public ceremonies of the Roman era® to the newly felt impact
of cinema, advertising and commodity display in the metropoles of the
early twentieth century, urban spaces have been conceived as pre-
dominantly visual environments that progressively appealed to, ad-
dressed and targeted the sense of sight.

Scholarly focus on the visual has done much to unpack the power
relations between the body, technology and forms of institutional and
discursive power, but it has also contributed towards a downplay of
the different sensory arrangements and their inter-relationality to be

! Particularly ground-breaking in this respect is Jonathan Crary’s 1990 study Tech-
niques of the Observer: On Vision and Modernity in the Nineteenth Century (Cam-
bridge, Massachusetts: MIT Press, 1990).

2 The sense of sight has been epistemically privileged by moderns and premoderns
alike. See: Annette Kern-Stihler, Kathrin Scheuchzer / The Five Senses in Medie-
val and Early Modern England / Ed. by Annette Kern-Stéhler, Beatrix Busse and
Wietse de Boer. Leiden and Boston: Brill, 2016, pp. 1-17.

3 Jay M. Scopic Regimes of Modernity // Vision and Visuality / Ed. by Hal Foster,
Seattle: Bay Press, 1988, pp. 3-27.

* Favro D. The Festive Esperience. Roman processions in the urban context // Festival
Architecture / Ed. by Sarah Bonnemaison and Christine Macy. London — New
York: Routledge, 2008, pp. 10—42.
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found in the history of modern feelings." As such, genealogies of
modernity are often nested within a critical (and somewhat romantic)
narrative about the impoverishment of the senses wrought by the com-
ing of industrial machine culture, which is often presented as amount-
ing to a progressive eroding of the non-visual aspects of the human
sensorium. This narrative has been problematised by recent work on
historical sensoriality, emotions and affects.”> Often through a reap-
praisal of phenomenological theory, this scholarship has examined
sensory modalities that have been largely overlooked by a focus on
the purely visual. From the smells of sixteenth-century Venice® to the
role that touch played in structuring social relations in early modern
Europe,’ — just to name a few — it has now been firmly established
that early modern subjects used senses other than sight to categorise,
feel and interpret their sociocultural experience.

In the now vast literature on historical sensoriality, much work
has focused on the sense of sound, particularly in relation to the his-
toric production of space and subjectivity. The hearing and listening
of sonic forms, from church bells’ to noisy machinery®, have been
shown to be deeply implicated in the daily experience of the past. The
concept of the ‘soundscape’, in particular, has been regularly deployed
in an effort to describe or capture relations between space, meaning
and identity in historical sonic environments. Over the last two dec-
ades a dynamic field of research activity has formed around investiga-

! Crary J. Suspensions of Perception: Attention, Spectacle, and Modern Culture. MIT
Press, 2001, p.3.

% Susan Broomhall (ed). Early Modern Emotions: An Introduction. London and New
York: Routledge, 2017; on the reconsideration of modern emotions, see the special
issue on Victorian emotions in Victorian Studies, Vol. 50, No. 3, Spring 2008.

3 Wheeler Jo. Stench in 16th-century Venice// The City and the Senses: Urban Culture
Since 1500 / Ed. by Alexander Cowan and Jill Steward. Aldershot: Ashgate, 2007,
pp. 25-38.

* Gowing L. Common Bodies: Women, Touch and Power in Seventeenth-Century
England. New Haven: Yale University Press, 2003.

> Corbin A. Village Bells: The Culture of the Senses in the Nineteenth-Century French
Countryside / Transl. by Martin Thom. New York and Chichester: Columbia Uni-
versity Press, [1994] 1998.

8 Howard D. Architecture and Invention in Venice and the Veneto in the Later Six-
teenth Century // Renaissance Studies in Honour of Joseph Connors, 2 Vols, Flor-
ence, Vol. 1 (2013), pp. 363-372, in which she discusses the noise of flour-milling
machines, p. 368.
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tions of historic soundscapes. The term can be traced back at least to
the late 1960s and the coinage of this concept is often attributed to the
Canadian composer R. Murray Schafer.' For Schafer, the soundscape
refers to ‘any acoustic field of study’: “We may speak of a musical
composition as a soundscape, or a radio program as a soundscape or
an acoustic environment as a soundscape”. > In the historical disci-
plines, it is the ‘acoustic environment’ as soundscape that has been
most thoroughly pursued. Here, the soundscape is essentially the aural
equivalent of a ‘landscape’ insofar as it refers to everything that the
ear is exposed to “in a given sonic setting”.> The analogous concept of
landscape has, of course, been thoroughly problematised. This prob-
lematisation has involved highlighting the socially constructed nature
of the gaze that sees the land and the ways in which practices and
process of landscaping (from gardening to painting) structure the land
through specific ways of looking. Only recently have theorists begun
to subject the soundscape concept to similar critical unpacking.’

Like landscapes, soundscapes are the produced effect of social
practices, politics, and ideologies. The soundscape concept brings
with it its own political and ideological baggage. Schafer’s initial en-
gagement with the concept was rooted in the cybernetic systems think-
ing of the 1970s ecology movement and arose from a concern with the
noise pollution of modern technologies of mediation. Through the
soundscape concept, Schafer sought to address what he identified as
the growing impoverishment of aural experience in the twentieth cen-
tury. As such, his work betrays a romantic materialist environmental-
ism that is very much roots the aural experience of late modernity
within a narrative of sensory destitution wrought by machinic indus-
trialisation.

Soundscapes presuppose a Cartesian subject with a specific under-
standing of space as saturated by sound and the human sensorium as both

! Schafer R. M. The New Soundscape: A Handbook for the Modern Music Teacher.
Scarborough, Ontario: Berendol Music Ltd. 1969).

2 Idem. The Soundscape: Our Sonic Environment and the Tuning of the World. Roch-
ester, Vermont: Destiny [1994] 1997, p. 7.

3 David W., Samuels, Louise Meintjes, Ana Maria Ochoa and Thomas Porcello.
Soundscape: Toward a Sounded Anthropology // Annual Review of Anthropology,
Vol. 39, (2010), pp. 329-345.

* Ingold T. Against Soundscape / Autumn leaves: sound and the environment in artis-
tic practice / Ed. by A. Carlyle. Paris: Double Entendre 2007, pp. 10-13.
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apart from this sonic world and immersed within it. Through the analytic
of soundscapes, historians have sought to examine the perceptual situat-
edness of people in particular environments and the way in which indi-
viduals and society as a whole were constituted through acts of listening
and hearing (often filtered through the institutions of the civic or religious
power). As embodied experience, sound has been shown to be especially
vital to the construction of historical social identity and a central “means
by which people account[ed] for their version of reality”.' At the same
time, however, the sensory archive has shown that the senses were by no
means experienced in isolation. Rather, the lived experience of early
modern environments cut across sensory categories, with archival ac-
counts of events sometimes invoking touch, taste, sight, sound and smell
in a single — almost synaesthetic — sensory description. To speak of a
single sensory ‘scape’ can thus greatly enhance our understandings of a
particular sensation, but also risks isolating the involvement and partici-
pation of the other senses in the historical production of meaning. While
‘sensorial research’” often focuses on histories of particular sensations,
historians must thus also account for what Mark M. Smith has called the
“history of intersensoriality”’, by which he means the diverse ways in
which “the senses worked together and in concert, not in isolation”.’Ex-
panding the concept of soundscape to account for other sensorial experi-
ences, the ‘sensoryscape’ offers one way to theorise the moments of en-
tangled sensoriality that historians encounter in the archive. The potential
of the sensoryscape concept lies in the fact that it is not tied to any spe-
cific sensory register and, as such, it makes analytical elbow room for the
participation of the senses in each other and for the multiple sensuous and
socialised meanings and affects that may arise from the inter- and intra-
activity of the human body within specific material environments and his-
torical contexts. Perhaps nowhere is the interactivity between space and
sensorium better captured than in the polysensorial event of the early
modern representation of sacred space.

! Leppert R. The Sight of Sound: Music. Representation and the History of the
Body.(Berkeley, Los Angeles and London: The University of California Press,
[1993] 199), p. 15.

2 Newhauser R. The Senses in Medieval and Renaissance Intellectual History’, in
Senses and Society, Vol. 5, (2010), p. 5.

3 Smith Mark M. Looking Back: The Explosion of Sensory History // The Psycholo-
gist. Vol. 23, No. 10, (October 2010), p. 860.
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Sensing the Sacred: The Spatial Imagery
of Renaissance Italy

The sacred public space of the lay Confraternity of the Miseri-
cordia Maggiore in the early modern Venetian mainland is the main
case study considered in this paper. The theatrical and scenographic
nature of early modern processions organised by the Confraternity al-
lows us to integrate visually performative aspects of processions
within a larger exploration of their multisensory dimensions in the
creation of sacred space and the evocation of Heavens. The sensory
impact of early modern processions was significant: chronicle ac-
counts can provide us with a glimpse of the sensory texture of these
events, often evoking the colours and fragrances, the sounds of music
and bells and the sights that accompanied ceremonial display.' Strictly
staged and choreographed, from the characters forming the parade to
the space of the performance, these processions were central in the
creation of a sacred performative space and the Heavenly imagery, a
multidimensory representation of a spiritual, transcendent space. For
examples, the sonic materiality of the urban space created a sensorial
field in which worshippers were enveloped.

From the heavenly harmonies of liturgical ceremony to musical
performances, sound, space and light were brought together in a way
that enabled the faithful to attain closeness to divinity and experience
this church as a liminal site between Heaven and Earth. Through an
analysis of the performative ritual, processions reveal a dynamic sen-
sory registers of air, fragrance, light and sound through which the per-
formative sacred space was encountered by spectators. In the process,
this paper reflects on the rich analytical possibilities for better under-
standing Renaissance sacred space opened up by recent research form-
ing around the concept of ‘hierotopy’.”

By interpreting hitherto unexamined sources, such as ceremonial
ledgers, correspondence, diaries, inventories and financial and legal

' Vai Em. Sounds of Devotion? Civic and Religious Performances at the Confraternity
of the Misericordia Maggiore in Early Modern Bergamo // Soundscapes of the Ve-
netian Terraferma in the Early Modern Era / Ed. by David Bryant and Luigi Colla-
rile (Turnhout: Brepols, forthcoming 2019).

% Lidov A. Hierotopy, the creation of sacred spaces as a form of creativity and subject of
cultural history // Hierotopy: The Creation of Sacred Spaces in Byzantium and Me-
dieval Russia / Ed. by Alexei Lidov. Progress— Tradition. Moscow, 2006, pp. 32-58.
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records and bringing these into dialogue with discussions of hierotopy,
it is possible to develop a deeper understanding of the spatial imagery
of Heavens and, more broadly, of the sensory, spatial and spiritual dy-
namics of Renaissance social life.

GIOVANNI SERAFINI
The Tower of the Winds in Renaissance culture,
between Christian Theology and Neo-Paganism

JDxOBAHHU CEPA®HUHH
«bamHs BeTpoB» B peHECCAHCHOM KYJIBTYPE.
Mexy XpuCTUaHCKUM OOTOCIIOBUEM
Y HEO-SI3bIYE€CTBOM

The issue of the paper would be the analysis of three Florentine archi-
tectures, from the fifteenth and sixteenth centuries, which are inspired
or directly derived from the famous so called “Tower of the winds” of
Athens by Andronicus di Cirrus: the “Lanterna” of the dome by
Brunelleschi, the “ Marzocco” Tower in Livorno (Alberti?) and the
“Tribuna” of the Uffizi Gallery by Bernardo Buontalenti.

The present research intends to interpret the symbolic meanings
that the Florentine early Renaissance culture have attributed to this
ancient Greek monument, which was the anemoscope, the calendar
and the clock of Athens. In particular, we want to investigate how its
role as "center and ruler of the winds" have been assumed and de-
clined in a symbolic way in these three Tuscan towers: Christian and
pneumatological in the Lantern; Christological in the Torre del Mar-
zocco; "Alchemical" in the Tribune.

The “Tower of the winds”or “Horologion” (Clock) of Athens is
an still existing building, in pentelic marble, with an octagonal plan,
erected in the middle of the “Agora” of Athens around 100 B.C. by
Andronico di Cirro. On each of its eight faces there is a bas-relief
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frieze depicting the allegorical personification of a type of wind: Bo-
reas (N), Kaikias (NE), Eurus (E), Apeliotes (SE), Notus (S), Lips
(SW), Zephyrus (W), and Skiron (NW). On the top of the roof was a
weathervane, in the form of a Triton, which was able to rotate to indi-
cate the direction of the blowing wind. Also, on each of the eight sides
there were solar sundials; and inside, there was probably a hydraulic
clock. The tower was — in one word — the "Omphalos", the concrete
and ideal center of Athenian civil life. The first Florentines Human-
ists, Artists and Theologists took this idea to celebrate their civiliza-
tion and their faith.

Certainly the Florentine architects of the fifteenth century could
have had information about this monument in an "indirect" way, me-
diated by two ancient literary sources: De Re Rustica by Varrone
(book III, 5, 9-17) and De Architectura by Vitruvio (book I, 6.4).
Only in 1436, Ciriaco d'Ancona was a direct witness of the existence
of the Tower of the Winds and could report its precise description in
Italy. But this "post-quem" date has a relative value today, since the
most recent studies have shown the great number of relations between
Florence and the territories of ancient Greece; we only have to re-
member that Acciaiuoli's Florentine family ruled the Duchy of Athens
in those years, between the fourteenth and fifteenth centuries, and his
palace was just above the Tower, on the Acropolis.

In many ways Brunelleschi could receive information on the
tower of Athens, but what is important is that it is proved (Morolli
1989) He took it as an ideal model for his octagonal lantern. The rea-
sons of his choice are many; foremost, practical: He needed a structure
capable of withstanding the horizontal stresses of the winds present in
those heights, in open space.

For this reason the “Lanterna” also assumed an urban-architectural
aesthetic role as the "geometrical and empirical center of the city";
Vitruvius, in fact, defined the “Towers of the winds” as the main core of
a city; It must be oriented according to the winds and according to the
cardinal points, so that, from its position, roads and buildings can be
drawn, defended by the bad and unhealthy influence of the winds.

In political terms, this monumental building gave te Florence the
appearance of the capital of the Greek civilization, in accordance with
its nascent consciousness of being the "new Athens" of the Christian
Western world.
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Finally, from a symbolic point of view, the Tower of the
Winds — translated in the Lantern — assume a "pneumatological”
and "Christological" meaning. If the dome of Santa Maria del Fiore is
probably a metaphor of the womb of the Virgin Mary that swells and
expands to generate Christ (Verdon 2015), it follows that the summit
lantern, through which (ideally) penetrate light and wind — both
pneumatological images very well known — can be interpreted as the
"Tower of the wind of the Holy Spirit”. A difficult meaning, that
matches the very recent discoveries by Lidov on the origin of the ar-
chitectural element of the lantern in relation to the miracle of the Pas-
chal fire.

In 2015 Gnocchi proposed to interpret the lantern as a Chris-
tological symbol of the “Logos / light”. More over, we could consider
an inspiration from Mt 12, 22-33 (Christ calms the storm). This mean-
ing is also valid for the second monument.

In the same years (2nd quarter of the XV century) the Republic of
Florence built a tower in Livorno to defend the port of the (subju-
gated) city of Pisa; a tower (later called "del Marzocco") that recalls
even more explicitly the Athenian’s one: it is in white marble, in oc-
tagonal shape, and has the names of the winds carved on the eight
sides of the balcony. The information about the construction of the
“Marzocco tower” is uncertain and limited: the criticism hypothesized
different stages of realization from the 30s to the 80s of the XV cen-
tury, and proposed different artists, from Ghiberti / Brunelleschi, to
Michelozzo, to Alberti. I believe that the invention is of Brunelleschi
and its completion by Alberti.

Here the model of the Tower of the Winds is to celebrate Flor-
ence as new Athens, which has made Pisa / Livorno its new Piraeus.
But, deeper: I propose that it is a Christological structure, according to
the Florentine Guelph culture, deduced from the evangelical episode
in which Jesus calm the storm, revealing himself as "lord of the
winds." An architectural image of Christ, the king of the Florentine
Guelphs, which imposes itself on the sea and on the hostile forces of
nature and of men, bringing back the "pax".

To conclude, a look to the next century, when the Tower of the
winds keeps being considered a valid model, but in a different context,
with different meaning. The most representative example is the Uffizi
“Tribuna”: it was built in 1584 by Bernardo Buontalenti, for the Grand
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Duke Francesco I in the eighth decade of the sixteenth century, to con-
tain the best of the grand-ducal collections. Inspired explicitly by the
Tower of the Winds of Athens, it has an octagonal structure, and is
equipped with a weather vane, with an internal anemoscope.

Here, the wind, as a symbol, is part of a cosmic representation of
the world, including the other three basic elements of the Universe ac-
cording to the ancient natural philosophy: fire (symbolized by the red
walls), the earth (inlaid marble floor) and the water (wall decorations
with shells). Every sacred reference to the "Pneuma" (Holy Spirit) and
to Christ disappeared, and the wind became part of a discourse on the
Nature, typical of the sixteenth century, and particularly dear to Fran-
cesco I because of his alchemical interests (Saladino 2014; Conticelli
2015). The Grand Duke also learned and shared these thoughts with
many members of the Florentine Academia del Disegno: they believed
the four elements were foundations of the Creation, and the Art (as a
fifth element, which the Tribuna exhibited by supreme examples from
all time and typology) was its most refined accomplishment.

TATIANA SIZONENKO
Celestial Visions and the Creativity of Renaissance
Masters in the Sculptural Program
of Venice’s Basilica di San Marco

TATbAHA CH30HEHKO
HebGecHble BUIeHHS B pEHECCAHCHOM CKYJIBITYpPHON
nexopanuu BeHenuanckoro Can Mapko

During the Italian Renaissance, church facades became epicenters of
hierotopic creativity that communicated visions of heaven while si-
multaneously projecting a glorifying image of the city and its patrons
in the context of divine and world history. Among richly decorated
duomos in the Italian communes, the Church of San Marco in Venice



132

stands out for its opulent design, complex sculptural and gold-ground
mosaic programs, and layered celestial vision. As emblematic and
recognizable a topographical symbol of Venice as the Eiffel Tower
would become for Paris or the Chrysler Building for New York, San
Marco, its majestic western facade especially, figures in many Ve-
netian Renaissance paintings, including those by Gentile Bellini.
Originally a Byzantine-type building erected in between 1060 and
1100, the church eventually underwent a large amount of subsequent
work aimed at enhancing rather than replacing elements, a process
which took centuries to complete. Known from the eleventh century
by the nickname Chiesa d'Oro, San Marco achieves an Oriental exoti-
cism through blending Byzantine, Islamic, and Italian elements, but it
remains a unique product of Italian masters of all sorts.

The important programmatic change in the image of the church
occurred in two phases: when the external height of the domes was
greatly increased by hollow drums raised on a wooden framework,
and when the profile of the facades was enclosed by an actual crown
in white marble, comprising late-Gothic flaming arches topped by
statues of evangelists, prophets, saints, angels, and the Virgin Mary.
The fagades were then further embellished by high-Gothic aedicules
placed between the arches. The date of 1384 on the north-west corner
aedicule marks the beginning of works on this part of the church. It
also been suggested that “most of the sculptural decoration — in
which, among others, there is also Carrara marble — must have taken
place at the time of the two documented supplies of marble from
Lucca in 1414 and 1419.”

During this time, two prominent sculptors were documented in
Venice as being in charge of the enterprise: Paolo di Jacobello dalle
Masegne from Venice in 1414, and Niccolo di Pietro Lamberti from
Florence in 1419. Additionally, sculptural works in the central arch
and the center of the west facade have been associated with other Tus-
can masters such as Nanni di Bartolo. While the documentary evi-
dence and the complexity of attribution for the work on San Marco’s
facades have been satisfactory discussed in literature, the overall un-
derstanding of this significant programmatic intervention in the church
design can been further explored.

This paper will focus on the airy, fragile late-Gothic finish that
encased the Byzantine-type vaults with extrados, as a primary exam-
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ple in the making of the spatial imagery of Heaven in Renaissance
Venice. The function of the exterior program of San Marco’s Church
as a ‘Spatial Icon’ has remained beyond the scope of traditional
fields of study. However, from large-scale scuola paintings such as
Gentile Bellini’s Procession of the Reliquary of the True Cross in
Piazza San Marco (1496), it is evident that the basilica occupies pro-
tagonist status as the principal memorable component of Bellini’s
visually driven narrative, and thus it behaves as a sort of ‘Image-
Paradigm’ of Heavenly Venice. In scholarship, Venetian image-
making is understood as a “bountiful accumulation of details as a
form of visual authentication closely related to the colorful quotidian
language of local chronicle writers.”

By analyzing the dominant features of San Marco’s exterior pro-
gram through the present-day humanist discourse on Venice’s origins
and cultural identity, this paper will argue that the vision of heaven is
more cohesive than previously understood, and that it comprises a jux-
taposition of heavenly and earthly schema that are simultaneously dis-
tinct and interdependent. This program was evidently intended to ac-
centuate Byzantine archaic heavenly codes in the context of a
fifteenth-century vision, making them congenial with more secular
and humanist theories about heaven and the spirit. Through the elabo-
rate iconography, powerful symbols, and design of San Marco’s fa-
cade, patrons and masters presented an eloquent vision of Venice as a
Heavenly City and a successor of Greco-Roman and Byzantine civili-
zation in the Mediterranean world, celebrating and benefitting from
every vestige of ancient wisdom.
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MATEUSZ KAPUSTKA
The Irrepresentable Threshold of the Assumption.
From Heavens to Beyond

MATEVI KAITYCKA
Hewuszob6pa3umsblii nopor Bo3necenus boromarepu.
Ot Hebec 3a UX Ipenesbl

The situation of the return of Christ to his father in the very act of As-
sumption naturally provokes the art historian to a question about the
pictorial space of God. At the moment of the departure into and —
eventually — beyond the cosmic vastness, historical Christ physically
establishes a distance that is difficult to depict, and the one that ulti-
mately underlies the Christian controversy about the representability
of God: the ontological division between the created spherical world
and its transcendent creator as planning manufacturer — the world’s
architect, — which causes a spatial challenge for every artist.

In these terms, the image of the Assumption has always been a
representational challenge: not because of the easy-to-conceive acci-
dental attributes of this miraculous movement into the inaccessible
vastness — the glory, the cloud, or even the footprints on the rock as
the vestigy of the soteriological launch, — but because of the intrusive
question of how to pictorially measure the ontological difference in
space. In the Middle Ages and the Early Modern Period, the artists
used in this case the moment of concealment: e.g. the meteorological
phenomenality of the flight itself, or, the diagrammatic schematization
of the heavens as its spatial stage, or, a media-related reduction which
defined the alterity of Christ’s space flight by the very liminality of
the image’s frame. In any case, it was the image that determined the
ultimate ontological distance, as long as this vertical alienation should
take place in a visible or at least imaginable space. So, how can the
very limit of a universe, which only God can overcome, be presented
in the picture? To what extent does the possibility of this limit’s loca-
tion or displacement depend on a very pictorial idea of worldliness?
The paper concentrates precisely on the problem of the visuality of the
threshold to the beyond and on the pictorial moment of the heavenly
transition from the visible to the inconceivable. Taking the moment of
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the Assumption as a point of departure into transcendence, it critically
investigates, on the one hand, the modes in which the heavens in the
pre-modern art of Western Christianity were the realm of miraculous
apparitions, and, on the other, it asks to what extent they remained
subdued to the limits of representation set up by the concept of the
spherical world as God’s finite manufacture.

CHRISTOPHER S. WOOD
The Celestial Target of Supplication as Depicted
in Early Modern ex votos

Kprucro®okep By
HeOecHas 1ieib MoJIEHH, I/1306pa}KeHHaH B ex voto
PaHHCTO Hosoro BpPCMCHU

In central Italy in the middle of the fifteenth century a completely new
kind of picture emerged: the small painted panel depicting both a cri-
sis in the life of a believer, and the believer’s request for divine assis-
tance in the form of a plea and a promise addressed to an intercessor,
usually the Virgin Mary. These pictures represented people sick in
bed, falling from windows, imprisoned, shipwrecked, or beset by rob-
bers. They also depicted the victim or one of his relatives in the act of
supplication, an act represented as prayer, usually in a kneeling posi-
tion, directed at the intercessor. The ex vofo was a small gift offered in
fulfillment of a vow taken by a supplicant in the hour of need. The ex
voto was also a depiction of the whole story, a micro-biography testi-
fying both to the faith of the votary and to the power of the deity.

In such paintings the Virgin or saint is always depicted in a state
of detachment or elevation above the ground, and enveloped either by
clouds or by an aureole or cluster of light rays. Such “meteorological”
frames indicate that intercessors do not occupy our own measurable,
inhabited space. Instead, they are said to be “in Heaven.” The cloud-
bank or aureole is the indicator that the intercessors’ “address” is the
quasi-place Heaven.
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These little paintings, like many others before and since, borrow pieces
of the sky, as it were, in order to signify Heaven. They do this even
when the entire scene occurs indoors. A little bit of the sky is imported
into the bedroom so that the bed-ridden Christian can appear to be in
listening range of her interlocutor — appear to be, because the panels
do not depict epiphanies. The votary may be looking upwards but she is
not seeing the Virgin. Instead, she is communicating with a non-
physical entity understood to be unavailable to human perception and
yet nevertheless reachable by prayer. This paradoxical location, which
is not a location at all but a state of partial accessibility, is called
“Heaven” and its signifier is the sky or the phenomena of the sky.

Heaven in this system is thus not to be understood as co-extensive
with transcendence or the beyond. If the divine intercessor were “be-
yond,” she would simply be out of reach for human beings, as God
himself is. Rather, Heaven is understood as an aspect of Creation, or
the world. Heaven is not a place, however, but a state of being which
participates in immanence. Heaven, a concept, is a provision within
Creation which allows human beings to form an idea of the beyond
and which accounts, in terms intelligible to people, for the possibility
of at least a one-way communication with God.

Heaven is a concept which organizes and so represents the incon-
ceivable beyond. In that respect it can be compared to the uncon-
scious, which is also not a place “within” the human mind but rather a
concept that permits us to organize our thinking about the real but in-
accessible chaos that lies behind subjective experience.

The clouds engulfing the half-length figure of the Virgin in the
painting are a figure which represents the concept of Heaven. The me-
teorological signifier is conventional within the Christian system of
painting. It is grounded, however, in the association of the sky, to-
gether with all the astral and climatic phenomena it contains, with the
concept of Heaven, an association common to many cultures.

Why am I focusing in this talk on ex votos, a humble and minor
art form, perhaps not even an art form, rather than on the many and
often splendid medieval and Renaissance paintings that employ a
similar meteorological shorthand to indicate the concept of Heaven?
Because the ex voto does not take part in the project of sacred paint-
ing. It does not claim, as so many pictures do which have played a role
within Christian life, to offer a meaningful figure for a reality unavail-
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able to ordinary experience. The ex voto depicts a story that unfolded
entirely in the profane sphere. Unlike the supplicants depicted in sa-
cred paintings, this person was not concerned for her salvation but
only for her physical health. The ex voto depicts an exchange with an
intercessor leading to an intervention in profane existence that quieted
disorder and re-established order. The appeal to the intercessor was a
psychological event which can be rendered with a simple shorthand.

The ex voto is an offering, a biography, and a testimony. It does
not pretend to the status of art, which in premodern societies always
involved some version of beauty. Instead, the ex voto is a clear dia-
gram of a form of interaction between human beings and divine be-
ings that was made possible by a concept of Heaven. The stable signs
of Heaven within the ex voto system reveal more clearly than do sa-
cred artworks the true nature of Heaven.

A. J[. OxoluMCKui
O0pa3bl 00J1aKOB B UEPOTOMHUH U KUBOIUCH
Boctoka u 3amana

ANDREW SIMSKY
Nebular Imagery in the Hierotopy
and Art of East and West

Kmo nayyumcs pucosams obnaxa,
Cymeem u306pazume ucmox 6cex eeuyel.
Xanp UyHsbIr0anp, 12 Bex

HccnenoBanne MOCBAIIEHO COMOCTABICHUIO HEOYISIPHBIX 00pa3oB B
CaKpaJIbHBIX MPOCTPAHCTBAX 3allaJJHOEBPONENCKOMN, BU3AHTUHUCKON U
BOCTOYHOHM »uBomucu. HeB3upas Ha KaxyIlyrocss TpPUBHAJIBHOCTB,
00pa3sl 00JIaKOB BHIPA3UTENBHBI, TPOOIIEMATHYHBI 1 BO MHOTOM 3ara-
JIOYHBI. 3aMETUM, 4TO OOMIME OOJIaKOB B 3aMaJHOEBPONEHCKON HKO-
Horpaduu HeOa yAWBUTEIHHO KOHTPACTHPYET C MOYTH MOJHBIM HX
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OTCYTCTBHEM B MKOHAaxX BH3aHTHUiCkoro mupa. [louemy Tax? Heyxenn
BHU3aHTUHIIBI 3a0BLTH O BETX03aBETHOM 00pa3ze boxueit CiaBbl B BHIE
cBeTsmerocs obnaka? A modeMy Ha €BPONCHCKUX Mei3akax obiaka
HaXOMSTCS TaM, TJe UM IOJIOKEHO, T. €. Ha HeOe, OTIEJICHHOM OT 3€M-
JIM TUHUEH TOPH30HTA, & HA KUTAHCKUX — OHH CTEIISATCS JIBIMKOU 1O
TOPHBIM BEpIMHAM, 3aKphiBast X OT B3opa? [lonck 0TBETOB Ha ATH U
MHOTHE JIpYTHE BOIPOCH], BOSHUKAIOIINE B AUCKYpCE MPEIIaraeMoro
COIOCTABIICHUS, TMO3BOJIUT HE TOJIBKO JIY4YIlle TIOHSATH POJIb U MECTO
00nauHOi 00pa3HOCTH, HO W MPOYYBCTBOBATH Pa3IHYUs MHUPOBHJIC-
HUS, TyXOBHOCTH W ACTETUKH TPEX IIHBHUIIN3AIIHI.

OO6Jiaka Kak MpeaMeT KUBOMKMCH BO MHOTOM YHHUKajdbHbI. OHHU
OpocaroT BBI30B TPAIUIIMOHHBIM IMOHSATUSM O MaTepuu U GpopMme, Kak
OBl HAIIOMWHAsI CAMHM CBOUM IIPUCYTCTBHEM O 3€MHOM IPOHUCXOXK-
JIEHUW HAIIUX MOHATHH, Yy)XJIOM HX Toiyy-HeOecHo# mpupoxae. O6-
JlaKka OJIM3KU M XOPOIIO Pa3iu4MMBI, HO JI0 HUX HEb3s JOTSHYThCA.
CaMuM CBOMM CYIIECTBOBAaHWEM OHH OTPHIAIOT HANIy YOEXIeH-
HOCTh B CTaOMJIIBHOCTH TMPEIMETOB — OCHOBY HAIlIMX 3HAHWUH O MHU-
pe. M3o00paxxenne 00/1aKOB, Jaxe U PEATUCTHYHOE, MPUACT SKHBO-
MMACU OTTEHOK a0CTpakiuoHu3Ma. Benp aOCTpaKIMOHWU3M OTpPHUIIAET
MPEeIMETHOCT, — a obyaka u camu e€ orpuraror. OHn Oymopakar
BoOOpakeHHe U APA3HAT CBOEH MOX0KECThIO HAa YTO-TO, HO HAa YTO?
Nx wu3o0pakeHHs OJHOBPEMEHHO PEANTMCTUYHBI W (DaHTACTUYHEI.
Bynyun 4acTei0 BUAMMOTO MHpa, OHH B TO YK€ BpeMs MPUHAJICKAT
MUpY BoOOpakeHus. Kaxkercs, 4To OHM KyJa-TO 30BYT, HO Kyna?
Moxer ObITh, B IOJIET?

B 3amagHOeBpoOIeiCKOM KHUBOMUCH aKTUBHOE HCIOJIh30BaHHE
00agHBIX 00pa30B HAYAIOCH emle B Hadame X VI Beka U paciBeno B
nepuoxa bapokko. He6o, HaceneHHOE CBSITHIMH IIEPCOHAKAMH, OTKPHI-
JIO CBOMW JIBEpH W BITyCTWIJIO M3yMIIeHHOTO 3putens. HamomuHas o0
OTBeprHyTOH PeHeccaHCOM TOTHKE, B KAaTOJMYECKUX COOOpax CHOBA
MOSIBUJIACH BEPTHKANb. Pa3BUBIIAsCS €Ille B MO3JHEE CPEIHEBEKOBHE
MaHepa MOKJIOHATHCS CBATBIHAM C OTKPBITBIM B30POM Halllla HOBYIO
TOYKY TIPHIIOKEHUS BO BIIEUATISAIOMIMX HEOECHBIX Mei3axax, Hace-
JICHHBIX aHTeJIaMH, NMPaBEIHBIMU TylIaMd M OOTOpaBHBIMH CBATHIMHL.
Ho Tak kak CBSITbIC BHEUTHE MaJI0 OTIMYAIHCh OT OOBIUHBIX JFOJICH,
HY)XKHO OBUTO Kak-TO 0003HAYHWTH MECTO WX MpeObIBaHUS Kak He0O.
OTM 0003HAYEHUEM H CTAJIO 00JIaKO, Cpa3y MPHOOpETIIIee MHOKECT-
Bo (pyHKiuit B HeOecHBIX meizaxax. OOmaka oOmagand M3BECTHOU
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MEpOM TBEPIOCTH U MOTIJIM MOAJAEPKUBATh Tena WIA TpoHbl. Mcnon-
Hsis poiib HeOecHOU Mebenu, o0aka B TO e BpeMsl TIOMOTalIl Co3/1a-
BaTh CTPYKTYpy HEOECHOTO TPOCTPAHCTBA B COMVIACHH C OOIIUMH
MPUHITUTIAME TIEPCIICKTUBBI: pa3Mep 00JIAKOB COOTBETCTBOBAI MX OT-
JTAJICHUIO — TI0JI CTaTh pa3MepaM denoBeueckux guryp. O0pasbl «pe-
JIUTUO3HBIX» 00JIAKOB M3HAYAIBHO HE OBLIN PEATMCTUYHBL: O0JauyHbIC
KOH(UTYpalny, TUIUYHBIE IS KHIOMETPOBBIX MacIiTaboB, yKHMa-
JUCh 70 pa3MepoB MOAYIIeK. JTH o0jaKa MOXXHO Ha3bIBaTh «3HaKa-
MW», HO 3TH 3HAKH HE MMEIOT BIIOJIHE KOHKPETHOTO «CIIOBAPHOTOY»
3HadeHns. OHU OpOCalOT BBI30B €BPOMNEHCKOMY HCKYCCTBOBEIEHUIO,
KOTOpPOE CJIHIIKOM JIETKO HAyYHUJIOCh OTIWYATh COAEpKaHue oT (hop-
MBI U CMBICIT OT BhIpaxkeHust. O0Onaka cTaiu HHCTPYMEHTaMH BOOOpa-
JKEHUS, TIOMOTasi yOenuTeIpbHO M300pakaTh Hebeca Kak (HU3MIECKoe
TPEXMEPHOE TPOCTPAHCTBO, OTKPHIBAIOIICECS BBEPX B Oecmpeneis-
HYIO BBICh.

XoTs 3amafiHyl0 PETUTHO3HYI0 JKUBOIUCH MPHHATO MPOTHBOIIOC-
TaBJIATH MPABOCIABHON MKOHOIWCH, B HEW NMPHCYTCTBOBAJIO MKOHHYE-
CKOE€ M JaK€ HEpPOTONMYECKOE H3MEpeHUd. B 3Toil CBSA3M MOXKHO
BCIIOMHUTh O YpE3BBIUAIHO PaCIPOCTPAHEHHOM B O0apOodYHYIO 3MOXY
YKaHpe BUICHHN, KOTZIa N300pakeHNE 3eMHBIX MEPCOHAKEH B HIKHEH
YaCcTHU KapTUHBI AOIOJHAJIOCH OTKPBIBIIUMCA UM BUIACHUEM, KOTOPOC
00OBIYHO 3aTOJHSIO BepX KapTUHBL TakuMm 00pa3oM, CakpallbHOE IpO-
CTPaHCTBO CO3/1aBATIOCh BHYTPH IMoNI0THA wiH ppecku. Her3upas Ha ToO,
KaK peraics TEOPETUIECKH BOMIPOC O MPHUPOJC BUACHUS — a 3TOT BO-
mpoc ObLI BaXKEH MOTOMY, YTO OOJIBIIMHCTBO BUJICHUI HE OBUIO SIBIICHO
OKPYKaIOIIUM, — OHO W300pa)kaJloch 3pUMBIM W TIOYTH MaTepHaib-
HBIM, TTO3BOJISIA 3PUTEITIO MPHOOITUTHECS K MHTUMHO-TyXOBHOMY OIIBITY
uepodaHUu Ha JOCTYITHOM €My ypoBHe Bocnpustus. Kak mpaswuio,
MPOCTPAHCTBO BUACHUS OTACIUIOCH OOJIaKaMU, KOTOPBIE HIPAX POJIb
HIDKHETO OTPaHWYHTEINS MHOMHUPHOW YacTH KapTHHBI, a TaKKe JaBajd
omopy €€ oburaTelsiM W TPUAABATU CTPYKTYPY CaKpadbHOMY IIpO-
CTpaHCTBY KapTuHbl. [lycTh gaxke CBATOH BUAEN TO, YTO OH BHJEI,
TOJIBKO JTyXOBHBIM B30POM, JKUBOIIHCH TIEPEBOJIIIIA €T0 OIBIT B IJIOC-
KOCTh (PH3UYECKOTO 3PECHU.

DTO HACTOMUYMBOE CTPEMIICHUE PUMCKO-KATOIMYECKOI'O0 HCKYCCT-
Ba CO3/IaTh YYBCTBEHHO BIICYATIISIONINIA 00pa3 OOKECTBEHHOTO PE3KO
OTJINYAETCS OT XyJ0KECTBEHHON CUCTEMBI BU3aHTHICKON NKOHOIIHCH.
B uxonax 1 MO3aMKax 4acTO MCIIOIH30BAJICS 30JI0TOW POH, B KOTOPOM
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00pa3 Heba ciuBaiics ¢ oOpazoM boxecTBeHHOro cBeTa. 30J10TOMH (hoH
HE «pucyer» GU3NIECcKOe MPOCTPAHCTBO, HO CITIOCOOCTBYET CO3JIAHUIO
MPOCTPAaHCTBEHHOTO 00pa3a BHE M BOKPYT WKOHBI WM MO3aumku. OH
norpyskaer uzobOpaxxaeMbie (UTypsl B 0COOYIO CaKpalbHYIO Cpemy
l'oprero mMupa, KOTOpOMY OHH BCELIEIO MPHHAIJICKAT, MMOKOSICh B TO
Ke BpeMs obenMu Horamu Ha 3emiie. CamMo coOOW MOHATHO, YTO B
ATOW CHMBOJIMUECKOH cxeMme obOyiaka ¢ uX (haHTa3WHOW H3MEHYHBO-
CThIO OBLIM U3IHUINHU. 3EMHOMY «METCOPOJIOTHUECKOMY» HeOy B Bed-
HOCTH MeCTa HET — a IMOTOMY OJIUH U3 allOKAIUTIICHYECKHAX aHTEeIOB U
CBOpPAYMBAET €r0 B CBUTOK B OJJHOM U3 3aKIFOUYUTEIHHBIX aKTOB KOHIIA
MUPO3/IaHUsI U YOHpaeT 3a HeHaJIOOHOCTHIO. ..

OpHako 00Jlaka B MKOHOITMCHU BCE K€ MOSBISIFOTCS B IBYX CHOXKE-
Tax — Tam, TJIe OHW HEOOXOANMBI IO COAep)KaHUI0. Bo-mepBoIX, 3TO
cueHbl Broporo npuiiecTsusi, Korga XpucToC CIIyCKaeTcs Ha OrHEH-
HBIX 00JIaKaxX, TPATUIIMOHHO M300pa’kaeMbIX MHOTOIIBETHBIMU. Poib
00JaKOB 371eCh TIOX0XKa Ha OOCYXIABIIYIOCS BBIIIE B OapOYHON KH-
BOITMCH, HO WX OOMIMI BUA coBceM Ipyroil. X make TPymHO OIIO-
3HATh B CTYIICHAX HeOecHOH JICCTHHUIIBI, HOI{CBC‘IGHHOﬁ IJIaMCHHBIMU
BCITOJIOXaMH ITOTHOAIOIIETO B AlTOKATUTIICHYECKOM OT'HE MUPO3JIaHHS.

Jpyroif NKOHOIUCHBIA CIOKET, OTMCUCHHBIA MPHUCYTCTBHEM 00-
JIAKOB, — 3TO YCIIEHHE, Te 00JIaka BBICTYMAIOT KaK TPAHCIIOPTHBIC
CpeICTBa, JOCTaBistoImue anoctoioB B Uepycanum. CroxeT mpeano-
JaraeTr ObICTpOe MepeMelIeHre, YTO XOPOIIO COTNIACYeTCsl ¢ HOpMalhb-
HOU poIbto 001akoB. HeB03MOXKHO MpencTaBuTh cebe anocTooB, Jie-
TANMX O BO3AYXy Kak NTUIbL. «CKOPOCTHBIE» 00JaKa IMO3BOJSIOT
arocTojiaM COXPaHUTh MOJ00AIOIIYI0 CONUIHOCTh U COBMECTUTH JIH-
HAMHUKY CIOKETa CO CTAaTHYHOW HMEPAaTHYHOCTHIO 103 CaMHX aroCTO-
noB. Her3upas Ha OOBIYHOCTH OHMPHUYECKHX IOJIETOB, MEPCOHAXKHU
>KUBOIMCHU HAYHYT JIETAaTh TOJBKO B XX-M Beke ¢ Jierkoi pyku [llara-
Jla, MPUYEM CaMU JIETAIOMIHE TIEPCOHAXH MPUOOPETYT MPU ITOM HEKO-
TOpoe 00JIaKO-MI0JJOOHOE KaYeCTBO.

Ho ecnu 001akoB mMOYTH HET Ha BU3AHTUHCKUX UKOHAX, 3TO €IIIe
HE O3HaYaeT, YTO WX HET B BHU3aHTUHCKOW mepoTomuu. BerxosaBer-
HEI 00pa3 CiaBel bokueil B BHE CBETAMIETOCS OO0JIaKa CIHIIKOM
BayKeH, YTOOBI OKa3aThCs 3a0BITHIM. Tak ke Kak U Jpyrue QpyHIaMeH-
TanbpHBIe 00pa3bl, HanpuMep HebecHsrit Mepycanum, o0pa3 cBetsiie-
roca oOjaka MPUCYTCTBYET HE B BHE KapTHHKH, a B BHIE oOpasa-
MapajiurMbl, T. €. TAKOro o0pa3a, KOTOPBIA CO37aBajCsi KOCBEHHBIMU
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MyTSAMU: Yepe3 OCBEIleHUe, KaxaAeHue, oOMiIre 30JI04Y€HBIX U CBETH-
IIUXCS TPEIMETOB | T. 1. bollee moapoOHO 00 3TOM HIET peds B Ipy-
TOM JOKIafe. 3/eCh JHIb BaXHO MOJYEPKHYTHh TUIyOWHY paziudus
XYJIO’)KECTBEHHOTO SI3bIKa BU3AHTUHCKOTO MHpa u 3amagHoi EBpombl.
Ecnm xi1to4eBbIM B 3aafHOM MHPOBOCIIPHATHH OBLI MOPHIB BOOOpa-
JKEHHS U €T0 CyOCTaHI[Malln3aluysl BO BHENTHUX (Qopmax, To B Buzan-
THU B IIEHTPE BHUMaHUS ObUIa apXWUTEKTOHWKA BHyTPEHHETO MHpa, a
BHEIIHKE (POPMBI BBIpAKEHUsI OBLIIH CKOpee CPEeACTBOM €€ CTPOUTEIb-
CTBa, YEM CaMOJOBJICIOIIEH LIETBIO.

CoBceM IpyToit acmeKT 00JIauyHOW O0Opa3HOCTH MPOSBHIICT B KH-
TalickoM nensaxe. Ecinu umnepus pomees B LEJI0M, Kak B Pume, Tak u
B KoHcTanTHHOMONE, Nepxanack Ha KyJbTUBUPOBAHUM JTUYHOCTHOTO
U JIeATEIHFHOCTHOTO Havyaia B YeJIOBEKe, TO B TyX0oBHOH chepe Bocro-
Ka mpeodianano co3eplarelbHO-MEeIUTaATUBHOE HAYaio, MOUCK TPo-
CBETJICHHOTO BHJEHMS MHUpPa, B KOTOPOM JIEATEIBHOCTh PaccMaTpUBa-
JIaCh HE KaK €CTECTBEHHOE CPEICTBO JOCTUKEHUS LEeil, a CKopee Kak
HEN30eKHOEe 3JI0 WM JaKe TPEMITCTBHE Ha MyTH WCTHHHOTO TO3HA-
Hus. [lo3HaBaTh MHp — 3HAYWIIO CJIEAOBaTh HEMPEPHIBHBIM MeETa-
Mopho3am Beleid, KOTOpbIe UACaTbHO BBIpaXKaeT o0Opa3 obmaka. Ku-
TaWCKUHM XYIOKHUK-TIEH3KUCT W HE JyMall CPHCOBBIBATH OOJIaKa C
HATypbl — W B 3TOM OH OBUI ITOX0X Ha CBOMX EBPONEHCKUX KOJIIET
snoxu bapokko. TpaaunuOHHBIM KUTAUCKUHM IE€H3aX — 3TO MKOHA
MHUPO3AaHUs, YBUICHHOTO IPOCBETICHHBIM B30pPOM My Ipera.

Kuraiickas ¢unocodpust HuKoraa He Oblla panMOHANBHOW CHCTe-
MOM B 3amaHOM CMBICIIE W OXOTHO BbIpa)kaJlaCh Ha S3bIKE IO33HUH,
KaJuirpaduu Wik KUBOIUCH, KOTOpasi BCerAa Oblia HalpaBlieHa Ha
BHYTPECHHIOIO, @ HE HAa BHEIIHIOK CTOPOHY XU3HHU. Eciii BBICKa3bIBa-
HUE TIOPOXAAJIOCh He-CKA3AHHbIM, @ MBICIb OTKJIMKAalIach Ha He-
mbicaumoe, To 00pa3bl BIOXHOBISIINCH He-00pasHuiM. B TO BpeMs Kak
YKUBOIMCh XPUCTHAHCKOTO MUpa IIPU BCEM Pa3IMYUMU CTUIEH CTpEeMHU-
J1ach K SICHOCTH BBIPa)KEHMS, KUTACKas KUBOMKCHASA TPAIUIMS OIH-
paniach Ha CIOCOOHOCTH XYJOXXHHKA MepeaaBaTh BHYTPEHHIOIO Kpaco-
Ty Bemieil. E€ OCHOBHBIM NpHHIMIOM OBUIO CTHpaHHWE TpaHed u
MIPOTHUBOIIOIOKHOCTEN. TyMaHBI 1 001ayHas IBIMKA BCE TTOTJIONMANN U
ypaBHOBemuBany. B obnakax yraapiBagach epBoMaTepHs HETBAPHO-
ro Xaoca. Bemy, nokpeiThle ABIMKOW, HAXOJWIH B HEM CBOKO HCTHH-
HYIO IIPUPOITY, OCBOOOXKIASCh OT paOCTBa MPEAMETHON OINpeaeIeHHO-
CTH U HaBS3aHHBIX U3BHE CBOWCTB.
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HOIHJITO)KI/IBEUI, MOXHO KOHCTAaTUpOBAaTb, YTO XapaKTCPHBIC pas-
T4l B MCIOJIB30BAHUH 00JAUHONW OOPa3HOCTH CIOCOOCTBYIOT MMO-
HUMAaHUIO KITFOUEBBIX ICTETHUYECKMX MOTHBOB TPEX IUBWIIM3AIMH, KO-
TOPbIE MBI OMNPEACIMJIM BBIIlIE, — BIOJHE OCO3HABas BCIO
OTPaHUYCHHOCTh U TPyOOCTh MOAO0HBIX (HOPMYIUPOBOK, PUCKYIOIIIX
oKa3aThCs 3a MpejefiaMyi HAyYHOTO JUCKypca, OJHAKO Mpesroarae-
MBIX M OTYACTH OIPABIBIBAEMBIX HM30PaHHBIM >KAaHPOM COIIOCTaBJIC-
HUSl — KaK OBEIISCTBIIEHUE BooOpakeHus (3anannas EBpoma), co3u-
JAHWE BHYTPEHHETO0 MHpa MyTeM HHTEPUOpH3alUU BoKeCTBEHHOTO
(BuzaHTHSs) M CaMO-OTOXK/IECTBICHUE C BHYTPCHHUMH PHTMAaMH BEYHO
MeHsroIerocs: yausepcyma (Boctok).

A. b. KOBEJIbMAH
«Mex 3emuieii 1 HebecaMm»:
JIlyX 1 4esoBeK B NyA€0-XpUCTUAHCKOU TPAAULIUN
U B PYCCKOM I1033UH

ARKADI) KOVELMAN
“Between Earth and Heavens™:
the Spirit and the Man in Judeo-Christian Tradition
and Russian Poetry

B Espeiickoii bubnuu HeT MOHATHA «BO3AYX», YHACIEAOBAHHOTO €B-
porneiickoil nuBuiau3anuei (1 HoBbiM 3aBeToM) U3 TpedyecKoil Kyib-
Typhl. Ero 3amensier «ayx» (UBp. pyax, rped. Tvedua, Jat. spiritus).
Jlyx — He mepBO3JIeMEHT, He TOHKas CyOCTaHINs, 00TEKaroIIasi 3eM-
J10 ¥ o0Tekaemasi 3(UpPoOM, HO BEeTep, BbIIOX, JbIXaHHe. MICTOYHUKOM
BCAKOTO IbIxaHUs siBIsieTcss bor. C OOXKECTBEHHBIM JBIXaHHEM MBI
BcTpeuaeMcsi yxke B Havase TBopeHus: «B HAUAJIE corBopun bor
He0o U 3eMutro. 3emuisl jke Oblia Oe3BHIHA M MyCTa, M ThMa Haj 0e3l-
Hoto, U Jlyx (pyax) boxuit Hocuncs Han Bogoro» (berT. 1:1-2). Bor
COTBOPHJI YEIIOBEKa M3 3€MIIH, BAYB €My B HO3IIPH AbIXaHWE JKU3HU
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(Huwamam xaiium), TaK YTO «CTaJl YEJIOBEK IYIIOK KHMBOI (Hepeu
xatist)» (berr. 2:7). bor oroupaet cBoit Jlyx, u uenoBek ymupaet. «He
BeuHO Oyaetr Moit Jlyx mpeOsIBaTh B UeJIOBEKE, HOO YEITOBEK TAKKE —
IJIOTh, U €T0 JHU — CTO ABaANAaTh 1eT» (BEIT. 6:3).

EBpeiickoii bubnun Hem3BecTHa Takke BeYHOCTH [1maToHa, mpoo0-
pa3 TeKy4ero BpeMEeHH, 3aTO OHa 3HAeT BEYHOCTh-HApEUHe, BEYHOCTh-
«Bcerna» (e-onam). OO 3TOM BEYHOCTH TOBOPUT OJKKie3uact: «Poxg
MPOXOANT, U POJ MPUXOINT, a 3eMJIsI IpeObIBaeT BOBEKH. .. et Betep
(pyax) x 1OTYy, ¥ TEPEXOTUT K CEBEPY, KPYKHUTCS, KPYKUTCS HA XOAY
CBOEM, W BO3BpaIIaeTcs BeTep Ha KPyru CcBOW... [loromy 4to ydactsb
CHIHOB YEJIOBEYECKUX M YYacTh XKMBOTHBIX — Yy4YacTh OJHA: KaK Te
YMUPAIOT, TaK YMUPAIOT U 3TH, ¥ OJUH AyX (pyax) y BceX, H HET y ue-
JIOBEKa TPEHMYIIECTBA Iepe] CKOTOM, TOTOMY 4YTO Bce— cyertal»
(Exxm. 1:4, 6; 3:19). B nonnMHHUKE «CyeTa» — HE YTO MHOE, KaK «JIer-
Koe (MUMOJIETHOE) JbIXaHue» (xesen). «Jlerkoe nbIxaHue» — UMS BTO-
poro ceiHa Anama, TIEpBBIM W3 JIFOJICH IMO3HABIIETO CMEPTh: ABeEINb
(Xasen, Xesen). «Tenepb 3T0 JIETKOE IBIXaHHE CHOBA PAcCesyioCh B MH-
pe, B 3ToM o0iavyHOM Hebe, B 3TOM XOJOJHOM BECEHHEM BETpe», —
numeT byHUH 0 neByIke, youToi kazadsuM oduiepoM. Ho Tak Mox-
HO CKa3aTh U O JII0OOM M3 yMEPIIUX CHIHOB YEIOBEUECKHUX.

Beunocts B EBpeiickoit bubnun — numrs 060poTHas CTOpOHA
ckopoTeuyHoctd. OnuH B3rasg bora oTHMMaeT y denmoBeka IyX.
«BcromHM, 4TO XWU3HH MOSI — IIyHOBEHHE (pyax), 9TO OKO MOe He
BO3BpaTHTCS BUACTH 100poe. He yBHIUT MEHsI OKO BUJEBIIECTO MEHS;
oun TBou Ha MeHs, — U HeT MeHa» (Mo 7:7-8), — B3biBaeT HMoB k
l'ocrmomy. U xyxke Toro — npixanue bora momo0HO CyxoBero, HCCy-
maromeMy TpaBy W nBeThl: «[omoc roBoput: “Bosmemaii!” U cka-
3anm: “Uro MHe Bo3Bemarh? Bceskas miioTe — TpaBa, U BCA KpacoTa
ee — Kak IIBET IOJICBOW. 3achIXaeT TpaBa, YBsIaeT I[BET, KOTna Ay-
HeT Ha Hero ayx (pyax) 'OCIIOJIA: Tak um Hapox — TpaBa”» (Uc.
40:6-7). Anocton Ilerp moBTOpsieT cioBa mpopoka Mcaiiu ¢ cytie-
CTBEHHBIM JionofiHeHueM: «00 Bcskas TIIOTh — Kak TpaBa, U BCS-
Kasl cllaBa 4eloBedYeckas — Kak I[BET Ha TpaBe: 3acoxja TpaBa, U
nBeT ee omai; HO cioBo I'OCIIO/IHE mpeOniBaeT BOBEK; a 3TO €CTh
TO CIIOBO, KoTopoe BaM nponosenano» (1 Ilerp 1:25). Yepes Caoso
BEpYIOIINE MPUOOIIAIOTCS K BEYHOCTH «KAaK BO3POXKIEHHBIE HE OT
TIEHHOTO CEMEHH, HO OT HeTIIeHHOTo, oT CnoBa boxwus, xuBoro n
npeobiBatoniero Boeek» (1llerp 1:23). Oto yxe nHas, HOBas Bey-
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Hocth — llapcTBue Hebecnoe. Cagaykeu ee orpunianu, Gapuceu u
XPHUCTHAHE — MIPUHUMAIIH.

O Tex, KTO IPUNHCHIBAT HEUHCTOMY TyXy TBOpUMBIe Mucycom dy-
neca, B HoBom 3aBere ckazano: «Kto Oynmer xymuts [lyxa Castoro,
TOMY He OyZeT MpOILEHHsI BOBEK, HO MOJJICKUT OH BEUHOMY OCYIKIE-
HUIO» (cp. M. 12:31; Mxk. 3:29; JIk.12:10). Ho B EBpetickoii bubimnn
37moi Ayx mcxoauT «oT ['ocmoma» u Bo3mytaer maps Cayma (1 Lap.
16:14). Ilo mopyuenuto ['ocrioga omuH U3 AyXOB, COCTABISIOMMNX Bo-
nHCTBO HebecHoe, CTaHOBUTCA AyXOM JDKHUBBIM, YTOOBI COOJA3HHUTH
napst Axasa (3 Llap. 22:21-22). B camom nousitiu J{yxa 3anoxena xyia
Ha Jlyx. XKamoObl Ha cMepTh U Ha OECCMBICIICHHYIO BEYHOCTh OKa3bIBa-
10Tcs skanobamu Ha J{yx mnm naxe xanodamu lyxa. M moTok xanob He
HccakaeT ¢ Bekamu. Jlyummii mpumep ToMy — cTUXOTBopeHue E. A.
Bapatsiackoro «HenoHocok». I'epoii ero npexacrasisiercs Tak:

51 U3 meMeHu TyXoB,

Ho ne xxurens OMmmpes,

WU, ensa 1o 061akoB
Bosneres, nagy crnaoest.

Kak Mue ObITh? S Mai 1 miox;
3Haro: paif 3a X BOJTHAMH,

N Hourych, KpbLIATBIA B30X,
Mex 3eMicii u HeOecaMu.

MokHO npennonaoxutsb, uto HemoHoCcok, ”MEHEM KOTOpPOTO Ha-
3BAHO CTUXOTBOPEHHUE, — 3TO U €CTh «KPBUIATBIA B3A0X», AyX, HOCS-
muiics Mexay HeOoMm u 3emieii. Ho Hemonockom B mocmenneit crpo-
(e Ha3BaH TOT, KOI'O «KPBLIATHIN B3J0X» «0XKHUBIIAET, TBOPHT.

Ha 3emne

O>KMBHII S HEJIOHOCOK.
OT1ObLI OH O€3 OBITHS:
PokoBast ckopoTedHOCTB!

B TSTOCTH pOCKOIIIH MHE TBOSI,
O OeccMBICIIEHHAs BEYHOCTh!

HccnenoBareny mouTy €IWHOMYIIHO BUAST B «KPBUIATOM B3JI0-
xe» 00pa3z MATYIIeHcs TyImu 1mo3Ta U dyenoBeka HoBoro BpeMeHU Bo-
o011e, a B COTBOPEHHOM UM cyiecTBe — [‘oMmyHkyna. McTouHnkoM
«HenoHocka» Ha3bIBalOT CTUXOTBOpeHUE «['eHMid, mapsuuid Haja 3eM-
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HBIM IIaPOM, OJTHOIO PYKOIO BBHICH, JAPYTOI0 BHU3 YKa3yIOLIHil», CO-
YuHEHHOe ['eTe Kak Mmoamuch K amieropuueckod kaprune. Ho rias-
HBII MOTHB bapaTeIHCKOTO (BEYHOCTH / CKOPOTEUHOCTH / HEOBITHE)
OCTaeTcsl IPU 3TOM HEOOBICHEHHBIM. ETO 1 HEBO3MOXHO OOBSICHUTD,
eclii He yBHIeTh OuOielickuii koHTeKcT «HemoHocka», ecnu He mo-
HSTb, YTO OTOBIBIIEE Oe3 OBITHS CyLecTBO — HE [ 'OMyHKyI, a 4eJo-
BeK. Hemapom neH3ypa BbIUEpKHYJA [BE MOCIEIHHUX CTPOKH CTHXO-
TBOpeHHs: «B TArocts pockoms MHE TBOS, / O OeccMbICIeHHAs
BEYHOCTh!» DTH CTPOKH SBHO coAep:kaT xyiy Ha Jyxa. lyx, ckazaHo
B [Iucanum, «0XXUBISET» YEIOBEKA, HO «HE BEYHO OyJeT npeObIBaTh B
yenoBeke». JlyX BAOXHYJ MUMOJIETHYIO XHU3Hb B HemoHoCKa.

VYrpeku B HECOBEPIICHCTBE TBOpPEHUs ObUIH JlyXy HE B HOBOCTb.
«Jla, I'ocrogm, Tam OecripocBeTHBIN Mpak, // W denoBexy OemHOMY
TaK XyJAo0, // 94TO Jaxe s M@axy ero Mokyaa», — ToBopHUT Meducro-
¢ens B «IIponore Ha Hebecax». 1 eMy BTOPHT «KpBUIATBINA B3AOX»:

Bypu rpoxot, 6ypu cBucr!

Buxopp XmaaHblid, BUXOPb KIy4dunit!
beeT MeHs Ta3eTHRIN JIHUCT,

VY aymaer npax aeTy4uii!
O6parmrycs 11 K HeOecawm,
OrnsHycs M Ha 3eMIII0 —
I'po3HO, 4epHO TYT U TaM;

Boruib yHBUIBIN 5 TOABEMITIO.

CMyTHO CIIBIIIY S TOPOM
Kimmu Bpaxyromux Hapo0B,
[locensH OecnieunbIif Boit

ITon rpo3oii ux nepexoaos,
I'poM BOIHBI U KpUK CTpacTeid,
IInau Hery>)KHOrO MJIaACHIA. .
Cne3sl JIBIOTCS U3 OYeH:

Kanb 3emHOro0 nocenexal

M3HBIBAIOITNN TOCKOM,

S Meuych B MOJIIX HEOCCHBIX,

Hamo MHO#1 1 Moo MHOH
BecrnipenenbHBIX — CKOPOHM TECHBIX !
B Ty4y kpotoch 1, U B HEl

Muycs, uy>1 3eMHOTO Kpas,
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CrpaliHsli TacC TIOJCKUX CKOpOei
I'macom Oypu 3armymias.

Mup s BUXKY KaK BO MIJIE;
Ap¢ HEOECHBIX OTTOJIOCOK
Cnabo crpimy...

Meducrodenp CHBILUT aHTeNoB, CIaBAIMX boXbe TBOpeHHUE
(«apd HEOCCHBIN OTTOJIOCOK»), HO HE cobupaercs moapaxkars uM. OH
BO3BOJUT XyJIy Ha TBOPEHHE U Jlake Ha pa3yM, KOTOPbIM HaJenni de-
noBeka bor. «OH nyume 6 xui 4yTh-4yTh, He 03apH // Ero Tel 60kbeit
UCKpo# m3HyTpH. // OH 3Ty UCKpYy pasyMoM 30BeT // W ¢ 3Tol uckpoit
CKOT CKOTOM JKMBET». B MOMIMHHHMKE — «CHsSHHE HEOECHOIO CBETa»
(Schein des Himmelslichts). Kak e BcnomuuTs ciioBa Moa: «Ho ayx B
JenoBeke U apixanue Beenepxxurens maet emy pazymenne» (Mos 32:8)!
N croBa u3 «lIpemynpoctu ComoMoHOBOI»: «CiIydaifHO MBI pOKIe-
HBl U TIOcie OyleM Kak He OBIBIIWE: ABIXaHWE B HO3APSX HAIINX —
JIBIM, U CIIOBO — HCKpa B ABIMKeHMH Hamero cepana» (Ilpem. 2:2). yx
Boxwii HeceT ¢ co00i «MyapoCTh, pa3yMEHHUE, BEIECHUE M BCIKOE HC-
kycctBo» (Mcx. 31:3). Hanpotus, repoii bapateiHckoro B paHHel pe-
JaKIUH CTHXa TOBOPHT O cede:

Hyxu BeIcuIMe, HE 1,
ITocturaroT TaliHbl MUpa,
MHe uIIb YyBCTBO OBITHS,
Cpens mycThIX ToJiel a¢upa.

«HenoHOCOK» — TauHCTBEHHBIN KaMEPTOH PyCcCKOM mo33uu. Ero
oT3BYK A. MnuueBckuil Hamen y [{BeraeBoii B «Iloame Bo3gyxa» u 'y
bpoackoro B «OcenneM kpuke sictpeda». Ho, eciau uckarh passurue
riaBHOrO MoTuBa «HemoHockay (CKOpOTEeYHOCTH/BEYHOCTL/HEOBITHE),
TO TPUAETCS OCTAHOBUTHCS Ha MPEACMEPTHOM IieneBpe bpoackoro
(«MeHs ympekany BO BCEM, OKPOMS ITOTOBI. . .») U 3/IeCh K€ 00HApYy-
JKUTH CKPBITYI0 IUTaTy. «KpbutaTelii B30X» KpOeTcs B Tydy, 3arily-
mrasi LryMoM OypH TOJIOC JFOACKUX CKOpOei, a yMepIuuil moaT, cTas
MIIIINM JIEHTCHAaHTOM Heba (0Ha 3Be3J04Ka Ha [OTOHaX), IpsJer-
csl oT OypH B 00JIaKO.

... CKOpO, KaK TOBOPSIT, I CHUMY TTOTOHBI
U CTaHy MPOCTO OJHOM 3BE3A0H. ..
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4 Oyny Meprath B IpoBOJIax JICHTEeHaHTOM Heba
Y TIPATATHCS B 00JIAKO, CIBIIIA TPOM. ..

U ecnu 3a cKOpOCTH CBETA HE XKIEIIb criacu0o,
TO 00IIETO, MOXKET, HEOBITHSI OPOHS

LIEHUT ITOTBITKU €€ MPEBPAICHbS B CUTO

W 32 OTBEpCTHE MOOIAr0JapUT MEHS.

YuTarmeMy 3TH CTPOKH TPYIHO OTKA3aThCs OT aJUTIO3HMN Ha Mpo-
KOMITOCTHPOBAaHHOE 3Be3/IaMH OMIeTHOE HEO0 AKCEHOBA WM Ha TITy-
xue Hebeca MasskoBCKOro:

Oii, BbI!

Heb6o!

Caumure nutsmy!
S uny!

I'myxo.

Bcenennas crmr,
TIOJIOXKUB HA JIAITy
C KJICIIaMH 3BE€3]l OTPOMHOE yXO.
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[MPUJIOXKEHUE / SUPPLEMENTUM

CRISTIANO ZANETTI
A Hierotopy' ex Machina in Renaissance Florence.
The Machine in the Representation of Aerial Journeys
in Liturgical Dramas

KPucruaHo J[3AHETTH
Heportonus ex Machina B Peneccancuoii @nopeHuuu.
Mexanunyeckue yCTponcTBa
B PENPE3CHTALMU BO3YIIHbIX II€PEMELICHUI
B JIMTYPTHYECKUX JpaMax

With this paper I intend to offer a preliminarily exploration of the ap-
pearance of mechanical devices in Florentine Renaissance liturgical
dramas, and their use in the creation of an acrobatic and pyrotechnic
sacred space.

Florence is still today famous for a liturgical drama, the tradi-
tional Scoppio del Carro performance on Easter day, when a rocket-
dove flies along a wire from the main altar of the Cathedral of Santa
Maria del Fiore across the nave through the gates to the centre of the
square, in front of which it ignites the fireworks that have been placed
on a large cart, after which it flies back to the altar. The dove, with its
disseminating sparkles all around from its tail as a missile, resembles
the traditional representation of the Holy Ghost. The ritual is believed
to originate from the time of the first Crusade, when the Florentine
Pazzino de’ Pazzi was said to have been the first Crusader to climb
Jerusalem’s walls. For this he was given three fragments of stone from
the Holy Sepulchre, which are still used to relight the fire for the
lamps and candles of the churches of Florence after Jesus’ resurrection

! Alexei Lidov. Creating the Sacred Space: Hierotopy as a New Field of Cultural
History // Spazi e percorsi sacri: i santuari, le vie, i corpi / Laura Carnevale e Chiara
Cremonesi (eds.), libreriauniversitaria.it edizioni, Padova 2014, Italy, pp. 61-89.
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on Easter day. However, the first records of the cart, its fireworks and
its connection to the Pazzi family date only to the second half of the
fifteenth century. The explosion of the fireworks and the descent of
the dove representing the Holy Ghost to ignite them seem to allude to
the so-called Miracle of the Holy Fire performed in Jerusalem by the
Orthodox Church each year for the Resurrection.' The fascinating
Scoppio del Carro still attracts great crowds from everywhere. None-
theless, during the Renaissance, even more impressive liturgical spec-
tacles, now forgotten, took place in Florence.

Between the second half of the thirteenth century and the fifteenth
one, several new large churches of the urbanized monastic orders were
built in Florence. Their large dimensions provided great spaces where
impressive indoor feste could be held, which were not simply feasts or
festivals but plays based on holy stories performed in colourful litur-
gical dramas by actors. This phenomenon reached its acme in the fif-
teenth-century in the three large churches of San Felice in Piazza, and
Santa Maria del Carmine and Santo Spirito. All these churches were
placed in the quarter of the Oltrarno (which literally means “on the
other side of the Arno River”) in southern Florence. Here, marvellous
mechanical and pyrotechnical devices were used. Lay devotional con-
fraternities called laudesi were in charge of these spectacles: it has
been calculated that in Florence these confraternities often spent half
their annual budgets on these plays.”

The laudesi confraternities took their name from the vernacular
religious musical genre of the lauda —from the Latin /aus for hymn —
which were a devotional activity. It seems that the /auda had flour-
ished in thirteenth-century Florence as an anti-heretical activity.> The
laudes (the Latin plural form of laus) probably originated from the
Byzantine troparium, a collection of local religious moral songs. In
Latin Christendom they were called “festivae laudes” because they

! Gulino R. Tl Rito dello Scoppio del Carro della Chiesa Fiorentina della Solennita di
Pasqua. Pagnini Editore, Firenze 2018, pp. 110-111. During the fall of 2018,
Professor Alexei Lidov presented his interpretation of the ritual in connection with
the Miracle of the Holy Fire at I Tatti.

2 Campbell A. A Spectacular Celebration of the Assumption in Siena // Renaissance
Quarterly. Summer 2005; 58, 2, p. 441.

3 McDowell B. W. Music and Merchants: The laudesi companies of Republican Flor-
ence, ca. 1270-1494 / PhD dissertation, Indiana University 1987, p. 65.
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were considered as the best ornament for religious festivities. The
lauda lirica (chanted hymn) could consist of a dramatization, with ac-
tors singing in the vernacular and performing a liturgical activity on
special holy days. This lauda drammatica (hymn-drama) seems to
have its origins in the evangelical activities of San Francesco who is
traditionally credited with the invention of the live nativity scene. Dia-
logues such as that between angels and shepherds and Christmas and,
especially, the dramatization of the visit to the Holy Sepulchre on
Easter Day, when actors performed the dialogue between the three
women and the angel who announces the resurrection of Christ, had a
special role in the development of liturgical drama.'

All the Florentine plays considered here were connected with the
liturgical idea of birth or re-birth, and took place during the spring: in
Florence, the holiday of the Annunciation, on the 25" of March,
marked the beginning of the calendar year, although its accompanying
play was usually staged only after Easter: its joyful appeal and the ex-
citement it provoked were more suitable for the period following the
contrition and penance of Lent. The church of San Felice in Piazza, at
the time a possession of the Camaldolese monks, hosted the festa of
the Annunciation. After this, the Ascension of Jesus, celebrated forty
days after the resurrection, was performed in the Carmelite church of
Santa Maria del Carmine. Finally, the festa of the Pentecost was per-
formed 50 days after Easter in the Augustinian church of Santo
Spirito.”

In addition to the influence of the recitation of dialogues from the
Holy Scriptures in the adoption of props that were to be lifted or
pulled when staging liturgical dramas, we can also see a possible in-
spiration from the ancient Byzantine “cyclical miracles”, such as the
self-unveiling of the icon of the Virgin at the Blachernai in Constan-
tinople or the Miracle of the Holy Fire in Jerusalem.’ In the Baptistery
of the Cathedral of Siena, during the holy day of the Assumption of
the Virgin, an image was elevated through a trapdoor in the ceiling. In
Rome and in Germany (for instance, in Halle) and in other churches

' Gulino. Rito dello Scoppio del Carro, pp. 39-60.

% Newbigin N. Feste d'Oltrarno : plays in churches in fifteenth-century Florence.
Olschki, Firenze 1996.

3 Fisher E. A. Michael Psellos on the ‘Usual’ Miracle at Blachernae, the Law, and
Neoplatonism // Byzantine Religious Culture, pp. 187-204.
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across Northern Europe too, during the sixteenth century we find
many examples of the creation and decoration of trapdoors for the
similar ascension of sacred images.' Even so, it seems that these Flor-
entine liturgical dramas were unique in their spectacular mechanical
refinements, which enabled actors to fly through the air, and in their
richness and complexity. Their scenography was constantly being im-
proved and became a marvel to be shown to important guests who
were visiting the city. Sometimes the spectacular Oltrarno feste were
repeated, or even anticipated to an earlier date in violation of the holi-
ness of Lent, as happened in 1471 (1470 more Florentino), when the
Duke of Milan Galeazzo Maria Sforza visited Florence during the pe-
riod before Easter.” On that occasion some of the lights from the litur-
gical drama were left burning and unextinguished during the night on
the complex wooden stage, where they set the church on fire, destroy-
ing part of its ceiling, several liturgical books and other items, with a
total cost of 1000 golden florins.?

The first narrative description of the Oltrarno plays can be found
in a document dating to 1422: Paolo di Matteo Pietribuoni, when con-
templating the festa of the Ascension in the church of Santa Maria del
Carmine, wrote that:

On Thursday, May 21, 1422 during the Day of the As-
cension and the night before it there was a solemn and beau-
tiful festival in the church of the Carmine. And a living man
instead of (i.e. representing) Our Lord went up into Heaven.
He was pulled from the arches to the platform and reached
the roof, going straight upward. All episodes were repre-
sented in the likeness of (the life of) Our Lady, of St. Mary
Magdalene and of the twelve Apostles. This festival was con-
sidered to be very beautiful on account of the many devices
around the nuvola, so that when the nuvola came down and
united with (the figure of) Christ ascending, then many can-
dles burst at once into light, reflecting also on other figures of

! Campbell. Spectacular Celebration of the Assumption in Siena, 58, 2, p. 445; Haas-
trup Ulla. Medieval Props in the Liturgical Drama // Hatnia: Copenhagen Papers in
the History of Art, 11, 1987, pp. 133-170.

? Newbigin, Feste d’Oltrarno, pp. 82-83.

3Ibid., p. 205.
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angels. (This) will be seen by those who witness the festival,
if it pleases God to let it be performed.’

This performance was probably the first one to involve such
complex equipment: in the same year a new monumental iconostasis
had just been built and used as a stage for the festival of the Ascen-
sion. A few years later, the Russian bishop Abraham of Suzdal, who
visited Florence on the occasion of the Council of 1439, witnessed
the feste of the Annunciation and of the Ascension.” Most probably,
the presence of so many Oriental Christians in Florence motivated
the organizers of the plays to improve them, and it seems that they
managed to achieve a great result: the Russian bishop was indeed
very much impressed. As I previously presented the 1422 descrip-
tion of the Ascension festa, I shall now start with same play as de-
scribed in Abraham’s report, although this was the second one that
he witnessed.

High above this [the stone rood screen] is a wooden
structure about 4 sanges® square and 8 sagens high, beauti-
fully painted underneath and on the sides. In the middle of
the upper part of this structure is a large round opening, 2
sages in diameter, draped with a blue curtain, on which the
sun, the moon and the surrounding stars are painted: a repre-
sentation of the first celestial sphere. At the appointed time
this drape is lifted, that is, the doors of Heaven are opened,
and above is seen a man, with a crown on his head, just like
God the Father; he is supported in such a wondrous fashion
over the doors of Heaven, lowering his gaze down over the
Mount of Olives, where his divine Son, the Holy Virgin, and
the Apostles are gathered, and blessing them with his hand.
He seems, as he hovers in the air, not to be supported by any-
thing. Around him is a throng of little children who represent
angels with pipes and lutes and lots of tiny bells, and in their

! Gétz Pochat. Brunelleschi and the "Ascension" of 1422 // The Art Bulletin, Vol. 60,
No. 2 (Jun., 1978), pp. 232-233; Larson Orville K. Vasari’s Descriptions of Stage
Machinery // Educational Theatre Journal 9, no. 4 (1957): 287-299.

2 Newbigin, Feste d’Oltrarno, pp. 37 and 60-63.

3 Ibid., p. 63: according to Nerida Newbigin, a Russian sagene is equivalent to 91 cm.
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midst numerous tiny candles. And beside the Heavenly Fa-
ther and the children, is fixed against the opening which
represents Heaven, a paper disc, whose lower edge touches
that of the opening: on it are painted life-size angels.' From
the opening of Heaven down to the Mount of Olives run
seven fine strong cords with ingenious iron pulleys. From
these a young man, representing Christ in the act of ascend-
ing to the Father, is pulled up. Above the altar, beneath the
roof of the church, in the same wall as the altar, is a stone
chamber, measuring 3 sagenes on all sides; on the side open
to the church it is hung with a red curtain on which is seen a
crown in a circle, which without ceasing moves to right and
left. Everything is marvellously organized, and nothing has
ever been seen like it [...].2

Bishop Abraham of Suzdal described in detail the several scenes
that took place on stage and the dialogues between Jesus, the Apos-
tles, Mary, and Mary Magdalen. Eventually, Jesus was ready for the
Ascension:

After these and other words, a peal of thunder is heard,
Christ appears on the Mount, and all turn their eyes upwards
to see Heaven open and God the Father floating above, sus-
pended in the air in wonderous fashion, in a great light,
which comes from innumerable lamps; the little boys, who
represent the heavenly Powers, move around him to the
sounds of deafening music and sweet singing; the big painted
angels on the discs move in the shape of a circle so that they
seem to be alive. From Heaven where God the Father is there
descends on the seven ropes an exceedingly beautiful and
cleverly constructed nuvola [i.e. “cloud”]: it is round and sur-
rounded by swiftly turning discs. To the right and to the left
are two children dressed as angels, with golden wings. When
the nuvola is half-way down, Jesus takes two great golden

! Ibid., p. 84: these had been proviously painted by one Masolino, most probably the
same Masolino da Panicale who had also painted frescoes with Masaccio in the
Cappella Brancacci in the very same basilica.

2 Ibid., pp. 60-63.
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keys and says to Peter: You are Peter and on this rock I shall
build my church and the gates of Hell shall not prevail
against it. And I shall give you the keys of the kingdom of
Heaven and all that you shall unbind on earth shall also be
unbound in heaven. And when he has blessed him and
handed him the keys, he goes up with the help of the seven
ropes in the direction of the nuvola, blessing Mary and the
Apostles with his hand.

It is a marvellous sight and without equal: the ropes are
set in motion by means of a very clever pulley-system, so
that the person who represents Jesus seems really to go up by
himself, and he reaches a great height without wobbling. The
pulley-system is invisible.

The Holy Virgin and the Apostles, seeing him depart,
shed tears. When he approaches the nuvola, this envelops him
from head to foot, the two Angels bow before him on the left
and the right, and in the same instant the nuvola is lit up by
multitude of lights which shed their splendour everywhere.

But Jesus goes higher and higher, accompanied by two
Angels, and soon he steps out next to God the Father, the
music ceases and it grows dark. Then the Virgin and the
Apostles look up to the chamber above the altar: the curtain
is drawn back from the place which represents upper Heaven,
and there is light again.'

The mechanical Heaven at the Carmine was slightly bigger than
that of San Felice in Piazza, but the mechanism was probably the
same. The liturgical drama was different, however. As we have seen,
Bishop Abraham of Suzdal had previously attended this other liturgi-
cal drama, which he described in detail:

In Italy in the city of Florence a certain clever man, Ital-
ian by birth, has created a wonderful work of genius closely
representing the descent from heaven of the Archangel
Gabriel to the Virgin Marina in Nazareth to announce to her
the conception of her only-begotten Son, the Word of God.
This is how it was done.

! Ibid., pp. 60-63.
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It is not clear whether this very performance was held as usual in
San Felice in Piazza or in another church. Abraham of Suzdal de-
scribes the drama as having been staged on a stone rood screen some
22.5 meters from the main door. On the rood screen, covered all over
in precious Florentine woollen fabric, the curtains were swept open to
reveal a scene with the Virgin (interpreted by a beautiful boy) reading
quietly in her bedroom while at the sides some prophets discuss their
predictions, which are written on scrolls. Around 7 meters above the
main door of the church:

...a platform was constructed up against the front wall.
It measured 1 Y sagenes' on all sides. [...] The platform
and the steps are both concealed by curtains. This platform
is supposed to represent the heavenly spheres from which
the Archangel Gabriel is sent by God the Father to the Vir-
gin. On this elevated platform is set a throne, on which a
man of majestic appearance sits, in magnificent robes and
with a crown on his head. From all these things, it is de-
duced that he is the figure of the Father; in his left hand, he
holds the book of the Gospels. Around him and by his foot-
stool are arranged a multitude of little boys in due order,
representing heavenly virtues. Around the throne and amid
the children around the Father there are five hundred little
oil lamps. Their creator arranged them wonderfully, placing
them higher up behind the curtain. [...] From the upper
place [...] down to the stone rood screen run five fine strong
ropes, right up to the altar. Two of them however are se-
cured in front of the person who acts the part of the pure
Virgin. It is on these that the Angel sent by God descends,
by means of a third very fine cord, to give here the good tid-
ings. Then in jubilation he returns to Heaven again, whence
he came. [...] Later, when the time came for the spectacle
[...]. For a while they stood in silence, looking up at the
scene prepared on the rood screen in the middle of the
church. After a while the curtains and hangings are swept
open and everybody can see the person acting the part of the
pure Virgin Mary [...]. It is easy to see, it is a wonderful

! Approximately 135 cm.
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thing to contemplate, it is full of joy and absolutely ineffa-
ble. Then there come on the rood screen the four men of
whom I spoke before to whom has been granted the gift of
prophecy. [...] While they are arguing, the curtains cover-
ing the upper platform are swept back with the sound of
cannon fire, in imitation of heavenly thunder. The prophets
with their scrolls disappear in the flash. There on the upper
platform, the venerable Father can be seen; around him, as
we described above, burned more than five hundred lights.
These lights moved endlessly to and fro, weaving in and out
very fast, some going up and others going down. Little boys
in white robes, surrounded him, representing heavenly vir-
tues. Some of them were singing, another played the cym-
bals, others played the lute and pipes. In every respect it is a
wonderfully joyous spectacle that no man can describe. [...]
The Angel was played by a beautiful, curly-haired boy: his
gown was snow-white and decorated all over with gold as
was the Angel’s stole over his shoulders. He has golden
wings, and in everything his appearance expressed perfectly
the picture of one of God’s angels. He came down on the
ropes singing softly and he stood sweetly, just like a [real]
angel. [...] He has on his back two small pulleys, invisible
from below on account of the great distance. These pulleys
are supported by two ropes. Meanwhile the third and finest
rope is pulled by people who are up high and out of sight to
lower the angel and pull him up back again. The appearance
of the machinery is amazingly wonderful, even to grown
men.

Then, after the dialogue between Gabriel and Mary had ended,
Mary “looking up, she saw the Father enthroned in great might and
magnificence blessing her from above.” Next, she watched the return
flight of the archangel towards the upper platform.

While the Angel was going up, simultaneously there
emerged from God the Father a loud and continuous thun-
der-flash, and it moved in the direction of the above-
mentioned three ropes to the middle of the rood screen
where the prophets were; and again it blazed quickly up and
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sprang down again, so that all the church was full of sparks.
The Angel continued up rejoicing, gesturing with his hands
and moving his wings; it really looked as if he were flying.
Flames came down from the upper platform and exploded
all over the church with terrifying thunder, and lights all
over the church which had been extinguished were lit by the
flash, but it did not scorch the clothes of the spectators nor
harm them in any way [according to a different translation:
“the people watch and no smile is observed on their lips™],
for it is a spectacle that is both marvellous and terrifying.
When the Angel had gone back into the place from which
he had come, the flames were extinguished and all the cur-
tains closed as they had been before.'

At that time, the the festa of the Pentecost took place in the Au-
gustinian church of Santo Spirito (i.e. the Holy Ghost), rebuilt in its
most monumental form during the fifteenth century. Unfortunately we
do not know if this play was also one of those performed in 1439,
given that Abraham made no mention of it. The laudesi confraternity
of the Compagnia del Piccione (i.e. the Dove, the animal that repre-
sents the Holy Ghost) was the richest among these organizations and
included members from the most important families of the Republic of
Florence. The lack of dialogues in the Holy Scriptures regarding the
Pentecost perhaps left space for a more pyrotechnical solution. Ma-
chines for Heaven and Paradise were hung from the ceiling, angels
were lifted and lowered from it, and a dove ignited a fuse that
branched off towards the wooden sculptures of the Virgin and the
Apostles (with the later addition of Mary Magdalene) set in an elabo-
rate structure resembling Jerusalem and the Cenacle. These sculptures
had fireworks set in their heads and wore inflammable crowns. Thir-
teen actors, with golden crowns, then appeared on another stage
speaking in tongues, representing the effect of their reception of the
flaming Holy Ghost.

The clever use of fireworks, sounds, music, carefully controlled
mechanized movements, and light effects must have held an aston-
ishing power over the people who crowded into these churches in
occasion of these three plays. A rare document can help us to under-

' Ibid., pp. 5-7.
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stand the powerful illuminating effect of the tricks of light used in
these dramas: in folio 115 of the Zibaldone, or sketchbook of Bonac-
corso Ghiberti (1451-1516), an important manuscript from the end
of the fifteenth or beginning of the following century, we find a very
useful visual and written description of the mechanical elements of
the “almond”, a metal-frame used as an elevator by the person acting
as Jesus in the Assumption performance. On one side of the page we
can see the system of pulleys and cords which enabled the elevation
of a almond-shaped metal frame. On the other side of the page there
are three sketches: the first represents the mechanism for the eleva-
tion, while the other two describe in general and in detail the illumi-
nating system of the almond, which was made of a hundred sliding
tubes. The inscription related to this system notes:

This tube is (made) of leaded iron fixed on the “throne”;
inside it has a copper lantern and an iron wire is below.
When a cord, as is shown on the drawing, is pulled, it sends
lights out of the tube. One cord sends out six or eight of
them, so that when it is time (to do so) they all come out si-
multaneously’

As the actor stepped into the almond-shaped metal framework,
their combined weight appears to have pulled on the ten cords, which
simultaneously retracted the hundred tubes, so that the flames became
visible and shone much light inside the dark space of the church.

The large budgets required for these feste was probably one of the
reasons as to why they came to an end. Another reason may have been
changing tastes: less spectacular but newly articulated and linguisti-
cally refined liturgical dramas such as the Sacre Rappresentazioni
(“holy plays”) were written and staged in other churches in the city,
attracting enthusiastic audiences.” After several decades of interrup-
tion, the last great representation of the Annunciation was held in
1566 in Santo Spirito, on the occasion of the wedding of Francesco |
and Giovanna d’Austria, the daughter of Emperor Ferdinand I of the
House of Habsburg. However, although spectacular, this event was
only a revival and not a rebirth of the tradition.

! Pochat, Brunelleschi and the "Ascension" of 1422.
2 Newbigin, Feste d Oltrarno, pp. 137 and 208.
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Because of the precocious dignity that the vernacular gained in
the city and because of the spectacular machines used here, the grand
Florentine liturgical dramas had a great influence on other cities.
Florentine masters skilled in staging such performances were in de-
mand all over Italy." Leonardo da Vinci, the 500th anniversary of
whose death is being commemorated this year, transferred this spec-
tacular know-how to other parts of Italy: in 1490, he staged the so-
called Festa del Paradiso (the Festival of Paradise) by the Florentine
Bernardo Bellincioni® at the Sforza court in Milan. This production
featured a hemispherical revolving sky with hundreds of lights, most
likely inspired by the Florentine liturgical dramas. The difference
was that the Milanese Paradise was a pagan one, populated with the
ancient gods. In the vicinity of Siena, Florence’s regional competi-
tor, the public celebrations for the beatification of local saints, such
as San Bernardino and Santa Caterina da Siena, may have facilitated
the adoption of similar machines in order to stage religious dramas
featuring the ascension of holy figures.” As far away as Palermo,
there was a spectacular festa of the Annunciation by the end of the
sixteenth century.

As Nerida Newbigin, the leading expert in the field, notes in
one of her seminal works on the Oltrarno liturgical dramas: “When
the Russian Bishop observed in 1439 that the spectacle he witnessed
was ‘just like the paintings’, he was possibly acknowledging a very
important underlying premise: that the iconographical traditions of
painting determined what happened on stage, and not vice versa.”
Yet, elsewhere Newbigin also observes that it may also be true that
the vivid representations of the liturgical dramas may have left

! Pieri M. La nascita del teatro moderno in Italian tra XV e XVI secolo. Bollati
Boringhieri, Turin,1989, pp. 43—44.

2 Newbigin hypothesizes a family tie between this Bellincioni and another individual
of the same name who, some seventy years earlier, had paid, through a rental con-
tract, for the lamps of the Paradise machine in Santo Spirito: Newbigin, Feste
d’Oltrarno, p. 211.

3 Campbell, Spectacular Celebration of the Assumption in Siena, p. 443.

* Newbigin N. Greasing the Wheels of Heaven: Recycling, Innovation and the
Question of "Brunelleschi's" Stage Machinery // I Tatti Studies in the Italian
Renaissance, Vol. 11 (2007), pp. 201-241, The University of Chicago Press on
behalf of Villa I Tatti, The Harvard Center for Italian Renaissance Studies,

p. 209.
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some of their traces on Florentine iconography.' Whether the litur-
gical drama of a holy story or its visual representations came first is
hard to say.> However we can be sure that both forms of visual dis-
play were consistently created by the same culture. It is therefore
reasonable to think that anyone witnessing these feste was able to
identify its representations, including of Heaven and Paradise. In
the Florentine feste of the Assumption and the Pentecost two differ-
ent machines separately represented the Heavens and Paradise.
From the sources it is difficult to ascertain the difference in the rep-
resentation of the two places: both were illuminated with hundreds
of lamps and mirrors.’

In medieval and Renaissance Florence the World was represented
according to the Ptolemaic-Aristotelian model: at the centre of crea-
tion was planet Earth. This first sphere, the sublunary one, was the
natural place of the four elements: earth, water, air and fire. Thanks to
the interaction of imbedded qualities such as cold, warmth, dryness
and moistness, the elements were combined under planetary influ-
ences to generate any form and substance. This sphere was contained
in a series of a further nine: the Moon, Mercury, Venus, Sun, Mars,
Jupiter, Saturn, the fixed stars with the Zodiac and, finally, the Pri-
mum Mobile OR “first moved”. According to some philosophers,
these spheres were made of a fifth element, acther. Outside of this
spherical World lay the Empyrean, the amorphous place where God
and the angels are to be found. The term Empyrean comes from the
ancient Greek &umvpog, meaning “in the fire”, and it was represented
by means of golden and white light. It seems that the best visualiza-
tion for the Empyrean, which must have been pervaded with the glory
of God, was a gilded background: the complex concept of glory was
indeed to be represented with light: “Then an angel of the Lord stood
before them, and the glory of the Lord shone around them, and they
were terrified” (Luke 2.9).

The Annunciation and Ascension are probably the most impor-
tant moments in sacred Christian history, where the sub-lunar world
and the Empyrean are directly connected through the physical jour-

! Newbigin, Feste d’Oltrarno, p. 183.
2 Haastrup, Medieval Props in the Liturgical Drama, p. 134 and footnote 3.
3 Newbigin, Feste d’Oltrarno, p. 184.
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ney of God. They represent the descent and incarnation, as the Holy
Ghost, of God on Earth, and his return, in spirit, flesh and bone, to
the Empyrean: "No one has ascended into heaven but he who de-
scended from heaven, the son of man" (John 3:13). The journey
physically had to cut through the elements (water, air and fire), the
nine ethereal spheres of the seven planets, the fixed stars and the
Primum Mobile. Although scholars and theologians of the day en-
gaged in discussions on the physical ascension of Christ,' it seems
that this topic was not a central issue for the believer, who only
needed his faith to accept the fact.

The intervention of God in human history or the assumption of
humans into the Heavens is not a rare event in the stories of the Old
Testament. Even in the New Testament and in the other Christian writ-
ings there are several records of the physical transfer of bodies and spir-
its between the Empyrean sky and planet Earth. The worshipper, visu-
ally educated, could easily recognize the representation of the birth of
Christ through the singing and dancing angels descending from the sky,
the Assumption of the Virgin, and the Pentecost, with the Holy Ghost
swooping on the apostles as tongues of fire.

From this perspective, the Assumption of the Virgin by Fran-
cesco Botticini (1475-6),” the Mystical Nativity by Sandro Botticelli
(1501),” and the woodcut illustrating the printed Festa dell annun-
ciatione di nostra Donna (before 1515)* can help us to visualize the
shapes of Heaven and Paradise as these were created in the liturgical
dramas of the fifteenth century. These three representations of Para-
dise seen from the ground up have the appearance of a hemisphere
opening downwards, just as a dome does. The belts of the planets
and the fixed stars are visible in the Botticini and in the woodcut, but
not in the Botticelli. Botticini’s hemispherical Paradise is divided
into three distinct tiers. The lower order, with saints and angels,
represents the heavenly messengers and soldiers (Angels dressed in

! Long R. James. Richard Fishacre’s Quaestio on the Ascension of Christ: An Edition
// Mediaeval Studies 40 (1978): 30-55.

% See: Sliwka J. Visions of Paradise: Botticini's Palmieri Altarpiece / National Gallery
Company, Distributed by Yale University Press, London 2015.

? Both paintings belong to the National Gallery, London.

4 Festa dell’annunciatione di nostra Donna, ante 1515, Florence, reproduced in
Newbigin, Feste d’Oltrarno, pp. 15.
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red, Archangels in white and the Principalities in blue). The second
order, also populated with angels and saints, represents the heavenly
governors (the Dominions in white are the angelic magistrates; the
Virtues, dressed in blue and carrying flaming torches, are responsi-
ble for the motion and order of the spheres; and the Powers, dressed
in green, are the heavenly warriors). Around God, the superior ring
and dome is populated with the heavenly counsellors: four saints
(Saint Peters, Saint John the Baptist, an Evangelist, and Mary Mag-
dalen), Seraphs, Cherubs and Thrones.' In contrast, Botticelli’s
Paradise is empty of figures, and a ring of dancing angels seems to
be dancing between the two worlds. The woodcut, although divided
into six concentric tiers, also appears to be empty of figures. Yet, it
is clear that the archangel Gabriel, standing in an almond-shaped
frame flanked by other two angels, is descending from Paradise.
What the three representations have in common is light: although the
woodcut is not painted, the white colour of the domed Heaven repre-
sents a luminous space, whereas both Botticini’s and Botticelli’s
paintings show a Paradise of gilded light.

Examining the local Florentine medieval iconographic tradition
may help us to understand the genealogy of the representations of
Paradise in both liturgical dramas and paintings, such as the ones
just discussed. The bright luminosity of the gilded background of
icons and sacred images, representing the Empyrean or God’s Glory,
as seen through the mystical window of a visual representation,
draws on an ancient tradition: “the basic Byzantine concept of icons
as spatial images mediating between the earthly and heavenly
realms”.” The late thirteenth-century mosaics found in Florentine
monuments probably provided the strongest visual influence for that
tradition: specifically, the enthroned Christ in the apsidal conch of
San Miniato al Monte, and the ceiling of the dome of San Giovanni,
representing Jesus as the Alpha and the Omega of the angelic hierar-
chies (Dominationes, Potestates, Archangeli, Angeli, Principatus,
Virtutes Troni, as we have just seen, which are also represented in
Botticini’s Assumption), and as the Judge of Doomsday. The light,

! Sliwka, Visions of Paradise, pp. 99—100.

% Lidov A. Icon as Chora: Spatial Aspects of Iconicity in Byzantium and Russia //
L’icone dans la pensée et dans I’art, Kristina Mitalaité er Anca Vasiliu eds., Brepols
Publishers, Turnhout 2017, pp. 423—448.
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penetrating from the lantern at the centre of the vault, radiates
through these two representations of Christ and the population of the
Empyrean towards the sacred stories of the Old and New Testa-
ments, failing only to penetrate the dark caves of Hell (the back-
ground of which is not gilded), where the doomed are taken as flesh
and bones after the Final Judgement.

At the time that this amazing mosaic was being completed, Dante
Alighieri was writing his Comedy in exile. His poetic representation
of the Empyrean, the space one can find outside of the World, seems
to be a caption for the mosaic:

' We quit the greater bodied mass,
And gain that heaven which all purelight is shining,

Light of the mind, that love's full influx has,
Love to the One True Good, with joy replete,
Joy, that all other sweetness doth surpass.

Here either soldiery thine eye shall greet
Of paradise; and one the same in look
As thou shalt see before the Judgment-seat.

'Like sudden glare that hath asunder shook
The visual spirits, till the eye is dazed,
Nor can the sight of strongest object brook,

E'en thus a living light around me blazed,
And left me wrapt in brightness which became
Such veil, that I saw nothing where I gazed.

" The love which calms this heaven doth ever frame
Round those whom it embraces like defence,
To make the candle suited for its flame."’

A hundred years later, the concept was still the same, and the
popularity of Dante’s work made it accessible to the broader popula-
tion during the heyday of the Oltrarno liturgical dramas: any Floren-
tine could admire a representation of the spheres in Domenico di
Michelino’s painted monument to Dante commissioned by the Opera

! Dante Alighieri. The Divine Comedy of Dante Alighieri: Translated in Terza Rima by
John Dayman, Longmans, Green and Co., London 1865, Paradise, Canto XXX, p. 745.
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del Duomo for the 200™ anniversary of the poet’s birth (1265-1465),
which is still visible today in the left nave of the Cathedral of Santa
Maria del Fiore.'

The hundreds of lights used in the mechanical Paradise and
Heaven of the feste seem to compete with the power of the mosaic in
capturing light and diffusing it. This quality of the mosaic, especially
efficient in the craft of the Byzantine tradition,” was beautifully ex-
pressed by the poem written at the beginning of the sixth century by
Peter 11, metropolitan bishop of Ravenna, and which is inscribed in the
famous mosaic-cladded chapel of Saint Andrew.’ The poem started
with the remarkable sentence: “Aut hic lux nata est, aut capta hic lib-
era regnat”,* which translates as: “Either the light was born right here,
or here it was captured, and here freely rules”.

The light used by the Florentine laudesi confraternities was not
just that produced by lamps, torches, candles and mirrors, but it was
also the terrifying and exciting one produced by gunpowder. Its care-
ful blending with resins and camphor also enabled the production of
different coloured lights capable of enhancing the expressive poten-
tial of certain special moments in the drama. The dove or the sparks
that flown along the fuses as a rocket, were called “razzi”. The Ital-
ian term for rockets is still “razzi” (singular “razzo”). Its etymology
comes from the medieval Italian word “razzo”, which then meant
“ray” and which in modern Italian became “raggio”, to be distin-
guished from the self-propelled weapon or vehicle, which is still
known as “razzo”.

Later, in the following century, Giorgio Vasari, in the two edi-
tions of his opus magnum, wrote about the mechanical structures

! Guerrieri Fr. Domenico di Michelino, Dante, la Divina Commedia e Firenze.
Edizioni Polistampa, Firenze 2017, p. 27.

2 Lidov A. Icon as Chora: Spatial Aspects of Iconicity in Byzantium and Russia //
L’icone dans la pensée et dans I’art / Ed. Kristina Mitalaité er Anca Vasiliu.
Brepols Publishers, Turnhout 2017, pp. 425-426.

? Rizzardi C. Le residenze dei vescovi di Ravenna dal Tardoantico all’ Alto Mediovo //
Des 'domus ecclesiae' aux palais épiscopaux: Actes du colloque tenu a Autun du 26
au 28 novembre 2009. Brepols Publishers, Turnhout 2012, pp. 139-140.

* Ravennatis Agnellus. Vita S. Petri Chrysologi Ravennatis Archiepiscopi, Ex Libro
Pontificali Agnelli, qui et Andreas, Additis nunc Variis Lectionibus ms. Vallicellani
// Patrologia Latina”, vol. 52, ed. Cl. Bacchinio, tom. I, Parisiis, in via dicta
d'Amboise, 1845, p. 321.
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that allowed these spectacular feste to take place, attributing the
mechanisms of the Annunciation to the famous engineer of the dome
of Santa Maria del Fiore, and inventor of linear perspective Filippo
Brunelleschi. Vasari later attributed the nuvola machine used for the
procession of Saint John the Baptist, patron saint of Florence, to a
certain Francesco d’Angelo, nicknamed “il Cecca”, as a re-
adaptation of an earlier one allegedly invented by Brunelleschi.
Newbigin, carefully analysing the inventories of the laudesi compa-
nies in relation to the purchases made for the feste during a timespan
of fifty years, observes that the machines described by Vasari were
far more complex than the one described by Abraham of Suzdal, and
that they are likely the result of progressive improvements, and not
the invention of a single man.' Similar arguments were recently
made by Margaret Heines, who has published and studied several
thousand documents for the construction of Brunelleschi’s Cupola of
Santa Maria del Fiore, showing how such an endeavour was more
the result of a collective organization (including dozens of workers
and administrators), with its constant inner conflicts and negotia-
tions, rather than the achievement of one single isolated mind — as
the contemporary encomiastic tradition has it — even one as creative
and clever as Brunelleschi’s. The constant examination and criticism
of both careful administrators and expert workmen, made possible to
turn the great innovative ideas of Brunelleschi into feasible and ef-
fective technologies.” For the machines used in the Oltrarno feste
there is no documentary evidence of any involvement of Filippo
Brunelleschi, though he may also have been engaged in similar en-
deavours.

In any case, what is important here is to underline that, during the
fifteenth century, Florence was a place for advanced mechanics, and
in theatrical performances too. Brunelleschi represents the visible face
of a culture that saw in innovative machines a sign of “genius”, or di-
vine gift, suitable to building the largest Cathedral dome that had ever
been seen and inventing clever devices for the Florentine liturgical
dramas. Moreover, considering the distinctive humanist milieu of
Florence, one may imagine that the study of classical plays, might

! Newbigin, Feste d’Oltrarno, pp. IX, 22-27, 123-24.
2 Heines M. Myth and Management in the Contruction of Brunelleschi’s Cupola // T
Tatti Studies in the Italian Renaissance”, 01 January 2011, Vol.14/15, pp. 47-101.
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have pushed the local intellectuals to challenge capable engineers to
reinterpret the ancient Greek dramaturgical plot device expressed by
the phrase “amd pnyoaviig 6£6g”, which is translated in Latin as “deus
ex machina”, or “god from the machine”. Machines had gained a spe-
cial dignity in Latin Christendom: besides the mills created by monas-
teries all around the continent, during the thirteenth century the me-
chanical clock had been invented to call monks to prayer. The Latin
Christian world soon started to use the powerful metaphor of “God-
Clockmaker”. This was an evolution of the idea of Deus Artifex, God-
craftsman, architect of the World. Although automata and mechanical
devices had for a long time been the pride of the Byzantine Empire
and of the Islamic world, by the fifteenth century the Latin West had
taken first place in technological innovation.

We know from a letter to the Despot of Morea by the Greek
prelate and intellectual Bessarion (1403—1472), who was later made
a Latin Cardinal, that he had been very much impressed by the supe-
rior mechanical knowledge he had found in Italy.' Later on, when in
the mid-fifteenth century Bessarion governed Bologna as an Apos-
tolic Legate, he granted a financial reward to the engineer Aristotle
of Bologna, who had managed to move along a considerable distance
a several meters high stone bell tower with a machine of his own in-
vention.” Machines such as the ones used in the Florentine feste were
not perceived as inappropriate or even blasphemous, but as a contri-
bution made by the talents of man to the glorification of God.

By 1560 the ironworks of the machines used for the play of the
Annunciation in San Felice in Piazza and for the performance of the
Ascension in the Carmine were dismantled, damaged, and shortly af-
ter sold.®> The expensive liturgical dramas were not performed for
many decades because of the economic and institutional crisis that en-
gulfed the city of Florence during the turbulent period of the Italian
Wars (1494—-1559). The city’s glorious republican past had been de-
finitively buried by the ducal regime of the imperially-supported
Medici. In 1566, on the occasion of the wedding of Francesco I de

! Keller Alex G. A Byzantine Admirer of ‘Western’ Progress: Cardinal Bessarion //
Cambridge Historical Journal 11, no. 3 (1955): pp. 343-348.

% Giavarina A. G. Fioravanti Aristotele (Fieravanti) // Dizionario Biografico degli
Italiani, vol. 48, 1997, ad vocem.

3 Newbigin, Greasing the Wheels of Heaven, pp. 211-212.



167

Medici, Cosimo I’s firstborn son, to Giovanna of Austria, the play of
the Annunciation was performed in grand style in Santo Spirito. This
was to be the last time, however. Its costs were remarkable, as evi-
dence by the image of this magnificent performance that remained in
the collective memory of Francesco's court: in November 1573, Grand
Duke Francesco's diplomat Enea Vaini wrote to his lord from Palermo
that his return had to be delayed because the city wanted its important
guest to see the festa della Pinta, “which is a representation of the
Annunciation, such as was done in Santo Spirito in Firenze, although
in this one there are many other mysteries. It is way behind, and 1
don't think that it is at all worth delaying our departure on its ac-

1
count”.

' Ibid., p. 232.
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