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BBEJEHUE

BU3AHTUVICKUIN MUP
1 IIPOCTPAHCTBO IIEP®OPMATHBHOTO

Hacrosmuii cOOpHUK COCTaBJICH Ha OCHOBE MaTEpHAIOB MEXIYHApOI-
HOTO CHMIIO3MyMa, MTOATOTOBICHHOTO U MPOBEICHHOTO Poccuiickoit Akaje-
muel Xynoxects 1 Hayunbim [[eHTpOM BOCTOUHOXPUCTUAHCKOHN KYJIBTYPBI
B mone 2009 roga'. B HeM mosyumia MpOXOIDKEHHE M PAa3BUTHE HAYUHAS
IporpamMma UepOoTONMUYECKHUX MCCleoBaHnH, nHuIuuposanHas B 2001 roxy
W Halleqmias BOIJIOMIEHUE B MOHOTpaduu, cepud COOPHUKOB M MHOTOYHC-
JIEHHBIX CTAThsIX, HAHCAHHBIX YUCHBIMH U3 PA3HBIX CTPAH .

Co3pmaHne cakpalbHBIX IIPOCTPAHCTB paccMaTpPUBAETCsl Kak ocobas
(opma TBOpPUECTBAa U CaMOCTOSITENBHBIN pa3fen UCTOPUKO-KYJIbTYpHBIX HC-
cnenoBanuid. B koHTekcTte mepoTonuu ObLIO cHOPMYJIMPOBAHO IOHATHE
«IIPOCTPAHCTBEHHAs MKOHAY . Peub mieT 06 06pasax, CO3HATENBHO CO3/ak0-
IIMXCS B TMPOCTPAHCTBE BHE IUIOCKMX H300pakKeHWH WIM MaTepUalbHBIX
npeaMeToB. TepMHH «HMKOHa» B AaHHOM Cilydae HMeeT He (opMalibHO-
YKpaIIalOMUK, a KOHIENTYalbHbIH CMBICI. DTUM HOHSITHEM O003HAYaIOTCS
00pa3bI-IOCPETHUKH, MPU3BAHHBIE COETUHHUTH TOPHEE W JIOJIbHEE, 3eMHYIO
peaabHOCTh U OOXKECTBEHHBIM MHp, TO €CTh BBIIOJHSIOMINE Ty K€ 3aaady,

! [IpoctpancTBeHHBIE HKOHEL TekcTyanpHOE U MephopMaTHBHOE. MaTepraisl MEXIyHapOI-
Horo cummosuyma / Pen.-coct. A. M. JIumos. Mockaa, 2009.

Juoos A. M. Neporonus. IlpocTpancTBeHHBIE UKOHBI U 0Opa3bl-apaJurMbl B BU3AHTHH-
ckoii kynbType. MockBa, 2009; Heportonusa. Co3naHue cakpalbHbIX IPOCTPAHCTB B Busan-
tuu u [pesueit Pycu / Pen.-coct. A. M. JIumos. Mocksa, 2006, c. 32-58; Heporormus.
CpaBHHTEIIBHBIE UCCIIEI0BAHUS CaKpalbHBIX MpocTpancTB / Pex.-coct. A. M. Jlunos. Mo-
ckBa, 2009; Hoseie Uepycanumbl. MepoTonus U HKOHOrpadusi cakpaabHBIX MPOCTPAHCTB /
Pen.-coct. A. M. Jlunos. Mocksa, 2009. CMm. Goree moiHbIA criucok myoiukanumii B MH-
tepHere: Mepotonus http://ru.wikipedia.org/wiki.

O0ocHOBaHHE TOHATHSA HAa KOHKPETHOM HpuMepe cM.:. Jluoog A. M. IlpocTpaHCTBEHHEIE
nkousl. YynorsopHoe nefictBo ¢ Opururpueit Koncrantunononsckoii / Ueporonus. Cos-
JIaHUe CaKpalbHBIX MpocTpaHcTB B Buzantun u Jlpesneit Pycu / Pex.-coct. A. M. Jlunos.
M.: Unnpuk, 2006, c. 349-372.
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6 A. M. Jludos

YTO U UKOHHBIC 00pa3bl Ha TIOCKOCTH (IepeBe, CTeHE, TKaHU, METaJlIe), KO-
TOpble UMEHHO 3TUM KaueCTBOM «MEIHUATHBHOCTH» OTIMYAIOTCS OT OOBIU-
HBIX H300paKEHUH HA PEITUTHO3HBIE CIOKETHI.

Bakueiiimas 0ocoOOEHHOCTh MPOCTPAHCTBEHHBIE HKOH — HX «1epdopMa-
TUBHOCTE». OHU MPEOBIBAIOT B TIOCTOSSHHOM JIBUXKCHHUH, U3MCHSSCh, KaK KU-
Bas cpena, hopMupyemas pUTyallbHBIMU KECTAMHU, CBETOM, 3allaxaMu |, Ha-
KOHCL, CaMUM IOJABUXHBIM YCJIOBCUCCKUM BOCIIPUATHUEM, KAXKIAYIO CCKYHOY
MO-HOBOMY PEarvpyroiuM Ha OKPY KAIOIIUN MHP.

Tema «nephopMaTUBHOTO» 3aHMMAaET BCE OOJIBIIIEE MECTO B COBPEMEH-
HOW TYMaHUTApHOW Hayke, K HEi, IOMUMO aHTPOIOJIOroB U (GmIocodoB, Bce
yaiie 00paIarTCs UCTOPUKH, UCKYCCTBOBEIbI, (PUIIOJIOrU M JIMHIBHCTHL. He-
KOTOpBIE aBTOPHI Ja)X€ TOBOPAT O «IIePPOPMATHBHOM TIOBOPOTE» B COBpE-
MEHHOH HayKe U KyJbType . DTO OTYACTH CBA3aHO C OTPOMHBIM BIIMSTHUEM aH-
TPOIIOJIOTHYCCKUX TOAXOA0B B HAYKE IMOCICIHUX HeCﬂTHHeTHﬁS, a TaKXeE C
pacmpocTpaHeHHeM XkaHpa «rephopMaHca» B HOBEHIIEM HCKyccTBe'.

Ecnu wuccremoBanme KiiacCH4eckoro «mnepdopmaHcay (TeaTpannuso-
BaHHOTO JEWCTBa, pUTYaTFHOTO MPEICTABICHI) YK€ CTaJ0 BIIOJHE JIETH-
TUMHOHN cepoil ucTOpUUYeCKON HaykH, TO pa3paboTka «mnepPpopMaTHBHO-
ro» MOJAX0/la K SBJICHUSAM H300pa3UTENbHOTO MCKYCCTBA U apXHUTEKTYPHI
OTHOCHTEIHHO HOBO. KajkeTcsi BIIONIHE JOTHYHBIM, YTO BHUMaHHE HCTOPH-
KOB 3aI1aTHOEBPOIEHCKOT0 UCKYCCTBA MPUBJIEKIIA, B TIEPBYIO OYEpElb, XY-
JIO’)KECTBCHHAsT KyJbTypa 0apoKKo, 0CO00 MPHUBEPKEHHAs WILTHO30PHBIM
3(peKTaM U IPOCTPAHCTBEHHBIM MOCTPOCHUAM . Bu3aHTHiicKas U ApeBHe-
pyCcCKada TpaAulus BBITJIAAUT HAa 3TOM (1)OHe MMPAKTUYCCKU HE H3yquHOﬁ.
Jlexxamuii B OCHOBE HACTOSIIETO COOPHHUKA MOCKOBCKHI CUMIO3UYM OBLI
eJ[Ba JI1 HE TEPBOU MOMBITKONW KOMIUIEKCHOT'O MUCCIIeIOBaHus sBIeHUs. Pa-
Hee TOSIBISUINCH OTAETBHBIE CTAaThH, TMOCBSIICHHbIE KOHKPETHBIM IpHUMeE-
pam nephopMaTUBHOIO, CPEIU KOTOPBIX BaXKHOE MECTO 3aHMMAIOT PadOThI
Po6epra HenbcoHa, BO MHOrOM OIeEpe/MBIIIE CBOE BpeMs . Iloncky MeTo-

* Bepx II. «IlepdopMaTHBHBI TOBOPOT» B COBpeMeHHO# nctoprorpadun / Omucceii. Yero-
Bek B uctopun: Script/Oralia: B3amMoneiicTBIE yCTHOH U mUChbMEHHOH Tpaauuun B Cpen-
Hue Beka u panHee HoBoe Bpems. Mockga, 2008, c. 337-354.

> B 2Toil CBS3M MOXHO BCIOMHHMTH LIMpOUaiilliee pacIpoCTPaHEHHE METOIONOIHH «CTPYKTY-
pajn3May, TaK)KEe CO3IaHHOH BBIJAIOIIMMHUCS aHTPOIIOJIOTaMH.

% Cm. kimaccuueckmii ouepk HCKyccTBoBeaa W Kyparopa Posamn Tonnbepr: Goldberg R. Per-
formance Art. From Futurism to the Present. London, 2001.

" TotoBuTCS K M3aHAIO DyHIAMEHTaNbHbI cOopHuK: Performativity and Performance in Ba-
roque Rome / Ed. P. Gillgren and M. Snickare. Stockholm University, 2012. Cum. Takxe:
Jarrard A. Architecture as Performance in Sixteenth-Century Europe: Court Ritual in Mod-
ena, Rome and Paris. Cambridge, 2003.

8 Nelson R. The discourse of icons, then and now // Art history, 12 (1989), p. 144-157; Idem.
To say and to see: ekphrasis and vision in Byzantium // Visuality Before and Beyond the
Renaissance: Seeing as Others Saw / Ed. R. Nelson. Cambridge, 2000.
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JOJOI'nu B UCCIICJOBAaHHUN Hep(bOpMaTI/IBHI)IX aCIIEKTOB BU3aHTHUIICKOI'O HC-
KyCcCTBa TOCBSIIEHBI paboTel Dnku bakamosoii, Hukonerts Mcap, Anek-
cest JIumosa, Bucceps IlerueBoii’. PasMBIIUICHHS 9THX U HEKOTOPBIX IPY-
TUX UCKYCCTBOBEIOB M BH3aHTOJIOTOB CO3JAJIM WHTEIIEKTYaIbHYIO Cperdy,
B KOTOPOW POJWIIACH HJIes CUMIIO3MyMa U MPEIIaraeMoro BHUMAaHHIO YH-
tarens coopuuka'’,

Kuura cocrout u3 24 crareil 0Te4eCTBEHHBIX U 3apyOeKHBIX YUEHBIX,
KOTOpBIE, TPaIWLUOHHO IJisi BCeX NpeAblAymux cOopHuKoB HayuHoro
IlleHTpa BOCTOYHOXPHUCTHAHCKOW KYJIBTYPBI, MOJPA3IENSIIOTCS Ha [Ba
Oompmmux pasmena: Busantus u [peBusas Pycs. COopHUK HauWHAETCS
cTaThell MHHUIMAaTOpa npoekta A. M. JIugosa, paccMarpuBaroiei nmpooiie-
My MPOCTPAHCTBEHHBIX UKOH Kak NeppopMaTHBHOE SBIIEHUE, B OCHOBE KO-
TOPOTO JIEKUT MPUHIUI TOCTOSHHOTO ABM)KCHHS M H3MEHEHHWsA. ABTOD
MMOAYCPKHUBACT HCOGXOI[I/IMOCTB CO31aHusg U OCBOCHUSA HOBBIX HOHHTI/IfI, Ta-
KHX KaK «HUEePOTOIHS», KIIPOCTPAHCTBCHHAS HKOHA» U «00pa3-napagurma,
MOCKOJIBKY BCS CYIIECTBYIOIAs METOIOJIOTHS UCKYCCTBO3HAHUS Oblila pas-
paboTaHa ISl TUTOCKHMX, HEMOJBIDKHBIX, B HEKOTOPOM CMBICIE «3aMOpO-
JKEHHBIX» U300paKeHU. AHATM3UPYIOTCS BU3BAHTHICKUE TIPEICTABICHUS O
XpaMme Kak HEeNpephIBHO BpaIlaroIIeMcs MPOCTPAHCTBE, CO3/AONIEM HKO-
HAYECKUH, OJHOBPEMEHHO TPOCTPAHCTBEHHBIN 1 TIepdOpMaTHBHEIH, 00pa3
l'opuero Uepycanmuma, cxopsmiero ¢ Hebec. CBoM uaen aBTOp WILITIOCTPHU-
pyeT mpuMepaMu W3 BHU3aHTUHCKHX 3K(PaCHCOB, KOTOPHIC HAXOJISAT CMBI-

’ He mpeTeH/iys Ha MOJHOTY KAPTHHBI, MPHBEACM HEKOTOPhIC HAMOOICE XapaKTepHbIe pabo-
Tol: Bakalova E., Lazarova A. The Relics of St Spyridon and the Making of Sacred Space
on Corfu: Between Constantinople and Venice // Ueporonus. Co3naHue cakpaibHBIX MPO-
ctpancTB B Buzantun u JlpeBneit Pycu / Pen.-coct. A. M. JIumos. Mocksa, 2006, c. 434—
464; Isar N. The Vision and Its “Exceedingly Blessed Beholder”: Of Desire and Participa-
tion in the Icon // RES. The Journal of Anthropology and Aesthetics, no. 38, 2000, p. 56—
72; Eadem. Chorography (Chora, Choros, Choros) — A Performative Paradigm of Creation
of Sacred Space in Byzantium // Ueporonus. Co3nanue cakpajibHBIX IIPOCTPAHCTB B Bu-
3antuu u [pesneii Pycu / Pen.-coct. A. M. JIupos. M/, 2006, c. 59-90; Lidov A.The Flying
Hodegetria. The Miraculous Icon as Bearer of Sacred Space // The Miraculous Image in the
Late Middle Ages and Renaisssance / Ed. E. Thuno, G. Wolf. Rome, 2004, p. 292-321; Li-
dov A. Leo the Wise and the Miraculous Icons in Hagia Sophia // The Heroes of the Ortho-
dox Church. The New Saints, 8th to 16th century / Ed. E. Kountura-Galaki. Athens, 2004,
p. 393-432; Webb R. The Aesthetics of Sacred Space: Narrative, Metaphor, and Motion in
Ekphraseis of Church Buildings / Dumbarton Oaks Papers 53 (1999), p. 59-74; Pentche-
va B. The Icon of the 'Usual Miracle' at the Blachernai / RES. The Journal of Anthropol-
ogy and Aesthetics, 38 (2000), p. 34-55; Eadem. The Performative Icon // Art Bulletin,
88/4 (2006), p. 631-655.

Yepes monroja mocjae MOCKOBCKOTO CHUMIIO3MyMa MpOILleN KOJUIOKBUYM Busanrtuiickoro
nenrpa Jdambapron Oaxc “Light, Surfuce, Spirit: Phenomenology and Aesthetics in Byzan-
tine Art”, B ZOKJIaiax KOTOpPOro tema nephopMaTHBHOIO OKa3ajaach BKIFOYECHA B HPOOIIe-
MaTHKy “senses” (3CTETHYECKOE U OpPraHbl YyBCTB), BOIICAUICH B MOLY B COBPEMEHHOM HC-
KYCCTBOBEICHHUH.
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8 A. M. Jludos

CJIOBO€ COOTBETCTBHE B MPUHIMUITHATIHHO BaXKHOM, HO JIO0 CHX IOpP MaJlo U3-
BECTHOM CHUMBOJIE « CBETALIETOCS JHCKAY.

bonpue Teopernueckue MpoOJIeMbl PacCMaTpUBAIOTCA B LIETIOM pse
cTaTell, OTKphIBAONIMX cOOpHUK. bonrapckue nccnenoBatenu AnHa JlazapoBa
n DOnka bakanoBa aHanM3MpyIOT MHTEpECHEMHIIee SIBICHUE «IIOCIaHUs K CBS-
TBIM» — MUCAHUE MICEM C MPOLICHUSIMU O TIOMOILH U 3aCTyIIHUYECTBE, KOTO-
pBI€ IPHUHOCSTCS B 0COObIE CaKpaJbHbIE MPOCTPAHCTBA, CTAHOBAIINECS CPEIOH
AKTHUBHOTO0, <«GKUBOTO» U MOABHHOTO, OOIIEHUs Bepyrowlero u cearoro. Of-
HUM M3 CaMBIX KPacCHOPEUMBBIX NPHMEPOB MOXXHO Ha3BaTh MHOTOBEKOBYIO
NPaKTUKy TOYUTAHHA IIPOCIABIEHHOro Ooirapckoro cesatoro Meana Punb-
CKOT0, MECTO OTIIENIFHIMYECTBA KOTOPOTO CTajl0 TJIABHBIM MaJOMHHYECKUM
LEHTpOM B cTpaHe. CTaThs, KaK 1 HEKOTOpbIE APyrue HOBEHIINE PaboThl ITHX
uccienoBaresiell, SpKko AEMOHCTPUPYET OIpPOMHbIE NOTEHIUAIbHBIE BO3MOX-
HOCTH COYETaHUS aHTPOMOJIOTMYECKUX IOIXOAOB C TPATULIMAMHU KIIacCHYe-
CKOT'0 UCKYCCTBOBE/ICHHUSL.

Hanuna IlonoBruy cocpenoTaynBaeT BHUMaHUE HA UKOHUYECKOH U Tep-
(bopMaTUBHON PUPOAE CAKPaJIBHOIO IeH3axa, CTaBsl MPUHIMIIHAIBHO BaX-
HBIE BOMPOCH HA MPAKTUUYECKH HEM3BECTHOM MpPUMEpE MEIEpHOro cepOCcKo-
ro MoHacTeipss CB. Muxauna Apxanrena B Pace, KOTOpBIii ObIIT B HAyYHOM
CMBICJIE OTKPBIT M ONMCAaH CaMUM aBTOPOM cTaThu. B Hactosmell pabote
cenaH Ba)KHBIM IIar BIEpe] MO CPaBHEHHUIO C HETaBHUMHU HMHTEPECHBIMH U
OyAALIMMH MBICIb MCCICIOBAHUAMHU «HEPOTOINOCA» M «XOpOTOIOCca» B pa-
6orax Hukomaca Bakupuuca n ITerepa Bpayna''. Paspa6orka [I. [TomoBud
METOJIOJIOTHH HCCIIEZIOBaHUS MepPOPMATUBHOMN MPOCTPAHCTBEHHON HMKOHBI,
PEKOHCTPYUPYEMOIl Ha OCHOBE apXCOJIOTMUYECKUX AaHHBIX, OCOOCHHO mep-
CHEKTHBHA, ITOCKOJIbKY BOCTOYHOXPHCTHAHCKUI MHP IOJIOH MOJOOHBIX Ma-
TEpUaJIoB, B OOJBIIMHCTBE CIIy4acB OIMCAHHBIX TOJIBKO HAa YpOBHE (pukca-
UM BUAUMBIX PYHH.

[TyGnukanus M3BECTHOTO HTANbSIHCKOrO MeaueBucta Mukene bauunm
IIPOZIOJDKAET U B HEKOTOPOH CTENEHU 0000IAaeT ero MHOTOJIETHHE HCCIEN0-
BaHUS «BOOOpakKaeMOro MaJJOMHHUYECTBa», OCHOBAHHOTO Ha TIIATEIHLHOM
M3yYEeHHH MHOTOUYMCIICHHBIX, ITOAYAC elle He OMyOJMKOBAHHBIX, HTAbSH-
ckux gokymMeHToB XIII-XV BekoB. PuTyanbHble 1 MEAUTATHBHBIE MPAKTH-
K{, IPU3BaHHbBIE CO3JaTh B COZHAHUU BEPYIOIIEro HKOHUYeCKui oOpa3 Casi-
Toii 3emnu M ocobeHHo Mect Ctpacreil ['ocnmogHuX, Oka3aaw OTrpoOMHOE
BJIMSIHUE HA UCKycCcTBO MTamuu mo3nHero cpeqHeBeKoBbs U panHero HoBoro
BpeMeHH. B 5TOM KOHTEKCTE aBTOp OOBICHIET sABICHUS «Sacri Monti» (Css-

" Bakirtzis N. The Creation of an Hierotopos in Byzantium: Ascetic Practice and its Topog-
raphy on Mt. Menoikeion; Brown P. Chrotope: Saint Theodore of Sykeon and His Sacred
Landscape // Ueporonus. Co3gaHue cakpalbHBIX IIPOCcTpaHcTB B Buzantuu u Jlpesneii Py-
cu / Pen.-coct. A. M. Jlunos. Mocksa, 2006, p. 117-125; 126—-149.
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ThIe TOpHI) U «Via Crucis» (KpecTHslil myTh), KoTOpHIi B XIV Beke BoIuio-
THiICcA BO (ppaHImckanckoM npoekte «Via Dolorosa» B Mepycammme. Ilepe-
HeceHHBI B EBpony B Bume «Craruit»y (M300pakeHHsT OCHOBHBIX JIIH30/I0B
Crpacreii ['ocniogHuX), 3TOT MPOEKT CTaJ TIaBHON GOpMOil «BOOOpaskaeMo-
ro NaJIOMHUYECTBA», HalleAUIed 3puMOe BOILIOLIEHUE MOYTH B KAXKAOM Ka-
TOJINIECKOM Xpame' .

3HauNTENIFHOE MECTO B COOPHUKE 3aHUMAET apXUTEKTypHAs MpobieMaTH-
Ka, KOTOpasi Ha TepBbI B3I IJIOXO COTJIACyeTcs C MOHsATHEM mepdopma-
TUBHOCTH, TTOCKOJIBKY KacaeTcsi caMOro MaTepHalbHOTO W3 BU3YaJbHBIX HC-
kycctB. OnmHaKko ceifyac CTAHOBUTCS IIOHATHO, YTO BO MHOTHX CIyJasx
nepQopMaTHBHOCTD B apXUTEKTypE HE TOJNBKO HE SIBIISICTCSI YEM-TO BCIIOMOTa-
TEFHBIM M BTOPUYHBIM, HO COCTaBIIIET CaMyIO0 CYTh XyJIO’KECTBEHHOTO 3a-
Meicia. Tak, A. 0. ['omoBaHen yoenuTeIbHO MTOKA3bIBACT, UTO apXUTEKTYPHAS
KOMITO3MIIMS BENUYANIIEro CTpoeHus cpeaHeBekoBbs — Cesroit Copun Kon-
CTaHTHUHOIIOJILCKOW — OblIa OIpe/esieHa MepapXueil CBEeTO-NPOCTPaHCTBEH-
HBIX 30H, TI0 OTHOIIEHHIO K KOTOPOW cama IOCTPOMKa BBICTYIAeT KaK HeKas
MaTepualibHas 0007109Ka. ABTOP CTaThU BBOJIUT BKHBIA HOBBIN TEPMUH «CBE-
TOMPOCTPAHCTBEHHAs] KOMIIO3UIIUS», KOTOPBIA MOXKET OBITh MPUMEHEH KO
MHOTHM JIPYTUM SIBJICHUSIM MHUPOBOH apXUTEKTYPHI.

Cornamasice ¢ aBTOPOM U MIPUBETCTBYS TIOWCK HOBOTO SI3bIKA OMTHUCAHUA,
OCTOPO’XHO 3aMETHM, YTO CaMO COBPEMEHHOE TOHSITHE apXUTEKTYpbhl Kak
0co00ro BHJa MCKYCCTBA JOJDKHO MPUMEHSTCS ¢ HEKOTOPOH AOJIeH yCIoB-
HOCTH, PaBHO KaK KaTeTOPUH >KUBOMHCH, CKYJIBIITYPhI HITH MPUKIATHOTO HC-
KyccTBa, c(popMyIHpOBaHHBIE B COBEPLICHHO IPYTYIO JIIOXY «HCKYCCTBY.
Msae xoTenock Obl ele pa3 NoAYepKHYTh, uTo B ciiyyae Cesaroit Codun pedb
uaeT 00 MepPOTONMUYECKOM TBOPUYECTBE, PEATHU3yeMOM IIPH MOMOIIU COBEp-
IIIEHHO Pa3HBIX MaTepHAIBHBIX U 3(heMEPHBIX CPEICTB.

KonnentyanbHO BaXKHBIM 3JIEMEHTOM B OpPTaHM3ALMN CBETOBOW Cpellbl
Co¢un KoHCTaHTHHOIIONBCKOH OBLIIO OTPOMHOE TOJIKYHOJIbHOE MaHUKAIH-
JI0 — XOpOC, KOTOPOMY IIOCBSIIIEHO BOCTOp)keHHOe omucanue [laBma Cu-
nerrmapust (563 r.). OmHaKo XOpoc TMOYTH Ha IMIECTh BEKOB MCYE3aCT U3 BH-
3aHTUHCKUX WCTOYHHUKOB, 4TOOBI mosiBUThCS B XII Beke B Tumnumkone
MoHacTeipsi [lanTOKpaTopa B KoncrantuHomone. Hukonerra Mcap, B cBoe
BpeMsi MoJpoOHO HccienoBaBmas (eHOMEeH Xopoca Mo omucanuto [laBia
CuneHruapus'®, MOCBSATHIA CBOI) HOBYIO PabOTy BO3DOKICHHIO XOpPOCA B

12 Sticca S. The Via Crucis: Its Historical, Spiritual, and Devotional Context // Mediaevalia 15
(1989), p. 93-126. O ponu dpanrmckanies B nepeneceHnn CsaToit 3emin B EBpomy cm.:
Piccirillo M. The role of the Franciscans in the translation of the Sacred Spaces from the
Holy Land to Europe // HoBrie Mepycamumel. MepoTonust 1 HKOHOTpadus CakpalbHBIX
npoctpancTB / Pen.-coct. A. M. JIunos. Mocksa, 2009, c. 363-394.

13 Jsar N. “Choros of Light”. Vision of the Sacred in Paulus the Silentiary’s poem Descriptio
S. Sophiae // Byzantinische Forschungen, XXVIII (2004), p. 215-242.
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KOHTEKCTE€ HMMIIEPATOPCKOW MJIEOJIOTMM KOMHUHOBCKOHN »noxu. IIpumeua-
TENBHO, YTO C TOYKH 3PEHUS COBPEMEHHBIX MOHSATHH XOPOC MTOJKEH OBIThH
paccMOTpeH Kak MaMATHUK MPUKIAJIHOTO UCKYCCTBA WIIH 3JIEMEHT apXUTEK-
TYpBI, XOTS B IEHCTBUTEIHLHOCTH PEYb UAET O BaXKHEUIIIEM HEPOTOIMMYECKOM
WHCTPYMEHTE, SABJISABIIEMCS KJIIOUEBBIM 3BEHOM B CO3/IaHUU MPOCTPAHCTBEH-
HOI UKOHBI BU3AHTHICKOrO Xpama.

B cratee A. 1O. Kazapsna ananmusupyloTcsi MpOCTPaHCTBEHHBIE CTPYK-
Typbl BOCTOUHOXPHUCTHAHCKUX MoOHacThIped. [lo MHEHHIO HMcTOpHKa apXu-
TEKTYPbI, MOXHO BBLIETTUTh HECKOJBKO THIIOB OpraHHM3aIlMH aHCcaMOIeH, 00-
JATAIONX yYCTOMYMBBIMHA XapaKTepUCTUKaMU. BHHMaHHE cocpemoTodeHO
Ha apMSHCKOW TPaguIMH, KOTOpas aHAIM3UPYETCs HAa NIMPOKOM (OHE BU-
3aHTUHCKON apXWUTEKTyphl. PaboTa BIUCHIBAETCS B KOHTEKCT IMOHWCKOB CO-
BPEMEHHBIX MEJMEBICTOB, CIPABEIJINBO PACCMATPUBAIOIINX APXUTEKTYp-
HbIe KOMIIO3HIIHH KaK CBOEIO PO/ MPOCTPAHCTBEHHbIE HKOHEI' .

YBieKkaTeNnbHONH W BIIEPBBIE SICHO CPOPMYIHUPOBAHHOW MpobieMe Mo-
CBSIICHA CTAaThs KPYITHEHINEro MCCIeIoBaTelNsl BU3aHTHHCKON apXUTEKTYPHI
Crnobonana Uypuwmda, KOTOPBI oOparmacT BHUMaHHE HAa OCOOBIC apXWUTEK-
TYpHO OQOpMJICHHBIE TNPOCTPAHCTBA, OTBEACHHBIE B BOCTOYHOXPHUCTHAH-
CKOM Xpame /sl KHBBIX Jtoniel. [lpencrapnenne KTUTOPOB, MOYHUTAEMBIX
aCKETOB WJIM CBETCKHX JIMI] CTAHOBWJINCH OPTaHMYHOW YacCThIO XPaMOBOW
UKOHOTpauu Hapsay € KUBOMHCHBIMU oOpazamu. OCTpOyYMHO Ha3BaHHEIE
aBTOPOM «KHMBBIMH WKOHAMW», OHU MOAYEPKUBANIU Nep(opMaTUBHBIA Xa-
pakTep CakpaJIbHOTO MPOCTPAHCTBA, KOTOPOE MOIHKHO OBLIIO BOCIIPHHUMATH-
Csl KaK eIMHOE TMHAMHUYECKOEe IIeJI0€ C JIMKAMHU CBATBIX U PeabHBIMU JIIOb-
MH, y4YacTBYIOIIMMH B OOIIeM NpOCTpaHCTBEHHOM neiictBe. M1 B 3TOM
ciy4ae, Kak ¥ BO MHOTUX APYTHUX, MBI BUJUM, YTO BU3aHTHUICKUE XYIOKHH-
KM HE TPOBOAMIIN KECTKYIO TPAHUILy MEXIY MHPOM MaTepHaIbHBIM U WJI-
JII030PHBIM, KaK 3TO CBOMCTBEHHO HallleMy CO3HAHHIO.

Taxke He CyIIEeCTBOBAJIO MPUHIMITUAIBHOTO PA3IUYHSI MEXAY BHEII-
HUM ¥ BHYTPEHHHM NIpPOCTPAHCTBOM Xpama. bojiee TOro, kKak MOKa3bIBaeT
Enena Tpxyns, Bcs cucreMa aexopanuu (acagoB BH3aHTUHCKOU IEPKBU
JOJDKHA Oblila MOATOTOBUTH K BOCHPHUSTHIO MPOCTPAHCTBEHHON MKOHBI MH-
Tepbepa U CO3/1aTh CBOETO poja via sacra (CBSIIEHHBIA MyTh), BEIYIIUH K
BXOAYy B XpaMm M K anTapio. AOCTpakTHbIe CUMBOJBI Ha (acamax Kak Obl
CYMMHPOBAJI CHMBOJMYECKUE CMBICIBI HKOHOTpa(UIecKoil MpOrpamMmel,
OTKPBIBaBIICHCS TIPU BXOJIE B XpaM.

Baxnoe MecTo B cOOpHHMKE 3aHMMaeT IpoOieMa WHTEPaKTUBHOCTH —
B3aUMOJICHCTBHSI 3pUTENsl U BUIMMOro oOpasa B nep(GopMaTuBHOM, HOCTO-

' Popovi¢ S. The Byzantine Monastery: its Spatial Iconography and the Question of Sacred-
ness // Weporonus. Co3fanue cakpaibHBIX NPOCTpaHcTB B Busantuu u [lpesneit Pycn /
Pen.-coct. A. M. JInnos. Mocksa, 2006, c. 178—185.
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SHHO MEHAIeMcs npoctpaHcTBe. Hatambs TerepsTHHKOBa yOeIUTEIHEHO
000CHOBBIBACT CBOW TJIaBHBIN TE3UC, YTO Mo3andHble UKOHBI Coduu Kon-
CTAaHTUHOIIOJIBCKON HE TOJBKO OBLIM pAaCCUYUTAHBI HA BOCIPUSTHE B JIBIKE-
HUM, HO U KaK OBl OKMBAJH IEpe] Tia3aMH BEepYIOIIUX, MPeBpaIiasch U3
M300paKCHUH Ha TUIOCKOCTU B (DUTYPHI, JCHCTBYIOIINE B TPEXMEPHOM TIPO-
cTpaHCcTBe. Peub uaeT 00 MHTEPAKTHBHOM JHAJIOTE MEXAY 3pUTEIIEM U
«OXHBAIOIIEH MKOHO», KOTOPBIH CO3/1aBajCs MIPU ITOMOIIH OCOOBIX XYJIO-
’KECTBEHHBIX MIPUEMOB. JTa MPAKTUKA, PACCUUTAHHAS HA HHTEHCUBHOE YMO-
[IMOHAIBHOE O0IIIeHNE ¢ MOJICHHBIM 00pa30oM B HEPaA3JIEJICHHOM CaKpPaIbEHOM
MPOCTPAHCTBE, COCTABIIET €IIe HEe OCMBICICHHYIO POJOBYI0 OCOOCHHOCTBH
BU3aHTUHCKON MKOHBI, KOTOpasi OblIa yTpayeHa B MOCICIYIOIICH TPaIuiuu
1 0OBITHO HE 0CO3HAETCSA COBPEMEHHBIMHU UKOHOMHUCIIAMH U MX 3PUTEIISIMHU.

Tunonoruyecku cxoxee siBnenue uccienyer u Enena bBormanoBuu Ha
MIPUMEPE YCHINAJbHULIBI CB. JIMMUTPUS, HAXOAAIIEHCS B €r0 NPOCIaBICHHON
basunuke B deccamoHMKax W MOYUTAEMOM BO BCEM MPABOCIABHOM MHpE, a
TaK)Ke €€ MHOTOUMCJICHHBIX MUHHUATIOPHBIX KOMHUH-PENUKBAPUEB, CONEPKaA-
IIMX OOBIYHO CB. MHUPO OT MOIICH U 3€MITI0 C KPOBBIO CBSITOIO MYYCHHUKA.
XapakTepHyr 0COOCHHOCTh YCBIMAIBHUIILI — KUBOpUs B DeccaToHukax —
COCTABIISIIO OTCYTCTBUE B ATOM IMPOCTPAHCTBE PEAJIBHBIX MOIIEH CBITOrO,
[0 MPEJaHUI0, CIPITAaHHBIX MoJ antapeM. OIHAKO 3TO HE MOMEIIAJ0 HeBe-
POSATHOMY TIOUYUTAHUIO KUBOPUS CB. J{UMUTpUS, UHTEPIPETUPYEMOTO aBTO-
poM Kak reppopMaTHBHAS IPOCTPAHCTBEHHAS! HKOHA, BHYTPH KOTOPOH Tpo-
HCXOAWIA MHUCTHYECKAas BCTpeYa BEPYIOLIUMX H CBATOro. MMEHHO 3TO
YHHUKAJIbHOE MPOCTPAHCTBO IMBITAIOTCS BOCIPOU3BECTH CO3JATENIM MAaJIbIX
pENMKBapUEB, BKIFOYABIINX U HArpyIHbIE MEATbOHBI, KOTOPBIE MOTYT OBIThH
MPAaBWJIBLHO MOHSITHI TOJBKO KaK HMKOHBI, 00ECICUMBAIOIINE MOJIUTBEHHOC
MPUCYTCTBHUE B 0COOOM CaKkpaJIbHOM HpOCTpaHCTBe15 .

B uHTEpaKTHBHOM B3aUMOJIEHCTBHM 00pa3a U 3pUTENS B BU3AHTHHCKOM
HCKYCCTBE OTPOMHYIO POJIb UTPAIM HAJIKMCH, KaK MOHYMEHTaJIbHbIC, 00pa-
LIAOIIMECS] CO CTEH, CBOJIOB, KAPHU30B U KalUTENEH K BXOAAUIEMY B Xpam,
TaK U pa3MEILCHHbIE HA UKOHAX U JPAarolleHHBIX PEUKBApUiX, IpeIHaA3HA-
YEeHHBIE I TITyOOKO JIMYHOTO MPOUYTEHUs. ABCTPUNCKUAN BU3aHTOJIOT AH/I-
peac Pobu, MOATOTOBHMBIIMIA BYXTOMHBEIH CBOJ MOJOOHBIX HAIIHCEH-
3HHFpaMM16, MIOCBSTHJI CBOIO CTaThl0 B HACTOAIIEM COOpPHHKE H3YUYCHHIO
neppopMaTUBHON TIPUPOJBI sBICHUS. «IHTEpaKTUBHBIC HAIIUCHY», 1O €ro
MHEHHUIO, TOJDKHBI OBUIA OXHBUTH «MEPTBYIO» MaTEPUI0 PYKOTBOPHOTO

15 Cp.: Jluoos A. M. Uepotormust. Co3manne CakpalbHBIX IPOCTPAHCTB KAK BH/ TBOPUECTBA 1
nmpeaMeT uctopudeckoro uccienoBanus // Heporommsa. Co3gaHue CakpalbHBIX MpPO-
ctpancTB B Buzantunm u JIpesneit Pycu / Pen.-coct. A. M. JInnos. Mocksa, 2006, c. 29.

'® Rhoby A. Byzantinische Epigramme auf Fresken und Mosaiken (= Byzantinische Epig-
ramme in inschriftlicher Uberlieferung, vol. 1). Vienna, 2009.



12 A. M. Jludos

MPOU3BEACHUS, CTAHOBSICh HEOTHEMJIEMOH YacThI0 HEM3MEHHOI'O M BCErna
HOBOT'O BU3aHTHICKOTO «mephopMaHCca», OCHOBAHHOTO HA B3aUMO/ICHCTBUU
BUIMMOI0 00pa3a, HaMCAHHOI'O CJIOBAa U BOCIPHHHUMAIOIIETO UX 3PUTEIIA.
ITo nabmonennro A. Pobu, HanmrcaHHOE CIIOBO BO3JIEHCTBOBAJIO M Ha HETpa-
MOTHOTO 3pHUTEIIsA, IOCKOJBKY 00JIafalio CBOCH «Maruei» CakpaJbHbIX OyKB
U SIBJISUIOCH HEOTHEMIJIEMOM YaCThI0 MKOHUYECKOTO 00pasa.

AHanmu3 Haamucel Ha MKOHAX COCTABJIET 3HAYUTEIBHYIO YacTh HCCIIe-
noBaHusi M. A. JIugoBoi, MOCBALIEHHOTO YHHUKAIbHOMY HaMSATHUKY —
MIECTH UKOHAM, 00pa3yIoIINM HOJUIITHX, TPY3UHCKOTO HepoMoHaxa MoanHa
Toxabu, monsuzasmierocsi B konmne XI — Hadane XII Beka B MOHACTHIpe
Cs. Exatepunnl Ha Cunae. ['pedeckue U rpy3UHCKUE MOITUUYECKUE HANMUCH
Ha 000pOTaX WKOH HE TOJBKO MAIOT peAYaillryt0 BO3MOXKHOCTh TOHSTh MH-
poco3epliaHie BU3aHTUWCKOTO WKOHOTWCIA, HO M SBISIOTCS CBOETO pojaa
KIIFOYOM K 3aMBICITY MOJUNTHXA M €ro MKOHOTpapUUecKoil nmporpaMmme. AB-
TOp OOOCHOBBIBa€T THIOTE3Y O TNpEAHA3HAYCHHH STOW MHOTOCOCTaBHOM
WKOHBI JIJIST CO3/IaHMS MMPOCTPAHCTBEHHOTO 00pa3a XpaMa, KOTOPBIM MOT IIe-
PEHOCHUTCS ISl CHICIMAIbHBIX OOTOCITY»KCHUHU B TCLICPHBIC IEPKBH, PacIio-
JI0’keHHbIE BOKPYT CHHaWCKOr0 MOHACTHIPSL.

HpeBHepycckas dacTh COOpHHUKA OTKphIBaeTCS (QyHIAMEHTAIBLHOM
crarbeii B. JI. CapaObsaHoBa, OTpaXkaromiel ocoObIit 3Tar B MHOTOJIETHEH HC-
topun usyudeHuss Copun KueBckoil kak riaBHOTO MaMSITHUKA JOMOHTOJIb-
ckoii Pycu. TBopueCKr NEpeoCMBICIUB HOBBIE METOIOJIOIMUECKUE MOAXOAbI
B M3YYEHUU PEIUKBUU M CaKpaJbHbBIX npOCTpaHCTB”, aBTOp MPEIOKUI
OPUTHHANBHYIO MHTEPIIPETAIINIO CYIIECTBYIOIIETO apXUTEKTYPHO-apXEOI0-
TUYECKOTO W WKOHOIpa)MYecKoro Marepuaia, yOeIWTEeNbHO TOKa3aB, YTo
npoctpancTB0 Codun KueBckoi, MOMHMO OCHOBHOH CHMBOJHYECKON
CTPYKTYPHI (HapTEeKC, HAOC, alTaph), COCTOSUIO M3 MHOXKECTBA MHKPOIIPO-
CTPAHCTB, B KOTOPBIX MOTJTHU pa3MeIlaThbCsi MEPEHOCHBIE anTapu. JTU Mep-
(hopMaTHBHBIC TPOCTPAHCTBA MOTYT OBITH PEKOHCTPYHPOBAHBI HAa OCHOBE
M300paKeHUH CBATHIX U OCOOBIX JIEKOPATUBHBIX KPECTOB, MO BCEH BUIAUMO-
CTH, OTMEYABIIMX MECTa PACIOJIOKECHHSI MOIICH, BIOKEHHBIX B CTEHBI U
CTONOBI OTPOMHOTO Xpama.

HetpanuiimonHoe wuccnegoBaHue MPOCTPAHCTBA Xpama B CBSI3U C €ro
ukoHorpadueil nmpeayioxkeHo u B crarbe Bc. M. PoxHATOBCKOTO, OCHOBAH-
HOW Ha OTPOMHOM Matepuaje, COOpaHHOM B €ro Juccepranuu. B Ha3Banue
CTaThU BBEICH HOBBIA TEPMHUH «TepdopMaTHBHAS HUKOHOTpadws», KOTOpoe
JOJKHO TIOMYEPKHYTHh OTIWYHE aBTOPCKOTO MOAXOAa OT MPHUBBIYHOTO aHa-
JIU3a CBANICHHBIX M300pKEHUI HA CTCHAX BU3AHTUHCKUX U JAPEBHEPYCCKUX

17 Bocrounoxpucruanckue penukeun / Pep.-coct. A. M. Jlunos. Mocksa, 2003; Ueporomusi.
Co3znanue cakpaJbHBIX NpOCTpaHCTB B Busantuu u pesueit Pycu / Pen.-coct. A. M. Jlu-
noB. Mocksa, 2006.
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xpamoB. CobpaB MHOXKECTBO IPUMEPOB, aBTOP MOKA3BIBAET, YTO 3HAYMMYIO
POJb B BOCHPHUATUH OOpa30B MIpaJl MEHSIOIIMICS COJIHEYHBIH CBET, KOTO-
PBIi B pa3Hble MOMEHTHI JHS BBIACISUL T€ WIIM MHBIE N300pakKeHHUs B XpaMo-
BOM IIPOCTPAHCTBE, CIeAys 3aAyMaHHOMY cuieHapuio. IlycTs He Bce mpume-
pBl KaXyTcs pPaBHO YOeOWTENbHBIMH, HECOMHEHHas 3aciyra aBTopa —
BBIIBIICHHE 0c000i chepbl XyI0KECTBEHHOI'O TBOPUYECTBA, HANPSIMYIO CBS-
3aHHOTO C TIOHSTHEM MepPOPMATHBHOTO.

pyroil pakypc B U3yYeHHH CaKpaJbHOT'O MPOCTPAHCTBA U €r0 OCBEIe-
Hus u30paH B pabore A. . MenbHIKA, KOTOPHI BIEPBBIE CHCTEMATH3HPO-
BaJI IaHHbIE 00 OCBETHUTEJBHBIX IPUOOPAX B MPOCTPAHCTBE PYCCKOIO Xpama
B TIO3/IHEM CpEIHEBEKOBbE, OCHOBBIBASICh KaK HAa MMCbMEHHBIX MCTOYHHUKAX,
TaK 1 HEMHOTOYHCIIEHHBIX COXPAHMBIIUXCS IMPEAMETaX. DTO HCCIEIOBaHUE
HE TOJIBKO CYLIECTBEHHO OOOramiaeT Halld IPEeACTaBICHHA O ApPEBHEpYC-
CKOM XpaMe, HO ¥ BBOJHT MHTEPECHEUIITYIO0 TEMY «ApamMaTypru OTHI», KO-
TOpasi UTpaeT KIIOYEBYIO POJIb B CO3AaHUH NepHOPMATUBHOTO MPOCTPAHCT-
Ba. 3aMETHUM, YTO TeéMa HMMEET CBOIO HCTOPHIO WU MPEIBICTOPUI0 U CO
BPEMEHEM MOJKET CTaTh BIIOJHE JIETUTUMHON cdepoil u3ydeHus, HOBBIM
pa3zenoM B HCTOPUH IPEBHEPYCCKOM KYJIbTYPHI.

Co BpeMeHH MOSBJICHHUS MOYTH CTO JIET Ha3aja KIacCHYECKOW padoThI
o. [Tapna ®dnopeHckoro «XpamMoBOoe JIEUCTBO KaK CHUHTE3 HCKYCCTBY» HJes
B3aMMOJEHUCTBHUS B IPOCTPAHCTBE APEBHEPYCCKOTO XpaMma pa3iIHuHbIX BUIOB
XYA0KECTBEHHOT'O TBOPUYECTBA HE KaKEeTCsl aOCONIOTHO OpUTrHHAIBHOU. On-
HAaKO MaJjl0o KOMY YZAaBaloCh IEPEBECTU PA3rOBOP OT OOIIMX TE3UCOB K pas-
60py KOHKPETHBIX IPUMEPOB «CHHTE3a HUCKYCCTBY», KOTOPHIH B KaXAYIO 3I10-
Xy HWMeN CBOW crenuduueckuid o0pa3. DTy CIOXKHYIO 3a1ady YAalIoch
peInTh B MPEACTaBICHHON B cOOpHUKE cTaThe McKyccTBoBena JI. M. Esce-
eBoii u my3bikoBena JI. B. KonngpamkoBoii, mokazaBmmx, Kak 00pa3sl THM-
HoOrpaduH, My3bIKAIBHBIA CTPOW MECHOIIEHU W HOBas WKOHOTpadus B3au-
MOJIEHCTBOBAIIM B MKOHUYECKOM ITPOCTPAHCTBE pycckoro xpama X VI Beka, B
pasHbIX GOopMax OoTpakasi TyXOBHBIH M 3CTETHYECKHH Hi€all CBOETO BpeMe-
HU. B xoHTekcTe cOopHHKa paboTa BBIAETSETCS U CTPEMIICHHEM HCIOJIB30-
BaTh JOCTHXKEHHUS (HOPMabHO-CTHIIMCTHYECKOTO METONa, KOTOPBIA MpH
3TOM OBUI YAAa4HO BIMCAH B OOILYI0 UCTOPUYECKYIO PEKOHCTPYKLHIO Iep-
(bopMaTHBHOM MPOCTPAHCTBEHHOW WKOHBI.

Ecnu B uccnenoBaHUAX «JIpaMaTypruM OTHS» W MKOHUYECKOrO Ipo-
CTpaHCTBa pycckoro XVI Beka BHUMaHHE COCPEJOTOYEHO HA ONUCAHHUU
MPEIMETHOTO MHpPA U XYI0KECTBEHHBIX 3((HEKTOB OOTOCITyKeOHOTO JTEHCT-
Ba, To B cratbe O. B. UymHueBoil pedb UAeT 0 COBCEM MHOM IpaMaTypruu,
CBSI3aHHOH C IJ100ANBbHBIMU HCTOPUYECKUMH COOBITHSIMU M PEIPE3EHTALUeH
BiacTH. BocmpunsaToe oT aBTOpa 3THX CTPOK 3((PEKTHOE CIOBOCOUCTAHHUE
«MKOHUYECKHH nepdopMaHc» ObUIO MPeoOpa3oBaHO B HOBOE TEOPETHUECKU
pa3paboTaHHOE Hay4HOE MOHSITHE, KOTOPOE MOXKET OBITh HNPUMEHEHO He
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TOJIBKO K PYCCKOW CpPEIHEBEKOBON HCTOPHM, HO U KO MHOTUM SIBJICHHSIM
Bocroka u 3amana. B xauectBe Hamboiee XapakTepHOTO MpUMepa «UKOHH-
yeckoro mepgopmancay O. B. UymuueBa neTanpHO aHAIM3HPYET pas3rpoM
Hogsropona Botickamu MBana ['pozHoro. OnanbHBIA TOPOJ HAKA3hIBAETCS U
YHUYTOXAETCS MO0 cuieHapuio CTpallHOro Cyna, IpUUeM OTAEIbHBIE 3IHU30-
IIel (HampuMep, 3aTAIKUBaHUE JIFOJIEH 110 JIeA) 3pUTEThHO OTCHUIAIOT K H3-
BECTHOU MKOHOTPAa(UH 3TOr0 COOBITHS — OJHOM U3 CLIEH aJCKUX MYUYCHHM.
TakuM 0o0pa3oM, NOJIMTHYECKOE YOWMHCTBO mIpeBpariaercss B nepdopMasc,
MMEIOIIUNA HKOHUYECKOE U3MEPEHHE.

I'maBHass mpocTpaHCTBEHHAsi MKOHA PYCCKOTO IO3[HEr0 CpPEIHEBEKO-
Bba — «lllecTBue Ha ocnaATH», MpOUCXOAMBIIEE Kaxa0e BepOHOE Bockpece-
Hue Ha KpacHol miomaau, — aHalnu3UpyeTcs B CTaThe rapBaplACKOro Mmpo-
(deccopa Maiikna dmaiiepa, paHee MOCBATHUBIIECTO TOW TEME PSI BaXKHBIX
nccrenoBannii'’. B HacTosmeit paboTe OH KOHIEHTPUPYET BHUMAHHE Ha 00-
pa3e mapsi, KOTOpBIN 10 CUX MOp CIYXKUT IMpeaMeToM Iuckyccuid. CoriacHo
aprymeHtam M. @maiiepa, 5ToT 00pa3 WMeN 3CXaTOJOTHYECKOe 3HAUYCHHE,
MOCKOJIBKY BX0A B Mepycanmum (B manHOM KOoHTEeKcTe — B cobop [lokposa
Ha PBy) ucronkoBsiBaics kak npoodpas Broporo [Ipumiectsus. [1o 3ambicoy
co3nareneid neiictea MBana I'po3Horo m mutpononutra Makapusi, 1apb, Be-
IyIIAA TOJ y3Ubl «OCIATIO» C BOCCENAIOIIMM Ha HEM MHUTPOIIOIUTOM, HE
TOJIBKO TPEACTaBIsUT TPUyM(aIbHBIA BXOJA €BAHTEIbCKOTO XPHUCTa B CBOM
TOpOA, HO U BT 006pa3 00eTOBaHHOTO ToCcyAaps, BEIyLIero CBOM HapoXI K
cracenunto u ooperenuto I{apctBa HeGecnoro. HecomuenHo, B TaHHOM CITy-
Yyae MBI BIIPaBE TOBOPUTH U O TPAHIUO3HOM «IIPOCTPAHCTBEHHOW UKOHEY, U O
TEHUAJIBHO CPEKUCCHPOBAHHOM «UKOHHYECKOM IMEepPOopMaHCe», UMEIOIIeM
MUCTUYECKU-PETUTHO3HBIA U UACHHO-IOTUTUYECKUN CMBICIL.

C Toukwm 3peHUs HcTOpHuH «TmepdopmatuBHOTO» B [peBHeit Pycu ¢ amo-
x0i1 IBaHa ['p0o3HOr0 MOKET CpaBHUTHCS TOJIBKO BpeMs narpuapxa Hukona
u napa Anekces MuxainoBuua. EcTecTBeHHO, caMblil SIpKUl mpumep —
noaMockoBHbIM HoBbiit MepycanuM, TpagullMOHHO Ha3bIBABIIUMCS apXu-
TEKTYPHO-TaHIAPTHEIM MapKOM, HO ceiddac Bce yalle UMEHYEeMBIH «Ipo-
CTpaHCTBEHHOM HKOHOHN CBATOMN 3emmm» . MHOroOIeTHHIA HCClIeJOBaTCIIb
3TOTr0 I7IaBHOTO Meporonuueckoro mpoekra XVII Bexa I'. M. 3enenckas’™ B
CBOEM HOBOM CTAaThe OMUCHIBAET U UCTOJKOBBIBAET CUCTEMY HAJIHUCEN, B OT-

'8 Flier M. The Iconology of Royal Ritual in Sixteenth-Century Muscovy // Byzantine Stud-
ies. Essays on the Slavic World and the Eleventh Century. New York, 1992, p. 55-76;
Idem. The Iconography of Royal Procession. Ivan the Terrible and the Muscovite Palm
Sunday Ritual / European Monarchy. Its Evolution and Practice from Roman Antiquity to
Modern Times. Stuttgart, 1992, p. 109—-125.

' Hosste Hepycamumbl. MepoTomus u MKOHOrpaus CakpalbHBIX MPOCTPAHCTB / Pe.-cocr.
A. M. JInnos. Mocksa, 2009.

20 3enenckas I. M. Cesrsian Hosoro Hepycamima. Mocksa, 2002.
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POMHOM KOJIMUECTBE MOKPBIBAIOLINX CTEHBI BockpeceHckoro codopa MoHa-
cteips. [lopaxaer ux 60raTcTBO W pa3zHOOOpa3we, CO3MAIOIIee BIICYATICHHUE
HEKOTO MHOTOTOJIOCHS, BBI3BIBAIOIIETO ACCOIMAIMH C COBPEMEHHBIMH HM
LIEPKOBHBIMH TleCHONIEHUsAMHU. [Ipu momomy Hajmuced MKOHWYECKasl apXu-
TEKTypa HaXOJIUTCS B HEMPEPBIBHOM Juaiore ¢ Ooromoibiiamu. Kak moj-
YepKHUBAET aBTOP, Mbl MOKEM OCMBICITUTh COBOKYITHOCTh HAQ/IMUCEH KakK He-
KWW HEU3BECTHBIM NMaMATHHUK KHIDKHOCTH, COCAUHSIOIIMIN IaJOMHHYCCKUM
MPOCKUHUTApUH, TUMHOTpaUICCKHi COOPHUK M OOTOTOCIOBCKO-JIUTYPIH-
YECKHE TOJKOBAHHSA. 3HAMEHATEIbHO, YTO HAJANWCH MOMYSPKUBAIOT IIep-
(opMaTHBHBIE aCIEKTHI CaKPaJbHOTO MPOCTPAHCTBA, HE MPEIIOJIAraionero
WITFOCTPATUBHO-TIOCKUX N300paKeHUH.

Tema UKOHUYECKOTO TpeoOpakeHUs] pealbHOro Mei3aka — TIIaBHas B
cratee T.JI. m C. JI. SIBopckuX, cOOpaBIIUX W CHCTEMATU3UPOBABIINX 00-
IIMPHBIA MaTepual O TaK Ha3bIBAEMBIX «TOPax KPECTOB», IIMPOKO pPaclpo-
CTPaHUBIIMXCS MO BCEH XPUCTHAHCKON OWKyMEHE CO BPEMEH CB. UMIIepaT-
pursl EneHsl m 0OpeTmMX HOBYIO XKH3Hb B COBPEMEHHOW PEIMTHO3HOM
MpaKTHKe, OCOOCHHO Ha TEppPUTOpWUU JINTBBI W HEKOTOPBIX APYTHUX MECT
obBmero CCCP. B croxer, TpaAWIMOHHBIA Ui aHTPOMOJIIOTHYECKUX HC-
CJIeTOBaHWUM, BBOJSTCS HOBBIE CMBICIBI 32 CUET MPHUBICYCHUS HEPOTOIHYE-
CKOH TeopwWH, MO3BOJIMBIICH MPOAHATN3UPOBATH MEXAHU3MBI CO3/IaHUS OCO-
060ro THMAa CaKpalbHOTO TPOCTPAHCTBA, B KOTOPOM XYJIO’KECTBEHHOE
TBOPYECTBO HE MEHEE Ba)KHO, YEM COLMAIBHO-PEIUTHO3HOE Hayaslo . ABTO-
pbI IOTYEPKUBAIOT, YTO PEUb UJIET O CTUXUUHON «HAPOJIHOW MEPOTONHNY, HE
MpeamnosaraBiieil pa3paboTaHHOTO CIIEHapHUs U BbICOKOTo OorocnoBus. Ilpu
3TOM MOXHO BBIJICIIUTH OOIIME CTPYKTYPHBIC MPHUHIIMIIBI 3TUX CAKPaTbHBIX
MPOCTPAHCTB, KOTOPBIE YaCTO MOSIBIISIIOTCS HA MECTE ITOXPUCTUAHCKUX CBSI-
THITUII, UMEIOT HeOPMATBLHBIA U B ONPEACICHHON CTEIIEHN BHEIICPKOBHBIN
XapakTep, a Mo TUIY TIyOOKO JIMYHOTO MOJHMTBEHHOTO IMOKJIOHEHHS CpPaB-
HUMBI ¢ 3HameHuTon Ctenoli [1naua B Uepycanume.

Penkoili 0coOeHHOCTBIO COOpHHKA SBISIFOTCS TPHU CTaThbH, KOTOPHIE
MIPEICTaBUIN SIMOHCKME HccnenoBatean — Axupa Axusma, HlurnGymu
Hymxu, Muunraka Cy3yKu; OHH CO3HATEILHO BBIICIICHBI B OCOOBIHN pasnen
B KOHIIE KHUTH. 3aMbICE] 3TOTO pa3jiesia BOZHUK BO BpeMs MpeObIBaHUSI CO-
craButensi coOopauka B AAnonnu B 2008 T. B CBSI3U ¢ pabOTOH IO HCCienoBa-
TEIBCKOMY TPAaHTY, MPEANOIararlieMy CPaBHUTEIbHBIN aHAJIN3 XPUCTUAH-
CKOH W SMOHCKOM wWepoTomuu. TpH BeAyHMIMX SIOHCKUX WCCIEAOBATEIS
XPHUCTHAHCKOTO MICKYCCTBA, aKTWUBHO y4YaCTBOBAaBIIHE B OOCYXIECHUH HEPO-
TOMUYECKOW MPOOIeMaTHKH, COTIACHINCH MTOJTOTOBUTH CTaThH, MOCBSIICH-
HBbIE CPAaBHEHHUIO XPHCTHAHCKOW MPAKTHUKU C HAIIMOHAILHOW SITIOHCKOW Tpa-
nuiei. BBIABIEHO TMOpa3WTeNbHOE CXOACTBO HEKOTOPHIX KYJIBTOBBIX
MPAaKTHK U OPTaHU3ALMU MPOCTPAHCTBA BOKPYT MOYUTAEMOro obpasza, KOTo-
poe HHKaK HE MOXET OBITh OOBSCHEHO MCTOPUYECKUMH CBS3SIMH, 4YTO, Ha
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HAIll B3TJIS/, MTO3BOJISIET TOBOPUTH O «HAI-HALMOHAIBHBIX» U «HAI-PENIUTH-
O3HBIX» HEPOTONMYECKUX MOAETSIX, ONPEAETICHHBIX 0CO00H IPUPOIOH ITOTO
BUJIa JYXOBHOTO TBOpuecTBa. OHOBPEMEHHO aBTOPHI IIPOAEMOHCTPUPOBAIIH
rIyOMHHOE pa3Nu4Me B MOHMMAaHWU MPOCTPAHCTBEHHOro o0Opas3a W HHYIO
npupoay neppopmaTHBHOT0. OHU CYIIECTBEHHO PAacCUIMPHIN HALIM TPe.-
CTaBJICHUS, MTO3BOJIUB B3IVIAHYTh Ha BH3AHTUHCKYIO TPAaJWLUIO0 HU3BHE, U3
JIpYyToil TOPOKAAIONIe MaTpHLbl (CHHTOUCTCKO-OYAUICKO), KapAHHAb-
HO OTJMYAIOLIEiicsl OT aBpaaMM4yecKol (MyJeo-XpUCTHAHCKO-MYCYJIbMaH-
CKOH) Tpamuumu. BosHukia penuaiimasi BO3MOMKHOCTH YBHIETh POIHOE
SIBJICHUE C OYCHb OOJIBIION IUCTAHIIMU U ITOCTABUTh BOIPOCHI O KOHCTUTYH-
PYIOIIUX MPUHLMIIAX N3y4aeMOro MHUpa.

B nenom crarbu cOOpHHKa HE NPETEHAYIOT HAa CO3JaHHE 3aKOHYEHHON
KapTUHBI, HO MOTYT OBITH OCMBICJIEHBI KaK CBOETO pOJla BBEACHUE B UHTE-
pecHeityto mpobiematuky. OCBOSHHE HOBOT'O HAYYHOTO S3BIKA TTO3BOJISET
BCKPBITh paHee He TIO3HAHHBIE IJIACTHI KYJIbTYpPbI, IOCTaBUTh HEMPUBBIUHBIE
BOIPOCHI, KAacaloIUecs] XyJOKECTBEHHBIX MAMSITHUKOB M MUCBMEHHBIX HC-
TOYHHMKOB, IIPOCTO YBUJETh MHOTHE apTe(aKThl, Ul KOTOPBIX B TPAAULIUOH-
HBIX IITyAHUAX HE HaXOJQWJIOCh MECTa. JTO CBA3aHO C BAXHEWIIMM M OYEHb
HETPOCTHIM IPOLIECCOM IIepecMOTpa MpeACTaBIeHUH 00 HKOHE KaK IIOCKOM
KapTuHe. 3aMEeTHUM, YTO IOHITUS «IIPOCTPAHCTBEHHBIE MKOHBI» U «1ephop-
MaTHBHOE» UMEIOT HE TOJNBKO YHUCTO TEOPETHUYECKUI, HO U CyTy0O MPUKIIa-
HOM cMbIci. OHU SBISIIOTCS CBOETO POJia HOBOHM «ONTHKOIY, MO3BOJISAIOIIEH
CYLIECTBEHHO IONOJIHUTh TPAAULMOHHBIN Ha0Op MHCTPYMEHTOB HCCIIE0BA-
HUS U B KOHIIE KOHIIOB KaU€CTBEHHO U3MEHHUTh CUTYallMI0 B HAyKE O BH3aH-
TUHCKOM U JPEBHEPYCCKOM HCKYCCTBE.

A. M. JIMJJOB



INTRODUCTION

THE BYZANTINE WORLD
AND PERFORMATIVE SPACES

This book is composed on the basis of materials from the international
symposium organized and held by the Russian Academy of Fine Arts and
the Research Centre for Eastern Christian Culture in June 2009'. It was a
continuation and development of the research program of hierotopic studies
initiated in 2001 and materialized in a monograph, a cycle of collections of
articles and numerous studies written by scholars from various countries®.

Creation of sacred spaces is interpreted as a specific form of creativity
and an independent field of historical and cultural studies. In the context of
hierotopy the very concept of “spatial icons” was shaped’. We mean images
purposefully presented in space, not of some flat depictions or material ob-
jects. In this case, we use the notion “icon” not as a formal or ornamental
term but as a conceptual one. With this notion we mark images-mediators de-
signed to connect our world with another one, heavenly and earthly realms,
i.e. in the same functioning as flat iconic images (made on wood, wall, tissue
or metal) — this very characteristic of “mediativity” which differs all iconic
images from common pictures on religious topics.

The most important characteristic of spatial icons is their “performativ-
ity”. They are in constant movement, transforming as an living milieu
formed with ritual gestures, light, aromas and even with the most active hu-
man perception which reacts anew at the surrounding world every second.

' Spatial Icons. Textuality and Performativity. Proceedings of the International Symposium /

Ed. A.M. Lidov. Moscow, 2009.

Lidov A. M. Hierotopy. Spatial Icons and Images-Paradigms in Byzantine Culture. Moscow,
2009; Hierotopy. Creation of Sacred Spaces in Byzantium and Old Russia / Ed. A. Lidov. Mos-
cow, 2006, p. 32-58; Hierotopy. Comparative Studies of Sacred Spaces / Ed. A. Lidov. Mos-
cow, 2009; New Jerusalems. Hierotopy and Iconography of Sacred Spaces / Ed. A. Lidov.
Moscow, 2009. See more complete list of publications: Hierotopy http://ru.wikipedia.org/wiki.
The term was introduced and explained on a certain sample, see: Lidov A. M. Spatial Icons.
The Miraculous Performance with the Hodegetria of Constantinople // Hierotopy. Creation
of Sacred Spaces in Byzantium and Old Russia, p. 349-372.

2
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The theme of the performative occupies its own place in contemporary
humanitarian studies; not for anthropologists and philosophers but more and
more historians, art historians, philologists and linguists. Some authors speak
even about a “performative turn” in contemporary humanities®. It is partly
depends on the immense influence of anthropological approaches in the
studies of recent decades’, as well as on the distribution of the genre of “per-
formance” in contemporary art’.

If the study of classical “performance” (theatre act, ritual performance)
became a quite habitual sphere of historical studies, the working out of the
“performative” approach to phenomena of visual arts and architecture is rather
new. It seems reasonable, that the attention of historians of West European art
was attracted, first of all, to the artistic culture of the Baroque, especially rich
with illusionistic effects and spatial constructions’. Against such a background
Byzantine and Old Russian traditions look almost unstudied. The Moscow
symposium, which formed the basis of this collection of articles was almost
the first attempt of the complex study of the phenomenon. Earlier, we might
note single publications on particular examples of the performative, among
which some works by Robert Nelson were truly pioneering®. Searches for the
methodology of studying performative aspects of Byzantine art one may dis-
cern in the articles by Elka Bakalova, Nicolette Isar, Alexei Lidov and Bissera
Pencheva’. Reflections of those art historians and byzantinists, as well as some

Burke P. The Preformative Turn in Cultural history, published in Russuan transl.: Odysseus.
Man in History: Script/Oralia: Interrelation of Oral and Written Traditions in the Middle Ages
and Early Modern Times. Moscow, 2008, p. 337-354. The article is based on: Burke P. Per-
forming History: the Importance of Occasions // Rethinking History 9 (2005), p. 35-52.

In this context, we could remember the wide dissemination of the methodology of “struc-
turalism” also created by outstanding anthropologists.

See a classical essay by Rosalie Goldberg: Goldberg R. Performance Art. From Futurism to
the Present. London, 2001.

A fundamental collection of article is at work now: Performativity and Performance in Ba-
roque Rome / Ed. P. Gillgren and M. Snickare. Stockholm University, 2012. See also:
Jarrard A. Architecture as Performance in Sixteenth-Century Europe: Court Ritual in
Modena, Rome and Paris. Cambridge, 2003.

Nelson R. The Discourse of Icons, Then and Now // Art history, 12 (1989), p. 144-157;
Idem. To Say and to See: Ekphrasis and Vision in Byzantium // Visuality Before and Be-
yond the Renaissance: Seeing as Others Saw / Ed. R. Nelson. Cambridge, 2000.

Not claiming to be exhaustive, let us mention some characteristic works: Bakalova E.,
Lazarova A. The Relics of St Spyridon and the Making of Sacred Space on Corfu: Between
Constantinople and Venice // Hierotopy. Creation of Sacred Spaces in Byzantium and Old
Russia, p. 434-464; Isar N. The Vision and Its “Exceedingly Blessed Beholder”: Of Desire
and Participation in the Icon // RES. The Journal of Anthropology and Aesthetics, no. 38,
2000, p. 56-72; Eadem. Chorography (Chora, Choros, Chords) — A Performative Para-
digm of Creation of Sacred Space in Byzantium // Hierotopy. Creation of Sacred Spaces in
Byzantium and Old Russia, p. 59-90; Lidov A. The Flying Hodegetria. The Miraculous
Icon as Bearer of Sacred Space // The Miraculous Image in the Late Middle Ages and Ren-
aisssance / Ed. E. Thuno, G. Wolf. Rome, 2004, p. 292-321; Lidov A. Leo the Wise and the

o
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others, shaped that intellectual milieu where the idea of the symposium and the
present collection of articles were born'’.

The book consists of 24 articles which can be classified into two large

sections — Byzantine and Old Russian — as in many previous collections of
the Research Centre of East Christian Culture.
The collection begins with an article by the initiator of the project, Alexei Li-
dov, who sets a problem of spatial icons as a performative phenomenon based
on the principle reinterprets constant movement and transformation. The au-
thor stresses the necessity to create new concepts similar to “hierotopy”, “spa-
tial icon” and “image-paradigm” because all the existing methodology of art
studies was worked out for flat and immovabile, as if frozen images and dis-
crete objects. Byzantine ideas of a church as a constantly revolving space cre-
ating an iconic, spatial as well as performative image of Heavenly Jerusalem
descending from the heavens, are in the centre of this study. It is based both on
the imagery of the Byzantine descriptions of churches and less known symbols
in iconography such as “The Whirling Disc”.

Major theoretical problems are observed in a number of articles opening
the collection. Bulgarian scholars Anna Lazarova and Elka Bakalova study
an extremely noteworthy phenomenon of the “message to saints” — writing
letters asking for help and protection which were brought to certain sacred
spaces having been transformed into a milieu of active and lively, movable
communication of believers to saints. One of the most eloquent examples
was the centuries-old practice of venerating the famous Bulgarian saints,
John of Rila, whose place of reclusion became a primary pilgrims’ points of
attraction in the country. This article, as well as other recent works by these
scholars, illustrate huge potential possibilities of combinating of anthropo-
logical approaches with traditions of classical art studies.

Danica Popovi¢ focuses special attention on the iconic and performative
nature of sacred landscape and analyzes extremely important questions on
the almost unknown example of the Serbian cave monastery of St Michael
Archangel in Rasa, which has been revealed and described by the author of
the article. It represents a significant step forward in comparison to recent

Miraculous Icons in Hagia Sophia // The Heroes of the Orthodox Church. The New Saints,
8th to 16th century // Ed. E. Kountura-Galaki. Athens, 2004, p. 393-432; Webb R. The Aes-
thetics of Sacred Space: Narrative, Metaphor, and Motion in Ekphraseis of Church Build-
ings // Dumbarton Oaks Papers 53 (1999), p. 59-74; Pentcheva B. The Icon of the 'Usual
Miracle' at the Blachernai / RES: Journal of Anthropology and Aesthetics, 38 (2000),
p. 34-55; Pencheva B. The Performative Icon // Art Bulletin, 88/4 (2006), p. 631-655.

'%1n a half of the year after the Moscow symposium, there was a colloquium of the Byzantine
Center of Dumbarton Oaks “Light, Surface, Spirit: Phenomenology and Aesthetics in Byz-
antine Art” discussing the performative phenomena in the context of the problematic of
“senses” (aesthetic values and sense organs), which recently became quite fashionable in
contemporary art history in the USA.
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interesting and stimulating studies of “hierotopos” and “chorotopos” in the
works by Nicholas Bakirtzis and Peter Brown''. The methodology of the re-
search of performative spatial icons reconstructed on the base of archaeo-
logical data offered by D. Popovi¢ is particularly perspective because the
East Christian world is full of such materials, mainly described on the level
of fixation of visible ruins only.

The publication of well-known Italian medievalist Michele Bacci con-
tinues and sums ups in a way his long studies of “imaginary pilgrimage”.
They were based on thorough analyses of numerous, often unpublished Ital-
ian documents of the thirteenth-fourteenth centuries. Ritual and meditative
practices designed to create an iconic image of the Holy Land, particularly
the Passions, in the mind of believers had a great influence on the art of the
Late Medieval and Early Modern Italy. In this context, the author explains
the phenomenon of Sacri Monti (Holy mountains) and Via Crucis, realized
in the Franciscan project of Via Dolorosa in Jerusalem in the fourteenth cen-
tury. Translated into Europe as Stations (depictions of the main episodes of
the Passions), the project became the main form of “imaginary pilgrimage”
virtually embodied in almost every Catholic church'?.

A significant place in the present collection is taken with architectural
topics. At first glance, it does not correspond well with the concept of per-
formativity being the most material of all visual arts. It is becoming clear,
however, that in many cases performativity is not something additional and
secondary but reveals the very essence of the artistic idea. So, Alexander
Godovanets argues that the architectural composition of the greatest building
of the Middle Ages — Hagia Sophia in Constantinople — was influenced by
the hierarchy of light and space zones and the construction was a kind of ma-
terial envelope for them. The author introduces the new and important term
“light and space composition”, which can be used for analyses of other ob-
jects of world architecture.

Concurring with the author and greeting the searches for the new lan-
guage of description, we should delicately note that the contemporary con-
cept of architecture as a separate kind of art should be accepted a bit condi-
tionally, along with categories of painting, sculpture and applied arts which
were formulated in a different epoch of “arts”. I would like to stress once
more that in the case of Hagia Sophia we speak about hierotopic creativity
realized with means of various material and ephemeral tools.

" Bakirtzis N. The Creation of an Hierotopos in Byzantium: Ascetic Practice and its Topography
on Mt. Menoikeion; Brown P. Chrotope: Saint Theodore of Sykeon and His Sacred Land-
scape // Hierotopy. Creation of Sacred Spaces in Byzantium and Old Russia, p. 117-149.

12 Sticca S. The Via Crucis: Its Historical, Spiritual, and Devotional Context / Mediaevalia 15
(1989), p. 93—126. On the role of Franciscans in translation of the Holy Land to Europe see: Pic-
cirillo M. The Role of the Franciscans in the Translation of the Sacred Spaces from the Holy
Land to Europe // New Jerusalems. Hierotopy and Iconography of Sacred Spaces, p. 363—394.
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A principally important element of organization of the light environ-
ment of Hagia Sophia in Constantinople was its huge church chandelier un-
der the cupola — Choros, emotionally described by Paulus the Silentiary.
But for nearly six centuries that choros disappeared from Byzantine sources
only to reappear in the twelfth century in the Typikon of the Pantocrator
Monastery in Constantinople. Nicoletta Isar once described the phenomenon
of choros in her careful study of Paulus the Silentiary’s text", and now she
offers work on the reconstruction of choros in the context of the imperial
ideology of the Comnenian period. Noteworthy, from the contemporary
point of view, choros should be understood as a piece of the applied arts or
an element of architecture, although it was an important hierotopic tool, a
key point in the creation of spatial icon of Byzantine church.

Armen Kazaryan analyses devotes particular spatial structures of East
Christian monasteries. According to the opinion of this historian of architec-
ture, one can classify some principal types of organization of ensembles with
stable characteristics. The author devotes particular attention to the Arme-
nian tradition against the wide background of Byzantine architecture. The
research work here fits very well into the contemporary trend of medieval
studies, interpreting architectural structures as kinds of spatial icons'*.

A fascinating problem first formulated with such clarity lies at the cen-
tre of the article by leading architectural historian Slobodan Curéi¢, who fo-
cuses his attention on specific architecturally designed spaces of the Eastern
Christian church made for living people. Images of donors and venerated
monks sometimes became an integral part of church iconography alongside
painted images. Wittily named “living icons”, they accented the performa-
tive character of sacred space, which should be perceived as in single dy-
namic integration with icons of saints and with real people in presence, both
taking part in a spatial performance. In this case, as well as in many others,
we see that Byzantine artists did not draw a dividing line between the mate-
rial and imaginary worlds as it seems obvious for our mind.

Also, there was not a principal difference between the outer and inner
space of the church. More so, as Jelena Trkulja shows, the system of decora-
tion of Byzantine church facades was designed to prepare believers for the
correct perception of the spatial icon of its interior and to create a kind of via
sacra (sacred way) to the entrance and to the altar. The symbolism of exter-
nal ornaments in a way summed up the concepts and meanings of the icono-
graphical program which was seen inside the church.

13 Isar N. “Choros of Light”. Vision of the Sacred in Paulus the Silentiary’s poem Descriptio
S. Sophiae // Byzantinische Forschungen, XXVIII (2004), p. 215-242.

' Popovié¢ S. The Byzantine Monastery: Its Spatial Iconography and the Question of Sacred-
ness // Hierotopy. Creation of Sacred Spaces in Byzantium and Old Russia, p. 178—185.
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The problem of interactivity takes an important place in the book: we
mean the interaction of beholder and visual image in the performative and
constantly changing space. Natalia Teteriatnikov argues for her main idea
that mosaic icons of Hagia Sophia were not only meant for their perception
in movement but as if they had been animated before believers, being trans-
formed from flat images into figures in three-dimensional space. It was an
interactive dialogue between beholder and “animated icon” created with
quite specific artistic tools. Such practice designed for the intense communi-
cation to venerated images in inseparable sacred space can be interpreted as
a generic feature of the Byzantine icon which was lost in the later tradition
and usually is not comprehended by modern icon painters and spectators.

A typologically similar phenomenon is analyzed by Jelena Bogdanovi¢ in
the case of the shrine of St Demetrios in his famous basilica in Thessalonica
which was highly venerated in the Orthodox world. She also takes into account
a number of small copies-reliquaries of the shrine — usually they contain the
holy myrrh exuded by the relics and the earth with the blood of the martyr. The
most characteristic feature of the Ciborium of St Demetrios in Thessalonica
was the absence of the real relics of the saint in the very space of the shrine (ac-
cording to tradition, they were hidden under the altar). It did not prevent, how-
ever, an extraordinary veneration of the Ciborium of St Demetrios which the
author interprets it as a performative spatial icon in which mystical meeting of
believers and the saint took place. That unique space of the Ciborium was re-
produced in small reliquaries, including pendants, which could be perceived as
icons of particular sacred space to be shared by the bearer'.

In the interaction between image and beholder in Byzantine art the great
role belonged to inscriptions. This is true both for monumental ones on walls,
vaults, cornices and capitals, addressed to the public entering into the church,
and those placed on icons, reliquaries and other precious objects, designed for
exclusively private reading. Andreas Rhoby, who has recently prepared a cor-
pus of such inscriptions-epigrams'®, offers here an article on the performative
nature of this phenomenon. In his opinion, the inscriptions had to animate
“dead” material of hand-made objects to be included into permanently reno-
vating Byzantine “performance” of interacting visual images, written words
and gazing beholders. Rhoby makes an interesting point that written words
could be perceived by illiterate spectators as well, because of the “magic” of
sacred letters, which were an integral part of the iconic image.

'S This point was stressed before in: Lidov A. M. Hierotopy. The Creation of Sacred Spaces as
a Form of Creativity and Subject of Cultural History // Hierotopy. Creation of Sacred
Spaces in Byzantium and Old Russia, p. 29.

'® Rhoby A. Byzantinische Epigramme auf Fresken und Mosaiken (= Byzantinische Epig-
ramme in inschriftlicher Uberlieferung, vol. 1). Vienna, 2009.
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The analyses of inscriptions on icons is the primary focus of the article
by Maria Lidova on a unique monument — the polyptych of six icons
painted by the Georgian hieromonk Joannes Tohabi in the St. Catherine’s
monastery at Sinai in the late eleventh — early twelfth centuries. The Greek
and Georgian poetic inscriptions on the fronts and backs of the icons not
only provide a rare opportunity to understand the worldview of a Byzantine
icon painter but become a key to the interpretation of the general concept of
the polyptych and its iconographic program. As the author argues, six icons
could present a spatial image of a church to be carried for special services
and re-created in the cave chapels around the Sinai monastery.

The Russian part of the collection begins with a fundamental study by
Vladimir Sarabianov presenting a new step in the long-term studies of the
Cathedral of Saint Sophia in Kiev as the major phenomenon of the Early
Rus’. Reconsidering new methodological approaches in studies of relics and
sacred spaces'’, the author offers an original interpretation of the existing ar-
chitectural, archaeological and iconographic material. He suggests that the
inner space of Saint Sophia of Kiev did include not merely the main sym-
bolical structure (narthex, naos and sanctuary) but also a network of numer-
ous micro-spaces where portable altars could be displayed. Those performa-
tive spaces can be reconstructed on the base of images of saints and special
ornamental crosses possibly marking the sites of relics inserted into the walls
and columns of a huge cathedral.

Another non-traditional approach to studies in church iconography one
appears in the article by Vsevolod Rozhniatovsky based on the extencive
materials of his Ph.D. thesis. The title of the article includes the new term
“performative iconography” which is to underline a difference of the au-
thor’s approach from the habitual analyses of sacred images on the walls of
Byzantine and Old Russian churches. Collecting numerous examples,
Rozhniatovsky argues that changing sunlight spots played a significant role
in the perception of images. They emphasized various compositions, images
of saints or iconographic motives in certain moments of the day according to
a well-conceived scenario. Not all the examples discussed in the paper are
equally convincing, but the author succeeded in the revealing a specific and
almost unknown sphere of Byzantine artistic creativity directly connected to
the concept of perfomativity.

A quite different perspective for studying the light in sacred space was
demonstrated by Alexander Melnik who for the first time systematized data on
the lamps in the space of Late Medieval Russian churches, combining the in-
formation from various written sources with a few preserved objects. The re-

17 Eastern Christian Relics / Ed. A. M. Lidov. Moscow, 2003; Hierotopy. Creation of Sacred
Spaces in Byzantium and Old Russia / Ed. A. M. Lidov. Moscow, 2006.
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search not only enriches our very limited knowledge of the interior of the Rus-
sian church in the sixteenth and seventeenth centuries but introduces an inter-
esting topic of “fire performance” which plays a key role in the creation of sa-
cred spaces. It is noteworthy that the topic has its own history and prehistory,
and might become a new research field in the history of Old Russian culture.

Since the century-old classical work Church Performance as a Synthesis of
Arts by Fr. Pavel Florensky, the idea of the interaction of various artistic crea-
tivities in the space of the Old Russian church is no longer novel. Yet only a
few ones have been considered in the analyses of specific examples of the
“synthesis of arts” which had its own image in each epoch. Such a complicated
task has been fulfilled successfully in the article by the art historian Lilia
Evseeva and the musicologist Lada Kondrashkova. They have shown vividly
how the images of hymnography, particular musical forms of chanting, icono-
graphic motives and new style of paintings interacted in the iconic space of
Russian church of the sixteenth century reflecting a spiritual and aesthetical
ideal of their time. In the context of the book, the work is notable for the long-
ing to use formal stylistic methods together with the general historical recon-
struction of the performative spatial icon.

If the attention of scholars studying “fire performance” and the iconic
space of the Russian church of the sixteenth century has been concentrated
on the description of material objects, Olga Chumicheva draws our attention
to another type of performance connected to large-scale historical events and
the representation of the royal power. She has transformed the present au-
thor's notion of "iconic performance” into a new and theoretically developed
concept which can be used not only in the field of Russian medieval history
but in studies of numerous phenomena as well, East and West. As a “case
study”, Chumicheva chose a characteristic historical sample — the devasta-
tion of Novgorod by the army of Tsar Ivan the Terrible. The disgraced city
was punished and partly destroyed according to elements of the iconography
of the Last Judgment. Some episodes, for instance, pushing people under ice
of the river, are visually correlated with such well-known detail of that ico-
nography — one of the sufferings in hell. Thus, political murder and torture
became a kind of performance with clear iconic dimension.

The main spatial icon of the Late Middle Ages in Russia was the Pro-
cession on the Ass, or the Palm Sunday ceremony, which took place on the
Red Square in Moscow. It is the central concern of the article by Michael
Flier who has written a number of important studies on this subject before'®.

'8 Flier M. The Iconology of Royal Ritual in Sixteenth-Century Muscovy // Byzantine Stud-
ies. Essays on the Slavic World and the Eleventh Century. New York, 1992, p. 55-76;
Idem. The Iconography of Royal Procession. Ivan the Terrible and the Muscovite Palm
Sunday Ritual // European Monarchy. Its Evolution and Practice from Roman Antiquity to
Modern Times. Stuttgart, 1992, p. 109—-125.
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In his new work, he directs attention to the image of Tsar, the meaning of
which has been a point of discussion for a long time. Flier argues that the
image had an eschatological sense because the entrance into Jerusalem (in
the specific case of Moscow, into the church of the Intercession of the Holy
Virgin on the Moat) was interpreted as a prototype of the Second Coming.
According to the concept of the performance, probably created by Ivan the
Terrible and Metropolitan Macarius, the tsar leading an “ass” by the bridle
with metropolitan riding on it not only performed the triumphal entrance of
Christ into His city but also manifested an image of the pastor and sovereign
who would lead His people to salvation and to the Heavenly Kingdom. The
project of the Procession deals with a huge spatial icon as well as with an ex-
tremely eloquent example of well-directed “iconic performance” having its
mystical religious and ideological political connotations.

From the point of view of “performative” in Old Russia, the time of Patri-
arch Nikon and Tsar Alexey Mikhailovich is quite comparable to the epoch of
Ivan the Terrible. The brightest example, obviously, is the New Jerusalem
Monastery near Moscow traditionally called a landscape park but nowadays
more often characterized as a “spatial icon of the Holy Land”". A long-time
researcher of this main hierotopic project of the seventeenth century, Galina
Zelenskaya™ in her new article describes and interprets the system of inscrip-
tions literally covering the walls of the Resurrection Cathedral. Their quantity
and variety are striking and create an impression of polyphony by providing
associations with contemporary church singing. By means of those inscrip-
tions the iconic architecture stays in constant dialogue with believers. The au-
thor stresses that we may understand the complex of the inscriptions as a cer-
tain monument of literature combining a pilgrims’ guide-book and a
hymnography collection with a theological and liturgical commentary. It is
noteworthy, that the inscriptions emphasized performative aspects of the sa-
cred space which does not include illustrative flat images.

The topic of the iconic transformation of a real landscape dominates in
the article by Tatyana and Svetlana Yavorskaya who collected and systema-
tized vast materials on the so called “cross mountains”, well known in the
Christian universe since the times of Saint Helene; they received new life in
contemporary religious practice on the territory of Lithuania and some other
countries of East Europe and the former U.S.S.R. The authors introduce new
meanings in the plot typical for anthropological research because of
hierotopic theoretical aspects which give a chance to analyze mechanisms of
the creation of a special type of sacred space where artistic creativity is no
less important than social and religious moments. The authors stress that

' New Jerusalems. Hierotopy and Iconography of Sacred Spaces, 2009.
2 Zelenskaya G. M. Sviatyni Novogo Ierusalima. Moscow, 2002.
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they speak about spontaneous “folk hierotopy” without any well-designed
scenario and high theology. At that, it is possible to reveal some structural
principles of such sacred spaces which often appeared in place of pagan
shrines and possessed a non-formal and in a way non-church character. As
the authors suggest, this specific phenomenon could be compared typologi-
cally with the Wailing Wall in Jerusalem.

A rare feature of this book is the presence of three articles by Japanese
scholars: Akira Akiyama, Shigebumi Tsuji and Michitaka Suzuki. They were
purposefully placed in a separate section at the end of the collection. The idea
of such a section came about in 2008 during the work on my research grant in
Japan designed for the analyses of comparative hierotopy of Japanese and
Christian cultures. Three leading specialists of Christian art in Japan actively
participated in discussions on hierotopy and then agreed to write their papers
presenting their view on the comparison of Christian and national Japanese
traditions. A striking similarity was seen in some cult practices and in the or-
ganization of space around venerated images which could not be explained
with historical connections; so, we may speak about some “supranational” and
‘suprareligious” hierotopic models defined by the very nature of this type of
artistic creativity. At the same time, the authors demonstrate a deep difference
in the understanding of the spatial image and the different nature of performa-
tivity in Japanese tradition. They broaden significantly our ideas and provide
an opportunity to look at the Byzantine tradition from outside — to see it from
another generative matrix (Shinto-Buddhist) radically distinct from the Abra-
hamic (Judeo-Christian-Islamic) tradition. It is a rare opportunity to compre-
hend a native phenomenon from a long distance and to ask questions about the
constitutive principles of the world we try to study.

In general, the articles of this book lay no claim to creating a complete
picture but they can be taken as an introduction to a quite fascinating prob-
lematic. The adoption of new research language allows us to reveal some
layers of culture which stayed unknown to us, to put some unexplored ques-
tions to artistic monuments and written sources and suddenly see many arti-
facts which found no room in traditional studies. It is connected to the most
important and rather complex process of reconsideration of our perception of
an icon as a flat picture. Let us note that the concepts of “spatial icons” and
“performativity” have not only theoretical but also an applied and practical
sense. They might be considered as a kind of new “optics” which allows us
to construct traditional research tools and, finally, to change qualitatively the
field of studies of Byzantine art and culture.

Alexei LIDOV
(Translated by Olga Chumicheva)



