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NKOHbI B OTHe.
BusaHTunckasa neportonms
obpsana AHacTeHapuu

AHACTEHApUS — OJUH U3 PEBHEHUIINX OOPAIOB, COXPAHUBIINICA /IO
HAIIETO BPEMEHU Ha TEPPUTOPHUU UCTOPUYECKON Ppakun, Ceiuac B He-
CKOJIBKUX JIEPEBHAX CeBEPHOM [pery 1 bonrapuy, rje OH U3BECTEH MOJ,
UMEHEM HECTUHAPCTBO. OOPAJ IPOUCXOAUT EXKETOHO B TEYEHUE HE-
CKOJIBKO JIHEW [0 U mocse 21 Masg — TPABOCIABHOE NPA3AHOBAHNA
CsB. Koncrantnna u Enensl. CnaBy AHACTEHAPUU COCTABWII LIEHTPAIb-
HBI PUTYAIT XOXKICHHUS 110 TOPALIAM YIVIIM, B UAEAJIE IPEACTABIAIOIMIT
CBOETO PO/IA PUTYAJIbHBIIA TAHEL] B OTHE, UCTIONHAEMbII IIOCBAIICHHBIMU
«aHACTEHAPUJAMI», KOTOPBIE IEPHKAT B PYKAX CBATBIC UKOHBI U CBA3AH-
HbIC C HUMU KOHTAKTHBIE PEMMKBUY. OTOHb HE TOJIBKO HE OOKUTAET Ha-
XOZAIIMXCA B IKCTATUYECKOM JIBIDKECHUH AJIENITOB, HO ¥ IPUHOCUT HEKO-
TOPDBIM U3 HHUX MCHEJIEHHSI OT Pa3HOOOPA3HBIX — OOJE3HEIL
[Ipoucxopdiee 9yfo0, O MHEHUIO YIACTHUKOB, ABIACTCA CUHEPIUIHBIM
JECTBUEM «OJIATOJATHOTO OTHS>, CBAIEHHOI IIPUPOJIBI APEBHETO 00PS-
Jla 1 0COO0H CHJIBI IIOYUTAEMBIX UKOH-PEIUKBUIL C 00PA3AMU LIAPCTBEH-
HBIX CBATHIX KOHCTAHTHHA U EJIEHBL, KOTOPBIE MUCTUYECKH YIACTBYIOT
B [IPOUCXOJALIEM JEHCTBE.

AHACTEHAPHA JABHO OIKCAHA ¥ NIPOAHATU3UPOBAHA ITHOrPAhaMu
u ricuxonoramut’. OJIHaKO UCTOPUKO-KYIBTYPHBIN CMBICT OOPsifid N3y4eH
CYLIECTBEHHO MEHBIIIE, KAK ¥ €0 BU3AHTUICKUE UCTOKY. HacTosmas pa-
60Ta BIEPBbIE NOCBANIEHA AHACTEHAPUY KAK APYANIIEMY ABIEHUIO BU-

Jevicto ¢ Ogurutpmeri
KOHCTaHTVHOMO/ILCKOW.
®pecka MapkoBa
MOHaCTBbIPS].
Makegonus. XIV B.

The Rite with
Hodegetria of
Constantinople from the
murals of Marko
monastery near Skopje.
Macedonia. 14th cent.
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BTopHun4yHoe aenicTso.
®pecka MOHaCTbIPS
BnaxepHuTtuccsi B
Apta. Koreu Xl B.
PeKOHCTPYKLMSI.

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

BTOpHU4HOE AencTBo
c Oaurntpwueri
KOHCTaHTUHOIMOJICKOW.
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Kpemns. XIV B.

The Tuesday Rite with
Hodegetria of
Constantinople on the
icon from the Moscow
Kremlin. 14th cent.
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XKeprsonpuHoLueHne
JKVBOTHbIX,
AHacteHapus
21.05.2011. oo
A.M. Jingosa

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

3AHTUHCKOY UEPOTOIUH, KOTOPAS COXPAHWIACH B (DOPMAX KUBOT'O CO-
BPEMEHHOI'O 0OPAZA ¥ HAXOAUT YAUBUTEILHBIE TAPAUIENH B BOCTOUHOX-
PUCTHAHCKUX JEHCTBAX ¢ UKOHAMH, U3BECTHBIX B MKOHOIPA(PUU U 110
OIKCAHUAM B CPEJHEBEKOBBIX TEKCTAX’. CONOCTABIEHUE PUTYAILHON
NPAKTUKU ¥ CPESHEBEKOBOM TPAAULIMU MOXKET CYIIECTBEHHO OO0TATUTD
HAIIN 3HAHUA O BU3AHTUICKOMN Ky/IBTYPE ¥ MHOTOE [IOHATb B PUTYAJIbHOM
NPAKTUKE HALINX JHEH.

9Ta paboTa OCHOBAHA KAK Ha CYIIECTBYIOMUX ONMUCAHNAX U HAYIHON
JIATEPATYPE, TAK U HA JIMYHOM OIIBITE, CBOETO POAA «IIOJIEBOM HUCCIENO-
BaHUW>: B Mae 2011 1. MHe YAa10Ch HAOMOAATh MOJHBIA 06/, AHACTE-
HAPUY B TEUECHUE TPEX C MOJIOBUHOU AHEH B JepeBHe Arua Enenu
(TIaBHBIY LIEHTP 3TOTO 00pAAa HEAAIEKO OT I Ceppbl) *, NOOOIIAThCS
C YYACTHUKAMU U 32(DUKCUPOBATH MHOTUE JETAJIN, HE OTPAKEHHBIE
B CIIELIUAILHOM JIUTEPATYPE.

Yramer 00pAga. Peus HIET O ICTATHHO PA3PA6OTAHHOM PUTYAIIE,
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lpoueccus aHacTeHa-
puaos. doto A.M.
Jlnaosa

The Procession of
anastenarides

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

Bce HauMHAETCA TOC/IE BEYEPHU B KAHYH
NPA3/HUKA 21 Mas C TOPKECTBEHHOI IIPOLIEC-
CUHU C IByMs UKOHAMU Koucrantuna u EJICHI:I7
KOTODPAs UIET BOKPYT JIEPEBHU U 31KAHUNBAET-
€4y 0COO0r0 3jaHuA «ATHACMBl> (UCTOYHU-
K4-KOJIOAI1A), BXOAAIIETO B KOMIUIEKC aHACTE-
HAPCKUX IIOCTPOEK. 37€Ch INPOUCXOAUT
OCBAIIEHNE BOJIbI X OKPOIUICHHE IPUCYTCTBYIO-
IIUX, KOTOPOE COBEPLIAET BEPXOBHbIN aHACTE-
Hapuy,. Ha yrpo npasauuka Ce. KOHCTAHTHHA
1 EJIeHBI IPOHCXOAUT «KYPOAHI» — PUTYaTTb-

HOE JKEPTBOIPHUHOLICHHE XKUBOTHBIX (MHOIA ObIKa, B 2014 rofy — cemu
6apaHOB BO IVIABE C CAMBIM OOJIBIIMM YEPHBIM) HA OCOOOM MECTE HEPEY,
«Armacmor». Bo Bpems JKepTBONPUHOIIEHNA HAYMHAIOTCA PUTYAIbHbIC
IKCTATUYECCKYE TAHLIBL, KOTOPHIE IPOJOJDKAIOTCA B TCUCHHUE BCEX TPEX
JHer. JleHb 3aKaHYMBAETCA IEPBBIM «OTHEHHBIM TAHIIEM» HA VIVIAX,
HA KOTOPBIH COOUPAETCS HECKOJIBKO THICAY 3PUTENIEN, PACTIONATAI0IIUX-
CsL BOKPYT OOJIBIIOTO CHENUAIBHO 0O0PYA0BAHHOTO NOJIS € KOCTPHILEM
B LICHTPE.

BOJBIIYIO YaCTh CJIEAYIONMIETO JHA 3AHUMAET OJIATOCTIOBEHUE JJOMOB,
IPOLIECCHA AHACTEHAPHIOB CO CBATBIMY UKOHAMU OOXOAUT IPUMEPHO
TIOJIOBUHY JIEPEBHHU, COBEPIIASA HEGOIBIINE GOTOCTYKEHUA C KUKICHUA-
MU 1 MOJIUTBOCJIOBUAMU B KKJIOM JIOME, 4 O/1arOfjapHBIE XO34€Ba JAI0T
OpEXH ¥ CJIA0CTH — CBOETO POJIA BO3HAIPAKICHHUE, KOTOPOE BIIOCTIE]-
CTBUH JIEJIUTCA MEX/TY BCEMU YIACTHUKAMU IEHCTBA. JIeHb 3aKaHIMBA-
€TCA SKCTATUYCCKUMHU TAHIAMHU C IKOHAMU B «KOHAKI» — ITIABHOM 3/1a-
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lNone ¢ putyasnbHbIM
KOCTPOM /15 [PUro-
ToBsIeHWs yriiei. doTo
A.M. Jlngosa

The field with the ritual
fire-place

336

lMpoueccus BOKpyr
CBSILLIEHHOIO r10J181.
®oT10 A.M. Jlunosa
The procession
around the sacred
field

KoHakun — 3asn cBsi-
LLEeHHOLEVICTBUIA.
®oT1o A.M. Jlngosa
The Konaki — a sacred
hall
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= HUY aHACTEHAPCKOrO KOMILIEKCA. B mocieiHuit ieHb 23 Mas IPOUCXO-
JUT OIATOCIOBEHNE OCTABIINXCA IOMOB IEPEBHY U BEUEPOM €IIE OHO
«XOX[IEHHE IO YIIAM», KOTOPOE 3aKAHYMBACTCA OOJBIION COBMECTHON
TPAIE30i C yUACTUEM BCEX JKUTENEN IEPEBHY U TOCTEN.

My3pika. BaxHas COCTaBIAOMAsA 06psAa — 0CO0ASI CAKPATIbHASL My-
3bIKA ¥ IECHOTIEHH, CONPOBOXK/AIONNE OYKBAILHO BCE ACHCTBA PUTYA-
J1a. [1pr 3TOM K&KIOMY COOTBETCTBYET OCOO0E MY3BIKATIBHOE COIIPOBOX-

YacosHs n Armasma
PSIAOM CO «CBSILLIEH-
HbIM rionem». @oTo

A.M. Jlnposa

The Chapel and the

Agiasma next to the
sacred field

UIKOHBI-penvkBun

c obpa3amu CBB.
KoHcTaHTuHa n
EneHbi. ®oTto

A.M. Jingosa

The Icons-Relics with
St. Constantine and
St. Helena
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KpacHbiti yron B gome,
rAe XpaHUTcs ogHa n3
WUKOH-pennkBuii. PoTo
A.M. Jlngosa

The ‘Red Corner’ for
one of the holy icons
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JEHUE, IO KOTOPOMY YYACTHUKH Y3HAIOT, KAKOE JIEMCTBO PA3BIIPHIBACTCA
B JJAHHBI MOMEHT. My3blKa — apXaU4Had, IOCTPOEHHAS HA COUETAHUN
CTPYHHBIX MHCTPYMEHTOB THUIIA JIMPBI ¥ 6apA6AHOB. [IECHONEHUS TaKKeE,
IO BCEH BUIUMOCTH, BOCXOJAT K JOXPUCTHAHCKOH APEBHOCTH, C OUEHD
CTPAHHBIMU MOTUBAMHY, BO3MOKHO, U3 IPEBHEIPEYECKON MUDOIOrNU —
HAIPUMEP, IUIa4 MATEPU 00 YOUTOM €10 ChiHE. Boobrie Tema I1aya 1 no-
KasHUA UTPAET B OOPSAIE OYCHb BAKHYIO POJIb (3AMETUM, UTO CaMa ITH-
MOJIOTUA HA3BAHUA 0OPAZA BOCXOAUT K IPEYECKOMY ITIATONTY «<TOPECTHO
B3/IbIXaTh» ). HEKOTOPBIE KEHIUHBI TAHIYIOT SKCTATHYECKHE TAHIIBI CO
(JI€3aMY HA [71432X, KAK BO BPEMA [IOKAAHHON MOJIMTBLL B IPABOCIABHON
LIEPKBU

Xponosorua. O6psJ <HECTUHAPCTBA», C HOJIBLIEN BEPOATHOCTBIO,
CYLIECTBOBAJ B BU3AHTUICKOE BPEMS, 4, BOSMOKHO, BO3HUK EIIE B A3bI-
4ECKOH APEBHOCTU. OJJHU ABTOPBI BO3BOAAT AHACTEHAPUIO K IUOHHU-
CHVICKUM MUCTEPUAM, IPYTHE CBA3BIBAIOT C NO3HEAHTUYHBIMU KY/IbT-
MU 60ra comHia u MuTpsl. OfHAKO HET NPAMBIX JOKA3aTEILCTB, 1,
MKOHbI B OTHe.

BuzaHTuiickas nepotonus obpaga
AHacTeHapum




AHacTeHapwv C NKo-
HOWV B pyKax

An anastenarides car-
ring the holy icon

lepoHTHCCa B TaHLe
The Gerontissa in
dance

A.M. Jlngosa
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KPOME TOI'0, XPUCTHAHCKOE COEPKAHUE MPEACTABNAETC CIUIIKOM
3HAYUMBIM, YTOOBI CJIYKUTD JIULIb IPUKPBITUEM A3BIYECKON PEBHOC-
. [TepBoe ACHOE ONMMCAHUE 0OPAIA, KAK MBI €10 3HAEM CETOJHSA, OTHO-
cuTest K 1806 1. Ho eCTb 1 CBUETENBCTBA ATHOIPAPUYEKOrO XapaKTe-
pa: TaK, o6pA/ COXPAHWICA Y IPEKOB, NepeceneHHbIX Hukomaem 1
B KpbIM B epBo# 10s10BUHE XIX B. (CeH9ac €. YepHONONbE OK0JI0 CuM-
(epormons).

CakpaabHOE IIPOCTPAHCTBO. B 1. Arna EneHn BO3HUK eI KOM-
IUIEKC IOCTPOEK, EAMHCTBEHHOE IIPEAHA3HAYEHUE KOTOPBIX — CIIYKUTh
06pany AHacTeHapuH. [JIaBHAA U3 HUX — «KOHAKK> (POJOBOE THESO),
TPEACTAB/AIONMAA COO0I OOJIBIION IPAMOYTOJIBHBIN 31 /I PUTYAIbHBIX
TAHLIEB ¥ COOPAHMIT AHACTEHAPUIOB. B KDACHOM YIVIy PA3MEIAIOTC UKO-
HB, [OAB/IECHHE KOTOPBIX 110 YIPAM OCBALIAET CAKPAILHOE POCTPAHCTBO.
P410M pacIionoxeHbl KypUIbHULIBL ¥ IOAHOC 714 cBeuelt. CieBa — Ka-
MUH, TIEPE; KOTOPBIM HEOOIBIIOE MECIAHOE KOCTPHIIE. K «KOHAKW» TIpH-
MBIKAET KPYIVIOE UCKYCCTBEHHOE NOJIE € OOJIBIINM KOCTPUIIEM B LIEHTPE,
OBHECEHHOE IIPO3PAYHON 3arOpOAKOH. CIEBA OT «KOHAKW» EIIE JBE CaK-
paJIbHBIE TIOCTPOMKHU: ATMACMA ¥ HEOOJBIIAS YACOBHA C HKOHOCTACOM
Y MECTOM JJI1 CBEYEN BHYTPH (O(PULIMAIBHO HE OCBALIEHHAS, HO B OCTAJIb-
HOM HMYEM HE OTINYAIONIAACA OT TUIIOBBIX TPEYECKUX LIEPKBEN). Bee ue-
TBIPE IPOCTPAHCTBA 3a/JCHCTBOBAHBI B IIPOLECCE OOPAZOBBIX MECTBUN
U IDYTUX PUTYAJIOB.

HKOHBI B pHTYaJIBHOM TaHIE. [IOKIOHEHNE IBYyM 0COO0 IIOUUTIE-

lepoHTmcca. ®oto

The Gerontissa
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AHacTeHapuabl nepes
CcOoBepLLeHneM obpsi-
20B0ro taHuya. Poro
A.M. JlngoBsa

The anastenarides
before the ritual dance

TaHuyowme
aHacteHapugbl. PoTo
A.M. Jlngosa

The dancing anaste-
narides

340

MBIM MKOHAM C 06pa3amu CBB. KOHCTAHTHHA U EJIEHBI IO CTOPOHAM OT
Yecruoro Kpecra [ocrofss coctasiseT cepieBuy oopsana. OHU CunTa-
I0TCA BENUKMMU PEMKBUAAMY, KOHCTUTYUPYIOIUMU OOIIUHY, U ACHO OT-
JIMY9AEMBI OT OOBIYHBIX MKOH C 00PA3AMH TEX XKe CBATBIX, KOTOPBIE BCTPE-
YaI0TCA IO COCeACTBY. MKOHBL He ApesHMe, KOHLA XIX — mepBoi
NOMIOBUHB! XX BB. B OfHy 113 HUX BPE3aH4a JOCKA OT 607IEE CTAPOH NKOHEL,
HEKOIYIA CIACEHHOM B IOKAPe. MKOHBI XPAHATCA 110 OTAENBHOCTH B IBYX
YACTHBIX JIOMAX JIEPEBHU, TJIE IS HUX CIELUATIBHO 0O0PY/I0BAHbl OCO-
Oble KOMHAThI-MONEIBHU. KKIbIV IEHb OOPSid HAUMHAETCS U 3aKaHYU-
BAETCA € OCOOO MPOLIECCUN TOPKECTBEHHOTO IIPUHECEHNS UKOH U YCTa-
HOBJIEHUA VX B «KOHAKI, 4 3ATEM BO3BPAILECHIA HAa HOYb B CBOU JIOMA.
Kaxziplit puTyan HAYUHAETCA C MOJIUTBEL IVIABBI OOIIUHBI («AaPXUAHA-
CTEHAPUJEC>) IEPES, UKOHAMHU, KOTOPBIY KaK Obl NCIPAIINBAET 6J1Ar0-

MKOHBbI B OrHe.
BusaHTuiickas nepotonus oopsaa
AHacTeHapum




CTIOBEHUSI OT CBSITBIX OOPA30B, 4 3aTeM OJIATOCIABISIET CAM BCEX YUACT-
BYIOIIUX B 06psijie, CTOS iepe/; UIKOHAMHU. BarocioBenue, Ipoucxofs-
11e€e B ABIMY KUKICHUI U TIOJ 3BYKH CAKPAIBHON MY3bIKU, COCTOUT BO
BPYYCHUU IBYM BUJHBIM YICHAM OOIIMHBI MKOHHBIX JJOCOK, B TO BPEMS
KAK OCTJIbHBIE TIOMYYAIOT CBAIMEHHBIE TOKPOBBI OT HKOH, YBEITAHHBIC
«TaMaTOF» (61aTOAPCTBEHHBIMU JIAPAMH B BHIC METAIIIYCCKHX TIIAC-
TUH), WU «CUMaJIFs> — OCOOBIE MOCBATUTENBHBIE TIATKH, KOTOPHIE
TPAAUIHUOHHO MPUHOCATCA B AP UKOHAM, XPAHATCA BMECTC C HUMH
U BOCTIPUHUMAIOTCS KAK HEKUE KOHTAKTHBIE PEMMKBUH, B 3ATATHON
TPAIULIN U3BECTHBIE KaK «brandea».

C MOMEHTA BPY4YEHUS CBATHIHY YUACTHUKU OOPAAA IPEOOPAKAIOTCS
13 OOBIYHBIX JIIOZIEH B CBOETO POJIA MEAUYMOB, T10/1y4as OCOOYIO 6/1a-
TO/IaTh, MUCTHYECKU COEAUHSIOTCA CO CBATBIMU ¥ O6PETAIOT CIIOCO6-
HOCTb K 3KCTATUYECKOMY TaHITY, KOTOPBII PACCMATPUBAETCA KK (hOp-
Ma MOJIITBBI ¥ OOOKEHHUA. AHACTEHAPHJIBI TTOBTOPSIOT CTIEIIHATbHBIC

TaHubI Ha yrisx. doTo
A.M. JinpgoBa

Dance on burning
coals
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pUTYyasnbHBIE BUKEHUS, IBUTAACH B 3aMCE/VICHHOM PHTME, KaK OBI
B TIOJIyCHE, BMECTE OHU CBOMM KOJIICKTUBHBIM /IBFKCHUEM BBIPE3AIOT
B MPOCTPAHCTBE TPSIMOYTOIBHOTO 3a7a (DUTYPY, HATOMUHAIOMIYIO
KpeCT. MHOTHE JIBUTAIOTCS C 3ATIPOKUHYTBIMU JUIAMHU, TPOU3BOJISA
BIICYATJICHHE OCIEMIINX: JKEHIIUHBI TIOPOH HATIOMUHAIOT IPEBHErpE-
YeCKUX TAHIYIOMUX MEHAJ HAa aHTUYHBIX penbedax. [Ipu aToM He
BO3HUKAET BIICUATICHUS TEATPAIBHOCTU — CKOPEE MHOTOBEKOBOTO

VIKOHbI B OTHE.
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TaHew Ha yrsix

C UIKOHOW

The dance with the
holy icon on coals
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puTyana, COXPAHUBIIETOCHA B TEHETUYECKON NAMATH. MKOHBI B PyKax
MOBEPHYTHI IMKAMHU K I'PYAX HOCALIETO, TAK YTO BOSHUKAET OLIyIIe-
HHE, YTO OH OOHUMAET UX B IIPOLIECCE TaHIA, 00Pa3ysa OFHO LIENOE CO
CBAIEHHON PENUKBUEN ¥ N300PAKEHBIMU HA HEH CBATHIML
Ornennoe JercTBO. CBAMECHHBIC TAHIIB! B <KOHAKM» MOTYT PACCMAT-
PUBATHCA KAK IPEYTOTOBICHUE K KyJIbMAHALIN PUTYaIa — <IMPOBAC-
cuy» (OTHEXOX/EHUIO). [I0Ar0TOBKA KOCTPA, IIPEBPAIAIONIETOCS B IIbI-
JAIOIIKE YW, COCTABIIET OTAENBHBIA 00psaA. BOKpyr KocTpuima
AHACTEHAPU/IBI COBEPIIAIOT OCOOBII TAHELL: B3SBIIACh 3 PYKU, OHU PUT-
MUYECKH JIBUTAIOTCA BOKPYI KOCTPA, IPUOJIMKAACH K HEMY BCE OIIIDKE.
Topsmue yIim JO/DKHBL CO3[ATh CAKPANIbHOE IPOCTPAHCTBO BBICIIETO
YPOBHS, B KOTOPOM MEPECTAIOT JEUCTBOBATh (PU3MYECKUE 3aKOHBI
U IPOUCXOJUT OOOKEHNE — MPEOOPAKECHUE OOBIYHBIX JIOJEH B CYIIe-
CTBA BBICIIETO NOPAAKA. CBATBIE UKOHbI BXOAAT B OTOHb BMECTE CO CBOU-
MU CITYKUTENAMU U B UJIEATIE «TAHLYIOT> B PACKAJIEHHON CPeJie, ABNAACh

RATITIE A

AP 4 > ' 4

N

UL TOAiEH CBOETO PO/ia 3AMUTON. B MOHATUAX UEPOTONUU PEUb UAET
0 CO3aHMHU N1eP(OPMATUBHOIN UKOHBI, 00pa3a-IOCPETHUKA, YCTAHAB-
JIUBAIOIIETO HEPA3PBIBHYIO CBA3b 3EMHOTO U HEOECHOIO, 3pMMO IIPEJ-
CTaBJLIOLIETO Uy/I0 NIPEOOPKEHUS, B KOTOPOM PEAIPHOE 1 MUCTHYEC-
KO€ IIEPEIVIETEHBI /IO TIOMHON HEPA3MUIUMOCTH. brubnerickas meragopa
«BOXKECTBEHHOTO OTHS» IPUOOPETACT B 3TOM KOHTEKCTE TICUXO(pH3HYe-
CKU OIYTUMYIO KOHKPCTHOCTD U IIPH 3TOM COXPAHACT CUITY MKOHHUYEC-
KO0 00pa3a, TAK WK MHAYE NEPEKUBAEMOTO BCEMHU TPUCYTCTBYIONH-
MH.

MHTepeceH BOIpOC 0 CUMBOIMIECKOM CMBICIIE 0OPAIA «THPOBACCUY,
€ro IPOUCXOKICHHN U CBA3HU € TounTaHueM CBB. KoHCTaHTHHA 1 EIEHDL
K coxanenmio, y HaC COBCEM HET IMCbMEHHBIX HCTOYHHKOB, Ha KOTODbIE

MKOHBbI B OrHe.
BusaHTuiickas nepotonus oopsaa
AHacTeHapum
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- MOKHO OBLIO ObI OIEpEThCA. HeKoTopbIe nccie-
JOBATE/N YKA3bIBAIOT Ha CBA3b CB. UMIIEPATOPA
KoncranTuna BelmKoro ¢ CoMHEYHBIMU Ky/IBTa-
MH, KOTOPBIE MOIVIH HOCTYAHTb OCHOBOH 00psI-
J1a «OTHEXOXKJIEHUSA»!, B 3TOI CBSI3U BCIIOMMHA-
0T UMEBLIUI I'OCYAAPCTBEHHBIA CTATYC KYJIBT
6ora conHua [enmoca, TUraHTCKad CTaTys KOTo-
pOro 6bUIA YCTAHOBJIEHA HA KOJIOHHE B LIEHTPE
KoncTranturonons. ITof BUIOM COMHEYHOTO H0-
JKecTBa nmounTaics Koncrantun Benukuii u na-
e caM XPUCTOC, TOCKOJIBKY B JIy4€BOM BEHELL
Temoca 6bU1a BMOHTUPOBAHA BEMKASA PENHK-
By CB. [Bo3ng o1 Kpecra [ocniofns, Ipucias-
Has UMIIEPATOPY €0 MATepbIO CB. Enenoit u3
Hepycamma.

3aHUMATENbHBIE NPEJAHUA COXPAHUIKUCH
B YCTHOM (DOJIBKIOPE aHACTEHAPUAOB. Cormac-
HO OfHOMY 13 HUX, B XIII BeKe CIy4rIOCh Uy-
J0: LIEPKOBb C MKOHAMHU 3aI'OPEJIACh, X UKOHLI
CTJIX B3bIBATH O MOMOIIY U3 CTPAIIHOIO [0-
apa. JIroAu BOLLIN B OTOHb U CIIACIH CBATHL-
BepxosHbiti BpysaeT  HIO, [IPU 3TOM BCE OCTAIUCh HEBPEAUMBL boee o3THYHOe U TeCHO

WKOHY U151 PUTYasIbHO- « _
FO TaHUA B KOHAKM, CBA3aHHOE C UKOHOI'PA(hUEN CKa3aHKe ObUIO COOOIIEHO B IPYTOM YCT

®ot0 A.M. Jlnnosa HOM pacckase. Cp. EneHa mocnana cBoeMy CbiHy B KOHCTAHTHHOIIONb
The ) BEJIMKYIO pesukBuio Kpecra focrnoass, KoTopas XpaHuIach BO JIBOPIIE.
Archanastenarides

gives the holy icon for ~ BO BpeMA 0Cazibl KOHCTAHTHHONONA TYPKAMK B 1453 T BECh TOPOJ GBI
a ritual dance OKPYXCH OTHEM, U CBATBIHE IPO31Ia rubenp. Torya cB. ummepartop Kos-

CTAHTHH COMIEN C HEOEC, 3a0pal PEMMKBUIO U3 IBOPLIA U ITPOIIEI C HEH
HEBPEJAUMBII CKBO3b OT'OHb. B TaMATh 06 3TOM 4y/i€ U COBEPIIAIOTCA
XOJKJICHNA C MKOHAMHU-PEIUKBUAME B OTHE, 4 HA UKOHAX N300PakKaI0T-

TaHuytouass MeHaaa.
Penbed Il BH.3.
BputaHckuii my3en
The dancing menade
on the relief from the
British Museum. 2nd
cent. AD
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Bonpoc 0 NpOUCXOXKIEHIH ¥ KOHKPETHOY CUMBOJIMKE OOPAIA OCTAETCA
OTKPBITBIM U C UICTOPUYECKOI TOYKU 3PEHVE OfJHUM U3 CAMBIX HHTPUIYIO-
IIUX: KAK ¥ [IOYEMY «OTHEHHOE JEHICTBO» OKA3AI0Ch CBA3AHO C IIOUUTAHU-
eMm CB. KoHCTanTiHA 1 E/eHB! 1 UX MAFCKUM NIPpa3gHOBaHuEM? U 371eCh
W3YYEHUE OTHEIBHBIX MOTHBOB B KOHTEKCTE BU3AHTUIICKON U B LIEJIOM
CPEIHEBEKOBOY PAKTUKY OOPAZIOB ¢ UKOHAMU, IOOOHBIX 3HAMEHUTOMY
«BTOPHUYHOMY uyzy> ¢ Opurutpreii KOHCTAHTUHONOMBCKOH, MOXET OKa-
34TbCA YPE3BBIYANHO IIOZOTBOPHBIM. B 1IEJIOM paccMOTpeHne AHAaCTeHa-
UM KaK BU3AHTUIICKO! IIPOCTPAHCTBEHHON MKOHBL, JOLIEAIIEH O HAC
B COBPEMEHHO! PUTYATBHO NPAKTUKE, OOEMAET MHOTO HHTEPECHBIX OT-
KpbITUi. CIPABEVIABO 33yMATHCA U O METOLOIOTHIH TOTOGHBIX PEKOHCT-
YKL, KOTOPBIX €I1E HET B BUSAHTUHUICTUKE. B 9TOM NEPCIeKTHBE [IPe]-
JIATAEMOE BHUMAHUIO UCCIIEJOBAHUE CIIPABEIUBO PACCMATPUBATD KAK
TIOCTAHOBKY POOIEMBI, HE IPETEH/YIOMIYIO HA OKOHYATE/BHBIE OTBETDL
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Icons in Fire. The Byzantine
Hierotopy of the Anastenaria Rite

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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