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NEPOTOIINA.
CO3AAHUNE CAKPAJIbHbBIX ITPOCTPAHCTB
KAK B TBOPYECTBA 1N IIPE/IMET
NCTOPUYECKOI'O NCCJJIEAOBAHUA

HccnenoBanus OCIEAHEr0 BPEMEHU IO3BOJIIOT IOHATh, YTO Ba)kKHEH-
Iee UCTOPUKO-KYJIbTYpHOE 3HAUE€HUE PENUKBUHA M UyJOTBOPHBIX HKOH CO-
CTOSUIO B TOW POJIM, KOTOPYIO OHM HUIPajd B OPraHU3alUd KOHKPETHBIX
CaKpaNbHBIX TPOCTPaHCTB'. PeMKBHY M 0CO60 MOYMTABIIMECS MKOHBI CTa-
HOBWJIMCh KOHCTHTYHpPYIOLIEH OCHOBOW, CBOCOOpa3HBIM CTEpKHEM B (hop-
MHUPOBaHUM ONpEAEICHHON MPOCTPAaHCTBEHHON cpeabl. OHa BKIJIIOUana Kak
MOCTOSIHHO BUAMMBIC apXWUTEKTYpHbIe (JOpPMBI U pa3HOro poja H300paxe-
HUS, TaK U PETYJISIPHO MEHSBIIHECS JIUTyPrUYeCcKUe TKaHU U AParoleHHYIo
yTBapb, CBETOBBIE ()(HEKTHI U 3amaxu, OOpsSAOBBIE KECTHl H MOJIUTBOCIIOBUS,
KOTOpbIE KaXAbIH pa3 CO3[aBajd YHHKaJIbHBIM NPOCTPAHCTBEHHBIH KOM-
IUIeKC. B HEKOTOPBIX ciydasx Takasl Cpefa MOIJIa CKJIAAbIBATHCS CTUXHUIHO.
OpHaKo CYyHIECTBYET MHOTO TIPUMEPOB, OCOOCHHO B JIpeBHEH TpajuINH, KO-
I7la MBI BIIpaBe TOBOPHUTH O 33IyMaHHBIX M IOCJIEIOBATEIbHO pEaln30BaH-
HBIX IPOEKTaX, KOTOPBIE MOT'YT U JIOJDKHBI OBITH PACCMOTPEHBI B Py BaK-
HEHIINX UCTOPUIECKUX TOKYMEHTOB.

Ha nam B3risia, mouyTH MOMHOE OTCYTCTBHE Hay4yHBIX pabOT B JAaHHOM
HAaIpaBJIeHHH BO MHOTOM CBSI3aHO C TEM, YTO B COBPEMEHHOM SI3bIKE HET aje-
KBaTHOTO TEPMMHA-NIOHATHUS, 0003HAYAIOIIEro 3Ty cdepy aesrensHocTH. [1In-
POKO pPacHpOCTPaHEHHBIH TEPMHUH «CaKpaJlbHOE INPOCTPAHCTBO» HE MOT B
MIOJTHOW Mepe COOTBETCTBOBAThH 3aade, MOCKOJIbKY MMEET CIHMIIKOM OO

' Vmerotest B Bumy HayuHble mporpammbl L[eHTpa BOCTOYHOXPHCTHAHCKON KyIBTYpHI, Ha-
nieImue oTpakeHue B paae myonukanuid. CM.: UymoTBopHas nkoHa B Buzantun u Jlpes-
Heit Pycu / Pen.-coct. A. M. Jlunos. M., 1996; Jluoog A. M. CsiiieHHOE IPOCTPAHCTBO pe-
mkBuit // Xpucruanckue penuksun B MockockoM Kpewmie / Pen.-coct. A. M. JIugos. M.,
2000, c. 3-18; Jluoos A. M. PenmukBun Kak CTEpP>KEHb BOCTOUYHOXHCTHAHCKOH KYJIBTYPEI //
Bocrounoxpuctuanckue penuksun / Pen.-coct. A. M. Jlumos. M., 2003, ¢. 5-10.
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XapakxTep, OMMCHIBas MIPAKTUUECKH BCIO cepy penurno3noro. Heckonbko et
Ha3a/] GBLIO MPETOKEHO HOBOE MOHATHE — «HepOTOMHs” . CaM TepMHH T0-
CTPOEH II0 TIPHHITUITY COYETaHUSI TPEUECKUX CIOB «HUEepOCy» (CBSILEHHBIN) H
«ToToCY» (MECTO, MPOCTPAHCTBO, MOHSTHE), TOYHO TaK YK€, KAK U MHOTHE CJIO-
Ba, YKOPCHUBIIINECS B COBPEMEHHOM CO3HAHMHU 32 MOCIEAHUE CTO JIeT (K MpH-
Mepy, ukoHorpadus). CyTh MOHSTHS MOXET ObITh c(OpMYJIHpOBaHA Clie-
IYIOLIM 00pa3oM: uepomonus — 9Mmo co30aHue CaKpaibHblX NPOCMPAHCINS,
paccmompentoe Kak ocooblil 8U0 MEOPUeCmBa, d MaKHce KaK CHeyuanrbHdsl
0011aCMb UCTOPULECKUX UCCLe008aHULL, 8 KOMOPOU 8bIAGNAIOMCA U AHAIU3U-
PYIOMCs KOHKpemHble npumMepbl OAHHO20 meopyecmsd. 3aiada NepoTOTINN Ha
COBPEMEHHOM 3Tare COCTOUT B OCO3HAHHH CYIIECTBOBAaHHSI 0COOOTO U BechMa
KPYITHOTO SIBJICHUSI, HYXKIAIOIIEToCsl B ONPEeNICHHH TPAHHUI] €ro HUCCIIeI0Ba-
TEJTECKOTO TIOJISI ¥ pa3pabOTKe CHENHATBHBIX METOJIOB U3yUeHHSI.

Kak npencrasisiercsi, HanOONBUIYIO MPOOJIEMY B HEPOTOIMH COCTABIISIET
cama KaTeropusi «CakpajabHOTO», KOTOpasl MPEIIojaraeT pealbHOe «IPUCYT-
cTBre boxue» 1 He oTHeNrMa OT «IyJOTBOPHOTOY», TO €CTh HE CBSI3aHHOTO C
JIeSTHAEM PYyK YelloBeYeCKHX. BhIIaromuiicss TEOPETHK KyJIbTyphl U aHTPOTIO-
nor Mupue Dnuaje, MOCBATUBIINN P KHUT (PEHOMEHY CaKpallbHOTO, BBEIN
CTEIUATBHYIO KaTeropuio «uepodanus»: «Bcskoe CBAIIEHHOE TPOCTPAHCTBO
MperonaraeT Kakywo aubo nepodaHnio, HEKOe BTOP)KEHHE CBSIIEHHOTO, B
pe3yJbTaTe Yero U3 OKpy KaroIero KOCMUYecKOro MpOCTPAaHCTBA BhIIENETCS
KaKas-JIM0O TEPPUTOPUS, KOTOPOH MPUAAIOTCS KAYECTBEHHO OTJIUYHBIC CBOM-
cTBa»’. B KauecTBe XapakTepHOro npuMepa uepodanuy M. Dinaze IpUBOIUT
3HAMCHUTHIN OMOJNEHCKuil CloxKeT 0 «cHe MakoBay, pacCKa3pIBAIOIINI O JIECT-
HUIIC C aHTeJIaMH, COSJIMHUBINEH HeOO U 3eMITt0, T1ace boxkbeM U CTpouTeIh-
cTBe anrtaps Ha cBaToM mecte (beiT. 28: 12-22).

Bocrone3yemMcsi IMEHHO 3THM CHOKETOM JUISl TOTO, YTOOBI pa3rpaHu-
YUTh UepO@anuo U uepomonuro M, COOTBETCTBEHHO, apTUKYJINPOBATh CIIe-
nuduky Harmero moaxona. B OmbOmelickoM pacckase omucaHue COOCTBEHHO
HMEPOTOMUYECKOTO MPOEKTa HAUMHACTCS ¢ MpoOyx)aeHus MakoBa, KOTOPBIi,
BJIOXHOBJICHHBI! CHOM-OTKPOBCHHEM, HAUMHACT CO3/IaBaTh CaKPAIbHOE TIPO-
CTPaHCTBO, KOTOPOE JIOJDKHO MPEBPATUTh KOHKPETHOE MECTO B «JI0M boxkuii
u Bpata HeOecHble». OH YyCTaHAaBIMBAeT KaMeHb, CIYXHUBIIAH €My H3TO-
JIOBBEM, MTOT00HO TTAMSTHUKY, HAa KOTOPBIH, KaK Ha IMEPBOAITAPH, BO3INBACT
elied, TMPOU3BOJUT IEPEHMEHOBaHME MecTa, npuHuMmaer 00eThl (BbIT.
28: 16-22). Tak MaxkoB, Kak M BCE €ro MOCIEA0BaTEIN-XPaMO3IaTelH, CO3-

% TlomsiTre 1 TepMHH GBUTH chopMyTHpoBans! B 2001 T. U BIepBEE 0G0CHOBAHBI B MOEM IOK-
nane «The Byzantine Hierotopy. Miraculous Icons in Sacred Space», npountanHoMm 14 sHBa-
pst 2002 T. B HEMELIKOM HHCTHUTYTE HCTOpUH HcKyccTBa B Pume (Bibliotheca Hertziana).

3 Eliade M. Le sacré et le profane. Paris, 1964. Ora xe paGora: Dnuade M. Csmennoe u
mupckoe / [lep. H. K. T'ap6osckoro. M., 1994, c. 25.
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JTAeT peaNbHYI0 MPOCTPAHCTBEHHYIO Cpedy, KOTOpas BhI3BaHA K JKU3HU He-
potanueli, cogepkuT o0pa3 OTKPOBEHUS, HO, KaK CO3/IaHHE YEIIOBEUECKHX
PYK, OTIIMYAETCs OT 00KECTBEHHOT'O BUJICHHS.

[Ipuobienue k 4y A0TBOPHOMY, COOTHECEHUE C HUM OMPEEISIeT 3aMbl-
ceJl MPOCTPaHCTBEHHOTO 00pasa, HO caMmo T0 cebe 00KeCTBEHHOE OTKPOBE-
HUE HAXOJIUTCS BHE cephl YEIOBEYECKOrO TBOPUYECTBA, B KOTOpPOE, TEM HE
MEHee, BXOJWT M BOCIOMWUHAHHME HEpO(paHHU, W €€ aKTyallu3alus BCEMHU
JIOCTYIHBIMH CPENICTBAMH, U COXpAaHEHHE BUIVMOTO, CIBIIIMMOTO, OCs3ae-
Moro obOpasa. Ilo-BHauMOMy, IMEHHO TOCTOSIHHOE COTPSDIKCHHE W WHTEH-
CHUBHOE B3aMMOjelcTBre uepodanny (MUCTUYECKOTO) U HEPOTONHH (ITUI0/a
yMa U PYK YEJIOBEUECKUX) OMpEEsIeT CaMble CYIIECTBEHHBIE YePThI CO3/1a-
HUSl CaKpaJbHBIX MPOCTPAHCTB, MOHATOTO KAaK BHJ TBOPYECTBA. 3aMETHM
TaKXe, 4TO MOJXOJl, UCIOJIb3yeMbli M. Dnuajie 1l aHajdu3a CTPYKTYpPhI
Mu(da 1 ero CUMBOJIMKH, IMEET MPUHITUITHAIBHO APYTrod (GOKYyC W MHOE HC-
CJeI0BaTEIbCKOE TOJIE€ B CPaBHEHUHU HAIIMMH 3aJa4aMH, YTO, OJHAKO, HE
MIPETIATCTBYET €0 MCIIOIB30BaHUI0 B HEPOTONMHUYECKAX PEKOHCTPYKIIHAIX.

HepoTomnus kak THT AEATETHHOCTH TIIyOOKO YKOpPEHEHA B MPUpPOJE de-
JIOBEKa, KOTOPBIM B Tpollecce 0CO3HAaHUsI ce0si JyXOBHBIM CYIIECTBOM BHa-
Yaje CTUXMHHO, a IOTOM OCMBICIIEHHO (pOpMHUpPYET KOHKPETHYIO Cpely CBO-
ero oOmeHus ¢ BeicIIMM MUpoM. Co3IaHHWe CaKpaNbHBIX IPOCTPAHCTB
MOJKHO CPaBHUTH C N300pa3NUTENIbHBIM TBOPUYECTBOM, TAK)KE OTHOCSIIIUMCS K
BH3YaJlIbHOH KyJIbType M HEOCO3HAHO IPOSBIIIONIMMCS HAa CaMBIX PaHHUX
sTamax QopmupoBaHus TUIHOCTA. ONHAKO B OTIIMYUE OT H300PAKCHHIA,
CO3/1aBaeMbIX B CJIIOKHMBIIEHCS KYJIBTYPHOH HapajurMe, BKIFOYAIONIESH mep-
BbIe YPOKH PHCOBaHUS M aKaJEeMUU W3ALIHBIX HCKYCCTB, HAYKY MCKYCCTBO-
3HAHMS M XyJIOKECTBEHHBIM PBIHOK, — CO3J[aHUE CAKPAIbHBIX MPOCTPAHCTB
MPOCTO HE OBLJIO YBUACHO U OCMBICICHO KaK CaMOCTOSITEIbHOE SIBJICHHE H,
COOTBETCTBEHHO, HEe OBLIO BKIFOYEHO B KYJNBTYPHBIA M HAYYHBIH KOHTEKCT
HOBOEBPOIECUCKOHN ITUBUIIU3AIIUH.

[MosutuBuctckas uaeonorus XIX B., B paMKax KOTOpO# chopmMupona-
JIOCh OOJBIIMHCTBO W3 CYIIECTBYIOIIUX HBIHE TYMAHUTAPHBIX JUCIUILIUH,
He Bujena B «3(eMEepHOM» CaKpallbHOM IPOCTPAHCTBE MPEIMETa HCCIE0-
BaHUs: OOJIBITMHCTBO MUCIUILTAH OBIJIO CBSA3aHO C KOHKPETHBIMH MaTepH-
aTbHBIMA O00BEKTaMH, OyIb TO KaPTHHBI WIH MMAMITHUKU apXUTEKTypHI, Ha-
POJIHBIC OOPSIBI WIIM TEKCThI. TaKKe W CO3/IaHUE CAaKPAIBHBIX MPOCTPAHCTB
HE TIOJYYWJIO CBOETO MECTa B CIIOXHBIIEHCS CUCTeMe I'yMaHHWTapHOTO 3Ha-
HUS, CTPYKTypa KOTOpOTO Oblla MpenompezesieHa «IpeAMETOICHTPHIHON
MoOJIeNbIo» onucaHus mupa. CrienoBarelbHO, He Oblia chopMyaMpoBaHa
crienuanbHas 00JIaCTh MCCISIOBaHMs, U, COOTBETCTBEHHO, HE BO3HHKIIA Jic-
TUTHMHAs JUCIHIUINHA, MTPEoararmnas cCaMOCTOATEIbHYI0 METOIOIOTHIO
Y NOHSTUIHBIN S3BIK.
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[Ipu 3TOM HEnmb3sl cKa3aTh, YTO MPOOJIEMATHKA CAKPAILHOTO MPOCTPaH-
CTBa B HayKe He OOCYXKIallaCh: pa3IMYHbIE ACIEKTHI TEMBI 3aTParuBarOTCs
penuruoBenieaneM, ¢unocodueii, KyJIbTYpOJIOTHEH, HCKYCCTBOBEIECHHEM,
apXeoJIOTHUEH, ITHOJOTHEH, (QOIBKIOPUCTUKOM, (utonorueii. OMHAKO OHH
pelany 3aJa4u CBOMX MUCIMILIVH, BBIACISUIM Ty WIH UHYIO TPaHb SBICHUS,
HE TIBITasICh OCMBICIIUTB €T0 KaK CaMOJIOCTaTOYHOE TIEII0e.

UccnenoBanne cakpaibHBIX IMPOCTPAHCTB HECOMHEHHO TpeIoyaraer
UCTIONIb30BaHNWE HEKOTOPBIX TPAAMIHOHHBIX TOIXOIOB HCTOPUH HMCKYCCTBA,
apXeoJIOTHH, 3THOJOTUH, JIMTYPTUKH, OOToCioBUs, (QIOCOPHU, PEIUTHH H
JIPYTUX JUCIHIUIMH, HE COBMAas MPH 3TOM HU C OJHOW M3 HuX. MepoTonmro
HEBO3MOXHO CBECTH TOJIBKO K MHUPY XYIOKECTBECHHBIX 06p330B, KaK " K CO-
BOKYITHOCTH MaTE€PHAJbHBIX MPEIMETOB, OPTaHU3YIOIINX CaKpaIBHYIO CpPENy,
WM K OTMCAaHHIO PUTYAJIOB U COIMANBHBIX MEXaHM3MOB, UX OIPECIISIONINX.
OO6psix B MEPOTONMMUECKUX MPOEKTaxX HrpaeT 3HaUMMYIO pOiib, HO HE MEHee
BOKHBIMH TMIPEACTABIIFOTCS 1 COOCTBEHHO XYIO0)KECTBEHHAs M OOTOCIOBCKO-
JUTYpPrUdecKas COCTABILIONINE, KOTOPBIE OOBIYHO HE M3Y4aloTCsS B paMKax
STHOJIOTHH U COIMO-aHTPOIIONOTHH. [Ipy 3TOM MepOTONMYECKHiA 3aMBICEN HE
yIAeTCsl OMUCATh KaK MPOCTOE COeTMHEHHE Pa3iIuiHBIX (OPM XyH0’KECTBEH-
HOTO TBOPYECTBA, IOJIE3YSICH XOPOIIO HM3BECTHBHIM KOHIIENTOM CHHTE3a WC-
KyCCTB, KOTOPBIA TIPHOOpPET MCKIIOYNTENFHOE 3HAUEHHE B STIOXY MOJCpPHH3-
Ma. IMEHHO 3TOT acIleKT BBI3BIBACT BO3paXXCHHUA B BbIﬂaIOHleﬁCH 110 FJ]yﬁI/IHe
Y OpUTHHAJIBHOCTH MBICIH paboTte 0. [TaBna dnopeHckoro «XpaMmoBoe AeicT-
BO KaK CHHTE3 MCKYCCTB»', B KOTOPOii CTABHTCS BONPOC O BBICIIEH XYI0KECT-
BCHHOCTH BC€X KOMIIOHCHTOB 6OFOCJIY)I(GHI/IH BHC IIOCTaHOBKH HpO6J'IeMI)I
CO3JIaHUsI CaKpalbHBIX MPOCTpaHCTB. BojkeCTBEHHOE M 3CTETHUYECKOE pac-
CMaTPHUBAIOTCS UM KaK eTMHas CTHUXUS B JIyXe HEOPOMaHTHUECKHX HICOJIOTEeM
3MOXH (Cp. € «IBETOMY3BIKOI» A. CKpsIOWHA), SBUBIIUXCS CBOETO POJa Kyilb-
MHHAIMEH Tpoliecca CaKpalu3alllil CTETHYECKOTO, HAYaBLIETOCS B JIOXY
Bo3spoxkeHus’. B KOHTEKCTe MEpOTONHM HPOCTPAHCTBO HE MOXKET ObITh
MIPECTABICHO KaK CKOJIb YTOAHO CIIOXKHBIN CHHTE3 apTe(akToB, MTOCKOIBKY
MUMeeT NPUHIUITHAIEHO HHYIO IIOPOXKIAFOIIYI0 MATPHILY.

Heporonmueckuii moaxon TMO3BOJSET BBIABUTH 3Ty MAaTpHIly, ONpere-
JSBIIYEO CTPYKTYPHBIA 3aMbICEN KOHKPETHOTO MPOCTPAHCTBA, KOTOPOMY OBI-
JI1 COIMOAYHMHCHBI BCC BUJIHUMBIC, CIIBIIIMMBIC W OCA3aCMBIC (bOpMI)I. Baxxno
0CO3HAaTh, YTO MPAKTHYECKU BCE MPEIMETHl PEIMIMO3HOTO MCKYCCTBAa M3HA-

* @uopenckuii IT. A. Uikonocrac. V36pannsie Tpyas! 1o nekycetsy. CII6., 1993, c. 285-305.

3 06 stux sBaeHnx B XIX—XX BB. cM.: Mypuna E. B. TIpo6neMbl CHHTE3a IIPOCTPAHCTBEH-
HBIX UCKyccTB. M., 1982. CMm. takke: Coxonog M. H. Ab arte restaurata. O cakpaJlbHOCTH
3CTETHUYECKOTO B «meportonum» Hosoro Bpemenu // Meportonus. VccnemoBanue cakpaiib-
HBIX IPOCTpaHCTB. Martepuansl MexayH. cumnosuyma / Pex.-coct. A. M. JIunos. M., 2004,
c. 47-52. TlomHbIi TEKCT cTaThH MyOiuKyercs B kuure: Meporonus. CpaBHUTENBHBIE UC-
cienoBanus / Pen.-coct. A. M. JIunos. M., 2006 (B neuatu).
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YaJIbHO 3ayMBIBAJIMCh KaK KOHCTUTYUPYIOIIHUC JIEMECHTBI «UE€POTOIMNMYCCKOI0O
MPOEKTa», BKIIOUYEHHBIE BO B3aHMOCBS3aHHYIO CTPYKTYPY OCOOOTO cakpaib-
HOro npocrpadcTBa. OHAKO MBI, 32 PEAKUMH UCKIIOYEHUAMH, IPAKTHYECKH
HE «CIpaIIMBaeM» XyI0KEeCTBEHHBIC MAMATHUKU 00 3TOH POIOBOH 0COOCHHO-
CTH, OUYEBHHO, MHOTOE OTIpEEIMBIICH B HX BHEIIHEM OOJIHKE.

YTBepKAeHHE B HAYYHOM CO3HAHUM MOHSTHUS «HEPOTONHUS», CAMOH BO3-
MOKHOCTH MEPOTOIMYECKOTO MMOIX0a KaK JOMOJHUTEILHON (YOPMBI BUICHHS
TO3BOJIMT, Ha HAll B3IJIAM, HE TOJIBKO MO-HOBOMY B3IVIIHYTh HA MHOTHE TpH-
BBIYHBIC SIBJICHUSI, HO CYIIECTBEHHO PACIIMPHUTL O0JIACTH HCTOPHUYECKUX HC-
ClleI0BaHMH. 3HAMEHATEeNIbHO, 4TO IIeible (OpMBI TBOpUECTBA HE IOJIYUYMIIH
CBOCT'O MECTAa B HAYKC U NPAKTUYCCKH HEC OMNHMCHLIBAIMCH UMECHHO H3-3a OTCYT-
CTBHUSI MEPOTONHMYECKOTO MOAX0Aa, HE CBI3aHHOIO C TO3UTUBUCTCKOM KIaccu-
¢uxanueit npeameros. K npumepy, Takoe orpoMHOE SIBIEHHE, KaK ApaMaryp-
rusag CBETA, OKa3aJIOChb BHE TI'paHUIl TpaaUIIUMOHHBIX CHeHHaJIBHOCTeﬁ, HEC
Tornazaas npsMo B KOHTEKCT HU UCTOPUH MCKYCCTBA, HU 3THOJIOTHHU, HU JIUTYp-
rukd. [Ipu 3TOM MBI TOYHO 3HaeM M3 MUCBMEHHBIX MCTOYHHMKOB (HampHMep,
BU3aHTUHCKUX MOHACTBIPCKUX YCTaBOB), HACKOJBKO AETAJIBbHO pa3palarbiBa-
JIOCh CHCTEMa CBETOBOKUTaHUH, TMHAMHYECKA MEHSBLIAsCS B mpouecce 00-
rociyxeHus’. B onpeiesicHHEIE MOMEHTBI CBET BBIIENST OT/IENBHBIE H300pa-
KEHHsS WIN CBSILICHHbIE IPEAMETHI, OPraHMW3ys KakK BOCHPHUITHE BCETO
XpaMOBOI'O IMPOCTPaHCTBA, TaK M JIOTUKY IMTPOYTCHUA €0 Hanboee 3HAYMMBIX
snemenToB’. CHpaBeINBO YIOTPEOUTH CIOBO «IPAMATYprHs», MOCKOIBKY
XYZAOKECTBEHHO-IpaMaTHiecKas COCTaBJIIONIAsi B 3TOM TBOpYECTBE ObuIa
HUYYTh HE MEHbIIIE 00D I0BO-CHMBOJTHUECKOI".

Cka3aHHOE OTHOCHTCS U K cpepe CO3JaHMs 3alaxoB, Mpernoiaraomei
KaXIbIli pa3 0oco0oe coueTaHne KaKICHUH, 0JIar0yXaHusl BOCKOBBIX CBEUCH
U apoMaTHUYeCcKOro mMaciia B Jlammaaax. KaxJplii yyacTBOBaBLIMK B MPaBo-

% XapaxtepHsiii mpuMep naeT THIMKOH KOHCTAHTHHOMONBCKOIO MOHACTHIPs IIaHTOKpaTOpa:
BLymuvipckuti M. H. Buzantuiickoe 60rociay’keHle y UKOHbBI COINIaCHO THUIHKY MOHACTBIps
IManTokpatopa 1136 r. // UynorBopHast ukona B Buzantuu u [pesneii Pycu / Pen.-cocr.
A. M. JTugos. M., 1996, c. 154-157; Congdon E. Imperial Commemoration and Ritual in
the Typikon of the Monastery of Christ Pantokrator // Revue des études byzantines, 54
(1996), p. 169-175, 182—184. O cBeToBO3KHTaHMAX cM. Tarke: Theis L. Lampen, Leuch-
ten, Licht // Byzanz — das Licht aus dem Osten: Kult und Alltag im Byzantinischen Reich
vom 4. bis zum 15. Jahrhundert, Katalog der Ausstellung im Erzbischéflichen Didzesanmu-
seum Paderborn / Ed. Chr. Stiegemann. Mainz, 2001, S. 53-64.

Peub nzer kak 0 CBETOBOIKUTAHUSX, TAK U 00 €CTECTBEHHOM COJHEYHOM CBeTe, (P (PEeKThI
KOTOPOTO TOYHO M M3bICKAHHO MCIIOJIB30BAJIMCh CPEIHEBEKOBBIMU Xpamo3areinimu: Pota-
mianos I. Light into Architecture. Evocative Aspects of Natural Light as Related to Liturgy
(Ph. D. Diss. University of Michigan, 1996).

O CHMBOJIMKO-TUTYPrHYECKUX acHeKTaxX 9TOH APaMaTypriu ¥ rPOMagHOM 3HAYCHHU CBETA
B BU3AHTHICKHX ONMHCAHUAX BaKHEHIMX XpaMmoB cM.: Isar N. Choros of Light: Vision of
the Sacred in Paulus the Silentiary's poem Descriptio S. Sophiae // Byzantinische For-
schungen, 28 (2004), p. 215-242.
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CJIaBHOM OOTOCITy’KEHHH 3HAeT, KaKyl0 OTPOMHYIO pOJIb B BOCIPHUATHHU Xpa-
MOBOI'O IIPOCTPAHCTBA UTPAET MaxXHYLIWH J1aJaHOM ABIM OT KaJWJIbHHIL, KO-
TOPBIN TO MOSIBIISIETCS, TO UCYE3AET, CO3/AaBasi KOJICOIIOILYIOCS IPU3PAUYHYIO
cpeny, MpeoOpaXkarollyio BCe BUAUMBIE NPEAMETHI U M300paxeHus. Moryt
3aMETUTh, YTO KAXKICHUS PETYIUPYIOTCS yTBEPKAECHHBIMY YUHOIIOCIENA0BA-
HusAMH. OJHAKO CaMU YMHOIIOCIIEAOBAaHUS CYHIECTBEHHO MEHSUIMCH Ha Mpo-
TSOKEHHH BEKOB . KpoMe TOro, KOHKPETHAsl CHTYallusl KaXIoro Xpama MiId
TOPOACKOH cpelbl onpeAeisaoT GOpPMbI KaXKISHHH B 3aBUCUMOCTH OT MECT-
HBIX TPaJULUH, XapakTepa apXUTEKTypPbl, 0CO00 MOYUTAIOUINXCS B TAaHHOM
XpaMe CBATBHIX MOILEH M 4yJOTBOPHBIX MKOH. HemanoBakHbIM (akTOpOoM
ABIsieTCs. 00pPa30BaHHOCTh U OJNAPEHHOCTH CBSIEHHOCTYXHTENICH, B ITOM
cdepe He MEeHee BaXKHasA, UM, HallpUMep, B LIEPKOBHBIX IECHONICHHUSX.

CioBoM, cO31aHHE 3aM1ax0B MPEANoaraeT HHINBUYaIbHO TBOPUECKOE
HA4ajo, KOTOPOE B pALE CIy4yacB €le M KOHLENTYyaIbHO NMPOLYyMaHO. XpH-
CTHaHCKasl KyJbTypa yHacleoBalla B 3TOH 00JIacTH BeNHKUE TPaAULIH
HpesHero Boctoka, BocnpuHATEIE Yepe3 00rociayke0HyI0 TPaAULUI0 BETXO-
3aBeTHOrO xpama'’. O6palleHne Kak K HyJeHCKHM, TaK M JPEBHEPHUMCKAM
MIACBMEHHBIM HCTOYHHMKAM HE OCTABIIIET COMHEHMS, YTO UHAMBHUAYyaJbHbIE
JpaMaTypruy CBETa U 3alaxoB MPAaKTUUYECKH BCeraa ObLIM YacTbi0 KOHKPET-
HOTO 3aMBbICa CAKpalIbHOTO MPOCTpaHCTBa. MepoTonuyeckuii moaxox Mo-
3BOJIUT C(HOPMHUPOBATH IS 3TUX SIBICHUH a/IeKBaTHOE HAy4YHOE I0Jie, B KO-
TOPOM pa3lIUYHbIE KYyJIbTYPHBIE SIBICHHS CMOTJIH OBl HM3Y4aThCsl Kak
COCTaBJISIIOIINAE €AUHOTO MPOEKTA.

Pemenuro 3Toil Ha NEpBBIM B3IV HECIOKHOM 3aJadyd NPEHsSTCTBYET
(GyHIaMEeHTaNbHBI CTEPEOTHII CO3HAHHA. B OCHOBE TO3UTHBHUCTCKOTO YHH-
BEpCyMa JIEKUT caM MPEeAMET, BOKPYT KOTOPOrO BBICTPAaUBAETCA BECH MPO-
LIeCC MCCIeN0BaHMs, KaK Obl JaJeKO B Pa3HbIE CTOPOHBI OT 3TOrO IpeAMETa
MBI He oTxonwimH. OfHAaKo ceifyac CTAaHOBUTCS Bce Oosiee SCHBIM, YTO IEH-
TPOM YHHUBEpPCYMa B IPEACTABICHUSIX HOCUTEIEH IPEBHEN H CPETHEBEKOBOM
PEIUTHO3HON Tpanuluy ObIJIO HEBEIECTBEHHOE M OJHOBPEMEHHO PEajbHO
CYILIECTBYIOIIEE IPOCTPAHCTBO, BOKPYT KOTOPOTO BBICTPAUBAJICS MUP NPEA-
METOB, 3BYKOB, 3alaxoB W HWHBIX 3(dekros. MepoTonmueckuii moaxos mo-
3BOJIICT YBHIETH XYyIOKECTBEHHBIE OOBEKTHI B KOHTEKCTE IPYrod MOIEIH
MHpa U IPOYUATATh UX I10-HOBOMY.

% XpuCTHAHM3AIMK JPEBHEPUMCKOH MMIEPATOPCKOH TPAamMIM B 5TOH cdepe HOCBSIIEHO
uccinenosanue: Caseau B. Euodia: The Use and Meaning of Fragrance in the Ancient
World and their Christianization, 100-900 (Ph. D. Diss., Princeton University, 1994).

10 Heger P. The Development of Incense Cult in Israel. Berlin — New York, 1997. Cwm. Tak-
ke Te3ucel M. bapkep (Meportomust. ViccnenoBanue cakpaibHBIX IPOCTPAHCTB.., C.73—75) u
crartbio: Barker M. Fragrance in the making of sacred space: Jewish Temple paradigms of
Christian worship // Ueporonus. CpaBHnTenbHbIe HccnenoBanus / Pex.-coct. A. M. JIunos.
M., 2006 (B neyaru).
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He orpunas 3HaueHHs] HCTOYHUKOBEIYECKOTO, CTHIIMCTUIECKOTO M HKO-
HOrpau4ecKoro MoaxoJ0B, Kak U JI000r0 BHEIIHETO ONMHCAHMS MPEIMETOB,
HEePOTONHS [I03BOJIIET OTKPHITH [IOKA €Ille HE BOCTPEOOBAHHBIN UCTOUYHUK MH-
(dopMaryu, KOTOPHIi 3a0KEH B MHTEPECYIOUINX HAC XyJI0KECTBEHHBIX 00b-
exTax. BmecTe ¢ TeM MOBTOpUM: HEPOTONUYECKUI MOAXO HE SBIAETCA CIe-
IU(UIECKH NCKYCCTBOBEIYECKUM, XOTS U CIIOCOOCH CYLIECTBEHHO OOHOBUTH
METOOJIOTHIO TPAJIULIMOHHON UCTOpUEN UCKyccTBa. Peub WIeT 0 BpeMEHHOM
YXOJ€ C «IPEeAMETOLCHTPHUYHOTO» MO AJsl TOrO, YTOOBI BEPHYTHCS B ATY
cdepy UCCIEIOBaHUH ¢ «HOBBIMU TJIa3aMI» U YBHIETb, KOTZIa 3TO BO3MOXKHO,
B 3aHMMAIOIIEM Hac apredakre ero ¢pyHIaMEHTAIbHYIO COCTABJIAIOLIYIO, 3a-
JIO’)KEHHYIO B ITOPOJUBIIEN €r0 NPOCTPAHCTBEHHOM KOHLEIIIUH.

IIponomxas pa3MbIIUIEHHAS O TPaHUIAX UCTOPHM MCKYCCTBa, MBI 3ala-
€MCsl BOIIPOCOM: IOYEMY HCTOPHSA CPEIHEBEKOBOIO HCKYCCTBA OKAa3allaCh
CBEJICHA K «IIPEIMETOTBOPUECTBY», a POJIb XyJI0KHUKA OrpaHU4eHa cpepoit
OoJiee nnu MeHee BBICOKOTO pemecna? He mopa jam paciimpuTh KOHTEKCT 32
cueT BBEJCHHs 0COGOI (UIyphl CO3NATENs CAKPATBHOIO MPOCTpaHCTBA? '
Peup nper He 0 co3narene «XyIOXKECTBEHHBIX IPEAMETOB», OyIb TO apXu-
TEKTYpHbIE (POpMBI, CKYJBNTYpHas NEKOpALus, KUBOMUCHBIE PaOOTHI, JIU-
Typru4eckasi yTBapb WK TKaHHU. B To ke Bpemst ero poib He cBoauMa K (u-
HAaHCHPOBAHMIO IIPOEKTa, OHA HMMEIa OYECHb BAXHYIO XyI0’KECTBEHHYIO
COCTaBISIIOLIYI0. B onpeneneHHOM CMBICIE CO3JaTeNb CaKpalbHOIO Ipo-
CTPAHCTBA SIBJIAJICS XYyIOKHUKOM, Yb€ TBOPYECTBO HAIOMHHAET AEATENb-
HOCTh COBPEMEHHBIX KHHOPEKHCCEPOB, OPTaHU3YIOLUIUX PadOTy caMbIX pas-
HBIX MacTepoB. C ATOM TOUKHM 3pEHHUS CO3/aTeNId CaKpaJbHBIX MPOCTPAHCTB
JOJDKHBI OBITH PACCMOTPEHBI KaK SBJICHWE HCTOPHH UCKYCCTBA.

Takue TMYHOCTH XOPOILIO U3BECTHBI, HO UX MCTUHHASI POJb COKPHITA 3a
00IIMM HaMMEHOBAaHUEM «3aKa3uuku». OIHAKO OTHIOAb HE BCE 3aKa3UMKH
OBUIM CO3/1aTeNsAMU CaKpajJbHOI'O MPOCTPAHCTBA, XOTS BO MHOTHUX CIyd4asx
uX (GYHKLUUH COBIATAIH.

B 3anmagHO-eBpoOIeHCcKOi TpaauIuy 3HAKOBOW (UTYpPOI B 3TOM OTHO-
IIEHUH MOXeT ObITh mpu3HaH ab6at Cyrepuii, co3laBIINil B COPOKOBBIX
rogax XII B. KOHIIENIIHIO TEPBOr0 FOTHYECKOr'O MPOCTPAHCTBA B cobope
Cen-Jlenn'”. ®ynkunn Cyrepus He MOTYT OBITh CBEICHB HU K (PHHAHCH-
pOBaHHUIO, HU K MOAOOPY KalIpoB, HM K OOTOCIOBCKOW HporpamMme, HU K
pa3paboTKe HOBBIX OOPSIOB, HU K XYyJIOKECTBEHHOMY NPOEKTUPOBAHUIO,
UKOHOTpa)UYECKUM WIM CTHJIMCTHYECKUM HHHOBALMSIM, XOTS OH 3aHU-

"' I10it Teme GbIT MOCBsAIIEH Hamr JoKTax «Co3aaTenb CAKpPANbHOTO MPOCTPAHCTBA KaK (e-
HOMEH BH3aHTHHCKOW KyJbTYypBD» Ha KOH(epeHInH «XynoxHuk B Busantum» (I1uza, HoO-
s16pb 2003) — cm.: Lidov A. The Creator of Sacred Space as a Phenomenon of Byzantine
Culture // The Artist in Byzantium / Ed. M. Bacci. Pisa, 2006.

12 Panofsky E. Abbot Suger and Its Art Treasures on the Abbey Church of St.-Denis. Prince-
ton, 1979.
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MaJyics BCEMHU 3TUMHU BorpocaMu. OIHaKO, KaK SICHO M3 TPAKTaTOB CaMOTO
Cyrepus, CBOIO TJIaBHYIO 3a7ja4y OH BHJIE] B CO3JIJaHUU 0COOON MpPOCTpaH-
cTBEHHO# cpebl'”. OHA CO3/1aBANIACh PA3THUHBIMU CIIOCOOAMH, BKITIOUAs KaK
OOBIYHBIC XYJO)KECTBEHHBIE CPEJICTBA, TaK U O0COObIe «MHCTAILUBIIII) U3 pe-
JIMKBUM, apXUTEKTYPHBIX YCTPOUCTB, CBEUCH U JIAMITaJ, «OXKHUBABIIVX)» B CIIC-
[IUAITBHBIX 00TOCTYX)eOHBIX 00pagax. MHOTOYHCIIEHHBIE CTUXOTBOPHBIC HAI-
TIICH, PACIIONIOKEHHBIE B HAN0O0JIee BaYKHBIX YaCTIX LEPKBH, CIIY)KHIIH CBOCTO
poa KOMMEHTapHUsIMHU, PACKPBIBAIOLIMMH 3aMbICEN CaKPAILHOTO MPOCTPAHCT-
Ba. B 3THX KOMMEHTapHsAX COIEPKHUTCSA KUY K MOHUMAHHUIO JIPaMaTyprHH
CBeTa, KOTOpasi OTpe/eNsiila HOBYIO MPOCTPAHCTBEHHYIO KOHIIETIIIHIO coOopa
Cen-Jlenn'". 3HamenatensHo, uTo Cyrepmii MpsIMO yKa3sIBaeT HA CBOM 00pa3-
sl B Uepycamnve n Koncranturomone, ocodenro B Cesatoir Codun. Oue-
BUHO, YTO PeYb He MAET 00 OCOOCHHOCTSIX apXUTEKTYPHI WM XPaMOBOH Jie-
KOpaluK, pazuTeNIbHO OTIMYABIIMXCS OT MEPBOTO TOTHYECKOTO 3aaHus. 1o
Bcell Bumumoctd, Cyrepuii uMeeT B BUAY 0Opasbl MPOCTPAHCTBA, KOTOPHIC
CO3/IaBAJIUCh BEJIMKHMH HMIIEPATOPaMU M CTAHOBHIINCH BO BCEM XPUCTHAH-
CKOM MHpE UCTOYHUKOM BJIOXHOBEHHS U PUMEPOM TS TIOAPAKAHHSL.

HetictButensHo, nmpumep KOcTHHMaHa Kak CBATOTO «CTpouTes» Benu-
koii llepkBu cram Ha Beka 00pa3loOM IS BU3aHTHHCKUX HWMIIEPATOPOB,
KOTOpBIE TOBOJIEHO YacTO BBICTYIIAIM B POJIM CO3JaTeNell CaKkpalbHBIX IMpPO-
crpaHcTB. Poms HOcTHHMaHa, oTOMpaBIIeTro TIIaBHBIX MacTepOB U HArpas-
JSIBILIETO YCWJIMSI THICAY PEMECIICHHUKOB, Oblla YOEOWTENbHO OIMKMCaHa ero
coBpeMeHHIKOM 1 6rorpadom ITpoxormem B VI B."”, a Takke KpacHOpedHBo
npencraBieHa B «Ckazanuu o crpoutenbctBe CBaroit Codum» («Diegesis
peri tis Agias Sofias»), OTpa3uBLIEM KaK UCTOpHYECKUe (aKTbl, Tak © MHDO-
Joremsl, cymiectsoBaBine B Buzantunm 1X—X BB'C. D10 HE MIPOCTO BOCXBa-
JIeHWe BCEMOTYIIETO MPABUTEIS, HO TOMBITKA ITOKa3aTh UCTHHHYIO POJb UM-
neparopa. [Ipokonuii crienuaasHO OTMEUAET, YTO ACATCIHHOCTh KOcTHHMaHA
HE CBOAWJIACH JIUIIh K (PMHAHCHPOBAHHIO — HUMIIEPATOP BKJIABIBAT B CO3-
nmanve Bemukoit Llepksu Bech cBoii yM 1 mymieBHbIe criibl (De Aedificis, 1.67),
YUYacTBYsl B PELICHUH YHCTO apXUTEKTYPHBIX BOIIPOCOB M B 3TOM aKTHBHO CO-
TpynHuYas ¢ 30auuMu AHpumueM u3 Tpamn u Mcunopom u3 Munera, KOTo-
pBIM OH NaBai opuruHanbHbEIe coBeTh (De Aedificis, 1.68—73).

B «Cxka3anuun o crpoutensctBe CB. Codum» mosmyiiereHaapHsiii 00pas
co3zaressl YHUKAJIBHOTO CaKpajlbHOTO MPOCTPAHCTBA OKOHYATENBHO CJO-

'3 Cm. manpumep, 'De rebus in administratione sua gestis': Ibid., p. 62-65.

!4 CoBpeMeHHBIIT aHATH3 HEOIIATOHMYECKNX MCTOKOB KOHIENIMH abbarta Cyrepus cM.: Har-
rington L. M. Sacred Place in Early Medieval Neoplatonism. New York, 2004, p. 158-164.

' De Aedificis in Procopii Caesariensis Opera Omnia. Lipsiae, 1962—1963; Ilpoxonuii Kecapuiickuii.
Boitna ¢ roramvu. O noctpoiikax / Iep. C. I1. Konnparsesa. M., 1996, 1.21-78, c. 147-154.

' Scriptores originum Constantinopolitanarum / Ed. Th. Preger. Bd.2. Leipzig, 1907;
Dagron G. Constantinople imaginare. Etudes sur le recueil des Patria, Paris, 1984.
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xucs' . Mpl y3HaeM, 4To 00pa3 Bemukoii LlepkBu OBLT OTKPHIT UMITEPATOPY
aHTeJIOM, SBHBIIEMCS BO CHe-BuaeHUU (Diegesis, 8). B npyrom smmzoze an-
rell, O0JIadeHHbIN B IMITEPATOPCKHE O/ICTHUS U IyPIyPHBIE CAaHAINH, SBIIS-
eTCsl OJTHOMY U3 30[I4MX, MTOBEJIEBAs €My CIeNaTh TPU OKHA B ajTapHOM ar-
cuge kak cumBon Cestoir Tpouusr (Diegesis, 12). Cornmacno CkazaHHIO,
IOcTuHnan pykoBOOWI BCEM yKpallleHHEM LIEPKBH, BKIIIOUas OPraHU3AIUI0
anTapHoro mpoctpancTBa (Diegesis, 16, 17), cucreMy MHOTOYHMCICHHBIX
JIBEpell M pa3jielicHHe NPOCTPAHCTBAa IEHTPAIBHOTO Heda Ha YeThIpe ca-
KpaJIbHBIE 30HBI TPU TOMOIIM TaK Ha3bIBAEMBIX «palCKuX pek» (Diegesis,
26), cienpl KOTOPBIX €Ile M ceifyac BHAHBI HA MPAaMOPHOM IOy Xpama
(un. 1)'®. Kpome Toro, mo mnpukasy IOcTHHHaHA B KYOT M KOJOHHBI
Cs. Codun ObuM BIIOXKEHBI penukBUH. [Ipu momomw mepeHeceHus IMpo-
CITaBIIEHHBIX PEIIMKBHHA UMIIEPATOP CO3/IAT OCOOBIE MPOCTPAHCTBEHHBIE 30HBI
BHYTpH LEpKBU. XapakTepHslii nmpumep — Konoxenn CamapsHKH, KOTOPBIN
10 TpHKa3y uMIepaTopa Obul nepeHeceH u3 CaMapuu M YCTAHOBJICH B FOTO-
BOCTOYHOM YTy Xpama, BOCHPOU3BOIA TaM KOHKPETHYIO 4acTb CBSTOH
3emmmn. Bee Bumer nestenprOCTH FOcTHMaHa 1o co3ganuio Cesroit Codun
OT CaMBIX KOHKDPETHBIX JI0 BBICOKOXYOXKECTBEHHBIX MOTYT OBITH OCMBICIIC-
Hbl KaK €IMHOE LIeJI0€ — BHYTPEHHE OPraHW30BAHHOE, XOTS, Ha IEpPBBIN
B3IJIS11,, © HEMHOI'O CTPAHHOE COYETAHUE PA3IMYHBIX 3aHATHN.

3HaMeHaTeNbHO, YTO TaKOe K& coueTaHue GOopM AeSTETLHOCTH MOYKHO
HaiiTh B bubmuu, onmceiBaromiei, kak ColIoMOH co3maeT BeTxo3aBeTHbINH
xpam'’. Umenno ¢ ConomonoMm coctsizaetcst FOctunuan, crpost cBoro «Be-
JTUKYI0 TIEPKOBBY. BemomuuM croketr 3 CkazaHusi, KOrJa BO BpeMs Iiepe-
MOHHAJIBHOTO BXOJla B TOJILKO 4TO mocTtpoeHHyr CB. Coduro HOctuHmnan
BOEKal Ha aMBOH, BO3JIENI PYKH U TOp KeCTBYIole Bo3rinacui: «Crasa boey,
yoocmousutemy mMeHs cogepuiums maxoe oeno. A nobeoun mebds, Conomony
(Diegesis, 27)".

Cocrszanue ¢ napem CoJIOMOHOM, MPOCTABICHHBIM CO3/aTEIEM BEU-
YalIlero xpama, SBJISNIOCh YCTOMYMBOM MapagurMoi MOBEJAEHUs ISl Cpea-
HEBEKOBBIX IpaBUTENICH-XpaMo3aaTelici, paboTarIIUX HaJ KaKUM-JIM0O
KPYIHBIM TIpoekToM” . TIpHHIHNHATEHOE 3HAYCHHE [T STUX COMOCTABIIC-
HUH UMeno To, yTo COJIOMOH TOIBKO PeaTn30BhIBA 00KECTBEHHBIHN MPOEKT,
KOTOPBIM pyKoBoJuaI caMm l'ocnions. BuzaHTuiickue UMnepaTopbl, CTPEMUB-

"7 Tbid.

'8 Majeska G. Notes on the Archeology of St. Sophia at Constantinople: the Green Marble
Bands on the Floor // DOP, 32 (1978), p. 299-308.

' Scheja G. Hagia Sophia und Templum Salomonis // Istanbuler Mitteilungen, 12 (1962),
p. 44-58.

2 Koder J. Justinians Sieg iiber Solomon in Thymiama. Athens, 1994, p. 135-142.

2! The Temple of Solomon. Archeological Fact and Medieval Tradition in Christian, Islamic
and Jewish Art / Ed. J. Gutmann. Missouls, 1976.
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mmecs cpaBHUTHCS ¢ COJIOMOHOM M JIaXke MPEB30WTH €ro, BCerAa MOMHUIIH,
YTO BEAyIIasl PoJib B CO3AAHMHM Xpama WM JII0OOro OPyroro CakpajibHOTO
MPOCTPAHCTBA MPUHAIIEKUT caMoMy ['ocriony. Beskuit pa3 oHuU Jdib BO-
TUTOIIAJIN 3aMbICell, clieAysl HacTaBleHusM Bcemoryiero Cosnarens. bonee
TOT0, BCE MPABUTEIM IOMHWIM O BBICIIEM IPOTOTHUIIE CBOEH XpaMo3JaTelb-
HOW aesTenbHOCTH, omcanHOM B Kuure Mcxon (Mcx. 25-40), B koTopoii
umMeHHO ['ocmonp ABIsSETCS cO3/laTeNeM CaKpalbHOTO MpocTpaHcTBa CKH-
Huu. OH HacraBisieT Mouced Ha rope XopuB, U3laras €My BEChb NPOEKT
CKHMHHH, OT 001l CTPYKTYpPbl IPOCTPAHCTBA O AeTanel TeXHOJIOTHU U3IO-
TOBJICHUS CBALICHHBIX OJEKA. XapaKTE€PHO, YTO ITOT KOMILJIEKCHBIA NMPOEKT
onpeaensercss B bubnuu ciaoBoM 'favnit', 4TO 03HAYaeT OJHOBPEMEHHO 00-
pa3, Mozenb u npoekT. bor BeIOpan mactepa benanens mis npakTudeckoit
peanu3anuy CBOErO MPOEKTa, CO3JaBas Ha BEKa MOJICNIb OTHOIIECHUH MEXIy
CO3/IaTeNsIMA  CaKpaJbHBIX MPOCTPAHCTB U «CO3JATENAMU TIPEAMETOBY,
KpPacHOpPEUMBO Ha3BaHHBIX B OuOielickoM Tekcre «ymenblamm» (Mcx. 35:
30-35)*. Co3naHne CakpaabHBIX MPOCTPAHCTB 3EMHBIMH MPABHTEIAMH MO-
XKeT OBITh PAaCCMOTPEHO KaK MKOHUYECKOE IOBEACHHE II0 OTHOIIECHHIO K
Brnanpike HeOecHOMy. [laneko BbIXoAsIIee 3a rpaHUIbl OOBIYHBIX MPEICTaB-
JIeHUH 0 3aKa3e, OHO JOJDKHO CTaTh CHOXKeTOM Oojiee mogpoOHOTro Hccueno-
BaHMs, MPEANOJIATAOIEro HEIbId P UCTOPHUUECKUX PEKOHCTPYKLUHM KOH-
KPETHBIX CaKpaJIbHBIX MPOCTPAHCTB.

OpMH 13 TakMX 3aMBICIIOB, CBA3aHHBIN C YyJOTBOPHBIMU MKOHamu B Co-
¢un KoHCTaHTHHOMONBCKOM u mMIiepatopoM JIsBom Myapeim (886-912),
GBI HEJIaBHO PEKOHCTPYMpoBaH. Kak IO3BONAIOT CyJIUThb NpPAMBIE M KOC-
BEHHBIC CBUJICTENBCTBA Pa3HOOOPa3HBIX HCTOYHUKOB, uMIieparop JleB coeau-
HUJI B OJTHOI IPOCTPAHCTBEHHOW MPOTrpaMMe MOYUTAEMbIEe PEIMKBUU U Uy I0-
TBOPHbIE MKOHBI, HACTEHHbIE MO3aHKH M DPACIIOJIAraBIIUECS PAAOM C HUMHU
CTHXOTBOPHBIE HA/IUCH, 0COObIe 0OpsIBl M 00pas3bl M3 MUCHMEHHBIX M YCT-
HBIX CKa3aHU, KOTOPbIE BO3HUKAIN B IIaMSTH BXOJSILETO MPU BHIE KOHKPET-
HBIX CBSTBIHb. Bce BMecTe, CO3HATENbHO COOpPaHHBIC U NMPECTaBICHHBIC KaK
HEKOe IIeJI0e, OHM CO3JaBajid 0COOYIO MIPOCTPAHCTBEHHYIO cpeay Mmmepartop-
ckux Bpar CB. Coduu — rIaBHOTO BXOJa B IMIaBHBIA XpaM HMIepuH (UL 2).
BakHeiiniell cocTaBisIoOIel cpenbl, €6 HEBUINMBIM CTEPXKHEM ObUIM MOCTO-
SIHHO TIPOMCXOJMBILIKE B 3TOM MPOCTPAHCTBE UyAOTBOPEHUS, O KOTOPHIX CO-
00IIaI0T MHOTOYKCIIEHHbIE TAJIOMHUKH. B HEKOTOPOM CMBICIIE caMK TPaHHILIBL
cpenbl ObUTH OIIPEAEICHBI 30HOM 0COOBIX 4y IOTBOPEHHH.

2 B HOBOM HAy4HOM TIEpeBOJIe BeTX0ro 3aBeTa HCIIONB3YETCs MMEHHO 3TO CIIOBO, B OTIHUHCE OT
KaHOHMYECKOTO TYMaHHOTO «MyJphble cepanem»: Berxuit 3aser. [lepeBox ¢ apeBHEEBpEHCKO-
ro: Kaura Hcxona / Ilep. u kom. M. I'. Cenesnesa u C. B. Tumenko. M., 2001, c. 102—-103.

2 Lidov A. Leo the Wise and the miraculous icons in Hagia Sophia / The Heroes of the Or-
thodox Church: New Saints of the Eighth to Sixteenth Centuries / Ed. E. Kountoura-Galaki.
Athens, 2004, p. 393-432.
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I'maBHBIM AEHCTBYIOIIMM JIMIIOM B IPOCTPAHCTBEHHOM ApaMaTypruH, BO-
TUIOLIABIIEH TOMHUHUPYIOLIYIO HJICIO MOKAasHUA KaK IMyTH K CIIACeHHI0, Oblia
yynoTBopHasi ukoHa boromartepu Uepycamumckol, roBopuBiias ¢ Mapueit
Erunercko ¥ ykasaBilas € IIyTb CHACEHHUS M BO3MOXKHOCTb HCKYIUICHUS
rpexos’*. 3HaMEHATENBHO, UTO 5TAa HKOHA, pAaHEE HAXOMMBIIAACSA y BXOJA B
0azunuky ['poba ['ocnomnst B Uepycanume, Obiia pacnosnoxena JibBom Myn-
PBIM TaKke y BXoza, Ho yxe B KoHcrantuHomnosne — y Mimmeparopckux Bpat
Casitoit Codun. TakuM 0Opa3oM, yCTaHABIMBAIOCh MHCTHYECKOE €IHMHCTBO
NPOCTPAHCTB JIBYX BEIMKUX XpaMoB: 00pa3 MepycaauMcKoil CBATHIHH CO CBO-
M OpEOJIOM JIMTEPaTYPHBIX aCCOMUALNN U CHUMBOJIMYECKUX CMBICIOB IEpe-
HocwiIcs B KOHCTaHTHHOIMOIBCKMM XpaM, TA€ CTAHOBHWIICS YacTBIO JPYToro
HPOCTPAHCTBEHHOTO 00pa3a — HOBOTO UEPOTONHMYECKOIO IIPOEKTA.

Wpnest nepeHeceHus cakpajabHOTO MPOCTPAHCTBA OblIa KIIOYEBOH B 3aMbIC-
Jie BU3aHTHICKOIO MMIEPATOpa, U 3TO TOJBKO OJWH NPHMEP pa3BETBICHHOM
MIPAaKTHKH, COCTABIISIBIIEN €/1Ba M HE ITIaBHOE HAIIPABJICHHE CPETHEBEKOBOM
ueporomuu. C 3TUM SIBJICHHEM CBs3aHa CIOKHEWIIas mpoOiieMa pa3iuyueHus!
«CBSITOTO MECTa» M «CBSILIEHHOTO MPOCTPAaHCTBa», KOTOPOE MbI MHOrAA 00be-
JmHsIeM Goltee OBILIM TIOHATHEM «TOMOCy™ . [lepeHeceH e IPOCTPAHCTBEHHOTO
o0pa3za He O3Ha4YaeT MCUYE3HOBEHHE MecTa, Oojee TOro — Tomorpaduyueckas
BEIIIECTBEHHAs] KOHKPETHOCTh ONPENIEIIseT Yy A0TBOPHYIO PHUPOIY U JICHCTBEH-
HYIO CUIJIy IIPOCTPAHCTBEHHOIo oOpasa. Heporonuyeckoe TBOPUECTBO C Pa3HOIL
CTENEHbI0 OYKBAIBHOCTH — OT HECKOJBKO 3(EMEPHOro IO MOYTH KOMUMHO-
IO — YCTaHaBJIMBAcT TOHYAMINYIO CHUCTEMY B3aMMOJCHCTBHS HETIOJBIIKHOTO
MECTa-MaTpULbl M <«JIETAIOILETO» IIPOCTPAHCTBA, KOTOPOE B JIFOOOW MOMEHT
MOIJIO HaWTH MaTepHallbHOE BOIUIOIIEHHE Ha HOBOM MECTE. 3[€Ch MOXKHO
BCIIOMHHUTB Y€pely TPOEKTOB MO Bocco3nannto Cearol 3emin B cTpaHax Boc-
Toka u 3anaga. Ha3osem B nx umcie iaump Papocckyro 1iepkoBb B KoHCTaHTH-
HOToJIe, B KOTOPOH, Kak B Bu3aHTHiickoM ['pobe ['ocrognem, Obuin coOpaHbl
BCe rimaBHbie permuksui Crpacteil XpucroBbix'’; 3Hamenntoe Campo Santo B
IMuze, s xotoporo B XIII B. 3 Hepycanmuma Ha kopabisix Oblia mpuBe3eHa
peanbHast «CBSATasl 3eMJID», TTOKPHIBILAS LIE0E I0JIe, 3aTeM OKPY)KEHHOE YHU-
KaJIbHBIM KJIaJ0uIIeM-ranepeei (wi. 4); HaKOHell, TPOCIaBICHHBIA MPOCKT TMaT-
puapxa Hukona n maps Anexcest MuxainoBu4a, COSAMHMUBIIETO B CBOEM IO/

# JTuoos A. M. UynoTBOpHBIEC UKOHBI B XpaMOBOH ekopanud. O CUMBOJIMYECKON IIporpaMme
nmreparopckux Bpat Codun Koncrantunononsckoii // UynorBopHast nkoHa B Buzantuu n
Jpesneii Pycu / Pen.-coct. A. M. JIumos. M. 1996, c. 44-71.

5 Smith Z. To Take Place. Toward Theory in Ritual. Chicago and London: University of Chi-
cago Press, 1987. O6cyxnenue npobnemsr cm.: Wolf G. Holy Place and Sacred Space.
Hierotopical considerations concerning the Eastern and Western Christian traditions // He-
poromus.., c. 34-36.

2 JTuoos A. M. LepxosBs boromarepu ®apocckoil. MMmnepaTopckuil XpaM-penukBapuil kak
KOHCTaHTUHONONBCKUH ['po6 ["ocrionens // BuzanTtuiickuit mup. MckycctBo KoHcTaHTHHO-
10JIs ¥ HALIMOHAJIbHBIE Tpaauuuu. M., 2005, c. 79—108.
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MockoBHOM «HoBom Hepycannme» nkoHnYecKuid 00pa3 U OyKBaJIbHYIO PEIlIv-
Ky, CHHTE3UPYs BU3AaHTHHCKHE U 3alaHbIC HEPOTONUYECKUE TPAAULMH (1. 5).

HHTepecHo, 4TO B paMKax OJHOTO «OOJIBIIOrO MPOCTPAHCTBA» MOTJIH CO-
CYIIECTBOBATh HECKOJIBKO Pa3sHOBPEMEHHBIX HEPOTOMMUYECKUX MPOeKTOB. Tak,
3ambicen JIbBa Myzporo Hauyana X B. ObLI BIMCaH B MPOCTPaHCTBO Bemmkoit
Lepksy, B cBoeli ocHOBe copmupoBannoe KOctiunnanom B VI cronerun. bia-
rojiaps MHOTOUHCITICHHBIM MaJIOMHUKAM MBI 3HA€M, YTO BCS MIPOCTPAHCTBEHHAS
cpena Caaroit Coduu npeacrasisia coOOH CBOETO pojia CETEBYIO CTPYKTYPY,
COCTOSIIIYI0 M3 KOHKPETHBIX CaKpaJbHBIX MPOCTPAHCTB, KOTOPHIE B3aMMOJICH-
CTBOBAIM B paMKax €IUHOro Lenoro. HarmoMHUM O HEKOTOpBIX M3 HUX. JTO
HPOCTPAHCTBO BOKPYT aITApHOTO IIPECTONA, BKIFOYABIIEE JParoleHHbIE IO-
KJIOHHBIE KPECTHI Pa3sHbIX Pa3MEpOB, CEHb-KATallETaCMy, OTOXKIECTBIISBIIYOCS
C 3aBECOM BETX03aBETHOTO Xpama, MO/BELICHHbIE K KUBOPHIO BOTHBHBIE KOPO-
HBI 1 MHOTO€ JIPyTO€, YTO JOJDKHO OBUIO BOCIPHHUMATHCS B €IMHOM IPOCTpPaH-
CTBEHHOM O00pa3e-MHCTAUIALMY, HE CBOAMMOM K JIFOOOMY H300paKeHHIO Ha
TUIOCKOCTH. AHAJIOTMYHBIE IO THITY, HO KaIbIM pa3 COBEPLLIEHHO WHIMBHIY-
aNbHBIE 110 BHENIHEMY OOJMKY MPOCTPAHCTBEHHBIE 0Opa3bl BOSHHKAIU B JpPY-
TMX YacTAX Xpama: B IOrO-BOCTOYHOM KommapTuMeHTe okosio Konomma cama-
PAHKHM®/, WIM BOKPYT MKOHBI-PENIMKBAPHS C BEPHTaMH amocTona Ilerpa B
CEBEPHOM Hede, UITH PSAJIOM C FOr0-3araIHOM CTOJIIIOM, MOKPBITHIM 30JI0YCHOMN
Menpio 1 XpausmeM Mo ['puropust Uynotsopria (vi1. 3) U €ro moYnTaeMyro
UKOHY (B OIIPEENICHHBIC AHU PAAOM C 3THUM CTOJIIOM HOSBILUICA IEPEHOCHOH
TIPECTOI, F COBEPIIAIICH CIICIHATBHBIC CITYHKObI) .

Co3HaTenbHO CIPOEKTUPOBAHHbBIE MUKPOIIPOCTPAHCTBA AKTHBU3HPOBAINCH
B ONpEIETICHHBIE MOMEHTBI OOTOCITY>KE€HHUH, CTAaHOBSICH CBOETO pOAa BPEMEH-
HBIMH COJIMCTAaMH B TPAaHIMO3HOM IIPOCTPAHCTBEHHOM Xope. JluHamuueckas
COCTaBJISIIOLIAS SBISUIACH NPUHLUMINAIBHON XapaKTEPUCTHUKOM HepOoTOnHuYe-
CKHX IMpoeKToB. OHa OOBIYHO HE YYMTHIBACTCS B HAILIKMX PACCYKACHUSIX O BH-
3aHTHUICKOM HCKYCCTBE, ITOCKOJIbKY MBI OIIEPUPYEM B OCHOBHOM apXeoJIoruye-
CKMMH ocTatkamu. OHAKO Hal0 MPU3HATh, YTO COXPAHUBILIHECS (DOPMBI OBLTH
JIMIIb YacThIO, 1 HE BCErJa CaMOW Ba)KHOM, MPOCTPAHCTBEHHOTO LIEJIOTO, Ipe-
GBIBABIIIETO B HEMPEPHIBHOM JBMKEHUH. [lephOpMaTHBHOCTS , IpaMaTHUeCKast
M3MEHYMBOCTh, OTCYTCTBHE KECTKOH (huKcarmu obpasza GopMHUPOBAIN KUBYIO,
JIyXOBHO HACBIIIEHHYO, BCET1a KOHKPETHO BO3JCHCTBYIOILYIO CPEy.

*" Mango C. The Brazen House. A Study of the Vestibule of the Imperial Palace of Constan-
tinople. Copenhagen, 1959, p. 60-72.

8 Majeska G. Russian Travelers to Constantinople in the Fourteenth and Fifteenth Centuries.
Washington, 1984, p. 213-214. ITokpbITBIl MEJHBIMH JINCTAaMU CTOJII COXPAHHJICS JIO CHUX
0P Y NOYUTAETCS YyAOTBOPHBIM KaK XpUCTHAHAMH, TaK U MYCYJIbMaHAMH.

% Kareropus «nepdopmarusrocTH (perfomativity)» Kak THHAMEYECKH KOMIIOHEHT KYIbTY-
PBI B TIOC/IEIHEE BPEMs NIPUBJIEKAET Bce OONbIle BHUMAHUE TYMaHUTAPUEB PA3HbIX CHELH-
aJbHOCTEH, OCO3HABIINX CYIIECTBEHHYIO OTPAaHUYCHHOCTh TEKCTYaJIbHBIX MOAXOMO0B U KPH-
3uc 0a3UCHON MOJICIH, TPAKTYIOLIEH ABJICHUS KyJIbTYPbI KaK HETOABIKHBIC TEKCTHI.
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3HaMeHaTeNbHO, UYTO SIBJICHNE HAaXOIIErocs B ABMKEHUH MPOCTPAHCT-
Ba OCMBICIISIIOCH OOTOCIIOBCKH M MHOT/IA MTOJIYYaJio OTpaKeHHe B HKOHOTPa-
¢udecknx mporpaMmax, Kak 0 TOM CBHIETEIhCTBYIOT MO3AaUKH MOHACTBIPS
Xopa (Kaxpue [Jxamn) B KoncrtanTuHomone. 3aMbICeN MPOCTPAHCTBA, KaK U
uKoHOrpaduueckoil mporpammbl Hadana XIV B., mpuHamiexan deonopy
Meroxuty, KOTOpbI HEABYCMBICICHHO yKa3aj Ha MEPBOUCTOYHUK HE TOJb-
KO CBOMX OOpa3HbIX PEIIeHHH, HO U CaMOT0 MOCBSIICHUS] MOHACTHIPST Xopa:
HaJ BXOJIOM B XpaM M Yy ajlTapHOM mperpaisl, 10 OCH 3amaj — BOCTOK, pa3-
MeIIanich pasHele 00pa3sl boromartepu ¢ MmaneHiieM, OQHMHAKOBO TOIIH-
caHHble «chora tou achoretou» («mpoctpanctso Toro, KTo BHE mpocTpanHcT-
Ba>>)30, YTO, C OJIHOM CTOpPOHBI, YKa3bplBajo Ha uyJo BormiomeHus, korga
3emHas [leBa BmecTuna HeBMectumoro bora, a ¢ mpyroil — yTBep:kaano
MPOCTPAHCTBEHHBIM CMBICT bokmero ObITHSA. DTUM o0Opa3aM BTOPWIN IBa
MO3aWuYHBIX 00pa3a XpucTa B JIIOHETAX HaJ JBYMs BXOJaMH B HapTEKC U
HAaoC, KOTOpBIE TakXke ObUIM ONMHAKOBO MOAMMCAHBI «chora ton zontony
(«TIPOCTPAHCTBO KHUBBIXY).

[lonsTHO, YTO «XOpa» 3/1eCh HE 00O3HAYAET «CTPaHy, 3eMITIO U Jie-
PEBHIO», HO TPEACTABISET BakHEHIee OOTOCIOBCKOE MOHSATHE M OJHO W3
uMeH boxprnx. OHO BOCXOAHT K (yHIAMeHTanbHOU (pumocodckoil kaTero-
puu Ilnatona®', pasBUTOll HEOMIATOHHKAME ¥ OT HUX IPHIICIIICH B IATPH-
ctuky. B OorocnoBun mkononounrarenerd (ITarpuapx Hukundop) monstue
«XOpa» CTaHOBHTCS KpaeyrojbHbIM KaMHEM, C IIOMOIIBI0 KOTOPOTO 000CHO-
BBIBACTCS NMPUHUUIHAIBHOE OTJIMYME MKOHBI OT Upojia. MneanbHas MKOHA
BCer/a MpOCTPAaHCTBEHHA M BCErJa aOCOJIOTHO KOHKPETHA, ITOJ00HO TOMY,
Kak XpHCTOC MOXKET OJHOBPEMEHHO NpeObIBaTh Ha Hebecax W MpeasaraTh
CBOIO IUIOTh B TauHcTBe EBXapuctuu. To, 4TO COEOUHSIET TU ABE PaLUO-
HAJIbHO HECBOJMMBIE BEIMYUHBI, M €CTh «XOPa» — TPOCTPAHCTBEHHOE OBI-
e boxxne. B koHeYHOM uTOTe Bech XpaM U Bce 00pa3bl B HEM NPU3BAHBI
nepesaTh IMEHHO «00KECTBEHHYIO IPOCTPAHCTBEHHOCTHY. BricokooOpa3o-
BaHHBIM Deogop MeETOXUT MOJYEPKHYT 3Ty MHOTOBEKOBYIO CMBICIOBYIO
JOMHUHAHTY B CBOeH HMKOHOTpaduyecKkoil mporpamme, KoTtopas OblUIa JHIIb
YacThI0 0COOOT0 HEPOTOIMMYECKOTO MPOEKTa MOHACTHIPS X0pa.

IIpuBeneHHbIN NIpUMep BaKEH Kak €I1e OJHO JOKa3aTelbCTBO TOr0, YTO
MEePOTONNYECKOE MBIIUICHHE HE TOJBKO WMeENo IIyOOKHe KOpDHU B CpeaHe-

3% HeyaBauit ananus sisiennst cM.: Ousterhout R. The Virgin of the Chora: the Image and its
Contexts // The Sacred Image. East and West / Ed. R. Ousterhout, L. Brubaker. Urbana and
Chicago, 1995, p. 91-109; Isar N. The Vision and its ‘Exceedingly Blessed Beholder’: Of De-
sire and Participation in the Icon // RES: Anthropology and Aesthetics, 38 (2000), p. 56-73.

3' B nmarnore «Tumeit» [TTaToH HasbIBaeT XOpa B YUCIIE TPpeX 00pa3yroINX MUpP KaTeTOPHIA:
«Mrak, coriacHo MOEeMy HMPHIOBOPY, KPaTKH BBIBOJ TaKOB: €CTh OBITHE, €CTh IIPOCTPaH-
CTBO (XOpa) U €CTh BO3HUKHOBEHHUE, M ATH TPHU POJia BO3HUKIM HOPO3HB €IIe 10 POXKACHUS
Heban. Cm.: [lnamon. Cobpanue counnenuii. M., 1994. T. 3, c. 456.
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BEKOBOM KyJbType, HO M 00Jajaso apTHUKYJIMPOBAHHONW CHCTEMOH MOHS-
THIT’>, KOTOPYIO MBI HE BCETJIa CIIOCOOHBI BOCIPHHATH. Peub, 0JHAKO, HIET O
KOHCTHTYHPYIOIIEH OCHOBE, Ha KOTOPYI0 B HEKOTOPOM CMBICIIE ONMHpacTcs
BCS BUBAHTHIICKAS TPAIUIMs GOrOCIOBHS B 06pa3ax .

IToHUMaHUIO HEPOTONMUYECKUX SIBICHUM CYLIECTBEHHO MEIIAET YTBEP-
JUBILIEECS TMO3UTUBUCTCKOE BOCHpUSTHE apTe(akTOB KaK CaMOLIEHHOH M
SAMHCTBEHHOUW MaHHOCTH. OIHAKO HEOOXOMUMO MPH3HATH, YTO MOAPOOHEIE
BHEILIHUE OIMCAHUS M0J4AC HE TOJIBKO HE MOMOTaroT MO3HAHUI0, HO HCKa-
AT CYTh TPAAUIMM, KOIZa TAKOE OMNMCAHME BBINOJHAETCS C IOMOULIBIO
METO/I0B, pPa3pabOTaHHbIX Ul HCCIENOBAHUS APYIHX 30X U XyH0KECTBEH-
HBIX NIPOLEcCOB. BO3HNKHOBEHMIO MCKAXKEHHMH, TaK Ha3blBaeMOMy 3(dexTy
KPHBOTI'O 3€pKajia, TaKKe CIIOCOOCTBOBAIM IO3JHECPEIHEBEKOBBIE Ae(opma-
MU CaMOM TpaIWIH, BBIPA3UBIIUECS B IOBCEMECTHOM BBEIECHHUH HKOHO-
nucHoro noyHHMKa (¢ XVI B.). YTBepkaeHne B CO3HAHUN TPEACTaBICHUS
0 CXeMaTHMYHOM PHCYHKE KaK OCHOBE 00pa3a, Ha Halll B3IJISAM, PaluKalbHO
M3MEHWIO BU3aHTUNCKYIO KOHLEHIUIO UKOHBI U TOJIOXKUJIO HA4aJIo MPOLeC-
Cy MpeBpalleHUs] U3HAYAIFHO MPOCTPAHCTBEHHOTO 00pa3a B pacKpalieHHYIo
IIPOPUCH U KAPTUHKY Ha ILIOCKOCTH.

BeITyromas u JOMUHHPYIOLIAs «ApaJurMa IUIOCKON KapTHUHKW» IPErsT-
CTBYET aJICKBATHOMY BOCIIPHSITHIO TIPOCTPAHCTBEHHOW OOpa3HOCTH WM CBSI3aH-
HBIX C HEW HEPOTONMYECKUX IMPOEKTOB. [IpHMHIMNMAIBHO BAXKHBIM KayKeTCA
OCO3HaHHUE TOro, 4TO 00pa3 B MKOHE Pea3yeTcsi He BHYTPH KapTHHHOM ILI0C-
KOCTH, & B IIPOCTPAHCTBE Nepel HeW, BOZHUKAOMIEM MEXy MOJIALIAMCS U U30-
OpaxeHueM. [laHHOe BOCHpHUSTHE CBSTBIX O0pa30B OIpenessieT OHHMMaHUE
MKOHUYECKOH NMPHUPOIBI MPOCTPAHCTBA, B KOTOPOM B3aUMOJEHCTBOBAIIN pa3HbIE
XYI0)KECTBEHHBIE CPEJICTBA, alleJUIMPYIOIIUE K pa3HbIM OpraHaM dyBCTB.

B cBs3u ¢ 3TuM mpencraBiseTcsl BaXHBIM HOJYEPKHYTh, UYTO CO3JAHUE
CaKpaJIbHOI0 IIPOCTPAHCTBA — 3TO MPAKTUYECKU BCETAA CO3JaHUE KOHKPET-
HOH MPOCTPaHCTBEHHOW 00pa3HOCTH, KOTOpas 10 MPUHLIUIIAM PENpe3cHTalUuH
Y THITYy BOCIpPUSTHSI ONHM3Ka BU3aHTUICKOM uKoHe . JlaHHAs B3aHMO3aBHCH-
MOCTb XOPOLIO IIPOCIIEKUBAETCS B MO3AHECPEIHEBEKOBBIX IPOEKTAaX, TAKUX
kak «IIectBue Ha ocisatu» B Poccun XVI-XVII BB. MepoTonuueckuii 3aMbl-
ceJl BOCCO3[laHusl B LIeHTpe MOCKBBI IpOCTpaHCTBa e€BaHrenbckoro Mepyca-

2.0 cucreme HPOCTPAHCTBEHHBIX CIIOB-TIOHATHH CM. B HacrtosiieM cOopHuke: [sar N. Chorogra-
phy (Chéra, Chorés) — A performative paradigm of creation of sacred space in Byzantium.
B 910i1 cBs3u X0Tenoch Obl 0OpaTUTh BHUMAaHHE HAa WHTEPECHOE IOHATHE «HMEPOILIACTHS
(hieroplastia)», nosiBisirorueecs: B Tekcrax Juonucust Apeomnarutra u ob6o3Havaroniee 3pu-
MOE Ipe/ICTaBlIeHne AyXOBHBIX cyuHocTeil: Lampe G. W. H. A Patristic Greek Lexikon.
Oxford, 1961, p. 670. C Touku 3peHUs] HEPOTOIHH, ITOT TEPMUH MOT OTPAXKATh U ACATCIIb-
HOCTB TI0 CO3JJaHHIO CAKPAIbHBIX IPOCTPAHCTB.

O nozxpobHee B cTathe: Judose A. M. IIpoctpancTBeHHBIE HKOHBI. Uy I0TBOpHOE IEHCTBO
¢ Opururpueit Koncranrtunononsckot // Meporomust. VcenemoBaHue cakpaiabHBIX IPO-
CTPAHCTB.., a TAK)KE OJHOMMEHHYIO CTAaThIO B HACTOSIIEM COOPHHKE.
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JUMa BIOJHE OYEBUICH U HE CBOJUM K MNPUBBIUHOM KATETOPUHM TOPOJCKUX
nporeccuii. MccnenoBarenu yxe MOCTaBWIH MPOOIIEMY HKOHOTpapH puUTya-
J1a, KOTOPBIA MOYET OBITh BOCHIPUHST KaK HEKas «KUBasi KAPTUHA» U TUHAMU-
yeckoe (n00aBUM, TaKKe M TMPOCTPAHCTBEHHOE) BOCIPOM3BEICHUE HKOHBI
«Bxoga I'ocnionHs B I/Iepyca.nHM>>35. Bce ocHOBHBIE TepcoHakH HKOHOTpadun
MEPEBOIUIOTUIIUCh B YYAaCTHUKOB MOCKOBCKOTO JEHCTBA, CTABIIETO CBOErO
poJia WITIOCTpaLell K UKOHE Mpa3IHuKa. DTOT KPaCHOPEUMBEII MpUMep To-
Ka3bIBa€T, HACKOJIBKO SICHO CAMUMM CO3JATEISIMU UEPOTONNYECKUX IPOECKTOB
OCO3HaBajlach HEPACTOPKMMAs CBSI3b NMPOCTPAHCTBEHHOTO 00pa3a W MKOHBI,
nproOpeTIas B JAHHOM CITydae HECKOJIBKO AEMOHCTPATHBHBIA XapaKTep.

OtHoleHNss MOTIM OBITH W OoJiee CIOKHBIMH, KOTAa B CO3JAaHHM Ca-
KpaJIbHOTO MPOCTPAHCTBA YYACTBOBANIA UyJOTBOPHAS UKOHA CO CBOEH MKOHO-
rpaduyecKoi MporpaMMoi, Kak B 9yJJOTBOpHOM jeiicTBe ¢ Oaurutpueit Kon-
CTaHTHHOIOJBCKOH M MHOTHX ApPYruX. B Takux cimydasx nzoOpakeHHe Ha
TUIOCKOCTH C TIOMOIIBIO Pa3iH4YHBIX MPHEMOB KaK OBl OKHBAJIO, CTAHOBSICH
HEOTAETMMON YacThi0 MKOHHO-IPOCTPAHCTBEHHOM CpeJlbl, B KOTOpOMl cama
CBATBIHS 4acTO BBICTyNAJa TJaBHBIM, HO JAJIEKO HE €IUHCTBEHHBIM JIECHCT-
BYIOILIUM JIMLIOM. 3aMETHM, YTO ONHCBHIBAEMOE SIBIICHHE, BIIOJIHE XYIO0XKECT-
BEHHOE TI0 CBOEH MpUpPOe, BXOAUT B IPOTHBOpEUINe ¢ 0a3NCHBIM PHUHIUIIOM
TPaJULIMOHHON UCTOPUM UCKYCCTBA, 3 UMEHHO — OCHOBOIIOJIATAOIIEH OIIIO-
3UnHeH «3pHUTeNlb — n300pakeHney». OTHOLICHUs] MEeXIy 00pa3oM M BOCIIPH-
HUMAIOIIIM €r0 MOTYT OBITh CKOJIb YTOJTHO CIIO’KHBIMHU, HO HEM3MEHHOW OCTa-
€TCsl UX CTPYKTYpHas MPOTHBOIIOJOKHOCTb, BOKPYI KOTOPOH M BBICTpa-
MBAETCs MPAKTUYECKH BCS UCKYCCTBOBEAUECKAS METOAOIOTHS.

OHAaKO MPUHIMITHATEHON YePTON BU3aHTUHCKONH MEPOTONHUH SBISCTCS
BKJIIOUEHHE «3PUTENS» B KAueCTBE HEOTHEMIIEMOM COCTaBIIAIOIIECH Mpo-
CTPaHCTBEHHOTO 00pa3a, B KOTOPOM OH CTAHOBUTCS MOJHONPABHBIM JIEHCT-
BYIOIIMM JIMIIOM, HApsAy ¢ U300paKEHUSIMH, CBETOM, 3allaxoM, 3ByKoM. bo-
Jiee TOro, <GBpUTENb», OoOJamarouii coOOpHOW W HWHIUBUAYAIBHOM
HCTOPUUYECKOHN MaMAThIO, ONpEeAeICHHBIM JYXOBHBIM OINBITOM U 3HaHUSMH, B
HEKOTOPOM CMBICJIE YYAaCTBYET B CO3JaHUHM JAHHOIO NPOCTPAHCTBEHHOI'O
oOpa3za. [Ipu sToM cam 00pa3 cymiecTByeT OOBEKTHBHO KaK HEKas MOJBHXK-
Has CTPYKTypa, MEHSIOLIasl CBOM 3JIEMEHTHI B 3aBUCUMOCTH OT WHAMBHIY-
AJbHOTO BOCHPHUSITHSL, — TE€ WM UHBIE aCIEKThI IIPOCTPAHCTBEHHOTI'O LEJIOT0
MOTJIH OBITh aKTyaJIM3UPOBAaHBI WM BPEeMEHHO CKphIThL. Co3marenu ca-
KpaJIbHBIX MPOCTPAHCTB HECOMHEHHO YUUTHIBAIN (HAKTOP MOATOTOBIEHHOTO
BOCTIPUATHS, B KOTOPOM JOJKHBI OBIITM COEIMHUTHCS BCE CMBICIOBBIE U
SMOIIMOHATIFHBIE HUTH 33 yMaHHOTO 00pa3a. Bo3MOXHO, UMEHHO MO3TOMY
CTOPOHHHUH 3pHUTENb OOBIYHO HE BOCIPUHUMAET BU3AHTUHCKYIO MPOCTPAHCT-

3 Flier M. The Iconology of Royal Ritual in Sixteenth-Century Moscovy // Byzantine Stu-
dies. Essays on the Slavic World and the Eleventh Century. New York, 1992, p. 66.
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BEHHYIO OOpa3HOCTh, B JyYIeM CIy4yae — BOCXMIIAETCS AEKOPAaTHBHOM
KpacoTOl «IJIOCKUX UKOH».

[IpuMmeyaTenbHO, YTO BHU3AHTUHCKUE «IIPOCTPAHCTBEHHBIC HKOHBD),
CTOJIb HEOOBIYHBIE B HOBOEBPOIIEHCKOM KOHTEKCTE, HAXOAAT TUIIOJIOrHYe-
CKYIO Tapajuiesib B HOBEHIIEM HCKYyCCTBE Nep(pOpMaHCOB U MYJIbTUMEIHIA-
HBIX MHCTAJUISIIUNA, KOTOPHIE M UCTOPUYECKHU, U COAEPKATEIbHO HE NMEIOT
C BU3AHTHUHCKOW Tpamumued Hudero oodmero. OgHako 0a30BBIM MPUHITHIL,
KOT/1a OTCYTCTBYET €IMHBIM HCTOYHHUK M300pakeHHs, a 00pa3 co3maercs B
MPOCTPAHCTBE MOJ BO3IECHCTBHEM MHOXECTBA AMHAMUYECKH MEHSIOMINXCSI
¢dopmM, AenaeT WX THUIOJOTMYECKH POACTBEHHBIMU. KpaiiHe BakHa M poOJib
3pUTeNs, KOTOPBII aKTUBHO Y4acTBYET B II€PECO3AaHUU IPOCTPAHCTBEHHO-
ro obpasa. I[lpu BceM pa3iMuuM TEXHOJOTHH, DCTETHKH, COIEPKaHUS,
MO>KHO T'OBOPHUTH 00 ONpPENeJICHHOM THUIIE BOCIIPHUATHS 00pa30B. 3aTpOHY-
THIH aCHEKT ITOKa3bIBACT, KAK JAJIEKO MOXKET YHTH 00CyKIeHHE IPUHLIUIIOB
uepoTonuu. TakuM oOpa3oM, CTAHOBUTCS OYEBUIHBIM, YTO MpoOIeMy ue-
POTONHH HEBO3MOXHO OTPAaHWYHUTH BU3AHTUHCKOW Tpaguiuen. JpeBHssS u
CPEIHEBEKOBasl, U B LIEJIOM BCSI HCTOPHSI PEIUTHO3HON KyJIbTYPHl B Pa3HBIX
CTpaHax MHpa IT0JIHA HEPOTONMUYECKUX MPOEKTOB, KOTOPHIE MOTYT M JOJIK-
HBI CTaTh IPEIMETOM CPaBHUTENIBHBIX UCCIETOBAHMM.

[Ipu 3TOM BIIOJIHE €CTECTBEHHO IIOMBITATHCS BBIIEIUTD Pa3InUHbIE CIIOU
WK YPOBHH, CYIIECTBYIOIIUE B KaXIOM CaKpaJIbHOM IIPOCTpaHcTBe. MOXHO
BBISIBUTh apXETHITUYECKUI TUTACT, KOTOPBIN SIBISICTCS OOIIUM JJIsi BCEX Tpa-
Iuuui, HanpuMmep, apxetun CesaTod ['opbl, HEU3MEHHO MPUCYTCTBYIOIIUN B
CaMbIX Pa3HBIX KyJIbTypax.

MOo’KHO TOCTaBUTH BOIIPOC O UEPOTONMHUECKUX TPYIIAX, KaK 3TO ciema-
HO 7S A3BIKOBBIX ceMeil. U BblaeneHne mpoOiaeMaTHKH WHA0-eBPONEeHCKOM
TpPagULUU B CO3JaHUU CAKPAIBHBIX MPOCTPAHCTB MPEACTAaBIISETCS BIIOJIHE
MJI00TBOpHOM 3anaueit. [lo kpaifHelt mepe, cyllleCTBOBaHUE TaKOW Tpajau-
UM TI03BOJISIET MOHITH TOYHO MOBTOPSIOUIYIOCS CTPYKTYpPY HPOCTPAaHCTBA B
MHIYNCTCKUX U XPUCTHAHCKUX XpaMmax, KOTOpasi He MOKET ObITh 0OBSCHEHA
IPOCTO UCTOPUYECKUMH 3aUMCTBOBAaHUAMHU.

He meHee BakeH BOIIPOC O PEIMTHO3HBIX M HAITMOHAJIBHBIX MOJIENAX CO3-
JaHUs CaKpaJibHBIX MPOCTpaHCTB. McaaMCcKuid MOaXo/ CyIIecTBEHHO OTINYa-
€Tcsl OT XPUCTUAHCKOI'0, XOTsI 00€ 3TH BOCXOIAIIUE K HyJan3My PEJIUTHU To-
paszzmo Omke Ipyr K OpyTy, Hexenu K Oymmusmy. Tak, k mpuMepy, B Hayke
HenaBHO OblIa chopMyTHpoBaHa mpobieMa «XpaMOBOTO CO3HAHMSD), MPEAIO-
Jararouias 00CyXIeHHe Pa3IMYHBIX MOJEJIeH MPOCTPAaHCTBA XpaMa B paMKax
«aBPAAMHYECKOM» TPaHITHK .

3 [Ilyrkypos ILI. M. O6pa3 Xpama / Imago Templi. M., 2002. ABTOp mpeyiaraet OT/IHYHbIA OT
HEePOTONHIECKOT0 PaKypc 0OCYKIEHHS TEMBI, KOHIIEHTPHPYS BHIMaHHUE Ha ()eHOMEHOJIOTHH
¥ nodTHKe Xpama B nyxe uneid Aupu Kop6ena (H. Corbin) 1 ero koHuenTa «reMeHOJIOTHIY.



Nepotomms. Co3mganre cakpaabHBIX TPOCTPAHCTB 25

JIro0OTBITHBIE TUMIOJIOTHYECKHE PACXOKACHHUS MOTYT OBITh 3aMeUeHbI MPU
CPaBHHUTEJILHOM aHAJIM3E 3alaIHON ¥ BOCTOYHOHN XpUCTHAHCKUX Tpaguimid. Kak
yke ObUIO OTMEYEHO, B BH3aHTUM AOMUHUpPYET MKOHHOE IOHHMMAaHHE IIpO-
CTPaHCTBEHHOW OOpa3HOCTH, MPU ITOM MAKCUMAJIBHO CTHPACTCS TPaHb MEKITY
HETIOJIBIKHBIM XpaMOM M JAWHAMU4YecKoll BHemrHel cpenoil. CBoero pona
«XpaMoBOE MPOCTPAHCTBO» BBIHOCHUTCS M BOCCO3JACTCS HA IUIOLIAAAX U YJIH-
1ax, B MOJISIX U TOpax, KOTOPBIE TOJKHBL, XOTS Obl BPEMEHHO, TIPE0Opa3UThCS B
MKOHY CBSIIEHHOTO YHUBEpCYMa, HeKoraa co3fanHoro borom. B aTom Boccra-
HOBJICHUH IIPOCTPAHCTBEHHOI'O MEPBOOOpa3a — OAWH W3 CYIIHOCTHBIX CMBI-
CJIOB OOpSIIOB W MPOILECCHil, coBepiaeMbIXx BHE xpama. IIpu 3Tom cam xpam
MOHMMaETCsl KaK HeKasi Mpo3pavHasi CTPYKTypa U IOJBIKHAS JTyXOBHAs CyO-
cTaHIMs (BCIIOMHHMM O MOIIAX, BKIAJBIBAEMbIX B CTEHBI H Kyrona) . CBOEro
poza MaHU(ECTALMIO ITOTO TUIIA MBIIIIEHHUS Mbl BUAUM B IIOCT-BU3aHTUHCKUX
pocrcsix PymbIHnm, korja antapHas MUKOHOTpadusi BOCIIPOU3BOAUTCS Ha (a-
cajiax XpaMoB U JIUTypruyeckas MporpaMMa pacKkpbIBacTCsl BO BHEIIHUN MU,
KOTOPBII TEM CaMbIM OCMBICIISIETCS KaK XpaM-KOCMOC.

B 3T10ii CcBA3M 3HAMEHATENHbHO, YTO NPU OOPAIIEHUH K IIPOCIABICHHBIM
CBSTBIHSIM-00pa3naM, TakuM Kak uepycanmumckuii ['po6 ['ocnomens, Codust
KoncrartuHomnosbckas nim Ycnenckuit cobop Kueso-Ileuepckoii JlaBpsl, kak
NPaBUIIO, BOCIIPOU3BOAWICS HE IUIaH, apXUTEKTYpPHBI 00bEM WM JEKOpaLys,
HO 00pa3-uzest 0co00 TMOYHUTABILIEroCs CaKpaJFHOTO MPOCTPAHCTBA, KOTOpas
y3HABAIACH COBPEMEHHMKAMH I OPraHHYHO BK/IOUATIACH B HOBBIA KOHTEKCT .

Bo MHOTHEX Ciydasx oOCYXICHHE SIBJICHHA BH3yaJIbHOH KyJNBTYpHI HE
MOXeT OBITh CBE/ICHO JINIIb K MO3UTUBUCTCKOMY OMHCAHUIO BHEIIHUX (HOopM,
WIN aHanu3y OOrocioBCKUX NOHSATHHA. HekoTopbie sBI€HUS MOTYT OBITH
a/ICKBaTHO OCMBICIICHBI TOJBKO Ha YPOBHE 00pa30B-HIECH, KOTOPBIE MBI
IpeasaraeM Has3aTh 00pa3aMu-apaJurMaMy, OTAaBas cebe OTUeT B yCIIOB-
HOCTH JII060TO TePMMHA . DTO HOBOE TOHATHE, HE COBIAJAIONIEE HH C M-
JIOCTPUPYIOLUIMM H300paXEHUEM, HU C MIOCHHBIM COJEpXKAaHUEM, MPEACTaB-
JsieTcs HeOOXOAUMBIM HHTEIUIEKTYaJIbHbIM HHCTPYMEHTOM, MOMOTaOIIUM
OOBSACHUTD I1IeJIbIN TUIACT sABJACHUNA. OOpa3bl-MapaJurMbl Ha ObUTH CBSI3aHBI C

37 Teteriatnikova N. Relics in Walls, Pillars and Columns of Byzantine Churches // Bocrou-

HOXpHCTHAHCKHUe pesuksuy / Pen.-coct. A. M. JIunos. M., 2003, c. 74-92.
CM. Te3ucel noknanos: bamanos A. JI. MojenupoBaHue CakpalbHOTO IPOCTPAHCTBA B
no3aHecpenueBekoBoit Pycu // Ueporomms. MccnenoBaHue cakpajbHBIX HPOCTPAHCTB..,
c. 156-159; Toncmas T. B. CTpyKkTypa CakpajibHOIO MPOCTPAHCTBA YCIEHCKOTO cobopa
MockoBckoro Kpemiist: ataner paszsurtus // Tam xe, c. 143-147.

3 Hexotopele mpuMepbl 0Gpa3oB-MAPagUrM OBUIM PAacCMOTPEHBI B pabotax: Jludos A. M.
Mangunon u KepaMuoH kak o0pa3-apXeTHIl CakpalbHOTO MPOCcTpaHcTBa / BocTrouHOXpH-
cruanckue penukBuu / Pem.-coct. A .M. Jlugos. M., 2003, c. 249-280; Owu owce. Cesroii
JInk — Cssiroe ITncemo — Casatsle Bpara: rpan Dnecca kak o0Opa3-napagurMa B XpUCTH-
aHckoit neporonuu // Ueporonus. CpaBHUTENbHEIE HccnenoBanus / Pen.-coct. A. M. Jln-
JoB. M., 2006 (B neuaru).
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WIITIOCTPALMEH KaKoro-In00 KOHKPETHOTO TEKCTa, XOTS ¥ 00JIa/Ialy [EeIbIM
OpEeOoJIOM JIUTEPATYPHO-CUMBOIMYECKHX CMBICIIOB W accouuanuii. Hesos-
MOJKHO B HUX YCMOTPETh W IMPOCTOE BOILIOMIEHHE OOrOCIOBCKOTO 3aMBICIA,
XOTsl TJyOMHAa W MHOTOCJIOHHOCTh MBICIH BIIOJIHE o4eBuaHa. OOpa3-mapa-
qurMa ObUT BHJIUM W Y3HABaeM, HO TPU STOM MPUHIMIHAIBHO HE (opMalu-
30BaH, OyIlb TO M300pa3WTENbHAs CXeMa WM JIOTHYeCKash KOHCTpyKuus. B
9TOM OTHOIICHHUH OH IMOXO0X Ha MeTa(opy, TEPSIONIYI0 CMBICH IPH TepecKa-
3€ WU pa3/IeNIeHUU Ha COCTABIISIONINE HIIEMEHTHI.

st BU3aHTHHIIEB MOJ00HOE «HE-PAIlMOHAIEHOEY» M OJHOBPEMEHHO «He-
PO-TTACTHYECKOE» BOCIIPUATHE MHpPa MOIJIO OBITh Hambollee a/leKBaTHBIM
CHOCO0OM TIOCTYDKEHHS ero 00XKEeCTBEHHOU CyTH. [Ipu 3TOM pedb HIET He O
MHUCTHKE, a 00 0coOOM THIIE MBIIIJICHU, B KOTOPOM Hallli COBPECMCHHLIC Ka-
TErOpuH XyJI0KECTBEHHOTO, PHUTYaJbHOTO M WHTEJUIEKTYaJIbHOTO OKa3bIBa-
JIUCH CILICTEHBI B OJIHY HOYMEHAIbHYIO TKaHb. [10 HacTosIee BpeMs MOHSITHE
obpa3za-mapaurmMel OTCYTCTBYET B COBPEMEHHOM Hay4JHOM si3bIke. OTHAKO, Ha
HAIIl B3MJIsiA, O€3 HEro Hallll pacCy>KAeHUs] 00pedeHbl OCTaBaTHCS TIOCKUMH H
WHOPOHBIMU IT0 OTHOIICHUIO K CPETHEBEKOBBIM MCTOYHHUKAM, a O0CYKIICHHS
CTWJISA, UKOHOTPA(hHH WM UEPOTOIMH OTPaHHYMBATHCS TIOBEPXHOCTHON (puK-
carelt aptedaktoB. BrrsiBieHne »Toro miuacta oOpa3HOCTH MO0 HEMHOTOYHC-
JICHHBIM MaTEepPHAJIbHBIM OCTaTKaM U THCHMEHHBIM CBUCTEIBECTBAM, PABHO
KaKk ¥ pa3paboTKa METOIOJOTHH €r0 OMHMCAHUS IMPEICTaBISIET aKTYaTbHYIO
3ajjauy UCTOPHH BU3YAIbHOW KyJlbTyphl. PemieHue ee, Ha HaIl B3I, TIO3BO-
JIUT HE TOJBKO MCTOPHYESCKH aJIEKBATHO MPOAHATM3UPOBATh apXHUTCKTYPHBIC
IIporpaMMbl XpaMOB, HO U MNOHATH KOHUCIIIUH CAKPaJIbHOT'O IPOCTPaHCTBA,
JIeKalre B OCHOBE CPEIHEBEKOBBIX TOPOJIOB H IIETBIX 3€MeITh, KOTOPHIE TO/I-
Yac CTPYKTYPUPYIOTCS M OOpETAIOT BIIOJHE pEasbHBIC TPAHUIIBI B CBS3H CY-
IIECTBOBABIIMMHU B CPEIHECBEKOBLIX YMax o6pa3aM1/I-napazmrMaMI/I.

Buzantus co3gaBana 15l BCET0 BOCTOYHOXPHUCTHAHCKOTO MHUpa 6a30BbIe
MOJICI OpPTaHU3aluU CaKPaAIbHBIX MPOCTPAHCTB, KOTOPHIE B Pa3HBIX CTpa-
Hax aJanTHPOBAINCh M TPAHC(POPMHUPOBAIUCH C YYETOM HAIMOHATBHBIX
0COOCHHOCTEW M MPOCTO KIMMAaTH4eCKUX yciaoBUd. COBEpIIEHHO SICHO, Y9TO
«WIeASIHAS» apXUTEKTypa, 0(hOPMIISIBIIIAS PYyCCKHE HEPOTOMMYECKUE TIPOCKTHI
Ha borosiBnenne u npyrue 3uMHHUE TIpa3gHECTBa, PU3MUECKH HE MOTJIa oS-
Butbes B Koncrantunorone min Ha bankanax™. TIpuBeneHHbINH TpuMep HH-
TEpPECEeH €lIe U TeM, YTO OH IMOKa3bIBaeT, KAK BBICOKHE KOHCTAaHTHUHOIIOJb-
CKHe 00pa3Ilbl CO3MaHMs CAaKPAIBHBIX MPOCTPAHCTB MOUYTH PACTBOPSIOTCS B
HapOAHOM cpene: B IEJIOM psJie CIydaeB XOPOIIO BHUIHO, KaK «ydeHas» He-

40 Cm.: Bensies JI. A. VlepoTonust IpaBOCIABHOTO Tpa3aHHKa. O HAIHOHATBHBIX TPATHIAAX B
CO3JJaHUM CaKpalbHBIX TpocTpaHcTB // Meporomms. MccmemoBaHwe cakpasbHEIX MpO-
CTPAHCTB.., ¢. 39-47; cM. TakkKe ero crarsio B cobopuuke: Meporomus. CpaBHUTENIBHEIE UC-
cnenoBanus / Pen.-coct. A. M. Jlunos. M., 2006 (B neuatn).
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pOTONMSI OPTaHUYHO COEIUHAETCS CO CTUXUITHOM, UAYIIEH OT €CTECTBEHHOU
CakpaJu3aluy )KU3HEHHOU CpeJibl.

Heporonnyeckuil IpoeKT, KaK XKUBOW OpraHW3M, MO MEHATBHCS BO Bpe-
MEHHU — MEPBOHAYAIBHBIN 3aMbICEN-MaTpHULIa MOT TPAaHC(HOPMUPOBATHCS HIIH
JIOTIONTHUTHCS. APYTMMH, caMa KOHLEMIHS CaKpaJbHOIO MPOCTPAHCTBA MOTJa
MOABEPTHYTHCS 3HAYMTENFHBIM M3MEHEHUSIM B JiyXe BpeMeHH. Ps Oim3kux
NPUMEPOB Oal0T co0opel MockoBckoro Kpemiisi, mpocTpaHCTBEHHBIH OOIMK
KOTOpPBIX MEHsJICS HecKoibko pa3. K mpumepy, kak criemyer u3 omnuceil, Ha
pyoexxe XVII-XVIII BB. u3 cobopoB yOHpaOT MHOTOYHCIEHHBIE OOTOCITY-
’KeOHbIE TKaHU, PACKPbIBasi HKOHBI ¥ HACTEHHbBIC N300pa)KeHUS, YTO MIPUBOIUT
K CO3JJaHUIO MPUHIMITHAIBHO HHOTO 00pa3a MpOCTPaHCTBA, KOTOPBIA MBI HHO-
IJla OIKMGOYHO NPMHUMAEM 3a JApeBHHii . [locie0BaTeNbHOE H3yUeHHE Pa3-
HBIX HCTOPUYECKUX CIJIOEB CAKPAJIBHOTO NMPOCTPAHCTBA MOYKHO CPAaBHHUTH C
pecTaBpalliOHHBIM PAaCKPBITHEM HKOHBI. Tak e Kak ¥ B 3TOM cllydyae, oJ4ac
MBI OOHApYXHBaeM JIUIb HUYTOXKHBIE (hParMEHTHI TEPBOHAYAIBEHOTO HEpO-
TOIMYECKOr0 3aMbICiIa, HO U OHU CIOCOOHBI CTAaTh APAroLEHHON HcTOpHYe-
ckoii nHdopMmanueld, AaTh KIOY K MOHUMAHHUIO COXPAHMBIINXCS DJIEMEHTOB
JPEBHEHIIIETO KOMILIEKCa, OyAb TO apXHTEKTypHBIE (OPMBI, PpPEeCcKH, UKOHHI,
JUTYPruyecKas yTBapb Wi PeAKUe oOpspl.

Hepotonuyeckuii moaxoa MOXKeET OBbITH MPUMEHEH HE TOJBKO MPH HC-
CIIEZIOBAaHUU CaKPaJbHOM CpeAbl XpamMoB, TOPOJIOB WM JaHIIAPTOB, HO H
JUIS U3YYEHHUS IPOCTPAHCTBEHHOW 00pa3HOCTH B MajbiX (OpMax HCKycCTBa
Y TIMCHbMEHHBIX TeKCTaxX. B n1aHHOM HEOONBIIONH CTaThe MOKHO JIMILb HaMe-
TUTh HEKOTOPBIE ACTIEKTHI TEMBI.

OTaenbHY0 NPAKTHYECKU HEM3YUEHHYIO MPOOIEMy COCTAaBISIET CaKpasib-
HO€ IPOCTPAHCTBO KaK BHU3AHTHUHCKUX, TaK M PyCcCKHX pykomuceid. C omHOM
CTOpPOHBI, ITPOCTPAHCTBEHHBIN 3aMbICEN BIIOJHE OYEBHACH: BO MHOTHX PYKO-
nucsax (QpoHTHCIHCH O(OPMIICHBI KaK TOPKECTBEHHbIE BpaTa B CaKpaJbHOE
MPOCTPAaHCTBO KHUTH, a HHOT/IA TIpeJicTaBlieHa nkoHa HebecHoro rpaga-xpama
(Tomumuu Makosa KokkunoBadcekoro XII B. wnn cuHaiickas pykonuch Ciio
I'puropus Hasuansuza TOro ke croxerws, wi. 6)*2. C apyroif CTOPOHBI, 10
CHX TIOp HE pa3padOTaH METOJ] ONIMCAHUS 3TOTO SIBJICHUS] KHIKHOU KyJBTYpBI.
Co3marens pyKOIMCH pacroiarajl MHHHUATIOPHI HE MPOCTO KakK IUIOCKYIO Jie-
KOpauuio ¥ MKOHOTpahuuecKylo MporpaMMy, HO 3a4acTyl0 yCTaHaBIMBAJ 1ie-
JIYIO CUCTEMY B3aHMMOCBSI3EH MEKAY M300paKEHUSIMH Ha Pa3BEPHYTHIX JIUCTaxX
KHUTH, IPEACTABIISI 00pa3 caKpalbHOTO MPOCTPAHCTBA, KOTOPBIA HATOMUHAT
0 CBAIIEHHOM cpefie Xxpama (He cirydaiiHo o0pa3 Xxpama BO3HHUKAET U Ha JIPEB-

1 Cmepnuzosa H. A. Nparouenusiit ybop ukon Llapckoro xpama // Llapckuit xpam. CBATEHHMI
Bnarosenienckoro cobopa B Kpemiie. M., 2003, c. 63-78.

2 Jluoos A. M. O06pa3 HebecHoro Mepycaimmma B BOCTOYHOXPUCTHAHCKOU UKOHOTpadmu // Uepy-
caJiuM B pycckoii kynbtype / Pen.-coct. A. JI. baranos, A. M. Jlunos. M., 1994, c. 21-22.
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HUX okyazax). Ilo Bcell BUIMMOCTH, BO MHOTHX CIIy4yasX MOYKHO T'OBOPHTH O
BIIOJIHE KOHKPETHOM 3aMBICIIE, TIOPOXKAABIIEM WHIUBHIYAIBHBIH HTPOCTpaH-
CTBEHHBII 00pa3 U CBSI3BIBABLIEM PYKOMHCH C OOrOCTy)eOHBIM MpeHa3HaYe-
HHEM U KOHKPETHOW cpenoil ObITOBaHHS — O0OpsiiamMy, OCBELICHHEM, 3By4a-
LIMM CJIOBOM, JINTYPIU4ECKOH YTBaphIO.

31ech HampaIIMBaeTCs CPaBHEHHE C JUTYPrHYCCKUMH OICSHUSMH, I10-
JNOOHBIMU 3HAMEHMTBHIM BH3aHTHHCKUM CakkocaM Murponoiura dortus Ha-
gama XV B. (w1. 7)* Hecylie MHOTOCIOKHYIO CHCTeMY H300paKeHHil, OHH
CO3J1aBaJIi MUKPOKOCM XpaMOBOTO MPOCTPAHCTBA, KOTOPBINA ObLT BKJIIOYEH B
cpeny OonbIIOro Xpama M oOpeTan CBOW HCTUHHBIN CMBICH B JIMTyprude-
CKOM JIBH)KEHHH. BBIIIUTEIE 30710TOM UKOHBI Ha KOJICOIOIIUXCS TKAHIX Kak
OBl OKMBAJIM B YCKOJIB3AIOIIEM MEPLAHHH €CTECTBEHHOTO CBETa, pa3Hoo00-
pasHbIX OrHEH, 0TOJIECKOB OOorocimyeOHOH yTBapH, B CIOUCTOI aTMocdepe
CTpySIIerocs ApIMa OJIaroBOHHU. B o0mmiemM u 11emoM, 310 OBUT JUHAMUYE-
ckuii (mepdopMaTuBHBIN) TPOCTPAHCTBEHHBIN 00pa3, YaCThI0 KOTOPOTO OBLI
KaK caM CBSILEHHOCIYXHUTENb, TaK U BECh JUTYPrudeckuil KOHTeKCT. Oue-
BUJIHO, YTO 0€3 pacCMOTPEHMs IPOCTPAHCTBEHHOW IPHUPOIb! 00pasa, CBsI3aH-
HOTO C ONpENeNICHHBIM UEPOTONHYECKUM IPOEKTOM, M3ydas JIHIIb TEXHUKY,
CTWIb W MKOHOTPa(MIo BBIIIMBOK, OKJIAJOB U T. II., MBI OyIE€M OCTaBaThCS
OYEHb JAJIEKO OT MOHMMAaHHWS MEPBOHAYAIBFHOTO 3aMbICia BIOJHE KOHKPET-
HBIX «MY3EHHBIX» MPEMETOB.

Habnronenue crpaBeannBoO Kak B OTHOIIECHWU JIMTYPTUYECKOH YTBapH,
TaKk ¥ MHOTHX pelMKBapueB. HalloMHUM O KOHCT@HTHHOIIOJIBCKOM KaMeEH-
HOM moTupe X B. u3 BeHenmanckoro Can Mapko (Tak HaspiBaeMblit «IloTup
[MatpuapxoB»), rie B riyOHHE, Ha JOHBIIIKE MMOJYTPO3pavyHOH Yalln U3 cap-
JIOHHMKCA TIOSBIIETCS 30JI0TOW MealnboH ¢ obpa3om Xpucta IlanTokparopa,
C/ICNAHHBIA B TEXHHKE Ieperopoqdaroii smamu (wir. 8)*. B MomeHT mpuya-
IIeHHs 00pa3 BO3HUKAN B KOJEOMIOMIEHCS XKUAKON cpesie KaKk BUJIUMOE CBH-
JETENbCTBO €BXapUCTHYECKOTO UyAa MpeloxeHus: BuHa B KpoBs Xpucrosy.
Eme Oonee kpacHOpeurnBOe yKa3aHHE HA MPOCTPAHCTBEHHBIN Xapakrep 00-
pasa B IPSIMOM COIIOCTABJICHUHM €BXAPHCTHUYECKON Hallll M KyIoJia BHU3aH-
TUICKOTO Xpama, Takxke Hecymiero oOpa3 [lantokparopa (wi.9). B mpo-
CTpaHCTBE KOHKPETHOM LIEPKBH 3TH J1Ba o0pasa [lanTokpaTopa cTaHOBHIINCH
Pa3sHOBEJIMKUMH YacTSAIMH €IMHOTO HEPOTONUIECKOTO 3aMBICIIA.

Jpyroii mpumep — 3HamMeHuTHIH JIMMOyprekmii pemmkBapuii 968—985 1.
(w1. 10)*, B koTOpOM HEHTpanbHYI0 pennkBrio YecTHoro JlpeBa oGpaMIsiOT
JIECATH PEIMKBUH, B OOJBIIMHCTBO CBOEM IMPOUCXOAALIMX U3 LIepKBU boroma-

* Piltz E. Trois sakkoi byzantins. Analyse iconographique. Stockholm, 1976; CpenHeBekoBoe
nuueBoe muThe. Buzantus, bankansl, Pyck. Karanor BeictaBku. M., 1991, c. 38-51.

4 1] Tesoro di San Marco. Milano, 1986, cat. no 16, p-167-173.

45 Sevéenko N. The Limburg Staurothek and its Relics // Thymiama. Athens, 1994, p. 289-294.
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Tepu PapoccKoil — TIAaBHOTO Xpama-pelMKBapusi, NPUHAICKAIIECTO JTUYHO
BU3aHTHHACKUM uMIiepatopaM. CBATBIHM IIAPCKOTO Xpama, O0O0paMIISIOIIHe
uentpanbHblii Kpect YectHoro JlpeBa, co3maBaim CBOEOOpa3HYH) HKOHY
CTpaCTeﬁ%. Kax u3BectHo u3 pononHenus k «Kuure nepemonuin» Koncran-
tuHa barpsiHopomHoTOo, penukBapun YectHoro Kpecra HOoCHIM B 0COOBIX MM-
TEPATOPCKHX LEPEMOHHSX HA MOJSX CpaxkeHmii . Ilepen MMIepaTopoM Miel
KyOuKymnapuii (OCTeNbHHYHI), KOTOPBI Hec BUCSAIIMN HA TPyId pEIMKBa-
puii. 3a HUM TN 3HAMEHOCEII, HECYIIUI MPOIECCHOHHBIA KPECT ¢ YaCTHUIICH
Yectaoro Jlpesa. CBs3p peNMKBUIN JMYHO C MMIIEPATOPOM ITOTIEPKUBAIIACH
CTaTyCOM IOCTEIBHUYET0, HE MPOCTO JIEMOHCTPUPOBABILEIO CUMBOJI BBICIIIE-
T'O MOTYIIECTBa Ha CBOEH TpyAH TMepe TOTOBBIMH K 000 BOMICKaMH, HO M YKa-
3bIBABLIETO0 HA CAKPAJIbHOE MPOCTPAHCTBO UMIIEPATOPCKOM JTOMOBOM LIEPKBH,
M3 KOTOpPOH OBLIM COOpaHBI YAaCTHIBI B peluKBapwii. B mogo0HBIX oOpsmax
BCS apMUsl OKa3blBajlaCh CONPHUYACTHOM cakpajibHOMY HpocTtpaHcTBy Papoc-
CKOM IIepKBH, BOILIOIIIEHHOMY B MKOHHOM 00pa3e peluKBapHs .

Ecnmu nepotonuueckuii 3ambicent JIMMOYpPrcKoro peimKBapusl CTAHOBUTCS
MIOHATEH JIUII TIOCJIE MPUBICYCHUS JOMOTHUTENBLHBIX CBUICTEIBCTB, TO B Psie
CIIy4acB IOCTATOYHO PACCMOTPEHMS CaMUX MPEAMETOB. Tak BU3aHTHICKUE pe-
JIMKBApUH CB. JIMUTPHS BOCIIPOM3BOJIAT HE MPOCTO HKOHOTPAHIO CBATOTO", HO
M YCTPOWCTBO €ro CBATHMINA B DeccaJoHHKax, KOTOPOe IMepeacTcs IeIbIM
PSIIOM TUIOCKHX M OOBEMHBIX M300payKeHUH, BOSHUKAIOIIUX 110 MEPE PacKphI-
i pemukBapus (Wi 11-12). ['maBHBIM B 3aMpIciie OBIIO co3aaHue oOpasa 1mo-
YUTAEMOI0 MPOCTPAHCTBA, B KOTOPOM IPOUCXOIUIIM MHOTOUYHUCIICHHBIE YyZO0-
TBOpeHusa. Hocumblii Ha Tpynud penMKBapuid HE3PUMO CBS3BIBA CBOETO
Biazenbla ¢ 6azwmkoi CB. [Imutpus B ®eccanonukax. [logo0HbIe ipeaMeTh
HEBO3MOXHO OOBSICHUTPH JIUIIb KaK MKOHOTpapHIecKd OPOPMIICHHYIO PEIUK-
BHUI0, HO TOJILKO KaK MPOCTPAHCTBEHHYIO MKOHY, OOPETAOIYI0 0COOYIO UyJI0-
TBOPHYIO CHITY Yepe3 COYCTAHUE PEIMKBUU, U300PAIKCHUI U CBAIIICHHOW CPEIbL.
Uwcno nofo0HBIX TPUMEPOB MOXKHO 3HAUUTEIILHO YMHOKHTb.

CtpemiieHHe BOCCO3JaTh B MaNbIX (POpMax MKOHY-KOHIIETIIHMIO CaKpajb-
HOI'0 MPOCTPAHCTBA OTPAXKAIO0 OJMH M3 (PyHIAMEHTAIbHBIX MPHHIIUIIOB BOC-
TOYHOXPHUCTHAHCKOTO MbIIUIeHUs. OHAKO JUId HAaC B JAHHOM KOHTEKCTE To-
pa3fo BakKHEE OLEHUTh BO3MOXKHOCTh M IUIOJOTBOPHOCTh NPUMEHEHHS
MEPOTOIMYECKOTO MTOIX0/1a HE TOIBKO K «OOJBIITMM POCTPAHCTBAMY.

6 O uKoHIUecKOM 00pase IepeHOCHOro «ManeHskoro dapocay cM.: Wolf G. The Holy Face
and the Holy Feet / BocTouHOXpHCTHaHCKUE PEIHUKBHH. ., C. 285-286.

T De Ceremoniis, I, 484.24-485.6; Haldon J. Constantine Porphyrogenitus. Three Treatises
on Imperial Military Expeditions. Vienna, 1990, p. 124.
JIuoos A. M. llepkoBb Boromarepu ®apocckoii. MimmnepaTopckuii Xxpam-pennkBapuii Kak
KoHCcTaHTUHONONbCKUH ['pob ['ocniogens // BuzanTtuiickuii Mup: uckycctBo KoHCTaHTHHO-
0JIs1 ¥ HaMOHaNbHBIe Tpaauuuu. M., 2005, c. 87.

4 Grabar A. Quelques reliquaires de Saint Démétrios et le Martirium du saint 4 Salonique //
DOP, 5 (1950), p. 3-28.
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IIpaBoMEpHO CTaBUTH BOIIPOC M O HAIMYUU CAKPAJIbHBIX POCTPAHCTB B
JTUTEPATYPHBIX TEKCTaxX . B CpemHEBEKOBOH KHIKHOCTH, OCOOEHHO B JKH-
TUHHBIX TEKCTaxX, MBI TOJ9ac BCTPEYaeM ONMCAHWS CAKpPAIbHOW Cpenbl, B
KOTOpOW MpeObIBAaeT U KOTOPYIO TBOPUT CBATON. B HEKOTOPHIX cilydasx mo-
SIBJISIETCSI BO3MOXXHOCTh CPaBHUTh €€ C COXPAHUBLIUMUCS MPUPOIHBIMU
nmaHAmapTaMA U apXeoJOTHIeCKUMU TaHHBIMA. [1pu 3TOM OKa3bIBaeTcs, 4To
BC€ IIPUBBLIYHBIE HAM XapaKTEPUCTUKH, HAIIpUMEDP PACCTOAHUA, YTPauYUBaAIOT
CBOM OOBbIIcHHBIC 3HA4YCHUs. CPETHEBCKOBBIH aBTOP CO3/1aCT Y3HABACMBIIA,
HO TIPH 3TOM WKOHHYECKUH 00pa3 MpOCTPaHCTBA, CYMIECTBYIOIIETO BHE CTa-
HIAPTHON CHCTEMBI KoopawHAT. [10100HBIH HepOTONMMUECKHNA TTOAX0 K MO-
JIeNTMPOBAHHUIO MPOCTPAHCTBA ciioBamMu-oOpa3zamu Ilutep bpayn mpenmaraer
Ha3BaTh «XOPOTOIIOM», IO aHAJIOTHUH CO CTABIIUM YK€ KIIACCHYECKHUM «XPO-
HOTOIOM» Muxauna BaxTtiua’'.

HpI/I OTOM pe€Yb HUACT HE CTOJLKO O HEIMOCPCACTBEHHOM OIIMCAHUN
CBSIIIICHHBIX MPOCTPAHCTB, OYyJIb TO Pai, MOHACTBIPH IIH XPaM, CKOJIBKO O T10-
MBITKAX YUCTO JIMTEPAaTYpPHBIMU TPHEMaMH TepenaTh o0pa3 oco0oi mpo-
CTPaHCTBEHHOH Cpeflbl, KOTOpasi BHEITHE MOYKET Jake He MMEeTh OOIIepHHS-
THIX CAKPATBHBIX [PH3HAKOB . V3 XapaKTEpPHBIX MPHMEPOB HEPOTOHUECKOTO
TBOpPYECTBA B JIUTEPAType HA30BEM IIOIMYIIIPHEHIIIEE BO BCEX CIIOSX PyCCKOTO
obmectBa XIX B. counHenne «OTKPOBEHHBIE pacCKa3bl CTPAHHUKA TyXOBHO-
My CBOEMY OTIIY», KOTOPOE BCE MOCBSIIECHO OMMCAHUIO 3pUMBIX H MUCTHUCCKU
BO3HUKAMOIIUX CAKPAIBLHBIX MPOCTPAHCTB (M3 TOCIEAHUX — ycaun0a mome-
LKA, [IOKa3aHHas Kak nkona HeGecHoro Mepycammma)™. DTo mpou3BencHHe,
Gamaucupytomiee Ha rpanu CpenHeBeKoBbs U HOBOro BpeMeHH, TEMOHCTPH-
pyeT MHOT00Opa3ue popM MHOTOBEKOBON BOCTOYHOXPHCTHAHCKOM TPA UIINH,
B MMUCHBMEHHOCTH KOTOPO CO31aHUE CaKPaJbHBIX MPOCTPAHCTB UIPAJIO 3HAYH-
TeIbHYI0 poiib. COOCTBEHHO, W B OOITHUPHBIX MPOCTPAHCTBAX Xpama WM TO-
poza, 1 B HCKYCCTBE MallbIX (POpM, U B JIUTEPATYPHBIX TEKCTAX MPHUCYTCTBYET
OJIMH M TOT XK€ THIl TBOPYECTBA, OIMPEICIICHHBIH 0CO00H MPOCTPaHCTBEHHON
00pa3HOCTHIO0 M NKOHUYECKUM TIOHIMaHHUEeM MHUpA.

IIpu aToM «OTKpOBEHHBIE pacCKa3b» CO3/1AI0TCA B ATOXY, KOTAA y)Ke Ha
MPOTSHKCHUU HECKOJBKUX CTOJNETUH cdepa HepOTONMUYSCKOr0 HEYKIOHHO

%0 TIpocTpancTBy ¥ HPOCTPAHCTBEHHOCTH B IHTEPATYPE MOCBSIICHBI BAXHBIC HCCIICIOBAMH:
Tonopos B. Il1. O Mudonostnaeckom npocrpanctse (Lo spazio mitopoetico). 130panusie
crateu. Pisa, 1994.

31 Cm. crareio B HactosimeM cGopuuke: Brown P. Chorotope: Theodore of Sykeon and His
Sacred Landscape.

52 IIpumeHeHne nepoTONUYECKOro MOAX0Ja NPU MCCIEN0BAaHUM PYCCKOW KJIACCUYECKOM JM-
Tepatypsl cM.: Braux K. WUeportonust Tomncroro u Jlocroesckoro // Ueporomus. CpaBHu-
TenbHBIE HecnenoBanus / Pen.-coct. A. M. Jlunos. M., 2006 (B neyatn).

33 Bacun U. B. O6pa3 Hebecnoro Mepycanuma B «OTKpOBEHHBIX paccka3ax CTpaHHUKA Jy-
XOBHOMY cBoeMy oTIy» // Mepycannm B pycckoit Kynetype / Coct. A. baranos, A. JIunos.
M., 1994, c. 219-222.
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CoOKpariaercs. ITo KacaeTcsl He TOJBKO SJIUTAPHON U HApPOAHOM, HO M COOCT-
BEHHO LIEPKOBHOM KynbTypbl. Ha mpoTsbkeHun BTOpoi monoBuHbl XVII-
XVIII BB. MHOTHE HEPOTOMTMIECCKHE IO CBOCH mpupo e oopsiael, Trma lllect-
BUS HA OCJISITH, OBUIM BBIBEJICHBI N3 OOTOCITY)KeOHOHW MPAKTHKH, a OrpOMHAsI
cepa TBOpUECTBa CBelleHa K HECKOJIBKHUM CTPOTO perjaMEeHTHPOBAHHBIM
YHHOIIOCIEIOBAHUAM. 3ayMbIBasCh O COBPEMEHHOM COCTOSIHUHM KYJBTYPHI,
XO04eTcs BEPUTh, YTO HAYYHbIE PEKOHCTPYKLUMH KOHKPETHBIX CaKpaJbHBIX
MPOCTPAHCTB, PaBHO KaK M pa3BUTHE OOpa30BaHHSA B 3TOW 00JAcTH, MOTYT
MIOMOYb BO3POKACHUIO HEPOTOIMYECKOTO TBOPYECTBA KakK BakKHEHIIEH
($hOpMBI TyXOBHOM, PETUTHO3HOMN, Ja M BOOOIIE COITMO-KYILTYPHOU >KHM3HHU,
HUMeIoIIeH TTyO00KHe HCTOPUIECKHE KOPHHU.

B 3TOM HEOONBIIOM TEKCTE CAEIaHa MOMbITKa CHOPMYIHPOBaTh MpPO-
6nemy. EcTecTBeHHO, ObUIN 3aTPOHYTHI OTHIOJb HE BCE ACIEKTHI TE€MbI, He-
KOTOpBIE M3 KOTOPBIX €Ille MPEACTOUT BBISIBUTH U MpoayMarb. Co3HATEIbHO
HE MPOBOJMIOCH KECTKOI'O pa3rpaHUYEHUs MEXIY «MepOTONHel Kak BUIOM
TBOPYECTBA» U «UEPOTONHMEH KaK MPEIMETOM HCTOPHYECKOTO HCCIIeN0Ba-
HUs». bonee BayKHBIM Ka3ajoCh ONKCATh SBJICHUE B LIEJIOM, OCTaBUB Ha Oy-
Iyliee 3a7ady CTPYKTYPHBIX U TEPMHHOJIOTHYECKUX YTOYHEHUH peaMeTa U
MeToza. B 3akimroueHne IUIIb 3aMETHM, YTO, Ha Halll B3I, HEPOTONUSI —
He ¢uocodekas KOHIEINS, HyKAAOUIascs B pa3BETBICHHON TEOPHH, 3TO,
cKopee, crocod BUICHUSI, O3BOISIONIMI OCO3HATH CYIIECTBOBAHHE 0COO0T0O
IUIaCTa KYJBTYPbI, COCTOSBIIEIO M3 MHOXECTBA KOHKPETHBIX IPOEKTOB,
MOJIeKAIINX JIeTabHOM pekoHCTpyKuuu. Kak u apyrue ¢popmsl deroBede-
CKOT'0 TBOPUYECTBA, 3TO UCTOPUUECKOE SIBICHUE, CBSI3aHHOE C MHIUUBUIYaIb-
HBIM 33aKa30M U U3MEHEHHUSMH B JTyXOBHOM CHUTYaIlUH, CKJIAJbIBAIOIIMMUCS
MOJ| BIUSHUEM MHOTHX (akTOpoB H 00CTOSTENbCTB. OMUH U3 TIaBHBIX BbI-
BOJIOB COCTOUT B TOM, 4TO CaKpaJbHOE MPOCTPAHCTBO MpPEACTABISAET cOOO0M
0COOBI THUI MCTOPUYECKOTO MCTOYHHKA, METOMABI MCCIEIOBAaHUS KOTOPOTO
ele MpeICTOUT pa3paboTarts.
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HIEROTOPY.
THE CREATION OF SACRED SPACES
AS A FORM OF CREATIVITY
AND SUBJECT OF CULTURAL HISTORY

As a number of scholars recently realised, the most significant aspect of
relics and miraculous icons was the role they played in the creation of par-
ticular sacred spaces'. In many cases relics and venerated icons were estab-
lished as a core, a kind of pivot in the forming of a concrete spatial environ-
ment. This milieu included permanently visible architectural forms and
various pictures as well as changing liturgical clothes and vessels, lighting
effects and fragrance, ritual gestures and prayers, which every time created a
unique spatial complex. Sometimes the environment could form itself spon-
taneously, yet there are several examples when we are able to speak of de-
liberate concepts and elaborated projects, which should be considered among
the most important historical documents.

In our view, very few studies in this direction have appeared so far, be-
cause an adequate notion covering this field of creativity has been lacking.
The widespread term 'sacred space’ did not function well because of its too
general character, describing almost the entire realm of the religious. Some
years ago I proposed a new term 'hierotopy', which became the core of the
present project”.

The term 'hierotopy' (ierotopia) consists of two Greek roots: hieros (sa-
cred) and topos (place, space, notion). In that respect it resembles many
other words already established in our vocabulary in the last hundred
years — the term 'iconography' is one of them. The meaning of the notion
might be formulated as follows: Hierotopy is creation of sacred spaces re-
garded as a special form of creativity, and a field of historical research
which reveals and analyses the particular examples of that creativity. The
intention of the project is to realize the existence of special and quite large

' Lidov A. Relics as a pivot of Eastern Christian culture / Eastern Christian Relics / Ed.
Alexei Lidov. Moscow, 2003, p. 11-15.

% For the first time it was presented in my lecture 'Byzantine Hierotopy. Miraculous Icons in
Sacred Space' at the Bibliotheka Hertziana in Rome (January 14, 2002). I would like to use
this opportunity and express my deep and sincere thanks to colleagues and friends who
could evaluate and support this idea from the very beginning. I mean, first of all, Leonid
Beliaev, Peter Brown, Slobodan Cur&i¢, Herbert Kessler, Oleg Grabar, Nicoletta Isar and
Gerhard Wolf. The discussions we had around the Hierotopy concept and their moral sup-
port were not just stimulating but actually priceless.
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phenomenon, for which boundaries of the research field have to be estab-
lished and specific methods are to be worked out.

The most serious problem of hierotopy is probably the category of the
sacred itself, which surmises actual presence of God and cannot be separated
from the miraculous, in other words, something that is not created by human
will. The outstanding anthropologist Mircea Eliade, who dedicated several
works to the phenomenon of the sacred, introduced a special notion of
'hierophany', making a clear statement: 'Every sacred space implies a
hierophany, an irruption of the sacred that results in detaching a territory
from the surrounding cosmic milieu and making it qualitatively different".
As an example of hierophany Eliade provides the famous biblical story of
Jacob's Dream about the Ladder connecting the Earth and the Heaven, about
Lord speaking from Heaven and the construction of an altar at the holy spot
(Gen. 28: 12-22).

Using the same subject, let us try to separate ‘hierophany' and
'hierotopy', articulating the specificity of our approach. In the biblical story
the description of the hierotopic project starts with Jacob’s awakening. In-
spired by his dream-vision, he , begins to create a sacred space, which would
convert a particular place into “the house of God and the gate of heaven”. He
takes the stone that has been his pillow, sets it up as a monument, and pours
oil on it. Jacob also renamed the place and took special vows. So, Jacob, and
all his successors — creators of churches and shrines, created a particular
spatial milieu. That making differs from hierophany as a creation by human
hands from God's will. Communion with the miraculous inspired the concept
of a spatial image, but itself remained beyond the realm of human creativity.
This creativity, nevertheless, was intended to actualize the memory of a
hierophany by all possible means, embodying an image of the divine revela-
tion. As it seems, the permanent relation and intensive interaction between
hierophany (the mystical appearance) and hierotopy (actually created space)
determined the specificity of creation of sacred spaces as a form of creativ-
ity. One may note that Eliade's approach, analyzing the structure of the myth
and its profound symbolism, has a principally different focus which, how-
ever, can be used in some hierotopical reconstructions.

Hierotopy as a type of creativity is deeply rooted in human nature. In the
process of self-identification as a spiritual being, the Man, first spontane-
ously and then deliberately, creates a concrete milieu of his connection with
the transcendental world. Creation of sacred spaces can be compared with
pictorial creativity, which also belongs to visual culture and appears sponta-
neously at a very early stage of shaping of personality. However, in contrast
with the creation of pictures, where an entire infrastructure is present from

? Eliade M. The Sacred and the Profane. The Nature of Religion. New York, 1959, p. 26.
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first drawing lessons to academies, criticism and the art market, creation of
sacred spaces simply has not been included in the cultural context of modern
European civilization. The positivist ideology of the 19" century, when con-
temporary disciplines took their shape, did not see in the ephemeral 'sacred
space' an independent subject of research. Most disciplines were linked to
concrete material objects, either pictures or architectural monuments, folk
rituals or written texts. Creation of sacred spaces did not receive its place in
the established scheme of humanities, whose structure was determined by
the 'object-centered' model of description of the universe. As a logical con-
sequence of this fact the subject was not formulated, a discipline did not ap-
pear, and the special terminology was not elaborated.

At the same time it is not possible to say that the problematic of sacred
space has not been touched by the humanities. Various aspects of the topic in
question have been discussed by archeologists, anthropologists, art historians
and historians of religion. However, they, as a rule, tried to solve the prob-
lems of their own respective disciplines, emphasizing particular aspects
without consideration of the whole. No doubt hierotopical studies will use
some traditional approaches of art history, anthropology and liturgics. At the
same time one may claim that hierotopy does not coincide with any of them.
Hierotopy can not be reduced neither solely to the world of artistic images,
nor to the combination of material objects, organizing a sacred milieu, nor to
the rituals and social mechanisms that determine them. The ritual plays a
great role in hierotopical projects but purely artistic, theological and liturgi-
cal aspects usually neglected by anthropology seem no less important. Fur-
thermore, a hierotopical concept could not be interpreted in terms of the so-
called Gesamtkunstwerk, or synthesis of arts, which acquired enormous sig-
nificance in the age of Baroque, and later in the Art Nouveau. Medieval sa-
cred space cannot be considered as just a combination of artifacts and vari-
ous ephemeral effects creating a particular artistic milieu. This modern
approach seems to be a result of the great transformation that happened in
Western European mentality after the Renaissance when aesthetical values
began to be perceived as a substitute of the sacred ones®. Though sometimes
similar, hierotopy deals with a principally different matrix.

Hierotopical vision can be practically useful for many humanities. Char-
acteristically, entire forms of creativity could not be properly discussed be-
yond the hierotopical framework, which is not connected with the positivist
classification of objects. For instance, such an enormous phenomenon as the

* This topic has been discussed in the paper by Mikhail Sokolov at the Hierotopy conference
in Moscow: Sokolov M. Ab arte restaurata. On the sacralization of aesthetical values in
modern “Hierotopy” // Hierotopy. Studies in the Making of Sacred Spaces / Ed. A. Lidov.
Moscow, 2004, p. 50-52 and in the forthcoming collection 'Hierotopy. Comparative Stud-
ies'/ Ed. A. Lidov. Moscow, 2006.
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dramaturgy of lighting goes beyond the boundaries of the traditional disci-
plines. At the same time we know for sure from written sources (Byzantine
Monastic Typika) how detailed was the practice of lighting, dynamically
changing during the services according to a sophisticated scenario’. In par-
ticular moments light accentuated concrete images or holy objects, organiz-
ing a perception of the entire space of the church as well as the logic of read-
ing its most significant elements’. Dramaturgy is an appropriate word in this
context since the artistic and dramatic element in that field of creativity was
no less important than the ritual and symbolic one’.

The same concerns the realm of fragrance, which presents every time
new combinations of incense, smells of wax candles and aromatic oils in
lamps. Christian culture inherited the great traditions of the Ancient East
through the Roman imperial cult as well as through the sophisticated wor-
ship of the Old Testament Temple®. Jewish and Ancient Roman sources do
not leave doubts that individual dramaturgies of lighting and fragrance were
practically always an integral part of a particular concept of the sacred
space’. Hierotopical approach allows us to create an adequate research
framework for such phenomena, in which different cultural artifacts could be
studied as interacting elements of a single project.

A project of this kind was a matrix, or structural model, of a particular
sacred space, subordinating all visual, audio and tactile effects. It seems im-
portant to realize that practically all objects of religious art were originally
conceived as elements of a hierotopical project and included in the 'network’
of a concrete sacred space. However, with some exceptions, we do not ‘ask’
our artistic monuments about this pivotal peculiarity, which was crucial for
their external appearance. In order to solve this apparently simple problem
one should get rid of a fundamental sterecotype of the consciousness. The

> A characteristic example is the Typikon of the Pantokrator monastery in Constantinople:
Congdon E. Imperial Commemoration and Ritual in the Typikon of the Monastery of Christ
Pantokrator // Revue des études byzantines, 54 (1996), p. 169-175, 182—184; on the kin-
dling in Byzantine churches see: Theis L. Lampen, Leuchten, Licht // Byzanz — das Licht
aus dem Osten: Kult und Alltag im Byzantinischen Reich vom 4. bis zum 15. Jahrhundert.
Katalog der Ausstellung im Erzbischoflichen Didzesanmuseum Paderborn / Ed. Chr. Stie-
gemann. Mainz, 2001, S. 53—64.

On the use of natural light see: Potamianos I. Light into Architecture. Evocative Aspects of
Natural Light as Related to Liturgy (Ph. D. Diss. University of Michigan, 1996).

On the symbolic and liturgical aspects as reflected in the Byzantine ekphraisis see: Isar N.
Choros of Light: Vision of the Sacred in Paulus the Silentiary's poem Descriptio S. Sophiae
// Byzantinische Forschungen, 28 (2004), p. 215-242.

Caseau B. Euodia: The Use and Meaning of Fragrance in the Ancient World and their
Christianization (100-900). Ann Arbor, 1994.

Heger P. The Development of Incense Cult in Israel. Berlin — New York, 1997; Barker M.
Fragrance in the making of sacred space: Jewish Temple paradigms of Christian worship //
Hierotopy. Comparative Studies / Ed. A. Lidov. Moscow, 2006 (forthcoming).
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basis of the positivist universe is the object itself, around which the whole
process of research is being constructed. However, it becomes more and
more clear now that the centre of the universe in medieval religious minds
was immaterial but real space around which the world of objects, sounds,
smells, lights and other effects came to being. Hierotopical approach allows
us to see artistic objects in the context of another model of universe and to
read them anew.

Without denying any options of iconographical or stylistic approaches,
hierotopy helps to reveal an unknown source of information, existing in our
art objects. If our efforts lead just to posing questions about the spatial aspect
of a concrete monument and introduce one more dimension in traditional art
historical discourse, the initial part of the project would be accomplished.
We should repeat, however, that Hierotopy does not coincide with traditional
art history, though it might considerably renovate its methodology.

Thinking further on the boundaries of art history, one may ask why the
history of medieval art has been reduced to making of objects and the role of
artist was limited by more or less high artisantry. May be the time has come
to extend the context by introducing a special figure of the creator of sacred
space'’. Some projects of sacred space were of high artistic value though
realised on a different level in comparison with the creation of art objects
and architectural forms. Such figures are well known though their true role
has remained hidden behind the general name of donors or commissioners.
However, not all the donors were creators of the sacred space though there
are examples when their functions coincided.

A representative figure in the West is the Abbot Suger, who created a
concept of the first Gothic space in the cathedral of St Denis''. His functions
could not be reduced just to the endowment of the project, or to the casting
of masters, or to the theological program, or to elaboration of new rituals,
artistic modeling, iconographic or stylistic innovations. He was engaged in
all these activities. His role can be compared with the role of film-directors,
who coordinate efforts of various masters, which we have long agreed to
regard in the context of art history.

In the Byzantine tradition emperors quite often played the role of crea-
tors of sacred space, following the example of Justinian as the saint 'concep-
teur' of the Great Church (fig. 1). Justinian himself competed with the King
Solomon — a renown builder of the Old Testament Temple'>. Solomon in
his creation of the Temple space was inspired by the Lord himself, who con-

' Lidov A. The Creator of Sacred Space as a Phenomenon of Byzantine Culture // The Artist
in Byzantium / Ed. M. Bacci. Pisa, 2006.

! Panofsky E. Abbot Suger and Its Art Treasures on the Abbey Church of St.-Denis. Prince-
ton, 1979.

12 Koder J. Justinians Sieg iiber Solomon // Thymiama. Athens, 1994, p. 135-142.
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veyed to Moses on Mount Choreb the entire project of the Tabernacle from
the general structure of the space to details of the sacred vestment production
(Ex. 25-40). God has chosen the master Bezalel for the practical realization
of his plan, creating for centuries a model relationship between creators of
sacred space and creators of objects (Ex. 35-36). Creation of sacred spaces
by earthly rulers can be considered as iconic behavior in relation to the Ruler
of the universe. That activity went far beyond ordinary commission and
should become a subject of intensive research, based on a sequence of his-
torical reconstructions of particular projects of sacred space.

I have recently discussed one of these concepts in detail in a special paper
concerning Leo the Wise's project in Hagia Sophia and his spatial program of
the Imperial Door (fig. 2)"*. As one may judge from direct and indirect evi-
dence, the emperor Leo combined in one program venerable relics and miracu-
lous icons, mosaic murals and accompanying verse inscriptions, special rites
and images of the miracle stories, which appeared in minds in front of the con-
crete shrines. All together they created a spatial milieu of the Main Entrance to
the Great Church of the Empire. An invisible part of this milieu were repeated
miracles, as numerous pilgrims inform us. To some extant, the boundaries of
the milieu were mystically marked by the zone of specific miracles. The pro-
tagonist of this spatial dramaturgy was Jerusalem icon of the Virgin who
spoke to St Mary of Egypt and gave her salvation after her deep penitence in
front of the icon. Noteworthy is, that this icon, originally situated at the en-
trance to the Basilica of the Holy Sepulchre, was installed by Leo the Wise at
the same place beside the Imperial Door of Saint Sophia of Constantinople.
Thereby a mystical link was established between sacred spaces of two great
churches. Jerusalem relic with its own aureole of literary associations and
symbolic connotations was translated into the Constantinopolitan church, be-
coming a part of another spatial image.

That spontaneous aspect undoubtedly played a considerable role in the
creation of any particular sacred space. Every spatial phenomenon should be
perceived as a result of creative efforts of several masters. We do not want to
fall back into the rut of an old-fashioned art-historical deification of the indi-
vidual maestro: Solomon; Justinian; Leo the Wise, or Suger of St-Denis.
Creation of an environment conducive to the eruption of the sacred (Eliade's
hierophany) is always complex, and not merely reducible to the genius of a
single patron. But at the same time we might want to think about a 'concep-
teur', a particular creator of the sacred space, whose role could be initiative,
fundamental, and multifunctional. Like future film directors he was respon-

13 Lidov A. Leo the Wise and the Miraculous Icons in Hagia Sophia // The Heroes of the Or-
thodox Church. The New Saints, 8" to 16™ century / Ed. E. Galaki-Kountoura. Athens,
2004, p. 393-432.
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sible not merely for the general spatial imagery but for complex links of
various arts subordinated into a single sacred milieu. Without revealing this
figure, or better to say, without keeping in mind a possibility of this cultural
function, we will not be able to understand properly numerous phenomena of
medieval culture.

As we have noticed before, translation of sacred space was key element
in the project of Leo the Wise, presenting just one example in a large prac-
tice, which consists of a main direction of the medieval hierotopy. A com-
plex problem of the definition of the 'holy place' as distinct from the 'sacred
space' emerges in this context'. Translation of a spatial image did not mean
disappearance of the locus, moreover, topographical material concreteness
stimulated the power and miraculous efficacy of a spatial image. Hierotopi-
cal creativity established a sophisticated system of interaction between the
static place-matrix and the flying space, which at any moment could be ma-
terialized at a new place. In this context a set of projects on the recreation of
the Holy Land in various countries of the East and the West comes to mind.
Among them one might recall the Pharos chapel in Constantinople, which
functioned not merely as an imperial storage of main Passion relics, but as
the Byzantine Holy Sepulchre — the sacred centre of the Empire". In the
West the most striking example is famous Campo Santo in Pisa (fig. 4), for
which in the 13™ century the crusaders brought the real “Holy Land” by
ships from Jerusalem and covered a large field, later surrounded by the gal-
lery-cemetery. Finally, a glorious Russian project should be mentioned. I
mean the seventeenth-century New Jerusalem complex near Moscow
(fig. 5), which was the largest project for a recreation of the Holy Land in
world history. Creators of that enormous sacred space combined in their pro-
ject an iconic image and a precise replica, presenting both Byzantine and
Western hierotopical traditions'®.

It is interesting that in the framework of one 'large space' some projects
belonging to different periods could co-exist. Thus, the concept of Leo the
Wise at the beginning of the tenth century was inscribed into the space of the
Great Church created by Justinian in the sixth century. It was not the only
alteration. The whole environment of Hagia Sophia was filled out by con-
crete projects of sacred spaces. It concerns the space around the altar-table,
with its various crosses, votive crowns, liturgical covers and the catapetas-

' Smith Z. To Take Place. Toward Theory in Ritual. Chicago and London, 1987.

'5 Lidov A. The Theotokos of the Pharos. The Imperial Church-Reliquary as Constantinopoli-
tan Holy Sepulchre // Buzantuiickuii mup. MckycctBo KoHCTaHTHHOMONS M HAITHOHAJIBHEIE
tpaguuun (Byzantine World: The Art of Constantinople and National Traditions). Moscow,
2005, p. 79-108 (in Russian with English resume).

' Qusterhout R. Flexible Geography and Transportable Topography // The Real and Ideal Jeru-
salem in Jewish, Christian and Islamic Art / Ed. B. Kuehnel. Jerusalem, 1998, p. 402—404.
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ma, which had to be perceived within a single spatial image-installation,
which should not be reduced to any flat picture. Typologically similar spatial
images, every time in new forms, appeared in other parts of the building: at
the Samaritan's well in the south-east compartment, or around the icon-
reliquary with the chains of St Peter in the northern aisle, or near the north-
west pillar with relics of St Gregory the Wonderworker inside. The latter
was covered by gilded brass plates and adorned by a venerated icon of this
saint. In particular days a movable altar-table was installed in front of the
pillar and special services took place. Deliberately modeled micro-spaces
were activated in particular moments of the daily or annual liturgical ser-
vices, becoming temporary protagonists in a grandiose spatial performance.

The dynamic characteristic was of principal importance in hierotopical
projects. We usually do not consider it in our discussions of Byzantine art
since we are mostly operating with archeological remains. However, we
should recognize that the material forms were just a part, and not always the
most important one, of a spatial whole which was in permanent movement.
Performativity, dramatic changes, the lack of strict fixation shaped a vivid,
spiritually intensive, and concretely influential environment.

It is noteworthy, that in Byzantium, as it becomes clear, this phenome-
non had a special system of notions describing such performative para-
digms'’. Sometimes they were reflected in iconographical programs as, for a
example, the early fourteenth-century mosaics of the Kariye Camii (the
Chora Monastery in Constantinople) suggest (fig. 3). As we know, the con-
cept of the sacred space as well as of the iconographic program belonged to
Theodore Metochites, who clearly pointed out the origins of his imagery,
symbolically connected with the dedication of the monastery to the 'Chora'.
Along the axis of the West to the East, over the entrance and to the right of
the sanctuary barrier, there are different images of the Virgin with the Child
inscribed by the same words “Chéra tou achérétou” (“container of uncon-
tainable”, or “the space of what exists beyond the space”)'®. The inscription
indicated the miracle of the Incarnation, when the earthly Virgin contained
uncontainable God, and at once established a spatial dimension of the divine
being. The images of the Mother of God were co-related with two images of
Christ above the entrances to the narthex and to the naos, in both cases in-
scribed as “Chora ton zonton” (“space of the living”).

"7 It concerns, first of all, notions of Chéra and Chorés. See Nicoletta Isar's paper 'Chorogra-
phy (Chéra, Chorés) — A performative paradigm of creation of sacred space in Byzantium'
in the present collection.

'8 Qusterhout R. The Virgin of the Chora: the Image and its Contexts / The Sacred Image.
East and West / Ed. R. Ousterhout, L. Brubaker. Urbana and Chicago, 1995, p. 91-109;
Isar N. The Vision and its ‘Exceedingly Blessed Beholder’: Of Desire and Participation in
the Icon // RES: Anthropology and Aesthetics, 38 (2000), p. 56-73.
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It seems clear that the 'Choéra’ here does not mean country, land or vil-
lage, but the most important theological notion and one of the names of God.
It went back to Plato's fundamental category'®, which was developed by neo-
Platonism and from there came to the Church Fathers. In the theology of
icon worshippers (such as the Patriarch Nikephoros in the early ninth cen-
tury) the notion of Chéra became a kind of cornerstone in the argument
against iconoclasts, explaining the principal difference between the 'icon' and
the 'idol'. According to this view, the ideal icon is always spatial, and at the
same time absolutely concrete, like Christ at the same time eternally dwells
in Heaven, and offers His flesh in every Eucharist sacrament. The Chora as
the spatial being of God is a link connecting these two rationally opposite
phenomena. The entire church and all its images are intended to represent
this 'divine space'. Highly educated Theodore Metochites emphasized that
all-embracing symbolical meaning in his iconographical program, which was
an integral part of the special hierotopical project of the Chora monastery.
The example proves not merely deep roots of the hierotopical approach in
medieval minds, but the existence of quite well articulated system of notions,
which we sometimes ignore in our discussions 2 1t concerns, however, the
pivotal principle of Byzantine 'theology in images'.

The 'paradigm of the flat picture', still dominating in our minds, does not
help to establish an adequate perception of the spatial imagery and of
hierotopical projects. It seems, that crucially significant in that respect is to
recognize the spatial nature of iconic imagery as a whole: in Byzantine
minds the icon was not merely an object and a flat picture on panel or wall,
but a spatial vision emanating from the depiction into the environment in
front of it and existing between the picture and its beholder. This basic per-
ception determined iconic character of space in which various media were
interacting. So, it is important to emphasize that creation of a sacred space is
making of concrete spatial imagery that typologically, according to the type
of representation and its perception, can be considered as something quite
similar to Byzantine icons”'.

This connection became evident in some late medieval projects, such as
the Palm Sunday ceremony, or the 'Procession on a donkey' in the sixteenth-
seventeenth century Moscovy. The tsar led the patriarch, seated on a donkey

Y 1n the dialogue Timaeus, describing the creation of the universe, Plato names Chédra as one
of three major categories which appeared separately before the birth of the heaven.

% In this context one may pay attention to an interesting term 'hieroplastia', which appears in
the texts of Pseudo-Dionisius Arepagite and denotes visual presentation of spiritual phe-
nomena: Lampe G. W. H. A Patristic Greek Lexikon. Oxford, 1961, p. 670. From the hiero-
topical point of view, this term could reflect creation of spatial imagery.

21 On this phenomenon see: Lidov A. Spatial Icons. The Miraculous Performance with the
Hodegetria of Constantinople in the present collection.
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in remembrance of Christ's entrance into Jerusalem, from the Kremlin to St
Basil cathedral on the Red Square. The hierotopical concept seems quite ob-
vious and can not be reduced to a well-known phenomenon of urban proces-
sions. It concerns reproduction in the centre of Moscow of the space of Jeru-
salem according to the Gospels. Some scholars have already posed a
problem of the iconography of the ritual, which should be interpreted as a
"living picture' and a dynamic (one may add, and spatial) re-enactment of the
icon with “The Entrance into Jerusalem” — a very popular subject in Byzan-
tine and Russian Medieval art™. All figures of the iconography became real
participants of the Moscow rite, creating a kind of performance in space and
illustrating the festive icon. This eloquent example clearly demonstrates,
how deep the connection was between the spatial imagery and icons, which
late medieval Russian masters of hierotopy used to present in more illustra-
tive and narrative way than their Byzantine predecessors.

In Byzantium the relations could be more sophisticated, when a miracu-
lous icon with its own image and iconographical program participated in the
creation of a sacred space, as it happened in the miraculous Tuesday per-
formance with the Hodegetria of Constantinople and many others™. In these
cases the image on the panel was perceived as animated, it became an in-
separable part of the iconic spatial milieu, in which the miraculous icon was
actively participating and interacting with beholders. One might notice that
an artistic phenomenon, that we are trying to reveal, creates a methodologi-
cal trouble, a contradiction with a basic principle of the history of art — the
opposition 'image versus beholder'. The relationship between the image and
the beholder could be most complicated, however, their structural opposition
presents a kind of pivot of all art-historical discussions. Yet the most charac-
teristic feature of Byzantine hierotopy is the participation of the beholder in
the spatial image. The beholder acts inside the image, as its integral element
together with various depictions, lights, odours, gestures, and sounds. Fur-
thermore, the beholder, possessing collective and individual memory, spiri-
tual experience and knowledge, in a way participates in the creation of the
spatial imagery. At the same time, the image exists in objective reality as a
kind of dynamic structure, changing its elements according to an individual
perception — some aspects of the spatial entity could be accentuated, or
temporally hidden. Creators of sacred spaces kept in minds the factor of pre-
pared perception, connecting all intellectual and emotional threads of the
image-concept. Maybe because of this a spectator from outside does not per-

22 Flier M. The Iconology of Royal Ritual in Sixteenth-Century Moscovy // Byzantine Stud-
ies. Essays on the Slavic World and the Eleventh Century. New York, 1992, p. 66.

3 Lidov A. The Flying Hodegetria. The Miraculous Icon as Bearer of Sacred Space // The
Miraculous Image in the Late Middle Ages and Renaissance / Ed. E. Thunoe and G. Wolf.
Rome, 2004, p. 291-321.
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ceive that Byzantine spatial imagery, while sometimes adoring the decora-
tive beauty of “flat icons”.

It is noteworthy, that Byzantine 'spatial icons', most unusual in modern
European context, have a typological parallel in the contemporary art of per-
formances and multi-media installations, which have nothing to do with the
Byzantine tradition historically or symbolically. What they share is the basic
principle of absence of a single source of images, the imagery is created in
space by numerous dynamically changing forms. The most significant is the
role of the beholder, who actively participates in the re-creation of the spatial
imagery. All the differences of the contents, technologies and aesthetics
notwithstanding, one may speak about one and the same type of the percep-
tion of images. The aspect, just touched upon here, shows how far we can go
in our analysis of the hierotopical approach.

As we have tried to demonstrate, in many cases discussion of visual
culture can not be reduced to a positivist description of artifacts, or to the
analysis of theological notions. It requires change of vision and of the lan-
guage of description. Some phenomena can be properly interpreted only on
the level of images-ideas: I prefer to term them 'image-paradigms', which
do not coincide with the illustrative pictures or ideological conceptions™*.
This special notion seems a useful instrumentum studiorum, which helps to
explain a certain layer of historical sources. That image-paradigm was not
connected with illustration of any specific text, though it included a lot of
literary and symbolic meanings and associations. It is hard to see in this
paradigm just an embodiment of a theological concept, although the depth
and complexity of its structure is quite obvious. The image-paradigm be-
longed to the visual culture, it was visible and recognizable, but at the
same time it was not formalized in any stable state, either in a pictorial
scheme or in a mental structure. In this respect the image-paradigm looks
similar to the metaphor that loses its sense in re-telling, or in its division
into parts. For the Byzantines, such an irrational and at once 'hiero-

 Heavenly Jerusalem was perceived as such an image-paradigm changing its external forms
every time but surviving as a recognizable matrix, see: Lidov A. Heavenly Jerusalem. The
Byzantine Approach // The Real and Ideal Jerusalem in Jewish, Christian and Islamic Art /
Ed. B. Kuehnel (Jerusalem, 1998), p.341-353, esp. 353. Some other examples have been re-
cently revealed: Lidov A. The Miracle of Reproduction. The Mandylion and Keramion as a
paradigm of sacred space // L'Immagine di Cristo dall' Acheropiita dalla mano d'artista / Ed.
C. Frommel, G. Morello, G. Wolf. Citta del Vaticano, Rome, 2006; Lidov A. Holy Face —
Holy Script — Holy Gate: Revealing the Edessa Paradigm in Christian Imagery // Mandylion.
Intorno al Sacro Volto / Ed. G. Wolf. Firenza, 2006. The latest article offers a striking exam-
ple and reveals that the Mandylion, Christ's Letter to Abgar and the Sacred Gate of Edessa,
where these two relics were displayed, were perceived as a single whole — an established im-
age-paradigm which existed in minds of medieval artists and their beholders.
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plastic'™ perception of the world could be the most adequate reflection of
its divine essence. It does not involve any mystic but a special type of con-
sciousness, in which our categories of the artistic, the ritual, the intellectual
were interwoven in the inseparable form of vision.

The absence of the image-paradigm as a notion in contemporary schol-
arship does not allow us to reveal a number of phenomena which determined
both symbolic structures and concrete pictorial motifs. One point seems
clear — this phenomenon is quite distinct from what one may call an icono-
graphic device. It seems significant in this respect that in references to most
glorious model-shrines, like the Holy Sepulchre, Hagia Sophia or the Cathe-
dral of the Kiev-Cave monastery, medieval 'concepteurs', as a rule, repro-
duced not planning, architectural forms or decoration, but the image-idea of
the particularly venerated sacred space, recognized by contemporaries and
included into the new context. We still do not have a proper language to op-
erate with image-paradigms that challenge our fundamental methodological
approach to the image as illustration and flat picture. In my view, beyond the
image-paradigms our discussion will remain foreign to the medieval way of
thinking and any analysis of style, iconography or hierotopy would be lim-
ited to a simple external fixation of artifacts of the visual culture. However,
the recognition is important in and of itself, and further studies in this direc-
tion may reveal some practical approaches and renew our vision of medieval
phenomena.

It is quite obvious that the hierotopical problematic cannot be limited to
the Byzantine tradition only. Ancient and medieval, and in general, the entire
history of religious cultures in various countries consists of numerous
hierotopical projects, which might become a subject of comparative studies.
In this connection it seems correct to pose a question of different layers or
levels existing in each sacred space. This concerns archetypical background
shared by all traditions. For instance, the archetype of the Holy Mountain
exists in absolutely different cultures, historically unrelated to each other.

One may pose the question of hierotopical groups, as it was done many
years ago for language families. Elucidation of the Indo-European tradition
in creation of sacred spaces looks as a quite fruitful direction of studies. At
least, the existence of such a tradition makes it possible to explain very simi-
lar structure of the inner space in Hindu temples and Christian churches, that
could not be understood in terms of historical influences.

No less important is the issue of religious and national models of
hierotopy. The Islamic approach is quite distinct from the Christian one,
though both religions, having roots in Judaism, are much closer to each other
than to Buddhism.

25 See note 20.
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The first thing, that comes to my mind, is the striking problem of the
“temple consciousness”, recently exposed by some scholars. It presupposes
discussion of different models of the temple space in the framework of the so
called 'Abraham's tradition'*®,

Some striking typological differences might be noticed through com-
parative analysis of Christian hierotopy in the West and in the East. As has
been already mentioned, in Byzantium we see iconic vision of the spatial
imagery, destroying the barrier between the stable church (its material body)
and the dynamic external milieu outside any physical borders. The inner
space of the church could be displayed and re-created in squares and streets,
in fields and mountains, which should, at least temporarily, be transformed
into an icon of the sacred universe, created by God himself. This re-creation
of the spatial proto-image contains one of the most essential meanings of all
rites and processions happening outside the church. It is noteworthy that the
church itself is considered as a transparent structure and moving spiritual
substance: one may recall about the relics inlaid in walls, pillars and cupolas
of Byzantine churches”’. A kind of manifestation of that vision we can see in
post-Byzantine churches in Romania, where the altar iconography is repro-
duced on the facades and the most sacred liturgical program is open to the
external world which is conceived in this way as a church-cosmos.

Byzantium created basic models of the arrangement of sacred spaces,
which in different countries were adopted and transformed according to their
national characteristics and even climatic conditions. It is quite clear, that the
ice architecture, which framed Russian hierotopical projects for the Epiph-
any and other winter festivals, simply could not exist in Constantinople or in
the Balkans®. This also demonstrates how sublime Constantinopolitan pat-
terns were being re-worked in the folk milieu: the well established, 'aca-
demic' hierotopy was naturally combined with spontaneous sacralization of
the human environment.

As a living being, a hierotopical project could change in time: the origi-
nal concept-matrix was subject to developments and additions, the concept
itself was sometimes transformed according to new ideologems. Cathedrals
of the Moscow Kremlin provide a good example: their spatial imagery con-

26 I mean, first of all, some works by Henry Corbin and his conception of 'themenology'. See
also a fundamental monograph by Sharif Shukurov: Illykypos I1I. M. O6pa3 Xpama / Imago
Templi. M., 2002. The author suggests an approach, different from the hierotopical one, to
the discussion of the temple space: his attention is focused on the phenomenology and poet-
ics of the temple, developing Corbin's ideas.

" Teteriatnikova N. Relics in Walls, Pillars and Columns of Byzantine Churches // Boctou-
HOXpHUCTHaHCKue penmkBun / Pen.-coct. A. M. Jlunos. M., 2003, c. 74-92.

2 Cwm.: Beliaev L. The Hierotopy of the Orthodox festival. On the national traditions in the
making of sacred spaces // Hierotopy.., p. 39—47, and in Hierotopy. Comparative Studies /
Ed. A. Lidov. Moscow, 2006 (forthcoming).
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siderably changed in different periods. As recent studies of some late medie-
val inventories have shown, by the late seventeenth century the most liturgi-
cal textiles, which used to covericons and great parts of walls, were removed
from the cathedrals. This created a principally different image of sacred
space, that we sometimes wrongly consider as an ancient one®. Careful re-
search of different historical layers of sacred space may be compared with
the restoration of an icon. As in such case, quite often just small remains of
original hierotopical projects are available to us, yet they should be recog-
nized as a unique source of historical information, which is capable to give a
clue to understanding of the surviving elements of the ancient complex —
architectural forms, frescoes, icons, liturgical vessels or particular rites.

The hierotopical approach relates not merely to the sacred spaces of
churches, cities or landscapes but to the research of spatial imagery in minor
art forms and in written texts. In the present introductory article we can but
touch upon some aspects of this large topic. The problematic of sacred space
in Byzantine manuscripts looks nearly unexplored. On the one hand, the spa-
tial concept is quite evident: in several manuscripts frontpieces are con-
ceived as a solemn gate to the sacred space of the book, sometimes they rep-
resent an icon of the heavenly city made up of churches (e.g., the twelfth-
century Homilies of James of Kokkinobaphos from Vatican and Paris, and
the Sermons of St Gregory of Nazianzus from Sinai, of the same century,
fig. 6)*°. On the other hand, a method to describe this phenomenon has not
been elaborated. The creator of a manuscript did not represent just a flat or-
namentation and the so called iconographical program, but tried to establish
a certain system of interrelations between the miniatures on double-pages of
a manuscript, making the image of sacred space which recalled the sacred
milieu of the church (it is not accidental that the image of the church ap-
peared on Byzantine covers). In many cases we probably may speak about a
particular concept that generated individual spatial imagery and connected
the manuscript with its liturgical function and its concrete environment —
specific rituals, lightings, sounding words and various liturgical vessels.

A comparison with liturgical vestments can be adduced here I mean
primarily the well-known fourteenth and early fifteenth-century embroidered
Byzantine sakkos of the Metropolitan Photios of Moscow (fig. 7)*'. Bearing

» Cmepnueosa Y. A. Jlparonennsiii ybop ukon Ilapckoro xpama // I{apckuii xpam. CBSITHIHE
Bnarosemnienckoro cobopa B Kpemiie (The Royal Church. Holy Relics of the Annunciation
Cathedral in the Kremlin). Moscow, 2003, p. 63-78.

3% vatican, gr. 1162, f. 2r and Sinai, gr. 339, f. 4v. See: Lidov A. Heavenly Jerusalem. The
Byzantine Approach.., p. 351-353.

3! Piltz E. Trois sakkoi byzantins. Analyse iconographique. Stockholm, 1976; Medieval Picto-
rial Embroidery. Byzantium, Balkans, Rus'. A catalogue of the exhibition. Moscow, 1991,
Ne 9-10, p. 38-51.
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a sophisticated system of images, these liturgical robes created a micro-
cosmos of the church space, which was included into the sacred milieu of the
real huge church (the Moscow cathedral) and revealed their true meaning in
the liturgical movement. Gold-embroidered icons were permanently chang-
ing on the moving clothes, becoming a kind of living beings in the atmos-
phere of unstable lighting of natural sources, various fires, reflections of gold
and silver vessels, in the multi-layered environment of smoking incenses. In
general, it concerns a dynamic, performative, spatial imagery, including offi-
ciating person as well as the entire liturgical context. It should be made clear,
that the traditional approach, limited just to studies of technology, style or
iconography, without consideration of the spatial background of this im-
agery, which was connected with a particular hierotopical project, will keep
us far away from proper understanding of original concepts of the so called
museum objects.

The same is true for liturgical vessels and numerous reliquaries. In the
tenth-century Constantinopolitan stone chalice from the treasury of San
Marco in Venice (the 'Chalice of Patriarchs') there is a gold medallion with
an enamel Pantocrator, which appears on the bottom of the semi-transparent
bowl made of sardonyx (fig. 8)*>. At the moment of communion the image
had to appear in the fluctuating liquid as a visible testimony of the Eucharis-
tic miracle of the transubstantiation of wine into the blood of Christ. How-
ever, a more striking indication to the spatial context of the image one might
find in the eloquent juxtaposition of the liturgical chalice and the cupola of
the Byzantine church, that also bore Pantocrator image (fig. 9). In the space
of a particular church these two images of the Pantocrator had to be per-
ceived as interrelated parts of one and the same hierotopical concept.

Another example is the famous Limburg staurothek (968-985 rr.,
fig. 10)*: the central part with a piece of the True Cross is framed by frag-
ments of ten other relics, most of which were kept in the church of the Vir-
gin of the Pharos — the major reliquary, belonging to the Byzantine emper-
ors. The complex of relics created a kind of icon of the Passions’*. As known
from the 'Book of Ceremonies' by Constantine Porphyrogenitus, reliquaries
of the True Cross used to be carried on battle fields during special imperial
rituals®. A staurothek was carried in front of the emperor on the breast of an

3211 Tesoro di San Marco. Milano, 1986, cat. no 16, p. 167—173.

33 Sevcéenko N. The Limburg Staurothek and its Relics // Thymiama. Athens, 1994, pls. 166—
167, p. 289-294.

3* On an iconic representation of the transportable “Pharos Chapel”, see: Wolf G The Holy
Face and the Holy Feet. Some considerations in front of the Novgorod Mandylion // East-
ern Christian Relics / Ed. A. Lidov. Moscow 2003, p. 285-286.

3 De Ceremoniis, I, 484.24-485.6; Haldon J. Constantine Porphyrogenitus. Three Treatises
on Imperial Military Expeditions. Vienna, 1990, p. 124.
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imperial chamber person. The link of a reliquary with the emperor person-
ally was stressed by all means. It was not merely a demonstration of imperial
omnipotence and the direct connection with the Ruler of universe, but a ref-
erence to the sacred space of the Pharos chapel, from where the relics were
borrowed*®. In such a ritual the whole army before the battle shared the most
sacred space of the empire that was embodied in the icon-reliquary.

If the hierotopical concept of the Limburg staurothek needs some addi-
tional evidence for its proper understanding, in some cases we should just
look carefully at objects themselves. Thus, Byzantine reliquaries of St De-
metrios (fig. 11) reproduced not merely the iconography of the saint’’, but
the arrangement of his shrine in Thessaloniki, which is represented by se-
quence of flat and volume images, gradually appearing in the process of the
opening of a reliquary. It aimed at the creation of an image of venerated sa-
cred space, widely known because of the miracles that regularly happened
there. A pendant reliquary invisibly connected its owner with the St De-
metrios' basilica in Thessaloniki (fig. 12). This sort of objects is not possible
to interpret as just a relic decorated with images. They should be considered
as spatial icons, which achieved their miraculous power through combina-
tion of the relic, the imagery, and its holy milieu.

The number of examples can be easily extended, and the brief analysis
considerably developed. However, seems much more important to us here to
evaluate a possibility of hierotopical approach to objects of minor arts, not to
monumental spaces only. Intention to re-create in small forms iconic concept
of a particular sacred space reflects, in my opinion, a fundamental principle
of the Eastern Christian visual culture.

It seems correct in this context to pose a question of sacred spaces in lit-
erary texts”. In medieval writings, and particularly in hagiographic texts,
there is quite often a description of a sacred milieu — a dwelling place of the
saint, partly created by himself. In some cases there is a chance to compare
these descriptions with archaeological remains and characteristics of the
natural environment™. All common positive features, i.e. distances, become

3% A more detailed discussion of this aspect, see: Jludos A. M. Llepkosb Boromarepn ®apoc-
ckoit. MmMmeparopckuil XpaM-penuKBapuii Kak KOHcTaHTHHOHONbCkuH ['po6 I'ocmonens
(The Theotokos of the Pharos. The Imperial church-reliquary as Constantinipolitan Holy
Sepulchre) / BusanTuiickuit Mup: uckyccTBo KOHCTaHTHHOIIONSA ¥ HAI[MOHAILHbIE TPAIU-
muu. M., 2005, c. 87.

37 Grabar A. Quelques reliquaires de Saint Démétrios et le Martirium du saint a Salonique //
DOP, 5 (1950), p. 3-28.

38 Spatial aspects of Russian literature became a subject of several important studies by an
outstanding philologist Vladimir Toporov: Tonopog B. O Mu(pONIOITHIECKOM MTPOCTPAHCTBE
(Lo spazio mitopoetico). U36pannbie crathu. Pisa, 1994.

39 A good example has been provided by: Bakirtzis N. The Creation of an Hierotopos in Byzan-
tium: Ascetic Practice and its Sacred Topography on Mt. Menoikeion (in the present collection).
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invalid. A medieval author presents recognizable but iconic image of the
space, which exists beyond our system of values. Such a hierotopical ap-
proach to the modelling of space by words-images was recently named
'chorotope' by Peter Brown, who had in mind the classical notion of the
'chronotope' proposed by Mikhail Bakhtin. It is not merely about any direct
description of sacred spaces (the Paradise, a monastery or a church), but
about an attempt to present by literary means an image of specific sacred
milieu, which, looking from outside, could not have common 'sacred' charac-
teristics*'. In large spaces of the church and the city, in minor arts, and in
literary texts there is one and the same type of creativity, determined by the
idea of spatial imagery and iconic perception of the world.

In this brief introductory article I have just attempted to pose a problem.
Naturally, not all the aspects have even been touched upon, a lot of them
should be exposed and analysed properly. I did not deliberately make a strict
distinction between 'hierotopy as a form of creativity' and 'hierotopy as sub-
ject of cultural history'. It seemed more important to me to reveal the phe-
nomenon in general, leaving for the future certain structural and termino-
logical corrections of the subject and the method. As a conclusion, one might
notice, that hierotopy is not a philosophical concept, which needs a sophisti-
cated theory. It can be considered, in my view, as a form of vision that helps
to recognize the presence of a special stratum of cultural phenomena, which
should be historically reconstructed in detail.

0 Brown P. Chorotope: Theodore of Sykeon and His Sacred Landscape in the present collection.
*I' A hierotopical approach has been applied to modern literature. See: Blank K. Hierotopy in
Dostoevsky and Tolstoy // Hierotopy. Comparative Studies (forthcoming).
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1. Copust KoncrantuHomonbsckas. Bunm BHyTpeHHero mpocTtpaHctBa / Hagia
Sophia in Constantinople. A view to the inner space
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2. Co¢us Koncrantunomnoinbsckas. [IpoctpancTBo umnepaTopckux Bpar / Hagia
Sophia in Constantinople. A view to the Imperial Door
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3. boromareps «Chdra tou achérétou» Han BXOAOM B XpaM MOHAcTHIps Xopa
(Kaxpue dxamu). Mozauka, Hayano XIV B. Koncrantunonons / The Virgin

“Chora tou achorétou” over the entrance to the cathedral of the Chora monas-
tery (Kariye Camii). Mosaic, early 14" cent. Constantinople

4. Campo Santo B [Tuze, XII[-XV B. / Campo Santo in Pisa, 13™-15" cent



52 Alexei Lidov

5. «HoBsiii Mepycamum» iox MockBoi. Bun BHyTpeHHET0 TIpocTpaHcTBa cobopa
/ The “New Jerusalem” near Moscow. A view of the cathedral's inner space,
17"-18" cent.



Hierotopy. The creation of sacred spaces

53

6. Munuattopa-ppontuctuc pykorucu CioB ['puropus Haznansuna, ok. 1150 r.
Momnacteips CB. Exarepunsl, Cunaii / Miniature-frontispiece of the manuscript

of the Liturgical Homilies of St. Gregory of Nazianzus, ca. 1150. St Catherine's
monastery, Sinai (gr. 339, fol. 4v)
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7. bonpmioit cakkoc mutpornonuta ®dotusa. 3omotoe mmThe. Buzantus, 1414—
1417 rr. My3sen MockoBckoro Kpemis / Major Sakkos of the Metropolitan
Photios. Gold embroidery. Byzantium, 1414—-1417. Museums of the Moscow
Kremlin.
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o

«ITotup marpumapxos». CapIoHHUKC, meperopogvaras sMmanb. KOHCTaHTHHO-
monb, X B. CokpoBuminunia Can Mapko, Beneuuns / “Patriarchs' Chalice”.

. X \ . th
Sardonix, cloisonné¢ enamel. Constantinople, 10™ cent. Treasury of San
Marco, Venice

9. NanTokparop B kymnosne Codun Kuesckoit. XIB. / The Pantocrator in the
dome of St. Sophia in Kiev. 11™ cent.
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10. JIumOyprekas craBporeka. [1o3om0ueHHOE cepedpo, meperopoauaras dMaib.
Koncrantunomnons, X B. Cobop JImmOypra / The Limburg staurothek. Silver
gild, cloisonné enamel. Constantinople, 10" cent. Treasury of the Limburg
cathedral
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11. PenukBapuii-kusopuii cB. Jmurpus. IlozomoueHHoe cepeOpo. BuzanTus.
1059-1067 rr. My3en MockoBckoro Kpemmst / Reliquary-ciborium of St.
Demetrios. Silver gilt. Byzantium, 1059-1067. Museums of the Moscow
Kremlin
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12. Harpynnsrit penukBapuii ¢B. Imutpus. BuzanTtus. XIII-XIV BB. Komnekmus
Hambapron Oaxc, Bamunrron / The pendant reliquary of St. Demetrios.

Gold, cloisonné enamel. Byzantium. 13"-14™ cent. Dumbarton Oaks,
Washington, D.C.
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