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I[TPEAVICAOBIME PEAAKTOPA

YBaskaeMmple Koaaern!

Bamemy BHMMaHMIO IpejaaraeTcsl oyepelHON HOMep KypHaada «Busyaapnas
Te0AOTUsA». DTOT HOMep IIPOAOAKaeT TeMy BU3yaAbHOI perpe3eHTallill peAu-
IMO3HOTO OIIbITa Pa3AMYHBIMU M300pa3UTeABHBIMU CPeACTBaMM ¥ B Pa3HBIX
KyABTYPHBIX JKaHpaXx.

B cratve Andpes Oxoyumckozo (/1éBeH) NMPOU3BOAUTCA CpaBHEHUE AVICKPET-
HBIX QUIYPATUBHBIX M300pakeHniI 1 TaK Ha3hIBaeMOIO «KMBOTO BU3YaAbHOIO»,
MMeIOIIIero XOAMCTUIEeCKNII XapaKTep; Ha OCHOBe DTOTO CpaBHEHNs aBTOP OOb-
SICHSIET BETXO3aBeTHLIN 3aIlpeT Ha M300pa’keHi:s, a Tak’Ke XapaKTepu3ayeT 1epo-
TOIMIO KaK OIIBIT CHATMS IPOTUBOPEUMs MeXAy AByMs Ha3BaHHBIMM TUIIaMU
Bu3yaabHOCTU. VccaegoBanme Bumaius Jdaperickozo (/lyraHck) HOCBAIIEHO UCTOA-
KOBaHMIO BU3YyaAbHBIX peIlpe3eHTaIMii OTHOIIeHMsI K CMepT! B IIpaBOCAaBHOM
XPUCTHAHCTBe; aBTOP, ONMpasICh Ha CBUAETeAbCTBA PYCCKOM AUTepaTyphl U MKO-
HOTpad UM, TTIOKA3BIBAET, KaK 0OpsIA IMOrpeOeHNsI 1 caM OITBIT CO3epIIaHms MEPT-
BOTO TeJa BBIPa>KalOT XPUCTHAHCKOe ITOHMMaHMe CMepPTH B KadecTBe Ilepexosa
K HOBOMY POXKAeHUIO B XM3Hb BeuHylo. Cratbsa Januura Kpanuynosa (Beanxmii
Hosropoa) mocssieHa pacCMOTPEHMIO CBA3M MeXKAy BU3yaAm3allyell IIoduTa-
Hys CeBacTUIICKMX MY4EeHUKOB 11 (POPMMpPOBaHIEM PYCCKOTO HapOAHOTO IIpasJ-
HIMYHOTO KaJleHJAaps; aBTOP OOHapy>KMBaeT CeMMOTUYeCKMe ¥ TeOA0TJecKie
napaaaeay, o0beANHSIONe, C OAHOM CTOPOHBI, MKOHOTPapUIO CBATHIX Myue-
HIKOB U, C APYTOil CTOPOHBI, BU3yaAbHble (IIpejMeTHbIe) (POPMBI OpTaHU3aIIIN
PeAuTMO3HOIO IIpa3jHMKa B HapoaHoil KyabType. IIpoGaeMsl cooTHOIIeHM:
TekcTa 1 oOpasa B armorpadudeckoit Tpagunum Hosropoaa m Hosropoackoro
peruoHa IpoaHaAu3upoBaHsl B craTbe Jdapovu Tepeurxunon (Beanknuit Hosropoa);
aBTOp YTBep>KAaeT, 4YTO 0Opa3bl ¥ TUIIBI HOBITOPOACKMX CBSTBIX BRIpa>kalOoT cOOOI
MCTOPMYECKYIO peaabHOCTh KyAbTYypPHI IIPOIILIOIO, COXpaHssI B ceDe cpejHeBeKO-
BBle peAUTMO3HbIe IIpeACTaBAeHNsI 00 DTUYECKOM M DK3MCTeHIIaAbHOM Jijeade.
Tamvana Poruesa (Mocksa) mccaeayer UCTOPUIO BO3HUMKHOBEHUS M 9BOAIOLVN
oaHOTO MKOHOTpadmyeckoro tuna Vucyca Xpucra B cOBpeMeHHOM KaToAmde-
CTBe; B CTaThe PAaCCMOTPEHBI Te0A0TIMIecKlie I MUCTIYeCKIe ITPeAIIOChLAKN T09-
tanusa OOpasza lwmcyca Mmaocepanoro Ha ¢oHe MCTOPUYECKUX COOBITHI
B EBponie XX Beka 1 B CBSI3M C MHAVMBIAYaAbHBIM BU3MOHEPCKIM OIILITOM MOHa-
xyan Payctunsl Kosaabckoit. Cratesa Eaenvt dyaveepy (bByxapect) rocssimeHa
aHaAM3y M300pa3UTeAbHbIN MpuEMOB AHApes TapKOBCKOTO, JCIIOAB30BaHHBIX
B ero ¢puarMe «3epKado» AAsd BU3yaAM3allMU CaKpaAbHBIX TeM BeYHOCTH, Oec-
CMepTIsI, aHTMHOMIYECKOTO COBepIIIeHCTBa Yea0BeKa U CIaceHUs AYyIIN; aBTop
CTaThy IOKa3biBaeT, yTo TapKoBckmii oOpalaeTcs K XyAO0KeCTBeHHOMY Hac/e-
auto Peneccanca (/leonapao Aa Buran), 94TOOB BEIPa3UTh HAa DKpaHe MTOAAVHHBIN
XapakTep 1 BHyTpeHHUII Mup repoes ¢puanMa. KpaTkoe BBejeHmne B MeT040.10-
IMIO BU3yaAbHOI repMeHesTHKM Makca VIMaaas ripeacrasaeHo B cratbe Cmenana
Baneana (Mocksa); aBTOp HIPUBOAUT apTyMeHTHI B IIOAb3Y Te31COB O mepdop-



MaTMBHOM XapakTepe BOCHPMATUA (M AadkKe CaMOTO CyIeCTBOBAaHM:) IIPOU3Be-
AeHMsS MICKyCCTBa M O IMPUHIIUINAABHON HEBO3MOXKHOCTU IIeAMKOM peayIpo-
BaTh BU3yaAbHBII 00pa3 K KOHEYHOMY HaOOpy XapaKTepPMCTUK, IOAAAIOIIMXCS
BepOaAM3al.

B pasaeae «Ilepesoani» MBI IyOaAmMKyem IiepeBos ¢ HeMmenxoro IX raassr
kanrn Makca Vimaaas «Axorro. ®peckn Kaneaast gear Apena: Vikonorpadust.
Mkonoaorus. Vikonnka», spinoanennsni C. C. BanessHoM.

B pasaese «Apxus» BHUMAHUMIO 4MTaTeAsl MpejaodkKeHa HeOOABINas CTaThs
Baagumnpa Huxoaaesmua Mavuna, onybamkosanHas B Ilapioke B 1928 roay
U TTOCBAIIEHHas OOTOCA0BCKO-CEMMOTIYECKOI MHTepIIpeTariy KAIOYeBOTO BU3Y-
aAbHOIO cMMBOAa xpucruancrsa — Kpecra I'ocriogns.

HamommnHalo, 4to XypHaa «BusyaapHast TeoAorus» MHAEKCUpyeTcst B Oaszax
aanneix PVIHLI, EBSCO, Ulrich’s Periodicals Directory, DOAJ n ERIH PLUS.

Cepeeii Asatiecos



EDITORIAL

Dear colleagues!

We bring to your attention the next issue of the Journal of Visual Theology. This
issue continues the theme of the visual representation of religious experience in
various pictorial means and in different cultural genres.

The article by Andrew Simsky (Leuven) compares discrete figurative images
and the so-called “living visual”, which has a holistic character. On the basis of
this comparison, the author explains the Old Testament prohibition on images
and also characterizes hierotopy as an experience of removing the contradic-
tion between the two named types of visuality. The article by Vitaly Darensky
(Lugansk) is devoted to the interpretation of visual representations of attitudes
towards death in Orthodox Christianity. On the basis of Russian literature and
iconography, the author shows how the burial ceremony and the experience of
contemplating a dead body express Christian understanding of death as a tran-
sition to a new birth into eternal life. The article by Daniil Krapchunov (Veliky
Novgorod) examines the connection between the visualization of the Sebastian
martyrs veneration and the process of Russian national holiday calendar forma-
tion. The author reveals semiotic and theological parallels, uniting, on the one
hand, the iconography of the holy martyrs and, on the other hand, visual (sub-
ject) forms of organizing religious holiday in Russian folk culture. The problem
of correlation between text and image in the hagiographic tradition of Novgorod
and the Novgorod region is analyzed in the article by Daria Tereshkina (Veliky
Novgorod). The author claims that the images and types of Novgorod saints
express the historical reality of the culture of the past, preserving the medie-
val religious ideas about ethical and existential ideal. Tatiana Folieva (Moscow)
explores the history of the emergence and evolution of one iconographic type
of Jesus Christ in modern Catholicism. The article examines the theological
and mystical prerequisites for venerating the Divine Mercy against the back-
ground of historical events in Europe in the 20" century and in connection with
the individual visionary experience of Sister Faustina Kowalska. The article by
Elena Dulgheru (Bucharest) is devoted to the analysis of the pictorial techniques
of Andrei Tarkovsky, used in his film “Mirror” for visualization of the sacred
themes of eternity, immortality, antinomic perfection and salvation of soul. The
author shows that Tarkovsky refers to the artistic heritage of the Renaissance
(Leonardo da Vinci) in order to express the true character and inner world of
the heroes. A short introduction to Max Imdahl’s methodology of visual herme-
neutics is presented in the article by Stepan Vaneyan (Moscow). The author gives
arguments for the statement about the performative nature of perception (and
even the very existence) of a work of art and about the fundamental impossibility
to reduce the visual image to a finite set of verbal characteristics.

In the ‘Translations’” section we publish the IX chapter of Max Imdahl’s book
‘Giotto. Arenafresken: Ikonographie, Ikonologie, Ikonik’ [‘Giotto. Frescoes of the
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Arena Chapel: Iconography. Iconology. Iconics’], translated from German by

S. S. Vaneyan.
In the “Archive’ section, the reader is offered a short article by Viadimir Ilyin,

published in Paris in 1928 and dedicated to the theological and semiotic interpre-
tation of the key visual symbol of Christianity — the Cross of the Lord.

The Journal of Visual Theology is indexed in the databases of EBSCO, Ulrich’s
Periodicals Directory, DOAJ and ERIH PLUS.

Sergey Avanesov
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https://doi.org/10.34680/vistheo-2021-1-11-40

WHY GOD WAS AN ICONOCLAST?
THE VISUAL AND THE PICTORIAL
IN BIBLICAL HIEROTOPY

Andrew Simsky
Research Center for Eastern Christian Culture, Leuven, Belgium
andrew_simsky@mail.ru

This study’s point of departure is a question: given that the Old Testament God so cat-
egorically prohibits all images, why is His Word, i.e., the Bible, so full of visions and visual
imagery? In this paper, the issue is discussed in terms of a distinction between the visual,
broadly understood, and the pictorial, relating in a narrow sense to graphic artefacts.
I argue that mental images are distinct from and, in a sense, superior to pictures. The latter
are contrasted with an ‘enhanced’ visual imagery that includes sensory and motor images
as well. Holistic units of these ‘enhanced’ visual memories are termed as ‘image-experi-
ences’. The first and most important quality of the ‘enhanced vision’ is its spatial charac-
ter, which can even predetermine the emotional key of the response. This is particularly
the case with ‘limitless” natural spaces, such as the sea, the skies, or mountainous land-
scapes. The complex structure of the natural sublime and its affinity with divine imagery
is discussed using the concrete example of the modern European aesthetics of mountains
in its historical evolution. Then the paper turns to the hierotopic approach, according to
which the spatial experience of religious imagery emerges from organized ensembles of
sacred objects and symbolic pointers, conceptualised as spatial icons. Another important
quality of the enhanced visual is in its organic link with movement and action. Image-
experiences are lived through rather than passively watched. Calvinist visual theology
provides a remarkable example of an iconoclast ideology, which explicitly supports the
‘enhanced visual’ and shows a way to develop it into a form of understanding and trans-
forming the world. The motional/actional aspects of the ‘enhanced’ visual are further dis-
cussed in terms of a hierarchical model of motion control proposed by Nikolai Bernstein in
which two kinds of spaces are defined: first, space as a geometric medium of locomotion
defined by delimiting surfaces and dynamic constraints; secondly, spaces of purposeful
tool-mediated activity as collections of meaningful objects. Our human talent for identi-
fying things by unclear or incomplete features is instrumental to our ability to recognize
objects in drawings and photographs. The Bernsteinian system helps to explain why the
perception of 2D images is dominated by object-oriented parsing. Hence, there is a dan-
ger that the response to pictures be reduced to subject-object interaction in which many
important holistic qualities of the enhanced visual would be lost. Hierotopic creativity —
the construction of sacred spaces — can be seen as a strategy to mitigate these dangers by
integrating image-pictures into higher-level spatial constructs of enhanced visuality.


https://doi.org/10.34680/vistheo-2021-1-11-40
mailto:andrew_simsky%40mail.ru?subject=
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Keywords: vision, picture, iconoclasm, sacred space, performativity, atmosphere, hier-
otopy, mental image, embodiment, action, movement, Nikolai Bernstein.

IIOYEMY BOT Bbl/1 UKOHOBOPIIEM?
BU3YAABHOE U UBOBPA3SUTEABHOE
B BUBAEMCKOM MEPOTOIINN

A. A. OxormmmcKmin
HayuHEI1 LIeHTp BOCTOYHO-XPUCTUAHCKOI KyAbTypsl, /éBen, beabrisa
andrew_simsky@mail.ru

OrrpaBHO TOYKOM AaHHOTO MCCAeAOBaHUsA sBAseTcs Bolpoc: ecam bor Berxoro
3aBeTa KaTeropmMyecky 3allpeliaeT Ai0Oble mMsoOpakeHus, To Iouemy bubamsa mnoana
BUAEHMIT U1 3pUTeAbHBIX 00pa3os? Ilonck perienns 1mpodaeMbl HPUBOAUT K BBISBAEHUIO
NPUHININAABHBIX PasANdNil MeXAy QUIYPaTUBHBIMM U300pa’keHUAMU-KapTUHKaMIL
U SKMBBIMU 3PUTEABHBIMI OOpa3aMy, BKAIOUEHHBIMI B >KM3HEHHBINI KOHTEKCT. B gaHHOM
nccae0BaHMI I1AOCKIe M300pakeHNs IPOTUBOIIOCTaBASIOTCS «KMBOMY BU3YaabHOMY»,
KOTOpOe TakKe BKJAIOYaeT UyBCTBEHHBIE, ABUTaTeAbHBIE U JAeVICTBEHHBIe OoOpasbl, oOora-
Ijalol/e 3puTeAbHble BOCIIOMMHAHUS UAU I1A0Abl 3pUTeABHOTO BooOpakeHus. Ilepsoe
U T1aBHOE KayeCTBO «KMBOTO BM3YaAbHOIO» — €ro IIPOCTPaHCTBEHHBIN XapaKTep, KOTO-
PpBIit caM 110 ceDe MOMKET IIpejoIIpeAeAsTh DMOLVOHAABHBIN PETUCTP BOCITPUATIS, Kak
HaIlpuMep B cAydae «De3rpaHMYHBIX» ITPUPOAHBIX ITPOCTPAHCTB, TAKMX Kak Mope, He0o,
ropHsle Terizakn. Ha maTepmaze cTaHOBAEHUs eBPOITEIICKOI DCTETUKU TOp 0bOCyXAa-
eTCsl CAOXKHasl CTPYKTypa IHPUPOAHOIO CYOAMMHOTO U €r0 POACTBO C PeAUTMO3HBIMU
obpasaMi1, IIPOCTPAHCTBEHHYIO IIPUPOAY KOTOPBIX KOHIIENITYaAu3NpyeT neporonus. /Jsa
OCHOBHBIX ITOHATVS MEepPOTOINM, ITPOCTpaHCTBeHHAs MKOHa ¥ obpas-TlapajurMa, mpej-
CTaBAAIOT CODON ITPOCTPAaHCTBEHHBIE 0OpPashl, MOPOXKAEHHBIE OPTaHM30BaHHBIM aHCaM-
0./1eM caKpaAbHBIX DAeMeHTOB. BusyaabHas Teo0Tus KaAbBUMHNM3MA AaéT BasKHBIIN IIpUMepP
MKOHODOPUYECKON MAE0AOTNH, KOTOpasl He TOABKO SBHO OIMpaeTcs Ha «KUBOEe BU3yalb-
HOe», HO U yKa3bIBaeT ITyTh €To PasBUTH:A B popMy MO3HAHUA U IIpeoOpa3oBaHMs MIUpa.
Bropoe BaskHOe KauecTBO «KMBOTO BU3yaAbHOIO» — €I0 OpraHMJecKas CBA3b C ABVKeHU-
MU U AelicTBUssMU. B mepapxuueckoil ueThIpEXypOBHEBOI CUCTeMe yIIpaBA€HUS ABU-
>KeHneM, npegaoxenHon H. A. bepHIITeifHOM, BOSHMKAIOT ABe MOJEAM IIPOCTpPaHCTBa:
BO-IIEPBBIX, FeOMeTpUYecKas MOJeAb CpeAbl, B KOTOPOI OCYLIeCTBASIETCS ABVDKEHMe, U,
BO-BTOPEIX, COBOKYITHOCTH OCMBICAEHHEBIX 3ae/ICTBOBaHHBIX ITpeiMeToB. CITOCOOHOCTE 3pe-
HIUA MASHTUPUITNPOBATh PeAMEeTHI IT0 HesSCHBIM ¥ YaCTUYHBIM ITpM3HaKaM IPOABAIETCS
B X YCIeIIIHOM paclOo3HaBaHMM Ha KapTUHKaX. Bocrpusitue maockux nsodpaxeHunin oka-
3BIBAETCS CoAep KaTeAbHO 00eJHEHHBIM MEHHO IIOTOMY, YTO OHO OIpeJeAsIeTcs IoIpea-
MEeTHOM pacmm])pOBKoﬁ 1300pakeHNnil 1 AUIIEHO BasKHBIX XOAMCTUIECKUX YePT «KUBOIO
BU3yaabHOTO». ITpM 9TOM MepoTonmyeckoe TBOPUECTBO OKaszhIBaeTcsA dPPeKTUBHON CTpa-
TeTuerl MpeoAOAeHN DTUX OTPaHMIEeHUIT ITyTéM BKAIOYEeHNU (PUIYPATUBHBIX M300paske-
HUI B TPOCTPAHCTBEHHBIE KOHCTPYKIIUN «>KMBOTO BU3YaAbHOTIO».

Karouessle caoBa: Brgenne, n3oopaskeHne, MKOHOOOPYECTBO, caKpaAbHOe IIPOCTpaH-
CTBO, MepoToI, IepPpOpPMaTUBHOCTE, aTMOcdepa, MEHTaAbHEIN 00pa3, ABVKeHe, Aeli-
creue, H. A. Bepummrernin.
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Preface

Some time ago, I was teaching a Sunday school class in our local Baptist com-
munity. For education and entertainment, I illustrated biblical stories with clas-
sical paintings. The kids were rather indifferent, but the headmistress was not.
She could not clearly explain what was wrong with my use of pictures, but some-
thing was wrong... As I understand now, in her view, I was trying to insert an
unwanted intermediate layer between the minds of the students and the Word
of God. The children were expected to internalise the biblical stories in a strictly
personal way, appropriate them as THEIR stories, not as an artist’s fancy. I had to
admit that there was indeed some mismatch between the tough austerity of the
biblical texts and the colourful attractiveness of the paintings. My career in the
Sunday school was over, but I still could not quite understand in what sense pic-
tures hindered the study of the Bible? Was it merely a stubborn sectarianism, or
was there more to it?

A few years earlier I had written a paper on the theme of fire in the Bible,
which was accepted by the same audience with much appreciation. Although
I did not illustrate the paper, it was full of visuality — from the burning bush to
“our God is consuming fire” [Simsky 2013]. So, what is the difference? Why are
images good when they stand in the text but become dangerous when they are
painted? At this point I read a book on the Puritan visual culture by Dyrness
[Dyrness 2004], and the issue became clearer: the borderline was not between
vision and reading/hearing but between pictures and mental images. Pictures
show something external, whereas mental images belong to us and are enriched
with diverse associations, in first place actional. Through further reading,
I learned about the modelling of spaces via the interplay of vision and move-
ment. The storyline of this essay, from biblical mental images to performative
spaces began to take shape...

Introduction

With the immense corpus of theoretical literature around the Bible and its
interpretation, it is easy to lose sight of the simple fact that the Bible itself is not
a theoretical book at all. Being mostly composed of narratives and visions, the
Word of God is highly dynamic and intensely visual in character. The authors
of biblical books appear to be wholeheartedly absorbed in a passionate effort to
win readers’ hearts by evoking their emotions and igniting their imagination.
In stark contradiction to the theological tradition engendered by Bible reading,
they rarely, if ever, resorted to logical arguments. The breathtaking imagery they
use as a rhetorical device might be ambiguous or even unclear in its message.
Its main thrust is to overwhelm the readers with the greatness of God in all His
Glory. In order to feel awe, one does not necessarily have to understand...

Although the Old Testament God has strictly forbidden the Israelites to repre-
sent anything in celestial or earthly realms!, the history of His relations with them

! “You shall not make for yourself an idol in the form of anything in heaven above or in the earth
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unrolls as a series of dramatic stories conveyed with vivid imagery, appealing to
visual imagination and calling for the use of visual aids. Nevertheless, iconoclasts
of all times seem to have taken prohibitions of images at face value?. Iconoclastic
ideas have had a profound impact on all three major religions of the Book. Even
Christianity with its materialized Divinity was subjected to at least two major
iconoclastic explosions, those of the Byzantine Iconoclasm and the Reformation.
After the dust has settled and icons and religious paintings have taken their
assigned places in churches and museums, the Bibles we are reading are still not
illustrated, and most devotees would meditate with their eyes closed.

In this work I have chosen to sympathise with the iconoclast point of view
in order to better understand what is gained by the prohibition of pictures. The
issue at stake is discussed in terms of a distinction (and a tension) between the
visual and the pictorial. The visual will be broadly understood as lived visual
experience taken together with its traces in memory and its reconstruction
through imagination. The pictorial is what it says: pictures. The questions can be
formulated as follows: is the pictorial a fair match for the live visual experience,
or only its weak shadow? Is visual theology a matter of picturing or a matter of
imagining?

In the constructivist spirit’, we shall consider vision as an embodied and
active process of perception intertwined with movement and action*. To avoid
lengthy excursions into cognitive science, we shall plausibly, albeit some-
what simplistically, assume that the action-oriented structure of lived experi-
ence is somehow reflected in the inner realm of memories, imagination, and
thinking and subtends a wide range of internal activities, such as daydream-
ing, reading a book, or mental replays of past events®. Within the paradigm of

beneath or in the waters below” (Ex. 20:4, NIV). “... watch yourselves very carefully, so that you do
not become corrupt and make for yourselves an idol, an image of any shape, whether shaped as a
man of a woman, or like any animal on earth or any bird than flies in the air, or like any creature that
moves along the ground or any fish in the waters below” (Dt. 4:15-18).

2 Although these commandments are at the core of iconoclastic argument, the scope of the
prohibitions is unclear. Is it only about sculptures (idols)? And what if an image is made for purposes
other than worship? We read in the Bible that David placed “cherubim of olive wood” in the Holy
of Holies to guard the Ark of the Covenant (1 Kgs. 6:23). One can justify David by saying that it was
done without the purpose of veneration, but the cherubim evidently played a role in worship, and it
is not clear how far the wooden cherubim stood from their celestial prototypes in the eyes of contem-
porary beholders.

> We mean here in first place the radical constructivist program rooted in the work of J. Piaget on
child development [Glasersfeld 1995; Steffe 2007].

* Movements are distinct from actions. In the nutshell, an action is a unit of conscious purposeful
activity, while movement is what implements actions. Actions can always be described verbally,
while the realm of movements is mostly non-verbal, even if we are aware of them. For example, to
tie a shoelace is an action with a stable name, while the required finger movements are not concep-
tualized but are rather taught by imitation and repetition. The distinction between movement and
action is further detailed in the last section.

5 The ontogenesis of inner world of thoughts, mental actions, emotions and memories has been in the
focus of research since the end of the era of behaviourism by the middle of the last century. Recently,
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enaction®, reading the Bible appears to be an active process of engagement with
the reality of a myth. Virtual enacting of the biblical world is a complex synthetic
experience, combining, among others, empathy, visual imagination and mental
co-action’. Sensorimotor imagery as well as the constructs of visual and actional
imagination merge together into a life-like virtual reality, incomparable in its
import to viewing a picture or a statue. Is this what iconoclastic cultures and
movements strive to support when they prohibit images?

We thus arrive at a paradoxical idea: maybe the tendencies to discourage the
pictorial within Abrahamic traditions were meant to encourage the much richer
mental imagery, which is conceptualised in this work as ‘enhanced visual'?®
Its multifarious visual, sensory, and actional components come naturally bun-
dled together in holistic units’ which we term as ‘image-experiences’. These are
essentially spatial images of existential rather than pictorial nature. They resem-
ble live recollections and memories of events and convey the sense of being
somewhere or participating in activities. Image-experiences are quite different
from image-pictures in the sense that they are virtually lived through rather than
passively observed. Whereas pictures are objects of a special kind, represent-
ing things external to (and often remote from) ourselves, image-experiences are
something that happens to us.

Derek Melser has conceptualized thinking as a variety of action and explained mental action as
a normal physical action which execution is held in check [Melser 2004]. The emotion of anger, for
example, is thus understood as prohibited (tokenized, in Melser’s terms) act of aggression. Drawing
upon Melser’s theory of thinking and asserting essential unity of physical and mental actions, I put
forward the concept of an ‘action-thought’ [Simsky 2021 a].

¢ The paradigm of enaction makes a radical break with the formalisms of information processing and
internal representations [Chomsky 1975; Tye 1991] and grounds cognition in action-based interaction
with the world [Stewart et al. 2011]. In this paradigm the roots of mental life ramify through the body
and environment [Thompson 2007; Gallagher 2005; Damasio 1999; Lakoff, Johnson 1999; Maturana,
Varela 1998]. The principles of ‘enactivism’ are largely compatible with activity-based approach
developed by the Soviet psychological school (Rubinstein, Leontjev); as noted by V. Lektorsky, both
can be joined under the common title of “constructive realism” [Lektorsky 2018].

7 The perception of the actions of others goes through instinctive mimicking, which can be more or
less inhibited (i. e., remain ‘mental’) [Freedberg, Gallese 2007]. This is also true of actions observed
in pictures or spoken of in language (action-verbs are perceived as commands). I am not aware of
any research dedicated specifically to the hidden biomechanics of reading, but it seems natural to
suggest that reading about actions of others works similarly to the observation of actions and that
reading experience includes virtually living through the imagined actions and emotions of the protag-
onists. The term ‘co-action’ is thus understood in the sense similar to ‘co-experience’ or a Russian
‘soperezhivanie’ (conepe>xusanne) [March, Fleer 2009; Blunden 2016].

8 I was musing on other versions of the term, particularly ‘lived visual’ or ‘live visual’ (in Russian
“>xusoe BusyaapHoe”), where ‘live’ would have a meaning similar to ‘live appearance’. Mimicking
programming jargon, one can also think of ‘visual++. In any case, this term implies dealing with a
snippet of lived experience and its impression in memory that would preserve all its essential aspects.
The way to experience ‘enhanced visual” is to live through it via live activity, mental replay or a
rehearsal of events or actions.

? “Holistic units’ can be understood as ‘units of analysis’ in a Vygotskian sense, i. e., as indivisible
‘cells’ of something, exhibiting all or most of the qualities of what is being analysed.
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Having a strictly personal character, image-experiences are natural building
blocks of the inward religiosity based on a personal man-God relationship. It is
for this reason that our exploration of the visual versus pictorial dichotomy ech-
oes the visual theology of Calvinism. In the teaching of Calvin, live visuality is
asserted as the foundation of faith, whereas pictures are dismissed as being inad-
equate to encapsulate authentic spiritual experience. Being grounded in move-
ment and activity, image-experiences support active worldviews.

In order to unearth the actional roots of image-experiences, we shall turn to
the four-level model of motion control [Bernstein 1990], which helps us to under-
stand how humans model the spaces they use via movement and action. This
approach sheds new light on the performative character of sacred spaces — an
epitome of human space-making — as studied using the concept of hierotopy™.
Hierotopic creativity integrates image-pictures into the meaningful texture of
sacred spaces, thus curbing their provocative representational powers'' and sub-
suming them into the spatial constructs of the ‘enhanced visual'™.

The sense of the Divine and sublime mountains

The Bible is intentionally unclear on what God is, but it is clear about the atti-
tude that one should have towards Him. While trying to explain God and ration-
ally understand His justice, believers might move away from a true way of know-
ing Him, that is by self-abasement before His greatness, by love, trust, and sincere
worship. This attitude is a relation of devotion, dependence and belonging, sim-
ilar in nature to the mother-child relationship. A baby does not have to under-
stand what her mother is in a wider sense; the fact of their connection and accom-
panying sense of warmth and safety are what matter. The same is true of religion:
it is the relationship with God that is of importance, more than the knowledge of
what He really is.

Once a child grows up, she will at some point begin drawing humans with
lines and ovals — and she will draw her mother as well. In these drawings, her
mum will look pretty much the same as other humans — the picture will cap-
ture little of the emotional richness of their bond. The mother, however, will not

10 Hierotopy is the creative activity involved in the making of sacred spaces as well as the branch of
humanities which studies examples of such creativity [Lidov 2006 a; Lidov 2009 a], also see Wikipedia
on “hierotopy’.

' According to David Freedberg, the power of images is in their propensity to substitute a pictured
representation for a live subject [Freedberg 1989]. Iconoclasm is just another manifestation of this
power; to attack an image is to acknowledge the reality of its impact [Freedberg 2021]. The impact of
images is so strong that it provokes extreme modes of human behaviour, such as fanatic veneration of
them as well as mass destruction.

12 The iconographic programs of specific sacred spaces are discussed in numerous hierotopic case
studies. The role of icons in hierotopy was thematized on the theoretical level in [Lidov 2016; Simsky
2020]. In particular, the extreme forms of icon veneration which provoked Byzantine iconoclasm were
later restrained by the invention of the post-iconoclastic sacred space with its accent on liturgical
themes. In this sacred ambience, the faithful did not have to divide attention between the Eucharist
and icons because both were harmoniously integrated in the same sacred space.
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frown at (nor forbid, of course) her sketchy portraits — but only because these
pictures will never have any impact on their actual connection. There is no dan-
ger that in child’s eyes the picture will ever replace her live mother — even when
she is absent™. Maybe the jealous and ever-present God of the Old Testament had
stronger reasons to fear images as unwanted substitutes for an authentic personal
connection? Maybe this was His way to tell the Israelites that His presence in the
world is strong and real, and that any attempt to build a direct relationship with
Him shall miss the target if the focus shifts to images? Or maybe His message
is more general: we should not over-rely on what we see, and that the invisible
truth might be truer than a visible illusion?

The sense of the Divine does not belong to the five physiological senses given
to everyone by birth. It is a complex mental construct, which helps believers to
give the world a religious interpretation. When we call it a sense instead of a the-
ory, it is only to accentuate its holistic non-verbal character as well as its relative
independence from formulaic doctrines. Although the doctrines differ dramati-
cally between religions, believers of different confessions are praying with a sim-
ilar ‘prayerful” expression that betrays comparable experience. What do we know
about this universal core of religious consciousness?

Rudolf Otto has conceptualised the non-rational aspects of religion by intro-
ducing the concept of numinous [Otto 1936]. He attempted to characterise verbally
something that is ineffable by nature and can be described only via emotional fac-
ets of the feelings it evokes. The numinous is something that stirs the mind with
the inseparable mix of awe and fascination, fear and excitement, dread and admi-
ration. Although our response to the numinous can be characterized only by the
list of contradictory emotions, this is not due to its vagueness or weakness. We
deal here with a strong and definite feeling, a response to the ‘wholly other’ (in
Otto’s own terms). It is primarily because of this explicit and pronounced other-
ness that the numinous does not lend itself to being pictured. Indeed, how would
you portray ‘wholly other’? Otto thought that music is the most adequate expres-
sion of the numinous in art. But if the numinous is not picturable, let us turn to a
closely related and more immanent category of the sublime, applicable to all gen-
res of art.

The story of the sublime lays bare the complexity of the emotional structure of
‘existential” senses as well as the difficulties they present to visual arts. The sub-
lime implies the perception of something overwhelming, gigantic, or potentially
dangerous perceived from a place of safety, such as a storm at sea observed from
the shore, or a corrida observed from the amphitheatre [Doran 2015]. Let us
look in some detail at just one example — mountains'*. Before the term ‘sublime’
came to be used to conceptualize a bunch of feelings evoked by mountains, Early
Modern alpinists tried to convey their experiences by combining diverging emo-
tions and inventing paradoxical idioms, such as “terrible joy” or “joyful fear”.
This kind of linguistic creativity was clearly a bit awkward. The real emotion

13 Of course, this is not that simple; the dialectics of presence / absence with respect to images is
touched upon further in the paper.
4 In what follows I quote [Simsky 2019], see also [Nicolson 1997].
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was a powerful integral experience — even transformational; once lived through,
it remained in memory as a unique experience of grandeur and sublimity.

It is owing to compound experiences of this kind that classical aesthetics was
complemented with the very non-classical concept of the sublime. Indeed, moun-
tains are not beautiful at all in a classical sense'®. They came to be seen as magnif-
icent owing to their dimensions and their propensity to fill up space. Mountains
are majestic ruins'® and their way to make our hearts beat is quite different from
our response to, say, classical architecture. The strategies to store and retrieve
visual experiences engendered by mountains are also different. If a classical
statue can at least partly be represented by a good quality photo, taken from a
carefully chosen angle, with mountains it simply does not work: the photos of
mountains are never as impressive as live views. Live experience of mountains is
existential; it is something that happens to us.

Mountains are easy to recognize in photos, but no photo will evoke a true
sense of being there — unless you have already been there and are able to recall
your live experience. A photo will adequately work as an illustration in a geogra-
phy textbook or a tourist guide, but it might fail to represent personal experience
with mountains. The heart of an alpinist is more likely to beat at the sight of his
trusty ice axe and a pair of worn-out boots waiting in his basement or attic for
the next Alpine destination — because they invoke his recollection of how it really
was: with howling winds, a heavy backpack, and an abyss just one step aside...
those moments of enacting the world and life lived in full... Sometimes, the ice
axe has more to tell than a photo camera...

It is instructive to follow the historical evolution of the representation of
mountains in fine art [Simsky 2019]. Starting with ‘ugly’ mountains of the
Renaissance, the story moves on to the cartographic mountains of the Swiss
Reformation and to the cosmic grandeur of Bruegel’s Alpine landscapes, convey-
ing religious admiration of God’s work. Further on, the cultivation of sublimity
of the 18" century met with challenges in the domain of visual arts. Indeed, the
emotional response to mountains can hardly be represented by contours and
colors, however naturalistic. Even with all the learned suspension of disbelief
that we draw on when viewing images, pictured mountains seem to be far away
and not really very high. Simply put, even if mountains in photos are realistic,
they do not impress because they look small.

The modern standard of depicting aesthetically appealing mountains was
formed in the second half of the 19* century by enveloping the sublime in clas-
sical aesthetic forms. Neoclassical mountains are monumental temples of natural
beauty exemplified by aesthetical yardsticks, such as the Alpine Matterhorn or
Mont Blanc. In such paintings, mountains were posited at moderate distances,

15 The famous book of Edmund Burke thematizes the juxtaposition of the sublime and beautiful. It is
worth mentioning that Burke’s notion of beauty is, in agreement with the spirit of the epoch, rather
subjective than classical. It conceptualizes feelings of peace and pleasure rather than eternal standards
of harmony and balance [Burke 1990].

16 In the foundational book of Thomas Burnet, which marked the beginning of European admiration
for mountains, they were explained as ruins of the Flood [Burnet 1965].
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their contours gracefully smoothed, the colours in harmony. This way of repre-
senting mountains engendered a lasting tradition and has currency up to this
day".

Conspicuously, a similar approach gained ground in representing the Divine
within the Byzantine world. Indeed, what is, in a nutshell, the Eastern icono-
graphic style if not a combination of divine sublimity and classical standards
in representing humans? Just look at the ‘yardsticks” of Eastern Orthodox ico-
nography, such as the Holy Mandilion, the Theotokos of Vladimir, or Kievan
Eucharistic mosaics. In those masterpieces of sacred art, the objective component
of classical human beauty balances out the mysticism of a viewer’s personal rela-
tionship with depicted divine figures. By endowing an icon with ‘eternal” classi-
cal beauty, its relational aspect acquires stability and timelessness. Together with
the likenesses of the Saviour and His Holy Mother, the emotions addressed to
them are also, in a sense, canonized. Maybe this is why God disliked images?
Having enormous powers and influencing us profoundly, images use (or mis-
use?) their impact. They shape and even standardize our living relations with the
Divine and direct our emotions as well as the ways of expressing them into safe
traditional channels.

The mystery of representation: presence or absence?

The visual is much more than a picture. It involves other senses and, most
importantly, a sense of space, which, even if essentially based on vision, is also
based on a bodily sense of movement and being in space. Moreover, visual
memories, even if they convey what feels like a single moment, store in fact
a snippet of spatiotemporal experience together with its sense of past and
future'®. Such an experience is embedded in space and time and grounded in
a sense of live existence. A visual memory might be virtual and fleeting but it
retains all the qualities of a lived experience except for its direct physical reality.
A picture, on the contrary, being stable and physically real, is a chunk of dead
matter that exhibits intriguing powers to represent living things [Gell 199§;
Freedberg 1989]. But this representation, however illusionistic, is, well, an illu-
sion. Pictures show something that is not. Presenting a visible object, they pres-
ent, at the same time, its absence”. To elaborate this point a bit further, let us
again turn to mountains.

The complexity of mountainous experiences is owed not only to the diversity
of simultaneously evoked emotions, but also to a multifaceted character of con-
stituent primary sensations, joining to form a single spatial image-experience:
views, sounds, odours, as well as the emergent synthetic feeling of co-existence

17 John Ruskin’s writings are foundational for the neoclassical aesthetics of mountains [Della Dora
2016, 193-199; Roussillon-Constanty 2008].

18 Within the constructivist paradigm, the past and the future are mental constructs embedded in the
experience of the present [Simsky et al. 2021].

1Y Remember René Magritte’s famous « Ce n’est pas la pipe » ! Wider discussion on the issues of
presence can be found in [Belting 1994; Freedberg 1989]
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with the landscape. The sheer scale of mountainous vistas, breath-taking heights
and depths sharpen the senses and engender the feeling of the limitless. This
experience is essentially holistic. If you focus on one particular object in the land-
scape, the sense of the magnificent whole will disappear. A sense of being part
of gigantic scenery is not reducible to any number nor configuration of pictures,
however realistic. The very sight of a picture, either lying on a table or hanging
on a wall sends to our consciousness a clear signal: “You are NOT there! You are
at home, and this is just a piece of paper.”

More generally, one important function of fine art is to substitute images for
real things®, i.e., to show what is absent. It is not a coincidence that portraiture
has its source in funeral images. It is equally important that the icons of saints
function similarly to their relics?. In fact, even portraits of Roman emperors
were part of the same funerary tradition because the emperor, being a half-god,
was already half-dead®. Whereas our imagination is trying to enliven our mem-
ories and bring something to life, the primary role of pictures would rather be to
show something not directly available in the here-and-now or to portray some-
body already dead. Maybe this is the reason why some people do not like their
portraits taken?” Maybe we think it is too early to count ourselves among those
who cannot assert their presence without a portrait?

Pictures remind us that life and death are just two aspects of a single process.
The past is dying every moment giving birth to the present. To preserve the fleet-
ing moment, the flow of time must be stopped as a running deer is stopped by a
hunter’s bullet. Perhaps there is a reason why photos are not just taken but also
shot. In real life there are only two possibilities of being fully static: it is either to
be represented in a portrait or to be dead — these two modes of existence are inev-
itably linked. A living thing can be immortalized only by taking it out of the flow
of time. It is only by dying that eternal life can be achieved. A family album is a
herbarium. A church covered with icons and saturated with relics is the image
of Heaven and a cemetery of saints at the same time. Taking the point to the
extreme, whereas the visual imagination constructs virtual life, pictures display
virtual death®.

2 Tt is remarkable that first ‘realistic” still-lifes displayed luxury items rather than objects of everyday
life [Simsky 2018 b].

2l The embedding of relics of saints into icons is quite revealing of this similarity [Bakalova 2017].

2 Chiefs of totemic tribes were venerated as if they were already dead. The first kings that appeared
in early agricultural societies were meant to be annual human sacrifices to warrant fertility and were
venerated as such [Freidenberg 1998].

% The very expression “to take a picture” indicates that something important is taken from sitters
when their likeness is created [Freedberg 2020]. Freedberg argues that he does not like his own
portraits because what he says and does is more important than how he looks. Nevertheless,
he admits further, the portraits survive the test of time better than writings.

* Cinematography is not included in our discussion of pictorial-visual dichotomy. Having the
greatest representational power, it seems to cause the least protest from iconoclastic parties. Indeed,
one cannot make an idol out of a filmed image, which changes every moment. One might wonder,
what the God of Moses would say about Hollywood?
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Sacred spaces and spatial images

The research on multifarious topics around sacred spaces has lately been con-
solidated under the general title of hierotopy. Hierotopy, as a discipline, stud-
ies the creative activities involved in the making of sacred spaces as well as per-
ceptions of and responses to them®. The design and perception of sacred spaces
have been analysed in terms of spatial icons and image-paradigms, both terms con-
ceptualizing spatial imagery. A spatial icon is composed of elements distributed
in space and animated by resonant collective response and live participation by
the beholders®. Image-paradigms are instruments to analyse spatial imagery.
They are visual mental models of sacred space design and roughly correspond to
what we would call ‘a theme’ in music?.

The response to sacred spaces is more than a sense of being there, as is primar-
ily the case with landscapes, but rather a sense of active involvement and participa-
tion. According to hierotopic interpretation, a sacred space is essentially perform-
ative [Lidov 2006 b]. It is a place of actively and purposefully lived experience, a
stage on which rituals unfold, or rather, it is the sacred action itself together with its
environment. According to N. Isar’s concept of ‘chorography’, the sacred space is a
stage of Divine Dance defined performatively via movement and vision; it absorbs
individuals and makes them part of a cosmic ‘choros’ [Isar 2000; 2003; 2006; 2011].

Our main mode of viewing photos or realistic pictures is quite different from
our perception of spatial icons. It begins with an object-focused parsing of what
is in a picture and ends in the interiorization of the content. The pictorial surface
works as a dividing boundary between the viewer’s space and the content space
of an image, seen as if from outside. Being aware of this problem and seeking to
erase the viewer/image divide and to unite both spaces into one, great artists of
the past created huge canvases with life-size human figures in the foreground.
A brilliant (and rare) example of this kind is Alexander Ivanov’s “The appearance
of the Messiah”, where the space of the image seems to invite us to come in by
stepping over the bottom bar of the frame and mingling with the group of figures
around John the Baptist®.

» Hierotopy is best represented by a vast collection of research published in thematic books [Lidov
2006 ¢; 2009 ¢; 2013 b; 2017 b; 2019 a; Bogdanovic 2021]. I have previously argued that the genesis of
hierotopy was a natural step in the evolution of contemporary studies of visual culture [Simsky 2020;
2021 a].

% The notion of a spatial icon can be understood via an analogy with the 3D installations popular
in modern art. Hierotopy can be defined as the process which produces spatial icons [Lidov 2006 b;
Simsky 2021 a]. Typical examples of spatial icons are ‘New Jerusalems’, symbolic re-creations of the
Holy Land [Lidov 2009 c].

# The notion of an image-paradigm can be understood as a unit of analysis of the sacred space imagery
[Lidov 2006 a; Lidov 2009 b; Simsky 2016; Simsky 2021 a]. It is a mental vision-idea that underpins
both the design and the perception of the sacred space. Examples of image-paradigms in Christian
hierotopy are as follows: Heavenly Jerusalem [Lidov 2009 c¢; Lidov 2013 a; Simsky 2018 a], Divine Fire
[Simsky 2013], the Holy Mountain [Lidov 2019 b], the Temple Veil [Lidov 2014], the Rivers of Paradise
[Lidov 2017 c], the Priesthood of the Virgin [Lidov 2017 a].

% As a side note, in today’s visual experience, the computer screen occupies a special place, being a
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The experience of sacred spaces can also be characterized in terms of ‘atmos-
pheres’, a notion well known from everyday life but introduced only recently
into the scholarly discourse [Bohme 2017]. An atmosphere is the emanation of
the expressivity of things condensed in space. It is a feeling projected into space
which renders the space emotionally tuned, as if charged with a certain mood.
We encounter atmospheres practically everywhere: at home, at work, when vis-
iting a stylish restaurant or a shop, in a garden or a park, etc. Experiencing an
atmosphere is holistic: if you focus on a particular object, the sense of a whole
will disappear. An atmosphere is, in this sense, not objective; it dissolves indi-
vidual objects in a single all-embracing medium, somewhat similar to how mist
works in a traditional Chinese landscape.

A typical example of an atmosphere is homeliness, that is, the sense of being
at home in a familiar and warm environment. When we speak of a cosy home, we
project into the space of a home our experience of domestic ambience. Needless
to say, an atmosphere of a place cannot be captured in a photo. Feelings cannot
be photographed. One could draw a house but not a home. The perception of an
atmosphere is only possible via immersion in it.

Hierotopic approaches can be applied not only to real physical spaces, but
also to the virtual spaces of literature®. Every story unfolds in a certain space,
which manifests, from the reader’s point of view, a kind of captivating force akin
to the above-described sacred spaces. While reading a story, we tend to associ-
ate with its protagonists and virtually participate in its action that we vividly
imagine not so much as a sequence of externally observable mises-en-scene’s, but
rather imagining them as our own actions. Pictorial illustrations to the story
might partly support a ‘theatre-like” kind of imagination, but not the sense of vir-
tual participation.

Let us take just one example. Imagine you read A. Duma’s “The Three
Musketeers”. A picture could help you to imagine what d’Artagnan looked
like, but it is not likely to help you to live through his story in the first person.
Rather the opposite is true: pictures will present you with an objectivized vision
of how the protagonists and their activity might have looked in their own space
and time, distinct from the reader’s space and time. It is in this sense that pic-
tures remain at a distance from the viewer. In contrast with the ‘performative’
feeling of live participation, they create and strengthen subject-object separation.
The same dichotomy is at work with biblical imagery.

Picturing Heavenly Jerusalem

Of course, it is no accident that Christian iconography has achieved some
success in representing humans. Indeed, icons always show a human side of
the story. There is no icon without at least one human figure — and most have
more. Icons, as we know them, humanize religion. They shift attention from God

dynamic visual interactive tool, unlike anything that hitherto existed. The computer screen thus falls
out of our visual versus pictorial dichotomy and deserves a separate investigation.
# A few studies of hierotopy in literature are available [Blank 2008; Bychkov 2013; Mlechko 2008].
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to human actors. All major biblical events are represented iconographically via
actions of human protagonists. If the theophany on Mount Sinai is the subject,
what we see in icons is a large figure of Moses receiving tablets from a small hand
protruding from a cloud. Such an icon shows this event as an episode of Moses’
biography, but is this all that the Bible has to tell us about the Sinai theophany?
Iconography tends to transform the Bible into a historical documentary, levelling
the ups and downs of the unfolding drama into a more or less uniform stream
of events. The perpetual tension of human-divine relations, which is the lead-
ing theme and main content in the Bible, is largely out of the scope. In medieval
icons, Heaven and Earth merge to form a serene all-embracing pictorial atmos-
phere where men share the same space and time with celestial powers and where
miracle are the norm. Do the descriptive pictures of this genre help the reader to
get into the Biblical world or do they rather keep him out of it?

Some biblical episodes lend themselves to graphical representation better than
others. Let us compare two biblical books dedicated to the themes of love: the
Book of Ruth and the Song of Songs. One can easily imagine the Book of Ruth
illustrated by a series of pictures. Because we are taught to restore events from
pictures, most of us will see an illustrated Book of Ruth as a useful supplement
to the story itself, enriching it with some useful details, such as style of clothes or
agricultural techniques. The feelings of protagonists are manifest via the flow of
events, i. e, more or less in the same way as they are given to us in the biblical text.

The case of the Song of Songs is quite different. Being a poem, it describes feel-
ings, such as the happiness of love and desire of a union. It conveys the state of
excitement and idealization of the beloved one. Picturing all this is next to impos-
sible — and I never heard of any attempt worth mentioning. When subjectivity,
emotions and relationships drive the bus, little remains for the fine arts — there is
even no need for explicit prohibitions.

The above statement borders on truism — everyone knows that it is easier to
illustrate a novel than lyrical poetry. Now we shall look at something less obvi-
ous — at the representation of visions. Visions are, well, visual, but are they pic-
torial? Take, just as one example, the famous apocalyptic vision of the Heavenly
Jerusalem (Rev. 21). Although it is characterized by the text in purely visual
terms, picturing it true to its description is difficult if not impossible®. The truer
to detail artists try to be when representing the text, the farther they get from
‘how we see it". Indeed, can anyone imagine a cube with a side of about 2000 km,
with the walls of gems, 12 doors and the whole shining with Divine Light?

In fact, what the author of the Revelation is describing is not so much a phys-
ical entity, but rather a set of awe-inspiring qualities aimed at eliciting admira-

% Because this work is focused on vision, we skip the discussion of doctrinal and soteriological
aspects of such notions as Heavenly Jerusalem. In previous publications, I proposed to encapsulate
religious experience in units termed as ‘image-concepts’ [Simsky 2016; Simsky 2018 a; Simsky 2021 a].
Our definition of ‘Image-concepts’ can be compared to Freidenberg’s theory of how images merge
with concepts: “(In the ancient Greek literature) concepts are as if on top of images and they have to
be studied together. ... image and concept form a single meaningful entity, which is dissected only by
scientists” [Freidenberg 1998, 130].
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tion and awe: grandeur, shine, preciousness, and a sense of God’s presence.
The visual aspects of such visions are not meant to combine into a realistic 3D
object but are rather connected by their metaphoric values similarly to how
words are connected in a sentence. In fact, what an artist would have to repre-
sent in lines and colors is not a definite object but sublimity at its highest, where
it merges with the Divine to produce a powerfully majestic, aestheticized experi-
ence of the otherworldly.

In my previous work on the imagery of Heavenly Jerusalem I outlined a few
devices successfully used by artists involved with the subject [Simsky 2018 a].
A common solution is to suggest instead of directly representing. The most
refined example of this kind is the famous rotunda of St. George in Thessaloniki,
where a lacework of fantastic architecture covers the dome as if coming down
from Heaven itself [Lidov 1998 a]. Another popular solution was to use stock
items of Jerusalemite imagery to invoke associations with the heavenly counter-
part of the earthly city.

In the minds of Christian believers, the earthly and celestial Jerusalems are
connected: they are both holy places where God’s presence is at its highest —
places where earth and heaven meet. It is only natural that the place of such a
degree of holiness is not picturable, even if it is conveyed by a text via a set of
visual features. When invoked by imagination, these features bundle up without
forming a definite physical object. The vision may be visual, but it remains, in a
sense, invisible, unimaginable in its entirety. Being a single vision, it does not nec-
essarily correspond to a single physical object embedded in the physical space.

It is easy to come up with more examples. Divine Light is surely visual, but
is it pictorial? Or, to take another example, how would you depict “eyes like the
eyes of a man and a mouth that spoke boastfully” on the beast’s horn (Dan. 7:8)?
In fact, difficulties representing Divine visions are not unexpected. What is truly
Divine must be ineffable, hence invisible in a sense of earthly visibility. Even if it
is characterized through its visual traits, the entire vision cannot be defined as a
sum of these traits — trying to assemble such a sum to construct a single pictura-
ble object could easily end up in a caricature.

More on Biblical imagery

The main approach in this paper is ahistorical. I discuss ‘the visual’ and ‘the
pictorial” as general categories, ignoring their historical evolution®. My intent is
to show that visual imagination (broadly understood) communicates a lot more
than pictures are able to show. Pictures are no more than shadows of visual expe-
riences and clumsy aids to visual imagination that rather ground its free flight,

3 An ahistorical approach lies at the deep core of any scientific method essentially based on
universals. It tends to apply the same measures to different phenomena, discovering their
commonality but ignoring their uniqueness. “Our problem is that we are talking and thinking
in general abstract notions which inadequately generalize diverse phenomena (state, nation,
democracy), hence we apply the same general categories to think and talk about very different things”
[Freidenberg 1998, 11].
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suppress its personal character, and discourage its intimate creativity. Even if
these accusations are not entirely fair, in this study we intentionally take an icon-
oclastic standpoint for the sake of better understanding iconoclastic motivation
and reasoning as well as the ensuing worldview.

However, historicity cannot be completely avoided. It is quite important to
recognise that the Bible was written at times when visual imagination was the
main mode of thinking and myth was not a fairy-tale apart from ‘real” history but
the one and only reality available®. Ideas were born in visual forms rather than
as pure abstractions, and the distinction between imagination and other forms
of thinking was blurred. Any myth is a good example of the ‘enhanced visual’.
Its visual appearance as a human story is complemented by its cosmic plan,
which was originally perceived not as a separate set of symbolized meanings (as
it appears to us upon analysis) but was from the very beginning merged together
with the narrative plan, forming a single undivided reality of a myth. An illustra-
tive picture would accentuate the aspect of biographical narration and reduce a
myth to a folk tale.

Moreover, asserting the visual character of a myth is insufficient. Even broad-
ening the statement by replacing ‘visual” with ‘sensory’ is not enough®. The expe-
rience of the myth is, in first place, actional. It is the plot of the story, its actional
backbone that keeps it together, while its sensory ‘flesh” largely forms an accom-
paniment to actions. The most natural way of living through a myth is by re-en-
acting in, either in a ritual or internally, by mental engagement. Scientists argue
about what came first — myths or rituals? Is a verbal myth merely an embellished
account of a ritual? Or are the two born together? All that we know about rituals
speaks of re-enactment. The nature of all initiatory mystery rituals is in intimate
self-identification of the initiated with a divine figure within the re-enacted story.
The same love for re-enactment, for ‘as if’ actions is evident in the games of chil-
dren who are not yet indoctrinated with the plain matter-of-fact worldview of
today’s adults.

Visual imagination combined with virtual re-enactment is also a natural way
to read the Bible and live in its world. Both narrations and direct descriptions
of visions solicit the reader’s imagination and empathy. While reading the Bible,
Christians of all kinds, even the most iconoclastic, deal with the same imagery,
which is simply based on the text. Just to give one example, a New England
Puritan preacher, with all his iconoclastic convictions, could address his congre-
gation in this way: “O Communicant, can you come to the foot of Christ’s cross
and see his wounds... Can you behold Christ thus cruelly used, nailed to the tree,
bleeding and dying in your room? Can you see the heavens turning black, the
sun drawing in its head, the earth quaking and the rocks rending at the suffer-
ings of the Son of God...”*. The kind of response that the preacher was trying to
evoke is a clear instance of an image-experience drawing on all the modalities of

2 For a review of approaches in mythology see [Beryozkin 2009].

¥ “A myth is to a much greater degree a sensual being than super-sensual” [Losev 2001, 57]. In my
view Losev stopped short before appreciating an actional nature of a myth.

* This is a quote from a sermon by John Willison [Dyrness 2004, 245].
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the enhanced visual. This response was a vision of a clearly spatial character and
it could also be characterised as a ‘mental spatial icon’.

But how about illustrated Bibles? Would they help to animate all this imagery,
or rather muffle its emotional saturation and lived-in subjectivity? Or, would
they wash away the ever-present but never-seen dialog with the living God, who
always stays out of pictures even if being palpably present in the story? In the
Bible Moses prays to God with all his strength, while in the picture he just stands
with his hands raised to the sky. Will such a picture really help to boost reader’s
faith, or it will rather invite a blunt question: “Why do I have to believe that God
exists if I don’t see him?” The fact is that the vast majority of today’s Bibles are
not illustrated®, with a notable exception of children Bibles, where simplified pic-
tures match the simplified text.

Pictures appear and gain ground when external objects come in the focus of
attention. Think of a prehistoric hunter drawing inspiration for tomorrow’s hunt-
ing party in front of a mural displaying his potential prey. Murals substitute for
live animals and make virtual targets, which help the hunter to mentally rehearse
and tune up to his challenging task®. It is quite important that graphically repre-
sented targets of his action remain external to the hunter. The situation changes
when the hunter learns the benefit of a sacrifice, namely that he can absorb and
internalize the powers of the sacrificial animal or a god, incarnate in it [Hubert,
Mauss 1964; Hocart 1970]. The meaning of the sacrifice is internal and does not
lend itself to a visual representation.

Pictures can become a stumbling block not only for the spirituality of reli-
gion but also for its materiality, in particular, as it is epitomized in the sacrifice.
Remember that Byzantine iconoclasm was justified by reference to the Eucharist
as the only true icon of Christ [Gero 1975; Baranov 2010]. The deification of mat-
ter in Eucharist is clearly beyond the direct reach of iconography®. Hence, it is
easy to state one more obvious weakness of pictures: they show the forms of
things, not their essence, thus focusing viewer’s attention on the appearance®.
If the body of Christ is given in the guise of bread, it is only the bread that pic-
tures can show.

When deprived of icon-images, Christian imagination inevitably turns to the
Bible as the source of sacred imagery. The history of Protestantism teaches us
that the removal of external imagery from worship helped devotees to “return

% During first decades of the Reformation, Protestant Bibles were even more lavishly illustrated than
Catholic Bibles [Benedict 1999, 33], but in 1580 illustrated Bibles were forbidden in Geneva, which
promptly resonated across other Reformed communities [Dyrness 2004, 123].

% Modern research has shown that only part of zoomorphic cave art was linked to hunting. It appears
that the cult of the chthonic fertility goddess was behind the creation of cave temples representing
the life-giving uterus of the Earth-goddess and covered with images of procreated animal life
[Gorshunova 2018].

¥ What cannot be directly depicted can be represented in a more subtle way. With regards to
the Eucharist, this can be seen in Byzantine post-iconoclastic iconographic programs with their
pronounced liturgical connotations [Lidov 1998 b].

% This is not that simple; it should not be ignored that images also have materiality [Pencheva 2010].
Material aspects of images are out of the scope of this work.
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more completely to the intense, richly imagined world of the biblical primor-
dium” [Bozeman 1988, 33]. Bereft of the shared imagery of visual arts, which
would always tell its story “in the third person,” the Protestant biblical imagina-
tion was rooted from the outset in a strong sense of personal involvement with
the biblical narrative. From mental participation in biblical narrative as an aspect
of reading or listening to sermons, Protestant minds turned to the re-enactment
of the biblical narrative in personal as well as in national lives and, yet further, to
the transformation of the world itself along the lines of the godly order [Dyrness
2004]. Since the surrounding world was understood as the “theater of His Glory”,
believers, their families and larger communities came to see their lives and activi-
ties as roles in a God-inspired drama they were acting out [Schreiner 1991].

The Protestant world was defined in biblical terms and populated by biblical
characters. The flow of existence was seen through the ‘eyeglasses of Scriptures’
[Calvin b, 49]. To give just one telling example, the patriotism of the Dutch
Republic had a significantly biblical flavour, drawing upon the stories and the
imagery of the Flood and Exodus. The Dutch, as the “children of Israel” were
led by Willem the Silent as a new Moses to the Promised land of Holland.
Inundations were seen as cleansing Floods renewing Noah's covenant with God
[Schama 1987; Simsky 2015]. In the next section the theological foundations of the
Protestant visual theology will be outlined in greater detail.

The vision and imagination of the Protestant Reformation

The main quest of this research can be formulated as an inquiry about the
‘hidden agenda’ of iconoclasm. Is the prohibition of images directed against
visual imagination in all its forms, or does it suppress only the use of external
man-made images but, at the same time, encourages holistic mental imagery
and creative internal imagination? I hope that at this point the reader at least
partly agrees that the development of personal imagination may be a natural
‘side effect’ of any iconoclasm. But to bring the point home we need to find cases
where this ‘hidden agenda’ was explicitly formulated, i. e., where iconoclast doc-
trines, prohibiting or limiting the pictorial, at the same time explicitly accentu-
ated live visuality. Such case studies would help to reinforce our exploration of
the pictorial versus ‘enhanced visual’ dichotomy by direct theological evidence.
One important example of this kind is found in the Protestant Reformation, par-
ticularly in Calvinism.

Whereas Calvin rejected any attempt to picture Divinity as inherently inade-
quate, he asserted the iconic status of the whole visible world®. The whole cre-
ation, according to Calvin, is an image of God in which He “clothes himself, so
to speak, ... to present himself to our contemplation” [Calvin a, 25]. Inviting us
to the knowledge of himself, He “... places the fabric of heaven and earth before
our eyes, rendering himself, in a certain manner, manifest in them” [Calvin a, 24].

¥ Similar ideas can be found in the works of other reformers. Luther, in particular “dramatically
emphasized God’s presence in every rock, leaf, tree, animal, cloud, and section of creation to such an
extent that he sometimes sounds pantheistic” [Schreiner 1991, 116].
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“

The magnificence of this world-icon is visible to everyone: “... on each of His
works His Glory is engraven in characters so bright, so distinct, and so illustri-
ous, that none, however dull and illiterate, can plead ignorance as their excuse”
[Calvin b, 40].

Vision has a prominent place in Calvin’s theology. God, being himself invis-
ible, is visible in His Creation. Therefore “... we cannot open our eyes without
being compelled to behold Him ...” [Calvin b, 40] and “... it becomes a man
seriously to employ his eyes in considering the works of God, since a place has
been assigned to him in this most glorious theatre that he may be a spectator of
them...” [Calvin b, 50].

Getting to know God in His works is a process of active embodied percep-
tion, akin to what we defined above as ‘enhanced visuality’. It is a holistic exis-
tential experience, which involves all the senses. “We see, indeed, the world with
our eyes, we tread the world with our feet, we touch innumerable kinds of God's
works with our hands, we inhale a sweet and pleasant fragrance from herbs and
flowers, we enjoy boundless benefits; but in those very things of which we attain
some knowledge, there dwells such an immensity of Divine power, goodness and
wisdom, as absorbs all our senses.”[Calvin a, 23] This synthetic experience engen-
ders the pious admiration of Divine wisdom and is abstracted into a special form
of knowledge, which Calvin elucidates as follows: “... in each of the works of
God, and more especially in the whole of them taken together, the divine perfec-
tions are delineated as in a picture, and the whole human race is thereby invited
and allured to acquire the knowledge of God...” [Calvin b, 45].

In the latter quote, Calvin compares the visible world to a picture. This does
not contradict his iconoclasm, but rather accentuates it in a peculiar way. Indeed,
if God clearly calls us to worship Him in His creation — so magnificent but yet
just an image — then how would we dare worship images of divine things made
with our clumsy hands? According to the Calvinist doctrine, instead of piercing
the clouds in vain attempts to encounter the Divinity in its seat, we should foster
the right type of vision to be able to see God in His works. Everyone has eyes,
but only some can see... This special way of seeing has ‘enhanced visual” at its
core but it goes beyond this to manifest itself as the highest form of understand-
ing and faith. Indeed, what is seen cannot be argued about, whereas speculative
truths can always be challenged.

A more detailed theoretical analysis of the Calvinist concept of vision is out
of the scope of this work. We know that Calvinism inspired at least two distinct
forms of visual culture: first, the Dutch Golden Age with its flowering of secular
painting that, arguably, retained some of the iconic quality of the Calvinist vision
[Simsky 2018 b]; secondly, the New England Puritan culture with its generally
reticent attitude towards the visual arts coupled with extensive use of imagery
in sermons, poetry, and meditation [Dyrness 2004]. The Puritan culture provide
ample evidence for a purposeful use of imagination outside of the visual arts,
particularly in preaching.

Just to give one example, John Cotton, a famous New England preacher, used
“repetition and parallelism to hold the image in the reader’s mind, so that the
total effect of the passage is not to strip away the metaphors but endow them
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with life. The end result is that the meaning and the image (which often is visual
and even tactile and not simply oral) are held together in a way that enhances
the impact of the message” [Dyrness 2004, 178]. Referring the reader to the same
book for further examples of creative poetic imagery, let us turn to meditation
practices with a particular focus on differences between Catholic and Protestant
imagination.

The Catholic imagination, drawing upon a stock of shared images, external-
ized in artistic form and available to everyone, was driven by the vivid imagin-
ing of scenes in which a meditator was mystically participating. The scene was
imagined as if taking place in his presence and drew the meditator from his
physical profane environment into the imagined sacred space populated with
heavenly actors. In all cases the believer remained an observer of a vision external
to himself. The goal of a Catholic meditator was to temporarily escape from the
prophane world in order to appropriate and retain some of the sanctity gained by
the short glimpse of the heavenly realm.

The Protestant imagination followed the opposite route. Devoid of ready-
made visual clues, it worked through a highly personalised appropriation of
the biblical narrative. Derived from the reading of visually rich and action-filled
texts, it moved an adept to live through the story as if happening to himself,
impersonating biblical characters and — further on — acting out his / her part in
the earthly setting, which would thus take on some of the qualities of a sacred
space®. The Protestant meditation was not an escape from this world but rather
an acquisition of a new way of looking at. The meditator’s actual environment
would be remodeled into a stage on which a Bible-inspired drama of his or her
existence would unfold. Instead of trying to encounter the holy by transcending
the earth/heaven frontier, Protestants were importing sacred meanings into their
actual daily lives*’.

The Protestant experience, even in its most mystical components, did not
imply withdrawal from the world, but rather intensified the involvement in it.
The intense desire to give new life to biblical semantics evinced an ambivalent
motivation in which the conservative tendency to reorder life after ancient bibli-
cal patterns coexisted with the millenarist utopic urge to build heaven on earth.
Even agriculture was endowed with religious meanings: the practice of sur-
rounding towns with orchards and kitchen gardens was seen both as building a
more comfortable and affluent future, and as re-making of the Garden of Eden.
Indeed, God intended that a garden rather than a wild forest was a proper hab-
itat for man, while uncultivated and barren land was a consequence of the fall
[Dyrness 2004, 267].

The Protestant hierotopy was inspired by this active worldview. Every piece
of land was ready to be converted into a sacred space shining with His Glory.
But its sacredness was a subjective matter: one had to wear ‘biblical eyeglasses’ to

% This phenomenon was previously characterized as ‘Protestant hierotopy’ [Simsky 2018 b].

4l Barbara Lewalski, to whom I am indebted for this comparison of Ignatian and Protestant
meditations, contended that this mindset engendered a uniquely Protestant type of poetry, namely
the devotional lyric [Lewalski 1979, 149].
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see the sacred dimension. Those devoid of a godly vision saw only farms in good
order. Future secularization, evident in the 19% century, would dilute or even
completely wash away the spiritual component.

The embodied vision and performative spaces

Philosophies of the past have given much attention to perception. It was stud-
ied as a stand-alone and self-sufficient part of human existence. Cognition was
modelled as the computer-like processing of raw data passively collected by per-
ception [Tye 1991]. The armchair philosopher figured implicitly as a stereotypical
agent of cognition. This contemplative strand was dominant until the second half
of the last century, when the leading role of activity and movement was recog-
nized. “Action = cognition” has become the motto of this new science. Perception
came to be seen as subordinate to activity, and its primary role to provide feed-
back data for action and motion control. Simply put, we got eyes because they
help us move.

level Feedback Spatial orientation Examples Function in the system
signals
D What-vision Object-filled space, Cooking, Conscious object-oriented
topology (un)dressing actions
C Where-vision Stable external space, | Aiming, copying | Adaptation of motion,
and other senses | angles, distances, a drawing, control of precisely
directions walking on steps | directed motion
or slopes
B Proprioception | Body reference Gymnastics, Skeletal muscle
turning in bed, coordination
handwriting
A Paleo-reflectory | Tropism (up/down) Peristaltics Tonus control

Table 1. Levels of motion control; based on Bernstein 1990.

Today’s achievements of cognitive science have yet to make their way into the
realms of art theory and cultural studies. The abundance of literature on embod-
ied cognition and action-oriented theories of mind does not make the task eas-
ier”. Our search for a reliable guiding thread in a maze of facts and concepts
brought us to the classical works of N. A. Bernstein, who developed a hierarchi-
cal system of motion control [Bernstein 1990]. The structure of his four-level sys-
tem is presented in Table 1*. As Bernstein explains, the evolution of the central
neural system proceeds not so much by the refinement of existing mechanisms,
but rather by the formation of new layers of control which subsume older com-
mand centres and integrate them into higher-level activity while keeping intact

# One approach is to analyze the ‘power of images’ by studying physiological mechanisms of
response to the visual perception of fine art [Freedberg, Gallese 2007; Freedberg 2014].
# This table is a summary of corresponding sections of Bernstein’s book and was first compiled by
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their autonomous way of working. Similar to administrative hierarchy in organ-
izations, each level uses its own sources of information, skills and command
language, transparent to higher-level centres, which focus on the tasks on their
levels. Each level is independent in a cybernetic sense, being able to close its
controlling loops with the use of its own signalling / feedback system, the latter
being of paramount importance for shaping the character of the level. Bernstein
has divided the system of motion control into four major levels, each one being
an independent control system — in a sense, a separate ‘creature’.

The two lower levels of his system (A and B) are responsible for unconscious
coordination of skeletal muscles and rely on proprioception for feedback, while
two higher layers C and D - levels of movement and of action respectively — are
both vision- and space-based and are relevant to the topic of this study. While
level B is the realm of well-rehearsed automatic movement patterns, level C
works with the model of absolute space where the movement transpires. It
adapts the movement to spatial constraints. For example, level B executes the
walking cycle, while level C ensures that we don’t stumble. Level C enables us
to walk up and down staircases or slopes and to avoid obstacles. The space of
the level C is an empty stage available for locomotion. Its model is essentially
geometrical. It knows all about distances, directions, shapes and surfaces. But
it knows nothing about the goals of the movement — this is the competence of
level D, which is responsible for actions.

Level D manages actions which organize movements as flexibly controlled
processes aimed at achieving definite goals, typically with the use of tools.
Actions also unfold in space, but this space is quite different from the space of
level C. The level D space is filled with ‘things’, i.e., objects with meaning. If the
level C space is geometrical, the level D space is topological. It is concerned with
issues of availability and ease of access. The primary visual faculty of level D is
to recognize things in visible objects. The space of level D is essentially a storage
space.

The distinction between levels C and D and their spaces will help us to give a
better structured definition of the ‘enhanced visual’, in which we shall also iden-
tify two levels. Following popular terminology, the spaces of levels C and D can
be characterized as ‘“where-space’ and ‘what-space’ respectively*. Our ‘level-C
creature” might be impressed by sheer dimensions of space and by its emptiness,
the freedom of movement, safety and lack of obstacles. Level C mentality is in the
root of our fascination with grand empty spaces, such as skies, seas, mountains,
giant cathedrals with high domes, etc. On this level the sense of being in space
and moving through it can still be devoid of any conscious goals. Tourism, for
example, however tiring it could be, is still seen as a kind of leisure rather than
a kind or work. This is because the essence of tourism consists in ‘“purposeless’

B. M. Velichkovsky who also completed it with higher levels [Velichkovsky 2006, 271]. In this work
T'use an abridged version of the table from an earlier paper [Simsky 2021 b].

* We mimic here a well-known distinction between two tracts of processing visual information:
‘where-vision” (low level) and ‘what-vision’ (cortical). Within the framework of Bernsteinian
approach, these two are signaling systems for levels C and D respectively.
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going or staying somewhere and in resting our overloaded level D, perpetually
tired of its obsessively calculative, ever-practical nature.

The distinction of level-C and level-D spaces helps us to identify two aspects
of vision as they are integrated into activity. In our concept of the ‘enhanced
visual’ the same two levels can be identified, although in the final analysis they
invariably merge together. Both levels contribute in different ways to the per-
formative nature of hierotopy.

Level C forms the general spatial character of vision, a sense of being part of a
space, the enjoyment of natural landscapes, and the fascination with vastness and
freedom of movement. In hierotopy, level C is responsible for the holistic aspect
of the perception of space as space, as distinct from a surface, the latter being a
delimiting boundary of movement, while the former is its arena and support.
This level contains the potentiality and even necessity of motion®* and is, in this
sense, performative. Level C deals with space as a stage for actions which unfold
on level D.

The space of level D is a collection of things and meanings structured around
purposeful actions. The development of level D in humans brought about an
important innovation: the possibility of separating level D from lower ‘execu-
tive” levels by mentally replaying actions without physically implementing them.
Thus, actional imagination was born, being as entirely merged with visual imag-
ination, as action is inseparable from vision. Level D creates a space of action —
and of its mental re-enactment. In hierotopy, this is the ritual space — and, as its
derivative — the interiorized space of mystical experience.

Level D vision focuses on the recognition of things, a skill in which we record
high achievements. We are able to recognize a thing by a small piece, protruding
from under a heap of other ‘stuff’. We readily recognize an aeroplane in a small
plastic model, devoid of almost all qualities of a real aeroplane. This object-rec-
ognition talent helps us to successfully meet such challenges as recognizing cars,
houses and humans in children’s drawings. The latter example lays bare the
fact of the topological, rather than geometrical nature of our object-recognition,
unmistakably revealing its level-D character: size and proportions do not matter,
as long as the right number of legs, arms and eyes are connected by a ‘correct’
spatial relationship. Our object-recognition capability is tested, teased, played
with, and at times stretched to the limits by modernist fine art with its simpli-
fied, distorted, disintegrated and outright abstract or even altogether disappear-
ing forms.

Our well-trained skill in identifying things by vague or incomplete features
is instrumental to our ability to recognize objects in drawings and photographs.
The perception of 2D images is driven by object-wise parsing. The first (possibly
implicit) question we ask ourselves while looking at a picture is: “What is shown
here?” Chances are the response to a picture will remain on the level of sub-
ject-object interaction in which many important holistic qualities of the enhanced
visual would be lost. In particular, the motion-dependent level C component,

4 As proven by Noe and others, visual perception is in itself a process of movement, and is possible
only as such [Noé 2006].
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responsible for embedding the level D objects into a geometrical space model, is
inactive in the pictorial vision. Hence, the perception of 2D images is typically
neither spatial nor performative.

Hierotopic creativity, by contrast, collectivises individual objects and images
into an organized symphony with higher-level messages of its own. When a
sacred space (as well as any other human space) is lived in, activities of C and D
levels are merged in a natural way, and individual objects are “dissolved” in a col-
lective atmosphere animated by performative cooperation of all participants.

Vision and action. Questions and future work

The juxtaposition of the enhanced visual versus the pictorial might seem arti-
ficial and provokes many questions. Indeed, why do they have to be mutually
exclusive? Why can they not be complementary? Come on, pictures can also
spur imagination! How typical is the case of Calvinism with its explicit accent on
vision? Are icons not engaging devotees to tap into holiness by internal self-mak-
ing activity? Can we generalize our conclusions to other Christian confessions or
sects, or to Judaism and Islam?

At this initial stage of this research, I am unable to provide satisfactory
answers to all these and other emerging questions. Most of them are a matter of
future work and require further elaboration of analysis to ameliorate a sketchy
character of this work. In what follows I am trying to formulate a few possible
directions of further research.

In this work, Byzantine icons were counted within the broad category of
‘2D images’, which were characterized in general terms as any images depict-
ing objects, persons and scenes external to viewers. But icons are known to be
quite special and, in a sense, spatial images. They engage viewers into a live dia-
log with divine figures represented in them, and might even engender a transfor-
mational experience, triggering interior activity of ‘inner making’. But this would
not change our general conclusions because this experience stays within a general
tendency towards asceticism and introversion typical for traditional Christianity.
Icons engender elating timeless experience akin to Ignatian meditation which we
juxtaposed to the Protestant this-worldly perspective on holiness.

Importantly, the case study of Calvinism shows a relatedness (if not a proven
causal link) of an iconoclast ideology and a highly personalized action-oriented
way of reading the Scriptures. Instead of imagining a story in a picture-like man-
ner, i.e., as something taking place externally, the story is lived through as the
readers’ own action — and it continues in an active world view in real life. Can this
statement be generalized? I am no expert in Islam, but at first sight it seems to be
applicable at least to some groups who claim to enact Quran in their lives here and
now. In fact, some flavours of Moslem iconoclasm are stricter than the Calvinist —
and their acting out of the Scriptures can also be more direct and radical.

In the previous section we learned that vision and action come together.
We act when we see, and we see when we act. But on the level of culture and for-
mulaic doctrines one of the two likely takes the lead. There may be an interplay
between vision-response (more contemplative) and action-response (just do it).
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Calvinism was clearly on the contemplative side. Calvin did not accentuate the
call to action as directly as his explicit appeal to contemplate the works of God.
It is due to a tight organic link between vision and action that his call to see was
translated into a call to act. Protestants are active in this world not because their
doctrines explicitly call for it, but because of the this-worldly orientation of their
vision. In other cases, the call for action could be more explicit.

Closing: through space and time

The very essence of the pictorial is to represent objects and humans-as-objects.
The issue is whether that supports the visual imagination or rather inhibits it by
prescribing a limited set of clichés? Without pictures we would never know how
people, natural features and things look in the places that we never had a chance
to visit. But if I want to imagine my trip to a faraway country, something along
the lines of one of Jules Verne’s novels, I have to mobilize my own imagination,
using available images as a source of raw material from which to model my own
visual story, combining stock imagery from pictorial sources with actional/visual
experiences of my own.

Images help not only to travel through space but also to travel through time.
Without photos I would not remember what my grandfather looked like. But if
I wanted to recall him as a person with whom I was close, do I want to keep star-
ing at his static photographed likeness? I would probably rather close my eyes to
turn off the necessary but somewhat annoying visual display of the daily world,
oversaturated with a tiring abundance of things and meanings, and focus on a
mentally enacted dialog with him, my grandpa, approaching me from the realm
of shadows... In the end, what my grandfather had to say is far more important
than how exactly he looked. His photo represents only one fleeting moment of
his ever-variable appearance. And it keeps reminding me that he is not with us...

Or, possibly, I want to place some of his mementos near his framed photo, cre-
ating a little “hierotopic’ space of his presence. The photo, however imperfect in
the function of a standalone solo-substitute, can nicely serve as a kind of an “altar-
piece’, a thematic title of my little sanctuary, if only as an indication of to whom
this display of memory is dedicated. Keeping the portrait with its ambiguous
‘present-but-absent’ message at a respectable distance, I will be happy to have
found the right place for it, curbing its somewhat disturbing powers by tight inte-
gration into the structure of its final homely destination.

Conclusions

This research was inspired by a question: why is the Bible so saturated with
imagery if God himself explicitly forbade images? The approach to the problem
was sought along the lines of comparing live visual experiences with the percep-
tion of pictures, the latter being impoverished in some important respects com-
pared to the former. The embodied live visuality has a distinctly spatial charac-
ter. It is enriched by sensorimotor images and intertwined with movement and
actions. The instances of such imagery, referred to in this work as ‘image-expe-
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riences’, may arise, in particular, from a sense of being somewhere or may have
an ‘atmospheric’ character. The import of the pictures is ambivalent: representing
something that is not present, they point, at the same time, at its absence.

The biblical imagery, despite its distinctly visual character, does not easily
lends itself to pictorial representation. Biblical visions, for example, are described
in the text in expressly visual terms, but they often are not imaginable as physi-
cal objects or scenes embedded in space and time. While the reader’s attention is
drawn to certain disjointed features of a vision, it may be hard to reconstruct a
single picturable figure matching such a description. In fact, this is not surprising
because the main function of pictures, in which they are known to be success-
ful, is to represent objects, living beings and humans that can be identified by
viewers, i. e., those that are already in some way known to them. Divine visions
just do not belong to this category. They are unique and ineffable by nature; they
even may appear to a medium in a trance. On a more general level, the intense
feeling of God'’s strong but invisible presence, so characteristic of the biblical nar-
rative, is an obvious challenge for the fine arts that are good at representing the
visible side of the story.

The biblical narratives may engage imagination in two ways: (1) as thea-
tre-like representations of events external to the reader or (2) as stories virtually
enacted by the reader in the first person. When image-pictures are inhibited, the
focus shifts towards the second, more holistic and personal modus of reading
which can be analysed in terms of image-experiences. An actional mode of read-
ing brings about a particularly tight association of the reader with the biblical
reality and may inspire him to enact the biblical world in his own life.

Therefore, it is not surprising that iconoclastic cultures encourage active
worldviews and a direct vision of the world ‘as is,” not ‘distorted” by the impact
of visual clichés. Particularly, in the teaching of Calvin, live visuality has the-
ological significance as a means to know God. The Calvinist vision is oriented
towards this world, but it requires ‘biblical eyeglasses’ to see the iconic dimen-
sion of daily life and to use this vision as the basis of understanding and trans-
forming the world.

Another way of dealing with the “power of images’ is found in the Byzantine
culture where ensembles of icons populate sacred spaces, informing spatial icons
and image-paradigms which evince essentially spatial character. The perception of
these hierotopic structures relies on the embodied ‘enhanced visuality’, subsum-
ing the pictures as meaning-making elements into the overall hierotopic design.
The hierotopic creativity appears to be a successful strategy to overcome the lim-
itations of flat pictures by integrating them into the higher-level spatial imagery.

In closing — last but not least — it is shown that the performative character of
sacred spaces is rooted in the genesis of all human spaces defined through move-
ment and action.
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UM OH BO MHOTOM COXPaHAETCS U NPOAOAKAET ONpeAeAATb MUPOOIINYIeHIe AI0AeN.
Paccmotpensl cy>xaeHuss murpornioanta AHTOHUA Cypo>KCKOro 00 OTAMYMIX IIPaBO-
CAaBHOTO U 3aIlagHOTO BOCIPUATUS CMepTU U yMmepinx Aiodeit. Ocoboe pycckoe mepe-
KIBaHMe CMepTH U 00psida morpeOeHNs OKasaHO Ha IpuMepax pacckasos V. byHuHa
«IIpeobpaskenne» u I'. l'azganosa «Ilanuxmaa». CMepTh 34ech ITOHMMAETCs KaK Hadalo
BOCKpeCeHIsI — KaK HOBOe pOXKJAeHle YeA0BeKa B BeUHOCTh, a He KaK BCero AUIIb KOHer]
3eMHOII JKU3HU, 4TO D04ee XapaKTepHO AAs 3allagHOro cozHaHus. ITpeobpaskenue aymin
reposi, cayduslieecs: Ipu ureHmu Ilcaateipm Hag ymepieii Marepblo, IIpeBpaliaercs
B KOCMOTOHMYECKUII IpOoliecc MpeoOpaskeHNsl BCell SKM3HU U BCero OBITUS — sIBAEHHBIN
Ipoodpa3 TOro mpeodpakeHus, KOTopoe OyJeT Iocae KoHIa mupa cero. OHO MOXKeT
IIepeXXMBAThCA KaK peaAbHbIN PakT AYIIEBHON M AYXOBHO JKM3HM 4YeJ0BEKa TOABKO
B OTOI CUTyallul HEIOCPeACTBEeHHOI OAM30CTM C yMepIIMM dedoBeKoM. IlaHmxmaa
KaK «KpaTKOBPEeMEHHOe BTOP>KEHMe BEYHOCTU» — BTO «(POpMyaa» PYCCKOTO IOHMMa-
Husl cmepTtu. OTTOp>KeHne MEPTBBIX, CTpaX M OTBpallleHue Iepej HUMM, XapaKTepHble
AAsl 3allaJHOM MEHTAa/AbHOCTH, IIpUBeAM K IIOSIBAEHMIO B KyAbType oOpasza BaMIIMpa —
0AULIeTBOpeHNsI MEPTBOIO Yea0BeKa Kak Takoporo. Ecam mpeaeabHBIM CMMBOAOM yMep-
mrero yeaoseka B [IpaBocaaBun sABASIOTCS HETA€HHbIE MOIIN, TO AAs 3allagHOM KyABTYPBI
TaKuM IIpeAeAbHbIM CUMMBOAOM cTaa Bamnup. Kpome TOro, mpmykpammusaHue ymep-
IIMX, YTOOBI OHU BHITASAEAN «KaK >KMBble», O4eHb XapaKTepHO A5 3allajHOTO JeloBeKa,
IIOCKOABKY OH He XOYeT BUAETh CMEePTh, a XOYeT AUIINL COXPAHUTh MHaMATh O YeAOBEeKe
B 95ToM Mupe. OJHaKO Ha BBICOTe IHOSTUYECKOTO BAOXHOBEHNs U rAyOodaiiieil AyIiies-
HOI1 CKOpOM B 3allaJHOM deloBeKe IIPOOyKAaeTcs IepeskuBaHie CMepTH, O4eHb 0Au3Koe
4YeA0BeKy IIpaBOCAaBHOMY, — CMEPTM KaK IacXalbHOIO TAaMHCTBA BCTYIIAEHIUS B BEYHYIO
SKM3HD U JasiHUs OyAyIIlero TeAeCHOTO BOCKpeCeHIsl, CIoBeAyeMoro B «C1MBOAe Bephl».
ITonnMaHme cMepTH, 3a40’KEHHOe B «KOAE» PYCCKONM KyAbTYPBI, IIPOSIBASETCA U TOTAQ,
KOrga aBTOp 4aA€K M OT HalMOHAaAbHOIO MeHTaAuTeTa, M OT HIPaBOCAAaBHON Bepbl, —
ITOCKOABKY BTOT «KOA» CTOAB CUAEH, UTO IOAYMHsIeT ceDe aBTOopa yepes3 s3bIK CaMOI KyAb-
TYPHOV TpaAULIUN.

KaroueBble ca0Ba: BU3yaabHOe, pyccKas KyAbTypa, peAUTMO3Has CUMBOAUKA, CMEPTh,
rorpebeHne, mpeodbpaskeHne, HaHUXNAQ.
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RELIGIOUS SYMBOLISM OF THE EXPERIENCE OF DEATH
AND BURIAL RITES IN RUSSIAN ORTHODOX CULTURE
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Lugansk State Pedagogical University, Ukraine
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Russian religious character, brought up by Orthodoxy, is vividly expressed in the arti-
cle on the basis of various cultural material, an important visual aspect of Russian cul-
ture is considered. In the modern era of secularization, it is largely preserved and con-
tinues to determine the worldview. The article deals with the opinions of Metropolitan
Anthony of Surozh about the differences between Orthodox and Western perceptions of
death and the deceased. A special Russian experience of death and burial rites is shown
in the examples of I. Bunin’s stories “Transfiguration” and G. Gazdanov’s “Panikhida”.
Here death is understood as a beginning of resurrection — a new birth of a person into
eternity, and not just the end of earthly life, which is more typical for Western conscious-
ness. The Transfiguration of the hero’s soul, which occurs during the reading of the Psalter
over the dead mother, turns into a cosmogonic process of transformation of all life and all
being — a manifest prototype of the transformation that will take place after the end of this
world. And it can be experienced as a real fact of a person’s spiritual life only in this situ-
ation of close proximity to the deceased. The memorial service as a “short-term invasion
of eternity” is the “formula” of the Russian understanding of death. The rejection of the
dead, the fear and loathing towards the dead are characteristics of the Western mental-
ity, which led to the emergence of the vampire image as the personification of the dead.
If the ultimate symbol of the deceased person in Orthodoxy is imperishable relics, then
for the Western culture such an ultimate symbol was vampire. In addition, decorating the
dead to make them look “like they are alive” is very typical for a Western person, because
he does not want to see death, but only wants to preserve the memory of the person in
this world. However, at the height of poetic inspiration and the deepest spiritual sorrow,
the Western people awaken the experience of death, which is very close to the Orthodox
experience-death as the Paschal sacrament of entering into eternal life and the expectation
of a future bodily resurrection, professed in the “Symbol of Faith”. The understanding of
death, which is embedded in the “code” of Russian culture, is also manifested when the
author is far from certain national mentality and Orthodox faith — since this “code” is so
strong that it subordinates the author through the language of the cultural tradition itself.

Keywords: the visual, Russian culture, religious symbolism, death, burial, transfigura-
tion, memorial service.

Obpsig morpeGennst BO BCex KyAbTypaxX sBAseTCI OAHOM M3 BaKHBIX
¢opMm 3zakperaeHus u Iepejady PeAUTMO3HOIO OIBITa. VicrosejaHme Bepsl
B KauecTBe BM3yaAbHOI HPaKTUKM BLICTyIIaeT 34ech B HamboJee HaIIPSIKEH-
HOM U OTKPBITON A4Sl BHEIIHEIO HaOAIOAeHUs SK3JCTeHIMaAbHON Qopme.
B pycckom IlpasocaaBun cA0K1110Ch 0CO00 yray0AE€HHOe OTHOIIIeHNe K CMepTHU
1 00psAy morpebeHns, 4acToO OTMedaBIlleecs IMcaTeAsMU U MCCAeJ0BaTeAsIMIA.


mailto:darenskiy1972%40rambler.ru?subject=

BusyaabHas teoaorms | 2021 | Ne 1 (4) 43

Tax, K. IL. Ilobesonocries Hammcaa yAMBUTeABHbIE CTPOKM, JOCTONHEBIE Ilepa
B. B. Posanosa, 00 0cob0oM pyccKOM IpaBOCAaBHOM OTHOIIIEHNM K CMEePTI:

«Hurae B Mupe, Xpome Halllell CTpaHBI, IOTpeOaabHBII OOBIYAll UM 0OPsA
He BpIpaboTaAacs 40 TaKOJ IAyOOKOI, MOXKHO CKa3aTh, BUPTYO3HOCTH, KOTOPOJ OH
AOCTUTaeT Y HacC; ¥ HeT COMHEHIs], YTO B DTOM €ro CKAaje OTpa3nACcs Halll HapOAHbIN
XapakTep ¢ OCOOeHHBIM, IMPUCYIINMM Halllell HaType MIPOBO33peHMeM. Y KaCHBI
U OTBpaTUTEABHBl YEPTHl CMEPTHU IIOBCIOAY, HO MBI OJeBaeM UX O4aroAeIHbIM
IIOKPOBOM, MBI OKPY>KaeM UX TOP>KeCTBeHHOIO TUIIHOIO MOAUTBEHHOTO co3eplia-
HVLS, MBI IIOEM HaJ HUMU I1eCHb, B KOTOPOI1 y>Kac IOpa>kE€HHONM IPUPOADI CAUBACTCS
BOEAVHO C AI000BBIO, HaJeXKA01 1 0AaroroseifHoi Bepoil. Mbl He OeXXIM CBOEro
ITIOKOJHMKA, MBI YKpalllaeM ero B Ipo0e, 1 HacC TSHET K 9TOMY IpoOy BrAsSAEThCS
B YepTHl AyXa, OCTaBMBIIIETO CBOE >KMAMIIE; MBI IIOKAaHsAEMCs Tedy M He OTKa3bl-
BaeMcs JaBaTh eMy I1ocJe/Hee IleJ0BaHne, Y CTOMM HaJ HUM TPU AHS M TPU HOYM
C UTeHMeM, C MOJAeHIeM, C IIepKOBHOM MoAnTBOI. ITorpebaapHble MOANTBEI HAIIINA
JICIIOAHEHBI KpacoThl M BeANYMNsl; OHU IIPOAOAKMTEABHDI I He CIIellaT OTAaTh 3eMae
TeAO0, TPOHYTOe TAeHMEeM, ¥ KOTAa CABIIINIID UX, Ka’KeTCsl, He TOABKO IIPOMU3HOCUTCS
Ha/ TpoOOM IlocleAHee ©1arocAoBeHMe, HO COBEpIIaeTcss BOKPYI HEro BeAMKOe
1IepKOBHOe TOP>KeCTBO B CaMyIO TOP>KeCTBEHHYIO MUHYTY OBITU: YeA0BeuecKoro!
Kak monsATHa 1 Kak A100e3Ha 9Ta TOP>KeCTBeHHOCTh A4s pycckoit Aymm! Ho mHo-
CTpaHel] peAKO IOHMMaeT e€, IIOTOMY UYTO OHa COBCeM eMy uy>Kasd. ¥ Hac 4yBCTBO
AI00BY, TIOpa’k€HHOe CMepThIO, PacIIMpseTcsl B IOrpedaabHOM 0OOpsige; y Hero
OHO D0Je3HEeHHO CXKMMaeTCsl OT TOTO JKe 00psiga M MHOpa’kaeTcsl OAHUM Y>KacoM»
[[Tobeaonocties 2011, 486].

Taxoe ocoboe pycckoe IepekmBaHMe CMepTH 1 00psla IorpeOeHNs TeHU-
aApHO IIOKa3aHO, Hampumep, B pacckazax V. bynmna «IIpeoOpakenue»
u I'. TazganoBa «Ilanmxmaa». CMepTh 34€Ch TIOHUMAETCS KaK Hadalo BOCKpece-
HIST — KaK HOBOe pO’KJeHle Je/l0BeKa B BeUHOCTh, a He KaK BCEro AUIIb KOHeIl
3eMHOII XXI3HU, 9TO 60.1€ee XapaKTEPHO A5 3allaJHOTO CO3HAHIIA.

LleAbI0 AaHHOII CTAThU SIBASETCS MCCAeAOBaHIe BepOVICIIOBeAaABHON U DK3U-
CTEHITMAABHOI CUMBOAMKI B IIEPEXUBAHIAIX CMEPTU U 0Opsiga ITOTpeOeHIs
B PYCCKOIl IIpaBOCAaBHOI KyAbType Ha Marepuade psja perpe3eHTaTUBHBIX
AUTEPaATYPHBIX ¥ PUAOCOPCKUX TEKCTOB.

CBOVCTBEHHBIN PYCCKIM ¢enomen IIPaBOC/AaBHOTO OTHOIIIEHS
K CMepPTM M yMepIINMM, HO eIlé He IOrpeOEHHBIM AIOAAM, O KOTOPOM IMIIIeT
K. I1. IToGeaonocries, TpeOyeT cBOETO OOBACHEHNS Ha OCHOBe OOpaIlleHys K Iay-
OMHHBIM CTPYKTYpaM pPeAUTMO3HOTO CO3HAHMS U PYCCKOM KYABTYPHI B II€AOM.
B mepsyio ouepeab, O4yeBMAHO, DTOT (PEHOMEH CBsA3aH C M3BECTHBIM pa3Au-
q1eM «T/AaBHBIX» Ipa3JHUKOB B IIpaBocaaBun u 3amagHOM XpucTHaHCTBe. Ecam
B IIOCJAe/HEM TaKOBBIM siBAsieTcst Poskaectso, To B Ilpasocaasun — Ilacxa. O uém
9TO CBMAETEABCTBYeT C TOYKM 3peHMsl PeAMIMO3HON MeHTaabHOCTH? Ilpexxae
BCEIO O TOM, YTO B 3allaJHOM XPUCTMAHCTBe BOCHpuATHe EBaHreams sBAsSeTCS
00/1€ee «3eMHBIM», CBSI3aHHBIM C CIMBOAVKOIN POKAEHNS HOBOTO Ye/10BeKa B MUP.
34ech 3eMHas KI3Hb 4eA0BeKa BUAUTCS HAITOAHEHHOI BCSYECKUMU «DaaramMin,
U TIODTOMY O CMEPTM CTapaloTCs He AyMarh. EcTecTBeHHO, UTO TaKOW TUII peAn-
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TMO3HOIO CO3HAHUs BechbMa HeyCTOMUYUB U AerKO UAET Ha coDAa3Hbl CeKyAsapu3a-
LM, YTO U IPOU3O0IIA0 B peaabHoit ucropun. B [Ipasocaasunm xe seMHast >K13HDL
B IIEPBYIO OYepeAb BOCIPUHMMAETCS KaK UCIIBITaHUe U IIKOAA JAyXOBHOM SKU3HMU,
TOTOBSAIIAsl YeA0oBeKa K KM3HM BedHoll. [109ToMy raaBHBIM COOLITHMEM 3eMHON
SKM3HM, KaK 9TO HU IapaJOKCaAbHO, SIBASETCS CMepPTh — Kak I1epexo/ B >KMU3Hb
BeyHyI0. EcTecTBeHHO, 4TO TaKoe >Ke ITOHMMaHMe CMePTU eCTh U y 3allajHbIX XpU-
CTHaH, HO B UX KYAbType M MEHTaAbHOCTM OHO SIBHO OTOIIAO Ha BTOPOII I1AaH.
A4s1 IpaBOCAABHBIX XPUCTUAH I1aBHBIM Ipa3aHMKoM sBasercs [Tacxa xak coObl-
Tue 1odeAbl HaJ CMEPTLIO, HO DTa I100eda BO3MOXKHA TOABKO IIOTOMY, YTO 4eao-
BeK 40/XKeH CHayala yMepeTh, YTOOBI HepeiiTU B JKU3Hb BeUHYIO B YasHIIU CBOETO
AVMYHOTO BOCKpeceHus. VIMeHHO Takoe cosHaHue 0OycaA0BAMBaeT OAaroroseiiHoe
OTHOIIIeHMe K YMEepIIINM, a BOBCe He CTpax M He oTspamieHne K HuMm. Kak orme-
vyaa mutponoant Anronnit Cyposxxckui, «3arag cMepTy H0UTCs: He TOALKO Hese-
pyIOIIe, KOTOphIe 3a CMEPTHIO He BUAST HUYEro U IODTOMY JAep>KaTcs 3a DTy
SKM3Hb, MO0 HUYEro APYroro OHM He OXMAAIOT, HO Jaxke u Bepylomue. Koraa
KTO-HUOYAb yMUpaa, 9TO He TO YTO 3aMaAduBaAl, HO CMepPTh He OCMBICAMBAAAC,
Bos1amch 3arAgaHyTh eif B Anno» [Antonuit 2002, 151]. IlosTomMy, 1o ero caosaMm,
«0JHa 13 caMBIX 3aMeJyaTeAbHbIX Belleil B HameM ITpapocaasun — 9TO IOXOPOHBI
1pu OTKphITOM rpobe. Ha 3amage Hemcumcammoe KOAMYECTBO AIOAEN HUKOTAA
He 3arAsHyAM B AUIIO YCOIIIIEro yeaoseka. <...> OTKPHITHIA I'po0 — OTKpOBeHue
AAsl 3allagHbIX AIOJeN; OTKPOBeHNUe, IIOTOMY YTO OHM MOTIYT 3arAsiHyTb B AUIIO
YCOIIIIIEro YeA0BeKa 1 YBUAEThb He y>Kac, a Beandue cMept» [Anronuit 2002, 153].

Murponoant Antonuit CyposKcKuili 0COOEHHO aKIeHTUPYeT MMEHHO 6U3Y-
AADHDITL ACNEKN BOCIIPUATIAS HaMM YMePIIIero 4yel0BeKka — Kak IOAAMHHOe CBU/e-
TeALCTBO «He yKaca, a Beanuns cMeptiu». OH rosopua:

«BOT ®TO mepBoe, YUTO MBI MOKeM MpeACTaBUTh 3allajHOMY JeA0BeKy: IPUAM,
nocmotpu! Yacro Hamm 3amagHble IoceTuTeAn MHe rosopsT: “Ho, koHewHO,
BBl CBOMX JeTeil He IOABOAMUTe K rpodby?” — “KoHeuHO, ITOABOAMM, UTOOBI OHM
sugean!”
1 TOT MaAbunK: «Kak oH criokoiiHo aexxut! EMy, 3HauUT, Tereps y>ke 1 He 60ABHO,

— “VI uato rosopsaT getn?” — “To >ke caMoe, UTO TOBOPUAN DTa AeBOUKa

u He crpamHo!»”. VI 9To ocTaéTcs Ha BCIO >KM3Hb. EAMHCTBEHHOE, UTO MOXKeT UCITy-
rath pebEHKa, Korda OH IomeAyeT B 100 yCOIIIIIeTo, 5TO BHe3aITHOe IyBCTBO X0A04a:
>KU3HD ymiaa. VI peGéHKa Hago IpeaylipeauTh 00 HTOM, IIOTOMY YTO MHauye ero
OXBaTUT CTPax Ilepes STUM XOAOAHBIM T€A0M, a €CAU OH IOMET, TO YBUAUT TOABKO
BeArrare cMepTi. VI 9To ToKe He4TO, UTO MBI AOAKHBI IIPUHECTU 3aliady: Hauie npa-
60CcAAGHOE 3peruie, Hallle IIpaBOCAaBHOe IepesKBaHNe I [IOHUMaHNe cCMepTi» (Kyp-
cus Moii. — B./.) [Aaronunit 2002, 153].

Kax BmauMm, 04Am3KuMit KOHTAKT C YCOIIIINM, €TI0 BHMMaTeAbHOe BM3yalbHoe
BOCIIPUSTHE 34eCh pacCMaTPMUBAETCsl KaK BaXKHEMNIINII BOCIIMTATEABHBIN (PaKTOp
AAd aeTell. B 7aHHOM caydae BOCIIMTBIBAIOTCS He KaKye-TO YaCTHBIe YePTHI Xapak-
Tepa peOEHKa, HO caMasl I1yOMHHas OCHOBA ero AMYHOCTY — OTHOIIIeHNe K JKVM3HI
n K cMeptu. VIMeHHO B AeTCKOM BO3pacTe 4yeaOoBeK AOAXKeH OAM3KO YBUAETDb
yMepIIero npejka 1 ja’ke IIOIIeA0BaTh €r0 B OCTBIBIINMII 100 — mMOAbKO makoil
NPAMOTL U OCASAMEALHOLE KOHMAKIN CO CMePHIbio MoXem pas U Ha6cezda 3Ar0XKUmo
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6 HeAoGeke 0ueHb 6AXHBILL, PYHOAMEHMANLHDLI IKSUCTIEHYUAADHDITL CMDICA — 60CHPU-
amue 3eMHOU KUSHU KAK 6PeMeHH020 NPUCAHUWLA U UCTOIMAHUS 1eped nepexodom
6 eeurocmv. Hukakme gpyrme cpeAcTBa — HM KpacHOpedne, HNM MCTOpUYecKie
IIpUMepPH! — He MOTYT DTO 3aMeHMNTb.

Jazee MUTPONOAUT AHTOHUIT TOBOPUT O OOrocay>keGHOM acIieKTe IIpaBo-
CAaBHOTO BOCHPUATUS CMEPTH:

«OAHO 13 caMBIX Uy AecHBIX Oorocay>keHnii B [IpaBocaaBHOI IIePKBY — HTO OTIIe-
BaHIe. <...> borocay>keHne HauMHaeTCsA CAOBaMU, KOTOpble MOXKHO IIPOM3HECTU
TOABKO 13 TAyOVMHBI KPeIIKOI Bepbl MAM HaIlp:ATasl BCe CUABI CBOEro 4oBepus K bory,
Iepepacras cebsl; rmepes AUIIOM YCOIIIIero, IepeJ rpodoM ckasaTh: baarocaosen
Bor Hamt! <...>Baarocaosen OH 3a >KI3Hb, KOTOPYIO IIPOXKIA HTOT 4eA0BeK, HO O4a-
rocaoseH OH 11 3a ero cMepTh. Kak >ke MOKHO Takue ca0Ba mpousHectu? <...>Ho Ml
3a0bIBaeM, UTO CMepTh SIBASIETCA OAHOBPEMEHHO BCTpeueli >K1Boil Ay ¢ JKuBeiM
Borom. Ja, yxo4 OT 3eMAM, yXO4 OT Hac, XOTs1 ObI OTHOCUTEABHBIN, HO YXOA C TeM,
9TOOBI CTaTh ANLIOM K Anily ¢ JKusbim borom, ¢ borom >xnsHm, 1 BCTyIUTH B TaKyIO
IIOAHOTY >KM3HM, KOTOpas HUKOMY He JOCTyIlHa Ha 3eMae. Il BoT 00 5TOM CKBO3b
CA83B1, C pa3dAMpaloLMCs OT COOCTBEHHOM 00AM cepAlleM MBI MOXKeM paloBaThCs
3a APYroro yeAoBeKa: KOHUEHO BpeMs OOpeHus, CTpajaHNsl, UCKaHUA, OH Tellephb
B IIOAHOM CBeTe, OH Tellepb BUAUT TO, UerO OH MCKaa, OH Tellephb 3HaeT, OH Tellephb
SKMBET — JKM3Hb Ho0eAmAa. <...> VI MBI CTOUM Ilepes 5TUM I'pOOOM C cepalieM, I10A-
HBIM CKOPOM, CO cAe3aMM 1 BMeCTe C TeM TaHCTBeHHO CKBO3b 00D co3epliaeM 5Ty
BeAYeCTBeHHYIO BcTpeuy bora 1 yeaosexa, MOMEHT, KOTa 3aBepIIlaeTcs BeCh yel0-
BeuecKUIi IIyTh, KOTJa YeA0BeK y>Ke He Ha IIyTH, a AoMa» [AnTonnit 2002, 155].

B mocaeanux caosax MOXKHO BHUAETh OOBsCHEHNE TOIO BHYTpeHHero Iiepe-
SKUBaHUsSI MIPaBOCAABHBIX AI0Jel, KOTOpoe U OOBSICHIET UX 0coD0e OTHOIIEHNe
K YMepIINM, CTOAb OTANYHOE OT 3arlaAHOTO.

Haxowner, pycckmii MBICAUTeAb M MICCHOHEp 3aBepIllaeT CBOE pas3MBIIILie-
HIe AOTMaTUYeCKIM BBIBOAOM, KacCaIOIIMMCS CrienQpUKI IPaBOCAaBHOTO OTHO-
IeHnsA K Tely yMepiero yeaoseka. OH rosoput: «baaroroseiiHoe oTHOIIeHIe
K Teay MBI HaxoguM B IlpaBocaaBny, 1 9TO CKa3bIBaeTCs yAUBUTEABHBIM OOpa-
30M B cAy>KOe oTrieBaHMs. MBI OKpy>KaeM 9TO TeA0 AI000BBIO M BHUMaHMeM, 5TO
TeA0 — LIeHTP CcAy>KOBI, He AyIlla TOABKO, HO I Tea0... VI BOT 9To nopakaeT 3arag-
HOTO 4e/J0BeKa: YTO TeAO He sBASeTCsl KaK Obl M3HOIIeHHO 04eXKA0M, KOTOPYIO
MBI COpOCHAN C T1A€Y, U3 KOTOPOIl, KaK 13 KAeTKM, BLHIIOpXHyAa Aymia. Het, 910
TeA0 HaM AOPOTO U B CMePTH, OHO IIpeKpacHO, OHO AI0OMMO Aayke TOTAa, KOTAa
€ro KOCHyJlach CMepPTb U OXIAaeT TaeHHe. V1 ®To oTHOIeHMe K Tely — OAUH
n3 gapos IIpasocaasus 3anagy» [Anronni 2002, 156].

Taxoe oTHOIIIEHNe K Tely HeIloCpeACTBeHHO CBA3aHO M C TpaAMIMell IoYuTa-
HUSI CBSTBIX MOIIEl, KOTOPOIO HeT B 3arasdHoM xpucruaHcrse'. Kpome Toro, uto

1 B KaTOAMYECTBE OCTAAVICH PEAMKTBI TAKOIO ITOYUTAHNS B BIIAE XPaHEHNSI OCTAaHKOB HEKOTOPBIX CBsI-
TBIX — HO DT OCTaHKU He BMAHBI MOASIINMCS, IIOCKOABKY BCerda Oorato YKpamieHbl 3040TOM I Apa-
TOII€HHBIMI KaMHsIMI, I cCaMU IIO cebe OHU He SIBASIIOTCS OOBEKTOM ITOKJAOHEHUSI U He IIPOsABASIOT
9YAOTBOPHBIX Ka4eCTB.
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MoOII ObIBAIOT HETAEHHBIMU U 9yAOTBOPHBIMY, OHM MMEIOT 1 BasKHbII OOTOCA0B-
CKIIT CMBICA, YKa3blBas Ha OyAyIliee TelecHOe BOCKpeceHne A104eit Ha CTpaIrHbli
Cya n aas BedHOTO parickoro Oprtus. Takoe OTHOIIIEHNE K yMepIleMy Tely Kope-
HUTCSL B Pa3ANIHON PeAUTMO3HON IICMXOAOTMM 3alaJHBIX M BOCTOYHBIX XPU-
CTMaH, a IIOCAeAHss, B CBOIO Odepeab, Halllla CBOe OTpaKeHMe U B Pa3Andmuu
AoTMaTUKM. B gaHHOM cayyae peub MAeT O IICHMXOAOTMIECKMX OCHOBAHMAX KaTo-
Anaeckoro gormarta Filioque. VicTropraeckut TOT 40rMaT, BIlepBbIe MOSBUBIINIICS
B VI Beke B KOHTeKCTe IIOA€MMKMU CHadala C MyAelCTBOM, a 3aTeM C MCAaMoM,
Op14 cBaA3aH C gorMaTtoM borosomaomenns. OgHako AOIyIeHMe MCXOXKAEHIS
Cs. Ayxa u ot CriHa o3Hauaa0, 910 Ayx CBATHIN MCXOAUT He TOABKO OT Ero Ooske-
CTBEHHOI1, HO 1 OT Ero TBapHOI IpUpPOABI, KOTOpble HeCAMSHHEI ¥ Hepa3/ e AbHEL
A 9TO, B CBOIO OYepeAb, O3HaYal0 MAOAONOKAOHCTBO Ilepes, TBapblo M MMIIAN-
LUTHOE «Je10BeKODOXKIe», KOTOpoe HeM3DeXXHO 3aTeM JOAXHO ObLAO IIpuUBe-
CTM K aHTPOIIOLIEHTPU3MY M CeKyAApM3alluy, YTO ¥ IIPOM3OIIA0 Ha 3aliaje.
EcTecTBeHHO, UTO K TakuUM IIOCAeACTBMSIM IIpuBéa He caMm gormat Filioque,
a Ta crenuduyeckas peAUTrMO3Has MEHTAaALHOCTh 3allaAHBIX XPUCTMAH, KOTO-
pas AeXaaa B ero ocHOBaHMU. B pycckoit puaocodpum 9Ta 3aKOHOMEPHOCTD YKe
AocTtaTouHO IIposicHeHa. Hanpumep, kak nmcaa /. I1. Kapcasun, «BpesgoHOCHOe
aevictsue Filioque» cocTtonT B TOM, UTO TP TaKOM JOTMATIIECKOM OIIpeAeAeHU
«0DO>KaeTcsl He MUp, a rpexoBHas sMoupus <...>. IlosToMy popmMsl sMIupirde-
CKOTO OBITHA He3aKOHOMepPHO abCcOoAIOTUPYIOTCA U Oe3 BCAKMX KoaeOaHmil Iepe-
HocATtcs Ha bora. Bear u camo Filioque nHe 4TO MHOe, Kak AypHOe aHTPOIIOMOP-
¢usuposanme nan “ncmxosorusuposanne”’ ITpecssrort Tpouirsl, ToHUMaeMOIt
B KaTeTOPUSIX TPEITHON YeA0BedecKol A100BM. <...> OOOKeHIe Ke 4eA06e1eckozo
Teaa XpUCTOBa IIPUHMMAaeT HaMBHO-aHTPOIIOMOP(PUUIECKYIO I OIacHyI0 (pOopMy
B KyapTe “Caareiimmero Cepara Vucycosa”. Cmpica comtectsusa Jyxa CesaToro
Ha Vucyca repsercs, n6o Adyx nounraercs: OeccnabHbIM 000>kKuTh Vucyca B Ero
yeaosedectse: 1 y>ke He Ayx, a Cam Joroc Ce6:s Camoro o Xpucre Vcyce o60-
JKaeT, YTO sABASETCs IPOIOBeABI0 CaMOOOOXKEeHMsI UAM TOPABIHY, XapaKTepHOIA,
KaK M3BeCTHO, 445 Beell Icuxoaornm karoamdecrsa» [Kapcasun 1994, 316-317].

B cBo1o Xe ouepean, makas ncuxoA0zus Heu3dexHo npueooum u K npespeHiro
K yMepuieMy mery, omepaulenuto u cmpaxy neped Hum, HOCKOAbKY MEpmeoe meao
HUKAK He COOMEemcmeyemn momy UOAONOKAOHCMEY neped meapbio U neped 3eMHoll
KUSHDIO UeA0BeKA, KOMOopas Xapaxmepna O 3anadHoti MeHMarbHOCHIU.

IIpaBocaaBHas MeHTaABHOCTL M COOTBETCTBYIOIIlee OTHOIIIeHMe K CMepTHu
U yMepIIMM spKO BBIpas;uaach B PycCKOM KyabType. B nauasze Hosoro spe-
MeHH IIepKOBHBIe IIJcaTeAy BBIPaykalOT €r0 B paMKax CBATOOTeYeCKOW Tpaau-
uym. Tak, Cumeon Iloaonknuit 8 «BepTorpage MHOTOIIBETHOM» YTBEpP>KAaeT, YTO
«HeIpaBo ecThb CMepTh 31y MMeHOBaTH, sKe BBCTh 34100aM KOHeIh IoJaraTi»
[Cumeon 1994, 134]. Becbma XapaKkTepHBIM U IIeHHBIM AOKYMEHTOM DTOTO Iepu-
oaa sasasercsa Cunoauk Kupnaao-Hosoeszepckoro MOHaCTBIpsI 13 PYKOINICHOTO
cobpanns Hosropoackoro rocyapcTseHHOIO Myses-3arioBeJHIKa, AaTUPyeMBbIi
nepsoit nmoaosunoi XVII . Kak orMmeuaer ero mccaegobareab, «CMEPTh B M30-
Opaskennu HoBoeszepckoro cmHoamka — 9TO “cMepTHBIN dac”, pyOeX, cocTos-
HIe Ilepexoja AyIIN B TOT MUpP, K KOTOPOMY OHa J0A>KHa OBITh IOTOBa €XKeMI-
HYTHO, II0Ka XUBET B Teae. [Toromy cunoamkm u HasbiBaauch B Jdpesnen Pycn
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He “KHUroy MEpTBhIX”, a “KHUION >KUBBIX'; IIOTOMY M CMEPTh — HTO IIOHATHE
JKM3HHU, eCTeCTBeHHOe TOTJa, KOTJa >KM3Hb XPUCTMAHMHA IIPOXOAUT COTAaCHO
€ro ecTecTBy, TO €CTb — MCIOAHeHMs Boau boxkmeil B KaXXAOM dYeaOBeKe»
[Tepermkuna 2014, 151]. OcoOeHHO Ba’KHBI M ITOKa3aTeAbHBI PUCYHKU-MIHIA-
TIOpPBI B 9TOM TEKCTe, AeMOHCTPUpPYIOIIMe IIpaBOCAaBHOe IOHMMaHNE CMepT-
HOTO Jaca JyeaoBeka. VI XoTs Bu3yaansalns oOpa3os IIOCMEPTHOTO OBITHS AYIIIN
B IlpaBocaaBuy MOXKET CUMTaThCs U MPEAECTbIO, TaKue MUHMATIOPBI BCerja
MCII0AB30BAANCh B BOCHMTAABHO-AMAAKTIYECKNX IleasX. OcoOeHHO MHTepecHa
oaHa 13 MmyHNaTIOp CrHOAMKa (114. 1).

Na. 1. Aunesoit cunoauk Kupunaao-Hosoesepckoro monacteipst. XVII 8.
© HoBropoackuii rocyAapcTBeHHbIN 00beAMHEHHBII My3eli-3aIloBe JHIK
KIT30056-242 / KP 89, a. 67

«MmnanaTiopa nszobpakaeT IpeACTOsHNE IIepes OAPOM yMepIIero C AeBOI
CTOPOHBI — JKUBBIX AI0AEM, C IIPaBOM — aHIeAOB, U AyIIy Haj I'OAOBON ITOYMBIIIETO
B BIA€ MaJAeHLKOIO TOA0I0 YeA0BedKa, IIPOCTUpPaIOIIero pyku K aHreaaM, HaKAo-
HAIOIIMMCS K HEMY C COKPYIIEHHBIM BUAOM (BHU3Y, Y HOT IIOUMBIIIETO, CUAST Oechl,
OpOTATMBAIONIME PYKU K TeaAy, IbITaloIIyecs yAep>KaThb AyIly U 3allOAy4UTh eé
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B CBOE I1apCTBO, M300pask€HHOEe B IIPaBOM HIDKHEM YTAY B BUJe Pa3BepCTOil IacTyu
TeeHHBI OTHEeHHO B YépHOM aacKoM TTposase). CMepTH Ke 34eCh HeT IIOTOMY, UTO eé
Aea0 yXe cAeAaHo: KOTda HauMHAeTCs CIIOP O AyIlle MeXKAy TEMHBIMU U CBeTABIMU
c1AaMi, 3eMHasl JKU3HD Ye10BeKa OKOHJaTeAbHO 3aBepIlieHa, a CMepTh, BHITIOAHNB
POAb BeCTHMKA U ITPOBOAHMKA B MUP MEPTBBIX, YXOANUT TaK >Ke He3aMeTHO, KaK Heo-
KMAQHHO TIOSABASIETCSI B HEYPOUHBIN Yac. BakHbIM OKkasbiBaeTcst (pakT, 4To AyIile,
yIIeAreit 13 3eMHOTO MIpa, TpeOyeTCs ITOMOIIIb OCTaBIIUXCs JKUTh, U 9Ta IIOMOIIIb
SABASETCS TAaBHOM MAeel CMHOAMKA: HeOOXOAUMOCTh MOAUTBHI 32 YMEPIINX, YTOOBI
ux Aymam Onlao Hucrocaano Ilapcrsue neGecnoe. V Toraa, Kak B M3o0paskeHUN
Ha TocAe/Hell MMHMAaTIOpe CMHOAMKA U B TeKCTOBOM ITOsICHEHWMN K Hel, “ayrra
91CTa, akM ABBMITA YKpallleHa BCAKMMU BBTMH, CTOUTD IpeBhIIlIe COAHITa, a AyHa el
10/, HOTaM!, @ MOAMTBA y Hell U30 yCTh ak IaaMs A0 HeOech U IIpeBbiie Hebec.
Caesamu naaMs TepHMe rpbXOBHOe ITOTacy, IIOCTOM ABa CBs3a, CMUPEHUEMDb 3MU
ykpotu. Auasoadb majecsd, aku KoTbh. /yIlia TBOpuMAa MMAOCTBIHIO, ITOCTaBAeHa
y npecroaa I'ocrioansa”» [Tepemknna 2014, 150-151].

Kax Buaum, mpasocaaBHOe IIpejcTaBAeHiie O CMePTH U B HaIlle BpeMs OcTa-
éTcs TakuM >Ke, KakuM ObLa10 1 400 et Hazad. 34eCh HY>KHO BBIAEAUTDH TPU KAIO-
YeBLIX acIleKkTa: 1) cMepTh ecTh noceujetiie deA0BeKa, TO eCThb DTO He «COCTOsHIIe»
1AM BHeIlIHee COOBLITME, a OCOOBIN aHTe, ITOCAaHHBIN OT bora 445 3aseprienms
3eMHOI JKM3H!U YeA0BeKa I IIPeIIPOBOKAEHILS eT0 Ha CyJ,; 2) B CIIOpe O IIOCMepT-
HOJI y4acTH AYIIN yJacTBYIOT He TOABKO aHTeAbl ¥ Oechbl, HO I OCTaBIINeCs B 3eM-
HOJ >KM3HM AIOAYM — CBOMMM MOAUTBAaMIU OHM MOIYT M3MEHUTDh €€ IIOCMepTHYIO
cyAp0y; 3) 1 B caydae 06AaronpusTHOTO MCXOJa AyIlla IepeK/BaeT CBOE BCeleH-
CKOe TOP>KecTBO ITo0eAbl Ha/J CMEpTHIO U TAEHOM — Telleph OHa HaBCera «4IcTa,
aKM AeBUIla», U «IIpeBhIIe HeOec».

B cBerckoit pycckoit Kyabrype, HaunHas ¢ XVIII Beka, mpaBocaaBHOe ITIOHMMa-
HIe CMepTU He M3MEHIA0Ch, HO HaIllA0 CBOE BhIPa’keHMe B HOBBIX, «V3SIIIHBIX»
antepaTypHbIX ¢popmax. OcobeHHO ITOKazaTeabHa B DTOM OTHOIIEHUM IT0D3UA
I. P. Aepxasuna. B oge «bor» on nucaa:

TBoel1 TO IpaBae HY>KHO ObL10,

Uto0 cMepTHY Oe34Hy IPexXoAmnao

Moe GeccmepTHO ObITHE;

YT00 AyX MOI1 B CMEPTHOCTh 00AauMACS],
V1 aT00 upe3 cMepTb 51 BO3BPATUACH,
Orent! B GeccmepTue Troe.

[Aep>xasun 1851, 4]

Pra0cOPCKU-TIPOCTPAHHO U OOPa3HO-APKO IIODT pacCy’KjaeT O CMepTHu
B «beccMepTum AyImn», 3aKaiodas IpousBeeHne CAeAyIONMMY CAOBaMIL:

O, Het! GeccMepTHe psiMOe —
B eauriom bore BedHO KT,
ITokor1 u cuacTtue cBsiToe
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B Ero 64a>xeHHOM cBeTe YTUTD.

O, pagocts! 0, BocTOPT A100€3HBI!
Cusit, HagexAa, Ayd Ans,

/Jla Ha Kpalo BOCKAVMKHY Oe3AHBI:
boz xue — Kuea dyma mos!

[Aep>xasnn 1851, 12]

B oT1x cTpokax peun He MAET O CO3epliaHMM YMEPIINX AI0A€eil, HO B HUX JaHa
IODTMYECK) KOHIIEHTPUpPOBaHHas XpUCTHaHCKas PUA0COPuUs CMepTH, BeKaMu
BeIpabaThIBaBIIaAsACA B CO3HAHMM IIpaBOCAaBHOTO Hapoga. CMepTh ecTh IIyThb
K OeccMepTHIO Ay, OyAyIieMy BOCKPeCeHHIO 1 palicKoMy OBITHIO — BOT camasi
ONITHMICTIYeCKas XPUCTHAHCKas MBICAb O CMEePTH, CTOAb MOIIHO pPa3BEpHY-
tasg y I'. P. Jep>xaBuna. Bepmmnsl 9Ta TeMa B pyccKOl IO93UN AOCTUTAET B O4e
«Cmeptp» E. A. bapaTbIHCKOTO, BIlepBble OIy0AMKOBaHHON B 1829 rosy. B meit
TOBOPUTCS:

CMepTh AITIephIo ThbMBI He Ha30BY s
W, pabo.aenHOIO MeuToI
I'poGoBEIT OCTOB €11 g4apys,

He omoauy eé xocori.

O aoub BepxoBHOTO Dupal
O cBeTo3apHast Kpaca!

B pyke TBOeiT 0AMBa MIpa,
A He ry0sIIIas Koca.

Kora BO3HUKHYA MUP IBETYITIIII
W3 paBHOBeCHS AMKUX CIA,

B TBOE Xpanenve Beemorymnii
Ero ycrpoiicTBo mopyuna.

VI TBI A€Taenb HaJ TBOPEHbEM,
Coraacpe HpsIM ero A,

11 B HéM, mpoXxaaAHBIM AyHOBEHbEM
CMupsist OyiicTBO OBITHSL.

<...>

Heaoymenbe, mpuHy>KAeHbe —
Yca0Bbe CMYTHBIX HAIlIUX AHET],
ThI Bcex 3aragok paspeleHne,
TrI paspelieHbe Bcex IieTeln.

[bapatbinckuin 1989, 141-142]



50 B. IO. Aapenckuii BepoucrosejaabHass CUMBOANKA Hepe>KMBaHNSA CMepTU

Y E. A. bapaTbIHCKOTO CMepTh MBICAUTCA B AyXe aHTMYHBIX HaTypPpuaocodos
KakK O4Ha M3 r1aBHBIX KOCMOTOHIYECKIUX CI1A, YCTPOUTe el BCero ObITI KaK TaKo-
Boro. CToAb YHMKAABHOTO 2UMHA CMepmi MBI 00AbIIIe HUTAe He HallAéM B MUPO-
Boll mo»3un. Ilogdemy OH BO3HMK MMeHHO y pycckoro rosrta? VIMeHnHo B cuay
TOTO HapOAHOTO BOCHPUATISI CMEPTH, KOTopoe ¢popMmuposaaocs [Ipasocaasuem
Ha IIPOTSI’KeHUM MHOTUX BeKOB. BTopsIM paKTOpOM TaKOTo BOCIIPVATHSA CMEPTH,
KpoMe IIpaBOCAaBHOM Bephl, OYeBUAHO, Oblia U OYeHb TsKEaAas MCTopude-
cKasl cyapDa pycckoro HapoJga, HeOAHOKPATHO CTOSBIIETO Ilepej YIpo30i I10A4-
HOTO YHUYTOXKeHIsI BparaMm ¢ Boctoka u ¢ 3anaga. Taxoe ObITie mHepeg AUIIOM
cMepTy TakKe GpOPMMPOBaA0 HapOAHBIN Xapakrep.

OaHaxko raaBHBIM CMBICAOM CMepPTU AAsl PYCCKOTO IPaBOCAaBHOIO CO3Ha-
HIS SIBASIETCS He €€ KOCMOTOHMYECKMII CMBICA, a CMepib KaK nymb npeoopaxerus
OyuLu OAsl 6e4HOCMU, CTOAD SIPKO cpOpMyAMpoBaHHbIi B cTpokax I'. P. dep>kasuna,
NIpUBEASHHLIX BhIIle. B ®ToM oOTHOIIeHMM OYeHb Ba’kKeH M IIOKa3aTeleH pac-
cka3 V1. A. bynnna «IIpeoOpaskenne», Hanucanusii B Ilaproxe B 1921 roay, —
B TOT IIepuoJ, KOrja mnucareab 0COOeHHO I1yOOKO 4yBCTBOBAA TaliHy ITOAAVHHO
Poccun, rubnytent B katakanzmax XX peka. CTOUT IpuBecTy ieanle GpparMeHTsl
13 DTOTO paccKasza:

«[Tocae cMmepTn cTapuka cTapyxa IIO4yBCTBOBada ce0sl OCOOEHHO HEeAOBKO
Ha Oea0M cBeTe. <...>Ho BOT 3axBOpaJa y>KO Kak cAe4yeT, 3a0111ach Ha 11edsb yKe 6e3
BCSIKOTO IIPUTBOPCTBA, 3aKpblia I1a3a, AbIIIIa FOpsIIo 1 6eCIIOMOIITHO, C TAaKOI BeAU-
KOI1 yCTaAOCTBIO, UTO AaKe Y I1eUNCTBIX HeBeCTOK IIOBEPHYAOCh CepAalle OT Kaao-
cru. <...> Haxonerj paspsasasa cex — oromiaa» [Bynun 2006, 199].

Aaaee V. A. bynun 2aért cTo4b yAMBUTEABHOE OIMCaHME AYIIEBHBIX IIpOIiec-
COB, KOTOPO€e, BO3MO>KHO, SIBASETCs OAHUM U3 CaMbIX IIPOHMKHOBEHHBIX BO BCell
PyCCKOI AuTeparype:

«OHa AeXUT B XOA0AHOI II0A0BUHE — y>Ke B Ipo0y, cHerosas, 0eaas, T1yOOKO
yIii4S B CBOJI TPOOHBIN MUP, YTKHYB B TPYAb IIPUIOAHATYIO COA0MEHHO ITOAYIIKOI
TOAOBY, U TajaeT TeHb OT YepHeIOIINX, BHIAeAMBIIINXCA Ha OeA0M AMIle PecHHII.
I'pob, TPUKPHITHIN AETKMM OT BETXOCTH MapdOBBIM ITOKPOBOM, B3ATLIM HaIlpOKaT
U3 LIePKBU, CTOUT 3@ CTOAOM, SIPKO O3aPEHHBIM LIeABIM ITYKOM BOCKOBBIX CBEYell,
MPUAETIAEHHBIX K HeMY U IBLAAIONTNX XKapKo 1 Oecrokoiino. I'pod crout mog, cssi-
TBIMM, Ha AaBKe BO3/1€ OKOIIeYKa, 3a KOTOPHIM MAET MOPO3Hasi MeTeAb, YEPHbIe
CTeKJa KOTOPOTo 0AECTAT, UCKPSITCs CHETOM, CHapy>KI HaMep3aloITuM Ha HIUX.

ITcaaTeips unTaer I'aBpra, MAaAINIA ChIH ITOKOMHOM, HEAABHO >K€HUBIIMIICS.
<...>Vl o nomeéa B 5Ty AeAAHyI0 U30y IMPOCTO, HUYYTh He 0O0sICh ITPeACTOINei eMy
AOATO HOYM HaejMHe C MEPTBOIL, He gyMasi 00 DTOM HOYM, He IpeACTaBus cede,
4TO XKAET €ro, — U BOT YK€ 4aBHO YyBCTBYET, YTO CAYyIMAOCh HEYTO POKOBOE I HeIo-
npasumoe B ero kusHu. OH CTOUT U YUTaeT, HaKAOHICH K XKapKUM U ApO>KaIlyiM
CBeYaM, YMTaeT, He CMOAKasl, BCE Ha OAUH Aad, — KaK II0AHsA r0A0C IO-IIePKOBHOMY,
TaK M OCTA/ACs Ha BBICOKOI HOTe, — YMTAeT, HUYero He IIOHMMasl U He B CUAax IIpe-
KpaTuTh yTeHusA. OH 4yBCTBYeT, YTO eMy y>Ke HeT CIlaceHIs, 4TO OH COBEpPIIIeHHO
O/MH He TOABKO B DTOM AeAsHoi n30e, T1a3 Ha I1a3 C 9TUM CTPAIIHLIM CyIIIeCTBOM,
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KOTOpOe TeM CTpalllHee, 4TO BTO eI0 pOoAHas MaTh, HO I B 11€A0M MMpe: UYTO HOIb TaK
ray0oKa, TAyXa, 4TO eMy y>Ke He OT KOI'O >KAaTh 3allIUTHI ¥ IIOMOIIN.

UYro ¢ Hum cayunaocs? To, 4TO OH He paccunTad CBOMX CUA, PeIIVBIINCh YUTATh
Ha/, IIOKOJHIIIe) HOYBIO, B Jac BCeODIIlero CHa, 4ToO ero o0ys40 y>KacoM U 4TO OH
He MOXKeT ABMHYThHC? Het, caydmaocs HeuTO ropaso 0odee CTpalllHOe U AUBHOE,
CAYyYMAOCh HEUTO UyAeCHOe, I OH IOPa’KEH He y>KacoM, a IMEHHO STUM UyJeCHBIM,
TaMHCTBOM, COBEPIIMBIINMCS Ha ero raasax. I'ae oHa Temeps, Kyda OHa JAeBaaach,
Ta >KaJKasl, MaJeHbKas, yooras OT CTapoCTy, poOOCTU M OecIIOMOIITHOCTH, KOTO-
PYIO CTOABKO AeT IIOUTU He 3aMedyal HUKTO B MX 00ABIIION, IpyOOIl OT CBOEN CIABI
1 Moaojoctu ceMbe? Eé y>ke HeT, OHa mcye3aa, — pa3se 9TO OHa, BOT 3To Heuro,
AeAsIHOe, HeABVXKHOe, De3abIXaHHOe, Oe3r1acHOe U BCE K€ COBCEM He TO, YTO CTOA,
CTeHa, CTeKA0, CHET, COBCeM He Belllb, a CyIIIeCTBO, COKPOBEHHOe OBITIe KOTOPOIO TaK
HeIIOCTIKMMO, Kak bor? Passe To, UTO A€KNUT ¥ MOAYUT B HSTOM HOBOM, KpacUBOM
Ipody, 0OMTOM AMAOBBIM I1AMICOM C OeABIMI KpecTaMI M KPbLAaThIMU aHTeAbCKUMU
r0/0BKaMl1, pa3se 9TO Ta, UTO elé ro3aBdepa I0Tnaach Ha rneuke? Hert, coseprin-
A0Ch C Hell HeKoe IpeoOpaskeHle — 1 BCé B MIPe, BeCh MUP IIPeo0pasnAcs paau Heé.
W oH 04MH, 0AVH B 5TOM IIpeoOpakéHHOM Mupe!

OH BoA111€0HO 3aMKHYT B HEM, I OH 4OAKEH CTOATh B HEM A0 paccBeTa U YUTaTh,
He CMOJKas, Ha TOM HeOOBIYHOM, KYTKOM M BeAMYeCTBeHHOM S3bIKe, KOTOPBINI
TOXKe eCTh JacTh HTOI0 MIUpPa, ero r’MOeAbHBIN, 3A0BeINI AAs KUBBIX Taaroa. VI on
coOupaeT BCe CHABI, YTOOBI UMTaTh, BUAETD, CABIIIATh CBOM COOCTBEHHBIN I010C
1 Aep>KaTbCsl Ha HOTax, BCeM CYyIIeCTBOM I BCE ray0>ke BOCIIPMHMMAs TO HeBBIpa-
3MMO yapylolllee, YTO, KaK HeKasl AUTYpIus, COBepIlaeTcsl B HEM caMOM U Ilepej
HUM. VI BAPYT MeAAeHHO IpUIIOAHMMAeTCs 1 elllé MeAAeHHee OITyCKaeTcsl I1apyo-
BOI1 ITOKPOB Ha I'PyAy IOKOVHMIIEI — OHa MeAaeHHO aApimut! V emmré srinte u spue
pacTét, ApOXKUT, ocaenasieT OAecK cBeyeil — M y>Ke BCE€ BOKPYI IIpeBpalllaeTcs
B KaKOII-TO CILAOIIHOM BOCTOPI, OT KOTOPOIO JepeBeHeeT roAoBa, IlAedy, HOIN.
On 3Haer, OH e1é cooOpaKaeT, UTO HTO MOPO3HBIN BeTep AyeT B OKHO, 32 KOTOPBLIM
MAET MeTeAb, YTO BTO OH II0AAyBaeT IIOKPOB U pasaysaeT cseunt. Ho Bcé paBHO — 9TOT
BeTep TOXKe OHa, yCOIIIas, 9TO OT Heé BeeT STUM He3eMHBIM, UMCTBIM, KaK CMepPTb,
U AeASHBIM ABIXaHIeM, 11 9TO OHa BCTaHeT celiuyac CyAUTh BeCh MUP, BeCh IIpe3peH-
HBIi1 B CBO€J SKMBOTHOCTH ¥ OpP@HHOCTM MUP >KMBBIX!..

Tenepsr I'aBpnao <...> mpoCTOil, AaCKOBBHINA. /lUIIO0 Yy HEro 4mcroe, XyJAoIla-
BOe, cepble IJasa MpaBAuBBEL U sACHB. OH He TOBOPAMB, HO OXOTHO paccKa3blBaeT
AOCTOITHOMY 4eA0BeKy TO TPYAHO IlepeJasaeMoe, II0XOKee Ha CBSITOUHBII pacckKas,
a Ha Je/e VICTMHHO AVBHOE, UTO IIepe>Kiia OH y rpo0Oa MaTepu, B e€ I10CAe4HIOI0 HOUb
cpeau xuBbIX» [Byrnn 2006, 201-202].

[ToxasaHHOe 34ech IIpeobpakeHNe AYIIN Teposl, CAy4UBIIeecs IpU YTeHUU
IIcaaTeIipu Hag yMeplell MaTepblO, IpeBpallaeTcsi B KOCMOTOHMYIECKUII IIPO-
I1ecc ImpeoOpa’keHNs BCeil SKM3HM U BCETO OBITUS — SBAEHHBIN IIPOOOpas TOTO
IpeoOpa>keHNs1, KOTOpoe DyJAeT IocAe KOHIIa Mupa cero. Il oHO MoXeT Iepe-
SKMBAThCSI KaK PeaabHbIN (PaKT AYIIEBHON M AYXOBHOM KM3HM YeA0BeKa TOABKO
B ®TOI CUTyal|M HEIOCPeACTBEHHOV OAM30CTU C YMEPIINM YeAOBEKOM — TeM
6oaee, c ymepiter Mareprio. Onncannsii V. A. bynunsiM caydaii, 6e3ycA0BHO,
1Mea OecdrcAeHHOe 9NCAO PealbHbIX IIPOTOTHUIIOB B HAPOAHON KM3HU, U I10D-
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TOMY DTOT paccKa3 cAeayeT paccMaTpuBaTh U KaK Xy40>KeCTBeHHOe 1CcCAeA0Ba-
HJe HapOAHOIO XapaKTepa M PYCCKOIO IepesKMBaHMs CMePTU, AaHHOE B SPKIX
BU3yaabHBIX OoOpasax. KoHroska pacckasza mokaspiBaeT I'aspuaa B oOpase mpa-
BeAHMKa — DTO TOT HAapOAHBIN 14eaa YeA0BeKa, KOTOPhIN CyIecTBoBaA peaabHO
U BOILAOIIAACA B KM3HHU. Taxoke BaXKHO U TO, UTO pacckas OblA HamMcaH B DMIU-
rpanuy — Kak HaMATHUK IIpaBocAaBHou Pycn.

Ognako »Ta mpaBocaaBHas Pych ocrasach He TOABKO B ITaMSATHUKaX —
oHa Oblaa >XMBa U B cOBeTCKol Poccmm, sapmieir COHMBI My4eHHUKOB 3a Bepy,
u B camoli smurpanun. OO 9ToM HaIycaH IPOH3UTeAbHBIN pacckas I'. I'azaanosa
«ITannxmnaa». BooOme, Kak OoTMeYaeT MccAeioBaTeAb €ro TBOPYeCTBa, «CylIje-
CTBOBaHIe repoeB B XyJ0KeCTBeHHOM Mupe pacckasos I'azgaHosa, Kak 1 cyIe-
CTBOBaHIe CaMOTO MUpa MycaTeAs, OIpeAeAseTcsl He CTOAbKO XKM3HbBIO, CKOABKO
cMmepThio. IlpocTpanctso cmepTu mpeactaér 0odee HOAAMHHBIM, yeM cdepa
KU3HN. Baacth cMeptm Hag cyanbaMm mepcoHaXkeil IpmoOpeTaeT TIOCIIOA-
CTBYIOIIYIO pOAL B CHUAY CBOell Hen3OeXXHOCTH, (popMHUpYys IpeicTaBAeHIe
O JKM3HM KaK O ABVDKEHUM K CMepPTH, IIPOTeKaloleM C Pa3HOM CTeIIeHbIO CKO-
poctu n aauHe» [ITpockypuna 2016, 81]. Takoe BugeHue 4eA0BeYECKON KU3HU
IIOPO>KAEHO TOM >Ke HapOAHON IPaBOCAAaBHOM MEHTaAbHOCTHIO, O KOTOPOI CKa-
3aHO BBIIIIE.

Curyanus, ommcaHHas B paccKase, Cpasdy >Ke BBIBOAUT PYCCKUX AI0Aelt
3a paMKM OOBIYHOM >KM3HM: «DTO OBLAO B >KeCTOKHMe I IledalbHble BpeMeHa
HeMen ko okkynauyu ITapiska. <...> DTu 4104M >KMAM B COCTOSIHUM XPOHMYe-
CKOTO I JaIlle Bcero Oecco3zHaTeAbHOTO OyHTa IIPOTHUB TO €BPOIIeIICKOi AeVICTBI-
TeABHOCTH, KOTOpas nx oKpy>kaaa» [l'azganos 2009, 528-529]. Pycckue, kak a104u
«He OT Mipa cero», MOAHOCTBIO PaCKPhIBAIOT CBOIO AYIITY Ha ITaHUXIAE:

«51 B3rasHyA Ha Boaoaro. BepaskeHne aAuiia y Hero 6110 Takoe, KaKiM s cebe
HUKOTJa He MOT OBl ero MpeACTaBUTh — Tparndeckoe M TOp>KeCTBEHHOe.

— Cayxure, OaTIOIIKa, KaK B MOHACTHIPe, — CKa3ad OH, — a MBI Bac II0AAeP KM,
He COOBEMCSL.

OH 00epHyACs K CBOMM TOBapHIllaM, IIOAH:A BBepX 00e PYKM IOBeANTeAbHBIM
U IPUBBIYHBIM, KaK MHe I10Ka3al0Ch, KeCTOM, — CBSIIeHHNUK II0OCMOTpeA Ha Hero
C yAUBAeHMeM, — 1 Hadyaaach IIaHUX1Aa.

Hurae n HMKOTAa, HI 40 DTOTO, HU II0CA€e HTOTO 5 He CABIIIIaA TaKoro xopa. Yepes
HEKOTOpoe BpeMs BCs AeCTHUIIa goMa, rae kma I'puropuit Tumodeesny, 6b11a
I10AHa AI0AbMI, KOTOpBIe IPUIILAN CAYIIATh IleHne. XpUILA0BaTOMY U IedalbHOMY
r0/0Cy CBSIIeHHMKa OTBe4al XOp, KOTOPHIM yIIpaBasia Boaoas.

“BoucTuHy cyera BCsdecKas, JKUTHeE JKe CeHb M COHMe, 10O BCye MSTETCs BCAK
3eMHOPOAHBI, 5IKO >Ke pede [IncaHne: erga Mup npuoOpsiieM, Toraa Bo rpod Bce-
AVIMCS], A€ JKe BKyTIe Ifapu 1 Huiye” .

I 3aTem orsTh 9TO OecroIaaHoe HalloMHaHIe:

“TakoB >KMBOT HaIll €CThb: IIBET 11 ABIM 1 pOCa YTPeHHsIsI BOUCTUHY: IIpuAuTe 100
y3pUM Ha rpobex sICHO, I4e A00poTa TeAecHas; TAe IOHOCTh; Ide CyTh odeca I 3paK
IIAO0TCKIIL; BCS YBSIAOIIA SIKO Tpasa, Bes roTpeduiacs”.

Koraa s 3akppiBaa r1asa, MHe Ha4lHaA0 Ka3aTbCsl, UTO IIOET Yeli-TO OAVH MOTY-
YIil TOAOC, TO HOHVKAIOIINIICs, TO IOBBIIAIONINIICA, U €0 3ByKOBOe ABIKeHIe
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3aII0AHsAeT BCE IIPOCTPAHCTBO BOKPYT MeH:. Mol B3IAs4 yIlaa Ha IpoO, U B 9Ty
MUHYTY XOp HeA:

“ITaauy m pplgalo, erda IIOMBIIIAAIO CMEPTh M BIDKY BO TIpo0e AeXKaIlylo,
110 00pasy boxxnio co3aaHHyIO Hally KpacoTy — Oe300pasHy, OeccaaBHY, He MeIO-
myIo Buaa”.

Huxkoraa nanmxmuaa He Kazalach MHe TaKOJ IIOTpsICAIOIIell, KaK B 9TOT CyMpad-
HbIV 3uMHMI AeHb B [Tapuske. Hukoraa s1 He uyBcTBOBa € TaKOV CyA0PO>KHOM CIAOIA,
9YTO HM B 4éM, OBITh MOJKeT, UeA0BeueCcKIil TeHNI1 He 4OCTUraa TaKOTO CTPaIIHOTO
COBEPIIIeHCTBa, KaK B 9TOM COYeTaHU! PacKaA€HHBIX U TOP>KeCTBEHHBIX CAOB C TeM
ABIIKEHIeM 3BYKOB, B KOTOPOM OHM BO3HMKaaM. Hukorga 40 9Toro s1 He IIOHMMAaA
C TaKOI IPOH3UTEeAbHOI 0e3HaAEKHOCTBIO HeyAep KIMoe MpUOAVIKeHIe CMepT
KO BCeM, KOTO 5 210014 ¥ 3HaA U 38 KOTO BO3HOCIAACh Ta Ke MOAUTBA, KOTOPYIO I1ea
xop:

“Co CBATBHIMU YITOKOIL...”

W 51 Aymaa, 4TO B 9TOT CTPAIIHBIN Yac, KOTOPBIil HEYMOAMMO IPUAET U A A5 MEHs,
KOIJa IlepecTaHeT CyIIlecTBOBAaThb BCE, pajll Yero CTOMAO — OBITh MOXKET — KUTB,
HIUKaKle CA0Ba I HMUKaKle 3ByKU, KpOMe TeX, KOTOpHIe 51 CABIIIaA ceifdac, He CMO-
IYT BBIPa3UTh Ty OOpeYEHHOCTh, BHE KOTOPOII HET HM IIOHATHS O TOM, UTO Takoe
>KM3HB, HU IIPeACTaBAeHUs O TOM, YTO Takoe cMepTb. Vl 9To OblA0 camMoe IaaBHOe,
a BCE OCTaAbHOE HEe MEA0 3HAYEeHISI.

“Bcu 60 mcuezaeM, BCM yMpeM, Lapy ke U KHA3U, CyAbU M HaCUABHUIIEI, Oora-
Thble 11 yOOIMe 1 BCe eCTecTBO YeaoBedeckoe”.

W naa ymepimm OyAyT 3BydaTh 5THU SKe packaa€HHbIe, Kak JKeAe30, CA0Ba.

<...> VM nocae Toro, KaK IpoII10 HEKOTOpOe BpeMs, MHe Haualo Ka3aTbCsl, YTO
HITJero 9TOro BoooOIIe He ObLA0, YTO TO OBLAO BUAeHIe, KpaTKOBpeMeHHOe BTOp Ke-
HIle BEYHOCTM B Ty CAYYalHYIO MCTOPUYECKYIO AeVICTBUTEABHOCTD, B KOTOPOIl MBI
>KIAM, TOBOPs 4y>KIe CA0Ba Ha Yy>KOM s3bIKe, He 3Has, Kyda MBI UAEM, U 3a0bIB,
OTKyAa MBI BeiAn» [I'asganos 2009, 536-538].

ITannxmaa Kak «KpaTKOBpeMeHHOe BTOp>KeHMe BeYHOCTI» — 9TO AydIlas
«(popMyaa» pycckoro rmoHmManmst cMeptu. CTOUT TakKe IPMUBECTU U BaskKHOE
CBUAETeALCTBO nucateas B. B. Bepecaesa, koTopoe «M3HYTpy» packpblBaeT pyc-
CKoe OTHoIIIeHne K cMepTu. OH 3ammcaa B cBoéM aHeBHIMKe 13 despasst 1923 roaa:

«Ha cBo10 >X13HB 0ras4b1Baloch ¢ 0aarogapHocTbio. CyAbOa ObL1a KO MHe Oaaro-
CKAOHHa <...>. CMOTpIO BIIepéa: MHOIO XAET pajocTtHoro. KoHuy poMaH, BO3bMYCh
3a paboty Haa ITyrmkmuHbIM.

W BOT BAPYT 3aMeTnA B cede: eIrjé 4ero-To pajocTHO XAy. Yero umeHHo?

Cmeptn!

Kak crpanno. CmepTu s HuUKOTJa He 00sACs, CTpaxa CMePTH HUKOTJa He MOT
roHATh. Ho HeaaBHO ITOYYBCTBOBaA: KAy €€ Kak 00ABIIIOTO, ITOAHUMAIOIIETO, Ocle-
IIUTeABHO APKOTo cOOBITH. BoBce He B cMbIcAe 130aBAeHS OT KU3HEHHOM TATOTH —
KM3HD 1 2100410. [TpocTo cama 110 cebe cMepTh CUsIeT B CyMpPadHoll gaau OyAyIiero
SPKOIO TOUKOIO.

A neaaBHO 3amMeTnA B ceDe emié BOT yTo. Yes0BeK yMep HEOXMUAAHHO, Cpasy, —
OT pa3phiBa cepAlia, NAU TpaMBail pa3aaBua.
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— Xoportio Tak ymepeTs — 6e3 MydeHnit, 6e3 0XXuaanus HaJBUraloIiercs cMepTu!

Her, mo-moemy, BoBce He xoporro. CMepTHbIe MYKH... Tak AM OHU CTpalIHbI?
A MOXXeT OBITh, TP HEOKMAAHHOM CMEPTHU MBI AUITaeMCsl IIepeKUBaHMs TaKOTo
04a>keHCTBa, Iepes KOTOPLIM HUYTOXKHBI BCe CMepTHBIe MyKn?» [Bepecaes 1961,
522-523].

Kaxk Buaum, cMepTh 34eCh IpsIMO HazBaHa «0Aa’keHCTBOM»! TaHCTBO cMepTu
TaK yBAeKaeT IIHcaTeAs, YTO eMy He >KaAKO M CaMOJl >KM3HMU, YTOOBI IIepeKUTh
ero.

ComocraBaeHne ®TUX CBUAETEALCTB U3 OIbITa PYyCCKOM AMTepaTyphl C AUTe-
paTypon 3amaja IOATBep>XKJaeT TO (PyHAaMeHTaAbHOe OTANYMe B BOCIIPM:-
TUM CMepPTH, O KOTOPOM cKazaHO Bpimre. Tak, Hampumep, y I'toctaBa ®aobepa
B pomaHe «l'ocioska Bosapm» repoit rayboko IepesXKuBaeT TafHCTBO CMepTIL:
«YT00OBI AydIie BUAETH ITOKOMHUILY, OH CTAHOBIACS HAIIPOTUB U IIOTPY>KaaAcs
B co3eplijaHiue, A0 TOrO IAyOOKOe, YTO CKOpOM B TM MMHYTH He UyBCTBOBaA»
[Daobep 1989, 285]. Ho »T0 ero mHAMBMAYyaAbHOE IepesKuBaHIe, KOTOpOe OH
AEP>KUT B TaliHe OT APYTUX, KOTOpPbLIe OTHOCATCS K IIPOMCXOASAIIEMY COBCEM
nHade. Bce nmpucyTcTByIone psaoM A0Au He yntaioT [lcaaTeips, KaK IPUHATO
y IpaBOCAABHBIX, a CIIAT OT cKyKu. V «kaszaaocs Hlaparo, uto Aymia eé Hempu-
METHO A/ T1a3 pa3AnBaeTcsl BOKPYT U UTO Telleph OHa BO BCEM: B KaXKAOM IIpeJ-
MeTe, B HOYHOI THUIIINHE, B IIpO/eTalonieM BeTepKe, B 3allaXxe PeuyHO CBIPOCTI»
[Daobep 1989, 287]. A apyrue B 9TO BpeMs My4NANCh HEOOXOAMMOCTBIO OTpe3aTh
Z0KOH BOAOC y yMep1leli. BoT kak ®To mmponcxoamao:

«Cay>aHKa He pellladach — TOTJa OH caM C HOXKHMIIAaMHU B PyKaX IOAOIIEA
K ToKoItHuIle. ETo Tak TpscA0, 9TO OH B HECKOABKMX MeCTax IMPOTKHYA Ha BUCKaX
koxy. Hakoner, mpesosmoras BOAHeHMe, pa3a ABa-TPHU, He TAAASA, AA3THYA HOX-
HUIIaMM, U B IIPEeAECTHBIX YePHBIX BOA0caX DMMEBI 00pa3oBadach Oeaas IMporaanHa.
3atem (apmalieBT U CBAIEHHUK BEPHYANCh K CBOMM 3aHATISAM, HO BCE-TaKM BpeMs
OT BpeMeHM o0a 3achlllaal, a KOrAa IIPOCHIIIaANCh, TO KOPUAU APyT Apyra. AdOat
bypHusnen HeyKOCHUTeABHO KPOIMA KOMHATy CBATOM Bogoi1, OMe Iochinaa XA0-
pom 110a» [Paobep 1989, 287-288].

Brpouyem, Bckope mosBMAach BOAKAa M 3aKyCKa, YTO Pe3KO M3MEHMAO WX
MBICAY ¥ HacTpoeHnsT: «OHM YOKHYANCh M 3aKyCHAN, YXMBIASASICh, CaMI He 3Has
royeMy, — MU OBJajeda Ta OecIIpUYMHHAs BeCéA0CTh, KaKas HallaJaeT Ha 9ea0-
BeKa II0CJe J0ATOTO yHbLA0TO Ogenms» [Paobep 1989, 288]. Kak Bmanm, ecan
UHAVBUAYaABHO, BTaliHe OT ApyrMX, (QpaHIy3 CTUXUIHO HIpubArKaeTcs
K TAaKOMY >Ke ITepe>KMBaHMIO AMKa YMepIIero 4eA0BeKa, Kakoe CBOVICTBEHHO IIpa-
BOCAaBHBIM PYCCKUM, TO DTO HaXOAMUTCS B Pe3KOM IIPOTHBOPEYNI C OOIIeIIpIHS-
TBIMM HOpMaMH, KOTOpble AeMOHCTPUPYIOT OKPY>KaIlOI[/ie eT0 AI0AN.

Becpma xapaxTepeH 1 (peHOMEH, CBSI3aHHBIN C IOsABAeHMeM ¢oTorpadpuiL.
B Anramm B XIX B. «poTorpadsl cTpeMnAnch 3aredaTaeTh yMepIIero Tak, C10BHO
OH OblA eI1é >KMB, — CUAS UAU CTOSI, C OTKPBITBIMU IAa3aMIi, MHOTAA B OKPY>KeHUI
SKMBBIX POACTBEHHIUKOB, BKAIOUas MaJeHLKMX AeTeil. B xpaiiHem caydae — mpu-
AaTh AUy YMepIIIero B/ 0e3MTeXKHOIo cHa, a poTorpadpuio A40IOAHUTE Tpayp-
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HBIMM CMMBOAAMU: YBSAAIIIMMH IIBeTaMM, TUPASIHAAMU U KPeCTUKaMI. Y MepIIInX
Aeteil 4acto (ortorpapupoBaay C UIPYIIKaMM MAM Ha pyKax y CKOpOSIIMX
poauteaeri. <...> Emmé oaHa 3amMeTHas TeHAeHIN: B poTorpadusax IOCTMOPTEM —
3areyaTJeBaTh YMEpPIIUX B IIBIITHO JA€KOPMPOBAHHBIX IpoOax, B IIpeKpacHeri-
IIMX KPY>KeBHBIX CaBaHaX, TaK YTOOBI CTaA0 IOHATHO, YTO YeA0BeK y>Ke MpHoo-
IMACS K COHMY HeOeCHBIX aHTeA0B 1 004blIlle He BepHETCA B 00MUTeAb CTpajaHmil»
[Koyrn, Xapca 2012, 123-124]. ITo oneHkam uCTOpMKOB, B TedyeHue 1840-x roaos
mocMepTHEIe QoTorpadpuu Jedaau B TPU pasa daile, 4yeM cBajeOHBIE (poTorpa-
¢un. JTo mpuyKpammsaHne YMepIInxX — YTOOBI OHIU BBITAAAEAN «KaK KMUBBIE» —
OuYeHb XapaKTepHO A4 3allaJHOTO YeA0BeKa: OH He X0uem 6udemv cMepio, a XodeT
AUIIb COXPAHNUTH ITaMATh O YeAOBeKe B aMOM MIpe.

B 1eaom mpuHIMII 3a11a4HOTO OTHOIIIEHM:S K CMepTH Hanbo.aee Y6TKO 1 AaKo-
HUYIHO BBIpas3na BoseHapr B «Pasmprmaennsax 1 Makcumax»: «Bcero ommbouaree
MepUTD XU3Hb MePOIO cMepTi. MBICAb O CMepTU BepOAOMHa: 3aXBadeHHEIe elo,
MBI 3a0bIBaeM KUTH» [Bosenapr 1988, 170]. D10 mpsAMO HpOTMBOPEYUT MpPaBoO-
CAaBHOM 400poJeTean BeerAa UMeTh «IIaMATh CMEePTHYIO».

OrTOop:KeHne MEpPTBLIX, CTpax M OTBpallleHue Ilepej] HUMM, XapaKTepHble
A4Sl 3allaJHOM MEeHTaAbLHOCTH, MpUBeAN K IHOSIBAEHUIO B KyAbType oOpasza BaM-
nmpa Kak OANIIeTBOPeHNsI MEPTBOTO Yea0BeKa Kak Takosoro. Haunnas ¢ pomana
M. Hleaan «PpankenmrerH, nan CospemenHsiit 1lpomereit» (1818) u mose-
ctu Ax. [oanaopu «Bammmp» (1819) kak 0OpasIioB «pOMaHTUIECKON TOTUKI»,
CIOKeTBl C BaMIIMpaMM OKa3aAlCh HeOOLIYaliHO BOCTpeOOBaHBI KyABTYPHOI
mudoaornert Hosoro n Hoserimiero spemenn®. Tem cambIM, ecan IIpeAeAbHBIM
CMBO/OM yMepIero yeaoseka B IIpaBocaasum sBAAIOTCS HETAeHHBIE MOIIM,
TO AAs 3allagHOM KyABTYPHI TaKUM IIpeeAbHBIM CUMBOAOM CTal BaMIIMp, HaIla-
ZQIOIINII Ha KMBBIX U AeAaIOINI MIX TOXKe BaMIIVIpaMMU.

ApyruM PppaHIly30M, KOTOPBIN CTUXUITHO TPUOAMKaACsI K TAKOMY >Ke I1epe-
JKMBaHMIO AMKa yMepIIIero yeaoBeKa, KaKoe CBOJCTBEeHHO IIPaBOCAaBHBIM pycC-
cxuM, 6514 Hlapas bogaep B ceoém cruxorsopennu «llagaan» («Une charogne»)
n3 coopHUKa «LIBeTs! 31a». B mepesoge I'eoprust Agamosnda ero saseprralonie
CTpOQBHI 3ByYaT Tak:

VI Bcé-Takm A4 Bac HaCTYIIAT AHU U TOADBI
BT TOKE Mep30CThIO TaKoI],

O cBeT MOuX Ouell, 36e34a MOell IIPUPOADL,
BblI, cTpacts Mos 1 aHrea Mori!

Aa, byaeTe 1 BBI TaKoOI1, O APYT IIpeAeCTHBII,
Korga B HeoTBpaTHMBIIT 4ac

Hasex BbI criyctuTech B IpUIOT CLIPOI M TeCHBIN
VI maecens BLICTyIIUT Ha Bac.

Toraa, o KpacoTa, Ha CaMOM AHe MOTIABI,
IToa noneaysmu uepsers,

2 O ero o3 HENMIINX OTpakeHUsAX B AUTepaType 1 KuHeMarorpade cm.: AutoHos 2007, 26-49.
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Bl BCE ke ckakeTe, YTO HET y CMepPTHU CUABI
Haa crHusIen pagocrsio Moeri!

[Aaamosua 2005, 280-281]

DTO mpuMep TOro, Kak Ha BLICOTe ITODTUYECKOTO BAOXHOBEHN:A ¥ raybodari-
ey AyIIeBHOM CKOpOM B 3allagHOM ueaoBeKe IpPOoOyKJaeTcs IlepesKMBaHIe
CMepTM M yMepIlero 4eloBeKa, O4eHb OAM3KOe 4eA0BeKy IIPaBOCAaBHOMY, —
CMepTM KaK IacXaAbHOT'O TalHCTBA BCTYILAHN B BEYHYIO KM3HD U YasgHue 0yay-
ITI[eTO TeAeCHOTO BOCKpeceHNs, ucrosedyemoe B «C1MBO.e Bephl».

Crout orMeTUTh U TOT PaKT, YTO 0cOOOe IpaBOCAaBHOe ITOHUMaHIEe CMepPTI
HAaIIIA0 CBOE MOIITHOe BhIpaskeHMe y pycckux ¢puaocodos. /. Kapcasun B ceoém
TpakTaTe «I[losma 0 cMepTi» OCMBICAMBaeT CMepTh KakK IMyTh K 000>KeHMIO: «Bre
BCSIKOTO COMHEHMs, XOTAT AI0OAM JKM3H) Ype3 CMepTh, HaCAaXAeHbs CTpajaHbeM
nan 6Aa’kKeHcTBa, HO TOABKO CaMI He 3HAIOT, Yero XOTAT. <...> A BOOOpakaloT,
AByraasple, OyATO XOTAT OAHOTO: KM3HU M HacAa’kKAeHMII, He XOTAT Ke Apy-
TOTO: CMepTH U cTpajaHuil. Jymaior oHu, OyATo caMi, IO 400pOI BOAe SKUBYT
U HacAaXKAalOTCs, a CMepTh U CTpajaHue — ANMIIb POKOBBIE CAeACTBUS <...>.
W ne monmmaeM, uTo, NpMHAB 4YacTh boxkneir /10081, >XepTByeM y>Ke coOOIO
(xoTs1 M1 Maao), T. €. cTpagaeM U yMupaeM. bes monuManms ke 9Toro HeT, CTPOro
TOBOPsI, U KePTBLI: €CTh TOABKO JKI'yJasl OeccMpIcAeHHasl MyKa» [Kapcasmn 1992,
273]. B cBoio ouepean, o. Cepruit byarakos B «Codpuoaornmum cMmeptu» ompeJe-
AsIeT CMepPTh KaK «BBIXOJ, 13 TaAIllero Mupa pajy BO3BpallleHus B MUpP OOOHOB-
AEHHBIN»; «CMepPTh UMeeT ABa AMKa: OAVH TEMHSBIN U CTPAIIHBIN, OOpaIéHHBIN
K HeOBITMIO, DTO eCThb YMMpaHNe MAM COOCTBEHHO cMepTh. Paam >xepTBeHHOTO
ero npuATUsA XpUCToc Ipumeéa B mMup. Jpyrom e€ AMK — CBETABIN, MUPHBIN
U PpajoCTHBIN, BeAyImii K cBoOoge, K OOKeCTBeHHOMY OTKPOBEHMIO M TPsIAY-
IeMy BocKpeceHMIO» [Bbyarakos 1996, 305]. B atux ¢puaocodpckux onpeseaeHnsx
MO>KHO yCMOTpeTh pa3BépThiBaHMe Iostmyeckux marynnuin I'. P. dep>kasnna
u E. A. baparsiackoro.

ITonnmanme cMepTH, 3aA0KeHHOE B «KOAe» PYCCKOI KYALTYPbI, IPOSB-
ASIETCS AaKe U TOrAa, KOrga aBTop A4aA€k M OT HallMOHAaAbHOIO MEHTaAUTeTa,
U OT IIPaBOCAABHON BE€PhI — IIOCKOABLKY HTOT «KOA» CTOAb CUAEH, YTO IIOAYMHSET
ceOe aBTOpa IIPOCTO Yepe3 s3BIK CaMON KyAbTypHON Tpasunuu. B xauectse
XapakTepHOTO IpuMepa DTOro (eHoMeHa MOXKHO PacCMOTPeTh CTUXOTBOpe-
e Vocnda bpogckoro «OT okpanHBbI K IIEHTPY», B KOTOPOM eCTh CAeAyIoIe
CTPOKI:

He a0 cmeptn an, ner,

MBI €€ He HallAEéM, He HaXOAVIM.

OT posxaeHbs Ha CBET

€>KeAHeBHO KyJa-TO YXOANM,

CAOBHO KTO-TO BAAAU

B HOBOCTPOIJIKaX IPeKpacHO UTpaeT.

Pasberaemcs Bce. ToabKO cMepTh Hac 0AHa cOOMpaer.
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3HaAuUT, HETY pa3AyK.

Cy1rjecTByeT rpoMajHast BCTpeda.
3HaAYUT, KTO-TO HAC BAPYT

B TeMHOTE ODOHMMaeT 3a I1e4n <...>,

[Bpoackuii 2001, 202]

ITonnmanme cMepTy, KOTopasl «HaC OJHa COOMpaeT», — OYEHL PYCCKOe
II0 CMBICAY U SIBHO KOppeAMpyeT C TeM OTHOIIeHMeM K yMepIINM, KOTOpoe
paccMoTpeno Bpimre. OHO MPOTMBOPEYNT M3BECTHON OpadHoil gopmyae, pac-
IPOCTPaHEHHON B IIPOTECTAHTCKUX CTpaHax: «IIOKa CMePTh He Pa3AyduT Hac».
Taxas ¢pasza abcypaHa u Jake KOIIYHCTBEHHa AAsd IIPABOCAABHOIO 4Yelo-
BeKa, IOCKOABKY AAsl HErO CMepPTh — BTO KM3Hb BeyHas, KOTOpas «Hac OJAHa
coOmpaer».

IToaBoas KpaTKmit UTOT IPOBeAEHHOMY aHaAM3y, OTMETUM, 4TO pacCMOTPeH-
Has HaMM IIpoOJeMa MOXKeT CTaTh IIpeiMeToM (PyHAaMeHTaABHOIO JCCAeAOBa-
HIS Ba’KHOTO BU3YaAbHOIO acIleKTa PYCCKOM KyAbTYpbl, B KOTOPOM C yAMUBU-
TEABHOV SICHOCTBIO BBIPA3UACSI PYCCKUI PEAUTMO3HBIN XapaKTep, BOCIIMTAHHBIN
IIpaBocaaBuem. VI B 510Xy ceKyAsSpU3aliy ¥ pa3pylleHus peAUuTrMo3HOIo CO3Ha-
HISL OH BO MHOIOM COXPaHAETCS U IIPOAOAXKAeT OIpeAeAsTh MUPOOUIyIIeHNe
AI0AeTA.
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BU3YA/AbHBIE [IPOEKIIVIN [IOYNTAHUSI
COPOKA CEBACTUNCKIX MYUEHNKOB
B [IPA3AHNYHOM OBPSIAHOCTU
PYCCKOW TPAAUIIMIOHHOW KY AbTYPHI

A. E. Kparmuynos
Hosropoackmnii rocyapcTBeHHbII yHUBepcUTeT uMenn SIpocaasa Myaporo, Poccus
daniil. krapchunov@novsu.ru

YcrosiBieecs: B HayKe M OOIIECTBEHHON KM3HM MHeHMe O SA3bIYeckoM (JO0XpUCTHMaH-
CKOM) HPOMCXOXKAEHIUM OOpsA0B U OOBIYAeB PYCCKO TPajUIIMOHHON KYyABTYpPBI I10A-
BepraeTcs KpUTUKe Ha OCHOBe aHaAM3a obpsagHocTu AHsa mamatu copoka CeBacTUIICKIIX
MYJYeHUKOB I €€ COITOCTaBAEHMs C MKOHOrpadpmeil M TeKcTamMu OTIoOB Llepksu, rmocss-
HIEHHBIMU 9TUM CBATHIM. PaHHee IOsiBAeHMe mouuTaHus M KyabTa 40 MydeHMKOB
Ha Pycu aaér ocHOBaHMe T0AaraTh, 4TO TPajUIINM MIpa3AHOBaHNA 22 MapTa, PUKCUpYye-
MEIe 9THOTpad)aMI I CBA3bIBaeMble B HAPOAHON Ky ABTYpe C TIOABUTOM U IIpOCAaBAeHVIEM
CeBacTMIICKMX MYYEHMKOB, CKAaAbIBAAUCh OAHOBPeMEHHO C XpucTuaHusanueir Pycn
1 popMMpOBaHMEM PYCCKOTO ITPa3JHUYHOTO KaleHAaps B IIporjecce KOHCOAUAAIN pas-
PO3HEHHBIX BOCTOYHOCAABSIHCKUX IIA€MEH B eAMHBINl PYCCKUII 9THOC. MHOroumcaeHHbIe
AOKaAbHEBIe 1 pernoHaabHble Tpaanmiun Copokos (soimekanne 40 XAeOHBIX U3AeANit, TIpe-
MMYIIECTBEHHO B BUAe IITHULI, «’KaBOPOHKOB», a TaKXKe AeVCTBIS C HUMI) SIBASIOTCSA OTpa-
SKeHIeM XPUCTUAHCKOIO IouYnTaHms cBAThIX CeBacTUIICKMX MydeHKOB Ha Pycu.

Kaiouesble ca0Ba: TpaaMIMOHHAsI KyAbTypa, Busyaausanus, CesacTuiickue Mmyde-
Huky, npasgHuk «Copokm», 0OpsA40BOe IledeHbe, CeMaHTMKa IITUL, XPUCTMAHCKas

CIMBOAVIKA.
VISUAL PROJECTIONS
OF THE FORTY MARTYRS OF SEBASTE VENERATION
IN THE FESTIVE RITES

OF RUSSIAN TRADITIONAL CULTURE

Daniil Krapchunov
Yaroslav-the-Wise Novgorod State University, Russia
daniil. krapchunov@novsu.ru

The preconceived idea in scientific and social spheres of the pagan (pre-Christian) ori-
gin of the rites and customs of the Russian traditional culture comes under criticism on
the basis of the analysis of the Remembrance Day for the Forty Martyrs of Sebaste rites,
and the comparison of the rites with the iconography and the Church Fathers’ texts ded-
icated to these saints. The early emergence of the Forty Martyrs veneration and worship
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in Rus gives grounds to believe that the traditions of the celebration of March 22 that are
recorded by ethnographers and associated in folk culture with the feat and the glorifica-
tion of the Martyrs of Sebaste, were formed simultaneously with the Christianization of
Rus and the formation of the Russian holiday calendar during the process of consolida-
tion of the separate East Slavic tribes into the united Russian ethnos. Numerous local and
regional traditions of the ‘Soroki’ feast (baking 40 bread products, mainly in the form of
birds, ‘larks’, and activities with them) reflect the Christian veneration of the Holy Martyrs
of Sebaste in Rus.

Keywords: traditional culture, visualization, Forty Martyrs of Sebaste, ‘Soroki” feast,
ritual cookies, semantics of birds, Christian symbols.

CraTps MOCBsAIIeHa aHaAM3y COOTHECEHHOCTM HapOAHOIN HPaKTUKM IIpa3AHo-
BaHNA 22 MapTa, MHOTOYMCAEHHBIX (PUKCHUPYEMBIX MCCAeJ0BaTeAs MU PUTyaAu-
3MPOBaHHBIX TPAANUIIUII DTOTO AHS C TEKCTaMM U MKOHOTpadueli, MOCBAIIEHHBIMI
ceaTeiM CeBacTuitickum MydeHukam. IIpeariosaraeMsIM pe3yAbTaTOM aHaAM3a
SABAsIeTCSI OOOCHOBaHIE BO3MOKHOCTU MHTepIIpeTaliuyl Ha3BaHHBIX TpajUITuii
B KauyecTBe BuU3yaamsaunu IjepkosHoro Ilpejanms. Iloaxos, KOTOpLIN AeXUT
B OCHOBaHMM JaHHOTO JCCAeA0BaHNs, AydIlle BCero BIpakaloT CA0Ba CB. Bacuans
Beankoro, BHecIlero, KcraTiu, CyIjeCTBeHHBIN BKAaJ B pacIpocTpaHeHUe MOYN-
TaHMsI COpoKa MydeHuKoB [Aymmukos 2016, 66]. DTu caosa ObLAM ITPOU3HECEHDI
KaMIagOKMIICKUM CBATHUTeAeM II0 CAydalo AHs IaMATHU Ha3BaHHBIX CBATHIX: «UTO
IIOBeCcTBOBaTeAbHOEe CAOBO IlepeJaéT dypesd CAyX, TO SKMBOINCH ITOKa3bIBaeT MOAYa
gpe3 mnsoOpakenue. Tak 1 s IpeACTOAIINM 34eCh HaIlOMHIO A400pojeTeab CHX
My>Kell 1, KaK OBl IIpuBeAs Ipes B30PhI AeSIHI VX, IOABUTHY K IIOApa’kKaHNIO».
ITpm ®TOM CB. Bacmamii yTo4HseT, 4To «caMUM IIpaBeJHMKaM He HY>KHO IIpupa-
IIjeHNe cAaBbl, HO HaM, KOTOpBIe eIllé B DTOM >KM3HM, HeOOXOAMMO BOCIIOMIHA-
HIUe AAas TogpaxkaHns» [Bacmawnit 2009, 702-703]. ITpuseis ceatureas Bacuans
U ero MHOI'OYMC/AEHHbIe PasMBIIILAeHNs O HeOOXOAMMOCTU TOApakaHus Myde-
HIKaM SBHO OTCHLAAIOT K ¢opmyae amocroaa Ilasaa: «Ilogpaskaiite mMHe, Kak
s moapaxkaio Xpucrty» (1 Kop 4:16). Kak BuauM, cBATHTEAb CMBICAOBLIM OOpa-
30M CBA3BIBAeT IIpeAHa3HayeHHble A4S YTeHUsA NMCbMeHHbIe TEeKCThI, MKOHO-
INCh U HeKoe «IIoApaykaHNe», 104 KOTOPHIM MOXKHO IIOHMMAaTh U CJejOBaHie
MOpaabHOMY OOpaslly, U oIlpeAeA€HHbIe AelCTBMs, I10CAe]0BaTeAbHOCTh KOTO-
PBIX CKAajbIBaeTcsl B 00psAbL. B cBoio ouepean, pUTyaansnpoBaHHOe, 3aKPeILa&H-
HOe BO BpeMeHM I IIPOCTPaHCTBe BOCIIpOM3BejeHNe OOps40B B BOCIIOMMHAHIIe
CBATBIX My4EHUKOB CKAaABIBAIOTCA B TPaAUIINIO.

B mnpeacraBaeHHoM uccaejoBaHMM HapoAHas KyAbTypa IIOHMMAaeTcsl Kak
11e410CTHOe sBA€HNe, IIOPOXAEHHOe eAMHBIM HapoJAOM, KaXKABlil OTAeaAb-
HBIII IIpejcTaBUTeAb KOTOPOIO sBAsSETCS HOCKUTeAeM OIpeAelEéHHOTO BOCIIPU-
ATUS He TOABKO OKpPY’KaIOIllero Mupa, HO M, B IepByIO odepean, ceds, cBoeil
JKM3HU B KOHTEKCTe OKPY>KaIOIIUX OOCTOATEALCTB M ITPOMCXOASIIUX COOBITUIA.
Boaee Toro, »T0 camoBocpusATe POPMUPYETCs B KOHTEKCTe OOIIjedesoBede-
CKOI1 (a 445 PyCCKOTO HapoJa — OOIIeXpMCTMaHCKOM) MCTOPUM WAW, TOYHee,
YHUBepcaAbHOIl coTepuoaornu. BMmecTe ¢ TeM, I1eA0CTHOCTh HapOAHON KyAb-
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TYpHI — AMHaMI4JecKas, He Bcerda 1 He B II0AHOI Mepe BOCHIPOM3BOAMMaAs U TeM
Boaee ocoszHasaemasi, pedaexkcupyeMasl KaXKABIM KOHKPETHLIM €€ HocCHUTedeM
B KOHKPETHOM J0Ka/AbHOM apeade M perMoHaAbHOM BapuaHTe. TeMm He MeHee,
11eAOCTHOCTb TPajUIIMU HapOAHONM KYABTYPHl B €€ COBOKYIIHOCTM IIO3BOASET
OOHapY>KUTh 11 HEKOTOpPLIe IMMOBTOPSIONINECs MHBAPMAHTLI €€ A0KaAbHBIX U Peru-
OHaABHBIX MpOsBAeHNUI. /A5 AOCTVDKeHNsl Ha3BaHHOIO pe3yabTaTa HoTpeboBa-
0Ch UCTI0Ab30BaTh KaK METOABI OTAEABHBIX TYMaHUTapHBIX AVCIUIIAVH (peAau-
TMOBeJeHNs, TeoA0ruy, POAbKAOPUCTUKY, DTHOrpadpum), Tak U OOIIjeHaydHbIe
MeToapl. Toukoil cobmpaHms PyccKOTO caMOCO3HaHIs, MOMEHTOM BO3HMKHOBe-
HIS DTOTO HApPOAHOTO CaMOCO3HAHMUs CAeAyeT CIMTaTh YETKO apTUKyAMpPOBaH-
HYIO JeKaAapalmio, IIpo3sydasiryio B «Caose o 3akoHe n baarogarm» murporo-
auta VlaapuoHa: «HeKorga He Hapod, a Tellepb Hapoa» [cm.: ITpoxopos 2010].
CoraacHO OTeyeCcTBEHHOJ Hay4YHO-DTHOTpapMUIecKoil TpaAMIIUM, MMEeHHO HaAl-
9yye CaMOCO3HaHM: TOBOPUT O HPUYACTHOCTM K DTHOCY U CBUAETEALCTBYET
o (pakTe caMOro CyIeCTBOBaHIsI DTHOCA B €T0 MAEHTUYHOCTI.

ITpaxtimyecku Bo Bcex Tpygax aBToposb XIX — nHauaza XX Beka, ITOCBAIIEH-
HBIX KaJeHJAapHBIM MpasaHuKaM pycckoro Hapoda (Tepemrenko, Adanacnes,
3eaennH, Caxapos, Kaamnckmii, Kocromapos, Kopundcknit), aenp 9 mapra
IO CTapoMy CTMAIO (22 MapTa — IO HOBOMY, I'PUTOPMaHCKOMY AeTOMCYMCAe-
HIIO) HasbiBaeTcs «Copok MyueHUKOB» nan «COpoku». JaHHOe Ha3BaHUeE AAThl
HapO/AHOTO KaJleHJaps ®TUMU aBTOpaMl, BCAe/ 3a CaMUM HapoAoM, Oe3yc10BHO
CBA3BIBAETCA C AHEM IIaMATH COpoKa MydeHMKOB CeBacTMIICKUX B IJepPKOBHOM
KazeHaape. SIpKoil OTAMYNTEABHON OCOOEHHOCTBIO TPAaJUITUIL HTOTO Ipa3AHUKA
SABASIIOTCS AEVICTBUS C XA€OHBIMU M3A€AUAMHU, B OOABIINHCTBE PYCCKMX AOKaAb-
HBIX TPaAUIIVI BBIIIEKaeMBIMU B pOpMe ITUIT U MMeHyeMBIMU >KaBOPOHKaMI,
pe>ke KyAmMKaMM, COAOBYIIKaMM, TalodKaMM, yTyIIKaMM, TpadaMy, TeTEépKaMIi,
Oycaamm (amcramn), a TakKe MHEIMU ntuiamMu [JKupos, JKuposa 2015, 170-171;
Cutaukosa 2018, 97; Illaarnua 2007, 118]. Pazamumst «IITuabmx» Ha3BaHUIT U3Ae-
AU, BBIIIEKaeMBIX B JAeHb COpPOKa MY4YeHMKOB, CBSI3aHO, BEpPOSITHO, C AOBOJABHO
CIABHBIM BapbMpOBaHMEM CaMMX Ha3BaHMI ITUIL B KaXXAOM perroHaAbHONI
TpaAuUIINM, IIPY KOTOPOM JAOKaAbHBIe Ha3BaHM OT perroHa K PermoHy M Jake
OT OAHOM JepeBHM K APYIOil MOTYT OOO3Ha4yaTh pasHble BUABI IITULI, IIPU DTOM
oOpasysl CMHOHMMMYeCKNe Haphl, Ha 4To oOpatnaa sHuManme T. A. bepuiram
[beprmram 2003]. Kpome TOro, oueHb 4acTo KOAMYECTBO BhIIIEKaeMBHIX «Dyao-
9YeK» CMBOAMYECKN 1AM OYKBaALHO PaBHAAOCH COPOKa, OTYEro MHOTa X Ha3Ba-
HIe 00pa3OBLIBAAOCH OT 4MCAa «COPOK»: HaIpUMep, «COpOKalIKu» (Ha Iore
Hosropoackoit o61actn).

Bmecre ¢ TeM, MHOIME aBTOPHI, OCOOEHHO aBTOPHI COBETCKOIO M IIOCTCOBET-
CKOTO IIepMOAOB, MCCAeA0BaBIIINe IPa3AHNKN M KadeHJapHble oObldal BOCTOY-
HBIX CAaBSH, IIPY M3y4eHNN OOPsAAO0B M MHOTOYMCAEHHBIX AEVICTBUII C BhIIIeKae-
MBIMI IITHUIIAMH, IPUYPOUEHHBIX K 22 MapTa UAM MHBIM JaTaM, aKCMOMaTIUIeCK!
MCXOASAT U3 TOTO, YTO IIepKOBHAs IIaMATh COPOKa My4eHIKOB He CBsI3aHa C HapoJ-
HBIM OOBIYaeM BBIIIEKAaTh >KaBOPOHKOB I JAEVICTBMSIMM C HNMMM, a camMa Jarta
MaMATH COpOKa MYYeHMKOB B IIepKOBHOM KaJleHJape YMBIIIAeHHO IIPUYpo-
JyeHa mepapxamu Pycckoii 1lepksy B HadyaAbHBIN Iepro Xpucrnanusanum Pycn
K cAeJaM, ocTaTkaM 0oee gpeBHero, 40XpUCTIaHCKOTO IpasaHnka. Coraacurnes
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C TaKOI TOYKOM 3PeHIss, a Tak’Ke C OAHO3HAYHBIM OTHeCeH)eM HapOJAHBIX 0Opsi-
AOB, IPUYPOYEHHBIX K 22 MapTa MAM OAM3AeXKaIuM 3HAa4MMBIM IIpa3gHIKaM
1IepKOBHOTO KaJdeHJAaps, K JAOXPMCTMAHCKOMY IIPOIIAOMY BOCTOYHBIX CAaBSH
He/Ab351 10 HECKOABKUM IIPMYIMHAM.

Bo-niepBriX, A4eHb cOpOKa MYyYeHUKOB ITpa3AHyeTcs MMEeHHO B 9Ty KaJeHJap-
HYIO JaTy BCeMM XPUCTMAHCKMMM IIOMECTHBIMM, HallIOHAABHBIMU IIePKBIMI,
BKAIOYas ApeBHME BOCTOYHBIE IIePKBM M KaTOAMKOB, YTO O3Ha4daeT AO0BOALHO
pannee (He mnosaHee IV Beka) BO3SHMKHOBEHNE I pacHpOCTpaHeHue KyAabTa
CeBacTMIICKMX MYYEHMKOB ¥ KaTerOpM4ecKyl0 HEBO3MOXKHOCTH IleleHallpab-
A€HHOTIO IMPNCIIOCO0AeHNs MPa3AHINYHOTO KaleHaaps Pycckoil 1iepksu K MMelo-
IIMMCsI BOCTOYHOCAABSHCKUM peaamsM Ieproja XpUCTUaHU3AIUNA. YBA3BIBATh
00psaHocTh mpasaunka COpokmM ¢ BeCeHHMM paBHOAEHCTBMEM HeIllpaBoOMepHO
B CBSA3M C TeM, 4YTO aCTPOHOMMYECKMII KaJdeHAapb U IIepKOBHBIN I0AVAHCKUNI
KaJdeHJapb ITOCTeIIeHHO MEHSIOT AaThl OTHOCUTeABHO ApyT apyra. Ilo 1oaman-
CKOMY KaJdeHJapIo J4eHb COPOKa MYYeHUKOB IIPUXOAUTCA Ha 9 MapTa, a BeceHHee
pasHOZeHcTBIE B IV Beke npuxoauaocs Ha 21 MapTa, TO eCTh Ha ABeHaAllaTh AHell
Io3JHee IIaMATH yKa3aHHBIX CBATHIX. B Ilepmos XpMCTMaHM3aMy BOCTOYHBIX
cAaBsAH ¥ POPMUPOBaHUs HAPOAHOTO KadeHAapsl pycckoro Hapoa (XII-XVI Bs.)
PaBHOAEHCTBME OTCTOSAO OT AHSA IaMATU CBATBHIX yKe Ha 7-10 gneit. U anin
B XIX Beke, Korga mccaegosatear PUKCUPYIOT STHOrpaduyeckyie 0COOeHHOCTI
TpasuLuii 1 0oOpsAA0B PYCCKOTO HapoJa, JaTa BeCeHHero pPaBHOAEHCTBUs IIOIa-
JaeT Ha AeHb COPOKa MY4YeHMKOB, YTO ¥ IO3BOANAO CAeAaTh OIIMOOYHEBIE MpeJ-
IIOAO>KEHIST O CBs13U 00pssAHOCT COPOKOB € AaTOV paBHOAEHCTBUS. DTO He0Oo-
CHOBaHHOe IIpeAII0A0>KeHMe, IIoBTopsieMoe nccaegosaTeasmu B XX n XXI sekax,
pacIpoCTpaHnAOCh CpeAM IMPOKON OOIIEeCTBeHHOCTM U B OCOOEHHOCTH Cpeau
MHTEePeCyOINXcsa HapOAHBIMI TPaAUIIAMU HECMOTPSI Ha TO, UTO BeCeHHee pab-
HO/EHCTBUe IIPUXOAUTCS y>Ke Ha JeHb HakaHyHe COpOKOB.

Bo-BTOpEIX, OmMMOOUYHBIM sBAseTcs, Hanpumep, MHeHMe A. b. Crpaxosa
O He3HAYMTEeABHOCTM B IIepKOBHOM KaldeHJape JaThl M CaMOIo IIpa3jHuKa
MaMATU COPOKa MYYEHUKOB A4Sl CTOADb SIPKOTO OTPakeHMs] HapOAHONM KyAbTY-
poit B MHOTOYMCAEHHBIX POABKAOPHBIX popmax [Ctpaxos 1991, 22]. HampoTus,
9 MapTa O I0AMaHCKOMY KaJAeHAapIo B IIepPKOBHOM Y cTaBe BbljeAeH 0co00 cpeau
npounx aHei Beamkoro mocra, Ha KOTOPBIN BCerja HPUXOAMUTCS IIpa3sHOBa-
HIUe IaMATU DTUX CBATHIX. B JeHb cBATBIX MydeHNKOB CeBacTMIICKIX, COTAacHO
YcraBy, coBepliiaeTcs IoameAerHas cAy>k0a MydeHMKaM M AUTYPINS IIpeXK]e-
OCBSIIIIEHHBIX JapOB, 0CAa0AseTCs IIOCT paspellleHMeM yHoTpeOAeHUs pacTu-
TeABHOTO Macaa.

V1, nakoHeri, B-TpeTblX, HEOOXOAMMO yKasaThb MMEHHO Ha HapOAHOe U PycC-
cKoe mpoucxoxenne npasannka Copokn. JaHHBIN ITpa3AHUK M €TO Ha3BaHIe
He SBASIOTCA CAyJallHBIM ITapOHMMMYHBIM, 0e3 COOTHeCeHMs C COoAep KaHueM,
BOCIIpONM3BeJeHNeM Ha3BaHWsA AJaThl I[epKOBHOTO KaJeHAaps, a, HaIlpOTUB,
IIOPO>KAEHBI Tlepe>kKMBaHneM COOLITUI MCTOPUM XPUCTHAH U e€ COOTHeceHueM
co cpsIeHHo Onbaerickoit nucropueit. Hassanne «Copokn» — HapoAHOe, ApeBHe-
pyccKoe, HO He IlepKOBHOCAaBsHCKoe. I1o-11epKOBHOCAABAHCKA B AUTYPTUYECKIX
U, IIMpe, IIePKOBHBIX TeKCTaX UMCAO COPOK — «deTbipesecsaT». COOTBETCTBEHHO,
Mpa3AHMK M CAaMU CBATBbIE Ha3BIBAIOTCA «JeThIPeAecsiT My4eHIKOB».
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IInpoxo pacmpocTpaHéHHOe ¥ JOMMHUpYIOIlee HaspaHHe IIpasAHMKa
«Copokm» IPOUCXOAUT OT MCKAIOUUTEABHO BOCTOYHOCAABSIHCKOIO MAU ApeBHe-
PYCCKOTO 4YMCAUTEABHOTO «COPOK». BO3MOXKHO, 3akperideHme 3a 9TUM IIpasd-
HUKOM TaKOTO HapOAHOTO Ha3BaHNsA OODBACHSAETCA TeM, YTO CAOBO «deThIpe/e-
CATHMIIa» K MOMeHTy gopmupoBaHns oops408 COpOKOB M paclpoCcTpaHeHIs
ero TpaguLMil IIO apealy pacceleHMs] PYCCKMX OBLAO y>Ke 3aHATO Ha3BaHUeM
copokaaHeBHOro Beamxoro mocra u pegknm obosHaueHueM repuoga ot Ilacxu
A0 Bosnecenms, a Taxke caMoro IpasiHuka Bosnecenms I'ocriognsa. lnaue
roBOps, K MOMEHTY BO3HMKHOBEHIs M pacrpocTpaHeHns Ha Pycu oToro mpasa-
HIKA CA0BO «4eThIpeJeCcsTHUIa» yKe ObLA0 3aHATO.

Ha ocnoBanmm cpasHeHMs TpaAuIuii npasaHosanms mamsatyn CeBacTUIICKIX
MY4YeHHUKOB y IpaBOCAaBHBIX Hapoaos Ha baakanax (y cep©os, rpekos, Ooarap,
aabaHIleB) 1AM y raray3os Moagasuy MOXKHO TOBOPUTH He TOABKO O CIIenuu-
9YecKy PyCcCKOM Has3BaHUM DTOTO IIpa3jHNMKa, HO 1 00 OTAMYMAX CaMMX OOpsIA0B
npasannka COpoKM B TpaguINAX PyCCKOIO Hapo4a, CaMbIM 3HAYMMBIM 13 KOTO-
PBIX SIBASIETCST OOBIYall BRIITEKaHM: B 9TOT AeHb OOpsA0BOTO IedeHbs B BuAe IITHUII.

B massanmum mpasanmka Copokm HpUCYTCTBYeT TUIIMYHBIN A4S HapOAHOI
KyABTYpBl IpMEM IIapOHMMM3allMM: 3BYKOBOe, BU3yaAbHOe (B MKOHOTpadpuu
U ApaMaTypTuu oOps40B), ceMaHTHYeCKoe OOBITpLIBaHMe COAVKeHNs M CMellle-
HISI, B 4@HHOM CAy4ae, 1CAa «COPOK» VM Ha3BaHMsI IITUIBI «COPOKa», KOTOPOE
STUMOAOTIYECK) HecéT B cebe ApeBHee 0OO3HaUeHNeE IITHUIIEI BOOOIIE (4TO BOC-
IIPOM3BOAMUTCA, B YaCTHOCTHM, B YCTOMYMBOM IIapeMMITHOM «COpPOKa-BOPOHa»).
IIpn ®TOM B CO3HaHMM CaMOTIO Hapoga OOpPs40BOe, BepOaAbHOE M CMBICAOBOE
cogepxanne mpasannka Copokm, TpasuIny ero Iipas3/AHOBaHM:, Oe3yCAOBHO,
YBA3BIBAAOCh C COOBITMAMM mHogsura CeBacTMIICKMX MYYeHMKOB, 4TO IIOA-
TBepP>KJaeTcs CBUAeTeAbCTBaMU MH(OPMAaHTOB, MHOTOKPATHO 3apMKCHPOBaH-
HbeIMI mccaegoBaTteasiMu XIX—-XXI BeKoB ITOBceMeCTHO Ha TePPUTOPUM HTPOKU-
BaHmMsl pycckoro Hapoga (Craspomoanckuit, Ilepmckuit kpas, Hosropoackas,
Kocrpomckas, Tyanckas, Hiskeropoackas obaactu, Ypaa, Cubups). Vimenno
CA0Ba HOCKTeAeN TpaAUIIUK AAlOT OCHOBaHUS 4451 aHaAM3a B3aIMOCBSI3Y HapoJ-
HOJM U IIEePKOBHOM «AMHMII» IIOYMTaHUs CBATHIX, a TakKKe 0OyCJOBAEHHOCTHU
IIepBOI AUTYPIUYECKMMM I HpPaBOYYMTEABHBIMM TeKCTaMM, MKOHOTpadumeri:
«YTOIMAM BeAb MHOTO AI0Jell, COPOK MYYEHUKOB B O3epe, HaOOXKHBIX AIOAeil,
TaM I IIaTpUapXu, U BCe, y HUX IIOBEPX TOA0B OKa3aAlCh BeHITbl. BoT >xaBopoHoud-
KaMM-TO HaDO>KHBIX AI0Ae11 DTuX u rmomuHaan» [Koran 2018, 121].

ManauaabHO B HApPOAHON KyAbTYpe AAsl BbIAEAEHMS AHS UX HaMATH Cpeau
MIpOYMX Ipa3daHOBaHNII, BO3MOXHO, IMeA0 CyIIleCTBeHHOe 3HadeHNe YICAO ceBa-
CTMIICKMX MYYEHUKOB, YTO TakXKe COJAelCTBOBaAO 0o.ee IIPNUCTaAbHOMY BHI-
MaHMIO HapoJa K MCTOpUM UX CTpaJaHUii, IIOABMIa U IIpocaaBaeHus. B cpoio
ouepe]b, DTO MPUCTaAbHOE BHIMaHIE ¥ XOpoIllee 3HaKOMCTBO C TeKCTaMM, OIIN-
CBLIBAIOIIMMM MX My4YeHMYeCKUil IMOABUT, IIPUBEAO K IIMPOKOMY paclpocTpaHe-
HUIO TPaAUIIMY IOYMTAHUA CBATHIX M BO3HMKHOBEHMIO MHOTOYMCAEHHBIX 0Op:I-
A0B, ObIToBaBIIMX Ha npasaHnk Copokmn. Victopms crpajdaHmii 1 MOABMUTa DTIUX
CBATHIX CIO’KETHO HepaspBIBHO cBsA3aHa C mx umcaoM. A. b. Crpaxos moaaraer,
9TO 0coDas 3HaYMMOCTD uncaa 40 6epéT MCTOKM B ApeBHMX KyAbTypax barmkuero
u Cpegnero BocToka, IMPOKO MPOSIBASACH B XPUCTUAHCKON M ICAaMCKOM pean-
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IMsX, HalIpyMep B MOTMBEe COpOKa AeT B 6110.1e11CKOI, IIPerMyIIeCTBeHHO BeTXO0-
3aBeTHOII, Tpagunun [Ctpaxos 1991, 98].

Obpamenne k brbanm mospoaseT yBuAeTh 3HaYMTEAbBHOE YMCAO MOTUBOB,
cBsi3aHHBIX € uncaoM 40. Motus «copok gHeil» (BapMaHT: «M COPOK HO4Yell»)
BCcTpedaeTcs B croKerax Iioromna (beir 7:4, 12, 17), BpeMeHM OIlAaKMBaHIL
(Tpaypa) n 6aanzamuposanus (boir 50:3), nmpeGriBannsa Mouces na rope (Mcx
24:18; 34:28; Brop 9:9, 18, 25; 10:10), spemeHn Bsr00pa 3eman odetosanHou (Ync
13:36). B HoBoMm 3aBeTe TO KOAMYECTBO AHell 11octa Xpucra B mmyctoiHe (M 4:2;
Mk 1:13; Ak 4:2) n cpok ot ITacxu 40 Bosnecenu:1, B TedeHnie KOTOpOTro arioCTOALI
npedsiBaan mecte (Jesn 1:3). Copok aer mposéa Hapod boxmit B mycThiHe
(Mcx 16:35; YUnc 14:33, 34; Brop 2:7; 8:2, 4; Esp 3:9, 17). Copok AeT mpoaanics
naen y ¢uancrumasa (Cyg 13:1), u cTroapko >ke BpeMeHHU OBLAO IIpaBJAeHle
napst uan cyapu (1 Hap 4:18; 2 Llap 5:4; 3 Lap 2:11; 1 ITap 29:27; 2 T1ap 9:30;
12:13; 16:13; 24:1; Aesan 13:21). Kpome Toro, msmepeHme npeamMeroB B KoAN4e-
crBe 40 BcTpevaercs B Vex 26:19, 21; 36:24, 26; 3 Llap 7:38. 11, Hakonen, 40 Teicsa4
(Tax>Ke COPOK ceMb TBICSIY MAM COPOK ThicAY ceMbcoT) — B 2 Iap 10:18; 3 Lap 4:26;
1 ITap 12:36; 19:18.

Aas apesneit Lepksu uncao 40 004a4a10 4pe3BbIYaifHO IOTHOM KOHIIeHTpa-
el CMBICAOB, aAA03Ull 1 KoHHOoTanuii. Kpome mepeuncaeHHbIX 610€T1CKUX
MOTUBOB, uncao 40 — 9To KoamM4decTBO AHell Beankoro mocra, Ha KOTOpPBIN Bceraa
NpUXOAUTCs IpasaHopaHme mamsATyu CeBacTMIICKMX MYYeHMKOB, U OJHOBpe-
MeHHO 40 — TO YMCAO AHEN MPUTOTOBAEHNs OTJAIlleHHLIX K KpeIleHUIO, KOTO-
poe cosepmaaock Ha ITacxy. Ha copokosoit genn nocae Poxxaectsa Maageners
XpucToc IpMHOCKUTCS B XpaM, IAe BCTpedaeTcs C IpaBeaHbIM CIIMEOHOM M IIpo-
pountieil AHHOJ, B COOTBETCTBUM C YeM Ha COPOKOBOM AeHb I10CAe POXKAEHIL
B HapOAHOI1 KyAbType, COTJacHO Hamboaee pacIpOCTpaHEHHON IpaKTUKe, IIpU-
HATO HNPUHOCUTDL B XpaM MJajeHIla 445 KpeleHns. B cBoio ouepeab, B ITaMATDh
0 Bosnecennu Xpucra Ha COpOKOBOII g4eHb ocae Bockpecenus B HapOAHOI Ky Ab-
Type OTMeJyalOTCsI COPOKOBMHBI — IIOMMH AYIIM YCOIIIIeIro Ha COPOKOBON AeHb:
Ayia, 11o400H0 BosHeciiemycsi, OKOH9aTeAbHO ITOKMAaeT 3eMHON Mup. Taxum
oOpaszoM, umcao 40 cuMBoAM3MpPYeT U3MeHeHMe, IpeoOpaskeHMe, OYMIIeHUe,
npurorosaenne K Berpede ¢ borom (Mamsa na rope Xopus u Mouceir Ha rope
Cunaii, yeanHenne Xpucra B IyCThIHe, BeAnknii mocr), mpurotoBaeHne K >KI3HU
Bo Xpucre (oraaleHue repes KpelieHueM, OuMIIeHrie poXKeHNIIbl I MAaJeHIia
ocae poJoB A0 KpellleHNsd), Ilepexod B MHOM MUP (COPOKOBMHBI, IIOMMHKIN).
Tak umcao 40 cTaHOBUTCS UNMCAOM TPaHMIIEL, Ilepexoja OT HeOBITUS K SKU3HI,
OT HEYNCTOTHI M Tpexa K IIpaBejHO XI3HY, OT XKM3HM 3€MHOM K KM3HU B IHOM
MIpe, K JKM3HI BeJHOI 11 BOCKPeCeHNIO.

B pycckom s3bIKe M HapOAHOI KyAbType umcao 40 B COOTBETCTBUM C BETXO-
3aBeTHBIMI MOTMBaMU SBAseT CUMBOA ITIOAHOTBHI, HAIIOAHEHHOCTH, YTO OTMe-
JaeTcsl B DTUMOAOTMYECKMX CAOBapsX, a paHee I IIOAHee APYIMX — B CAOBape
B. V. Adaasa. ObparrjaeT Ha ceOs BHUMaHIIe, YTO MCKAIOUUTEABHO PYCCKOe «COPOK»
MOKeT OBITh 3aMIMCTBOBaHIEM 13 IPEeJecKOoro BMecTe C APYIVMMI 3aliMCTBOBaHU-
SIMU TI0J, BAWSIHIEM OOrocAy>keOHOI MPaKTUKM M BepOyINTEeAbLHBIX TeKCTOB, KakK
Ha ®TO YKa3bpIBaIOT 9TMMOAormdeckue caosapu I'. A. Kprraosa, /1. B. Ycrenckoro,
M. ®acmepa, H. M. Ianckoro. MoTuB II0OAHOTLI OTHOCUTEABHO IIpa3AHMKa
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COpOKa MYYEHUKOB BbIpa’kaeTcsl B BepOaAbHBIX (pOpMyadax KpecThbsH, (PUKCU-
pPyeMBIX MccaeioBaTeasmu 1osceMectHo: «Ha Copokm 40 mTuip mnpuaeraer»,
rae nog uncaom 40 mmeercst B BUAY He KOAMYECTBO, a MHOXKeCTBEeHHOCTD, pas-
HOOOpasye BIAOB IITUIL: KyAUKOB, >KaBOPOHKOB, Ipadell, TalOK... DTa MBICAb
He TOABKO IIpOroBapuBaeTcs MHPOpMaTopamMy, HO U BU3YaAU3UPYeTCsl B 00psI-
Aax IIpM M3rOTOBAEHMUM BhIIeKaeMbIx ntur. Kaskaoi1 ntuiie mpuaaércs crMBO-
AVMYecKoe CXOACTBO C KOHKPEeTHBIM BMAOM IIePHATBHIX: «9Ta Iycak, 9T-OT yTKa, 9T
KacaTkKa, 9T I'yAIOIIKa, 9T BOpoHa. Mos OyANUThb I'yAIOIIKa, a TBOsI BOPOHa, a TBOs,
Hatpxs, xacatka... Hamském. IV cBATONM BOABI NPUHACEM U3 I]epKaBM, YMbIBa-
UMcK HaT nTumakuMm» [Ayoposnna 2019, 121].

CripaBeaamBOIl BHITASAAMT TakKasl IIOCTAHOBKa BOIIpOCa: CBs3aHa AM CeMaH-
TKa ymcaa 40 Kak cMMBOJa Iepexoja, IOJAHOTHI M OOpPsAAHOCTL Ipa3gHUKa
¢ CeBacTuitckumMy My4eHMKaMM, 3HaAM AU O HUX PYCCKMe KPecThsHe M C KaKUX
rop? OTBeT Ha ®TOT BOIIPOC, O€3yCAOBHO, IT0A0XKNUTeAbHEIN. [lepBoe, uTO 0Opa-
IjaeT Ha ceOs1 BHMMaHIe, — 9TO IPOMCXOXK/JeHNe ecAy He IepBOro, TO IepBOTO
136eCMH020 TI0 HECKOABKMM MCTOYHMKaM Mutponioanta Pycckoin (Kuesckoir)
kadeaprsr — Peodpnaakra Cepactuiickoro. O ero mepememennnu ns CesacTun
Ha Pycp 20 1025 roga cooOmiaioT pycckme, BU3aHTUIICKIE M apaOCKue MCTOY-
HUKH. ECTh IIpeAnoA0>KeHns1, 9TO DTOT elMCKOI, BO3TAaBUB MUCCHUIO M ITOCOADL-
CTBO poMeeB K pycaM, HAacTOs4 Ha KpeljeHnu KHsa3sa Baagummpa n Pycn. Cyas
10 BpeMeHM ero npasaeHus Ha Kwuesckoit xadeape, OH MMeeT OTHOIIEHUe
K CTaHOBAEHUIO M pacIpOCTpaHeHUIO XpucTuaHcrsa Ha Pycn [Pomenckuir 2016,
422; Pomenckuit 2012, 50]. Dror apxmepeii, nmpubssmmi us CeBacTuy, MOT
MOBAMATH Ha 3HAKOMCTBO HOBOOOpaIéHHbIX Xpuctnan Pycn ¢ Cesactuitckumu
My4YeHKaMIL.

Kpome copoka My4eHMKOB B PyCCKOVM KHVIKHOV M MKOHOIIMCHOM TpaAuLN
AOCTaTOYHO PaHO U INMPOKO OTPa3MAOCh IOYMTaHME APYIMX CBATHIX, CBA3aH-
HpIx ¢ Kanmagokmer u cTaBIINX HEOTHLEMAEMOI YacThIO COAep KaHMs PyCCKOTO
KaaeHAaps. [IpakTuyecky moBceMecTHO, HapaBHe C IIOYMTaHIEM COpPOKa MydJeHN-
KOB, C CaMOTIO paHHero Ieproja pacIpocTpaHeHNs XpUCTUaHCTBa Ha Pycn mosis-
ASIIOTCSL XpaMBbI cBslleHHOMydYeHnka Baacus Cesacruiickoro, cesatoro l'eoprus
INToGeaonocna, cestuteas Bacuans Beankoro. Xpamel, MKOHEI 1 OOPsIABL, CBA3aH-
HBI€ C AHAMM UX ITOYMTAHMs, CTAHOBSTCA HEOTHeMAEMOI YaCThIO PYyCCKOTO KyAb-
TypHOTO KOoga. VIMms caToro Bacmans Gepér cebe xku:A3b Baagumup, KperéHHbIin
10/ BAVSIHMEM HM3THaHHOTO 13 Kammagoxum apxuepesi, a UMs BeAUKOMYyJeHIKa
l'eoprus oH 4a€T B KpeIleHMM CBOeMy CBIHY SIpocaaBy, Ipu KOTOPOM CTPOUTCS
u pacnuceisaeTcs nzodpaskenneMm Cesactuiickux MydeHnkos Codpusa Knesckas
(ma. 1). DT MMeHa HaJ0ATO CTAHOBATCS IIaTPOHAABHBIMU AAs Plopukosuyerr.
Kpome Toro, BCcKOpe mocae murtpomnoanta Peodrnaakra mpu KHiaze Spocaase
IIepBBIil MUTPOIIOAUT U3 PYCCKMX, VlaapmoH, Kak TOBOPST A€TOMINMCH, HAaCTOMi-
YMBO pacHpoOCTpaHseT TpasuLMIO IIOYMTaHMUSA BeAMKOMYydeHMKa [eoprus,
BBOAS B YCTaB He TOABKO AHU €TO IIaMsTH, HO U AeHDb OCBAIIEeHMS IIOCTPOeH-
Horo npu HéM B Kmese Xxpama ®TOro KallagoKMIICKOTO cBsiToro [Bmnorpasos
2019, 480]. CambIii ApeBHMII 13 COXPAHMBIINMXCS XPaMOB CBSIeHHOMYyJYeHHKa
Baacna B Poccun nnocrpoen B Beankom Hosropoge s 1111 roay, Ha ogHOMMEHHOI
Baacuesckoit yanije. OTMeTHM, 4TO, IO MHEHMIO HEKOTOPBLIX MccAejoBaTeleri,
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B TOM uncae B. /. flnnna, KyAbT DTOro cBATOro 00yCA0BA€H OMOHUMMEN] C sA3bIue-
ckuM Beaecom [Xazanosuy, Kyaatbyxos 2020, 6-7].

Ma. 1. Copok myuenukos Cepacturickux. @pecka. Kues, Coduiickumit codop. XI sex.
Ucrounuk: JepsxaBHuil apXiTeKTypHO-icTopranmit 3anosigank «Codiricekmit Myseti».
Kuis, 1984. C. 144

Koneuno, mmpoxko pacrpocrpanénoe rounrtanue st CepacTUitcKuxX Myue-
HUKOB, CBAIEHHOMYy4YeHUKa Baacums, ceatureas Bacmams u BeAMKOMydYeHMKa
l'eoprus HapaBHe ¢ COpOKa MydeHIKaM¥ AUIIh KOCBeHHO CBUAETeAbCTBYEeT O BO3-
MOXHOM BAusAHUM Mutponoanta Peodpuaakra Ha GpopMUpOBaHUEe BU3YyaAbHBIX
npaktuk B Tpasunusax Copokos. OgHako oObscHeHMe 0cO0O0M YKOPeHEHHOCTI
UMEH DTUX CBATBHIX B PYCCKOI KyAbTYype, PYKOBOACTBYSChH METOAOAOTMYeCKUM
npuHIuIoM «opuTsel OKKama», BCE JKe caeayeT BUAETh CKOpee B KaIlllagOKuii-
CKOM BAMSAHMUM Ha HayaAbHBIN 9Tan Xpucruanmsaumuu Pycu, Hexxeau B TpaHc-
dopManyy A0KaABHBIX A3BIYECKUX KyALTOB M AOXPUCTHMAHCKUX PeAMTVMO3HBIX
MPaKTHUK Ha XPUCTUAHKON ITOYBe. DTO MOATBePKAAeTCsl IMIPOKUM pacIpocTpa-
HeHyeM TPpajuIuy TOYMTaHN:A Ha3BaHHBIX CBATBHIX IO AaA€KO OTCTOSIIUM APYT
OT ApyTa pernoHaM pacceAeHNs I1AeMEH BOCTOYHBIX CAaBsH, IIPY TOM UTO y KaK-
AOTO 13 T1AeMEH paHee ObIA CBOI AOKaABHBIN ITaHTEOH, a TaKXKe HaAU4MeM CHH-
XPOHHBIX Tlapadaeaeit B 00psigax MOYUTAHMUS DTUX CBATBIX Y APYTMX XPUCTHUAH-
CKIVIX HapOZOB.
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Na. 2. Copox myuennkos Cepactuiickux. Vixona-rabaerka, o0opoTHas cTOpoHa.
Hosropoa, Coduiicknit cobop. Korery XV — Hagaao XVI s.
Tocyaapcrsennas Tpernsakobckas raaepest.

Vcrounuxk: Bsdopros I'. V. VIkonsr-rabaerku Beankoro Hosropoga. Coduitckue CBATITHI.
Mocksa, 2007

B Koncrantunornose ©bl10 HECKOABKO XpaMOB, MMEBIIMX ITOCBSIIeHMe
40 myuenukam. Hosropoackuit nuaurpum 1200 rosga AHTOHMIL, ITyTeIIeCTBYs
B Llapsrpaga, coobiraer o0 04HOM M3 HECKOABKMX XPaMOB C TaKMX IIOCBAIIe-
HIeM CBSATBIM, KOTOPBIN HaXoAuAcs y 3040THIX BOPOT. 3HAKOMCTBO PYCCKOTIO
Hapoga Ha 3ape xpucruanusauyuy ¢ CeBacTUICKMMU MydeHUKaMU I10ATBepXAa-
€TCsl IIPUCYTCTBUEM UX M300pa’keHNs] B MHOTOUMCAEHHBIX ITPOU3BeJeHIsIX pyc-
CKOJ MKOHOIMCHONM TpaAuimm (MA. 2) M POCHUCAX APeBHeNIINX COXpaHUB-
mmxcst pycckux xpamos. Tak, ocnosHoe s14po ¢ppecox Codum Knesckoii, cpean
KOTOPBIX ecTh uzoOpaxenne CeBacTUIICKIX MyJeHIUKOB, OTHOCUTCS KO BpeMeH!
kHs3s SIpocaasa Myaporo [Kyke, Aykbsanosa 2014, 131]. Cesacruiickue myde-
HIUKM BXOAAT B IIporpammy pocnucu xpama Craca [Ipeobpaskenns na Hepeauie
(ma. 3), BO3BeAE€HHOI B TO >Ke BpeMs, uTo U xpam Baacms Cesactmiickoro,
a Takxe (HeMHOruM 1o3aHee) xpama ®Peogopa Crpatuaara Ha Pyunio B Beankom
Hosropoge. VI TyT Hy>KHO OTMETUTH, YTO HETUIIMYHOE A5 BU3AHTUIICKO XpaMo-
BOII pocrucy uzoOpaxkeHne copoka MydeHukos CeBacTMiICKUX MIMEHHO CO Bpe-
menn enmckorictsa B CesacTum Peoduiakra CTaHOBUTCA SAPKOV OCOOEHHOCTHIO
pocmucy KannaJoKuiicknx xpamos [3axaposa 2011, 199]. B XI — nauaae XII Bexa
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CesacTuiickiie My4YeHMKM IPUCYTCTBYIOT B POCINCKH ApPeBHMX XpamMos Pycnu
(Codpus Kuesckasa, Crac Hepeauna), a B XIII-XIV Bekax — I'pysun, Apmenun,
CepOumn, boarapnu (Bapasua, Axraaa, JKiaa, /lecHOBO).
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Ma. 3. Cesacruitckuit myuennk Huxoaaii. @pecka.

Hosropog, xpam Criaca ITpeobpaskenus va Hepeaniie. 1199.
Caesa: a0 paspyurenns, ¢poro V. @. Uncrsxosa, 1903.
Vcrounnk: Bpemenn sonipexn. Pecraspais 8 Hosropoackom mysee. 2000-2015.
Katraaor sricrasku. Cankt-TletepOypr, 2015. C. 27.
Cmpasa: pesyasprar pecraspauunu (T. A. Pomamkesny, T. K. ®egopenko), poTo aropa

B xpmcrnanckoit nxonorpapuu c IV nmo X croaetne dpopmmpyercs u yxe
B XI-XII Bexkax pacrpocrpansiercss Ha Pycu 4Ba OCHOBHBIX THIIa MKOHOTrpaduy
40 myuenukos. CoraacHoO IepBOMY, CBATBIE CTOSAT BCe BMecCTe, IIA0THO, IIoAJep-
KMBas APYT Apyra 4aCTMYHO OOHaKeHHBIMM (4aCTMYHO 00JadeHHBIMU B Oeable
OAEXABI) C CHUAIOIIMMM BeHIJaMIl HaJj IOA0BaMU Ha AbAy (BoJe) osepa. Bropoii
TUII UKOHOTpaduM MpeACTaBAseT OTAeAbHble 300pakeHsl CBATHIX B MeAaAbo-
HaX C KpecTamu (peke Opy>KmeM) B pyKax. VI300paskeHMs CBATLIX B PYCCKOI
KyAbType TaK’Ke 4acTO BCTpedyaloTCs B MUHHMATIOpaX Kak oOpaMAeHue, MAAI0CTpa-
uns K Icaatupm: «IIponaoxom cKBO3b OTHB 1M BOAY, M 13BeA eC HBI B ITOKOI1»
(ITc 65:12).

JKnsub, cTpajanns 1 moxsaa COpOKa MydeHHMKaM TeKCTYaAbHO ObIAM IIpeJ-
craBaennl I'puropuem Hucckum n Bacmamem Beankmm, BHecIIMMu cymjecTseH-
HBII BKAa/ B yCTaHOB/AEHMe I paclpocTpaHeHye IOYUTaH!s COPOKa My4eHIKOB.
CearturteseM Bacuamem oto 66110 caeaano B becege 19 «Ha aeHb CBITBIX YeThI-
peAecsTi My4eHMKOB», a ero 6parom I'puropmem Hucckum — B 4ByX TOMMANAX
U CAOBe, IIPOM3HECEHHOM B XpaMe Ha HaMATh cBATHIX. [loszanee ®eogop Cryaut
npocaasua MydeHnkos B Iloyuenun 56 «Ha mamATL CBATBIX COpOKa Myd4eHM-
koB. O mogpaskaHum crpactsaM XpUCTOBBIM» B cocTaBe «OraacuTeAbHBIX IHOyde-
Huit 1 3asertanus». Kpome toro, Eppem Cupnn Hammcaa IsITh THUMHOB B 4eCTb
Copoxa myuenukos [Llapesckas 2008, 143; Bacianx 2020, 40].
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ITepsrit mepeBos ¢ rpedeckoro sizbika Iloxsaanr CeBacTUiiCKUM MydeHMKaM
Ha CAaBSIHCKMII A3BIK BCTpedaeTcst yke B CyIpacabCKOM PyKONNMCHM Hadada —
cepeannnl XI Beka. B oTeuecrseHHON TpasMIMM STOT paccka3d O COpOKa Myde-
HUKaX PacIpoOCTpaHsAeTCsl AOBOALHO paHO I IIMPOKO B O4YeHb IOIYASPHBIX
coopHmkax «3aatocTpyit» n «Top>kecTseHHMK», MMeBIIMX Ha Pycn mmpoxoe
xoxgenne B XII-XVII sekax. B 9Tu cOopHukmu kax pas sxogut «Ilamats copoka
My4yeHNKOB CeBacTMIICKMX», IIpUINCEIBaeMasl B HapoAHON Tpaauunu Edpemy
Cupuny [lanun 2015, 91-92]. Bosmoskno, Iloxsasa CepacTuitckum MyueHMKaM
B Top>xecTBeHHUKax 1 31aTocTpye ycBanBaeTcs cesaToMy Edpemy o mpuunze
TeCHOJ CMBICAOBON CBA3M BOCHPUATUA COpoKa MydeHMKos 1 E¢pema Cupuna.
Bo-mepBrix, kak 1 40 My4eHHUKOB, cBATON EdpeM Hepas3pLIBHO CBA3aH C MOTH-
Bamu Beamxoro Ilocra, xorga umraercs ocobas, cocTaBAeHHasl MM MOANUTBa
¢ xoaenonpexaonenueM. Ilo nmososy Beamkoro mocra, Ha KOTOpPEBIN BCeraa Ipu-
xoanutcst aMATh 40 Mydenukos CeBacTMIICKMX, CyIeCTBYeT yCTONJNBas Iape-
MurHas Ppopmyaa: «Peapka, xpen aa kuura Edpem». B oT0i1 morosopke peun
UAET O TpasuLMM IyOAMYHOTO YTeHNs B MOHACTHIPSX U JOMalllHeM oOMxoje
B AHn Yetsipegecatauiipl Tsopennii EQpema Cupuna, Kak HacTaBHMKa ITOKas-
HII, y9UTeAs: 0cOOOTO I14ada O AyIIle.

Taxum oOpasoM, ecTh Bce OCHOBaHMs I104ararh, YTO C MOMeHTa (pOpMUpPOBa-
HIS e AVHOM DTHOKYABTYPHO OOIIHOCTH PYCCKOTO HapoJa M 3aKpeIraeHus CA0-
SKMBIIIEVICSA MAEHTIYHOCTH B 00IIlepycckoM KadeHAape CeBacTuUIICKIe My4eHUK,
UX TOABUT M Ipa3jHUK B MX YeCTh He MOIAM He CTaTh HeOTheMAeMOIl JacThio
¢popmupyIoLeiics pycckoit KyAbTypsl. AaAs 9TOTO MMeAUcCh onpeAeA€HHbIe TeK-
CTOBBIe U BU3yaAbHble IIPeAIIOCHLAKY, B CBOIO OYepeAb IMOCAY KUBIITe TeMI OCHO-
BaHWSMMY, 13 KOTOPBIX YepIlaAlCh MOTMBBI OOpPsAOB M TpaAMUIIMil Ha3BaHHOTO
npasanosanus. Kak ormerna I'. M. IIpoxopos, cpeaHeBeKOBbIN XKIUTeAb He BOC-
NIpUHMMAaA BU3yaAbHbIe 3HaKM 0e3 04HOBPeMeHHOTIO ITI0ACBeYMBaHIs X TEKCTOM,
BepOaABHBIM «M300pakeHreM». DTa ocobast CBsI3h cA0Ba 1 oOpasa Oblaa crIerl-
nPUKOIT TPasUIIMIOHHOTO CpeaHeBeKoBoro cosHauus [ITpoxopos 1987, 20, 24].
Vmnage rosops, KHUra He CyII[eCTByeT AAsl CpeJHeBeKOBOTO umTarteas Oe3 BU3ya-
AM3anyy eé TeKCTOB, IIPOM3BOAMMON Pa3AMYHBIMU CIIOCOOaMM, HaYMHasl C 3acTa-
BOK, OYKBUII M MIHBIX NAAIOCTpalNIi, 3a4acTyIO TepaTOA0TMIeCKIX, U 3aKaHIMBas
COOCTBEHHO MKOHOTpadueil 1 eé ApaMaTUIeCKUM BOCIIPOU3BeJeHUEeM B OOp:I-
Aosoit xxuzHn. COAMIKeHMe M OTOXKAeCTBAeHNe A0 CMeIeHNs KHUTU M VKOHBI
AAs KyAbTYPBI CpeAHEBEKOBOI, TpaiuunonHomn Pycu, ysepen A. A. /lyImiHUKOB,
nmMea0 B cebe OOTOCAOBCKIIE OCHOBAHILS, IIpeKAe Bcero B «(C/10Be Ha A€Hb CBSITBIX
YyeThlpeaecsaTy My4eHuKoB» Bacnans Beaukoro, nnepesea€nHoM y>xe B X B. Ha CTa-
pocaaBssHCKMI A3BIK B cocTase Cyrpacabckoit pyxorucu [Aymnukos 2016, 66].

CBs13p B 00ps140BOI1 NpakTyKe 40 My4eHMKOB C 00pa3oM HTUI] U IPUXOJ0M
BECHBI IOAKPeIlAseTCs HeCKOABLKMMM OCHOBaHMAMU. Bech Beamkmit moct sBas-
ercst roaroroskont K Ilacxe. Camoil mosagHenn AaToil Hadada Beaukoro riocra
apaserca 21 mapra, mostomy 22 MapTa, KOrja npasAHyercss AeHb COpOKa Myde-
HIUKOB, BCerda MPUXOAMUTCS Ha IOCT; MyJeHMKI eTo KakK OBl OTKpHIBAIOT. VloaHH
3aaroycT B mepBoM 13 BocbMu «CA0B Ha KHUTY BBITA», TTOCBAIIEHHBIX €€ yTe-
HUIO B YernipesecaTHuily, OyKBaAbHO B II€PBBI AeHb IepPBOM CeAMMIIBI I1OCTa,
pacKkpbIBasl CMBICA IepBON CTPOKM bubGamm, cpaBHMBaeT IIOCT C BOXKJAeAeHHeM
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BECHBI 3eM.JejeAbllaMI: «IIOTOMY 4TO OHM BUASAT, KaK 3eMAs yKpalllaeTcs IiBe-
TaMM U KaK BCIOAY IIOKPBIBAIOT €€, IMOA00HO pPa3HOIIBETHON OJeKJae, ITPOM3-
pacramomue TpaBbl». A AAs XPUCTHAH BeCHa IIOCTa «IIPUIOTOBAsET BeHeIl»
He U3 IIBeTOB, HO U3 (4apoB) AyXOBHOI OaarogaTu: «”BeHel] Oaarogateir”, cKa-
3aHO, “Aas roaosnl TBOeN”» [Moann 1898, 727]. 3aech MBI BUAMM CMBICAOBYIO
CBs3L BECHBI M OA€XKJ, a TaK>Ke BeCHBI I BeHIIOB. VIKoHorpadus >Kutus u crpa-
JAaHNUs COPOKa MYYEeHMKOB TaKKe BU3yaAU3MpyeT caosa cpaTuTeas lloanHa,
nsoOpakas Haj CBATBIMM BEHIIBI KaK HeOThbeMAeMBblil mx arpuOyT. Ilpm sTom
MBI 3HaeM 00 OOHa>KeHUM CBATHIX U BUAVMM MX YaCTUIHOe oOJaueHne B Oeable
oaexApl (1a. 4). O6 »TOM >Xe roBopuT mnpenogodHst Eppem Cupun B romu-
AVAX, TIOCBSIIEHHBIX DTUM MydYeHHMKaM. B HuX pacckas o BeHITaX, BOCCHUSBIINX
Ha TOA0BaX CBATBIX MYYE€HUKOB BO BpeM:I IpeObIBaHNs B A€ASHOI BOJAe, SIBASeTCs
pedpeHoM 1 CMBICAOBOI AOMMHAHTOM. B cBssu ¢ atum B. B. Bacuank obpamraer
BHIMaHIe Ha TO, YTO B CMMBOAMYECKOI cycTeMe rpernogooHoro E¢ppema senerr —
CIMBOA IIPOCAaBAEHNUS 1 ODOKEHIISI BCETO YeA0BeKa, 00pa3 ImobeAsl U IIPOCAaB-
JAeHNs 3a IepeHecéHHbIe B 3eMHOI >KM3HHU cTpajannst. Kpome Toro, mpemnogo0-
HBIi1, ITPOCAABASS CBATBIX MY4eHMKOB, IIPOTHUBOIIOCTaBAseT OOHa KeHIe BO BpeMsi
MOPO3HOTO CTpajaHIs HOBBIM OJeXKJAaM, KOTOpble My4eHUKH II0AydaloT B palo.
Bmecre ¢ TeMm B TekcTax npernogobHoro Edppema ects 06pa3 mtuiy u moaéta Kak
CIMBOJOB CTpaJaHus M BOCXOXKJAeHMs Ko Xpucry mydeHMKos CeBacTUIICKIX
[Bacmamxk 2020, 40-41, 44].

Na. 4. Cesactuitickue mydenuku. Vikona. boarapums. XVIII 5.
Vcrounuk: https://diomedes2.livejournal.com/tag/Copox%20Myuennkos %20CeBacTuitcKux
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Na. 5. )Kasoponoxk ¢ seariom. O0ps40Boe redense. Ilepsas moaosmHa XX B.
Poccuiickumit sTHOrpaduueckuit Myseit. Poto aBTopa

B napoanoit tpagunym Copokos 0Os3aTeAbHBIM aTpuOyTOM M3roTaBAMBa-
e€MOro B BUAe HITHI] IedeHbs TakKXKe sBAJeTCs BeHell, BU3yaAu3MpyeMBblil Jalie
BCEro B BMJe 3alllMIIOB TecTa Ha IOAOBKe IlepeJ BbllleKaHueM (1. 5), pexe —
C IIOMOIILIO YKpaIlleH!s AOCKyTOM TaKHIU MAU IepHIIKOM. JpyToit — mpupoa-
HOJ — MAAIOCTpallMell Te3yuca O BeHIle sBAJeTCS caM Bl ITUITBI >KaBOPOHKa
C y3HaBaeMBIM XapaKTepHBIM XOXOJAKOM Ha TOAOBKe, BOCHPMHUMAaeMBIM KaK
sererl. Kpome Toro, HabA104aTeABHBII B30P XPUCTMAHNHA /| KPeCThsIHIHA OTMe-
TIA OCOOEHHOCTD IT0AETa DTOM MTUITEI: CMeHY Pe3KOTO B3MBIBaHM: BBLICH I I1aJje-
HIS Ha 3eMAIO, YTO BOCIIPMHIMAAOCh KaK CMMBOAMYECcKOe yKasaHue Ha yCTpeM-
JAeHue AyIn BBBICH, K Bory, KaskAplli pas Imocae MHOTOKPATHBIX HadeHuil. DTo
yepejoBaHMe IIajeHMII U B3AETOB B HapOAHOM BOCHPUATUM BM3yaAbHO M30-
Oparkaao «IlecHb cAaBbl l'OcCrioAy, BO3HECEHHYIO My4eHMKaMM, MX CMUpeHue
U yCTpeMAeHHOCTh BBbICh, B Llapctso Hebecnoe, k Coanmy Ilpasanr — Xpucrty»
[Posuna 2015, 994]. Camo HazBaHMe NTUITHI — XKAGOPOHOK — COACPKUT UHAOEBPO-
TIeJICKYIO MAEI0 IITUITHI BOOOIIle, YTO PEeKOHCTPYHUpYyeTcs B 0oaee ApesHell popMme
Kak «Hebo», «BbIch» [CadoHOBa, Pyseaes 2009, 202].

Ecan Copoxu cMBOAM3UPYIOT Hadalo IIOCTa, TO €T0 OKOHYaHMeM sBASeTCs
ITacxa — Top>kecTBO XM3HM Ha/j, CMepThIO, ITodesa Bockpecennus. B 6orocay:xed-
HpIX Tekcrax AHtunacxu (Bropoit Ilacxm) ymommnHaercs BecHa: «/lHech BecHa
AyiiaM, 3aHe XPUCTOC OT rpoba sIKOXKe coaHIle BodcusAB» (1 Tpomaps 1 mecHn
KaHOHa npas3aHuka), «[Japuija Bpemen roga, secHa» (2 Tponaps 1 mmecHu KaHOHa
IpasjHMKa B PYCCKOM IlepeBoje), «/Hech BecHa 0.aaroyxaeT, 1 HOBas TBaphb
AuKyeT» (cBetnaeH Tpmoau Ha caaBa u HbiHe). I'puropuii borocaos nposoaut
napaaaean MexAy Bockpecenmem XpHCTOBBIM U BeCeHHMM OOHOBAEHMEM IIpU-
POABI, B TOM 4mCAe ITUTUPYs yKazaHHbIe Oorocay>keOHbIe TeKCThl: «HpiHe BecHa
ecTecTBeHHas, BeCHa JAyXOBHas, BeCHa 445 AyII, BeCHa AAs Tel, BeCHa BUAUMAs,
BeCHa HeBUAMMaAs; 1, O eCAM OBl MBI CIIO400MAMCH €€ TaM, IIpeKpacHO U3MeHIB-
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IIIMCh 34€Ch, I OOHOBAEHHBIMU IIPUAS B HOBYIO X13HB, 0 Xpucre Vucyce I'ocrioze
Hamem!» [I'puropuit 2000, 803]. V>ke B HazBaHUM HTOTIO IOYYEHNS CBATUTEAS €CTh
CBsI3Ka BecHHI U Bockpecennst. AHéM MmaMsATH My4eHIKOB HauMHaeTCs OXKIJaHue
peoOpa>kE€HHON KM3HN BO XpHUCTe, KOTOpas yIo4004s5eTcsa IPpUPOAHOMY BOC-
KpeCceHNIO, BeCHe.

CaeayeT mpuHATL BO BHMMaHIE ABYXYaCTHOCTh CAABSHCKOTO IOJa, BKAIOYa-
IOIIeTo AMIIb 3MMY M AeTO KaK ABa IPOTMBOIIOCTaBAEHHBIX BpeMeH! roJa, 4To
OTPa3nA0Ch B BOCIIPUATUI BeCHBI KaK HEyCTOMYMBOIO CTPAIIHOIO IIepexoJHOTO
Ieproja 1 B 9aCTOM YIIOMMHaHNM JAeTa, IPUXOAAIIEro Ha CMeHY 31IMe B «BeCeH-
HUX 3aKAMYKax». MOKHO HpPeAlOAO0XKUTh, UTO UYeTBIPEXYACTHOCTh KajleHJap-
HOTO roJa IIpMIINJAa B PYCCKYIO KyAbTYpy BMmecTe c XpucruaHmusanmed. Kpome
TOTO, TOABVDKHOCTh OTHOCUTEABHO COAHEYHOTO IIMKAAa M 3HAYMUTeAbHas pPeru-
OHa/AbHasl U AOKaAbHas BapMaTUBHOCTb OOPsA0B €4MHOIO PYCCKOIO Tpaau-
LIMOHHOTO KaJeHJapsl AaéT OCHOBaHIe ITpejlioJaraTh €ro OKKa3MOHAAbHOCTH
B IIPOIIIAOM: TO MAU MHOe IIPUPOAHOE sABAeHIe (IIPUAET IITHILI, MOsIBAEHIe IIPO-
TaAlH, MOpPO3, IlepBas I'po3a, 40%KAb) AaBalo CTapT OIpejeAéHHOMY KaJeHJap-
HOMY IlepuoJy, o0o3Hadal0 Ipa3AHUK, OT KOTOPOTO OTCYMUTHIBAAMCH COOBITI
«copokaMm» — 1o AHAM nam yucay [Crpaxos 1991, 95-96]. Vimenno nrtuma xak
obpas aymmu [Crpaxos 1991, 115; Kocakos 2007, 24-26] u Csaroro Jyxa crasa
B PYCCKOI1 KyAbType 00pa3oM Hale>KAbI CrlaceHNs], IT00eAbl SKIU3HM Haj CMepPThIO,
BEeCHBI Ha/ 3UMOIL. B pycckoil AepeBHe BBITIeKaAM COPOK HTUIL MAV COPOK IIapu-
KOB, Oya04eK, KOTOpBle A0AXHBI OBLAM CMMBOAM3MPOBATh HacTyTalollee yepes
40 anen nmocra Bockpecenne.

Ma. 6. Copox myuennkos Cepacruitckux. Opecka.

Adon. Monacteips Auonucnat. 1547.
Ucrounux: https://icon.spbda.ru/2018/03/19/ikonografiya-soroka-muchenikov-sevast/

B Texcrax o crpaganmax CeBacTUMIICKMX MYYe€HIKOB eCTh paccka3 O TOM, Kak
MECTO He BBIAEP KABIIEero MYYeHUN BOMHA 3aHsIA APYIOM — OXPaHSBIIMI MX
Araanit. Ha »ToT pacckas oOparmjaeT BHMMaHMe CBATUTeAb Bacmanmii Beamxwmii
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B cpoeli romuanm: «Hu ogHMM Ja He YMEHBIINUTCS DTO YMCAO. <...> OAHAKO K
OAMH M3 Cero 4imcia, M3HeMOTIIN OT CTpajaHMIii, OCTaBUB MeCTO IIoABMTIa, <...>
Ho T'ocrioar He momyctma». VIMeHHO yepe3 HEM3MEHHOCTh 4YlCAa, HeCMOTp:
Ha OTIIaJeHNe OAHOIO M3 cTpadaablieB (MA. 6), packpbiBaeT Bacmanit Beankmit
IIOABUT CBATBHIX, CCBLAAsICh Ha y>Ke yKasaHHBIe Bblllle OmOaeiicKkue oOpasbl: 9TO
ugncao «gectHo: T Cam, upes Koro 3akoH BOII€A B MUP, ITIOYTUA €TO COPOKad-
HeBHBIM 1ocToM. COpoOK aHeli B mocTe mckasimii I'ocroga VMans criogobmacs
BuaeHms!» [Bacnanit 2009, 706].

JlaHHBIII MOTUB He MOT OBITh He3aMeYeHHBIM U OTPa3UACs B TPasULIMI BhIITe-
KaTb >KaBOPOHKOB B Koandectse 40 u 41 — c neario ero Busyaansauyu. [Ipu stom
nH(pOpMaTOPLI TOBOPAT O BhIIeKaHNU 40 >KaBOPOHKOB (KoaoDarrek, Oya0uek),
XOTs 110 (PaKTy UX YMCAO paBHsAeTCs nau 41, mam Ha 04HOTO OOABIIe, YeM J0MO-
gaares. 3amena 40 mITHIT Ha YMCAO AOMOYAAIIEB MOXKET OBITh IMO3AHUM sIBAe-
HIEeM, HO, C APYTOIl CTOPOHEI, OTpa’kaeT IAeI0 CeMeITHOTO (POACTBEHHOIO) eAVIH-
CTBa, €4MHOTO Ayxa y BceX 40 My4eHNMKOB, Ha3bIBaBIIUX APYT Apyra OpaTbhsIMIL.
Oano n3 41 mcneyéHHBIX U3AeAUII OTJaBaAM COCeAsSM, CKOTMHE, BRIOpachIBaal
B BOAY, A@MOHCTPUPYs OTUy>KJeHle OJHOTO OT COOOIecTsa CIacéHHBIX U IIpO-
CAaBAEHHBIX, IIPY DTOM COXpaHsis 4MCAO, IIOAHOTY CaMMX CIAaCéHHBIX. DTa Ke
Tpaauius BeIleKanus 41 usgeans, sapukcuposaHHas y cepOOB, pyMBIH, MOAJa-
BaH, OyKBa/AbHO BOCIIPOM3BOAMUT CA0Ba CB. Bacmans Beamxoro: «J He ymensbina-
IOTCS YMCAOM, U He JOIyCKalOT IpMyMHOXeHMs. Ecan paszgeaniib nx Ha Kaxk-
AOrO, He BBICTYHNAIOT 13 CBOMCTBEHHOTO MM umcaa» [Bacmauir 2009, 706]. Taxxe
T. A. ArankmHa yKasbplBaeT, 4TO B Pa3HBIX MeCTaxX ITeKyT B ®TOT JeHb 40 (mau
Ha 04MH 00ABIIIE) KOP>KUKOB AU YKaBOPOHKOB, 113 KOTOPHIX 39 cheAaloT, a O4HOTO
HeCyT B I104e MAM CKUTAIOT B IIedl, KPOIllaT Ha I10.4e IIpU IoceBe, XpaHsAT B Kpac-
HOM YIAy U Yyepe3 ro/, IyCcKaloT eTo I10 Boge, Opocas B peKy [Arankuna 2000, 213,
251-252]. D1n aeiicTBus ¢ OpocaHMEM >KaBOPOHKA B 020Hb UAN B 600y HE TIPOTU-
BOpeJaT APYT APYTY, HaIIlpOTHB, OHM BOCIPOM3BOAAT MOTHUB CTPaJaHMs CBATBLIX
CeBacTuifCKX MY4eHMKOB: M IlepeOMAM HOIM, a IocJe HaCTyIlAeHNs CMepTHu
TeJa CHaJa/la COXIAH, a 3aTeM OpOCHA B BOAY.

BakHbIM TaxoKke sIBAseTCS MHOTOKpaTHOe BepOaabHOe yKazaHMe B HapOAHOI
KyABbTYype Ha TO, 9TO >KaBOPOHKM IIPMHOCAT BeCHY Ha CBOMX KPBLAbsiX. BecHa — 910
rmobeJa BEUHOI >KU3HM Haj CMEPTHIO, 3eMHOII BeCHBI — BAaru Haj 3UMOII — Oes-
poaueM. [Ipu ®TOM 0OpasoM >KM3HU SABASIOTCA PeKM, OCBOOOKAAIOIINECS OTO
Abja, — BU3yaabHas mapadpasa Epanreanckoro tekcra: «Krto sepyer B Mens,
y TOIO, KaK cKa3aHo B IIncanny, 3 ypeBa OTEKYT peKu BOABI XK1Boi» (V1H 7:38).
B Texcrax oOpamieHnii K >KaBOpOHKaM — COpOKa My4YeHMKaM — KpecTbhsHe IIpo-
caAT MX npuHectu sody us Hepoan [Kwupos, Kuposa 2015, 171]. Boga crano-
BUTCsI 0Opa3oM craceHus (Boda MaKMOBITHS, KpellleHCcKas KyIleas). Kpome Toro,
T. A. AranknHa oOparraeT BHMMaHMe Ha TO, YTO HTUIBI COPOKM IIPUAETAIOT
U IIPUHOCST TEILA0 U3 6bipes, Upusl; MHOTHE MICCAeJ0BaTeAN CBA3BIBAAN DTO CA0BO
CO CAOBOM «paii», KOTOPBII TEPPUTOPMAABLHO B PYCCKOM (POABKAOpE A0KaAU3Y-
ercs «3a MmopemM» [Arankuna 2000, 249]. V3-3a Mops1, OT MOPsI IPUAETAIOT >KaBoO-
POHKI, U TEOPETUIECKN HTUM «MOpeM» MOXKeT ObITh CeBacTuiickoe 03epo, pac-
TONNMB KOTOPOEe CBOMM IOABUTOM, CBAThle CeBacTMIICKMe MYYeHUKM IPUHOCAT
TEIIA0 U BOAY.
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Ma. 7. Cparvie myuennku Cesactuiickue. Munes. Mapt. Hawaao XVII .
ITepxosHO-apxeoaormyecknii KabuHeT MockoBckoii JyxoBHOI AKageMUn.
Ucrounuk: https://icon.spbda.ru/2018/03/19/ikonografiya-soroka-muchenikov-sevast/

B caMpIX mepBEHIX, eIé CTapOCAaBsAHCKMX ITaMATHHUKAX, COAep>KaljuX TeK-
CTHI O CBATBHIX 40 MyJeHMKaX, BCTpedaeTcsl CA0BO «CTyXKa», KOTOpoe 0oDO3HaJyaeT
X0404 B OYKBaAbHOM I B 0Opa3HOM CMBICAaX, IlepejaBas 3HaUYeHUs «Ae/sSHO
X0104, MOPO3», a TaKXKe «CMePTeAbHBII CTpax, y’Kac». DT >Ke 3HauyeHus Iiepe-
AAIOTCA CAOBOM «3MMa», KaK, HallpuMmep, B gpesHepycckoM nepesose XIII Caos
cB. I'puropmsa borocaosa [Ilanmu 2015, 96-97]. Coraacno Edpemy Cupmnny,
«3a BpeMeHHoe cTpadanue bor gapyeT Be4HyIO CAaBy, 32 My4eHIs Tel Ha 3eMae —
oAesHus cAaBbl B paio» [Bacnauk 2020, 41]. Paii saBAsgeTCA IPOTUBOIOAOXKHOCTBIO
aja, IPOTUBOIIOA0XKHOCTBIO X0A104a ¥ 3MIMBI; CUMBOAOM pas B TeKCTaX O CBATBIX
BBICTyTIaeT TeI10. DTO IIPOTUBOIIOCTaBAeHMe 3UMBI M pasl IPUCYTCTBYeT TakKe
B 19 Caose cs. Bacuans Beankoro, mocAménHoM cBATHIM CeBacTUIICKUM Myde-
HIKaM, Iae OH ToBopuT: «’KecToka 31MMa, HO CAajOK pali; MydUTeAbHO 3aMép3-
HYTb, HO IIPMUATHO yIiokoeHne. Hez04ro motepnmm, 1 Hac corpeeT IaTpuapxoBO
aoHO» [Bacmamnit 2009, 705]. CesaTsle Bepoii H0o0eXXAaIOT CTYKY, X0A04, 484, KOTO-
Ppblil TaeT OT Tellla MX Bepbl, OTYEIr0 OHM CTOST B Boge (1. 7).

Oronnb 1 BoAa IlepMaHeHTHO HPUCYTCTBYIOT B ONMCAHUAX CTPajaHMIl CBATBIX
My4yeHUKOB. VIX mzoOpaskeHMre B PYKONMUCIX CAYXKUT MAAIOCTpalyel K CTUXY
rcaama «MBplI BOIILAM B OTOHB U B BOAY, 1 TbI BbIBea Hac Ha csoboay» (Ilc 65:12).
O TOM, YTO 9TM CAOBa yMeCTHBl MMEHHO IO OTHomeHnio K CeBacTMIICKUM
My4YeHMKaM TOBOpUT cBATUTeAb Bacmamit [Bacumawmin 2009, 706]. Tlo yxasanuio
T. IO. Lapesckoii, nx ¢ppeckoBoe n3o0paskeHne B IporpaMMax POCIIVICel XpaMOB
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TeCHO CBsI3aHO C KpelllaabHOM KyIleAblo, C KpelieHueM BoAHbIM [LTapesckas 2008,
142-143]. V1 npoiiaa yepes3 BTy KpellaabHYIO Kylleab, Yyepe3 BOAy KpelleHus,
OHI OKa3bIBalOTCs B palo: «BaM oTBepsanch Bpara pas», o caosam cB. Bacumans
Beankoro [Bacnamnii 2009, 706]. Xpamosoe nzoOpaskenne cBATHIX 40 My4eHIKOB
sABAseTcs Mapadpasoitr Oubaerickoro cruxa «ymm mpaseaHbIX B pylie bosxmein»
[Llapesckas 2008, 144], uto B 0OpsIA0BOI TpaAULINHU, C OAHOI CTOPOHBI, BO3Bpa-
IIjaeT Hac K MJee OTUIILI KaK o0pasa AyIM, OTUIIB KaK CUMBOJA yCTpeMAEHIs
K bory, moaéra, mpebGrniBanms B HeOe; ¢ APYTOil CTOPOHEI, AEMCTBMS C YKaBOPOH-
KaMI OIIMCBHIBAIOTCs KaK HOIIEeHMe MX B pyKax no yamie. ViMeHHO B pykax aep-
>KaT AeTH ITUll, IOAKUABIBas UX BBepPX, K HeDy.

Obpas HOCMMBIX Ha PyKax >KaBOPOHKOB MMeeT IIpooOpas B MKOHOTrpadpuu
U TeKCTax O CTpajaHmsX cBATHIX. OgHNU 13 MYyYeHHUKOB Jep>KaT Ha pyKax ApYyIMX,
y>Ke M3HEeMOTIINX OT My4YeHUIl U CTpajaHuil. B mkoHorpadum sTo oTpakaercs
B OyKBaAbHOM M300paskeHNy AeXKallleTo TOPM30HTaAbHO BOMHA Ha PyKax y Apy-
TMX MAV HaKJAOHEHHBIX BOMHOB, ONMMPAIOIINIXCSI Ha CBOUX cocedeit. B o6psaoBoit
IpaKkTUKe YKasaHle Ha 9TOT MOTUB CTPajaHUIl CBATBHIX MOXKHO yCMOTpeTh B Tpa-
AVIIAM pa3dMelaTh Ha CIIMHE UAN KPBLABSIX IITUYEK APYIMX, Yallle MEeHbIIIero pas-
Mepa. B To >xe Bpems 5TO MOXKeT OBITh ITPOeKI[Meil CoAep>KaHusI TeKCTOB, ITOCB:I-
IIEHHBIX My4YeHMKaM, ¥ X MKOHOrpapuu B CIOJKeTe HeceHIs OJHOTO M3 BOMHOB
Ha pykax maTtepu. Tema MaTepmMHCTBa B CBS3M C )XKaBOPOHKaMM TaKKe HEOAHO-
KpaTHO BCTpeYaeTcs B TeKCTaX, YCTONYMBO BOCHPOM3BOAVMEIX MH(POPMaHTaMIAL.
VKazaHHas BU3yadbHas IIPaKkT/MKa MHOTOKPATHO IIPOrOBapMBaeTCsl B YCTHOM
doapkaope, o uém coobmaer T. Arankmua: «CoraacHO CAaBSHCKUM ITOBEPBSM,
MHOIVIe HNTHUIBI (B TOM 4YMCAe — JKaBOPOHKM, auCThl M AP.) BO3BpalaiOTCs Bec-
HOIJ, Hecs 1104 KPBLAOM, Ha XBOCTE MAM IIPpsMO Ha CIIMHE MaJeHbKUX IITUYEK,
y KOTOPBIX He 40CTaA0 OBl CMA CaMOCTOATeABHO A0JA€TeTh A0 A0MY» [AramkmHa
2000, 227]. ODtn caosecHsle GOPMYALI BOCIIPOU3BOAAT MKOHOTpa(pUIecKmil THII,
COr4acHO KOTOPOMY CBATBIE Ha MKOHaX MOAACP KMBAIOT U Ja’Ke MHOIJa AepsKaT
Ha pyKax 4pyT Apyra.

B pycckoit Tpagumum cosceM HedacTO IIPUCYTCTBYeT paccKas O 3a’KuUrae-
MBIX KOCTpax B Ae€Hb COPOKa MYYEHMKOB, B OTAMYME OT IPaKTUYeCK! II0BCe-
MEeCTHOTO PacIIpOCTpaHeHNUs TaKoi TpaAuIiuM y OaaKaHCKUX M TIPeuyecKux
HapOAOB, XOTSl pejKue AOKaAbHble YKa3aHMs Ha 9TOT CIOXKeT BCE-TakM BCTpe-
yaloTcsa. Teoa0ornm4eckM OCHOBaHMEM MHTepIIpeTaljuy DTOro oOpsja MOIYT,
Ha Halll B3TA/, CAY>XKIUTb cA0Ba Bacuans Beaukoro o Tom, 4To CBATbIE My4YEeHVKN
He pa3easioTcs B cebe M He yMaAsSIOTCS YMCAOM, «yIIOA00AsSICh IPUpPOAe OTHS;
IIOTOMY YTO ¥ OI'OHb, KaK IIepEXOAUT KO BHOBb BO3>KUTAIOIIEMY €T0, TaK BCeleao
0CTaéTCsl y TOTO, KTO uMeA ero 'y ceds» [Bacuanii 2009, 706].

IToGexxaas MydeHUs, CTY>Ky, 3UMY, CBATHIe IT0Ay4alOT Harpasly — BEeHIIbI, Kak
€€ BI3yaabHOE CBIAETeAbCTBO. Bacuanit Beanknit roBOpuUT, 4TO «KaKue-TO CHUABI
€x0AAT ¢ HeDec, 1 Kak OBl pa3AaloT BOMHAM BeANKIe Japhl», a 3aTeM «BCeM IIpo-
4lM pasgeanan oHun gapbl» [Bacmamit 2009, 705]. Tak, mosBasieTcss B HApOAHBIX
o0psI4ax C >KaBOpPOHKaMM MOTMB IIpOIeHNs, OyKBaAbHO BBIIIpaIllMBaHNe AapoB
Y CBATBHIX «COPOKOB». DTO sABAEHMe IIPOCHOBI, TTOBCEMECTHO XapaKTepHO AAs pas-
AVYHBIX pernoHoB Poccun. Jake y Kasaaoch Obl TaKOM OTAaA€HHON CyOSTHH-
9YecKoll TIPYyIIIBI PYCCKMX, KaK Kazaky, (popMmpoBaBIleiicssi B 0oaee TEIAOM
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KAMMaTe, «K >KaBOPOHKaM OOpalljaloTcsl ¢ MPOChOOI IPMHECTN BecHy (41eTo),
ITIOCKOABKY HaJoOeBIasl 3/IMa HaHecJa 3HauMTeAbHBIN yIepO XO3sCTBY deao-
BeKa, NPV HEeM3MEHHOCTM IIepBOI YacTU 3aKAMIeK BTOpasl BechbMa BaplaTUBHa:
“HaM 3uMa HasHOOMAa”, “Bech KOpM I10eaa”, “BCIO CKOTMHY 3aMopuaa”, “y cKo-
TUHBI BCE ceHO cheaa”’» [Puanrmmosa 2009, 458; [llanruna 2007, 119]. Ho u aan-
HBIVI MOTHUB I1€AMKOM IIOAAeP>KMBAETCA TEKCTOM TOMUAUMN: «DTO — HEOCKyAeBa-
1omtas 61aroTBOPUTEABHOCTD, HEUCTOIMMas 0.41aroAaTh, TOTOBAsI 4451 XPUCTUAH
nomors». Cearnreasr Bacnanii noggepxusaet, uto «K copoka MydeHMKaM IIpu-
OeraeT yTeCHEHHBIN <...> YTOOBI HalTH M30aBAeHNe OT TPYAHBIX OOCTOSATEABCTB»
[Bacmamni 2009, 706].

CpsATBIE MYYEHNKH IIpeACTaloT XPUCTy Ha MKOHe B OeABIX 04eXKAaX, IIPU DTOM
ocCTaBasiCh HAaTMMM, OOHaKMBIIINCH, TO €CTh CHIB C ceDsI BCE HEUYMCTOE, OTKa3aB-
IINCh OT TpeXa, U4TO TaKXKe ITPOCAEKUBAETCs B MKOHOTpadpuy M MOAKpenas-
€TCsI CA0BOM CBATUTEASI Bacuanst Beankoro, TOCBSIIEHHBIM X ITPOCAaBAEHUIO:
«He ogexay ckuaaeM c cebs1, — TOBOPMAM OHM, — HO OTJAaraeM “BeTxaro 4e10BeKa,
TAefomaro B roxorex npeaectHelx” (Ed 4:22). baarogapum Tebs1, ['ocrioau, uto
C DTOI0 0AEKA0I0 CBepraeM c cebsl rpex; upes3 3MIS MBI 00A€KAUCH, Ype3 XPpUCTa
copaedemcs. He Oyaem gepskaThcs o4eXX/a paau pasi, KOTOPLIM IOTepsiAn»
[Bacmamnit 2009, 705]. D10 oOHakeHne — 00pa3 OTKasa OT Ipexa U IpexoIlajeHILs,
A0 KOTOPOTO IIepBhle AI0AV IpeObIBaAn B paio 1 Obiau Haru. Tak ogexja cTaHo-
BUTCSI 0Opa3oM dea0BedecTBa II0CAe IPexollaJeHIs], a COBAedeHle e€ — CIMBO/10M
BOCCTaHOBAEHUsI IIPE>KHeI 11e10CTHOCTH. B repBoit mecHe kaHoHa CeBacTUICKUM
My4deHIKaM 9DTa CBsA3b OJAeXKABl ¢ 00pasoM IHaJlllero 4eloBeKa 3aKperaseTcs
caosamu: «Berxaro ybo yesoBeka COBAEKOCTECs, CO IIPMBPEMEHHOIO OJeXKAelo,
B OJ€XAy >Ke HeTAeHMs oOJeKocTecs». Tam ke B cayKOe CBATBIM, B CTUXUpPe
Ha «l'ocroam BO33Bax» TOBOPUTCA: «3a pail, eroxke IOIyOMXOM, PU3 TAEHHBIX
AHeCh He TIOIAAUM: 3MIS pajyl MHOTAA TAETBOPHAro od/1adeHu OBIBIIE, COB/e-
1IleMcsI HBIHe 3a Beex BockpeceHne» [Hukudoposa 2012, 79-80].

bearle ogexxapl Ha OOHaXXKEHHBIX TeJaX MY4YeHUKOB YKa3bIBalOT, 4TO, CTaB
Jyepe3 MydeHIe IT00eAUTeAsIMI CMePTH, CBAThIE «yHeBeCTUAUCh XpUCTy». bearie
0AeXABI ABAAIOTCs KpemaabHeMu. [To mueruio T. 10. Llapesckoii, TemMa Kperte-
HIsI, BCTpedn co XPUCTOM U OKMAAHIL TPsIAYIIero Xpicra B XpaMOBOI POCIINICH
cOAM>KaeT CIOXKeT CTpajaHMs CBATBIX MYYEeHMKOB C IIpaBeJHBIMM >KeHaMU
[[Tapesckas 2008, 144]. BoctipusTre CBATHIX MYYEHMKOB KaK >K€HUXOB U MX M30-
Opa’keHne BMecTe C IIpaBeJHBIMU >KeHaMI KakK B Poccun, Tak 1 B 0cOOeHHOCTHI
Ha baakaHax, CBA3aHO C MOTHMBOM >KEHUTHOBI. ¥ MHOTHUX IIPaBOCAABHBIX HapoO-
AOB OTMedeHa 4epTa, HeAOCTaTOYHO SPKO BBIpakKeHHasl B PYCCKOM TpaAVIIINIL:
Ipa3AHOBaHMe IaMATH COpPOKa MYYEHMKOB KaK AHJI MOJOJON CeMbM, MOAOAO-
JKEHOB, KaK MX BeAndyaHue. B I0>KHOCAABSHCKON TpaAMIIUM B A€Hb MYJeHIKOB
CeBacTuiiCKMX 4eCTBYIOT MOAOJ0XKEHOB (KaK B PyCCKO KyaAbType Ha MacaeHuiry
nau KpacHyIo ropky), 1 9Tu oOpsI45l Hepe4KO COIIPOBOXKAAIOTCS U3TOTOBAEHIEM
Xae0HBIX M3aeauit B Koandecrse 40-41, a uHorga B BuUge «MAajeHIla», Ha3bIBae-
MOTO «MAaAe€HIUK» UAU «MAajeHIuIIe». B »Toi Tpasgumum, ¢ 0AHOV CTOPOHSI,
OTpa’kaeTcsl HApOAHasl MPaKTNKa apOHNMIIECKOTO COAVIKEHNS: MOAOAOXKEHSHI,
MO404Ble, MAaJeHITbl, KyKABI-«MAadeHIIb» (B cepbckoM 1 6oarapckom). C apy-
TOJI CTOPOHBI, BOCIIPOM3BOAUTCS YMCAO MYYEHMKOB, C MCKAIOUYEHNEM OTIIaBIIIero
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My4yeHHKa M BKAIOUYeHneM HoBoro. Kpome Toro, Bo MHOIMX AOKaAbHBIX TpaAu-
IJIX y CcepOOB BhIIIeKaeMble M3AeArsl Mazaau MEJOM B IaMATbh O My4YeHUKaXx.
Cxosxme TpaguIuy BRITIEKaHVS M YKpaIleHus ITHUI] AU KyKOAOK YIIOMIHAIOTCS
He TOABKO y cepOOB, OoArap, HO M y PyMBIH, MOAJaBaH. Yalle Bcero 9To meve-
Hbe Ha3bIBaAOCh «CBATBIe» UAN «MY4eHMKI». DTI XAeOHble PUIYPKI, TOUHee, X
rOA0BHI Y cepboB, O0Arap, pyMBIH, MOAJaBaH yKparraan Méiom [Arankuna 2000,
245], 9TO BOCIPOM3BOAUT MOTUB Harpaasl, 01arocaoseHust oT bora, 3010TOTO
BeHIIa — CIMBO/a I100eAbl.

Tak um B pycckoit oTHOrpadpuueckoir mpakrtuke XIX Beka, 1o cBuAeTeAD-
CTBy OBITONNCaTeAs] CTapMHHBIX OObiyaes Jsana CaxapoBsa, >KaBOpOHKa yKpa-
IIaay OcoOBIM OOpa3oM: BCTaBAAAM TIAa3a-M3IOMMHKM, TOJO0BY OOMa3bIBaAll
ME40M, a MHOTJAA Ja’ke 30A0TUAM KPBIABIIIKU CyCcaAbHBIM 3040TOM — HaKJel-
BaAM IAaCTHMHBI TOHYaliIen poALIM U3 DTOTO AParoljeHHOIo MeTalla U pasja-
BaAu AOMOYajllaM, a TakKXKe IIOChL1aAU POACTBEHHMKAM «B I'OCTUHIIBI A€TSIM»
[Caxapos 2013, 625]. M y Hero ke HaxoAuUM UHTEpPEecHOe yKa3aHue Ha BO3MOXK-
Hble TlapaAleAU PYCCKON TpajuIMy C OOIeXPMCTMAHCKOM IPaKTUKOM YBI3BI-
BaTh ITaMATh COpOKa MYYEHUKOB ¢ MoaojoxkéHamu. Ilpm ommcanum AByx cBa-
2e0 PyCccKMX Ijapeil B IlepeuHe 0410/ YIIOMMHAIOTCS «KaBOPOHKMU». BeposTHo,
peyd MAET MMEHHO O XAeOHBIX U3AeAVsX B BiAe ITNI], TaK KaK OCTaabHble 04104a
B IlepeyHe — IpeuMyiectseHHO 13 Tecta [Caxapos 2013, 433, 557] u, kpome
TOTO, B OTAWYME OT KYpOIIaTOK I IlepelleAoB IOBapeHHble KHUIU He YIIOMI-
HaIOT >KaBOPOHKOB CpeAl Au4M, I104aBaeMOll Ha CTOA. BrlrmekaHme nTmyex ¢ BeH-
IIOM Ha TOA0Be, yKpallleHIe TOAOBbI NTHYeK MAU «MAaJeHIMKOB», OTJeleHue
roA0BBI 1 OpocaHIe eé B OTOHB, BOAY, Ha KPBIIITY 40Ma, — BCe DTU AeMCTBUS BOC-
MIPMHMMAIOTCS B KaueCTBe pPasHBIX BapMaHTOB BU3yaamn3anyuy 610.1e11CKOTo cTuxa
n3 Kanru I[Tputy (Ilputa 1:8), iutupyemoro, kak 65110 ckazaHO BbIIIe, JloaHHoMm
32aToOyCTOM B HauaJe I10CTa, Iepes, AHEM CBATHIX My4eHIKOB.

Kax 3ameuaior mccaegosatean, «Meraopmyeckoe COAVDKeHHe AyIIn
U IITUITBL B PYCCKOV pPOMaHTIYIeCKON IT0D31I Yepes XyA0KeCTBeHHBIIT o0pas pac-
KpbIBa10 6.1aroropeHue Ay Iepej TamHCTBOM TBOPEeHIs MIpa, CO34aBalo I10D-
THYecKoe IpejcTaBAeHne O IpUpoje Kak XpaMe, B KOTOPOM BCE€ KMBOe CAaBUT
Tsopiia. JaHHas peAnTno3Has COCTaBAAIONIas MposBAeHa Doaee Bcero B oOpase
>xaBopoHKa» [Kocsakos 2007, 25]. VIMeHHO ITOBceMecTHas pacIpOCTPaHEHHOCTD
oObIyaeB, CBA3aHHBIX C TPasUIVSIMM IIaMATU COPOKa MYYeHNUKOB, B KOTOPBIX
JKaBOPOHOK CTaHOBUTCA BU3yaaAM3alllell 1modesl Haj CMepPThIO, 1100eAnl Terila
Ha/ X01040M, AeTa (BecHBI) HaJ 3MMOI, IpuBesa K HeOAHOKPAaTHOMY IIOsBAe-
HUIO 0Opa3a >KaBOPOHKa B XyA0KeCTBeHHOI AuTepaType Kak CMBOJa HaleXKAbl,
CBeTAOM palocTu. DTOT 00pa3 OKOH4YaTeAbHO 3akpenmacs K XIX Beky: «kapo-
POHOK — OAHO DTO CAOBO Y>K€ BLISLIBAeT B AyIlle pajOCTHOE OIIyIIleHle OIPOM-
HOTO ITpOCTpaHCTBa HeOa, COAHEYHOTO CBeTa M OecKpalfHero MoAs»; Tak, HaIllpu-
Mep, cruxorBopenne Hecropa KykoapHuka «KaBOpOHOK» SIpKO BOIAOTHAOCH
B M3BECTHOM poMaHce Mmxamaa amukm: «Mexay HeOOM 1 3eMAE / Tlecus
pasaaércs, / Heucxoanoro crpyéit / ['pomue, rpomue apércs. / He Bugats mesia
nozeit, / I'ae moét Tak rpomko / Haa moapy>kkoro csoeit / JKaBOpOHOK 3BOHKIII»
[ITaesckmiz 2019, 5010]. V>xe y nosToB neppoit moaosuHbl XIX Beka >KaBOPOHOK
yIoA001€eH IeTyxXy, B paHHeM XPUCTUAHCTBe CMMBOAM3UpYIomeMy Bockpecenne
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Xpucra, — Kak ITHUIle, IIePBOIi BCTpedalolleli Bocxoasiree coaHre. JKaBopoHOK —
«roCTh HeDec», «HeDOXXNUTeAb», OH SIBASIETCS COeAMHNUTEABHBIM 3BEHOM MeXAy
SKM3HBIO 3eMHOIT 1 HeOecHolt [Vsanosa 2006, 392]. Ilponcxoxaenue u pacrpo-
CTpaHeHNe CaMOro IOIYASIPHOIO (POAbKAOPHOIO TeKCTa AMPUYECKO IIeCHU PO
JKaBOPOHKa, (PUKCHPYeMOIl IPaKTUYeCcK! BO BCeX PerrmoHaABHBIX (POABKAOP-
HBIX TPajULVAX PYCCKOTO Hapoda, «Tbl BOCIOII-Ka, BOCIION >KaBOPOHEHOYEK. ..»,
MO>KHO OTHECTH y>Ke KO BpeMmeHnu Vsana IV.

Emé oaun oOpas, KOTOPHIN BBHI3LIBAIOT B ITaMATU OOPAABI AHS COpPOKa Myde-
HIKOB, — €BaHIeAbCKUII CIOJKeT 3epHa, KOTOpoe, ecam He OyJdeT OpolreHO
B 3€MAIO M He YMPET, TO U He IPOPacTET, TO ecTh aaaeropus Xpucra, Koropnis,
ecan He OyJeT pacIAT, He BOCKpeCHeT 1 He COBO3HEeCET C cOOOM 4ea0BedecTBO.
Xpucroc — xae6 KMBOTHEIN (XAe0 Ku3HM). DTOT 00pa3 XpMUCTOBON MITEHNIIBI
repes CBOMM CTpadaHmeM o3Byumsaa cB. Vrnatuii boronocer: «f Ero mme-
Huna u OyAy CcMOAO0T 3yDOamm 3pepeli, 4ToObl OBITh EMy wmcreiM xaeGom»
[Mraatuir 1860, 405]. CoraacHo 3ammcsM mcclejoBareleil BTOPOIM II0AO-
suHbI XIX Beka, «0AHOIO MAM HECKOABKO >KaBOPOHKOB Be3YT B I104€ Ha I10CeB I,
pacTépIn ¢ 3epHOM, PacKMABIBAIOT IO 110AI0» [Epumenko 2015, 83]. AranknHa
OTMeTILAa, YTO TaK >Ke IOCTyIaAll CO CPeAOIOCTHBIMU «KpecTaMIn» 1AM O.Aarose-
IIeHCKMMU ITpocopaMy — MX 3aKallbIBaAll B [10/e NPV Havyale ceBa MAM I1axOThL:
«OepyT c coDOI1 1 3aKaIbIBaIOT B 3eMA10» [Arankuxa 2000, 213].

Kpome TOro, mpaxruka BbhIIIeKaHWs >KaBOPOHKOB B COBPE@MEHHBIX YCAOBIIX
I103BOAsIeT YBIUAETh BU3yaabHOEe CXOACTBO PSIAOM A€ KallyX McIIedéHHeIx 40 mTm-
9yeK ¢ MKOHOTpaduyecknm obOpaszom 40 MydeHMKOB — MHOXKECTBO IIpPe/]MeTOB
Te/AeCcHOTO I1BeTa (1. 8).

Na. 8. Busyaansanms teaecHoro eauncrsa. Caesa: Copok MmyueHukos CeBacTUIICKUX.

Ppecka. Kunp, Kaxonerpus, xpam cs. Huxoaas. XII s.
Mcrounux: https://diomedes2.livejournal.com/tag/Copox %20Myuennukos %20CeBacTUIICKUX.
CrrpaBa: >XaBOPOHKH U3 TeCTa, COBpeMeHHas ITpakTuka. PoTo apTopa

Taxum oOpa3oM, Ha OCHOBe BBLIIIEM30KEHHOIO BecbMa yOeAUTeAbHBIM
BUAUTCA MMEHHO XPUCTHMAHCKOe IIPOMCXOXKAeHNe TPpajuliuii 1 oOpsA0B Ipasa-
HoBaHMs mamATH 40 MydeHMKoB CeBacTMIICKMX, COCTaBASIOIIUX COJeprKaHue
npasaanka Copokn. Mesxay MHOTOYMCAEHHBIMIU AeVICTBUSAMM, BOCIIPOM3BOAM-
MBIMU B HTOT A€Hb B HAPOAHOI KyAbType, CyIleCTBYeT YETKasl CMbICAOBAs CBA3b,
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BpIpa’kaeMasl B CUMBOAMYECKOM OTpakKeHUM MKOHOrpapuu M TEeKCTOB AUTYp-
IMYEeCKOTO ¥ MHOIO IIPOMCXOXKAEHMs VM Ha3HadeHMUsI, IOCBAIIEHHBIX CBSTBIM.
Mmnorne o0psaaBl PycCKOil KyABTYpPHI, IOCBAIIEHHBIe CeBacTUMIICKUM CBATHIM,
HaxoAAiT IapaadeAu B TPaAMLVAX APYTUX IIPaBOCAaBHBIX HAPOAOB, B TOM 4ucAe
HEeCAABAHCKUX 110 SA3BIKY VM IPOMCXOXAEHMIO, 4TO CBUAETEALCTBYET O XPUCTUAH-
CKOM coJep>KaHUM STUX Tpaauiuii. Bcro coBokymHocTs Aeiictsuii Ha Copoxu
MO>KHO CYMTaTh BM3yaaAu3allyel, BU3yaAbHLIMM IlapadpazaMy TeKCTOB O CB-
TBIX: BBIIIeKaHMe XAeOHBIX M3AeANil, MPerMYyIIeCTBeHHO B BuAe IITHUIl, paBHOTO
4Y1CAy MYYeHMKOB, M300pa’keHne Ha BBIITeKaeMBIX PUIypKaX ITHUI] BEeHIIOB pas-
AVMHBIMU CIIOCO0aMM, Ha3BaHNE X YKaBOPOHKaMH, ITogOpackIBaHIEe BBEPX, Kada-
HIe Ha pyKax, BepOaabHOe oOpallieHne 1 IIPOIIeHNs K HUM, OTAeAeHre O4HOTO
OT OCTaAbHBIX, KpOIlIeHNe JKaBOPOHKa BMecTe C IIIIIeHUIIell BO BpeMs ceBa, IIoMe-
IIeHNE eT0 B KPacHbII YroA U IyCKaHUe I10 peKe AM CKUTaHVe B IIeul1, — BCE BTO,
Kak 1 ApyIue AOKaAbHble IIPaKTHKY, IIpeAcTaBAseT coOOM BU3yaANn3alio II0y-
YUTEABHBIX CAOB, TOMUAMI ¥ AUTYPIUYECKMX TEKCTOB U IePEeKAMKAETCS C MKO-
HaMM 1 ppeckaMy B 4ecTh CBATHIX CeBacTMIICKMX MydeHMKOB. Takas BU3yaansa-
LIJLT TIO3BOAsAa KpeCcThsaHaM (XpucTraHaM) I1y0sKe, Haras4Hee 1 pasHooOpasHee
JukcupoBath 1 AeMOHCTPUPOBAThH IIEHHOCTHBIE YCTAaHOBKM, DTIYECKIe HOPMBI
U BepOyuMTeAbHbIe (COTEPUOAOTMYECKMe) IpeAcTaBAeHMs, BOILAOIas B Aeli-
CTBIIX, 3HaKaX, CMMBOJax 1 00paszaX XpMUCTUaHCKYIO MA@HTUYHOCTL HapoJa.
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HOBI'OPOACKAS XKUTUNHAS AUTEPATYPA:
TEKCT M1 OBPA3

A. b. Tepemxknna
Poccniickas akagemuss HApOAHOTO XO35IICTBaA U TOCYAapCTBEHHOI C/ly>K6bI
nipu ITpesuaente Poccnrickort Peaepanym (Hosropoacknit puanaa),
Beauxuit Hosropoga, Poccns
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Hosropoackas >xuTniiHas AUTepaTypa Ype3BbIdaiiHO Oorarta. boapmroe xoamdecTso
MOHAaCThIpe1, okpy:Kapmmux Hosropog, csaATele, nogsusasmmuecs B camom Hosropoae,
IpeKpacHasl COXpPaHHOCTbh HOBIOPOACKMX ApPeBHOCTell (pyKOIlMceil, ITaMsATHUKOB AUTe-
paTypsl, MKOHOIINMCH, 3044ecTBa), oOycaoBieHHas wcropuert Hosropoackoit seman
(Hosropoa msbeskaa pasopeHMs MOHIOJO-TaTapaMM, BCerja COXpaH:A COOCTBEHHYIO
YHUKaABHOCTD, 3aKAIOUaBIIYIOCs, KpOMe Be4eBOTO pecIy0AMKaHCKOTO yKAaa, B cBODOA-
HOM oTpeJeAeHny pOPM DCTETIIECKOTO BEIPa’keHNs), — BCé 5TO 00yCA0BIAO OOTaTCTBO
HOBIOPO/JCKO¥ armorpaduiy, HacIUTHIBaIOIIell 0oJee coTHU mpousBeieHnit. OcHOBY
HOBTOPO/ACKOV KUTUIHON AUTepaTyphl COCTaBASIOT Hanboee ApeBHUE U «aBTOPUTET-
HbIe» KUTUS «IIOMYASPHBIX» CBATBIX: AHTOHUA Pumasnmna, VMoanna Hosropoackoro,
Bapaaama Xytsiackoro, Muxanaa Kaorckoro, Espumus Bsoxurckoro u ap., coxpa-
HUBINTMECS B OOABIIOM KOAMYECTBE CIUCKOB. /lpeBHEeHOBropoackas armorpadus pas-
BUBaAach, BepoATHO, HauuHasA ¢ XIII B. u 3akanumusas nepsoit moaosunoir XVIIL 8. Ona,
Kak HamboJee ITpeACTaBUTEABHBIN CpeJHEBEKOBBIN >KaHp, OTpasmAa crenuduyaecKue
0COOEHHOCTH APEeBHEHOBTOPOACKON AUTEpaTyphHl, A0 CUX IIOp ABAAIOIINECT IIpejMe-
TOM Hay4JHOM guckyccun. Tem He MeHee MOXKHO, KaK HaM Ka>KeTCs, BEIAEANUTH OCOOEeH-
HOCTHU HOBIOPOACKOI CcpejHeBeKoBoIT AuTepaTypsl. K HiM oTHOCHTCA 60ABIITIOEe KOAMIe-
CTBO A€TOIIMCHBIX CBOAOB (a TaK>Ke, UTO SBASETCs IOKa MCKAIOYUTEeABHO HOBTOPOACKUM
yCTaHOBAEHHEIM (PEHOMEHOM, ITOCTOSTHHO BeAyIrascs AeTONNCH), OOTaTCTBO U pa3HOO-
Opasue ApyTux AUTepaTYpPHBIX KaHPOB (CKa3aHMIA, KUTUI, IIOBECTel, XOXKAEHNUI), B3a-
MMOITPOHUKHOBEHMEe KaHPOB (BUAEHMe VAN 4ya0 KaK MKOHHBIN 0Opas M Kak AuTepa-
TypHOe IIpou3BejeHne, BU3yalbHOe OTpa’keHIe AWTepaTypHOTO ciokeTa — «CkasaHue
0 OMTBe HOBrOPOATIIEB C Cy3AaabllaMI» U Ap.), IPOCTOTa, AaKOHUYHOCTH, OE3BICKYCHOCTh
CTUAS, OTKPBITOCTh K 3alIMCTBOBAHIAM, BHUMaHIE K MECTHBIM TeMaM M COOBITIISIM.
Crrenm¢rka HOBIOPOACKOI CpeAHeBeKOBON KUTUITHONM AUTepaTyphl OTpa’kaeT M pac-
IMupsieT IpeAcTaBAeHNs 06 0COOEHHOCTAX APeBHEHOBTOPOACKON AUTepaTypHl B I1eA10M.
Arnorpadus cpeanesexosoro Hosropoga xapakTepusyeTcs M300pa’keHUeM MCTOPHU-
9eCKMX COOBITMI, CBSA3aHHBIX C BeYeBRIM YyKAaJOM TOpoOJa, OIMCaHUeM ITPOTHBOpedN-
BOCTU HOBIOPOAIIEB B OTHOIIEHNMM K HOBIOPOACKUM MepapXaM, IIOBCEAHEBHON >KU3HU
ropoga, HoBropoackux peaanii — Cyanoro mocra, Boaxosa, 4syx «ctopon» Hosropoaa,
BCerJa HaXOAVMBIINXCS B MPOTUBOCTOSHUM APYT ApyTy. OAHOM M3 criennudeckmnx oco-
OeHHOCTelI HOBTOPOACKOMN SKUTUIHON AWTEPaTyphl SIBASETCS BBICOKAsl AO0CTOBEPHOCTD
TEKCTOB, OATBEP>KAAIOIIasACs] COXPaHUBIIMMMICS A0 HallMX AHEN peaAusMU, OTpa>kéH-
HBIMM B SKUTVSX, U Aa>Ke MECTHBIMIU TPajuLOUsAMI OKAOHEHM: CBATHIM. B Hosropoae
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Ha caMOM /e/le CyIIecTByeT (peHOMEH «KMBOI UCTOPUN», peaAu3yIOIerics, B TOM 4uc/e,
B TIepeKANYKe I[eJ0i CeTU MaMATHMKOB — AUTEPaTyPHBIX, MKOHOTpapUIECKNX, apXiu-
TEeKTYPHBIX, a TakKXe B psA4e MCTOYHUKOB A€A0BOM M XyAO>KeCTBEHHOIN MICbMEHHOCTH,
HaIpsIMYIO UAU KOCBEHHO MOATBeP>KAAIOIINX U300pask€HHbIe B HOBITOPOACKOI AuTepa-
Type coOprTis. Bcé oTMedeHHOe MO3BOASET yTBEP>XAaTh O TOpas3Ao OOABIIEl UCTOPUY-
HOCTH KUTUITHOI AUTEpaTypHl (B AaHHOM CAydae — HOBTOPOACKOIT), 4eM OBL10 IIPUHATO
CYNUTATh paHee.

Karouessre caoBa: HoBropog, SKutus cBATHIX, MICTOPUIHOCTH, A0CTOBEPHOCTH, A0KaAb-
HOCTB Te€M U MAell, IIPOCTOTa, M300pa3nTeAbHOCTE, TEKCT, 0Opas.

NOVGOROD HAGIOGRAPHIC LITERATURE:
TEXT AND IMAGE

Daria Tereshkina
Russian Presidential Academy of National Economy
and Public Administration (Novgorod Branch),
Veliky Novgorod, Russia
terdb@mail.ru

Novgorod hagiographic literature is very rich. The large number of monasteries sur-
rounding Novgorod, the saints who were ascetics in Novgorod, the excellent preser-
vation of Novgorod antiquities (manuscripts, literary monuments, iconography, archi-
tecture), due to the history of the Novgorod land (Novgorod escaped the ruin of the
Mongol-Tatars, always preserved its own uniqueness, which, in addition to the Veche
republican way of life, consisted of free definition of aesthetic expression forms) — all
this led to the richness of Novgorod hagiography, numbering more than a hundred
works. The basis of the Novgorod hagiographic literature consists of the most ancient,
“authoritative” lives of the “popular” saints: Anthony of Rome, John of Novgorod,
Varlaam of Khutyn, Mikhail Klopsky, Euthymius of Vyazhishchi, etc., preserved in a
large number of copies. Ancient Novgorod hagiography developed, probably, starting
from the XIII century and ending with the first half of the XVIII century. As the most
representative medieval genre, it reflected the specific features of ancient Novgorod
literature, which are still the subject of scientific discussion. Nevertheless, it seems to
us that it is possible to distinguish the features of Novgorod medieval literature. These
include a large number of chronicles (as well as constantly maintained chronicle, which
is exclusively Novgorod phenomenon), the richness and variety of other literary genres
(legends, lives, stories, travel genre), the interpenetration of genres (vision or miracle
as an icon image and as a literary work, a visual reflection of the literary plot — “The
Legend of the Battle of Novgorodians with Suzdalians”, etc.), simplicity, conciseness,
artlessness of style, openness to borrowing, attention to local topics and events. The spe-
cifics of Novgorod medieval hagiographic literature reflect and expand understanding
of features of ancient Novgorod literature as a whole. The hagiography of medieval
Novgorod is characterized by the depiction of historical events related to the Veche way
of life of the city, the description of the inconsistency of the Novgorod people in relation
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to the Novgorod hierarchs, the daily life of the city, the Novgorod realities — Judgment
Bridge, Volkhov, the two “sides” of Novgorod, which were always in opposition to each
other. One of the specific features of Novgorod hagiographic literature is high reliability
of texts, which is confirmed by the realities preserved to this day, reflected in the hag-
iographies, and even by the local traditions of worship. In Novgorod, in fact, there is a
phenomenon of “living history”, which is realized, among other things, in the connec-
tion between many monuments — literary, iconographic, architectural, and in a number
of sources of business and artistic writing, directly or indirectly confirming the events
depicted in Novgorod literature. These arguments allow us to claim the historical relia-
bility of hagiographic literature (particularly, Novgorod) at much greater extent than it
was previously believed.

Keywords: Novgorod, the lives of saints, historicity, authenticity, locality of themes
and ideas, simplicity, figurativeness, text, image.

BBeaenue

Kpyr armorpaduyecknx maMsATHUKOB, CBsA3aHHBIX ¢ Hosropoackoit zemaéi,
obOIIMpeH. YUnUTHIBas TO, YTO B pasHoe BpeMs HoBropoackas emapxust 3aHMMasAa
pasanunsie Tepputopum Cesepo-Bocroka Pycn, mpuHsATO roBOpUTL O «CeBepHO-
pycckoit arnorpadum» (BKAIO4as Mo3jHecpe HeBeKOBYIO arrorpadpuieckyio Tpa-
Aunuio u Xutus panHero Hosoro spemenn) [Amurpuesa 1994; T'opauenko 2001;
IMukxuo 2002; ILatroB 1982; Tepemkuua 2006]. OgHaKO HeM3MeHHBIM OKa3bIBa-
eTCs «KOCTSAK» HOBTOPOACKOMN KUTHUITHONM AWTepaTyphl, KyJa BXOAAT Hamboaee
APeBHIE U MONYAsSpPHBIE KUTUA HOBIOPOACKUX CBATBHIX: Bapaaama XyThIHCKOTO,
Moanna Hosropoackoro, Auronns Pumasnnna, Muxamaa Kaonckoro, Huxkoast
Kouanosa, ®eogopa IOpoausoro, emnmuckoros Huknuts, Hudonra, Esdpumums
Bsoxumickoro. DTu gpeBHMe HOBIOPOACKME SKUTUSL BO MHOTOM OTpas3MAM OCO-
OeHHOCTI HOBIOPOACKOI AMTepaTyphl CTapIlero nepuoa: 40CTaTOYHO BOJAbHOE
oOpaleHne ¢ KaHOHaMM >KaHpa, IIPOCTOTYy CTHUAS, HaAudye HerocpejCcTBeHHO
pa3roBOPHOI peun U Ap. — HpeKAe BCero B IlepBOHaYaAbHBIX CBOMX peaKIINsX.
ITosiBaeHNe OoAee MO3AHUX (KaK IIpaBMAO, 0OJee «IIPaBUABHBIX») peAaKIIii
STUX JKUTUI U MX aKTUBHas AUTepaTypHas >XMU3Hb B MAAAILLIMIA IIepUOJ, ApeBHe-
PYCCKOJ MCTOPUU AUIIbL AOKa3blBaeT MX XapaKTePHOCTh A4 APEBHEHOBIOPOA-
CKOI1 arnorpadpuaecKon TpaiuIinim.

/A peBHEHOBropoAckast armorpadusi passupalach, BeposATHO, HaunHas ¢ XIII B.
n 3akaHuusas nepsoit noaosunoy XVIII B. TpyaHo onpeaeanTs «caMblii HOB-
TOPOACKIIT» IIepIOJ B IIpoliecce Pa3BUTUS APEBHEHOBIOPOACKON armorpaduu.
AxtuBHBIM OB14 XV BeK, KOTJa KyAbTypHbIe MEPONPUATI, IpeAlpUHATLIe
Espumumem BspxuimickuM, gasee — apXmenmckornoMm l'eHHaameM, gaam oOUAb-
Hble IIA04BI A4Sl IIOIO/AHEHMSI APEBHEHOBIOPOJCKON armorpapuieckoi Tpa-
avnym. XVI Bex HNpuBHEC HOBYIO XM3Hb B 9Ty Tpagunuio [['opamenko 2001].
Cozaaércst 60AbIIOE KOAMIECTBO HOBBIX JKUTHIL CBSITBIX, KaHOHU3MPOBAHHBIX
B MaKapbheBCKOe BpeMsl. DT JXUTHUA N3Ha4aAbHO ITOAYMHAANCH CTPOTOMY KaHOHY
’KaHpa, TpeOOBaHUAM «O(PUITUAABHOTO» CTUASL ¥ UAEOAOTUN IeHTPaAM30BaH-
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HOTO TOCyAapcrBa. OHI TOXXKe IpeACTaBAsAU COOOI HOBIOPOACKYIO AUTepaTypy,
HO HecKoAbKo Apyroro poa. XVII sek B armorpadrraeckoit Tpasunuu Hosropoaa
OB141 CBOEOOpaA3HLIM He TOABLKO B TeMaTMKe, HO U B OTHOIIIEHMM K MeCTHOMY Marte-
puaay. IlpumeuareapHo, 49TO, HpPOIAS HepHUOJ «yHUPUKAIUM» M CrAa’kKuBa-
HISI MECTHBIX TPajUIINii, HOBIOPOJCKasl AUTepaTypa Kak OyATO «BCIIOMIHaeT»
0 HeOOXOAVIMOCTU O€epe’KHOTO OTHOIIEHMS K HUM, COXPaHEeHUs MX AAsl ceds,
a He paam «CHaOXXeHUsA» PYCCKOM AMTepaTyphl MeCTHBIM OoraTeiImmMM Mare-
pMaaoM, IpUCIIOCOOAEHHBIM K 3ajadaM oOIlepycckoro macirada. Beposrtho,
BCAeACTBUE DTOrO MMeHHO B XVII B. MOSIBASIIOTCSI IaMSITHUKY, OOABIIIE IIOXOXKIIE
Ha sBAEHUs «AUTepaTypHOTO KpaesedeHus». Co3aaroTcs COOPHUKM, CKPYILy-
A83HO coOMpaloIe BCE, 9TO CBA3aHO C HOBIOPOACKMMIU CBATBLIHAMM, — SKUTHS,
DoapIlTe IIOXOXKMe Ha 3alllCH MeCTHBIX IIpejaHuil, He>XKeAy Ha KaHOHMYecKue
IponssejeHns arnorpadpuaeckoro >kaHpa (kurtme Hwuxoaas Kowanosa, Kurtne
Peogopa IOpoausoro).

Coszganme B XVII B. pykommceil «00beAMHSIONIEr0» TeMaTUIecKoro THIla
BIIepBbIe, KaK HaM IIpeACTaBAsIeTCs, TOBOPUT O IOIBITKe CO3JaHMs UUKAA ITPOU3-
BeJeHIII HOBIOPOACKOI TeMaTHKH. VIHTepecHO OTMeTHUTh, YTO IOKa HOBIOPOJ-
CKasl AMTepaTypa Oblda caMOAOCTaTOYHO, TIOAHOIIeHHOM, OOBEMHOI, pa3BUTON
AUTEpPaTypOl OTAEALHON 3eMAM (OTHOCUTEABHO CaMOCTOSTeABLHOM, OCODEHHO
B MCTOPUKO-KYABTYPHOM OTHOIIIEHMM), HEOOXOAMMOCTH CO3JaHNs ITMKAa HOB-
TOPOACKNX IIpOU3BeJeHNniI Kak OyATo He cymiecTtBoBado. LlukanmgHocts TemaTn-
YeCcKMX TeKCTOB — DTO IPU3HaK IIPOBUHIIMAALHOCTY AUTepaTyphl, OCO3HaHIe eé
cozjaTeAsMIU «MaAOCTH» CBOel POAMHBI IO OTHOIIeHMIO K Poanne 60apImoii.
Dro ocosHanme npmuxogut K Hosropoay ammsb B XVII Beke, Korga HOBropog-
CKasl AuTepaTypa B CAaMOM /e/e 13 MeCTHOI IIpeBpaliiaeTcsl B IPOBUHIIMAALHYIO
[Caxxmnu 2000]. Hecomuenno, n paunee, 3 XVI B., cOopHMku armorpagpmudeckoro
COZep>KaHMs YacTo OTpaykaal CTpeMAeHye K KOMIIOHOBKe SKUTHUIT HOBTOPOACKIX
CBATBIX B KOHTEKCTe >KUTHUII OOILIepyccKmX mAm obmexpucruanckux. OaHako
O IUKAMYHOCTY IIPUMEHUTEAbHO K HOBTOPOACKON anTepatype XVI B. roBOpuUTH
BPsI4, AU IPUXOAUTCS .

Kak ne ompeaeaén cocraB HOBTOPOACKON armorpapuyeckoil AuTepaTyphl,
TaK He CyIIlecTByeT eé IOAHOIIeHHOTO MacITabHoro mccaesosanms. Vizyuenne
BCEero pyKOIMCHOTo Hacaeaus Hosropoaa, BeiBogsl 1 HabAIO4eHMS Haj HeIlo-
CPeACTBeHHBIM AUTepPaTypPHBIM MaTepualoM II0 Ka’KA0My OTAeAbHOMY IaM:IT-
HUKY ¥ IO MIX COBOKYIIHOCTU — 4@40 A0ATUX AeT u ycuanii. CerogHs y>xe mme-
€TCsl 3HaYMTeAbHOe KOAMYECTBO 4OCTaTOYHO ITOAHBIX MCCAeA0BaHMUI HEKOTOPBIX
IMaMsTHUKOB HOBIOPOACKON >KUTUIIHOM AUTEPATYPBI; AEAAIOTCSA IIOIIBITKU
0000IIUTL pe3yAbTaThl DTUX MCCAEJO0BAaHUII M JaTh XapaKTepUCTUKY HOB-
ropoackoit armorpagumu B 1eaoM. CrereHb ONyO0AMKOBAaHHOCTM HOBIOPOA-
CKUIX JKUTHUIHBIX TEKCTOB 3aBMCUT OT CTeNeHN MX M3Y4eHHOCT! U He SBAAeTCs
AOCTaTOYHOI.

! Caeayer OTMETHUTS, UTO ITMKA KaK TaKOBOJA, T. €. KOPIIYC TeKCTOB AOCTaTOYHO CTabuABHOTO COCTaBa,
He caoxuacs B Hosropoge u 8 XVII B.: Tpaguiius y>xe Ge3Bo3BpaTHO yXOAMAa, TaK U He yCIIeB 3aBep-
IIUThCS.
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Bormpoc o cBoeoOpa3ny HOBrOpOACKOM
CpeaAHeBeKOBOJ AUTepaTyphl

Ompegesenne crenmndPuIecknx OCOOEHHOCTENI MECTHBIX (permoHaAbHbIX)
AUTEpaTyp — OAMH M3 CaMBIX AMCKYCCMOHHBIX B AuTepaTypoBedeHun [Baacos
1995; I'aues 1988; KoaobGanos 1982; Kpymeasnniikas 1996; Oxoraukosa 2003;
Oxotnukosa 1985; Pyau 1996; Cemstuxo 2005; Tepemknna 2006, 99-124; Umrbixaao
1983]. OcHoBHBIMM ITpOOAeMaMM U3y9eHMsI MeCTHBIX AUTepaTyp, Ha HaIll B3TA:A,
SABASIIOTCS CAeAYIOLIINE:

— ompeJeaeHne IMOHATU «MeCTHas (001acTHasI, A0KaabHas) AUTepaTypa»;

— XapaKTepuUCTMKa OCOOEHHOCTel, T. e. CIIeIM(UUecKux 4epT, AuTepaTyphl
TOM AV MHOM AOKAaAbHOW € AVHUITHI.

I'aaBHBIM B OIlpejeleHNM MeCTHBIX AUTepaTyp sABASeTCs reorpapuaecKuii
NpMU3HaK — OH U 3aJ0KeH B caMOM HasblBaHMM (peHOMeHa. I'oBops upesmepHO
YIPOIIEHHO, MECTHasl AUTepaTypa — DTO Ta, KOTOpas cO3JaHa B OIpPeaeAEéHHON
TeppUTOPMaABHON KyAbTypHOII cpede. OAHaKO OTOXKAeCTBAeHIe IpaHNI] Teorpa-
¢uueckux (peaabHBIX, OCA3aeMBIX) C TPaHUIIaMM OBITOBaHI: AUTepaTyp (HeoIpe-
AeAEHHBIX BCAEACTBYE aOCTPaKTHOCTY CaMOTO MOHATHUS «AUTepaTypa») He MOXKeT
CYNTATHCS KOPPEKTHBIM.

B xagecTBe pabouero ompejeaeHns IOHATIUSA «MeCTHasl AUTepaTypa» MOXKHO
HPUHATh CAeAylolee: MecTHas AuUTeparypa — ®TO AUTepaTypa OIlpeeAE€HHO
TePpPUTOPUAABHON €AVHMIIBL; T'PaHMIBl agMMHUCTPATUBHBIE U AUTEpaTypHbIe
YCAOBHO COBINAAaiOT, MEH:ISICh B IIpOLIecce MCTOPUYECKOIO Pa3BUTHS, «MEHTaAb-
HBle» (14e0A0THYeCKIe) TPaHNUIIbI, He OyAy4dM TOYHO OIpeAeAEHHBIMH, SBASIOTCS
OIlpeAeAsIOINMHI B Ky AbTYPHO-TepPUTOPUAALHON caMONAeHTH(UKAIIINY HOCH-
Tezel TOM 1AM MHO A0KaAbHOM CTPYKTYpBl. MecTHas autepaTypa Mo>keT oOaa-
AAaTh BCeMU MAM HECKOABKVMIU U3 IePeUNCACHHBIX IIPU3HAKOB:

1) oHa cosgaércst MeCTHBIMM aBTOpaMu;

2) HalleaeHa Ha MECTHYIO ay4UTOPUIO;

3) cogep>kuUT yHOMMHaHME MECTHBIX peaauil (TOIOHMMOB, COOCTBEHHBIX

VIMEH U Ha3BaHUI, OOBIYAEB U T. A4.);

4) orpaykaeT MeCTHYIO UAE0AOTUIO;

5) pacrpocrpansiercs B MECTHBIX CIIMCKaX;

6) BBIpa’kaeT «AyX» MECTHON KyAbTYPBbI.

IIpu ®TOM HaAO yYMTHIBaTh, UTO YepTa OAHOM MECTHOM AUTepaTypbl MOXKET
He OBITH U CKOpee Bcero He OyJeT MCKAIOUMTEABHOl, HEIIOBTOPMMOM B ApY-
IMIX MECTHBIX AUTepaTypaX. BBITh MOXKeT, MCKAIOYNTEABHBIX YepT BOOOIe HeT.
Ho wnabop ugept, coxpaHeHme mAmM M3MeHeHMe DTOTO Habopa Ha IPOTSKEHUNU
BCETO PasBUTHS APeBHell AUTepaTyphl, 4045 Ka’KA0M 4epThl B 9TOM HaOope — BOT
9YTO MO>KeT OBITh Pa3AMYHBIM B Pa3HBIX MECTHEBIX AUTepaTypax.

IIpuBeaém Terneps HEKOTOPLIE MOAOXKEHIST OTHOCUTEABHO COOCTBEHHO HOBIO-
POACKOI AUTEPaTYpPHl, TO €CTh ITOIBLITaeMCsI OIIpeAeANTh e€ 0co0eHHOCH U TIO CpaB-
HEHMIO C APYTMMM MeCTHLIMU AuTepaTypamn. OTMeTuM cpasy, 4To oOOo3Hava-
eMbple HaMI «crenuduyecKue d4epThl» ABAAIOTCI «OCOOEHHOCTAMI» MMEeHHO
HOBTOPOACKON AUTepaTyphbl B OY€Hb Pa3HON CTEIIeHN: MHOIME U3 HUX IPUCYIIN
APYTUM MeCTHBIM auteparypam Jpesneit Pycn.
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IIpaxTiryeckn TOABKO HOBIOPOJCKasl AWUTepaTypa MMeeT TaKoe OIpoMHOe
KOAMYEeCTBO AeTOIMCHEIX CBOAOB. Jaske MOCKOBCKOe KHAXKeCTBO, CTaB IIeHTPOM
Pycn, ne ycrieao co3aarth Takoe KOAMYECTBO AETONVICHBIX IaMATHIKOB.

Kpome aerommceir, 0COO@HHO MHOTOYNMCAEHHBIMM >KaHpaMM SBASIOTCS
SKUTMS, TIOBeCTU U cKazaHus. O0uane >XUTnii 0ObSICHIMO A0CTaTOYHO ITPOCTO:
HOBTOpPOJCKasl 3eMAs BCerja CAaBlAach OTPOMHBIM KOAMYeCTBOM MOHAaCTBIpelt
U XpaMOB, a co3jgaHye DOABIIOTO IaHTeOHa OYMTaeMbIX HOBIOPOACKIUX CBATBIX
BXOAMAO0, KaK HaM KaXkeTcd, B 1Ae0J0TM4YecKylo HaIpabaeHHOCTh Hosropoga.
ITosectn 1 ckasaHUs B HOBTOPOACKOI AUTepaType UMeIOT IOAYEPKHYTO Iy0AN-
LMCTUYeCKNII XapaKTep: OHM, KaK IIPaBUAO, IOCBAIIEeHBl KaKMM-A10O O4eHb
Ba>KHBIM COOBITMSAM B HOBTOPOACKOI MCTOPUH M B IIOAABASIONIEM OOABIITIHCTBE
MMeIOT sIBHO BBIPa’KeHHBIV ITPOHOBIOPOACKUII XapakTep (Hampumep, «Ilosectn
O HOBropoAckoM OeaoMm Ka0Oyke», «IloBects o BuAenmu B Hosropoae»,
«[ToBecTs 0 BugeHUN MoHOMapio Tapacuio» u T. 4.). Ob6parmaer Ha ceOs1 BHUMa-
HIe IMPaKTUYeCcK! IT0AHOe OTCYTCTBMEe B HOBIOPOACKON AUTepaType Ipou3Be-
AeHNIT >KaHpa TOP>KeCTBeHHOIO KpacHOpedns, a TakXKe MaJloe YMCAO BOMHCKIX
TIOBECTeIA.

Uto KacaeTcs HOBIOPOACKMX CKa3aHMII, TO OOAbIIIOe KOAMYECTBO X ITOCB-
II[eHO M3BeCTHBIM HOBIOPOACKMM XpaMmaM, MKOHaM, (PecKOBLIM M300pake-
HysaM (Hanpumep, «Cxkasanme o Cmacosom oOpase», «CkazaHue O 49ya0TBOP-
Homl mxone boromarepn 3Hamenme», «CkazaHue O 0.AaroBeIeHCKOI I[€PKBIU»
u Ap.). OcobeHHoe BHMMaHMe IIPOM3BEJEHMII HOBIOPOACKON ANWTepaTyphl
K MaMATHMKaM apXUTEKTYpbl, KMBOIMCK OBIAO OTMEYeHO eIé AaBHO: «HU
B OAHOI M3 AUTepaTyp APYIMX PYCCKMX 0DJacTell IMcaTeAM He BBHIKAa3BIBAIOT
ceOs TaKMMM 3HATOKaMM TEeXHUKMU CTPOUTEABHOIO MCKYCCTBa, TeXHUKHU >KUBO-
nucu» [Auxau€s 1964, 50]. Bcero B HOBropoAckoil aurepaType HacuMThIBAETCs
OK0./0 I0AyTOpa AeCsATKOB IIPONU3Be AeHNII O aMATHUKAX apXUTeKTYPbl, KUBO-
MNCK — a YIIOMMHAHNIL ¥ Pa3BéPHYTHIX PacCKa3oB O HMUX B A€TOMMCAX BO MHOTO
pas Ooaspmre. Kaxapi 13 Hux TpeOyeT CHeINaAbHOIO TEKCTOAOIMYeCKOTO
U3YJ9eHI.

Ouens 1peacTaBUTEABHBIM SBASETCS B HOBTOPOACKOI AUTepaType >KaHp XOXK-
Aennii. «Xoxaenne Crepana Hosropoaria» moapobHo paccmMarpusaaoch B Hayd-
HOJl AuTepartype. HeoObkHOBeHHO MHOKazaTeAbHBIMM OKasblBalOTCsa «CKazaHue
o ITapsrpage» n «becega o cpareinsx Llaprrpaga», rae, Kak oTMedaloT MccAe-
AoBaTeAy, MPOABMUACST MPaKTUIHBIN, HBITAMBLIN XapaKTep HOBIOPOALIEB, KOTO-
pble He TOABKO BOCXMINIAAMCh KPacoTaMM M COOPY>KEHMAMU B APYIUX 3eMAAX,
HO M >KMBO MHTEpPecoBaAlCh TeM, KAk BCE DTO caelaHo. «/IHTepec HOBropoJiies
K MICKyCCTBY — 9TO OTHIOAD He MHTepeC HCTeTOB 1 T'YpMaHOB. DTO MHTepec MacTe-
POB, KOTOPBIM XO4YeTCsI Y3HATh, “4TO U KakK’, y3HaTh TEXHMKY paOOTLI 1 MCTOPUIO
naMsaTHUKa» [Anxaués 1964, 56].

Oana 13 xapaKTepHBIX 4epT HOBIOPOACKOM >KM3HM — TaK Ha3blBaeMoe «Opo-
JKeHle YMOB», IIOsIBAeHIe I paclIpoCTpaHeHNe epeceil — oTpasnaach B JOCTa-
TOYHO ITpeACTaBUTEALHOM B HOBTOPO/ACKOI AUTepaType >KaHpe IyOANITUCTIKIA.

OBmM MecToM CTal0 yTBepKAeHNe O TOM, YTO HOBIOpOACKas ANUTepaTrypa
OTAMYAeTCs IIPOCTOTOM, AaKOHMYHOCTBIO, O€3BICKYCHOCTBIO CTHUAS. DTOT IIPU3HAK
He abCcoAI0TeH, HO, B CAMOM JeJe, OH OOHapy>KMBaeTCs B HOBIOPOACKOI AuTepa-
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Type IpU COIIOCTaBACHUM C HOBIOPOACKON apXUTEKTYyPOI, KOTOpas OTAMYaAach
TaKMMU >Ke KadeCcTBaMM, a TaK>Ke IIPU CpaBHEHNN C IIPOM3BeJeHUIMY TT0J00HbIX
>KaHPOB B APYIMX MECTHBIX AUTepaTypax.

«KpaTKocTh 1 ®HepPrUYHOCThL MPSMON peur COCTaBAsgeT 3aMedaTeAbHYIO OCO-
6enHocts Hosropoackoin aerommcn. <...> Emé o4HO >KM3HEHHOe OOCTOsITEeAb-
CTBO OTPa3MAOCh B peyaX HOBIOPOAIlaX — A3BIK Beda. <...> He TOABKO AaKOHU3M,
HO ¥ 00Pa3HOCTD, TOYTH ITOCAOBUYHOCTD, OTANYaeT pedb HoBropoackoi AeTommcu.
<...> Ha Bcém mnporsxenun XIII-XIV BB. HOBIOpOACKYIO A€TOINCH XapaKTepu-
3yIOT Kperikoe OBITOBOe IPOCTOpedre VM Pa3rosopHble 0OOPOTH SI3bIKa, KOTOPLIe
MIPUAAIOT el TOT XapakTep AeMOKpPaTU4YHOCTY, KOTOPOTO MBI He BCTpedaeM 3aTeM
B MOCKOBCKOM JA€TOIMCaHNUY, HU TIepeJ TeM — B I0KHOM. <...> Bcé »To BMecTe nipnu-
AAa€T HOBTOPOACKUM AeTOIMCAM TOT XapaKTep 4OMaIlHOCTH, HeIToCpe CTBeHHOCTH,
HeIIPpUTA3aTeABHOCTU U A@AOBUTOCTH, KOTOPLIN BOOOIIe BhigeAseT HOBIOPOACKYIO
AUTepaTypy U3 AUTepaTyp Apyrux odaacreit» [Anxaués 1945, 119-121].

OrmeTum emié 0AHy 0COOEHHOCTh HOBTOPOACKOMN ANTepaTyphl (KaK M HOBIO-
POACKOM KyABTYphI BOOOIIe): OTKPBITOCTh K 3aMMcTBoBaHMAM. Hosropoackas
3eMAas, KakK, IOXKaAyl, HUKakKas Apyras, MOXKeT ITOXBAacTaThCsl TaKMM OOMANeM
MHO3eMHBIX MacTepoB — B AUTepaType, PPecKOBO >KMUBOIMCH, apXUTEeKType, —
TBOPYECTBO KOTOPBIX CTa/l0 OPraHMYHON YacCThIO HOBIOPOACKON KYALTYPHI, BAN-
BaAOCh B HE€ I CO34aBal0 e€ HETIOBTOPUMBII ODAMK.

Emé oaHy 0cOO0@HHOCTH HOBIOPOACKOM AUTepaTypsl (B 4JaCTHOCTH, A€TOINCA-
HUSI) 4aCTO OTMEYalOT MeAMEBUCTH: DTO BHMMaHIE K MECTHBIM TeMaM U COOBI-
TisAM. B camom geae, mogasasioniee GOABIIIHCTBO HOBTOPOACKUX ITPOU3BeJe-
HUI TIOCBAIIEHO TOMY, 4TO IPOMCXOAMAO B HOBIOpPOACKON 3eMae [CMMPHOB,
Cmoannxuit 1978; Uncros 1986]. Hosropoy Obla CA0BHO 3aMKHYT B caMOM ce0e,
HO He B CMBIC/A€ OTCYTCTBIS MEKKYABTYPHBIX CBA3eN (OHM OBIAM IIMPOKMMH, KaK
HUTJE), a B CMBICAE COCPeAOTOUYEHHOCTU Ha CAOKHON U MPOTUBOPEUMBON COO-
CTBEHHOI KM3HM — 1, KOHEUHO, BCAEACTBIEe AOCTaTOYHO «MMIIEPCKOTO» B3rAsAa
Ha JCTOPMIO: OCO3HaHIMe COOCTBeHHON 3HaunmMmocTu «l'ocrogmHOM rocyjapem
Beanxum Hosropogom» Bcerda AOMMHMPOBAaAO B HOBIOPOACKON JyXOBHOI
SKUBHIA.

C XII B. B HOBTOPOACKOM JA€TOIJCAaHMM BO3HMKaeT MHTepec K OOIepyc-
cKuM coOnITUAM. «IlosiBasieTcss monATne Pycckoii 3eMam, 40 TOTO IIOYTU OTCYT-
CTBOBaBIIIee B HOBIOPOACKOV Aertornucu. <...> CaMu roA0BbIe A€TOINCHBIE CTa-
TbM CTAHOBATCA IpocTpaHHee. <...> /leTonuch npuobperaeT IIMPOTY IMCbMa
1 OOIINMPHYIO OCBeJ0OMAEHHOCTE» [Anxaués 1945, 115]. Hecayuaen ToT ¢akt, 94TO
MMeHHO HOBIOPOACKMe AeTOINCU AATYT B OCHOBY 00Iepyccknx cso408 XIV, XV
u XVI BB.

OrmeuenHble HaMM 4YepThl HOBTOPOACKONM AUTEPATyphl SABASIOTCI IIOKa
HEMHOTOUNMCAEHHBIMU U TpeABapuTeabHbIMU. HageeMcs, 4TO JaabHeline
pasbICKaHI 4adyT 6oaee oOmIMpHLIe 11 00.1ee TOYHbIe BRIBOABI.
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Cnermmduka HOBTOpOACKOI cpeAHeBeKOBOI
KUTUMHONM ANTepaTyphl

Oco0bm1it cratyc Hosropoga cpean gpeBHepyccKMX TOpoAoB (IIpeskie BCero —
BeYeBOil yKAaJ, OOIIeCTBEHHOTO YIIpaBAeHIsI) oIpeAeAna CriennduKy MeCcTHOTO
MCKYyCCTBa — BIIAOTH 40 noTepyu HoBropoaom cpoeil oANTHIECKON He3aBUCIMO-
ctu. B armorpaduu 9T0 OTpasmUAOCh NPAMbIM U300paxeHuem ucmopuieckux coovt-
muil, CBA3aHHBIX C Be4eBLIM yKaaloM ropoja. LlepkosHrle nepapxu Ob1a1 MOHe-
BO/€ BTSHYTH B IIOAUTHYECKYIO OOpL0y, ¥ 9TO He MOIAO0 He OTPa3UThCsI Ha UX
AYXOBHOM TIOJBUTe KakK ITacTHIpel, ¥ Ha paccKkase 00 DTOM IIOABUIE B SKUTUIX
cesatuteaent. Hanpumep, enuckonn Hudonr (t 1156) (na. 1) B aetormcu cepe-
Avnpl XII B. — oamH, B >XnuTHsAX — copceM nHoi [Tepemkmuna 2001].

& G
1/
)

0
(

N

M

OPOACKIN

Ma. 1. Hudonr, emmckont Hosropoackuit. CoppemenHas ¢ppecka.
Mcrounuk: http://dimitri. moseparh.ru/2019/04/21/21-aprelya-svyatitel-nifont-pecherskij-
novgorodskij/

Hosropoackast meppasi AeTOINIChL OTMeYaeT MHOXKeCTBO COOBITUIL, B KOTOPBIX
HudonT 6b14 yyacTHMKOM: HPOTMBOCTOSIHME HOBIOPOAIleB KHA3I0 Bcesoaoay,
KOTOPBIN B UTOTe TIOANTNYECKUX pacrpelt Obla BRIHYKJAeH IToKuHyThr Hosropoga,
6oprba Hmudonra ¢ Kanmenrom CmoaATIIEeM, TTOCTaBAEHHBIM MUTPOIIOAN-
ToM 0e3 0.arocaoBeHNs KOHCTAaHTMHOIIOABCKOTO IIaTpuapxa, IHNpUMUpeHue
Hudontom knepastH u yepHurosues B 1147 r. u 1. 4. CaA0>XHOe OTHOIIIeHIe HOB-
ropoaiies Kk Hudonty orpasmaocs B coobmennu Hosropoackoii 1mepsoi aeTo-
ey 1og, 1156 r.: Toraa Hudownt, seiexas n3 Hosropoga Ha BCTpedy ¢ «3aKOH-


http://dimitri.moseparh.ru/2019/04/21/21-aprelya-svyatitel-nifont-pecherskij-novgorodskij/
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HbIM» MurponoautoMm KoncrantunoM, ocranosmuacst B Kueso-Ileuepckom
MOHacThIpe (OTKyJa M OBl IOCTaBAeH eIMCKOIIOM HOBropogckum B 1131 roay),
rae 3a001ea M CKOPOIIOCTMIKHO CKOH4aAcs. 1o cBmaeTeancTBy Aeromuciia, Koe-
KTO 13 HOBIOPOAIIeB IIOCMeA BBICKA3aThCsl HEAUIIEIIPUATHO O eINCKOIle, SKOOBI
on moméa K Kuesy, «mmoaynus caryio Copuio», T. e. B35IB 445 CBOETO BU3NTA
MHO>KeCTBO AapoB I IleHHocTel1. Ha 9To AeTonmcers so3pakaa, epedncass MHO-
JKeCTBO OOToyrogHsIx gea HudonTa, mpesxge Bcero ero xpamosJaTeAbHYIO aesl-
TeABHOCTB: I10 eTo 0.4aroca10BeHNIo Oblaa yKpalieHa Hosropogckas Codus, 3aao-
>xeH Mupo>kckuil MoHacTblphb B IIckose, epkosnb cB. Kanmenra B Jagore.

Kutnme Hudonra Op110 cO03JaHO IICKOBCKMM armorpadpoMm Bacmamewm-
BapaaamoMm B cepeaune XVI B. K KaHOHM3aI[MM eIINMCKOIIa B YMHE CBATUTeAeN
(1649 r.), mEMIIMMIPpOBaHHON MUTponoAnToM Makapuem. Co3gaHHOE B pUTOPU-
JecKOM CTIAe, COCTOsAINee B OCHOBHOM M3 SKUTHITHBIX TOIIOCOB M BOCIIOAHSIOIIee
JaxTnyeckme AaKyHsl O XusHeHHoM IyTu HudonTa 40 mocraBaeHUs ero enmu-
ckorioM B HoBropog, >xnutme He coAep>KMUT KaKMX OBl TO HU OBLAO IIPOTHBOpE-
gynit B oopase Hudonra n ero nounrtanmsa Hosropoatamu. CaeayeT yIuThIBaTh
He TOABKO crenmduieckne ocoOeHHOCTU armorpadpum Kak >KaHpa, aOcTparu-
pylomiero nzobpaskaemMoe OT AeJICTBUTEABHOCTY, HO VM BpeMsI CO3AaHVs SKUTUSL:
yeM AaAbllle OT ONMCHIBAEMBIX COOBITHII BpeMsI COCTaBAeHIsI arrorpapuyeckoro
TEKCTa, TeM MEeHbIe B HEM JKM3HEHHBLIX peaanll, a TakXKe TeM IIPUTAylIéHHee
B KUTHUI DMOIIMOHaAbHOE Havyal0 ¥ AMYHOe 9yBCTBO aBTOpa.

Hosropoackas AeTomnmce, IOCTOSHHO BeAyIascs, oTpakada IYILy COOBITHIL.
Arnorpadus «craakupada» IpOTUBOPeUNs], yXoAnuaa oT cyeTsl Mupa. Ho B mep-
BOHAYaAbHBIX PeJaKIIMAX HOBIOPOACKUX SKUTUIL NPOMuUsopeiusocn Ho6z0pooues
B OTHOIIIEHNH K CBOVIM AYXOBHBIM HacCTaBHMKaM OTpa3nalach B II0AHOI Mepe.

O6 »TOoM rosopmut, Hampumep, CioKeT o myTernectsuu loanna nHa Oece
B llepycaanm B O4HOMMEHHOM CKa3aHUM IepBOI 1oaoBuHbI XV B. [AMuTpues,
Anxau€s 1981, 454-463], zatem BomeauieMm B JXurtne VloaHHa, co3gaHHOe, Bepo-
atHo, Ilaxomnem Joroderom. CTomnao Oecy, B OTMECTKYy 3a He BBIIIOAHEHHOE
VoannoM obemjanme He paccKasbiBaTh 00 Mx IyTerectsun K I'poOy I'ocriognro,
CKOMITPOMETHPOBATh eINCKOIIa B I1a3ax ero mnacrsbl (Oec B 00AMdbe SKeHITMHBI
BBIXOAMA U3 KeAbl VloaHHa, «OCTaBAsA» Y €TO KeAbM YKeHCKYIO 00yBb I T. A.), KaK
HOBIOPOALIbI, ITOTepsBIINE BEPY B CBOErO AyXOBHOIO IIACTHIP:, TYT Ke pellnan
136aBUTLC OT Hero. CKop OBLA Cy4 HOBIOPOALIEB, 1 HeBa’KHO, KacaAcs OH Bopa
MAM eINCKOIla, IIOTepsBIIEro /JoBepue ropokaH. PasHmia cocrosida AMIIDb
B (opMe HaKa3aHN: eINCKOIla HOBIOPOAIIBI OTCBLAAIOT M3 TOpoJa, MOocCaluB
Ha IIA0T U IIyCTUB B BOAbHOE TedeHMe I10 BoaxoBy; coraacHo ckazaHMIO, 4y/J0M
10T HaIIPaBUACS IPOTUB TeUeHNsI, TeM CaMbIM CTala O4eBI/AHON HpaBCTBEHHAas
uyncrora IMoanHa, ykasanHas camum ['ocriogom.

WMemopusa xusnu zopoda, B TOM 4mcae MOBCeAHEBHas, 6X00UAd 6 UM HOB-
TOPOACKMX CBATHIX (OCOOEHHO B MX IlepBOHAadalbHBIE peJakiiuy) CIoXKeTaMu
U MOTHBaMM, COCTaBASIONIMMI MAE€0A0TMYEeCcKyIO OILIeHKY AeVICTBUII CaMIX HOB-
ropoanes. JXutue Hukoasr Kouanosa un JXutue ®eogopa IOpoausoro (XIV B.)
(ma. 2) cuMBOAMYECKM pPacCKa3blBalOT O IHPOTUMBOCTOSHUM ABYX «CTOPOH»
Hosropoaa no ornomenuio k Boaxosy — Toprosoit u Coduiickoii [Teperknna
2006, 84-90].
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Na. 2. Cparvre Huxoaa Kouanos n ®eogop IOpoaussii. CoppeMeHHbIe MKOHDL.
Vcrounukn: https://elitsy.ru/profile/15027/1715217/; https://vestida.ru/posts/5522

baaxennsiit Huxkoaa nmoasmusaacs Ha Copuiickoii CTOpOHe, X0As II0 yAUIIaM
u TopxKumam, npomnosedys Caoso boxue. B 1o >xe Bpemsa na Toprosoit cro-
pone 10poactsoBaa Bo Xpucre Peogop OaakeHHBIN. Kak TOABKO OAMH M3 HUX
BIAEA APYTOIO Ha «CBOEN» CTOPOHE, IIPOTOHAA «CyIlOCTaTa», KMAAsCh B HETO
BCeM, YTO «IIpUAYyYMTCsa» Ha 3eMae. Huxoaa, ognaxkawl momas Ha Toprosyio
cropony, Oexaa mo BogaM BoaxoBa, kKak ITOCyXy, cracasch OT IIpec]ejoBab-
mrero ero @eogopa. [logBur CBSATHIX CTAaHOBUTCSI OANIIETBOPEHNEM OeCCMBICAEH-
HOVI BPaXKAbI JKUTeAeN AByX «CTOPOH» OAHOIO ropo4a, 3a4acTyiO IIPUHUMAaBIIeN
y>KacHble (POPMEI.

Kaxk ocobast noszopodckas pearus BOIIEA B TEKCTBI SKUTUIT HOBTOPOACKUX CBsI-
TeIX 3HaMeHUTHINT Cyanpni moct. Tak, B >xutun Bapaaama Xytoiackoro (ma. 3)
YUTaAIOTCA ABa 4yda C OCY>KAEHHBIMM Ha cMepTh [Bapaaam 1881]. Oanaxkabr
Bapaaam, HanpaBasiach K BAadbIKe yepe3 BOAXOBCKUI MOCT, yBIUAeA, KaK HOBIO-
POALIBI TBOPAT CyJ, HaJ, 4eA0BEKOM, COBEpIIMBIIMM IpecrylideHue. Bapaaam
IIPO3pea AYXOBHBIMM O4aMU, YTO IIPECTYITHUK Ha CAMOM JeAe BUHOBAT, 4TO CyAsAT
ero 1o 3acayraM. Ho emy yaaércst BLIMOAUTD Y HOBIOPOALIEB pa3pelleHye OTIIy-
CTUTDH OCY>KAEHHOTO eMy Ha IIOpykH. Bapaaam 3abupaeT mpecTynmBIIIero 3akoH
K ceDe, TOT HOCTpUIaeTcsi CO BpeMeHeM B MOHaXM I yMMpaeT, MCKyIIUB BUHY
IOKasH/eM U MOAUTBOIL. B Apyroii pas, cras cBugereaem KasHu, Bapaaam nonu-
MaeT, 4TO Cy/ COBepIIaeTcs Ha/, HEBMHHBIM 4eA0BEKOM, — M HPOXOAUT MUMO,
OODACHUB IIOTOM YAMBAEHHBIM y4YeHMKaM CBOUM, UYTO OCY>KAEHHBIN HEBUHHO
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” Tak yXe y bora, HeT Hy>XKAbl CTpeMUTLCA MCHPABUTh €T0 IPU 3€MHOM >KU3HMU.
Tax HOBropoackast peaans — CyAHBII MOCT — CTaHOBUTCS He TOABKO «JeKopa-
1yer» MPOMCXOASAIIMX CO CBATBIM COOBITMIL, HO M BU3yaAHU3allyell CA0XKHOTO
DTUYECKOTO BBHIOOpa B CHUTyallMM HapOAHO-BEYEBOTO YCTPOEHMUs KU3HU I11e10TO
ropoJa, BeKaMu BrIpaOaThIBaBIIIero CBOM COITMaAbHble I IIpaBoBbIe TPaAUITUIA.

Ma. 3. Bapaaam XyroiHcknii ¢ sxutneM. Vikona. Cep. XVI s.

Vicrounuk: https://icons.pstgu.ru/icon/3681

Oanoit n3 crrenndryecknx 0coOeHHOCTell HOBIOPOACKON >KUTUITHON AUTe-
paTyphl ABASAETCA 6blcoKAsl JOCMOGEPHOCb MeKcmos. DTO AOKa3bIBaeTCs yAUBU-
TeAbHOI COXPAHHOCTHIO HOBIOPOACKIUX peaauii (U daXKe UX AeTaaeii!), yroMuHa-
eMBIX B XUTKAX. Tak, Beandariiias HOBrOPOACKas CBATLIHA — MKOHA «3HaMeHue
Boxpert Matepu» (n4. 4) — o ceit gens xpanutcs 8 Coduiickom cobope. Bepree
CKaszaTb — «0OMUTaeT» B HEM, XpaHUMasl U IIOUYMTaeMasi HOBIOPOALlaMy, TIOCTOSIH-
HBIM MOAUTBEHHBIM IIPUCYTCTBMEM CBsI3aHHAS C UX IIOBCeAHEBHOCTBIO.
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Na. 4. 3namenne boxmeit Marepu. Vkona. Hosropoa, Coduiickuit codop. XII 5.
Vcrounuk: https://drevo-info.ru/articles/13671150.html

Dror 00pa3 boxxpeit Marepu 3amedariea Bce MICHMEHHBIE CBUAETEALCTBA
o Hell, cogepxkamuecs B «CkazaHnm O ONWTBe HOBTOPOAIEB C Cy3JaAbllaMIn»
[AMutpnes, Auxaués 1981, 448-453], Taxke 3aTeM BouealieMm B «Kurtne VoanHa
Hosropoackoro», 04H0 13 HanOo.1ee OMyASPHBIX KUTHUII B HOBIOPOACKOI aru-
orpadpum. CkasaHue IOBeCTByeT O ToM, Kak B 1170 rosy oObeaAnHEHHDBIe BOVICKa
1104, TIPeABOAUTEABCTBOM ChIHa AHApes: boroaobckoro kHsa3st Mcrmcaasa oca-
anan Hosropoa. Ocaga Aamaach HECKOABKO JAHEN, B TOpOJAe HadaAUCh TOA0J,
u cTpaganus. Bo BpeMs MoANTBLEI apXxuenckoll VoaHH ycablIaa roaoc, Ioseae-
BaIOLIII €My BBIHECTH Ha OCTPOT MKOHY 3HaMeHns bosxuert MaTtepn 1 MOAUTHCS
BCceM coOOpoM. DTO 1 OBLAO CAeAaHO Ha CAeAyIOINNII AeHb: MKOHA Oblla BBIHe-
CeHa Ha TOPOACKYIO CTeHy (B TOM MecTe, IAe HbIHe HaXOAUTCS COXPaHMBIIMIICS
Ao cero AHs boropoawrikmit /JecsATMHHBIN MOHACTHIPB), HadaAcs MOJAeOeH,
HO Bparu He IlepecTaBaAm Ochinath HoBropoa rpagom crpes, I1eAsch U B IIPO-
I1eccIo Ha TopoAcKoll cteHe. OAHa 13 CTpe Monada B o0pas 3HameHMsT bosxbeit
Marepn, on passepHyAacs AukoM boromarepn k ropoay, n ot oopasa IIpeuncroii
IIOTEKAM CAE3BI, KOTOPBIE apXMeEMNCKON co0paa B cBOIO ¢peA0Hb. B 5TOT MOMeHT
Bpary, ocaxkjasiiue Hosropog, cA0BHO ocaenam 1 CTaau M30MBaTh APYT ApyTa.
Hosropog 0n1a criacén. Ho camoe dyjgecHoe — B TOM, 4TO Ha MKOHe 3HaMeHIs
boxxueit Martepu, ocBOOOXXAEHHOI OT 00/ee MO3AHETO OKAaja, AeVICTBUTEeABHO
HaXOAUTCS CAe/ OT CTpeABbl, a IIOBePHYTLCSI OHA MOTJAa IIOTOMY, YTO BRIHOCKAACh
Ha ApeBKe U sBASETCs ABYCTOPOHHel (Ha oOpaTHOM CTOpOHEe MKOHBI M300pa-
>KeHbI, BeposiTHee Bcero, cBB. Vloakum n Anna, poaurean cs. Jess Mapun).


https://drevo-info.ru/articles/13671150.html

BusyaabHas teoaorms | 2021 | Ne 1 (4) 97

Emé o0aHOII HOBIOPOACKOIN peaaneil, IIOATBeP>KAAIOIIell AOCTOBEPHOCTD
4yJEeCHOTIO B XKUTHAX, ABASETCs [IepKoBb baarosemenns B Apkaxax (14. 5).

Na. 5. llepxoss baarosemenus boropoaniier Ha Mstunne (B Apkaxkax).
Vcrounuk: https://tr.pinterest.com/pin/727120302312835645/

ITocTpoenne »TOI LIepKBU, daTHUpylomeecs ceityac koHoM 70-x rogos XII B.,
OIMCAHO eIlé B OJHOM CKa3aHMM M3 ITMKAa TeKCTOB, IMOCBAMIEHHBIX VoanHy
Hosropoackomy [Amutpues, Auxaués 1981, 464-467]. Xpam crpouna VMoann sme-
cre c 6parom I'puropuem (I'aBpunaom), BeposITHO, K A€CATUAETUIO OCBODOXKe-
Hus Hosropoga ot cysgaapies 3actynaenueM bosxment Marepu. Ilosects pac-
CKa3bIBaeT O TOM, KaK, pellNB IOCTPOUTL KaMeHHBI XpaM BO nMs boropoauiisr,
OpaTbs CTOAKHYANCH C HEXBAaTKOM CpPeACTB B TOT MOMEHT, KOTJa IIepKOBb yKe
Obl1a BO3BeJeHa «J0 Iiaeu». OxBaueHHBIe CKOPOBIO, OpaTbhsl yBUAEAM B COH-
HOM BugeHnu boromaTepn, 000ApAIONTYIO MX B CBATOM 1X Jdeae. Haytpo Voann
u I'puropmit oOHapy>kmam y HeJOCTPOEHHOI IIepKBM KOHSI HeOOBIKHOBEHHOI
KpacoThl, C II030109eHHOI Y3401 U Ce410M, OKOBaHHBIM 3040TOM; K CeAly Oblau
MIPUTOPOYEHHI ABa «deMOJaHIla»: OAUH — C cepedpPOM, APYTO — C 3010TOM. DTUX
CPeACTB C AMXBOM XBaTUAO U Ha AOCTPOMKY LIEPKBM, U Ha yKpalleHue e€ BCcem
HEOOXOAMMBIM (MKOHOJ, YTBapblO M KHHUIaMM), a Tak’kKe Ha ITOKYIKY HeCKOAbL-
KIX €84 Ha yCTpOeHIe MOHACTHIPIO, 34eCh OPTaHI30BaHHOMY; OCTaBIIIasICs YacTh
Oorarcrsa Oblaa IepejaHa OpaThbsIMI UTyMeHy 1 HaceAbHIKaM HOBOJ OOUTeAN.

Ora Kpacupas (4a’ke IO M300pa’kaeMOM «KapTHHe» 4yJa) AeTeHja MMeeT
1oz, coboit BechMa K13HeHHOe obocHoBaHMe. B Hosropoge B »moxy ero Hesasu-
CHMOCTH 4acTO CTPOMANCH HeDOABIINE OAHOCTOAIIHBIE XpaMbl, KOTOpbIe BO3BO-
AVAUCH 3a OAUH Ce30H, OLICTPO M IPU DTOM KadecTBeHHO. «Uyjom» Ipu 9TOM
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Oblaa He TOABKO CKOPOCTDH IIOCTPOMKM, HO M JapoBaHNUE MacTepaM HeoOXOAu-
MBIX CPeACTB, KOTOPBIX BCerJa He XBaTalo M KOTOpPHIe MOSBASLANCH 10 MOAUTBAM
BO3BOAMBIIINX XPaM.

Uyao Bosppamenus Voanna 8 Hosropoa no sogam Boaxosa (ma. 6), o xoro-
POM yIIOMMHAAOChH BBHIIIe, TOXKe MMeeT BIIOAHe peaabHoe oObscHeHMe. Boaxos
Ha CaMOM JeJe BpeMsl OT BpeMeHM MeHseT HallpaBJeHle CBOeTO TedeHIs
B OOpaTHYIO CTOPOHY MAM OCTA€TCs HEIMOABVDKHBIM: DTO 3aBMCUT OT yPOBHS
BOABI, 40CTaBAsIeMON BllagaomumMu B Boaxos pekamn. B Hosropogckoii neppoii
Aetonycy 1mog, 1176 r. oTMeueHo mATHAHEBHOe 0OOpaTHOe TedeHne Boaxosa.

Wa. 6. Vixona «Kurtue VMoanna Hosropoackoro». Hosoe Bpemsi.
Vcrounuk: https://www.pinterest.ru/pin/806707351986003126/

B Hosropoge AelicTsuTeabHO CyIecTByeT (peHOMeH «KMBO UCTOPUM». DTO
OIIyII[aeTcs He TOABKO B ITOPa3UTEABHOM COBITaA€HNUM >KM3HEHHBIX peaamii
U M300PakE€HHOTO B HOBIOPOACKOI CpeAHeBeKOBOIl AnTepaType (IIpexkae Beero —
B aruorpadpuyu KakK OTpa’Kalollell «JacTHYIO» >KM3Hb deloBeKa). OcobeHHO
110A00HbIe 3aKOHOMEPHOCTHU, CBUAETeALCTBYIOIINE O AOCTOBEPHOCTM TEeKCTOB
HOBIOPOACKUX >KUTUIL, OOHAPY>KMBAIOTCSA B 11€40M «CeTU» IaMATHUKOB, APYT
C ApyToM Kak OyATO He CBA3aHHBIX.

O emmckorre HudonTe, Kak y>Ke TOBOPMAOCH BBIIIE, TTOBECTBYIOT HOBIOPOA-
CKMe AETOINCH, a TakKe — B COBCeM MHOM KAloue — XuTue emnmckora. OaHako
B HOBIOPOACKON IMCHMEHHOCTM eCTh IaMATHUK IIepKOBHO-KaHOHIYECKOTO
npaBa, «Borpomanne Kupuka», koTopoe BoaeIo cyAed OCTaBiAO HaM He TOABKO
MIOPakaollyl0 BOOOpa’keHue IIPaKTUKY STUYECKMX U IIPaBOBBIX OTHOIIe-
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HuI nepksu u HaceaeHust Hosropoga XII B., HO 1 MMs BAaAbIKM, OTBe4aBIIero
Ha KaHOHMYecKle BOIIpockl apTopa Bonpomanns — Kupuka Hosropoata. Otum
BAaAbIKOI 11 6614 Hudont, koTopriii B «Bomporranmsax», Kak HiI CTPaHHO, BBITA-
AUT HamboJee «JeA0BeYHBIM»: MHOroe Hmdonrt mpomiaa cBouM AyXOBHBIM
AeTsM, 100, BepOATHO, 011 MyAPBLIM 1 TOHKMM IacTEIpEM B TOPOJe, He TaK JaBHO
MPUHABIIEM XPUCTHAHCTBO, IIPU 9TOM B CHAY CBOell 00pa3doBaHHOCTH 1 BOABHO-
410014 He NPUHUMABIIEM BCE 3a YMCTyIO MoHeTy. [IpnmeuaTeabHo, 9TO BOIIpO-
mapinit K enyckony Kupuk Hosropogerr — oans 13 HanOo1ee 3HaYMMBIX HOBIO-
poACKuX (1 ODIIIepycCKIX) IIpocBeTuTeAell, Tak KakK MMeHHO eMy IpUHaAAeXXUT
HepBbII U3BECTHBIN Ha Pycyt MareMaTU4eCKNIi TpaKTaT «YJeHue O YMCAax».

Na. 7. Bugenne crapna Jopodest». VMkona. 3-1 uersepts XVIII 5.
Ucrounux: http://pskov-eparhia.ellink.ru/browse/show_news_type.php?r_id=5912

BropriM Baagpikoil, KoMy OblAM agpecoBaHbl Bompockl Kmpmka, Opla Kak
pas lMoaHH, 0 KOTOPOM CAO0KEHO OBLAO CTOALKO TEKCTOB B HOBIOPOACKOM KHIIXK-
HOI KyabType. A HugoHT emé pas ymoMumHaeTcs, COBEpIIeHHO HeOXXIAAHHO,
B HIaMATHUKE IICKOBCKOI armorpadpuyeckoir auteparypnl XVI B. — «Buaenun
Jopodero», Korga ero, Kak crpouteas MMpPOKCKOIO MOHACTHIPs, MHPU3LIBAeT
Boropoamnria, sBuBIIascs K IHckosmyaM BO Bpemsi ocagsl Ilckosa Credanom
baropmuem B asrycre 1581 roga [Tepemxkuna 2002]. ITomomipio Boropoaniisr
IlckoB, cTaBIIMIT MECTOM XpaMO3JaTeAbHOMN aeaTeabHoCT Hudonra 3a gyeTsipe-
CTa AeT A0 OIMCHIBAaeMbIX COOBITHIA, CTIacaeTcs OT ITOPaOOIIIeH sl IoAIKaMMU. DTOT
CIOKEeT OTpa’k€H U B 3HAMEHUTOI IICKOBCKOI NKOHe «Buaenne Jdopodeto» (1. 7).


http://edapskov.narod.ru/map2.JPG
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B HOBropoackoi auteparype nepekamdka MKOHHOTO U AUTepaTypHOro odopa-
30B HaDAIOAAEeTCsI B HECKOABKMX CroKeTax. OAguH 13 HanboAee M3BECTHBIX TeK-
cToB — «Buaenne nonomapio Tapaciio» — BHa4ale CyIlecTBoBal B BIAE OTAeAb-
HOTO CKa3aHMs (U CaMOCTOSTEABHOTO WKOHHOTO oOpasa) [Amutpues 1984],
a 3areM BoI€A B Pacipocrpanénnyio pegaknuio KXurnsa Bapaaama XyTeIiHCKOTO.

Wa. 8. Bugenne nonomaps Tapacwst. VMkona. Hosropoga, sTopast moa. XVI s.
Mcrounuk: http://www.iconrussia.ru/icon/detail php?ID=2498

XyTeIHCKIIT ITOHOMaph Tapacuii, Haxo4sach Ha MoaAuTBe B [IpeobpaskeHckom
XpaMe B II0AHOYb (coObITHE daTHpoBaHO 1505 rogom), ysuaea cesatoro Bapaaama,
OCHOBaTeAsl MOHACThIps, Moadmerocsa 3a Hosropoa. Bapaaam mnpeackasaa
Hosropoay Beamkme wucrbiTaHms, MeTapopudecky yBuAeHHBle Tapacuem
¢ camoro Bepxa 1epksu cs. Craca (1. 8). Ilepekandka TeKCTOB (IpMIEM HaIu-
CaHHBIX Pa3HBIMU CPeACTBaMI — U300Pa3UTeAbHBIMIU U CAOBECHBIMI), MIX IIOCTO-
STHHAsI B3aMIMOCBSI3b KaK OyATO BTOPUT «AMaAO0TIy CBATHIX» (communio sanctorum),
KOTOPBIN TOXKe ecTh crenu@uuecKuii Iprus3HaK HOBTOPOACKON M OOIIepPyCCKOI
aryorpapum.

borarctBo 1 MHOrOOOpasye MaMsITHIUKOB HOBTOPOACKON >KUTUITHON ANTepa-
TYPBI — HE TOABKO CBUAETEABCTBO IPEKPACHON COXPAHHOCTU IaMATHUKOB HOBIO-
POACKON KHVKHOCTY, HE TOABKO MAAIOCTpalys Ype3BbIlYaliHON HaCBIIIEHHOCTU
XpuctraHckoi XusHu Hosropoga u ero 3emeab, HO M OTpa’keHUe TaK Ha3blBa-
eMOro «MUHeiiH0z0 koda» (1A. 9) pyccKo¥ XpUCTHUaHCKOI KyAbTypsl [Tepemntkuna
2015].


http://www.iconrussia.ru/icon/detail.php?ID=2498
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Ma. 9. Cobop HOBropoackux cpaThIX. Vikona. Hosropog, 1-s gers. XVIII 5.
Vcrounuk: https://georidericons.com/netlennye-tvoreniya-ot-serdets-prishedshie/ikona-sobor-
novgorodskih-svyatyh-nachalo-ili-pervaya-chetvert-xviii-v

DTOT KOJ4 3aKAIOYaeTCsl B TOM, UYTO KaXKABIM «TUI» («KAACC») CBSITOCTH,
COraacHO KOTOPOMY YTOAHUK HPUYMCASAETCS K AMKY CBATBIX, KaXKABIN BUA I104-
BIDKHMYECTBA ecTh IpooOpa3 MHAMBUAYaAbHOTO, 4acTHOIO ABVDKeHMs K Bory
KakJ0To 4esoBeka. Bcé yroguo I'ocmogy, ecam deaoBek AeNCTByeT U3 AIOOBU
K Hemy n x cBoemy 6arxHemy. Dta «gactHas puaocodus» 0co3HaBalach Kaxk-
ABIM B Mepy CBOero IMosHaHus Mupa u Xpucra. Orta ke ¢puaocopus opraHu-
30BBIBaJa >KM3Hb HOBIOPOALIEB, OKPY>KEHHBIX «KOABIIOM CBSITOCTU» JpeBHell-
IMX BeAMKux MoHacteipeit — IOpnesa, XyTwinu, Bsoxuminckoro, MsgamHCKOro,
Ckosopoackoro, AmnTtoHmesa... Kaxgoe wmecto OBLAO OCBAINEHO CBATBHIM,
34€Ch ITOABM3ABIIMMCS, ITOOOPOBIIMM «XYAOCTh» MecTa (Kak Bapaaam 1o6o-
poa XyTBIHB, T. €. «XyJ0e MecTO») U CAeAaBIINM ero nmogodmem Pas Ha semae.
XpuctnaHckmnii KadeHAaph, Iae KaKAbIM AeHb I[epKOBHOIO roja — 9TO IIpasd-
HUK IIOMMHOBEHM: TOTO VAV MHOTO CBSTOTO, 4O CUX IIOp OpraHu3yeT peAuTV-
O3HYIO >KM3Hb Bepylommx Hosropoaines: «K Espummuio eay», «B Bapaammues
cobupaeMcsi», — TOBOPSAT HBIHEITHIe Bepyloniue kxutean Hosropoaa, ne ymycka-
IOIIe CAyJasl [IOMOANUTBCS CBITOMY B «€TO» MeCTe B «er0» AeHb, IPIUAOXKUTHCS
K ero momaM. COHM CBATBIX CTAaHOBUTCS COOOPOM OAMBKUX M AOPOTUX AIOAe —
MOAUTBEHHUKOB 1epe borom 3a >KUBYIIUX.
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https://georidericons.com/netlennye-tvoreniya-ot-serdets-prishedshie/ikona-sobor-novgorodskih-svyatyh-nachalo-ili-pervaya-chetvert-xviii-v

102 A. B. Tepewxuna HoBropoackast SKUTHIIHAS AUTEpaTypa: TEKCT 1 00pas

BeiBoabr

Hosropoackas cpeaHesekoBas >XUTUIHAs AUTepaTypa — 5TO He TOABKO BHY-
IINTEABHBIN II0 CBOEMY COCTaBy KOPIIyC CaKpaAbHBIX TEKCTOB, YMTA€MBbIX B AHU
IaMsTH CBATBHIX. DTO elé OeaaeTpucTHKa, oOecriednBaloias «pa3baeKaTeAbHOe»
U «IIOYYUTEAbHOE» YTeHMe BILAOTh A0 IOSBAEHM: MacCOBO AUTEpaTypbl. DTO
eIIé U «M3AIIHAsA CAOBECHOCTb», B KOTOPOM PYCCKMII SA3BIK 0OpeTaa CIIOCOOHOCTD
U3A0KUTD TO, UTO IIO Celi AeHb I110X0 IT0AJaeTcs BepOaamaanun, — peHOMeH CBsI-
TOCTM Kak oTpakeHns bora B yeaoseke. B Kaxka0M uyeaoBeKe, KOrga €ro >KM3Hb
nproopeTaeT YepTHl U CyTh XKUTHUA BO XpICTe.
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OBPA3 BOXBETI'O MUAOCEPAUSI:
BN3YAZABHOE BOI'OCAOBUE
B COBPEMEHHOM KATO/ANYECTBE

T. A. ®oanesa
ITpaBocaasubit CBATO-THMXOHOBCKMII I'yMaHUTaPHBI yHuBepcnTeT, Mocksa, Poccrs
tatiana_folieva@yahoo.com

Kyast Boxxpero Mnaocepans nosisuacs s nepsoii Tpetu XX Beka B IToabmne u 6aa-
rojaps yCUAMSAM HECKOABKMX CBSIEHHUKOB 1 MpU TMojjep>kKe marnsl Pumckoro Voanna
ITaBaa II cTaa momyasipeH BO MHOTMX KaToAmdeckmux crpaHaX. KyabsT cBsasan ¢ ¢urypoit
BU3MOHEpPKN, KaToandeckon cparoir ®aycruasl Kosaasckor (1905-1938). Ona mpoucxo-
Anaa 13 OeAHOI CeMbl, He ToAy4Ylda HMKAaKOrO oOpa3oBaHusA (B TOM 4YMCAe TeoAOTmde-
CKOTO), IIpMHsAa MOHAIIeCTBO B Bo3pacte 21 roga. C getcrBa y ®aycTuHbI ObLAY BUAEHNS,
B KOTOPBIX el sABasiacs Vucyc Xpucroc. On rosopua o boxxsem Mmnaocepann, Benunke
MuaocepAnst M IPOCUA CecTpy, IYTOOBI OHa criocobcTBoBada cozgannio Obpasa boxbero
Mmnaocepans. Tlocae mpuuATusa BedHbIX 0OeToB PaycTHHa paccKa3biBaeT O BUACHMAX
CBOEMY AyXOBHMKY 0. Muxanay CoOmoIipKo, KOTOPEIi CHayala OTIpaBAseT e€ Ha TICUXIU-
aTpuyeckoe OCBUAETeAbCTBOBaHMe, a yOeAMBIIINCH, YTO CecTpa 340poBa, ITOMOTaeT eif
B cosgannumu Ob6pasa. [locae cmeptu @aycTuHbl, B TedeHUe MATUACCATU AeT GOpMUpPY-
eTcsl TpaAUINS TeOAOTUN MIAOCePANs, KOTOpas CTaHeT OCHOBOIT moHTudgukara Voanna
ITaaa II. B sanHOII cTaThe MBI paccMaTpuBaeM TOABKO OAHY CTOPOHY rounTaHmus bosxkbero
Mmuaocepaus, a umeHHo ucropuio Obpasa VMucyca MuaocepAHOTO OT IIepBOTO M300paske-
HILs, KOTOpOe OBLA0 CO34aHO MPU HerocpeacTBeHHOM ydacTum cs. Gaycrunnr Kopaabckoii
xyaosxHukoM Esrennyriem Kasumuposcknm (1873-1939), 4o Bapmarnuit O6pasza, KoTopble
Op1a1 HanucaHsl B 60-80-ee 11. XX croaetns. Cectpa PaycTiHa 1 e€ BUAEHNS CUMBOAU3Y-
PYIOT HOBBIN 9TaIl B KaTOAMYECKON Te0AOTuHU, MPUIEM DTO KacaeTcs He TOABKO oOpariie-
Hus K MuaocepAnio, HO U IIPOU3O0IIeAIIIero B13yalbHOTO ITOBOPOTa B 61aro4ecTun.

Karouesbie caosa: KaToAnnin3M, TeOoAOTUs MINAOCepANs, anYCTI/IHa KOBaAI)CKa}I,
06pa3 boxnpero MI/IAOCEPAI/I}I, COBpeMEHHas1 KaToAn49ecKasl Teo0A0rn4eckast MpICAb.

THE IMAGE OF DIVINE MERCY:
VISUAL THEOLOGY IN MODERN CATHOLICISM

Tatiana Folieva
St. Tikhon's Orthodox University, Moscow, Russia
tatiana_folieva@yahoo.com

The cult of Divine Mercy appeared in the first third of the 20" century in Poland and
thanks to the efforts of several priests and with the support of Pope John Paul I, it became
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popular in many Catholic countries. The cult is associated with the figure of the catho-
lic visionary Saint Faustina Kowalska (1905-1938). She came from a poor family, did not
receive any education (including theological), and took monasticism at the age of 21.
From childhood, Faustina had visions in which Jesus Christ appeared to her. He spoke
about God’s Mercy, the Chaplet of Mercy and asked his sister to help create the Image
of God’s Mercy. After taking eternal vows, Faustina talks about the visions to her con-
fessor, Fr. Michael Sopocko, who first sends her for a psychiatric examination, and after
making sure that her sister is healthy, he helps her in creating the Image. After the death
of Faustina, a tradition of theology of mercy was formed within fifty years, which will
become the basis of the pontificate of John Paul II. In this article, we consider only one
side of the Veneration of Divine Mercy, namely the history of the creation of the Image
of Jesus of Mercy from the first image, which was created with the direct participation
of Sister Faustina Kowalska by the artist Eugeniusz Kazimirowski (1873-1939) before the
variations of the Image, which were created in the 60s—80s of 20" century. St. Faustina and
her visions symbolize a new stage in catholic theology, and this applies not only to the
appeal to Mercy, but also to the visual turn that has taken place. Description of the vision
of St. Faustina is a kind of theological prescription, where there are obligatory character-
istics (for example, a blessing hand and two rays that emanate from the chest), but dif-
ferent forms and variations of performance are allowed. At the same time, the figure of
Sister Faustina Kowalska, the emergence of the “theology of the little man” and the theol-
ogy of mercy, the visualization of compassion in the Image are a kind of forerunner of the
changes in the Roman Catholic Church in the second half of the 20" century and the policy
of the pontiffs, starting with John Paul II.

Keywords: Catholicism, theology of mercy, Faustina Kowalska, the Image of Divine
Mercy, modern Catholic theological thought.

Teosorns Mmaocepaus — HaIpaBJeHMe COBpPeMEHHON KaToAMdecKoil Goro-
CAOBCKOI MBICAM, KOTOpOe BO3HMKAO B pe3yabTaTe JAeATeAbHOCTU CecTPBI
@aycrunanl Kosaanckoit (Faustyna Kowalska, 1905-1938). Ecam Bepurtn eé
«/Anesnuky», MoHaxumuHe Qaycrune spasacsa Vucyc Xpucroc, aabbl yTBep-
AUTL WAEI0 II0AHOro aosepust bory, Bcempomtalomeir boskmeit mmaoctn
U AeATeAbHOTO MMAOCEPAMs IO OTHOIIEHMIO K APYIMM AIOASIM. YdeHMe,
BBIpOCIIIee 13 DTOTO MIMCTUYECKOTO OIIbITa, CTaA0 MCTOYHMKOM AAs IOsABAe-
HM HOBBIX (popM moxaoHeHus B Karoamueckoir mepksu. VImerorcs B BuAy
ITpasannk Munaocepaus (nepsoe Bockpecenbe nocae ITacxu), Benunk boxxpemy
Mmnaocepauio, Yac Mnaocepausa (15:00 B o3HameHOBaHUE BpeMeHM CMepPTHU
Xpucra), a taxke ocobasg mkoHa Xpucra — O6pas Mucyca MmnaocepaHoro,
nan Obpas boxbero Mmaocepaus [Poanesa 2020, 50]. Vikonorpadus HaspaH-
HOTo OoOpasa ocHosaHa Ha BugeHun Paycrunsl Kosaabckoii, onmcaHHOM B eé
«/lHeBHIKe»: «Bedepom, Haxoasch B Keabe, o yBugeaa Vucyca Xpucra, ogeToro
B 6eaoe. Ogna Ero pyka Oblaa mogHATa 445 061aroca0BeHns, a Apyras Kacaaach
0JeXABl Ha IpyAu. VI3 ckaagky oAeKAbl Ha IPyAM UCXOAUAM ABa ITMPOKMX Ayda:
OAVMH — KpacHBII, APyroil — OaeAHbIl. B MoavaHmm s mpmcraapHO CMOTpeaa
Ha I'ocnioga, Most Aymia Oblaa HalloAHeHa CTpaxoM, HO TaK>Ke 1 OTPOMHOI paso-
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crpio. Hemuoro crycrs Mucyce mue ckaszaa: Hanuuiy 00pas, komopblii mot 6UOUULD,
u cdeaaii naonucv “Mucyc, ynosato na Tebs”. S xowy, umodvl amom 00pas eHavare
CMAaA nouumaem 6 6auieli 4acose, 4 nNOMoM — 60 6cém mupe» [Kosaabckas 1993, 47].
TaxuMm oOpa3oM cKaagblBaeTcs MKOHOrpadpuyeckmii Tun UKOHB Mucyca
MmnaocepaHoro: MOHyMeHTaAbHasl purypa Xpucra B 0ea0il TyHMKe C ITOAH:-
TOJ A5 ©AaroCA0BEeHILsI IIPaBOIl PYyKOA, C AeBOI1 PYKOIi, yKa3yIoIell Ha cepalle,
13 KOTOPOTO BLIXOAST KPaCHBIN (CMMBOAM3MPYET KPOBD) M OeABIil (CMMBOAM3MN-
pyeT BoAy) Ay4I.

B aAanHOI1 cTaThe MBI pacCMOTPUM MCTOPUIO cO3JaHus gaHHoro Obpasa, Bapu-
aHTHI €r0 HaIlJMCaHMs, a TakK’Ke DBOAIOLNIO BOCIPUATUA MKOHBI U TeHASHIINH eé
BAWSHIS Ha COBPEMEHHYIO KaTOAMYEeCKyIO TeOAOTHIO.

®aycrnna Kosaabckas: XnsHb, «/HeBHMK», KAHOHM3AIMsI

Xeaena Kosaanckas poamaacs 25 asrycra 1905 roza B OeaHoI ceMbe, 0Opaso-
BaHIe IIpaKTU4eCcK! He IMoAy4ynaa. B Bospacre ABaAliaTi €T OHa pellnia HOCBsI-
TUTH CBOIO Xu3Hb bory m B 1925 rogy nocrynmaa B Monacteipb Konrperamum
Cecrép boxxvert Marepn Munaocepans, a 3 1928 rogy npunecaa Maanie 00eThI
U npuHsAAa MoHareckoe nmMs Paycruna. Heckoabpko mocaeayiommx AeT, BIIAOTD
40 1933 roga, XeaeHy IIOCTOSIHHO NEPEBOAVIAN U3 OAHOTO MOHACTHIPS B APYIOIA,
rae KpyT eé IToCAyIIaHmnii OOLIYHO OBLA CBsI3aH C KyXHell nan rnekapneit. Otgactu
9TO CBJ3aHO C TeM, YTO €€ BIUAEHNUs He BOCHPMHMMAANCH HACTOATeAbHUIIAMU
MOHACTBIpeil BCePhE3, a CECTPBI 3a4acTylO CUMTaAm pacckaspl PaycTHHBI raaaio-
UMHAIIMAMU UAY BRIAYMKaMIL.

B mae 1933 rosa mpomsomiao BaskHOe coObITie B Omorpadpum PaycTuHbI
KoBaanckoii: oHa IpmHecAa BeyHble O0eThl, 1 €€ IlepeBeAl B MOHACTHIPD
B BuapHO (HBIHeIHMIT BuapHIOC). B HOBOM a451 cebst ropoge oHa BCTpeTmAa CBsI-
menHuka Muxanaa Cononibko (Michat Sopocko, 1888-1975), xoropsiit craa eé
MCIIOBEJHIKOM, a IT03Ke IIpoIloBeHMKOM e€ yueHms. Oter; Mmxana, ycablias
0 BUAeHM:AX, nocerraiomux PaycTuHy, HepBLIM AeA0M IIPOBEA MeAMIIMHCKOe
OCBIAeTeAbCTBOBaHMe CecTphl. YOeAMBIINMCH B TOM, YTO OHa IICHMXMYeCKU 370-
PpOBa, CBAIEHHMK II0BepnA B OOXKeCTBeHHOe IIPOMCXOXKAeHMe BIAEHUIT U cTal
IoAJAep>KMBaTh MOHAXMHIO. B yacTHOCTH, MMEHHO OH IIpeAA0XKIA CecTpe 3aIlu-
CBIBAThb BCe CBOM JyXOBHEIe ITepesKmBaHms. VI3 AaHHBIX 3amIyceil B MTOTe HOABIACS
«/HeBHMK» — 6 TOACTBIX TeTpaJeli, B KOTOphIX cecTpa PaycTuHa cHadada PUKCH-
poBaza cBou BocroMyHaHMs 40 1934 roga, a 3aTeM BUAeHNsI, KOTOpbIe IIPOA0A-
>KaAMCh BILAOTD 40 €€ KOHUMHEL.

ITocaeanne roapr xxusHu cecrpa Paycruna rposeaa B MoHacTbipe B Kpakose,
Kyda mepeexasda B 1936 roagy. CocrostHme 340pOBbsS MOHAXMHM YXYAIIaa0Ch
C KaXKABIM JHEM. B KOHIle KOHIIOB Bpaull AMarHOCTHPOBaAN y Heé TyOepKyaés. 5
okTs10ps1 1938 roga cecrpa ®aycrnna Kosaanckas ymepaa.

Pacnpocrpanenne nounrtanns boskecrsenHoro Muaocepaust B KaTroAndecTse
nocae 1938 roga cesasaHo, mpesxge Bcero, ¢ Obpasom lucyca MuaocepaHnoro
U AesATeABHOCTHIO oTila Mumxamaa COIIOIIBKO, KOTOPHBIT BOCHPUHIMAA «BOIPOC
nokaoHenns boxxpemy MmaocepAmio 1, B 94aCTHOCTH, yupeskJeHle IIpadjHuKa
Boxpero Muaocepans B nepsoe Bockpecenbe mnocae Ilacxm kak oaHy M3 raas-
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HBIX Ileaent XusHim» [Sopocko 2005, 5]. ViTorom momyaspusanuy HOBOTO yde-
HILL CTaA0 TO, 4TO 24 mioHA 1956 roga mama ITuir XII ocestna O6pas bosxsero
Mnaocepans B Pume.

Ognako, HecMOTpsl Ha pacTymiylo m3secTHOcTh OOpasa,  ykaszom
CasmenHon KaHreaapun ot 19 HosOps 1958 roaa, agpecoBaHHBIM €MNCKO-
maM, IpasgHuK Muaocepaus Obla 3ampeméH. 6 Maprta 1959 roga Oblao 1moa-
mucaHo YsegoMaenme CBsIIEHHON KaHIeAAPWUH, 3allpelalollee CAy>Ke-
H1e bBoxkectsenHomy Mmaocepanio B popmax, AaHHBIX cecTpoii PaycTmHOI,
a Tak)Ke HaJOXKeH 3alpeT Ha pacmpocTtpanenne OOpasza [Witko 2003, 101].
VIxonsl, AnIIs HeAaBHO IMOABUBINNECS B XpaMax, Hadaau youpaTs orrysa. Orert
Muxana Comoipbko M ero ImnocaejoBaAy HOAYYMAN >KECTKOe IIpeallricaHue
n3 Barmkana mpekpatuth pacrpocrtpaHenne Iloumranmsa. Cutyanmsa coxpa-
Hs4ach 40 21 okTaA0psa 1965 roja, Korga B apxmenmckorckoit Kypun 5 Kpakose
Haya/Acs IOATOTOBUTEABHBIN Ipoljecc K Oeatudukanum (IpudncaeHne K AUKy
6aasxennsix) cectpsl Payctunnl Kopaanckoi. Ero mHnimmposaa apXmemnmcKoI
Kapoan Boitteiaa (Oyaymmii Ilama Pumcknii VMoan Ilasea II). dannbii mpo-
necc Hayaacst B 1968 rogy B Pume m 3aBepmimacs TOABKO CIIYCTS ABajliaTh
aet. 18 ampeas 1993 cecrpa ®ayctmna Obniaa Oeatmduiuposana, 30 ampeas
2000 roga — KaHOHMU3MPOBaHa.

Ilepsbui BapuanT O06pasa Muaocepanoro Micyca

Buaenne, koTopoe MBI omrcaan BhIIle, Ipon3omiao B 1932 roay. CymiecTsyior
CBIAETeALCTBa, uTo cecTpa PaycTuHa MbITalach HalllcaTh 00pa3 CaMOCTOATEABHO
npu 64arocA0BeHNN MaTepy-HacTOsITeABHUITEI Ha CTeHe CBOel KeAb! MeAKaMIA.
Ognaxo oHa ocTrasach HeJ0BOABHA pe3yabTaToM cBoux TpyaAos [Garnett, Harris
2013, 82]. B Buasno ¢ momompio orria Mmxanaa Comorpko cectpa ®Paycrmna
Halllla XyA0>KHIKa, KOTOPHIN coraacmuacs Hanucarb O0pas. 1o 6514 Eprenmyrmn
Kasmmmposcknit (Eugeniusz Kazimirowski, 1873-1939), moabckmii >KMBOIIN-
cer1, pabOTaBIINII KaK CO CTaHKOBBIMM KapTMHaMU (IIOPTPeTHl 1 Ieii3akKi), TaK
U C MOHYMeHTaAbHBIMMI 3aKa3aMI.

Kasnmuposcknii moayuna oOpasoBaHue B AKageMMM M3SAITHBIX JICKYCCTB
B Kpaxose (1892-1899). Bo Bpems y4é€Obl XyAOKHUK IIPOXOAMA CTa>KMPOBKIU
B Miouxene, [laproke n Pume. ITocae okoHyanmss AKkageMHUM OH IMcaA Iei3akKu
U TIOPTpPeThl, OPOPMIA >KeAe3HOJOPOXKHBIN BOK3aa BO /lbBOBe, pacIyChIBal
nepksu 1 Kocréanl. ITocae nHayaaa ITepsoit MmupoBoit BOVHEI EBreHmymn mepe-
exaa n3 Kpaxosa B BuapHo, rge Hayaa mpemogaBaTh B MECTHOM CeMMHapUIL.
C 1936 roga xmna B beaocroke. Tam cocrosiaach camasi KpynHas MPVKM3HEH-
Has BpICTaBKa Xyao>kHMkKa (100 moaoren). K coxxaaenuio, B roasr Bropoir mupo-
BOI BOIHBI ITOYTH Bce KapTuHbl E. KasuMmuposckoro 6p1am yrpadensl. I'aasHoe
coxpaHusIeecs npoussejenne — Odpas Vucyca MuaocepaHoro — HaxoAUTCs
B Hallle BpeMs B xpaMe Muaocepans boxbvero B Buabnioce (ma. 1-2). Adannas
MKOHA sBASETCSI OAHUM M3 CaMBIX IIPM3HAHHBIX BapMaHTOB pacCMaTpBaeMOTO
Obpasza. boaee Toro, oHa mocay>xmaa IPOTOTUIIOM AASl APYIUX XyAO>KHIUKOB,
6pasmmxcs 3a Hanucanue Oopasa VMucyca Mmaocepauoro.
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Ma. 1. Buasnioc. O6pas Vucyca Muaocepanoro s xpame Muaocepans boxxnero.
Vcrounuk: https://www.lithuania.travel/ru/place/vilnius-gorod-miloserdiia-bozhiia

#

L)

Ma. 2. Buarsnioc. lecrsue ¢ o6pasom Vncyca MuaocepaHoro.
Mcrounuk: https://www.lithuania.travel/ru/place/vilnius-gorod-miloserdiia-bozhiia
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Pabora nag mxonoii Havaaach B 1934 rogy mpm HenocpeACTBeHHOM yda-
crun Paycrunnsl Kopaabckoii. ITozgHee Xya0KHMK yTBep>K4ad, uTO PHCOBa-
HIe I10/4 AMKTOBKY O3HadalO OTKa3 OT COOCTBEHHOI XyJ0>KeCTBeHHOI KOHIIeIl-
LIMH B 11043y 40CTOBepHOCTU nocaaHus cectpsl Paycrunsl [Gorezyca 2015, 17].
Pasmep kapTuHBI cOOTBeTCTBOBaA paMe (2,6 x 1,38 M), KoTopas paHee Oblia
nogapena o. Mmxanay Comnorpko. Haammen «Jucyc, yrosaio Ha TeGs» Oblaa
nsoOpa’keHa He Ha caMOM I1040THe, a Hipke. Cecrpe PaycTuHe MOAy4HMBIIIa-
sICsl KapTHHa He IOHpaBMAach, IOCKOABKY OHa, IO €€ MHEeHHIO, He IlepejaBasa
peanune Vucyca: «OaHaxkApl, Korda s Oblaa y XyAOKHMKA, KOTOPBIN IIMIIET
9TOT 00pas, U yBugeaAa, yTo oOpa3 He TaK IIpeKpaceH, Kak Vmcyc, s cmapHO
9TUM oOlledaanaach, OAHAaKO CKpblaa 9TO TayOoko B ceparie. Korga Mul yian
OT 9TOTO XyAO>KHIKA, MaTh HaCTOATeAbHUIIAa OCTalach B TOPOJe, YTOOI cAeaaThb
pasHble Jeaa, a 51 0O4Ha BepHyAach JOMOIL. Sl cpasy ke oTHpaBuaach B 4aCOBHIO
U c1ABHO 3andakada. Sl ckasaaa I'ocrrogy: “Kro TeOsa nHanuireT TakuM Ipekpac-
HpIM, KakuM Tor ectn?” Torga s ycablmada Takme caosa: He 6 npeaecmu kpacox
UAU KUCMIU 3AKAIOUAEMCA 6eAuvue amozo oopasa, a 6 Moeit 6aazodamu» [Kopaabckas
1993, 313].

B cBomx Bocmommuanmsx COIIOIIBKO YKas3blBaeT, 4YTO «KapTHMHa IMeaa
HEMHOTO HOBOe CoJep>KaHue, IIODTOMY 51 He MOT IIOBeCUTD e€ B IlepKBU Oe3 paspe-
IIIeHNs apXUeIICKOIIa, KOTOPOTro MHe OBLA0 CTBIAHO IIPOCUTH 00 DTOM, He TOBOPSI
y>Ke O IPOMCXOXKACHNUM 9TON KapTuHbL. ITo5TOMYy s mmocTtasna e€ B TEMHOM KOPU-
Aope psiAOM C ILIepKOBBIO CB. Mmxamaa (B MOHacThIpe cecTép OepHapAMHOK),
HacTosITe/leM KOTOPOro 51 TOorAa Obla HasHaueH» [Gorczyca 2015, 18]. OgHaxko,
rocae yropopos cectprl Paycrunnl, O0pas Bcé >ke OblA pa3MeIEH B XpaMe Iepes,
BepYIOIIMMU B IepBoe BockpeceHbe rtocae ITacxmu B 1935 rogy. Vikona mpocro-
s4a B XpaMe He404ro, BCKOpe I1ocle 9Toro oHa 6n14a yopana. Toasko B 1937 roay
otert Muxana Comoisko 1oayuna 61arocaopaeHne apXmenmuckona Ha To, YTOOBI
noctaBuTth OOpas HeImoCcpeACTBEHHO B KOCTE €.

ITo mpocrbe orma Mmxamaa moabckasd XxydokHuna Aynus baasykesmy
(Lucja Batzukiewicz, 1887-1976) caeaasa xommmu ¢ padbotsr Kasummposckoro,
KOTOpHIe ObLAM HallpaBAeHBI B KOCTEéAB Buarpnioca n okpyru. Kpome Toro, pac-
IpocTpaHsadach U Havada II0AB30BaThCSA ycrexoM (oTtorpadpuyeckas pernpo-
AYKIIMST MKOHBI, cdedaHHast Qororpadpom Mmxamaom Hosunxum. B 1940-
1945 rr. on Hamewataa M packpacua Ooaee 150 000 sxsemmnaspos OOpasa
[Cichoniska 2021].

Wcropmst ObiTOBaHMS WMKOHBI HalOAHEHa Tparum4ecKUMM — COOBITVAMIA.
C 1937 mo 1948 roa oHa Haxoauaach B Koctéae Cearoro Apxanreaa Mmxamaa,
rae cay>xua Muxana Cormonsko. B 1947 roay cesmeHHNK nepeexaa u3 Buaparoca
B beaocrox (Iloapmra), mokmnyam ropoa u céctpel u3 Konrperarum Cectép
boxpenn Matepu Munaocepansi, K KOTOpoil IpuHajaexkada cectpa PaycruHa.
B 1948 roay xoctéa ceaTroro Mmxamaa OblA 3aKpBIT COBETCKOM BAacThO. brlao
NIPUHATO pellleHre yCTPOUTh B HEM Mysell apxuTekTypsl. B 1951 rogy O6pas
BBIKYIIIAM OOBIYHBIE IPUXOXKaHKU Ilepksu — fnmna Poasesnu-CredanoBcKas
u Sasura Crapaiite — y AMTOBCKOTO pabO4ero, KOTOPLIM 3aHMMAaACSI CTPOU-
TeApHBIMI paboTamu B OpiBizeM Xpame. [losske fruHa Poasesua Oblaa apecto-
BaHa I IIpoBeJa B TIOpbMe TpM roja (0 APyTMM AaHHBIM, OHa Oblaa OCy>KJeHa
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K AeCATH rojaM IPUMHYAUTEeAbHBIX paboT B Cubupy, HO Cpok OblA COKpaIIéH)'.
Obpa3s B TeueHMe DTOrO BpeMeHN Obla CIIpsATaH Ha YepAake MeXKAy IOTOA0YHBIMU
0aaxamMu, 4TO IPUBEAO K €r0 IOBpeXKAeHMIO. BecaeacTsue 9TOro mepsast pekoH-
CTPYKIIMs MKOHBI Oblaa IposedeHa yke B 1955 roay pecrasparopom Eaenoii
[IMureanCKOIT; OHa >Ke BBIIIOAHIAa TOYHYIO KOIINIO oOpasa.

B 1956 roay ‘lumna Poasesmu smurposasa B Iloabpiny m mepesaaa obpas
Pumcko-kaToandeckoii mepksn, B koctéa Cesaroro Adyxa B Buapioce. Hacrositean
KocTésa He OblA mMOkKAOHHMKOM OOpasa bosxpero Mmaocepams u pemna
He BBICTABASTh MKOHY Ha 0DO3peHMe IpmxosKaH. Heckoabko Io3ke cCBsIleH-
HUK O3ed I'paceBuy, 3HaKOMEIN U ¢ OTIIOM MuxanaoMm, u ¢ ucropuen oopasa,
IepeBé3 KapTuHy B KocTéa gepesnu Hosast Pyaa (beaopycciet). Tam obpas Haxo-
anacs 30 aeT, cHavada B XpaMe, 3aTeM Ha CKAaje, B KOTOPBIil IO YCTOSABIIEMYCs
MeXaHI3My aHTHPEeAUTMO3HONM KaMIIaHUM COBETCKUX BAacTell 9TOT XpaM IIpe-
BpaTuAn. VikoHa Oblaa roABelrieHa 10/, IIOTOAKOM, YTO CIIacA0 €€ OT BAa’KHOCTHU
U pa3pyILIeHNIA.

Tem Bpemenem Bokpyr OOpasza caoXXmaach TpyIllla BepyIOIINX, KOTO-
pble CcaMOCTOATEeABHO COOMpaAuch BMecTe AAs uTeHus Benumka bosxpero
Mnaocepans. Orer; Muxana COIOIIBKO XOTeaA BepHYTh KapTHHY, HallJMICAHHYIO
KasummposckuM, B Iloapnry, ogHako M3-3a HOAUTUYECKON CUTyaIjuM cAeaaTb
9TO OBLA0 HeBO3MOXKHO. Toapko B 1986 roay, He cTaBsl BepyIOIIUX B KypC Jeaa,
ase MoHaxymHm u oten lOszed I'paceBny 3amMeHMAM opuUIMHaAbHOE IT0JA0THO
Ha Kormio Mapun Hlounk u BeIBe3AM 0Opas cHavada B [ poaHO, a 3aTeM B KOCTEA
Cssroro Adyxa B Buabnioce. VIKoHy 1ToaBepramu pecraspaljui, b pesyabTate KOTO-
poit obpas Mncyca HeCKOABKO M3MEHIACS, BepXHsAA J4acTh IIOAO0THa Oblaa Haj-
CTaB/A€Ha, a B HVYKHEN MOsIBIAach Haarmich «Jezu ufam Tobie».

Jo 2001 roga oOpa3 wmMea MaAeHBKYIO TIpPYyIIly IIOYMTaTe]eln
1 He OBlA IMIUPOKO u3BecTeH. CuTyanysl M3MeHnAach C ITIOBTOPHBIM MOsBAEHIEM
B Buasnioce Konrperarium Cectép boxxpeir Matepu MmaocepAns, KOTOpble BO3-
obHoBnAM Benunk bosxksero Mmaocepaus. B 2003 roay onn mposean 0oaee rpa-
MOTHYIO pecTaBpaliiio KapTUHBI: Obla y/AadeHa BepXH:si BCTaBKa, BOCCTaHOB.AeHa
Haanuch «Jezu ufam Tobie» He Ha x0/cCTe, a Ha HUKHEM IIOAPAaMHIKE, KaK DTO
65110 TIepsoHavaabHO. B 2005 rogy obOpas mepesesan us kocréaa Cesaroro Jyxa
B XpaM Mmnaocepansa boxwero.

Bapmamm O6pasa

PaccmoTpuM, Kakme BapmaHTBl MKOHBI boxxpero Mwmaocepaus —cyime-
CTBYIOT, YeM OHI OTAMYaloTCs oT mnepsoro OOpasa, HamycaHHOrO Eprenmyriiem
KasuMmpoBsckuM, 1 Kakoe 3HadeHMe UMEIOT A4Sl paclpOCTpaHeHMs ydYeHNs
®aycTunpr KoBaabcKori.

IIpexxae Bcero otMmeruM KaptuHy Aas vacoHu Konrperamum Cectép
Boxxpert Marepn Mmnaocepausa B Bapimiase, kotopass Oblia HammcaHa AbBOB-
cxkuM xyaoxHukoMm CranmcaasoM batosckum (Stanistaw Batowski, 1866-1946).

! Cwm.: http://franciszkanska3.pl/aktualnosci/, jezu-ufam-tobie”,-czyli-zawila-historia-cudownego-
obrazu-1.
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OrananTeapHON 4YepTON AAHHOTO OOpasa OBIA CBETAIIMIICA KpecTOOOpas3HBIN
HMMO Hag roaosoit Vincyca Xpucra. Kaprnna nornbaa Bo Bpems Baprrasckoro
BoccTanus B 1944 roay. Takke barosckuii HapmcoBaa MKOHY A4s1 /lareBHUKOB,
rae pacrnioaaraercs Cankryapuit boxxbero Muaocepansa. Ona Oblaa JocTaBaeHa
B Kpakos, HO IT0 KaKM-TO IIpMIMHaM He IIOHpaBiaach MoHaxuHsAM. Cerfgac 9TOT
BapMaHT XpaHUTcs B Kocréae boxxpero Mnaocepans B Kpakose.

Jazee, HeOOXOAMMO YIIOMSIHYTh OOpa3, CO3AaHHBIN XYAOKHMKOM AjaMOM
CreikoM. B 1956 rogy Komnrperarnusa Hemopounoro sauarms Ilpecssaroit /Jesst
Mapun (mapuane) 5 Crokopugxe (mrat Maccauycerc, CIITA) 3akazaaa m3BecT-
HOMY T0Abckomy >kusonmciy Agamy Croike (Adam Styka, 1890-1959), >xus-
memy B Hpio-Vopke, O6pas Mucyca Muaocepanoro. XyAOXHUK POAMACT
B laamium, rae moayduma IepsoHadaabHOe OOpa3oBaHNE B ME3YMTCKOM KOA-
aeaxe. Jasee oH mpogoaxnua oOydenme B Ilaprokckont Axkagemum VI3AIHBIX
MCcKyccTB. AgaMm ydyactsoBaa B Ilepsoit MupoBoOIl BOiiHe B psjax (paHIly3CKIX
BOJICK, 3a YTO OBlA HarpakA€H OpAeHOM U IOAYYMA IpakAaHCTBO PpaHIINM.
ITocae BOMHBI HpOCAABMACT KaK XyAOXKHUK-OPMEHTAANCT: MHOTHE ero IIpo-
U3BeAeHNsT IOCBAMIeHs BugaMm u oOpasam Cesepnont A¢pmxu. B 1950-x rr.
on mepeexaa B CHIA. 3gecp XyAOXKHMK Hadaa paspabarbiBaTth TeMy /MKOTO
3amaga, a TakXKe yBAEKCsS SKMBOIIMCHIO Ha peAUTMO3Hble cioxeTol. Ilpm moa-
roropke K pabore Hag Obpasom Mmucyca MmaocepaHOro XyAO>KHMK KOHCYAb-
TUPOBAACSI C IOABCKMMM TeOAOTaMM, B TOM 4YlCAe IIepPeIMChIBaACA C OTLIOM
Muxanaom CoOIIOIIBKO, YIUTBIBAA €r0 COBEeTHI M 3aMedaHls IpY CO3JaHMM Kap-
tuHel. B 1957 roay OOpas Obla sasepmiéH. JanHasi paboTa Oblaa BBIITOAHEHa
B TEXHUKE «MacA0 Ha XoAcTe», eé pasMmepsl: 2,23 x 1,54 m. HecmoTps Ha TO, 4TO
9TOT BapmaHT Obla 0am3ok K O6pasy E. Kasmmuposckoro, oH 1moaseprcs Kpu-
Trke. OCHOBHbIe 3aMeJaHMsI KacaAluch AByX OCOOeHHOCTell KapTUHBI: BO-TIePBBIX,
Muncyc 6514 1300paskéH ¢ 3040TBIMI BOAOCAMM, YTO He COOTBETCTBOBAAO Blije-
HUAM cB. PayCTUHBL; BO-BTOPEIX, IIepKOBHOE COODIECTBO CMylIllada crienydrde-
CKas urpa cBetoTeH Ha roaotHe [Gorczyca 2015, 25].

K nagaay 1950-x rr. B Iloapmie pacmpocTpaHMAOCh MHOXKECTBO BapuaH-
TOB MKOHBI bOXXbero mmaocepaus, CO3JaHHBIX BHe KaTOAMYECKUX AUTYpIide-
CKUX ¥ AOTMATHYeCKUX HOPM, YTO BBI3Bal0 HEJ0BOABCTBO B I[€PKOBHBIX KpyTaXx.
IToabckuit enmckon Ppannniiek bapaa sassmna, 410 HEKOTOpLIe 13 DTUX IOAOTEH
He COOTBeTCTBYIOT Y4eHMIO IIepKBI, 1 00DbABMA B 1954 roAy KOHKypC Ha co3jaHue
Hosoro O6pasa bosxkpero muaocepans. B KoHKypce yyacTBOBaAM TaKiie I10ABCKIE
XyA0KHUKM, Kak Antonmit Muxaaex (1902-1975) n Tageym Oxon (1872-1957).
ITobeaureaem xe craa Awaomup Caenasunckuit (Ludomir Slendzinski, 1889-
1980), moabcKuit XyAOKHMK-MOHYMEHTAAVCT, CKyABITOp, IIe4aror, peKkTrop
Kpaxosckoro Texumgeckoro yunsepcutera. Ha oToir xaptune Crnacureanb BXOANUT
Jyepes 3aKpHITYIO ABeph, €To IpaBas pyKa 01arocaoBAseT CMOTpSIIETOo, a AeBasd
yKasbIBaeT Ha cepAlie, OTKyJa BBIXOAAT JABa Ayda — OAeAHBIN 1 KpacHbI. I1pu cos-
Aannny odpasza /1. CAeHA3MHCKOTO KOHCYAbTHUpPOBaa otell Mixana ComoIibko.

5 okraA0Opsa 1954 roga I'aaBHas koMmmccusl emmckollata yTBepamnAa M3o0pa-
>keHne, HanucanHoe CAeHAZMHCKUM, AAs ToKAoHeHusA B Iloasmre. B 1960 roay
0. Muxana Cononpko mogapua KapTuHy emnmckony 30urnesy Kparmresckomy,
KOTOpEINI OBLA 3aMecTuUTeAeM AUpPeKTopa (BIIOCAEACTBUM — PEeKTOPOM) CTO-
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An4HOM ceMmHapuu B Bapmase. Kaprmna Haxoamaach B ceMuHapum go 1971
roga, xorga Obli1a mepeMerrieHa B Koctéa bokwero Teaa B Bapmase. Oanaxo
M3-3a YaCTBIX CAy4daeB BaHAaAM3Ma KapTUHY IlepeHecAu B 3JaHNeE eIMCKOII-
crBa. B 1989 roay 6b14 1IOAHAT BOIIPOC O TOM, YTOOBI IIOMECTUTH 00pa3 B XpaMme,
HO AaHHBIN BOIIPOC OTKAaAbIBaACA M He pellaAcs HOAOXKUTEeABHO BIIAOTh 40 1993
roza. B anpeae 1993 cecrpa ®aycruna Oniaa OeaTnduimpoBaHa, 1 y>Ke B MIOHe
TOTO >Ke ToJa MKOHa Oblla IlepeHeceHa B KOCTEéA me3yutos B Kaamie (ropog
B IToapme B 240 km ot Bapiassr). B 1998 rogy kocTéa repBbIM B MUpe HOAYyYNA
HanMeHosaHne Cankryapuii ceparia Mcyca Muaocepauoro.

B 1982 roay amepuxkanckmii xyaokHuk Pobept Cxemn (Robert Oliver Skemp,
1910-1984) nammcaa HOBYIO KapTuHy «Jmcyc, ymosaio Ha TeOs» IO 3aKasy
Konrperarun Henopounoro savatus Ilpecssroir dessr Mapun. Pabora Ckemria
oTcei1aeT K pabore /1. CaeHA3MHCKOTO, TaK Kak XPUCTOC 34eCh M300pakéH
Ha oHe ABepH, ero pykKa HaXOAUTCA Ha ypOBHe I11e4, ABa SPKMUX Ayda BBIXOAAT
U3 cepalla, a BOKPYI TOAOBBI SIPKMMH KpackaMm M300pa’keH 30A10TOi HMMO.
Kommosunms KapTuHBI IIOCTpOeHa Ha IpMHIMIIE cuMMeTpun. B cMrpicaoBom
1 KOMITO3MIIMOHHOM IleHTpe HaxoauTcsa ¢purypa Vucyca. Pansl B cepalie u pac-
KpBITIIEe O4eXKABI Ha BBICOTE I'PyAM He3aMeTHBI, TaK KaK OT DTOTO MeCTa MCXOAAT
spkue 0aeaHO-KpacHble Ayqn. Jannbi BapuanTt OOpasa Obia mogapen Voanny
ITaBay II Bo Bpems ero smsmra B CHIA. 3arem Ilama Pumckuit mepesaa ero
B Tanzammo. Hapsay c kaptunoit A. Xsrasl, o0pas P. CkeMma oIy AsipeH B TaKMX
pernoHax, xak Jarmackas Amepuxa n @uannnusst [Garnett, Harris 2013, 86].

CymiecTByIOT Tak>Ke KapTHHBI APYIUX XyJ0>KHUKOB: flHa PyTkoBCcKoTO (Haxo-
autcst B Koctéae c. Paopmana B Bapmase), Mapun I'ammer (8 CTokOpuaKe,
mtaT Maccaaycerc, CIIIA) u psig aApyrux.

O6pa3 Agoabda Xblabt

CaMmblil M3BeCTHBIN 1 ToYMTaeMblii oopas Vucyca MuaocepAHOro OblA CO3-
AaH B 1944 roay noasckum >xusorcieM Agoapspom Kasumesxkem Xoraoit (Adolf
Kazimierz Hyta, 1897-1965). Xyao:xHuk rnoayuna oopasosanue B Kpaxose, 60.1ee
COpOKa JeT Ipelojasal B Pa3ANIHBIX 00pa3oBaTeAbHBIX YIPEXKAEHNUAX TopoJa.
ITocae mpucoeamnenns Ilpubaatuxm x Coserckomy Coiosy mepsblii oOpas
«uncyc, yrosaio Ha TeOs1» OblA HeAOCTyIleH Aas Bepyiomux. Ilo oToit npranne
1 B 3HaK 0aarogapHocty bory sa criacenme csoeii ceMbu B ToabI Bropoii Muposoii
BOIHBI A204b(] Xblaa OUIIET KapTUHY AAs CaHKTyapus B /lareBHnkax. JI3sectHo,
9YTO IIpM CO3JaHUM CBOell paboThl XYAOKHMK OPMEHTHPOBaACI Ha «/HeBHUK»
cectprl PaycTuHEI, a TakKe Ha penpoAyKiuio ¢ KapTunel E. Kasnmuposckoro.

CymectsyeT gBa BapmanTa obpasza xuctu Xslaa. Ha mepsom Xpucroc obaa-
AaeT APKO BBIpakKeHHBIMM CEMUTCKMMM depTaMM ¥ IOpaykaeT CTPOTOCTBIO CBO-
ero Buja. Kpynuoii macmrab gaHHoro obpasa He ITO3BOAMA Pa3MeCTUTDL €To
B Xpame, mosTOMy A. Xbpl1a HauMHaeT paboTaTh Haj BTOPBIM BapuaHTOM. Pazmep
XO/CTa B 9TOT pa3 cocTaBasia 2,22 x 0,95 m.

OrmeTtnm™, yTO 00pa3s, KOTOPHI CO34ad XYAOSKHUK, He IIOHPABMUACA OTILY
Muxanay Comompko. Ilpesxae Bcero, oH 0OBsABMA, YTO He HAXOAUT CXOACTBA
¢ ommcanueM cectpsl PaycTHMHEBI, M PacKpUTHKOBaa oOpas, CuuTasl ero TakxkKe
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He epaHreabckuM [Krawczyk 2017]. Ilo muenmio orna Muxamaa, Ha KapTuHe
AOAKHO OBITD ICHO ITOKazaHo, uTo Xpucroc BxoauT B I'opuuity Tarixoit Beuepn
K aIflocTolaM, a Ha KapTuHe A. Xprab1 Xprcroc n3o0pakéH Ha (poHe Teif3aka —
1408 Kaprarcknx rop (beckyapr). B 1952 roay A. Xplaa momeéa Ha ycTyHKu
U m3MeHMA (OH KapTUHBI: BMECTO II0J€il, AYIOB M TOp OH IIOMEeCTUA CIieHy
BO BHyTpeHHee ITPOCTPAHCTBO, ITIOMeIljeHre C KaMeHHBIM II0A0OM I TeMHBIMU
crenamu. Ilo cyTn, mMeHHo 9TOT TpeTuit BapuaHT KapTuHBI A. XbpIAbI OB pas-
MeIIEH B AeBOM aATape KOcTéaa B /lareBHmMKax. Y AMBUTEABHO, HO Ja’ke IIOCAe
3ampera nountanmus bosxectsennoro Mmaocepanst 5 1959 rogy mxona He Oblaa
yOpaHna oTTyJa.

Na. 3 O6passr Vincyca Mnaocepanoro s ncrioanennu E. Kazivmposckoro (caesa)
n A. Xp1481 (cripaBa).

Cpasunm padotst E. Kasumuposckoro n A. Xerasl (ma. 3). B Hux Mb1 0oOHa-
py’XmnBaeM ABa KAIOUeBBIX OTAM4Ms. Bo-mepsrix, Ha KaptuHe KasuMmpoBcKoro
Ayqn (Doaee sipKMe) CONIpUKAcaloTCs APYT C APYTOM, TOrda Kak y XblABI OHM pac-
xoasTcs. Bo-BTOpEIX, Ha 0Opase n3 BuapHIOCa B3rasa Xpucra HallpaB/AeH BHILS,
Kak B mKoHorpadum cren «Pacmarmsa», xorga Cracureab B3upaeT Ha AIOAeN
(3puTeaerit) ¢ Kpecra, a Ha KpaKOBCKOM — VI1cyc cMOTpUT HOPsAMO Ha MOASIIIETOCS.
B-tperpux, Ha kaptune A. Xuapl 61arocA0BAsIONIasA pykKa HOAHATa 3HAYUTEABHO
BBIIIIE.

A. Xplaa mosTOpUMA COOCTBeHHBIN 00pas 240 pas 445 pasAUIHBIX IIepKBel
crpassl 1 Mupa. OcOOEHHOCTh HTUX MPOU3BEAEHNII COCTOUT B ToM, uto Obpas
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Mmncyca XyA0XKHUK paciioaaraeT Ha (poHe Ileli3a’ka TOTO peryoHa, r4e HaXOAUTCs
XpaM, 3akazaBiimit Kaptuny. OaHa 3 xapTuH A. X1mAbl HaxoAUTCsA B /loHAOHE,
HEKOTOpBIe pabOTh! OBLAN TIepeAaHbl B HECKOABKO appMKAHCKUX CTPaH, a TakKKe
otocaansl B CIIIA, Kanaay n Ascrpaanio [Gorezyca 2015, 34].

Kak yxe yrmomnnaaocs, orer; Mmxana ComoIiipko 40 KOHITa He IMPUH:A Kap-
TuHy A. XB14BI, TOCKOABKY cunTaa oOpas E. KasguMupoBckoro 9TaA0HHBIM U Hal-
0oaee cOOTBeTCTBYIOIUM BugeHrsaM cecTprl Payctunsl. Kpome ¢ona, KoTopsiit
A. Xplaa uCTIpaBnA, OH II0Aara, 9To KapTiHa CAUIIIKOM «’KeHCTBeHHa» [Garnett,
Harris 2013, 88]. B pesyabpTaTe STOTO HEKOTOpPLIE CBAILIEHHMKM CYMUTAIOT M30-
Opa’keHle «KUTYEBBIM, BOANMIEOHBIM (MarmdeckmMm) u (eMyHHBIM» [Garnett,
Harris 2013, 91], utro m geaaer ero croap IOOYASAPHBIM B Maccax. MoXKHO
yTBEepKJaTh, 4TO 9TO PeAKMII cAydail, KOIja PUMCKO-KaToAudecKas uepap-
XI5l TIOIILAa HaBCTpedy PeAUTMO3HBIM MAesAM M HoTpeOHocTsAM MupsH [Garnett,
Harris 2013, 100]. O6pas Mucyca Munaocepanoro A. XbIAbI CeroAHs IIOAb3Y-
eTcs OrpOMHON momyAaspHocTeio. Kommm m penpoayKumm AaHHOM KapTUHBI
MO>KHO HaTM BO BCeX yTOAKaxX MIUpPa, He TOABKO B XpaMax, HO 1 B KBapTUpax UAU
Ha pabodnx MecTax.

IToaBoas mTorm

OrmeTnM, 49TO BU3MOHEPCTBO, YTBepKJAeHNUe IOYMTaHUs Jero-amdo depes
MICTIYEeCKUI OIIBIT, pacIpocTpaHeHe 1 IPUHATIE DTOTO HoduTaHusa PumMcko-
KaTOAMYEeCKON IIepKOBBIO B caydae co cB. Paycrunont Kosaabckoil He sABAS-
€TCs 9eM-TO HOBBIM U MCKAIOYMTeABHBIM. CTOUT BCIIOMHUTD, HaIIpUMep, KyAbT
Ceareiimiero Cepana Vucyca Xpucra, kotopsiit BosHuk B XVII Beke B pesyabTaTe
Buenuii cs. Maprapurer Mapuu Aaakok (1647-1690). ITo caoBam MOHaxXMHM, €
sasuacs Vncyc Xpucroc u seaea, uroonr Ero Cesreiiiiee Ceparie mMoumTaaocs.
Kak u B caygae co cectpoit Paycrunoii, naen Mapum Aaakok TakKe ObIAM TOA-
Aep>kaHBl Teoaoramu (mpeacrasuteasmu OpjeHa Me3yUTOB) U IO3XKe IIepKOB-
HpIMU nepapxamu [Morgan 2008]. Ognako caeayeT yIuUTBIBaTh, YTO PEAUTMIO3HOE
cocrostHIe oOrtectsa B XVII Beke 04eHb OTAMYAA0CH OT PacKOAJ0BAHHOTO MUpPa
30-x rr. XX Bexka. HecmoTps Ha TpaguIuio BUSMOHEPCTBA, 1 00111ecTBO, 1 PriMcko-
KaTroAmdyecKas IIepKOBb yKe WHaue BOCIHpPUHUMaAu (PeHOMeH «BUAEHUI».
BcaeacTsue ®TOro m HacTOSATEABHHMIIBI MOHACTBIpeli, IJe HaxoAMuAach cecTpa
dayctiHa, He BOCIPMHMMAaAM €€ cA0Ba O IEePeXKUTOM MIUCTMYECKOM OIIbITe
cepnésno, u orer; Muxana CoONOIBKO IIePBBIM Ae10M OTIIPaBMA e€ Ha MeAu-
LIMHCKOe OcBuAeTeAbcTsoBaHme. Cxoxuit pedppen xutuit (Hapumep, u Mapus,
n QayctMHa pemnaloOT YUTHM B MOHACTBIPh IIOCA€ TOTO, KaK BMAAT BO BpeMms
npasjHMKa — Ha Oady U Ha TaHIIax — cTpajaioniero Xpucra) AUIIL ITOAYEPKU-
BaeT TPaAMIIMOHHOCTb, a He BTOPMYHOCTh 0OJee COBpeMeHHOIO IpeIjeJeHTa.
DTO CBUAETEAbCTBA MCTMHHOCTU COOBITHIL, KOTOpPble AOAKHBI OBITH BKAIOUEHBI
B Omorpaduaecknit pacckas. Ho Ha moA00OHBIX AeTaAsX CXOXKeCTh U 3aKaHJIMBa-
ercsa: MoHaxuHsl PaycTiHa 1 e€ BUAEHNS OTKPBIBAIOT HOBBIN DTaIl B KaTOAMde-
CKOI Te0AO0IMM, IPUIEM DTO KacaeTcsl He TOABKO oOpaireHnst Kk Muaocepanio,
HO M CAYYMBIIIETOCs BU3yaAbHOTO nosBopoTa. Jas ®Paycrunsl Kopaanckoir HeoO-
XOAMMO BM3yaAU3UpPOBaTh TO, YTO OHA CUMTaeT KpuUTmdecku BaKHbIM. I[Ipn oToM
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OHa AOIIyCKaeT, XOTs U C TPYAOM, UTO HapMCOBAHHBI 00pa3 MOXeT OTAMYAThCs
or OOpasa B e€ mpeAcTaBAeHNM, HO A4 He€ CTAaHOBUTCS Ba’KHBIM y>Ke caM (paKT
€ro CyIIeCTBOBaHM: U PacIIPOCTPaHeHsI.

Yreepxaenne OOpasa CTaHOBUTCS CUMBOAMYECKUM YTBEPXKAEHUEM Te0a0-
TUU MUAOCEPAUs, €r0 MCTOPUs CPacTaeTcsl C UCTOPUE TeOAOrMIeCKOl MBICAMN.
Muxana Coronpko B 11epByio odepeAb 3a00TUTCS O pacIpocTpaHeHnu u3o0pa-
SKEHIs ¥ TOABKO 3aTeM — O CaMOM ydeHUM. B To ke BpeMsI 110s1BA€HIe MHOTOYMC-
AenHpIx Bapuanuii Obpasa cBIAETeAbCTBYeT O TOM, UTO ero CTaAl BOCIIPUHUMATh
KaK HOBOe, He3acThIBIIIee, JK1Boe U coppeMenHoe Mnaocepane. O6pa3 HeCKOABKO
a3 BOCIIPOM3BOAMUTCS, U1 reorpadusl ero pacipoCcTpaHeHNs PacIMpPseTcs ¢ Kax-
AbIM rogoM — oT Awntssl u [loasmu 40 Oksagopa n CPuanmnmH.

Xyao>KecTBeHHOe OIMcaHue BUAEHUsl 0DyCAOBAMBAETCSI CBOROOPA3HBIM Teo-
AOTUYECKUM IIpeAlliCaHMeM, BKAIOYAIOMMM 0OOs3aTeAbHble XapaKTepPUCTUKN
(nammpumep, 61aroca0BAsOMIAs PyKa U ABa Ayda, KOTOPhIe UCXOAAT U3 IPyAu),
HO AOITyCKAIOTCs padHble POPMBI U BapMalMM UCIOAHEHMs DTOM KOMIIO3UIIAMN.
K npumepy, B Canxryapum Boxxvero Mmaocepaus B ropoge Dan-Caansagop
(PMAUIIIIMHBI) MBI BUAMIM He XXMBOIIMCHOe M300paykeHne, He KapTUHY, a CTaTyIo
(na. 4).

Ma. 4. Cankryapuit boxxsero Muaocepans. Da» Caanbagop, PyanmmimHeL.

Vicrounuk: https://www.patheos.com/blogs/jappersandjanglers/2016/08/mark-simcha-
abortion-and-fire-eating-trump-supporters/amp/

Crout ormeruTh emmé oauH MOMeHT — IomyaspHocts OOpasa boxbero
Munaocepans 40 ero Teoaorm4yeckoro obocHosanus naroii Moannom Ilasaom 11
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B oHIUKAMKe «Dives in Misericordia». OO 9TOM CBMAETEALCTBYIOT pa3ANYHbIe
ncrounnku. Tak, HampuMep, KOHKypc Ha cosganme OOpasa B 1954 roay Obia
BBI3BAH TeM, YTO K DTOMY BpeMeHH cTaau pacapocTpassaTcsa xomum OOpasa,
HEKOTOpBle 13 KOTOPBIX MOKHO OBIAO OXapaKTepu3oBaTh KaK HeKaHOHIJe-
cxue. Kpome TOro, cymecTsyioT cBMAeTeAbCTBa, YTO ellé B Toasl Bropoit mupo-
BOII BOIMHBI «AI0AY YacaMl MOAMANUCH y 0Opa3a, Belllaay Ha Hero BOTUBEI, KON
oOpasza MaccoBo Belllaau Ha AoMa <...> MaJeHbKue MeJaabOHBI BIINBAaAN B OJe-
KAy coagaTaM U Kaaamu B rpo0 mormbmmm» [Witko 2003, 142]. Dro, KoHeuHO,
BBI3BIBA/0 Y 1I€PKOBHOI MepapX1yu HeKOTOpoe pas/pakeHle, ITOCKOABKY BCE DTO
AEVICTBO HOCIAO CKOpee Marnmdeckuii, a He AUTyprudeckuii xapakrep. Ho nmenno
9Ta «HEeKaHOHUYIHOCTb» CBUAETEABCTBYET O IOIYASPHOCTU CpeAl IIPOCTHIX Bepy-
IOIMX KaTOAMKOB KoHIeniuy bosxectsennoro Mmaocepaus u ero O6pasa emé
A0 opUITNaAbHOIO MPU3HAHU ero PUMCKO-KaTOAM4ecKo IIepKOBLIO.

Heap3ss MCKAIOYUTH, YTO DTO IPOUCXOAMAO HeE TOABKO Oaarojaps mjaee
bora xak /100Bu m Mmnaocepaus, Ho u 0Gaarogapsl BU3yaAbHOMN, HarasAHON
npeseHtauny 9Toil muAen. IlogoOHas MOIMyAsSpHOCTL U I103BOAMAA COBEp-
IIATL TIOBOPOT OT OTPUIIAHUA «HAPOAHON PeAUTMO3HOCTU» K €€ IPUHATUIO
U BKAIOYeHNIO B opuiinaasHoe Oorocaosue Katoamueckort nepksu. Hanboaee
NpuU3HaHHBIN cpean Bepyomux OOpas A. Xblabl, K IpUMepy, He ITOHPaBIACS
TeoaoraM (0. Mmxanay COIIOIIBKO 1 ero KoA4deraM), HO MME@HHO OH CTaHOBMTCS
LIEHTPaABHLIM B MOYUTaHMHU. DTO IpPU3HAHME — M DCTeTHIecKoe, ¥ OOrocaos-
CKOe — ITp1BeAo K ToMy, uTo OOpas (KOTOPHIiT 445 BOCTOYHON XPYCTMAHCKOM Tpa-
Aunyy 0OAbIIIe CXOXK CO CBETCKOI KapTUHOM, YeM C MKOHOII), CyAsl IO BOTUBaM,
KOTOpbIe eTO OKPY>KalOT, BOCIIPMHMMaeTCsl KaK 4yJOTBOPHEI. B TO ke Bpems
AesiteabHOCTE cecTphl Payctunpl KoBaabckoli, pacmpocTpaHeHne «OOTOCA0BUs
MaJAeHbKOTO YeJ0BeKa» 1 HapOAHON TeOAOIMM MIAOCEPAM:, BU3yaAU3aliys
coctpaganus B >kusormcHoM OOpase Xpucra MOTYT OBITh KBaAU(PUIIMPOBAHBI
cBOeoOpa3HbIe MapKephl M3MeHeH! I BHyTpeHHel KI3HM PrMcKo-KaToAmdeckort
LIepKB) BTOPOII MOAOBMHBEI XX BeKa M KaK 3aMeTHBbIe KOPPeKTVBLI IOAUTHKIU
noHTnNUKOB, HaunHasi ¢ VoanHa I1asaa IL
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GINEVRA DE’ BENCI'S MYSTERY
IN TARKOVSKY’S MIRROR
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The article examines the significance of Renaissance aesthetics for Andrei Tarkovsky
and explores the functioning and semiotic effects of the Renaissance figurative model in
the film Mirror. The study focuses on one of the least commented stills with a great sym-
bolic significance — the “Portrait of Ginevra de’ Benci” (or “Portrait of a Young Woman
with a Juniper”) by Leonardo da Vinci. The author emphasizes the visual and semantic
connection between Leonardo’s canvas and the image of the main character of the film,
showing how the director creatively develops the mysterious connection between the two
women from different times and cultures. On one hand, the inner world of the main her-
oine is reflected in Leonardo’s canvas. On the other hand, a certain view of the camera
on Ginevra’s portrait and the lighting technique reveal the secret world of the spiritual
evolution of the main character. Tarkovsky visually connects the biographical plot with
the sacred themes of eternity, immortality, the antinomic perfection of man, and the salva-
tion of the soul, using the symbolically rich Renaissance imagery created by Leonardo da
Vinci.

Keywords: hermeneutics of cinema, art theory, Andrei Tarkovsky, Renaissance,
Leonardo da Vinci, Ginevra de’ Benci, visual antinomy, sacred perfection.
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Aa Bunum. B craThe ycraHoBAeHa BM3yaadbHasl M CMBICAOBAsl CBSI3b MeXKAY KapTUHOI
/leoHapa0 1 00pa3oM raaBHON reponHN $prabMa «3epKaao». Pexxnccép TBopyeckn pas-
BUBAeT UAEI0 TAMHCTBEHHOM CBSI3M JKEHIIMH U3 Pa3HBLIX HII0X M Pa3HBIX KyAbTYp: C OAHOI
CTOPOHBI, BHYTPEHHUII MHUpP TJAaBHOI TepomHM (uAbMa OTpakaeTcs U BBIpaskaeTcs
B X0AcCTe /leoHapA0; C APYTOii CTOPOHDI, OIPeAeAEHHBII B3TAs/ KMHOKaMephl Ha IIOPTpeT
A KMHEBPBI, HPUEMBI OCBeLIeHIs OTKPBIBAIOT BHMMAaTeAbHOMY 3PUTEAN) TaHBI MUP
AYXOBHOTO CTaHOB/€HN: TAaBHON TeponH. TapKOBCKMIT BU3yaAbHO CBA3BIBaeT 61orpad-
9YeCKIUIT CIOKeT C caKpaAbHBIMIU TeMaMU BeYHOCTH, OeCCMepTHsI, aHTMHOMITIECKOTO COBep-
IIIeHCTBa YeA0BeKa, CIlaceHNs AYIIH, IT0Ab3YCh A4 DTOTO CMBOANYECK) OOTaTLIM peHec-
CaHCHBIM 00pPa3oM, co3JaHHEIM /leoHapao Aa Bumun.

KaioueBble caoBa: TepMeHeBTHKA KIMHO, TeOpMs MCKyccTsa, AHapeit Tapxosckuii,
nckycctso Peneccanca, Jleonapao ga Bunum, Axxunespa ge benun, BusyaabHas aHTUHO-
ML, CaKpaAbHOE COBePIIIeHCTBO.

Andrei Tarkovsky was creating his films, as he said himself, according to the
compositional models of paintings. The compositional principles of Renaissance
painting are especially noticeable in his work, notably in the films he made in his
homeland. This is how the film Mirror was created: you have to look at this film
like to a painting, the filmmaker said, emphasizing the secondary importance of
the time axis of the film and the primacy of the compositional structure of the
images-symbols. Nevertheless, the musical compositional model is also present
in Mirror: this is how the rhythm of narration, and the sequence of figurative and
sound symbols were conceived, for Tarkovsky always followed the principles of
symphonicity in his films.

One of the principles of symphonicity is the use of the motif of doublets, that
is, of double symbolic elements (objects, heroes, significant gestures, camera
movements, editing techniques, musical themes). Their alternation in the narra-
tive of the film creates the internal rhythm and the axis of spiritual evolution of
the heroes, as well as the complex dialogue between symbols, which enter into
subtle correspondences. These correspondences, especially in Mirror, create a
unique symbolic organicity and refinement of the film, its spiritual and philo-
sophical depth and beauty and an inexhaustible semantic richness.

The figurative painting model, mainly used in Mirror, was established by
Andrei Tarkovsky together with his cinematographer Georgy Rerberg: the paint-
ing of the Renaissance and especially that of Leonardo da Vinci. Why exactly this
way?

Andrei Tarkovsky does not explain this aesthetic principle, he simply postu-
lates it. But we can suppose his choice was caused by the director’s adherence,
since his youth, to the art of Renaissance as to the peak of world culture, express-
ing in the best way his own philosophical, anthropological and aesthetic ideals,
which are to inscribe the human being into eternity and eternity into the human
being. Specifically, the aesthetics of Renaissance offered Tarkovsky the elements
of cinematic language suitable to express the so-called “goal” of the film (as the
director himself used to say). The role of the film Mirror, said the director on the
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film premiere’s eve, was to prove the immortality of his mother, to inscribe the
main character of the film and thus to some extent people close to her into eter-
nity: “I cannot reconcile myself to the thought that my mother will ever die. I will
protest and shout that she is immortal. I want to convince others of her individ-
uality and uniqueness. The internal premise from which I started was my desire
to analyse her character in such a way as to prove her immortality” [Turovskaya
1989, 61].

Renaissance painting and Baroque music contribute in the best way to this
goal. But how do exactly they work in Mirror? The film speaks about ordinary
people of 20" century, who do not ask themselves too many questions about
faith and do not have a clear idea about eternity. How can one inscribe their
biographical story, set out like a mosaic, into eternity using the cinematic lan-
guage? Narratively, Tarkovsky accomplishes this task by inscribing his heroes
into the great history, which is read according to such keywords, like: collec-
tive suffering and self-sacrifice for homeland and humanistic ideals, patient
enduring of the sufferings of the war and of the Stalinist regime, hope and her-
oism. These ideals are reflected by the selection of documentary newsreels of
the Soviet and world history of the 20" century, combined with moments of
Tarkovsky’s family chronicle, expressing, on their level, almost the same main
themes.

On the level of the soundtrack, the inscribing of personal, family and world
history into eternity is facilitated by the baroque music, evoking highest ideals,
and by the off-screen commentary with Arseny Tarkovsky’s poems, almost all
speaking about eternity, life of the soul and higher humanistic values (like purity
of love, courage, self-sacrifice). However, all these incarnations of highest ideals
are subtle and are semantically sustained by the visual and audio registers of the
film. Therefore, the visual palette of Mirror predominantly adopts motives, com-
positional and lighting techniques, and even concrete specific paintings of the
Renaissance, especially from Leonardo da Vinci.

Leonardo da Vinci is the Russian filmmaker’s favorite artist. Tarkovsky con-
stantly uses da Vinci’s works also in his other films (starting with Solaris and
especially in the films produced outside USSR). One of the reasons of this artistic
reverence is the specificity of Leonardo da Vinci’s manner of painting, which is
ideal for the audio-visual expression of the idea of infinity and of other meta-
physical topics, like inscribing the human being into eternity and eternity into
the human being. Therefore, all Tarkovsky’s work, that is his so-called meta-film
(in the Russian interpretation of this term), is based on the anthropologic and
artistic model of Renaissance.

The Renaissance visual model is used by Tarkovsky in Mirror in the following
ways:

— by constructing frame compositions according to some famous Renaissance
canvases,

— by adopting compositional techniques of the Renaissance, especially mise
en abime — the most ancient artistic technique built on recursion, that is, the re-
petitive principle of reproducing or mirroring an object within oneself: “an im-

voou

age within the same image”, “a film within a similar film”, “a story within a
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similar story” (in Russian traditional culture this technique is simply called “the
matryoshka principle” — referring the famous Russian folk wooden painted
dolls, placed one inside another, expressing the continuity of generations and
infinity of life),

— by adopting visual techniques of lighting (chiaroscuro, sfumato) to the
landscape compositions and portrait shots, techniques which are also associated
with the concept of infinity (of the macro- and microcosmos) and with the idea of
the mystery of the self (of the person) — principles belonging to the Renaissance
philosophy,

— by quoting concrete referential canvases: classic landscapes (like the famous
Bruegel’s winter), but especially portraits hinting at certain female characters of
the film and suggesting their iconic alter ego, their image in eternity.

Fig. 1. Left: The Girl with a Pear] Earring by Johannes Vermeer, 1665.
Mauritshuis, The Hague.
Right: The girl with a cracked lip. Still from Mirror.

The main Renaissance portrait, around which the heroines of the film are
secretly gravitating (although it is not directly quoted in Mirror), is Johannes
Vermeer’s “The Girl with a Pearl Earring” (the so-called “Dutch Mona Lisa”).
This portrait is visually referenced by well-remembered frames and scenes of the
film: rich doctor’s wife trying on turquoise earrings and the girl with a cracked
lip in the so-called “Bruegel Winter Landscape” scene. The glance and elusive
(simultaneously sensual and distracted) expression of this girl’s mouth remind us
of the named Vermeer's canvas (fig. 1).

But while the images and gestures reminding Vermeer’s “The Girl with a
Pearl Earring” express the sublime hypostasis of the film’s heroines, that is the
heavenly archetype of their spiritual evolution, Leonardo’s canvas “Ginevra de’
Benci” (fig. 2) is a disturbing and even shocking appearance through its direct
non-diegetic quotation.
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Fig. 2. Ginevra de’ Benci by Leonardo da Vinci, 1474-1476.
National Gallery of Art, Washington, D. C.

The shocking effect is emphasized by the sudden change of the soundtrack.
Here the opera music is a short excerpt from the oratorio “Saint John Passion”.
The fragment in that J. S. Bach puts in the mouth of St. John the Theologian
St. Matthew’s apocalyptic verses (Matt. 27, 51-52) raises even more the thresh-
old of the mystery. We should notice that in the original version of the film the
text of the opera recitative, despite its obvious loudness and therefore emotional
importance, did not have translated subtitles, which looked like a provocation for
the usual Soviet spectator, who was unfamiliar and even unfriendly with German
language. One could think that the avoiding of translating the Bible verse could
have been motivated by censorship considerations, but the real reason seems to
be deeper: this is not an ideological compromise for the approval of the film, but
a strictly aesthetical choice.

In this light the portrait of the Florentine poetess expresses the mystery in its
impenetrability and its deep ontological property: the ambiguity. Here is what
Tarkovsky himself said about it: “The Portrait of a Young Woman with a Juniper
by Leonardo da Vinci <...>. There is something in it that lies on the other side of
good and evil <...>. In Mirror we will need this portrait in order to confront it with
the heroine and to emphasize both in her and in the actress M. Terekhova, who
plays the main role, the same ability to be charming and repulsive at the same
time” [Terekhova 2002, 136] (fig. 3).
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Fig. 3. Margarita Terekhova in Tarkovsky’s Mirror.

One important role of Renaissance painting in Tarkovsky’s Mirror and per-
haps the most important is the materialization of ambiguity. But how does this
ambiguity work in the film? Structurally, ambiguity consists of an organic com-
bination of opposites belonging to the same world or person and having the
same right to exist. Internal contradictions characterize the real world on all its
ontological levels. At the level of perfection, the internal so-called contradictions
consist of unspoken antinomies that silently speak about the apophatism of the
Perfect Being.

Tarkovsky proves his undeniable genius, as a master of ambiguity, as he is
able to observe and conceive, maneuver, and recombine opposite attributes, eas-
ily and with subtle details, so that he is able to raise ambiguity from the status
of formal mechanicism of opposite dualisms (such as Yin and Yang), opening to
ambiguity the upper sphere of the antinomies of perfection. The director man-
ages to do this with the same inspired skill with which Leonardo da Vinci dis-
tinguishes and recombines light and darkness, layers of transparency and color,
shadows, and partial shade in the sfumato technique, directing all this sophisti-
cated combination not towards speculative illusion', but towards Heaven.

Among the performers of the film, the best one who expresses the state of
ambiguity is Margarita Terekhova. In Mirror, the actress plays two roles: the role
of Maria / Marusya (the Author’s mother) and that of Natalia (the Author’s wife).
This becomes a reason for subtlest separations and recombinations of the two
poles (positive and negative) of feminine ambiguity, according to fluid artistic

! As are doing the Dutch artist M. C. Escher and other art illusionists, but also some reputed
filmmakers (like Alfred Hitchcock, Peter Greenaway, Lars von Trier and others).
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criteria. At a first glance, this may serve as a pretext for Freudian interpretations
(as happened in a considerable number of Western commentaries on the film),
but this psychoanalytic approach leads to a dead end, because the film is not sub-
ject to the materialistic Freudian paradigm, but to deeper spiritual and anthropo-
logical principles. And, most importantly, by these combinations of symbols and
archetypal polarities, the filmmaker aims to project his heroes and their lives into
eternity, that is to iconize people and history.

Tarkovsky immortalizes the character of the Mother (Maria) through a mirror
game with the image of the living heroine and an almost naive allegorical paint-
ing, layering them one upon another in a complex alternation of time axis. This
takes place in the scene after the flood in the old village kitchen. At the end of
the mute semi-onyric scene, the main character — wet through Marusya (young
Maria, played by Margarita Terekhova), wrapped in a white wooden shawl, looks
at herself in an old mirror on the wardrobe door, and in the mirror image she
sees not herself, but Maria Vishnyakova, that is her (Marusya’s) elderly hyposta-
sis. How does this visually happen?

Fig. 4. Old Maria in the mystical mirror. Still from Mirror.

Maria Vishnyakova — Andrei Tarkovsky’s mother, and in the film the mother
of the Author, approaches the mirror, in which one can see the reflection of an
allegorical landscape with a tree (let us call it the “Tree of Life”), with a sky and
clouds (fig. 4). A small fire is flaming in front of the tree, but the fire is not painted
on the canvas: it is just a reflection of the flaming kitchen stove, which burned
strongly and dangerously in the previous scene (of the hair washing), as if the
flame of the kitchen stove and its mirror reflection burned Marusya alive. But
now the fire calmed down. Initially a feral fire, devouring the heroine through
family quarrels and the sufferings of the war, now calms down and quietly
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warms the “tree” of Marusya'’s life, like a vigil lamp or the flame of a prayer. And
indeed, in the next scene of the warming of hands at an ignited splinter in the
night, the close palms resemble the gesture of a prayer, as if the children’s palms
were embracing the sacred fire of supplication.

Sending into the future the image of Author’s mother (visually, through her
mirror reflection), Tarkovsky overlaps on this image the miniature fire of prayer
and the little “tree of life”. In the cinema language it means the immortalization
of Mother, her heavenly glorification through the reflected play of the film char-
acters and through Renaissance paintings, everyday life, and the sphere of world
culture, inscribing through mirroring effects one ontological level into another.

Fig. 5. Album. Still from Mirror.

Out of all the Renaissance paintings used in the film, those of Leonardo da
Vinci work most effectively. Approximately at the end of the first third of the
film, after the newsreel with the rise of the Soviet stratospheric balloon, com-
mented by Pergolesi’s celestial music, we see the scene where teenager Alexey
flips through the Renaissance prints album (fig. 5). The gaze of the camera stops
especially on the works of Leonardo da Vinci: secular portraits and sketches
for religious compositions; the scene is accompanied by the sublime music of
J. S. Bach. The flipping scene ends on an engraving with sketches of palms joined
in prayer. The longest gaze of the camera stops on them, defining thus the mean-
ing of the scene: the Olympian, supermundane peace of the Spirit, as a response
to earthly tragedies and suffering, evoked by the previous historical newsreels
(few people know that the rise of the first Soviet stratospheric balloon ended
tragically). The flipping through the engravings album, one of the most memora-
ble scenes of the film, symbolically connects, like in a polyphonic dialogue, with
many syntactic elements of the film.
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The scene with the album is followed by a family everyday episode, where
Ignat pricks his finger and tells his mother that this has happened to him once
before — a hint at the mirroring of history or at its repeatability and at the mul-
tilayered structure of reality. The scene continues with the mysterious visiting
of Ignat by guests from the future, including Ignat’'s grandmother (aka Maria
Vishnyakova), whom Ignat does not recognize, and only by the end of the scene
(known as “the reading of Chaadaev’s letter to Pushkin”) the boy realizes that
something supernatural has happened in his house.

All this is symbolically connected with the interweaving of the theme of his-
torical newsreels with the themes from Pergolesi’s and Bach’s music and from
the Renaissance engravings: the expansion of individual consciousness to a
wider, universal scale of all mankind. However, if all the works of Leonardo
from Mirror are evoking eternity and the expansion of human consciousness,
Ginevra de’ Benci’s portrait plays a narrower or more punctual role, more pre-
cisely, the role of a semantic accent. The Florentine poetess’ portrait is closely
associated with the images of the main female characters, Maria and Natalia,
especially with the prototype of Natalia. This Leonardo’s canvas is much more
difficult to remember in the film because it appears only once (which is not typi-
cal for Tarkovsky’s significant frames and scenes, which usually function in dou-
blets) and lasts relatively short (about 15 seconds, which is short enough for the
average duration of Tarkovsky’s shots).

Rarely in Tarkovsky’s movies and in any grammatically correctly constructed
films significant images appear only once. Most often, the main cinematic motives
function in doublets (double appearances), thus strengthening their presence in
the symbolic world of the film and firmly inscribing themselves into the drama.
This is a general law of film composition, valid not only for Tarkovsky. In his
movies, especially in Mirror, the function of the doublet motifs is very carefully
and subtly developed. Therefore, the unique appearance of Ginevra’s portrait
indicates that its function is closer to a semantic accent, albeit very mysterious
and strong, than to a main significant motive, firmly embedded in the drama-
turgy of the film. What does this accent consist of?

According to the chronological axis of the narrative, Ginevra’s portrait
appears between the touching scene of father’s return from the war, when he
embraces his children in the forest, and the scene of Natalia’s second quarrel with
her husband, which belongs to the time axis of the seventies, that is the present
time of the film. The family quarrel scene, filmed in black and white, begins with
Natalia’s close-up sitting against the light in a dim, diagonal lighting from bot-
tom to top, and is preceded by the mysterious portrait of Ginevra. The bottom-up
illumination is unnatural; this lighting technique is specific for the horror genre,
and it is charged by Tarkovsky with a fairly clear psychological meaning. In the
same way Marusya (also aka Terekhova) was filmed in the scene of the cock’s
beheading in the village house, which is also a moment with discrete horror con-
notations (as Tarkovsky himself declared). This manner of lighting emphasizes
Natalia’s nervousness, her anxiety and spiritual disharmony, caused by her inner
rebellion. And all this disharmony enters into a secret but strong correlation with
the Olympian coldness of Ginevra’s lunar-pale portrait. The impenetrable, cold,
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and extremely ambiguous face of the Florentine lady is visually correlated with
Natalia’s sour air from the scene of the family quarrel.

Fig. 6. A spot of blue light. Still from Mirror.

The troublous passage from “Saint John Passion”, begun at the end of the
scene with father’s return and continued until Ginevra’s close-up, amplifies
the shock and the mystery. In the fragment of the oratorio J. S. Bach quotes the
words of Evangelist Matthew about the death and Resurrection of Christ: “Und
die Erde erbebete, und die Felsen zerrissen, die Griber taten sich auf, und standen auf
viele Leiber der Heiligen” [And the earth did quake, and the rocks rent; and the
graves were opened; and many bodies of the saints which slept arose] (Matt. 27,
51-53) [Kononenko 2011, 249]. The tenor’s disturbing syncopal voice seems at
first to express the emotion of the children, meeting their long-awaited father
(their tears and anxious faces confirm this). But the role of the tenor’s voice
changes in the next insert, where it obviously undermines Ginevra’s Olympic
serenity, forcing the audience to attentively peer at the famous Leonardo’s
canvas.

But immediately after the “musical aggression” over the painting Tarkovsky
“consoles” Ginevra with a spot of blue light (fig. 6). As the camera passes over
the details of the canvas, a faint spot of bluish color appears, moving along the
same contour with the camera, like a lighting and magnifying device that dis-
covers and highlights a fragile tree trunk in the background of the canvas — an
element of nature that also participated in the “glorification” of Maria, as if a
gentle moonlight spot conciliates Ginevra’s cold and also moonlike appearance.
Reputable analysts (the first of which is, chronologically, Natasha Synessios) also
noticed the similarity between Ginevra and Natalia [Synessios 2001]. Thus, the
vague circle of blue color, revitalizing Ginevra’s portrait and illuminating her
tiny “tree of life” (fig. 7), can symbolize functions like a discreet blessing sent to
Natalia, perpetuating, and existentially orienting the confused heroine, who has
not yet found her terrestrial path and archetypal image.
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Fig. 7. Ginevra de’ Benci by Leonardo da Vinci, 1474-1476. Detail.
National Gallery of Art, Washington, D. C.

Therefore, the portrait of Ginevra expresses the ambiguity inherent to both
heroines, interpretated by Margarita Terekhova. In the order of the dichotomies
from the film, as we already mentioned, there is a doublet relationship (like Yin—
Yang) between Maria and Natalia, concretized in two aspects: the formal similar-
ity between the two women up to their formal identification, and a certain com-
plementarity. Maria, who had accepted the trials of fate with dignity and without
grumbling (the sufferings of the war and of the Stalinist regime), wins a moral
victory grace to her patience and devotion, and therefore is worthy of “iconic
exaltation”. By the other hand, rebellious Natalya is passing through the hardest
ordeal of her life (the divorce), which she does not clearly understand; she is still
going through her personal hell. And exactly on the bottom of this “hell” (the hell
of family quarrels and lack of inner orientation), the light spot on Ginevra’s por-
trait offers a ray of hope — to whom? — to the heroine with whom Ginevra is sym-
bolically closely associated, that is Natalia.

So we can say — and this analysis is just one of the many proofs for this — that
the secret principles of Tarkovsky’s cinematic language are similar to the gen-
eral laws of symbolic language and particularly to the principles of sympathetic
magic. Of course, they are used by the filmmaker according to his genius intu-
ition and artistic intelligence, and not mechanically, according to some hidden
artistic handbooks and recipes, or by copying some occult alchemical algorithms.


https://en.wikipedia.org/wiki/Leonardo_da_Vinci
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In the order of the doublet relationship between the two heroines, Maria’s
steady “cinematic immortalization” should be put into correspondence with
at least a modest “glorification” of Natalia. These cinematic projections of the
two heroines into eternity are not identical, for the two women are at different
stages of their spiritual formation and have different narrative functions in the
film. Maria’s “cinematic immortalization” is almost explicit and firmly seman-
tically grounded, while Natalia’s “exaltation” is discreet and barely tangible.
Nevertheless, through his cinematic language, Tarkovsky offers to each of them
the chance for “heavenly exaltation”, drawing the narrative frames for the “salva-
tion” of their souls.

This is exactly what means “to sanctify” or “to consecrate” the cinematic
image by developing a unique cinematic language, capable to effectively operate
in the sphere of the sacred. Tarkovsky gives us this lesson in the highest degree,
that is on the level of the perfect organicity between film, life, and transcendence.
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Makc ViMaaap pacrioaaraeTcst Ha IpaHuIle MeXKAy Teopueil U IpaKTUKOI BU3yaAbHBIX
MCKyCCTB. ETO JKM3HEeHHBI ITyTh — 9TO OIIBIT COBMeIIeHIs aKaleMIueCcKoil MUCTOPUM MCKYC-
CTBa U aKTyaAbHOIl XyAO>KeCTBeHHOM KpUTUKU. Ero MKOHMKa 3agyMbIBadach Kak IIpOA0A-
JKeHIe U 3aBepIleHne MeTOA0A0TMYeCKOTO pa3BUTUA MICKYCCTBO3HAHILI OT MKOHOTpadmm
K MKOHOAOTUN. BMeCTo repMeHeBTMKNM MMMaHEHTHOIO IIPOM3BeAE€HUIO CMEICAa OOBeK-
TOM TOAKOBaHMs CTAHOBUTCS CEMaHTHMKA aKTa 3PeHIs], a 11eAbI0 — KPUTUKA KOTHUTUBHBIX
BO3MOXKHOCTeI! sA3bIKa KaK CpeACTBa apTUKYASLIMM TBOpYecKoro ombita. CBOIO MKOHMKY
KaK Te0AOIM3UPOBAHHBIN (C IIOMOIILI0 HEOTOMU3MAa) BapMaHT PelelTUBHON HCTeTUKU
VMaaap mpoTUBOIIOCTaBAsIeT CTPYKTYPHOMY aHaAU3y 3eAAbMaiipa, I0403peBasl IoCAed-
HETO B CAMIIKOM CTaTMYHOI KapTUHe CeMaHTIYEeCKOTO YCTPOIICTBA Xy AOXKECTBEHHOTO IIpo-
M3BeJeHNs, SIKOObI pa3AeA€HHOIO Ha CMBICAOBBIE cA0M, OObeAMHEHHBIE eJUHBIM Mppa-
LIMIOHAABHBIM («9HAOTUMMYECKMM») OCHOBaHMeM. VIKOHMKe >Ke II0ABAACTHBI CMBICABI,
BO3HMKAIOIIIe KaK CUMyAbTaHHbIe adpPeKTHI aKTa 3peHIs, OXBaThIBAIOIIEro AMHAMIIEeCKI
B3alIMOJENCTBYIOIIVIe CMBICAOBBIE ITPOTUBOIIO0A0KHOCTH CIleHOTpaduaeckn-xopeorpadu-
JeCcKOTO CBOJICTBAa. TeM caMBIM B3alIMOJEJICTBUE C IIPOU3BeAeHIeM ICKYCCTBa IIPUPABHIU-
BaeTcs K 1epdopMaTUBHOMY aKTy, UTO ofecriednBaeT arodaTndecKnil IIPUPOCT CMbICAA
1 npudarKeHne K codocrseHHo OTkposennio. Tporoaormdyeckas 4eKOMIIO3UIINS CTPYK-
Typ CO3eplalOllero co3HaHus (3eaabMaiip) MPOAOAXKAETCA DCXaTOAOTMUECKON Ae-KOH-
CTPYKIIVel caMOTo BepbaAbHOTO AVICKypCa, MIMEIOIIeTo B McTopun nckyccrsa (Vimaaan).

Karouaesbre caosa: IIMaaan, 3eaapmaitp, Ilanodcekmii, J:xorro, Ilurep Bpeiireasn
Crapmmii, nkoHorpaguisl, UKOHOAOT s, MKOHMKA, TepPMEHEeBTIKa, PellelTUBHAs DCTeTUKa,
ceMaHTMJecKas CTPyKTypa Ipou3BeJeHIs UCKYCCTBa.

MAX IMDAHL AND HIS ‘IKONIK’

Stepan Vaneyan
Lomonosov Moscow State University
Research Institute of Theory and History of Fine Arts
The State Institute for Art Studies, Moscow, Russia
vaneyans@gmail.com

Max Imdahl is situated on the border between the theory and practice of visual arts.
His life is an experience of combining academic art history with cutting-edge art criticism.
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His ‘ikonik” was intended as a continuation and completion of the methodological devel-
opment of art history from iconography to iconology. Instead of the hermeneutics of the
immanent meaning of an artwork, the semantics of an act of vision becomes the object of
his interpretation, and criticism of cognitive capacities of language as a means of articu-
lating artistic experience becomes his purpose. Imdahl juxtaposes his ‘ikonik” as a theolo-
gised variant of receptive aesthetics with Hans Sedlmayr’s structural analysis. For Imdahl,
Sedlmayr falls under suspicion for his all too static picture of the semantic element of an
artwork, which, according to Sedlmayr, is divided into layers of meaning, unified by a
single irrational (“endothymic”) basis. By contrast, ‘ikonik’ refers to the semantics emerg-
ing as simultaneous affects of the act of vision, which embraces dynamic oppositions of
meaning, having a scenographic and choreographic character. Thus, the interaction with
an artwork is equated to a performative act, which ensures the apophatic growth of mean-
ing and the approach to the Revelation. The tropological decomposition of the structures
of the contemplative mind (Sedlmayr) is continued by the eschatological deconstruction of
the verbal discourse in the form of art history (Imdahl).

Keywords: Imdahl, Sedlmayr, Panofsky, Giotto, Pieter Bruegel the Elder, hermeneu-
tics, receptive aesthetics, the semantic structure of an artwork.

PycckosI3praHOMY 4mnTaTeAIo IpeAlaraeTcs AOCTaTOYHO CAOXKHO YCTPOEHHBIN
IIPOAYKT COBpeMEHHOI repMeHeBTUKI 1300pa3uTeAbHOIO MCKyCcCTBa. DTO 00pas-
9K, COOCTBEHHO TOBOP:I, TOTO, KaK BBITASAUT M KaK yCTPOEHa 9Ta caMasl BU3yab-
Has repMeHeBTUKa, OyAydn IIpeAcTaBAeHa AMYHOCTBIO Makca Vimaaas (o HéM —
qyTh HypKe). CA0XKHOCTD 34€Ch ABOSIKAs: C OAHON CTOPOHBI — CaM TeKCT KpaliHe
U CO3HATeABHO He IIPOCT, a C APYTOV — DTO U BBHIOPAHHBIN HaMU CIIOCOO ero
IIPEeIIOAHECeHIsT UNTaTeAI0. DTO, BO-IIEPBLIX, I1aBa M3 KHUTY, IPpUIEM (UHAADL-
Has T/1aBa, BO-BTOPBIX, OOIIMpPHEeNIe KOMMEHTapUI-DKCKYPChl, COCTaBAEeHHbIE
U3 APyTUX TAaB ToM >xe KHuru. [Ipessaraemast 11eAMKOM IiaBa — ®TO IPUHILIN-
MMaAbHBII METOAOAOTMYECKUIT pa3bop eIé OAHOV — IIOHSATHO, KOHKYPUPYIO-
el — TepMEHEBTVKY, CBSI3aHHOMN C MMeHeM XaHca 3ea/AbMaripa, KOTOPOTO, KaK
Ka’keTcsl, He 00s3aTeAbHO IIPeACTaBAATh PYCCKOSI3BIHOMY YUTaTeAIO.

Ognako Makc Vimgaanp (1925-1988) He Tak HIMPOKO M3BECTeH, M O HEM —
HEeCKOAbKO Omorpaduueckux caos'. Cpasy ckakeM, 4TO Ilepes HaMl, HeCO-
MHEHHO, O/Ha M3 CaMBIX 3aMeTHBIX (UIYp IIOCA€BOEHHOIO MCKYCCTBO3-
HaHUs, HIPUYEM He TOABKO HeMenKos3brgHOro. Crernmduka ero HaydHON
AesATeABHOCTU, O YéM HaJjO0 BCeraa IIOMHUTH, MesI AeA0 C ero, Ka3aaoch OBbl,
CTPOTO Hay4YHBIMMU TEKCTaMM, — B XapaKTepPHOM COeAVHEHNM YYEHOTO U XyA0XK-
HIKa, IpaKTUKa M TeOpeTHKa MCKYCCTBa, IIPeXJe BCero — ODpa3HOro, XOTs
1 He 00sA3aTeAbHO — M300pa3nTeABHOTO.

ITo mpoucxoxaennio ViMaaap — ceiH KpymnHoro OaHkupa B AaxeHe. CeMbst
Obl1a OYeHb My3bIKaabHas. JOCTaTOUYHO CKa3aTh, 4YTO B goMe VIMaazert IpUHATO

! Ocnosnrle Ouorpaduyeckue JaHHble B codeTannu ¢ dudamorpadueit cm.: https://arthistorians.info/
imdahlm. Kpome Toro, cm.: Betthausen et al. 2007; Kohle 2008, a rakxe nsganmus cobpanus codmHe-
Huit [Imdahl 1996 a; Imdahl 1996 b; Imdahl 1996 c]. IToanas 6ubanorpadus rpescrasaeHa B Boehm
et al. 1985.
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OBL10 yCTpamBaTh peNeTUIIMM TacTPOAMPOBaBIINX B MIOHXeHe My3BIKaAb-
HBIX 3HAMEHUTOCTeN (IIpM TOM, 4TO CpeAV 3HaKOMBIX OblA 1 caM l'epOepT dpoHn
Kapasn). Yuéba B yHmBepcuTeTe Oblaa mpepsaHa B 1943 moOmamsariyeir.
VMaaap Obla B IldeHy U IIOObIBaA Jaske Ha APYIOM CTOpOHe ATAaHTMKU —
B BepmonTe, B aarepe 445 BOEHHOILA€HHBIX. BepHyBImch 40MOJ, OH BO300-
HOBMA yuéOy. B ocHoBe ero odpaszosaHms — mpodeccrnoHaabHasl >KMBOIVICHAs
Bplyuka (MioHcrep ¢ 1945, HO B coyeTaHUM C apXe0AOTHeN, UCTOPUel NCKyCCTBa
u puaocodueri). [lepsrle KMBOMVCHBIE OMBITH OBLAM OTMEUYEHBI IIPECTUKHOI
npeMuen AA4s MOAOABIX XyJOKHUKOB mMmeHn baesmna Jssuca (Blevin Davis)
1950 roga (Tperne MecTO 3a KOMIIO3MIIMIO Ha BecbMa IIpMMedYaTeAbHbIN CIOXKeT
Schmerzenmann’a, T. e. «My>ka ckopbu»). Ha mmoayuennslie geHpIru ObLAM COBEP-
LIeHbl p:4 11oe340K 110 Vraanun, Ppannun, I'perun.

Ouens ckopo, oaHako, coraacHo asrodomorpadpuu [Imdahl 1990], HaumHaw-
U XyAOKHUK IIpoOyeT cebs1 B OecrrpeMeTHON KMBOINCH, OCTaBIINCh KpaiiHe
HEeYy/OBAEeTBOPEHHBIM O®TUMM OIbBITaMM (HaIlMCaHHOe HaKaHyHe YHUYTOXKa-
2A0ch M 0e3>kaA0CTHO Ha CAeAyIOIINii AeHb). DTOT OHBIT He oTBpaTtna VMaaas
OT >KMBOIIMCH KaK TakoBoi (c 1986 o uaen Hemenxoit AkageMun XyA0>KecTs)?,
HO IIepeB€A €ro BHUMaHue Ha APYIOil YpPOBEHb, HE CTOABKO IIPAKTUYECKUIL,
CKOABKO TeOPeTNYecKMIil: KaKOBbI YCAOBMS U CPeAcTBa B3aIMOAENICTBUS C DTUM
MCKYCCTBOM, He M300pa’kalolyM HI4Yero, Kpome camoro ce6s? V uro sHaumt
IIOHMMAThb eTo, T. €. KaKOB CMBICA (ceMaHTMKa) B IIpollecce CO3JaHIsI He caMOii
JKMBOITNICH, a BBICKa3bIBaHUII (TeKCTOB) O Heit? KakoBBI pecypchl s3BIKa, pedun
U IUCbMa Ilepe/, ANIIOM KIBOINCH, OCOOeHHO OeclipeAMeTHOI, T. €. II0AHOCTBIO
camopedepeHITaabHOM CUCTEMBl, TOBOPSIIEN, CBUAETeABCTBYIOIIel TOABKO
o cebe, O CBOMX COOCTBEHHBIX CHMHTAKCMYECKMX M, TIJaBHOe, CeMaHTUYeCKIX
CTPyKTypax?

VckyccTBOoBeA9ecKmi 3a4ea BO BpeMs y4€OHI (a cpeaM ero ydmTeadeil — caM
Maptun BakepHarean, aBTOp KOHIIENITUMN «KM3HEHHOTO IPOCTPaHCTBa» XyA0%K-
HIKOB) OIpeJeAna B BUJAe, BEpOsITHO, aldbTepHaTUBLI OYeHb I10CAeA0BaTeAbHYIO
U YCIIeIHYIO aKaJeMIJecKylo Kaprepy VIMaaas B KauecTse KAacCHMuecKoro UCTOo-
PpMKa MCKYCCTBa, IPpMIEM — MeaueBcTa (TIepBas AMccepTallisl ITOCBAIIeHa Kapo-
AVIHICKOYI MMHMATIOpe®, AOKTOPCKas — OTTOHOBCKOMY MCKYCCTBY*) C IIOCTeIIeH-
HBIM IIePexoAO0M K aKTyaAbHOMY MCKYCCTBY, HO — depe3 (ppaHIy3CKyIO TeOPUIO
nckyccrsa XVII Bexa (m3ganme Tpakrara lleppo, B corpygnmdectse ¢ flyccom)
[Imdahl 1994]. Ilpenogasaa VMaaan, B ToM uncae, 8 'amOypre m MioHxene,
3aHuMas ¢ 1965 roga A40AXKHOCTh OpAMHapuUyca MCTOPUM MCKYyCCTBa B HeAaBHO
ocHoBaHHOM Pypckom yHmsepcutete boxyma. IMaaan, kpoMe Toro, 6514 04HO
BpeM:1 41€HOM coBeTa U >KIOpu Kacceabckoll Documenta (1966-1968).

lsBectHa ero apyskba C psIAOM aKTyaAbHBIX XYAOXKHMKOB (CpeAM HUX —
Puaapa Ceppa), a Takke — 04AM30CTh K Kpyry ¢puaocodos rajamMepoBCcKOil Opu-
eHTanuu (9TO, HapuMmep, ToT Xe fycc n XaHc baomenOepr — opraHmMsaTops
M y4aCTHMKM 3HaMEHMTOJ McCAeAOoBaTeAbCKoi rpymmsl «llooTuka n repmenes-

2 TlocaeaH1e TOABI KU3HM JakKe OTMeUYeHbl OBLAM BO3BPAI[eHeM K SKUBOIIVCHA.
3 Farbenprobleme spéatkarolingischer Buchmalerei. Miinster, 1951.
* Studien zur ottonischen Ereignisbildern. Miinster, 1961.
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THKa», B paboTe Kotopoii VIMaaap mpuHuMaAa aktusHoe ydacrue’). Ecan momu-
HaTh ¥ 9YNCTO (PUAOCOPCKUI acIeKT ero MCCAeA0BaTeABCKOTO «IIPOQPIAS»,
TO AOCTaTOYHO CKa3aTh, YTO yumacs oH ¢puaocopun y Voaxmma Purrepa.

Mmenno VMimaaaio BrioaHe 0OOCHOBaHHO IPUIINCHIBAETCS 3acAyTra IIpeBparlre-
HIS aKTyaAbHOTO MCKYCCTBa B IIpeAMeT aKajeMUJIecKol HayKiu, BO BCAKOM CAY-
Jae, B KOHTeKCTe YHUBEPCUTETCKOro oOpasoBaHILst I'epMannmy, rae HayKa BOCIPH-
HIMaJAach KaK acleKkT OOIecTBeHHO-TIOANTIYEeCKON JKI3HN (OH BEa, HalpuMmep,
OpPTaHM30BaHHEIN 445 paboumx npeAnpuatns «baitep» ceMuHap o cospemMeH-
HOMY MCKyccTBY B /leBepkysene [Imdahl 1982], a Tax>ke unraa Aexium o cospe-
MEHHOMY MCKyccTBY B MioHxene). Kpome TOro, orgeAbHbIll IIpakTUYeCK/-aKae-
MIMYeCKMII CIOJKeT — ero yJacTue B KOMILAeKTOBaHNM KOAAeKIINY COBPeMEeHHOTO
MCKyCCTBa TOTO ke Pypckoro yHusepcurera.

Ho raaBubIlI 1 KAIOYEBOW TEKCT, HECOMHEHHO, ITOMECTMBINNMII €ro HaBeKI
B ITaHT@OH MMPOBOTO MCKyCCTBO3HaHM:, — 9TO KHuUra 1980 roga «J>xxorTo. @peckn
Kaneaast geas Apena» [Imdahl 1980]. YUto6s1 BepHO OIIeHUTSH €€ 3aMBbIce, BasKHO
NIpeACTaBAAThL €€ CTPYKTypy, 0Opa3oBaHHYIO AeBATHIO IdaBaMm (Hallla IJaBa —
«/konnka, nanm CTpyKTYpHBII aHaAM3» — Kak pas rnocaeduss)’. Ilo >xaHpy MbI
MeeM IlepeJ, coDoI MpUMep CTPOTO TeOPeTUIeCcKOl MHTEHITNN, Cida KOTOPOI —
B oOpaIeHny K KOHKPeTHOMY ITaMATHMKY MCTOPUM MCKYCCTBa, ITIOHATOMY, BIIPO-
4yeM, He KaK MCTOYHMK HEKOTOPON HpoOAeMaTUKM, CTUMYANPYIOIIeN 1 AeTUTHU-
MUPYIOIeli HeKOTOPYIO «KOHIIEIIIINIO», CKOABKO KaK CTUMYA K MHTepIIpeTaIium,
NpIIEM He CTOABKO Ja’ke CaMOTO BU3yaAbHOTO «TeKCTa», CKOALKO 11e40TO Hayd-
HOTO AVICKYpPCa, UMEeHYeMOIO «MICTOPHell UCKycCcTBa». B pesyabTaTe mpumeHeHMs
HTON METOA0AO0IMYECKON TePMEHEBTHKN, IIOCTPOEHHON Ha CBOErO poja «BbI30BE»
B 00paTHYIO CTOpPOHY (1CCAejoBaTeAb caM IIPOBOIMPYeT «IaMATHUK»!), 1oay-
JaeTcsl 3HaMeHMTas MMJaJeBcKas «MKOHMKa» (KaK BUAHO Y»Ke M3 Ha3BaHIA
IpeariocaeJHell TAaBbl), CMEHAIONIas B KayecTBe aHaAMTUYeCKON MHapajuIMBbl
Ipe>KHMe MKOHOTrpadpuio 1 MKoHoAornIo. Ho Oyaer ommbKoi camTaTh, YTO MKO-
HIKa — 9TO KaK ObI MKOHOAOTIVLS AAs aKTyaAbHBIX BU3yaAbHBIX ITPaKTUK: oOpaire-
HIe K /I>KOTTO NMpuU3BaHO OOOCHOBATh YHUBEPCAALHOCTD DTOM McCAe0BaTeAbCKOI
MOJEeAN.

Wrak, ecan ToBOpuUTH COBCEM KPaTKoO, Iepes HaMM OMBIT COeAVHeHMs (peHo-
MEHO/0TMYeCKOl TIepMeHeBTMKH (B BapMaHTe peleNTHBHONM DCTeTUKM), Ielll-
TaAbT-CTPYKTYPaAUCTCKOTO HeopopMaausMa (IIOYTH OYeBMAHOe OTOXKJeCTBAe-
HIIe TIpoIjecca 3PeHILs C IOPsIAKOM YTeHNsI C OAHOBPEMEeHHOM pe-aKTyaAu3arent
TPpaAUIIUN «9ICTOTO 3peHus» B ucroaHenun K. ®uaaepa, A. pon Imasaedbpanara

> ObumupHeme MaTepualbl 3HAMEHNUTOI TPYIIIEI (C ydacTueM B ToM umcae I'agamepa, Msepa,
Koszeaaexa, I'peitmaca, Xabepmaca, Ilannentbepra, /ymana) peryaspHo msgasaanch: Poetik und
Hermeneutik. 17 Bde., Miinchen: W. Fink, 1963-1998.

¢ BoT nx ropsiAok: «ACIeKThl UHTepIpeTany» / « KOHTMHIeHIT — KOMITO3UIINS — TPOBUASHITUS» /
«Komnosumus n nkonorpadus» / «Teopus Ppas kacaTeAbHO IPOCHEKTUBHOI 00Pa3HOI IOTEHITII»
| «/uneitHas cucTeMa <u300pasUTeABHOTO> moasd» / «TexcTyaarHas pedepennnsa — IIpeamernas
pedepentst — OopasHOCTh» /| «CHHTE3BI BpeMeHM U MOMeHTa» / «VIkoHorpadus — MKOHOAOIMS —
MKOHIKa» |/ «VIkoHnka nay CTpyKTYpHBIT aHaAn3». HekoTopble raassl — repepaboTaHHbIE CAMOCTO-
sTeabHple nyOAuKanyumu (cMm., Hanpumep, Imdahl 1973). OcHoBHOVI KHMTe IIpelllecTBOBaja Apyrasi:
Imdahl 1979.
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n Béardanna) un mocaesosaTeabHO IepeCMOTPEHHBIX B HEOTOMICTCKOM KAIOde
II0CTyAaTOB MKOHOAOIMM (00 ®TOM — OTJAeAbHBIN pasrosop). K yske crasreii
6aarogaps IlaHOdCcKkOMy cTaHAQPTHOV ONIIO3UINMU «MKOHOTpadus / MKOHO-
A0TUsA»  A0DaBASETCs TpeThbe, pe3yAbTHUpPYIOIlee ¥ OAHOBPEeMEeHHO OIIOpHOe
3B€HO — «MKOHMKa» (4eM-TO HallOMMHAIOIIasl ApPOI3eHOBCKYIO «MCTOPUKY»).
Ona aas ViMaaas — Teopus U IpaKTHUKa PacCMOTPeHNs IIPOM3BEAEHIS JCKYC-
CTBa U KaK pe3yabTaTa «pabOTH rlaza» (CO CTOPOHBI XyAOXKHHUKA), M KaK CpeJ-
CTBa OOHApPY>KeHIs pelalonieil 445 ITOHMMaHM XyAO0KeCTBeHHOI BeIlly «IIpe-
3eHTHOCTIV» 3PUTeAs, Ubsl ONTHYeCKasl aKTMBHOCTb — (popMa caMOOOHapPY>KeHIIs
u camopeaausaunu [Betthausen et al. 2007, 200].

Kpome TOro, mxonmka — 910 0codas BM3yaabHas COOBLITMIIHOCTH, TAe IIpMU-
3BaHBl B3aMIMO/JEIICTBOBATh MHCIIEHMPOBKa U Xopeorpadus OOpa3HBIX aKTOB,
¢opm u mormBoB [Imdahl 1980, 17-28]’. «B pesyapraTe MKOHMKA KaK repMeHEB-
THUJeckas IIpolledypa — He CTOABKO MH(POPMAaTMUBHBIN, CKOABKO HepdopMaTuB-
HBIII TIPOIIeCC, TAe CYIIeCTBeHHBIM OKa3hIBaeTCs aKT SI3BIKOBOTO ITOCTAaHOBOYHOTO
“mcnoanennsa” KOHKPETHOTO XyJ40>KeCTBEHHOTO TBOpPeHHU:A C y4ETOM 1 oObe-
AVHEHIEM BCeX ero pedepeHINil: TeKCTYyaAbHBIX, COOBITUITHBIX, ITPeAMEeTHDIX»
[Banesn 2016, 90]. PesyapraT — ImpeamnoaaraeMoe CXBaThIBaHMe «CUMYAbTaHHOM
U HaIpsDKEHHOV HarAsAHO AaHHOM oOpasHol ToTaabHOCTI» [Imdahl 1980, 108]
B €€ cyryOoIl 1 aKTyaAbHOI KOHTUHIEHTHOCTI®,

Cporo kuury o Kamease geanr Apena VImgaap 3asepIiaeT IOKa3aTeAbHOIN
KPUTHKOI-pasMeskeBaHMeM C 3eAAbMalipoM, BRIOpaHHBIM OOBEKTOM AA4s BBLAC-
HeHNsl OTHOIIeHNUII He cAydaiHO, 100 B HEM BMAUTCS — COBEPIIEHHO CIIpaBeJ-
AUBO — IIpUMep IIOKa3aTeAbHOI, MOXKHO CKa3aTb, A€MOHCTpPaTUBHOI, TO eCTb
PUTOPUYECKOII TepMEeHeBTUKM, He Oe3 D1eMeHTOB Ja’kKe AMAAKTUKIU. DTO 00abIlle
OTHOCUTCSl, KOHEYHO, K «AaJeropuy >KMBONUCHU...» Bepmepa JeabdPTckoro
[Sedlmayr 1951], yem k «Hussep>xenuio caemnsrx» [Iutepa Bperireas Crapirero
[Sedlmayr 1957]. Ha mocaeanem Texcre VMmaaas, 04HAKO, cOCpeAOTadMBaETCs
BITO/1HE CO3HATeALHO.

IlpeaBapsieTcs, mpaBda, 9TO pa3MedkeBaHMe JOCTaTOYHO O41aroCKAOHHBIM
ynomuHanueM OpsuHa IlaHodckoro m ero TpéxyacTHOV MHTepIIpeTaljlOHHOI
cxemsl [Imdahl 1980, 99-101]. K neit y Mimaaas — anims ogHa IpeTeH3Ms: BBLAB-
Ass1 CMBICAOBBIE MOMEHTHI KapTuHbl, Ilanogcknii, BepHO yKasbiBas Ha BO3MOXK-
HOCTH «YILAOTHEHUS» CMBICAA A0 COCTOSHMS «CMBICAOBOTIO I1€40TO», K TAKOBOMY
BCE-TaKM He IIPUXOAUT, OCTaBasCh Ha YPOBHE IIOMIBITOK CYMMMPOBaHMS DTUX
CMBICAOBBIX M3MepPeHNI], Aake He TIpoOysl C HUMM YTO-TO AeAaTb CBEPX TOTO, YeM
OHM SBASIIOTCS cCaMM 110 ceDe, He3aBMCHMO OT IIPUCYTCTBIUS B BU3YaAbHOI CTPYK-
Type, B OIITUYECKOM I, COOTBETCTBEHHO, MICTOPMYECKOM (3peHne — aKTMBHOe YCH-

7 T'aasa II, o3araasaenHast «KOHTMHIEHIINST — KOMITO3UITIS — IIPOBUACHIIVS.

§ «”Heobxoammocti”, TO eCTh YCTONYMBOCTY BBICTPOEHHON BU3yaAbHON KOMITO3UI[UU M300paske-
HIsI, IPOTUBOCTOUT “CAY4aitHOCTL” (KOHTUMHIEHTHOCTH) OPOIIIEHHOIO Ha Hero B3rasja 3pUTeas, KO-
TOPBIN, 0AHAKO, TOABKO U AeAaeT n3obpakeHne (4a U BeCh MUP) BUAUMBIM U, COOTBETCTBEHHO, 3Ha-
gumbiM» [Imdahl 1980, 17 co ccerakoit Ha ABopskaka]. B 9ToM KOHTMHIEHTHOM aKTe 3al0>KeHa Cuaa
OBAAA€HMS Y TIOAYMHEHNsI OITHYECKOTO TallTIMIeCKOMY, eCAN I10AB30BAThCs YK€ PUIA€BCKUMMU OIl-
rozunysimu. Ho 5To — Beé To Jke cxBaThiBaHMe U KaTteropusanys (yAep>KaHue B IIyOAMYHOCTH, TO €CTh
B BO3MO>KHOCTH Ilepejayyl 3HaHUsl, €0 KOMMYHMKATUBHOCTH).
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AMie, AeVICTBYE) COOBITUM, B CrIenm(pUIecKy M300pas3UTeAbHO-UCIIOAHUTEABCKO
CUTyaluy, KOTOPYIO MOKHO MMEHOBATh TOABKO MKOHMYECKOIA.

JocTiKeHneM 9TOro CaMOro aJeKBaTHOIO CIIoco0a YCBOEHMs COJep>KaHIsd
Xy A0>KeCTBEHHOTO TBOPEHMs MBI OOs3aHBI, COOTBETCTBEHHO, MKOHIKe, KOTopas,
Oaarogaps y4éTy «MKOHMYECKON DBUAEHIIUM M300paskeHMsI KaK CMBICAOBOTO
11e40TO», 3aCTaBAseT UCIBITBIBATh «MKOHOIpapUUecK! M MKOHOAOTUYeCK! ypa-
3yMeBaeMBble IIpeaJaHHbIe», HeKOTOPHIN PO/, TPaHCIIeHAMPOBaHIL, KOTOPOe eCTh
He YTO MHOe KaK BBIXO/ 3a IIpedeAbl 3aBeJOMO 3aJaHHBIX CMBICAOBBIX BO3MOXK-
HOCTeJ, TO €CTh VICTVIHHBIV, «IIe€PeXOASIINII I'PaHUIbl IIPUPOCT CMBICAA»’, yAep-
SKMBAIOIINIL, O4HAKO, IIPe0A0AEHHBIN CMBICA BHYTpM ceOs HeM3MEeHHBIM 11 0o.ee
TOTO — aKTyaAbHBIM, OYKBaAbHO — COBpPeMeHHBIM. TeM caMBIM «COBpeMeHHBIM»
MO>KHO cAeAaTb BCAKMI OIIBIT, Aa’Ke eCAU MCTOPMYeCKM OH OTHOCUTCS K IIPO-
maoMy. B 9ToM caydae «coBpeMeHHOe» OOHapy>KMBAaeTCs B IIPOIIAOM (MOXKHO
3aMeTUTDb, YTO OAHOBPEMEHHO U aKTyalbHOe «COBpeMeHHOe» TOXKe IproopeTaeT
XapaKTep TOTaAbHOM TPaH3UTUBHOCTY, YTO, TeéM CaMBbIM, OTKpbIBaeT BO3MOXK-
HOCTD IIPAIMOIO IIPUCYTCTBIS Y>Ke TPaHCLIeHACHIII).

DTO CMBICAOBOE «IlepelarnBaHme» MCXOAHOTO IIPOU3BeAeHIsT MKOHOTpad st
U MKOHOAOTHs, SIKOOBI, He IPMHMMAIOT B pacdéT. 3aMeTuM cpasy, uTo VMaaan,
HECOMHEHHO, TI0Ab3yeTCsl «CAMIIKOM IIOIMYyASPHON, TaK CKazaTh, 00JerdéHHOI
Bepcueli MKOHOAOIMM, KOTOpask MICKOHHO U B CBOEM CTPOIO Hay4yHOM BapuaHTe
MMEeHHO Ha TpeTheM, COOCTBEHHO NKOHO0TMYeCKOM yPOBHe KakK pa3 1 o3abodeHa
“BHyTpeHHUM cMbicaoM”» [Banesn 2016, 91]. Bugumo, VMiMaaab He yA0BA€TBOPEH
opueHTanyeln (HeCKOAbKO HEeOKaHTMAHCKOl, KoHedHO) llaHodckoro Ha mmma-
HEHTHYIO TPaHCIIeHAeHTHOCTh, BepHee — Ha TPaHCIleHAeHTaAbHOCTh, COOCTBEHHO
rOBOpsI, TO ©CTh Ha IPAMON U HEeABYCMBICACHHBIN BBIXOJ B 30HbBI HK3MCTEHIIN-
aAbHOJ CUMIITOMAaTNKM, B peaabHOCTb, TaK CKa3aTb, «peeAbHOIO» OIIbITa, eCAU
110AB30BaThCA y>Ke TepMmuHoaormeir I'yccepas, xors y Ilanodckoro peus, Kax
KasKeTcsl, Bcerda MAET UCKAIOUUTeAbHO O TOPU30HTe KacCUPePOBCKMX «CUMBOAM-
gecknx (popm». BripoueMm ecam OBITH cOBCceM CKPYITyAE3HBIM, cAelyeT 3alaThCs
BOIIPOCOM, He SIBASIETCSI AU MIKOHUKA CKOpee IEePBBIM, «J0-KOHOTPpa(pUIeCKIIM»,
coraacHo ITano¢gckomy, 9TarioM B MHTEpPIIpeTaIIOHHOM IIpoliecce?

M tem Ooaee mokasaTeAbHO, KaK pa3BOpauyMBaeTCsl Hey/ 0BAeTBOPEHHOCTD
TBOpIla MKOHMKH eIllé 0o/ee SIBHBIM I10CATaTeAbCTBOM Ha IAyOMHHBIE 1M COKPBI-
TbIe CAOM AWYHOCTM (MHTepIIpeTaTopa, He aBTOpa, He M3oOpaskeHwu:!), 4TO
AEMOHCTPUPYIOT CO BCEM paAMKaAU3MOM KaK pa3 TeKCThl degabMmalipa, onupa-
IOIIErocsl B CBOMX I10CA€40BaTeAbHBIX DK3eTeTHYeCKUX YCUMAMAX Ha TaK Ha3blBa-
MBIl «3HAOTUMUYECKNIT» YPOBeHb ICUXUKM (0 HEM — gaapiie). K 3egapmaripy
y VMiMaaas mperensun Kyaa Ooaee cephéaHble U IMPUHIIUIIMAABHbIE, AMIITEHHEIE
BCSIKOTO CHIICXOXK/AEHIS XOTsI ObI IIOTOMY, KaK HaM KaKeTCsl, YTO CAUIIKOM Y HUX
MHOTO OO0IIero, yToObl He NIpuAaBaTh 3HadeHMe Pa3AMdNsAM, IyCTh UM CaMbIM
Ma/A0-MaAbCKUM...

° a5t MIKOHMKY MKOHOTpadumsl M MKOHOAOTHSI — MCXOAHBIN MaTepyad, CMbICA KOTOPOTO OHa ITpU3Ba-
Ha «IIepelnarHyTh». VIKOHMKa, TOBOPS B 11€A10M, OTHOCUTCS K DIKOHY Kak AOTMKa K /lorocy mam Kak
9T11Ka K 91oCcy [Imdahl 1980, 92]. Vkonnka —»T0 npesxkAe BCero «MKOHUYHBII criocod spenus» [Imdahl
1980], To ecTh MpaKTMKa 3peHNs, a He CIICTeMaT/Ka 3HaHII.
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Ob611ee, MTOMMMO KOHIIEHTpAIIMM Ha OTAEABHOM XyAOXKeCTBeHHOM TBOPEHNI
C €ro «3pMMBIM TeIITaAbTOM M eMy MIPUCYIIUM IIOPsAAKOM 3HaueHuiD» (LUTH-
pyeMrle caoBa 3ejabpMalipa), — 9TO BHUMaHMe K TeM CaMBIM «OCOOBIM Kaue-
CTBaM», YTO BHIPAOATBIBAIOTCA BCE TeMM K€ «YHAOMHEHMAMI», 3HaMEeHUTBIMU
Verdichtungen, rae uHTepIpeTanusi — STO MMEHHO IPOJOAXKEHIEe TBOPEHN:
ITOCPeACTBOM BCE TOIi ke «11093um» (Gedichte), koTopas Bceraa OyAeT «IIpaBAoi»,
ecau IMPUHUMAETCS B PacdeT «HA0Mb» MCKYCCTBAa — €T0 HeM3MeHHOe «HaCTOsIIee»
>KIBOTO TBOpYeckoro akTa [Imdahl 1980, 99].

M He OyaeM ceryac yrayOAATLCA B KOHKPETMKY DTONM O4YeHDb BasKHOI
AVA€MMBI «MKOHMKA U / AU CTPYKTYPHBIV aHAAU3», CTOSIIIEN OTA€ABHOTO pasro-
Bopa 1 TekcTa. OOpaTuM BHMMaHNE Ha OAVIH ANIITH CMBICAOBOI 3a30p, He I103BO-
ASAIOIINIL, HaIpUMep, IIPOCTO IPOTUBOIIOCTABAATL «CTOPOHHMKA» apaHTapJa
(Mmgaaap) ero «ipotuBHUKY» (3egabpMarip). [lepea namm, ecan roBOpuTh KpariHe
KpaTKO, BBIsICHEHIE OTHOIIIeHMII Ha caMoOll 0e3yCAOBHO IlepeJoBOil: DTO OTKpO-
BeHHO OAVKHMII OO¥ ABYX IPOTMBHMKOB — KpaliHe Cepbe3HBIX, PeInTeAbHBIX
U TIOYTU HEYMOAMMEBIX B CBOeil IpuHIunmaasHocty. Ho 9To cxBaTka He MeXAy
HOBAaTOPOM J KOHCEPBAaTOPOM, MeXJYy OXpaHHUTeAeM U IIPOrPeccuCTOM, TBOP-
1IOM HOBOTO I 3aIIIMTHMKOM CTapOTO M OT>KMBIIIETO — IIPUMEHNUTEABHO K XyA0Ke-
CTBEHHBIM ITpoIjeccaM. DTO, KaK HU IOKaXKeTCsl CTPaHHBIM, «pa3bOpKM» BHYTpHU
O/HOTO — U COBEPIIIeHHOTO aBaHTapAMCTCKOTO — JAarepsl, HO 9TO — aBaHTapJ, KOH-
LIeNTyaAbHOTO ¥ SIMCTeMOAOTMYECKOIO CBOICTBA. DTO CXBaTKa MeXKAY TeOpUAMU
U MeTOAaMU; a eCAU YYUTHIBAaTh, YTO DTO TEOPUM BU3YaAbHOTO OIIBITA, TO CTAaHO-
BUTCSI IIOHATHBIM, HACKOABKO CEPBHE3HO U peaabHO DTO BCE BBITASAUT.

ABanraps, — sBJeHMe TUIIOAOTMYECKOe, a He XpoHoaAormdeckoe: />KOTTO
aas VIMaaas croab JKe aBaHTap4eH, Kak M €r0 COBPeMEHHUKI — XyA0KHUKM 60-X
rr. XX BeKa TOABKO IIOTOMY, YTO OH TaK HaCTPOMA-BBICTPOMA CBOE «CO3epliaHIe»
(Anschauung), KOTOpoe ecTh BIT0AHe aBTOHOMHBIN IIPOIIecc XOTsI OBl IIOTOMY, 9TO
COOTBETCTBYeT aBTOHOMHOCTY OOBEKTOB DTOTO CO3epIljaHIUs (OHO Ke — «TeOpUsi»
B OyKBaAbHOM CMBICA€ DTOTO cA0Ba). VI 34ech He cpabaThIBaeT MCTOPU3MUPYIOIIas
OTOBOPKa-yA0BKa, 4To />KOTTO, MO4, 4a, aBaHTapAeH — HO «AAs CBOETO BpeMeHI».
/JleA0 He BO BpeMeH! U JakKe He B XyJ0>KHIKe, a B 3pUTee I eTo CIIoco0e TBopye-
CTBa, a MMEHHO — B 3PUTEABHOM aKTe KaK TaKOBOM, KOTOPLIN — Ta >Ke TIOPOKJa-
IOIas CMBICA U pa3BOpauMBaIoNIasCcs B CBOEM BpeMeHH (B MICTOPMYHOCTH) IpaK-
TMKa, YTO ¥ OpraHM3anus BU3yaAbHON IAOCKOCTH C IIOMOIIBIO AMHMI U IIATEH.
34ech Ba>kKeH MOMEHT ITPOoeKIINN (4aBHee «BIyBCTBOBaHIE», OHO >Ke — TpaHcdep),
KOTOPBIII BHOCHUT, BepHee, BBOAUT B M300pa’keHNe MHCIIeHNMPYIOIINe, TO eCTb
aKTyaAMU3UPYIOIINe acIeKThl, CBsA3aHHBIe C IIPOCTPAHCTBOM — IIPOCTPAHCTBOM
spureas. I'1e-To 4yTh Ha 3a4HeM I1aHe, HECOMHEHHO, MasTYNUT AAs FTepMeHeBTUKI
oueBNMAHas MHTEHI[MOHAABHOCTD BCeX IOA00HBIX aKTOB. ..

Ho raasnHoe TO, 4TO pazamyuus MeXAy ABYMsI KOHKYPUPYIOIIMMI, BepHee,
KOHPAMUKTYIOIIUMI TepMeHeBTMKaMM, — KyJa CyllecTBeHHell, yeM pa3HuIla
Mexay Jsxorro u, Hanpumep, bapuerrom Hpiomenom. VMgaap mpsamo csu-
AeTeAbCTByeT O pasHuIle, HaxoAs e€ B TOM, UTO CyTh «IIpUHajAeKalljue IIpo-
M3BeAEHNIO 3Ha4eHNUs U KaK OHM BXOAST CaMIM B ®TO caMoe TBOpeHue» [Imdahl
1980, 100]. 3ameTum cpasy, 4TO UMEHHO 34eCh — MCTOK BCEIO HeIIOHMMaHUs-He-
BeJeHIs M HellpMHMMaHUA-HeBUAEHNs BCero TOTO, YTO TOBOPUT U Ae€MOHCTPU-
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pyer 3eaapmarip. [locaeannii copepIlieHHO He CKAOHEH TOBOPUTH U MMETh 4e40
CO 3HAYEHMSAMIU, OTAEABHO CYIIeCTBYIOIIMMM U KaK Obl IIpM cAydae («KOHTHH-
TeHTHO») MPOsBAAIOIINMUCS B IIpou3seJeHnM (B Hero, Tak CKasaTh, 3arasjblBa-
IOIINE U IIOTOM M3 HErO BBIIASAbIBAIOIINE, IASAASAIVe HaBCTpeuy B3raAsAy 3pu-
Teast). MeHblIlle Bcero caedyer 1ogo3pesaTh B 3edabMalipe KaKOro-TO CKPBITOTO
HEeOILAaTOHMKA, OH TOXKe I10-CBOeMY HEOTOMIICT, XOTSI, 1 AyMalo, Hu KuabCoH, Hu
Maputen B HéM ObI cBOero coOpaTa He OIlO3HaAu. PasroBop >ke O «BXOASAIINX»
3HaYeHIIX, IPUIEM IIPAMO — B IIPOM3BeJeHIe, CKopee HallOMIHaeT 00 Difgocax
11, COOTBETCTBEHHO, O TO MAU MHOI (PpopMe Teo(PaHUIL.

Ecam omnAre >Ke TOBOPUTH MaKCHMMaAbHO AaKOHMYHO, TIe€pMeHeBTUKa
3eaapMalipa BOOOIe He MMeeT IPsSMOIO OTHOIIeHWs K IIPOM3BEeJeHMIO, OHO
AAs HEI0 — TOABKO MCCA€A0BATeALCKUI MHCTPYMEHT, DKCIEePUMEHTUPYET OH
Ha CO3HaHUMU 3puUTeas-unuTaTeas. ITopsaaok, kazaaoch OBI, TOAKOBAHIS IIPOU3BeE-
AeHNs MCKyccTBa oOopaumbaercs: pedpaeKkcueil Ha caMy BO3MOXKHOCTHU M MeXxa-
HM3MBI CMBICAOIIOPOKAEHNS, COBEPIIAIOIIMeCcs B CO3HAHUM 3pUTeAs U BOBCe
He 3aKpeIlA€HHble BHyTPU HPOU3BeAeHNs (HODTUYECKNE IIPOIIeCChl, BhIpakasch
COOTBETCTBYIOIIVM SI3BIKOM, A5 3e4abMalipa — B LIEHTPe BHUMAaHIA).

IToayyaercs, ogHako, 4TO B ®TOM AOBOABHO PpajMKaAbHOM BDKCIEPUMEHTH-
pOBaHIM, HO Ha BIUCTEMOAOTMYECKOM (a He YMCTO MEeTOA0AO0IMYeCKOM) I104e,
Mmaaap aAeMOHCTpUpYeT, TaK CKazaTh, 9yThb OOABIINMIT TEOPeTUYECKUIl paiu-
KaAM3M ¥ KOHLENTYyaAbHBIV aBaHIapAu3M, TaK KaK €ro 9KCIIepMMEHT cOBepIla-
eTcsl Ha I104e IIChbMa, a He UAeN, KaK HTO BCE-TaKu IPOUCXO4UT Yy 3eaabMalipa,
He Ha TOM MAM MHOM CAO€ IICUXMKV, CO3HaHUs, AyIIN T. A. a IPpAMO — Ha I110-
CKOCTM OyMarm, 4To ecThb DKBMBAaJAeHT KapTMHHON (1M300pasmTeAbHON) I1A0CKO-
ctu. VIMaaap cosepirtaeT KpaiiHe Ba>KHBIN 4151 COBpeMeHHOM HayKu 00 MCKYyCCTBe
(B TOM 4YmMCAe) IIar HaBCTpedy y>Ke IOCT-CTPYKTYpaAusMy (IIyCTh U B 00AMYbE
repMmeHesTiyeckom). Torga kak 3egapbmaiip ga’ke He CTOABKO CTPYKTYpaAuCT
KAaCCUYeCKOM, T. €. IeITaAbTUCTCKOM (POPMOBKM ¥ BBIIIPaBKM, CKOABKO 4YyThb
6oaee TpaAMIIMOHHEIN (PEHOMEHOAOT (3aMeTHO OTCYTCTBHE B €TO TeKCTaX BCAKOTO
MHTepeca, HalIpuMep, K TeAeCHOCTH, a 3Ha4MUT — KO BCE TOI1 >Ke IeppopMaTIBHO-
CTI: OH TOTOB TOBOPUTH O CIleHOTpapuu, HO HI CA0Ba — O Xopeorpaduir).

Kpome Toro, Kak 9TO HM TTOKa>keTcsl CTpaHHBIM, HO VIMaaans — ropasao 6oaee
TeOAOTMYEeH, 4eM 3eaabMalip, XOTS IIOCA@AHMI 3aCAY>KeHHO CHIICKaA CAaBy
MMEHHO PeAUTMO3HOTIO, CyTyOO XpUCTUAHCKOTO MBICANTEAs, eCAU He alloAoreTa,
HponaraHayucTa TpaAUIMOHHBIX MCTOAKOBaTeABHBIX IPOLeAYp B BUAE TONM Ke
4-gyactHOI cxeMmbl. Ho y Hero Ml HabA104aeM 4mCTONM BOABI KaTa(aTHKy, TOTAa
Kak lIMaaap — HecoMHeHHO artopaTideH B CBOell TeKCTyaAbHOI IpaKTUKe, ITocae-
A0BaTeABHO pa3pyIIalollell YUCTO OIMcaTeAbHbIe CIIOCOOBI OOpaleHus C co3ep-
aeMbIM MaTepuaaoM. VIMgaap mpsiMo ccblaaercss Ha JVloranneca-bamrumcra
Mertnia — xaToandeckoro ¢puaocoda, coeiuHUBIIETO B cBoelt ¢puaocoPpuu Pomy
AKBMHCKOTO, Xaligerrepa, benbsimuna, T0o ecrb, IO CyTH, HEOTOMU3M U MapK-
cu3M. DTO B3PBIBOOIIACHASl CMeCh, HO OHa II0Ae3Ha IPU ONpeAeAEHHBIX BUAAX
CTPOUTEABHO-KOTHUTUBHEIX paboT, CBA3AHHBIX C Pa3OOpOM IIPeKHMX, HaIpu-
Mep, DHUCTEMOAOIMYECKUX KOHCTPYKIMIA. XOTs CTOMUT HAIlIOMHUTD, 4TO Xaiier-
repoBCKasl «AeCTPYKIU», N3 KOTOPO IPOUCXOAUT AEKOHCTPYKIN, — B XOAY KaK
pa3 y 3eaabpmaiipa!l Becrpeya HeocxoaacTuKy ¢ TepMEHEBTUKOM, IPUYEM B Xaiie-
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ITepOBCKON MHTEepIIpeTaliuy II0CAeAHel, IIPOMCXOAUT Ha CLieHe, IAe 3a4HUKOM,
Kak ObL10 CKa3aHO, BLICTYIIaeT B TOM YIC/A€e TeOPNs BUyBCTBOBAHIS — TOXKE BeIllb
He caMas 941eMeHTapHas, OCOOEHHO B €€ OILATD Ke KOTHUTMBHOM (PYHKIIMIOHUPO-
BaHUMU (M, KOHEYHO >Ke, He 0e3 IICMXOaHaAl3a BO BCeX CBOMX M3BOJAAX, BKAIOYas
U A1aKaHOBCKUI).

Unrareap a1000ro us TekcTos ViMaaas (a B pycckoM nepesoje — TeM 6oaee!'?)
PUCKYeT MCIIBITaTh HEKOTOPBIN IIOK M CTPECC: YK CAMUIIKOM MHOIO TePMMHOB
U IOHATHUM, YK CAUIIIKOM DKCTaTUYECKUM IIOPON BBIIAAAUT CaM TOH IIOBECTBO-
BaHmA VIMaaas ¢ XapakTepHBIMH ITOBTOpaMI-3aKAMHAHUAMY HEKOTOPBIX 000po-
TOB 1 BBIpaskeHMiT. TeKCT Ka’KeTcsl HepOBHBIM, MICKYCCTBEHHBIM, KaKIM-TO «CAa-
ObIM», HO TakoBa Ileab VIMgaas — SA3BIK He BIIpaBe 3asBAATbL O CBOMX IIpaBaXx,
ecAn peub UAET 00 oOpase, a He O caose. IIpo6.1ema ANUIIIb B TOM, UTO BECTU Pedb
0 4éM-A100 A0- MAM IIOCT-CAOBECHOM BCE-TaKM HPUXOAUTCS C IOMOIIBIO CAOB,
TaK YTO PEXUM CAep>KUBaHWsA BepOaAbHBIX aMOMIINI AOAKeH OBITh AOBOALHO
aKTMBHBIM: ITOHATHUITHAsL, KOHHOTATUBHAs 1 IIpoYas N30BITOYHOCTD — HTO He IIPo-
CTO CTUMAUCTUYECKUIT IMPUEM (He MPOCTO «IIaCTUII» U IIpodee B TOM JKe poje).
DTO, MOAYEpPKHEM, CO3HATEABHBIN «OpMKOAa’k», HO He CTOABKO apXau3Mpylo-
LML, CKOABKO DCXATOAOIM3UPYIOLINII MaTepual, KaKOBbIM, IIOBTOPUM eIlé pas,
SBAsIETCSI He CTOABKO IpaKTMKa BU3yaabHas, CKOABKO BepOaabHas. Beas Taxum
Cr1ocoOoM, B TaKOI MOJaABHOCTU pedb 0 ToM Xe /KoTTOo, VIMaaas, Tak cKa3aTh,
JcYepIIbIBaeT BCe BO3MOJKHBIE M HEBO3MOXKHBIE — AaAbHEMINNe — Pedn U pasro-
BOPBI, IIOTOMY 4TO BCE y>Ke CKa3aHO, HO He B IldaHe McyeprnaHus (Bc€ cKasaHo,
BCe MICTMHBI CPOPMYAUPOBaHEI, BCe PeIlelThl BLIINCAHbl, PeKOMeHAAIIUN — PO3-
AaHbl, IIPUTOBOPLI UM O3BYYeHBI, U IIPUBEAEHBI B MCIIOAHEHMe, — DTO cAydali,
cKopee, 3eaapMalipa). DTO He ycyepllaHye, a CKOpee — IIpechlllleHle, 9TO Aake
He HeKOe TyCTO 3aMeIllaHHOe I IPOIIedéHHOe KOHIleNTyalbHOoe 041040, a IIpo-
CTO — BUTPUMHA UAH, CKOpee, IIPUAaBOK, Ha KOTOPOM BCE€ €CTh, HO KOTOPBI —OILATh
JKe 445 pacCcMaTpuBaHUs, a He IT0Ab30BaHUsL.

3aKkaHYMBAS HTOT OYEHb MPUOAMUBUTEABHBIN, DCKUSHBIN M CXeMaTUIHBIN DKC-
KyPC B TeKCTyaAbHO-KOHIIEIITyaAbHbII Mup Kaneaas: geap ApeHa B MCIIOAHEHUN
He JxorTo, a ViMaaas, caeayeTr NOgUuepKHYTh, UTO Ileped, HaMM, KaK KaXkKeTcs,
BapMaHT BCE-TaKM KPUTUYECKOV MKOHOAOTUM, IIyCTh M MMEHYeMOW «MKOHMU-
Koi». VIMaaap 3gech (1 «celyac») He OAMH: OH IOYTM CHMHXPOHEH C OIIbITaMIU,
Harmpumep, O. beumanna [Batschmann 1984] nan V. Ax. T. Mutdeasa [Mitchell
1986], mogo0HO eMy 03a0O4YeHHBIX He IPOCTO TpaHMIIAMM MeXAy 0OpasoM-I-
KOHOJM M CAOBOM-A0TOCOM, HO MMEHHO — 3a30pOM, KOTOPBIM He 3aroAHseT
IyCTOTY HEMTPaAbHON (=«TaMO>KeHHOI») 30HBI, HO ITOAJeP>KMBaeT IMPOCTO 00s1-
3aTeABHYIO U HeM3OBIBHYIO AU(PQPepeHTHOCTh — eAMHCTBEHHOe YCAOBYe BCIKOM
HIPOAYKTUBHOCTI.

DTOT pasroBop, NOHATHOE 410, 40AKEeH UMeTh IPOAOAKEHHE. ..

10 MbI AOAKHBI YIIOMSIHYTh, HO, YBBI, HE MOXXeM PEKOMEHA0BATh (B 1Ay MHOTOUYMCAEHHBIX U TPYOBIX
o1mmOOK) pyccKuii repesog tekcros Vimaaas [Mimaaas 2011].

' Texcr VIMaaas ¢ ero «scKajalueit OHATUI» TpebyeT aaaeropudeckoro ureHus s Ayxe Iloas ae
Mamna. Cm.: Stohr 2010, 102.
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MAKC MMAAAb

AXKOTTO. OPPECKU KAIIEAABI AE/Ab APEHA:
MKOHOTPA®VS. UKOHOAOTUS. UKOHUKA

T1ABA IX. UKOHUKA VAV CTPYKTYPHBIN AHA A3’

VIKoHuKa IpeAcTaBAseT coOOJ TaKylO IpoIelypy (peHOMeHaAbHOI Jec-
KPUIIINY, KOTOPas — BTO CO BCell HeM3DEeSKHOCTBIO OBLA0 y>Ke ITOKa3aHO — OCHO-
BaHa Ha HOHATNM (POPMBI U 00pasa, PyHAaMEeHTaAbHO OTANYHOM OT TOTO, YTO
10/, DTVUM IIOHUMAIOT MKOHOTrpaMYecKMil 1 MKOHOAOTrMIecknii Metoasr. OHa

"Imdahl M. IX. Ikonik oder Strukturanalyse // Imdahl M. Giotto. Arenafresken: Ikonographie.
Ikonologie. Ikonik. Miinchen, 1996. S. 99-110, 148-154. Ilepesoa n kommenrapun C. Banesna. Ile-
PeBO/ AQHHOII TAaBbl — CYIIIeCTBEHHO VCIIpaBAeHHbIN BapuaHT cAeAyiomen nyoankanum: Mmodaro M.
Vxonnka u cTpykrypHsiii anaaus / Iep. ¢ Hem. C. Banesna // [TamsaTs Kak OOBEKT M MHCTPYMEHT JIC-
kyccrsosHanus / IToa pea. E. A. boopunckoir, A. C. Kopuaopd. Mocksa, 2016. C. 100-119. B ITpn-
Z0XKEHVSIX BIIEPBbIE AaH II€PeBOA Ha PYCCKUII S3BIK APYruX (pparMeHTOB Ha3BaHHON KHurm Makca
Nmaaas.

"' Cp. HeKoTOpbIe MCXOAHBIE METOA0AOTMYECKIe TI0AOKeHUsI caMoro VIMAaas 13 IepBOIL IAaBbl BbI-
meosHaueHHON KHurn (I. «Acmexrsl mHTepHperanum»): «/ll00ble ormcanus oOpasa, BCAKMIL pas —
COTAACHO UX MHTEHIVSIM — OTANYAIOTCSI, TaK CKa3aTh, “CaMOOYEBUAHOCTHIO”, TO €CTh, IO BO3MOXKHO-
CTHU, TIPEACTaBAAIOT CODOI CaMOCTOATeAbHBIe, IIPOHMITaeMEIe A4S B30pa KOHTEKCTHI apryMeHTaIll,
a He <BO3MOJXKHbIE€> MICKAIOUUTEABHO Uepe3 COOTHeCEeHNe C MHBIMY MHTEPIIPeTaLsIM, VI OHI B MEHb-
IIIeJl CTeIIeHN CAY>KaT BBLICHEHUIO HEKOV MCCAeA0BAaTeAbCKON CUTyaluy, HO B OOAbIIeN — IIOIIBITKe
Ipe3eHTaly XyA0>KeCTBEHHOIO IIPOM3BeJeHMsI KaK II0BOJa AAs 0CODOro codepliaHusl U 3auHTe-
PecoBaHHOCTH — KaK OBl He TsKeA0 ObL10, BOODIe-TO, aAeKBaTHO IIPUOAMUBUTHCS K XyA05KeCTBeHHO-
My IpOU3BeAeHMIO BepOaabHO. 34ech He UAET pedb HU O BKAIOYEHUV €T0 B MCTOPUIO MCKYCCTBa, HU
0 MOAUQPUKAIUAX CTUASL ¥ HU O 9€M-TO aHaaorimaHoM. HaoGopor, onucanns obpasa OTCAEKUBAIOT —
B TOJ VAU MHOI Mepe U CTeIIeHN MCIePIIaHHOCTY — BOIIPOCH! MAEHTUYHOCTY M300Pa3UTeABHOCTI KaK
DKCIIPECCUBHOIO KayecTsa, KOTOpOe He 3aMeHUTh HUYEM UHBIM. <...> MeToA0M, OIIpeeAsoniuM Bce
onucaHus odbpasa, NpeACTaBAseTcs ClI0oco0 PacCMOTPeHMsI, KOTOPBIi MOKHO Ha3BaTh “MKOHMKON —
oTAMYasl, HO He IIPOTHMBOIIOCTABAsA €0 MeTo4aM MKOHOrpaduu U MKOHOAOTUN. <...> UTOOB IpuitTu
K OCO3HaHMIO TI0AO0OHON MAEHTUYHOCTU M300paskeHNs, HIM9eM MHBIM He CyOCTUTYMpPyeMOii, YTOOEI,
TaKUM 00pa3oM, He BOCHpMHUMaeMoe BOOOIIe BOCIIPUHATL TaKOBLIM, TpeOyeTcs B IepBYIO odyepeab
U1 CO BCell HEYKAOHHOCTBIO HEKOTOPOE MHTEHCUBHOE 1 pedpAeKTUPYIOIee co3epIiaHiie N300pa>keHsl.
<...> XyJ0>KeCTBeHHbIe IIPOU3BEeJeHIsI HUKOTAa He ITOAYyYUTCs IO3HATh TaK, YTOObI OHM HE CMOTANU
BHOBb 1 BHOBb IIPEACTaBAsATh HEYTO HOBOE UM YTOOBI OBLAO0 HEBO3MOXKHO y3PeTh MX 3aHOBO, a AABHO
AOCTUTHYTBIE TOUKM 3PeHMsI MAM 3aHOBO ODOCHOBATh, UAM AakKe IpeosoaeTh» (S. 12-14, co ccblakoit
Ha O. ITaxra, X.-T. l'agamepa u X. P. Slycca, S. 115-117). 3aech n gaaee puMcKuMu nudpamu — mpruMe-
YaHUs IIepeBoAYNKa.
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UMeeT AeA0 C CUHTE30M 3pSIIero M Y3HaIOIIero 3peHus’ Kak yTBep KAeHNeM
BeCcbMa CHeln(pUIecKoro 1 MPUTOM He (POPMYAUPYEMOIO CMBICAOBOTO COAep-
JKaHMSI M UCCAEAYeT B3aMIMOJAENCTBIE B M300pakeHNN CeMaHTUKIU VM CUHTaKCHU-
ca™. Xots ukoHOrpadus, MKOHOAOTNS U MKOHUKA 1 POPMUPYIOT HEOOXOAMMYIO
U HEPa3pPhIBHYIO B3aMIMOCB3b, OAHAKO He TaK, YTOObI MKOHMKA HaACTpanBaAach
Ha/ MKoHorpaduen 1 NKOHOAOTEN, HO COBCEM HAa0OOPOT: MMEHHO OHA CXBAThI-
BaeT 00pa3 KaK CMBICAOBOE Ilel0e, a MKOHOrpauyecKie ¥ MKOHOAOTMIECKIe
CMBIC/AOBBIE 3MEPEeHNs — Kak ero, o0pas3a, MOMEHTBI™.

HecoMHeHHO, 4TO MKOHOTrpadUIeCcKN-MKOHOAOTMYECKUII MeTOJ MHTepIIpe-
TaIlMy MHTEPeCyeTcss UMEHHO «MOMEHTaMIM», a TakKXe pa3AndHbIMU U Audde-
PEHILIMPOBAaHHBIMIU YPOBHSAMM Ypa3yMeHMsI TaKOBBIX B 0OABIIIENI Mepe, YeM TeM
CaMBIM CMBICAOBBIM II€ABIM 0Dpa3a Kak TaKOBOTO, XOTs ITaHodcKmit 1 yKa3biBaeT,
9TO MOMEHTHI B XYJ0XKECTBEHHOM IIPOM3BEAEHNUN KaK «I1eA0M» AOAXKHBI IIPU-

P54 AOCTATOYHO IIOAPOOHBIX, €CAU He MCYepIIbIBaonuX AepuHmInii 6a30BBIX MOMEHTOB T€OPUU
n Merogoaorun ViMaaas («KOHTUMHI€HTHOE U HEODXOAUMOe», «IIepCIeKTUBHO-IIPOeKTUBHOe o0pas-
HOe ITpejCTaBAeHIe», «CIleHIdecKas Xopeorpadus», «IIepCreKTUBHas IMPOeKIVs Ted U IPOCTpaH-
cTBa», «(popMaibHas, IAaHUMETPIIeCK) BHIIpaBAeHHas IeAOCTHas CTPYKTypa M300pasuTeAbHON
KOMITO3ULINI», «aKTyaAbHasl DKCIIpeccus HabAI0aTeas», «M300pa3suTeabHOE 11e10€, AaHHOe B M3Ha-
4Ja/bHON TOTAaABHOM IPE3eHTHOCTU», «MHOTOMEpHas CMBICAOBAsl TOTAaABHOCTB» T. 4.), KAK OHU M3/a-
raiorcst yxe B Hadade KHuru (II. «Kontunrennus — Komnosunms — [posnaenims»), — em.: [pnaosxe-
Hue [

' Cp.: «Cxaszannoe 1 IToxasaHHOe He KOPPeAUPYIOT [MCKAIOUUTEABHO] B CHCTEMe AMHEIHBIX ITOAeIL.
Besae, rae TOABKO MOKHO, B IOA00HON AuddepeHInn OTpakaeTcsl IMOCTOSIHHBIN M XapaKTepPHBIiL
AZs1 Hay9HOV MICTOPUU UCKYCCTB AyaAU3M MeXAY M30AMPOBAHHBIM (POPMAAUCTUIECKUM CIIOCOOOM
paccMOTpeHns], Kak OH IposBAsieT ce0s1 pyHAaMeHTaAbHBIM 00pasoM y Pujaepa, 1 M30AMPOBaHHOM
MKOHOTpadUIeCcKU-UKOHOAOTMYECKON MHTepIIpeTaliuei, IIPUMEepPHO B AyXe IIKoAbl BapbOypra, — Tor
CaMBIil AyaAu3M, 9TO OTKPOBEHHO IIPeITCTByeT A100011 pedeKcui Ha B3auMOOIpeAeAsIonye oT-
HOIIeHNs MeXAy (OpMaAbHBEIM U COAepsKaTeAbHBIM M300pasUTeABHBIM CMBICAOM MAM, KaK yXKe
OBLA0 CKa3aHO, MeXAYy CUMHTAKCUCOM M ceMaHTMKOI» (S. 45). VI aazee (co ccprakoir Ha I'omOpuxa,
B CBOIO OYepeab OTCHLAAIONIEeTO K onbITy Padanas, S. 130) o HeoOX0AUMOCTHU CTPYKTYPHOTO IIpeojoae-
HUS «aAbTepHaTyB cuHTakcuca (Pugaep) u cemantuku (Bapoypr)».

V' TIpeapapsis rmocaeAyiornyie popmyanposku VIMaa s, cocTaBAsIOIIVIe OCHOBHOE COAep KaHIe JaHHOI
rAaBbl, — HECKOABKO IIOCTYAaTOB U3 IIPEeAIIeCTBYIOIIeil, TO eCTh IIPeAIocAe/Hell raBbl KHUIU C CO-
oteTcTBYIOIUM HasBaHMeM «VIIL VikoHorpadust — MKOHOAOIMS — MKOHMKa»: «DTa caMasi UKOHIJe-
CKas CTPYKTypa OTKPBLIBAeTCS HaBCTPedy COOTBETCTBYIOIEeMY UKOHUYECKOMY CIIOCO0y pacCMOTpeHNs,
KOTOPBII TOXKe MOKHO Has3BaTb “MKOHMKON” (MKOHMKa OTHOCUTCS K DIIKOHY KaK AoTuka K Zlorocy
U 9TUKA — K 9TOCY). VIKOHMKa U He paauKaausupyer oOpas 40 peHOMeHa 3psIIero 3peHus, 1 He JiC-
KAIOYaeT — B OTAUYMM OT MKOHOTPadpUUecK/-MKOHOAOTMYECKOTO MeTOAa MHTepIIpeTaluy — 3psiee
3peHue B KayecTBe CMBICAOYTBepP>KAAIOIIero MOMeHTa MKOHIYECKON BAacTy OOpa3HOM 9KCIIPecCun.
B oramune ot nkoHOrpadUIeCKU-NMKOHOAOIMYECKOTO MeTOAa MHTepIIpeTaliuy, MKOHNKA BOCIIPIHU-
MaeT B “IpUpOAHO-TIpeAMETHEIX”, TO eCTh MOBTOPHO y3HaBaeMbIX (pUTypaTUBHEIX U BEITHEIX, 0Opas-
HBIX IIEHHOCTsIX (POpMaAbHbIe OTHOIIEHNsI, TaK/e KaK IIPOCThIe AVHUMN Y HAaIIpaBA€HNS 110 Ty CTOPOHY
IIPUBHOCKMOTIO CMBICAQ, CBA3aHHOTO C AI00BIMU pOpMaMM BKAIOUYEHNs B M300paskeHne IpeAMeTHO-
cru. VIKoHnyeckomy crioco0y paccCMOTpPeHMs! AN, COOTBETCTBEHHO, MKOHMKe 00pa3 CTaHOBUTCA J0-
CTYIIHBIM B KauecTBe peHOMEHa, B KOTOPOM IIpeJMeTHOe, y3Halollee 3peHne 1 popMaabHOE, 3pslree
3peHue B3aMHO APYT ApyTa OIIOCPeAyIOT, AOCTUTasl YPOBH: co3epliaHms Ooalee BBICOKUX IOpsAKa
U CMBICAOBOJ TOTAABHOCTH, KOTOpPble BAOOABOK BKAIOYAIOT B CeOsl M IPUHLINIINAABHBIM 0Opasom
C M3OBITKOM PaCIINPAIOT MPaKTIUIeCKUIT 3PUTEALHBII OIBIT> (S. 92-93).
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oOpeTaTh «IIAOTHOCTH» Iieaoro. OAHAKO >Ke KaKoro-Ambo olpedeseHNUs I10A00-
HOTO YIIAOTHEHMs M II0400HOIO IeA0TO MKOHOTpadpMiecKU-UKOHOAOIMIeCKIUIA
METO/ UHTepIpeTanyyu He IpeAaaraetr!. V, HampoTus, 445 MKOHMKU YIIAOT-
HeHle A0 I1eJ0CTHOTO COCTOSIHMS, KaK DTO AOCTUIAETCA B U3BECTHBIX CAYydYasX
caMuM 00pa3oM U KaK 9TO BO3MOXKHO TOABKO 00pasy, — KaK pa3 1 eCThb Crienudu-
yecknii npeamer pedaexcun. ITpuuém 445 MKOHMYECKOTO criocoba paccMoTpe-
HIA YIIAOTHEHHOE CMBICAOBOE Ile10e oOpasa IIpeAcTaBAseTCsl He CyMMOI I AaKe
He 4eM-TO TaKUM, 4TO IIPVMHMMAaeT BHYTPb ceOs B HEM3MEHHOM BIJe MKOHOIpa-
(dpuueckne 1 MKOHOAOTMYECKUE IIpeAAaHHBIE, BO3BpAIlaeTCsl K HUM MAM OKa3bl-
BaeTCsI IIOHSITHBIM MCXOAS U3 HUX: B TOpa3go O0/blIeil CTEIIeHN Te CaMble IIpeJ-

! Panofsky E. Ikonographie und Ikonologie. Eine Einfithrung in die Kunst der Renaissance // Sinn
und Deutung in der bildenden Kunst. K&ln, 1976. S. 40. OtHocureasno »1oro cm.: Bohm G. Zur
Hermeneutik des Bildes // Seminar: Die Hermeutik und die Wissenschaften / Hg. von H. G. Gadamer
und G. Bohm. Frankfurt a. M.: Suhrkamp-Taschenbuch, 1978. S. 452: «Haaumo csoero poga odera-
HIle, OCTaBIIIeeCs] He VMCIIOAHEHHBIM, Korda ITanodckuit <...> ImpedycMaTpuUBaeT, 4TO IIpesBapUTeAb-
HO pa3JeA€HHbIE B aHaAU3e CA0U (AOMKOHOTrpadMIecKuii, MKOHOrpadMIecKmii M MKOHOAOTIMIECKIII)
CIIZ€TaIOTCs B “COBEPIIIEHHO eAMHOe U OPTaHMYeCcK) pacIIMpsIolnieecs 11eA0cTHoe coObitre”». bém
BUAUT B ITOJ0OHOM BBICKa3BIBAHNUI «BCETO AMIIbL HeOOsA3aTeAbHYIO KOHIIOBKY ITheChl, KOrJda BHUMa-
HIe 3puTeAs CTUMYAUPYeTCs MPsAMOIL K HeMy arreaasiiueii». On rmogsepraer IlaHodckoro kputnke
3a TO, UTO TOT «OCTaBAseT He3aTPOHYTEIM CaMBbIil HEIIOCPeACTBeHHEI BOIIPOC OTHOCUTEABHO HOCHTe-
251 BCeX MOAOOHBIX C10EB, KOTOPHIN B DTOM CBOEM KadecTBe CaM He MOXKeT yKe COCTaBAATh eIllé OAUH
caom». CM. takke: Panofsky E. Zum Problem der Beschreibung und Unhaltdeutung von werken der
bildenden Kunst // Panofsky E. Aufsdtze zu Grundfragen der Kunstwissenschaft. Berlin: Hessling,
1964. S. 85ff, ocobenno — S. 95. bém ormpaercs Ha BTOT TeKCT. Yke mpexe Jopenn JAuTTMaHH
B cBOelT ocHoBoIIoAaraomeit Kanre (Dittmann L. Stil — Symbol — Struktur. Studien zur Kategorien der
Kunstgeschichte. Miinchen: Wilhelm Fink, 1967), sospaxkas mpotus IlaHo(cKOTO, TOA4EpKUBAET, 4TO
«B TIOMCKAX He BBICKA3aHHOTO, He IIPeAII01araeMoro CMbICAa, a TOTO, YTO MPSIETCS 3a HUM, YITyCKaioT
cogeprKaHue XyJ05KeCTBEHHOIO TBOPEHMSI KaK TaKOBOro» (00 ®ToM mcuepnbisaoie — S. 132 ff.); oza-
raaBaeHHbIe «OTHOCUTEABHO KPUTHUKN T€OPUY CUMBOAA B MCKYCCTBO3HAHUM» OCHOBHBIE MBICAUTEAD-
HBle X0Abl AuTTMaHHa 3aHOBO onybamkosaHsl: Bildende Kunst als Zeichensystem 1. Ikonographie
und Ikonologie (Theorien, Entwicklung, Probleme) / Hg. von Ekkerhard Kaemmerling. Koln:
Dumont, 1979. S. 329 ff. Amasormuno u Kypr Bayx (Bauch K. Studien zur Kunstgeschichte. Berlin,
1967. S. 29) ysepen, uro metog Ilanodckoro, paccmarpusaiomuii 00pas Kak CMMBOA, UTHOPUPYeT
¢opMy Kak HedTo HerocpescrseHHO HarasgHoe. U ysxxe Kypr baar (Badt K. Domenichinos Caccia
di Diana in der Galleria Borghese // Miinchner Jahrbuch der bildenden Kunst. XIII. 1962. S. 222) Bo-
npeku ITanodckoMy JeaaeT pasamdne MeXAy MKOHOJAOTMEN KaK MCTOPUel KyAbTYpPBl ¥ UCTOPME
JICKyCCTBa KaK ¥CTopuelt [(PyHKIIMOHMPOBaHMA] relraabra. DTa MOCAeAHAS «OTCTPaHIeTCs CO BCel
OCHOBaTEeABHOCTBIO M OT UAEIHOTO COAEP>KaHNUSA U OT CUMBOANYECKON Harpy>KeHHOCTHU IIpOM3BeJe-
HISL ICKYCCTBa». /lUINb IIOABEPTHYTHIN MCIEPIIBIBAIOIIEMY U MOAHOIIEHHOMY aHaAu3y (GpOpMsI I10-
CTUTaeMBIIl B XYA0>KECTBEHHOM TBOPEHIN «MKOHOrpaduueckuii (1 — Kak HeOOXOAUMO AOIIOAHUTD —
MKOHO/AOTMYECKIIT) COCTaB OOpeTaeT IeHHOCTD A4sI ICTOPUY UCKYCCTBa, U TeM CaMbIM YTOUHSETCS TaK
UAU UMHayYe IIpeABapuTeAbHBIN MaTepyual, OTTaAKUBasACh OT KOTOPOTO B KauecTBe CTUMyJAa U aabTep-
HaTUBBI, ITPOIIeCC <1>opMI/[p0BaHM;I remraslbTa TOABKO U HaunMHaercsl». Penara Xaviar (Heidt R. Erwin
Panofsky — Kunsttheorie und Einzelwerk. KoIn: Bohlau, 1977. S 245) 0co3Ha€T, 4TO «IIOHATIE CMBICAA,
COOTBETCTBEHHO, Meaning» B cTaThsx ITaHO(CKOTO, pa3BMBAIOIIUX UKOHOAOTIIECKYIO METOA0A0TUIO,
COOTHECEHO C CeMaHTUYeCKU-TTPeAMETHBIMI MCTOPUSAMY 3HAUeHNUI U B TAKOM OTPaHMYEHUN «He CO-
AEP>XKUT HMKAKOTO — a 3HAUUT M HEraTUBHOTO — BBICKA3bIBAHIUsI OTHOCUTEABHO OCMBICA@HHOCTI (op-
Mbl». Ho, moayJaeTcs, 94To 1 HUKaKOTO IT0A0KNUTEABHOTO!
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AaHHBIE, YTO OITO3HAIOTCSl MKOHOTpapUIecK! U MKOHOAOTMYECK!, VICITBITBIBAIOT
B MKOHIYECKOI 9BMAeHIINY 0Opa3a 0co0Oro poja TpaHCLIeHAUPOBaHIE COIIPOBO-
SKAQIOIIVX VX BO3MOYKHOCTEN CMBICA000pa30BaHNs — TOT IepelIaruBaonil Bce
IPaHMIIBI IIPUPOCT CMBICAA, KOTOPBI BCE, UTO Ilepellardyl, MMEHHO KaK TaKo-
Boe B ceDe 3aKAIOYAeT M B HACTOMAIIEM yAep>KuBaeT. VICKAIOUMTeABHO B MoAyce
CBOETO CMBICAOBOTIO IIepelllaruBaHus 00pasHble IIpeJaHHble, IPU3BaHHbIE K TOA-
KOBAaHIIO MKOHOTpapUueck ¥ MKOHOAOTMYECKM, CTAHOBATCS PeAeBAHTHBIMU
nkoHnke. CaM 1o cebe MKOHOTpa(pUIECKN-KOHOA0TUIECKIII MEeTO, MHTepIIpe-
TalUM I10400HbBIe BOIIPOCHI He yduThiBaeT. VI mcKkaAlOueHne UM A10001 AUCKyC-
CMM Ha TeMy, 4TO 0Dpa3 ecThb MMEHHO CMBICA0BOe IIpeoA0AeHre COOCTBEHHOTO
MKOHOIpapIIecKoro 1 MKOHOAOTUYECKOTO MaTepuasa, CBA3aHO C €ro IOHATIEM
(popMBEI 11 KOMITO3UIINY, OTAMYHBIM OT TAKOBOTO B MIKOHUKE?,

2 Dpux Popccmann (Forssmann E. Ikonologie und allgemeine Kunstgeschichte // Zeitschrift fiir
Aesthetik und allgemeine Kunstwissenschaft. 11/2 (1966). S. 132 f.) XapaxTepusyeT MKOHOJAOTHIO
B TOM CMBIC/A€, YTO OHA «BBIHY>KJeHa BHIHOCUTD 3a CKOOKHU BOIIPOCH! paHra». HecoMHeHHO, MKOHOAO0-
TUsl He TIPUAeP KMBAETCsl TOTO MHEHMs, YTO Y BCeX IPOM3BeAeHNUI MCKYCCTBA PAaBHBIN PaHI; OAHAKO
oHa (yHJAaMeHTaAbHKIM 0OPa3oOM OTBepraeT HeOOXOAMMOCTH BHIPAXKaTh ST Pa3AMYMsA Ha ypOBHE
Metoga (S. 167). PopccMaHH OoTAMYaeT OT TaKMM OOpa3oM ITOHATONM MKOHOAOIMM «COOCTBEHHO UH-
TepIIpeTaljuio BeAMKIX TBOPEHNUII IPOIIAOTO pajy UX “IIpeAcTaBAeHNUs B HacCTOAIEeM”», I UMEHHO
C TeM HaMepeHIeM, YTOOBI HTU ABa MeTOAa — MKOHOAOTUIO U IpeACTaBAeHNe B HACTOAI[eM BeAUKIX
TBOPEHMI — COOTHECTH APYT C APYTOM B paMKaX — TaK OH DTO Ha3bIBaeT — «aDCOAIOTHON MKOHOAOTUII».
Paau sToro ®opccmMaHH BBOAUT CAeAYIONIYIO TpexcTymneHJaTyio cxemy: «1. DenomeHaAbHOIE CMOICA.
IepesxuBaHue 1 OIyicaHMe TelTaabTa 6e3 yray5.1eHHOTO 000CHOBaHMs ITPeAIIOAOXKNUTEABHO HaAMd-
HOTO BepOaAbHOTO 3HaYeHMs. Beaukas 6AM30CTh ¢ XyA0KeCTBeHHBIM TBOPEHMEeM, YICTOe HacTosIee
TaKOBOTO. BhLiBAeHIe Xy/J0’KeCTBeHHOIO KadecTBa, I10Jde AeATeABHOCTV, B TOM YIMCAe U 3HaTOKOB.
2. 3navauguii cmoicA. OB bsACHEHUE BCETO MOAAAIOMIETocsl OOBACHEeHNIO B IIpejelaX OTAeABHOTO TBOpe-
HILST (COOTBETCTBEHHO, IPYIIIIBI TBOPEHMIT MAY SKVM3HEHHOIO TBOPYECTBa). VICTOUHNMKOBEAIECKIe M3bI-
ckaHMs1. BBejeH1e CTOPUYIECKNX MOMEHTOB 01arojapsi MCCAeA0BaHNIO TIPeA-KU3HU U TI0CAe-XKI3HI
B KauecTBe THUIIA, TO €CTh MKOHOIpapMuecKoro mMarepruala Kak MaTepuasda, HaJeAeHHOTO IeIlTalb-
ToM. BrIsIBA€HVIEe cOBCTBEHHOTO CTHAS U onIpejeaeHne ero panra. 3. Cyugnocmvtii cmvicA. TloHnManme
TBOpEHN: KaK 0ecco3HaTeAbHOTO IOPOXKAAIOIIero Iporjecca. BosjericTsue CTUAA SIOXU. YTBepK-
AeHIe TaKOBOTO BO BCeOOIIell AyXOBHOI MCTOPUH, TAe TOABKO BO3MOXKHO — ITOCPeACTBOM OCHOBHBIX
ITOHATUI, KOTOPBIE MOTYT OBITh IOAYJYeHEI AU allpUOPHO, nAM dSMIupideck. Ilposasaenne smox,
orpeJeseHne eé 3HauYeHIs BHYTPY YHUBEPCAABHON MCTOPUU UCKycCcTBa». VI M0A06HO «abcoAI0THOI
MKOHOAOIMI» UKOHMKA TOXKEe HallpaBJeHa Ha (PeHOMEHaABHBIN CMBICA, KOTOPBIN, BIIPOYEM, B COOT-
BETCTBUU C e€ I1eJeBbIMU yCTAaHOBKaAMU, HEBO3MOXHO OTKPBITh «0e3 yraybAeHHOTo 0OOCHOBaHS
IIPeAIIOAOKUTEABHO IIpeAJaHHOTO CJAOBECHOTO 3HaueHMs» (HallpuMmep, COOBITUITHO-CUTYaTHBHOTO
obpasa cesmenHoit ucropumn). V toraa yxxe tem 60aee He 6e3 00513aTeABHOCTH U B COOTBETCTBYIOIIIMX
CAydasxX BO3MOXHOCTY BOCIPUATIS TOTO, YTO (peHOMEHAABHbIN CMBICA KaK KaTeropruaabHOe KauecTBO
00pa3HOCTM COAeP KAIlMIICA B M300paskeHnn BepOaAbHbIN (9TO 3HAYUT, OOYCAOBAEHHBII MOTIBOM,
MKOHOTpapUyYeCcKnii, MKOHOAOTUYECKII, AyXOBHO-UCTOPUYECKIIT) CyOCTpaT Kak TeMaTH3MpyeT, TakK
U ITpeo/0.4€eBaeT B DBUAEHIINY YyBCTBEHHO CXBAaThIBa@MOI HarAsAHOCTH. A TO, 4TO, B OTAUYUY OT DTO-
ro, 1o/ (peHOMeHaAbHBIM CMBEICAOM ITOHuMaeT PopccMaHH, B OCHOBE CBOEN eCTh He 4TO MHOe, KaK
peaykius oOpasza-m300paXkeHus] K CTUMYAY «U30AUPOBAHHON AeATeABHOCTH (PU3MOTHOMITIECKOTO
cmbicaa» (Fiedler K. Schriften tiber Kunst. Bd. 1. Miinchen: Wilhelm Fink, 1971. S. 160), ortocpesosa-
HIle KOTOPOTO C yKa3aHHBIMIU VHBIMM YPOBHAMM 3HAUMMOTO M CYIIIHOCTHOIO CMBICAA METOAMYECKN
He rpo0aeMartusupyercs. MOXKHO Tak>Xe CKa3aTb, 4TO «(eHOMeHaAbHBII cMbICA» PopccMaHHa — DTO
cnHTaKcuc 6e3 ceManTukn. Ho ecan o6pas-n3obpakeHne — B TOM Bl4e, KaK OH AOCTYIIeH UKOHUKe, —
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bes comueHns, y NOHATUA «MKOHMKa» — OTYETAMBAS CBA3b C ITOHATUSAMU
«MKOHOTpapmsI» M «MKOHOAOIMA». OHO — MMEHHO KakK ITOHATHMEe — IIPU3BaHO
JeAaTb OCO3HAHHOMN IpeJMeTHYIO B3alIMO3aBMCHMOCTh C MKOHOTpadmeil 1 UKO-
nHoaorueit. CopceM MHOM U Kyjda 00.ee HEIIPOCTON BOIIPOC COCTOMT B TOM, Kak
B3alIMOJENCTBYeT MKOHMKA CO «CTPYKTYPHBIM aHaAM30M», 4TO paspuBaeT XaHC
3eaapMmaitp®. CosByunss HEBO3MOXKHO He 3aMeTuTb. OHHI COCTOSAT B TOM, UTO
MKOHMKA, KaK IpeXJe U CTPYKTYPHBIM aHaAWu3, UMeeT AeA0 C IPOUu3BeAeHreM
MCKYCCTBA M C TeMM OCOOBIMM KayecTBaMl, KOTOpPBIe BHIPaOaTBHIBAIOT «I1AOT-
HOCTh» Tipoussegenys. Co3Byuns COCTOAT M B PyHAaMEHTaAbHOM ITOHUMAaHMUU
TOTO, 4YTO «MCTOPMsA MCKYCCTBa, YTOOBI CTaTh HOAAMHHON MCTOpPMeN MMeHHO
uckyccmea, odsA3aHa IMPONTH Y3KMMU BpaTaMIi ypa3yMeHIs OTAeABHOTIO XyJoXKe-
CTBEHHOI'O TBOpeHMsI» . V], HaKkoHel], eIé 0AHO CO3By4le IIPUCYTCTBYET B OLIEHKe

IIpeAcTaBAseT cOOOI CUHTaKCUC U CeMaHTMKY B eUMHCTBe U B TaKOM BMJe B PaBHOIl CTEIIeHU U Te-
MaTH3aINIo, U IPeoj0AeHe CBOer0 BHEMKOHIUECKOTo cyOcTpaTa, TO TOTAa OHM MOTYT CTaTh C 9TOTO
MOMeEHTa IIpeAMeTOM AUCKYCCUU B acrekre (peHoMeHaAbHOro cMbicaa. C MKOHMKON He copasMepeH
Tesuc, OyaTo Oaarogapsi peHOMeHaAbHOMY CMBICAYy BO3MOXKHO «Il€peKuBaHue <...> rellraabTa»,
PaBHO KaK «BeAuKas OAU30CTh K XYAOXKeCTBeHHOMY TBOPEHUIO», OYATO B DTOM COCTOUT «4ICTOe Ha-
CTOsIIIIee» IIPOM3BEAEHNs UCKYCCTBa M AUIIL B 9TOM IIPOCTYIIaeT «XyJO>KecTBeHHOe KadecTso». He-
COMHEHHO, uTo PopccMaHH B M3A0XKEHNMM IIpeAAoKeHHON ITaHOpCKUM crcreMsl permmreabHO He-
AoomnpejeaseT ¢peHOMeHaAbHEIT cMbIcA. To camoe, ecan BeIpakaThes BMectTe ¢ Ilaxtom (Picht O.
Kiinstlerische Originalitdt und ikonographische Erneuerung // Stil und Uberlieferung in der Kunst
des Abendlandes. Bd. III. Theorien und Probleme. Berlin: Gebr. Mann, 1967. S. 374), ato nmeet ot-
HOIlIeHNe K «0Opa3HOMY COJep>KaHMIO» M 4YTO ero BelpabarbiaeT, POpCCMaHHOM ITOCTUIAETCS
He B 6oab1rent crerrenn, yeM IlaHogcknM. 3ameTka PopccmaHHa — 5TO O4HA U3 IIATHAAIIATU CTaTels,
cobpannbx BMecte Kemmepanurom («lkonographie und Ikonologie»). 3aecs He TO MecTO, YTOOBI
00Cy>XKAaTh 9TU DCCe B VX OTHOLIEHUU APYT K APYTYy U OCOOEHHO — B X IO3UTUBHOM MAV HeraTUB-
HOJI COOTHeCEHHOCTHU C Te3ncamu IlaHodckoro, 1 yK I04aBHO 34€Ch HEBO3MOKHO YPaBHOBECUTH Te
AU VIHBIe apTyMEHTBI ¥ KOHTpaprymeHTsl. Hemaao Obl mposicHnaa oboOrmaomas pabora Ha DTy
Temy. OHa ocTaHeTcsl — OBITh MOXKET — He 3aBepIIeHHON U Torja, Korga OyJeT HalleJeHa B II€PBYIO
ouepeab He Ha OTHOCUTEABHO abCTPaKTHOE YCTaHOB/JEHNe MHTepIIpeTalMIOHHBIX HOPM, a CKopee
Ha IIpOBe/eHIe KOHKPEeTHOI MHTepIpeTanuu 1 eé obcykaeHus. B 9Toit cBasu 66140 OB OIpaBAaHO
OPOLUTUPOBATh Ty LIEIIOYKY apryMeHTOB, IocpeAcTBoM KoTopoit Kemmepaunr (S. 12) cucremaru-
YecK! COpraHm3oBal CBOM BO3paykeHus ITaHodckomy — mMMest B BUAY €rO KOHCTPYKTUBHYIO KPUTHU-
Ky. «1. Ilpeaaoxennas ITaHodckuM cxema CTPOro OTA€AEHHBIX APYI OT Apyra YpOBHEN 3HaueHILs],
BEpPOsITHO, He OYeHb YCTOIUMBaA, OCODEHHO Ilepe], AUIIOM COOTBETCTBYIOIIUX IIPEAIIOCHLAOK MHTep-
nperanyy. 2. VIKOHOAOIMs, 110 BCeil BMAMMOCTHU, HE YYUTBIBaeT OCOOYIO CIIOCOOHOCTH M300pasu-
TEABHOTO VMICKYCCTBA — B CHUAY €ro 0Opa3HO-DKCIIPECCUBHBIX MOMEHTOB — ITPOU3BOANUTD DCTETIYECKIe
3HaueHns. 3. VIHTepripeTallOHHbIe BHICKA3bIBaHIsI OTHOCUTEABHO “CUMBOAMYECKIUX IIeHHOCTEeN” (Kak
nx mercant Kaccnpep), ¢pyHgameHTaAbHBIM 0Dpa3oM He CIIOCOOHBIX ITOKOMTHCS Ha CUMBOAMYECKIX
KOHBEHITSIX, TPpeOyIOT, KOHEUHO, MCTOPUYECKU-TePMEHEBTIYECKOTO ITOHMMAaHM, a BOBCE He TaKMX
BBICKA3bIBAHNUII, UTO MOrAM Obl IIpeTeHAOBaTh Ha OOBACHUTEABHBINI Xapakrep. 4. Meroa He BIipase
IIpeTeHA0BaTh Ha POAb TEOPUM BCeOOBEMAIOIIEI0 aHaAM3a CeMaHTIIEeCKOi Pa3MepPHOCTY IIpou3Be/e-
HIL1 M300pa3uTeABHOTO MCKYCCTBa».

> Sedlmayr H. Pieter Breugel: Der Sturz der Blinden // Hefte des Kunsthistorischen Seminars der
Universitat Miinchen. Band 2. Miinchen, 1957. S. 1-48. [IuT. o meppoi myOAMKammiL; Ieperedarka:
Sedlmayr H. Epochen und Werke. Gesammelte Schriften zur Kunstgeschichte. Bd. 1. Miinchen, 1959.
2. Aufl,, 1985. S. 319-357) cymjecTBeHHO COKpallieHa.

4 Op. cit. S. 31 («I1A0THOCTb» KaK «YILAOTHEHNE A0 COCTOSIHISA II093UI»), S. 48.
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OAHOCTOPOHHUX CIIOCOOOB cozepIiaHILsl — POPMAANCTIIECKOTO U UKOHOTpadmye-
CKI-MIKOHOAOTMYECKOro: «3a abCcTpakTHBIM (POPMaAn3MOM B pacCMOTpPEHNI Kap-
TUH cAeAyeT 1 abCTpaKTHasl MUKOHOTpadums BKyIle CO CTOAD JKe aOCTpaKTHOM MKO-
HO/OTHel, ¥ 04Ha He MeHee THMpaHMYHa M CTOAb Ke Oecriao4Ha, Kak M Apyrasd,
OyAyun B paBHOIl CTeleHM He CBeAyIIMMM B CYIITHOCTM XYAO>KeCTBeHHOIO TBO-
pennsa. CoOCTBeHHOI Ke 3aJadeli ITIOHMMaHI, COPa3MepHOTO CYITHOCTH XyAO-
>KeCTBEHHOTO TBOPEHIs, MOTA0 OBI CTaTh CXBaThIBaHIE MIMEHHO 0Ooux “cropon”
XyAO>KeCTBEHHOTO TBOPEeHI:, eT0 BUAVMOIO TelllTaabTa BMecTe C er0 0Opa3HbIMU
IopsAKaMH — C OAHOM CTOPOHBI, U IpUHaAAeXXaIMI eMy ero 3HauYeHUAMH —
C ApYIOil CTOPOHBI, — MAM B UX COOTBETCTBUM, UAU B UIPe IPOTMBOPEUMII»’.
Oanako >xe 1 BMecTe ¢ TeM, yKe B 5Tux GpopMyAMpoBKax 3ejabMalipa OOHapy-
JKMBAIOT ce0s M pasAMyuMsl MeXKAy MKOHUKON M CTPYKTYpHBIM aHaauzoM. OHu
KacaloTcs BOIIpOCa, 4TO CyTh IIpMHajJeKaIllye Xy/J0>KeCTBeHHOMY TBOPEeHUIO
3HaYeHI M KaK OHI caMU ceOsI B TAaKOBOM SIBASIIOT".

Na. 1

3eaapMaiip paspaboTaa CBOV CTPYKTYPHBIN aHaAM3, OOpaTUBIINCH K Operire-
aesckomy «Huspep>kenuio caensix» (4. 1), Ipu TOM 4TO MMEHHO Ha IIpuUMepe
DTOTO M300pa’keHNs pa3paOOTaHHBIN CTPYKTYPHBIN aHaaAM3 OblA IpeacTaBAeH
B KauecTBe NapaJMIMBl CTPYKTYPHOIO aHaamsa BooOIe. Permaromiue xaTero-
puM 06pa3HOIO ypasyMeHI:I — «COuyBCTByOIee (anmutungshafte) mornvanme»
U «apTUKyAUpYyIOlee IMOHMMaHMe»’. OHU cIIOCOOHBI B BecbMa QyHAAMEHTAAb-

> Op.cit. S. 30.

V TIpeapocxuinasi HIDKecAeAyiomnie GOPMyANMPOBKY, HECKOABKO Ba’KHBIX ITOAOKEHNII KacaTeabHO
BI1A0B pedpepeHIni (TeKCTyaAbHOI U IIPeAMETHOIT) B X B3aMMOOTHOIIIEHNII 1 B COOTHOIIIEHUH C M30-
OpasUTeABHOCTHIO U B KOHTEKCTe BO3MOYKHOCTel BM3yaAbHOI TeMaTU3AIMU U TOPU3OHTHOCTH CM.:
IIpuaoxenne V.

¢ Sedlmayr H. Pieter Breugel. S. 34.
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HOM CMBICA€ CA0Ba COOTBETCTBOBATh T€M CIIOCOOaM CO3epIiaHNs, YTO HPUCYIITU
Kak 3psAIeMy, Tak U y3HalolleMy 3peHMIo. bpelireaesckoe mszobpaskeHne oxa-
3bIBaeTCsl (peHOMEHOM COYYBCTBYIOIIIETO IHOHMMAaHMA B TOT MOMEHT, KOrja OHO
OTKpBIBaeTCsl B30pYy HabaioJareas, IIpeXkKJe ero He 3HaBIIero, IpejJaraercs
IpejeAbHO OBICTPO, TO €CTh «TaXMCTOCKOIIMYecKn». Jl y>ke B TOT MOMEHT M30-
OpaskeHre oOHa’kaeT CBOE «HACTpPOeHMe» KaK HeUTO «IIPU3pavyHOe», «HAIOAH:I-
IOIIlee CTPaxoM», IIPUIEM BTOTO A0OMBAIOTCA KaK Ipeodaajaionast B u3odpaske-
HUM HUCIIaJalonas AMHNA (1AM, TOYHee, HUCTaJaloIlas KpuBas 1apa0oabl), Tak
U B M3BECTHOI Mepe IIyraioliye dMOI[MOHaAbHbIe SP(PEKTH CO CTOPOHHI IIBeTa
(Farbenanmutungen), 9T0 CBOVICTBEHHO HIVDKHEN 30He M300pa’keH!s], TOTAa Kak
B BepXHell 30He TOPU3OHTaAb BKyIle C BCeljelo APY>KeCKMMH DMOIIMOHAABHBIMU
KavyecTBaMy IOAYEPKUBAIOT DKCIIPECCUIO «IIOKOs»’. B roaoBy mpmxoAnUT coob-
paxenne Boaaepa kacareapHo KaptuH Jeaakpya: «D’abord il faut remarquer,
et c'est tres important, que, vu a une distance trop grande pour analyser ou
méme comprendre le sujet, un tableau de Delacroix a déja produit sur I'ame
une impression riche, heureuse ou mélancolique»® [«ecam 3puTeap cMOTpUT
Ha KapTuny Jeaakpya msjadeka, Tak 4TO He MOXKeT pa3oOpaThCs B Heil 4eTaabHO
U He yJlaBAmUBaeT e€ CIOXKeTa, KapTMHa BCE PaBHO HPOM3BOAUT Ha HETO CAOXK-
Hoe 1 r1yOOKoe BIledaTAeHle, HallOAHIEeT ero AyIly c4acTbeM MAU I1e9aapio»]V.
bpeiiresesckoe mzoOpaskeHre B TOJW Mepe OKa3blBaeTCs (PeHOMEHOM 3PsIIiero
3peHNs], HaCKOAbBKO OHO A4s1 OOpeTeHMs BO3MOKHOCTU BOCHPMHUMATh HacTpO-
eHre He HY>X/JaeTCs B 3PeHMH y3HaloIleM, 03a004eHHOM NJeHTu]UKaIen
IIpeAMeTOB.

ApTUKyAMpYIOIllee ITIOHMMaHMe obpasa — Aud@epenunposano. Buavase —
9TO «OPUEHTUPOBAHHOE Ha BOCHPUATIE U IIpeAcTaBAeHne “¢PpopmaabHOe”
roHnManne (“3penue B remrraabre’”)»’. OHO oxBaTbiBaeT POPMBI TEA U IOPSIAOK
IIPOCTpaHCTBa, HMU3Bepraomyecs GUIypsl — cAellble M IpeOLIBalonie B II0KOe,

7 Sedlmayr H. Pieter Breugel. S. 4 ff., 7. Kapruna Bpeiireas, o sceii Bugumocty, Opl1a AnIIeHa Kpaés.
«CrrpaBa He A40CTa€T y3KOil II0AOCHI; KOIIUY 1, COOTBETCTBeHHO, pentauku B Ilapmxe (Aysp), B Bene
(Tazepes AuxtenmTeiiHa) U 9K3eMnAsp, Haxogusmmiicsa B 1935 roay B BeHckolr I'aaepee cs. Ayxu,
€AMHOAYIITHO A€MOHCTPUPYIOT 60Aee IIMPOKIIT IIPaBLIil Kpali: pyKa Iajaionero He oopesana (S. 2)».
Aas1 CTPpYKTypHOTO aHaau3a 3eAabMaiipa 9TOT (GakT OCTaeTCsl He3HAUMMbIM.

8 Baudelaire C. L'Art romantique // Oeuvres completes de Ch. Baudelaire. VI. Ed. by J. Crépet.
Paris, 1925. P. 248ff. OTHOCMTEABHO IpeACTAaBAEHNUII HEMEIIKUX POMaHTUKOB — YyXKe U 3eAab-
marip (Op. cit. S. 5) Ha 9TO yKasbBaeT — cM.: Lankheit K. Die Frithromantik und die Grundlagen der
gegenstandlosen Malerei. Heidelberg, 1951. S. 55 f. C 6044epOBCKMM «CIIOCOOOM BUAETH» MOSKHO
CpaBHUTDH IIpeACTaBAeHNe, CBsI3aHHOe C IousATmeM macchia, BBeAéHHbIM B 1868 roay B. VImOpmann
B cBOéM cOopHuKe «La Quinta Promotrice» u 1osanee ycsoeHHbIM IpexxJe scero benegerro Kpoue:
«IIpocras u roaas macchia, cé0604Hast OT KaKOro-Anbo Aaxke NMpUOAN3UTEABHO IIPeJMETHOIO OIpe-
Ae/eHNsI, COBePITIeHHO B COCTOSHUM BHYTPEHHe 3aeTh U ITPOOYAUTEH TO MAY MHOe BOCIIPMHUMAIOIIee
omymenue» B sputeae (Croce B. Kleine Schriften zur Aesthetik I/ Croce B. Gesammelte philosophische
Schriften (1927-1930). Bd. VI. Tiibingen, 1930. S. 249). Aaaee 06 ToM cM.: Sedlmayr H. Die ,,macchia”
Breugels // Jahrbuch der Kunsthistorischen Sammlungen in Wien. Neue Folge. 8. 1934. S. 137-159.
VITInrt. mo: bodaep I1I. Bcemupras soictaBka 1855. III. Dxen deaakpya / Ilep. ¢ dpp. H. V. Croasposoit
n . A. Aunman // boaaep I1I. O6 nckyccrse. Mocksa, 1986. C. 152.

? Sedlmayr H. Pieter Breugel. S. 7ff.
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YCTOMYMBLIN Iel3a’K, — B OTHOIIEHMM K ITOPsAKY ITAOCKOCTH M300pakeHIL,
PaBHO Kak U IOPsIAO0K I[BeTa — Ha IIA0CKOCTU U B IIpocTpancTse’’. MoxxHo cdop-
MyAMpOBaTh U TaK: 3peHNe B TeIlTalbTe COAEPKUT B ceOe OIBIT KaK 3psIIero, Tak
U IIOBTOPHO y3Haomero spenus. IToMmnmo Toro, apTukyaupyroiiee MoHUMaHue
obpasa BKAIOYaeT B ce0sl «HOITUIECKOe ITOHMMaHIe», TO eCTh «OPUTMHAABHOe
IIpeAMETHOE MAM CAOBECHOe 3HaueHMe»'’, paBHO KaK U «aAJleropyudeckoe 3Haue-
Hue»'!. OpuUInHaAbHOe, CAOBECHOe 3Ha4ueHle CBS3aHO C TOCIIOACTBYIOIIUM IIPU-
MepHO c KoHIIa XVI Beka IpusHaHNEM CAeIBIX — D0ABaHAMI, TOTJa KaK aA/ero-
pudeckne 3HaYeHNs, HAOOOPOT, IPU3HAIOT TOT (PaAKT, UTO CAeIble BeAyT CAEeIIbIX,
3a IIpUMep IIePeBEPHYTOIO MMpa, PaBHO KaK M XapaKTEPUCTUKY CAENBIX Kak
0CAeTIAEHHBIX U 3abay>kaaromuxcs. Caeayiolee gajlee «9CXaTOAOTHMYECKOe 3Ha-
JyeHue»'"? ABAseT cebsl II0cAe TOro B 0e30CTaHOBOYHOCTY HU3BEPKEHIs, YKa3bl-
Basl Ha «IIOCJAeJHIe BeI CyAbOBI uel0Be4ecKoil»'?, B TO BpeMs KaK, HaKOHell,
Opelireaesckoe M300paskeHIe B TOII Mepe COAEpP>KUT B ceDe «TPOI0A0IIIecKoe
3HaueHMe»', HaCKOABKO OHO ITOOy>KAaeT caMoro HabalJareAs IpYpaBHUBATbh
ce0s1 caMOTo K OCAEIIAEHHEIM, 3a0Ay>KAaoIMMCs U IPUHUMATh M300pakeHne
KaK HpM3bIB K CaMOIIO3HAHUIO. 3eaabMalip TOBOPUT O «HE3PUMBIX, UCKAIOUN-
TeABHO AYXOBHO y3peBaeMBIX 3HAa4eHISIX» B CBSI3M C ITOAOOHBIMMU ITOCAeAHVIMU
KOHTEKCTaMM, YTO HaAeAslIOT U IpeObIBAIOIINII B IIOKOe IIeif3a’K KaK MeCTO
COBEPIIAIOIINXCS AEVICTBUN AOIIOAHUTEABHBIM CMBICAOM yTPAa4eHHON cy41)6b115.
Mutatis mutandis mo3BoAnTeAHO — B IIpejeAax 3peHIs B TellTaabTe COTAacHO
OPUTMHAABHOMY, aAA€IOPMIECKOMY, PaBHO KaK M 9CXaTOAOTMYECKOMY M TPOIIO-
AOTMYECKOMY YPOBHAM CMBICAa — COIIOCTaBUTH AM(pPepeHIINPYIONInil CTPyKTyp-
HBIII aHaAU3 3eAAbMalipa ¢ MHTepIpeTalroHHOI Mogeasio ITanodckoro, pas-
AVYAIOIIeN MpeiUKOoHOrpadpaecKuii, MKOHOTpapUIeCKNIT U MKOHOAOTMIEeCKIIA
YPOBHU CMEBICAa. B TOII Mepe, HACKOABKO 3peHHe B relnTalbTe BOMpaeT B ceOs
MIpeAMeTHYIO MAeHTU(UKAIIMIO, OHO COOTBETCTBYeT IIpeAMKOHOIpadpuiecKkoMy

VI' O B3aMIMOOTHOIIIEHNM U Pa3AMYEHUN BHYTPU «II0As U300PaKeHs» M300Pa3UTeAbHO I110CKOCTU
7 1300Pa3UTEABHOI ITOBEPXHOCTY — B KOHTEKCTe KAIOUeBOTo AAs VIMAaAs IOHATHS «ITPOCIIEKTIBHON
ITOTEeHIMM M300pa3UTeABHOTO MmoAs» (uaes . Ppasd) Kak cmocoda BKAIOYEHI BO BHYTPUKapTUHHOE
AEVICTBYE aKTMBHOTO — MHTEPIPETUPYIOIIEro ¥ MMIIPOBU3UPYIOMIEro 3puTeas (eMy HpeioCTaBAs-
€TCsl BO3MOKHOCTD IePeKUTh U UCIBITaTh Ha cebe TpaHcpopMaluio MaTepuaabHON IOBEPXHOCTU
1300pakeHNs B UAeaAbHyIO — U UAEIHO HACKIILEHHYIO U300pa3uTeAbHYIO ILA0CKOCTh, COAePIKAIILYIO
B ceDe CMBICAOBYIO IIOTEHIIMAAbHOCTH — IIOCPEACTBOM HAIPSKEHHBIX BU3yaAbHO-TEMIIOPAAbHBIX
crpykryp) — cMm. Ilpnaosxenne II1.

10" Sedlmayr H. Pieter Breugel. S. 15ff.

" Op. cit. S. 191f.

2 Op. cit. S. 23.

13 Op. cit. S. 25. DcxaToa0rndyeckoe 3HaueHMe OOHapyXma yxke Axceap Pomgaas (cm.: Jahrbuch
der Kunsthistorischen Sammlungen des Allerhdchsten Keisershauses. XXV. S. 129 ff.). Cp.
Sedlmayr H. Pieter Breugel. S. 36ff. Touno Tax >xe n Maxc Asopxkak (Dvofdk M. Kunstgeschichte als
Geistesgeschichte. Miinchen: Piper Verlag, 1924. S. 246 ff.) roBopuT 06 «9CXaTOAOTMYECKOM AMKE CHO-
sugenus». Cp. Sedlmayr H. Pieter Breugel. S. 41ff.

4 Op. cit. S. 27.

15 Op. cit. S. 31. BaxkHa oTcbLaKa 3eaabMalipa K 4eTIpéxdacTHOMY cMbicay ITucanns. OTHOCHTEABHO
sroro — nuckMo Janre k Kanrpanae geasa Cxaaa. Cp.: Sedlmayr H. Pieter Breugel. S. 44.
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CMBICA0BOMY YPOBHIO. 3aTeM II03BOAMTEABHO — MBI CKazaau Obl, yTOo mutatis
mutandis — 3HaueHMs OpUIMHAABHOE I alderopudecKkoe ITOCTaBUTh B Iapad-
Aeab ¢ MKOHOTpaM4yecknM, paBHO KaK M DCXaTOAOTMYeckoe ¥ TPOIOoAoTnde-
CKO€ — C MKOHOAOIMYECKMM CMBICAOBBIM M3MepeHMeM, TOrda Kak 4451 3eAabMaiip
HCXaTOAOIMYECKOe ¥ TPOIIOAOTMYECKOe YKa3hIBAIOT Ha CBEPXUCTOPUYECKYIO CUAY
BBICKA3bIBAHVS, IIPUCYIIYIO XY40>KeCTBEHHOMY TBOpPeHMUIO. beccrmopHo 1 BaskHO
0/4HaKO >Ke TO, YTO MHTepIIpeTaljMoHHas Mojeab IlaHodckoro He mpusaekaer
K pacCMOTPEeHMIO HM HacTpOeHMe, HI IepBUYHBIN HarAsAAHBIN XapaKTep oOpasa,
paBHO KakK 1 BOOOIIle HMKaKOM OIIBIT 3PAIero, a He TOABKO MAEHTUPUIIUPYIO-
II[eTo IpeAMeTHl 3peHns. Jas CTPyKTYypHOTO aHaaAm3a 3eidbMalipa, HaoOOpOT,
HACTpOeHNe U MepBUYHBII HarAAAHBI XapakTep obOpasa o0aasaioT abCOAIOTHO
pelanM 3HaueHeM.

To camoe, 4TO OTKpBLIBaeT CTPYKTYPHBIN aHaAU3, caMUM 3elabMaiipoM 000-
3HauaeTcsl KaK Mepapxmueckas cucreMa ca0€s®. Co Bcell BbIpa3UTEABHOCTBHIO
BeAETCs pedb O HaCAOeHNUH M 00 DHAOTMMMIYECKOM OCHOBaHMM, KOTOpOe B Kaue-
CTBe HaCTPOEeHMs MAV KaK IePBUYHBIN HarAsSAHBIN XapaKTep OTKpbIBaeTcsl Ppu3u-
OTHOMMYECKOMY, AOIpeJMeTHOMY COYYBCTBYIOIleMy ITIOHMMaHMIO oOpasa.
«l'oBops1 mpubaAmanTeapHO, “HacTpoeHMe” IIPOM3BeAEHMs MCKYCCTBa COOTBET-
CTBYeT DHAOTMMMYECKOMY OCHOBaHMIO, (pOpMaabHas CTOPOHA IIPOU3BeJeHIs —
BOCHPUATUIO U IIpeACTaBAEHIIO, CTOPOHA, CBs3aHHAs CO 3HaYyeHMeM, — MbIILAe-
HUIO, a TaKXXe, IIOXKaAyii, 1 Boae»'. boaee Toro: cucreMa CA0€B UMIANIIIPYET
IIyTh cO3epIiaHus C 00Aee HM3KOTO CMBICAA K CMBICAY TaK MAM MHade 0o.ee BO3-
BBIIIIeHHOMY. «OT I1epBOTO, COIepe’KMBAIOIero MOHMMaHuA <...> Jepe3 apTu-
KyAMpyIOIliee IMOHMMaHMe (POPMaAbHBIX CTPYKTYp M IIepeKpLIBAIOIINX APYT
Apyra oOpasHBIX 3HaueHUIl (CAOBECHOe, alAeropudecKkoe, DCXaTOA0TMIecKoe
U TPOIIOAOTMYECKOe) IIyTh BeAET — KaK B CIIpaabHOM 00OpOTe — Haza/ U BBEpX
K (PpU3MOTrHOMMYECKOMY ypa3yMeHMIO BBLICIIIETO IOpsJAKa, KOTOpOe AOCTUTHY-
TBIe Ha DTOM IIyTH OTJeAbHBIe OIBITHI B MTOTe NPMHUMaeT B ceOs, MHTerpupyeT
U OKUBAsIET» 'S,

HeBo3MO>KHO CKPBITh BaXKHYIO pOAb A0IIPEAMETHOIO, CO9YyBCTBYIOIIETO ITOHM-
MaHM: o0pasza, TO eCThb 3PsAIIero 3peHns1, KOTopoe IIpeA3alaéT BCIKOMY I10CAeAy-
IOIIeMYy IIpe4AMeTHOMY IIOCTVKEHUIO 3aBeJOMO OPTaHM3YIOIINIA OIbIT. VIMeHnHo
B OLIeHKe ®TOIO 3peHus CTPYKTYPHBIM aHaaAu3 3eAabMalipa paguKaAbHO OTAU-
yaeTcsl OT MHTepIipeTarjnoHHOro Meroda Ilanodpckoro. CTpyKTypHBI aHaAu3
3eaapMalipa TIOHMMaeT oOpa3 KaK CHCTeMy, B KOTOPOIl IIepBEIi, eIé JoIpea-
METHBIV U AOCTYIIHBIV 3psIIeMy 3PEeHMIO HarAsAHBIN XapaKTep MAM HacTpoe-
HJe PacIpOCTPaHAIOTCA Ha HE3PUMBIE, MCKAIOUUTEABHO AYXOBHO y3peBaeMble
3HaYeHM: B CHUAY COBEPIIEHHO eCTeCTBeHHON IIpe4AaHHOCTM «aHaAOTMYHBIX
KauecTs»'’. TlepBUYHBIII HarAsAHBIN XapaKTep 3A0BEIero, MpMU3padyHOro, Iaji-
IIIeTO U areAAAlsA-TIPU3HIB K SI-3puTes MO3HATL OcAenasioniee 3a0Ay>KieHne,
yrpo>Kaolee U3HyTPU ¥ CHapy>KM, — C TOUKY 3PeHMsI CBOeTO 3Ha4eHMsI — PaBHO-

16 Op. cit. S. 30.
7 Op. cit. S. 46.
8 Op. cit. S. 34.
9 Op. cit. S. 31.
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3Ha4HbL. BHauase — 310Belee, majiee B Ka4ecTse SHAOTUMIYECKOTO OCHOBAHM,
IOHATHOTO AJsl COYYBCTBYIOIIEIO ITOHMMaHM:A. 3aTeM, Ha OCHOBaHUMU apTUKY-
AUPYIOIIEeTO IIOHMMaHNUsI, — MajeHNe CAeMbIX KaK 3a0Ay>KAalONINXCs, paBHO Kak
u Sl-3puteas, KOTOpoe MPU3bIBAeTCA K MAHTUPUKAINN C 3a0Ay>KAQIOIINMIICS,
1, HaKOHeIl, IPM3BIB K camopedaekcun S-3pureas BHyTPU TOTO CaMOIO COCTOSI-
HIS 3a0AY>KAeHIS, — BCé TI0400HO€e TTOAAeXKUT OAHOMY U TOMY >Ke BBIpa’keHUIO
310BeIero 1 MaJlllero, BLICTYIAIOeMy B KadecTBe DHAOTUMMIYECKOTO OCHOBa-
HILsI, 4TO 3asBAseT 0 cebe CKBO3b BCe CAOM U YTO BO30OOHOBAsIETCS B KadecTBe aHa-
A0Ta BCAKMX MHBIX aHa/AOTOB. BrIpasKasch A0rM4ecKu, TOT CaMBblil «CIIMpPaAbHBIN
000opoT» B IIpollecce IOHMMaHMs OOYCAOBAEH YTBep>K/JeHUeM-YCTaHOBAeHIeM
«aHaAOTMIECKMX KageCTB».

Crporocts 1 3aBopakmuBalolias cula 3e41bMalpOBCKOTO CTPYKTYPHOTO aHa-
AM3a, OPMEHTUPOBAHHOTO Ha IOCAOIHYIO MOJAeAb, He IoAJAeXKaT 00CY>KAeHUIO:
«Mexay HarasAHBIM TeIlTaAbTOM U 3Ha4deHMeM, YbMM HOCUTeAeM OH SBAs-
eTcsl, HaANIIO OTHOIIEeHNe B3alIMHOIO McIoAHeHys»?. TeM He MeHee BO3HMKaeT
BOIIPOC, CIIOCOOEH AU MOA0OHBIN CTPYKTYPHBIM aHaAU3 AeCTBUTEABLHO OBITh
IapagurMoil A4s MHTepIIpeTany oopasa BooO1Ile, 4eICTBUTEABHO AU OH MCYep-
IIBIBaeT IIOTeHIIaA 00pa3HOl pelpe3eHTali, OCTaBasiCh 4eiCTBeHHBIM, HalIpu-
Mep, U B TOM caydae, Korda oOpasz-u3oOpa’keHne B MeHbIIel CTelleHN SBASIOT
Co001I1 CICTeMy aHaAOTMYeCKMX KadecTB, a B 00ABIIIell — CICTeMY TOJ KOMILAeKC-
HOCTH, YTO caMa ce0sl oIlpeJeAsieT COTAacHO 4ucAy U pasHopogHocTi (!) oTHO-
IIIeHMII, BO3MOJKHBIX MeXJy €€ DAeMeHTaMU B COOTBETCTBUU CO CTPYKTYpOu
cuctemMsl: «K TOMy >kKe KOMIIA€KCHOCTDL A0AXKHa M3MepsAThcs MHOromepHo. OHa
HapacTaeT 110 Mepe YBeANYeHNs KaK KOAMYeCcTBa DAeMeHTOB, TaK I YICAd U pa3-
HOPOAHOCTY COIPSI’KeHNII DAeMeHTOB, KOTOpble CICTeMOI IIpelycMaTpUBaloT-
cs»?!. B 3e44pMaripoOBCKOI JKe II0CAOVHOIN MOAeAr, Ha00OpOT, 006 OTHOIIEHIIIX
MO>KHO TOBOPMUTb AWIIL B TON Mepe, HAaCKOABKO OHM IIOKOATCS Ha aHaAOTLIX
M HACKOABKO TeM CaMBIM KOMILAEKCHOCTL M3MepsAeTCsl CpaBHUTEABHO OAHO-
MepHO, TO eCTh IIOCPeACTBOM COOTHECEHHOCTM OAHOIO CAOs C (AI0OBIM) MHBIM,
HO B COOTBETCTBUN C DHAOTMMIUIECKUM OCHOBaHMeM. UTo KacaeTcs 00Cy>KaaeMBbIX
34ech M300paskeHNni-06pa3os /A>KOTTO, TO OHM IIOAITAAAIOT 110/, KaTeTOPMIO MHO-
TOMEPHBIX KOMILAEKCHBIX CHCTeM, IPUIEM TaKMX, 4TO IIpeAyCcMaTpUBaloOT IIPOTH-
BOIIOA0>KHOE ¥ CBSI3BIBAIOT €r0 BHYTPMU Ce0s1 B TOTaABHOCTD CBEPXITPOTUBOIIOA0XK-
Horo. [Ipu ToM uTO Kak pa3 cucreMam AnHeitHbIX 1oaei (Feldliniensysteme)¥™
YAaéTCsI — a MMEeHHO 9TO M eCTh JKelaTeAbHBIN pe3yAbTaT BBIIeyKa3aHHBIX KO-
HIM9eCKMX OOpas3HBIX MHTepIIpeTaliuii — IIPOSICHATh TO OOCTOSITEABCTBO, YTO
MHOTOYNMCAEHHOCTh ¥ IIPOCTO IIPOTHMBOIIOAOKHOCTL DA€MEHTOB, pPaBHO KakK
1 MHOTOYMCAEHHOCTD UX PeAsIINI OIIOCPeAyIOT APYT Apyra, COOCTBEHHO TOBOp:,

2 Op. cit. S. 34.

2 TInrt. o: Luhmann L. Komplexitat // Historisches Worterbuch der Philosophie / Hg. von J. Ritter
und K. Griinder. Bd. 4. Basel: Schwabe, 1976. S. 490.

VI OB »TOM emé OAHOM MPUHIUIINAABLHOM KOHIIENITyaAbHOM MHCTpyMeHTe VIMaaas — ¢ ormopoi
Ha Xetijepa n ®pasi (MCIOAB30BaHNME CXeMATIIECKUX PYCYHKOB, MAAIOCTPUPYIONUINX «MA€AABHYIO
CeTb KOOpAMHAT», a pakTudecku «popMaabHO-abOCTPaKTHOE MOAOXKeHUe gea» — Aas XeTiepa, UAU
BBISIBAEHIE PeaabHOIO «KOHCTPYKILIMOHHOIO PUCYHKa» — A5 Ppast) y camoro Vimaaas cm. ITpnaoske-
Hue V.
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COOTHOCSICH C DTUMM CaMBIMMI CICTEMAaMM AMHENHBIX IT0AeVi KaK C HeKOM Anaaek-
TUYECKOM OCBIO — U COBCEM He TakK, KaK C PHAOTUMUYECKM OocHOBaHueM. I ocra-
ércsa PpyHAaMeHTaABHBIM 00pa3oM 0e3 pasHUIILI U PyHAaMeHTaAbHBIM 00pa3oM
1104, BOIIPOCOM, OTKpBbIBAeTCsl AN CUCTeMa AMHeNHBbIX II0JAell B KadecTBe opraHa
TOTO CaMOIO OIIOCPeAOBaHMU: Pa3ANIHOTO UAU AaKe IIPOTUBOIIOAOXKHOTO YKe
IIepBOMY «TaXMCTOCKOIIMYECKOMY>» B3IAAAY UAU €€ CTIOCOOHO OOHapy>KUTD AUIIIb
pedaextupyomee HabalogeHmne. B ai006oM caydae, omocpejosaHye OOLIYHO
Heomocpeayemoro — mpucymas o0pasy HpOAyKTUBHAsl BO3MOXKHOCTD, IIPUYEM
peaamsyeMasl KakK IIPeM3OBITOK BCeX aHAJOIMI M OYeBMAHOCTeN-DBUAEHITNIA,
OOBIYHO BO3MOYKHBIX B 3pMIMOM MIIPE OITBITa.

B axxorTroBckoM msodpaskenHun «Bockperrenns Jasapsi» (114. 2) Kocast AMHILS
MOTMABHOTO XO/AMa, IlapadJeAbHasl AMaroHaAy, O4YeBMAHBIM OOpa3oM OTKPHI-
BaeTcs KaK Ba’KHas KOMITO3MITMOHHAs AaHHOCTh M KaK BOOOIIe oOpasHas IleH-
HOCTb-3Ha4MMOCTD, OIIpeJeAsionias AOMUHUPYIOIINII M CUMYABTaHHBINL 0030p
11eA0ro. DTa Kocas AMHUS IIpejcTaBAseT coOOl BhIpaskeHNe nan Bocxoxaenns,
nan Hucxoxaenus. B xadecTse Takoil IIEHHOCTU-3HAUMMOCTM 9Ta KOCas AVHNA
TOABKO U AOCTYIIHA 3PsIIEMY 3PEHMIO M OTKPBITa, KOHEYHO, TOABKO TaXMCTOCKO-
MITYeCKOMY CITIOCOOy co3epliaHisl, IOJ00HO TOCHOACTBYIOIIEi HIICIajalonen
AvHMM B OperireaesckoM «Hmussepsxkennm caemnsix». B mzobpaskennu bperireas
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9Ta AVHILS — TIepBEIIII HarAsIAHBIN XapaKTep MIaTaHMs, K0AeOaH!s U MaAeHIs
CAETIBIX KaK OCAeTIAEHHEIX, a PaBHO U MX TParmdeckoil Cyab0bl, KOTOPYIO MOXKHO
IIepeHeCcT! U Ha Hac caMuX?: 4Ba OIIbITa — COUYBCTBYIOIIETO ¥ apTUKYAUPYIOIIEro
ITOHVMMAaHMS — MCIIOAHSAIOTCS U AOIIOAHSAIOTCA APYT B ApyTe.

He BbI3bIBaeT COMHEHWUII, YTO DTO CpaBHeHIUe pabOTaeT U IMPUMEHNUTEABHO
K 1300pakeHnIo y JKOTTo. B K0co AMHIM O4eBUAHBIN YKe 4451 IIPOCTOTO 3Psi-
LIIeTO 3PeHMUsI IIOABEM OKa3blBaeTCs IepBeiIMM HarAAAHBIM XapaKTepoM TOTO
CaMOTO CIIeHIYeCKOTO JAeiicTBa BockpereHusr, 4TO OTKPBIBAETCSI AUIID pedaek-
TUPYIOIIEMY CO3ePLIaHMIO: ABa OIbITa — COYYBCTBYIOIIEIO M apTUKYAMPYIOIIETo
ITOHMMaHM — VICIIOAHSIOTCS U AOIIOAHSIOTCS APYT B Apyre™. B 9T011 Mepe 3e44b-
MalpOBCKUII CITOCOO MHTepIIpeTallNl IT03BOANTEABHO TIEPEHOCHUTD 1 Ha 300pa-
JKeHUs y JPKOTTO, IpM4EéM HeT HaJO0OHOCTM IPOAOAXKATb AVCKYCCHMIO Ha TeMy
IPUPOJHOTO POACTBa MAM MeTaOpIIecKoil CBA3M MeXAy Bocxoxaenmem
u Bockperniennem.

Oanako >Xe B TOM CaMOM OTHOIIEHMM B3alIMOpeaAM3alluyl MeXKAY
Bocxoxxaennem 1 BockperieHneM HI B KOell Mepe He VICIOAHSIETCA OOpa3HBI
CMBICA KaK IT0 BO3MOXKHOCT! KOMIIAEKCHBIN, Ha 4éM HaIIpAMYIO U IIOKOUTCS OTAU-
qre OT MHTePIIPEeTAIlMOHHLIX Ifedell dedabMaripa. 1100 B KOHTeKcTe 0Opa3HOTO
11e40I0, KOTOPOe, IyCTh U CTPYKTYpUPOBaHHOE BO BCEX HAIIPaBAEHUAX CUCTEMBI
AVHEeMHBIX I101eil, OTKPBIBAeTCs, O4HAKO, TOABKO peAeKTUPYIOIIeMy 3PeHMIO,
CXBaThIBAIOIIEMY KaK IIpeJMeTHOe, TaK M CLEeHNYeCKOe, — MMEHHO B TaKOM KOH-
TeKCTe Kocasl AVHUS COAEP>KUT B cebe B CHATOM BIAe 3HaUeHI:I, 1A BeCbMa pas-
AVMHBIE UM COBEPIIEHHO He aHa/AOIMYHble, MAM IIepBOHAYaAbHO APYT U3 Apyra
mponsorearne. Vl BepHee Jake, OHa BKAIOYaeT B ce0s U MPOCTOe IIpesMeTHOe
obo3HaueHIe X0AMa, U, B OCOOEHHOCTH, BO3MOYKHOCTh IT€peBOAUTH, COOCTBEHHO
TOBOpSI, AOCTUTAIOIIMII KyAbMMHALMM B HBIHEIIHeM MoMeHTe >KecT Mucyca
B BBIpa’KeHIe BAaCTU CBepXBpeMeHHOro Bcempmcyrcrsyss m Bcemorymecrsa —
Jepe3 BCe CIIEHMIECKN pasANIHBIE VM TEMIIOPAABHO IIOCJAeAOBaTeAbHbIE COOBI-
TuiiHele (azbl — OT KPMKA SKEHINWH U A0 CHITUS ITOKPOBOB C BOCCTaBIIIETO
u3 MEpTBEIX”. OTHOIIEHNe B3alIMHOIO NCIOAHEHUs MeXAy BocxokaeHnem
1 BockperreHnem co cBoell CTOPOHBI IepeaéTcsi B 00/ee BBICOKUII KOHTEKCT,
KOTOPBIV caM BBICKa3bIBaeT B HarAsSJHOM paBeHCTBE MTHOe — COOCTBEHHO TOBOp,
He ToabKko Cxoxxee m BazamMompoucrekaiomee, HO u Paszandaromnieecs n Jaxe
ITpoTnBOII0A0XKHOE, IPUYEM B TOM Mepe, HAaCKOAbKO OKa3blBaeTCsl BO3MOXKHBIM
AAs1 pepAKTUPYIOIIero oOpasHOrO ypasyMeHIUs He 4YTO MHOe, KaK CXBaTblBa-
HIe HarAsAHOTO PaBeHCTBA aKTyaAbHOIO MIHOBEHM: U TeMIIOPaAbHOM ITOcCAe-
AOBaTeAbHOCTU BCeoObeMAroIIero I1prcHo B KauecTBe [BCé TOTO >Ke] HAarAsAHOTO
paBeHCTBa, HO y>Xe Pasamunoro u gaxe IlporusornioaosxHoro. Beepx, kak Bcerga

2 Sedlmayr H. Pieter Breugel. S. 32.

X Cp. u B CBA3M C DTUM CII€HMYECKH-TeaTpaAbHBIM Iacca’keM, U B KOHTeKCTe BCell TeOPUU B3alMO-
AEVICTBISL IIAAaHUMETPUY, IIPOEKIM 1 crieHorpaduu (CM. HIDKe) TpuBoAuMYyIo ViMaasem ¢popmyan-
posky u3 T. Xernepa: «¥Y JXKOTTO <...> BCe IIpaBlAa XyAOXKHIUECKON UIPBI COBePIIeHHBIM 0Dpa3om
CO3BYYHEI C CYIIIECTBOM €€ yJacTHMKa, 1 D04ee TOro: 9Ti IpaBnaa KacaioTcst Kak GpOPMEI, TaK U cogep-
sxauus» (S. 127).

% OTHOCUTEABHO DTOro cM. Hamm ¢GOpMyAupoBKM Bbime: S. 65 ff. m ocobenno S. 72 (cMm.
[Tpnaoxenne VI. - C.B.).



154 Maxc Umdarv  Axorro. @peckn Kaneaas: geanp Apena

10 aHaAOTMM K Iporieccy Bockperrienns, rpeacrasaseT co00M 1 PYHKIIMIO OIIO-
cpesosanus lIporusonoaoxuoro 5 CBepXIpPOTMBOIIOAOXKHOE — OIIOCpeJOBa-
HIS, YTO 4Yepe3 TO caMoOe POACTBO MeXAy Bocxoxaenmem m Bockperrenuem
B OCHOBE CBOEI BCE eIré He 3a4aHO: KOMILIeKCHOe BRIpa’keHNe 3puMOocTu obpasa
Bockpemenns — Becbma ocob6oe He-ToapKo-HO-11, 0OOCHOBBIBaeMOe He OAHMMU
AUIIb OPUPOAHBIMU aHAAOTMAMU MAM OamsocTsiMi. OHO COCTOMT M B KOCOII
AVIHMY, TIpeACTaBAsAIoNieil coOOll pa3HOCTOPOHHEee OTHOIIEeHMe peaau3ariun
MexXay Bocxosxaenmem m BockperieHmeM, 1 B KOCOM AMHMM KaK BbIPa>kKeHNH
npepocxogsiero Bpems VImenno-Heine >xecra Mucyca — BpIpakeHUM, 4TO
He Ob110 OBl 4aHO 0e3 Kocoyl ArHuy. PaBHO U [I@HHOCTU-3HAYMMOCTY IIOA00HOTO
KOMIL1eKCHOTO He-ToAbKO-HO-1 MCIOAHAIOTCA B3aIMHO B KadecTBe IIPOsICHe-
HIUS OAHOTO depe3 Apyroe. CTPyKTypHBINI aHaAn3 3eaabMalipa cOBceM He pac-
cMaTpuBaeT 0400HOe KOMILAeKcHOe He-ToAbKO-HO-11, KOTOpoe caMoO SIBASeTCs
U 4eM-TO DOABIINM, U YeM-TO MHBLIM I10 CPaBHEHHIO C B3aMIMHBIM VCIIOAHEHUeM
BCEro AUIIb CXOXKETo™,

Ho xax o0s13aH 3ByYaTh BOIIPOC OTHOCHTEABLHO HECYIIIeTO OCHOBaHI: eCThb
A B KOHTEKCTe IIeA0CTHOTO ¥ B CBO€il I1eAOCTHOCTM CXBaThbiBaeMOIO oOpasa
Kocas AMHNA KaK ypaBHUBaHHMe Bocxoxxaenmsa m Bockpecenms, mam oHa ecTb
oIMcaHHOe BhIpa’keHue BAacT, Ipucylree KecTy Vncyca, KOTOPBII K TOMY >Ke
HY>KJaeTcs B Kocoil AmHuM? llHave rosops, MOTMBMpOBaHa AM KOcCas AVHIS
KaK HeCOMHEHHO TI1aBeHCTBYIOIIas B M300pa’keHMM IIeHHOCTb B BhIPasKeHMUH
Bocxosxaenmss m Bockperniennss mam B BBIpaskKeHNMM BAACTHOIO COBepPIIIEHCTBa
»kecTa Mucyca xak gero-tro CBepXIIpOTHBOII0A0KHOTIO, Kak IIpucHo, mpebnisaio-
Iero B HBIHemmHeM MoMeHTe? Kak HeoOXoAMMO OTBedaTh Ha STM BOIIPOCHL, IAe
BCE-TaKM — B DTOM M COCTOUT COOCTBEHHO OOpa3HOe JOCTUKeHMe — OAHO M APY-
roe OKa3bIBaIOTCS 4451 CO3epliaHMs OAHMM U TeM >Ke? He cymectsyeT HMKaKOTO
tertium comparationis, npegzagaHHOIO B TOM HPUPOAHOM, BHEMKOHINYECKOM
MIUpe 3pMMOCTM, HOpMa KOTOPOTo Oblaa OBl CIIOCOOHa COrAacoBaTh HTU pas-
AVYHBIE CMBICAOBLIE KadecTBa B IIpeJeaaX CMBICAOBOTO KOMILAeKCa, Ha CaMOM
Ae/le — CBepXIIPOTUBOIIOA0XHOTO.

B TO Bpems kak B criene «Bockpemienns aszaps» Kocas AMHUSA, IapaddeAb-
Has AMaroHaAsM KapTHMHBI, OOHapy>KmBaeT ceOs OTKPBITO, B KapTuHe «BasaTms

# Jopenn AurtMans (Dittmann L. Stil — Symbol — Struktur. S. 178f.) cBoI0 KpUTHUKY CTPYKTYpPHOIO
aHaAu3a 3ejabMaiipa pesioMupyer $ppasoit, uTo, Mo, pedAeKCHUs Ha «OlleHUBaH/e COOTBETCTBIIN»,
KaK OHI 3aJalOTCsl POACTBEHHBIMU MAV aHaJOTMYHBIMIU KauecTBaMM, KOTOpBIE ¥ BBIAeAseT 3eAaAb-
Malip, O3HayaeT «He 4TO MHOe <...> KaK BLIHeCeHIe OIIeHKM XyAOXKeCTBEHHOTO TBOPEHUs COTAacHO
BIIEYATAEHIIM, TOAYYeHHBIM 13 OIIbITa IOBCeAHEBHOI XusHm» (S. 185). AuTTMaHH IUTUPYET B CBS-
3u ¢ 9TuM coobpaxkennst Kypra Puniaepa (Riezler K. Traktat von Schonen. Zur Ontologie der Kunst.
Frankfurt a. M.: Vittorio Klostermann Verlag, 1935. S. 31, 33): «KypT Puiiaep obHapy>ki, 9to TO ca-
Moe BbIpa’keHIe, O KOTOPOM MAET pedb B MCKYCCTBe, He eCTh BhIpakeHle Yero-To Takoro, 4TO MOXKHO
Op120 OBI TOMMeHoBaTh “Tskeaoe man /Aérkoe camo 110 cede”, “urcroe siaenne TsKea0To Kak TsKe-
aoro, Iokosmerocs xak noxosmerocs n Apyokenns Kak Ayokenns”. B XygoskectseHHOM TBOpeHMM
apaseT ceba B OOAbIIEll Mepe “pasHOHAIIpaBAeHHas rapMOHMA”. 34eCh MPUCYTCTBYeT DKCIIPecCs
“Hesxxnoro n oaHako >xe Kpenkoro, Msirkoro n ognaxo ke Tsépaoro, Caaaxoro u Tyt >xe — Tepmkoro,
TyT Ilokoit nmoasiken, a [logsyxHOCTD — B 110KO€”». U cam AutTMaHH: «XyA0KeCTBEHHOe TBOpeHIe
00beAMHSIeT TO, UTO €CTECTBEHHBIM ITOPIAKOM KasKeTCsl HecoeAMHUMBIM» (S. 186).



BusyaabHas teoaorus | 2021 | No 1 (4) 155

o/ cTpaxKy» (1a. 3) Hepecexaloljas BCcé M300paskeHMe HIUCHAAAIoNmas ANHIS,
MpOCTHUpaIOIIascsa OT AyOMHKM cAeBa depe3 roaoBhl Vucyca u Vyasl HackBO3Db
K pyke ¢apucesi crpasa, IpejcTaBAsieT cOOOM CpaBHUTEABHO COKPBHITYIO M30-
OpasnTeabHYIO IIeHHOCTb-3HAYMMOCTh. Ho 61arogapst 9Toil IepeceKkaromneit Kap-
TUHY KOCOVI AMHUU M300pakeHne «BasTus 1mo4 crpaxy» (1a. 4)* okasblBaeTcs
CcaMBIM OAMCTaTeABHBIM M CAMBIM KOMILAEKCHBIM M300pa3uTeAbHBIM TBOPEHIEM
Axotro. Ero goctmkeHne MOXXHO OODLACHUTH Aydllle BCETO, HaBepHOe, CAeay-
oMM 00pa3oM, cAeays 3a MOAEABI0 HeCKOABKO HEeIPMBBLIYHOTO, COOCTBEHHO
rOBOps, B3aMMO3aMEHJMMOTO OTHOLIeHus QyHAMposaHusa. Henmpusoraasim
AeZaeT 9TO B3aIMO3aMeHIMOe OTHOIIeHne PyHAMPOBaHM ero A1aleKTUIHOCTD!
9TO He eCTh IIPOCTasl, TO eCTh OCHOBaHHAsI Ha aHaAOTMAX VAV IPUPOAHON 0AM30-
CTI I1I0CAeA0BaTeAbHOCTDL CAOEB, B KOTOPOI IePBLIN CA0 HeCeéT BTOPOI U TpeTuii
AV BTOPOI M YeTBePTHIN M HaKJAaJblBaeT Ha HUX CBOI oTredaTok. Ilogo0Has
cucrteMa CA0€B, HAODOPOT, KakK pa3 B KapTuHe bpeiireas HaamdecTByeT B TOI
Mepe, HacKoAbKO 3HaueHus Illaranms, ITagenns u Tparmaeckoit CyAbObI caembIx
KaK OCAEIAEHHBIX AeMICTBYIOT dyepe3 BplpakeHue dero-to Ilagaromiero, a sHaue-
Hus Vianaanmdaeckoro, Jomaiinero u Y MUpOTBOPEHHOTO, YTO HPUCYLIe IIei3aKy,
AEVICTBYIOT yepe3 BrlpakeHue yero-ro ITokosmerocs.

Na.3

% OTHOCUTEABHO BTOTO CM. Hamy GopMyANpoBKH BiIe: S. 93 ff.
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Na. 4

Korga Heuro Hy>XXaaercs aas csoell sK3ucreHuuu B Jpyrom (Mam BO MHO-
TUX APYIMX) U He CIIOCOOHO ©e3 Hero CyIecTsoBaTh, TO OHO (PYHAMPOBAHO DTUM
Apyrum. Ecan nonnmars nsodOpakenue JAKoTTo co «BaATneM 1oy crpaxky» Kak
Pynanpyemoe 1 o603HadaTh €€ Kak A, To Torga eé PpyHAMpoOBaHUsA — 9T0 B (4TO
AOCTHUTAIOTCS ¢ IIOMOIIBIO KOCOM AVHMM U IIPeXAe BCeTro AOCTYIIHOIO 3psIieMy
3pennio eamucrsa Kommosunuu), C (BeIpa’keHUe OYeBUAHOCTM ITOAYMHEHILS
Mncyca) n D (sorpaskenne odesugHocTn Ero mpesocxoacTsa). O1u QpyHAMPOBa-
Hus, QyHAupylone A, caMmyu QyHAUPYIOTCS CO CTOPOHBI A, IPUYEM TeM CIIO-
cobom, uto B, C u D B cBOMX B3anMO3aMEeHUMBIX OTHOIIIEHMSIX [TI0A00HBI C TOUKI
3peHns csoero cosepuranus: B ¢pynanpyercsa co croponst C u D, TouHo Tak ke
Kak B, naobopor, ssaserca ¢pynauposannem C u D; C pynanpyercsa 5 B u D,
paBHO Kak oHO ecTh pyHanposanue B u D; D ¢pynaupyerca s B u C, pasno kax
oHO, HaobopoT, ecth ¢pyHauposanne B n C. Peub naét 006 MKOHIYECKOI CMBIC-
0BOJ KOMILAEKCHOCTH CBEpPXITPOTMBOAOXKHOCTM (A), KoTopas XOTsA M PyHAU-
posaHa B gopmaabHOM eauHCTBe (B), B BhIpaskenun nogumuenns Vmncyca (C)
u B BeIpakeHnm Ero mpesocxoactsa (D), TeM He MeHee He MOXKeT OBITh ITepese-
JeHa BCILITh B CBOU PYHAMPOBAHMS U B X TaK MAM MHaYe M30AMPOBaHHbIE CMBIC-
/0BBIe KayecTsa, 100 OHa caMa TOABKO U PYHAUPYET KpaliHe MHOTOMepHBbIe 3Ha-
yeHus csoux QpyHauposanumii. He cymecrsyer nukakoro tertium comparationis,
KOTOpoOe OB110 Obl BHEMKOHMYECKNM, TO eCTh IIpeA3ajaHHbIM B MIUpe eCTeCTBeH-
HOTO OIIBITa, a He KOHCTUTYMPOBAHHLIM AMIIb CaMMUM u3oOpaskeHmeMm (A),
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1 HOpMa KOTOPOIo Moraa OBl COT4acoBaTh pa3AMYHbIe CMBICAOBbIe KayecTsa (pop-
MaAbHOTO eAMHCTBa, IOAYMHeHNs ¥ IIpeBocxoAcTBa Vicyca B paMKax TOM caMoii
CMBICA0OBOV KOMIIAEKCHOCTHU CBEepPXIIPOTUBONOAOXKHOCTH. ToabKO B mM3o0paKe-
HUM KOcCasl AMHHUS — DTO I[eHHOCTb, OOOCHOBBIBalOIasl (popMaabHOE eAVHCTBO
U TOTaABHOCTD, HO, O4HAKO >Ke, YeM Oo.1ee OHa SIBASIeTCsl TAaKOBOI, HACTOABKO OHa
u gpyroe, u 0oablllee, 4eM TaKOBOe, OyAy4M OAHOBPeMEeHHO BBIpa’keHueM oue-
BIUAHOCTM KaK IOAYMHEHHOCTH, TaK U IpeBocxoicTsa Vucyca. V1 Toapko B m3o-
OpaskeHnH BhIpakeHne nogunHénHoctu Mucyca, yem 604ee OHO SBASIETCS TaKo-
BBIM, HACTOALKO OHO U APYTOe, 1 00Ablllee, YeM TaKoBoe, OyAy4y O4HOBpeMeHHO
Kak BeIpakeHneM Ero rpeBocxo/cTBa, Tak 1 IIeHHOCTBIO, 0OOCHOBBIBaIOIell (pop-
MaJAbHO€e eAMHCTBO M TOTaAbHOCTD. V1 ToABKO B M300pa’keHMUM BhIpakeHue IIpe-
BOCxoAcTBa lucyca, yeM Oo/ee OHO sABAsSETCA TaKOBBIM, HACTOABKO OHO U APY-
roe, n 0OoAblllee, YeM TaKOBOe, OyAy4lM OJHOBpeMeHHO KaK BhIpakeHueM Ero
MMOAYMHEHHOCTH, TaK M IIeHHOCTBHIO, OOOCHOBLIBAIOIIEN (popMaabHOE eAVHCTBO
1 ToTaabHOCTh. HO MOKeT au Takoe OBITH, YTOOBI BHEe MKOHMYECKO DBUACHIINN
1300pa’keHNsI BCce BUABI OIIbITa TOTAALHOCTH, PaBHO Kak 1 (pOPMBI BhIpaskKeHIs
IMOAYMHEHHOCTH U IIPeBOCXOACTBA, OIIOCPeJ0BaANCh APYT B ApyTe KaK IPOTHUBO-
ITOAO0KHEBIe CMBICAOBLIe KauyecTsa, AOCTUTas eAMHCTBa cosdeprianms ced:a? Toabrko
B nsodpaxennu Vucyca, Bockpemmarorrero Zasaps1, Ero >xect B KOHTeKCTe HeIlo-
CpeACTBeHHO sBHOM (POPMaABHON TOTaALHOCTH, €CTh BhIpaskeHMe HarasaAHOCTHU
ncropmdeckoro Vimenno-Hrine m ogHOBpeMeHHO — HeyTO Ooablllee 1 Apyroe,
OyAyun OJHOBpeMEHHO BhIpa’keHIeM 3pUMOCTU cBepxmcropudeckoro Ilpucho.
M Ttoapko B m300paskeHNnN, OILITh-TaKM B KOHTEKCTe HeIlOCpeACTBEHHO DBIJEH-
maabpHON popMaabHOI ToTaasHocTy, Hecymmit Kpecr VMucyc sBaseTca oaHo-
BpeMeHHO U B MCTOPUMU, U Haj Hel, OyAydyu paBHO M BOBAEYEH B (pa3ANdHEIe,
KCTaTH, y>Ke BHyTpu ceOs1) coObITHA 1mecTsus Ha 'oarody, n n3oamposaH OT HIX,
U YTBeP>KAEH, TaK CKasaTb, abcoaIOTHO (14. 5)%*. Ho Kakas Hy>XAa Ilepes AULIOM
TaKMX BOMCTMHY MHOTOMEPHBIX M B BBICIIIE} CTeIleHM KOMILAeKCHBIX CTPYKTYP,
B KOTOPBHIX M300paskeHMe Kak (PyHAUpPYIOIIee, TO eCTh KaK CMBICAOBasl TOTaAb-
HOCTb CBEpPXITPOTUBOIIOAOXKHOTO, (PyHAMpPYeTCs B (PYyHAUPOBAHMAX, KOTOpLIE
camMu QPYHAMPYIOTCA B CIIAaBA€HMM WX PasHOPOAHLIX MAU IPOTUBOIOAOXK-
HBIX 3HaueHNI1, — KaKas HeoOXOAMMOCTb BeCTH pedb O IOCAOVHOM IIOCTPOEHNU,
KOTOpOe CaMO, COOTBETCTBEHHO, MOKeT OBIThb IIOHATO TaK, YTO IepBOe COYYB-
CTByIOIIlee BOCHpPUATHE Oe3yCAOBHO AO-MHTeAAeKTyaAbHOTO poJa (SHAOTUMIU-
yeckoe OCHOBaHINe) YTBep>KJAaeT CAOM 3a CA0eM HaACTPONKY, BO3BBIIIAIONTYIOCs
CTyIeHb 3a CTYIeHbBIO, IIPUTOM YTO B DTOI HaACTpOVKe OHO AAs ceDs 1 oOpe-
TaeT MecTo, yTBep>KJalolllee STV CAOM pa3 M HaBCerda M STUMU Ke CAOAMU
oJTBep>KaemMoe?

Mo>kHO OBI10 OBI BO3Pa3UTh, UTO U 3eAAbMarnp nsooOpakenne «Hussepskenns
cAempIx» ODO3Ha4Yaa KaK B BBHICIIEN CTelleHM HaIlpssKEHHYIO, AVcrapMOHIJe-
CKYIO, «BO3BeAEHHYIO Ha AMCCOHaHCe» CTPYKTYpPY: «...BIIepeA) TOCIOACTByeT
TparmJeckoe, a MIMeHHO — IIpoOy>KJaloIliee CTpaX M COYYBCTBUe, IO3all — UAUA-
AM9ecKoe, ycCIIOKamBalolllee 1M yMUPOTBOpsIOllee <...>, BIepeayu — 3J0Belllee,

% OTHOCUTEABHO BTOTO CM. Hamy GopMyANpOBKY BiIe: S. 93 ff.
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1103aaM — COKpBITOe»”. Ja TOABKO 9Ta Ha3BaHHasA 3e4AbMalipOM IIPOTUBOIIOAOXK-
HOCTDb — IIPOCTO OIINO3UIIMS, AUIIEHHAS KOMILAEKCHOCTY CBePXIIPOTUBOIIOAOXK-
Horo. /160 B mogo6Ho71 orrozunyy Hu camo [Tokosieecs: He COAEPXKUT MOMEHT
Tparmaeckoro, Hu camo Tparndyeckoe He cHuMaeT B ceOe MoMeHT Ilokosierocs.

Ma.5

M xopomro, ecam craHeT OTYETAMBO SCHBIM, YTO MeTOJ MKOHIYECKON
UHTepIIpeTaliuy IpejlioJaraeT IO CPaBHEHMIO CO CTPYKTYPHBIM aHaAM30M
3eaapMalipa MHOe IIOHATHE o0pasa 1 IIOTOMY He MOJKeT ObITh Ha3BaH CTPYKTYp-
HBIM aHaAu3oM. V60 MKOHMJIeCKNMII MeTO/J MHTepIpeTaliuy, TO eCTh MKOHUKA,
BBIHY>K/J€eH I 00s513aH — KaK B caydae ¢ nuso0OpaxxeHusamun JXoTTo — pedpaekcupo-
BaTh He Ha eCTeCTBeHHBIe I B OCHOBE CBOEIi y>Ke 3HaKOMBIe OITBITY aHaA0THYecKye
KauecTsa BUAUMBIX (PEHOMEHOB U He Ha HeBMAMMBIE 3HaueHUs, OTKPBIBAIOIIN-
ecsl TOABKO AYXOBHOMY YCMOTPEHHIO, a Ha 3pMUMble KOMHIUAeHIuu Oe3 9Toro
He KOMHIMAMUPYIOIIETo, U AaXkKe — Ha CMBICAOBbIe TOTAAbHOCTU CBEPXIIPOTUBO-
I100KHOTO MAU Ha PUCKOBaHHbIe DKBUBAAEHTHOCTI. BrleyKkazanHble MKOHIYe-
CKMe MHTepIIpeTaluy He CBUALTeABCTBYIOT 00 MKOHMYECKOM KauecTse U300pake-
Huit /JKOTTO KaK O IOCAOMHOM IOCTPOEHUM, TTOKOAIIEeMCS Ha DHAOTUMIYECKOM
OCHOBaHMM, TO €CTh KaK O IOCTeIIeHHO BO3BBLIIIAIOIIeMCs M CTYIIeHYaTOM CMBbIC-
AOBOM Pa3BEéPTHIBAHMM HEKOero IepBUYHOIO, eIé JOTOHATUIIHO CXBaThIBae-

7 Sedlmayr H. Pieter Breugel. S. 32.
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MOTO Haras/JHOIO XapaKTepa MAM HEKOero eIé JOIOHATUIIHO CXBaThIBaeMOIO
HaCTPOeHILs, MUKOHMKA CKOpee IIBITaeTCsl OOBSICHUTbL CMBICAOBbIE KauyecTBa M30-
OpaskeHNs1 KaK HEKOero KOMILAEKCHOTO YCTPOeHMs OTHOIIeHMI, KacalOIIVXCs
CKPBITBIX OOBIYHO OT CO3epIiaHNs MAU BOOOIIe OT BOCHPUATIS KOMHIIEHASHITI
MAN AaKe PUCKOBAaHHBIX DKBMBAJAEHTHOCTEN, HACKOABKO B 11€A0CTHOCTH M300pa-
>KeHUs PyHAaMeHTaAbHO pa3AnydHble AN JaKe IIPOTUBOIIOAOKHEIE CMBICAOBLIE
MOMEHTHI B3aIMHO (PYHAMPYIOTCS MAM MMIIAUIVPYIOTCSI AO SICHOTO CXOACTBa
coseprianms. IlogobHoe ycTpoeHme OTHOINEHMII, 4TO BhIpabaThIBaeT CXOACTBO
CO3epLaHMsl HECXOXKero AU Aa’ke B3aIMOOTTaAKMBAIOIIEIO M B ®TOM CMbICAe
SBASIETCSI CTPYKTYPON PMCKOBAaHHBIX DKBMBAJAEHTHOCTel, eABa AN MOXKeT OLITh
OIIMCAaHO C NOMOIILIO MOJAEAN OPTaHUIIMCTUYECKOIO IOCAOMHOTO ITOCTPOEHNS,
BO3BOAVMMOIO Ha ®HAOTMMMIYECKOM OCHOBAHUM, CKOPee — eCAM XOTUTEe — «OCHO-
BaHHIe» CaMO 3ajaéTcsl B Ipededax M300pa3UTeABHOIO I11€40TO, YTO Il0Aaraer
To camoe Hecxoanoe nan gaxe ITporuBopeunsoe B eAMHCTBO co3epLiaHMs. DTO
n3o0OpasuTeAbHOE IeJ0e 3aMeTHO B KaXKAOM akTe B3anmoJelicTsus Pasanynoro
nau IlpoTMBOpeuMBOro B TOM Mepe, HACKOABKO OHO BblABAseT PasanmuHoe
n ITpoTuBOopeunBoe B KayecTse AMaAeKTUIeCKN OIIOCPeAyeMOro eAMHCTBA 1, TeM
caMBIM, B AI000OM B3aIMOAENICTBIUU JeAaeT AOCTYIHEBIM AAs CO3epIaHNs CUMYAb-
TaHHYIO U IIOAHYIO HaIIPs>KeHIST TOTaAbHOCTh N300 paskeH .

HackoabKo Ba>kKHO 4451 MKOHIMYECKOTO MHTEPIPeTalIOHHOIO MeToAa 3pslee
3penne’, nkoHoaorueri ITaHoCKOro coBepIIeHHO He 3aMedaeMOe, HacTOABKO,
0/HAKO, B OTAMYMM OT CTPYKTYpHOTO aHaaAm3a 3eAAbMaiipa, He MOXKeT OBbITb
JICYEPIILIBAIOIIVM  AOTIOHATUIIHOE BOCHPUATHE HHAOTUMIYECKOTO OCHOBa-
HIsI KaK 0OOCHOBaHMsI HEKOTOPOI HaACTPOKIU — 10 CpaBHEHUIO C TeM HeycTpa-
HUMBIM MOMEHTOM B KOHTEKCT€ MHBIX MOMEHTOB, 4YTO B COBOKYIIHOCTM C HUMU
OoOHapy>KuBaeT TaK MAM MHa4de U B TOJ MAM MHOI Mepe n3o0pakeHne KaK HeKIii
(peHOMEH CBEPXIIPOTUBOIOAOXKHOCTY MAM KaK HEKyIO CTPYKTYpYy pPUCKOBaH-
HBIX 9KBMBadeHTHOCTell. COOTBETCTBEHHO AAs MKOHMKMU SBASETCS pellaioIyM
TO NOHSATHE TOTAAbHOCTU, KOTOPOE HMKaK He COOTBETCTBYET IOHATUIO TOTaAb-
HOCTU B CTPYKTYPHOM aHaause. B mocaeanem Hag BceMy IOCAeAYIOIIMMU MOAY-
caMI apTUKYAMPYIOIIeTo IIOHMMaHI: JOMUHUpPYeT, 0.4aroaaps 9BUAeHIINN IIep-
BIYHOTO, COYYBCTBYIOIIETO IIOHMMAaHU:, SHAOTMMMYECKOEe OCHOBaHMe. /luIib
IIpY yCAOBUM AOIYIIIeHNS D9HAOTUMIYECKOTO OCHOBaHNI IMeeT MeCTO OBITh OITH-
CaHHBIN 3e4ABMalpOM «CHMpPaAbHBINI 0OOPOT» B TOV CaMOIl Yepeje pa3ANIHBIX
MOAYCOB IIOHMMAaHMs, KOTOpas MCIOAHSETCS COYYBCTBYIOIIVM IIOHMMaHUEeM
0oaee BBICOKOTO ITOPsigKa, HO B HEM >Ke M 3aKaHumBaeTcsa. Hosoro crmpaabrHoro
ABYDKEHIs B IIpollecce ITOHMMAaHI Ha OCHOBaHUM I0J00HOTO 00./ee BBICOKOTO
COYYBCTBYIOIIETO IIOHMMAaHNs — He CyIeCTByeT.

X Emé pas — B KauecTse pe3loMe — O COAEP>KaHUU DTUX ABYX, IIEHTPaAbHBIX A4 VIMAaAs TTOHATHIL:
Y3HAIOIIETO 3PeHNs U 3PAINEeTo 3peHNs, CBA3NU IIePBOTO CO CIIeHMIeCKOl Xopeorpadueil 1 rmepcrek-
TUBHOI IIPOEKIINell, a TAKXKe, COOTBETCTBEHHO, C BHEIITHNM ITpeJAMeTHBIM I «IIpeA3alaHHbIM» MIPOM,
a BTOPOIO — C IAaHMMETPUYECKON KOMIIO3UIIMEN U, COOTBETCTBEHHO, C BHYTPEHHNUM, aBTOHOMHBIM
«1300pa3UTeABHBIM I101€M», a 3HAUUT, B IIEPBOM CAydae — CO CMBICAOBOI «KOMHIIEHAEHIIVe» (CAy-
YJalHBIM «COBIIaJeHMeM») i — BO BTOPOM — CO 3HaYMMOI «IIPOBUAEHIIMEN» (Hen30eXKHBIM I10CAeAyI0-
IUM Pa3BeépThIBAHNEM 3a/05KEHHOTO ITOTEHIIMAABHOTO U ITOTOMY «IIPeABOCXUIIIaeMOro» 3HaueHMsI)
AOTIOAHMUTEABHO U McYepbIBaionie cM.: ITpuaoxenne 1L
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To, 4TO B MPOTMBOIOAOXKHOCTH DTOMY IIpeACTaBAseT B KadecTBe TOTaAbHO-
CTU UKOHIMKa, He MOKeT OBITh OIIpeJeleHO IOCPeACTBOM IIpes3alaHHOTO DHAO-
TUMMYECKOTO OCHOBaHIsI, II03BOASIONIETO U3 ceOs e AyIMpoBaTh Bee MocAeAyIo-
e [Moaycel] moHnMaHusA. B GoapImelt cteneHn TOTaAbHOCTh apTUKYAMPYeTCs
B €AMHCTBEe CO3epliaHMs HaIPsAMYIO OTTaAKMBAIOIIUXCS APYT OT Apyra CMBICAO-
BBIX OOPa30BaHMII VAN PUCKOBAHHBIX DKBIBA/JAEHTHOCTEN, 4151 CO3ePIIaHNs KOTO-
PBIX He CyIIeCTByeT HM «CIMpPaabHOIO 000pOTa», HIM OCMBICA@HHOTO Hayada, HIU
OCMBICAEHHOTO KOHIIa. IloBTOpMM AMIIL TO, YTO KacaeTcsl 0OCy>KJaeMBIX M30-
Opaskennit /J>KOTTO: MKOHIYECKOe HarAsSAHOe YII0A00AsI0IIee yCuAme, OCyIecT-
BAsieMOe B MejguyMe oOpasa, TO, 4YTO MOKeT OBLIThL pa3AmyaeMo KakK necessitas
conditionata u kxax necessitas absoluta (mposmaenn)¥, UKOHIYECKOE YIIOAO-
Oas1011IEE YCMANE, HallpaBJAeHHOe Ha MOMEHT I Ha TeMIIOpa/AbHOe IIpOTeKaHMe,
Ha Iucyca kak B ucropum JeicTByIonero 1 Kak Hag Heii BospbiaeMoro, Ha BOB-
ZedeHre-THBOABBAIINMIO U Ha 000CO0AeHe-I30AAITUIO, Ha ITIOAUYMHEeHNIe U Ha TIpe-
BOCXO>KA€HIe, — BCE BTO CyTh PUCKOBaHHbIE DKBIMBaleHTHOCTI !,

C mosmuium MKOHMKM IIOJ BOIIPOCOM HAXOAUTCS AOCTaTOYHOCTH ITOCAON-
HOJI MOJeAM CTPYKTYPHOIO aHaaAm3a AAsl WMHTepIpeTanuy U300paskeHus*.
M kax MUHUMYM OCTaéTcs Oe3 oTBeTa BOIIPOC, He yKa3blBaeT A1 OpelireaeBcKoe
«Hussep>keHNe CAeIbIX» Ha AMAAeKTUIECK! OIlpejeasieMoe eAVHCTBO co3epIia-

X' CM. 0 «IpOBHICHIME» M «KOHTHHICHIMM»: «KacaTeTbHO OTHOIIEHHH MEX Iy MpeayCcMOTpeHneM (providen-
tia) B KauecTe “TmepBoro npuHuuna”’ u ynopsigounsanueM (disposition) 1 B X IPOTUBOIIOCTaBACHIN
cayydaitHocTu (contingentia) <...> cMoTpu y DOMBI, KOTOPHIN BeAET pedb O TOM, YTO HaIlpaBAeHHOe
Ha 11e4b IpeAyCMOTpeHNe B U3BeCTHOM POJe MOKeT ObITh IIPUYMHOM YIIOPAAOUMBAHILS, 110 TPUYIHE
4ero HepeAKO akT YIOPsAAOYMBaHI IIPUIINCHIBAETC ITpesycMoTpenuio. ITpu Tom urto caeayer pas-
AVYaTh IpUBeAeHNe K OPAAKY U B OTHOIIIEHNMN K ITeAM, M COOCTBEHHO ITOPIAO0K JacTell B OTHOIIeHMI
ApyT K apyry. To camoe mpusesenne K mopsAKy, BEPOSATHO, PACIIOA0KeHO, COOCTBEHHO roBops, 0au-
Ke K I[eAH, 4eM MOPsIA0K JacTeil B OTHOIIEeHUM APYT K APYTy U SABASETCsA B U3BECTHOM poJe IIpUdn-
HOIT TIocaearero. VI gazee: yem Gamke HeuTo pacroaoxkeHo K Ilepsomy ITpuniuiry, Tem Bblie ero
MecTO B IOpsIAKe IIpedycMoTpeHus. UTo Ke, B IPOTUBOIIOAOKHOCTH DTOMY, KacaeTCsl KOHTMHIEHTHO-
cTi, To oHa oOycaoBaeHa He [lepsrim [IpunInIIOMm, a, KaK MpasnAo, BTOPUIHONM OpUInHoi» (S. 122).
XI OcroBoroaramorye HabAIOAEHMST OTHOCUTEABHO «CHHTE30B BPEMEHI 1 MOMeHTa» (HasBaHIe Ca-
MOJT OOIIMPHOI U caMO¥i KOHKpeTHOI1 (!) ceabMOI1 raaspl KHuryu VIMaaAs) B COOTBETCTBYIOITUX acIiek-
Tax MTepaluy, CUMyAbTAaHHOCTH, CYKIIeCCUM ¥ HappaTUBHOI XpoHoaorun cM. B ITpuaosxxenun VI
PuHaapHbIe Xe GOPMYANPOBKM Ha TEMY «1300pa3uTeAbHOrO BpeMeHn» cM. B ITpnaosxennn VIIL.

» Bompoc craHOBUTCA eImé Golee HAaCTONMUYMBBIM, KOTAa, HalpuMep, B II0J1e 3peHMs IIoIajaer
seaapmaripockas Kputnka Cesanna. C IOAHOV OCHOBaTeABHOCTBIO 3eAAbMaiip yTBEpP>KAaeT, YTo
B IIPOM3BeJeHUN JICKYCCTBA HU OAVH CAOM He B COCTOSHUU OBITh, COOTBETCTBEHHO, «YTBePKAEHHBIM
abCOAIOTHO», HU DHAOTUMMIYECKOE OCHOBAaHUE B KayecTBe «COPa3MEpPHOrO HacTpoeHMIO adek-
TUBHOTO» CAO0SI, HM CAOI, «COPa3MEePHBIN BOCIIPUATUIO M IMPEACTaBAHMIO», HA — «MBICAUTEALHBII»
(Sedlmayr H. Pieter Breugel. S. 46). Kacarearno CesanHa 3eaapmaiip 3asBaser, OyATO TOMY IpUHaA-
AEXUT OTKPBITHE IIapCTBa I1BeTa Kak takosoro. [Toayyaercs, uro nckycctso CeszaHHa TeM caMbIM 00-
Hapy>xusaeT IlepoHauaabHOe He B peruoHe IIpeAMeTHOIO, HO B HEKOTOPOM 00pase AeNcTBMif, coO-
CTBEHHO — B TaK Ha3hIBA@MOM «UVCTOM 3PEHUI», YCAOBUE KOTOPOTO, CO CBOEIl CTOPOHEI, — KpaifHssa
0e3yJ4acTHOCTh AyXa IO OTHOIIEHMIO K TOMY, YTO IlepeXUBaeT rias. «B ecTecTBeHHOM OIIBITE CyIIle-
CTBYeT COCTOsIHME, KOTOpOe B OIIpeAeA8HHOM CMbICAe COOTBETCTBYeT TOii 1osuiuy, kotopyio CezaHH
BO3BOAMT B IPUHINIL. DTO pejKoe COCTOSHME MeXAy MpoOyKAeHueM U IOAHBIM 00ApcTBOBaHUeM,
KOT/a, TaK CKazaTh, DOAPCTBYeT TOABKO I1a3, B TO BpeMs KaK MHTeAAeKT emé oTAbixaeT» (Sedlmayr H.
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HIIST — TIOBePX BCETO TOTO, YTO MOKEeT OBITh DKCIIAUIIMPYEMO B paMKaXx ITOCAO¥-
HOIl MOJeAu, KOTJa, HPUTAAAEBIINCh, MOXKHO OOHapyKUTh, YTO ITPeABOAU-
TeAb CAETBIX, ONPOKMHYBIINCH Ha CIIMHY, 0OpaTUA BBepPX CBOM OTKPBITHIN AUK,
YHOAOOUBIINCH — Kak OyATO B KaKOM-TO JKecTe OTKPOBeHMsI, a He 3aMBIKaHUs —
Casay / IlaBay, a me VIkapy, uMmes BA0DaBOK Hag, CODOII HEKYIO OTKPBITOCTb
B IIPOMEXYTKe ABYX JepeBheB, I KOrjda OAHOBPEMEeHHO U IIOCMOTPEB, U YBUAEB,
MO>KHO y3peTh, UTO IIpaBas (OT Hac) COTHyTasl pyKa 9TOTO IaAIllero oTpa’kaeTcs
B HVDKHEM ITPaBOM YTy M300paskeHus ¥ 4TO OH IT0AXBaThIBaeT HI3Beprarouiuecs
AVIHWMY, TOCTIOACTBYIOIINE B 1300pa’keHnn, 1, BKyIle C TOJ CaMO¥ OTKPHITOCTBLIO

Verlust der Mitte. Salzburg, 1948. S. 97 ff. ITog00HOe HeraTuBHOE TOAKOBaHUE CO BCell Pe3KOCTHIO OCY-
xaaet Kypr Baar (Badt K. Die Kunst Cezannes. Miinchen: Prestel, 1956. S. 138). Huuro ne 3acrasut
IIOHMMaATb TO KaK-TO MHaye, YeM KakK TO, 4To OyATo Ol kusonuch CezaHHa, II0 MHEHMIO 3eAAbMaii-
Pa, He BOCIIPOM3BOAMT HUYETO MHOTO, TIOMUMO DH/AOTHMUYECKOTO OCHOBAHUS, YTBEPXKAEHHOIO ab-
coatorao. CaeayeT, GpakTIdIecky, MPsIMO 3a4aThCsl BOIIPOCOM, He CTAaHOBUTCA AY SIBHON Ha IIpUMepe
CesaHHa HECOCTOATEABHOCTD KaK Pa3-TaKU ITOCAONMHON MOJeAN, a He JOCTUIKeHUI XYAOKHIUKa, TBO-
psamero obpaspi? MoXHO au BOOOIIe roBopuTh 06 abCOAIOTHO yTBEPXKAAeMOM HHAOTMMMIYIECKOM
OCHOBaHMM C OTCYTCTBYIOIeN HaACTPOVIKON, KOT4a — €CAM CMOTPeTh AMaAeKTIIEeCKN — «CaMoe CIIel-
nduueckoe gocTykenne» >xuonucy CesaHHa 0OHAPY>KMBAETCS B «I[BETOBOI MHTEppEepeHInmI», Je-
AaIoITIeN BO3MOXKHO «OCYIIIeCTBA€HUe IIBeTOBOTO OOraTcTBa U I1BETOBOI TOMOTE@HHOCTHU KaK eAMHO-
ro nieaoro» (Tolnay K. von. Zu Cezannes geschichtlicher Stellung // Deutsches Jahresviertelschrift fiir
Literaturwissenschaft und Geistesgeschichte. 1933. 11. S. 82). Takoro poja AnaaeKTigecKye IIO3UIUU
U OIpeAeAsIOT Ce3aHHOBCKYIO MHTepHpeTanmio: «[locpeacTBoM mocaeaoBaTeAbHO HKCTPeMaAbHOTO
OCyIIIecTBAEHNS CyOBeKTMBHBIX MOMEHTOB ONTIYEeCKOTO BOCIpuATus “sensation colorantes” Cezann
TOABKO ¥ HaXOAMT IIyTh K OOBEKTMBHO cyOcTaHIMOHaabHOMY Mupy» (Tolnay K. von. Zu Cezannes
geschichtlicher Stellung. S. 79). Poasxxep ®paii (Fry R. Cezanne. A Study of his Development. London:
The Hogarth Press, 1927. P. 57) Bujea xapakrepHoe nckycctBo Ce3aHHa B CHHTe3€ IIPOTUBOIIOAOXK-
HBIX HaMepeHmit: «to yield to the atmosphere» u «to resist it» [«10asaBaTbCst aTMOCepe» 1 «compo-
TUBAATHCS eii»]. ¥ T'epbepra Puaa (Read H. Icon and Idea. The Function of Art in the Development of
Human Consciousness. London: Faber and Faber, 1955. P. 129f.) oTo 3Byunr Tak: «Cezanne’s agonized
career as a painter is to be understood as an attempt to realize an objective world without abandoning
sensuous basis of his aesthetic experience» [«MyunTeapHsiit myTh CesaHHa Kak >KMBOIIUCIIA CAeAyeT
TIOHMMAaTh KaK ITOITBITKY peaausaluy OOBbeKTUBHOTO MUpPa, He OTKa3hIBasCh OT YyBCTBEHHOIO OCHO-
BaHM:A dcTeTndeckoro omkitar]. CoraacHo baary (Badt K. Die Kunst Cezannes. S. 249), «Ceszann <...>
KaK HUKAKOI MHOI >KMBOIIMCEL] CBOETO BpeMeHI acCUMIANPOBAA METOABI U pe3yAbTaThl pealnsma,
HaTypaAn3Ma, UMIIPeCCMOHM3Ma, He MCYepIIaB HI OAHO UX DTUX HAIpaBAeHMUIT; OH <...> COeAUHIA
BOEAMHO [TpaAnnuio] nzodpaskeHus npupoast B XIX Bexe ¢ ITOMOIIBIO ABYX aHTaTOHMCTUYECKIX M30-
OpasuteabHbIX GopM — <...> “pybeHcusma” n “nyccennsma’». baar onpegeana obpasnocrs CezanHa
KaK «MUP B CBOEM CaMOM IIA0THOM ¥ B3aIMHOM COCTOSIHUI», TOBOPSI O «HEIIOKOAeOUMOIT CTPYKTYP-
HOJT B3aMIMOCBSI31 11€40T0», B KOTOPOM BCSKOE eAMHIYHOe YAEePIXKMBAETCS U SABASET ce0s B 3HAUeHIAX
“aasmeroca” n “nHenospexaaemoro”» (Op. cit. S. 139). V, ObITh MOXeT, 4OIyCTUMO B KOAOPUCTU-
gecknx cructemax Ce3aHHa BOCHIPUHMMATH CUMYABTAHHYIO DKCIIPECCUIO TeHe3lca U IpeAMEeTHOCTH,
CUMY/AbBTAHHYIO DKCIIPECCUIO natura naturans w natura naturata 8 TOM Mepe, HaCKOAbKO AO-BeIllHas Ma-
TepMaAbHOCTh OTKPHITA BEITHOCTH, @ BEITHOCTh OTKphITa Matepuaaboctu (Imdahl M. Uberlegungen
zur Identitdt des Bildes // Identitdt (Poetik und Hermeneutik). VIII / Hg. von O. Marquard und
K. Stierle. Miinchen: Wilhelm Fink, 1979. S. 202ff.). Hebecrioae3H0 BCIOMHITD U OAHY OCHOBOIIOAa-
rajomero ¢ppasy Iloas Baaepn, rae peus naéT 0 MHOXKECTBEHHOCTH (PYHKITUIT BCAKOTO DAeMeHTa IIpo-
nspegenus: «la pluralité de fonctions de chaque element d’une oeuvre» (cm.: Valery P. Leonard et les
philosophes // Ouevres. Vol. I Paris, 1929. P. 1242).
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MeX ABYX AepeBbeB, 3aKAlouaeT BCE M3o0pa’keHye Ipy IMOMOIIY OTKPOBEHHOI
TeHAEHIIUM BBBICh. MaKcMaAbHO OTPaHMIHEBIN MOMEHT OCAeTIAeHUs AVaAeKTH-
9YecKM OITOCpeAyeTCss MOMEHTOM OTKPBITOCTH HaBCTpedy OTKpOBEHMIO, KOTOpoe
KaK Bcerga OCTaéTcsl HeBbICKa3aHHBIM — JOKOJe OHO He oOpeTaeT CBOI CUMBOA®
B KyCTUKe BOASHOTIO Mpyca — HaJ OTKPHITOM (!) pyKoIl ITaglero — B KauecTse cIia-

¥ Cwm. swine: Sedlmayr H. Pieter Bruegel. S. 26. Otnocureasno storo cm.:. Stridbeck C. G.
Bruegelstudien // Stockholm Studies in History of Art. 1956. 2. S. 261. Pemaiomum oKa3bIBaeTcst
He OJHO3Ha4yHOe BHWM3, a HempecTaHHOe BO3BpareHue Bsepx BHyTpu BHus — to camoe He-Toapko-
HO-M1, YTO PaaMKaAU3UPOBAHO A0 CAMOTO KpalfHero HampsKeHus B purype maamero. V moancemuis
Ta/IIero COCTOMUT B TOM, YTO OH O0O3HaYaeT M OKOHYaHMe HeCOMHEHHOro Bums, 1, AéXa Ha crinHe
OA00HO 3KYKY, — MaKCHMYM HECIIOCOOHOCTY ABUYKEHMsI 11 OeCIIOMOIITHOCTY, HO OJHOBPEMEHHO, KaK
HUKAKOJl MHOVI CAETION, B IIOBOPOTE TOAOBBI U JKeCTax PyK OH YCTpeMAEH BBepX u, OyAyun 6Am30K
KYCTMKY BOASHOTO MPICa, BRIPaykaeT, 0 KpaiiHeil Mepe, ITOPHIB K CIIaCeHMIO — MCIIOAHEHHBIN UAN HeT
(TPYyAHO peInTD, ABUKEHUE PYK — SKeCT IPUATIA AN yIyleHns). HeBo3sMOXXHO coMHeBaThCs, 4TO
KyCTUK 1 pyka pOpPMaAbHO CKOH(QUIYPUPOBAHEL, U B 9TOM KOHTEKCTe OCTaéTCsl HECOMHEHHO HeBaXK-
HBIM, YTO KapTUHA yMeHbIIeHa I OTKPHITasl pyKa HI3BepIIerocs oopesana <...>. VIMEHHO B CMBICAO-
yTBepKAaloleil AnasekTuke Buus u Beepx oTandaercs Opevireaesckas KapTiHa OT APyrux (U3 4ncaa
U3BECTHBIX) M300pa’keHNiT HU3BeP>KeHNs caerblX. B rpasiope Ha Mean «IIpurda o caemsix» Kopue-
auca Macceiica (4. cM. B: Stechow W. Pieter Bruegel der Altere. Koln: DuMont, 1974. Tl1. 83) u B «Al
Hoy» ®panca Xorenbepra (ma. cm. B: Stridbeck C. G. Bruegelstudien. Stockholm: Almqvist & Wiksell,
1956. 1ll. 5), COOTBETCTBEHHO, caMble IIepeAHIe CAellble HI3BepraioTcs AMoM BHu3. To ke camoe OT-
HOCHUTCSL M K 3aAHell rpyIne B rpasiope 1o VMeponumy Bocxy Iutepa san aep Xeligenca (na. cM. B:
Stechow W. Pieter Bruegel der Altere. Ill. 82, a Takxe — B ayumiem Bue — : Schiirmeyer W. Hieronimus
Bosch. Miinchen: R. Piper & Co, 1923. Ill. 53). Criennyeckast cutyanjus repeiHeii IpyIIIbl CAEIIOB
CpaBHMUTEABHO He TparnyHa, 0e3 IOrPaHIJHON IIeHHOCTH, TaK KaK 3J4eCh 3a MOTMBOM IIadeHMs Je-
JKaT I0CAeAyIOINIL MOALEM U TocAeAyiolee mectsue Jaapiie. To, uto Muxasan Aysuep (Auner M.
Pieter Bruegel. Umrisse eines Lebensbildes // Jahrbuch der Wiener Kunsthistorischen Sammlungen.
Bd. 52. 1956. S. 98f.), koneuHO >Xe, OIIMOOYHO HaMepeH IIPUIIICEIBATE bpeiireaio, OTHOCUTCS K rpaBIo-
pe 110 Bocxy, a MMEHHO TO, YTO CAEIIIbI «BHOBb YK€ Ha HOTax». DIU30AMYHOCTD CII€HBI Ha IIepejHeM
T1aHe TPYAHO He pacIio3HaTh. VIHTeH upOBaHHasl MHOKECTBEHHOCTh TOAKOBaHMUII B ICKyccTBe Bperi-
reas Io-HOBOMy Oblaa cdopmyanposana XaitHreM Sto (Jatho H. Bildsemantik und Helldunkel. Ein
Beitrag zur Bildsemiologie. Miinchen: Wilhelm Fink, 1976. S. 62f.) B caeayronux caosax: «obpaireHme
¢ <cobnITHeM> majeHn: Vkapa Kak ¢ quasi TOOOYHOI! CI[eHOM ITOAYEPKIBaeT He3HAUUMOCTD € AUHIY-
HOUI CyABOBI ITepej AMIIOM MIMpa, IIECTBYIOIEro CBOMM IIPUBBIYHBIM X040M. KpecThsHmH 1 mactyx
MIPUCYTCTBYIOT KaK KOHTPACT MUPHOI U MCIIOAHEHHO TPYAOB >KU3HM II0 OTHOINEHUIO K Iubpua-
HoOI 1 TypOyaeHTHOIT cyAbOe Vkapa. KpecThaHNH, acTyX 1 yAUABIIUK BCTPedaloTcs yxe y OBuaus.
He TakoB cayJaii ¢ TPYIIOM ITOKIAOTO MY>KUMHEI, YTO AEXKUT B KyCTax cAeBa B KOHITe GOpO3Abl, OCTaB-
AenHoit ayroM. TyT HarpammsaloTcs ABa TOAKOBaHIS. B oaHOM caydae, mocaosuria «Hukakort mayr
He OCTaHOBUTCS paAll yMUPAIOIIero» CTaBUT TPy B Iapaaaeas K cmeptu Vkapa u Bpoje ObI ToaKpe-
A5I€T B OIIpeAeAEHHOI Mepe CMbICA crieHbl ¢ Mkapom. PakT >Ke, 4TO TPYII A€XKNUT B KOHIIe GOPO3 I,
TOBOPUT O CBSI3U CO CMEPTHIO KPECThsIHMHA, 00 YMUPaHUU 10 OKOHYAHUU MMPHOI U TIOAHON TPYJOB
SKU3HM, B 9TOM CAydae — B IIPOTUBOIIOAOKHOCTH K VKapy. He cyIecTByeT HMKaKMX BECOMBIX OCHO-
BaHUII, YTOOBI BEIOMPATh MEXAY STUMU TOAKOBAHUSAMY; 0Oe BO3ZMOKHOCTU OCTAIOTCS OTKPBITBIMIL.
ITpumeyaTeabHO B M3BECTHON CTETIEHN TO, YTO OHY HaXOAATCS IO OTHOIIEHUIO APYT K APYTY B OIIpe-
AeA8HHOM TpOTUBOpeunn. B ogHOM caydae, IO KOHTpacTy C BHe3aITHON cMepThio VIkapa, KpecTbs-
HUH — B BEYHOCTH IIPOAO/AXKAIOIINII BCIIAXMBATh 3€MAIO — IIpeObIBaeT 3a IpejeaMi BPeMeHHOCTI.
Bo BTOpOM cay4dae, 04HAKO >Ke, OH CaM OKa3bhIBAaeTCsl B TOM JKe MOAO0XKEHNU U KOTAa-HubyAb co Beeit
oIpeAeAE€HHOCTEHIO A0AXKeH OyJeT A0CTUYb KOHIIa GOPO3ABI; TaK YTO OH Ha YPOBHE BHIPA3UTEABHOCTI
COOTHeCEH co BpeMeHeM. Bcé mogo6Hoe Kak pas 1 GpocaeT mprMedaTeAbHBIN CBET Ha 0Opa3HbI MIP
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CeHMs: IIPeBEPHYTHIN MUP — TaK MOXKHO CKa3aTh U3 IIePCIeKTUBLI MaHbepu3Ma —
caM IoAsepraercs nepesopory*™,

EcrecTBeHHO, KaXkA0¥ MHTepIIpeTany, IpeXXe BCero TaKOi, YTO IIBITaeTCs
IOCTIYD MAEHTUYHOCTh M300pakeHns KaK KOMILAeKCHOM CTPYKTYPBI CBepPXIIpO-
TUBOIOAOXKHOCTY UAM KaK CTPYKTYpPbl PMCKOBAaHHBIX SKBMBA/AEHTHOCTEN, BHY-
TpeHHe Hpucyn; MoMmeHT BpicokoMepnst (Vermessenheit). «Koneuno, utoOb
13 TOIO, YTO TOBOPAT cA0Ba (IIpoussedenust. — M. V.), 13BAedb TO, YTO OHM XOTSAT
CKa3aTh, BCAKas MHTepIIpeTanys Hy>KJaeTcsa B Hacmanu. OgHako ®TO Hacmane
He MO>KeT OBITh CTUXMIHBIM IIPOM3BOAOM. BecTm m HampaBasATh MCTOAKOBa-
HIe AO/KHa CIAa IPeABOCCUSIBINEN MAen. ANITs oObsATas DTOV CUAOM, UHTEP-
npeTanus BO3HaAMepUBaeTCsA PUCKHYTh Bcerda HernoMmepHbIM (Vermesseene
wagen), AOBEPUTHCA COKPLITON BHYTPeHHel CTpacTi Hpou3BeJeHNs, YTOOBI
Jyepe3 Heé OBITH BOBAEYEHHOI B HeCKa3aHHOe U IIPMHY>KAEHHOM K ero CKasblBa-
Hu10. VI TO — TOT Iy Th, Ha KOTOPOM CaMa BeAylIlas 1uAesl BBIXOAUT Ha CBET CIAOIO
HPOCUSTHUSI» .

bpeiireas, cpaBHMMEINT C A3BIKOM, KOTOPBIN 3HAeT AUIIb MHPUHUTUBLI, OCTABASA CBA3Y OTKPBITHIMIA.
/BYM BO3MOSKHBIM a141€TOPUYECKIM TOAKOBAHIAM MO3BOAAIOT IPOTUBOPEINTD APYT APYTY Ha OAHOII
I1A0CKOCTH, (PYHKI[MOHUPYIOLIeH B Ka4eCTBe CIIeHEI...».

X« Mup HaoOOpOT» MKOHIYECKOIO MaHbepusMa: 3eAAbMailp II0CAEBOeHHBI (aabcuduunpy-
eTcsl U3 MepCreKTUBhl 3edabMalipa AOBO@HHOTO: C ITOMOIIBIO HeHa3BaHHOI macchia (Touka cxoaa
HeK/JaCCUYeCKON — MaruJecKol — ONTHKN) MATHaeTcs (Kamyaupyercs — cp. y caMoro 3eaabMaripa
B «YTpate...» cMbica Flecktarn, msobperénnoro kak pa3s B 1935) coOCTBeHHasI 3aBUCHMOCTD U IIpsAMast
IIPOM3BOAHOCTE OT TeKCTa, KOTOPEIN HoABepraercs ArdpdpaManmi-TIOpyraHuio: CrieludIaecKn 1cre-
pudeckast (cM. Jlepir) MaHepa OeccO3HATEABHOIO SKePTBOIPUHOIIEHNISI — IIOTAOTUTh, YTOOBI COKPHITH
U HaCBITUTLCS depe3 IMpHuodIieHne Kak IpucsoeHue... VintepperanioHHoe yXUIIpeHie: BOCXMIIe-
HIUe yepe3 IOXUINeHMe — «PUCKOBaAHHbIe DKBUBAAEHTHOCTU» B ABOIKOM AEWCTBUU U AEMCTBEHHOI
(HO He aeBcTBeHHOTT) ABoitcTBeHHOCTU! Bech Tekcr VMiMaaas — nMaroaornyeckast, a He MKOHUYECKas 3a-
IUTa AMHUU OT IIATHA, KOHTYpa — OT 3all0AHeHNs, KOHPurypanumn-teaa — ot npedurypanumu-¢poHa.
Ho ausams — xocas, a IATHO — He 04HO... OAHOV MUMUKpUeN OT MMUTAIIUM He M30aBNUIIbCs, MacKa —
He Kacka! Ho xopormas mposuaeHIus — 9To HacTosAIIas IIpoBoKaIyst!

% Heidegger M. Kant und das Problem der Metaphysik. Bonn, 1929. S. 193 ff. Droit cchrake
s1 06s13aH Kapaxariaiy ltupae (unrt. mmo: Xaiidezzep M. Kant 1 mpo6aema meradusuku / Ilep. ¢ Hem.
O. B. Huxndoposa, ¢ usm. Mocksa, 1997. — C.B.).
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IMPNAOXEHME 1

XyAo>KecTBEHHOe OBAaJeHIe 3PUMBIM MMPOM OCYILIECTBASETCS ITOCPeACTBOM
repesoja CAy4aliHOTO, KOHTMHIEHTHOTO B HeoOXOAMMOe, OHO ecTh B OCHOBE
CBOell — OBJaJeHNne KOHTMHIeHTHOCTHIO <...> B coOwpTmitHbIX oOpasax J>KOTTO
HEOOXOAMMOCTD IIPOSABASETCS M B Pa3AMYHBLIX acrlleKTaX, M B pa3AMdIHBIX CTelle-
Hax. OHa ocymiecTBaAseTrcs, BO-TIEPBHIX, IOCPEeACTBOM IepCIIeKTUBHO-IIPOeK-
TUBHOTO OOpa3HOTO IpejcTaBAeHMs Ted M IIPOCTpaHCTBa, BO-BTOPEBIX, IIOCpes-
CTBOM CII€eHIYeCKOM Xopeorpadmm 1, B-TPeTbUX, IOCPeACTBOM (POpPMaabHOI,
MAaHMMeTPUYIeCcK) BLIIIPaBAEHHON IIeAO0CTHOM CTPYKTYpPBl KOMITO3MUITUM M30-
Opaskenns. <...> COOTBETCTBEHHO, CJAeAyIOIue COOOpa’keHMsl — DTO IIOIBITKa
BBIABUTD, YTO T€ CaMble HeOOXOAMMOCTY IePCIIeKTHBHON ITPOeKI[NM, paBHO Kak
crieHnYecKasl xopeorpadusl, B CHITOM BUJe COAep KaTcsl B HeOOXOAMMOCTH 04~
YMHEHHOM IAaHMMETPUYeCKUM IIpaBUAaM IIeAOCTHOI CTPYKTYpPLI M300pasu-
TeAbHOM Kommosunuu. <...> Ilpoexums ompeseasercs HamepeHneMm “3akpe-
IAeHUs U cucreMaTmsauy BHerrHero mupa””. Ho, kak mpasno, ta mau mHas
HPOEKLNS — DTO Ta UAU UHasi GOpMa OBAAAEHVSI KOHTVHIEHTHOCTBIO, HO €CAu
OHa M TIOAYMHSIET CBOMM IIpaBMlaM BHEMKOHMYECKUI BU3yaAbHBIN “accopTu-
MeHT” TeA U IpPOCTPAHCTB, TO, TeM He MeHee, BCAKON IPOEKIIUM KaK TaKOBOI
BCerga IpCyIl MOMEHT IIPOM3BOABHOIO, KOHTMHIEHTHOTO, TaK KaK OpMeHTallls
B3rAs4a, KOTOpas 1 oIpeeasieT OCh MAY TOYKY CXOJa IPOeKIINY, BCerJa OKa3hl-
BaeTCsl BCeTo AUIIDb AeAO0M cAydasl, CyObeKTMBHOI, IIPOM3BOABHOI. <...> PaBHBIM
00pa3oM, MOCpeACTBOM KakK OCeBOIi, TaK U IIeHTPaAbHOI IepPCIIeKTVBLI CIICTeMa-
TU3MPYeTCs MpocTpaHcTBo. Ho Tak kKak obecreunBaromnas crucTeMaTu3aliuio opu-
eHTaIus B3rAsd4a, BKyIe C A0KaAmM3aliyell Bcae 3a Hell OCM MAM TOYKU CX0J4a,
OKa3bIBaeTCsI BCerda AeA0M CAydas, COOCTBEHHO IOBOpsI, YeM-TO OAHMM M3 MHO-
JKeCTBa MHBIX BO3MOSKHOCTENI, TO IIOTOMY CHCTeMaTH3MpPOBaHHEBIN 00pas IIpo-
CTpaHCTBa TYT K€ U aKTyaAM3MPYyeTcs: DTOT 00pa3 — B UTPOBOM IIPOCTPAHCTBE
BO3MO>KHBIX MHBIX M@CTOII0A0KeHUI — COOTHeCEH KakK C BLIOpaHHBIM B JaHHBIN
MOMEHT MeCTOII0A0KeHeM HabAroJaTeas, Tak U C aKTyaAbHBIM VIMeHHO-34€eCh.
HeocosnasaemMo ¥ MMIIAMIIMTHO COIPOBOXKJAas caMO M3oOpa’keHue, I10400-
Has aKTyaabHas DKCIpeccysl HabAloJaTeAsl IIPOHMKaeT B oOpa3 IPOCTpaHCTBa.
/lup ucxoas u3 aktyaapHoro Vimenno-3aecs Habal0gaTeas: 06pa3HO IIpeCcTaB-
AeHHOe IIPOCTPaHCTBO CTAHOBMUTCSI IIPOCTPAHCTBOM IIepeKMBaHM, AOCTYITHBIM
AAsl BUyBCTBOBaHMA. <...> UTO KacaeTcs, BO-BTOPBIX, CIIEHMYECKOil XOopeorpa-
¢un, npucyTcTByIOMel B N300pakeHnAX JKOTTO, TO 104 9TUM OOO3HaYeHUeM
cleAyeT TOHMMAaTh CIIEHMYEeCKyIO KOHCTeAASINIO B3aMMOAENCTBYIOIINX APYT
C AgpyroM Quryp, TeM MAM MHBIM CIIOCOOOM IIPOM3BOASIIMX HeKue AeViCTBIL
1AM TaK AW MHade ceOs BeAymux. Kak mepcrekTusHasl IPOEKIUs — DTO BU3Y-
aJbHas CHUCTeMaTM3alllsl AOKaAbHBIX OTHOIIEHNII, TaK CIjeHMJecKas Xopeorpa-
¢us1 — 9TO BU3yaabHas cuCTeMaTM3alllsl OTHOIIIeHNI akTyaabHbIX. HecomHuenno,
9YTO B COOBITUITHBIX M300paskeHIsIX AKOTTO CIieHndecKast Xxopeorpadust 00pasHO

" Berpakenne M. Jsopkaka. — C.B.
" Borpaxenne 3. [Tanodckoro. — C.B.
™ B cayuae ¢ AKOTTO pednb MAET He O LIEHTPaAbHOI1, a 00 ocepoit nepcrrekTuse. — C.B.
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peACTaBAseT MMEHHO TaKyl0 CUCTeMY AEVCTBUI, BHYTPU KOTOPON AEMCTBUSL,
npucymuye Gpurypam, HaltoAHeHLI CMBICAOM, TO €CTh COOTHECEeHHI APYT C APYIOM
HecAy4JaliHBIM O0pa3oM I COpa3MepHO DTOMY SABASIOT ce0sl ¢ HeOOXOAMMOCTBIO.
<...> Takoro poga kay3aabHOe B3aMOJelicTBue “aknun” U peaknuu — He IIpo-
M3BOABHO, HO HeoOxoaumo. Tem caMbIM B mM3oOpakeHmsax />KoTTo obpeTaer
3HAYMMOCTh HeoOXOAMMOe ClIeHMYecKoe B3alIMOOTHOIIeHNe MeXJAy aKIyen
n peaknueinn B skcrapeccun Vimenno-Heine, nmpnyéMm sTa camas akTyaabHOCTD
yTBEp>KJaeTcs B TOV Mepe, B KaKoil pUIYpPHI cCaMM B DKCIIPeCCUU TPaH3UTUBHOIO
AEVICTBUST AU COOCTBEHHOTO ITOBEeAEHILs SIBAEHBI B HacTosImeM. VimenHo 0aaro-
Aapsl CBOel (€CTeCTBeHHBIM IIOPAAKOM TPaH3UTUBHON) BDKCIPEcCUM aKTyaadb-
HOTO 0Opa3HO IpeACTaBAeHHbIe CIleHMYeCKue CUTYallMy OTKPBITH HeIrocpej-
CTBEHHOMY COIlepe>KMBaHMIO U Ja’ke BUYBCTBOBAHMIO CO CTOPOHBI HabAl04aTeas,
HO OIILATh K€ MMEHHO B ®KCIIPeCCHUM CBOeN aKTyaAbHOCTM OHM HIPUHIIMINAAL-
HBIM 00pa3oM 3aKAIOYaloT B ceOe, B CBOEIl HeCAy4alfHOCTV, BO3MOXKHOCTb MHBIX
urypaTtuBHBIX KOHCTEAAAIINIA I CIIOCODOOB AeICTBMS B MHBIX CIIEHMIECKUX CUTY-
anusx. [Ipeanocelaka 445 DKCIIpeccun akTyaabHOCTY HEKOM CLIEHMYECKON CUTY-
anuu — 9TO NpU3HaHUe TOro gpakra, 9TO BCE MOKeT OBITh U I10-APYIOMY, U CIleHa
BCJKOTO BUYBCTBOBAHM:I, @ TaK’Ke BCAKOM (PUKIIMOHAABHOCTHM COIIepesKIBaIOIIero
CBUAETeAbCTBA Il1a3a HabAI0JaTeAsl OCTaéTCs 3aKPBITON Oe3 TOM caMOll DKCIIpec-
CUM aKTyaAbHOCTHU, UTO BCETAA €CTh AUIIb DKCIIPECCUsl aKTyaAbHOCTH B IIOTEHIIN-
aJe BO3MOXKHOI'O APYyToro ObITus. <...> Tak uTo He0OXOAMMOCTD IIePCIeKTUBHON
IPOEKIMM OTKPbITa HaBCTPeuy KOHTMHreHnun. <...> To >xe camoe cIipaBeaauBo
U AAs clieHmdeckoli xopeorpadgum. OHa ToXe CO34a€T CIIeHMYecKyIo CUTYalllIo,
3HAYMMYIO AA51 CUCTeMBI, BHyTpM ceOsI MCITOAHEHHOM CMbICAA, TO €CTh 4451 HeCAy-
JajfHOTO, HeOOXOAMMOTO KOHTeKCTa AeVICTBIIA, B DKCIIPeCCUM >Ke aKTyaAbHOCTHU
Vmenno-HreiHe »Ta crieHmJeckass HeOOXOAUMOCTh OTKPHITa K KOHTVMHIEHTHO-
cti. bes BO3MOXKHOCTH IIpeACTaBAATh GUIYPHl MHa4Ye CIeHUYeCcK! APYT C Apy-
I'OM COOTHECEHHBIMM MAU HEe COOTHECEHHBIMH, I1O-APYyTOMY AEVICTBYIOIIMMMU AN
BeAymmmu ceOsl, CIieHnYecKas DKCIIPeccsl akTyaabHOCTY COCTOSITBCS HE MOXKeET.
HecomMHeHHO, 4TO clieHM4uecKas xopeorpadus KaK BO3AeNICTBUE CIIeHIYeCKOI
cuTyanuy, B cebe HeOOXOAMMOI, HO TPaH3UTHUBHOI, OTKPBITON K BO3MOXKHBIM
VHBIM KOHCTeAAsALMAM U BbIpaxkaromieln VImenno-Hrine, conocrasuma c mep-
CTIIeKTMBHOI IIPOEKIINEN KaK BO3AENICTBIIEM B ceOe HeOOXOAMMOTO, HO BCerja Tak
MAM VMHa4ye CAy4aliHOTO IIPOCTPaHCTBEHHOIO IOPAAKA, OTKPBITOIO K BO3MOXKHO
MHBIM YCTaHOBKaM B3rasja U BbIpakaiomero Vimenno-3aece. Apyr ¢ apyrom
OHII CPaBHUMEI C KpaifHe crienu(pUIecKoil TOUKI 3PeHIs CIHTe3a CICTEMATIKIA
U aKTyaAbHOCTHU. V1 HeCOMHEHHO, YTO 9TOT CMHTe3 TaK MAU MHade OOyCA0BAeH
CTPYKTYpPOII HeOOXOAMMOCTH, OTKPBHITONM K KOHTHHreHnuu. Hy, u uyro xacaercs,
B-TPeTbMX, IAaHMMETPUYeCcKOil 11eAO0CTHOM CTPYKTYpHI M300pa’keHus, To ¢pe-
ckn Kamneaanr geap Apena />KOTTO CyTh He TOABKO HPOEKIINM, TO €CTh “B3rAsAAbI
CKBO3b” 1 BOBHYTPb TaK MAM MHauye (M B TOM MAU MHOW Mepe) CTpOro cucrema-
TU3MPOBAHHBIX B3alIMOCBsI3€ll TeA U IPOCTPAHCTB; OHM MPeACTaBASIIOT CODOII
OAHOBPeMeHHO 1 “KoMIio3unumn”, To ecTb TaKue 11eA0CTHbIe CICTeMBl, B KOTOPBIX
OTZAeAbHBIe OOpa3Hble IEHHOCTHBIE DKBIBAAE€HTHI IIOCPEACTBOM pasMepa, GpOpMBI,
HaIlpaBAeHMsI U AOKaAM3aIluM COOTHOCSTCA BHYTPM OOpasHOTO I104sl ¢ popMa-
TOM M300pa>keHNs ¥ 00Pa3yIoT OpTaHM3alMOHHYIO pOopMy TakoBoro. <...> Cama
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1o cebe mepcrieKTMBHAas IIPOEKINsA B “COOTBETCTBEHHOCTN NIPUCYIIeNl el Opu-
eHTallu! B3ras4a — BO3MOJKHas CHUCTeMaTU3alus M KOHTHHIEHTHOe OBAaJeHue
IIPOCTPAHCTBOM — CpeAM IIPOUMX BO3MOXKHOCTel. Ho 0AHOBpeMeHHO MMEHHO Kak
O/Ha M3 TaKMX BO3MOXKHOCTel B CHATOM BHJA€e OHa COAEP KIUTCS B TOV HeoOX0A!-
MOCTH, 4TO IIPUCYyIIa ILAaHUMETPUYECKOV KOMITO3UIIV.

<...> Baarogaps cBoeil IIAaHUMETPUYECKM YPeryAupOBaHHON KOMIIO3VMIIVM
n3o0pa’keHne OKa3bIBaeTCsl COTBOPEHHON XYAOKHIKOM CHMYALTaHHON CTPYKTY-
pOIi, B CBOEI 11eA0CTHOCTM MHBAaPMAHTHON ¥ HEOOXOAMMOI, TO eCTh CBS3bIBAIO-
II1elt BCE CO BceM U BCé — ¢ 11eabIM. I10400HOe, BITpoueM, He MOpOKAaeT HI B KOell
Mepe 3acThlA0e B3MpaHMe Ha oOpasHoe IleA0e, HO KaK pa3-TO U OTKPLIBaeT 3pe-
H1te — simul et singulariter: meaoe c camoro Hauasla 4aHO B TOTAABHOI IIPE3€EHT-
HOCTM U KaK OCMBICAEHHAsl CYICTeMa CBA3eN CO-IIPEe3eHTHO B KaKAOM eAVHINYHOM
BCAKIUI pa3, KOTAa KadkKAoe eAMHIYHOe HaCTUTaeTcs B3rasiajom. Jaxe koraa Opo-
caloT B30p <...> TOABKO Ha €AMHIYHOE, BCE PaBHO B BOCHPUATUN HTOIO €AVHIY-
HOTO YKa3bIBaIOT Ha Iledoe. <...> HeoOxoanmo aeaaTh pasamane — OBITh MOXKeT
II0 M3BECTHON CTPYKTYPHOM aHaJAOIMM C IpeAcTaBAeHMsAMM 00 “necessitas
absoluta” 1 “necessitas conditionata” namn “ex suppositione” — MexxAy naaHmme-
TPUYECKON KOMITO3UIIMEN U IIePCHeKTUBHON MPOeKIeN KaK MeXAy CICTeMaMu
HEeoOX0AMMOCTY aO0COAIOTHOYI, HEKOHTUHIEHTHO! I HeoOXOAMMOCTU OTHOCH-
TeABHOM, KOHTMHIeHTHON — 1 MIMEHHO TaK/M CIIOCOOOM, 4TO aDCOAIOTHO HEe0OXO-
AVIMOe, COOTHOCHMOE C cODOI1 U B ceDe “IepeTekaeTr” B COOTBETCTBEHHOCTH, IIPU-
cy1ie HeoOXOAMMOMY, KOTOpOe TOAbKO 00yCA0BA€HO, I BCAeACTBIe DTOTO Yyepes
coyyacTue B TOM CaMOM CTaHOBUTCSI €rO BOCIIPOU3BEAeHMEeM, 110 BO3MOXKHOCTHU
B COOTHECEHU! C MUPOM . <...> B KauecTBe CIICTEMbI OTHOCUTEABHO, He KOHTUH-

" Aast AydIIIero pasyMeHMst 9TOTO Iaccaka BaskHO OAHO 13 rmpumMedanuit ViMaaas co cchrakorn Ha Ak-
BuHaTa: «boxxecTsenHas BoAs — HeOOXOAMMa adCOAIOTHO B TOI Mepe, HACKOABKO OHa B Ka4ecTBe CBOoe-
TO MePBUYHOTO OObeKTa MMeeT TO, UTO OHA KeAaeT MCXOAS U3 CBOei IIPUPOABI 1 YTO OAHOBPEMEHHO
ecTh eé 11ean, To ecTb baaro camo no cebe. boxxecrsennas baarocth He ecTh 1jeAb B TOM PoJe, U4TO
BO3HIUKAeT M3 TOTO, YTO K Hell Kak K Ieau BeAeT. boskecTBeHHOIT Bo4e He CBOVICTBEHHO BBIPACTaTh
13 Toro, 4rd Bor xeaaer mau npomssoaut ¢ Touku speHns Cpoero Tsopenus. Beé, uro Bor sxeaaer
sHYTpU Cebs1, OH XeaaeT ¢ aBCcOAIOTHO HEOOXOAUMOCTRIO. A TO, uTo OH XeaaeT oTHOCUTeARHO CBO-
ero TBopenus, OH XeaaeT He ¢ aBcoa0THO HeoOxoaumocTsio. Koraa Bor neuto xeaaet sayTpu Cso-
€ro TBOpeHus <...>, TO DTO He eCTh HeYTO adCOAIOTHO HEOOXOAMMOE, a Ha0DOPOT — 00YCAOBAEHHOE,
160 Boast Boxkus He ¢ HEOOXOAMMOCTBIO C HTUM COOTHeceHa. boxecTsenHas 64arocTh copepIleHHa
BHYTpU ceDsl, AaXKe ecay OTCYTCTByeT BCAKOe TBopeHme. <...> DyHjaMeHTaAbHBIM 00pasoM Te BeIu,
gTo Bor >xeaaer mpumenurearHo K CBoeMy TBOPEHUIO, CyTh BTOpUYHBEIe 00beKTH Ero soan. 3a Bos-
MO>KHOIT aHaAO0THell K TOV CaMO¥l MHOTOMEPHOIT 00pa3HOIi CTPYKType HeOOXOAUMOCTH, UTO MMeeTCst
y AXOTTO, MOKHO OOpPaTUTLCA K OTHOLIEHUSAM MeXAY PasAMIHBIMU MOAAABHOCTSAMU B CTPYKType
HeobxoaumocTn. Permarormum 6yaet To, yto Poma IMOHMMAaeT TaK AU MHAYe Pa3AUYHbIe BTOPMYHbIE
00bekThl bosxecTBeHHOI BoAM <...> KaK JKeAaTeAbHble B COOTBETCTBIU C II€PBUYHBIM OOBEKTOM CBOEI
BOAM, TO ecTh B coraacuu co Csoeit baarocTrio, mpu ToM 4TO HOCA€AHsIs, HE MOTYyIIas ObITh MHOXKe-
CTBEHHOI! 110 CBOEI CyIIHOCTH, ITocpeacTBoM Cpoero npuyactust K CBouM ke oOpaszaM criocoOHa Ire-
peTeKaTh Ha MHOKeCTBEHHEIe Belfu. B paMKax Takoro IIOHMMaHUs BTOpIYHEIe OOBEeKTH boxkecTBeH-
HOJI BOAY OKa3BLIBAIOTCSI COOTHECEHHBIMM IIOCPEACTBOM IPUYACTIS U K IIePBUIHOMY OOBEKTY CaMolt
BoskecTBeHHOTI BOAM KaK TaKOBOJ, U K COOTBETCTBYIOIEMY €€ IpeACTaBAeHunIO: ecan abcoaiotHo He-
obxoamMMoe 1iepeTeKkaeT B 00ycaosaeHo Heobxoaumoe, To ocaeaHee CTaHOBUTCS 0Opa3oM IIepBOro»
(5.121). - C.B.
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TeHTHOJ HeOOXOAUMOCTH IIePCIeKTUBHAS IIPOEKIINST TeA U IIPOCTPaHCTBa, Bapu-
aTMBHAs B CUAY YCTAHOBKU B3TA54a, OTKPBITas HaBCTpedy CBOEMY BO3MOXKHOMY
MHO-OBITUIO U TEM CaMBIM COOTBETCTBYIOIIMM OOpa3oM aKTyaaAbHas, sBAseT ce0s
B COOTHECEHHOCTU C MHBAPMAHTHON LI€A0CTHOM CTPYKTYPON IAaHUMEeTPUIECKON
KOMIIO3MIINY, KOTOpasi caMa Mo ceOe COCTaBAseTCs MpeXKAe BCero IoCpelCTBOM
OTHOIIIEHNs AVarOHaAbHBIX, KOCBIX IJ€HHOCTeN-HallpaBA€HNUI B IX COOTHECEHHO-
CTU ¢ 0Opas3HBIM IT04€M — HPOMOPLIMOHNPOBAHHBIM TOABKO TaK UM HMKAK MHAYe.
B mpoTHBOIOAOXKHOCTh BCETAA ANIINL OTHOCUTEABHON, KOHTUHIEHTHON HeoO-
XOAVMIMOCT!I BapMaTVBHO IIPOCTPAaHCTBEHHON HIPOEKTMBHOI CHCTEMBI, MHBapU-
aHTHas 11eA0CTHasl CTPYKTypa IAaHMMEeTPUYeCKON KOMIIO3ULIUA IIpeACcTaBAser
Co0OI1 CHCTeMY BBLICIIIETO MOpsIAKa M B KadeCcTBe TaKOBOI — BRIpaskeHye abcoAIOT-
HOJI, HEKOHTVMHIEeHTHOI HeoOxoAmmocTu. CaMo co0OIi, MO-ApyroMy Ho400HOe
OTHOIIIeHNe B3aMOOOMeHa MeXXAy Pa3AMIHBIMM CHCTeMaMM HeoOXOAMMOCTHU
MO>KHO OIIMCaTh UM TaK, YTO BbhIpa’kKeHHas 4epes IAaHMMeTPUYeCcKyl0 KOMIIO3U-
ouio abCOAIOTHAsl, HEKOHTUHIEHTHas HeOOXOAMMOCTh OOpeTaeT 3HAYMMOCTb
B COOTBETBETCTBEHHOCTM aKTyaAbHOIO IIPOCTPaHCTBEHHOTO oOpasza KaK BhIpa-
JKeHIsI OTHOCUTeABHOV, KOHTMHIEHTHOI HeoOXogumoctu. YUTO crpaBeaamso
AAsl OTHOILIEHUsI MeXAY IIePCIeKTUBHON MNPOeKIMell U IIAaHUMeTPUYeCKON
KOMITIO3MIIMEN, TO B TOM Ke Mepe IOAXOAUT U A4S OTHOIIEHUS MeXAy IAaHU-
MeTpUIeCcKOl KOMITO3UIINEN U CIIeHIecKol Xopeorpadueri. <...> CiieHndecKuii
00pa3HBIil CMBICA CO3MAAeTCs He B Xopeorpapuyecky OIpeseAEHHOM aKTy-
aAbHOM, OTKPBITOM K BapMaTMBHOCTU OTHOIIEHNU PUIYp APYT K APYTY; pellla-
IOIINMM OKa3bIBaeTCsl CKopee OTHOIIeHMe PUIyp Apyr K APyry B MX OTHOIIEHNUN
K 00pa3HOMY IIeA0My KaK MHBapMaHTHON CTPYKType, OIpejeaAsIoIiell 11eA0CT-
HOCTb. MOXXHO emé pas 9T0 cpOpMyAMpPOBaTh Tak: B KauyecTse OTHOCUTEALHOI,
TO ecTh IOAXOAsAINel, aKTyaAbHO, OTKPBITONM K BO3MOXKHOMY OBITHIO Jpyroro
M B ®TOM CMBICAe KOHTUHTEHTHON HeOOXOAUMMOCTH CIIeHrdJecKas Xopeorpaduis
¢uryp obnapy>kmpaer ceOs KakK sBAeHMe B CAMTHOCTU C BBHICIIUM IIOPSIAKOM,
9TO penpe3eHTHpPYeTCs B KadecTBe BhIpa>keHNsl abCOAIOTHOM, HeKOHTUHIeHTHON
HEOOXOAMMOCTH depe3 ILAaHMMEeTPUIeCKYI0 KOMIIO3UIINIO U IJeA0CTHYIO CTPYK-
Typy obpasza — paBHO KaK U HaoOOpPOT: I0400Has HEKOHTVMHIEHTHAasl HeoOXoAu-
MOCTb OTKPBIBAETCS KaK sBAEHME B TOM CaMOJ OTHOCUTEAbHONM, KOHTMHICHTHON
HeOOXOAMMOCTH, YTO XapaKTepHa AAs ClIeHMJ9ecKoll akryaapHocTu. Ilo kpaii-
HEeJl Mepe, ¢ TPOVHON TOYKM 3peHMs MHBapUaHTHas CTPYKTypa LeAOCTHOCTU
II1aHNMeTPIUIeCKOl KOMITO3UIINY, 3aJaHHas C MOMOIII0 (opmara nzodpake-
HUSA U “AMaroHaAbHbIX” KOCBIX AVHMII BKyIle C BePTUKAASMU, BBICTYIIAaeT KOH-
CTUTYTUBHON AAs OOpa3HOTO CMBICAa — IIPM DTOM SA3BIKOBOI AUCKYPC CO CBOEN
CTOPOHBI AO/AKEH MepPedrCAUTh BCEé MOA00HOe CO BCell I0CAeA0BaTeAbHOCTHIO:
11e40CTHasl CTPYKTypa oOpasyeT, BO-TIEpPBBIX (a Tak>ke BO-BTOPBIX M B-TPETHUX)
CXeMy, MAM OOIINIA TeIITaAbT, IIepeKphIBaHNs IO3UTUBHOIO M HETaTUBHOIO <...>,
oHa oOpa3syeT, BO-BTOPBIX (@ Tak’Ke BO-IIEPBLIX M B-TPETbUX) CXeMy, B KOTOPOIi
B3aMIMHO A€TUTUMUPYIOTCS IIePCIIeKTUBHAS IIPOEKIs U CLIeHnYecKas Xopeorpa-
¢usa kak pyHaaMeHTaALHO pa3ANdHBIe CUCTeMBI eAVHOMN, TaK MAM MHade OTHO-
CUTeABHOV KOHTMHTEHTHOV HEOOXOAMMOCT, TeM CaMBIM AOCTHTasl HepasAUdu-
MOCTM BO B3alIMHOM OIIOCpeAOBaHNN, U OHa — 11eA0CTHasl CTPYKTypa — oOpasyeT,
B-TPETbUX (@ TaKXKe BO-BTOPBIX M BO-IIEPBLIX) TAKYIO CXeMY, B KOTOPOI1 Te caMble
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pasandHble, IepPCHeKTUBHO-IIPOEKTUBHLIE I  CIleHMYecKu-Xopeorpadudeckie
CUCTEMBI B KayecTBe CUCTeM eAMHOI, TaK MAM MHaye OTHOCUTEAbHON KOHTUH-
TeHTHOJ HeOOXOAMMOCTY KOMHIMAMPYIOTCA BKyIle C OOpa3HBIM BhIpaskeHHeM
abCcoAIOTHOM, HEKOHTMHIEHTHON HeOOXOAMMOCTU A0 COCTOSHUS HarAsiAHOCTIL.
ITpucymas mzobpakeHnsM />KOTTO MHOTOMepHas CMBICAOBas TOTaAbLHOCTb —
o0BeAMHAIONIas KpaliHe pasHOOOpa3Hble CMBICAOBLIE YPOBHM U 3aMbIKAIOIasCs
Ha eAMHCTBEHHOI HarasAHOM popMe — oueBuAHa 1 OeccriopHa. Ecam pesiomn-
poBaTh: MCKAIOUMTeABHAs CUJa perpe3eHTalny, IPUCyITas COOBITUITHOMY M30-
OpaskeHIIO /KOTTO, COCTOUT B CITIOCOOHOCTN MIPEACTABASITh COOBITIE CBSIIIEHHOM
UCTOPUM KaK COOBITHE IPOBUAEHIINAABHOIO paHIa U IIepeBOAUTH e€ OJHOBpe-
MEHHO B aKTyaAbHOCTh MrHoseHus OKa, COOCTBEHHO TOBOpsI — aKTyaAU3UpPO-
BaTh €€ B COOTHECEHUN C IIPSIMOII HETIOCPeACTBEHHOCTBIO HabAroAareas. Ipsmoit
HeII0CPeACTBEHHOCTY COOBITIS COOTBETCTBYIOT IIepCIeKTUBHas IIPOeKIIN: I CIie-
HIYecKas crieHorpadus KaK CHCTeMBl OTHOCHUTEAbHOM, KOHTUMHIEHTHOM HeoOXo-
anmoctu. To n agpyroe npeiMeTHO A€TePMUHUPYIOTCS, CTAHOBSCh BhIPaskeHUeM
34€Ch U ceivac aKTyaAbHOM, 34eCh M Celdac CMBICAOHAIIOAHEHHON IIPOCTpaH-
CTBEeHHO-CIIeHIYeCKOM KOHCTeAAsAINHM, KOTopas caMa 1o cebe BKAIOYaeT B ceOs
B CBOell aKTyaAbHOCTH IOTeHI[MaA BO3MOKHOro Onrtms Jpyroro. VM naobopor,
KaK CTPYKTypa aOCOAIOTHO}, HEKOHTMHIEHTHOI HeOOXOAMMOCTY, KOMIIO3MIIVS
IpejcTraBaAseT coOOIl BhIpaskeHe IIPOBUAEHIINI: B CBOeN MHBapMaHTHOM CTPyK-
Type [IeA0CTHOCTH, COOTHOCSIIEN BCE CO BCeM U BCE C LIeABIM, IIAaHUMeTpuIecKas
KOMITIO3UIIVST OOPa3HO BOILAOIIAeT TOT 00.4ee BRICOKII HOPsAOK, IIOKPBIBAIOIINIL
eIré U CUCTeMBI IIepPCIIeKTUBHON MPOEKINN U CIIeHMIecKoll Xopeorpaduu, 4To,
XOTsI M BCTpeJyaeTcs B TeX CaMbIX CUCTeMaxX, HO UX >Ke OJAHOBPEMEHHO U IIpeJ-
roaaraer. <...> Xyo>KecTBeHHasl KOHIIeIIINA B KapTuHax />K0TTo He cBoOOAHA
or Meradusmueckux cpaseit. Korga />KOTTO mHepeBoANUT IIpejOoCO3HaHHBIN
B yOeXAEHHOCTM Bephl IPOBMAEHIIMAALHBIN XapaKTep COOBITHS CBSAIIEHHON
ucTopum B popMy 4yBCTBEHHOTO CO3epPIjaHMs I SICHOCTHU OIIbITa, OH pacKphIBaeT
CUABI U IepBONPUIMHHEIE OOBeAUHAIONIE HOPMBI, TOCHOACTBYIOIINE B IIPU-
poJe 3a CIMHOV BCeX CAYYaHOCTEN IMOBCeAHEBHOM AEVICTBUTEABHOCTU: 3PUMOe
OTKpOBeHNe IHaye COKPBITOI 3aKOHOCOOOPa3HOCTH BHYTPU IIPUPOABI U 3PUMOe
OTKpOBeHMe ITPOBMAEHIIUM COOBITUS BHYTPM CBSIIEHHON MCTOPUM IIpejcTaB-
As10T coboit B ppeckax Kameaas! geap ApeHa 0AHO U TO >Ke, U1 OHI OAHO U TOM
JKe M300pa3uTeAbHOl KOMIIO3UIINeN OAMHAKOBLIM CIIOCOOOM U AOCTUTHYTBHI —
B TOII Mepe, HACKOABKO (ppeckn Kameaarr gear ApeHa B IepByIO ouepedb CyTb
COOBITHITHBIE OOpashl M HAaCKOABKO UyBCTBEHHOE OTKpOBeHIMe MHade COKPBLITOI
3aKOHOCOOOPa3HOCTU IPUPOABI €CTh COpeaabHOCTh YyBCTBEHHOTO OTKPOBEHNs,
B KOTOpPOI1 sABAsIeT ceOs mposuAeHnus CpseHHon ncropun. (S. 17-26, 28)

[MPNAOXKEHME 11

Jocturnyroe B m3obpakeHnn />KOTTO HarasgHoe eAMHCTBO KOHCTeAAs-
IUI Pa3ANMIHBIX, OTHOCUTEABHBIX 1 aOCOAIOTHBIX, HEOOXOAUMOCTEN MAU — UTO
COracHO BCeMYy BhIITIeCKa3aHHOMY O3HadaeT TO JKe caMoe — DKCIIPeCCUBHBIX GpOpPM
aKTyaAbHOCTM ¥ IIPOBMAEHIINM, TpeOyeT TaKOro 0Opa3HOIO 3peHIss], B KOTOPOM
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KOMHUIMAMPYIOTCS pa3ANYHbIe CIIOCOOB! 3peHns. VIX 1mo3BoAnTeapHO pa3andaThb
caMbBIM (pyHAaMEeHTaALHBIM 0OpPa3oM C IIOMOIIILIO KaTeTOPUIA 3peHusl Y3HaAtouezo
u sperus spauieco. IlepcriexTuBHas MPOEKINS U ClleHMYecKas Xopeorpadiist Tpe-
OyIOT y3HAIOIIeTOo, COOTHECEHHOIO C IPpeAMETHBIM BHEIITHUM MUPOM 3peHU:.
IlepcniexTuBHas MPOEKUMS M ClleHMdecKas Xopeorpadus CyTh TelllTaAbTHEIE
¢popmBI naeaansanyy, BEIBOAVIMbIE 13 BHEITHEro, Ha0AI04aeMOro Mupa 1 Ksa-
AnduIpyeMble IO MacIiTabaM 9TOro BHeITHero Mupa. VI HampoTus, maaHuMe-
Tpudeckas KOMIIO3MITNs, HACKOABKO OHa COOTHeCeHa C M300paskeHmneM, ICXOANT
He 13 IIpeA3asaHHOIO BHeITHero MUpa, a U3 M300pa3uTeAbHOrO 104, KOTOpoe
OHa caMa >Ke I ycTaHaBaAusaeT. VIcxoAs 13 HOPMBI OOpa3HOIO IHOAs KaK HeKO-
TOPOTO yCTaHOBAEHM-TIOCTPOEeHIs, a He 13 HOPMBI IIpeAJaHHOCTell BHEIITHEeTO
Mmpa, IAaHUMeTpuJecKas KOMIIO3UIIMS yTBep>KJaeT HEeKOTOpPYIO MHBapMaHT-
HyI0 (pOPMaABHYIO CTPYKTYPY I1€A0CTHOCTY B CBOMX CAaMOJEIMTHMHBIX M CaMOO-
9YeBJAHBIX OTHOIIIEHNX: B HaIIpaBAHMAX M B X OTHOIIEHNAX K HallpaBAeHIUM,
B AVHVSIX ¥ B X OTHOIIIEHMSX K AMHISIM, B IIBeTaX U B MIX OTHOIIIEHMSIX K I[BeTaM,
paBHO KaK M B MaccaX I B MIX OTHOIIIEHNAX K MaccaM. DTa CTPYKTypa I1eA0CTHO-
CTM o0ycaaBAMBaeT COOTBETCTByIOIee (pOpMaabHOe, 3pslllee 3peHie, Hallpab-
AeHHOe, cOOCTBEHHO TOBOPsI, Ha Te caMble CaMOAeTMTUMHEIE I CaMOO4YeBUAHbIe
oTHoOIIeHN:. B ogHOM caydae mokaszaTeabHO TO, UTO pOpMaAbHOe, 3pslllee 3pe-
HIe, HallpaBJeHHOe Ha Ty caMyIO I]eHHOCTb KOCBIX AMHMI, OBAaAeBaloNIyIo M30-
OpaskeHmeM U OIIpeAeAsIONTyIO MHBAPMaHTHYIO CTPYKTYPY 11€A0CTHOCTHU TOTO Ke
1300pakeHns], MoAAeKUT IPUHITNIINAABHO MHOMY OOBACHEHMIO 110 CpaBHEHUIO
C Y3HAIOIIUM IIpeAMeTHBIM 3peHNeM CBOMX >Ke KakK IIpaBiA0 Xopeorpaduiecku
U TIePCHeKTUBHO YIIOPsAAOYEHHBLIX (PUIYPHBIX M BeITHBIX OOpa3HBIX AQHHBIX, YTO
He JMICKAIOYaeT ero (3psIIiero 3peHus) IOCTOSHHYIO Y3HaBaeMOCTDb, XOTS B 4APYIOM
caydae IpegMeTHOe A00MBaeTcs, OAHAKO ke, csoero compspkenusa (Anschluss)
C MHBaPMaHTHOI 11eA0CTHON CTPYKTYpPOIl M300pakeHis], MO0 04HO MaHM}eCTH-
pyetcs B apyrom. COOTBETCTBEHHO DTOMY (opMaabHOe, 3pslliee 3peHIe coBep-
II1aeTcs II0 XOAy Y3HaIOIIero IpeAMeTHOIO 3peHNs, KOrja B TO JKe caMoe BpeMmsi
IpeaMeTHOe IOBepPX ¥ U3HYTPH DTOIO CaMOTO IIpeAMETHOTO 3peHNs YBA3bIBaeTC s
C CaMOAETUTIIMHOI HEOOXOAMMOII SICHOCTBIO OTHOIIIEHUTI, CBSI3aHHBIX C M300pa-
sxeHneM. KaxkApli crioco® 3peHus, Kak TOT, 4YTO HPUCYI (popMaabHOMY, 3psi-
II[eMy 3PeHMIO, TaK U TOT, YTO CBOICTBeHeH y3HaIoIleMy, IIpeAMeTHOMY 3PeHMUIO,
U IPOBOIIMPYeTCs KaK OAHUM, TaK U APYTUM, U AeTuTuMupyercs. <...> Kaxercs,
9TO AMAJAeKTUKU MeXAy 3pAMNMM M Y3HAIOIMM 3peHMeM He IoAyJaeTcs.
3psiero 3peHus, BepOsATHO, HeAL3s HM TpeOoBaTh, HM HAPOYUTO MCIIOAHATE.
TpeboBaTh MOXKHO AWIID 3peHNs, HallpaBA€HHOIO Ha I1epCIeKTUBHYIO IpOeK-
IMIO U ClIeHMdecKylo Xopeorpapuio. OgHako Aa4s DTOTO Y3HAIOIIEro IpejMeT-
HOTO 3PeHMsI OCTa€TCs 3aKPBITHIM CO3epliaHMe abCOAIOTHOV, HEKOHTMHIEHTHOI
HeOOXOAVIMOCTH KaK BBIpaskKeHUsI TpOoBUAeHIuL. (S. 26-27)

IMPNAOXEHME III

O mpocnekTuBHO MOTEHINM M300pa3UTeALHOTO I10AsS MOKHO TI'OBOPUTDL
HaCTOABKO, HAaCKOALKO DKCIIpeccrsl M300paskaeMol CIIeHBl OIpejeAseTcs
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He TOABKO IIOCPeACTBOM CITeIM(PUYIECKX KeCTOB I1aBHBIX CIIeHNYeCcKnX QUryp,
HO ¥ OAHOBPEMEHHO IIeHHOCTBHIO IT0AO0KeHMUs TAaBHBIX PUIYP B M300pasuTeab-
HOM II0J€: TaK ¥ HUKaK MHa4de pa3dMepeHHOe CO CTOPOHBI XyA0KHMKa 1300pasu-
TeAbHOe I104e UM >Ke «ObL10 YBUAEHO KaK eAMHCTBO», IIPUYEM C TOUKM 3PeHIs
MIMMaHEHTHOJ <TOMY >K€ XyAO>KHMKY> BO3MO>KHOCTU (II0 OTHOIIEHUIO K HOCH-
TeASIM IIPOVICXOASIIEr0 B M300paskaeMoll CIleHe AelICTBUs, OCOOEHHO IO OTHO-
IIeHUIO K CAaMbIM T1aBHBIM HOCHUTEASM DTOTO AEWCTBUSA) UHAVBUAYAAU3UPOBATH
caMy CLIeHy, 40BeAs e€ A0 COCTOSHMs IIPOCTPaHCTBEHHO-BPEMEHHOIO Harasja-
HOTO eAVHCTBA, COOCTBEHHO TOBOpsI, CAeAaB €€ MMEHHO B KadyecTBe 11e10CTHOTO
eAMHCTBa AEWCTBUSA AOCTYIIHOM OOIleMy B30PYy U CyODLeKTMBHOMY BUYYBCTBOBa-
HIMIO Habarogareass msoOpakeHms. VIsoOpasureabHoe 1oJe — paBHBIM OOpa-
30M M yCAOBME BHYTPMKAapTHHHOM KOMIIO3UIIMM, ¥ MECTO IOCTaBACHMs B Hell
rAaBHBIX CIIeHMYeCKuX puryp, 0yayum oAHOBpPeMeHHO MMM Ke B CBOIO ouepeab
1 00ycA0BAeHHBIM. TeM caMBIM «CIIOCOO yHOPsAOYMBAHI BHYTPU M300pasu-
TeABHOIO 11045 OTAMYaeTcsl He TOABKO IIPOCTPaHCTBEHHOM, HO U TeMIIOPaAbHOM
CI/0V1 BBICKA3bIBaHUs». <...> [IpM DTOM KOHIIENT «IIpUOBITHE» MOXKHO OIIpe/e-
ANTH y JKOTTO ¢ 6OABIIIeN TOYHOCTHIO B caMBIX pasHBIX acmekTaX. IIpnOnrTne
B acIleKTe A0KaAbHOCTH— 9TO He TOABKO Hekoe Tyt, Tam nau I'ae-to, HO u BecbMa
TouHoe VIMeHHO-34ech (Tak ckasaTh, LleaeBoe 34ech) — B akTyaabHOM 445 MTHO-
BEHIsI OKa MOMEHTe OBITIS KaK «IIpU-ObITus». B mepconaapHOM acrekre <...>
OpuUOBITIIE — TO U IPUOBITHE IIEPCOHBI, KOTOpas COBEpINaeT aKT IMpuOAVKe-
HIS, HO paBHO U peaKIys Ha IpuObITHe nepcoH Apyrux. [Ipubnitie, B cooTseT-
CTBMM Ha3BaHHBIM OIIpeJeAeHMsAM, — HTO Bcelleaas CUTyalus, AMHaMMUYecKas
U BHYTpM ce0sl HallOAHeHHas HaIlpsDKeHWs, M B Hell MMeHHO 34eCh U MMeHHO
Telleph COBepIIAlOIeecs] MPUOBITE TPUOAVIKAIONIENCS IIEPCOHBI KOppeAu-
PyeT C ApyruMU IlepCoOHaMM, pearnpyomnuMu Ha IpuobTHe. <...> Jas coseplia-
HIS He TaK-TO IIPOCTO paccMaTpuBaTh GUIYPY M30AMPOBAHHO OT €€ KOHTeKCTa
U IIpU 9TOM — BHYTPU M300pasuTeabHOro mnoas. Kak pas-raku BHyTpu mocaea-
HEero MCIIOAHEHHasl HaIpsDKeHMs CBSA3aHHOCTh (PUIYPHI C M300pasuTeAbHBIM
1oJeM ¥ 1300pa3uTeALHOTO HO0As ¢ PUIYPOIT TOABKO M MOXKET 3asBUTH O cele.
Ecam To camoe «IpuOBITHE» — BO3bMEM HeAABHMII CAydall — MOKeT OBITh IpU-
BeJeHO K abCTpaKTHOMY IIOHATHIO B ceOe CaMOM MCIIOAHEHHON HaIlpsKeHIs
U AVMHAMIYECKOV IIeAOCTHOM CUTyaluM KakK TaKOBOI, TO TOr4a COpasMepHON
el DKCIpeccuBHON (POPMOIi, IpeJHa3HadeHHON AAsd BU3yaAU3alluy KOHIIeITa
«IpuObITHe», OyJeT TakKas M300pa3uTeAbHas cXema, YTO caMa OKa3blBaeTcs
HaNPsDKEHHON CTPYKTYpPOM. <...> /s KauyecTBeHHOIO pa3ANYeHMsI CXeM Cylle-
CTBYeT AUIIb OAVIH KPUTEPUIl — ONITUIeCcKoN ydeauTteabHocTH. <...> ITogo0HOTO
poJa OIleHOYHbIe Cy>KAeHUs OOpeTaloT ONIpeleAéHHOCTh BHYTPHM OITUYECKMX
Iepe>XXMBAaHMI SICHOCTH, OHI K€ CBUAETEeALCTBYIOT 11 O HappaTUBHON ILAOTHOCTU
n3o0pa>keHUs1 OAaroAapsl IMpe3eHTauy HEeKOTOPOTO MCIIOAHSIEMOIO CIIeHMJe-
CKOI'O IIOTPaHMYHOIO MOMEHTa, KOTOPBIN IIPSIMO MAM, TaK MAU MHade, I10Cpes-
CTBOM MBICAMIMO OTYETAMBOTO CBOETO OTKAOHEHM: IIPUBI3aH K OIpeAeAE€HHON
1IeHHOCTH, CBOVICTBEHHOI TOI (purype, 94TO IOMelieHa B M300pa3uTeAbHOM I101e
MMEHHO 3Jech, a He rae-to emgé. Teopus Jarobepra Ppas, Kacaromascs IIpo-

" Peub uxér o cuene ¢ Moakumom y nacryxos. — C.B.
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CHeKTUBHOM M300pa3uTeAbHOI ITOTEHITNM, — DTO TeOPMs BBHIPA3UTEABHBIX BO3-
MO>KHOCTeM, IIPUCYIINX M300pa3uTeAbHbIM OTHOIIEHNAM MeXKAY ILAOCKOCTSIMIAL.
Brigeasempre @paeM oTHOIIEHU TIAOCKOCTeN U ITOAPa3yMeBaloT MaTepuaAbHble
n3o0pas3uTeAbHble ITOBEPXHOCTU, HO MX K€ OJAHOBPEMEHHO U IIpe0j01eBaloT —
IpY yCAOBMM, YTO MMMAaHEHTHbIe MM CHABl HaIIPsDKeHMSI CyTh ClIeHMJecKie
LIeHHOCTH ®Kcmpeccun. HecomueHHo, mpeogoaeHme MaTepHMaAbHBIX M300pa-
3UTEABHBIX IIOBEPXHOCTEI IIPOMCXOAUT IIOCPeACTBOM CIIEHMYECKMX BO3MOXK-
HOCTell DKCIIpeccHi, 4TO MPUCyIle MAaHMMEeTPUIeCKUMM OTHOIIEHUAM MeXKAY
¢urypamu 1 n300pasuTeAbHBIM I104€eM, a He 04arogapsi IpOCTpaHCTBEHHO-TAY-
OMHHBIM, TIEPCIEKTUBHBIM ITPOEKIIMAM, YTO OOBIYHO MOKHO IIPMHATH B Pacdyér
B gaHHOM cuTyanuun. <...> Y /KOTTO B3aMMHOe YIIOpsAjo4uMBaHue QUIyp U U30-
Opas3nTeAbHOTO MOAS — DTO OYeHb crienydIyecKas, MCIIOAHeHHas HaIlpsKeHNs
cucTeMa IIAOCKOCTel, KOTOpasl DBOLMPYeT CYITHOCTb CIIEHMYIEeCKON KOHCTeAAs-
LIMH 110/ Ha3BaHMeM «IIpUOBITHe» B TOI Mepe, B KaKOI 9Ta CyIIHOCTDh B KadecTBe
JyBCTBEHHOTO YCAOBISI CaMOTIO ceDsl COAep>KUT BHYTpHU ceOs B IIpeBpaliéHHOM
U CHATOM BJ/Je MaTepualbHble M300pasuTeAbHble IIAOCKOCTH, — KaK 9TO OTKPBI-
BaeTcsl, HO He IOATBeP>KAAeTCsl B cAydae ero oIocpe 0BaHILsl TPV OMOIIN Au-
(epeHIIPOBaHHBIX IPOEKTUBHBIX M300pa3UTeABHBIX AaHHOCTEN, OTAMJAIOIITNX
Te/eCHO-TIPOCTPaHCTBEHHBIN cIoco0 n3odpaskennst. Ecan Bcé 40 cux mop ckazaH-
HOe Pe3lOMUPOBATh MTOCPeACTBOM KaTeropuil MaTepMaAbHON M300pasuTeAbHO
ITOBEPXHOCTU ¥ CHCTEMBI I110CKOCTeN, DBOIIUPYIOIIe CIIeHMYeCcKyIO0 KOHCTeAAs-
LIMIO, TO MOKHO CKa3aTh, YTO eAMHCTBO COCTOUT BO B3aIMHOI 00YyCAO0BAEHHOCTH
Pa3ANMIMMOCTH U TOXKAECTBEHHOCTH. B CBsA3M ¢ 9TMM BO3MOKHO TOBOPUTL He 00
OTpUIIaHUM, a CKOpee O TpaHcpopMaIuy uau gaxe — sit venia verbo — o Tpanc-
cyOcTaHITMany MaTepruaAbHO M300pasuTeAbHON ITOBePXHOCTH: MaTepuaabHasl
n3o0pasuTeAbHasl IIOBEPXHOCTh OCTAETCs HEYCTPAHMMBIM YCAOBYEM JAOCTYITHON
OIILITY AEMCTBUTEABHOCTI TOTO CaMOIO MHOTO, CIJeHMYeCKOTO OTHOIIeHHs yKe
MeKAy ILaockocTsaMu. (S. 35-38)

[MPNAOXEHME IV

Xernep, Kak 1 Bcaed 3a HuM Ppail, cBOIO M300pas3uUTeABHYIO MHTepIIpeTa-
IMIO OODBACHSAET C IIOMOIIBIO CxeMaTMdeckKnx pucyHkos. Oanako, ecam Ppaii
«BecOBbLIe» OTHOIIEHM: BbIjeAseT Kak ¢ pOpMaAbHOM, TaK U C CoAeprKaTeAbHON
TOYKM 3PeHIs], TO pUCYHKM XeTIiepa yBs3aHBl MCKAIOUYUTEABHO ¢ (OPMaabHbIM,
abCTpaKTHBIM IIOAOXKeHMeM Jed. <...> KOHCTpyKIjnoHHbIe pucyHKH XeTiepa
IT03BOAUTEALHO OOO3HAYUTDL ITOHATHEM «CHUCTeMa AMHENHBIX I101ei», B3SATHIM
13 TeOpUN I0As. B acriekre «IIpocnieKTHBHOM 1M300pa3uTeALHON ITOTEeHITUI YKe
Aarodept ®paii BbICKa3hIBaACsl OTHOCUTEABHO «BO3AEVICTBUI IOAS» UAN «CTPYK-
Typhl CHAOBBLIX IT0Aei». To ITo3HaBaTeAbHOe coJepsKaHMe, YTO oOecrednBaeT
MPUMEeHUTEABHO K ypasyMeHMIO M300pa’keH!sl XeTIIepOBCKas «CucTeMa AMHeli-
HBIX I101€1», MOXKHO OLIeHMBAaTh U MO3UTUBHO, 1 HeraTupHO. [To3uTtnsHO — 1 9TO
caMo co0OII pazyMeeTcsl — CaMO BLIsIBAeHIe, TOBOpsI BOOOIIIe, HeoOXx0AMMOI1 (pop-
MaAbHOM B3aVIMOCBSI31; CTOAD JKe ITIO3UTUBHA — II0CPeACTBOM DTOTO BBLIABACHNS —
aKTMBALNs 3PsIero, COOCTBeHHO, OTKPBITOTO B CTOPOHY (POPMaAbHBIX OTHOIIIE-
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HUI 3peHis], IIOBepX M BHE 3PeHMs YMCTO Y3HAIOIIeTo, MAeHTUPUIIUPYIOIIeTo
ce0s1 co BceM mpeaMeTHBIM. [Ipy TOM 94TO MOXKeT OCTaThCsl HepeIIéHHBIM BOIIPOC,
OCO3HAHHO AW Peaan3yloTcs HabAl0AaTeaeM BblJeJeHHbIe B CHCTeMe AMHEITHBIX
roaeri Xetiepa (opmaabHbIe OTHOIIEHWs, MAM OHM, OCTaBasCh HEOIIO3HaH-
HBIMY, CTPYKTYPMUPYIOT M300pa3UTeAbHyI0 KOMIO3UIINMIO KaK OBl «II0AKOXKHO».
Usenenne oTpeska Ha BOCeMb JacTell I1a3 caM IO ceDe He BOCIIPMHMMAET, Tpe-
Oyercss momors onTUKN. VI HeCOMHEHHO, UYTO TaKoBas 3a4aéTCs TOM OpHaMeH-
TMKOI, YTO IIpMCyIa (HaIlMCcaHHOM) M300pa3uTeAbHON pame. <...> 1 omaTs ke
MTO3UTHUBHO IIOCTIVKEHMe TOTO, 4To BO ¢dpeckax /KOTTO, B MX CHUCTeMe BOChbMe-
PUYHOIO YAeHeHNs N300pa3uTeAbHOTO 04 HaAM9eCcTByeT TaK MAM MHade MAeH-
TugunupyemMas (KOHeUHO >Ke — HeclleHMdecKas) YIIopsA40duBalolas HopMa, 1,
camMo coDOII, BOSMOXKHO B CBOIO Ouepeab IOCTUTaTh B MOAO0OHOV MAEHTUPUIIN-
pyeMOIi, HeCLIEHNYECKON YIIOPsA0UYMBAIOIIell HOpMe 3pUMOe BhIpa’keHne MHBa-
PMaHTHOCTY, HEOOXOAMMOCTH, TO eCTh <...> BhIpa’keHle HeKOHTMHIeHTHOII HeoO-
XOAMMOCTU U IIpOBUAeHINN. Brigesennas XeTuepoM ynopsigounpaooias HopMa
HecCIleHIMYHa II0TOMY, 4TO e€ 1AM BOOOIIle, 1AM, IO KpaliHell Mepe, TeMaTIU4ecKu
HeAB3s1 oTpedaeKcrpoBaTh Ha Takue (opMaabHble I[eHHOCTH, KOTOpBle caMu
UAYT HaBCTpedy purypaMm 1 M300pasUTeAbHBIM BelllaM 1M KOTOpble 0OpasyioT,
HanpuMep, IpU3HaK/ HallpaBA€HUI, CpeACcTBa OIlpeAeAeHNs AMCTaHIN, YAeHe-
HILSI, AVIHeapHbIe ONITO3ULIMI AW UTeHepaliiy, TO €CTh, TaK CKa3aTh, AMarpaMMy
TeX MAM MHBIX CIIEHMYeCKUX B3aMMOOTHoIIeHMi. CucreMa AMHENHBIX IIOA€N
XeTriepa abCTpaKTHOCTBIO IIPEBBIIIAeT MOAOOHYIO AMarpaMMy, IPOSICHSIONIYIO
CLIEHMYEeCKMII KOHTEKCT. VIMEeHHO TO MOJKHO HOJBepraTh HeTaTMBHOM KPUTHUKe
<...>. HeoOxoamumo, 4TOOLI peyn Ilda He O HeCIIeHMYecKOl CHUCTeMe AMHEeIHBIX
I10/€el1, a CKopee O TaKOIf, YTO MO>KHO Ha3BaTbh TpaHC-CLleHn4eckoll. bes comue-
HILSI, U TpaHC-CIIeHNYecKas CICTeMa AVMHENHBIX TT0Aell COCTOUT M3 aOCTpaKIInii,
U3 IIPOCTO AVHMIL, KOTOPBIe COAep>KaTcsl B PUIYPAaTUBHBIX U IIpejMeTHBIX Bce-
11eapIX pOpMax M KOTOpble KOHCTUTYMPYIOT M apTUKyAUPYIOT KakK MX aKIMo-
HaABHBIN, TaK M AOKAAbHBIV, TO €CTh KaK CIIEHMYEeCKNII, TaK U IIPOCTPaHCTBEeH-
HBIVI KOHTeKCT. AOGCTpaKTHbIe AMHNUH M 1IeHHOCTHbIe 9KBUBaAE€HTHl HallpaBAeHNIt
AeXaT B OCHOBaHUM KOHKPETHOTO CLIEHMYECKOIo MpeACTaBAeHNS U OCyIeCTBAs-
€MOr0 B M300paskeHN! eTo CeMaHTUJYeCKOTO CMBICA0BOrO KoMiaekca. OHI cyTb
UX CMHTaKC/M4YecKas opraHm3alfoHHas popma. A KpoMe TOTO OHM — BHE BCIKOTO
COMHEeHNs — aKTUBU3MPYIOT He TOABKO y3HalOIllee 3peHHe, MAeHTUPUIIUPYIO-
mee GUIYPH U BeIly, HO B PaBHOI Mepe U 3peHMe 3psllee, OTKPEITOe K (op-
Ma/AbHbIM OTHOIIEHUAM. /A5 IIPOCTO Y3HAIOMIEro 3PeHus AMHUM V1 1IeHHOCTHBIE
SKBMBA/AEHTBI TPAHC-CLIEHNMYECKO CUCTeMBI AMHENMHBIX IT0AeM OCTAIOTCSI COKPBI-
TBIMU — B ymiepb crere. <...> O4eBMAHO, YTO IOJ00HAs CHUCTeMa’, B KOTOPOI
LIEHHOCTHU-3KBUBAAEHTHl PasdbeMHEHHOCTU U aKTyaAbHON, a paBHO U IOTEHIIN-
aAbBHOI COeAMHEHHOCTU MHTep(eprpOBaHbl, KOHCTeAASINS (PUIYP apTUKyAU-
pyeTcs Kak crjeHndeckast. Crcrema nHTeppepeHuy rmoMeniaeT GUIypsl B TaKyIo
CIIeHMYeCKyIO KOHCTeAASAIINIO, B KOTOpoll coeAmHéHHocTh Cnmeona m Mucyca
COJAEP>KUT BAOXKEHHOI B ceDs UX pasbeAMHEHHOCTh U B KOTOPOM paszbeau-
HEHHOCTDL Vncyca m Mapum coaep>KUT BAOXKEHHOI B ce0s MX COeAMHEHHOCTD.

" Peus unér o cuene [punecenns Bo Xpam. — C.B.
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<...> TpaHc-culeHn4ecKas cyucreMa AMHEMHBIX 0Ael MCXOAUT He 13 paBHOMep-
HOIl CeTK! KOOPAVHAT, a U3 COAep>KaTeAbHBIX MOMEHTOB U300pakeHUA <...>,
a paBHO U 13 POPMAABHBIX U300Pa3UTEABHBIX 1I€HHOCTE-DKBIBAaAEHTOB, KOTO-
pble OCMBICA@HHO COOTHEeCeHBI C rAaBHBIMU PUIypaMu. VICKAIO4MTeABHO TaKUM
CIIOCODOM TpaHC-CIIeHMJecKasl CICTeMa AMHENHBIX IoAell ¥ pa3BuBaeTcs. Eé
CUABI — OTYACTU KaK peaabHble KOHTYPbl, OTYaCcT! KaK MAeaabHble AVHUM, AUIIIb
npeAyKasblBalollle HallpaBA€HMs, — TaATCA BHYTPM TOW HPeAMETHOCTH, YTO
oTAN4YaeT M3oOpa’keHUe. BeraepunmBaTh MX O3HauaeT 3a4aBaTh HaIIPaBASIOIINE
IyTH CO3epIljaHNs: CIICTeMa AMHEeNHBIX I104ell BhICTaBAseT Hapy>XKy Takue oOpa-
3yIOIIVe OTHOIIEHMs CUAbL, KOTOPbIe COYIOPAAOYMBAIOT IPEAMETHbBIE DA€MEeHTHI
nsoOpakeHus; oHa He (pOPMyAMPyeT HeYTO CaMOIleHHOe, HallpuMep, KOHCTPYK-
LIMIO U3 AVHUI C IIpeTeH3yell Ha aBTOHOMHYIO 3HaunMOCTh. CrcteMa AMHEITHBIX
[10/A€eM MeeT CMBICA AUIIL B CBOEM COOTHECEHUM CO CLIEHOM, U OHa CAY>KUT KOH-
CTUTYMPOBAHMIO DTOI CIIEHBI B KauyecTBe MHOTOCJAONMHONM KOH(pUIypalny OTHO-
mreHntt. VI B KagecTBe MMEHHO TaKOBOJI CIIeHa CMOXKET OBITh BOCIIPUHATA AUIITH
B TOM cAy4ae, ecan OyaeT oOpallleHO BHMMaHNe Ha BBIABA€HHLIe B TpaHC-CIie-
HITYeCKOM ClCTeMe AMHeNHBIX I10Aeil CuAbl, oOpasyromme orHomeHus. OHu
OIlpeaeAsioT Takoe <pacrnoaoxeHne> Jpyr-nogae-Jpyra raaBHbIX CLIEHUMYECKUX
¢uryp Mapun, Mucyca n CumeoHa, B KOTOPOM B3alIMHO APYT Ha ApyTa BO3Jeli-
CTBYIOT ®KCIIPECCUBHBIE I1[€HHOCTU-DKBMBAAEHTHl Pa3beAMHEHHOCTY, aKTyaab-
HOI U IIOTEHIIMAaAbHOM COeAVHEHHOCTY, IIPOTUBOCTOSAHN, a paBHO M B3aMIMHO
IepeKphIBaIoIINe APYT Apyra MMIIyALCHl, 3aJaBaeMble HallpaBAe€HUAMU U oOpa-
IIEHHBIe K OAHOBPEMEeHHOCTH. /1 MMeHHO Torga Iog00HOe ClleHMIecKoe Halpsi-
>KEHHOe OTHOIIIEHIEe PacIpOCTPaHseTCs, OBAajeBasl M300pakeHNeM, KOTJa Bce
¢urypnl 1 mnsoOpakaeMble Belly IPMHMMAIOT ydacTue B CHCTeMe AMHEeNHBIX
oaeit. B n3o0pakeHnn HeT HMUYETO, IYTO He Heca0 Ok B cebe — 6aaroapst ompe-
A@AEHHOI IIeHHOCTHU-DKBUBAAEHTY HallpaBAeHUs UAU IIAaHMMeTPUIeCcKON A0Ka-
AU3aluuU — CUCTEMY AWHENHBIX II0A€M U BMeCTe C Hell — CLeHMYeCKOoe HaIllps-
>KéHHOe OTHoIeHMne MexAy Mapmeit, Mnucycom n CumeonoM. IVl tem cambIM
®TO OTHOIIEHMe — YTO TUMNYHO AAs COOBITUIHBIX OOpaszoB /JKOTTO — 0oOpe-
TaeT XapakTep ®K3eMIASPHOCTM M AOCTOMHCTBA. <...> /BVDKeHUe CyIrepupyer
CUCTeMy AMHENHBIX I104ell IIOCPeACTBOM UTepariuii, 9T0 aCCUMUAUPYIOT PUIYPBI
U BeITl, 3acTaBAssl UX IIPeoj0AeBaTh CBOE IpejMeTHOe pasHOOOpasue, AOCTU-
raThb ypOBH: aOCTPaKTHON AMarpaMMBl <IIpoliecca> IpOTeKaHMs M paclpocTpa-
HATHCS 3a TIpeAeAbl BCeTO M300pa3uTeAbHOTO MOAS EAUKOM. <...> BrIpaskeHne
ABYDKeHIs Kak 34ech, pacroaokeHHoro mexay Otkyda un Kyaa, n xax Hume —
Mexxay boaee-Her n Emé-Her — He MoskeT OBITh IIpUBEAEHO K CMMYABTaHHOCTH
¢ 0o/pIIIeN HarAsIAHOCTBIO U DOAbIIIel N300pa3NTeABHOCTHIO, YeM ITOCPeACTBOM
IIO400HOI CICTEMBI MHTeHepauuit. TeM caMbIM, 9TO CaMBIif Ba>KHBIN IICUXIUe-
CKIII MOMEHT B AKOTTOBCKOM M300paskeHNN <...>. lleHHOCTU-9KBUBaAEHTH Tpa-
HUITBI U UIX IIepecedeHrie 001alaioT B KaueCTBe TAKOBBIX CIIEHIYeCKIM CMBICAOM.
(S. 43-50)
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[MPNAOXEHNE V

Na.6

Kax mpeasapnureapHbIM 00pa3oM y:Ke OBLAO ODO3HAYEHO, COOBITUIIHOE M30-
OpaskeHme, mMelOIee J4eA0 CO CBSIIEHHON NCTOpUeN, MpeACTaBAsIeT COOOI
TaKyl0 M300pa3UTeAbHyIO MHBEHIIMIO, KOTOpas caMa COOTHOCUTCS M C IIpeA3a-
JAAHHBIM HappaTUBHBIM TEKCTOM, U ¢ ¢eHOMeHaMM BU3YaAbHON IpeAMeTHOI
AanHocTH. IlpeaMeTHo cBsAsaHHBIe M300pasuTeAbHBIE IIEHHOCTHU IlepeMeIaloT
TeKCTyaAbHO cBs3aHHOe IlpeicTaBuMoe B 3puMoe 1 TeM CaMBIM €rO YTOYHSIOT.
Poa m crrocob Toro, Kak ®TO IPOMCXOANT, TO €CTh, MHa4Ye TOBOP:I, KaK TeKCTyalb-
Has pedpepeHIL U pedpepeHITs IpejMeTHas B3aIMHO APYT ApyTa OIIOCpeAyIoT,
00yCA0BAeHbI M3HYTPU BBHIPA3UTeABHON CIABI M300pasuTeAbHOCTH. VIX IpoAyK-
TUBHBIE BO3MOXKHOCTY M3MEPSIOTC TeM, B KaKOJ Mepe MMeHHO pedepeHIalb-
HOe caMo ce0sI mpeojoaeBaeT B TOM CMBICA0BOM e/AMHCTBe, 4TO IIPUCYIIle 1300pa-
>keHnio. To, 4To KacaeTcsl TeKCTyaAbHON pedepeHInN B IepByI0 odepeib — DTO
CBs3b <...> B KauecCTBe HepBoﬁI UMHCTAHIINU C TeKCTOM EBaHreamst ot /lyKI/[*. <...>
B xauecTBe BTOpOIT MHCTAaHIMHU M300paskeHMe-TIpeAcTaBaeHne /J>KOTTO COOTBET-
CTBYeT COBpeMeHHOJI eMy IIOBecTBOBaTeAbHOI MaHepe, 4TO OOHapy>KuBaeT ceOs
B Meditationi vitae Christi Tak HazbiBaemoro Ilcepgo-boHaBeHTYpBI, 1 HUKaKUM
0o0pa3oM HeAab3sl UCKAIOYaTh TOT (akT, YTO M300paskeHye IIPsAMO OIMpaeTcs
Ha Pasmpimaenms. <...> Vtak, B nsoopakennu />K0TTO TeKCTyaabHasl pedpepeH-
LIVIST COCTOUT B COOTHeCEHHOCTH ¢ Tekctamu /ykn u Ilcesao-bonasentyprr. Padora

" Peus unér o cuene [punecenns Bo Xpam. — C.B.
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M300pa3UTEABHOCTI TIPOSIBASETCSI TIPM HTOM B TOM, UTO M300pakeHne (ma. 6)
AOCTHUTaeT MPeBOCXOACTBa HaJj, BCeM TeKCTyaAbHO-AOTMYeCKIM IT0CPeACTBOM KOH-
neHTpanuu: <...> ApoiHas opueHTanms Maagenna VMucyca na Cumeona u TyT
’Ke — Ha Mapuio ecTb BbIpaskeHMe TeMIIOPaAbHOTO CTYIIeHMs: IIPY DTOM >KecT
Mmncyca obpasHo npeacrasaser 6aarojaps cBoeil cOOTHeCceHHOCTH ¢ CIMeoHOM
OganomomenTtHoe Emé n Boaee-Het, a 61arogapst cootHecéHHOCT ¢ Mapueit —
OanomomenTHOe Yxke n Emé-HeTt, mpu Tom 9TO cTOUT OOpaTUTh BHUMAaHNE, YTO
Mapus co cBoeil CTOPOHBI IIPOTATMBaeT PyKy TOALKO B CTOpoHy Maajenra.
OanomomentHoe Emié u boaee-Her 1 OanomomenrtHoe Y:xe u Emé-Het onrmye-
CKII BAOXeHBI Apyr B Apyra. IlogoOHast omnrTmdeckas KoMHIeHAeHIws EImg,
Boaee-Hert, ¥Y>xe n Emé-ner o6aasaet, camo co0oIi pazymeeTcs, HappaTUBHBIMU
MMIIAMKAIMAMY, OAHAKO >Ke HappaTUBHBIN TeKCT IT0A00HOI KOMHIIeHAEHIIUN
A00uTLCs He B cocTostHNM. OHa CTPYKTYPHO COOTBETCTBYeT CIIeHMYeCKUM HalIpsi-
JKEHHBIM OTHOIIEHMAM <...>, OOYCAOBAEHHBIM BHYTPM CHCT€MBI AMHEHBIX
IoJel ¥ BHYTPHU He€ >Ke U Pa3BopauMBalOIIUMCA — C OXBaTOM I OBAaJeHueM
BCceM m3oOpaskeHneM. BripasuTeabHas II€HHOCTh DTUX HaIpPSIKEHHBIX OTHOIIIE-
HIIL, TIOApa3yMeBalolias pasbe HEHHOCTD, aKTyaAbHYIO U ITIOTeHIINaABHYIO Coe-
AVHEHHOCTD, IPOTUBOCTOSIHIE, a PAaBHO ¥ B3aIMHO IlepeKphIBalolIie APyT Apyra
MMITyALCHI, OTBeYaloIlye 3a HallpaBAeHNs, coOpaHa BOeAMHO BHYTPU OJHOBpe-
MeHHOCTH. <...> B m3zobpaskennn /J>KOTTO raasHasl CIjeHa M COIIPOBOXKJaIOIie
IMOOOYHbIe CIIeHBI COBMECTHO BhIPaOAaTLIBAIOT €AMHCTBEHHYIO UM CHUMYABTaHHO
0003pMMYIO CMBICAOBYIO KOMILAEKCHOCTh, B KOTOPOJ BCE BO BCEM HarasgHO
COIIPe3eHTHO: U KaK pa3 B 9TOM, IIOMIMO IIpOYero, OOHapy>KMBaIOT ceOsI KOHIIeH-
TpUpPYIOIIe BO3MOXKHOCTHI M300pa3nuTeABHOCTH, IPEeBOCXOAAIINIe BCAKMEe ANUIIIb
MBICAMMEIe HappaTUBHbIE YIIAOTHEHILS, AOCTYIIHbIe SA3BIKY. UTO JKe mocae 9Toro,
BO BTOPYIO Oo4epean, KacaeTcs IIpeAMeTHON pedepeHITn, TO OHa 3a4aéTCsl KadK-
ABINI pa3, Korda Heuro nHammcanHoe obOosHadaeT HeuTo Ilpesmernoe. Ilpuaém
npeameTHas peepeHIus OCTaéTcsa PpyHAaMeHTaAbHBIM 00pa3oM He3aBUCUMOI
OoT TOro, B 0OABINeN MAM B MeHbIel Mepe HammcanHoe Heuro coraacyercs
C BU3YyaABHBIM CIIOCOOOM AAHHOCTHM, TO €CTh C DMIMPUIECKON O4YeBIAHOCTHIO.
Hamsaskneriiee u Bcerga mpoOyskaoliee OaaroropeHne AocTrokenne />KoTTo —
CIIOCOOHOCTD IIpeAMETHO pedepeHIIaabHble N300pasuTeAbHble IEHHOCTU IIPU-
BAeKaTb K DMINPUIECKOIi 04eBIAHOCTHU B TaKOIl Mepe, 4To Oblaa HepeaoMa CpeJ-
HEeBEKOBOM >KMBOIMCU. DTO BHIPa’kaeTcsl M B COBEPIIEHHO SBHOV TeAeCHOCTHU
¢uryp, a paBHO — B X CTaTyapHBIX KauecTBaX, B HallpaBAeHMsAX CKAa40K 1 B (pop-
Max ApalMpOBOK X OAeXKJ, 9TO oOecredMBaeT MX OTYETAMBYIO 3aBMICUMOCTD
OT MOTMBOB CTOSIHUS M OT >KeCTOB, 1, HaKOHelIl, — B COBEPIIIeHHO He CKPBIBaeMBIX
ITOIBITKAX-TIOACTYIIaX K KOPPEKTHBIM IIepCHeKTUBHBIM OTHOIIEHNAM, CHCTeMa-
TU3UPYIOIIMM  BCelleAbIM  ODpa3oM  KapTHMHY  IpocTpaHcTBa  <...>.
MsoOpasuteabHocTh v /PKOTTO He OrpaHMYMBAeTCs NpUAAHNMEeM IIpejMeTHO
pedepeHIIaabHBIM M300pa3sUTEeABHBIM II€HHOCTSIM KaudecTBa 0o.ee BBICOKOII
sMOupudeckon odesnanoctu. Kyaa 6oaee Ba’kHO, 4TO pedepeHITaabHbIe J30-
OpasnuTeabHbIe IIEHHOCTU CTAHOBATCA B MOAYyCe CBOeN DMIMPUIECKOll O4eBUAHO-
CTV CTPYKTYPHBIMHU DAeMeHTaMM CIIeHIMYeCKOTO CMBLICAOBOTO eAMHCTBa, KOTOpoe
caMI — 9TO y>Ke 134araloch — IIpeo0AeBaloT yepe3 KOHIIeHTPAITNIO M TeKCTOBYIO
pedepentmo. OOpasHO sBAeHHbIe PYyKOil />KOTTO CIIeHBI BHe M300paskeHms
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AVIIIEHBI BCIKOM DK3ucTeHIINN. Vl BCE >ke OHM 0OpeTaroT OTTEHOK SMIIMPUIECKOI
O4YeBMAHOCTH Yepe3 TO OOCTOATeALCTBO, YTO IpeJMeTHO pedepeHIalbHbIe Dae-
MEHTHI, CTPYKTYypUpPYIOIINe X, <OOpeTaioT HeKOTOPYIO> CTelleHb DMIIMPUIECKOI
oueBUAHOCTH. /KOTTOBCKOe n3oopaskenne ITpunecennsa Bo Xpam — 9TO CTpyK-
Typa KOMIIAEKCHOI ITPerHaHTHOCTM WAM CTPYKTypa B3alMOOOYCAOBAEHHBIX
OTHOILIIEHNII-YepeAOBaHMII MeXAy TeMOW M ropusoHToM. <...> Iloggaaromascs
TeMaTu3anuy IMOOOYHAsl CIleHa IIPeBOCXOAUTCS IIOCPeACTBOM TOPM3OHTHOI
KOIIPe3eHIIMI IAaBHOM CIIeHbl, a I04Jalolmascs TeMaTu3aly riaBHas ClieHa —
Jyepe3 rOPM3OHTHYIO KOIIPe3eHIINIO CIIeHbl II0004YHOM. Kak ToAbKO — IIpejMeTHO
pedepeHIIaabHO — aATapHBII KUBOPUIT MIMEHHO B KaueCTBe TaKOBOTO IIOABEpTa-
eTCs TeMaTH3alny, TyT JKe ero PyHKINS CTPYKTyPUpPYIOIeil CUCTeMBI CIleHIrde-
CKIX OTHOIIeHMI Mexxay Mapmeir, Vncycom n CriMeOHOM cABMUTaeTCsl K CaMOMY
Kpaio BHuMaHus. Ho MOXXHO TeMaTU3MpOBaTh U BTy CITHUYECKU-CTPYKTYPUPYIO-
IITYIO CHCTeMY, ¥ TOTAa KMBOPMUIA y>Ke B CBOel IIpeAMeTHON pedpepeHIIun cMella-
eTcs K Kpalo BHMMaHM:. Beakmit pas Tak maM mMHave OAHO OKa3bIBaeTcsl 0OAb-
M, dYeM Apyroe, npmuém — Oaarogaps 3ajaHHBIM M300pa3UTeAbHBIM
KOHTEKCTaM — BHYTPM OJAHOTO M TOTo >ke ¢peHOMeHa. VIMEHHO ®TO M ecTh KOM-
II1€KCHasl IPEerHaHTHOCTh, a 3a04HO — U CUMYAbTaHHOCTb. Bcé, uro Kacaercs:
OTHOIIIEHNIT MeXXAY M300pa3uTeAbHOCTDIO, TeKCTyaAbHOM 1M IpeJMeTHON pede-
peHIMAMY, yKa3blBaeT Ha CUCTeMY AMHENHBIX I104el, <...> 3a4al0llyIo Iepexod,
B KOTOPOM TaK MAM MHade pa3ANdHble U KaXKABIN pa3 B3aMOOOYyCAOBJAEeHHLIe
ITOCTPOEHM-CBSI3KM ~ «TeMa-TOPM3OHT» ODOIOAHO OIOCPeAyIOTCs, AOCTHUTas
YPOBHsI KOMIIAEKCHOI IPerHaHTHOCTHM, TaK MAM MHade IIpeBocXodsiiieil pede-
peHnmaapHOe. B a>xorToBCKOI Pppecke [IpuHecenms: Bo XpaM ocoboe KadecTBO
1300Pa3UTeABHOCTY COCTOUT He TOABKO B OIMCAaHHOM poO/Je U crtocoOe KaK B3ayM-
HOTO OIIOCpPeAOBaHMs TeKCTyaAbHON M MpeaMeTHON pedepeHIIny, TaK U BLIXOAa
3a IIpejeanl BCero pedepeHIINalbHOIO; OHO COCTOMT He B MeHBIIel CTeIleH!U
U B IAaHMMETPUIECKON KOMITO3MUIINM KaK (POPMaAbHOMN I1eA0CTHOCTH, OOOCHO-
BaHHOI OTHOIIEHNMSIMM MeXAy BelllaMl, IpMHajAeXKallyMI M300pakeHuIo,
U I'paHUIIaMU, M300paskeHNIO IPUCYIIMMI — KOHEYHO >Ke, 0e3 Oras4Ky Ha TeMa-
TUKY mn3oOpakeHus:. 11o xoay npeaaoKeHHON MHTepIIpeTallny M300paskeHus],
HaIIpOTUB, BO3HUKAET 3aJada Te caMble 300pa3uTeAbHbIe IIeHHOCTH, YTO yTBep-
JKAAIOT I1eA0CTHOCTD, Y3PeTh BCerleAbIM 00pa3oM U — II0 BO3MOKHOCTH — C TIOMO-
IIBIO T€X CUA, YTO OTHOCATCSA K CHCTeMe AMHENHBIX II0Ael M 4Yepe3 KOTOPbI-
e-TO U apTuKyaAmupyertcs cyryoas temaTtuka IIpunecerms VMucyca so Xpam. Tak
KaK CUCTeMa AMHEeNHBIX I104ell MHOIOYacTHa, HO B O4HOM TellTaabTe yBsI3aHa
U C aKTyaAbHBIMM M AOKAaABHBIMU B3alIMOJAEMCTBMAMM (PUIYP U Bellleli, 1 B TOI
>Ke Mepe — ¢ pOpMaAbHOI I1€A0CTHOCTBIO TaK M HMKAK He MHaJye OrpaHMYeHHOTO
1300pa3UTeAbHOIO 11045, TO OHa OKa3blBaeTcs <...> OIIOCpejOBaHUEM MeXAY
CITEHITIEeCKO Xopeorpadueil U IepCIeKTUBHON ITPOeKINell KaK ClHCTeMaMU
OTHOCUTEABHOI, KOHTVHTEHTHOV HEOOXOAVIMOCTH, C OAHON CTOPOHEI, U MHBAPU-
AHTHOII U I1e10CTHO I1aHUMEeTPUIeCKO KOMITO3UIIEN KaK CUCTeMOI abCoAIOT-
HOJI, He-KOHTMHIEHTHON HeoOX0AMMOCTH, C APYTOIL. <...> 3ajaHHoe (BLIOpaHHOE)
U TaK M HUKaK MHade OrpaHM4YeHHOe M300pasuTelbHOe I0Ae KBaAupUIMpyeT

" B cuene Ipunecenns o Xpam. — C.B.
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MeCTOII0A0KeHe M300pa3uTeAbHBIX Belllell BHyTpy ceOsI He KaK IIPOM3BOABHOe,
a Kak HeoOXOA4UMOe, 1, HA0OOPOT, MeCTOMNOA0XKeHNe N300pa3UTEeAbHBIX Bellleil
BHYTPU 1300pa3uTeAbHOIO IOAs IIpeAlioaraeT, a PaBHO U IIPOM3BOAUT II0CAE]-
Hee He ITIPOM3BOABHO, a HEOOXOAMMO MMEHHO TaK U HMKaK MHaue OrpaHMYeHHBIM.
IToaobHas sICHOCTL HEOOXOAMIMBIX, B3aIMHO 4epeAyIOIIIXCSI OTHOIIIEHNI MeXKAY
1300pa3UTeAbHBIM I104eM U M300pasuTeAbHBIMM BelllaMM COXpaH:AeTCsl Hello-
CpeACTBeHHO KakK SICHOCThL MMEHHO DTUX OTHOIIEeHMII, TO eCTh HPUHIINIINAABHO
HEe3aBICUMO OT TeX MAM MHBIX TeKCTYaAbHBIX I IIpeJMeTHBIX pe(epeHITnil caMuxX
1300pasuTeAbHBIX Bemell. Ecan ske mommumMo sToro ¢popmMaabHas 11, Kak TaKoBasl,
OT BCeX TeKCTYaAbHBIX U IIpeAMETHHIX pedepeHINiI He3aBucuMasl sICHOCTh M30-
Opas3nTeAbHOIO I11eA0T0 COOTBETCTBYIOIIUM OOpa3oM IHOJJep>KMBaeTCs HaIlpsi-
MYIO U CO CTOPOHBI TaKMX M300pa3nTeAbHBIX 1IeHHOCTel, KOTOphle 00YCA0BAEHbI
KakK pa3 TeKCTyaAbHOM U MpejMeTHOI pedepeHIinel, 1 IPUTOM TaK CTPYKTypH-
pyer 1y Xe cueny ITpunecenus Vuncyca Bo XpaMm, nmpeogoaepas Bce TeKCTYyaAbHO
U IpejMeTHO pedepeHIaabHble YCAOBNS, YTO OHA CTAHOBMUTCS HECOMHEHHBIM
BBIpa’keHIeM KOMILAeKCHOJ ITPerHaHTHOCTH, TO TOTJa 9Ta camas KOMILJAeKCHas
IIPerHaHTHOCTh OOpeTaeT BBHICIIYIO, HEIIOCPeACTBEeHHYIO sICHOCTh — Jepe3 HeIlo-
CpeACTBeHHYIO ¥ COOCTBEHHYIO SICHOCTh M300paskeHsI Kak (pOpMaabHOI IjeABHO-
cru. (S. 52-59)

I[MPNAOXKXEHNE VI
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...Baarocaosass, mecrsyer Mucyc na ocanne (ma. 7), a psagom c Ilerpom
y3Ha€Tcs roaoBa oca€Hka. Vucyc oTkpuiBaercst BO caase. Ero ¢urypa — mycrs
n noromy, yto OH BepxoM — Goabine Bcex mpounx. Crporocts Ero xonrypa,
0CODEHHO CIpaBa, BBIpa’kaeT IOYTM YTO HeJoCTymHOcTh. Mexay Mucycom
U CONpOBOXAaomuMn Ero yaepskmpaeTcss OT4€TAMBas 1ie3ypa — IOCPeACTBOM
BBICOKO B3/BIMAIOIIIErocsl C AeBOil CTOPOHBLI JepeBa, HaKJAOHHAs AVHUSA KOTO-
POTO MMeeT IIPoA0AKeHNe Yepe3 MOA0AOIO yIeHMKa B HeIloCpeACTBeHHO 0.41-
3octy ot Vucyca, a paBHO — depe3 pe3Ko HICIIajaloniue ckaaaxu ogex/ Ilerpa
NpAMO K HIDKHeMy Kpalo msoopaxkenus. C obenx CTOPOH OT DTOTO IIeHHOCT-
HOTO IIOKasaTeAs, KOCO HaIlpaBAEHHOTO I YAEHIIero M3o0paskeHMe, MOXKHO
BIIZETL BecbMa CXOXKHMe KOChle AMHHUIU B ApalMpoBKax ogex/ Vucyca, a moao-
JKeHIe TOA0BBI OCAMIIBI OILATDL YK€ COOTBETCTBYeT BeChbMa CXOXKeMY I10A0XKeHNIO
roA0BBl OCAéHKa. Bcé BMecTe oOpasyeT CTpyKTypy urepaunm. B Hell yaep:ku-
BaeTCsl CyITeCTIsI KMHeTMYeCKOTO ITPOTeKaHMsI B HeCKOABKUX (paszax: IIIecTBYIO-
muit Biepeau Vucyc yxe tam, rde arocroaa caesa emé Het. [Ipu Takom T04-
KOBaHMM MeCTOIIOAOKeHIe aIlocTola oOO3HadaeT KaK Obl cae/ IIpoIIejlreit
dazpr B mectsun Vucyca, mpuaém OT gepesa K HIDKHEMY KpalO ITPOXOASIas
HaKAOHHas AMHMA paboTaeT KaK OpJMHaTa, IO KOTOPOIl M OT KOTOPOH IIpo-
X0AUT apyoKeHue. Ho B gpyrom acmexTe CTpyKTypa MTepalyi MOXKeT ITOHM-
MaThCs U B CMBIcAe ogHOBpeMeHHOCTHU. Vncyc Tam, r4e OH ecTh, B TO BpeMs KaK
TYT >Ke, TO eCTh B TOT >Ke CaMbIli MOMEHT, arlocTo4, 4TO CAeBa, — B MecTe HeKOTO-
pom mHoM. Tax Kak CTpyKTypa uTeparnum 4a€T IpaBo B paBHOII Mepe I Ha OAHO,
U Ha Apyroe TOAKOBaHME, TO MOMEHTaAbHOCTb U CyKIIeCCHs B Hell CKAaAbl-
BalOTCA B eAMHOe, BHYTpM ce0sl KOMILAeKCHOoe sipaeHme. <...> B ciene Bxoaa
B Jlepycaanm Takoll >Ke TOYHO KOHIIENIT OOPa3HOTO BOCIIPOM3BEAEHILs IIpoliecca
MIPOXOXKAeHNs OOHapY>KMBaeTCs y IOKAOHsIomuxcst Vucycy myaees, mocTu-
Aaiomux cson ogexxapl. Ilepspiil, KpaliHuil cipaBa HepcoHaXX (A) CTOUT emé
COBCEM BePTHUKAaAbHO, BTOpPON mnepes HuM (B) HakaoHseTca U TAHET pyKas oJe-
suus, Tpetuit neped HuM (C) y>ke CKAOHSETCS Y4yTh HYDKe U CTATUBAeT OJAesHIe
yepes IroA0By, a 4eTBEPTHI Brepeaun BceX (D) y>ke MOKAOHMACA HUIL M CTEAET
oJesiHIe Ha AOPOTY, TOTJa Kak ocauiia Ha Heé cryraeT. CyKIleCCMBHOCTh COCTOUT
B TOM, YTO IO/AOKEHIe I1AaThs sIBA€HO Kak AuddepeHInposanHas mo ¢aszam
110CAe0BaTeAbHOCTh ABMKEHUI, a CMMYABTaHHHOCTh COCTOUT B TOM, 4TO pas-
Hple (asbl IIPOTEKAIOIIero ABVDKEHNS pPelpe3eHTHPYIOTCA B TOM MAM MHON
Mepe pasHBIMH IIepCcOHa’KaMU: TOTJa, KOrda A copeplaeT 9To, B cosepiraer
TO; Korda A u B cosepmaror »To 1 3710, C coBeprrtaet To; Korga A, B u C cosep-
IIIAI0T 9TO, 9TO U 3TO, D cosepimaet T0 (A, B, C 1 D, HO He Kak B XxpoHO(OTOTpa-
b — A, A, Au A). <...> Kak uror, 4>KoTToBCcKOe nsodpakeHne Bxoaa Iucyca
B llepycaanm aAeMOHCTpUpPYeT JABa IPOTMBOHANpPaBAEHHBIX MMIIyAbCa ABVIKe-
Husa. OAUMH IPOXOANUT cAeBa HAIlpaBoO, a TakK’kKe CHU3Y BBepX, APYroil — cIipasa
HaJeBo, a pasHO — ceepxy BHHU3. OOa cogep>kaT B cebe AaHHOCTM IIPOTEKaHMS
U JaHHOCTM CIIeHIYecKOl OAHOBPeMEeHHOCTU — B JOCTYIIHOM CO3epIjaHIUIO eAVIH-
cTBe. <...> Pemalonum 445 CMHTe3a BpeMeH! 11 MOMeHTa IIPeACTaBAsIeTCs] MTHO-
BeHHas ocTaHOBKa IleTpa — IO OTHOIIEHMIO K IIecTByIOlIeMy BIlepean Vucycy.

" TaxoBast, ¢ ToukH 3penust Mmpuaist, HaGmonaercs y Mapcest romana. — C.B.
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MrHoBeHHas 1 HeOXIUJaHHas ocraHoBKa Ilerpa osHadaeT KpaliHe onpeaeaéH-
HOe 11 HIJeM He 3aMeHnMoe HriHe repeg aniiom mectsyiomiero Vncyca, gurypa
KOTOPOTO OYeBMAHBIM OOpasoM ¢opmupyer TpaH3uTuBHOe HblHe, B MrpoBom
npocrpanctse Otkyga-Kyga oTkprIToe Ha MHBIE, IIPeAIIeCTBYIOIIE 1 IT0CAeAY-
ome, MoMeHTH. Hecomuenno, mogo6Hoe HampsiKeHue Mexay Hrime mokos
n Hpme apvoKeHusa ApaMaTusupyeT cClieHy IleankKoM. Mexay TeM, 0OcoObIi
3¢ PexT M300paKeHNsT 3aKAIOUAETCSI B TOM, YTO OAHO U TO >Ke BO3JAeVICTBUe
IT0A00HOTO TPAH3UTUBHOTO, OTKPLITOTO Ha MHbIe MOMeHTH HrplHe miecTsyiorero
Mucyca, BO3BMOXKHO MHTEIPUPOBAThL B BRIpaskeHMe 3PUMOCTU ABUTaTeAbHOM KOH-
TUHYaAbHOCTY ¥ OJHOBPEMEHHO, BHYTPHU IIOAPOOHOI DKCIIpeccuy KOHTUHYaAb-
HOCTH, DKCIIOHMPOBaTh €ro Kak Takoe Hrine, yTo B400aBOK eIlé 1 mpeojoaeBaer
TO caMoOe oIlpeAeAEHHOe, «He-TpaH3UTUBHOe» Hpine B ocranoske Ilerpa — ¢ ono-
poIl Ha OIpeeAEHHOCTb. <...> be3yca0BHO, Kocas AMHUA peIlaioliuM odpa-
30M 00yca0BAeHa BA0DaBOK M IIOCPeACTBOM M300pa3uTeABHOIO MecTa, TO eCTh
yepe3 Vmenno-3aece u Vimenno-Hemne IlecTByiommero, HO Kak AMHMS ABVKe-
HIs OHa 00JajaeT OAHOBPEMEHHO 3HadeHMeM, IPeoA0AeBaloIuM (QUKCaIu
10 MecTy 1 110 BpeMeHn. Ta ke camasl Kocast AMHUs YTBEP>KAaeT MeCTO aIloCTo-
AOBU UyJEeB TaK, YTO MX OTAeAbHbIe aKThI-AEJCTBUSA — MIHOBEHHAas OCTaHOBKA,
a paBHO M HaCBHIIIIEHHOEe AeVICTBUAMU ITOKJAOHeHIe — BCerlea0 U OOIIUM 4451 Bcex
CII0cOOOM COXPaHAIOT CyOOpPAMHAIIMIO IO OTHOIIEHMIO K IPNCYIINM IIecTBY-
omemy Mucycy kak Vimenno-3aecs n Vimenno-Hrine, Tak u Ilpe6nsannio Ero
B nyTn. Pasandnsie criocobn1 BecTu ceOsl, CBOMCTBEHHBIE allOCTOAaM U MyAesIM
B ux lIMmenHno-34ecy n VimenHo-HsIHe, 3apUKCUPOBAaHHBIM C IIOMOIIBIO KOCOIA
AVIHIM, CyTh He 00/ee KaK MOMEHTHI TOJ caMOIl BCé OXBaTBIBAIOIIeN ABUTaTeAb-
HOJI KOHTMHYaAbHOCTH IIecTsyioIero Mucyca, BHyTpu xotopoit u Ero Vimenno-
34ech u Vimenno-HpiHe — camMu AMIIb IIperHaHTHBI MOMeHT. bes Kocoit anHum
9Ta BOMCTUHY KOMIIAeKCHas DKCIpeccus He Oblaa OBl 3agaHa: IlepeceKaloIras
nsoOpasuTeAbHOe II0Ae KOocas ANHUS OllpejeaseT M300pasUTeABHYIO I103U-
umio mectsylomiero Vucyca Kak TO4HOe, paBHO M HeOOXOAMMOe, U aKTyaAbHoe
Vmenno-3aecs n Vimenno-Hrine; ona omocpedyeT MMOg00HOe aKTyaAU3UPYIO-
iee onpegeaenue 1o mecry u speMmenu IllecTByionjero ¢ moMompb0 KOHTUHY-
aapHOI 9Kcnpeccuu Ero apyokenmst kak HempecranHoro Otkyaa-Kyaa, m ona
OOHapy>XK1BaeT HeIIPeCcTaHHOCTh DTOIO ABVIKEHMS KaK ITPOIecC, BBIXOAIIINIA
3a Ipejeanl BceX B 0OpaTHYIO CTOPOHY HaIpaBA€HHBIX M CTOAD >Ke aKTyaAbHBIX
MOMEHTOB, IPUCYIIMX KaK MCITyTaHHOI OCTaHOBAEHHOCTH, TaK U 0.1aroropeiHo
PacIpoCTEPTOCTH, IIPM TOM YTO OXBATBhIBAET U HTOT MOMEHT ToKe. HeBo3MOoKHO
B akTtyaabHOM VImenno-3geck n Vimenno-Heine mecrsyromero Vucyca muspaedsn
TPaH3UTUBHOCTL Ero AByoKeHus u3 ero HempecraHHocTu. VIMeHHO HempecraH-
HOCTh IIeCTBUS BIepés akrTyaausupyerca B Vimenno-3aech u Vimenno-Heine
mecTByionmjero lucyca, 1 MMEHHO aKTyaAbHOCTh HEIIPeCTaHHOCTM — CYIITHOCTD
u crenuduyeckoe omnpeseleHre oOpasHO MpPeACTaBAE€HHON CIIEHBI: M300pasKe-
HIe /J’KOTTO 00pa3Ho ABAsET B DKCIIPECCHU MIHOBEHIE OKa, aKTyaabHOe B CaMOM
Hrme, sxoxgenne Mucyca B Vepycaanm — Kak COOBITHE HEOTBPATMMOI HeoO-
XOAMMOCTH, CBsIeHHol mcropun. IlpuxocHosenme Hmmba Mucyca k msodpa-
3UTEABHON AMaroHaAll — 9TO TO CaMOe, YTO KacaeTcsl MHBAapMaHTHOM M Bcelje-
A0M CTPYKTYPHI TaK M HUKaK MHa4ye OTPaHMYEHHOIO M300pasmTeABbHOTO IO
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baarocaosasiomas pyka obo3HadaeT 3040TOe CedeHIe, XapaKTepusyloliee 130-
OpaskeHne IO IMpUHE M MapKuUpyeMoe — B 0OpaTHOM cIIocoOe NMpOYTeHMs —
r0/0BO¥ OCAUIIB], @ TaK>Ke IIpaBbIM cOOpIINMKOM Bauii. Ha amnmm sToro 30a0toro
CeyeHUsl pacrioJaraercs U roaoba IlepeaHero nyaesl, y>ke pacipoCTéPTOIO HUIL
niepes Vucycom. Jepeso c coOupareseM Bauii caeBa U CBOOOAHO CTOSIINIT KOH-
TYp T'OPOACKOII OaIllHM yJaAeHbl Ha paBHOE PacCTOsIHME OT KaXKAOM M3 TpaHMI]
n3o0pa’keHns, Torda Kak HMMOBI OOepHYBIIMXCS allOCTOA0B AOCTUTAIOT 30.10-
TOTO CeyeHMs IO BBICOTe M3oOpaskeHms. IIpeoOaasaommm sABASETCS ITEHHOCT-
HBIII IIOKa3aTeAb KOCON AMHNY, IepeceKaloliell n1300pasuTeAbHOe MOA€e U OTIIe-
9JaTaHHON B CaMBIX Pa3HBIX M300pasMUTeABHBIX Belllax, IIPUYEM DTOT ITOKazaTeab
caM KOMILAeMeHTapeH HMCIaAaiomell AMHAY, 4TO I10Ay4aeTcs M3-3a Pa3HUILLI
B BBICOTE ABYX PacCIOJAOXKMUBIINXCSI B AepeBbsix coOmpateaeii Bamit. Cumcrema
AVHEIHBIX TI0/1€ell COpasMepHBIM 00pa3oM oIpeaeaseTcs IOCPeACTBOM OOIIel],
OPMEHTUPOBAaHHOI HalIpaBO CTPYKTYpPbl KOHBepreHunu. Eif COBMeCTHO COITpOTHB-
ASIIOTCS U €€ IIPOPBIBAIOT KaK TeHAECHIIUN IIPOTUBOIIOAOXKHBIX HallpaBAEeHNIA, TaK
1 oOpaTHBIe COIPOTUBAEHNS: HAKAOHBI IIPUBETCTBYIOIINX yAeeB, paBHBIM Oo0pa-
30M — AuMaroHaam Aepesbes 1 ¢urypa llerpa caesa 1 ropoackoit GamrHm crpasa.
<...> JAxoTToBCcKOoe n3odOpakeHne «Bockperenus /lasapsi» 3amedaTaeHO I1AaHN-
MEeTPUYECKON KOMITO3UIINEN, B KOTOPOV KOMHIUAUPYIOTCS Pa3AUYHbIe, OAHAKO
APYT ApyTa AOIIOAHSIONINE ITAaHUMeTpudeckue cxembl. OgHa cxeMa 3aKAlO4deHa
B y>Ke OIIMCAHHBIX ILAOCKOCTHBIX OTHOIIEHUAX MeXAy ¢urypoir Vucyca n nso-
OpasuTeAbHBIM 10AeM, Oaarogapsi KOTOPLIM PUIypa aKTUBMPYeT U300pasuTeanb-
HOe I104e KaK 004acTh CBOel aKIJMOHaABHOCTU M OJarogapsi KOTOpEIM (urypa,
IpeojoAeBasl ®TY OTHOILIEHMS, OPTaHM3allMOHHO COOTHECeHa C TOM IeAO0CTHOM
CTPYKTYPOI1, BhIpakaloleil (popMaabHO MHBapMaHTHYIO, IPOBUAEHIIMIOHAADL-
HYIO He0OXOAMMOCTE, KOTOPYIO OHa Ke caMa U COKOHCTUTyupyert. Jpyras cxema,
OILATH Ke, — CUICTeMa AMHENHBIX 1moeit. OHa OTKPHIBAeTCs U3 AMHUI U 1I€HHOCT-
HBIX TIOKa3aTeAell HalpaBAeHUil PpUIYPHl ¥ AaHHOCTHU Bellell, KOTOpble Ba>KHBI
AAs1 COOBITII, €T0 TeMIIOPaAbHO Pa3HBIX (a3 ¥ ero A0KaAM3aljuM: M3 OTBECHBIX
aviani uryp Vuncyca n Zlasapsi, 13 KOCBIX AMHUI HaATPOOHOTO KaMH:I ¥ TPYIIIIEI
KOAEHOIIPEKAOHEHHBIX JKEeHIIMH, a PaBHO — M U3 KOCOM AMHUM MOTIMALHOTO
xoama. Ilocaegnsas amnmsa cama mo cebe — AMIND JaHHOCTH CIIEHOIIOA0OHOI
0KaAbHOCTHM, HO IIOMMMO DTOTO — IIeHHOCTHBII 1300pa3uTeAbHBIN ITOKa3aTeAb,
BAACTBYIOIINII B M300pakeHNN U Ja>kKe ONpeseAsIONInil CUMYyAbTaHHEBI 0030p
11e40TO, KOTJa TOT IpoTeKaeT MHapalleabHO K M300pasuTeAbHON AMaroHaAll.
JuaroHaan yAep>KmuBaioTcst He 4451 ceOsl, HO TOABKO pajyl COOTHECEHHOCTH C M30-
OpasnuTeABHBIM I104€M, HPOMIOPIMOHMPOBAHHBIM TOJABKO TaK UM HMKaK MHade.
MNzoOpasuTeapbHoe 1104e, IPONOPIIMOHMPOBAaHHOE TOALKO TaK M HUKAK MHaue,
COBOCIIPMHMMAETCsI KaK TOTaAbHOCTL U B CMMYABTAaHHOCTHM, KOTJa BOOOIEe BO3-
HIKaeT HeoOXOAMMOCTh BOCHpPMHMMATh AmaroHaas. Ilpm ToM mnpeobaasaio-
jas Kocasl HallpaBA€HHOCTh AMHUYM MOTMABHOTO XOAMa He CMOTPUTCS KaK O4HO
11eA0e HI C KaKoil MHOM ¢purypoii, kpome ¢urypst Vucyca, nbo sra purypa xax
HJ O4Ha MHas He IPOTUMBOCTOUT KOCOV AMHIUM, ¥ OHA XK€ IPeoJ04eBaeT B CBOEM
rocaeAyIiomieM pacIpocTpaHeHMM YKe B BUJe MHBIX QUIYp TO pasjeleHnue
Mexxay HeOom m 1japcrsom 3eman, 4to 3adaé€Tcs AMHMEN MOTMABHOIO XOAMa.
Brioane BO3MOXKHO y3peTh B KOCOM AMHMM MOTMABHOIO XOAMa M B OTBECHON
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AvHym urypsl Vincyca AOMMHMPYIOIe I1eHHOCTHBIe DKBUBaAeHTHl HallpaB/e-
HII1, GOPMUPYIOIIUX CIICTEMY AMHEIHBIX I10ei1, TeM 6oaee uto ¢urypa Vucyca
0aarogaps cBOell M3BATOCTU pellpe3eHTUpPYyeT BepTuKaab KaK HU O4HA Apyras
¢urypa. OcraapHble 4JaHHOCTH, IIpeJaaraeMble CUCTeMOI AMHEIHBIX TI0Aell, 104-
YYHEeHbI TeM CaMBIM AOMUHUPYIOIIMM HaIpaBA€HUAM, 4TO 3aJaloTCsl AMHUEN
MOruApHOro Xoama u ¢gurypoii VMucyca: orsec Gpurypsl /asaps napaaieaeH sep-
Tukaay ¢urypsl Vucyca, HaKAOHHasI AMHUA TPOOHIYHOTO KaMHs HapadleabHa
KOCOJ AMHUM MOTMABHOTO XOAMa, a AMaroHaAb I'PYHIIBI KOAEHOIIPeKAOHEHHBIX
JKeHIIVH B COeAMHEeHNN C AMHMeN MOTMABHOTO XO/AMa, a paBHO — HaAIPOOHOTO
KaMH:, oOpasyeT OT4Yé€TaAmBLIe yraosbsle gopmbl. Ompejeasiemas ITOCPeACTBOM
CHCTeMBI AMHENMHBIX I10Aeil M B OCODEHHOCTM — Jepe3 HallpaBAeHMs MOTUAD-
HOTO X0aMa 1 ¢urypsl Vucyca — naaHnmeTpuyeckasl CuMyAbTaHHasl CTPYKTypa
3a4a€T obpaMaeHne, BHYTPU KOTOPOTO — IIPM COAEVICTBUN TeX CaMBIX M300pasn-
TeABHBIX IIPUEMOB, YTO MMEIOT B BUAY IPOCTPAaHCTBEHHYIO TAyOMHY M JKeCTHKY-
AAINIO, — OCyIIeCTBAsIeTCs AV PepeHITraniis CIIeHbl COIAacHO pa3ANdaloniMcs
BO BpeMeHH COOBLITMITHBIM (pazaM. Bcé mpomcxogsinee BKAIOYEHO B ILAaHMMe-
TPUYECKYIO CMMYAbTaHHYIO CTPYKTYPY M300paskeHNs 1 TeM CaMBbIM ITOAYMHEHO
HOPMAaTHUBHBIM I]eHHOCTHBIM DKBMBaJleHTaM HaIlpaBAeHNI, 3aJaBaeMbIX AMHUEN
MOIMABHOTO X0AMa 1 ¢purypoi Vucyca: Kpukm >KeHIINH, yAadeHue Haarpoo-
HOTO KaMH:, siBAeHue /lazapsl BKyIle C OCBOOOXKJeHMeM ero OT HorpebaabHBIX
neaeH. ITog00HbIT TOPsAOK CAeAOBaHNS COOBITUITHEIX (pa3 COOTBETCTBYeT TEKCTY,
IIpY TOM 4YTO BCAKUIL pa3 popMaabHas CMMyAbTaHHAs CTPYKTypa M300paskeHms
€ro OXBaTbIBaeT M BCAKMIL pa3 MoA00Has CUMYABTaHHOCTD M300paskeHNs OTAnda-
eTcs OT cykieccry Tekcra. Ho B kauectse popMaabHOI CTPYKTYPBI CMMYABTaHHO-
CTV M300pa’keHne B CHATOM BIJAe COAEPIKUT B cebe 11 MHBIe BO3MOSKHbIE ITOPSAAKIA
cAezOBaHNs, 3aJaloIlye co3epliaHMe ¥ COOTBETCTBEHHO OCTalOINecs: COOTHe-
CEHHBIMM C TeMM CaMBIMU TOCHOACTBYIOIIMMM II€HHOCTHBIMIU SKBUBaJe€HTaMIU
HaIlpaBJAeHMI, 3ajaBaeMBIX AMHMEN MOTIMABHOTO XoaMa u ¢urypoit Mucyca.
Tax, cozepriaHnIO 403BOAUTEABHO YBA3BIBATh B €4HOe OTHOIIIEHNE C TOCIIOACTBY-
IOIIMMH HaIllpaBAEHNUAMI CVICTEMBI AMHEIHBIX I104e — PV M3BeCTHOM UTHOPU-
PpOBaHMM KOCOI AMHMM KOJEHOIIPeKAOHEHHBIX KEHIIUH — IIPerMYyIeCcTBeHHO
KOCYIO AMHHIO HaATpOOMs, a TakKe U HaoOOPOT: IPU M3BECTHOM UTHOPMPOBa-
HUM KOCOV AMHMM HaAIpOOMS — IIPeMMYIIeCTBEHHO KOCYIO AMHUIO KOJeHO-
MPeKAOHEHHBIX >KeHIINH, ¥ POBHO B TOM >Ke CTeIleHNM BO3MOXKHO — IIPU MIHO-
pUpOBaHUM STUX OTHOIIEHMII U HpeXAe HUX — TeMaTHdecky BHeCTM B IIoJe
3peHns (POpMaAbHYIO KOHCTeAASIIMIO MeXAy llucycoMm, AmHMelrl MOIMALHOTO
xoama n Jazapem. Ilopsaka caesosaHusa moA0OHBIX MOJAABHOCTENl co3epIlia-
HIs, TIPeAINICAHHOTO <TOABKO> IAaHMMeTpuell M300pa’keHns, He CyIlecTBYeT.
To, 4To B 0O4HOM HOpsIgKe CcAej0BaHMs CO3epIiaHNs TpeThe, TO B APYIOM — IIep-
BOe MAU BTOpOe, — IIPM TOM, 4YTO TaKasl HeOAMHAKOBOCTL BHYTPU TOM XPOHO.0-
IMM COOBITUIIHBIX (a3, 9TO 3a4aETCsl TEKCTOM, TeM He MeHee, CIABI He AUIIaeTCs.
HanpuMmep, BockaMIalioIe >KeHIIVHBI HaIpaBAeHUeM CBOMX B3IASA0B, DKC-
IIpeccueil >KecToB ¥ IIPOCTPAHCTBEHHOI JA0KaAM3aruer OO0O3HAavYaloT IIOBeje-
HIe, TIpeAIIecTByIONlee akTy 4yJa, COOTHEeCeHBI AM OHU B CO3epliaHMy M3o0pa-
3UTeABHON IIAaHMMETPUM C e€ TJAaBHBIMU HallpaBAeHNUSIMU B IIePBYIO ouepeab
AU B TTOCA@AHIOIO: AXKOTTOBCKOE M300paskeHne — 9TO TaKasl BU3yadbHas TOTaAb-
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HOCTb, B KOTOPOI pa3HOOOpa3HLIe CyKIlecCuy, COOCTBEHHO — paccKasa 1 co3ep-
IaHMs M300paskeHns — APYyT Apyra MHOTOYacCTHO OIIOCPeAyIOT COTAacHO HOpMe,
ompeJeAseMOll TeMU CaMBIMU TOCIIOACTBYIOIIIMMM HaJ, BCeM IIeABIM HallpaBae-
HUEeM AMHUM MOTMABHOTO XoaMma u ¢urypoit Mucyca. VimeHHO B 9TOM caMOM
B3aMIMOIIPOHMKHOBEHIM Pa3ANMIHBIX CYKIIeCCUIl CUMYABTaHHOCTL ceOs 1 ABASET,
u peaansyert. V1 Obi10 OBl OIIMOOYHBIM IOHMMATL BTy CTPYKTYPY CHUMYAbTaH-
HOCTM KaK ANINb (POPMAABHBIN, CUHTAKCUIECKUIT M300pasUTeAbHBIN DPPEKT.
B Goabpmreir crereHM BCE CHMHTAKCMYECKOe 3HAYMMO MCKAIOYUTEABHO C TOYKHU
3peHns cogep>kanus. V0o Kocast AMHMS MOTMABHOTO XO0AMa — 9TO HEBO3MOXKHO
He 3aMeTUTL — BMeIllaeT >KecT Vmcyca, oHa ero HmOTeHIUpPyeT U IIpoelupyer
Ha 1300pasuTeAbHOe 11e10e, IOAYMHSS eMy B KaueCTBe O4HOTO U TOTO >Ke BhIpa-
SKeHIsI BAACTH BCE pa3AndHoOe. SICHO, YTO AMHMSA MOTMABHOTO XOAMa B DTOM (PyHK-
UMM YCUAEHUS SKeCTUKYAAIIUM YKe He MOXKeT OOCY>KAAaTbCsl MCKAIOYMTEeABHO
C TOUKM 3peHMsl e€ BellHO-IIpegMeTHOro o3Haumpanus. JKecr VMucyca n cumyan-
TaHHO O0O3pMMas M300pasuTeAbHas TOTAAbHOCTb, KaK TOABKO TaK M HMKaK
He JMHade IPOINOPIIMOHMpPOBaHHOe 1300pa3uTeabHOe 104e, He JOAXKHEBI — C y4é-
TOM OITOCPeAOBaHNsA CO CTOPOHBI KOCOi AMHUM MOTMABHOIO XOJAMa — paccMa-
TPUBaTLCA OTAEABHO APYT OT Apyra. ITponcxoasiee B ToM 4mcae u BCAKUIL pas,
U B CO3epIlaHMM M300pakeHIsl B TOM 4lCAe U BCAKUIT pa3 ycMaTpuBaeMoe, — 9TO
BCE IMEHHO TO, YTO, OyAyur 00beMAeMBbIM 1 IOAYMHAEMBIM I11aHUMeTPUIecKO
U CMMYABTaHHO OOO3PUMOII I1eABHOCTM M300pakeHus, oObeMAeTcsl U I0A4N-
HsIEeTCs TAaKOBOJ B KayeCTBe BhIpakKeHMsI BAACTH, 3aKAIOU€HHOTO B >KecTe Vcyca.
Bce ¢ Touku 3peHns BpeMeHn pasHble (paspl COOBITI BOCKPEIIIeHNs U BCe C TOYKIU
3peHNs] BpeMeH! pas3Hble MOAA/ABHOCTY CO3€pIIaHMs DTOIO COOBLITMS OCYIIecT-
BASIIOTCSI I OAHOBPEMEHHO IIPeBOCXOAATCS depe3 11eA0CTHOCTh M300pakeHus],
a paBHO — yepe3 BhIpaskeHle BAacTH, 3aKAI04€HHOoe B KecTe Vucyca. ITpu B3rasae
Ha AKOTTOBCKOe M300pakeHrie HEOOXOAMMO TOBOPUTH O HarAs4HOM BCEIIPUCYT-
CTBUM U HarAs4HOM BceMoOTyIecTse >Kecta Vncyca, 00 a-XpoHMdeckoii, Bcé Bpe-
MeHHOe ITPOHM3BIBAIOIeN 1 BCé cOOO0I peAATUBU3UpPYIOITell PpyHiaMeHTaAbHOI
ONIIO3UITUN MeXAy MUPOM M bBokecTBeHHOI CmAOl IpejorpejedeHusd. <...>
B Tom camom BrIpaskennu BaacTu Vmcycosa >kecTa, KOTOpoe pa3AndHble COOBI-
TUiHbIe (assl ¥ MOAAABHOCTY CO3epIIaHIsI KaK PeaamnsyIoT, TaK M IIPeBOCX0AMIT,
AKOTTOBCKOe m3oOpakeHne Bockpemenns /lasaps Haras4AHO AeMOHCTPUPYeET
CHHTe3 CBepXBEPEeHHOIO HaCTOSIIIIETO ¥ TeUeHNsI BpeMeHN. Y Ke DTOT CUHTEe3 CIIO-
cobeH NpeosoaeTh BCe KaTeropmaabHble (POPMBI BpeMeHM, HO OAHUM TOABKO
UM BCs CTPYKTypa BpeMeH!U B M300pa’keH!M eIlé HU B KOell Mepe He cXBadeHa.
Y>Ke roBOpMAOCH, YTO B AXKOTTOBCKOM M300pakeHmm ¢urypa Mucyca B coeit
0OpaTHO ITOCTaHOBKe CTYIIHel (B M3BeCTHON Mepe ellé) HallpaBAeHa Ha TPYIIITy
YMOASIONIMX >KeHINH, a B IIOBOPOTe KOpIlyca M B KecTax (B M3BECTHON Mepe
yxe) — Ha /azaps. Ho ouesnanbiM oOpaszom oOpaléHHas Hasaj CTYIIH:A yCHU-
AVBaeT MHTEHCUBHOCTh M >KecTa KaK TaKOBOIO, B TO BpeMs Kak 0OyCAOBJAeH-
HBIe €I0 Ke M3IMObI CKAaAOK IIPMAAIOT HaIlpsDKeHMe Bcell (pUIype IeANKOM.
W B 9TOM HanpsikeHnn QuUIypa 1 eé >KecTsl ABASIOT ceOsl B BhIPaskeHNI ABVIKe-
HI, AOCTUTTIIETO cBoell KyabMuHanuu. C 04HOM CTOPOHBI, TO €CTh B KOHTeKCTe
OIIMCAHHON Bcelleaol Kommosuiiuy, ¢gurypa Mmcyca oOpasHo mpeacTaBaseT
CBepXBpeMeHOe, IIpeogodeBalomiee Bce cyKieccnu IlpucHo, koraa eé (purypsr)
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SKeCTUKYASLUS HarAsAgHO COTPyAHMYAeT C TOM CaMOW AWHMEN MOTUABHOTO
X04Ma, YTO CBA3BIBAaeT BOEAMHO U HajeAseT CHMMYAbTaHHOCTBIO M300pasuTelb-
Hoe 11ea0e. OgHaKo >Ke caMa IO cebe, TO eCTh B BHIPaskeHN! KyAbMMHAIINY CBO-
ero asyokeHns, purypa Vucyca obpasHo mpecraBasieT MOMEHTaABHYIO aKTyalb-
HOCTB, €CAM BhIpa’keHue Ky/AbMUHAIMM BCETAa €CTh M BhIpa’keHNe aKTyaAbHOIO
Vmenno-Hrine. PesioMupys1, MOSKHO cKa3aTh, YTO B A’KOTTOBCKOM M300paskeHnNn
aBAseT ceOs mpucymiee ¢urype VMucyca Haa-Bpemenem, o6bpeMaromniee temrio-
paabHbIe CYyKIIeCCUM U OIIOCpeJ0BaHHOe akTyaabHbIM Bo-Bpemenn, npuyem sme-
cre ¢ Bo-Bpemenu — B npucymeit Kyabmunauyuy Vimenno-Heine. Het comuennis,
9TO 1M0A00Has KOMILAeKCHas CTPYKTypa BpeMeHH, B KoTopoit Teyenne-Bpemenn,
IIpncrno n MrHosenne-OKa IPOHUKAIOT APYT B Apyra, OCTaércsl HeAOCTYITHOI
AAST BCAKOM SI3LIKOBOM M B KadecTBe s3BIKa — CaMOM HeoOXOAMMO CyKIIeCCHB-
HOJl — pempe3eHTallM, — B TOIl Mepe, HACKOABKO IIOAHO B KOHTeKCTe M300pa-
JKeHUs M TOABKO B HEM DTa CTPYKTypa CIIOCOOHa AOOMTBCA ®BUAEHIMM. <...>
AXoTTOBCKOE M300pakeHne «Bockpemenus aszaps» <...> — ®TO TaKoe Ipea-
AOXKeHMe AAs 3PeHis, KOTOpoe HUKaKMM CIIOCOOOM HEeBO3MOXKHO 3aMeHMTD
BHe-MKOHIYEeCKUM 3PUTEALHBIM IIpeAA0>KeHNreM ¥ HMKaKUM CIOCOOOM — IIpo-
YUMM y>XKe IpeXKje MPUBHECEHHLIMI OIIBITHBIMIU OXKUAQHMAMM, OOYCAOBA€H-
HBIMM, HampuMep, pacckazoM. KoHedyHO, A’KOTTOBCKOe M300pa’keHNe CBI3aHO
C HappaTMUBHBIM TEKCTOM JVMEHHO OTYETAMBON AnddepeHnnanyeil CIieHsl
Ha pasAndHbple coObITMIIHBIe (aspl. TekcTyaabHas pedepeHIUs — He 00CyKJa-
erca. OaHako ke BCé paBHO M3O0pa’keHNUe B KadyecTBe OIMCAHHOIO IIpeAaoKe-
HIUS A5 3peHIs y>Ke He MOXKeT OBITh IPOCTO HOBEPHYTO Hasad — B CYKIIeCCUIO
CBOETO IIpe43alaHHOIO TeKCTa; HalIPOTUB, OHO TPaHCLEHAUPYET CBOIO TeKCTyaAb-
HyIO pedepeHIINIO. Perraronm okasbiBaeTcss KOMILIeKCHAs CTPYKTYpa BpeMeHI.
W ecan gaxxe u caeayeT AOIyCTUTH, YTO CO3HaHME OOXKeCTBEHHOTO BCEMOTYIIje-
crBa Vucyca — 910 nIlepegasaemasi ¢ IIOMOIIBIO TEKCTa, TaK CKa3aTh, YBEPEHHOCTD
Bephl, IIpeAIIecTBYIONIasl B TOM 4YlicAe U A’KOTTOBCKOMY M300pa’keHNIO, TO, TeM
He MeHee, TOABKO M300pa’keHMIO IO CudaM II0A00HOe BCeMOTYIeCTBO Iepese-
CTM B YyBCTBEHHO-HArAsgHoe BhIpa’keHNe BHe-KOH(AMKTHONM KOMHIIMAEHITU,
BKatodatomeii Ilpucuao, Teuenne Bpemenn n Mraosenne oxa. OgHako ke, Kak
TaKMM CIIOCOOOM M300pa’keHue TpaHCLIEHAMPYET CBOIO TeKCTyaApHYyIO pede-
PeHIINIO, TaK >Ke TOYHO OHO IIpeojoeBaeT U CBOIO peepeHINIO IIpeAMeTHYIO.
B A>x0oTTOBCKOM M300paskeHNy AMHIA MOTMALHOTO XOAMa IIpejcTaBaseT coOoIi,
BO-IIEPBhIX, IOKa3aTeAb CLEHNYECKON AOKaAbHOCTU. BO-BTOpBIX, OHa sBASETCS
IIEHHOCTHBIM DKBMBAaJA€HTOM, KOHTPOAMPYIOUIMM M300pas3UTeABHYIO ILAaHNMe-
TPUIO U CTUMYAMPYIOIIUM CUMYAbTaHHBI BCelleAblil 0030p 9TOi caMoil Ilda-
HUMETPUM, U, B-TPETbMX, B KauyecTBe TaKOBOIO — CaMbIM IIPeAEAbHBIM yClUAe-
HyeM Vucycosa >xecta. B cBomx mocaeanmx AByx 13 Ha3BaHHBIX (PYHKIIVI AVHIS
MOIMABHOTO X0AMa — (paKTOp KOMILAEKCHOM CTPYKTYPBI BpeMeHM, Ubs Harasj-
HOCTb IIPEeBOCXOAUT M300Pa3UTeAbHYIO CHUAY S3BIKa U TeM CaMBIM — BCAKYIO
TeKCTyaAbHYIO pedepeHINIO: TeKCTyaabHas pedepeHIus TpaHCIeHANPYeTCs
04arozapst IIpeBOCXOAIIEl MpeiMeTHOI pedepeHINH, a IpeiMeTHas pede-
peHIMs TpaHCIeHAMpYyeTcs: 0aarogapsl IPeBOCXOAsIell TeKCTyaAbHONU pede-
peniun. <...> Vzobpakenme y />KOTTO HOKa3biBaeT OOAbINle, yeM CKa3hbIBaeT
TekcT. <...> IIpocTpaHCTBeHHYIO AVMCIO3UIINIO MHO3BOAUTEABHO IOHMMATh Kak
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BbIpa’keHue IIOTeHIIMalda BpeMeHM, KOTOPbBIiI CBOAUTCS BOEAMHO OAHUM U TeM
ke >xectoM ucyca: B ero ppoHTaABHOI, IIPSMOI POCTPaHCTBEHHOI OpMeHTa-
LMV Ha BOAOHOCH! VIMCyCOB >KeCT — BhIpa’keHue MOMEHTa 4yAa KaK aKTyaAbHOTO
Vimenno-HbriHe, a B €10 Kak pa3 HeIPsAIMOM OTHOILIEHMM K ACVICTBMSAM CAYT U pac-
HOpAAUTEAS TIMpa OH CBs3aH C MOMeHTamMu 40 1 nnocae Hemne-Uyaa. V1 onu Toxe
MOAYMHEHHI JKecTy. <...> />KOTTOBCKOe M3o0pa’keHle He TOALKO IIpeACTaBAseT
MOMEHT 4y/a, HO M aKTyaAU3UPyeT ero KakK IUKOBbI MoMmeHT Mexay Ilepea-
Stum n Ilocae-Droro. Ilpraém copasmepsieTcss 0OpasHO IIpeACcTaBA€HHOe BhIpa-
>xeHne spemenn Ilepea-Ortum, Vimenno-Heme u ITocae-Drtoro coraacHo Kpure-
pUAM HOPsAMBIX UM HEIIPSIMBIX IIPOCTpPaHCTBeHHBIX oOTHolleHui. HopmarmusHo
OKasbIBaeTcs IIpsiMoe oTHoIIeHNe Kak Vimenno-Heine. ViTak, peub nAET He O IIpo-
CTOII BpeMeHHOW IocaejoBaTteabHOCTM Harogobue lImenno-Hseine, Ilosanee
n Emé Ilosanee, a, KOHEYHO >Ke, O HOPMaTUBHOM, TakK cKa3aTb, VIMenHo-Hoine
KaK peAsllMOHHOM ®KBUBadeHTe, oTHociAmeMcs K Ilepea-Drum u Ilocae-Droro.
To, yro Mucycos >XecT rocnoAcTByeT Haj, BCeleAON CIIeHON 4yJa, CTaHOBUTCSA
OTYETAMBBIM Ha OCHOBaHMM BCEIO MHO>KECTBA HallpaBAEHHBIX MIMITYAbCOB, U Aeli-
CTBYIOIIMX ILAQHMMETPUYECKH, TO eCTh He TOABKO IAyOMHHO-IIPOCTPaHCTBEHHO,
U TIPOHM3BIBAIONINX 1300pasnUTeAbHOE I104€ IO €To IupuHe. <...> JItak, 4TOObI
IIOBTOPUTL M AOIIOAHUTH Y>Ke CKazaHHOe: KaK KaXkJoe OTJeAbHoe M300pakeHne
0aarogaps TOABKO eMy IMPUCYIIell KOMIIO3UITMOHHON HeOOXOAMMOCTM OKa3bl-
BaeTCsl BBIPaKeHNEM 3PUMOCTU IIPOBIAEHINAABHON COOBITUITHON HeOOXOAU-
MOCTH, TOYHO TaK >K€ OHO SIBAseT ce0s TOMIMO TOTO — B KOHTEKCTE, CO34aHHOM
I1ocAeA0BaTeAbHOCTHIO BCeX M300pakeHnit, — 6.1arodapst BCE TOI Ke KOMITO3UIIN-
OHHOII HEOOXOAVIMOCTH, BBIpa>kKeHIEM 3PUMOCTY HeOOXOAUMOI U MPOBIAEHIIN-
aABHOI COOBITUITHO XpoHOAOTUN. (S. 61-62, 64-65, 70-74, 78-79, 83)

[MPVAOXKEHME VII

Camo coboit pasymeeTcs, 4yTO M300pa3uTeAbHOe MCKYCCTBO He oDecredn-
BaeT HMKAKOIO IPOTEKaHUs BO BpeMeHI, I, TeM He MeHee, OAVH COBCEM MHOIO
poJa BOIIPOC MMeeT MeCTO OBITh: KaKylo paboTy coBepIiaeT M300pasuTeabHOe
BpeMsI, BBI3BaHHOE K >KM3HU C IIOMOIIBI0 POPMAABHBIX CTPYKTYP LI€AO0CTHOCTU
u cumyapragHocTu? He ocBoOOXKAaeT AM OHO OT BpeMeHH, IPUBOAs K BHEBpe-
MEHHOJ, TaK CKa3aTb, OAHOBPEMEHHOCTH, KaK pa3 Te caMble AeVICTBUS M A0KaAN-
3alMy 3a4eViCTBOBAHHBIX QUIYP, UTO Ha YPOBHE MOTMBA yKasblBaIOT Ha PasHOO-
OpasHble «BpeMeHHOCTU»? llam OHO, ®TO M300pasuTeAbHOE BpPeM:s, CIIOCOOHO
OBITH BBIPa’KEHMEM IIPEBOCXOAAIIETO BpeMs, CBepXBEMEHHOIO, TaK CKasaTh,
Bce-Hacrosmero, B KOTOpOM BO B3aIMOAENCTBUI 1 B CHATOM BIAE COAEP KaTCs
AEVICTBMSL M AOKaAusauyy QpUIryp, pasAndHble C TOUKU 3peHMs BpeMeHu? Uro
KacaeTcsl BBIIIEYKa3aHHON MHTepIIpeTalluy AKOTTOBCKON CIIeHbI, M300paka-
romert Bockpemenns /asaps ¢ eé MHOTMMI MOTHMBMPYOIIMMU (a3aMy, — TakK
9TO TO, UTO M300pa3NTeAbHOE BpeMs IMpeAcTaBAsieT co00il cBOOOAHOe OT IIpo-
TeKaHJsI nunc stans, KOTOpoe — IapaA0KCaAbHBIM O0Pa3soM — B KadecTBe ITOTeH-

" Peub unér yxe o cuene Cauponl B Kane lanuneiickoit. — C.B.
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IMaja yAep>KuBaeT B ceOe MHOTOJacTHOEe B3alIMOJENICTBME ¥ B3alIMOIIPOHMKa-
HIe Pa3sANIHBIX CUMIITOMOB TEeMIIOPaAbHOCTU: B3aIMOJAEVICTBIE pPa3ANIHBIX
Mep BpeMeHM, HPUCYIIUX M MTHOBEHMIO OKa, M TOMy, 4To ecTsh lIpucHo, pabo-
TaeT COBMECTHO C Pa3AMYHBIMH BO BpeMeHHU (pazaMy HappaTUBHOM CYKIIeCCHI.
Brrpakasich 1300pasuUTeAbHO-CIIEHMYECKN U BHOBb — C ITOMOIIIBIO HEM3OEKHO
IapajoKcaabHBIX (POPMYAMPOBOK, MOXKHO CKa3aTb, YTO OOecIliedeHHOe B HaraAsj-
HOM oToXaectBaeHun Ilpucno m Mruosennsa-Oka BbIpakeHUe BAaCTH, OCY-
mjectsasemMoe VncycoBbIM >kecToM (B caeaylolmeli cxeMe oOO3HaueHHOe Kak B),
B KadectBe IIpumcHO crocoOHO ITepeKpHITh CYKIIeCCMOHHBIE MOMEHTBI CIIeHBI
neankoM: B = (a—b—c), n »T0 BeIpa’keHNe BAaCTU B KauyecTBe MTHOBEHILI OKa
CIIOCOOHO IPMBA3aTh K cede Kak K HopMaTuBHOMY «VIMenHo-Hrine» Bce cykiec-
CHOHHBIE MOMEHTHI: a<—B—c, He aHHyAUpYy:, BIlpoueM, OOyCAOBAEHHBIN Happa-
TUBOM HOPAAOK caejoBaHms a—b—c. ITo400HOI MHOTOKOMIIAEKCHOI CTPYKType
BpeMeHN, OTAMYaIoIleil M300pa3uTeAbHYIO CIIeHy, COOTBETCTBYeT MHOTOCAOXK-
HOCTb OTHOIIEHMII TeX MOJAAbHOCTEll CO3epIlaHMs, UYTO IO3BOASIOT M300pasKe-
HUIO BBICTYyIIaTh B KadecTBe (POPMaAbHONM, CHUMYABTAHHO IIPE3eHTHON IleABHO-
cr. B Toi1 Mepe, coGCTBEHHO TOBOP:I, HACKOABKO CHMMYy/AbTaHHas IPe3eHTHOCTD
M300pakeHnsl 3aKAIO4aeTcs B AeTICTBeHHOCTM MMEHHO CO3/JaHHOM BU3YyaAbHOI
CHCTeMBI (a He TOABKO B (PaKTIIECKOM HACTOSIIEM MaTepMaAbHBIX M CTATUIHBIX
HOCHTeAell M300paskeHNsT), OHa TOXKe OCTaéTCs BCcerda camon cebe MAEHTUIHBIM
ITOTeHITNaA0M, KOTOPLIN peaau3yeT B IPOU3BOABHBIX 1 OOpaTUMBIX (a He TOABKO
HappaTUBHO IIPeAIVCAHHBIX) IT0CAe40BAaTeABHOCTSAX MHOXKEeCTBEHHOCTh CBs3e-
00pasyIoNIMX MIPOIIeCccoB co3epIiaHus 1 CyIyOBIM 00pa3oM yaep KuBaeT — B IIPU-
Bs3Ke K cebe — B Buje mpeod1ajaronieri KOHCTeAASIINI CBOOOAHO U IIUPOKO IIPo-
CTUPAIOIIYIOCS BepTHKaab Vncycosa skecTta 11 KOCYIO AMHNMIO MOTMABHOTIO XOAMa,
NapaldeAbHyI0 AMaroHaaAu M300paskeHMs. B KadecTBe BIM3yaabHON CHCTEMBI
CUMY/AbTaHHO 0003puUMasl I1eABHOCThL (POPMBI M300paskeHMsI BLICTyIIaeT YCAO0-
BUeM 1 ceDs caMoli, M BceX BHYTPU He€ BO3MOXKHBIX cyKijeccuit. Ho ¢ momornio
TOM CaMOI MHO>KEeCTBEHHOCTM OTHOIIIEeHNII, UTO B CIleHe 3ariedaTJeBaeT €€ TeM-
IIOpPaAbHYIO DKCIIPEeCCHIO, AOAXKHBI OyAyT OIIOCpeAOBaHBI VM BKAIOYEHBLI B OIILIT
1300pa3uTeALHOTO BpeMeH! I Te MOAYChI CO3epIlaHMs, YTO OXBATHIBAIOT pa3And-
Hble (popMaabHBIE U IIpeKAe BCETO IAaHMMeTPpUYecKle HallpaB/AeHNsl, CO CBOell
CTOPOHBEI BHOBb I BHOBb COBepIllasi KOHBEPTEHIINIO B M300pasUTeAbHOe IIe/0€.
Camo coboi1 pazymeercs, 4ToO <...> yAep>KMBaeTCs 1 OTHOIIIeHNe B3aMHOI 00y-
caoBaeHHOCTH. (S. 138-139)
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OCHOBHBIE BOITPOCBI CMUMBO/AVKN
KPECTA IOCITOAHSI

B. H. Uabuu

Heboarpmas cratea Baaamvupa Illabuna, HameyaTaHHas B TIepBOM  HOMepe
«IIpaBocaaBHOI MbICcAU» 3a 1928 roa, MOCBsIleHa KOHIIENTyaAbHOMY aHaAU3y CUMBOANYe-
CKMX U AUTYPTMIECKUX aCTIeKTOB MTOYNTAHU KpecTa B BOCTOYHOXPUCTMAHCKON TpaANUITUN.
Kpecr yTBepxaercs B KauecTBe KBMHTOCCEHIIU €BaHTEALCKOTO 0AarOBeCTBOBAHISA, I1€H-
TpaapHOTO 0Opasa Caosa boxmsa. Pazandgaiorcs ceMaHTHdecKre ypoBHM (PYHKIIMIOHUPOBa-
HISI KpecTa B IIPOCTPaHCTBe PeAUTMO3HOIO OIIbITa: DTO U TOT CIIaCUTeABbHBIN A5 deA0Beyde-
CTBa KpecT, Ha KOTOpoM 0511 pacraT I'ocrmoan Vucyc Xprmceroc; n KpecT Kak MKOHIYecKoe
nszobpaskeHne; M KpecTHOe 3HaMeHNe KaK CUMBOAMYeCKoe AeVICTBIe; ¥ KPecT KaK TOJHell-
Imas cMbIcAoBas popMyaa KM3HM, MTOAAeXKalell KOHEYHOMY CTIaceHMIO depes MPUHATHe
cTpaganuii 1 nodeay Haa cMepThio. Takm 00pa3oM, 9TO KpaTKOe pacCy>KAeHne COAeP>KUT
B cebe Maccy (pyHAaMEHTAaABHBIX MAEl, HaIpsAMYIO CBA3aHHBIX C BU3YyaAbHON TeO0JOTHel
BOCTOYHOTIO XpucTuancrsa. Baaaumup Huxoaaesnu Vasun poanacs B 1891 roay mecreuke
Baaaoska Pagomsicanckoro yezaa Knesckori rybeprum, ckondaacs B 1974 roay s Iapioke.
WsBecTHbil pycckuit Cl)]/IAOCOCl), 00OroCca0B, AUTEPAaTyPHBIN Y MY3bIKaAbHBIV KPUTUK, KOM-
no3utop. Bemyckumk Vimmneparopckoro Kuesckoro ynmsepcutera (1917) u Bepannckoro
yamsepcuteta (1925). Ilperogasaa B IlpasocaaBHOM 6OTOCAOBCKOM MHCTUTYTE MM. IIPIIL.
Ceprust Pagonesxckoro B Ilapioke, B BBICIIIX y4eOHBIX 3aBeJeHMsAX bearpaja, a Takke
B ITapmkckoir xoncepsatopun. HekoTopoe BpeMs mpmMBIKaA K €BPasUiiCKOMY JABVIKe-
HUIO B cpeje pycckort smurparun. Passusaa naen o. Ceprus Byarakosa B cdepe copm-
oz0oTHHU. 3aHUMMaAcsA IpodaeMaMy (PUAOCOPUU PEAUTUMN, OMIpeAeAss PeAUTUIO Kak
TPUEeAMHCTBO g0oTMaTa, MuQa 1 KyabTa. Mud, 1o ero ybexeHnio, aHTMHOMIYIECKH 3aKpe-
MASeTCs B AOTMaTe U BEIpakaeTcsl B KyAbTOBOM IpakTuke. B oToit ceasu B. Vabsun mpuja-
Ba/ OTPOMHOe 3HadeHIe BOIIPOcaM AUTYPIUKM U OOrocAy>keOHOI CUMBOAMKI B CTPYKType
peanrnosHoro ommiTa. HeckoabKo KpyIHBIX paOOT OH IOCBATHA M3YY4eHWIO AUTYpIirde-
CKOJI TpaAMIIUM IIPaBOCAABHON LIEPKBMU, a TaK’Ke BOCTOUHOXPVICTMAHCKOIN MKOHOTpaQUIL.
B obmiett kyasTypoaornm Vasun paszsusaa yaeHue o Moppoaornm Kak PpyHaaMeHTe coo-
CTBEHHO 4e10BEeYeCKOTO CIIocoda OBITIS, O «BCEOOIell MKOHOAOTUI» KaK YHIUBEpPCaAbHOI
AOTVKe KyAbTYphl 1 (Bcaed 3a 0. I[TaBaom dPaopeHcknM) oTcTamBaa HPUHIIAI MKOHUYHO-
ctu Beaxoro nosHaHysl. Teker B. H. VMapnHa my0anKyeTcs B coBpeMeHHOIT opdorpadurs,
HO C CcOXpaHeHIeM aBTOPCKOM MyHKTyaIluM U MaHepHl MuchMa. Bocmpoussoaurces Takxke
¢opma cCBIAOK Ha MCTOYHUKM, 32 OAHUM WCKAIOYEHMEM: CCBLAKM Ha TpedecKmil pasgea
ITarpoaornu Muss Bciogy 0003HaueHbI 60.1ee ITOHATHOI COBpeMeHHOMY YiTaTealo abope-
Buarypoit «PG» BMecTo ynoTpe618HHOIO y aBTopa cokparmeHns «Migr.». Taxke ncrpas-
/eHbI BBIABAEHHBIe OTIeJaTKI B TPeYecKMX CA0Bax U IjuTarax. 1o TexHmgeckum mpuannam
IIpMMeHeHa, B OTAN4Ne OT TeKCTa ePBOMCTOYHIKA, CKBO3HAsI HyMepaIys CChLAOK.
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Karouesbie caoBa: BU3yaJdbHasl CEMIOTVIKA XPUCTNAHCTBa, CMMBOANMKA, KpecCT, ANUTYp-
T9ecKasl CeMaHTMKa, ITpaBOCAaBHAI I/IKOHOFpa(l)I/IH, CA0BO 1 O6p33.

BASIC QUESTIONS IN SYMBOLIC OF THE LORD’S CROSS
Vladimir Ilyin

This short article by Vladimir Ilyin, published in the first issue of Orthodox Thought
(1928), is devoted to a conceptual analysis of the symbolic and liturgical aspects of the ven-
eration of the cross in the Eastern Christian tradition. The cross is presented as a quintes-
sence of the Gospel, the central image of the Word of God. The author divides the seman-
tic levels of the functioning of the cross in the space of religious experience: the saving
cross, on which the Lord Jesus Christ was crucified, and a cross as an iconic image, and the
sign of the cross as a symbolic action, and the cross as the most accurate semantic formula
of life subject to final salvation through the acceptance of suffering and victory over death.
Thus, this brief discussion contains a lot of fundamental ideas directly related to the visual
theology of Eastern Christianity. Vladimir Nikolaevich Ilyin was born in 1891 in the town
of Vladovka, Radomyslsky district, Kiev province, died in 1974 in Paris. He was a famous
Russian philosopher, theologian, literary and music critic, composer. Ilyin graduated from
the Kiev Imperial University (1917) and the University of Berlin (1925). He taught at the
Orthodox Theological Institute named after St. Sergius of Radonezh in Paris, at the higher
educational institutions of Belgrade, as well as at the Paris Conservatory. For some time
he joined the Eurasian movement among the Russian emigration. He developed the ideas
of Father Sergey Bulgakov in the field of sophiology. He dealt with the problems of the
philosophy of religion, defining religion as a trinity of dogma, myth and cult. In his opin-
ion, myth is antinomically fixed in dogma and is expressed in cult practice. In this regard,
V. Ilyin gave a great value to the issues of liturgics and theological symbolism in the struc-
ture of religious experience. He devoted several major works to the study of the liturgical
tradition of the Orthodox Church, as well as Eastern Christian iconography. In general
cultural studies, Ilyin developed the doctrine about morphology as the foundation of a
human way of being, about “universal iconology” as the universal logic of culture and
(following Father Pavel Florensky) defended the principle of iconicity of all knowledge.
V. N. Ilyin’s text is published in modern orthography, but keeping author’s punctuation
and manner of writing. The form of references is also reproduced, with one exception: ref-
erences to the Greek section of J. P. Migne’s Patrology are indicated with the abbreviation
“PG” which is more familiar to modern reader, instead of the abbreviation “Migr.” used
by the author. Also, the identified typos in Greek words and quotes have been corrected.
For technical reasons, the end-to-end numbering of references is used, in contrast to the
text of the original source.

Keywords: visual semiotics of Christianity, symbolism, cross, liturgical semantics,
Orthodox iconography, word and image.
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/luTypruka npeacrasaseT OOroCAOBCKYIO AVCIIUIIAMHY, OCHOBHBIM OOBEKTOM
KOTOPOI1 ABASIOTCSI KOHKPETHO JeICTBEHHBIe CMBOAMYECKIe peaabHOCTH Iiep-
KOBHOI >Xu3Hn. Vlam aydiie: ANTypruka eCcTb HayKa O CUMBOAMYECKUX peaAbHO-
CTAX LJEPKOBHOM SKM3HM U UX AEVICTBeHHON DHepPIeTUKe.

Ho, nmenHo, B cnay Takoro eé mpejMeTa, COBepIIIeHHO 0COD0e MecTo A0AKHa
ona npeaocrasuth Kpecry I'ocrioaHro.

XpUCTHAHCTBO eCTh peAurusl KpecTa. /AuTyprudeckme TeKCTHI IIpKAaraioT
K HEMY SIIUTETHI «JecTHaro» (TLiiog), T. e. AparoleHHOro. OTUM yTBep>KAaeTcs
€ro KOHKPEeTHBII peaansM — 100 B OOrocaoBmm, Kak M BCIOAY BOOOIIle, OHTOA0-
IMsI ¥ aKCMOAOTHs KOPEHATCS APYT B ApyTe U APYyT Apyra obocHoBbIBaIOT. Kpome
TOTO, Te >Ke AUTYPINIecKre TeKCTLI TOBOPAT O «HeloOeAMMOI, HeITOCTVKIMOI
1 OOKeCTBeHHOM cuae» (dUVaULS) KpecTa. DTUM YTBep>KAaeTCsl ero CBsIleHHas
AVHaMIKa, OJAHOBPEMEHHO CBATas M OCBSAINAIONIas, YTO MMeeT OCHOBOIIOAaralo-
Ijee TanHCTBeHHOe 3HaveHne. Cuaa (dUVaLC) KpecTa, KaK IIOHATHE BHYTPUIIO-
A0>KHOe, ceDesoBAeIoIee, eCTh 3aKphITOe TaliHOI Havyalo >KU3HM, M3Aydalolee
DHepruio (£VEQyeln)!, AeTiCTBEHHO-KOHKPETHOE, BHEIIOAOXKHOe, IKOHOMIYECKoe
3HaueHMe KOTOPOJI CKa3bIBA€TCsl B TAMHCTBE?,

! CMBICA TOTO CA0Ba BIIOAHE COOTBETCTBYET €I0 A€KCHKOAOTI, OIIPeAeAseMOli T1aroAoM (EVeQyéw)
C KOpHEM £QY, KOTOPBIIl O3HauaeT «HaXOXYCh B Aele», «AeJICTBYIO», «IIPOU3BOXY AeiicTBIe» (in opere
sum, operor, efficio). B cBA3u ¢ 9TUM OCHOBHOe 3HaueHUe CA0Ba EVEQYELX €CTh «AEVICTBIE», «aKT»
(actio, actus), a Taxxe gevicTseHHOCTS (efficcitio, efficacitas). B 9Tom cmbicae yrmoTrpebasioT ero Apu-
CTOTeAb, a TaKXKe CBAThbIE OTIBI, Hamp., Makcum Vcrioseaunk, Auonncnit Apeonarut u, 0CoOeHHO,
cpsaroit I'puropuit [Masama, yyammii o Heco3gaHHBIX dHeprysiX boskuux. OTHOCUTEABHO A€KCUKOAO-
run sToro caosa cM. Stephani, Thes, vol. 3, col. 1064-1065.

2 VsaydeHne, ICXOXKAEHUE DHEPIUM U3 KpecTa 0COOeHHO peabepHO CKa3bIBaeTCsl B COYeTaHnU HuMba
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B Kpecre I'ocriognem, B cuay €ro OCHOBOIIOAaraloniero 3HayeHusl, CocpesoTo-
YeH M AOCTUTaeT BBICIIEN peaabHOCTH, A0 KOHIIa peaau3upyercs psj KOHKpeT-
HBIX LIEPKOBHBIX 3HAUMMOCTE B MX IPeAeAbHON II0AHOTe. DTO U eCTh AUTYPTIU-
yecKkasl AeCTBeHHasl AEeVICTBUTEABHOCTh LIEPKOBHON >KM3HM, OCYIeCTBAsSeMast
KpecToM. B kpecre, kak B HekoeM MeTa(pU3MYECKOM IIeHTpe, AeVCTBUTEeALHO
U AeVICTBEHHO IIepeKpelinBaeTcs BCs (PeHOMEHOAOIMs IIePKOBHOM >KU3HI,
AUTYPIMYECKN OCyIecTBAsgeMasl U sBaseMasd. Kpecr, 61arocaosenne kpecrom,
oceHeHIe KpecToM (KpecT — ceHb — HeOo!) ecTh TO oOIrjee B AUTYPIUIECKON Aeli-
CTBUTEABHOCTH, O€3 KOTOPOTO OHa HEMBICAMMa U KOTOpPOe sBASETCs €€ OCHOBOA,
LIEHTPOM, AbIXaHUEM U >KU3HBIO.

M B cnay »TOro, KOHKpPETHO sBASEMOIO U HSMIMPUYECKU OCYLIECTBASIEMOIO,
BceeguHcTBa Kpecra T'ocrmogHss MBI MOXKeM cO3epliaTh B HEM OCYILECTBAEHME
TOrO OCHOBHOIO MPMHIIMIIA BCEeAMHCTBA, I'4e KaXKAbII MOMEHT COAEpP>XKUT I,
He3aMeHIMO ¥ HeCBOAMMO, BBIpa’kaeT IOAHOTY BCeX IPOYMX ero (BceeAMHCTBa)
MOMEHTOB.

Byayun mnocaeaosaTeAbHBIM, MOXKHO IIODTOMY CKas3aTh, YTO KpPecT ecTh
CcaMO BCEEeAUHCTBO B €0 KOHKPETHO-peaAbHOl CHMMBOAMKe. A Tak Kak bor, xak
Bcecosepmennsiit Eaunocymineiit Tponansii Jyx, ects Camo BeepeaanHeriniee
Bceeguncrso, To Kpect ects peaasnnii cumpoa Camo-sasaennoro u Camo-
packpsiBirierocs bora, peaapHsri cumBoa TpowuHoit TeodanHum (B KpereHun
spasercs npecs. Tpouna). Van, ckaxkeM Mbl 4ep3HOBEHHO, KpecT eCThb CMMBOAN-
geckoe nHOOBITE Camoro bora.

3 sTOro ocHosHoro csoricTBa Kpecra I'ociogHs BeITEKaeT psj BechbMa Cylle-
CTBEHHBIX OOTOCAOBCKMX CAEACTBIIL, COOTBETCTBEHHO peaAn30BaBIINXCA B AUTYP-
IMYeCKOV CMMBOANKE.

HazoBém Ba>kHellIINe 113 HUX.

1) Kpecr Mertaduanmdeckyt OpUCYIT U COIPUCYIN HejpaM BHYTPUTPOUIHON
SKI3HM, OH PacKpBIBAeT, «IIPOM3HOCUT»’ HEIIOCTVKIMOe, 3aKphITOe VM HEeIpo-

¢ XpectoM Ha raase Criacureasi, MKOHOTpaIdecKmii MOTHB, KOPEHSIINMIICA, KaK MBI YBUAVM Jajee,
B ray0okoit gpesHoctu. I[Tossxe nzoOpaskaior Kpect, uzayuaiomui cusnue. Cioja >Ke OTHOCUTCS U30-
Opa’keHue COAHEUHEIX AyJell B BUJe KpecTa, YTO MBI BAUM Ha HEKOTOPBIX sA3bI9eckux xpamax. Kpecr,
M3AYJalOINIl DHEPIUIO, — BOT OCHOBHOJ CUMBOAMYECKUII ¥ MKOHOTpapUuecKnii MOTUB XPUCTUAH-
CKOM U AJOXPUCTUAHCKOI APEBHOCTH.

> 3aech ocobeHHOe 3HaueHNe IToAyJaeT yTBepXKAaBIleecs arroaoreraMmu pasandenne «Ca0Ba 3aKa10-
9eHHOTO» (AOY0g évdiaOetoc) n «Caosa IIPOM3HECEHHOTO» (AGYOS TTROPOQLKOG) — aHTUTE3a, BOCXOAS-
mas K [1ayrapxy u ®uaony n scrpevaromasics y Cexcra Omnupuka, Kaumenra Aaekcanapuiickoro,
ITpoxkaa n ap. Camo cobOI0 HaITpaIIMBaeTCsl OTHECeHUe TIOHATUS «3aKAaHHOCTY OT CO3JaHIS MUpa»
K Adyoc €vdld0eTog, K KpecTy IpeMIpPHOMY, a CaMO 3aKJAaHue, pacIlsITiie BO BpeMeH! 1 IIPOCTpaH-
cTBe K AGY0G TQOQPOQIKAG — K ApeBy KPeCTHOMY, KOTOpOe TOTrAa AO0AXKHO MBICAUTBCS B TOM K€ OTHO-
IIeHNN K KPecTy IIpeMUPHOMY, KaK MBICAUTCs OTHOLIeHue Beru K eé I1aaTonosoit uaee. Tak mmenHo
A1000MyApPCTBOBaA CBATUTEAb MUTp. Praaper MOCKkoBckmit, Aas KoToporo Kpecr Cracureas, «cao-
SKeHHBII 13 BpakKAbI nyeeB 11 OyJICTBa A3BITHIKOB, €CTh yKe (T. €. «TOABKO». — B. 11.) omobpasxerue cezo
nebecroz0 Kpecma Ato66u» (Kypeus moit. — B. 11.); em. mutp. @uaapet, «Caoso Bea. [Tarox», 1816 r. Uro
JKe KacaeTcsl AUTYPTUIeCKOTO CUMBOAA (B CIelaAbHOM, Y3KOM 3HaYeHUV CBSIEeHHOAEICTBIS) DTO
TalfHbI, TO 34€Ch OIPOMHOE MUCTIYECKOe 3HaYeHue UMeeT KaXKJeHle IIPecTola B Hayale BCeHOIIIHOTO
6aenms. Kaxxaenne poobie ozHauaer npucyrcrsue Cparoro Jdyxa B cumpoae Ero 6aaroyxanms (cp.
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nsHocumoe nms Cymiero — Verossr!, Kotopsiit ects Oreny, Ceie u Caroir Ayx,
Tpouna Eaunocymnas n Hepasaeapnas®.

Ocenenne cebs1 KpecTHBIM 3HaMeHHEM I eCThb IIODTOMY sBAEHNe, WAM,
Aydiie, sBAsSeMOCTh Ha ceOe u B ceOe, TpummnocracHoro odpasa boxxms, ncrmn-
HOe IIpOM3HECEeHIe TBAPUIO MMeHM DBOXXbsl «TPVDKABI CBETSIIIETO CBETa»® uepes
ABa>KADBI CBETAIINMII CBET OpyAus KeHO3Mca, ABYHPUPOAHOIO OAHOMUIIOCTACHOTO
Borouesoseka’.

Orcioga BBIICHSETCST OOrOCA0BCKO-MeTadpusmyeckas CHMMBOAMKA OCHOBHOI
MIPUHAAAEXKHOCTY apXMeperiCKOro CAy>KeHIsl — OCeHeHUe AMKUPUEM M TPUKU-
pueM, 4eM B CBOIO ouepe]b pelllaeTcs OgHa U3 TPYAHENIINX IIpo0AeM AUTYPIU-
9JecKoll TepMeHeBTUKI — oceHeHMe EpaHreans KpecTHBIM 3HaMeHueM (y KaToAu-
KOB K DTOMY OCEHEHMIO, IIPOM3BOAMMOMY OOABIINM ITaAblieM IIPYCOeANHIeTCs
emé 0oaee 3araJOYHBIN AUTYPIMYECKMI CHMBOA — OCeHeHIe KPeCcTHBIM 3Ha-
MEeHMeM yXKe OcBsaleHHbIX JapoB). B Hauase meHms TpUCBATOIO, Ha AUTYp-
TMM OTAAIIEeHHBIX «IIeCHb CHs BOCCBLAaeTCs K AByM ecTecTBaM boroweaoseka,
Caosa», yeM 3HaMeHyeTCs], UTO «IIpOCAaBAsITs Xpucta BMecTe co Orriom u Jyxom
CBATBIM MBI Hay4MAMCh OT OOXKECTBEHHBIX CA0B»®. TpucssATas IecHb, IOIOIIa-
SICsI BO BpeMs OCeHeHIsI Hapoja AMKMpPHUEM U KPecToM, «yKasblaeT (0elkvuoLv)

Oeceay mperr. Cepadpuma ¢ Motosmaossiy; cm.: B. H. Masnn, «Ilpen. Cepadum Caposckuii», 1925 r.,
crp. 120). 3aech sxe G@3MOABHEIN HauyaAbHEIN KPECT, COITPOBOKAAeMbIl 0e3MOABHBIM OAaroyxaHueM,
¢ 0COOEHHOJI ITPOHMKHOBEHHOCTBIO 4A€T IIOHATH M ITOYYBCTBOBATh M3HAYaABHOCTH KpecTa U CBsI3aH-
HYIO C HelO0 M3HavyaabHOCTh McxoxAeHus Cparoro Jyxa xpecrom u yepes kpecr (cMm.: B. H. Vabun,
«Bcenomnoe baenne», [Taprek, 1927 1., crp. 24).

* B cBa3u ¢ TeM, co cKa3aHHBIM BbIle 0 «Ca0Be 3akAI04eHHOM» U «Ca0Be ITPOM3HECEHHOM», HaJlo
IIPU3HATH, YTO BCIOAY, TAe uMs boxue kak «Cymuit» (Merosa) npousHOCUTCS MAYM ITPOU3HOCUT, —
OHO eCTb IIpeuMyIecTseHHO Bropas Vmocracs. IToaTBep>kAeHNe DTOro MbI MMeeM B AUTyprude-
CcKOM DOroca0BMM, HaIIp., B ITapeMUITHBIX yTeHnsAX Ha edepHu B. ITarka (Vcx. 23, 11-33) u ITpeo®-
paxenns 'ocrioans (Ta >ke rapemms, HO ¢ IpubaBAeHMEM YeTBIPEX CTUXOB), CM. eIl. Buccapuon,
«Toaxopanue Ilapemuii», 1. I, crp. 356 u ap.; emeé onpeseaéHHee DTO IOAOXKEHNUE ITOATBEPKAALTCS
3aKAI04NTeAbHOIT popMya0it BeuepHu U yrpeHn: «lIpemyapocts (cogia) — Crut (6 "Qv — Verosa)
0aarocaosen» u T. 4. CMBICA DTOTO MecTa TakoB: «BTopas mmocrach (mpemMyapocTs) u ects lerosa,
baarocaosenHsIli BO BeKM BeKOB». Tak Toakyer 910 Mecto Cumeon Coaynckmii (Symeon Thes. De
sacra precatione, PG 155, col. 587). Toakosanue Cumeona Coa. 1mosropsior apx. Bennamun («Hosas
Ckpikaap», CI16., 1859, crp. 118-119) n npor. K. Hukoascknii («ITocodme x usyd. ycrasa», CII6.,
1894, usa. 5, crp. 235). Kpome Toro, xpecryarsiit HUMO, okpysKaiomuii raasy Criacureas Ha MKOHaX
BU3aHTUIICKOTO IMICbMa U CTHAS, COAEPKUT TPU Iped. OYKBBI, PacII0A0XKeHHBIX KPecTOOOPa3HO B Ay-
yax kpecra: OQN, uto 3naunt «Cymuii». T. 00p., 34ech coueTaroTcs Bee BhIIIeIPUBEeASHHbIE MOTHBBL:
DHEePIIYeCKOoe CUsHIE KpecTa I sIBAeHIe KPeCTOM BOILAOTHBIIErOCs U B3OIIeAIIero Ha KpecT Jlerossl.
> Hepa3aeAbHOCTh OYEHb XOPOIIIO CHMBOAVSUPYETCS OOl TOUKOI ABYX IePeKPeIBAIOIIXCST AV-
HII, orpeeAsiommx Kpect. Kpecr BrioaHe ornpejeasiercs mpemsi TOYKaMU, B CBOIO oyepeb OIIpe-
AeASIOIIVMMY TOUKY IlepecedyeHys: — MOMEeHT OOLIHOCTU M eAMHCTBa, ITOAAVHHOTO eAMHOCYIINS, T. K.
TOYKa — OJHa.

¢ Brrpaskenne 910 (das dreimal glithende Licht) npunagaesxxur I'ére (Qaycr, u. I).

7 Touka mepeKpelyBaHus B KpecTe CUMBOAUBNPYET, TaKIM 00pa3oM, He TOAbKO HECAVSIHHOE eAu-
Hocymue Tpéx Vnmocraceit mpecs. Tpouiiel, HO U HecAMsSHHOE AByeAUHCTBO boxkecTsa 1 yeaoBedecTBa
B0 Bropoit Inocracu TponyHOro eAuHCTBa.

§ BenmamuH, op. cit., 205.
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Ha TaiiHy Tpounsl (TNg Toukdog HLOTIOLOV), KOTOPYIO BO3BECTUAO (£KNQUEE)
Ye/0BEeKOM BOILJOIIeHNe OAHOTO u3 Tpowmiisl»’. B muTHpOBaHHOM TBOpPEHUU
Cumeona CoayHCKOTO 0COOEHHO Ba’KHO yKasaHNe ITOCAeJHEero Ha CMMBOA eAV-
HeHMsl, coraacus (TNV OUH@@VIAV) «aHreaoB U 4eA0BEeKOB B eAMHON IIepKBH,
npoucmeAmteri ot Xpucra»'®. Kpome toro, caeayer oTMETHUTH, UTO 34eCh oOpa-
30M XpucTa sBASETCA caM apXuepeli, AMKUPUIL JKe eCTeCTBeHHO ABASETCS U CUM-
BOAOM apxuepes (KOTOpBII eCTb CMMBOA XpUCTa) U, HEIIOCPeACTBEHHO, CUMBO-
aom camoro Xpucra. Takum 0OpasoM, MBI 34ech HaOAIOAaeM ABYXCTeIIeHHBIN,
TaK CKa3aTh, CMMBOAN3M. EITé BaskHee TO, YTO IPY OCEHeHMM Hapoja AMKMpUeM
BO BpeMs TPUCBATOIO AMKMUPUIO, CUMBOAY ABYX HPUPOJ XpIHCTa, COIYTCTBYeT
KpecT. 34ech KpecT, T. 00p., OKa3bIBaeTcsl, Kak OBl IOTeHIIMPOBaHHEBIM, 1 IIPeMUp-
Hasl JKepTBa, «aHIeA0M HecBeJOMOe TalHCTBO», C OCOOEHHOI! SCHOCTBIO U IIOTP:I-
calolIeil C1AON ABASIETCS B e€ e AMHCTBe C TaltHOM TponaHocTi: 10O AMK MOET TO,
9TO apxuepeii, 1o oopasy Beunoro Apxuepes, gerictsyert. VI caoBa ero MOANTBLI
B MOMEHT (KkUQLE, KUQLE U T. A.) ecTh 0O6pa3 Crracosa xogataricrsa 3a CBoé cTago
nepes, OTIOM HeOeCHBIM I, B TO Ke BpeMs, MOANTBa apXuepes y’Ke Kak delo-
BeKa — CBSIIEHHOCAY>XKUTeAs Ko XPUCTy 3a TeX, KOTO OH, apXuepel, Hpu3BaH
IacTu.

3HaueHNe OCeHeHIsI eBaHTeAlMs] KpeCcTOM Telleph MOXKHO CIMTATh B 40CTaTOY-
HOJI CTeIleHM BBIACHUBIIIUMCA. DTO He eCcTh 01arocAoBeHne eBaHTeANs, HO sBAe-
HIe KpecTa dyepe3 eBaHTreaAne, T. e. yepe3 caoBo boxme, mncmeamree or Caosa,
OT BeKa IIPUHSBIIIEro Ha ce0s1 KpecT''.

Pesromupyem ckasanHoe. IleHne TpuCBATOro Ha AMTYPIUM OTAAII€HHBIX €CTh
HECOMHEHHO BepIlMHa €€ MICTUYECKOV CBATOCTM, aHAaAOTMYHBIN eBXaplCTide-
CKOMY KaHOHY Ha AUTyprun BepHbIX (uTeHmio Caosa boxxns Ha antyprum oraa-
IITeHHBIX aHaA0TMYHO IIpMYallleHe Ha ANTypIun BepHbIx). Mecto CeaTsix Japos
34ech 3aHMMaeT eBaHIeAue; M3 Hero Ipu IIeHUMM TPUCBATOIO KaK OBl MCXOAUT

 Sym. Thes., Exposito de divino templo, PG 155, col. 722.
10 Sym. Thes., op. cit., ibid., cap. 60, col. 722.

' TTpubAM3UTEABHO B TOM K€ AyXe TOAKYIOT KaTOAMYecKye AUTYPIUCTHI BhIIIENpUBeiEHHOe 3ara-
AOYHOE OCeHeHNe KPeCTHBIM 3HaMeHeM y>Ke OCBAIIeHHEHIX Japos, MpUHMMAaThL KaKoBoe 3a 01arocao-
BeHue ux ussectHsill Hefele canraer «abeypansiv» (absurd). Cm.: Hefele, «Warum macht der Pirester
nach der Wandlung das Kreuzzeichen {iber Kelch und Hostie» B «Beitrdge zur Kirchengeschichte,
Archédologie und Liturgik». Zweiter Band. Tiibingen, 1864, ctp. 286-290. DTOT CIMBOA IIOCTaBUA B Ty-
K aaxe nany Vinnokentu 111, Borrporasiiero o ero 3sHaueHUM B IIOAHBIX HeAOYMEHIS CA0BaX — CM.
B. H. Mapun, «K npobaeme autyprum B mpaBocaaBum 1 KatoAunmusme» B coopuuke «Poccusa u Ja-
TUHCTBO», bepann, 1923 r., crp. 210. B 9T0i1 cTaThe 1MOKa3aHO, YTO C apXe0AOTMYECKON TOUKM 3PeHNs
KpecTHOe 3HaMeHNe HaJ, OCBSIIeHHbBIMU JdapaMy MOXKeT pacCMaTpMUBaThCs KaK OCTATOK DIIMKAe3Vca.
OHaKo reHe3uc TOro AUTYpruyeckoro ¢pakra HU B MalOii CTEIIeHM He OTKPBIBAET ero aKTyalbHOIO
CUMBOAMYECKOTO 3HaYeHIsl, ero akTyaabHoi ¢peHOMeHOA0TMN. B mpuBeAéHHOII BhIlIe cTaThe I'edese
IToCAe AHUI AaéT MacTepCcKoli ciHTe3 ToaKosaHms Pomsr AxsuHara (Sum. Theol., p. III, quaest. 83, art.
5 ad 4) n Késsing’a. Cymsocts obbiacHenns I'edeae cBoanTcs K TOMy, 4TO 34eCh KpPeCTHOE 3HaMI VIC-
XOAUT OT TeAa M KpoBU XPUCTOBEHIX, KaK IojasaeMoe oT Hux 64arocaosenne — vom Leibe und Blute
Christi ausgehende Segens, op. cit., cTp. 287. Takum o06pasom, 3aech He Gaarocaosenue cs. Japos,
a 6aarocaosenue ot cs. Japos. ITog06HpIM 00pa3oM Ha OCHOBaHUM IPUBEAEHHBIX TeKCcToB CrMeoHa
COAYHCKOTO M 9TOM aHaAOTMM MOKHO CKa3aTh, UTO KpecmHoe 3Hamerue HA0 e6aHzeAuemM ecno He OAz0-
CAOBeHUe e8AHZeAUS, HO OAAZOCAOBEHUE O eBAHZEAUS.
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KpecT, KOTOPBIM II03Ke COBepIINTCs Ipecyiiectsaenne CATeix Japos U KOTO-
puiit mponioBeayeTcss CA0BOM BokmuM, pacKphIBalOIIMM TaiHy ABYIPUPOAHOTO
(anxmpnii!) boroyeaosexa, sakaanHoM KpectoM EBxapucriueckoin ZKepTBbl.

2) Kpect oOpeaAnHseT B HEPa3AMINMOM TOXKAECTBE TPU OCHOBHBIX acIIeK-
Ta-AMKa XPUCTUAHCKOV peAurny, KOTOPLIMIM OHa ABASETCA MUpPY: MuQ,
AormaT M KyapT. Mu¢ - Toaroda, aormar — mporiosedb 00 MCKyILAeHNH,
KyAbT — €BXapUCTHSL.

Tenepr MBI MOXKE€M Ha OCHOBaHUM BCETO CKa3aHHOIO OIpeJeAUTDh IAaBHel-
mye 3HaueHus, Kotopule Llepkoss coeaunser ¢ nonatueM Kpecra.

B nonsaTHN Kpecra Hago pasandaThb:

I. Eaunblii, MCTMHHBINA, 4YecTHBIN, >Xuporsopsamuit Kpecr T'ociogens, ToT
caMblil KpecT, Ha KoTopoM HapcrsoBanueM Kecaps Tusepns u ipu ITonrnitckom
IImaate wremone Obia maotuio pactsaT «Eamu Ceir Ceartsia Tpoumb» —
T'ocrioapr Ham Mucyc Xpucroc, 4to U yTBep>KAaeTcs B 4eTséprom uaeHe Hukeo-
Ilaperpaackoro cmumBpoaa Bepnl: «PacmsAraro >xe sa Hbl npu IloHTHiictem
ITnaare». Kpecrom 5TmM, Iaku II0 IpejaHNIO OOpeTeHHBIM CB. PaBHOAIIOCTOAD-
HOM napuiieit EaeHoit, MBI MCKyIIA€HBI OT IpeXa IPOKAATHUA M CMepTH, KaK 00
9TOM TroBoputcs cB. Bacmanem Beamknum B MoanTBe yaca 6-TO: «1 4eCTHBIM Ero
Kpectom pykommcanme rpex HaIllMX pacTep3aBblli M HOOeAMBLIM TeM Hadaaa
U BAACTU ThMBbI».

II. VIkOoHBI — HpPOCTpPaHCTBEHHO-TeOMeTpUUIecKre II0A00MsI ®TOTO KpecTa
Ha Kakoil-A1M0O IIOBEpXHOCTM MAM >Ke ero IJacTuyecKue KOIUM U3 Jepesa,
MeTaalla U APYT. MaTepualos, ¢ nsoopakeHneM Pacrsaroro (imago crucifixi) man
ke Oe3 Hero (crux exemplata).

III. KpectHoe 3HaMeHMe KaK CHMMBOAMYECKOe AeJICTBMe, B IIPOCTpaHCTBEeH-
HO-BpeMeHHOII dopme wusoOpaxkaiomee Kpecr l'ocogeHs (IpocTpaHCTBeH-
HO-BpeMeHHasl, AelicTBeHHasl nKoHa YectHaro u JKusorsopsiero Kpecra, s1B4s-
IOIIasICs OCHOBOM BCEX BasKHENMIINX MOAUTBEHHO-AUTYPIMYECKUX CUMBOAOB M,
0CODEHHO, TalTHOAEVICTBUIA).

IV. Bcio cOBOKYIIHOCTH CTpajaHmii, BOABHO HPUHATLIX Ha ceOsa I'ocrmogom
Mucycom, paBHO Kak 1 BBIIIaJalOIIMX Ha A0AI0 XPUCTHAHMHA B CUAY €T0 pelle-
HIS TIOCTYTIATh 110 cA0BaM EBaHreams: «ga oTsepskeTcs ceOe, BO3bMET KPeCT CBOII
u o Mue rpsaser» (M. 16, 24). CaeayeT 3aMeTuTh, YTO 34€Ch B COOTBETCTBUI
C TeM, 9TO OBIAO CKa3aHO BBIIE, KPECTHBIN CUMBOA («KpecT») B HEKOell BBICITIeN
TOYKe (XKU1]) BIIOJAHE COBIIaaeT C IIOAAMHHBIM CYyIIEeCTBOM pPeaAbHOCTV, UM
BBIpa’kaeMoOi, a IIO0CAeAHsAS — HeNOCPeACTBEHHO McXoguT mu3 eé ITpeMmpHOro
Ucrounnka n Hawaza (&Qxr)), mcxoaut, kak »Heprus boskecrBa (B CMbICAe
cB. I'puropms Ilaaamer). V6o cpeaorounem crpaganuit Ero, kotopsie ects Ero
C1Aa M cAaBa, MaKCUMaAbHBIM BBIPaskeHMeM DTUX CTpajaHMil ObLA HaCTOSAIINI
MTOAAVHHBIN KpecT (0TavQdc), ApeBo KpecTHOe, Ha KOTOPOM BOJeI0 PacIisiT Obla
Tsoper 1 Baagrpika BsT9ecKux, 9T0O U eCTh «My4eoM co004a3H (OKAVOAAOG), eaan-
HoM ke Oesymme (powoia) (I Kop. 1, 23). — U On >xe «HenoOeAymMasi, HETIOCTH-
>K1Mas 1 OoKecTBeHHas cnaa», B CBOEM IpeBapeHny CUAIONIas AydaMy Heco-
3aanHOI PaBopckoit CAaBEI M B CBOEM CBepIIIEHN MOAHMEHOCHO OAMCTaonias
yygoMm Bockpecenus; HO B yMaA€HHOM, YHIUKEHHOM HacCTOAIEM — IIOMpaya-
IoIas COAHIle M IOTpscCaloIiasl 3eMAIO, TOHYIIYIO B CTPAITHOM TIOATO(pCKOM
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Mpake, B TOV «MIA€», B KOTOPOJ, COKPBITBI OT B3OPOB AI0AEM C HEUVICTBIM CepA-
1eM, «a100ut oourtats ['ocrtoas» (III Llap. 8, 12); 1 Bo BceeAMHCTBE CBOMX acIIeK-
TOB KPeCT — >KMBOJ M KOHKPETHBIN CMMBOA OCHOBHON IPEMMUPHON OHTOAOTMYe-
cxoi1 VIcTuHBI XpyCTHaHCTBa, MOTYIIel OBITh (POPMYAMPOBAHHON KAK KUSHD Uepes
cmepmb (IIPeMUPHO U IIPEABEUHO), KAK «Nonpamue cmepmuto cmepmu» (BO Bpe-
MeH!, MKOHOMIYecKN). B 9ToM cMpIcae KpecT ecTh AUTyprudeckas MOpaab Dcxa-
TOAOTUM ¥ DCXaTOAOTMYecKas Mopaab AUTYypruku. Haa Bcem >xe cum BO3BBHI-
IaeTcsa ero Oo’KecTBeHHas, OesHadaapHas oHToaorms. Voo Autyprom Kpecra
sapassercss Cam Oe3HavyaAbHBIN U ITpeABedHblil ero Hocureas.

He TpyaHo ycMoTpeTh BHyTpeHHee eAMHCTBO BCeX YeTHIPEX pas3AndeHuIl.
Eauncrso I u IV sHaueHmit kpecra sICHO caMo co0o10; 3HaueHne II ects nodobue
I n IV, a snauenne III ecrb cuMBOAMYECKOe AeJICTBEHHOe HadyepTaHMe 3Hade-
Huii I u II, ero 1. ck. AmHaAMMueckas ¢gpopma. Ho Bear mosodne HeMbicaAnMO Oe3
peaabHOTIO yJ9acTusA TOTO, YeMy HeuTO YII040045€eTcs, B TOM, 9TO YII0A00AseTcs, —
1 ob6paTHO.

IIpo6aeMaTnka CMMBOAMKI KpecTa B OOIITMX depTax HamedeHa. MBI BuAeAn,
YTO KOPHM DTONM CUMBOAUKM YXOAAT B HeM3pedeHHbIe IAyOMHBI Heco3AaHHOTO
IepBOOBITH, ABASICH MX DHepreTMdecKuM usaydeHmeMm. Kpome Toro, Temepn
y>Ke CTal0 AOCTaTOYHO sCHO, YTO KPeCTHBII CMMBOJA €CTh CBOeOOpasHBIN IIpo-
TOTMII BOODIIle BCAKOM MKOHBI, OH — MKOHA BCeX MKOH M 9THUM, CAel0BaTeAbHO,
yTBEep>KJaeTcsl OHTOJAOTMYecKas Ipupoda MKOHOTpapUIeckoro I0A00msa Kak
OHTO/0TMYEeCKOIo, AMHAMIYeCKOTO (B HeCO3AaHHOM OBITHM) 1 DHepreTN4ecKOTO
(B cozgaHHOM OBITHM) copuyacTus nporoTuny. Ho nMenHo sTot nkonorpadpu-
YeCKUI U PeaAuCTUYeCKUN CUMBOAM3M KpecTa JeAaeT B BBICIIeN CTeIeHM BaXK-
HOJM ¥ TIPMHIMIIMAABHO CYIEeCTBEHHOM BCIO COBOKYITHOCTH apXeOAOTHMYeCKIX
AAHHBIX, KacaIOIIMXCsl TeEOMeTPUIEeCKON U MKOHOTpapUIecKoll CMMBOANKI Kpe-
CTa CO BCeMM ero peaAbHLIMM MCTOYHMKaMM U IIpOou3BOAHLIMU. Ha sToM myTn
BO3HMKaET psIJ, HOBBIX poOaeM. OTMeTM Hambo.1ee CyIleCcTBeHHEIe.

A. VaeaapHas BO BceX CMBICAaX reoMeTpudeckas CMMBOAMKa KpecTa ITOOY-
’KJaeT Hac a priori MckaTh eé pealbHBIX BOILAOIIEHMII BO BCe DIIOXM, OO «IIpe-
XJe, Jake ABpaaMm He ObIcTh, A3 ecMmb» (Voan. 8, 58); maeaapHOe Ke M ecTh
peaasneriiree. [Tepsobertiie CaoBa ects epodObITHe yectHaro Kpecra, 0 Adyog
<...> 0 100 otavov (I Kop. 1, 18), n6o Ca0Bo ecTh «arHel] 3aKAaHHBI OT CO3-
AaHUS MUpa», OpyAue >Ke 3aKAaHM 6 coell udearvrocmy (a 3HAYUT U 6CEPeard-
HoCmu) He MOXKeT He COCyIecTBOBaTh C CaMUM 3aKJAaHHeM. 3aKJaHUe, TakK Ke,
KakK 1 KeHO3JIC, MIMeeT /ABa acIeKTa: IIpeMUpPHEIN (BHeBPeMeHHOI) 1 BO BpeMeH!
cymuit (MKOHOMMYECKUIT); THOCTUKM OBIAM TAyOOKO IpaBhl, ITOHMMas KpecT
KaK HOH U COOTOXKECTBASIA €TO C MOHATHEM Ipegeaa (600c). ITpeaea (6poc) ecTs
CIMBO/ KeHO3lICa, BBIpa’kaeMOIrO KpecToM, KaK BHYTpM HeCO3AaHHOIO OBITHS,
TaK M sBAseMOTO B OBITVM CO34aHHOM (paciraTue Xpucra 1maotuio). Ho T. K. BHY-
TPUTPOUYHEIN KEHO3UC («IIpedea — KpecT») eCTh o0pas3 ANMIHOTO OBITHS BTOpoii
Mnocracu, To xkpectoMm mpecs. Tpomnria ects To, uro OHa ecTh: 3allpecTOALHBIN
KpecCT B aATape ecTh 00pa3 M3BeYHO 3aIIpecTOAbHOCTY KpecTa.

B. Xpucrtnanckas apxeoaorus u KaHOHUKa (pOpM TpeOyeT OTBeTa Ha BOIIPOC:
Ha KakoM Kpecre pacmiar Obia I'ocmogp, T. e. BO3HMKaeT IpoOaeMa peaabHON
Mop¢0a0TUM KpecTa.
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C. Tak KaK ®BOAIOLIVSI MKOHBI KpecTa (Kak crux exemplata, Tak v imago cricifixi)
oTpakada DBOAIOIMIO ¥ PacKpbITiie AOTMATUKU M AUTYPTUKM, MAU, BO BCIKOM
cAyJae COIPOBOXKJada MX, TO HaAAeXKMUT: a) ONpeAeAnuTh OOLeKTVBHBIE AaHHbIE
DTOI HBOAIOIMHU BOOOIIE M B) HAMETUTD B Hell KaHOHMYECKyIO AMHUIO, OyJe DTO
OKa>KeTCsl BO3MOXKHBIM. BosHmkaeT mpoOJeMa KaHOHMKM M300paskeHMs KpecTa
(kax crux exemplata, Tax u imago crucifixi) 4451 coppemennoctu. Cioga OTHOCATCS
BOIIPOCHI O YETHIPEX- M OCLMUKOHEYHOM KpecTe, O ABYX-, TPEX-, M IIATUIIePCT-
HOM CAOXKeHMM U BooOIIle ynoTpeOAeHNy KpeCcTHOIO 3HaMeHMs B Gorocay>KeHnn
U XPUCTMAHCKOM OBITY; K 9TOMY HPUMBIKaeT ¥ ITMMHOrpadIst KpecTa.

Hexoroprle MOMeHTHI DTUX ITPOOAeM B3aMHO CBsI3aHbI U 34eCh ITI0ABePIHYTHI
aHaamnsy. Hexoroprle 13 Hmx TpeOyiOT 0COOEHHOIO CIeIjMalbHOTO paccMOoTpe-
HISI, SIBASIACH TEMOI apXe0A0TUM KpecTa.

MaeaabHbINI TeOMETPI3M KpecTa TeCHO CBs3aH C TeM, YTO MOXKHO ObL10 OBl
Ha3BaTb €ro CBAIIEHHBIM, CaKpaAbHBIM aIllpUMOPM3MOM? — MAeaAn3M BOOOIIe
TECHO CBsA3aH C allpMOPM3MOM He3aBJICUMO OT TOTO, OepéM AM MBI DTO IIOHATHE
B CMBICJ€e TPaHCIIeHAEHTHOM MAM B TPaHCIIeHAeHTaAbHOM.

JeNCcTBUTeABHO, ye B BIIOXY, OAM3KYIO IIepBOXPMCTMAHCTBY, BO3HMKAO

12 M aeaabHbBIN reoMeTpuU3M KpecTa U€TKO U OlpeleAéHHO yTsepKaaloT: 04ax. Asryctus (Ep. 120),
cB. Vloann Jdamackun u ap. B Toaxosannm neussectHoro asropa 4 B. Ha Vicamo (11, 12), nos:xe mpu-
mucanHoM ¢B. Bacuamo Beauxomy, rosopurcs: 1) éti, meo o0 EVAlvov oTawQod vonTog TIC TQ
KOOU@ TAVTL CLVECTAVRWTAL TV TECOAQWV HEQWV TOD TAVTOS EIG TO HETOV CUVATITOUEVWY,
Kal TG €V T péow duVapews mEOG T téooaoa péen meoatovpévng (PG 30, col. 558). Anaaormd-
HO yTBep>XAaeT cB. VMoanH JdamMackuH: 1) OTt, (OTIEQ T TE0OAQA KO TOD OTAVQOD dX TOU UETOV
KEVTQOU KQATOUVTAL Kol ovo@lyyovtal, oUtw dx TG Tod Oeob duvapews 1O te VPog (BBICOTA,
sublimitas) kai 10 f&0og (raybuna, profunditas) unioc te (4amna, longitudo) kai mAdtog (mmpuna,
latitudo) 1fjtot maoa dpat Te kat ddoatog Kktiow ovvéxetal (De fide orthodoxa, PG 94, col. 1130).
OcobeHHO PKO BBICTYIIAeT 34€Ch TeOMEeTpUYecKoe IOHATHE I[eHTpa, KOTOpOe BIIOAHE BBIACHUTCS,
eCcAu MBI BCIIOMHUM, YTO KPecTooOpasHO IlepeceKkaloTCsl B IIEHTpe 110/ IPSAMBIM YIAOM, JaBas Tak
Ha3. IpedyecKuil KpecT, 4Ba guamMeTpa OKPY>KHOCTU (OKPY>KHOCTDL BOOOIIe u3apesie Oblia CUMBOAOM
BEYHOCTHU — Cp. B HOBoe BpeMs Ilackaas). Illap — mpoussojHOe OKPY>KHOCTM — Y 94€aTOB M O3Hadaa
OniTue. Ho mrap ayudrre Bcero ompeeaseTcs B IPOCTPaHCTBe ABYMS IepeceKaloIMMILCs (IepeKpe-
LIMBAIOIIVIMIICS) IO/ IPSMBIM YIAOM OKPY>KHOCTAMM OOABIIOTO Kpyra. UTo KacaeTcsl BhIpaskeHMI
«BBICOTA», «TAYOMHA», «AAUHA» U «IIUPOTa», TO DTU TEPMUHEL OAaK. ABIYCTUH TOAKYeT B TOM CMBIC-
A€, 4TO BBICOTa €CTh PACCTOsHME OT IIOIIEePevYHOll IlepeKAaJUHBI 4O Bepxa KpecTa, rAyOMHa — JacTh,
HaxosIlascs B 3eMJde, AAMHa — 4acTh OT Bepxa /40 3eMAM M IIMPOTa — ITollepedHas IepeKJasynHa
kpecra. Cumeon Coaynckmit (B De Templo) mpuaaér 9TuM TepMmHaM aAAeropuUYecKiif, HpaBCTBEH-
HO-0OTOCAOBCKIUII CMBICA: BEICOTA O3HayaeT OJHOBPeMEHHO OOKeCTBO U CMUpeHUe, TAyOuMHa MMeeT
3HaueHye HMILETHI (TTOXE(X) M CMUpPEHNs, IIMpOTa — CMBICA MUAOCTH (€Ae0g) M A100BU (AydTn)
(PG 155, col. 343-343). KoneuHo, 110 CpaBHEHMIO C OHTOAOIMYECKMM CUMBOAM3MOM 30A0TOJ DIIOXU
CBATOOTEUECKON IMCbMEHHOCTHM, BTOT IosaHenmuii aaseropusm Cumeona Coa. ecTh HeKOTOpoe
CHIDKeHIe. B HOBEJIIIYIO DIIOXY, B CBA3M C IPOVAeHHBIM $UA0COPCKUM MUCKYCOM U, KaXKeTCsl, TOAb-
KO B PYCCKOV BOTOCAOBCKON AuTepaType MBI OILATh BUAUM BO3POXKJEHIEe OHTOAOTMYECKOTO CHMBO-
Au3Ma B cTappoaorun. B xkaure Xornnckoro «MaTeMaTiueckoe A0KazaTeAbCTBO ObITys boxxms» kpect
paccMaTpuBaeTcsl Kak «CMBOA OOXKeCTBEHHOI BeYHOCTH, DeCKOHEYHOCTI». TaM ke TOBOPUTCS O TOM,
9TO «OTU AVHNMU, KaK Obl BbIBeJ€HHbIE 113 OECKOHEUHOIO IIPOCTPAHCTBA, IIPeACTaBASIIOT CBOUM CKpe-
IIleHNeM BecbMa KpacuByIO pUIYpY, HasblBaeMylO KpecTOM». Y Hac HeT, K COXKaAeHMUIO, 1104, PyKOIl
9TOI PeAKOil U 3aMeyaTeAbHON KHuUrHM, nossusmierica B 50-x rogax 19-ro Beka, M MbI BBIHY>KAEHBI
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yTBep>KAE€HMe alpUOPHON CBATOCTU KpecTa, KOTOpOoe MOXHO (POpMyAupo-
BaTb TaK: KpecT He TOABKO CBST, IIOTOMY 4TO Ha HEM c00AaroBOANUA PacILAThCS
T'ocrioas, Ho n T'ocriogpr co6aaroBoAMA pacIAThCA Ha KpecTe, IIOTOMY YTO OH
CBAT. DTOMY HICKOABKO He IIPOTUBOPEUUT YKa3aHUe CBATBIX OTIIOB Ha KPECTHYIO
CMepThb, KaK Ha MaKCHMaAbHO ITI030PHYIO, KOTOPYIO Boael nzdpaa Cebe I'ocrioas,
160 Te >xe oTIfbI (AakTaniuii, cs. Adanacuii B., cs. I'puropuit Hucckmit) mpuso-
AST MOTVIBBI IIPOCTPAHCTBEHHO-T€OMETPUYECKOIO allpMOPHOTO CUMBOAM3Ma.

C »TuM MOTMBOM aIlIpMOPHON CBATOCTH KpecTa y XPUCTMaH COBIIaA U, OBITH
MOKeT, ero 00ocHOBaa (akT ITOYMTaHM KpecTa I, BO BCIKOM cAydae, 0COOOTO
OTHOIIEHNSI K HEMY Y MHOITIX HapO4OB HeKaAacCuueckoll ApesHoctu — Craporo
n Hosoro csera - ermnrtsas, XaadesH, IIyHUIIIeB-(PpUHUKUAH, acCUPYLIH,

I104b30BaThCsl IUTALMAMU U3 He€, cieAaHHbIMU 1IPOT. A. KOBaABHULIKMM B IIPeAMCAOBUN K PYCCKO-
My niepeBoay KHuru AHcora «IlounTtaHue Kpecra sA3pIYHMKaMM, KusImMu A0 Poxaecrsa Xpucrosa»
(Bapmrasa, 1902, crp. 4 ca.). CaMbIM 3aMeuaTeAbHBIM U3 TOTO, YTO OBLAO AQHO B 9TOM CMbICAE B Halle
BpeM:1, 0e3yCAOBHO sIBASETCS rpadpUIecKuil aHaAu3 KpecTHOro cumsoAa Bo 1I-m T. xamru Z. I1. Kap-
casuHa «O Havaaax». AHaAU3 DTOT MMEET B BUAY IIPaBOCAaBHO-PYCCKIIT OCBMMKOHEUHBIN KpecT. OH
IIPUBOAUT K CUMBOAY KpecTa KaK «Meya pacCeKalOIlero», IleHTpa BCeAeHHOM, BO3BOASIIIEro Ha paii-
CKII€ BBICOTHI M HU3BOASAIIETO B ajckue 6e3aHbl. ITpod. Moret (ITapuskx, CopboHHa) B CBOMX AEKIIUAX
BBICKa3bIBaeT MHEHIIe, 4TO 00pa3 KpecTa ecTh 0Opa3 yeaoBeKa C pacIpOCTEPTEIMI PyKaMI. DTO BIIOA-
He COOTBeTCTByeT U MHeHmIO cB. Otijos (Hamp., cs. Adanacus B.), u mpasocaasHol ruMHOrpadguu
KpecTa (cp. «pyue pacrpocrep JaHnuna AbBOB 3MsIHIE B POBE 3aTde» — KaHOH 4-TO raaca, IecHb 8-5;
TaM 3Ke B 1-1 ITecHe rOBOPUTCS: «KpecToobpasHbiMa MorceoBoMa pyKaMa aMaAMKOBY CUAY B ITyCTBIHE
1mobeana ectb». CioAa 5Ke OTHOCUTCS M TBEPAO BOIllelee B OObIYail, XOTsI I He OTMEYeHHOe B Y CTase,
pacrpocTupanne pyK Ipy IIPOU3HECeHUN CBSIIeHHMKOM XepyBUMCKOII IIeCHU B aATape M IIpu OC-
pameHry Japos. 34ech caMa MOAWUTBA Kak OB OTOXAecTBAseTcs ¢ KpectoM. Ho MoauTsa ects BeAb
BRICIIIee I[BeTeHIe oOpasa boxxust B ueaoBeke 1 BOCXOXAeHue ero X mogobmio. Ha scretnky xpecra,
OCOOEHHO B IPUAOKEHUN K IPVHLMILY 30A0TOTO AeAeHMs], 00paTua BHUMaHMe 13BecTHbI PexHep
B csoeir Vorschule der Aesthetik. B ceeTnanne kpecTy roBoputcsi: «KpecT KpacoTa LepKBU», — IPUIEM
3/4€Ch UMEeTCsl B BIAY He TOABKO BHYTPEHHIUII CMBICA KPacOThl KpecTa, HO 1 BHEIITHee U3SIIeCTBO DTOM
KpacuBeIiIIeil reoMeTpuIecKoir Gpurypsl, yKpalaloIei XpaMbl boxxum n3sHyTpu 1 M3BHe.

B Cwm. mamnp., Wilkinson B ero The Egiptians in the time of the pharaohs, London, 1857, crp. 131.
O peneniuy XpUCTHaHAMI KPeCTa y A3BIYHIKOB TOBOPUT MPUMEHUTEABHO K eTUIITSIHAM M3BECTHBIN
H. Bapcos (9u. ca. bp. u Es., moa. 32, crp. 655). Taxxe Gayet (8 L'art copte, 1902) passusaeT a1000-
IBITHYIO TEOPUIO ABOVIHON pelLlennuy KpecTa XpUcTHaHaMu-Koltamu. PerermmposaH Obla ApeBHe-
erureTcknii cumsoAa kpecra ankh (sepnee hankh — c1MBoa BocKpeceHust 1 BO3poXKAeHMs, cTp. 75),
HO pelleNnypoBaH OblA B SIIOXY I'OHEHUI U I'PeYeckmii KpecT, oH Obla cuMBoaoM cMepTu. Ilepsoit
KpecT IIpeAIIounTalcs rocaejHemy (crp. 7677 ca.). Baaagumup I'pioneiizen (W. Gruneisen, Les
caracteristiques de l'arte copte, Florence, 1922) moaaraer, 4To MpoM30IILla TOCTEIIeHHAs TPAHCKPUII-
LIS APEBHEETUIIETCKOTO KpecToOOPa3HOro 3HaKa I10/ BAMSHUEM XPUCTMAHCTBA B HACTOSIINIL KPecT
U KPEeCTHBIIT CIOJKET, BcaecTBre uero gpepHuii hankh okasaacs sbiTecHeHHBIM (cTp. 72 ca.). B aTOM
3aMedareAbHOM Tpy/e (CTp. 73) IpuBejeHbl pa3ANyHble DTallbl STUX BapUaluii, Cpeay KOTOPBIX eCTh
Tay (crux commissa). Takum obpasom, popma Tay 1o I'pioHeiiseHy He caMOCTOsATeAbHa, KaK AyMaa
BMABKIHCOH, a eCTh OAVIH U3 DTAIIOB Bapyuanuii Kpecra oT hankha Ha mmyTu k crux immissa — KaHOHU-
gecko1 popMe XPUCTHAHCKOTO KpecTa. [Tocae Toro, uTo HaMu OBLA0 CKa3aHO 0O aIIPIOPHOIL CBATOCTU
XPUCTMAHCKOIO KpecTa, Hac T HabAIOAEHNS He MOTIYT CMYTUTh: HEXPUCTMAHCKOIO KpecTa BooOIe
OBITb He MO>KeT, XOTsI OBl 1 3HaK ero Ob1a sBAeH A0 P. Xp. o maorn. Uro >xe kacaercst OyKBbI Tay 1 eé
OTHOIIIEHVE K KPECTY, TO BOIIPOC BTOT SBAsETCs BeChbMa CyIIIeCTBEHHBIM I10 TON IIPUYMHE, YTO OH CBSl-
3aH ¢ Ip00.AeMOJl KaHOHIMYHOCTH CruX commissa 1 B CBA3M C MIMeHOBaHueM 3Toi GopMBI y BapHaBss
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MHAYCOB', aliTeKoB', paBHO KaK I OTYAaCTV Y HapOA0B KAacCHIeCcKMX'® 1 0AM3KO
C HUMM COIPMKACABIIUXCS STPYCKOB M KeabToBY. C BTUM CTOAKHYACS MOTUB
DMIIMPIIECKN OAMO3HOTO OTHOIIEHUs K KpecTy (I1. oOp. y pUMASH), KaK K Opy-
AMIO TIO30PHENIIIel KasHU pabos, servitutis extremum sumumque supplicium —
o Beipakernio Llunepona’®. B pesyabraTe — oueHb XapaKTepHas M CBOeoOpas-
HO-M3BUANCTas AMHIUA CUMBOAVKI ¥ apXe0A0TUM KpecTa.

Ha 3ape mcropuyeckoro xpucrmaHcrsa oba MoTusa: moumrtanue Mmcyca
Xpucra «u Cero pacrsata» (I Kop. 2, 2) u anpuoproe nounrtanne Kpecra apes-
HUMMU SI3BIYHMKaMM ObLAM OOABIIell YacThl0 HACTOABKO pasbelMHeHBI, 9YTO XpU-
cTmaHe, OOABIINHCTBO KOTOPBLIX HAXOAMAOCH B OpOUTe paxX romana, MMes B BUAY
0AMO3HOe OTHOIIIeHNe K KPecTy Kak K Opy4uIO KasHH, IPsIMO M300paskaaul ero
peako”. OTHOCUTEABHO CHMBOAOB KpecTa-sKopsl, Tpe3yOlla, pa3sANdHOIO poja
MoHorpamm Criacmureas: ITO3BOAMTEABHBI COMHEHN:: IPeACTaBASAU AU OHU
HEII0CpeACTBEHHO KPecT 1AM ObLAM BOOOIIle XPYUCTUAaHCKUMI CMBOAaMM CIIace-

u Tepryaanana. Ognako Marucchi y Vigouroux B Dict. de la Bible, T. I mokaszaa, 4To B ApeBHIMX IIHCh-
MeHax Tay IIOXOAA0 CKOpee Ha Crux immissa; BO BCSIKOM CAydae dTa U eil 110400HbIe (OPMBI Tay IIpe-
0641ajaay B ceMUTNYECKNX aA]aBuTax — MMEHHO Y eIMIITsH, PUHUKUSIH U eBpees. V] ToAbKO y Tpekos
U pUMASH Tay MMea0 GpopMy crux commissa.

4 TIokoAb 3HAMEHUTOI ITaroAbl Angkor Wat yxpamen kpecramu. /JpeBHe-UHAYCCKOe ITPOMCXOXK-
JeHle TaAMMUPOBAHHOTO KpecTa, TaK Ha3. CBACTUKU — OOIIen3BecTHO. ['aMMIUpPOBaHHEI KpecT ObLA
TaK>Ke PelUIMpoBaH B XpucTuaHcTse, cM. «Der Fossor Giogenes», Wandgemalde (jetzt zerstort) in
Katacombe S. Pietro e Marcello von Rom, IV Bek: O. Zockler, «<Handbuch der theol. Wiss.», Band. 1II,
crp. 316. Jo cux mop cepObl IPUHOCAT B II€PKOBb XAe0bI ¢ KpectaMu B popMe CBaCTUKIU.

5 OaMH M3 ApPeBHENMIINX alTeKCKUX XpaMOB — XpaM COAHIIA — OTAMYAETC TOIO OCOOEHHOCTBIO, YTO
ero Asepu 1 GppecKy yKpamieHbsl KpecTaMI 4acThIO TaK. Has. «AaTUHCKOI» pOPMBI, JaCThIO «MaAbTHUI-
CKOI1», cM.: AHCOT, Op. cit., cM. pyc. nepesog Kosaapuuiixoro, crp. 16-17.

16 BecpMa CyIIIeCTBEHHOE MECTO 3aHIMAIOT Pa3ANYHOIO poda M300pa’keHIs KpecTa B Marepuade
PacKoIIOK, Npon3seaéHHbIX 3HaMeHUTHIM Illanmanom (Schliemann) Ha xoame I'mccapabik Ha Ipea-
rosaraemoM Mmecre ApesHert Tpou. ITo sTomy nosoay cam llanman rosoput: «Brioane roros s 40-
Ka3aTh, YTO KpecT OblA 38 HECKOABKO ThICAY AeT 1iepes P. Xp. peAnrnosHeIM CMBOAOM BeAndaiiien
Ba’KHOCTU y IT€pBOHaYaAbHBIX ITPEAKOB apUIICKOTO ITA€MEeHI» (Schliemann, Antiquites Troyennes.
Rapport sur les fouilles de Troie, p. 48; rjut. y Ancor Kosaasuuiikoro, ibid., crp. 24). Kpome Ttoro,
B Beamxoit I'peniyt Ha KepaMUYECKMX M3AEANSAX KPECT SIBASETC OAHUM U3 BaXKHENIINX 4eKOpaTB-
HBIX MOTMBOB J1, 4YTO cCaMO€ Ba>kKHOe, Hocumcs Ha 2pyou 6 kavecmee amyrema. Mioaaep (Miiller) cunra-
€T, 4TO ynoTpedAeHNe KpecTa TOABKO C 11eAbI0 YKpallleHNUs sBASeTCS MCKAIOUeHeM. YIIoTpedaseTcs
JKe OH IA. 00. B KauecTBe TaAuCMaHa U repba, YTO B 0OOMX CAydasX MMeeT peAMIVO3HOe 3HaueHe
(Religitse Symboler af Stierne, Kors og cirkel form hos Oldtins folk af Dr. Miiller, Kjobenhaven, 1864,
cit. ibid., crp. 25-28). Bo3aM0OKHO, 4TO KpecT Obla Jaske TOTeMOM, T. K. TepObl, HeCCOMHEHHO, IMEeIOT TO-
TeMI4JecKoe IIPONCXoKAeHne. BooOIe MOXKHO cKa3aTh, YTO KPeCT eCTh TOTeM XPUCTHaH.

7 Cm.: M. Gabriel de Mortillet, Le signe de la croix avant le christianisme, ctp. 162-173.

8 Cic. in Ver. V 66. I'pexnt ymnorpebasan »1y KasHb peako (cM.:. Hermann, Grundziige und
Anwendung des Strafrechts, Gottingen, 1885, ctp. 83). OHa oTMeHeHa, Kak n3becTHO, cB. KoHcTaHTH-
HoM Bea. B IV Bexe. JaTa 9Ta IpeAcTaBAseT CyIIleCTBEHHBIN DTall B MICTOPUM KpecTa.

¥ BO3MOXHO, 4TO 9TOMY IPeIATCTBOBAAM IPOAOAXKABIINECS Ka3HU pacIsTieM, IpodaHIpO-
BaBIIME B IJa3aX HEIOCBSIIEHHBIX VAU HEIPOCBELIEHHBIX ApParolleHHbII CMMBOA. BO3MOXKHO, 4TO
U1 Ha CMBOA €I11€ He IIepelIao B A0CTaTOYHON CTeIleHy [TIOUNTaHMe, BO3aBaBllieecs CaMIUM CTpajaHy-
sm Cracureas. Cp.: Le Blant, «Observations» s Bull. de la soc. nat. des antiq. de France, 1867, 1. XXX,
crp. 111-113.
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HIS U UCKyILAeHys1?. VIHTepecHO BBISICHUTH BpeMs IIePBOTO IIOSBAEHUS XPUCTH-
AQHCKIX M300pa’keHNit Kpecrta (crux exemplata), mzoopaskeHns pacrsitus (imago
crucifixi), XapakTep IIpOMe>XKyTOUHBIX CTaAMIA U ITOCAEAYIOIIel DBOAIOL L.

Ognako 9Ta 9BOAIOIIMS eCTh TeMa cIenuaapHOI apxeoaornun Kpecra
l'ocrioans, KoTopoit 6yAeT HOCBAIIEH OCOOBIN OUepK.

B. H. Mabpun
IMapmx, 1927
AeKabpb
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IOPAAOK IIPEACTABAEHUSA MATEPUAZOB K ITYBAVKAIINN

Marepuaanl Aas IMyOAMKaMM B KypHade IIPMHUMAIOTCA B 9AEKTPOHHOM
dopmare mo agpecy: vistheo@yandex.ru. Pejakiusa BcTymmaeT B IepemnmcKy
TOABKO C aBTOPOM (aBTOpaMu) NpeAcTaBAeHHOro Matepuasa. Hayunsle mpousse-
AeHUs yOAUKYIOTCS B XXypHaae OecIiaaTHO, aBTopaM ITy0AMKaIuii He BhIILAadu-
BaIOTCs KaK1e-A100 TOHOpaphI.

ABTOD IpeACTaBAseT B pedaKInio OTAeAbHBIMU (aiiiaMu:

* ojopMaeHHOe COTAacHO IIpaBuiaM HayuyHoOe Ipou3BeJeHue;

* csegeHns o0 asTOpe (aBTOpaX) Ha s3BIKe CTATbU U AHTAMIICKOM SI3bIKe
C yKasaHMeM CAeAyIOINX JaHHBIX: (PaMUANS, UMsI, OTIeCTBO (IIpy Haandun) oes
COKpallleH!IT; yIEéHasl CTelleHb, y4EHOe 3BaHIe; 40AKHOCTb U MeCTO paboTsl / yué-
OB Oe3 COKpalleHNIT; agpec 9AeKTPOHHOI ITOYTLI; KOHTaKTHEIN TeaeoH;

® 3aIl0/AHEeHHBIN 0AaHK COTAalIeHns O MyOAUKaLNY, TIOAIIMCAHHBIN aBTOPOM
(B caygae cOaBTOPCTBA KaKABINI U3 aBTOPOB IIOAICHIBAT OTAEALHBIN OJaHK);
IOAINCEIBasT 6AaHK COTJallleHNs], aBTOP TeM CaMbIM pa3pelllaeT OTKPBITYIO Iy0-
AVKaLMIO CBOMX MaTepualos, a TakXkKe UX pedaKTUpOBaHMe, He MCKaKalolee
CMBICA ITPOU3BeJeHIs;

® aHOHUMHLIN (aill, coAepKaluil TeKCT IPOU3BeAeHNs, A4 OCyIIecTBAe-
HILSL ABOJHOTO CAEIIOr0 pelieH3MPOBaHMsI (B TeKCTe HayYHOIO IPOU3BeJeHIs Tpe-
OyeTcs1 yOpaTh Bce cBeaeHIs 00 aBTOpe M OpraHu3anum, B KOTOpOi OH paboTaeT).

ITepeuncaennsie ¢paiiabl 40AXKHBI OBITH TOVMMEHOBAHBI B AaTMHCKOM rpaduke:

* nayyHoe npoussedenne: QPammanus apropa_text.doc (Petrov_text.doc),
B CAydJae COaBTOPCTBA yKa3blBaeTcsl paMIAV IIePBOTo aBTopa.

* csegenns o0 aprope: Pammans asropa_author.doc (Petrov_author.doc).

® 0GaaHk coraamenns o mnyoamkanym: Pammansa asTopa_agreement.pdf
(Petrov_agreement.pdf).

® aHOHUMHSEIN (aiia 445 PerleH3NPOBaHNS: IIePBOe CA0BO Ha3BaHM IPONU3-
Be4eHMsl B AaTUHCKOM TpaHcKpumnuu (Harrpumep, Problema.doc).

Bce moctynmsime Marepmaanl MpOXoAAT IPOBepKy Ha maarmnat. Ilpm oOna-
pPy’KeHMM Iilarmata MaTeprad OTKAOHseTCsl Oe3 IIpaBa IIOBTOPHON IIOJadl,
a caM aBTOpP BKAIOYAeTCs B CIIMCOK MccAeJoBaTeaeli, MaTepuaabl KOTOPhIX He
I1oA/€e>KaT OIyOAMKOBaHNUIO B JKypHaJe.

Ouepéanocts mMyOAMKaMy MaTepualoB OIpeseaseTcsl AaTOM MX IOCTyILAe-
HIUS B peJaKIIMIo XypHada. PabGoTel, TTOCBANIEHHBIE OCOOO aKTyaAbHBIM TeMaM,
a TakKkKe coJeprKalnye IIPMHIOMUIINAABHO HOBYIO MH(OPMAaIMIO, IO penIeHnIo
peAaKIiuy MOTYT OBITh OITyOAMKOBaHBI BHE OUepeAr.

Peaaxius >KypHada He BCTyHIaeT C aBTOpaMM B COJeprKaTeAbHOe OOCY>Kae-
HIUe cTaTell M 3aKAIOYeHUI PeljeH3eHTOB, IePeIncKy 0 MeTOAMKe HaIlMCaHU:
1 opopMaeHNs HaydHBIX ITPOM3BEACHMII U He 3aHMMaeTCsl AOBeJeHneM cTaTteil
A0 HeOoOXOAMMOI'0 HayYHO-MeTOANYIECKOTIO YPOBH:L.
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MANUSCRIPT SUBMISSION

Materials for publication in the journal are accepted in electronic format at:
vistheo@yandex.ru. The editorial board fulfills the correspondence only with the
author(s) of the submitted material. Manuscripts are published in the journal free
of charge, authors of publications are not paid any remuneration.

The author presents to the editorial office separate files:

* manuscript drawn up according to the rules;

* information about the author(s) in the language of article and English with
the following data: surname, name (in full); academic degree, academic title;
position and place of work / study without abbreviations; e-mail address; contact
phone number;

* the completed form of the publication agreement signed by the author
(in case of co-authorship, each of the authors signs a separate form); signing the
agreement form, the author thereby permits the open publication of his materials,
as well as their editing, which does not distort the meaning of the manuscript;

e anonymous file for double-blind peer review (in the text of the manuscript
it is required to remove all information about the author and the organization in
which he works).

The listed files must be named in the Latin script:

* manuscript: Surname of author_text.doc (Petrov_text.doc), in the case of
co-authorship, the name of the first author.

e information about the author: Surname of author_author.doc (Petrov_
author.doc).

e the form of agreement about the publication: Surname of author_
agreement.pdf (Petrov_agreement.pdf).

¢ anonymous file: the first word of the title of the paper in Latin transcription
(e.g. Problema.doc).

All received materials are checked for plagiarism. If plagiarism is detected,
the material is rejected without the right to re-submit, and the author himself is
included in the list of researchers whose materials are not subject to publication
in the journal.

The order of publication of materials is determined by the date of their admis-
sion to the journal. Works devoted to particularly topical issues, as well as con-
taining fundamentally new information, can be published out of order by the
decision of the editorial board.

The editorial board does not enter into a meaningful discussion with the
authors about articles and opinions of reviewers, doesn’t correspond on the
methods of writing and design of paper and is not engaged in bringing the arti-
cles to the required scientific and methodological level.



203

ITPABUIAA ODPOPMAEHMA
MATEPUAAOB A4S ITYBANKALIUN

Pesakumst mpuHMMaeT MaTepuaabl, HaOpaHHBIE B TEKCTOBOM peJakTrope
Microsoft Office Word ¢ pacmmpenuem .doc man .docx, B 4eKTPOHHOM BUAe.
MaaocTpanyy OpUHMMAIOTCA B BUAE OTAeAbHBIX (aliaos B (opmaTe jpeg
(He Ooaee 5 maalocTpanmin).

O6mwém Texcra — 40 40 000 3HakoB (BKamogas rpobeasr). Texcr nabupaetcs
mrpudrom Palatino Linotype. Pasmep mpudra — 12. MeXXcTpouHbIil MHTEpBaA —
oauHapubIii. AbG3annbiit orctyl — 0,5 cm. Iloas crpannIisl cepXy 1 cHuU3y — 2 cM.,
caesa — 2,5 cm., cripaBa — 1,5 cm. Pexxum BpipaBHMBaHMSA aHHOTALVM, KAXOUEBBIX
C/0B, OCHOBHOTO TeKCTa 1 Ombamorpadpum — Mo IIMPHHe, pacCTaHOBKA IIepeHo-
coB — asToMaTnyeckas. CTpaHUIIB TEKCTa He HyMepYIOTCS.

IIpy ncroab30BaHUM AOTIOAHUTEABHBIX IIPUQTOB TaKye IMPUPTH J0AXKHDI
OBITH TpeACcTaBAeHbl B PeJaKIINIO.

CTpyKTypa Tekcra

[Iy6auxyemoe B XXypHade HaydyHOe IIpOu3BeJeHNe JO0AXKHO COCTOATh U3 CAe-
AYIOIINX IT0CAe40BaTeAbHO PaCIIOAOKEHHbIX DAeMEHTOB:

— HazBaHIe CTaTbhU (IIPOINCHBIe OYKBBI, pasMep mipudra — 14, BrIpaBHUBa-
HUe€ II0 LIeHTPY);

— UMHHUIMAABl ¥ QaMuAus aBTopa (OTAEASIOTCA OT Ha3BaHUA ITPOIYCKOM
CTpOKM, PUQPT XXUPHBIA, pazMep mpudTa — 12, BpIpaBHUBaHNE IO IIEHTPY);

— MecTo paboTs, cTpaHa (pasmep mpudra — 11, BrIpaBHUBaHNE IO IIEHTPY);

— e-mail (pasmep mpudra — 11, BrIpaBHUBaHNE IO IIEHTPY);

— cBeeHns 00 MCTOYHMKe (PMHAHCUPOBAHMUsI, €CAM TaKOBOil uMeeTcst (OTAe-
AsieTcsl OT e-mail IIpoIycKOM CTPOKM, MPUQPT XUPHLIA, pasmep mpudra — 10,
BRIPaBHUBAHMeE 110 LIEHTPY)

— aHHOTaII (OTAeAs1eTCs IIPOIYCKOM CTPOKM, pazMep mipudTa — 11, Bepas-
HUBaHMNe [0 IPUHE);

— KAIOYeBble CA0Ba (OTAeAAI0TCs OT aHHOTALMM ITPOITYCKOM CTPOKM, pa3Mep
mpudra — 11, BeIpaBHMBaHMeE IO ITNPUHE);

— A4Sl MaTepuas0B Ha PyCCKOM, (PPAHITy3CKOM U HEMEIIKOM S3bIKaX ITyHKTBI
1-7 NOBTOPSIOTCA HA AHTAMIICKOM SI3BIKE;

— TeKcT (0TAeAsIeTCs IPOIYCKOM CTPOKM, pa3Mep mpudra — 12, BrIpaBHIUBa-
HUe€ II0 IMpUHe);

— 6ubanorpadusa (0TaeaseTcsl IMPOITYyCKOM CTPOKM, 3aroAO0BOK IIMIIIeTCS
IponucHeIMM OyKBamu, pasmep mpudra — 12, BrIpaBHUBaHNE 10 LIEHTPY, dadee
I10C/e TIPOILyCKa CTPOKM IPUBOAUTCS CIIMCOK OmbAnorpadgpum B aapaBUTHOM I10-
psiaxe, BBIpaBHMBaHUe I10 IIMPUHE);

— references (CIIMCOK MCIIOAB30BAHHONM AUTEPATYphl B IIepeBOJe Ha aHTAWII-
CKIIT SI3BIK; 0POPMAAETCS TaKMM >Ke 00pa3oM, 9To 1 Omubanorpadrs).

Ha caiire xxypnasa «BusyaabHas T€010T1s1» MOXKHO O3HAKOMMUTLCS € 111a040-
HOM A451 OPOPMACHMS CTATbI.
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AnuHoTanms

AnHOTanMs (aBTOPCKOE pe3ioMe) J0/AKHA SBASITHCA KPaTKUM 0030pOM Hayd-
HOIl CTaThy, IIPeACTaBAAIOINIMM OCHOBHOE COJEp>KaHMe U BBIBOABI JCCAeAOBa-
Hus. Pasmep annoranym — ot 2500 20 3000 3Hakos 6e3 mpoOeaoB. AHHOTALIVA
BBIITOAHAET (PYHKIMIO CIIPAaBOYHOTO MHCTPYMEHTa, ajeKBaTHO perpe3eHTUPY-
1o1ero 0ozee o0OBEMHOE HaydHOe KccaeioBaHue. VI3 aHHOTaIMm 40AKHO OBITH
SICHO, KaKylO IIeAb CTaBlA aBTOp MCCJAeJOBaHMs, Kakye 3ajady OH II0CAesOBa-
TeABHO pellal, KaKyl0o METOAMKY IpuMeH:a (6e3 yTOuHeHUs JeTaeif), KaKOBBI
OCHOBHBIE Pe3yAbTaThl MCCAEAOBAHNS U B YEM COCTOUT HaydHOE 3HaueHUe DTUX
pe3yabTaToB. TekcT aHHOTaIMNU AO/AKeH OBITh BHYTPEHHE CBA3HBIM U AOTMYECKU
CTPYKTYpPUPOBaHHBIM (CA€A0BaTh AOTMKe TeKCTa CTaThM). B aHHOTanmm He IIpu-
MeHJeTCsl LUTHpOBaHMe. B aHHOTAaI[MM He AOAKHO OBITH TaKOTO MaTepuasa,
KOTOPBIN HE COAEPIKUTCS B CTaThe.

AHrA0s3pIYHAs aHHOTAIM K CTaTbe JO/AKHA OBITh: MH(OPMAaTUBHON
(He cogep>xath 0OmMX ¢Pppas); OpUIMHAABHON (He KalbKa C aHHOTAI[UM Ha SI3BIKE
CTaThM); HAIlMCAHHOI Ha IIPMEMAEMOM aHTAMIICKOM fA3BIKe (He «MeXaHMJEeCKIII»
IIepeBoJ); CoAep KaTeAbHON (OTpa’kaTh OCHOBHOE COJep’KaHMe CTaTbU ¥ KOH-
KpeTHBIe MTOIM MccAeAoBaHVsI). PasMmep aHraos3brgHON aHHOoTanuu — oT 2500
40 3000 3HaKoB Oe3 mpobeaoB. AHIA0A3BIYHAS aHHOTAIU IIPU3BaHa UTPaTh POAD
HE3aBICUMOTIO OT TeKCTa CTaThM MCTOYHMKA HayIHOI MH(pOPMAaIIUIL.

Karouesslie caoBa

KAIO‘IQBLIQ CA0Ba K CraTbe AO0A>KHDbI OTpa)KaTL OCHOBHOE€ CO,ZI,ep)KaHI/Ie CTaTbl,
COBIIagaTb C 6aSOBbIMI/I TepMI/IHaMI/I ccaeA0BaHIs, OHpeAeASITL COGOﬁI (Map—
KI/IpOBaTb) O6AaCTI) 3HaHWsI, HpeAMeTHYIO O6]laCTI) u TeMaTI/IKy ccaeAO0BaHIIs.
KOAI/I‘IQCTBO KAIUYEeBbIX CAOB — OT 5 A0 15, I10CAeA0BaTeAbHOCTh KAXUYEBbIX CAOB:
110 Mepe 3HaYMMOCTH.

Iutuposanmne

CcplaKM Ha UCIIOAB30BaHHYIO AUTEpaTypy IMPUBOASATCS BHYTPU TeKCTa B KBa-
ApaTHBIX CKOOKaX coraacHo caegyioeit popme: [Vsanos 2012, 81], rae Vsanos —
¢ammans asropa, 2012 - roa msganms, 81 — crpanmua. [Ipu HeobxoammocTu
MO>KHO CCBIAAThCsl Ha HeckoabKo crpanuil: [Ilerpos 2019, 52-54], mexay yxa-
3aHHBIMM HOMepaMM CTpaHMI] BCerda AO/AXKHO MCIOAb30BaThCsl KOPOTKOe THUPe,
He geduc. Ilepea ormrpaskoit MaTeprala HEOOXOANMO YOEANUTHCS, UTO

v/ BCe CCBLAKI IIPOM3BEAEHBI Ha MCTOYHUKI, IIPYUCYTCTBYIOIINE B OubAnorpa-
¢Jpuaeckom crmcke;

v/ KaXKABIII UCTOYHUK, IPUCYTCTBYIOIINII B O1uOAMoOrpadpuaeckoM CIIvCKe,
HNPOIMTUPOBaH He MeHee OJHOIO pasa.

KoanuaecrBo Tak Ha3blBaeMbIX OOIIMX CCHIAOK, TO €CTh CCHIAOK Ha MCTOUHUK
Oe3 ykazaHMs HOMepa CTpaHMIIBI (3a MCKAIOUEHMEM CCLIAOK Ha BeO-pecypchl),
He A0>KHO mpespimath 10 % oT obIiero xoamdyecTsa CCHLAOK B TEKCTe Hayd-
HOTO IpousseeHns. Llutuposanne coOCTBEHHBIX pabOT, KaK U AIOOBIX APYTUX,
AOZXKHO OBITH YMECTHBIM U IlelecooOpas3HbIM. He pexomeHayercs mcrioan3osa-
HIle MaTepuaoB, aBTOPCTBO KOTOPBIX HEBO3MOXKHO YCTaHOBUTD. IIpn Haamdun
I1e4aTHOTO M3AaHNs He peKOMeHAYeTCs CChLAaThCs Ha 9AeKTPOHHBIN pecypc.
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Bce BpIg€A€HI TEKCTA BHYTPU IIUTAT YTOUHSAIOTCS B KPYTABIX CKOOKaX (KypcuB
Mmoit. — E. C.), rae E. C. — mepssle OykBBI MMeHM U paMMUANY aBTOPa (HaOMparoTcs
KypcusoM). Ecam mpu nmrmposaHuM yIIycKaeTcsl HEKOTOPLI (pparMeHT Tek-
CTa, TO B CaMOIl IITaTe Ha €ro MecTe UCII0Ab3yeTCs MHOTOTO4YMe, 3aKAIOUEéHHOe
B yI40Bble CKOOKI: <...>. ITog00HOe cokpallieHre UNTaTL He A0AXKHO IIPUBOANUTD
K MICKa>KeHUIO €€ CMbICAa.

IIpumedanmst opopMASIOTC B BUAe IOCTPaHMYHBIX CHOCOK. Hymeparist
CHOCOK CKkBO3Has. Pasmep mpudra — 10, BrIpaBHIBaHME 10 IIMPUHE.

MNaalocrpatnsHble MaTepmaabl (M300pakeHms1, ¢ororpapuy, TabAMUITHI
U IIp.) HyMEPYIOTCSI UM COIPOBOXKAAIOTCS IIOAIIMCBHIO: HOMEp WAAIOCTPaIjU,
Ha3BaHIe, aBTOP/MCTOYHUK. JIMeHa mpeaocraBasieMbIX (Palil0B jpeg AOAXKHBI
COOTBETCTBOBATh HOMEpPaM I Ha3BaHUAM UAAIOCTPAIIUIL B TEKCTE.

bubanorpadust opopmasercsa B aapaBUTHOM IOPsIAKe, He HyMEPYETCH.

References opopmasercs coraacHoO AaTMHCKOMY aAQaBUTy, He HYMepyeTcsl.

IToapoburie npasnia opopmaenus bubanorpapum u References mpeacras-
A€eHBI Ha opUIINaAbHOM CaiiTe XXypHaJa.
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REQUIREMENTS FOR MANUSCRIPTS

The editorial board accepts in electronic form the materials typed in the text
editor Microsoft Office Word with the extension .doc or .docx. Illustrations are
accepted as separate files in jpeg format (no more than 5 illustrations).

Text size — up to 40 000 characters (including spaces). The text is typed in
Palatino Linotype. The font size is 12. Line spacing — single. Paragraph indention —
0.5 cm. Page margins on top and bottom — 2 cm, left — 2,5 cm, right — 1.5 cm. The
alignment mode of the abstract, keywords, main text and reference — justified,
hyphenation — automatic. Pages of text are not numbered. When using additional
fonts, such fonts should be submitted to the editor.

Text structure

The manuscript published in the journal should consist of the following con-
secutive elements:

— article title (capital letters, font size — 14, center alignment);

— initials and surname of the author (separated from the title by skipping a
line, bold font, font size — 12, centered);

— place of work, country (font size — 11, center alignment);

— e-mail (font size — 11, center alignment);

— information about the source of funding, if any (separated from e-mail by
skipping a line, bold font, font size — 10, center alignment)

— abstract (separated by skipping a line, font size 11, justified alignment);

— keywords (separated from the annotation by skipping a line, font size — 11,
justified alignment);

— for Russian-language materials, paragraphs 1-7 are repeated in English;

— text (separated by line skipping, font size — 12, justified alignment);

— references in language of article (separated by skipping a line, the title is
written in capital letters, font size — 12, center alignment, then after skipping the
line is a list of reference in alphabetical order, justified alignment);

— references in English (made the same way).

On the website of the journal “Visual Theology” you can find a template for
the design of the article.

Abstract

Abstract should be a brief review of the paper, representing the main content
and conclusions of the study. The size of the abstract is 2500 to 3000 characters
without spaces. The abstract serves as a reference tool, adequately representing
a more extensive research. From the abstract it should be clear what purpose the
author of the study set, what tasks he consistently solved, what methodology
he used (without specifying details), what are the main results of the study and
what is the scientific significance of these results. The text of the abstract should
be internally coherent and logically structured (following the logic of the text).
Citation is not used in the abstract. The abstract should not contain any material
that is not contained in the article.

The English abstract should be: informative (not containing common phrases);
original; written in acceptable English (not a “mechanical” translation); meaning-
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ful (reflecting the main content of the article and the specific results of the study).
The size of the English abstract — from 2500 to 3000 characters without spaces.
The English abstract is intended to play the role of the source of scientific infor-
mation, independently from the text of the article.

Keywords

Keywords to the article should reflect the main content of the article, coincide
with the basic terms of the study, define (mark) the area of knowledge, subject
area and subject of the study. Number of keywords — from 5 to 15, the sequence
of keywords: by importance.

Citation

References to the used literature are given in the text in square brackets
according to the following form: [Ivanov 2012, 81], where Ivanov is the author’s
surname, 2012 — year of publication, 81 — page. If necessary, it is allowed to refer
to several pages: [Petrov 2019, 52-54], between these page numbers a short dash
should always be used, not a hyphen. Before sending the material, it is necessary
to make sure that

v all references are made to the sources, present in the reference;

v" each source, present in the reference, is cited at least once.

The number of so-called general references, that are, references to the source
without specifying the page number (except for the references to web resources),
should not exceed 10 % of the total number of references in the text of the manu-
script. Citation of author’s own works, as well as any other, should be appropri-
ate and expedient. The use of materials whose authorship cannot be established
is not recommended. In the presence of the printed edition it is not recommended
to refer to the electronic resource.

All selections of text inside of quotes are specified within the parentheses (my
italics. — E. S.), where E. S. — the first letters of the author’s name (typed in italics).
If some fragment of text is missing when quoting, then in the quotation itself an
ellipsis enclosed in angle brackets is used: <...>. Such a reduction of the quotation
should not distort its meaning.

Notes are made in the form of page footnotes. Footnotes are numbered
sequentially. Font size — 10, justified alignment.

Illustrative materials (images, photos, tables, etc.) are numbered and accom-
panied by a caption: illustration number, title, author/source. The names of pro-
vided jpeg files should correspond to the numbers and names of illustrations in
the text.

Reference List in language of article (Russian, German, French) is presented
in alphabetical order, not numbered.

References List in English is made in Latin alphabet order, not numbered.

Detailed rules for the design of the References are presented on the official
website of the journal.
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ITOPSIAOK PELHEH3MIPOBAHMSI

Bce maTepmaanl, moctynusime B peJakIuio KypHada «BusyaapHast Teoao-
IUsi», 00513aTeAbHO PelleH3UPYIOTC.

IIpeacraBaeHHbIe MaTepMaaAbl IIpegBapUTeABHO paccMaTpUBaIOTCA TAab-
HBIM peAaKTOpOM Ha IIpeAMeT COOTBETCTBUs INPOPUAI0 >KypHala, HayIHON
sHaumMoctu u codaogenns «[IpaBua odopmaenns marepmaaos». Pegaxusa
yMeeT IIpaBO He IPUHATHL MaTepuaAbl HM3KOTO aKaJeMMYeCKOro KadecTBa,
He COOTBETCTBYIOIIVE TeMaTUKe JKypHasla 41060 opopMAEHHbIE He I10 IIpaBlAaM.
YBegomaeHne 06 OTKAOHEHUU MaTepuasa HalIpaBASETCS aBTOPY IIO DAEKTPOH-
HOII IIOYTe.

CoortBercTByIOImNE TEMATVKe XypHala 1 opOpMAEHHEIEe J0AKHBIM 00pa3zoM
MaTepuaAabl HallpaBAIOTCs Ha pelieHsuposanre. O 11oaydeHnn HayqdHOTO IIpOu3-
BeJEHN U €T0 Aa/bHENIeM pelleH3MpOBaHIN OTBETCTBEHHBIN CeKpeTaph COO00-
IIjaeT aBTOpaM II0CPeACTBOM YBeAOMAEHNS 110 DAeKTPOHHOI I1oYTe.

KypHaa wncroabpsyeT HOPUHIIUI «ABOMHOIO CAEIOTO» pPelleH3MPOBaHMsA:
aBTOpy He COOOIIAIOTCS AaHHBIE O pelleH3eHTe (pelleH3eHTax) U HaoOOpOT.
B xauecTBe pelleH3eHTOB IIPMBAEKAIOTCSI BHICOKOKBAAU(PUIVIPOBAHHbBIE yIEHBIE-
CIIeIMaAVICTEI, KOTOPbIe UMEIOT Ipo(ecCrOHaAbHbIE 3HAHU U OIIBIT PabOTEI 11O
KOHKPETHOMY Hay4YHOMY HaIlpaBAeHUIO.

OT3BIB pelleH3eHTa COAEPKUT OAHY U3 CAeAYIOMINX peKoMmeHAanuit: 1) mpu-
HATD K IIyOAMKanuy; 2) IPUHATE K IIyOAMKaLVY C He3HAYUTeABHBIMU IIpaBKaMI;
3) otkasaTh B ny0aukannu. Cogep>kaHue perieHsum 40BOAUTCS 4O aBTOpa B Teue-
Hue 10 AHel1 c MOMeHTa IOAyJeHIs peJaKliyell 3aKAI0UeHsT pelleH3eHTa.

IIpeacraBaeHHble MaTepHaAbl PeleH3UPYIOTCA Ha OCHOBAHUM CAEAYIOITUX
KpUTepues:

— COOTBETCTBME COAep>KaHMs CTaTbyl TeMaTHKe JKypHaaa;

— COOTBETCTBJE 3aT0/A0BKa CTaThU COACPIKAHMIO CTaThI;

— YPpOBeHb Hay4HOII KOMIIeTeHTHOCTM aBTOPa;

— CaMOCTOSITeAbHOCTD I OPUTMHAABHOCTD MCCACAOBAHIAS;

— Hay4Hasl HOBM3Ha MCCAeAOBaHIS;

— c00A104€eHMe TpaBUA DUTUPOBAHIL;

— IpaBUABHOCTB OpopMaeHNsT Oubanorpadpu;

— €00104€eH1e HayYHOTO CTUAS U3A0KEHNUS MBICAU (KPOMeE DCCe VI MHTEPBBIO).

MaTepI/IaA, He COOTBeTCTByIOU_U/II?I XOTST OBI OJHOMY I3 IIepedVICA€HHBIX KpII-
Tepues, OTKAOHSETC U He IIPUMHMMAETCSI K ITOBTOPHOMY pacCMOTpPEHMIO; IIpU
HYTOM aBTOpP II0Ay4aeT II0 BAGKTpOHHOIZ IIo4uTe MOTI/IBI/IPOBaHHLIf/l oTkas. Ecan
MaTepnaa COOTBETCTBYET BCEM KPUTEPISIM, HO B HEM VIMEIOTCSI HecymieCcTBeH-
HbIe HeAO‘IéTbI, MaTepnaa HaIIpaBAJIETCI aBTOPY (aBTOpaM) Ha ,ZlOpa6OTKy
C yKa3aHl1eM KOHKPETHBIX 3aMedaHu peneH3eHnTa. HpOI/ISBeAeHI/IQ, HalrpaBAeH-
HO€e aBTOpPyYy Ha 40pa60TKy, AOAKHO OBIThH BO3BpaIieHO B MCIIpaBA€HHOM BlAe
B TeueHue Mecsia1ia. MCHpaBAeHHBIﬂ MaTepuaa IIpOXOoAUT IIPOLeAypy IIOBTOPHOTO
peneH3nmpoOBaHILI. PeAaKLU/I}I MeeT 1IpaBO OTKAOHIUTDH PYKOIINMCh B CAy4dae, eCAn
ABTOP He CAeAyeT pEKOMEHAANVISIM peAaKTopa 1 pelleH3€eHTOB.

O‘Iepé,Zl,HOCTb Hy6AI/IKaLII/H/I MaTepnalaoB OIIpeaeaseTcsI AaTOf/l IIoCcTyI1ae-
HMSI UTOTOBOI'O BaplaHTa PyKOIIVICH. Pa6OTI)I, HOCB}IH_IéHHbIe 0co0o aKTya/AbHbBIM
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TeMaM, a TakKe coAepiKalllye IMIPYHINIINAABHO HOBYIO MH(OPMALIUIO, 110 pellle-
HIIO peAaKIiI MOTYT OBITh OITyOAMKOBAHBI BHE OUepPeAL.

[TpuusTele K IMyOAMKaLMM MaTepuadbl IIOAJAeXKaT AUTEPATypHOMY U Hayd-
HOMY peAaKTHpPOBaHUIO. ABTOpP 0O0s3yeTcsl OCYLIeCTBAATh COTPYAHIYECTBO
C peAakueil B IIpoliecce ITIOATOTOBKM Marepuala K OIyOAMKOBAaHMIO: B yCTa-
HOB/JEHHBIe CPOKU YUTaTh KOPPEKTYpPy U BHOCUTh HEOOXOAVMBIE MCIIPaBAEHILI
B TEeKCT IpousseAeHnst. Peaaxiius ocraBaseT 3a cOOOI IIPaBO OTKAOHEHNST MaTe-
pMal0B MAK IepeHoca CpoKa UX MyOAMKALUY B cAydae HEeMCIIOAHEHMS AQHHBIX
00s13aTeAbCTB.

MaxcuMaAbHBI CPOK pelieH3MPOBAHIII COCTaBAseT He OoAee 3 MeCsLieB.

Perjensuu XpaHsaTcs B peJaKliny B TedeHune 5 AeT.
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PEER-REVIEW PROCESS

All the manuscripts received by the editors of Journal of Visual Theology are
reviewed. Review processing is obligatory for all manuscripts submitted to the
editors, regardless of the authors” academic degrees, titles, and official positions.

First of all, the manuscripts are reviewed by the editor-in-chief in terms of
their compliance with the profile of the journal and “Author Guidelines”, as well
as topical importance and the scholarly significance. The manuscripts that don’t
meet the subject of the journal and formal requirements is not accepted for pub-
lication. The editors inform the author about this and explain the reasons for the
refusal to publish.

Then the papers accepted for publication are subjected to the double-blind
peer review process. This means that during the process of reviewing, personal
data of reviewers and authors shall be withheld. The peer review process is car-
ried out by reputable scholars and experts who have in-depth expertise and work
experience in a particular research area.

The reviewer’s report should provide one of the following recommendations:
a) to accept the material for publication in the journal, b) to accept the material for
publication with minor revisions according to the reviewer’s commentaries and
suggestions; 3) to reject the material. The content of the review shall be commu-
nicated to the author(s) within 10 days after receipt of the reviews by the editors.

The manuscripts are reviewed on the basis of the following criteria:

— correspondence between the article content and journal topics;

— correspondence between the article title and the article content;

— the level of research competence of the author;

— independence and originality of the research;

— research novelty of the work;

— compliance with the rules of citation;

— the correctness of the references;

— implementation of a scientific style (except essays and interviews).

Material that does not meet at least one of the listed criteria is rejected and
is not accepted for re-consideration. In this case the author receives a motivated
refusal of the editors. If the material meets all the criteria, but it has minor defects,
the material is sent to the author(-s) for revision, indicating the specific comments
of the reviewer. The work sent to the author for revision must be corrected and
returned within a month. The corrected material undergoes the procedure of
re-reviewing. The editors reserve the right to reject manuscripts if authors do not
follow the editors” and reviewers’ recommendations.

Accepted articles are usually published in the order in which they pass the
review process, but the editors reserve the right to determine the sequence in
which articles are published and to publish some papers out of turn.

The approved manuscripts are put into the preparation and production pro-
cess. The author undertakes to cooperate with the editors of the journal in the
process of preparing the material for publication: in due time to read the proof-
reading and to make correction of the text.

The maximum review period is not more than three month.

The reviews are preserved in the editors’ office for 5 years.
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INIOANUTUKA OTKPBITOI'O AOCTYIIA 1 ABTOPCKUX IIPAB

B measx pasBuTmsA Hay4YHO-MCCAEAOBATEALCKOV KOMMYHUKAaIIMM KO BCEM
MarepraslaM KypHasda IIpeAoCTaBAseTCsl OTKPBITHIN AOCTYII. BBIITycky >XypHaaa,
a Tak>Ke OTAe/AbHBIE CTaThM JOCTYIIHBI Ha CaliTe A5 YTEHM:], CKauMBaHs U AaAb-
Heriel paboTsl 6e3 KaKnx-A160 AOIIOAHUTEABHBIX OTPaHIIEHNIT Ha OCHOBaHUN
annensun Creative Commons Attribution — NonCommercial 4.0 International
(CCBY-NC 4.0).

BakHO yuMTHIBaTh, UTO COrAacHO AAQHHOM AMIIEH3NI:

® IIpM JNCIIOAB30BAaHUM MaTepuasloB HEOOXOAMMO OOs3aTeAbHO CChLAATh-
Cs1 Ha aBTOPOB CTaTell M OPUTMHAABHYIO IIyOAMKaIIMIO B XXypHaae «BusyaapHas
TeOAOIUSI»,

® He AOIyCKaeTCsl JMCIIOAb30BaHME MaTepraloB >XypHala B KOMMEPUECKUX
1eAsX.

ABTOpEI, IlepegaBasl >XypHaAy IIpaBO IIepBON IMyOAMKaIlUM IIpeAcTaBAeH-
HOTO HaYYHOTO IIPOM3BEAEHISI, COXPAHAIOT 3a COOOI BCe aBTOPCKIE IIpaBa (B TOM
qIc/e IIpaBo aBTOPCTBa, IIpaBo Ha MM U Ap.).

OPEN ACCESS POLICY AND COPYRIGHT

In order to develop research communication, open access to all materials of
the journal is provided. Issues of the journal, as well as individual articles are
available on the website for reading, downloading and further work without
any additional restrictions under the license Creative Commons Attribution —
NonCommercial 4.0 International (CC BY-NC 4.0).

It is important to note that under this license:

* when using the materials it is necessary to refer to the authors of the
articles and the original publication in the Journal of Visual Theology;

e it is not allowed to use the materials of the journal for commercial
purposes.
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