Xy[o>KeCTBEHHbII MUP IPaBOCTABHOIO CPeJHEBEKOBbS — HE MCKYCCTBO B HOBOEBPOIIENICKOM
MOHVMAaHNM: BeChb ero OOpasHbI CTPOI MIMeeT MHYIO, aCKETUYECKYI0, a He 3CTeTUYeCKYI0 IpM-
POy, OHO IIUTAETCs He 3eMHOI, a TopHeil Kpacoroit. Apxurtekrypa xpama CsB. Ceprus u Bakxa
MOXKeT OBITh pacCMOTpPeHa KaK aHTPOIOJIOTMYecKoe O0rocIoBye, CO3BYYHOE OTKPhITOMY B XX B.
U aKTUMBHO pasBuBawouleMycsa B XXI B. IPpMHINUITY, COITTACHO KOTOPOMY Ye/IOBEK eCTb LIEHTP MUPA,
«BepIIVMHA IPUPOJBI, Y3/ ObITHA».

Galina Skotnikova
Saint Petersburg State University of Culture and Arts, Russia

ECCLESIASTICAL ARCHITECTURE AS ANTHROPOLOGICAL THEOLOGY:
CHURCH OF THE KAZAN ICON OF THE MOTHER OF GOD
IN NOVODEVICHY CONVENT OF HOLY RESURRECTION, SAINT PETERSBURG

The Church of the Kazan Icon of the Mother of God, constructed in St. Petersburg upon the pro-
ject of an outstanding architect V. A. Kosyakov, is a unique example of Byzantine style in Russian ar-
chitecture. Ecclesiastical architecture of 6th-century Constantinople as though came alive in early
20th century St. Petersburg. Employing the method of archaeological imitation, the architect used the
Church of St. Sergius and Bacchus in Istanbul as a base for his work. The ecclesiastical art of the
“golden age” of Justinian the Great manifested the archetypes of Orthodox spirituality more accu-
rately and deeper than anything else created by Byzantine artists of other epochs. It was the time when
the main architectural concept of Eastern Christian Church — creating a centrally-planned building
topped with a dome — was crystallized and implemented.

Today the Church is consecrated and magnifesently restored. Numerous recently published refer-
ence and art history books mention the Church of the Holy Wisdom (Hagia Sophia) in Istanbul as its
architectural model, which is absolutely incorrect. It suffices to say that, unlike Hagia Sophia, both
the church in St. Petersburg and Church of St. Sergius and Bacchus are octagonal inside, with a two-
tier gallery around and alternating rectangular and semicircular niches, and their architectural con-
cept create a distinctly Byzantine sense of rhythm. In such a space an individual perceives himself
as the only solid body, the centre of impenetrable perfection of the world which is incessantly created
by the heavenly Wisdom.

Byzantine and Russian styles developed in Russia within the framework of historicism in art in the
late 19th and early 20th centuries on the basis of government order and presented the manifestation
of civilizational foundations of Russian culture and embodiment of Orthodox succession between
Byzantium and Russia. The most important component of such a succession was the idea of a human
being, the purpose and meaning of human life, and human place in the Universe.

The Orthodox medieval art cannot be interpreted in the same way as modern European: it has
a different nature — not aesthetic, but ascetic —and is fed not by mundane, but by heavenly Beauty.

I'y6apeBa Okcana ButanpeBHa
FOsenupras komnanus «Akumos», Poccust

Put™ 1 MeTadpopa B KOHTEKCTe 6OTOCTOBCKO-3CTeTUYECKOTO AHAIN3a MKOHBI

VxoHa sBnsgeT Metadopudeckye Gopmbl MbIIUIeHNSA. MeTadopa ABIAETCA OHTONTOTMYECKM
OCHOBAHJEM CMBIC/I000pa30oBaHMs, IPOLeCca, MHUIMMPYIOWETocs B ITyOMHAX 4e/I0Be4eCcKOol /Ind-
Hoctu. ITopgxop K MKOHe ¢ mo3uiym MeTaOpIYecKOro MBIIUIEHVS MEHAET IPeICTaB/IeHNe O XYHoXKe-
CTBEHHBIX 33J]a4ax, KOTOPbIE pa3pelaniCh CPEJHEBEKOBBIM MKOHOMICIIEM. BakHelnieil 0KaspiBa-
eTcs He 3a/laya leMaTepraansaluy Co3aBaeMoro MKOHOMICHOTO o6pasa (IIyTeM MCIIO/Ib30BaHNA
CUCTEMBI CBETOB, YIUIOIIEHN, T. H. «0OpaTHO MepPCHEeKTVBbI» ¥ APYTUX TPAAMUIIOHHO BBIEIAEMbIX
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VIKOHOJIOTYEJl CTMIMCTUYECKUX IIPUEMOB), a CO3/IaHMe 1[e/IOCTHOTO MUKPOKOCMa, 06pasa, rapMo-
HIYHO BCTPaMBaeMoOro B bo)kecTBEHHBII MaKpPOKOCM.

IlenocTHOCTD M MeTaOPUYHOCTh MKOHOINCHY, €€ ITyOMHHbIE SCTeTUYeCKIe OCHOBAHMA CBA-
3aHBI C KOCMOTOHMYECKMMI NPENCTABIECHNAMI CBATBIX OTLOB LlepKBy. DcTeTnyecKne BO33peHNA
ABpenuss ABrycTVHA JAIOT BO3MOXXHOCTDb C(hOPMYIMPOBATh OCHOBHBIE XYA0XKECTBEHHbBIE IPUHIINIIBL,
oIpefieysAIome 60roCIOBCKO-3CTETUIECKYI0 1[eIOCTHOCTh MIKOHBL. K HUM OTHOCATCA: KOMIIO3M-
IIVIOHHAsA PUTMMYHOCTD, B3aVIMOZEVICTBYE YacTell U IIe/IOr0 10 IMPUHIVITY MOR00NA, CUMMETPUN
Y QHTUTE3BI; TOCTIOMTHOCTh KOMIIO3MIIMIOHHOTO M300paXKeHsT; MHOTO3HAYHOCTD XyL0>KeCTBEHHOTO
TEKCTa ¥ KOHTEKCTa; IPYHUMUIIBI XPUCTOLLEHTPU3MA.

Takne 60rocmoBckye KaTeropuy NKOHBI, KaK ABYEAVHCTBO U aHTHOMUYHOCTD (T. €. CYIeCTBO-
BaHJe XyHOXXeCTBEHHOro 00pa3a MaTepuasbHO M AYXOBHO B OHO M TO >K€ BpeM:d), CUHEpPIMIi-
HOCTb TBOPYECKOTO JIeVICTBMA B Heil bora u yemoBeka, ABIAIOTCA OGHOBPEMEHHO VM KaTerOpUAMU
3CTEeTMYEKVMI. AHTVHOMUYHOCTD U IByeAVHCTBO B IKOHE — 9TO HE TOJIBKO M300paXkeHNe B Hell
Mnocracu borodenoseka, a CMHEPIUITHOCTD — B €€ IUTYPTUYECKOM AEVICTBUM. JTO TAKXKe TBOP-
4ecKoe B3auMofielicTBMe bora 1 4enoBeka: MMYHOE TBOPYECTBO XYOXKHMKA IIPY CO3[JaHUN VIKOHbBI
CTOJIb )K€ Ba)XHO, KaK ¥ COOOPHOCTb KAaHOHMYECKOTO MBIIUIEHVA. DTy aHTVMHOMMUIO HEJIb3S CHU-
MaTb. JIKOHa HAacTONBKO K€ MCKYCCTBO, HACKOTbKO OHA AB/AETCA JUTYPIUMYECKUM IIPEMETOM.
Benp yMeHHO NIpu3HaHME HENOBTOPUMOCTY YeTIOBEYECKON TMYHOCTU M MUYHOro borooOeHns
ABJIACTCS OT/IMYNTE/IbHON YePTOil XPUCTUAHCTBA. B KaXkIoM KOHKPETHOM XY[OXXeCTBEHHOM 00-
pase IPUCYTCTBYeT JTMYHOCTb XYAOXKHMKA, KOTOPBIM MBICTUT >KMBONUCHBIMU (pOpMaMyt CBOEro
IIPOM3BENEHNS, I €r0 OOTOCTIOBCKMM sI3BIKOM SIBJIAIIOTCSI BU3ya/TbHble MeTaQOpPbI ¥ XY 0XKeCTBEH-
HbI€ PUTMBI.

Oksana Gubareva
Jewelry company «Akimov», Russia

RHYTHM AND METAPHOR IN THE CONTEXT OF THEOLOGICAL
AND AESTHETIC ANALYSIS OF ICONS

An icon shows metaphorical forms of thinking. A metaphor is an ontologic basis of creation
of a meaning, the process which is initiated in depths of human consciousness. Such an approach
to an icon changes notions about the tasks of art as seen by a medieval icon painter. It is not a problem
of dematerialization of a created icon-painting image (by way of light, flattening, so-called “reverse
perspective” and other stylistic devices which are traditionally pointed out by iconology), but creation
of an entire microcosm, an image perfectly fitted in the Divine macrocosm that appears to be major one.

The integrity and metaphorical nature of icon-painting, its deep aesthetic basis are closely linked
with cosmogonic concepts of the Church Fathers. Aesthetic views of Aurelius Augustinus give a chance
to formulate fundamental art principles predestining theological and esthetic integrity of an icon.
Among them there are the following ones: rhythmic composition, interaction of the parts and the
whole according to the principle of similarity, symmetry and antitheses; stratification of a composi-
tional image; polysemy of an art text and context; the principle of Christocentrism.

Such theological categories of an icon as a duality and an antinomy (i. e. simultaneous existence
of an artistic image materially and spiritually), synergy of a creative action of the God and a human
in it are at the same time aesthetic categories. An antinomy and duality in an icon are not only a de-
piction of God-man’s Form in it, but also synergy in its liturgical action. This is also a creative inter-
action of the God and a human: personal work of an artist at creation of an icon is as important
as conciliarity of initial thinking. This antinomy should not be ignored. An icon is an art work and
a liturgical subject as well. The recognition of the uniqueness of a person and personal communica-
tion with the God is a hallmark of Christianity. Each particular artistic image reveals a personality
of an artist who expresses his ideas with art forms and whose theological language are visual meta-
phors and art rhythms.
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