emerged as a “virtual package” and a financial motivator, have become a form of digital folklore, with
all the specific features of folk art.

Komaes Bragumup bopucosuy
Mockosckas 20cy0apcmeeHHAs Xy00#ecmBeHHO-NPOMbIUATIEHHAS
axademust umenu C.I. Cmpoearosa, Poccus

OHTONMOrNA XPaMOBOIO MICKYCCTBA

VckyccTBo Kak fyxoBHasA umctoTa I[lepBodopmbl nctekaeT ns Kyieit — TaifHOTo Ke/laHNA TBOPIA
[IOCTMYb OTKPOBEHM — OTKPBITh 0e30pe>KHble MUPBI TMKOBAHNUA U TIOOBM, JeMarollell JeoBeKa
6eccmepTHBIM. beccmeprue obperaerca CraceHneM, HEOTAEMMMBIM OT OKasSHHOTO, )KePTBEHHOTO
Y IPUYACTHOIO CYLIECTBOBAHMA KaK MCIIOHEN CTOPOHbBI KpacoThl u pajgoctu. IIpunecenne xy-
noxxHuKoM Jlapos CAToro [lyxa 11 BOCCTaHOB/IEHNSA JYXOBHOJ IIOTHOTHI B Y€JIOBEKE IIPU3BAHO
pacredaTaTh 00XKECTBEHHYIO M3bABIEHHOCTb KPACOThI B CO3HAHMI JIIOfIEIL.

SInpoM OHTONIOTMM MCKYCCTBA, XY/IO)KECTBEHHOTO OBITVISI IyXOBHOJ MCTVHBIL, BBICTYIIAET )KEPTBEH-
Hasl IPefIONPENe/IeHHOCTD, I7ie Ky/IbT B OTHOIIEHMAX €CTECTBEHHOTO U CBEePX'beCTeCTBeHHOro — Cy0b-
exTa 1 Popja — nponuspiBaeT ncKyccTBo. OHTONMOINUA MCKYCCTBA paBHA CaKpaJbHOMY IepeXNBa-
Huio (bora) yepes BoccospmaHye obpasa MCKYNUTENTbHON >KEPTBBI U VICHOTHEHMe 3aBeTa TaitHoI
Beuepn «[laBblit muiy MHe IVIOTb TBOW». Boccosmanme Iopsura croco6cTBoBamo BhIPAOOTKe
KOH(eCCHOHATbHOTO KaHOHA. Bemmu u feiicTByA, IpOCTPaHCTBO, B KOTOPOE BIIMCAH XpaM, OJIMIIe-
tBOpAIOT IlomBur. JInTyprudyeckoe nepe>xuBaHyue 4€IOBEK YHOCUT 3a CTEHBI XpaMa, a IPUHATAA
)KepTBa CKpeIULAeT XPUCTUAHCKMIT MUP CXOXJeHueM O0xbell 671arofaTy, MpU3BaHHON B MCKYC-
CTBE PACKpPHITb 60)KeCTBEHHYIO U3bABIEHHOCTD YeTIOBEKa B MIpe.

Xy/10’)KeCTBEHHOCTD B MICIIOTHEHU BCE/IEHCKOTO 3aKOHA HPAaBCTBEHHOCTY B XpPUCTUAHCTBE CTpe-
MUTCA K JOCTYITHOCTU COOOIEHNA ¢ HaIIMYHOCThI0 bora-ChiHa. VIcKyccTBO crmoco6CTByeT Impe-
BpaIl[eHNI0 CyObeKTa B 00BEKT, B Hepas3eIbHOCTD 001ero TBopeHus. IlocenHee HaXOAMM y CBATOTO
Bacumus Bemukoro (IV B.): «CylIHOCTD He MMeeT CaMOCTOSITE/IBHOTO OBITHSA, HO yCMaTPUBAETCs
B INYHOCTAX». VIHTepIpeTalusa HepacTOp>KeHNs B 00beKTe CYLHOCTI M Belly >KePTBEHHBIM 00-
PasoM I COCTABIIAET OHTOJIOTMYECKOE COfePIKaHMe MCKYCCTBA, B TOM YMC/I€ ¥ COBPEMEHHOTO:

* OHTOJIOTMA KaK >KEPTBEHHOE IpefloNpeieNienne cBA3N bora u 4enoseka;

 JKEpPTBa KaK YCTAHOBJ/ICHJ)E IIPaBWI B MICKYCCTBE: IIOUMHEHNE «TeKCTa» SA3BIKY OOXKeCTBEH-
Hou Bomu;

» TOXJECTBO JKepTBe MIacTMYecKUX TPOI Ipous3BefeHNs (MMHMY, LIBeTa, IATHA, IPOCTpaH-
CTBa), UX crenyuduKa B IOCTCOBETCKOE BpeMs;

« O6pas kak 60)XeCTBEHHBIV IPOTOTUII IIOHATHUI He TONBKO B MCKYCCTBE, HO U 00ILIeCTBEHHOM
IpOCBelleHNH, 00pa3oBaHMM — 3THYeCKasA IePBOOCHOBA CMBICTIOCTIOBIA KePTBEHHOTO Mpef-
oIpeJie/IeHN;

e IpUMepbl KOH(PECCHOHATBHOI TeMbl B IOCTCOBETCKOM JMICKYCCTBE.

Vladimir Koshaev
Moscow State Stroganov Academy of Industrial and Applied Arts, Russia

TEMPLE ART ONTOLOGY

Art as spiritual purity comes from a paradise garden — a secret desire of a creator to achieve a rev-
elation, i.e. to open boundless worlds of love and to make a human immortal. Immortality is acquired
through Salvation, inseparable from repentance, a sacrifice and communion as a reverse side of beauty
and joy. An artist brings Gifts of the Holy Spirit to restore the spiritual fullness in human’s mind,
to print the expression of divine beauty.
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The core of the ontology of art and artistic life of a spiritual truth is sacrificial predetermination,
in which cult permeates art, showing relations of the natural and the supernatural. The ontology
of art is a sacred experience (of God) gained through the re-creation of the image of the atoning sac-
rifice and fulfillment of the covenant of the Lord’s Supper “Given me his body as food”. Recreating
of the Feat promoted the development of the confessional canon. Things and actions, space inside and
outside the temple represent the feat.

People take their liturgical experience beyond the walls of the temple, and an adopted sacrifice
holds the Christian world with the grace of God, which can be used as a method of art to reveal hu-
man divinity expression in the world.

Artistry in the performance of the universal moral law in Christianity aspires to connect a human
to the transpersonal Son of the God. Art contributes to the transformation of a subject into an object,
into the inseparability of the total creation. One discovers the latter in the works of St. Basil the Great
(4th century): “The essence has no independent existence, but is seen in person”. Interpretation of in-
separability of nature and a thing inside an object is in sacrificial manner the ontological content
of art, including contemporary one:

« ontology as a sacrificial predestination of the relationship between the God and a human;

» asacrifice as the rule of art: the subordination of a “text” to the voice of the divine Will;

o the identity of the sacrifice and plastic ways of a composition (lines, colors, spots, spaces), their

specifics in the post-Soviet time;

« the image as a divine prototype of notions not only in art, but also in public enlightment, edu-

cation — the fundamental principle of ethical word-meaning sacrificial predestination;

« examples of religious themes in the post-Soviet art.

CkoTHukoBa lanuna BukroposHa
Cankm-Ilemepbypeckuii eocyoapcmeerHulii uHcmumym kynvmypol, Poccus

IlepkoBHasA apXUTeKTypa KaK aHTPONONOIMIecKoe 60rocioBue:
Xpam Bo nma Kasanckoiit ukons1 boxxueit Marepu HoBopeBnmubero MoHacThIps

Xpam Bo M Kasanckoit nkonsl boxxueit Marepu, Bo3efeHHbI1 B [TetepOypre B 1908-1912 rr.
II0 IIPOEKTY Bblfaromierocs apxurekropa B.A. KocsakoBa, mpencrasiser co60il YHUKANIbHBI 00-
pasel] «BM3aHTUIICKOTO CTU/A» B 3ofdecTBe Poccum. Ito 1epkoBHasa apxuTekTypa KoncranTum-
HononA VI B., oxxmBuras B IletepOypre Havanma XX B. 3opmumit, paboTasg Ha OCHOBe MeTOfia ap-
XeOIOrMYeCcKOro 1ofo6si, MCIONb30Bal B KadyecTBe TBOpYeckoro obpasua xpam CsB. Ceprus
u Bakxa. IlepkoBHOe MCKyccTBO «3070TOr0 Beka» IOcTuHMaHa Benmkoro rioy6xke m cTpoxe, yeM
CO3/IaHHO€ BU3AHTUIICKVMM XyJOKHMKAMI B IPyTHe€ BpeMeHa, BOIUIOTU/IO apXETUIIbI IPAaBOC/IaB-
HOJI TyXOBHOCTU. B 3TOT mepmop mosry4nsa BbIpa’keHMe ITITaBHAsA apXUTEKTYPHAsA Ufesd BOCTOYHO-
XpucTraHckoii llepkBu — co3faHue COBEPIIEHHOTO LIEHTPUYECKOTO COOPYXKEHMUS, NEePEKPhITOrO
KynonoM. B HacTosAmee Bpemsa KasaHcknii XxpaM OCBsAIlLleH, IPEBOCXOIHO OTPeCTaBpupoBaH. B no-
ABMBIIEVICS OOLIVPHON CIIPaBOYHOI M MICKYCCTBOBENLYECKOI IUTEpaType KaK ero apXuTeKTypHas
Mozenb ynomuHaetcst xpam CaAtort Codum KoHcTaHTMHOMONMBCKOM. JTO HeBepHO. [locTaToyHO
CKa3aTh, 4TO U IeTepOyprckmit xpam, u nepkoBb CsB. Ceprusa u Baxxa, B ommune ot Bemmxoir
IlepkBy, BHYTpM BOCBMUTPAHHUKY C ABYXBAPYCHBIM OOXOIOM ¥ BEHKOM YepefyIOLIMXCs IOIy-
KPYIJ/IBIX U NPAMOYTONbHBIX HUII, MIX apXUTEKTYPHasA KOHLEMLIMA CO3MAET YMCTO BU3AHTUIICKOE
YyBCTBO puTMa. UeloBek BOCHpUHUMAET cebs B 9TOM XPaMOBOM IIPOCTPAHCTBE KaK eIMHCTBEH-
HOE TBEPIOe TEJIO, LEHTP HEJOCTYIIHOTO CO3HAHMIO COBEPUIEHCTBA MMPA, HEIIPECTAHHO CO3Mjlae-
moro boxxectsennoit IIpemyzapocrtsio.

/3BecTHO, 4TO «BU3aHTUIICKNUII» M PYCCKUII CTUIN, pa3BuBaBiunecsa B Poccun B pycie nckyc-
CTBa MCTOpU3Ma BO BTOpoI1 nonosyuHe XIX — Havane XX B. Ha OCHOBE TOCY[JapPCTBEHHOTO 3aKa3a,
ABJIANNCH BBIPOKEHMEM LMBIIN3ALVIOHHBIX OCHOB PYCCKOM KY/IbTYPBI, 3pYMBIM BbIPA)KEHMEM IIpa-
BOC/IABHOM peeMCTBeHHOCTN Busantum n Poccum. Baykuneriinas cocTaBiiAmolas 3TOM IPeeMCTBEH -
HOCTY — IIPEJICTaBJIEHNE O Y€IOBEKe, LIe/I M CMBIC/IE €TO XKU3HU, MeCTe BO BceneHHoit.
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