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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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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