cultural expansion. The Exodus Chapel forms part of a very short list of the earliest extant Christian
monuments in Egypt. Despite the poor quality of painting, the iconographic program of the Chapel
is amazingly sophisticated and unconventional. It comprises generic visual symbols of the late an-
tique vita felix; some Early Christian scenes ubiquitous in the Roman Empire; some regionally spe-
cific subjects and the rare scenes found in a few other Early Christian monuments culturally and ge-
ographically remote from Al-Bagawat.

The Exodus Chapel does not enjoy extensive scientific attention, the results of scanty studies being
rather contradictory in terms of the interpretation of the symbolic scenes. Moreover, the painting en-
semble is hardly regarded as such, and the analysis is usually focused on the comparison of the isolated
scenes to their iconographic matches. No attempt has been made to compare the painting ensemble
of the Exodus Chapel to other extant Early Christian painting ensembles. The present study attempts
to address this particular gap in the previous researches and to compare the painting program of the
former to the programs of such monuments as the synagogue and the baptistery of Dura Europos do-
mus ecclesiae, the cubicula O and C in the Via Latina catacombs, the Chapel of Peace in Al-Bagawat.

3anrpaiikuna Ceernana IlaBnoBna
LlepxosHo-Hayunuiii yenmp «IIpasocnasnas sHyuknoneous», Poccus

OT aHTHYHOTO cII0c00a NepefaYy NPOCTPAHCTBEHHBIX IVIAHOB
K XpUCTMAHCKOMY CIMBONY CBATOCTI. BOMIOLNA OJHOIO XYy/I0KeCTBEHHOI 0 IIp1ieMa

XpUCTMAHCKOe MCKYCCTBO V B. NPEACTAaB/ACT OCOOBIN Xy/IOXKEeCTBEHHBIN (PeHOMEH, 3aHMMa-
IOV B MICTOPUM MCKYCCTBa IPOMEXYTOYHOE IIOJIOKEHME MEX/Y aHTUYHOCTbIO U CPeIHEBEKO-
BbeM. Ero yHUKa/ZIbHOCTD COCTOUT B TOM, YTO YEPThI CTAPOI aHTUYHOI ¥ HOBOM XPUCTUAHCKOM
XyHOXKeCTBEHHBIX CUCTEM CYIIECTBYIOT B HeM IIapajUIelIbHO, 00pasys OpUTMHAIbHOE, HEM3BECT-
HOE HU [0, HM IIOC/IE 3TOTO BPEMEHM COelMHEHME. V BEK — BpeMsA aKTMBHOIO ITOMICKA, OTTA4YM-
BaHNA U OTOOpA TeX BBIPA3UTE/IbHBIX CPEACTB, KOTOPbIe BIOC/IEACTBUN OYAYT acCOLVMPOBATHCS
C XPUCTMAHCKMM MCKYCCTBOM B LI€JIOM, BU3aHTUIICKMM U 3aIIaIHOEBPOIEICKMM. HoBbI, IpuH-
LVIIAA/IBHO OTJIMYHbBIN OT QHTUYHOTO YC/IOBHO-CYMBOIMYECKUI A3BIK, IPEHA3HAYE€HHbI /IS BbI-
paKeHM XPUCTUAHCKIX PEIUTUO3HBIX Uiell, cGOpMUpPOBAICA, OYeBUIHO, K Hadany VI cTomeTns.

ITporecc cro>keHMsI HOBOJ XYHOXXeCTBEHHON CUCTEMBI ObUI JONTYM M IIOCTeIIeHHBbIM. Jlaneko
He Cpa3y XyJO)XHMKAM Ya/loCh OTOMTYU OT €CTECTBEHHBIX, IPUBBIYHBIX /I HUX aHTUYIHBIX JKU-
BOIVCHBIX HOPM 1 PEIINTHCA UCIIONIb30BaTh HOBbIe CUMBO/INYeCKye (OPMYIIbI, HajleKue OT IPUH-
IIUIIOB HAaTYPOIOA00M.

Jlna HacToAmIero KOK/Iaza O6bUT BEIOPAH OfMH XYA0KeCTBEHHBIN IIpYeM, 3aMeYeHHbII HaMI OfI-
HOBPEMEHHO B HECKOJIbKMX MO3aMYHBIX aHCaMO/IAX V Beka B Vramuu.

OTO aHTUYHBIN CIIOCOO Tepefjauyl MPOCTPAHCTBEHHBIX IIAHOB, KOTOPBIN B TedeHMe V CTOse-
TV IIpeTepIesl CUIbHbIe M3MeHeHuA. K KoHIy Beka oH ObUI TpaHCHOPMMPOBAH XY[OXKHMKAMU
B 0COOYI0 CUMBOINYECKYIO (OPMY, IPUHATYIO B XPUCTUAHCKOM VICKYCCTBE [/ 0003HAUeHMA CBSI-
TOCTH IIepCOHaXel — HUMO. 3afaua TOoK/Iaga — IpOJeMOHCTPUPOBATh 3TN MeTaMOP(O3bl Ha KOH-
KPETHBIX IIpUMepax.

Svetlana Zaigraykina
Ecclesiastical and Scientific Center “Orthodox encyclopedia”, Russia

FrROM AN ANCIENT WAY TO CREATE A SPATIAL EFFECT
TO THE CHRISTIAN SYMBOL OF HOLINESS. THE EVOLUTION OF AN ARTISTIC DEVICE

The 5th century Christian art is a particular artistic phenomenon which takes an intermediate po-
sition between the Antiquity and the Middle Ages. First of all, it is characterized by the coexistence and
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unique combination of antique and Christian art elements. During the 5th century an active research and
scrupulous selection of the new modes of artistic expression, usually associated with the Christian Byz-
antine and West European art, took place. The absolutely new symbolic language suitable for the expres-
sion of the Christian theological concepts formed by the beginning of the 6th century.

The creation of distinctive Christian artistic language was a long and gradual process. The artists
could not change the normal and habitual for them ancient models, to find and adopt the new sym-
bolic forms immediately.

This report focuses on one special technical device, which the ancient artists used to create a spa-
tial effect, and which transformed into a symbolic form of the halo used to underline the spiritual
power of the saints in the 5th century Christian mosaics. We shall demonstrate this process on cer-
tain examples.
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Apxurexkrypa Cs. Copun KoHcTaHTMHONIONBCKOT
B 3epKajie BU3AHTUIICKX UICTOYHUKOB

BaxuHeimmmy BU3aHTUICKMMM UcTOUYHMKamu o nepkBu CB. Codpun KoHCTaHTMHONONBCKO
SBNAIOTCS M3BecTHbIe aKdpacucsl [Ipokonusa Kecapmiickoro un ITasma Cunennmapus (VI B.), Ha-
mycanubil B XII B. axdpacuc Muxamna ConyHckoro, a Taoke BosHukinee B IX B. «CkasaHme
o Bo3BeneHuu Benmukoit Llepksu, nmenyemoit Csaroit Cogueit». ITU TEKCTHI ITOTHOCTDIO VI Ya-
CTUYHO IIEPEBOAMINCH Ha COBPEMEHHbIE ASBIKM M HE pa3 IPUBJIEKAIUCh MCCIENOBATENAMM IS
PEKOHCTPYKLIMM yTPAaY€HHBIX VIV M3MEHEHHBIX 3JIEMEHTOB IOCTpOViKM. Kpome Toro, atm mcroy-
HVIKY, OIIVICBIBAIOLVIE B 1J€/IOM XOPOIIO COXPAaHMBIINIICA IAMATHUK, JAIOT BO3SMOXXHOCTb MCCIIENIO-
BaTh CUMBO/INMYECKYIO IHTEPIIPETALNIO VM CTETHYECKOe MepeXrBaHye POpM apXUTEeKTYphl B CO-
3HaHMM BU3aHTMIiieB. [Toc/emHMIT aclieKT IpefCcTaBIsgeTcss 0COOEHHO MHTEpecHbIM. B moxmazme
OyZIyT M3TIO>KeHbl HEKOTOpble pasMbIIUICH)s HA 9Ty TeMy, BO3HMKIINE B IIpolecce paboOThl HaJ
IIO/IHBIM KOMMEHTVMPOBAHHBIM IIE€PEBOJOM Ha PYCCKMIA A3bIK 3TUX VICTOYHUKOB, KOTOPBI MBI TO-
TOBUM K M3[JAHUIO.

B mepBylo ouepenb, eCTb CJIOKHOCTY SI3BIKOBBIE, B TOM 4JC/Ie OOJIbIIAs CTUIMCTIYECKAs Pas-
HUIIA TeKCTOB (mecKpunTuBHBIA y [Ipokonms, mosrudecko-puropudeckuii y Ilapma Cunennmna-
pusi, yuyeHO-puTopudecknit y Muxanna ComyHCKOro, QponbKIOpHO-HappaTUBHBI B «CKa3aHUM»),
3aTpyJHAIOLIAsA CPAaBHEHME TEKCTOB M OLEHKY Ka)XJOro M3 HMX B paMKaX TpajuLuM aHTUYHOTO
Y BU3AHTUIICKOTO 3Kdpacuca.

Bo-BTOpBIX, BO3HMKAET IIpo61eMa COOTHECEHN s ONMCAHMS C COXPAHMBIIMMIICA ¥ OCOOEHHO He-
coxpanyBumMucs peammamu Cs. Copun Koncrantunononbckoit. [IpaBuibHOe MOHMMaHME 9TUX
B3aJIMOOTHOILIEHNII IIO3BOJISAET HE TONBKO PEKOHCTPYMPOBAaTh yTpPady€HHBbIE 3/IEMEHTBI apXMUTEK-
Typbl ¥ [E€KOpa XpaMa, HO ¥ BOCCTAHOBMUTb XY/IO)KECTBEHHDIVI 3aMbICETI BCEJl MOCTPOVIKM U OT-
JIeTIbHBIX ee 971eMeHTOB. OcOOYI0 CTOKHOCTD IIPECTAB/IACT IPABIIbHOE IIOHVMAaHVE TeXHIIECKIX
TepMIHOB ¥ Ha3BaHUI CTPOUTETbHBIX MaTepyasoB (IOPOXK KaMHA I T. II.) X COOTHECEHNE UX C CO-
XPaHVBUIMMUCA JI€TaIAMMN.

HakoHer, otaenmbHas mpo6ieMa — afieKBaTHasA pyccKasd Iepejada OIMCaHMIA, MOVCK OalaHca MeXy
006pa3HOCTBIO ¥ CMBICIOM. OCOOEHHO 9TO KacaeTcsl IMOITUYeCKMX TeKcToB [laBma CuneHumapus,
HaIVICAaHHBIX M30LIPEHHBIMN IeK3aMeTPaMy, KOTOPblE€ He TaK JIETKO BOCHPUHATb COBPEMEHHOMY
PYCCKOMY 4YUTATEII0.

Bce ommcaHHble CTOXXHOCTY OYAYT IPOVIIIOCTPUPOBAHEI B TOK/Ia[ie KOHKPETHBIMU IIPYMepPaMIL.

Vccnenosanue BbionHeHo npu ¢puHancool nopaep>xke PITH®. «Xpam Cs. Codun KoHCTaHTHHOMIOMIBCKON
B CBETE BUM3AHTUIICKMX MCTOYHUKOB. IlepeBoy 1 Hay4yHBII KOMMEHTapuii», IpoekT Ne 14-04-00377.
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