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B 2014 wn 2015 rr. Ha ucTOpuYecKkom ¢aKylbTeTe C YCNexom
MPOL/IM HAay4YHble BCTPEYM, NOCBALLEHHbIe UCKyccTBY HOHOM UTanum u
Manoin Asnun. Nx uenbto 66110 U3YUNUTb Ha KOHKPETHOM XYA40KECTBEHHOM
MmaTepuane cneunduky BbibpaHHOrO PErnmoHa, BbIABUTb XYAOMKECTBEHHbIE
TPagULNKN, CMEHABLUME APYT APYra AN HAXO4MBLUMECA B NPEEeMCTBEHHOM
CBA3M B Npeaenax o4HOro UCTOPUKO-reorpadpuyeckoro NnpocTpaHCTBea.

Bo306HOBAASA 3TOT NPOEKT, Mbl nocBswaem KoHdbepeHuuto 2017 r.
Hacneamilo AByX KynbTyp, CyLWeCTBOBaBLIMX Ha Tepputopun CeBepHoM
lpeunn, — aHTUYHON WM BM3AHTUMCKOM. B ULEHTPe BHMMAHMA OKaxKyTCA
MCKYCCTBO K/MIACCUMYECKOM UM 3NIMHUCTMYECKOM MakeaoHUn  3noxum
Apreazios M AHTUIOHWAOB, PUMCKaA NPOBUHLMA MaKedoHMUA C ee APKUM
NO34HEAHTMYHbIM 3Tanom, W, HaKoHel, 6ankaHckaa BusaHTMA C ee
KPYMHENLWNUM NONNITHUYECKMUM LEHTPOM — ropogom deccanoHUKu.

TemaTnuyeckaa AMHMA KOHPEpeHUUN OpUEHTUPOBaAHA HA PACCMOTPEHMe
Xy4,0*KeCTBEHHOro OMnbITa CEBEPO-TPeYecKoro perMoHa He B U30AALUK, HO
BO B3aMMOZAENCTBMN U CONOCTAaBAEHUM C ApYyrumu Tepputopmamu. Ewe co
BpemeH AneKkcaHgpa Bennkoro ©n  ero nNpeemMHMKOB  WUCKYCCTBO
MakeZoHUN ObII0 UCTOKOM WM YaCTblO TOTO XYA0XECTBEHHOTO «KOMHI»,
KOTOpbIN pacnpocTpaHuaca no Bcemy CpeaMsemMHOMOPbIO WM 3aTem
BNUNCA B PUMCKYIO U BU3AHTUMNCKYIO XYOOXECTBEHHYH Tpaauumio. Ho
poACTBEHHbIE eMy GOPMbI MOXKHO HalTU U NpeXKae, B APYrux, 6AN3KNX n
OTAANeHHbIX, pernoHax: Bo Ppakum, Manon Asuu, KOxHoM Utanmmn n ap.

Hapgeemcs, yto pabota KoHpepeHUMM ByaeT cnocobCTBOBaTb U3YYEHUIO
3/I/IMHUCTUYECKOTO, PUMCKOFO M BU3AHTMIACKOro npownoro CeBepHOM
Fpeumm n Nydwemy NOHUMAHUIO XYAOMKECTBEHHbIX U OBLLEKY/NbTYPHbIX
NPOLLECCOB, NPOUCXOAMBLLMX HA TEPPUTOPUM PETUOHA.

III

The Faculty of History is resuming the series of “regiona
symposia devoted to the overarching study of artistic traditions in a given
geographical area. The 2014 and 2015 meetings focused on Southern
Italy and Asia Minor respectively. The main goal of the symposia is to
study the various subsequent yet interconnected artistic traditions that
share the same space in history.

In 2017 we highlight the heritage of antiquity and the Byzantine culture
on the territory of Northern Greece, including the art of Classical and
Hellenistic Macedonia of the Argead and Antigonid dynasties, the Roman
province of Macedonia with its significant late antique period, and, last
but not least, the art of Northern Greece under Byzantine rule, focusing
on Thessaloniki, the important polyethnic center.

The thematic background of the symposium allows not only for the study
of the region in isolation, but also in a wider geographical context. Since
the times of Alexander and his successors, Macedonia exerted a great
influence on the formation of the Mediterranean artistic koine, shaped
the later Roman and Byzantine traditions. Related forms existed in
regions both adjacent and remote, including Thrace, Asia Minor, and
Southern ltaly etc.

We hope the symposium will contribute to the study of the art of
Northern Greece — Hellenistic, Roman and Byzantine, and to a better
understanding of the region’s place in the system of cultural
interrelations from antiquity and to the Middle Ages.
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Tamaw Kuwbanu
MockBa, MOCKOBCKMI rOCyAapCTBEHHbIN YHUBEPCUTET
mmeHn M.B. JlomoHocoBa

HeKkoTopble napannenu B norpebanbHOM apxuTekType
MakeaoHuun n Kapuum B IV Beke A0 H.3.

McxogHbIM MONOMXKEHNEM A0KNa4a ABAAETCA MbICb O TOM, YTO B IV Beke
00 H.3. Ha Tepputopun CpeamnsemMHOMOpPbS CyLLEeCTBOBana CNOXHas
cuctema obmeHa mexay NoOKanbHbIMM rpynnamun 3auT. 3ta bblna cuctema
obmeHa B LUMPOKOM CMbIC/IE — CUCTEMA NMEPEABUNKEHUA BELLEN, Ntoaen n
naein. lna HabupalowWwmx cUay 1 BAMAHUE apUCTOKPaATUYECKMX Tpynn 3Ta
«CeTb» CNYXUNa U CPenCcTBOM CaMOYTBEPXKAEHUA HA MEXAYHAapOAHOM
YPOBHE, W KaTa/In3aTOPOM COPEBHOBAHUA Mexay HUMU. Cpean OCHOBHbIX
NPaKTUK MOXHO Ha3BaTb aKTMBHOE CTPOUTENbCTBO U MOKPOBUTENLCTBO
WCKYCCTBaM, y4yacCTUe B WHCTUTYTE MPOKCEHUW, MONYYEHWE U OKasaHue
npuBMAerMin n nodyectei. B [oknage npeanaraercA Ha matepuane
norpebanbHOM APXUTEKTYPbl PACCMOTPETb BO3MOMHble MNapannenu
MeXAy OBYMA PErnoHamu, SBAAKOWMMUCA 4YacCTbiO 3TOM CUCTEMbI U
nepexueatowmmm pacupet B |V BeKe 4o H.3. — MakegoHuein n Kapueii.

O6napan, BO3MOMHO, pPa3HbIMM  UCXOAHBIMU  MOJIOKEHUAMM, HO
6M3KUMKM  amBUUMAMM, BRAAbIKM ITUX PEFMOHOB AEMOHCTPUPOBANM
CXOXYI NCUXONOrMio noseseHuA, ocobeHHO B 0biacTn penpeseHTaumm
cBOEeN BAacTU. BarKHbIMKW acnekTamu 6binM COBMECTHblE OXOTbl U MUPBI,
WHTETPUPOBAHHbIE KaK B COUMAJIbHYKD WM3Hb, TaK W B Kpyr
npeacTaBieHUN, CBA3AHHbIX C 3arpobHbIM CyLLEeCTBOBAHMEM.

Tamas Kisbali
Moscow, Lomonosov Moscow State University

Parallels between Macedonian and Carian Funerary Architecture
in the 4th Century BC

The basic premise of this paper is the idea about the existence of a
complex Mediterranean network between elite groups in the 4th century
BC. The emerging groups of local elites profited from the movement of
materials, people and ideas, and the network of exchange was also a tool
of self-representation on a wider political stage and a catalyst of
competition. Patronage of arts and artists, monumental building
programs, participation in proxeny networks and granting of honors were
all favored aspects. In this paper, | shall approach this system through the
examination of the funerary architecture of two regions: Macedonia and
Caria. Both regions flourished in the 4th century BC, and certain parallels
can be observed between the monumental tombs of their ruling
dynasties.

Coming from different backgrounds, but possessing comparable
ambitions, the local elites demonstrated similar behavior, especially in
the field of self-representation. Hunts and symposia were important
aspects both to aristocratic life and afterlife. 4th century Carian and
Macedonian funerary architecture also shares analogous formal and

|II

technical objectives, which can be termed “internal” and “external”: the
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B IV Beke A0 H.3. B rpobHMUax Kapun n MakegoHUM peLlarTcs CXoxKue
ocHoBononarawuwme ¢dopmanbHble 3343y, KOTOPbIE MOMKHO YC/IOBHO
0603HaUYUTb KaK BHYTPEHHME U BHellHMe: KoHbUrypaumusa norpebanbHom
Kamepbl (B YaCTHOCTWU, MOWUCK HAAEXKHOro MepekpbITUA) U obopmneHune
BHeWHeN «060M04YKN», obpalleHHOW K 3putenam. B sTom BHewHem
0DOPMNEHUM MOMKHO YCMOTPETb HEKOTOPbIE CYLLECTBEHHbIE OTAMYUA:
ecm B MakedoOHUM TymynyCc SBASETCA TPAAMLMOHHLIM M 3HAYMMbIM

31eMEHTOM MOHYMEHTa/IbHbIX TPOBHUL, TO B Kapum OH XapaKTepeH
TONbKO 418 Nepuoa CUIbHOro Anguickoro BansaHma (VI-V BB. Ao H.3.).

CBoavaToe nepekpbiTMe norpebasbHON Kamepbl CYMTAETCA OAHUM U3
OCHOBHbIX M YHUKA/IbHbIX MPU3HAKOB rPOOHUL, T.H. KMaKeLOHCKOro TMMna»
(cambiMmn  M3BeCTHbIMM  0bBpa3LaMM  KOTOPOro SBAAKOTCA  LLAPCKMe
3aXOopoHeHua B BepruHe). OgHako M B Kapuum ecTb COOpYKeHus,
MMEIOLLME CXOXKYI0 KOHCTPYKLIMIO — 3TO MOHYMEHT B JlabpaHae (T.H. ‘Built
Tomb’) n otkpbiTasa B 2010 rogy «rpobHuua lekatomHa» B Mwunace.
ToyHana AaTUMPOBKA 3TUX NAMATHMKOB NOJ BOMPOCOM, OAHAKO B NH06OM
C/ly4ae OHM MpeaLwecTBOBa N 3aBoeBaHMO Kapun AnekcaHapom u 6biam
co3AaHbl O4HOBPEMEHHO, WA [a’Ke HECKO/IbKO paHblle, Yem nepsble
rPOBHMULBI «MaKeLOHCKOro TUna». BO3MOMKHbIM yA0BNETBOPUTE/IbHBIM
pelweHMeM Npobaembl BUAUTCA NPOYTEHME 3TUX NAMATHUKOB B KayecTse
ABYX YACTHbIX BApPMAHTOB MOWMCKA — MaKeAOHCKOroO M KapWMCKOro —
nAaeanbHOM apUCTOKPATUYECKOM rpobHMLbI. CoBNageHMe apXUTEKTYPHbIX
dopm, B TaKOM c/yyae, ABNAETCA He Pe3yNbTaTOM BAUAHUA OLHOM
o6nactTM Ha p[pyrylo, a OTPaKEeHUem OOLWUX MeXpPerMoHanbHbIX
TeHAEHUMN.

construction of the tomb chamber (mainly the search for a reliable
vaulting system) and the configuration of the building over the chamber
(exploration of its representative and decorative potential). The approach
to the second, “external” aspect shows a significant difference. For
Macedonia, the tumulus remains a traditional element, while in Caria its’
use reflects Lydian influence in the 6-5th centuries BC. In the 4th century,
tumuli are rare and the local elites develop other monumental
overground buildings.

Vaulted burial chambers are considered one of the key features for
tombs of the “Macedonian type” (exemplified best by the royal tombs of
Vergina). Caria also has a small number of similar structures - the so-
called “Built Tomb” in Labraunda and the “Tomb of Hecatomnus” in
Mylasa, found in 2010. The chronology of these monuments is yet to be
established, but it’s clear that they both pre-date Alexander’s conquest of
Caria, and were constructed at approximately the same time, or even
slightly earlier, than the earliest tombs of the “Macedonian type”. A
satisfactory explanation would be the consideration of these monuments
as regional (Carian and Macedonian) variations on the single theme of the
ideal aristocratic tomb. The architectural form is thus not the result of the
linear influence of one region on the other, but rather the reflection of
shared interregional tendencies.



'

Hapexaa Hanmmosa
MockBa, MOCKOBCKMI rOCyAapCTBEHHbIN YHUBEPCUTET
umeHn M.B. JlomoHocoBa

PactutenbHble mMoTUBbI B UCKyccTBe MakegoHuu IV-IIl BB. A0 H.3.:
pa3mbllLNEHUA O FeHe3nUce U CeMaHTUKe

MckycctBo MakegoHum BpemeH ApreafoB BOCNPUHMMAETCA HaMMU Kak
OpraHMYHasa 4acTb 3/I/IMHCKOTO Xy[OXeCTBEHHOro Hacsieaua. Bonpoc o
€ro YHMKaNbHOCTU AeNNKATEH, B CUY LLENOro paaa NPUUMH OH HE MOXKeT
ObiTb peweH Yepe3 MexaHWYeCKoe OTAeNeHWe  «MaKeLOHCKOM
COCTaB/IAIOLLEN» OT rpeyeckoit. Tem He MeHee, IoKanbHOe cBoeobpasue
OCTPO OuyTUMO. B un306pasuTenbHon cdepe OHO NPOABAAETCA He
CTONbKO B hopmax (MO CyLLecTBY KNaCCUYECKUX TPEUYECKNX), CKONbKO B UX
otbope, paBHO KakK W B MNPeANnoYTeHUM, KOTOpoe OTAaeTcs
onpeaenéHHbiM  TeEMam M CIOXKeTaM, OpPMEHTUPOBAHHbIM  Ha
cneuMdUUYEcKMin  Kpyr 3aKasumkoB — UapA W 6AM3Kyl0  uaplo
apucTokpaTnio. Ocobasi posib B MaKeLOHCKOM XyO0KECTBEHHOM MUpeE
NPUHAANEXUT OpHaMeHTaNbHbIM GNopaibHbIM KOMNo3NUuam. PeHomeH
NX NOABMIEHUA N Pa3BUTUA Mbl BPaBe CYMTaTb OAHOMN M3 cneunduyeckmnx
YyepT MaKeaOoHCKOro UcKkyccTea. besycnoBHO, pacTUTeNbHaA OpHaMEHTUKA
M3BECTHA KaK fIPKOE AB/MEHME M B FPeYeckor Tpaauuuu, OAHAKO ee
oyHKuMio  (ocobeHHO B K/JacCMYECKU  nepuog), 3a  Peakum
WUCKNIOYEHNEM, MOXKHO OLEHMTb KaK MNOAYMHEHHYID, 0B6pamAAoLLYyto,
AononHAwWwyo. B MaKefoHUM HANpoOTUB, pPacTUTENbHble MOTUBbI
HepeaKo 0OpeTalT WUCKAIYUTENIbHYIO CaMOCTOATE/IbHYIO LLeHHOCTb W

cB0b60Ay, MHOTAa BbIPACTaloT B MaclITabHble KOMMNO3ULUM.

Nadezda Nalimova
Moscow, Lomonosov Moscow State University

Floral Motifs in the Art of Macedonia (IV-11l centuries BC):
Reflections on Their Genesis and Semantics

The Macedonian art of the Argead era forms an integral part of the
Hellenic artistic heritage. The question of its uniqueness is delicate, and
for a number of reasons it can't be answered through the mechanical
separation of the “Macedonian component” from the Greek. At the same
time, there are obvious local characteristics. In the visual sphere it
manifests itself not so much in the forms (essentially classical Greek), as
in their selection, in the preference given to certain themes and subjects
and the appeal to a specific circle of clientele — the king and related
aristocracy. A special role in the Macedonian artistic world belongs to
ornamental floral motifs. The phenomenon of their emergence and
development we should consider as a specific feature of Macedonian art.
Certainly, vegetative ornamentation is known as a bright phenomenon in
the Greek tradition. However, its function (especially in the Classical
period) with rare exception can be estimated as subordinate, framing,
complementing. In Macedonia, on the contrary, plant motifs often
acquire exceptional independent value and freedom, sometimes grow
into large-scale compositions. Neighboring with figurative images they
are perceived as equal or even superior in importance.
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CocepcTBya ¢ GUrypaTMBHbIMM M306pPAKEHUAMMU, OHU BOCMPUHUMAIOTCA
KaK paBHble UM WKW JarKe NPeBOCXoAAline Mo 3HAYMMOCTW. boraTbin
pacTuTeNnbHbIN geKop noasaseTca B MakegoHum npumepHo B 340-330x
If. A0 H.3. B Pa3HbIX KOHTEKCTax, B TaKOM WM30O6UAMM M B HACTONbKO
«rOTOBOMY, C/IOXKUBLLENCA GOPME, YTO Mbl NMOYTU HE MOXKEM FrOBOPUTb 06
agosiouMn. O4YeBMAHO MMENO MECTO 3aMMCTBOBaHWE (C AasbHenLlen
aganTtaumen K cobCTBEHHbIM 3agayam) NpuUYem He U3 OAHOro, a u3
HECKO/IbKMX UCTOYHMKOB. N B 3TOM npoaBuaach ewe oaHa cBoeobpasHas
yepTa MaKea0HCKOro NCKyCCTBA - ero CUHTE3UNPYIOLWMNKA,
«KOCMOMNONUTUYECKUN»  XapaKTep, OTKPbITOCTb K  XYAOMKECTBEHHbIM
BNMAHUAM, MOYLMM U3 PasHbIX UCTOYHMKOB. B goknage bypet caenaHa
MoMbITKA OXapaKTepu30BaTb KPYr 3TUX WMCTOYHUKOB MPUMEHUTENIbHO K
pacTuTenbHon n3obpasnTenbHOCTH, Cpeamn KOTOpbIX Hanbonee BaXKHbIMU
NpeacCTaBAATCA  WUCKycCcTBO  Anyamnm  mn ATTMKW. Ha  HeCKONbKuX
KOHKPETHbIX npumepax OyaeT TakKe 3aTPOHYT BOMPOC O CeMaHTUKe
bnopanbHbIX KOMMNO3ULMIA, UX CMbICIOBOM GYHKLUMU BHYTPU OTAENbHbIX

aHcambnen n B nckycctee MakenoHMM B LLeNOM.

Abundant floral decoration appears in Macedonia not later than the 340s
BC in different contexts, in such quantity and quality that we can hardly
speak about evolution. Obviously borrowing took place (with further
adaptation to specific Macedonian tasks) and not from one, but from
several sources. Here we have another peculiar feature of Macedonian
art — its synthesizing, “cosmopolitan” character, openness to artistic
influences of different origins. This report aims to demonstrate the range
of these sources in relation to vegetative imagery (Apulian and Attic art
are considered to be the most important). Several spectacular examples
allow touching upon the problem of origin as well as semantic functions
of floral compositions within individual ensembles and the art of
Macedonia in general.
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HoBouepKacck, HoBouYepKaccKuit myseit UCTOPUM AOHCKOTO Ka3ayecTsa

AHTOH [leAloNbKUH

Anucembl u3 rpobHULbI B Aloc AdpaHacmoc 1 rpobHULLbI POTOB.
Uctokn obpasa Meaysbl POHaaHUHM

A. ®ypTtBeHrnep gatuposan Meaysy PoHaaHuHum V B. oo H.3. MHorue
nccnegosaTenn NPUHAAKN 3TY A4AaTUPOBKY M COCPeaOTOUYMAN CBOU YCUAMUA
Ha onpegeneHnun astopa, ogHako [K. bencoH wu [l. KannaraH
060CHOBAHHO YCOMHWUAUCH B CTO/Ib paHHel aate. Mo nx mHeHuto, Meaysa
PoHAaHWHM AaBNsAETCA Konnen 6POH30BOr0 rOProHeoHa C NO30J/I04EHHOM
arnabl, yKpallaBllUen cTeHy akponons B AduHax, nocsaweHus AHtmoxa
(mo M. KannaraHny) nnau AHTtnoxa IV (no k. BencoH). Ho Korga u Kak
NnoABAAETCA FOProHEMOH C NAapON KpblabeB?

N3BecTeH apxanyeckMini rOpProHemMoH C TpemAa KpblnabamK, 6poH30Bas
anmucema n3 Onumnum (MHB. Ne B 110). Kpbinba 34eck NpocTo obpamnstoT
KPYrNbli MedanbOH C MACKoW [OproHbl. Y HaAeXHO [ATUPOBAHHLIX
roproHerioHos IV B. 00 H.3. KpblibeB HeT. dpecka w3 rpobHuupl 12
HeKponona 3rHauumn He MOXKeT bbITb cTapwe BTopow nonosuHbl Il B. go
H.3., cyAAa no anbdam € NOMaHbIMK ractamu B Haanucu. Ha dpecke u3
rpobHuubl B Alioc AdaHa-cMoC Ha ABYX LWKMTax M306paKeHbl KpblnaTbli
nepyH 3eBca (KepaBH) M roproHeioH 6e3 KpblnbeB. BmecTte ¢ Tem Ha
BOTMBHbIX MOAENAX OBAJIbHbIX WMTOB M3 rPOBHMLBI DPOTOB NOABAA-IOTCA
KepaBHbI C roproHenoHamu B LeHTpe. NoaobHble anncembl n3obpakeHsl
Ha MMWHMATIOPHbIX LWWUTax B MNPOM3BEAEHUAX TOPEBTUKU: Gubyne u3
Mecembpum 1 HanobHUKe U3 AXTaHU3OBCKOMN.

Anton Dedyulkin
Novocherkassk, Museum of the History of the Don Cossacks

Episemata on the Murals of the Tomb at Aghios Athanasios
and the Tomb of Erotes. The Origins of the Medusa Rondanini

A. Furtwangler dated the Medusa Rondanini to the fifth century B.C.
Many scholars have generally supported this date, and have concentrated
their efforts on the question of authorship. J. Belson and P. Callaghan
argued for the chronological revision of the prototype of the Medusa
Rondanini. Both scholars suggested that it was the gilt bronze aegis
dedicated on the Athenian Acropolis by either Antiochus Il (according to
Callaghan) or his son Antiochus IV Epiphanes (according to Belson).

But when and why the gorgoneion with the pair of horizontal wings
appears for the first time? The archaic Gorgoneion (Olympia B 110) is
surrounded by three sickle-shaped wings, but the head of Medusa is
wingless. The fresco from Tomb 12 from Gnathia dates no earlier than
the second half of the third century B.C. (based on the alpha with broken
cross-bar in the inscription). In the Macedonian tomb at Aghios
Athanassios two shields are depicted in bright colors, flanking the
entrance. On the right shield the winged thunderbolt of Zeus is depicted.
A gorgoneion is presented on the other shield. The gorgoneion is of the
beautiful type, but lacks wings. On the votive oval shield models from the
Tomb of Erotes the combination of the thunderbolt of Zeus and a
gorgoneion is depicted. This episema adorns shields depicted on metallic
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370 coBMeLeHNE M NPUBENO K NOABAEHUIO KPblbeB MO HOKam rosioBbl
Megy3bl. [lo3gHee OHWM CTann  BOCNPUHMMATLCA YXKe KaK 4acTb
roproHeMoHa M pasmewartbca Hago nbom. TaKaa 3nucema, C
COBMELLEHHbIMW FOProHEMOHOM W KepaBHOM, He OUKCMpyeTca Ha
KPYr/ibIX LWKUTax M cBfA3aHa C oBadbHbiMM (Bupedg). LWmTbi-dupen
NOABAAKOTCA B 3//IMHUCTUYECKMX LAPCTBAaX He paHee KeNbTCKOro
BTOp*KeHnsa B MakegoHuto n Mpeumto (279 — 277 rr. go H.3.). He cpasy
HoBaa Gpopma LWUTa NoAyYnna NPU3HAHUE Y MAaKeOHAH U FPeKOB. TakMm
obpa3om, rOproHemoH C KpblablWKamM Hago nb6om, T™™MN Mepgysbl
PoHaaHWHM, NnoaBnAeTca Bo BTopoi nososuHe Il B. go H.3. Cama Megy3a
POHOQHWHM He sBAseTCA HeKMM 06pPa3om-npoTOTMMOM, KOTOPbIM CTan
TUPAXKUPOBATLCA B  KMUBOMUCU, pPeNbePHON KepamMUKE U  MEIKOM
MNacTUKe, KakK CUYMTANoCb Npexae. IDTOT 06pas CAOXKUACA Npexae U
ABNAETCA PAa3BUTMEM IMUCEM WNTOB-DUPEIA.

objects: a brooch from Mesembria and a prometopidion from
Achtanizovskaya. Later the pair of wings of the thunderbolt became a
part of the gorgoneion. We can also estimate the probable time of this
transformation, because the combination of the thunderbolt with the
gorgoneion is depicted for the first time on oval shields. This type of
shield (Bupedg) began to appear in the Hellenistic kingdoms after the
Celtic invasion of Macedonia and Greece (279-277 B.C.), which provides
us the terminus post quem. The thureos type was not immediately
adopted. The winged gorgoneion appears for the first time in the second
half of the third century B.C. Small winged gorgoneions are not copies of
Medusa Rondanini: this type of gorgoneion is derived from the episema
of the thureos.



Opwmii Kysbmuu

Camapa, Camapckuit punman
MOCKOBCKOrO ropoACKOro negarorMyeckoro yHMBepcuTeTa

Macedonia inermis: HeKoTopble TeHAEHLUUU B U306parkeHUnax
Ha MaKef0HCKUX penbedHbIX Hagrpobuax nocne pUMCKOro 3aBoeBaHuUA
(cepeaunHa Il =1 BB. g0 H.3.)

Mocne NAMKBMAAUMN PUMASAHAMWN MOHAPXUMU AHTUIOHKAO0B (168—167 rr. Ao
H.3.) M Havyana uHTerpaunm MaKeLoOHUM B PUMCKYIO MPOBUHLMNA/BHYIO
cuctemy (cep. Il B. 40 H.3.) B M306parkeHUAX Ha MaKegOHCKUX pesibedHbIX
Hagrpobmax NPUMEpPHO elle NOoATOpPa CTONETMA COXPAHSAINCH TPaauLUK
(B crorkeTax, KOMNO3MLUMN WU T.A4.), XapaKTepHble ANA 3NJNHUCTUYECKOro
nepuoaa. MpuUmepom MOXKET CAYXKUTb CHOXKET “rnaBHbIA NEpPCOoHaXK U
cnyra”. OgHako ecam npu AHTUIOHMAAX, a TaKXKe paHee, YCOMLWMM YacTo
n3obparkanca Kak BOWH (Newui WAM KOHHbIN), a cayra ABAANCA
OpY!XEHOCLLeM, TO NOCAE yNpasaHEHMA MaKeLOHCKOM MOHAPXUM FNaBHbIN
NepcoHaxX M cayra OObIMHO YXKe He WMEKT OpYyXua (UCKNOYEeHUA
eauHUYHbI). M306parkeHnMa BOOPYMKEHHbIX NOAEN U OpYyXKuA, BoobOLLE,
CTAaHOBATCA KpalHe peakMmMn B MaKeAoHCKOM M306pasuTesibHOM
uckyccrse. OuyeBMAHO, 4YTO 3TO ObINO OAHMM W3 CNeaCTBUA NNIOMKU

CTPYKTYypbI
MaKenOHCKOro rocygapcrsa, a TakXKe aenoprauum I'IpVIp,BOpHOVI BOEHHO-

pUMAAHAMMU npexHemn 06LecTBEHHO-NO/IUTUYECKON
NONUTUYECKON 3NUTbI, CAYXKMBLUEN AUHACTUM AHTUrOHMAOB, B UTanuio B
167 r. oo H.3. OTMeYeHHble TeHAEHUMN B Pas3BUTUN U306pa3nUTEIbHOro
MCKyCCTBa B MPOBMHLMUMU MakeaoHMA  OTpaXalwT  yracaHue
APUCTOKPATUYECKMX W BOEHHbIX TPAgMUMIA MaAKe[oHCKOro obuiectsa

nocse pUMCKOro 3aBoeBaHuA.

Yuri Kuzmin
Samara, Samara Branch of the Moscow City University

Macedonia inermis: Some Tendencies in the Representations on
Macedonian Figured Tombstones after the Roman Conquest
(Mid-Second - First Centuries BC)

After the elimination of the Antigonid monarchy by the Romans (168-167
BC) and the beginning of the integration of Macedonia into the Roman
provincial system (mid-second century BC) Macedonian figured
tombstones continued, for around a century and a half, to preserve many
traditional features of Hellenistic art (topics, composition, etc.). An
example of this is the scheme depicting “the main character and his
servant”. However, if under the Antigonids and earlier the deceased was
often depicted as a warrior (pedestrian or equestrian), and his servant as
an armour-bearer, after the abolition of the Macedonian monarchy both
of them began to be pictured without any weapons (the known
exceptions are just a few). Furthermore, representations of armed people
and weaponry became very rare in Macedonian figurative art in this
period. Obviously, this was due to the destruction of the socio-political
structure of the former Macedonian State by the Romans and as well to
the deportation of the Antigonid court military and political elite to Italy
in 167 BC. The noted trend in the development of figurative art in the
Province of Macedonia seems to have reflected the decay of aristocratic
and military traditions in the Macedonian society after the Roman
conquest.



Amutpnii AneKcuHcKmii
CaHKt-lNeTepbypr, focyaapCcTBEHHbIN pMUTAXK

LWnemsb! rpynnbl KoHBepcaHo:
BaKXUYeCKne MOTUBbI B iIEKOPE OPYXKUA KaK MaHudecTauma Baactm

Cpegn  xpaHAwmxca B cobpaHum [ocymapCTBEHHOrO  JpmuUTaxKa
npegMeToB aHTUYHOTO BOOpPY)KeHWMAa obpawatoT Ha ceba BHMMaHMe
6pPOH30Bble MNACTUHbLI, NPOUCXOLALLME M3 PACKOMNOK BTOPOro KypraHa
Hekponona 6au3  c¢. MactioruHo nog  BopoHexkem. OHUM  6biu
obHapykeHbl B 1908 r. npu gocneaoBaHnM pasrpabaeHHoOro capmaTckoro
norpeberuna. A. M. MaHueBMY onpeaennna ux Kak GparmeHTbl LWAema U
npeanoXuna AOBOJIbBHO COMHUTE/IbHYIO PEKOHCTPYKUMIO M aTpubyuuto
aToro aptedakra, HO y4a4YHO CBA3aNa ero co waemamum, obbeanHAeMbIMK
B rpynny KoHBepcaHo. MoaobHble wnembl GblAM M3BECTHbI M paHee,
cpean HUX — 3K3emnaapebl, xpaHawmeca B Jlyspe, BatukaHe, MNepyaxe,
Katanasapo, Peaxuno Kanabpua, ®nopeHuymmn n bapu. NMpumeyatenbHo,
YTO [AOKYMEHTMPOBAHHbIE HAXOAKU — 33 WUCKAKOYEHUEM 3SPMUTAXKHbLIX

dparmeHTOB — NPOUCXOAAT C TeppuTopmm Anynunm n Kanabpum.

O6wen 4YepTOM Ha3BaHHbIX MNAMATHUMKOB SABAAIOTCA XapaKTepHble
0cobeHHOCTU AeKopa, B YacTHOCTM — O0POpM/IEHME TyNbU WU BEPXHEMN
rPaHuLUbl HaNobHOM YacTu wnema penbePpHbiM M30bparkeHnem npagen
KOCMaTbIX BONOC, WHOrAA AONONHAKWMXCA HA OOKOBbIX CTEHKax
BblYEKAHEHHbIMM  3BEPUHLIMK  yllamu. B HeKoTopbIXx cayyasx 3Ta
0C06eHHOCTb coyeTaeTca ¢ 0GOpPMIEHMEM TyNbW B BUAE BapBapCKOro

ronosHoro ybopa Hanogobue Tnapbl, yKpawWeHHOro 306 paxkeHnamm

Dmitry Alexinsky
Saint-Petersburg, The State Hermitage Museum

Helmets of the Conversano group:
Bacchic Motives in the Decor of Weapons as a Declaration of Power

In the State Hermitage collection of ancient bronzes there are items of
special interest, namely the plates from the excavations of the second
burial mound of the Mastyugino necropolis near Voronezh. They were
discovered in 1908 during the further excavations of the plundered
Sarmatian burial. Anastasia Mantsevich attributed these plates as
fragments of a helmet; her reconstruction and attribution of the artifacts
in general raises doubts, but she correctly assumed their relation to the
helmets known as the Conversano group. Helmets of this type were
known before, in the collections of the Louvre, the Vatican, Perugia,
Catanzaro, Reggio Calabria, Florence and Bari. It is remarkable that all the
documented finds, with the exception of the fragments from the
Hermitage, come from the territory of Apulia and Calabria.

The items listed share some common decorative elements. The design of
the crown and of the upper edge of the head part of the helmet are
worth being mentioned in particular. They are decorated with locks of
hair in relief, with animal ears minted on both sides on a number of
helmets. In some cases, this feature is combined with the design of the
crown in the form of a barbaric headdress, like a tiara, decorated with
images of a panther. These attributes reveal a connection to the Bacchic
theme, which is not a trivial aspect of weapon design.
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naHTep. 2! NMPU3HaKn O6Hapy)+(MBaI'OT OTCbINIKY K BaKXMYECKOM TEMATUKE,
4TO camo no cebe HETPUBUMA/IbHO B aCNeEKTe O(bOpMI'IEHMﬂ OpYy*KHnAa.

B 3TOl1 CBA3K, NOXKaNYN, HE/Ib3 HE BCMOMHUTb CHOXKET Tpuymda [MoHuca

— nobegutena wWHAOB. [paKTUYECKM HEU3BECTHbIN paHee, B
SNNIMHUCTUYECKON W PUMCKOM WMKOHOrpadmMm OH CTAaHOBMTCA BeCbMa
nonynsapHbiM. Ero akTyanusauma cBA3aHa C BoOCTOYHbIM NOXOAOM
AneKkcaHgpa Benukoro, Bo3BpalieHME M3 KOTOPOro 6bl10 OTKPOBEHHO

CTUAN30BaHO nog, Tpnymo AnoHuca.

B a3Tom cBeTe yKpalleHMe npeamMeTOB BOOPYMKEHUA BaAKXMYECKMMMU
MOTMBaMWN MOXKeT OblITb 00ycnoBAEHO aNO3MAMM Ha [AAHHbIN
npeueaeHT. M3BecTtHO, 4YTO 06pa3 AnekcaHApa, KaK WCNOAHEHHOro
Xapu3mbl, baKTMyeckm 060XKeCcTBNEHHOTO BOXAA, aKTUBHO
3KCNlYyaTUPOBANCA SIIMHUCTUYECKMMU MOHapXamu. . KIOHL/b BbICKa3an
npeanonoXeHne, COrMacHO KOTOPOMY  3aKa3uYMKOM  BOOPYXKEHUA,
YKpPaLeHHOro BaKXMYECKOM CUMBOJIMKOM, Mor ObiTb [Mupp InmpcKui.
Mogpaxkaa AnekcaHgpy M conepHu4Yaa ¢ ero cnasoi, Mupp, «AMOHUC
3anaga», BbICTYNan B OKPYXKeHUu

dunaca, CTMAN30BAHHOIrO nog,

ANOHUCUNCKNIA.

JaTMpoBKa HEKOTOPbIX KOHTEKCTHbIX 3K3eMMNAAPOB LWAEMOB rpynnbl
KoHBepcaHo KoHuom IV B. A0 H. 3., Ka3anocb Obl, CHUMAET BO3MOKHOCTb
TAKOM TPAKTOBKM. HO M BHe npobniembl KOHKpPETU3auuM 3aKasuuKa,
MHTepeceH cam nobyauTenbHbI MOTMB MOMELLEHUA BaKXMYeCKoM
aTpUOYTUKKN Ha npeameTax BOopy:KeHuAa. OH MOoXKeT ObiTb OTHEeCeH Ha
cYeT MaHudecTaumm NerMTMMHOCTM MOHapxa, napagurmaTUYecKyro
MOZAEeNb ANA KOTOPOW gan AnekcaHap Benmkuii.

This may also be a reference to Dionysus victor Indorum. This subject,
nearly unknown before, becomes extremely popular in Hellenistic and
Roman art due to the Eastern campaign of Alexander the Great.
Alexander’s return from the expedition was represented as the triumph
of Dionysus — the Bacchanalia.

Thus the Bacchic motives used in the armament decorum provide further
allusions. The image of Alexander, a charismatic and officially deified
leader, was known to be maintained by Hellenistic monarchs. E. Kinzl
suggested that the owner of the weapons decorated with Bacchic
symbols could be the king Pyrrhus of Epirus. Pyrrhus, who tried to imitate
Alexander and bore the title of "Dionysus of the West", used to be
represented accompanied by a thiasos of the Dionysian type.

Although the helmets of the Conversano group dating back to the end of
the 4th century BC seem to make such an interpretation practically
impossible, the Bacchic attributes on the armament items - regardless of
the figure of the owner - could be used to claim the legitimacy of the
monarch, in accordance with the model introduced by Alexander the
Great.
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AnekcaHgpa MeaeHHUKOBA
MockBa, MOCKOBCKMI roCyAapCTBEHHbIM YHUBEPCUTET
umeHn M.B. JlomoHocoBa

«TposHcKaa» MKOHorpadua un norpebanbHblii puTyan
B penbedax capkodara us AHUHbI

MpamopHbIA  capkodar,  XpaHAwMWcAa  ceildac B cobpaHuu
Apxeonormyeckoro mysea AHMHbI, 6bin HangeH 64M3 COBPEMEHHOrO
nopToBOro ropoga MWrymeHuua, pacrnosiodKeHHOro Ha ceBepo-3anage
Mpeunn. Mecto obHapyKeHUA capkodara — apxeonormMyecknii Komnaekc
Ha paBHWHe JTafoXxopwu, BO3HUMKHOBEHME KOTOPOrO OTHOCAT K |l BEKY H.3.
(BpemeHn KonoHuzauum nobepexkbs INMpa PUMAAHAMMK). ITUM XKe
nepnmoaom AaTUPYETCA U HANAEHHbIN Tam capkodar. OH OTHOCUTCA K TUNy
dpun3oBbIX capkodaroB ¢ M306parkeHMeM MUPONOrMYECKUX CHOXKETOB,
LWMPOKO pPacnpocTpaHeHHOMY B pMMCKOM norpebanbHom wmckycctee |l
BEeKa H.3. B oTanuyme ot capkodaros Apyrux TMNOB, AaHHAA rpynna 6bina
TECHO CBfi3aHa C /INTEPATYPHbIM MCTOYHMKOM, B Hawem cayvyae — C
Tekctom  «Unmnagbi». CroXKeTbl TPOAHCKONO LWMKNA HEOAHOKPaTHO
OKa3blBa/INCb 33a4€MCTBOBaHbl B PUMCKOM norpebasbHOM WCKycCcTBe,
O4HAKo cyabbbl 3TUX MOTMBOB OblIM pasHbIMU. TaK, eciuM cueHa ¢
Mpuamom, ucnpawmsaowmm y Axunna teno FekTopa, 6bina ogHon u3
pacnpoCTpaHeHHbIX, TO Apyrue CloXKeTbl, NpeAcTaB/eHHble B AeKope
capkodara us AHMHbI, BCTPEYaTCA peaKo, NPAaKTUYECKM B €ANHCTBEHHOM

aKsemnasApe.

Alexandra Medennikova
Moscow, Lomonosov Moscow State University

“Trojan” Iconography and Burial Rites on the Sarcophagus from
loannina

The marble sarcophagus from the Archeological Museum of loannina
was found near the modern city of Igoumenitsa on the north-west part of
Greece. The sarcophagus comes from the archeological site in the
Ladochori plain, where traces of a city, founded in the 2nd century AD are
visible. It was the time of Roman colonisation of Epirus and it is also the
date of creation of our sarcophagus. It belongs to the so called
mythological frieze group, which was a very common type in Roman
funerary art of the 2nd century AD. In contrast with the other groups of
sarcophagi, this one was strictly connected with literary sources, in our
case — with Homer’s “lliad”. The loannina sarcophagus features Priam
asking Achilles for the body of Hector, one of the most popular “Trojan”
scenes, but in combination with other, less common depictions.

For this reason it’'s very interesting to analyze the scene from the short
side of the sarcophagus, which represents Achilles mourning Patroclus.
From our point of view, this motive is rather close iconographically to the
mourning scenes on Roman sarcophagi that are connected with other
myths or even with real funeral rites of that time.
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CnepyeT yaenntb ocoboe BHMUMaHMUE CIOXKETY «AXUAN Y NoXKa MaTpoKnay,
npeacTaB/eHHOMY Ha TOpLEBOM CTOpoHe capkodara. Ha Haw B3rnsg aTa
rpynny
n306paxKeHUn Ha PUMCKUX capKodarax, npeacTaBAAOWMX CLEHbI

KOMNO3MLUMA BNWUCbIBAETCA B MKOHOorpadumyeckn 6aM3KNX
OMN/MIaKMBaHMA KaK B KOHTEKCTe MMUGPONOrMYECKMX COObITUIM, TaK MU
peanbHbIX MorpebanbHbiX LepeMoHWin. Mbl noctapaemca NpocneauTb
0COOEHHOCTN UM306pakeHMa MUPONOrMyecknx cueH u 0b603HauUUTL
BNIMAHME TEKCTa Ha CKNAAbIBAIOLWLYIOCA WAW  YXKE  CAOMKMBLUYHOCA
MKOHOrpadmio, BbIABUTb M OTYACTU OOBACHUTL PaA3ANYMA  MeXAay
nnTepaTypHbiM npousBegeHnem u 6onee nosgHel M306pasnTeNbHOM
Tpaguumen. MMpeacTaBAAeTCA TaKXKe BAXKHbIM OMNPefennTb CTeneHb
B/IMAHMA COBPEMEHHOro capkodary norpebanbHOro putyana Ha ero
n306pasnTencHbI psaa M NpuBAedYb MKOHOrpaduyeckne napannenn ms
penepTyapa Apyrux capkodaroB TOro e BpemeHW. Takum obpasom,
COMOCTaBAAA pPa3/INYHble HAPPATMBHbIE W BU3yaNibHblE UCTOYHUKM,
BO3MOXHO cAeflaTb BbIBOAbl OTHOCUTE/IbHOM TOM KYAbTYPHON Tpaanuumm,
B KOTOPOM MoOrno ObiTb 3aKa3aHO WM CO34aHO WHTepecylolee Hac

npouvssegeHue.

I'll discuss the representations on the sarcophagus and trace the
differences from the literal source. It is also important to specify the level
of influence of actual burial rites on the figurative tradition, in the case of
the loannina sarcophagus and others from the same period. So,
comparing different visual, literal and cultural sources, we can deduce
something about the context in which the sarcophagus was made.

13



ApuHa KopsyH
MockBa, MOCKOBCKMI rOCy4apCTBEHHbIA YHUBEPCUTET
umeHn M.B. JlomoHocoBa

Penbedbl 103KHOro NOPTUKa TeaTpa B duaunnax:
MHTepnpeTaLma CIOXKEeTHOI NporpaMmmbl

Teatp B Puamnnax, 3an0xeHHbI Puamnnom Il npu ocHoBaHMK ropoaa B

356 r A0 H.3., HarAgHO AEeMOHCTPUpYyeT pasBUTUE  OaHHOM

apPXUTEKTYPHON GOPMbl, @ TaKXKe WM3MEHEHWA B MOHMMAHWMKM MecTa U

COAEepKaHUA  CKYNbNTYpHOM  AeKopauumu  TeaTpa, HauMHaa ¢

K/IAaCCMYECKOro Nepuoaa W 3aKaHumBaAa 3MoOXoh nosgHen Mmnepun.
Penbedbl OKHOTO MOPTMKA, CO34aHHble B Nepuos, PUMCKOM
peKoHCTpYKUnm mexay 150 n 170 rr. H.3., npeacTaBnAloT GUryPaTUBHbIN
penbedHbI aHCamMb/1b, pasMeLLLEHHbIM Ha 8 NUAACTPaX, CIOXKET KOTOPOro
Kpyry.

apXeosiornyeckne uccnepoBaHua Teatpa Havaaucb ewe B 20-30e rr. XX

OTHOCUTCA K ,CI,VIOHVICVIVICKOMV HeCMOTpH Ha TO, 4TO

BE€Ka, 3TOT MHTGDECHGVILUMVI UMK OCTaeTcd MaJZiIoOn3y4eHHbIM U Ha

CEerogHAWHMA JeHb He  CywecTByeT  [AOCTYMHbIX  Ny6AnKauui,

NOCBALLEHHbIX €ro AeTaNbHOMY aHanu3y. HenonHaa coxpaHHOCTb ¢uryp,
a TaKKe OTCYTCTBME [AaHHbIX O TOYHOM MOCNeAO0BaTe/NbHOCTM
PacnoNOXKeHUs NUAACTP, CO34a0T TPYAHOCTU C KOHKPETU3aLMeN CloXKeTa.
Llenbio goknaga fBNAETCA TMNOTETUYECKAn PEKOHCTPYKLUUU CHOXKETHOM
nporpammbl  ¢pM3a Ha OCHOBAHWUW NUTEPATYPHbIX WUCTOYHWUKOB W

MKOHOrpadumyecknx napannenein.

Arina Korzun
Moscow, Lomonosov Moscow State University

The Reliefs of the South Portico of the Theater in Philippi:
Interpretation of the Narrative Program

The theater in Philippi, built by Philip Il at the foundation of the city in
356 BCE, clearly demonstrates the development of this architectural
form, as well as the changes in the understanding of the place and
content of sculptural theatrical scenery from the Classical period to the
era of the late Roman Empire. The reliefs of the southern portico, created
during the Roman reconstruction of the theater between 150 and 170
AD, represent a figurative ensemble, that occupies eight pilasters, the
context of which refers to the Dionysian cycle. Despite the fact that the
archaeological excavations of the theater began in the 1920-30s, the
reliefs remain poorly investigated and for today there are no available
publications dedicated to their detailed analysis. The incomplete
preservation of the figures, as well as the undefined sequence of the
pilasters creates difficulties in identifying the exact context of the cycle.
The purpose of this research is to provide a hypothetical reconstruction
of portico scenes on the basis of literary sources and iconographic
parallels.
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naeHTUdGMUMpyeTcA Kak u3obpakeHne JIMKypra, U Takum obpasom

NPUHATOM BepcuM, OAHA U3 NpPeACTaBAEHHbIX
3a/1aeTCA CIOXKEeTHasA J/IMHWUA, CBA3aHHaa Cc Mudom o [noHuce wu
¢dpakuiickom uape. OHAKO KaK MMHUMMYM OAHO Wu306pakeHue He
BMMCbIBAETCA B 3TOT KOHTEKCT: XEHLMHA, C 3aHEeCEHHbIM Hag, roJIoBOM
Me4yomM U OTpyb/aeHHOM ronoBoi B neBoin pyKke. Ee nossneHue Tpebyer
06BACHEHWNIN U fAaNbHENLWNX U3bICKAHUIA. OCHOBHbIMU KPUTEPUAMM HOBbIX
MOWCKOB ABNAETCA [/laBHAA WAEWHAA JIMHWUA, KOTOPYH  MOXKHO
WMHTEPNPETUPOBATb KaK Kak Tpuymd [MoHMCa Hag cBOMMM Bparamu. B
KayecTBe BO3MOMHbIX [AOMOJHUTENbHbIX MOTMBOB PACCMaTPMBAIOTCA
ucropun MeHdpea n Opdea. OKOHYATENbHAA TMNOTE3a CKNAALbIBAETCA C
YY4E€TOM HECKO/IbKMX (aKTOPOB: AMOHUCUIACKUIN KOHTEKCT, onopa Ha
rPeYecKyo NUTepaTypHYO U MKOHOrpaduyeckow Tpaguumio, Gokyc Ha
NIOKaNbHbIX COBbITUAX, CBA3AHHbLIX C TeppuTopuelnt ®pakum u A0AUHOM
ropbl MaHren, «TpuymdanbHbIM» XapakTep MoBecTBoBaHUA. [denaetca
npeanonoXeHne, 4YTo CHXKeT penbedoB aKLEHTUPYET BOWHCTBEHHbIE
npoABneHua KynbTa [MOHWUCa, cBA3bIBaET

BO3MOXHO, BOEAMHO

pa3nnyHble MoTUBbI N3 MUOB 0 PpaKuickmx reposax Jinkypre u Opodee.

According to the most common version, one of the figures can be
identified as Lycurgus, and in this way the narrative is connected with the
myth of Dionysus and the Thracian king. However, at least one image
does not fit into this context: a woman raising a sword above her head,
with a severed head in her left hand. Her appearance requires further
examination. The principal criterion for new searches is the main
ideological line, which can be interpreted as a triumph of Dionysus over
his enemies. The stories of Pentheus and Orpheus can be considered as
possible additional motives. The final hypothesis is based on several
factors: the Dionysian context, the reliance on the Greek literary and
iconographic tradition, the focus on local events connected to the
territory of Thrace and the valley of Mount Pangea, the “triumphant”
nature of the narrative. It is suggested that the plot of the reliefs
accentuates the bellicose manifestations of the cult of Dionysus, perhaps,
combining various motifs taken from the myths about Lycurgus and
Orpheus.
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AHTOHMO Kopco
®aHo, LleHTp BUTpYyBHAHCKNX NCCNeL0BaHWM

CKynbnTypbl KOMNEKca Tymynyca Kacta 6au3s Amounons:
6asa cratyu AbBa U nponuaen

Joknap nocsauweH ¢ppusy, pacnonaraBliemyca Ha 6ase MOHYMEHTaIbHOM
¢burypbl nbBa, BeHuyaBlwel Tymynyc Kacta 6am3 Amdunonsa, a Takxke
CKYNbNTYPHOW AeKopauum nponuinees Komnaekca. Kak U3BecTHo,

Tymynyc Kacta — KpPynHblA  MaKeLOHCKMIM  KypraH, MOAyuYMBLUUIA
MOHYMeHTanbHoe odopmneHne B KoHue |V Beka mo H.3. o Bcew
BEPOATHOCTU, KOMMNEKC SBAANCA repooHom [ledecTroHa, KOTopbid B

nocneacTtsuMn ctan un npopuuanuvwem. KypraH BeH4Yana craTtya /bBa:

$pu3a,
YKpallaBlwero ee noctamMeHT. Ha ¢poHTanbHOM CTOPOHE MOCTaMeHTa

apxeonoramu  OblnM  TakXe  OOHapy)KeHbl  pparmeHThbl
npeacTaBieH CnewmnBlWMACA BCAAHMK B WAEME M CO WUTOM. JInuo ero
6113K0 M306parkeHnam AnekcaHapa Benukoro. lMosaan BcagHWKa —
JepeBo ¢ obsuBLIEN CTBO/I 3Meel, a Nepes, HUM — APYroh repou,
COBEPLWIAOWMNIA  BO3AMAHME. ITO, BO3MOXHO, cam [edecTnoH,
rotoBALWMNCA K nepexoay B Mup repoes. Ero yawy HanosHaeT xpey,. Ha
60KOoBOM CTOpOHe 6a3bl pacnosiarasnacb CUEHa OXOTbl: AneKcaHap, B
CONPOBOXAEHUM AByx ToBapuwen (FedectmoHa u [epmonan?),
npecneaywowmii Benpa. Ha NpoTMBOMNONONKHON CTOPOHE npeacTaBieH

coBeT 6OroB, a TaK¥Ke, BO3MOKHO, rpynna }peLos.

Mepen nponuneamun ctoanu age cratyn. OgHa U3 HUX umena 6asy ¢
NOCBATUTENbHON HagnNuCcblo AHTUTOHa, cbiHa Kanna, repos ocaabl Tupa,

Antonio Corso
Centro Studi Vitruviani, Fano

Sculptures from the Base of the Lion and from the Propylon of the Kasta
Tumulus near Amphipolis

The aim of this paper is to study the frieze of the base below the lion on
the Kasta Tumulus near Amphipolis, as well as the sculptural display of
the propylon of this complex. As it is well known, the Kasta Tumulus is a
huge mound which was monumentalized in the late 4th c. BC. It was
probably the heroon of Hephaestion and it also became a manteion. The
base below the lion was endowed with a relief frieze of which several
fragments have been retrieved. The front displayed a standing knight
with helmet and shield in front of his horse. His face suggests that he is
Alexander. Behind him a snake is coiling around a tree. In front of him, a
hero is outstretching his hand in order to accomplish the act of sponde.
Probably he is Hephaestion who is entering the world of the heroes. A
priestess is about to fill his phiale. On the side of the base, Alexander is
hunting a boar, behind him there are two close attendants: probably they
are Hermolaus and Hephaestion. On another side, there was the usual
assembly of deities, perhaps attended by priestesses.

The propylon was endowed with two statues in front of it. One statue
stood up on a base signed by the hetairos of Alexander Antigonos Kalla,
hero of the taking of Tyros by Alexander. The second free standing statue
is a variation of the Nemesis of Agorakritos. The frieze of the propylon
displays Helen between the Dioscuri and a Nike crowning Artemis
retanmpa AnekcaHgpa. Btopasa cTtaTys npeactasnsna cobor Bapuaumio
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™na Heme3snapl PamHyHTCKOM AropakpuTa. Bo ¢puse nponunees bbinm
nsobpakeHbl EneHa n Anockypbl, a TakKe HuKa, Bo3naratow,an BEHOK Ha
Aptemnay bBpaBpOHWIO B NPUCYTCTBUM  MAKELOHCKUX  BEIbMOXK.
Komnosnuma ¢poHTOHA BKAlOYana mM3obpaxkeHuMe matepu ¢ pebeHKom:
BEPOATHO, CLEHYy poxKaeHusa Peca (ero maTb — ogHa M3 My3, a oTel, —
peyHoe 6oxecTBo CTpMMOH). 3a cueHol HabnwaawT MHemo3suHa U
oCTasbHble My3bl. LleHTpanbHbIM akpoTepuit nponunees mmen dopmy
60KOBbIX coboit

NnasibMeTThbl, a oAunH n3 npeacrasnAan

KOJIEHONPEKNOHEHHY GUrypy HUMObI.

Brauronia in the presence of a Macedonian high ranking official. The
pediment has a mother with a child in front of her husband: probably the
Muse mother of Rhesus in front of the river god Strymon. Mnemosyne
and the Muses are probably attending the birth of Rhesus. The central
akroterion was an anthemion, while one side acroterion was a crouching
Nymph.
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Banepua KyBatoBa
MockBa, POcCUICKMi rocyaapCcTBEHHbIA FYyMaHUTApPHbIN YHUBEPCUTET

MaKef0HCKME U pUMCKMe Tpaauumum norpebanbHOro UCKyccTea
B YXMBONUCU PaHHEXPUCTUAHCKUX rPOBHUL, DeccanoHUKu

HacTtoauwee ncecneposaHue nocsBAWEHO NMPOUCXOXKAEHUNIO

MKOHOrpadmyecKkmx Mmogenemn YKMBOMUCHBbIX aHcambnen
PaHHEXPUCTUAHCKUX TPObHUL, PeccanoHMKM. HecmoTpsa Ha To, 4TO B
MaKefoHMM cylw,ecTBoBana cobcTBeHHaa  goAnras  Tpaauuma
norpebasbHOro MCKYCCTBA, CTAHOB/MIEHWE PAHHEXPUCTUAHCKOMN Tpaauuum
NPoOMCXoaAnN0 Noj 3aMeTHbIM BAWAHMEM WMCKycCcTBa Puma, passutue
KOTOPOro Ha TOT MOMEHT OMNepe’Kano WCKYCCTBO MNPOBUHLMANbHbIX
ueHTpoB. Wccneposatenu rpobHuL, DPeccaNnoHMKM TAroTerT K ABYM
OCHOBHbIM MOAXO4AM: OHW MBO  HaxopAT

NNOKa/lbHblE  UCTOKWU

$ECCaNOHUKUNCKON  XKMUBOMKUCK, /NGO pPasfenaloT  MNaMATHUKM Mo
NPUHLUMNY WX CO34aHUA MECTHbIMU apTeNs MM M apTensiMuM C OMbITOM
paboTbl B Pume. MamMATHUKM C HU3KMM Ka4YeCTBOM KUBOMMUCU CHUTAIOTCS
NPOU3BEAEHUAMM MECTHbIX MacTepoB, NpousBeneHMA H6onee BbICOKOro

YPOBHA NPUNMUCLIBAIOTCA PUMCKOM apTenw.

Mexay Tem, KOHTEKCTya/ibHblA aHanAu3 poChnuceit roBOpuUT, CKopee, B
Nonb3y MHOM napagurmbl opMMUPOBaAHNS PaHHEXPUCTUAHCKOM TPaaANLLUK
deccanoHMKU. MKoHorpadua 6ONbLIMHCTBA BETXO- M HOBO3ABETHbIX
KOMMO3MLUMIA, a TaKXe CLEeH, BOCXOAALMX HEemnocpeacTBEHHO K
PaHHEXPUCTUAHCKOMY CMMBOJIN3MY, COOTBETCTBYET TPaAULMU PUMCKOrO
WCKYCCTBA, KOTOpaA Ha TOT MOMEHT Oblna Hambonee passuton wm

BANATENbHOMN.

Valeria Kuvatova
Moscow, Russian State University for the Humanities

Macedonian and Roman Traditions of Funerary Art
in the Paintings of Thessalonian Early Christian Tombs

This study focuses on the origins of the iconographic models of painting
ensembles of Thessalonian Early Christian tombs. While Macedonia had a
long funerary art tradition of its own, the Early Christian period in
Thessaloniki witnessed a strong impact of the mainstream Roman
tradition of funerary painting, by the time the most elaborated and
influential in the Empire. The scholars of the Thessalonian tomb paintings
seem to have a tendency to either concentrate on local traditions as a
main basis for its development or to distinguish between the
iconographic programs with alleged local or Roman origins. In the latter
case less skilled paintings are deemed to be the products of some local
workshops, while those more elaborate are attributed to workshops
coming from Rome.

The contextual analysis, though, shows a slightly different paradigm of
the development of the local Early Christian funerary painting. Despite
the quality of paintings, most of the extant Early Christian scenes follow
the well-known iconographic models popular all over the Empire and
most likely derive from the mainstream Roman tradition. In the
meantime, the arrangement of these scenes within the iconographic
programs seems to lack sophisticated semiotic principles of the Roman
painting and relief ensembles and fails to produce additional
connotations through the intelligent juxtaposition and counterposition of
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OZHAKO MNPWHUMMbI  BbICTPAUBAHWUA OTAE/bHbIX CUEH B eAWMHYI0
MKOHOTpadMYEeCKyto NPOrpammy OT/IMYANUCL OT PUMCKUX B CTOPOHY
MeHbLUEN WMHTeNNEKTyaNbHOCTU M NPOAYMAHHOCTU. Ecan »KMBOMUCHbIE
aHCamMbiM  PUMCKMX  KaTakoMb  MOPOXKAAIOT  MHOTOYMC/NEHHble
KOHHOTaLMKM 33 CYET B3aMMOPACNONOKEHUA CAMOCTOATE/IbHbIX CIOXKETOB,
TO B ECccaNoHUKUICKMX TPOBHULAX MKOHOrpaduyeckme nporpammoi
BbICTPOEHblI HaMHOro npolue. CKnasblBaeTcs BneyaTNeHne, YTO MeCTHble
Mactepa  6biAM  3HAKOMbl HE C  UEeNbHbIMM  MAaMATHUKAMM
MOHYMEHTA/ZIbHOW KMBOMUCK, @ /IMWb C OTAENbHbIMM 0b6pasuamu
PUMCKOW MKOHOrpadum, KoTopble, NO-BUAMMOMY, NPEeACTaBAAIN COboM
npegMmeTbl LeKopPaTUBHO-NPUKAALHOTO UCKYCCTBA (CTEKNAHHbIE COCYAbI C
n3obpakeHnamm u3 3010T0M GONbIK, T[AWHAHBIE NamMnbl U T.4.).
BbicTpanBaHMe e Nporpamm gekopa rpobHUL, B 3HAYUTENBHOM CTENEHM
OCHOBbIBA/IOCb Ha TPAAUUMAX MeCTHOro norpebanbHOro WCKyccTBa.
Kpome Toro, BM3yasbHble CUMMBOJIbI M CEMAHTUYECKM 3HAYUMble
KOMNO3WUUMWN, He CBA3aHHble HemnocpeacTBeHHO ¢ Bubauei, a Takxke

OpPHAMEHTa/IbHbIA AEeKOP rPOBHMUL, BOCXOAAT K MaKeAOHCKOW Tpaanuumm.

the particular episodes. Thus, it is safe to assume that the local painters
were not closely familiar with the monumental Roman funerary tombs or
sarcophagi, but had at their disposal some isolated iconographic samples
(e.g. gold-glass medals, terra sigillata vessels, clay lamps etc.). Having
such samples, they incorporated them into complete programs that were
developed on the basis of the local funerary art traditions. A lot of visual
symbols and scenes that do not derive from the Old and New Testaments
come from the Greek funerary art, as well as the majority of ornamental
motives.
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KceHua Obpasuosa
MockBa, MOCKOBCKMIN roCyAapCTBEHHbIN YHUBEPCUTET
mmeHn M.B. JlomoHocoBa

UcTtopua nsyueHua mosauk PotoHabl Ce. Neoprusa 8 PeccanoHukax

Mo3aukn PotoHabl CB. Meoprua B PeccanoHMKax npeactaBastoT cobol
OAMH M3 CaMbIX NPOCAABAEHHbIX MAMATHWMKOB [AOMKOHOHOpPYECKOro
BPEMEHM U KPYNHEWWWI MKMBOMUCHbIA aHCaMbib Ha TeppuTOopPUM
CeBepHoi Mpeunn. XoTa mo3ankm POToHAbI 6blan ONyb6AMKOBAHbLI elle B
cepeauHe XIX B., OHM [0 CUMX NOP He MOAYYUNU OAHO3HAYHOU U
[O0CTaTO4HO ybeauTenbHon uHTepnpetauum. Tem He meHee, ypOBEHb
3aKas3a, BbICOYAMLIME XYAOXKECTBEHHble KayecTBa M MOrpaHUYHoe
NONIOXKEHNE MEXAY AaHTUYHOM U CpeaHEeBEKOBOM Tpaauumen onpeaenmam
HeyracaroLnin nccneoBaTelbCKUiM MHTEPEC K aHHOMY aHCamb1o.

Ocobyto ponb B NOABNEHWWM OOMBLWIOFO KO/AMYECTBA PA3HOODOPA3HbIX
TEeopuit 0 Mo3amkax POTOHZbI cbirpana Maoxas COXPAaHHOCTb. BakHoe
3HayeHue NaMATHUKA, pacnonoxKmeLlerocs B KomnieKkce
MMNEpPaToOPCKOro  ABOPLA, HEYCTOABLUAACA PaHHAS  WMKOHorpadwus,
Ha/MuMe He Haxo4AWMX aHANoroB HaAMUCEM W COTHM KBaApaTHbIX
MEeTPOB NPOCTOpa A/1A BoObpaxkeHuA caenann PoToHAy cBOeobpasHbiM
«DecTCKMM SUCKOM» PaHHEXPUCTUAHCKOro Neproaa.

[lo cux nop He 6bI1IO0 NPOBEAEHO MOJIHOLEHHOIO MCCNea0BaHUA MO3auK
PoToHAbl, OAHAaKO OblI0  BbICKA3aHO MHOMECTBO — Hepeako
B3aMMOMCK/IOYAIOWMNX — NPEeAnoNOXKEeHUA KacaTeNlbHO  Pas3/IMYHbIX
acneKkToB 3TOro NamATHUKA. Mmetowmeca gaHHble He CKAa4blBalOTCA B
eOVHYI0 KapTuHY, U, TaKMUM 06pa3om, Cnopbl Bbi3bIBAOT M M3HAYaNbHOE
npefAHasHayeHve POTOHAbLI, M MOCBALLEHME €e MOoCaAe NepecTPOrKM B
LEePKOBb, U AAaTUPOBKA MO3aunK, U MHTEPNPETALMA MKOHOTrpaduieckomn

Kseniya Obraztsova
Moscow, Lomonosov Moscow State University

The Mosaics of the Rotunda in Thessaloniki: History of Research

The mosaics of the Rotunda in Thessaloniki are among the most
significant decorations of the pre-iconoclastic time and a prominent
ensemble of art in Northern Greece. Although published in the middle of
the 19th century, their interpretation is still uncertain. Nevertheless, the
high commission level, great artistic value and the transitional position
between Antiquity and the Middle Ages caused a never-fading interest in
the monument.

The bad state of preservation also facilitated the creation of diverse
theories explaining the mosaics. The importance of the monument on the
site of the emperor’s palace complex, unstable early iconography,
ambiguous inscriptions and hundreds of square meters open for
imagination made the Rotunda a kind of a Phaistos disc of Early
Christianity.

Although the mosaics have not been under close examination so far,
many controversial suggestions on different aspects of the Rotunda have
been made. However, we do not have enough information to answer
unambiguously such questions as the original function of the Rotunda
and its function after the conversion into a Christian church (the
dedication of which is also unknown), the date of the mosaics and the
interpretation of the iconographic program. It can be noticed that the
conceptions do not replace each other in a sequence, but they run in
parallel as the separated lines of the interpretation tradition.
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nporpammbl. Mpu 3TOM pasnMyHble KOHLUENUMU He CMEHAIT Apyr Apyra

nocnefoBaTeIbHO, HO PAa3BMBALOTCA NAPANNENIbHO B KAYECTBE OTAE/bHbIX
TPagUUUN MHTEpNpeTaLuu.

CywecTtByeT HECKONbKO Haubonee pacnpoCTpPaHEHHbIX BapWaHTOB
OATUPOBKM  MO3aMYHOro aHcambnAa. Ero CcBA3bIBAlOT CO BpPeEMeEHeMm
npebbiBaHna B ropoge Peogocus | B nocnegHeint yetseptn IV B,
NPUYUCAAIOT K gesatenbHocTy Mannel Maaunanm Bo BTOpPON YyeTsepTn V B.
WKW K pe3ynibTaTaM aKTUBHOIO CTPOMTENbCTBA B TpeTbel yetBeptn V B.;
HaKOHEeL, HepeaKo MO3auMKku gaTupytoT Hadasnom VI B. HepgasHo 6bina
npeacTaB/iieHa 4ATMPOBKa, cBA3blBatowasa PoToHAy — oT BO3BeAeHMA
34aH1A 40 CO34aHMA MO3anK — ¢ KOHCTaHTUHOM Bennkum.

TpagMLUMOHHO MKOHOrpadUyecKkyto NporpaMmmy MO3aMK MOHMMAKT B
XPUCTMAHCKOM KAtoYe, TpakTya ee ob6wuii 3ambicen Kak Bropoe
Mpuwectsune, TeodaHuto nam Tpuyme Xpucta. C aton nosmnumm Hambonee
COXpaHHaA YacTb aHcambna MHTepnpeTMpyeTca Kak o0bpasbl My4YeHMKOB
Ha ¢oHe HebecHoro Nepycanuma. Ho B 3ToM c/iydae HeobbluHbIN Habop
NnepcoHarken n conpoBOANTENbHbIE HAAMMUCK AAtOT NOBOA ANA PA3/IUYHbIX
TOJIKOBaHWIN, OAHO M3 KOTOPbIX — KaneHAapHas Teopus. [o-pasHomy
NHTepnpeTupyeTca 6AM30CTb K aHTUYHOWM XY[AOMKECTBEHHOW Tpaauumm,
4TO BbI3bIBAET NPEANO/IOKEHNA O BbIPAXKEHUN MMMEPATOPCKOrO Ky/bTa,
CUHTETUYECKMX O0bOpasax A3blYecTBA M XPUCTMAHCTBA W CBETCKMX
KOCMO/IOTMYECKMX TemMax. TaKKe eCcTb MHeHWe, 4YTto B PoToHAe
npeAcTaBieHO coveTaHMe CBETCKUX U PeINrMo3HbIx 06pasos.

B poknage 6y,u,yT MU3N0XKEeHbl OCHOBHbIE TMNOTE3bl, MNPEeAIOKEHHbIE
ncecnenoBaTtenAMmn, U aprymeHTbl, Ha KOTOPbIX 3TN naen CTpoATCA.

There are several popular dates for the mosaic ensemble. It seems to be
connected to the times when Theodosius | was residing in the city in the
last quarter of the 4th century. Others see it as a part of Galla Placidia’s
commissions of the second quarter of the 5th century, or as a result of a
huge construction activity in the third quarter of the century. Another
point of view places the monument in the early 6th century. One more
curious dating has been suggested recently, which relates the
construction as well as the decoration of the Rotunda with Constantine
the Great.

It is traditional to give the iconographic program of the Rotunda a
Christian interpretation, naming the main theme of it as the Second
Coming, Theophany or simply the triumph of Christ. From this point of
view, the best-preserved part of the decoration is interpreted as the
figures of martyrs in front of the Heavenly Jerusalem. However, the
unusual choice of saints and the inscriptions accompanying them give
ground to a number of explanations, the most famous of which is the
calendar theory. The derivation of both stylistics and iconography from
the antique art tradition also caused a variety of interpretations of the
mosaics. Among these are an emperor’s apotheosis, confluence of pagan
and Christian iconography, secular cosmological themes. There is also an
opinion, proposing the combination of religious and secular subjects in
the Rotunda.

The paper is dedicated to the principal hypotheses of the mosaics’ date,
their interpretation and to the arguments supporting these ideas.
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Butanuii CycneHkos
Mockga, MpaBocnasHbln CBATO-TUXOHOBCKMIA
rYMaHUTaPHbIN YHUBEPCUTET

Mo3sauku PotoHab! CB. Fleoprua B CanoHUKax:
npo6aembl MKOHOrpadpumn 1 JaTMPOBKU

Mo3sanku PotoHgbl CB. [eoprya 3aHMMAKOT O4HO M3 KAKOYEBbIX MeCT B

ncTopum pa3BUTUA XPUCTUAHCKOTO NCKYCCTBa, oT/IMYatoTCA
NCKNIOUYUTENbHBIM XYA0XECTBEHHbIM KayecTBOM, HO Kak W3HayanbHoe
npegHasHauYeHWe COOPYNKEHUS,, TaK M UKOHorpaduyeckasa nporpamma
POCNUCU M ee AATMPOBKA MO-MPEXKHEMY OCTAOTCA HE BbIACHEHHbIMU U
TpebyWwMmMmn ncCNeaoBaTeNbCKMX KOMMeHTapueB. MMeHHO 3Toro Kpyra

npobsem Kacaetcs goKnaga,

B obuwei cTpyKType pocnucu Kynona (Xpucroc-Tpuymdatop B 3eHuUTE,
30Ha C aHrenamu n GeHuUKcom, yTpatmelune GUrypbl MO3anKU TpeTbewn
30HbI, MAHENN C OPAHTAMU-MYyYEHUKAMN Ha GOHe CTPOEHMI B YeTBEPTOM
30He) yuTaeTca nNpoobpas KOMMO3MLUMIKA NpefanTapHbIX apoOK PUMCKUX
6asmnnk  VI-IX BB. COOTBETCTBEHHO

YTPAUEHHYID 30HY MOXHO

PEKOHCTPYNpPOBATb KakK CUEHY C anOKaIMNCN4eCKMMUM CTapLLaMu.

Apyc My4YeHWKOB, CKOpee BCero, fABAAETCA Pa3BEPHYTON KAPTUHOWM
HebecHoro Wepycannma, cocTtaBiAeHHOro M3 0606LeHHbIX 06pa3oB-
3gaHM  CeMM UEpKBEW,— TaKaa PEKOHCTPYKUMA BMNUCbIBAaeTCA B
pacnpocTpaHeHHyto B Pume uKoHorpadpuio Btoporo [Mpuwectsua (c
CEMbIO CBETU/IbHUKAMMU, aHTeNaMM, LEPKBAMM U T.N.).

Vitaly Suslenkov
Moscow, Saint-Tikhon’s Orthodox University

The Mosaics of Saint George’s Rotunda in Thessaloniki:
The Problems of Iconography and Dating

One of the most important places in the history of the development of
Christian art is occupied by the mosaic decoration of St. George's
Rotunda, a complex of exceptional artistic quality. However, the original
purpose of the structure, as well as the iconographic program of the
mosaics and their dating are still unclear and require analysis. This report
deals with the problems associated with the reconstruction of the original
program and the dating of the mosaics.

In the general structure of the dome (including Christ the Triumphant at
the zenith, the zone with angels and phoenix, the 3rd zone with lost
figures, panels with martyrs-orantes against the background of buildings
in the 4th zone) one can find the prototype of the compositions of the
prealtar arches of Roman basilicas of the 6th -9th centuries. Accordingly,
the lost zone can be reconstructed as a scene with Apocalyptic Elders.

The zone with martyrs is most likely to be a detailed depiction of the
Heavenly Jerusalem, composed of generalized images of buildings of the
Apocalyptic Seven Churches. Such a reconstruction fits into the
iconography of the eschatological theme of Second Coming (with seven
lamps, angels, churches, etc.), common in Rome.
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Bocbmas, HaganTapHas, naHenb B 30He My4YeHWKOB, CKopee Bcero, 6bina
paspylueHa crneuuanbHo (BO3MOXKHO, B 3noxy WMKoHobopuecTBa), T.K.,
BO3MOHO, MNpeacTaBnana CHXKeT ¢ nepcoHudukaumeinn Llepksn,
acCcouMMpoBaHHOM C PuMOMm, B LEPKOBHOM MOAYMHEHUW KOTOPOMY

coctoanm ®eccanoHukn go VIl B.

[aTUpPOBKY MO3anK KOHUOM IV — nepBoii TpeTbto V B. MOXXHO 060CHOBaTbL
CTUINCTUYECKMM CXOACTBOM B TPAKTOBKE JIMKOB M PUCYHKe uryp c

Kpyrom namMmAaTHUKOB 3NOXU TaK Ha3blBaemMoro (DEO,D,OCVIEBCKOFO

Knaccmumsma.

The area with the martyrs in the eighth panel above the altarpiece was
probably destroyed on purpose (perhaps, in the era of Iconoclasm), since
it may have represented the scene with the personification of the Church
associated with Rome, the ecclesiastical power of which spread on
Thessaloniki until the 8th century.

The dating of the mosaics by the end of the 4th — first third of the 5th
century can be justified by the stylistic similarity in the interpretation of
faces and the depiction of figures with the monuments of the so-called
Theodosian Classicism.
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M306pa3nTeNbHbIX UCKYCCTB NpU Poccuickon AKagemum Xy40MKecTs

Onbra 3TMHrod
MockBa, Hay4yHo-nccnenoBatenbCKU MHCTUTYT TEOPUKN N UCTOPUUN

Ewe pa3 06 nsyueHmMn xyaoxKecTtBeHHbIX cBA3ei
Bnagumupa n ®eccanoHmnKu B KoHue Xll Beka

UccnepoBaTenn yxe npegnonaranun, 4to sBo Bnagumupe B8 KoHue XIl B.
paboTana rpeko-pycckaa apTenb KuBonucues. [logobHble BbIBOAbI
OCHOBaHbl Ha M3BECTUAX O KOHTAKTax KHA3A BceBonoaa ¢ PeccanoHmKom,
Ha coobuleHMAX O NPUBO3E OTTYAa PEeSIMKBUMIA M Ha NocBAlWeHUn cobopa
cB. AnmuTpmio. J1IeTONUCHbIMM CBEAEHMAMM Mbl HE Pacno/iaraem.

B nepwog koHua Xl — nepson Tpetn Xl BB. cyulectBoBana npakTUKa
NpM3BaHUA CONIYHCKMX MacTepoB Ha bankaHbl. H.I. CblueB Bnepsble
BbIABUHYN uMAe0 O pabote BO Bnagumumpe B KoHue Xl B. He
KOHCTAHTUHOMO/IbCKOM apTenn, HO Mpu3BaHHOM K3 DecCaNoHUKMU.
O.C.MNonoBa TaKrKe NpegnosoXuna, Yto mactepa 6biaM npusBaHbl M3
aToro ropoga. He nckntoyan Takom Bo3moXKHocTtv u I.B. Monos.

OfHaKo 060CHOBaTb NPOUCXOMXKAEHME BNAANMUPCKON apTeNn Ha ypoBHeE

TPYAHO.
PasrpaHuyeHMe aBTOPCTBA KOHCTAHTUHOMO/IbCKMX U CONYHCKMX MacTepoB

COMNOCTaB/IEHUA  XY[AOXKECTBEHHOro MaTepuana [A0BOJIbHO
3TOro nepmoja Ype3BblvaiHO C/I0XKHO. Bo Bnagnumupe co BpemeH AHgpes
Borontobckoro n B KoHue Xll BB. moran paboTtatb mactepa, cBA3aHHbIe C
Tpaguumen crtonuupl BusaHtum. Ho Bmecte ¢ HUMKM MOIAM BbINONHATb

3aKa3 Bcesonopa n macrepa us deccanoHUKM.

Olga Etinhof
Moscow, Research Institute of Theory and History of Fine Arts

Once Again About the Study of Artistic Relations
between Vladimir and Thessaloniki at the End of the 12th Century

The researchers have already assumed that there was a Greek-Russian
team of painters that worked in Vladimir in the late 12th century. Such
conclusions are based on the information considering Prince Vsevolod's
contacts with Thessaloniki, in particular, on the reports of transferring the
relics from there, as well as on the dedication of the Cathedral to St.
Dmitry. However, we cannot provide any information from Chronicles
concerning the stay of Greek artists in Vladimir.

During the end of the 12th - the first third of the 13th centuries there was
a practice of calling masters from Thessaloniki to Balkan centers. N.
Sychev was the first to put forward the idea that the masters working in
Vladimir were taken not from Constantinople, but from Thessaloniki. This
idea was supported by O. Popova. G. Popov did not rule out such a
probability either.

However, it is rather difficult to substantiate the origin of the team in
Vladimir only by the comparison of artistic materials. The distinction
between the artists from Constantinople and Thessaloniki is extremely
difficult. The artists related to the capital tradition of Byzantium could
have worked in Vladimir since the time of Andrei Bogolyubsky even at the

24



(L,

MpepnoxeHHoe O.C. MNonoBoi cpaBHeHWEe OMUTPUEBCKUX POCMUCEN C
pocnucamum uepken Ocmoc Oasung B PeccanoHUKe BNOJIHE NPABOMEPHO,
O[HAaKo, ABa aHCambnsa He OAHOBPEMEHHbl (ecin MPUHATb AATUPOBKY
E. Unrapuagaca 1160-1170-m rIr. CONYHCKOro MaMATHUKA), a TaKXe He
BNONHe ageKBaTHbl No ctuato. Pocnucn Ocuoc [asua npuHagnexart K
6osnee cBOOOAHOM NPUABOPHOMN KMBOMWUCHOW TPaaULMM  TPETbEN
yetsepTu Xl B.

MnopotBopHO 0b6paTnTbcA K pocnucam  uepksu  [peobpaxkeHua
Cnacutens B Xoptnatuce KoHua Xll 8. (?). Ecav npuHATL 3Ty 4aTUPOBKY, TO
XPOHONOIMYECKN pocincu XopTmatmuca COBPEMEHHbl BAAAUMUPCKUM
¢dpeckam. OHM NpUHAANEXKaT K HanpasaeHuto, MHOMY, Yem dpeckn Ocmoc
[aBsna, ctporomy n caeprkaHHomy, ¢ 6osnee orpaHUYEHHbIM KOJIOPUTOM.
Bmecte c Tem, CTWab 3TOr0 MNaMATHUKA TaKKe He TOXAEeCTBeH
BNAAMMUPCKUM POCMUCAM, CKopee OH Honee npoBUMHUMANbHbIN. OgHAKO
Npu pasHULEe B YPOBHE IKMBOMUCKM fABa MNaMATHMKA MOrauM HbiTb
BbINO/HEHbl MacTepamu U3 6an3KOM cpeabl, NPOUCXOAALLMMWN U3 OLHOTO
XYOOXKeCTBEHHOro UeHTpa. [pu atpmbyuum pocnucen XopTuaTuca

E. Umrapmnaac Takxe cpaBHUBAET UX C BIAAUMUPCKUMMU.

end of the 12th century. Though, a team from Thessaloniki could perform
the works commissioned by Vsevolod as well.

The comparison of wall paintings of the St. Dmitry Cathedral with the
frescoes of the Church of Osios David in Thessaloniki, proposed by O.
Popova, is quite reasonable. However, both of the ensembles are not
simultaneous (if we accept the date of the Thessaloniki mural paintings
suggested by E. Tsigaridas, 1160-1170s), and also are not quite correlated
in style. The paintings of Osios David belong to a less strict tradition of the
court painting of the third quarter of the 12th century.

It is necessary to refer to the wall paintings of the Church of the
Transfiguration of the Savior in Chortiatis, of the end of the 12th century
(?). If we accept this date, then the murals in Chortiatis are
chronologically simultaneous with the frescos in Vladimir. They belong to
a different tradition, strict and restrained, with a more limited range of
colours. At the same time, the style of this monument is also not identical
to the wall paintings in Vladimir, it is rather more provincial. However,
with the difference in levels of execution, the artists from a nearby
environment, originating from the same artistic center, could have
created both of the monuments. While attributing the mural painting in
Chortiatis, E. Tsigaridas compares them with frescoes in Vladimir as well.
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EneHa BuHorpaposa
Mockga, MpaBocnasBHbIn CBATO-TUXOHOBCKMIA
rYMaHUTapPHbIA YHUBEPCUTET

®dpecku annpckoro xpama KokkmHu MaHarua 6113 KoHuupl

ManousyyeHHaa uepkoBb KOKKkuHM [MaHarmsa noa KoHuuen B dnupe —

NPOBUHLUMANBLHBIA  MAMATHUK  BM3AHTUMCKOrO  WMCKYCCTBA, OAHAKO
COXPaHMBLUMECA NNLWb B anTape pOCNUCU MHTEPECHbI CBOEWN YHUKANbHOM
UKoHorpaduen. YbeauTenbHaa WHTepnpeTauma U30bpaKeHnn aByx
HUXKHUX perncTtpos ancuabl bbina gaaHa X. KoHctaHTMHMau B 2008 roay,
roe B Cnyxbe cBaTuTenen npeacrtaBNeHO yYHUKaNbHOeE coeguHeHNe ABYX

BapMaHTOB MKOHOrpadumm Menmsmoca — PasapobneHusa HepTebi.

B KoHxe ancuapl HaxoauTca n3obpaxkeHmne boromartepu, COBMeLLAIOLLLEN B
cebe uenbin pag Ee BeTxo3aBeTHbix npoobpa3oB: CKMHUM M Kosuera
3aseTa, Jlectemubl Makosa, CemunceeyHuka, MNpoupeTwero *Kesna, PyHa
legeoHa M gp. Yactb npoobpas3oB uM30b6parkeHa, ApYyrne Ke Aullb
OMNMCaHbl B TEKCTAaX Ha CBUTKax npepcroAawmx boromatepm npopokos. B
nTepaType 3Ta KOMNo3uums bbla MHTepnpeTupoBaHa Kak boromartepb
CKMHMA  cBedeHuAa, ofHakKo n3obparkeHuns

AeTanun 3aCTaBNAKOT

YCOMHUTbCA B MNPaBWIbHOCTM TAKOrO MMeHoBaHuWA. bBoromarepb
BnaxepHuTtucca npeactaBieHa NoA NOAYKPYF/IOM MPaMOPHOM CEHbLO,
ONUPAIOLWENCA HA KONOHKM C KanuTenaMu, TOoraa Kak Mbl 3Haem, YTo B
naneonoroscku nepuog CKMHMA n3obparkanacb Kak KpacHaA nanatka c
O4HMM, Yalle Tpems, WwaTpaMu, YTO COOTBETCTBOBA/IO U TeKCTy BeTxoro

3aBeTa. OHa npeacTaBaeHa B OKPYri0M Yale. Bece 310, Ha Haw B3rnag,

Elena Vinogradova
Moscow, Saint-Tikhon’s Orthodox University

Church of Kokkine Panagia near Konitsa in Epirus

The insufficiently studied church Kokkine Panagia near Konitsa in Epirus is
a typical provincial late-Byzantine monument, but its paintings, preserved
only in the sanctuary, are interesting for their unique iconography. A
convincing interpretation was given by Ch. Konstantinidi in 2008 for the
two lower registers of the apse, where the service of the saint Bishops
exists and a unique combination of two iconographic versions of
Melismos.

In the conch of the apse Virgin Mary is represented in a unique
iconography, which combines a number of Old Testament prototypes: the
Tabernacle and the Ark of the Covenant, the ladder of Jacob, the
Menorah, Aaron’s rod, Gideon’s fleece etc. A part of these prototypes is
depicted, and others are only described in the texts on the scrolls of the
prophets attending the Virgin. Scholars have interpreted this composition
as the Virgin of the Tabernacle, although some details of the image force
us to doubt the correctness of this identification. Mother of God
Blachernitissa is represented here under a semicircular marble canopy,
supported by columns with capitals, whereas we know that in the
Palaeologian period the Tabernacle was depicted as a red tent with one,
more often three canopies according to the Old Testament. Here the
Virgin is shown also in a rounded bowl. All these details, in our opinion,
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cnenyet WCTO/IKOBbIBATb KaK 06pa3 MuBoHOCHOro WCTOYHMKA, 4TO
noATBEPXKAAETCA M NOCBALLEHUEM XPama.

AHanuns ctuna KokkuHM MNaHarnm nokasasn, 4to ee pocrnmcu He Moram 6bITb
co3gaHbl B KOHUe XIV — Havane XV BB., Kak nonaran . Nannac n gp., a
OONKHbl BbITb 4ATMPOBAHbI 3MOX0M INUPCKOro AecnoTaTa, CKOpee BCEro,
KoHuom XIII B. Baukanwer aHanornen 3TMm obpasam OKasbiBaeTCA
pocnuck uepKkeu MopTa MaHarna B Peccanmu, yKpalleHHAss MO3aMKaMm U
dpeckamn B 1283-1285 rr. Yytb 60onee oTaaneHHble aHaAOrMKU MOXKHO
HaWTM B NAMATHUKAX dNnpa BTopon nonosuHbl Xlll 8.

Taknm obpa3om, ycnOXKHEHHaA MKOHOrpadua LEpKBM OKa3blBAeTCA He
pe3ynbTaTOM 3BONOUMU, @ AENCTBUTENbHO YHWUKaAbHbIM ABAEHUEM
pyberka XIII-XIV BB., BNONHE COOTBETCTBYA, OA4HAKO, UHTENNEKTYabHbIM
NMOMCKam 3Moxu.

should be interpreted as the image of the Virgin Zoodochos Pege (life-
giving Spring), to which the church is dedicated. Stylistic analysis of the
frescoes shows that they could not be created in the early 15th c., as
proposed by D. Pallas and others, but should be dated by the era of the
Despotate of Epirus, most likely, by the end of the 13th c. The closest
analogy to them is the church of Porta Panagia in Thessaly, decorated
with mosaics and frescoes in 1283—-1285. A little more distant analogy can
be found in different Epirotic monuments of the 2nd half of the 13th c.

So, the sophisticated iconography of the frescoes is not a result of the
long evolution, but is a unique phenomenon of the turn of 13-14th cc.,
well corresponding with the intellectual trends of the era.
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AHppen BuHorpapos
MockBa, HaumoHanbHbIN NccnenoBaTe/IbCKUN YHUBEPCUTET
«BbICLIAA WKONA SIKOHOMUKNY

K Bonpocy o reHe3uce TPUKOHXOB «adOHCKOro» Tuna

NMocnegHne wnccnepoBaHMA MOKa3bIBAKOT, UYTO AUCKYCCUA (o]¢) 9BOIIOUNKN

TPMKOHXOB «adOHCKOro TWMMa» — BaKHEWLWEro apXMTEeKTYpHOro Tuna
CeBepHoit [peunn, paneka oOT 3aBepweHus. [locne yTOYHEHWA
XPOHONOTMKN paHHUX KadonukoHos (Batonea — WBupoH — Benwukas

naspa; 6e3 [portata) npoaosKalT 0b6cyXKaaTbCA [ABe OCHOBHbIE
npobsiembl: onpeaeneHne TMNa U ero NPOUCXoXKAEeHMe.

Pabota B. Meccuca [AeMOHCTPUPYET, 4YTO A5 onpeaeneHus Tuna
CyLLeCTBEeH TONbKO HaoC TMMA BMMUCAHHOIO Kpecta C AOMNOJIHUTEeNbHbIMU
ancugamm ¢ 60OKoB. Bonpoc e 0 NpPoUCXOXKAEHUW TuNa [Aenut
nccnegoBaTefied Ha HECKONIbKO Tpynn: npexae BCero, CTOPOHHUKOB
apoHCcKoro u HeadOHCKOro npoucxoxaeHua. lepBble npeacTaBieHbl
M. MunoHacom, X. bypacom, P. Oyctepxaytom u B. Meccucom. Btopeole, B
CBOIO o4vepesb, AeNATCA HAa CTOPOHHUMKOB ero 3aporkaeHua Ha Kaskase u s
TpanesyHte (I. Munne, WN. Ctpsurosckuii, ®. B. Xacnak, I. CoTupwuy,
H. 'bonuc, A. KO. KaszapsH), B MakegoHuu (M. Bokotonynoc, . BeneHuc)
N, KOHKpeTHee, PeccanoHuke (H. M. KoHgakos) unu Mepuctepmn (C.
Manro, T.
KoHcTaHTMHONONE (CM. HUXKE); peke BCTpevatoTcss KOMOWHMpPOBAHHbLIE

lUrennaH), B ApgpuaHonone (T. [lanasotoc) wam

Teopuu: KaBKa3CKO-KOHCTAHTMHOMNO/bCKanA (A. OpnaHgoc) n

obuwesunsaHTUncKuA (y . Aumutpokannmca). «k KOHCTaHTUHONONbCKAAY

Andrey Vinogradov
Moscow, National Research University Higher School of Economics

Triconchs of the “Athonite” Type: To the Question of their Genesis

Recent studies show that the debates about the evolution of triconchs of
the “Athonite” type, very significant for the Northern Greece, are far
from the final solution. After the important correction of the chronology
of the early katholika (Vatopedi — Iviron — Megiste Lavra, and no
Protaton) two major issues continue to be debated: the determination of
the type and its origin.

The work of V. Messes shows that to determine the type only the cross-
in-square naos with additional apses on the sides is significant. The
qguestion of the origin divides the researchers into several groups:
supporters of Athonite and extra-Athonite origin. The first group is
represented by P. Milonas, Ch. Bouras, R. Ousterhout and V. Messes. The
second, in turn, is divided into supporters of the origin from the Caucasus
and Trebizond (G. Millet, J. Strzygowski, F. W. Hasluck, G. Sotiriou, N.
Gioles, A. Kazaryan), Macedonia (P. Vokotopoulos, G. Velenis) and, more
specifically, Thessalonica (N. Kondakov) or Peristeri (C. Mango, T.
Steppan), Adrianople (T. Papazotos) or Constantinople (see below);
rarely, we can find combined theories: from the Caucasus and
Constantinople (A. Orlandos) or “pan-Byzantine” (G. Demetrokalles). The
“Constantinopolitan” hypothesis is also very heterogeneous: after A.
Choisy St. Andrew en Krisei was considered as a prototype; later
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rmnoTesa TaKXe BecbMa reteporeHHa: HadmHaa c¢ O. Lyasn, obpasyom
3[1eCb CYUTANM CTONIMYHbIN Xpam cB. AHapes B Cyae; no3aHee T. LTennaH
BbIBOAMN AaHHbIA TUN M3 TPUKOHXMaNbHbIX BOKOBbIX BUM MupenenoHa,

A. TaHuMc — wn3 noapa)kaHuAa BnaxepHCKoW W  XanKonpaTucKowm
6a3nnmnkam, a C. Mamanykoc — 13 CTOZIMYHOWN apXUTEKTYpbl BoobLe.

MNokasaTenbHo, yTO ncenenoBaTtenn paccmaTtpuBanu TPUKOHXU

«adOHCKOro TUMa» MUCKAKYUTENbHO Ha bankaHax: B [peuun u

«MOPABCKOM WKone». Ha KaBKkase MM TO/IbKO UCKANUCb aHANorMu, a AnA
KoHcTaHTUHONONSA Wb NOCTY/IMPOBANOCh nx BO3MOXKHOE
cylwectsoBaHune. Mexay Tem, pacwimpeHme Gokyca 3peHUs 3a npesnesnbl
BanKkaH, KaK Ka)KeTcsi, MOMKET HEeKOTOpbiIM 06pa3om W3IMEHWUTb MHOrve
nosuuMm no pJaHHoMy Bonpocy. B HactoAawem poknage 6yayt
pPacCMOTpPeHbl BCE BO3MOMHblE C/ly4an CyL,EecTBOBAHMA TPUKOHXOB
«adoHCKoro TMna» BHe baskaH, a Takke NpoaHaAM3nPOBaHbl UX FreHe3uC,
B3aMMOCBA3M M 3HayeHna Aana  obuien

3BOMIOUMM  AAHHOrO

apXUTEKTYPHOro TMMa.

T. Steppan deduced this type from trefoil pastophoria of Myrelaion, A.
Tantsis — from the imitation of Blachernae and Chalcoprateia basilicas,
and S. Mamaloukas — from the Constantinopolitan architecture in
general.

It is noteworthy, that the researchers were studying “Athonite” triconchs
only on the Balkans: in Greece and in the “Moravian school”. In the
Caucasus they were only looking for analogies, and for Constantinople,
simply the existence of the type was postulated. Meanwhile, new focus of
view outside of the Balkans can change many points in the discussion.
Our presentation will examine all known cases of the existence of
“Athonite” triconchs outside of the Balkans, and give analysis of their
genesis, relations and importance for the evolution of this architectural
type.
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Mapusa Akosnesa
MockBa, LleHTpanbHbI My3eit ApeBHEPYCCKOM Ky/IbTYPbl U UCKYCCTBA
num. AHgpen Pybnesa

O poaun PeccanoHnKu
B BU3AHTUIACKOMN XyA0XKEeCTBEHHOM XnU3HuU pybexxa XIlI-XIV BB.

®eccanoHuKa, 6byayunm BTOpPbIM MO BEAMYMHE W NOAUTUYECKOMY
3HaYyeHUto ropoaom BusaHTtuiickor umnepumn, B KoHue Xlll — Havane XIV
BB. MepeXunBana Ky/aAbTypHbIN pacuBeT, U ee XyAOXKeCTBEHHOe BAuUAHUE

pPacnpocTpPaHuNOCh Ha 0bLWKnpHble TeppuTopumn CesepHont MNpeuun. C atum

ropogom CBA3aHbI nmeHa KpYynHeMLwnx KusonucLes
paHHenaneosoroBckon 3snoxu — MaHyuna [MaHcenuHa, [eoprua
Kannunepruca, Mwuxamna Actpanbl u EsTuxma. Wccneposatenamu

BU3aHTUINCKOrO MCKYCCTBa WNPOKO o6cy>«p,ancn BONpoOC CywecrsoBaHA B
PaHHENANEeO0/NOrOBCKYHO 3MOXY T. H. «MaKe,EI,OHCKOﬁ LWKO/bI» XUBOMUCK C
LLEHTPOM B dPeccanoHuke n ee cCamobbITHbIX 4yeprT.

B HacToAwem poKnage p[aetca KpaTKas 0630pHas XapaKTepMUCTUKa
XYJOXKEeCTBEHHOM u3HM @DeccanoHnkn Ha pybexe XIII — XIV BB..
Hanbonee npucrtanbHoe BHMMaHMe yaenseTca npobaeme cyLLecTBOBaHMSA
3[1eCb MacTepPCKOM MO M3roTOB/IEHUIO MO3aUK (KaK MOHYMEHTa/IbHbIX, TaK
M nopTaTuBHbIX). MpK pPaccMOTPEHUM 3TOro BOMpoca Haubonbliee
3HauyeHUe MMeeT eAMHCTBEHHbIN MaMATHUK PeccanoHWKKM, B KOTOPOM
COXPaHMANCb MO3aMKM MANE0IOFOBCKOM 3MOXU — LLePKOBb CB. ANOCTO/0B,
NOCTPOEHHAA MO 3aKa3y KOHCTAaHTMHOMNOAbCKOro NaTpuapxa HueoHTa | B

Maria lakovleva
Moscow, Andrei Rublev Central Museum of Early Russian Culture and Art

The Role of Thessaloniki
in the Artistic Life of Byzantium circa 1300

Thessaloniki, being the second largest and politically important city in the
Byzantine Empire, at the end of the 13th — beginning of the 14th
centuries experienced a cultural flowering, and its artistic influence
spread over the vast territories of Northern Greece. The names of the
greatest painters of the early Palaeologan era — Manuel Panselinos,
George Kalliergis, Michael Astrapas and Eutychios — are connected with
this city. The controversial question of the so-called “Macedonian School”
of painting with its center in Thessaloniki has been extensively discussed
by the researchers of Byzantine art.

This report gives a brief overview of the artistic life in Thessaloniki at the
turn of the 13th—14th centuries. Special attention is paid to the problem
of the probable existence here of a workshop specialized in producing
mosaics, both monumental and portable. Considering this issue, the
mosaic decoration in the church of the Holy Apostles, founded by
Patriarch Niphon | in 1310-1314, is discussed, as it is the single church in
the city where mosaics of the Palaeologan period have survived. A
number of stylistic features distinguish this mosaic decoration from the
wall mosaics in Constantinople of the same era. Among these features we
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(b
1310-1314 rr. Pap CTUAMCTMYECKMX OCOBEeHHOCTEN npugaeT 3Tomy
NaMATHUKY  XapaKTep, OT/IMYHbIN OT MOHYMEHTA/IbHbIX  MO3auK
KoHcTaHTMHONOAA TOM e 3noxu. K HUM OTHOCATCA, B YacTHOCTH, Bonee
cBOOOAHbIN XapaKTep pUCYHKa n bonee xnBoNMCcHaA pa3paboTtka Gpopmbl,
ocobasa nnacTuyeckaa BblpasMTENbHOCTb M IKCNPEeCcCMBHOCTL 06pas3os. B
Luenom, xapakrep obpasHOro pelweHns Mo3auK LepKBu CB. ANOCTO/IOB
[aeT OCHOBaHWe

npeanosiioXuTb, YTO HEKOTOopble M3 MacTepos,

pa6OTaBLIJMX Hang nx CO34aHUNEM, Mmornm 6bITb MEeCTHbIMU

d)eccaJ'IOHMKMﬁCKVIMVI Knsonumcuamu.

TakXKe B [OOK/Jage Bblaenaerca KPpyr noOpTaTUBHbLIX MO3aMUK, 4Ybe

npoucxoxaeHmne, coBpemeHHoe MEeCTOHaxoXaeHnn wuan  npegmet

n3obpaxkeHusa, Tak WAM MHade, yKasbiBaloT Ha CeBepHyto [peumio, u
BO3HWKHOBEHMSA B

pacCMaTpmnBaeTCA BO3MOXHOCTb nx

$eccanoHNKMNCKON XY 0KeCTBEHHOW cpeae.

can mention the more natural drawing style, the expressiveness of the
images, as well as the picturesque rendering of forms. In general, the
character of stylistic solutions of the mosaics in the church of the Holy
Apostles allows us to assume that some of the masters who worked on
their creation could be local Thessalonian painters. A number of portable
mosaics are also considered in the report, whose origin, modern location
or subject matter point to Northern Greece, and the possibility of their
creation in Thessaloniki can be assumed.
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CeetnaHa Libimban
MockBa, Poccnincknii rocyapcTBeHHbIA FyMaHUTapHbIN YHUBEPCUTET

CKynbNTypHbDI AeKop XpamoB ApTbl NO34HEBU3AHTUIICKOro nepuopaa.
0630p, conoctaBneHunsa, npobaemaruka

McKycctBo ApTbl, CTOAMUBI INUPCKOro gecnotata, GOpMMPOBANOCL Ha
NPOTAXEHUN OAHOr0 M3 HamMbonee CAOXKHbIX M NEePeNoOMHbIX Nepuoaos

BU3aHTUINCKOM NncTopun. MNocne 3axBaTa KpeCToHOCUaMM

KoHcTaHTMHONOANSA, B ApTy, Bcnen 3a BbICOKOMNOCTaBNEHHbIMU

npeacTaBUTENAMM  UMMNEPATOPCKOro ABopa, CTeKa/anucb macTtepa U3
pasHbIx pervoHosB [peumn. CoceactBo C rpaHuLLamMmM obpa3oBaBLUENCS
JTaTUHCKOM MMnNepun, a TakkKe Opakm M NOJAUTUYECKUE aNbAHCbI C
cemencTBammn, crnocobcTBoBain U

3anagHbiMuU BOCTpe6OBaHHOCTM

NAaTUHCKUX MaCTepOB.

durypatMBHaa CKynbntypa B BM3aHTMM, — ABNEeHWE He CTo/b

pacnpoctpaHeHHoe. B XIIl BeKe oOHa nosaBaseTcA BCe valle, 4TO, MO
MHEHUIO UccnenoBaTenen, CBA3aHO Kak C BO30OHOBNEHMEM MHTepeca K
AHTMYHOCTM, TaK U BANAHMEM POMAHCKO-TOTUYECKOM CKynbnTypbl. B ApTe
burypatMBHaa  CKynbnTypa  Noayymna,  Noxanyh, Hambonblee
pacnpocTpaHeHue cpeau M3BECTHbIX Ham MAaMATHUKOB, YTO, BEPOATHO,

CBA3AHO C BAMAHMEM 3anaja.

Heckonbko XpamoB ApTbl MMeET O4HOro 3akasumka - Mwuxamna |l
KomHuHa [yky. BrnocneactBum OHW OblaM NEpPecTPoeHbl ero CbIHOM,

Hukndopom.  CKynbnTypHble  3/1€MEHTbI  3TUX  XPamoOB  UMEIOT

ctunncTtnyeckoe poacrteso 1, BEPOATHO, B HEKOTOPLbIX CaiydaAaxX O4UH UCTOY-

Svetlana Tsymbal
Moscow, Russian State University for the Humanities

Sculptural Decoration of Late Byzantine Churches in Arta.
Overview, Issues, Parallels

The art of Arta was formed during one of the most complicated and
crucial period of Byzantine history. After the Latin conquest of
established by
representatives of imperial court with its capital in Arta. Following top-

Constantinople, the Despotate of Epiros was
ranking refugees, many craftsmen from different centers of Byzantine
came to Arta in search for work. Close proximity to the Latin empire, as
well as marriages and political alliances with Western families made Latin

masters to be in demand as well.

Figurative sculpture is not very common in the Byzantine tradition. Since
the 13th century it appears more often, which is possibly the result of
increasing interest in ancient tradition, as well as influence from the
West. There are rich examples of figurative sculpture in Arta, probably
due to Latin inspiration.

Several churches of Arta have the same donator — Michael Il Komnenos
Doukas. At the end of the 13th c. they were rebuilt by his son Nikephoros.
Their sculptural decoration has stylistic affinities, and, in some cases,
probably, the same source of second use. Though, stylistic diversity
creates problems of interpretation. Along with traditional Byzantine
motifs, some elements show resemblance with works of Italian masters
and “Frankish Greece”. Some pieces can be compared with sculptural
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HUK. CTuamMctuyeckoe pasHoobpasme MCnoNb3yemblX CKY/IbNTYPHbIX
MOTMBOB TaK¥Ke noporkaaeT npobnembl UXx MHTepnpetauun. Hapagy c
TPAaANUMOHHO BWU3AHTUACKMMM  MOTMBAMM, B HEKOTOPbIX CAyYasax
06Hapy)KMBaeTCA CXOACTBO C paboTaMu UTANbAHCKUX MACTEPOB MU
NamATHUKaMM «dpaHKcKom Mpeumn». HekoTtopble  anemeHTbl
COMOCTaBMMbl CO CKY/NbNTYPHbIM AEKOPOM NAMATHUMKOB MWUCTpbl. ITO
[aeT BO3MOXHOCTb MPeAno/sioXKUTb, YTO MOC/e BbINOJHEHUA 3aKasa B
ApTe, macTepa 3NMPCKOM LKOAbI OKa3asncb BocTpeboBaHbl U B APYruxX

LeHTpax BusaHTtuu.

CBOEOOpPa3Hyl0 MHTPUTYy NpPeacTaBAseT AeKop MNOAKYNO/bHbIX apoK

uepken bBoromaTtepu Mapuroputuccel  (XIII  B.). PacnonoxkeHwe
CKY/IbNTYPbl, B OCOBEHHOCTU GUrypaTMBHOW, HA CBOAAX MOAKYMOJbHbIX
apoK He mmeeT npeuegeHTos. Mpogonxkasa runotesy SiuHapl CadpaH o
BO3MOMHOM  BTOPMYHOM  WUCMOAb30BAaHUM  AEKOpa, Mbl caenanu
npeanosioXeHne o TOM, YTO W3Ha4yasbHO OH MpeAHasHavanca AnA
odopMieHMA nopTanoB uepkeum boromatepw [MaHTaHaccbl (pagom ¢
®dunnunuagon, ok. 1240). Takaa wuHTepnpeTaums obbAcHUNa 6Obl
BPEMEHHOM WHTEPBaN, TaK KaK BeCb W3BECTHbIM HaM CKY/NbMNTYPHbIN
AeKop xpamoB ApTbl NpuHaanexuT nepsoit nonosuHe Xlll B., a Takxe
cneumnduKy «NpoYTEHMA» CKYNIbNTYPHOW FPyNnbl ¢ YPOBHA nona. Kpome
3TOro, MKOHorpadMYeCcKnin cocTaB AeKOpa apoK MOKET ObiTb COOTHECEH C
MKoHorpaduyeckon nporpammoit odopmaeHMAa MOPTanoB B 3anagHoM

Tpaauuumn.

decorations in Mistra, which allows us to presume that after the work in
Arta was done, masters of this school were in demand in other Byzantine
centers.

The most intriguing issue is the decoration of the dome arch in the church
of Panagia Paregoritissa (13th century). Figurative decoration in such a
place does not have any known precedents. Continuing a hypothesis of
Linda Safran about its secondary use, we make an assumption that the
decoration was preliminary made for door portals of the church of
Panagia Pantanassa near Phillipiada (c. 1240). This interpretation would
explain the time gap (as all decoration in Arta was made in the first half of
13th century) and the difficulty of “reading” the sculpture group from the
floor level. Besides, the iconographic composition correlates with the
Western tradition of portal decoration.
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