HO 4YTO JIeJIaTh IIOTOM C MECTOM PacKOIIOK — 6osblras npo6biema. B aTom Bompoce raBHOe — CO-
6mocty paBHOBecue. [10cKkonbKy MoMb3bl ropasfo 6omblie, YeM MOTEeHIIMaTbHOTO Bpefa, KOHEYHO,
PacKoONKM Hajo IpoBoauTh. Ho TpynHee Bcero sapanee onpefennTb, CTOUT /I X HAYMHATD U Ka-
KYIO IIOJIb3Y 9TO MOXKET IIPMHECTV MECTHBIM KUTEJIAM.

KyBatoBa Banepus 3ypaposna
Poccutickuii 2ocyoapcmeennulii eymanumapHolii ynusepcumem, Poccus

JKuBonucp kanemns1 Vcxona paHHEXpUCTHAHCKOTO HeKpononsA Anb-barasar:
PernonanbHas cnenuduka u mkoHorpadmryeckne napanienn

Llenbio JTaHHON pabOTHI ABJISAETCS UCCTIENOBaHNE MKOHOTPadUIeCKIX 0COOEHHOCTEN KMBOIIC-
HOTO aHCcaMOJIs1 TaK HasbIBaeMoI Karesuibl Vicxona paHHeXpUCTUAHCKOTO HeKporons Ajb-baraBat
(Ernmer) B KOHTeKCTe psifia COXPaHMBIINXCS Ha TEPPUTOPUM MO3HeN PuMCKoOl uMIepun paHHe-
XPUCTUAHCKIX >KMBOIIVICHBIX aHCaMOJIel.

Ilatupyemblit BTopoii onoByHO IV B. )XMBONMCHBIT aHCAaMO/Ib Karle/UIbl Vicxopa mpefcraBiisaeT
co6071 HeOObIUHBIN (eHOMEH B MCTOPUY PaHHEXPUCTMAHCKOro uckyccTBa. Hekpomnons Anb-bara-
BaT PACHONIOXEH B oasyce Xapra Ha foro-samajie Erumnra, gasekoM oT OCHOBHBIX ITyTel pacipo-
CTpaHEHUA XPUCTUAHCKUX KYIbTYPHBIX BIMAHMUII I0TO-3aIIafHOI TPaHMUIIbl PAHHEXPUCTUAHCKON
OVIKyMeHBL. J[aTMpOBKa pOCHMcell Kale/Ibl CTaBUT ee CPefM CaMbIX paHHMX (U OYeHb MaJIOdIC-
JIEHHBIX) COXPAHVBIINXCS PAaHHEXPUCTMAHCKUX MaMATHUKOB Erunra. HecMoTps Ha XygmoskecTBeH-
HYIO IIPUMWTUBHOCTD POCIINCEIl, MKOHOTpadmyecKkas MporpaMma Kale/UIbl IIOpaXkaeT CBOeN Hachl-
I[eHHOCTBI0. B Hell 00beMHEeHbl YHMBEPCATbHbIE CMBOIMYECKe 00pasbl ITO3HEAHTUYHOM Vita
felix, crjeHbl, O/Ib30BaBILIMECS 0CO00IT MOMYISAPHOCTBIO IMEHHO B paHHeXpucTraHckoMm Erumre,
CIOXKETbI, pacIpOCTPAHEHHbIe Ha Bcell Teppuropum PuMcKoil umnepun, a TakKe pefKue CLeHbl,
KOTOpBle OOHAPY>XMBAIOTCS B OTHE/IbHBIX PAHHEXPUCTUAHCKVX IIAMATHYKAX, B KY/IbTYPHOM U Te-
orpaduyeckoM I/IaHe a/IeKNX OT MCCIeTYeMOro.

[TaMATHUK JOCTAaTOYHO C/1a00 M3ydeH, IpydeM HeMHOTOUVC/IEHHbBIE MICC/IEIOBATENIN PACXOIATCA
B VHTepIpeTauuu psApa cueH. Kpome Toro, mkoHorpaduyeckye mapajieny IPOBOJATCSH, B OC-
HOBHOM, MeX/ly OTHE/TbHbIMM CLieHaMy, BK/IIOUEHHBIMI B IIpOrpaMMy Kanesbl Vicxopa, u aHaso-
TMYHBIMU CLIEHAMM, COXPAaHUBIIMMICS B APYIUX NMamMATHUKaX. COMOCTaBIeHNA HA YPOBHE >KUBO-
HVICHBIX aHcaMOJIell He IPOBOAMINCH. B HacTosAmIell paboTe [ielaeTcs MOMBITKA BOCIOMHUTD 9TOT
po0en 1 pacCMOTPeTDb >KMBOIMCHBIN aHCaMO/Ib Kale/UIbl VIcXopja B KOHTEKCTe TaKUX paHHeXpH-
CTMAHCKMX aHCaMOsIeli, KaK pOCINCU CHHAroru 1 bantucrepus goMoBoit nepksu B ypa-Esponoc,
pocmmeu Kyoukyn O n C xarakom6 Bua Jlatmna, pocnucu cBopa Kanemasl mupa (Anb-barasar)
VI BpyTuX. /s 9TUX Lesieit MCIOIb3yeTCs CUHTe3 MKOHOTPadYecKoro U CeMUOTIYECKOTO METOJOB.

Valeria Kuvatova
Russian State University for the Humanities, Russia

EARLY CHRISTIAN FUNERARY PAINTINGS OF THE EXODUS CHAPEL IN AL-BAGAWAT
NECROPOLIS: REGIONAL FEATURES AND ICONOGRAPHIC PARALLELISM

This study attempts to examine the distinguishing iconographic features of the painting ensemble
of the so-called Exodus Chapel in the Early Christian necropolis Al-Bagawat (Egypt). Some of the ex-
tant Early Christian funerary painting ensembles to be found in the late Roman Empire represent
a basis for the comparative analysis.

The Exodus Chapel painting is dated to the second half of the 4th century AD. Its iconographic
program represents an unusual phenomenon in the history of the Early Christian art. The Al-Bagawat
necropolis is located in Kharga Oasis in South-West Egypt, far from the main routes of the Christian
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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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