'Y

TOCYJIAPCTBEHHBIN

HNHCTUTYT

HCKYCCTBO3SHAHUA

LLEHTPAJIbHbIA MY3Ei
JAPEBHEPYCCKOW
KYJIbTYPbI U UCKYCCTBA
WMEHW AHZIPES| PYEJIEBA



FOCYOAPCTBEHHbLIA UHCTUTYT MCKYCCTBO3HAHUA

LLEEHTPANbHbBIA MY3EW OPEBHEPYCCKOW KYJIBTYPbI
N NCKYCCTBA UMEHW AHOPESA PYBJIEBA

MY3EN PYCCKOW MKOHBI

MEXITY BOCTOKOM U 3ATIATTOM
CBATOM AJIEKCAHIIP HEBCKUIA,
EI'O OITOXA U OBPA3 B ICKYCCTBE

MEXIAYHAPOIHAA HAYYHAA KOH®EPEHII VA
MOCKBA, 15-18 CEHTADBPA 2021 TOIA

TE3VICHI JOKJIAIOB

MOCKBA 2021



THE STATE INSTITUTE FOR ART STUDIES

THE CENTRAL ANDREY RUBLEV MUSEUM
OF ANCIENT RUSSIAN CULTURE AND ART

THE MUSEUM OF RUSSIAN ICON

BETWEEN EAST AND WEST
SAINT ALEXANDER NEVSKY,
HIS TIME AND IMAGE IN ART

THE INTERNATIONAL SCIENTIFIC CONFERENCE
MOSCOW, SEPTEMBER 15-18, 2021

ABSTRACTS OF COMMUNICATIONS

MOSCOW 2021



YIK 7.033,7.035
bbK 85.103

Pepaxropsi-cocraButerm: O.B. OByaposa, M.J. fIkoBeBa
Compilers: O. Ovcharova, M. Yakovleva

Mexpay Bocroxom n 3anazrom. Cs. Anexcanp HeBckuii, ero srmoxa u 06pas B MCKycCTBe.
MexpyHapogHas HaydHas KoHbepeHIuss. Mocksa, 15-18 centsops 2021 roma. Te3ucs gokia-
noB // Coct. O.B. OBuaposa, M.J. fIxosnesa. M., 2021.

B 2021 ropy ucnonuunock 800 j1eT co [HA pOXK/eHMA PYCCKOTO CBATOTO, II0JIKOBOJLIA I
oMMTIYecKoro pesitens Anekcanapa Hesckoro (1221-1263). Ero >kusHeHHBII IIyTh IIPUILENCST
Ha 3T0XY ApaMaTN4YeCKNX MepeMeH, 3aTPOHYBIINX BeCh CPefHEBEKOBbIN MUp. TaTapo-MOHTOMb-
CKOe HallleCTBYE JI KPeCTOBbIE IIOXO/bI IPUBE/M K TPAHAMO3HON TpaHchOpMALUM TOCYAapCTB I
yKnaja 1usHu Hapofos BocToka u 3amaza, mpefjonpesieNlnB UX pasBUTIE HA MHOTME CTONETHA.
Boiparomiasca posib BeMKOro KHA3A Ajlekcanzipa HeBckoro B aToT nepennoMHblit jyi Pycu ucro-
pUYecKuii MOMEHT OTYET/IMBO OCO3HABANACh IOC/EAYIOMIMMI TOKOIEHUAMM, YTO OTPasUNIoCh B
ero KaHOHM3aL Uy Ha MOCKOBCKOM cobope 1547 rofa 1 JanbHelieM 1epKOBHOM ITOYMTAHNN.

IO6ueitHas KoHpepeHLMA TOCBAIeHa UCKYCCTBY KakK OTPXEHMIO U HEOTbeM/IeMOit
COCTaBIAOMIEN KyTbTYPHO-MCTOPUYECKNUX IPOIleccoB anmoxu Anekcanzipa Hesckoro.

Between East and West. Saint Alexander Nevsky, His Time and Image in Art.
The International Scientific Conference. Moscow, September 15-18, 2021. Abstracts of
communications // Compilers: O. Ovcharova, M. Yakovleva. Moscow, 2021.

The year 2021 is the 800th anniversary of the great Russian saint, military leader and
statesman Alexander Nevsky (1221-1263). His life time coincided with the dramatic changes
that affected the mediaeval world. The Mongol invasion and the crusades caused tremendous
transformations in the life of the states and the peoples of the East and the West, determining their
development for centuries to come. The outstanding role of the great prince Alexander Nevsky
in this crucial moment in the history of Russia was clearly realized by the next generations. It was
reflected in his canonization in 1547 by the Moscow Synod and in the later development of his
cult.

The conference is dedicated to the art of the epoch of St. Alexander Nevsky as an integral
part and reflection of the cultural and historical processes of his time.

ISBN 978-5-98287-175-6 © TocyapCTBEHHDIN MHCTUTYT MICKYCCTBOSHAHNS,
2021
© lleHTpaNbHBI MY3€ll APeBHEPYCCKOI KY/IbTYPBbI
U UCKycCTBa nMeHn AHppest Py6resa, 2021
© TexcTsl: aBTOPHI, 2021



COJEPKAHME
CONTENTS

12

15

18

21

23

26

29

MCKYCCTBO 9II0XM CBATOI'O AIEKCAHJIPA HEBCKOT'O
THE ART OF THE TIME OF SAINT ALEXANDER NEVSKY

J1.B. AuTunos

Hosropopckas apxurexrypa KoHua XIII — nauanma XIV Beka: HOBbIe UCCIEJOBAHUA
Ilya Antipov

Novgorodian Architecture of the Late 13th — Early 14th Centuries: New Research
E.B. I'magprimeBa

Vixona Criaca Ha IpecTojie ¢ u36paHHBIMI CBSITHIMU Ha MOJIsAX 13 cobpanust ['TT:
elje pas 06 MKOHOTpadIecKoil IporpaMme M MecTe IaMATHUKA B MCKYCCTBE
Hosropopa nocnenneit yverseptu XIII Bexa

Ekaterina Gladysheva

The Icon “Savior Enthroned, with Selected Saints on the Margins” from the State
Tretyakov Gallery Collection. Once More on the Iconographic Program and the Place
of the Monument in the Art of Novgorod of the Last Quarter of the 13th Century
T.B. JKutkosa

Cuonnpr 13 Pasanckoro xiaaga 1822 roa. Hosble apXuBHbIE JAaHHBIE Y YTOUHEHNE
THUIIONIOTYN

Tatiana Zhitkova

“Siontsy” from the Ryazan Treasure of 1822. New Archived Data and Clarification
of the Typology

JL.U. Mummiy

K mpob6rneme cTMINCTUYECKOI XapaKTePUCTUKY MUHUATIOP

Cumonosa Epanrennsa 1270 r.

Lev Lifshits

On the Problem of Stylistic Characterization of the Miniatures

of the Simon’s Gospel, 1270

M.A. Opnosa

O HeKOTOpbIX MOTUBAX pe3bObl ['eopruesckoro cobopa B FOpbese-ITombckom.
Mexny BocToxom n 3anagom

Maria Orlova

Notes on Some Motives of Carving of St George’s Cathedral in Yuryev-Polsky.
Between the East and the West

H.C. ITepmuna, [I.C. ITepmunn

Hxona «ITpopox Vnus B myctbite, ¢ sxutyieM u [lercycom» 13 c. BeiOyTsl B cBeTe
TOCTIeTHUX MCCIeNOBaHNI

Daria Persina, Dmitry Per§in

The Icon “Saint Elijah the Prophet in the Desert, with Scenes from His Life and the
Deesis” from the Village Vybuty in Light of the Recent Research

E.M. CaenkoBa

K yrouHennto nkoHorpadmyeckoil IporpaMMbl NKOHbI « /b TPOPOK B IyCTHIHE,
¢ xurueM u Jlercycom» u3 cena BoiOyTo



32

35

37

39

IL.

44

49

52

Elena Saenkova

Revisiting the Iconographic Programme of the Icon “St Elijah the Prophet in the
Desert, with Scenes from His Life and the Deesis” from the Village Vybuty

I'.A. Cepxuna

O HeKOTOPOM B/IMSHUM KOYEBHUKOB Ha nKoHorpaguio Cesaroro ['eopris

Galina Serkina

On Some Influence of Nomads on the Iconography of St. George

9.C. CmupHoOBa

MunuaTiopa Jlo6kosckoro ITponora (T'MM, Xnyz. 187) B pamKax HOBIOPOCKOTO
nckyccrsa XIII Bexa

Engelina Smirnova

The Miniature of the Lobkov’s Synaxarion (State Historical Museum, Chludov 187)
in the Context of the Novgorod Art of the 13th Century

T.IO. IlapeBckasa

Llepxosb Hukosnpl Ha JIunHe 1 ee XpaMOBas MKOHA: HEKOTOPbIE BOIIPOCHI
tororpaduu u nkoHorpabun

Tatiana Tsarevskaya

The Church of St. Nicholas on Lipno and the Icon of its Patron Saint: Some
Questions of Topography and Iconography

M.A. Illanuna

Vxona boromarepu Ymunenns: ns benosepcka B gyuanore BOCTOYHOXPUCTUAHCKOI
VI 3aIIaJ{HOM KY/IbTYPBbI

Irina Shalina

Icon of the Virgin of Tenderness “Belozerskaya” in the Dialogue of Eastern
Christian and Western Culture

VICKYCCTBO BU3AHTUCKOTO MUPA B XIII BEKE
THE ART OF THE BYZANTINE WORLD IN THE 13th CENTURY

A.A. ApamnHckas, E.A. Bunorpagosa

HoBooTkpsiTble (peckn Karesisl Bosie MoHacTbips CyMena B [ToHTe: HaTHPOBKa,
MKOHOTpadyA U CTHIb

Anna Adashinskaya, Elena Vinogradova

Newly Discovered Frescoes of the Chapel near the Sumela Monastery in Pontus:
Dating, Iconography and Style

3.A. AKonsAH

Mexpy Busantueit u Kapkasom: Vikonorpadudeckie 0cCo6eHHOCTU POCIINCH
uepksu Cs. ['puropus (Turpana Onenna) B Auu (nepsas nonosuna XIII B.)
Zaruhi Hakobyan

Between Byzantium and the Caucasus: Iconographic Peculiarities of the Wall
Paintings of St. Gregory (Tigran Honents) Church of Ani (Early 13th Century)
Ioanna Bitha

Iconographic Preferences in Church Mural Decorations in Kythera, Greece, During
the Thirteenth Century



55

58

61

63

65

67

70

72

W. Buga

VxoHorpadndeckue 0cOOeHHOCTI B POCIICAX LiepKBeit Ha 0. Kudepa B peryyn
B XIII Bexe

A.I0. Bunorpapnos

ApxuTtekTypa BUSAaHTUIICKOTO MUpa BO BpeMeHa Ajlekcanipa HeBckoro: B momckax
HOBOJI MIEHTUYHOCTI

Andrey Vinogradov

Architecture of the Byzantine World in the Time of Alexander Nevsky: in Search
of a New Identity

9.H. JobpsinnHa

I'peueckoe muuesoe Yersepoesanrenue Sinait. gr. 156: BOPOCHI JaTUPOBKU U
ucTopuy 6bITOBaHNA

Elina Dobrynina

On the Greek illuminated Four Gospels, Sinait. gr. 156: Dating and History Issues
Angeliki Katsioti

Merely Eastern: The Monumental Painting in Rhodes and the Dodecanese in the
13th Century

A. Kannoru

TonbKo BOCTOUHOE: MOHYMeHTa/IbHas KMBOINCh Pogoca 1 JJomekaHeccKux
octpoBos B XIII Bexe

Stavros Mamaloukos

Architecture in Central Greece During 13th and 14th Centuries

C. Mamanyxoc

ApxurexTypa B nenTpanbHoii ['pennn B XIII-XIV Bekax

Maria Rosaria Marchionibus

Magical Seals in Apulian Caves: the Case of the Crocefisso Crypt at Ugento

M.P. Mapkuonu6yc

Marudeckye eyaTy B any/IMICKIX Neljepax: cIy4ait kpurtsl Kpoueducco B
YmxeHTo

JLII. Muxaensas

ITpoBomHMKY YLl 1 HebecHbIe CTpaXkiu: 06pasbl paHTACTIIECKMX CYILIECTB B
apmsHckoli mnactuke XIII Bexa

Lilit Mikayelyan

Guides of Souls and Heavenly Guardians: Images of Fantastic Creatures in the
Armenian Sculpture of the 13th Century

0O.B. OByaposa

O crune munnatiop Yersepoesanrenust Ms. Ludwig II 5 n3 myses lertu

Olga Ovcharova

On the Style of the Miniatures of the Tetraevangelion, Malibu, J. Paul Getty
Museum, Ludwig II 5

.A. Openkas

O pykomnucu Hosoro 3asera (PHB, rp. 101) 1 ee Munnatiopax

Irina Oretskaia

On the Manuscript of the New Testament (Saint Petersburg, Russian National
Library, gr. 101) and Its Miniatures



74

77

79

81

III.

86

88

90

Tatjana Starodubcev

Serbia and the Christian East in the 13th Century. Miniatures of the Prizren Gospel

as a Testimony of Artistic Connections

T. Crapopay6ues

Cep6ust u xpuctnanckuit Bocrox B XIII Beke. MunnaTiops! [Ipusperckoro
EBaHrema Kak CBUJETENTbCTBO XYA0)KeCTBEHHBIX CBA3EI

H. Xemy

Wcroxn >xmBonucu XIII Bexa B /IuBane

Nada Hélou

The Origins of the 13th Century Wall Paintings in Lebanon

Ioannis P. Chouliaras

13th Century Frescoes in Epirus with Western Influences

VLII. Xymmapac

@peckn XIII Bexa ¢ 3amajHBIMU BIMAHUAMHI B Dupe

M.I. fIkoBneBa

Mos3anxka snoxu nepemes. MyHnaTiopHble Mo3anyHble MKOHbBI XIII Bexa 1
9BOJIOINA UX XyT0KECTBEHHOTO A3bIKa

Maria Yakovleva

Mosaic of the Era of Change. Miniature Mosaic Icons of the 13th Century and
Evolution of their Artistic Language

OBPA3 CBATOTI'O AIEKCAHJIPA HEBCKOTO B PYCCKOM
MCKYCCTBE XVI - HAYAJIA XX BEKOB

THE IMAGE OF SAINT ALEXANDER NEVSKY IN THE RUSSIAN
ART FROM THE 16th TO THE EARLY 20th CENTURY

JLW. Anexuna

Cry>x6a 6maroBepHoMy KHA3I0 Anekcanapy HeBckoMy kak oOpaser st
rumHorpagdos XVII-XVIII Bekos

Larisa Alekhina

The Service to the Right-Believing Prince Alexander Nevsky as a Model for the
Hymnographers of the 17-18th Centuries

JLW1. AnTOoHOBa

VnniocrpaTusHblit pap «C1oBa OXBaTbHOTO 0 KH:A3e Anekcanape SpocinaBuye
Hesckom» B JIntieBoMm JleTonmcuoMm cBofe 1560-1570-x romos

Larisa Antonova

Hlustrative Row of the «Word of praise about Prince Alexander Yaroslavich
Nevsky» in the Illuminated Compiled Chronicle of 1560-1570s.

JK.I'. Benuk

Penxue BapuaHThl MKOHOrpaduu Anekcansipa HeBckoro B IlepKOBHOM UCKYCCTBE
Hosoro Bpemenn

Zhanna Belik

Rare Variations of the Iconography of St. Alexander Nevsky in the 18th-19th
Centuries Russian Church Art



93

96

99

102

105

107

110

114

H.A. T'ypeBuu

Vicropus cospaHus 1 aTpuOYLMU MKOHbI 671aTOBEPHOTO KHA3:A AJIeKCaHfpa
HeBckoro 1 n3bpaHHbIX CBATBIX U3 XpaMa Bockpecenns Xpucrosa (Craca-Ha-
kposu) B CankT1-Iletepbypre

Dmitry Gurevich

Attribution of the Icon Depicting Blessed Grand Prince Alexander Nevsky and Selected
Saints from the Memorial Church of the Resurrection of Christ (Savior-on-Blood)
A.IL. ViBaHHMKOBA

Oppen Cs. Anekcanzipa HeBckoro 1 HoBast UKOHOTpagust 6/1ar0OBepHOTO KHAA35 B
npoussefeHnAax XVIII Beka

Anna Ivannikova

The Order of St. Alexander Nevsky and the New Iconography of the Blessed Prince
in the Works of Art of the 18th Century

JI.B. Kongpamkosa

Cry>x6a 6maroBepHoMy KH:A310 AlekcaHpy HeBckoMy 3HaMEHHOTO paciieBa 13
nomopckux Tpessonos XVIII Beka B cobpannu [IMuAP

Lada Kondrashkova

The Church Service to the Blessed Prince Alexander Nevsky of the Znamenny
Chant in the “Pomorskie Trezvoni” of the 18th Century from the Collection of the
Central Andrey Rublev Museum of Ancient Russian Culture and Art

M.A. MaxaHbKO

Kaxnm nkoHam Monwics cB. KHA3b Anexcanap Hesckuit (1o maTepnanam
JIN1eBOTO JIETOIMCHOTO CBOJA)?

Maria Makhanko

Which Icons were the Prayer's Objects of the Blessed Prince Alexander Nevsky?
On the Base of the Illuminated Compiled Chronicle

I'.A. Hazaposa

06 oHOM paHHEM MKOHHOM obpase cBsiToro Ajnekcanspa HeBckoro B vacTHOM
cobpannn

Galina Nazarova

About an Early Image of Saint Alexander Nevsky in a Private Collection

10.P. CaBenbes

Cobop caaroro Anexkcanapa Hesckoro B Codun 1 ero cosgaTenn

Yuri Saveliev

St. Alexander Nevsky Cathedral in Sofia and Its Creators

10.P. CaBenbes

Xpambl Bo nMsA cBsaToro Anexcanzipa Hesckoro XIX - Havama XX Beka

Yuri Saveliev

St. Alexander Nevsky Churches of the 19th — Early 20th Century

I.I1. Yepkammna, M.E. Co6oneBa

VxoHomucHble 06pasa CBATOro 611aroBepHoro KHaA3A Anekcanapa Hesckoro B
cobpanyn Ceprueso-ITocazckoro Myses-3anoBeHIKa

Galina Cherkashina, Margarita Soboleva

Icons of the Holy Blessed Prince Alexander Nevsky in the Collection of the Sergiev
Posad Museum-Reserve






MCKYCCTBO 3II10X! CBATOIO
AJIEKCAHJOPA HEBCKOTO

THE ART OF THE TIME OF SAINT
ALEXANDER NEVSKY



.B. AuTumnos
Cankr-IleTepOyprckuit TOCyAapCTBEHHBIN YHIUBEPCUTET,
Cankr-Ilerepbypr

HOBTOPOICKAS APXUTEKTYPA KOHIIA XIII -
HAYAJIA XIV BEKA: HOBBIE ICCIIE[JOBAHUA

JKusHennsnit mytb Anekcanapa SpocmaBuda ObIT TECHO CBA3aH C
HosropogoMm, B 3TOM ropojie IpOuuIn Tofbl €ro AEeTCTBA U IOHOCTH, IIPO-
CIaBJIeHHble MOOefbl KHA3A Haj LIBeflaMM M HeMLAMM TaKXKe CBA3aHBI
c 6opnboit 3a Hoeropozackywo semmo. K coxkameHnio, Mbl IpaKTIYeCKM
HIYero He 3HaeM 00 apxuTektype HoBropopma cepenuHsl — TpeTbeil 4eT-
BepTy XIII B., 04€BMAHO, YTO HOBOE CTPOUTENHCTBO B 3TU I'O/IbI HE BEIOCh.
Bupumo, y 3aka3unkoB He ObIZIO CpeficTB, a B HoBropozme oTcyTcTBOBAMN
MacTepa, CIIOCOOHbIE CTPOUTDH HOBbIE KAMEHHBbIE 3[aHISL.

IlepBbiM XpamMoM, IOCTpoeHHbIM B HoBropopckoi semne mocie
MOHTOZIbCKOTO HALIeCTBUA, CTana UepkoBb Hukonbr Ha JInmue 1292 r.
Hanee Br1oTh 10 1313 . CTPOUTENBCTBO KAMEHHBIX LIEPKBEN U KPEIoCTeit
BefieTCs 0e3 3HaUUTEe/IbHBIX ITepephIBOB. PacKOIIKM ITOC/IEHMX JIET, a TAKOKe
paboTa ¢ apxmMBaMy U My3eiTHBIMY KOJUIEKI[UAMU Jali BOSMOXHOCTD Pac-
IIVPUTD HAIIV 3HAHVA 00 M3ydaeMoll 3IoXe.

Apxeonornyeckue WUCCIENOBAaHNMA ¥ HATypHble HaOTIOfleHNA B
nepkBu Hukosel Ha JIumHe IO3BOMNMIN YTOYHNUTD PSAZL 0COOEHHOCTEN CTPO-
UTENIbHON TeXHMKM MAMATHUKA U MCIOTb30BAaHHBIX IIPU €T0 BO3BE[I€HUN
MaTepuanoB. Hukonbckas 1epKoBb — pefyaiimnii MaMATHUK, BO3HUK-
NI Ha IlepeceYyeHum SPEBHEPYCCKON U IMO3JHEPOMAHCKON apXUTEKTyp-
HBIX TPafMIViL, OO/IbIIASA YacTh €r0 ApXUTEKTYPHBIX OCOOEHHOCTe Janee
He ITIOBTOP:/1aCh.

[.'M. lllTenpep oT™MeYasl, 9YTO HOBbIN STAIl B MICTOPUM HOBIOPOJCKOII
apXUTEKTYPhI CBA3AH C ITOAB/IEHMEM PsAJJa PAHHETOTUYECKIUX YePT, YTO IIPO-
M301I/I0, 110 €r0 MHEHMIO, IIPU CTPOUTENbCTBE LiepkBu Hukonbr benoro B
1312-1313 rr. HoBble nccneoBanys IOKa3blBalOT, OGHAKO, YTO, II0 Kpaii-
Hell Mepe, HEKOTOPbIe 113 9TUX 0COOEHHOCTEN ObUIM XapaKTepHBI ellle [
unepksu ITokposa lllnnosa monacteips 1310 r. BepositHo, B 1290-1300-€ IT.
B HoBropoze nosasnsercs emle ogHa gpy>XHa MacTepOB, CBA3aHHasA C HOBOM
PaHHEroTMYEeCKON Tpaguuyeri. MOXXHO BCIIOMHUTH O TOM, 4TO B 1292 r.
6b11a 3amokena 1epkosb Peomopa Crpatnnara Ha lllupkoBoit yi., coBma-
JeHMe JaT 3aK/IaJKI 3TOTO XpaMa 1 LiepkBy Hukosbl Ha JInnHe mokasbiBaer,
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4TO y>Ke Ha 9ToM ararne B HoBropozse Morio paborats /iBe IPY>KMUHBI, OJHA
13 KOTOPBIX U IIPOAOJDKA/IA CTPOUTENLCTBO B 1290-1310-€ IT., B TO BpeMs
KaK C/1efloB paboThl BTOPOII MBI 60/1ee He HaXOfIUM.

HecMmoTps Ha orpaHu4eHHbIT 00beM 3HaHWIT 00 ICTOPUM apXUTeK-
TYpPBI 3TOM 30X, OYE€BUJIHO, 4TO NOoCcTporiky KoHa XIII — mavama XIV B.
VIMEIOT OIIpefiefiAiollee 3HaYeHMe [/IA Na/IbHENIIEr0 pasBUTUA apXUTEK-
Typel HoBropoga — B aTy 3moxy copMmupoBanuch MHOTME OCOOEHHOCTH,
XapaKTepHble 14 30449ecTBa HoBropoza rnocmenyommx fecAaTuieTui.

Ilya Antipov
Saint Petersburg State University, Saint Petersburg

NOVGORODIAN ARCHITECTURE OF THE LATE 13th -
EARLY 14th CENTURIES: NEW RESEARCH

The life of Alexander Yaroslavich was closely connected with
Novgorod, the years of his childhood and youth passed in this city, the
famous victories of the prince are also associated with the struggle for the
Novgorodian land. Unfortunately, we know practically nothing about the
architecture of Novgorod in the middle - third quarter of the 13th century,
no new construction was carried out during these years. The first church
built in the Novgorodian land after the Mongol invasion was St. Nicholas on
Lipno (1292). Further, until 1313, the construction of stone buildings was
carried out without significant interruptions.

Excavations, carried out in recent years, as well as work with archives
and museum collections, have made it possible to expand our knowledge
of the period under study. Archaeological research and field observations
in St. Nicholas on Lipno helped us to clarify a number of features of the
construction technique of the monument and the materials used in its
construction. This church is a rare monument that arose at the intersection
of Old Russian and Late Romanesque architectural traditions; most of its
architectural features were not repeated further.

Grigoriy Shtender noted thatanew stage in the history of Novgorodian
architecture is associated with an appearance of some Gothic features,
which happened during the construction of Saint Nicholas the White
church in 1312-1313. New research shows, however, that at least some of
these features were characteristic of the Church of the Intercession of the

13



Shilov Monastery (1310). Probably in the 1290s — 1300s another group of
master builders, associated with the new early Gothic tradition appeared in
Novgorod.

Buildings of the late 13th - early 14th century are of decisive
importance for the further development of the architecture - many features,
characteristic of the architecture of Novgorod in subsequent decades, were
formed in this period.
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E.B. I'magpimena
l'ocymapcrBenHas TperbAkoBcKas ranepes, Mocksa

MKOHA CITIACA HA ITPECTOIJIE C USbPAHHBIMU CBATbIMU

HA TIOJISIX U3 COBPAHUA I'TT: EIIIE PA3 OB MKOHOTPA®MYECKO
ITPOTPAMME U MECTE IIAMATHINKA B MICKYCCTBE HOBIOPOJJA
MOCTEOHEN YETBEPTHU XIII BEKA

Vxona «Criac Ha mpecrojie, ¢ M36paHHBIMM CBSITBIMM Ha HOJISIX» U3
cobpanust A.V. Auucumosa (ubite — B ['TT) npuBnekana BHMMaHMEe MHO-
TUX VICCTIeZloBaTeIelt B CBSA3M C pasHOOOPa3HBIMYU Ipob/IeMaMyl HOBTOPOJ-
ckoro mckyccrsa BTopoii nonmosyuel XIII — Havama XIV Bexa. Hanbornee
nozpo6Ho o Heit mucamu 3.C. CmupHoBa u JL.V. JIndumn B Heckosb-
Kux paborax. Urto ke KacaeTcst 0cOOeHHOCTelT MKOHOTpahuy MaMsATHIKA,
BK/IIOYAsA COOTHOILIEHNE M300pa’keHNil B CPeIHUKE VI Ha MOJIAX, KaK ¥ CIIell-
nUIeCKNit COCTaB M MOPAROK PACIIONIOXKEHNA CBATHIX, TO 3TU BOIIPOCHI
YK€ pacCMaTpMBaINCh MHOM B CIIEIIMA/IbHONM CTaThe IOYTH JIBALIATHATIET-
Hell JaBHOCTH.

HoBoe BosBpaijenne K TOJ >Ke TeMe BbI3BAHO HE€ TOJbKO 3aIlia-
HUpOBaHHBbIMU B TpeTbAKOBCKOII raepee B 2021 I. KOMIUIEKCHBIMU TeX-
HIUKO-TEXHOJIOTMYECKMMI VICCIENOBAHMAMY MKOHBI, HO U II€JIBIM PAIOM
APYIUX IpU4MH. Bo-TepBbIX, cTpeMIeHueM 0ojee TIIATe/IbHO IIPOAHAIN-
3MpOBaTh MKOHOTPapUUECKyI0 IPOrpaMMy Ipou3BefeHNs (Ipexxie Bcero
CPelJHMKA) B KOHTEKCTe He TO/IbKO OOIeBM3aHTUIICKON, HO COOCTBEHHO
HOBropojckoi Tpaguiuu. CpaBHeHMe MKOHBI KpacHodoHHOro Craca Ha
npecrone XIII Beka ¢ 6oree fpeBHUM MeCTHBIM 0OpasoM ONMM3KOIl KOM-
MO3VIIMN U C €r0 PeIUIMKAaMI IIOMOJKET BBIABUTD CTEIEHb IIPEEMCTBEHHO-
CTV 3TOV TPAULINM, C OJHOJ CTOPOHBI, I OPUTMHAIbHOCTY €€ MHTEPIIpeTa-
LMY — C IPYTOIA.

Bo-BTOpBIX, He/Mb3sA He YYUTHIBATh BbIIBMHYTYI0 O.C. CMUPHOBOII
UIEI0 O 3aBYICMMOCTY MIKOHBI OT TEHJJ€HIMIA, XapaKTEPHBIX /I 3aIla/[HOEB-
POIIeTICKOT0, POMAaHCKOT0 UCKyccTBa BTopoit monoBuHb! XIII c1.! HakoHer,
CaMOTo IPUCTAJIbHOTO OCMBICTIEHUA 3aC/Ty>KMBAET MPEAIIONIOKEHNE TOTO
K€ aBTOpa O IPVMHALIEKHOCTY NaMATHUKA K 0COOOMY HOBTOPOACKOMY
XyZOXeCTBEHHOMY Kpyry 1270-X ropos, Ky#a, momumo obpasa «Crac Ha
IIPeCToIe, C M30paHHBIMY CBATHIMM Ha IIOJISX», BXOAW/IM KOHA «CB. VloaHH

! Cmupnosa 3.C. VIkoHOINCD 1 pyKonucHaA MuHuariopa // Vicropusa pycckoro nckyccrsa B 22 1. T. 4: Vckyc-
crso cepeanupl XIIT - cepemympr XIV Bexa / Ots. pe. 9.C. Cvuprosa. M., 2019. C. 237.

15



JlectBuunmk, T'eopruit u Brnacuit» (I'PM) u mununatiopsi CUMOHOBCKOTO
EBanremus (PI'B. ®. 256 (Pymsniy.), 105)% He uckio4eHo, 4TO Bce TpU PoO-
U3BEJEHNA CO34aBaIUCh B OJHOM MaCTE€PCKOIL, efiBa /I HE OFHOM PYKOI, U
OBbITM BJIOXKEHBI B OJHY 00uTenb (Bo3MoxkHO — OppeB MoHacTeiph B HoB-

ropoge).

Ekaterina Gladysheva
State Tretyakov Gallery, Moscow

THE ICON “SAVIOR ENTHRONED, WITH SELECTED SAINTS ON THE
MARGINS” FROM THE STATE TRETYAKOV GALLERY COLLECTION.
ONCE MORE ON THE ICONOGRAPHIC PROGRAM AND THE PLACE
OF THE MONUMENT IN THE ART OF NOVGOROD OF THE LAST
QUARTER OF THE 13th CENTURY

The icon “Saviour Enthroned, with Selected Saints on the Margins”
from A.L. Anisimov’s collection (now kept in the State Tretyakov Gallery)
attracted the attention of many researchers in connection with manifold
problems of Novgorod art of the second half of the 13th - early 14th century.
It was given the most detailed consideration in several research works by
E.S. Smirnova and L.I. Lifshits. The problems concerning the iconographic
peculiarities of the icon, including the ratio of images in the centre piece and
in the margins, as well as the choice and order of saints, were treated in my
article almost 20 years ago.

My returning to this subject is caused not only by the research on
technique and technology of the icon in the Tretyakov Gallery in 2021,
but also by a number of other reasons. In the first place, I will try to give a
more detailed analysis of the iconographic program of the icon (of its centre
piece, in particular) in the context not only of Byzantine, but also Novgorod
tradition. The comparison of the icon “Savior Enthroned” on the red
background with a more ancient local image with the similar composition
and its replicas allows to speak about the continuity of this tradition, on the
one hand, and about the originality of its interpretation, on the other hand.

Secondly, one cannot avoid taking into account the idea advanced
by E.S. Smirnova concerning the dependence of the icon on the tendencies

2 Tam xe. C. 235, 236, 237.
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characteristic for Western European Romanesque art of the second half of
the 13th century. Lastly, we should consider the same author’s assumption
that the icon was a product of a particular artistic circle in Novgorod of the
1270s, to which the icon “SS. John Climacus, George and Blaise” (the State
Russian Museum) and miniatures from the Simon’s Gospel (Russian State
Library, Fund 256 (Rumyantsev), 105) also belong. We can’t exclude that
all three artworks were painted in the same workshop, possibly by the same
hand, and deposited in the same monastery (possibly the Yuriev monastery
in Novgorod).
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T.B. JKutkosa
Mysen Mockosckoro Kpemnsa, Mocksa

CUIOHIIBI 113 PA3AHCKOTO KJTATIA 1822 TOJA
HOBBIE APXVIBHBIE TAHHBIE I YTOYHEHME TUIIOJIOTUY

Peup moiizer o mogBeckax B GopMe XpaMUKOB — TaK Ha3bIBaeMbIX
CMOHIIaX pabOTHI MPEAIIONIOKIUTEIBHO psA3aHCKUX MacTepoB XII — Havama
XIII B. (o HamecTBys Tatap). IlogBecky noctymmayu B OpyKeitHyIo ITanaTty
B 1831 r. B coctaBe Crapops3aHCKOro Kiaga 1822 r.

Crnonnamm uccnepoBatenmm XIX B. Ha3bIBa/M OIVIABUSI MOJBECHBIX
yKpauieHuit B popMe MUHMATIOPHBIX XpaMOB. VI3BeCTHO HECKOTBKO CMOH-
1[€B 13 JOMOHTOJIbCKMX K/Ia[j0B. ITO 25 HECOXPAHMBIINXCS 30/I0ThIX CHOH-
LIeBUIHBIX ITOABecOK 13 KnmeBckoro kmaga 1824 r., ogHa saMajieBast BCTaBKa C
nsobpaxxenueM Xpucra us Crapoii Pssanu, koropas, cyas no popme u pas-
Mepy, TaK)Ke MOIJIa ITpe/JHa3Ha4YaThCA 1A CMOHIA. COBpeMEHHOE MECTOHA-
XOXXJeHVe 3TOM SMa/Iil HEM3BECTHO.

B obmmpHOit nmuTepaType, MOCBALIEHHON Kiaagy 1822 r., CHOHIIBI
YIIOMIHAIOTCA B IIepeYHe HAXOJOK, HO VX XYJ0)XeCTBEHHbIE OCOOEHHOCTI
He aHanmu3upyroTca. T.VI. MakapoBa oTMedana, 4T0 3Majy CMOHILIEB «CTU/IN-
CTMYECKM He BBINAJAI0T U3 SMajlell KMEBCKO-PA3aHcKoro Kpyra». I H. boua-
POB IIPEAIIOIAraeT, YTO IOABECKM BBIITOTHEHBI B MACTEPCKON PA3aHCKOTO
KHA35, BO3HMKIIEN BO BTopoii monosuHe XII B.

Ha pucynkax 1831 r. ®.I'. ConHIeBa 1300pa>keHbl /jBe TPaHY IOfiBe-
CKM C 9MAJIEBBIMU NOSICHBIMU M300pa>keHNAMM. [IBa aMajieBbIX n3006paxe-
HUA YKas3aHbl Ha cuoHle B Omucu OpyskeiiHoi nanatel 1884 roga. Takxke
H.II. KoHpjakoB yrmoMmHaeT [Ba 9MajieBbIX M300pa’keHNs — IOHOTO CBS-
toro u EBanrenucra JloaHHa Ha HalIMX cMOHIAX. B onmcaAx u [HeBHMKAX
OpyxeitHoit manaTsl 1939, 1940 u 1945 1., cOCTaB/IeHHOIT TTOCTIE TPUOBITIA
Komnekuuy OpyKeifHON ManaThl U3 9BaKyally, COXPAaHHOCTb IIpeaMeTa
He yKa3aHa, OTMedeH Bec nopsecky (MP-981) — 21,5 r 3omoTa. B yueTHbIX
nokyMmeHTax 1964 n 1972 IT. yrouHeHa COXPaHHOCTb OJJHOJ 3MajIeBOI IjIa-
cruHbl Ha croHIle (MP-981). BepositHo, Bropas amaneBast miacTuHa 6buia
yTpadyeHa BO BpeMs 9BaKyalun. B akre oBennpHoi Komuccun 1974 r. otme-
4eH OJIVIH 9MaJIeBbIil 00pas IIOX0I COXPaHHOCTH 1 YKa3aH ero Bec — 21,1 T.

H.II. Konpakos u Bcnep 3a aum I.H. bouapos cumnTany, 4T0 CMOHIIbI
IpefHa3sHava/Inch Jid yKpamenusa nkonsl. H.B. JKunnna cunraer cuonibt
perammaMy pyCcCKUX KHA3€M — YacThI0 NOCTATOYHO JJIMHHBIX IIOJBECOK K
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BeHIy, IIO/JOOHBIX IIePIIEeHAY/IMAM BU3aHTUIICKUX MMIIEPATOPOB, 3a/IMCTBO-
BaHHBIM K cepefuHe XI B., a B XII-XIII BB. BoLIeAINM B 30/I0TOJ KHsDKe-
CKO-005pCKMit YOOP, MCIIBITBIBABIINIT «/HTEHCUBHOE BU3AHTUIICKOE BIIVA-
HIe», B 9TOM y0Oope «pa3pabaTbIBaloTCs 00pasbl XPUCTUAHCKOTO KpecTa U
LlepKBU — HebecHoro rpaja Vepycamimar. [ToMrMo CHOHIIEB ¢ MUIIEBBIMU
5MaJIeBBIMM BCTaBKaMM, VM3BECTHBI CHOHIBI C KpPEeCTOOOpasHbIM 3epHe-
BBIM JieKopoM. «CuoHIeBuHas popmar psc ynomunaercss H.B. XKunnnoit
«B KayecTBe HAYILIHOI perajymy IpaBuTeNeil HapsAmy ¢ 6apmamu, ayaje-
Mamm». C. HoBakoBckas-byxman cunTaer, 4T0 OABECKN B BUJIE LIEPKOBKI,
HaJleTble Ha O)Kepesibe, M3HAYaTbHO ObIIN CAMOCTOATETbHBIM YKpalleHEM.
Kak 1 KONTbI, OKOOHbIE MOABECKY KPENWINCh, 110 ee MHEHUIO, K TOJIOB-
HoMy ybopy y Buckos. H.B. JKunnna BbifiensieT Tpyu BapMaHTa CUOHIIEBU]I-
HBIX ITOZIBECOK U YKa3bIBaeT, YTO (popMa CHOHIIEB 13 IBYX KMEBCKMX K/IaZloB
boree cxo>ka C XpaMoM, TaK KaK MIMeeT CBOETO pojja ITIaBKy, TOTZIa KaK CTa-
POpsA3aHCKME CHOHIIBI, TIOX0XKIIe Ha OBaIbHbIE OYCHHBI, CBA3aHbI ¢ (POpMOIt
XpaMa JINIIb 32 CYeT KMOTOBUIHBIX YITyOIeHNI 1A SMa/IeBbIX BCTaBOK. [1o
npennonoxenno H.B. JKnnnnoii, K croHIy MOT/Ia KpenmuTbhCA HECOXPAaHB-
1IascA IVHHAA LeNoYKa C KalJIEeBUJHO IOABECKON U3 CTapOPA3aHCKOTrO
Knafga 1822 r. OgHako Ha JPYrUX COXPaHMBIIMXCA CMOHIIAX TOABECKU MU
COBCeM KOPOTKIE, WIM TIPEBBILIAIOT VX 110 UIMHe He 60JIee 4eM B fIBa pasa.

A>KYpHBIT KyIIOJ1 ¥ TOTycepriecKkoe MTOHBIIIKO CHOHIIA OOHapy-
XKVMBAIOT CXO[ICTBO C 30/IOTBIMM OBa/IbHBIMY OYCHHAMM U3 9TOTO e K/Iajja.

bmuskum 1mo fekopanuyu MOXKHO HasBaTb cuoHel u3 Kuesckoro
Knazma 1887 ropma, HbiHe XpaHAmmiica B I'ocymapctBenHoM Pycckom mysee.
OH syd1e’t COXpaHHOCTH U faeT 6oslee IOJTHOE IIpeficTaBIeHe O JeKope
IO/I0OHBIX I0BEMMPHBIX yKpaiieHnil. CTaHOBUTCA IIOHATHBIM Ha3HaueHue
HVDKHEN LIeHTPa/IbHOM IET/IN KpeleXKa — K HeMY ITO/IBELIMBAINACh «TPEMH-
uyne» nopsecku. Ilo muennio T.VI. MakapoBoii, TpylIeBUIHbBIE TIO/IBECKY
cnonua u3 I'ocymapcrBennoro Pycckoro myses (BK-2770) He coBpemeH-
Hble KOPITyCy CMOHIIa ¥ BTOPMYHOTO MCIIONb30BaHusA. Tak >xe — K yrno-
BBbIM, HbIHE yTpayeHHbIM Ha HAIIVX CHOHIAX INTH(TAaM, KOTOPbIe CBEPXY
OBUIM yKpallleHbl >KeM4y>XUHOJ. CTOUT YIIOMAHYTb 30JI0TOJ IIePCTeHb
u3 cobpannss HI'OM3, BepxHss 4acTb KOTOPOTO BBINOJIHEHa B ¢opme
IJIaBKM CMOHIA U3 CKaHM U 3epHU. CKaHHbIE YEUIyKM Ha ITOBEPXHOCTYU
CUOHIIa aHA/IOTMYHBI IeKOPY OYCHH 3TOTO JKe K/Iajja, YTO IO03BOJISET C 6OJIb-
IO IOJIeVl OCTOPOXKHOCTH IIPEIIOIOXKUTD UCIONTHEeHNe 160 110 OHOMY
o6pasiy, m160 B OJHOI MacTepPCKOIL.
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Tatiana Zhitkova
Moscow Kremlin Museums, Moscow

“SIONTSY” FROM THE RYAZAN TREASURE OF 1822. NEW ARCHIVED
DATA AND CLARIFICATION OF THE TYPOLOGY

We will talk about the pendants in the form of temples — the so-called
“siontsy”, presumably by Ryazan masters of the 12th - early 13th century
(before the invasion of the Tatars). The pendants were delivered to the
Armory in 1831 as part of the Staroryazansky hoard of 1822. Researchers
of the 19th century called “siontsy” the upper parts of pendants in the
form of the miniature temples. Several “siontsy” are known from pre-
Mongol treasures. N.P. Kondakov and after him G.N. Bocharov believed
that the “siontsy” were intended for icon decoration. N.V. Zhilina considers
“siontsy” as regalia of Russian princes - the parts of rather long pendants to
the crown, similar to the perpendulia of the Byzantine emperors, borrowed
by the middle of the 11th century, and in the 12th-13th centuries included
in the golden princely-boyar headdress, which experienced “intense
Byzantine influence”, in this headdress “images of the Christian Cross and
the Church - the heavenly city of Jerusalem - are developed”. In addition
to “siontsy” with figurative enamel inserts, “siontsy” with a cross-shaped
grain decor are known. Close in decoration is “sionets” from the Kiev hoard
of 1887, now stored in the State Russian museum. It is better preserved and
gives a more complete idea of the decor of such jewelry. The purpose of the
lower central loop of the fastener becomes clear — «rattling» pendants were
attached to it.
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JL.N. JIndmmy
T'ocymapcTBeHHBI MHCTUTYT UCKYCCTBO3HaHMA, MOCKBa

K ITPOBJIEME CTUJIMCTUYECKON XAPAKTEPUCTUKU
MMHUATIOP CMMOHOBA EBAHTE/INA 1270 TOOA

Munnatiopst CumonoBa Eanrenms (EBanremms moma Jlotbima)
1270 r. (PI'B, Pym. 105) maBHO BOLIIN B ICTOPUIO PYCCKOJ KMBOIMCY KaK
3TaJIOHHOE INpou3BefleHNe UCKyccTBa Benmkoro Hosropopa cepenuubl —
BTOpoii monosyHbI XIII B. ABTOp mepBoro MoHOrpagm4ecKoro 1ccaesoBa-
HuA namATHNKA, O.C. IlonoBa, XxapakTepusoBana ero Kak ApKuil npumep
TOJ1 3BOJIIOLN, KOTOPYIO IIpeTepreBaeT TPAgULNA I03JHEKOMHIHOBCKOTO
VICKYCCTBa Ha MECTHOJI ITOYBE, BBIZIE/IASI OCHOBHBIE (DAaKTOPBI, BIVABIINE HA
maHHbI npouecc. [Ipuaumas B nenoMm ee KoHuenuuio, J.C. CMupHOBa 1
B.JI. CapabpsiHOB cuMTany HeOOXOAMMBIM OTMETUTD ITOSIBJIEHNE B MIHMA-
TIopax EBaHrenmsa 4epT, yKasbIBAIOLIVIX HAa IIPOMU3OLIEAIINII B HUX Pa3pbIB
C KOMHMHOBCKOII Tpagunyeit. 11o nx MHeHNIo, B CTH/Ie 3TOTO MMAMATHMKA
HOJACIYAHO ITIPOSABIIAIOTCA CBOJCTBA, CBUICTE/IBCTBYIOLINE O IPUOIVIKe-
HNJ HOBOII 3IIOXU B MCKyccTBe BrusaHTmiickoro mupa. B goxnase mpepa-
raeTcsl aHaAU3 3TUX HOBBIX CBOJCTB, PacCMATPUBAKOTCA CTUIMCTUYECKNE
aHa/I0Tyy, MO3BOIAI0NINE PACKPBITh HallpaB/IEHNE Y CYTh HApOXK/JAIOIeNiCca
HOBOJ TeHJeHIMK B MCKyccTBe Pycu Bropoit monosunbl XIII B.

Lev Lifshits
The State Institute for Art Studies, Moscow

ON THE PROBLEM OF STYLISTIC CHARACTERIZATION
OF THE MINIATURES OF THE SIMON’S GOSPEL, 1270

The Miniatures of the Simon’s Gospel (Gospel of Lotysh the Priest),
1270 (Russian State Library, Rumyantsev, 105) has long entered the
history of Russian art as a reference artwork of Great Novgorod from the
middle - second half of the 13th century. O.S. Popova, the author of the
first monograph on the monument, described it as a vivid example of the
evolution that the tradition of the late Comnenian art undergoes on local
soil, highlighting the major factors influencing this process. While generally
adopting her concept, E.S. Smirnova and V.D. Sarabyanov found it necessary
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to mark the appearance in the Gospel’s miniatures of the traits pointing at
the break with Comnenian tradition having taken place. In their opinion,
there latently appear in the style of this monument the qualities indicative
of the approach of a new epoch in the art of the Byzantine world. In our
communication, an analysis of these new qualities is proposed, stylistic
analogies are considered, allowing to reveal the direction and essence of the
nascent new trend in the art of Rus’ of the second half of the 13th century.
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M.A. Opnosa
FOCYJIapCTBeHHbIﬁ[ VMHCTUTYT NCKYCCTBO3HaHNA, Mocksa

O HEKOTOPBIX MOTUBAX PE3bbbl TEOPTMMEBCKOI'O COBOPA
B IOPBEBE-IIOJIbCKOM. MEK[1Y BOCTOKOM U 3AIIAZIOM

XIII Bek, HaUMHAs CO BTOPOI €r0 TPeTu, ObUT CIOXKHBIM U [JpaMaT-
yecKMM NepuojioM B ucrtopun Pycu. OT naMATHUKOB NepBOIi €r0 TPeTu —
BpeMeHM aKTVBHOI XY/10>KeCTBEHHO )KM3HU — yIlesiesio HeMHoroe. OJjHaKo
TO, YTO COXPAHWIOCh — B TOM YHC/Ie «30/I0Thle BpaTa» POXIeCTBEHCKOTO
cobopa B Cyspare, ero xe dacagnas pespba, Lie/blil psif WUTIOMUHIPOBAH-
HBIX PYKOIIVCell, — C IIO/THBIM IIPaBOM MOTYT OBITb OTHECEHBI K ILIeleBpaM
cpenHeBeKOBOro nckyccrsa. Hapyxnas nexkopanus ['eopruesckoro cob6opa
B IOpbeBe ITonbckom (1230-1234) mpepcraBisieT cob0il OFHO U3 CaMbIX
BBIJJAIOIINXCSA M BMeCTe C TeM Haubojiee 3araJjOYHbIX IIPOV3BEJCHMII BIIa-
AVIMMPO-CY3/Ia/IbCKOIl MOHYMEHTA/IbHOI pe3bObl. Tumonornieckne n cIm-
JIMCTIYEeCKIie 00pasIibl, KOTOPBIMIM PYKOBOZCTBOBA/IVICh 3aKa34MK VI VICIIOJI-
HUTE/N LIeJIOTO psfia penbedoB, OCTAIOTCA HeACHBIMI.

B 6ectnapun Ha creHax ['eoprmeBckoro cob6opa IpuUCyTCTBYIOT CylIle-
CTBa, HUTTIe paHee BO BIAIMIMIPO-CY3/1a/IbCKOI pe3b0e He BCTpedaBIINecs.
Haubosnee nHTepecHbI ¥ HEOOBIYHBI 113 HUX JiBa KPbUIATHIX pakoHa. OHM
HEOJJHOKPATHO ofpallanm Ha ce6s1 BHUMaHUe UCCIefioBaTeNIell, HaunHas ¢
H.II. KoHpakoBa, KOTOPBIIl B II€JIOM OlLieHVMBa/I VX HEOJHO3HAYHO, OTMe-
Jas, YTO UMEHHO B CY3/Ia/IbCKUX pebedaX Mbl HAXOAVM BOCTOYHBIE TUIIbI,
pucyHku u gopmsl, Habmogaemble B Cupun u otyacTyt Ha Kakase. Ilpu
3TOM IUINTHI C JPaKOHAMU, IO €0 MHEHMIO, ObUIM CJiellaHbl C IabI0OHOB
3aI1aJHOTO MPOMCXOXKIEHM .

OpHako MHTepecyollye Hac B JaHHOM CIy4ae 1300paKeHns JPaKo-
HOB Ha Qacape ['eoprueBckoro cobopa ropasfo 60jee HaTOMUHAIOT 0Opa3bI
MIPaHO-KAaBKa3CKOTO IIaHTEOHA, HeXXe/M APaKOHOB 3allaJHOEBPOIIEIICKOro
CpenHeBEKOBbDS.

Kak mpepcraBnsiercs, 1o OTHOIIEHMIO K pacCMaTpuBaeMbIM obpa-
3aM JPAaKOHOBMUIHBIX CYIIeCTB IIpaBOMepHee TOBOPUTb O «CacaHW[-
CKOM» CTuIe, 006 OIOCPEeJOBAHHOM BIMSIHMUU VCKYCCTBA, CIUIABYUBILETO
B OfIHO IIeJloe TeueHNsA KYIbTYphbl cacaHUACKoro VpaHa ¥ Hepa3pbIBHO C
HIUM CBSI3aHHBIX B Ty 3IOXy CTpaH U HapojoB. Yyauma ['eopruesckoro
cobopa KaXyTcsi CBOeoOpasHOI KOHTaMMHalueil obpasa Tak Has3bIBae-
MOTO CACaHWJCKOTO COHMYPBA, (PaHTACTUIECKOTO MOMMMOPGHOTro 3Beps,
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CO6aKO-IITUILIBI MPAHCKOI MUGOTOTUY, JUHACTUYECKOTO cuMBosa CacaHn-
JIOB, a TaK)Ke BUIIAMA, PHIOOBUIHOTO CO3AaHMs, creruduaeckoro obpasa
KaBKa3CKOi MU(OTOTHN.

I[Tpu 9TOM KanuTesns C YenoBedecKumy ronoBamu Ha acase ['eopru-
€BCKOT0 cob0pa, 6e3yC/I0BHO, IMeeT 3amafHble IPOoOpasbl.

XynoxecTBeHHass Jkm3Hb Braagmmupo-Cysganbckoit Pycun  Bos-
HMK/Ia Ha CBOETO POJia MepemyThe, IePEKPECTUN Pa3INIHbIX CTUINCTIYe-
CKVX BIIVISTHUIL. DTUM MOXXeT OObACHSATHCS IIPETBOPEHIIE B COOTBETCTBUM C
MEeCTHBIMM BKyCaMyi MHOTOOOPA3HbBIX TeM U MOTVBOB, COYETAHNUE PasyInd-
HBIX TUIIOJIOTHIL V1 CTUJIEN, KOTOpBIe 00pasyioT peHoMeH dacajHOI pe3bObI
TeoprueBckoro cobopa — MaMATHUKA, TI0 JYXY U CAMOOBITHOCTHU SIBIISIO-
I[EeTOCs] YHUKAIbHBIM ITPOU3BefieHNeM IMEHHO PYCCKON XY/ 0XKeCTBEHHOI
KY/IbTYPBL.

Maria Orlova
The State Institute for Art Studies, Moscow

NOTES ON SOME MOTIVES OF CARVING OF ST. GEORGE’S CATHEDRAL
IN YURYEV-POLSKY. BETWEEN THE EAST AND THE WEST

The external decoration of St. George’s Cathedral in Yuryev-Polsky
(1230-1234) is one of the most outstanding and, at the same time, mysterious
works of art of Vladimir-Suzdal monumental carving. Typological and
stylistic prototypes which served as a guidance for the patron and executors
of a range of bas-reliefs remain unknown.

Creatures which have not appeared in any of the earlier monuments
of Vladimir-Suzdal stone carving appear in the bestiary on the walls of
St. George’s Cathedral. The most interesting and unusual among them are
two winged dragons. They resemble the images of the Iranian and Caucasian
pantheon rather than the dragons of Western European art of the Middle
Ages. At the same time the capital in the corner with human heads on one of
the Cathedral’s facades undoubtedly has the Western European (probably,
German) prototypes.

The artistic life of Vladimir-Suzdal Russia emerged on peculiar cross-
roads, crossline of different stylistic impacts. This fact can be explained
by the conversion of a variety of themes and motives in accordance with
local tastes. Combination of different typologies and styles constitutes the
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phenomenon of the Cathedral’s fagade carving — the monument which is a
unique masterpiece of exactly Russian artistic culture in terms of its spirit
and originality.
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H.C. Ilepmnna

T'ocymapcrBenHas TperbAkoBcKas ranepes, Mocksa
J.C. Ilepunn

T'ocymapcrBennas TperbsakoBckas ranepes, Mocksa

MKOHA «IIPOPOK VIV B IYCTBIHE, C JKUTUEM
VI MEMICYCOM» U3 CEJIA BBIBYTHI B CBETE ITOCJIETHUX
VICCTTEMOBAHUM

VccnepoBanne maMATHMKA BBINONHANOCH B PaMKax IOATOTOBKMU
AxazleMuyeckoro karasnora gpesHepycckoit sxuBonycu I'TT n umeno coeit
3ajiayell MOJyYeHVe MAKCUMATbHO IIOJTHOM MH(OPMALUU O TeXHOIOTUIN,
TeXHUKE XVMBOIINCH, a TAK)Ke COXPAaHHOCTM OJJHOTO M3 K/II0YEBbIX IIPOU3BE-
mennmit pycckont nkonomucy XIII B.

VIKoHa cuIbHO mOCTpajana OT MHOTOYMC/IEHHBIX IIOHOBJIEHMIA, B
pe3y/IbTaTe KOTOPBIX IOABIWINCH OOMIMPHbIE HOTEPTOCTH II€PBOHAYAIIb-
HOTO KPAaCOYHOTO C/I05l, OCOOEHHO BEPXHMUX JXMBOMIVICHBIX C/I0€B. 3HAYM-
TEIbHO IIOCTPafaIN KOHTYPBI M300pakeHMit, IOl KOTOPBIe 3aXOAUT OesIblit
MeTan GoHa.

B pamxkax uccnemoBaHMsA M3y4eH IUTMEHTHBIV COCTAaB >KMBONNCU
¥ BBIABJ/ICHBI IHTEPECHBbIE OCOOEHHOCTY VCIIO/Ib30BAHNUA HEKOTOPBIX INT-
MeHTOB. Hanpumep, /11 BceX ro/TyObIX, CMHUX U 3€JIEHBIX KOJIEPOB, COCTOSA-
VX M3 aypUIIUTMEHTA ¥ MTH/IUTO, MICTIO/Ib3YeTCA He TOJIbKO MHJNUTO, a CMECh
CMHEro NMUIMEHTA C yIJIeM IPUMEPHO B PaBHBIX IponopuuAax. B dmcrom
BIJIe MHIUTO IPUMEHAETCA TONbKO 1A 3aBepLIaloLero PUCyHKa apXUTeK-
TYPbI ¥ CKIa[JOK Ha CMHMX OfIeXK/IaX.

B >XmBommcy MKOHBI aKTMBHO MCIOJIb3YIOTCsS HACBILIEHHbIE Kpac-
HO-KOpVMYHEBbIE 11BETa, IIABHBIM 00pPa3oM COCTOsINE U3 KPACHBIX OXp U
UIX CMecell C aypUIMIMEeHTOM, KMHOBapbio 1 Oenmmmamu. Ocobblit MHTepec
IpefcTaB/iseT KOPMYHEBO-/IMIOBbIN IIMTMEHT, KOTOPBIM BBIIIOJTHEHBI TOPKI
U HeKoTopble ofex/bl. CoueTaHMe Cepo-TOMyObIX ¥ MHTEHCUBHBIX Kpac-
HO-KOPMYHEBbIX OTTEHKOB OIIpefie/isieT YHIUKA/TbHOCTb KOIOPUTA MKOHBI.

OpMH U3 MHTepecHeNINX pe3yIbTaTOB IIPOBEEHHBbIX MCCIef0Ba-
HIIT — OOHAapY>KeHIe OCTATKOB IIBETHOTO JIaKa, KOTOPBIiT, KAK MOYKHO IIpefi-
II0/1aTaTh, IepeKpbIBa/l META/I Ha BCEVl TOBEPXHOCTH (HOHA U1 HUMOOB.

TexHMKa >XMBOMINICK paccCMaTpUBaeMOIl MKOHBI JOBOJIbHO IIPOCTa, B
Hell OTCYTCTBYIOT MHOTOC/IOVHbBIE MOJIeTMPOBKI. Kolepa HaHeCeHbI XKUMIKO,
9aCTO HEPAaBHOMEPHBIM coeM. IlepBblit C0it M MMYHOTO, M JOMUYIHOTIO
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ABNAETCA OCHOBHBIM, U, OIIpefe/sAd IBET KaXX/I0M feTann, IepeKpblBaeTcs
JQIBHEIIMMY MOJENMMPOBKAaMI JIMIIb B HeOObLION cTeneHu. TeHeBble
YJaCTKM U CBETA MOJEMPOBaHbI B OfINH, peXe B JiBa c1os. KuBonucHyo
MaHepy XY/IO)KHMKAa B OIPE/Ie/IEHHONM CTENEHM MOXKHO Ha3BaTbh CKOPO-
IVICHOJ, XapaKTEPHOII CKopee [y NaMATHMKOB MOHYMEHTAIbHOM >XKMBO-
micu. [Tpu aTOM O4eBUfEeH NHTepec MacTepa K IeKOpaTUBHOI IpopaboTKe
OT/Ie/IbHBIX 3/IEMEHTOB KOMITO3UIMY, YacCTO MMEMIIMX BTOPOCTENEHHBbIN
XapakTep.

IIpoBefieHHbIE MCCNIEOBAHNA IO3BONMMIM YCTAaHOBUTb, YTO TeX-
HMKA XMBOIIMCY JINYHOTO Y JJOIMYHOTO, a TAK)Ke TEXHOJIOTMSA IPOU3Besie-
HA B 11e710M O/1M3K1 MKOHaM 1epBoii nonoBuHbl X111 B., n3ydeHHBIM HaMU
paHee IIpy MOJIrOTOBKE TOMA, IIOCBAIIEHHOTO VICKYCCTBY JJOMOHIOJIbCKOTO
nepuogpa.

Daria Persina
State Tretyakov Gallery, Moscow
Dmitry PerSin
State Tretyakov Gallery, Moscow

THE ICON “SAINT ELIJAH THE PROPHET IN THE DESERT, WITH
SCENES FROM HIS LIFE AND THE DEESIS” FROM THE VILLAGE
VYBUTY IN LIGHT OF THE RECENT RESEARCH

The St. Elijah icon research was undertaken in the framework of
publication of the State Tretyakov Gallery collection of the Ancient Russian
painting catalogue and aimed at receiving the fullest information about the
technology, artistic technique, and the state of preservation of one of the
essential pieces of the 13th century’s Russian icon painting.

The icon suffered from numerous renovations which led to the
wide abrasion of the original paint layers, especially of the upper ones. The
outlines of the images, which are underlaid with the background metal,
were heavily damaged.

During the study, the pigment combinations were analysed, and
some noteworthy peculiarities of several pigments’ usage were revealed, e.g.,
all the blue, dark-blue and green colours, formulated of the orpiment and
the indigo, turned to have not only the indigo but the dark-blue and coal
mixed in approximately equal proportions. The indigo in pure form is used
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only for the final drawing of the architectural background and the folds of
the dark-blue clothes.

Intensive red-cinnamon colours, mainly composed of red ochre and
red ochre mixed with orpiment, cinnabar and ceruse, are extensively used
in the icon’s painting. Noteworthy is the brown-lilac pigment used for the
representations of the hills and some clothes. The combination of grey-blue
and intensive red-cinnamon tones makes the unique colour spectrum of the
icon.

One of the most interesting results of the study is the revealing of the
remains of the pigmented varnish which, as may be assumed, used to cover
metal sheets on the background and halos.

The painting technique of the icon in question is quite simple, there
is no multilayer modelling. The colours are applied weakly and often in
an irregular manner. The first layer of the faces and hands images, as well
as the clothes’ ones, is the base that determinates each detail colour and
subsequently is covered with the modelling layers in a very slight degree.
Shade areas and highlights are modelled in one or, rarely, in two layers. The
artistic manner could be qualified as sketchy, which is more likely for the
wall paintings. Nonetheless, the painter is very attentive to the ornamental
working out of some composition details that are often of marginal
importance.

The undertaken research enabled us to conclude that the painting
technique (i.e., the execution of both faces and clothes), as well as the
technology of the piece of art under consideration, in general, are similar
to those of the icons created in the first half of the 13th century, that we had
studied while preparing for publication the catalogue volume on the Early
Russian art of the Pre-Mongol invasion period.
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E.M. Caenkosa
T'ocymapctBeHHas TpeTbsAKoBcKas ranepes, Mocksa

K YTOUHEHIIO UKOHOTPA®VYECKOW ITPOTPAMMBI MKOHBI
«MJIbS ITPOPOK B ITYCTBIHE, C JKUTUEM U JEMCYCOM»
13 CEJIA BbIBYTbI

VxoHorpadmueckmit UMK XUTUITHOV MKOHBI VY mpopoka, 1o
MHEHMIO VICCIeloBaTesell, HaCUMThIBaeT 14 Clo)keToB, HauMHasAch « CHOBM-
nenreMm CaBBaxa» U 3aKaHuMBasACh «OTHEHHBIM BO3HeceHMeM». Tpaguin-
OHHO CYMTA/IOCh, YTO HA HIKHEM I0JIe PacIojIarasoch eCTh ClieH, KaKaasa
U3 KOTOPBIX COOTBETCTBYET IIOSICHON (UIype CBATOTO, IOSABMBIINXCS B
6oree mo3Hee BpeMs, IpeanonoxnurenbHo B XVI B. OgHako nposeseH-
HbIe VICCTIeJ0BaHNs IIO3BOIAIT KOHKPETU3NPOBATh KOIMYECTBO CHOXKETOB,
COKpATMB VX J10 12, TOCKOIBKY Ha HYDKHEM 1071 OBUIO IIPeICTaBIeHO BCETO
gyeTplpe Komnosuuuu: «’Keprsonpunomenne Ha rope Kapmmn», «3akma-
Hue Xpenos Baama», «IIpussanmue Enucesa» nm «OraeHHOe BO3HECEHME».
CreyeT OTMETUTD, YTO M3HAYaJIbHO BCe CIIEHBI VIMeNN MOAPOOHbIe HaJ-
IJCU B HECKOTbKO CTPOK, BBIIIOIHEHHbIE KMHOBapblo. PparMeHT aBTOp-
CKOJ1 )KMBOIIUCY COXPAaHMUJICA B IPEeAIIOCTIeIHEM KIeliMe.

VccnemoBarenu oTMeyany CIOXKHBIN 3aMbIcell MKOHOTpadyecKkoi
IpOrpaMMbl MIKOHBI, B KOTOPOM pacKpbIBaeTcsi 3HaueHue obpasa Vlmpu
IIpOpOKa B yxoBHOM u3HM IIckosa. OfHaKo, Ha Hall B3TJLAJ], B 9TOJ MHO-
TOIUIAHOBOJ IporpaMMeé OCHOBHOE BHMMaHMe yzeneHo ponu llepksu u
TaMHCTB B CIIACEHMM 4YeoBeka. Tpu KieiiMa 1300paxkaioT mpeObIBaHUE U
gyypeca Vnbu B fome Capentckoii BfoBbl. COITTacCHO TONKOBaHMIO JloaHHa
37aroycra, KaKpoe cOObITME 9TOl MCTOpUM HpooOpasyeT OIpefe/eH-
Hble IIepPKOBHbBIE TAMHCTBA. B clokeTe «YMHOXKeHMe X1e00B» 1300pakeHbI
IIAATh KPYIJIBIX X/I€00B, KOTOPBIE BBI3BIBAIOT ACCOLMALINY C IATHIO 6OTOCITy-
»ebHbIMU TTpocdopami, a purypa npopoxa, nopjarllero xaeb Brose u ee
CBIHY, — ¢ 0bpasom Xpucra B EBxapucTtun.

[Tpoo6pasoBaTenpHbIil Xapakrep ukoHorpadum Vasu mnpopoxa
B IIyCTbIHE B co4yeTaHuM C JlercycoM BBIBOAAT HA IEPBbIil IJIaH MIMEHHO
eBXapUCTUYECKUII aCIIeKT IIporpaMMbl. Takue ke upeyu ObUIM 3aT0KEeHBI
B POCINCSAX aNTapeil XpaMoB, B YaCTHOCTH, LieHTpa/lbHOI ancuabl Craca
Ha Hepennige, a Takke AMakoHHMKa Xpama B Mopaue, e 6bi1 1306pa-
xeH Jlencyc n xutue npopoxa. Ponb VMnbu Kak CBALEHHMKA IOJYEPKIU-
BaeT U KPacHbIII CBUTOK B €r0 pyKax, TaKol Xe, Kak y Criacuresns: B [lencyce.
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O4eBupHO, 4TO codeTanme [lencyca u >xutuitHoro nukna Vapu npopoka —
9TO He CTOMbKO MECTHBIV, CBOVICTBEHHDIN IICKOBCKO KYIbType IIpUEM,
CKOJIBKO YCTOABUINICA IPUHLINUII BUSAHTUMCKO I/IKOHorpa(bMM.

Elena M. Saenkova
State Tretyakov Gallery, Moscow

REVISITING THE ICONOGRAPHIC PROGRAMME OF THE ICON
“ST. ELIJAH THE PROPHET IN THE DESERT, WITH SCENES FROM
HIS LIFE AND THE DEESIS” FROM THE VILLAGE VYBUTY

For a long time, scholars have presumed that the iconographic cycle
of St. Elijah the Prophet’s vita icon consists of fourteen scenes, beginning
with the “Savakh’s vision” and ending with the “St. Elijah’s ascension to the
heavens in the fiery chariot”. The lower part of the frame was traditionally
supposed to contain six scenes, each of which corresponded with the half-
length figure of the Prophet and was painted later, presumably in the 16th
century. However, more careful research of the icon has enabled us to reduce
the quantity of the vita scenes to twelve because only four compositions
are present on the lower border. They are “Offering on Mount Carmel”,
“Punishment of Baal’s priests”, “Elisha’s calling”, “Elijah’s fiery ascension
into the heavens”. Noteworthy is that all the scenes used to have several
rows of comprehensive cinnabar inscriptions initially. The author’s painting
fragment survived in the second-last border scene.

Some scholars assumed that the elaborate conception of the icon’s
iconographic programme revealed the role of St. Elijah the Prophet in Pskov
spiritual life. However, the main idea of this multifaceted programme could
be the role of the Church and its sacraments in human being salvation. Three
scenes show Elijah’s sojourn and his miracles in the widow of Zarephath’s
house. According to St. John the Chrysostom exegesis, every event of this
story prefigures the Church sacraments. The scene “Multiplication of
bread” presents five round-shaped loaves that might be associated with five
prosphoras of the Divine service, while the pose of the Prophet giving the
loaves to the widow and her son reminds Christ’s figure in the scene of the
Communion of the Apostles (Eucharist).

“St. Elijah in Desert” iconography, with its prefigurative character,
enriched with the Deesis, brings the eucharistic aspect to the foreground of
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the icon’s programme. The same idea underlies the altar murals depicting
the Deesis and the vita cycle of the Prophet Elijah, for example, in the central
apse of the Saviour church at Nereditsa and in the diaconicon of the Moraca
Monastery church. St. Elijah’s role as priest is emphasized by a red scroll in
his hand, similar to Christ’s one in the Deesis.

Summing up, the combination of the Deesis and St. Elijah vita cycle
is not the local feature, peculiar to Pskov culture, but the settled principle of
Byzantine iconography.
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I'.A. Cepkuna
T'ocymapcrBenHsit OpMurax, Cankt-IletepOypr

O HEKOTOPOM B/IAHNN KOYEBHUKOB
HA KOHOTPA®IIO CB. TEOPI'VA

Cypis 110 MHOTOYMC/IEHHBIM IIAMATHYKAM € M300pakeHueM cB. ['eop-
U, KyJIbT KOTOPOTO 3apOAM/ICSA Ha BOCTOYHOI mepudepun BusanTmii-
CKOJI MMIIEpUM, ero MKOHOTpadus paclajaeTcs Ha [Be IPYIIIbL CBATON
BOVH — Ilemnit 6e3 roJloBHOTO yOopa, ¢ KpeCTOM B pyKe MM BOOPYXKeH-
HBIJl MEYOM; CBATOI BOMH — BCAJHUK B II/IeMe, BOOPY>KeHHBIII uKoit. Tpe-
TUI TIEPCOHAX (3MUII/IPaKoH) — 00513aTebHBII 9/TeMEHT CIOXKeTa B I03]I-
HUX M300pakeHMsIX CB. ['eoprusi — KpajiHe pefKO BCTpedYaeTcsi Ha paHHEM
aTare pa3BUTHA ero MKoHorpadum. To ecTb 06s3aTeNbHOE MOSABICHNME TIPe-
CMbIKamwlerocs sMecre ¢ ['eoprueM — 310 o3gHee sABIEHNE, KOITa CIOXET,
HepefaolINii peanbHble CIIeHbI IVIEHeHM s TIeNIero BCaJIHUKOM, TpaHcdop-
MUpPYeTCcsl B aOCTPAaKTHBIN CUMBOJI BEYHOII ujen 60pbObI 106pa co 3710M,
KOTOPBIN 60JIbIlle OTBEYasI IOTPEOHOCTAM XPUCTUAHCKON PeIUTUN.

O momynApHOCTM CIOKeTa CO BCAJHMKOM, IOPaKAIOLIMM KOIIbeM
Bpara (aHTPOIIOMOP(HOro), TOBOPST MHOTOYVC/IEHHbIEe MaMATHUKM V-
VIII B. Bce OHM NpOMCXOOAT M3 BOCTOYHBIX INPOBMHLIWUI VMIIEPUY, TaM,
I7ie IOABUJICA U IO CETOJHAIIHETO NHA MpOoLBeTaeT Ky/labT cBATOro I'eop-
rus (nop nmerneM Jxupmkuca/Xpi3pa/Xblplpiiesa), KOTOPBII IOCTEIIEHHO
BOOpasI B ce0s1 He TONIBKO 9JIEMEHTBI MECTHBIX 3eMJIefle/IbUeCKIX KY/IbTOB,
HO U KyZIbTbI IpopokKa Vimuu u I'pomosepixkiia.

AHTpOIIOMOPQHBI IIEPCOHAX IIPEAIIECTBYET IIPECMBIKAIOLIEMYCS B
uKoHorpaguu cB. ['eoprus. VIcXopns 3 MCTOPUYIECKUX peasnii 9TOTO Iepu-
0J1a, CIOKET CO BCaJJHMKOM, IIOpa’kaloLM Bpara, c/ieflyeT CBA3aTh C IOsAB-
JIeH/eM B 3TOM PerMOHe PasHBbIX KOUYEBbIX HApOMIOB, KOTOpbIe IMO3JHee
IIOCTeIIEHHO IPOJBUTAIOTCSA B ITTyOMHHbIE paitoHbl AHatomuu. O TecHOI
CBSI3U MKOHOTpamIecKnx ocobeHHOCTel B n3obpaxkennu cB. ['eoprus co
MHO>KEeCTBOM 3/IEMEHTOB KY/IbTYPbl KOUeBHIUKOB TOBOPAT ¥ KOCTIOM BOU-
Ha-BCaJHMKA, Y 9KUIMPOBKA, M YOPAaHCTBO XBOCTA U TPUBBI KOHS, ¥ BOOPY-
JKeHJe BCAJHMKA — KOIIbe.

KpoMme TOro, mospl nexammx U CUAALINX Y HOT KOHA IUIEHHBIX, Ha
KOTOPBIX HAIIPaBJIeHO KOIIbe BCAJHUKA, PKO JIEMOHCTPUPYIOT peasbHble
CLIeHbl IIOPAKEHMA BO BpeMs cpakeHmit. O BIMAHMM HOMAJOB Ha MKO-
Horpadmyeckue 0co6eHHOCTH 06pasa CBATOTO BOMHA-BCaJHUKA TOBOPUT,
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B YaCTHOCTH, IIPEJICTaB/I€H€ PYCCKMX KPECTbAH O HEM KaK O CKOTOBOJIE 1
KaK O IOKpOBUTE/IE CKOTA.

O6pas3 cB. 'eoprus kak BcajHNKa-ApaKoHoOOpa B Busantuu noss-
nsercs ¢ KoHna XI B., CHauasa Ha 1edaTsx. Jlo 3Toro BpeMeHy 06paspl CBs-
THIX BCAJIHUKOB-JPAaKOHOOOPIIEB KpaliHe peKo BcTpevaioTcs. IlocrerneHHO
¢ XII B. ero o6pa3 HabupaeT mONMynIApHOCTD, a B XIII B. 06pas cB. ['eoprus
BCaJIHMKa-/[PaKOHOOOpIja IPOKO PacIpOCTPAHAETCS MO BCeil BU3AHTUI-
CKOJ1 OMIKYMEHE.

Galina Serkina
The State Hermitage Museum, Saint Petersburg

ON SOME INFLUENCE OF NOMADS ON THE ICONOGRAPHY
OF ST. GEORGE

The iconography of St George falls into two groups. First, he is
represented as a holy warrior on foot with a cross or a sword in his hand.
This is an early version of the iconography of St George. Secondly, he may
be represented as a rider with a spear striking an anthropomorphic creature
that is lying or sitting. Such a scene reflects the realities of battles, when a
rider captures a soldier. However, over time, this plot from real life, under
the influence of Christian ideology, turned into an abstract symbol of the
eternal idea of the struggle between good and evil. In the later images of
St George, evil is personified by a dragon. The iconography of St George
and other holy warriors on horseback was influenced by the culture of the
Nomads. We are talking about the costume of the rider, about his spear,
about the equipment of the horse, about the decoration of the tail and
mane of the animal. During this period, when these features appear in the
iconography of St George, various nomadic peoples who came from the
East were active in this region. These were mainly Turkic-speaking peoples
who were gradually moving into the depths of the Byzantine metropolis
through constant battles.

The image of St George as a dragon-fighting horseman began to
appear in Asia Minor since the 11th century. However, it spread widely
throughout the Byzantine oecumene only in the 13th century. This Orthodox
saint, a warrior of the Emperor Diocletian, eventually absorbed elements
of agricultural cults in the territory of the Middle East, the cult of Elijah
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the Prophet, the Thunderer. His name in this region inhabited by Muslim
population is Djirdjis, Khyzyr or Khydreles.

In addition, the connection of this image with the culture of nomads
is hinted at by the ideas of Russian peasants about him as a cattle breeder
and patron of animals.
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9.C. CmupHOBa
MTI'Y umenu M.B. JlomoHOCOBa;
['ocymapcTBeHHBIN MHCTUTYT UCKYCCTBO3HaHMA, MockBa

MUHUATIOPA IOBKOBCKOTO ITPOJIOTA (TIM, XJIV/I. 187)
B PAMKAX HOBIOPOJJCKOTO ICKYCCTBA XIII BEKA

Pyxomnuch Jlo6koBckoro ITponora (1262 mnn 1282), kak 1 ee MMHMA-
TIopa ¢ usobpaxenueM HepykorBopHoro Cmaca u [ByX apXaHTIeJIOB,
TECHO CBA3aHbl ¢ HOBropogckom Kynbrypoit XII-XIII BB.: ¢ ogHOI M3
nepkseli HepykorBopHoro O6pasa, oTKyza, 10 BCell BEPOATHOCTH, IIPO-
UCXOAUT pykomuch, a Takxke ¢ mxoHoit I'TT «Cmac HepykorBopHbIit»
(c «I[IpocnaBnennem Kpecra» Ha obopore). VzobpaxxeHus Ha 06eux CTo-
POHAaX 3TOJ MKOHBI COBMEI[€Hbl MMHMATIOPUCTOM B €IMHO} KOMIIO3U-
. O630p COXpaHMBIIMXCS IAMATHUKOB BU3AHTUIICKOTO MMpa Kak
KOMHIJHOBCKOTIO, TaK ) I1aJIe0JIOTOBCKOTO IE€PUOJOB 3aCTaB/sAET IPENIIO-
JIOKITD, YTO MKOHHBIe M3006pakeHnss HepykorBoproro Craca Tam 6bUIn
KpaifHe pelKM, TOT[ja KaK B PYCCKOJ MKOHOINCU OHM OBUIM IIOMY/IAPHBI,
YTO HAIIIO OTPa)KeHMe, B YaCTHOCTM, ¥ B HAa3BAaHHBIX NMaMATHMKAX. YKa-
3aHHBIe OOCTOATENbCTBA JAIOT OCHOBAHME IPEANOTIOXWUTb, YTO M IIPO-
ClMaBIeHHbIN «J/laHCKMIT 06pa3» — YyOTBOpHAs MKOHA B cobope ropopa
Jlar Bo ®paHIuy — MMeeT PyccKoe MPOUCXOXKAeHNe (BO3MOXKHO, U3 F0T0-
3anagHol Pycn).

Engelina Smirnova
Lomonosov Moscow State University;
The State Institute for Art Studies, Moscow

THE MINIATURE OF THE LOBKOV’S SYNAXARION (STATE HISTORICAL
MUSEUM, CHLUDOYV 187) IN THE CONTEXT OF THE NOVGOROD ART
OF THE 13th CENTURY

The manuscript of the Lobkov’s Synaxarion (1262 or 1282), as well
as its miniature with the depiction of the Holy Face and the two angels,
are closely related to the Novgorod culture of the 12th and 13th centuries:
to one of the churches of the Holy Face, from where, most probably, the
manuscript comes, as well as to the icon “Holy Face” from the Tretyakov
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Gallery, with the “Adoration of the Cross” on its reverse. The images
on both sides of this icon are combined by the miniature painter in one
composition. An overview of the extant monuments of the Byzantine world
of Comnenian, as well as of Palaiologan periods makes us suggest that the
icon depictions of the Holy Face were extremely rare there, whereas in
Russian icon painting they were popular, which is reflected, inter alia, in the
above-mentioned monuments. The circumstances indicated above provide
the basis to assume that the famous “Holy Face of Laon” - the miracle-
working icon in the Laon Cathedral in France - is of Russian provenance
(possibly, from South-West Rus’).
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T.10. IlapeBckasa
FOCYJIapCTBeHHbIﬁ[ VMHCTUTYT NCKYCCTBO3HaHNA, Mocksa

OEPKOBb HUKOJIbI HA IMITHE I EE XPAMOBA IKOHA:
HEKOTOPBIE BOITPOCHI TOIIOTPA®OUN I UKOHOI'PAOUMN

Bossepenne xpama Hukosbl Ha octpose JIumHo B fenbTe peku Mcra,
NIpUYPOYEHHOE HOBIOPOMCKOM NIETONMUCHIO K 180-71€TUI0 «CITyCTA IPUIIIbI-
TV 4y[JOTBOPHOTO 00pas3a» cBATOro HukosbI Ha KPYIJIOil JOCKe, OT KOTO-
poro ucuenuics KHsa3b Mcrucnas, B apeBHeit Tonorpadum Hosropopa u
ero OKPeCTHOCTel OBIIO TECHO CBSI3aHO C 3aTOPOJHOI KHSKECKOI pesu-
noeHuuell Ha PropukoBoM ropopulie, Ifie HECKONbKUMMU [eCATUIeTUAMU
paHee npoxxusan u Anekcauap Hescknmit. Ota TeppuropuanbHas 61130CTb
ChITpajIa He IOCTIeNHIO POJIb B HEKOTOPHIX OCOOEHHOCTSX CTPYKTYPHI U
UJEHO IPOTPaMMBbI INIIEHCKO CTEHOIINCH, B KOTOPOIT OYEBUEH OPUEH-
TUp Ha pocmycy 6nmmsnexaigert Hepepniip, rae 3aMeTHOe MECTO 3aHUMAIOT
06pasbl 6/1aroBepHBIX KHA3E. BepoATHO, K MECTHBIM MHUIVIATUBAM CJIe-
OyeT OTHECTU U TeMBI, CBSI3aHHbIE C KPEILEeHVEM, BeCbMa 3HAYMMbIe B JICTO-
PUYECKOM KOHTEKCTe CBOero BpeMeHU. OIHAKO OINpefenaLIMUA CBOEO-
Opasue 3HaueHMs U OOJIMKa TUIIEHCKOTO XpaMa, BKYIle C er0 3HaMEHWUTHIM
XpaMOBBIM 00pa30oM, CTa/lIM He TU 3JIEeMEHTBI COJIeP)KaHNsI, @ OPUEHTUP Ha
HaJIHAIIOHa/IbHble XPUCTUAHCKIUe cBATBIHYU — KpecTt ['ocniogens u cBATH-
mmie B bapu, Kyzia AByMA CTONETUAMM paHee OBbUIN ITepeHeCeHbl MOIIY CB.
Huxkonasa MuUpIMKNIICKOro, TaKXXe KaK U XapaKTepHOoe IJIs pUMCKON Tpa-
OUIMY COBMeCTHOe TounTtanue cB. Hukonas u cB. KnumenTa manbsl Pum-
ckoro. OcosHaHMe NMPUYACTHOCTY K BEIMKUM CBATBIHAM XPUCTUAHCKOTO
Mypa 1 uX 6e3MepHOIT 4yIOTBOPHOII CHJIbI, IIPEOi0JIeBalOLIel IF0ObIe pac-
CTOAHMS, HALJIO OTPA)KEHNE B YHUKAJIbHOM JI/I1 MECTHOM apXUTEKTYPHOM
TpauIVK JieKope ¢acajjoB LepKBY, B KOTOPOM TOCIOACTBYeT TeMa Kpecra,
B 3HAKOBOM IIOCBSIIIEHN XPAMOBBIX IIPECTOJIOB, B MKOHOTpadun 1 IeKo-
PaTMBHON COCTaB/IAPIIENl XpPaMOBOM MKOHBI. B [loK/laje 3aTparmBaioTCcs
BOIIPOCHI IIpeIOMJIEHM S 3alIafHON TPafiuLIiyi B STOM HOBIOPOJCKOM apXM-
TEKTYPHO-XyJZ0>KeCTBEHHOM aHcaMOJie U ee IepeIUIeTeHMiI C MEeCTHBIMU
peanysaMIy, COMOCTAB/ISIIOTCS MOOYAUTe/IbHbIE MOTVBbI MHTEPeca K CBITH-
iy B bapu, npakTudecky CMHXPOHHO IposiBlIeHHOro B Hosropoze u Ha
JIPYTOM KOHIIe BU3aHTUIICKOro Mupa — B Cepbun.
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Tatiana Tsarevskaya
The State Institute for Art Studies, Moscow

THE CHURCH OF ST. NICHOLAS ON LIPNO AND THE ICON
OF ITS PATRON SAINT: SOME QUESTIONS OF TOPOGRAPHY
AND ICONOGRAPHY

The construction of the Church of St. Nicholas on the island of
Lipno was timed by the Novgorod chronicle to the 180th anniversary “after
the arrival of the miraculous image” - the icon of St. Nicholas on a round
panel, thanks to which Prince Mstislav was healed. In the topography of
medieval Novgorod and its environs, the Church and the monastery of
St. Nicholas were closely connected with the country princely residence on
the Rurik hillfort, where Alexander Nevsky lived several decades earlier.
The territorial proximity played not the least role in some features of the
structure and ideological program of the wall painting, close to some extent
to the paintings of the nearby Nereditsa. However, the uniqueness of the
facade decoration, some elements of the fresco iconographic program as
well as the peculiarities of the famous icon of St. Nicholas painted by Alexa
Petrov (according to inscription made on its lower margin in the 16th cent.),
were determined by reference point for the supranational Christian shrines,
sanctuaries and worship services — the Cross of the Lord and the basilica in
Bari, where the relics of St. Nicholas of Myra were transferred two centuries
earlier, as well as the veneration of St. Nicholas together with St. Clement
the Pope, that is characteristic of the Roman tradition.

The report touches on the issues of the refraction of the Western
tradition in the Novgorod architectural and artistic ensemble of Lipno and
its intertwining with local realities, compares the motivations of interest in
the sanctuary in Bari, almost simultaneously manifested in Novgorod and
in Serbia.
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M.A. llanuna
T'ocymapcrennsiit Pycckuit myseit, CankT-Ilerep6ypr

MKOHA BOTOMATEPY YMWIEHWS 3 BEJTO3EPCKA B IUAJIOTE
BOCTOYHOXPUCTVAHCKON U SATTATTHOM KY/IbTYPBI

Kpynusiii xpamoBslit 06pas boromatepn YMmuieHus, momyansiuei
IO MeCTy IpONCXOXAeHNs HamMmeHoBaHue «benosepckoit» (I'PM), 6ma-
rofapsi peakoMy oOpasHOMY 3aMbBICTTy ¥ HEIOXOXKMM Ha Jpyrue JJOMOH-
TOJIbCKIE TAMATHUKY XYJOXKECTBEHHBIM OCOOEHHOCTSIM, 3aHMMaeT 0CO-
60e MecTO B pyccKoM uckycctBe. [TouepkuBas cakpanbHOCTD 1 APEBHOCTD
TOPOJICKOrO Ma/UIafiyMa, ICTOYHMKM Ha3bIBAKOT €ro «KopcyHCKuM», ueMy
COOTBETCTBYIOT MOHYMEHTA/IbHOCTD VM peIpe3eHTaTBHAA 3HAYUTE/IbHOCTD
caMoi1 60/IbIION 6OTOPOANYHOI MKOHBI TOM 310X, MacimTabHo npeysenn-
gyeHHble purypsr Mapun — «bora HeBMeCTVIMOTO BMECTI/INIIE» Y OCOOEHHO
Xpucra, MpefCcTaBIEHHOTO He M/IafIEHIIEM, @ OTPOKOM, C TPYZIOM BIIVICAHbI B
TPaHNUIIBI CPETHMKA, 00PaMIEHHOTO paMOJ CMHMX ITOJIEN C IIBETHBIMY Mefja-
nboHamu. Tema Bortomennsa CoBa pacKpbIBaeTCs Yepe3 HeoObIYHO 0OHa-
JKE€HHbIE T10 KOJIEH! I 9yTh CKpellleHHble Horu Vucyca, B oTim4me ot gpyrux
JacTell TMYHOTO, MOJETMPOBAaHHbIE 00BEMHO, 3pMIMO CBUAETENLCTBYS 00
060>XeHHOI «KMBOJI» IJIOTY )XKepTBeHHOTo ATHIIa. EBXapucrudeckoe npu-
KOCHOBEHIE K Hell ObUIO peajIbHBIM, YYUTBIBAsA JOCTYIHOCTb 9TOJ 4acTy
usobpaxxeHus g nenoBanusa. CTONb ke ABCTBEHHO B HeOECHOI NUTYp-
TMM YYACTBYIOT aHTe/Ibl, IPMHUMAIOIME KE€PTBY IOKPOBEHHBIMIU PYKaMU,
obnayeHHbIe B Oerble IbAKOHCKME cTuxapyu. O6pa3 KpecTHOTO IIyTH BBIpa-
KEH U Yepe3 KMHOBapHble HUMOBI, BeHYaIOII[Vie Hepas/ie/IbHO CIUTBHIX boro-
Matepb 1 CpiHa - IlepkoBb XpuctoBy u Bennkoro Apxuepes. benblit jBet
¢dona acconumpyercs ¢ LlapcrBuem HebecHbiM, a mpoyMaHHOe pacIioyo-
KEeHJe Ha T0/IAX 00pa3soB IEPBOCBSAIIEHHNKOB, IIPOPOKOB 1 CBATBIX JX€H
BBIAB/IAIT BaXKHENIINE 9KK/IE3MOTIOIMYECKIEe Y IUTYPrUdecKye UIen.

JKuBonucHasg MaHepa ompefieifieTcs MCCHefoBaTeIAMMU I10-pas-
HOMY, KaK I BpeMs CO3[JaHN A ITaMATHMKA. B HeM Bujenmm To mpumep ucKyc-
ctBa CeBepo-Bocroka Pycy, 4to yaije oOBACHSIIN IPOUCXOXKAEHNEM U3
benosepcka, B 1207-1238 rr. nmpuHajiieXXaBlllero POCTOBCKUMM KHA3bAM;
TO OTPa’KeHVe HOBIOPOJCKNX Tpafuuuit. Mexmy TeM, OnpeneeHHOCTb I
[aKe MMIIEPATUBHOCTD Xy[LOXKECTBEHHOIO CTPOSl, IOKAJIbBHOCTDb U IPKOCThb
HAaIpsDKEHHOTO KOJIOPUTa C KOHTPAaCTHBIMM COYETAaHMAMM AKTVBHBIX
LIBETOB IIO3BOJIAIOT CBA3BIBATh IIpousBefieHne ¢ Hosropogom. bonee toro,
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CTU/Ib MKOHBI C €€ IJIOTHOJ JINTOM KapHalyell MKa, IOJYEePKHYTO YBe/u-
YEHHBIMU Y IIVIPOKO PACKPBITHIMU I7TA3aMI, MACCYBHBIMM, BBICTYIAIOLIVIMUI
3a IJIOCKOCTDb (OHA M300pa>KeHNAMH, TaeT OCHOBaHME pacCMaTPUBATh €ro
KaK IIpefiTedy TOTO HaIlpaB/IeH)s, KOTOpOe 00peTeT CBOI0 3aKOHUYEHHOCTh B
ukoHe cB. Huxonas n3 [lyxosa moHacTeipsa (I'PM). 910 cBUfieTe/IbCTBYET B
1071b3y 60JIee T03THEeTO, YeM IPUHATO JyMaTh, CO3aHNs ITaMATHUKA — He
panee 1230 r., Bpemenu kHsDxeHus B HoBropope Anekcanzipa Hesckoro.

Llenbiit psiy 0COOEHHOCTEIT, KOTOPBIE MOYKHO OIPeJe/TUTh, IO BbIpa-
)ennmwo ['.C. KonmakoBoii, Kak yrpupoBaHue HeCOpasMEPHOCTEN, HaXOAT
napajjie/ii B IIO3JHEPOMAHCKOM, IIPEX/e BCETO UTATbAHCKOM MCKYCCTBE,
VICIIBITABIIIEM CUIbHOE I'pedyecKoe BiMsAHMe B IepBoit nonosuHe XIII B.
OHM BBIpasWINCh B HEIPUBBIYHOM COOTHOLIEHNY OIPOMHOIO CpefHMKA
U Y3KMX IIOJI€NI, HEXapAaKTE€PHON [/I BU3AHTUIICKOV TpafguLUy YKPYIIHEH-
HOCTU HUMOOB ¥ 0COO€HHO HefieTcKoll (urypsl XpucTa, Kak U B HEKaHO-
HIYeCKOM XapaKTepe OO/laueHus B BUJeE LIMPOKOI OPaH>KeBAaTO-KOPWUY-
HeBOJI pU3bl, HAIOMJHAIOLIE CTPACTHYIO OArpsHMILY; a TaKKe B PUCYHKe
TOTMYECKYM 3a0CTPEHHBIX 4YepT nMKa boropopmupl. YumreiBasg opmeHTH-
POBAaHHOCTb MacTepa Ha KaKOI-TO IOYMTAeMBbIil oOpasel], O 4eM CBUfe-
TEIbCTBYET SKe/IaHMe BOCIPOM3BECTM JaKe OONMK [AparoleHHOTo yOpaH-
CTBa C MeJja/IbOHaMM, BHIIIOJTHEHHBIMI B TEXHUKE MI€PErOPOYATON dMaJIN,
MO>XXHO JIyMaTb O 3aIla/JHOM IPOMCXOX/IEHMM KOIMPYEMOIO MPOTOTHUIIA.
9TO MO3BOJIAET PACHIMPUTD KPYT M XapaKTep 3apyOe>XHBbIX cBs3ell Bemn-
Koro Hosropopa, rie nepecekanuch pasHble 10 Xy[0>KeCTBEHHON IpUpojie
TpafuIyuy U OBITOBaIM IPOM3BEIEHNA, MMEBIINE caMble HEOXXUIaHHbIE
VICTOUYHMKI IIPOVICXOXKEHUA.

Irina Shalina
The State Russian Museum, Saint Petersburg

ICON OF THE VIRGIN OF TENDERNESS “BELOZERSKAYA” IN THE
DIALOGUE OF EASTERN CHRISTIAN AND WESTERN CULTURE

The sources call the large church image of the Mother of God
“Belozerskaya” (the State Russian Museum) “Korsunskaya”, which was
usually associated in Russia with imported or oldest monuments oriented
to Greek worship patterns. The icon occupies a special place in Old Russian
art due to the uniqueness of its design and rare artistic solution.
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The iconography includes figures highlighted by their large scale and
united by cinnabar halos. The image of Christ is unusual being represented
not by an infant, but by a youth, with legs bared to the knees, which reveals
the sacrificial theme of the Incarnation of Christ and the Creation of the
Church. The thoughtful arrangement of medallions in the margins with
images of high priests, prophets and holy women brings to light the most
important ecclesiological and liturgical ideas.

The peculiarities of the painting style make it possible to link this
artwork with Novgorod icon painting and to date it to the second quarter
of the 13th century, not earlier than the 1230s. Moreover, a number of
characteristic features of the image find parallels in Late Romanesque, first
of all, Italian art, which experienced a strong Greek influence in the first half
of the 13th century. This makes it possible to expand the circle and nature
of foreign relations of Great Novgorod, where traditions of different artistic
nature intersected, and also there were works that had the most unexpected
sources of origin.
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II. UICKYCCTBO BUSAHTUNCKOI'O
MMWPA B XIII BEKE

THE ART OF THE BYZANTINE
WORLD IN THE 13th CENTURY



A.A. AgammnHcKag

Wuctutyt BocrokoBeienna PAH, Mocksa

E.A. Bunorpapgosa

[TpaBocnaBublit CBATO- TMXOHOBCKMII TYMaHUTAPHbBI YHUBEPCUTET;
Poccniickas akagemusA XUBONNUCH, BasgHuA 1 3og4decTsBa Vinbu I'masyHosa,
MockBa

HOBOOTKPDBITBIE ®PECKI KAITEJI/IbI BO3JIE
MOHACTDIPA CYMEJIA B IIOHTE: JATUPOBKA,
MKOHOTI'PA®NA U1 CTUIb

Momnactbipp [Tanarun CymMennoTncchl pacionoXKeH B TOpHOI 061a-
ctu Maryka Hefianeko oT TpanesyHzia. OH IOCTpO€H Ha BBICTYIIE KPYTOTrO
00pbIBa 11 YaCTMYHO VICIIONIb3YeT CUCTEMY eCTeCTBEHHBIX M PYKOTBOPHBIX
nemiep /s yCTpOJCTBa CBOUX noMeneHnit. OJHaKo, IIOMIMO COOCTBEHHO
MOHACTBIPCKMX IIOCTPOEK, B OKPYTre MOHACTBIPSA CYIIeCTBOBAIO HECKOIbKO
nepkseii-Kane/ut. B 2017 r. B Xofie pecTaBpanyy Oblla OTKPBITA, @ TOYHEE,
OTKPBITA 3aHOBO HeOO/IbIIIas KalleJIa, PaclloIO’KeHHAsA Ha yTece K CeBepy
HaJl MOHACTbIpeM. JTa 4aCTUYHO OOPYIIMBIIASACA IOCTPOJKA paclycaHa
¢dbpeckaMu BHYTPU M CHApY>K!, KOTOPbIe MOXHO C YBEPEHHOCTBIO JaTUPO-
BaThb XIII B. Ha OCHOBAaHMM CTWIS M YaCTMYHO COXPAHMBIIETOCA MMIIEpa-
TOPCKOTO KTUTOPCKOTO OPTPeTA.

Buauane nmpepicraBuM IepBOHaYa/IbHOE ONMCAHMe TaMATHIKA, II0Ka
HEM3JaHHOTO. BHYTpeHHAA 4acTb HAIlOJIOBMHY OOBa/JMBIIENICA KaIleJUIbl
3aHsTa cueHamu I[lpasgumkoB (IIpeobpakenue, Ycmenue, Kpemenue u
PoxpectBo XpucroBo), ¢urypamy IpenofoOHbIX ¥ MYYEHUKOB, Cpefu
KOTOPBIX MacIITaboM BbIfie/ieH CB. ['eopruii, 4To HABOJAUT Ha MBIC/Ib O COOT-
BETCTBYIOIeM IOCBsAIeHNN Kanemwtbl. Ocoboe BHUMaHMeE ye/IeHO NKOHO-
rpaduu ClieH, KOTOpble BK/IIOYAIOT TPY M300paskeHNsI MOHALIeCKUX Y cIie-
Huit (cB. AHTOHMSA, cB. CaBBbl U CB. EBQUMNA) ¥ KTUTOPCKUIT IOPTpET
HEeKOeTo MMIlepatopa, BepoATHO Manymna I Benmnkoro KomunHa (1238-
1263), mu6o ero npeeMHnkoB — Augponuka II (1263-1266) unn 'eoprus I
(1266-1280), Bemomoro mokposuteneM TpanesyHga — cBATbIM EBreHnem.
[TpoBenen mMxoHOTpadMIecKMii aHAIN3 OTHENIbHBIX 37€MEHTOB JaHHBIX
MKOHOTpaduil, YTeHNe UX HAJIICel ¥ KOHTEKCTyaau3anus 06pa3oB MOHa-
XOB-IIYCTBIHHMKOB I IMIIEPATOPCKOIO IIOPTpPETA.

Tax, clieHbl MOHAIIECKUX Y CTIEHNIT HaXOMAT aHAIOTUA CO CXOXKVMMU
CLleHaMJl B MUHMATIOpaxX PyKOINcel, B 4aCTHOCTY, MuHoOIOIMeB, a Takxe
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LMKIaMI1 B CKa/IbHOM MoHacThipe VIBanoBo (bonrapus) XIV B., B kamernte
cB. 'eoprusa B Xunangape XIII B., B [Taneomonactupo B Srasnee Ha Ilenonon-
Hece VI C IOCTBU3aHTUIICKON MKoHorpadueit Ycnenns c. Eppema Cupuna.
Kpome Toro, n3o6paxennsa MoHamecknux Ycrenuii B Cymene 6yayT como-
CTaB/IEHDl C TEKCTAaMM — BU3AHTUIICKMMU IONYIAPHBIMU KOJIEKLMAMM
MOHaIIeCKuX >Kutuit n noydennit (Apophthegmata patrum, «JIyr gyxos-
HbIIT», )KUTNA, cocTaBneHHble Kupuanom Ckudononbckmm), KoTopble KOc-
BEHHO ITOCTY>KI/IN ITpooOpa3aMyt HEKOTOPBIX CIieH.

/306paxkeHNe HEM3BECTHOTO MMIIEPATOPA PACCMOTPEHO B COOTHO-
IIEHNM C HIOPTPETaMI UMIIepaTOpoB TpamnesyH/ia, MU3BECTHBIMY 110 KOINUAM,
crapbIM ¢ororpauaM U CIOBeCHBIM omcanuaM. Hapmuce, conpoBoxpia-
IOL[asA [OPTPeT, HECMOTPs Ha ee HENOJHYI0 COXPAHHOCTb, MOXKET OBITh
IpOAaHA/IN3MPOBaHA B CPaBHEHUN ¢ (POpMy/IaMy MMIIEPATOPCKUX TUTY/IA-
TYP B JOKYMEHTaX II03/JHEBM3aHTUIICKOTO IIepHOJIa.

®peckn, ApKUe ¥ MHOTOIBETHBIE, YaCTh KOTOPBIX (MOHAILIECKWI
IIVIK/I) COXPAaHWIACh B HECKOIbKO M3MEHEHHOM KOJIOPUTE, CTUIMCTIYe-
CKI AICHO BIIMCBIBAIOTCA B MICKYCCTBO BTOPOII monoBuHbl XIII B., 0ueBUIHO
BTOpS, IIPU 3HAYNTEBHOM yrpouteHun, xusonucu Cocpun Tpanesynu-
CKOI1, a HEKOTOpPbIe 00pa3bl HAXOAAT B Hell HENOCPe[ICTBEHHbIE aHA/IOTHIA.
B >KuBomuCK Kare/ibl IpefcTaB/IeHbl MOHYMEHTA/IbHbIe (QUTYPBI C KPYTI-
HBIMI TOI0BaMM, IIMPOKME JMIA C TYCTBIMU OMBKOBBIMM MM KOpUYHE-
BBIMIU IPUTEHEHMAMU IO aOpUCy, TSKENIbIMU BeKaMM, CBEJJCHHBIMM Ha
HepeHoCulle B OffHY JIVMHUIO OpPOBAMM, HECKOJBKO HAXMYPEHHBIM BBbIpa-
JKEHMEeM, @ TO M C BBIPa3sUTETbHBIMM OCTPBIMM B3I/IAJAMM CBEPKAIOLIX
Oenkamy r71a3. CorbeHHble CTapIibl, HECOMbIE 3BEPAMU WINM YYEHUKAMMI,
HaI/IASHO WUIIOCTPUPYIOT MOHALIECKME COYMHEHMA C MX aKLeHTyaluen
acKeTn4yeckoro mozsura. HenmoBko nepefaHHble paKypchbl MHOTOYMC-
JICHHBIX IIOCTPOEK C OaIIHAMM, CTUIN30BAaHHBIN 0e3 M3SAIlecTBa Iefi3ax,
XaOTMYHbIE CKIA[KM JPAaNMpPOBOK JEMOHCTPUPYIOT HE CIMIIKOM BBICO-
KUJI YpOBEHb XYJOXKeCTBEHHOTO MacTepcTBa (3a MCKIIIOYeHMeM obOpasa
cB. ['eoprusa). Bmecre ¢ pocnucpio Karnemt MoHacTbipA ¢B. CaBBbl B Tpa-
nesyHfie 9T (PpecKy MO3BONAIT COCTABUTH IIPEACTaBlIeHNE O pas3iny-
HBIX TEH/IEHIMAX B TPAINe3yH/CKONM MLIKOJIe >KMBOIMCY IIOC/IE POCINCH
Cs. Codun.

Ha mpumepe ¢pecok HOBOOTKPBITON KaIle/UIbl B JOKIajie OymeT
IIPOaHaIM3MPOBaHa CTeNeHb NPOBMHIMAIM3AINY KOHCTaHTMHOIOMbCKIX
06pasnoB (IpuBHeCeHHbIX aydmmmyu u3 macrepo Codunm TpamesyHp-
CKOJ1) B MECTHOI IIKOJIe U NpeACcTaBIeHbl aHanorun. Ilpeamnonaraem, 4To
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pocImch Moria ObITh co3fjaHa ofHUM 13 MacTepoB Codym TpamesyHckoit
WIN €TO YYeHUKAMIL.

ITpoBefenne Takoro pojja CTUIMCTIUYECKOTO aHaIM3a I HaX0XK/EeHMe
MIKOHOTPadMUeCKUX ¥ TeKCTOBBIX ITapajlyIesiell MO3BOIUT CleaTh 3aK/Iioye-
HII€ O JATMPOBKE MAMATHMKA, 0COOEHHOCTSX €r0 XY/[0’KEeCTBEHHOTO A3bIKa,
Ha3HaYeHUN KalleJUIbl, a TakKe GopMy/Iax penpeseHTaluy BIacTu B Tpa-
Ne3YH/ICKOII IMIIEPUM.

Anna Adashinskaya

Institute of Oriental Studies of the Russian Academy of Sciences,
Moscow

Elena Vinogradova

Saint Tikhon’s Orthodox University;

The Ilya Glazunov Russian Academy of Painting, Sculpture

and Architecture, Moscow

NEWLY DISCOVERED FRESCOES OF THE CHAPEL
NEAR THE SUMELA MONASTERY IN PONTUS: DATING,
ICONOGRAPHY AND STYLE

The Monastery of Panagia Sumeliotissa is situated in the mountainous
region of Matsuka near Trebizond. It is built on an edge of a steep cliff and
partly occupies a system of natural and artificial caves. However, in addition
to the main monastery grounds, there were several chapels erected in the
vicinity of the foundation. In 2017, during the restoration, a small chapel
was discovered or, rather, re-discovered; it stands on the top of a cliff to the
north side, above the monastery. This partially collapsed structure preserves
the murals on the external and internal walls, and these frescoes can be
surely dated to the 13th century, on the grounds of the stylistic analysis and
partially preserved imperial portrait.

Initially, we will present the description of the yet unpublished
monument. The scenes of the Feasts (Transfiguration, Assumption, Baptism
and Nativity of Christ) and the figures of holy hermits and martyrs including
an oversized image of St. George occupy the interior of the half-collapsed
chapel. The emphasis on St. George figure may suggest the corresponding
dedication of the chapel. Particular attention we should pay to the
iconography of scenes depicting three images of monastic Assumptions
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(St. Anthony, St. Sabas and St. Euthymius) and a patron portrait of a certain
emperor, probably Manuel I the Great Komnenos (1238-1263), or his
successors, Andronikos IT (1263-1266) or George I (1266-1280), led by the
patron saint of Trebizond - St. Eugene. We try to carry out the iconographic
analysis of the individual elements of these representations, read their
inscriptions and contextualize the hermits’ images and the imperial portrait.

Thus, the scenes of the hermits’ Assumptions can be compared with
similar scenes in the illuminated manuscripts (Menologia, in particular) as
well as with the mural cycles in the rock monastery of Ivanovo (Bulgaria, 14th
century), chapel of St. George at Hilandar (13th century), Palaiomonastero
in Aigaleio in the Peloponnese, and with post-Byzantine compositions
of St. Ephraim the Syrian’s Assumption. In addition, the images of the
monastic Assumptions in Sumela can be paralleled with the texts — popular
Byzantine collections of monastic lives and teachings (Apophthegmata
patrum, Spiritual Meadow, Lives by Cyril of Scythopolis) that served as
indirect prototypes for some scenes.

We should regard the image of the unknown emperor in its relation
to the royal portraits from Trebizond, known by copies, old photographs
and verbal descriptions. The inscription accompanying the portrait, despite
its incomplete preservation, can be analyzed in the context of the imperial
title formulas encountered in the documents of the late Byzantine period.

The frescoes, bright and polychromatic (the colour palette of the
monastic cycle has survived in the slightly altered state due to the elements
and external impacts), stylistically clearly fit into the art movements of
the second half of the 13th century. They obviously echo, with significant
simplification, the painting of Sophia of Trebizond, and some chapel’s
images find direct analogies in the murals of the cathedral. The chapel’s
painting displays the monumental figures: they have large heads, wide faces
with thick olive or brown shades along the outline, heavy eyelids, eyebrows
pulled up together on the bridge of their noses creating a somewhat frown
expression or even accentuating expressive sharp gazes of their sparkling
whites of eyes. The elders in the hunched-over postures, carried by beasts
or disciples, visually illustrate the monastic writings with their emphasis
on the ascetic exploits. Awkwardly rendered foreshortenings of numerous
towered buildings, a landscape stylized without subtlety, chaotic drapery
folds, — all these features betray the level of artistic skill below the average
(with the exception of St. George’s image). Together with the murals of
the chapels belonging to St. Sabas in Trebizond, these frescoes give an idea
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about various trends being present in the Trebizond painting school after
the completion of St. Sophia.

Using these newly-discovered murals as examples, the paper
analyzes the degree of provincialization in the local school in comparison
to the Constantinople patterns (brought in by the best masters of Sophia of
Trebizond) and provides some analogies. We assume that the painting could
have been created by one of the masters working in Sophia of Trebizond or
his pupils.

Implementing this kind of stylistic analysis and finding the
iconographic and textual parallels we try to draw a conclusion about
the dating of the monument, the peculiarities of its artistic language, the
purpose of the chapel, as well as the formulas for the power representation
in the Trebizond Empire.
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3.A. AxonstH
EpeBaHcKuit rocyjapcTBeHHbBIN YHUBepcuTeT, EpeBan

MEKTTY BUSAHTUEN U1 KABKA30M: MUKOHOTPA®UYECKIE
OCOBEHHOCTY POCIIVICY IIEPKBY CB. TPUTOPYS
(TUTPAHA OHEHIIA) B AHU (IIEPBASI IIOJTOBMHA XIII BEKA)

Iepxosb Cs. I'puropns, wim Turpana OHeHIa, 6bUIa TTIOCTPOEHA B
1215 r. B apMstHCKOIt cTonuite Auu ipu 3axapupax. [loctpoeHHast Kak 06m-
Tenb ApMmsaHckol HanyonanpHoit LlepkBy, oHa BCKope Iepeliia K apMsi-
HaM-Xa/JIKUIOHNTaM U ObUIa pachycaHa (fata pocmycu Mexpay 20-Mm u
50-mm rr. XIII B.).

®peckn nepksu Cp. ['puropusa — NOrpaHNYHbIN MAMATHUK BO BCEX
cMmbIcax. Pocruch OblTa 3akasaHa apMSAHCKOJ IIPAaBOCABHOI OOLINHOI,
KOTOpasl [JOTMaTM4ecKy ObIIa CBsA3aHAa UM IOAYMHANACH BusaHTUIICKON
Lepxsu, Ho K XIII B., ncXoma M3 NOMUTUYECKON CUTYalUi, HA 3Ty PO/b
nperenpoBana yxe I'pysunckas Ilepkosb. BepHocTh npaBocnaBuio ompe-
JeNAIN UCTOPUYECKY TECHDBIE KYIbTYPHbIE CBA3M KaK ¢ Busanrtueit, Tak u ¢
I'pysneii.

IToMmnMo KOH(ecCHOHANTbHBIX, OTHOLIEeHNA ¢ ['py3neit umen u peru-
OHaJIbHbIe OCOOEHHOCTN. B TO e BpeMs, BbIpa)KeHHOE STHIMYECKOe CaMo-
CO3HaHMe IPAaBOC/IABHBIX apMAH OIPENENANO IIPEEMCTBEHHOCTb HaIMO-
Ha/JbHBIX Tpajguuuii. Bce 3T0 BMecTe U ONpefendano XymoXXeCcTBEHHOe U
MKOHOTpamieckoe cBoeoOpasye XaJIKUITOHUTCKIX MaMATHUKOB, YTO TaK
APKO OTpakeHo U B pocnucsax nepksu Cp. ['puropns.

Pocnucu nepksu Cs. I'puropusa B AHM — TUNMYHBINA XaJIKUJOHUT-
CKMIT TAMATHYUK C MHOTOCJIOVHOI, HO B TO K€ BpeMsI CaMOOBITHON MKOHO-
rpaduyeckoii mporpammoii. Tak, B Kymose npefcrasneHo Bosnecenne Xpu-
CTa, YTO COOTBETCTBYET BM3AHTUIICKOI MKOHOTpaMIeCKOil IporpaMme 1
OT/INYAeTCs OT eIVHOBPEMEHHBIX TPY3MHCKIX aHCcaMO71elt ¢ 6oree apxamd-
HeiM Bosnecennem Kpecra. B xonxe ancuppl — [lencyc ¢ nmpopodeckumm
BUJIEHUSAMH, XapaKTePHbIil /1 naMATHUKOB Kanmagokuu, Cupun n Apme-
HIY, HO He IIAMATHUKOB MeTpononuu. Ha antapnoii crene — Epxapucrus,
YTO CO3BYYHO C MKOHOTpadM4ecKoil Tpamguuyell IMaMATHUKOB BU3aHTUII-
CKOTO KpYTa, OJJHAKO COBEPIIEHHO HETUIIMYHO JI/I €INHOBPEMEHHBIX TPY-
3MHCKUX aHCaMOsieil. B HypKHeM perncrpe antapHoit crensl — CATuTeny,
9YTO B KOHTEKCT€ BM3AHTUIICKON M BOCTOYHOXPUCTMAHCKOV MKOHOIpa-
¢bun. Opnako cpenn Otnos IlepkBu mpecTaBieHbl He TOMbKO ['puropmit

49



[Tap¢snun, IIpocBerntens Apmenun, KOTophlit y>xe B IX B. ObIT BKIIOYEH
B crincok Otuos llepkBy, HO U ABa ero cbiHa — Apucrakec 1 Bpranec, 4To
ABJAETCA OTPaXKeHMEM HAllMOHA/IbHOM Tpaguuuy. B mapycax eBaHrenmcTol
IAHbI B MeJa/IbOHAX, YTO HECKOJIBKO apXadHO, HO BCTPEYAETCA B IaMAT-
Hukax Kannagokun, I'pysun n apMAaH-XankugoHuToB. Kpome xpucronoru-
YeCKUX CLieH, B POCIMCSAX LIe/IbI Psifi M300paKeHMIl CBATHIX, 13 KOTOPBIX
MO>XHO BbIfieninThb cB. KoncTanTnHa u ¢B. Eneny, c¢B. Xapurona u ¢s. Epmo-
mas. A cpemy OT[E/bHBIX CLIeH IIpUMedaTeIbHbl KoMmmosunun «IIpudame-
Hue Mapuu Ernnerckoit» n «Cobop apxuctpatura Muxaniar.

Zaruhi Hakobyan
Yerevan State University, Yerevan

BETWEEN BYZANTIUM AND THE CAUCASUS: ICONOGRAPHIC
PECULIARITIES OF THE WALL PAINTINGS OF ST. GREGORY
(TIGRAN HONENTS) CHURCH OF ANI (EARLY 13th CENTURY)

The Church of St. Gregory was builtin 1215 in the capital of Ani under
the rule of Zakharids. Built as the church of the Armenian National Church,
soon it was passed to the Armenian-Chalcedonians and was decorated with
frescoes (the 20s and 50s of the 13th century).

The wall painting of the St. Gregory’s Church is a boundary
monument in every way. The murals were ordered by the Armenian
Orthodox community, which was dogmatically subordinate to the Byzantine
Church, but by the 13th century to the Georgian Church too. Loyalty to
the Orthodoxy was determined by historically close cultural ties with both
Byzantium and Georgia. The relations with Georgia also had regional
peculiarities. At the same time, the pronounced ethnic identity of the
Orthodox Armenians determined the succession of the national traditions
too. All these determined the artistic and iconographic uniqueness of the
Armenian-Chalcedonian monuments.

The murals of St. Gregory Church are an exemplary Chalcedonian
monument with a multi-layer, but very distinctive iconographic program.
Thus, the Ascension of Christ in the dome corresponds to the Byzantine
program and differs from the coeval Georgian iconographic tradition. The
Deesis with the prophetic visions in the conch corresponds to the monuments
of Cappadocia, Syria and Armenia. On the altar apse there is the Eucharist,
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very common for the Byzantine world, but completely missing in Georgian
murals. At the lower tier of the altar wall there are Saint Bishops, which is in
accordance with Byzantine and Eastern Christian iconography. However,
among the Church Fathers there are represented Aristakes and Vrtanes, the
sons of St Gregory, the Enlightener of Armenia, which is the witness of the
national tradition. On the pendentives the evangelists are in the medallions
such as in the monuments of Cappadocia, Georgia and of the Chalcedonian
Armenians. Besides the Christological scenes, there are images of different
saints among which one can distinguish SS Constantine and Helen,
St. Chariton the Confessor. And among the scenes the compositions of the
Communion of St. Mary of Egypt and the Council of Angels are noteworthy.
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Ioanna Bitha
Research Centre for Byzantine and Post-Byzantine Art at the Academy
of Athens, Athens

ICONOGRAPHIC PREFERENCES IN CHURCH MURAL
DECORATIONS IN KYTHERA, GREECE, DURING
THE THIRTEENTH CENTURY

The island of Kythera is located between the Peloponnese and Crete,
closer to Monemvasia and Mani. In the thirteenth century, as a result of
the new historical-geographical developments and the conquering advances
of the Crusaders into the Byzantine lands and the eastern Mediterranean,
Kythera, according to the Partitio Romaniae, was allotted to Venice along
with Crete, and the island was taken over by the Venetian family of the
Venier. The Veniers showed no haste to set foot on Kythera, an otherwise
poor island, which was significant because of its geographical location at the
crossroads of commercial and military routes. As a result, nothing disrupted
the bonds of Kythera with the southern Peloponnesian land. Kythera then
came under the rule of the local lord Nikolaos Evdaimogiannis, a man
from Monemvasia who was close to the Byzantine emperor. This unusual
situation, with the tacit, mutual acceptance of both lords, was sealed with a
marriage between the two families in 1238 or 1250, which, however, ended
ingloriously after Venier’s bigamy was disclosed. In 1275, as a result of the
policy of Michael VIII Palaiologos, lords from Monemvasia under Paul
Notaras expelled the Veniers from Kythera, which came again under the
jurisdiction of Byzantium until 1308 when the Venier finally settled on the
island.

It was during this period, especially in the second half of the
thirteenth century, that we observe an intense activity of church building
and mural decoration, which at any rate was not unknown to the wider
area. Twenty-five churches altogether were erected or renovated all
over the island. In these churches, whether they concern full, partial, or
autonomous representations-dedications of pious patrons, forty-six phases
of mural decoration can be assessed. Notwithstanding the usual ones, the
iconographic programs exhibit various subjects that can be connected with
metropolitan centres. Among these subjects, the most interesting are the
iconographic circles of the eponymous saints, not common elsewhere as
those of the apostle Andrew, Saint Onouphrios and probably John the
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Evangelist. The presence of these iconographic circles and their origins will
be discussed in the context of the period and the region.

V. Buda
IleHTp McCIeRoBaHMIl BU3AHTUIICKOTO M IIOCTBU3AHTUIICKOTO MICKYCCTBA
Adunckoit akagemun, AduHbl

UKOHOTPA®GUMYECKNE OCOBEHHOCTY B POCITVICSAX ITEPKBEV
HA OCTPOBE KM®EPA B I'PELIVIN B XIII BEKE

Octpos Kudepa pacnonoxen mexny Ilemomonnecom m Kpurom,
6moxe k MonemBacyy u Maun. B XIII B., Bc/ieIcTB1e HOBBIX ICTOPUKO-Te-
orpadm4ecKux TeHJEHLMIT ¥ HACTYIUIEHVS KPeCTOHOCIeB Ha BM3aHTUII-
ckme 3eMm u BocrouHoe CpenmsemHoMopbe, Kudepa, cormacHo Partitio
Romanie, 6p11a nepeana Beneruu 3aogHo ¢ Kputom, 1 ocTpoB ObI 3axBa-
YeH BEHELMaHCKON ceMbeil Benuep. Benenyanipl He ClielmIn CTYIIATh Ha
semnio Kudepsl, koTopas, B cymHocTy, 6b1a 6eHBIM OCTPOBOM, VIMEB-
VM HEKOTOPOe 3Ha4eHIe BCIEACTBIE CBOETO TeorpaduiecKoro Imojoxe-
HIA Ha IepeceYyeHMAX TOPTOBbIX ¥ BOEHHBIX IyTeil. B pesynbprate HM4TO
He Hapymano cBA3u Kndeps ¢ 1oxxHbIM [lenononHecoM, 11 OHa OKasanach
II0J], B/IACTbI0O MECTHOTO BracTuTensd Hukomasa IOpgeMoAHHMUCA POLOM U3
MoHemMBacuy, KOTOpBIl ObUI OI1M30K BU3AHTUIICKOMY MMIeparopy. JTa
HeOOBIYHAsA CUTYaLMA ¢ MOTYA/IMBOTO B3aVIMHOTO COTJIACA 000X TOCIIOf
ObUTa CKpervieHa OpakoM MeXJy AByMs cembsmu B 1238 wm B 1250 r.,
KOTOPBIIi, OHAKO, 6eCC/TaBHO 3aKOHYMIICS MTOC/Ie PACKPBITUSA JBOXKEHCTBA
Benuepa. B 1275 r., Bcnencreue nomutuky Muxanna VIII [Taneosnora, Bia-
crurenu MonemBacun Bo rnase ¢ ITaBnom Horapacom msrnanu Bennepos
¢ Kudepsr. Ona cHoBa nepenia nox opucaukimio Busantun no 1308 r.,
Korja BeHnepnl okoHUaTe/IbHO 060CHOBAINCH Ha OCTPOBE.

limenHo B aTOT mepuop, ocobeHHo Bo Bropoit momosute XIII B.,
Ha6/II0aeTCsI MTHTEHCUBHOE CTPOUTEIBCTBO M MOHYMEHTA/IbHAS IeKOPALIVs
LIepKBEll, 4TO B 11€IOM COOTBETCTBOBA/IIO AHAJIOTMYHBIM TE€HAEHLVAM BO
BceM pernoHe. Beero 25 1iepkBeit 651710 BO3BeJeHO 1111 0OHOBJIEHO 110 BCEMY
octpoBy. HacuutbiBaeTcsa 46 pocnucei, BKIIOYAKIINX KaK BHOBb CO3/JaH-
Hble aHCAaMOJII1, TaK U YacTUYHOE IIOHOBJIEHVE WM OT/ie/IbHbIe KTUTOPCKIIE
nsobpaxenus. [IoMuMO TpagMIMOHHBIX IPOTPAMM, B 9TUX POCINCSX €CTh
CIO>KETBI, KOTOpPbIe MOTYT OBITh CBSI3aHBI CO CTO/IMYHBIMY LieHTpamu. Cpean
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HUX Hambosee MHTEPECHBI MKOHOTpadyecKme LUMUKIIbI TeX CBATHIX, KOTO-
PBIM IOCBSIIEHbI XPaMbl, HEOObIUHBIE B IPYTUX MeCTaxX (HalpyMep, IMK/IbI
arocrona Auppes, cB. OHyppus 1, BepoATHO, Moanna EBanrenucra). [Tpu-
CYTCTBUE 9TUX MKOHOTpapUUeCKuX IVIK/IOB ¥ UX MCTOKM OyHyT paccMo-
TPeHbI B KOHTEKCTe JAaHHOTO IIep1O/ia ¥ perroHa.
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A.10. Bunorpagos
HanmonanbHbI1 Mccne[0BaTeIbCKUI YHUBEPCUTET
«BpIcHIag mKoma SKOHOMUKIM», MockBa

APXVUTEKTYPA BUSAHTUVICKOTO MUPA BO BPEMEHA
AJTIEKCAHJIPA HEBCKOTO: B IIOICKAX HOBOV UTTEHTUYHOCTU

B cepennne XIII B., mocne katactpodsr 1204 1., B IO3HEBU3AHTHUII-
CKUX TOCYAApCTBaX HA4YMHAETCS HOBBIN pacliBeT MOHYMEHTa/IbHOTO CTPO-
UTE/NbCTBA. B OOJIBUIMHCTBE M3 HMX OHO MAET IIO IIYTM BOCCTAHOBJIEHVS
aApPXMUTEKTYPHBIX TPAAUINIA, CIOKMBIINXCA Ha STUX 3eM/IAX K HadalIy CTO-
nerus. Tak, B Tpame3yHICKOI MMIIEpUM MMIIEPATOPCKUI TTOrpeOanTbHBbIi
MoHacTbIpb CB. Codun (1238-1263) BOCIIPOM3BOAUT TOT TUII XpaMa BIIN-
CAaHHOTO KpeCTa, KOTOPBIN CYIeCTBOBAT B BOCTOYHOIIOHTUIICKOM 3074e-
crBe IX-XII BB. CB. Bacumit B Apre (Bropas nmonosusa XIII B.) B Onmp-
CKOM gecriotaTe ¥ Mwurtponommsa B Muctpe (1262-1272) B Mopeiickom
JleCrIOTaTe Pa3BUBAIOT JTOKA/IbHbIE BAPMAHTBI «3/IIJICKON LIKOJIbI», PABHO
KaK M 3alajlHoaHaTo/nMiickue xpambl Hukelickoi mmnepun. OfHako B
peNnpe3eHTaTUBHBIX IOCTPONMKAX HMKENCKMX umneparopos, Cs. Jloanne
ITpenteue B Ilpycce (1222-1242) u Cs. Tpudone 8 Huxkee (1255), nposs-
JIIeTCSl OPMEHTALNA Ha «CTONIMYHYI0» apXUTEKTYPY CPeIHEBU3AHTUIICKOTO
U JlayKe paHHEBU3AaHTUIICKOTO BpeMeHu. VI xoTs mocne orBoeBaHusA KoH-
CTAaHTUHOMNONA B 1261 I. MOHYMEHTA/IbHOE CTPOUTENIbCTBO TaM HA4aI0Ch He
cpasy, yxe B napekknucun cB. Vloanna IIpegreun B Monacteipe KoHcran-
tHa JInmnca (okonmo 1280) MbI BUAMM COeMHEHUE CTApPOIl apXUTEKTYPHOI
TPAJIUILIVIN CTOMIUIIBI C XYLO>KECTBEHHOI TeKopalel ¢pacajos, IpyIIe et
13 3anagHoil AHaTONNN.

B cnaBsaHckux rocypapcrBax bankan cepenunbl XIII B. HOBoe MOHY-
MEHTAJIbHOE CTPOUTENIBCTBO, OTMeYalolljee X TPUYyM(QBbI, TAKXKe OCHOBBI-
BAeTCs Ha CTApBIX TPAAUIVAX. Tak, OCTPOEHHBIN B 4eCTb MOOENbI Ipyu
Knoxotuure (1230) xpam CsB. Copoka My4eHIKOB B TBIpHOBe, CTONNUIIE
Broporo Bonrapckoro mapcrsa, mpefcTaBiseT THUIT 6a3WIMKY, MOMYIIsp-
Hb1l B CeBepHoit ['penyn. A 3a/10)KeHHBIIT B CBsI3U C yupexxpeHneM Cep6-
ckoit apxuenvckornuu (1219) xpam B JKude coderaer B cebe Kak BU3aHTHUIL-
CKIe€, TaK I POMAHCKIE 37IEMEHTDI «PALICKON IIKOJIbI».

CroxxHee feno obcroutr Ha Pycu, rjje MOHIOJIbCKOE HalleCTBIeE
IIpepBaji0 pa3BUTME JIOKAJIbHBIX APXUTEKTYPHBIX UHIKOI: BIafVMUPO-
CY3/1alIbCKOJi, YEPHUTOBCKOM, HOBTOPOAICKOM 1 Ap. BosBpaljenne Kk MOHY-
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MEHTa/JIbHOMY CTPOMUTENIbCTBY 371€Ch MPOUCXOAUT TONbKO B KoHIe XIII B.
Ho na mpumepe Cs. Hukonbl Ha JIunue (1292) Mbl BUAKM, YTO CEBEPO-
€BPOIIENICKIIE€ MacTepa BO3BOJAT XpaM, OIATDH K€ OPUEHTUPYIOIIMIICA Ha
CHHTeTMYeCKMII CTU/Ib HOBTOPOZACKON apxuTeKkTyphl Hayana XIII B. (Tmma
Cs. Vnun na Ilepoine).

CpaBHeHNe 3TUX INPMMEPOB HOBOTO MOHYMEHTA/JIbHOTO IIepPKOB-
HOI'O CTPOUTE/NIbCTBA B BU3AHTUIICKOM MUpe CEpefyVHBl — BTOPOII I10JIO-
BuHbI XIII B. MOKaspIBaeT, 4YTO B OO/IBIIMHCTBE CTy4aeB OHO VJET II0 IyTH
BO300OHOBJIEHNsSI W, Pexe, mpoao/bKeHus (B Cepbun) MOKaTbHBIX apXu-
TeKTYpHbIX Tpaguiuii pybexxa XII-XIII 8B. M Tonpko B Hukeiickoit nmie-
pPUM OCYILIECTB/ISIETCS TOMBITKa BEPHYTHCS K obpasuam 3oxdectBa KoH-
craHTHONONA fo 1204 r. OgHako CTpOUTeNbHbIE TPafULUM 3arafHoil
AHaTO/INM BCe PaBHO IIPOHMKAIOT B aPXUTEKTYPHYIO MJIEHTUIHOCTb Hukeri-
CKOJI MMIIEpUH, YTO MBI MOKEM BUJIETD YK€ II0 XY/I0KECTBEHHOMY JIEKOPY
¢dacamoB panHenaneonoroBckoro Koncrantnaonoss.

Andrey Vinogradov
National Research University
“Higher School of Economics”, Moscow

ARCHITECTURE OF THE BYZANTINE WORLD IN THE TIME
OF ALEXANDER NEVSKY: IN SEARCH OF A NEW IDENTITY

In the mid-13 century, after the catastrophe of 1204, building activity
came to a new flourishing in the Late Byzantine states. Most of them tried
to restore the architectural traditions developed there at the beginning of
the century. E.g., in the Empire of Trebizond, the cathedral of the imperial
funerary monastery St. Sophia (1238-1263) is a typical “Eastern Pontic”
cross-in-square church. St. Basil in Arta (2nd half of the 13th century) in
the Despotate of Epirus, and the Metropoly of Mystras (1262-1272) in
the Despotate of Morea develop local versions of the “Helladic school”, as
well as the Western Anatolian churches of the Empire of Nicaea. However,
the most representative buildings of the emperors of Nicaea, St. John the
Baptist in Prussia (1222-1242) and St. Tryphon in Nicaea (1255), imitate
the “metropolitan” architecture of the Middle Byzantine and even Early
Byzantine period. Nevertheless, after the reconquest of Constantinople
in 1261, the parekklesion of St. John the Baptist in the monastery of
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Konstantinos Lips (c. 1280) shows a mixture of the old “metropolitan”
tradition with a “Western Anatolian” decoration of the facades.

In the Slavic states of the Balkans of the mid-13th century, the new
monumental buildings marking their triumphs were based on old traditions
too. So, St. Forty Martyrs in Tarnovo, the capital of the Second Bulgarian
Kingdom, built in honour of the victory at Klokotnitsa (1230), represents a
type of shortened basilica popular in Northern Greece. The church in Zica
established together with the Serbian Archbishopric (1219) combines both
Byzantine and Romanesque elements of the “Ras school”.

The situation is more complicated in Old Rus’, where the Mongol
invasion interrupted the development of local architectural schools: of
Vladimir-Suzdal, Chernigov, Novgorod, etc. New building activities took
place there onlyin thelate 13th century. However, the example of St. Nicholas
on Lipna (1292) shows that this church constructed by Northern European
master builders follows the synthetic style of Novgorod architecture of the
early 13th century (such as St. Elijah in Peryn’).

A comparison of such examples of new monumental building
activity in the Byzantine world of the middle - 2nd half of the 13th century
shows that in most cases it was a renewal or, less often, a continuation (in
Serbia) of local architectural traditions of the early 13th century. It was
only the Empire of Nicaea that attempted to return to the architecture of
Constantinople before 1204. However, the building traditions of Western
Anatolia still penetrated into its architectural identity, as we can see from
the decoration of the facades in the Early Palaiologan Constantinople.
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9.H. lo6pbianHa
T'ocymapcTBeHHDI MHCTUTYT MCKYCCTBO3HAHMS, MOCKBa

I'PEYECKOE JIMITJEBOE YETBEPOEBAHTEJIME SINAIT. GR. 156:
BOITPOCBHI JATMPOBKU 1 UICTOPUM BBITOBAHUA

Kak xopomwio mn3BecTHO, HIVKHMII YHLUMATIbHBI TEKCT B [BYX
namumicecrax (Par. gr. 117 u PHB, I'p. 675) comepXuT roMmunmm nmiepa-
topa JIpBa VI Mygporo (886-912). [laTupoBKa HIYPKHETO C/IOS U, C/IefioBa-
TEIbHO, BPeMsI CO3[IaHsI HbIHE YTPauyeHHOTO KOJeKca KOmeO/meTcst OT mep-
BoI1 0 BTOpoit monoBuHbI X B. (C. Astruc, 1982; Th. Antonopoulou, 1996).

B 2019 r. cpepu rpedecknx pykommceit MoHacteipa CB. Exarepunbl
Ha CKHae ynanoch OOHapY>XUTb U MAEHTUUIMPOBATh HECKOIBKO paHee
HEM3BECTHBIX (PParMeHTOB, MIPOVCXOIAIINX U3 TOTO ke Kojekca. He6on-
e pparMeHThl epraMeHa ObUIM UCIIOIb30BAHBI /I TOAK/IIIKY TIOBpe-
JKIeHHBIX MUCTOB YeTBepoeBaHrenusA Sin. gr. 156 BO BpeMs €ro peMOHTA.
[ToMyMO yTOYHEHNS IE€PBOHAYATBHOTO COCTaBa YHIMAIBHOTO COOpPHINKA,
OTHOCAILETOCA K APEeBHENIINM cIVicKaM counHenuit JIbsa VI Mygporo, sTa
HaXOJJKa JaeT IOBOJ, BIIEPBbIE PACCMOTPETbh B KOMIUIEKCE TPU PYKOIMCHU
(Par. gr. 117, Petrop. gr. 675, Sinait. gr. 156) ¢ TOYKy 3peHNA VX IPONUCXOXK-
JEHMA U TOC/TIEAYIOLIEro VICTIONb30BaHMA.

Manousyyennoe Yersepoesanrenne Sin. gr. 156 mMpoxo gaTupy-
erca XII-XIII BB. wim XIV B. Pykonuce yKkpaiiena TpeMsa MUHUATIOPAMMU C
IOPTPETaMI €BAHTENNCTOB, B HACTOAIEE BPEMA CUIbHO Pa3pyIeHHbIMH, a
TaK>Ke 3aCTaBKaMM C APKUM, HO IIPOCTOBATBHIM KPAaCHO(MOHHBIM OpHAMeH-
TOM JIETIECTKOBOTO CTWJISI, TUTIIEPTPODUPOBAHHBIMY TTaTbMETTaMU Y BBITS-
HYTBIMU 110 BepTUKany uMHunuanamu. OFHAKO C 3TUM BIIOTHE TUIIOBBIM
Y CXeMaTUYHBIM JIeKOPOM HEOXKMIAaHHO KOHTPACTUPYeT MOTUB CBOOOJHO
KOJIBIIIYIMXCSL TPaB M 1[BETOHOCHBIX 1TO0OErOB, KOTOPbIe CO BCEX CTOPOH
OKaJIMJIAIOT MUHMATIOPBI. TaKoe HOBIIECTBO HAXOAUT O/IM3KYI0 aHATOTHIO
B MuHuariopax Yersepoesanremus Sofia, D. 336 + BAS, gr. 21, natuposas-
Horo 1285 r., a 3aTeM NIPOJO/DKAETCA B IBIIIHBIX «TPABHBIX» OPHAMEHTAX
JectBuipt 30-x rT. XIV B. Athos, Stauroniketa, cod. 50.

HwxHioro rpaHuily peMoOHTa, NPOBENEHHOrO B CHHalicKoM Yer-
BepOEBaHTe/MNN, OIpefenseT BepxHuil TekcT B COOpHMKe BU3AHTHII-
ckoit rumHorpaun PHDB, I'peu. 675, xoropsit matupyercs XIII-XIV Bs.
(E.2. I'pancrpem), nepsoit nomosunoit XIV B. (B.JI. ®onkny) u XV B.
(Th. Antonopoulou). V3ydeHne B KOMIUIEKCE TpeX MAaHYCKPUIITOB,
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copepxamux ¢pparmentsl Coopuuka JIpBa VI Myznporo u 61mMsknx K HUM
110 OIpefIe/IEHHOMY KPYTY JeTajiell MMaMATHUKOB, MO3BOJIAET PACIIMPUTD
IPEJCTABIEHNA O CII0XKHOM IIE€PUOJie BOCCTAHOB/IEHN TPEYECKOr0 KHUTO-
IVICaHNA I10C/Ie CBEPXKEHNA JIATUHCKOTO IIPaBIeHNA.

Elina Dobrynina
The State Institute for Art Studies, Moscow

ON THE GREEK ILLUMINATED FOUR GOSPELS, SINAIT. GR. 156:
DATING AND HISTORY ISSUES

As it was known up till now, the lower uncial text of two palimpsest
manuscripts (Par. gr. 117 and Petrop. gr. 675) contains the Homilies of the
Emperor Leo VI the Wise (886-912). The dating of the lower text varies
from the first to the second half of the 10th century (C. Astruc, 1982;
Th. Antonopoulou, 1996).

In 2019 among the collection of Greek manuscripts kept in the
monastery of Saint Catherine at Mount Sinai several unknown fragments
originating from the same codex were discovered and identified. The
fragments were pasted onto damaged folia during the repair and resewing
of the illuminated Four Gospels, Sinait. gr. 156. This find caused to consider
three manuscripts (Par. gr. 117, Petrop. gr. 675, Sinait. gr. 156) in a complex
from the point of view of their creation and subsequent use.

The Four Gospels, Sinait. gr. 156, has been little studied and is widely
dated to the 12-13th centuries. It is decorated with three miniatures with
portraits of the Evangelists, now badly destroyed, as well as headpieces with
a bright and inelaborate red-background petal ornament, hypertrophied
palmettes and vertically elongated initials. However, the motif of freely
swaying grasses and flowering shoots bordering the miniatures on all sides,
unexpectedly contrasts with the standard decor. This innovation finds close
analogy in the Four Gospels, Sofia, D. 336 + BAS, gr. 21, a. 1285, and then
continues with variations in lush “herbal” frames in the “Ladder” of John
Climacus, Athos, Stauroniketa, cod. 50 of the 1330s.

The lower bound of the repair carried out in the Sinait. gr. 156 is
determined by the upper text in the Collection of Byzantine hymnography,
Petrop. gr. 675, which dates back to the 13-14th c. (E.E. Granstrem), the
first half of the 14th c. (B.L. Fonkich) and the 15th c. (Th. Antonopoulou).
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A comprehensive study of three manuscripts containing fragments of the
Homilies of Leo VI the Wise, allows us to expand our understanding of the
difficult period of restoration of Greek book production after the overthrow
of Latin rule.
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Ephorate of Antiquities of the Dodecanese, Rhodes

MERELY EASTERN: THE MONUMENTAL PAINTING IN RHODES
AND THE DODECANESE IN THE 13TH CENTURY

To summarize the artistic activity of the 13th c. in Rhodes and the
Dodecanese, we have to take into consideration the following: first, most
of the surviving paintings are of average quality; a few impress by both
perception and execution. Moreover, with the exception of St George
Vardas in Rhodes (1289/90), the absence of monuments dated precisely
by inscriptions, lies behind the fragmentary character of the local art. Also,
the obscurity of the evidence for most of the islands is due to the dearth of
evidence on local history and conditions.

Rhodes was the capital of the district and the centre of events.
However, few paintings of the 13th century survive. We shall focus on high
quality around-1250 paintings found in the monastery of Taxiarchis at Thari
and St Phanourios in the medieval town and, to a lesser degree, the Refectory
of the Monastery of Theologos on Patmos. Layers in the first two churches,
the most important monuments under review, are attributed to the artistic
milieu of the empire of Nicaea or the local rulers of Rhodes, Gavalas family.
Frescoes in the Refectory on Patmos also highlight the quality of the Nicean
art.

The rest of the monuments in the area, especially of the second half
of the century, constitute a group of uneven quality. They mostly display the
dry, flat, often linear expressionistic style echoing the late Comnenian koine;
they reflect various anticlassic prototypes. Direct links with major artistic
centres no longer exist and the art shares features with regions like Mani
and Crete. However, a different tendency is observed in St John Theologos
at Vathy, Kalymnos, where some features recall Romanesque influences,
perhaps the only known Western vestige in the art of the Dodecanese in the
pre-Hospitaller period.

61



A. Kanmoru
Mucnexnusa gpeBHOcTel [JogeKkaHeccKux ocTpoBOB, Pofoc

TOJIBKO BOCTOYHOE: MOHYMEHTAJIbHA S JKXUBOIINICb POJOCA
N JOJEKAHECCKIX OCTPOBOB B XIII BEKE

O6pamasce k xygoxxectBeHHOI fiesitenpHocTy XIII B. Ha Popoce u
JlonmexkaHecCKMX OCTpOBaX, HEOOXOMMO NPUHNMMATb BO BHMMAHIE CIIe[y-
tollee. bonpuas 4acTh COXpaHMBLIENCA >KUBOIMCU — CPEIHETO KayecTBa;
HEMHOTO0€ BIIeYaT/IAeT KOHLeNLeli 1 ucronHenueM. bomnee Toro, 3a nckiwo-
vyeHueM Liepksu Cs. ['eoprusa Bappaca Ha Popoce (1289-1290), oTcyTcTBUIe
TOYHO JIATVPOBAHHBIX 110 HAANNCAM IIAMATHMKOB CTOUT 3a (parMeHTap-
HBIM XapaKTepOM MeCTHOTO MCKYCCTBa. Takke HesICHOCTD JJAaHHBIX 110 60/1b-
IIVMHCTBY OCTPOBOB CBsi3aHa C AedpuunToM MHPOpMALNI, OTHOCAILIENCA K
MeCTHOJI ICTOpUY U CIleniipuKe.

Popoc 6b1 cTOMMIIElT 9TOTO pernoHa 1 LeHTpoM cobbITuil. OgHaKo
pocmuceit XIII B. coxpanunoch Mano. Mbl CKOHLIEHTPUPYEMCA Ha BBICOKO-
Ka4eCTBEHHBIX POCHNCAX 0Komo 1250 r. B MoHacTeIpe Takcmapxa B ®apu,
B 1iepkBu CB. @aHypusA B CpeJHEBEKOBOM IOPOJi€ U, B MEHDIIEN CTENIEHN, B
TpanesHoit MoHacTeIps VMoanHa borocnosa Ha ITatmoce. Crion >xxuBonucu B
IIepBBIX JBYX IlepKBaX, Hanbojee BXXKHBIX M3 pacCMaTPUBAeMbIX TAMATHNI-
KOB, aTpUOYTUPYIOTCA XY/I0’KECTBEHHBIM MacTepckuM Hukerickoir nmme-
puM 1m MecTHbIX npaBuTeneit Pogoca, cembu I'aBanac. @pecku TpanesHoit
Ha ITaTMoce Tak)Ke OTPa)KaroT BBICOKOE Ka4eCTBO HUKEICKOTO MCKYCCTBaA.

OcranbHble TAMATHUKM B PETMOHE, OCOOEHHO BTOPOJ IOTOBMHBI
B€Ka, COCTABJIAIT IPYIIy HEPOBHOIO KayeCcTBa. B OCHOBHOM OHM IeMOH-
CTPUPYIOT CyXOl, IUIOCKMI, 4YacTO JIMHENHbI SKCIPECCUBHBIN CTUID,
MEPEKNMKAIMINICA C MO3JHMM KOMHMHOBCKMM KOJIHE; OHM OTPa)KaloT
pasnuuHble aHTUKIAccudeckie ob6pasipbl. [IpsMble CBA3M C BeyLIMMU
XY/I0’)KeCTBEHHBIMU ILIeHTpaMu 0ojiee He CYLIeCTBYIOT, YTO OBLIO Xapak-
TEPHO U [ TaKMX PernoHoB, Kak Manu u Kpur. Tem He MeHee 1Has TeH-
meHUMs Habmomaercs B pocnucsx nepksu Cs. Moanna borocnosa B Bagu
Ha KanuMHoce, rjje HeKOTOpbIe YepThl HAIIOMIHAIT POMAHCKNE BIVAHNA —
BO3MOJKHO, €VIHCTBEHHBIN 3allaIHbIN CIefl B MCKycCTBe JlomeKaHecCKuX
0CTpOBOB B niepuof 1o ['ocrimranbepos.
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Stavros Mamaloukos
University of Patras, Patras

ARCHITECTURE IN CENTRAL GREECE DURING
13th AND 14th CENTURIES

The aim of the paper is a presentation of the church architecture
in Central Greece, i.e. the areas of Attica, Megaris and the nearby islands
(Salamis, Aegina and Methana), Boeotia, Euboea, Lokris, Phthiotis, Phokis
and partly Thessaly, during the 13th and 14th centuries. During this period
the above mentioned areas were in their major part under Frankish rule
(Attica, Megaris, Boeotia, Lokris and Phokis were part of the Frankish Duchy
of Athens, which in 1311 was occupied by the Catalans. Euboea, which in
1204 had been divided in three parts, allocated to each of the three Frankish
“tercieri”, by 1300 had gradually become Venetian territory), while Phthiotis
and Thessaly became part of the eastern part of the Despotate of Epirus,
whose capital was the city of Neopatras, the modern day town of Ypati.

The research is based on the examination of typological,
morphological and structural features of monuments, firstly churches and
secondly fortifications (castles and individual towers), which can be dated
with some certainty in the period under consideration.

As far as typology is concerned, church architecture in Central
Greece during the 13th and 14th centuries is characterized, on the one hand,
by the continuation of the use of old building types and, on the other, by
the great dissemination of the so cold “cross-vaulted”, a new church type
which first appeared in the 13th century. Most of the surviving churches
are small single nave, vaulted basilicas or simple “cross-vaulted”. The bigger
ones belong to the cross-in-square church type. There are, however, some
peculiar big churches, like the one of St. Demetrius in Chania of Avlonari,
Euboea.

In terms of morphology, architecture in Central Greece during the
period under consideration constitutes, without doubt, a continuation of the
Middle Byzantine “Ecole Grecque”. However, special characteristics, which
differentiate it from its predecessor, can be traced. These are : a. The variety
of forms, expressed by the different stylistic trends which very frequently
are found within the same building. b. The Frankish influence, either direct
(use of gothic forms), or indirect (changes in the character of architecture).
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C. Mamanykoc
Yuusepcurer r. Ilatpsi, ITaTpsr

APXUTEKTYPA B IEHTPAJIbHOV TPEIITMU B XIII-XIV BEKAX

Lenb mokmaga — IpefCTaBUTD LIEPKOBHYIO apXUTEKTYPY B LieHTPA/Ib-
Hoii ['peruy, T.e. B 06mactax Artuku, Merapsl 1 coceiHux octpoBoB (Cara-
muH, OruHa u Merana), beorun, 986eu, Jlokpuas:, Oruotnmsi, Ookumbl
n yactuyHo Peccanuu B XIII n XIV BB. B aTOT Ilepuoy BblllleHa3BaHHbIE
obmactu 6buTH 10 60JTbIIIelT YacTy IO BAcThio ppaHKoB (ATTHKa, Merapa,
beorns, Jlokpupa n Poxupga 6bUIM 4acTbio PPAHKCKOr0 APUHCKOTO Tep-
IIOTCTBa, KOTOpoe B 1311 r. 6bUIO OKKYNMPOBAaHO KaTajoHIIaMu; JBOes,
KoTopas B 1204 r. 6bUIa pasjeneHa Ha TPM YacTU MEX[Y TpeMs IpaBUTe-
7AMH, K 1300 T. ITOCTeNeHHO CTaa BeHEI[MaHCKOIl TeppUTOpHeNt), TOTA KaK
Orrnornpa u Peccanus BOLIIN B BOCTOYHYIO YaCThb JNMUPCKOTO [ecloTaTa,
gbeil cronuieit 6pi1 ropoy, Heomarpa, ceropgusmamii ropox Vmnarn.

VlccnepmoBanyue OCHOBBIBA€TCA Ha M3YYEHMM TUIIOJOTMYECKUX, MOP-
(OTOTMYecKNX 1 CTPYKTYPHBIX YepT NAMATHVKOB (B IIEPBYIO OUepeib, LiepK-
Beil, BO BTOPYI0, GOPTU(UKALVNOHHBIX COOPY>KEHNI — 3aMKOB 1 OT/E/TbHBIX
OarreH), KOTOpbIe MOTYT OBITh JATMPOBAHBI C ONIPEIeTICHHO YBEPEHHOCTHIO
paccMaTpyuBaeMbIM NEPUOAIOM. YTO KacaeTcsa TUIIONIOTUM, IIepKOBHAsA apXM-
TekTypa B 1ieHTpanbHoit ['peuyn B XIII-XIV BB. XapaKTepusyercs, ¢ OFHO
CTOPOHBI, IPOJO/DKEHNEM MCIIOIb30BAHMA CTaPbIX CTPOUTEbHBIX TUIIOB, @ C
APYroii, 3Ha4UTeIbHBIM PaclIpOCTPAHEHVEM HOBOTO TUIIA XpaMa — TaK Ha3bl-
BaeMOTO CTaBPO3ICTEr0C, KOTOPbIN BriepBble noAsuica B XIII B. bonbimmH-
CTBO COXPaHMBIINXCSA LIepKBeli — MaJIeHbKVe OfTHOHedHBbIe, CBOfYaThIe 6asn-
MKV WIN TIPOCTbIE XPaMbl TUIIA CTAaBPO3IUCTEroc. bomnpiume no pasmepy
IIPUHA/IIEXXAT K KPECTOBO-KYIIOJIbHOMY TUITy. ECTb, O/JHaKO, HECKOJIBKO CBO-
e00pasHbIX OOJBIINX IIepKBeil, Kak 1lepkoBb CB. Iumutpus B XaHbs ABIo-
Hapy Ha OB6ee. C TOUKM 3peHNss MOp(OJIOTUY ApXUTEKTYpPa B LIEHTPATbHOI
['perpuy B paccMaTpyBaeMblil IIEPUOJ, IPEACTABIIAET COOOI, BHE COMHEHMS,
IPOJO/DKEHNE CPeIHEeBU3AHTUIICKON 3/IIa[CKOM IIKOJBl. TeM He MeHee
MO>XHO IIPOCTIEUTD 0COObIe YepPThl, KOTOPbIE OT/IMYAIOT €€ OT MPEeJIIeCTBY-
foutert Tpaguuuy. TakoBel: a) pasHOoOpasue GopM, IPUHAISKALNX Pas-
JIMYHBIM CTYWIMCTUYECKMM TEHJEHIVAM, 3a4acTyl0 B OJTHOM M TOM K€ 3Ja-
Huy; 6) ppaHKcKoe BysHME, MO0 TpsiMoe (MCIIONb30BaHME TOTUYECKUX
¢dbopm), m160 KocBeHHOE (M3MEHEHM B XapaKTepe apXUTeKTypbI).
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MAGICAL SEALS IN APULIAN CAVES: THE CASE OF THE CROCEFISSO
CRYPT AT UGENTO

Many mosaic floors in Syria and Lebanon vividly portrayed a vast
repertory of geometrical motifs that function as magical seals, powerful
symbols that create or influence vibrations toward a specific desire or request
and act as tangible, material links to spiritual powers for summoning them.
In fact, they appear frequently in magical papyri and on magical amulets.

A reverberation of such magic writing is found in Apulia, especially
at the Crocefisso Crypt at Ugento (XIII century). The link between Lebanon,
Syria, and Apulia could be the mosaic decoration of the double-shelled
tetraconch church discovered near Canosa (5th century), that included
many symbols quite similar to those found in Syria and Lebanon. It’s
important to clarify that Apulia occupied a prominent place within the
Christian topography of pilgrimage to eastern shrines: Canosa is on the
routes connecting East and West and Ugento is on the Via Appia-Traiana
that linked the main centres of Salento along its length to Taranto.

Probably after the “Canosa graft”, the transposition of the decorative
motifs from the mosaics to the frescoes was natural and so the surfaces of
the Salentine caves — especially those of the Crocifisso Crypt at Ugento —
were engraved or painted with a rich repertory of apotropaic and magical
signs.

The presence of this plethora of protective symbols is connected to the
conviction that, while caves appear to be privileged sites for encountering
the metaphysical, they are also topoi of ambiguity and fear.

So these powerful symbols are carved or painted on the parietal
surfaces of the caves to drive out demons and, most importantly, to keep
them at bay. The amulets and protective devices and imagery deployed by
the users and the patrons of the Salentine caves formed part of a widespread
strategy adopted to entrust their well-being, security and ultimate salvation
to the supernatural powers and forces which had come to dominate their
understanding of human existence.
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MATUYECKUE ITEYATU B AITYTUMCKUX ITEINEPAX:
CIIYYAV KPUIITHI KPOYEPVICCO B YIDKEHTO

MHorouncieHHble Mo3andeckyue 1onel B Cupum u JIuBaHe >KMBO
3ameyaT/ieNy LUIMPOKMII perepTyap TeoMeTpU4ecKMX MOTUBOB, KOTOpBIE
GYHKIVOHMPOBAIM KaK MarMdecKue Ie4aTy, MOIHbIe CMMBOJIBL, YTO CO3-
[AIOT WIN BAMAIOT Ha HAIPsDKeHMe, HallpaBleHHOe Ha KOHKPETHOe JKefla-
HIe VI NpOChOy, U eJICTBYIOT KaK OIIyTMMble MaTepyalbHble CBSA3U C
IYyXOBHBIMM CHJIAMM JJIA T€X, KTO MX IPU3bIBAaeT. DTY MOTVBBI 4aCTO IOAB-
JIAIOTCA Ha MarM4ecKMX Manupycax ¥ MarndecKux aMyseTax.

OTrosIocKM TaKuX Marn4eckux MUCbMeH OOHApY>KUBAIOTCA B Amy-
mmu, ocoberno B kpunte Kopueducco B Ymkenro (XIII B.). Cpasyrommm
3BeHOM Mexny JImBanom, Cupueit 1 Armynmert Moraa ObITh MO3aMyecKas
mexopanus Lepksu B Kanose, mpepcrassiomnieir co60ii TeTpakoHX ¢ 06X0-
moMm (V B.), KOTOpas BKIIOYaa MHOTO CMMBOJIOB, BeCbMa IIOXOXXMX Ha
HaxopAmueca B Cupun u JIuBane. Ba)kHO MOACHUTD, YTO ANy/INA 3aHU-
MajIa BBbIJAOIeecss MeCTO B XPUCTMAHCKON Tomorpadum majoMHIYeCTBa
K BOCTOYHBIM CBATBIHAM: KaHO3a cTOMT Ha NyTAX, CBA3BIBAIOMINX BocTok
u 3amaf, a YpkeHTo — Ha Via Appia-Traiana, 4To cBsi3bIBajIa BayKHeIne
neHTpbl CaneHTo BIUIOTH 1o TapaHTto. BeposaTHo, mocie KaHo3bl mepeHoc
IeKOPaTUBHBIX MOTUBOB VI3 MO3alK BO (pecKy ObII ecTeCTBeHHBIM. [10a-
TOMY CTEHBI CAJICHTVHCKUX Ileliep — ocobeHHOo kpuntbl Kpodeducco B
YIKeHTO — ObUIM MOKPBITHI pe3b00il MIN PacyCaHbl OOTaTBHIM pelreprya-
POM aIlOTPOIIENYECKMX M MArN4eCKIX 3HAKOB.

IIpucyTcTBMe 3TOrO MHOKECTBAa 3alIMTHBIX CUMBOJIOB CBSI3aHO C
yOexxeHneM, 4To, OyAyuyu IO NpenMyIIecTBy MeCTaMy JIA BCTPeYM CO
CBepXIPUPOJHBIM, Ielepbl TakKe ABJIAIOTCA U TOMOCAMM aMOVBaIeHT-
HOCTM M cTpaxa. TakuM o6pasoM, STV MOIIHBIE CHMBOJIBI BBIPE3AIOTCA
YUY TIMINYTCA Ha CTEHHBIX NMOBEPXHOCTAX TIellep [JiA M3THaHUA [[eMOHOB
1, caMoe Ba)XHOe, UX CAep>KMBaHMA. AMYJIeThl U 3allUTHbIe 3HAKM U 1M30-
OpakeHMs, CO3JJaHHBIE TeMMU U JyIA TeX, KTO IPUXOAWI B CaJleHTUHCKUE
Tellepbl, ABIAITCA YaCTbIO IIMPOKO PACIIPOCTPAHEHHOTO SABJIEHMA: TAKUM
06pa3oM JIIofM BBepsIM CBOe Oyaromosydme, 0€30ImacCHOCTb ¥ CIIACEHUe
CBEPXbECTECTBEHHBIM CV/IaM, BO BCEMOTYIIIECTBO KOTOPBIX OHV BEepIUIN.
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EpeBaHckuit rocyfapcTBeHHbIN YHUBepCUTeT, EpeBan

IMPOBOJHMKMN OYII M HEBECHBIE CTPAJKN: ObPA3bI
®AHTACTUYECKUX CYIIECTB B APMAHCKO IIJTACTUKE XIII BEKA

Kynbrypa Apmenun XIII - nHavyanma XIV BB. oTnmdaercsas ApKuM
paciBeTOM BO BceX OOJACTsAX, B YaCTHOCTY aKTUBHBIM CTPOUTETBCTBOM
MOHACTBIPCKMX KOMIIIEKCOB. B 60raToM CKy/IbITYypHOM YOpaHCTBE MOHY-
MEHTA/IbHBIX IOCTPOEK STOTO ITeprofa 0CO00 BBIEAIOTCA penbedsl GpaHTa-
CTUYECKUX >KMBOTHBIX: CYpeH, C(PUHKCOB, TpU¢OHOB 1 ipakoHoB. [Tocmes-
HJI€ Havya/I/ IOAB/IATbCA B apMAHCKOM CPEeJHEBEKOBOII IIJIACTHUKE yKe ¢ X B.,
opHako uMeHHO B XIII B. Hab/mogaeTcss HanbOIbIIAsA UX MOMY/IAPHOCTD He
TO/IbKO B IIEPKOBHOJI IUIACTHKE, HO U B OOPM/IEHNN CBETCKUX 3[AHUI U
B IIPUKJ/IQTHOM MCKYCCTBe. VIKOHOTpadusa 1 CTUINCTIYeCKUe 0COOEHHOCTHI
3TUX CYLIECTB HAXOAAT caMble O/IM3Kue ITapajlIe/n B ICTAMCKOM MCKYCCTBe
ITepennero BocToka TOro >xe mepnopa, 4To FOBOPUT O HEKOEM 00111eM Ky/Ib-
TYPHOM SIBJIEHUM U aKTUBHBIX XY/JO’)KECTBEHHBIX KOHTAKTaX.

daHTacTMYeCKME )KMBOTHBIE BOCHOBHOM BEHYAIOT BXO/IbI, HUILN VN
OKHa IlepKoBHBIX toctpoek (Hop-Baparasank, Exernuc), a taxoke yKpamaior
anTapHble Bo3BbIlIeHN: (BancTaH, MakapaBaHk). Vcxops us pacromnoxe-
HIIA 3TUX CYLIeCTB Ha Hanbo/lee 3HaYMMBIX U CAKPTbHBIX YaCTSAX IIePKBY, a
TaKOKe X MKOHOTpadIecKuX 0COOEHHOCTE — Ha/Imuue KOPOH, «pacliBeT-
HIMX» 9acTell Teaa U T.J. — CTAHOBUTCA SCHO, YTO IOC/IEJHME MMEIN aIlo-
TpoIIeNYecKoe 3HaUeHMe Wiy ObUIM CMMBOJIaMu BepxHero Mypa. Ha 6apa-
OaHe 1epkBu B ['aHA3acape ABe CUpeHBI, HAIO/[00Ve AHTE/IOB, MAPAT HaJ
durypamu KTUTOPOB LIepKBH, YTO AT OCHOBAHM CYUTATD VX CMBOJIAMI
Past, mpoBOZHMKaMM YL TaK e, KaK ¥ CUPeH B MHTepbepe CKa/IbHOI Ipo0-
Huubl B [erappe. O6pas chuHKca, MHOTAA € ApakoHbMUM XBocToM (Cenum),
KaK IIPaBUJIO, OB CBSA3aH C allOTPOIIENYECKON CMMBOIMKOI 1 Mfieeil Byla-
CTU TaK e, KaK ¥ 00pa3 rpuoHa B XpUCTUAHCKOM MCKyccTBe. OcoOeHHO
SAPKO apXanyHasi, 3aliMTHasE PYHKIV IOLOOHBIX repabINdecKnx 1306pa-
YKeHMIT TIpefiCTaeT B obpasax 3Mmeii-gpakoHoB (Bancran, Aun).

YkasaHHas 61aras CMMBO/IMKA (PaHTaCTUIECKMX CYI[ECTB B apMsIH-
ckoit mactuke XIII B. B 1jeIoM He HaXOOUT OTPKEHUsI B CpeHEBEKO-
BBIX IVCbMEHHBIX MCTOYHMKAX (B Pusmornore, y apMAHCKUX AaBTOPOB).
Hanporus, cornacHo lepKOBHOMY KaHOHY, OHM MIME/IV IIPEMMYLLeCTBEHHO
HeraTMBHOe 3HadyeHye: Obuim ajreropusamu 3ma u CaraHbl (IpakoH),

67



pacmyTcTBa u epecu (cupeHsl) u T.7i. TakuM o6pa3om, Oaro>xenare/nbHas,
HebecHas CUMBO/IMKA MU(DUIECKVX KXVBOTHBIX B XY/I0KECTBEHHOM TBOP-
yecTBe pasBUTOro CpeHeBeKOBbsA OTpaXkaeT MOXPUCTMAHCKUI IIACT UX
HOYNTaHNs B ADMEHUY Y B COCEHUX OMKHEBOCTOYHBIX cTpaHax. [Togo6-
HOE BO3POXKJEHMe, NIePeOCMbICTIEHNe 3TUX apXeTUIIOB MIMEI0 MEeCTO U B
apyrux xpuctuaHckux Kynbrypax XII-XIII BB. 1 XapaKTepusyer CXOJHbIE
KY/IbTYpPHBIE TIPOLIeCChI Ha OOIIMPHOM IIPOCTPAHCTBE OT MCIaMcKoro Boc-
ToKa 1o [IpeBHeit Pycu n 3anagnoit EBpomnbl.

Lilit Mikayelyan
Yerevan State University, Yerevan

GUIDES OF SOULS AND HEAVENLY GUARDIANS: IMAGES OF FANTASTIC
CREATURES IN THE ARMENIAN SCULPTURE OF THE 13th CENTURY

Armenian culture of the 13th to early 14th centuries is known for
bright flourishing in all areas, and particularly in the construction of monastic
complexes. In the rich sculptural decoration of the monumental buildings
of this period, reliefs of fantastic animals such as sirens, sphinxes, griffins
and dragons are very significant. The latter appear in Armenian medieval art
already from the 10th century, however their greatest popularity is observed
precisely in the 13th century. The fantastic beings were mainly carved above
the entrances or windows of churches, as well as decorated the altar elevations.
Based on the very location of these creatures on the most significant and
sacred parts of the church as well as their iconographic peculiarities, it
becomes clear, that they had an apotropaic meaning or were symbols of
the upper world. On the drum of the Gandzasar church two sirens, like
angels, hover over the figures of the church’s donators, which gives reason
to consider them symbols of Paradise, guides of souls, like the sirens in the
interior of the rocky tomb of the Geghard monastery. The sphinx image was
usually associated with apotropaic symbolism and the idea of power, similar
to the griffin in Christian art. The archaic, protective function of such heraldic
images is especially evident in the depictions of dragon-snakes.

The specified positive symbolism of fantastic creatures in the
Armenian sculpture of the 13th century generally is not reflected in medieval
written sources. On the contrary, according to the church canon, they had
mostly negative symbolism: as allegories of evil and Satan (dragon), symbols
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of debauchery and heresy (siren), etc. Thus the benevolent, heavenly
meaning of the mythical animals in the artistic interpretation of the High
Middle Ages reflects the pre-Christian layer of their veneration in Armenia
and the neighboring Near Eastern countries. These archetypes had been
similarly revived, rethought in the other Christian cultures of the 12th-13th
centuries as well, which distinguishes analogous cultural phenomena in a
vast space from the Islamic East to Ancient Russia and Western Europe.
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O.B. OBuapoBa
FOCYI[apCTBeHHbIIU/I MHCTUTYT UCKYCCTBO3HaHNA, MockBa

O CTMIIE MUHUATIOP YETBEPOEBAHTIE/IVIA MS. LUDWIG II 5
N3 MY3EATETTU

Pykonuce Ludwig II 5 u3 myses 'ertu B Manu6y, cornmacHo uccneno-
BaHuio A. Beiin Kapp, 6pi1a co3gana okono 1190 r., BosmoxxHo, Ha Kutmpe,
B paMKax TOTO SBJIEHMs, KOTOpOe OHa OIpefienna KaK «JeKOPaTUBHbII»
CTUIb. VI3 MUHMATIOP, YKPALIAIOLIVX PYKONNCH, K JAHHOMY 3Tamy ¢ abco-
JIIOTHOJ YBEPEHHOCTHIO MOTYT OBITh OTHECEHbI JIMIIb YeTbIpe — 0Opasbl
eBaHTrenmIcToB (MK MaTdes, BO3MOXXHO, C O3/ HeliIIelt 3amichio). CHIbHO
paspylueHHbIe cleHbl «YBepeHue Pombl» 1 «Y ClIeHNe», XOTS I HaXO[ATCA
Ha JIVICTaX, M3HAYa/IbHO BXOJUBIINX B PYKOINCH, HO, CKOpee BCEro, ObLIN
HamnucaHbl mo3gHee. Eme tpunannats Muanatiop (Poxpaecrso, Kpeujenne,
[Tpeobpaxkenne, TaitHas Beueps, Monenue o gamte, XKens! y rpo6a, Bxop
B Vlepycamum, brarosemenne, Cperenne, Bosuecenne, Comectsme Bo af,
[IatupecaTnna n PacnaTie) HaXOAATCA Ha BCTaBHBIX JINCTAX M MOTYT
ObITh matuposansl no3gHUM XIII B. VIMeHHO 3Ta rpymmna o6pas3oB cTaHeT
I7TaBHBIM IIPEIMETOM PAacCMOTPEHMA B JOKIIAfIe.

ITo 60sbIuert YacTy BCTaBHbIE MMHUATIOPHI IEMOHCTPUPYIOT BBICO-
KNI YPOBEHb MCIOJTHEHMA M €[MHBIN CTUMb, JII KOTOPOTO XapaKTepHa
IUIACTUYHOCTDb B TPAKTOBKe QUTYP U IPU STOM OTCYTCTBUE ITTyOMHBI KOM-
nosuuuit. Guryppl akTMBHO BBIJBUTAIOTCA BIEpe/l, HEPEAKO BBICTYNAsA 3a
npefenbl pambl. VIX >KMBbIe 1O3bI M BBIPa)KEHUA JIMKOB, HApANY C 9Hep-
rMeil )KMBONMCHOMN JIEKN ¥ APKUM KOJIOPUTOM CO3[AI0T 9KCIIPECCUBHBIN
Y BeCbMa HaTypabHbIII XapakTep obpasa. C y4eToM MMEILIMXCS Mpefi-
CTaBJIEHMII O KY/IbTMBMPOBAaHUM IIOl0OHOrO McKyccTBa B DeccanoHn-
KaX, MMEHHO C 3TUM TOpPOJIOM CBsA3aJl IPOMCXOXK/IeHNE M3y4aeMOIl IPYTIIIbI
muHnaTiop X. byxranb. B kauecTBe pOACTBEHHBIX IO CTWU/IIO MTAMATHUKOB
IpUBOAVINCH cpenu mpounx ¢pecku ComovaH u nepksu Cs. Knmmenra
B Oxpupie, MuHnatopnl YersepoeBanrenusa Burney 20. Mbl nombiTaeMcs
YTOYHUTD KPYT aHanoruit st obpasos nosgnero XIII B. n3 Ludwig II 5.
B yacTHOCTH, IpEACTaB/IAETCA, YTO 3aCTY>KMBAIOT BHYUMAaHUA C 3TOV TOUYKNI
3peHNA Takye IMaMATHUKY, Kak (pecka C aHTelIOM M3 aIlCUfbl PYMHUPO-
BaHHOI1 Kare/uipl Ha CriacoBoit Boge 6/3 Xumanznapa Ha AdoHe, a Takke
HEeKOTOpble 00pa3bl B pocucaAx Haoca nepksu Omopdu B Apunax. Kpome
TOTO, Ka)KETCSl BEPOSTHBIM, YTO TEHJ[EHIVS IpUOIIKATh IHepCOHaKe
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K 3pUTeJII0, IOPOl cpe3as MX TPaHUIIell Kajipa, MOITIa ObITh 00YCIOB/IeHA
3HaKOMCTBOM C MUHUATIOPaMIU «IEeKOPATUBHOTO» CTWJISA, IJII KOTOPBIX
XapaKTepHa, B YaCTHOCTH, GOKYCUPOBKA Ha KPYIIHBIX IONTy(PUrypax.

Olga Ovcharova
The State Institute for Art Studies, Moscow

ON THE STYLE OF THE MINIATURES OF THE TETRAEVANGELION,
MALIBU, J. PAUL GETTY MUSEUM, LUDWIG II 5

Ms. Ludwig II 5, according to Annemarie Weyl Carr, is an important
representative of the so-called decorative style, possibly produced in Cyprus
ca. 1190. To this initial stage belong the Evangelist portraits. The scenes with
the doubting Thomas and the Koimesis were painted later on the available
leaves. Thirteen other miniatures (the Nativity, the Baptism of Christ, the
Transfiguration, the Last Supper, the Agony in the Garden, the Women at
the Tomb, the Entry into Jerusalem, the Annunciation, the Presentation
in the Temple, the Ascension, the Descent into Limbo, the Pentecost, the
Crucifixion) are on the inserted leaves and can be dated to the late 13th
century. It is on this latter group of the images that I will focus in my paper.
For the most part they are characterized by the volumetric figures and at the
same time the lack of depth in the compositions. Figures are placed next to
frames and partly in front of them. Their lively poses and expressions, along
with an energetic pictorial manner and bright colors create an expressive
and rather naturalistic type of image. H. Buchthal pointed to Thessaloniki
as a possible place of origin of the art of this type. The frescoes of Sopocani
and St. Clement at Ochrid, the miniatures of Burney 20 and several other
monuments were cited as analogies. It seems that additional parallels can
be adduced, in particular, with the angel in the altar niche from the ruined
chapel on Spasova Voda, Hilandar, and some images in the naos of the
Omorphi Ecclisia at Athens. The tendency to bring personages closer to
viewer was possibly inspired by miniatures in manuscripts of the decorative
style.
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N.A. Openkas
FOCYI[apCTBeHHbIIU/I MHCTUTYT UCKYCCTBO3HaHNA, MockBa

O PYKOIIMCH HOBOT'O 3ABETA (PHB, I'P. 101) M EE MMHUATIOPAX

Pyxommcs Hosoro 3asera (PHDB, rp. 101), cocTos1mas 13 AByX TOMOB,
npoucxoaut u3 JlaBpel cB. Adanacus Ha Adone u nocrynmia B VIIb B
cocraBe komtekiyu [LII. [lybposckoro B Hauanme XIX B. OHa mpepcTas-
nsieT coboit penknit o6paser] MaHYCKPUIITA, MUHMATIOPBI KOTOPOTO, CO3-
maHHble BO BrTopoii momoBuHe XII B., ObUIM TepenycaHbl MPUMEPHO CTO-
NeTreM To3xe. ITa 0cobeHHOCTh Obta 3amedeHa VI.II. MokperjoBoit BO
BpeMs pecraBpaunu pykonvicu B BIHHIJIKP ¢ 1968 no 1981 r. Ha o6opo-
TaX JINCTOB C MMHMATIOPAMM €11 YIa/I0Ch YBUJIETD C/Ie[ibl IEPBOHAYa/IbHOTO
PUCYHKa, MECTaMMl 3HAYUTEIbHO «PACXOAAIIErocsa» € MO3AHENIINMN U30-
Opa>KeHNsIMH.

[Toyepk pykomucu, a TakxKe fBe coxpaHmsumecsa B Hell oT XII B.
MUHMATIOPBI — 00pa3bl XpucTa B 3acTaBKe Ha 1. 117 mepBoro Toma 11 MoaHHa
borocnoBa Ha IMOTHOCTPaHNYHON MUHMATIOpE Ha /1. 44 BTOporo — o6Hapy-
JKMBAIOT CXOJICTBO ¢ pykonucsaMmu Yukaro-Kapaxmccapckoii Tpynbl, OTHO-
CUMBIMM MCCneffoBatenamu Ko Bropoit nonosuHe XII — mavamy XIII B.
Bo3smoxHO, ochinm KpacoyHoro cnos ¢ Myunuatiop XII B. B MaHycKpumre
u3 PHB, cTonp xapakTepHble /11 MaHYCKPUIITOB 3TOV TPYIIIbI, ¥ CTaIN
OPUYMHOV HEOOXOJMMOCTY ITOHOBJIEHNUsI OONBIIMHCTBA M300pa’keHUIl B
koHIe XIII B. llenn mokimama — MOMBITaTbCA HAWMTU CTUIMCTUYECKIE aHa-
noruu obpasam XII B. B pykonmcu Hooro 3asera (rp. 101), uto o cux
HIOp He OBIIO C/IeTTaHO VICCTIEOBATe/IAMY, @ TAKXKe IIOIPOOOBATh YTOYHUTD,
CKOJIbKO MaCTEpOB IIPMHMMAJIO Y4aCTe B IOHOBJIEHNY MUHIATIOP B KOHIIE
XIII B.

Irina Oretskaia
The State Institute for Art Studies, Moscow

ON THE MANUSCRIPT OF THE NEW TESTAMENT (SAINT PETERSBURG,
RUSSIAN NATIONAL LIBRARY, GR. 101) AND ITS MINIATURES

The codex of the New Testament in the Russian National Library
(gr. 101) consisting of two volumes, preserved until 1540s in the Great
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Lavra on Mount Athos entered the manuscript collection of the Emperor’s
Public Library in Saint Petersburg in the 19th century with other codices
collected in 1778-1800 by Piotr Dubrovsky. It is a unique manuscript, which
miniatures created in the second half of the 12th century were repainted
about a century later. This peculiarity was noted by I.P. Mokretsova during
the restoration of the codex in the National Central Research Laboratory for
preservation and restoration of the museum art treasures in 1968-1981. She
was able to discern the traces of the original design under the repaintings of
the late 13th century; she pointed out its “discrepancy” with later painting.

The script of the codex and the miniatures preserved in it from the
12th century - images of Christ in the headpiece in fol. 117 of the first
volume and of John the Theologian in the full-page miniature in fol. 44
of the second - reveal similarity with those of the so-called “decorative
style manuscripts” dated by scholars to the second half of the 12th - early
13th-century. Probably, the fall of paints so characteristic of the codices of
this group, caused the necessity in restoration of most of its miniatures in
the late 13th century. The aims of the study are to find stylistic analogies to
its two 12th-century images, as it was not yet done by other scholars, and to
specify the number of artists responsible for the restoration (renovation) of
the miniatures in the late 13th century.
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Tatjana Starodubcev
Academy of Arts, University of Novi Sad, Novi Sad

SERBIA AND THE CHRISTIAN EAST IN THE 13th CENTURY.
MINIATURES OF THE PRIZREN GOSPEL AS A TESTIMONY
OF ARTISTIC CONNECTIONS

The Prizren Gospel (the last decades of the 13th century), destroyed
on April 6th, 1941, contained 36 miniatures. Due to numerous unusual
features, many of them are unique among preserved Serbian medieval
artworks. For the purpose of this study, limited in scope, some of them were
scrutinized. Their potential models in extant medieval Eastern Christian
artworks are listed. The most closely related examples can be observed
in the Coptic milieu. The question of how the illuminator of the Prizren
Gospel could have gotten acquainted with the works of Christian Egypt
whose iconographic details he transmitted into a quite original creation is
discussed.

Serbian written sources on the ties between Serbia and Egypt in the
13th century are very scarce. During his pilgrimage to the Holy Land in
1234-1235, the first Serbian archbishop, Sava, visited many holy places in
Egypt, from Alexandria to Mount Sinai. The hagiographies indicate the
travels of the 13th century Archbishops - Sava II, Joanikije I, and Jevstatije
I - as well as that Queen Jelena (+ 1314) sent her monks and gifts to Sinai
and Jerusalem. The monastery of St. Catherine on Mount Sinai treasures
numerous Serbian manuscripts from the 13th and 14th centuries. Foreign
Christian merchants and wayfarers were guaranteed safe passage in the
Mamliks Egypt. That was regulated by a decree issued in 1288. The transcript
from the reign of sultan Muhammad bin Qala’dn (1293-1341) notes the
way the sultan addressed Istifants Farakis, king of the Serbs, who is also
cited in several Arabic written sources. Given the very wide time span of the
reign of the sultan, it is not possible to reliably determine to which Serbian
king the name refers.

It can be assumed that the artist who painted the miniatures of the
Prizren Gospel was in Egypt for a long or short while. His miniatures were
based on various iconographic patterns that he memorized or noted, and
incorporated into unusual achievements unique among preserved medieval
Serbian paintings.
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T. Crapopy61ieB
Axaziemus xypoxxects, Hosu-Capcknit yausepcuret, Hosu-Cap

CEPBUSA VI XPUCTUAHCKI BOCTOK B XIII BEKE
MUHWATIOPDBI ITPM3PEHCKOTI'O EBAHTE/INIA KAK
CBUJIETEJIBCTBO XYTOKECTBEHHBIX CBA3EN

[Tpuspenckoe EBanremne (nmocnepune pecarmnetus XIII B.), yany-
TOXXeHHoe 6 anpens 1941 r., copepkano 36 muHuatiop. V3-3a MHOrO4MC-
JIEHHBIX HEOOBIYHBIX Y€PT MHOTME 13 HMUX YHUKAIbHBI CPe[iyi COXPaHMB-
INXCsT CepOCKMX MPOM3BEJIEHMII CPEeHEeBEKOBOTO MCKyccTBa. B pamkax
3TOTO OTPAaHMYEHHOTO 10 OXBAaTy MCCIENOBaHUA PACCMATPUBAIOTCA HEKO-
TOpble 13 HMX. [IpUBOAATCSA MX BO3MOXKHbBIE 00PA3I[bl Cpefy JOLIEAIINX
0O HAac BOCTOYHOXPUCTMAHCKUX CPENHEBEKOBBIX ITAMATHUKOB JCKYC-
crBa. Hambonee 6rmuskme mpumepsl MOXXHO BUJIETb B KOIITCKOI Cpefe.
PaccmarpuBaerca Bompoc, kak muHmartopucrt Ilpuspenckoro Esanre-
MuA MOT IIO3HAKOMUTBCA C IPOU3BENEHUAMIN XPUCTHAHCKOro Erumra,
YbJ UKOHOTpadMIecKue JeTany OH IepeHec B CBOe BeCbMa OPUTMHAIbHOE
TBOPEHIE.

CepOckue muCbMeHHBIE MCTOYHUKM O CBA3AX Mexnay Cepbueit u
Erunrom B XIII B. o4eHb ckynubl. B xozie cBoero najmomundectsa B CBs-
Ty10 3emyio B 1234-1235 rr. nepBblit cepockmit apxuenuckon Capsa moce-
TUJ MHOTO CBATBIX MecT B Erunte — ot Anexkcanspun po ropst Cunaii. B
KUTUITHON JIUTepaType OTMEYAITCA IyTemecTBusa apxuenuckonos XIII
B. Cassbl 11, Moauuukusg I u EBCTa(l)I/IH I. IsBecTHO TakXKe, YTO KOpO/IeBa
Enena (11314) nmocbliana cBoMX MOHaxoB 1 Aapbl Ha CuHait u B Vepyca-
muM. Monacteipp CB. Exarepunbl Ha CuHae XpaHUT MHOTOYMC/IEHHbIE
cepbckme manyckpuntbl XIII-XIV BB. JIHOCTpaHHBIM TOPrOBIIaM U IyTHNU-
KaM XPMCTMAHCKOTO BEPOUCIIOBE[aHUA B MaM/IIOKCKOM Erumnre rapaHTu-
poBajiach 6€30IaCHOCTD IepeABIDKeHMsA. DTO ObIIO OIIpefie/IeHO NeKPEeTOM
1288 r. JlokymeHT smoxu mpasneHuss Myxammana u6H Kamayna (1293-
1341) copmepxut obpauienue cynrana K Vcrudanycy Gapaknury, Koposo
cep6OB, KOTOPBII TaKXKe YIIOMUHAETCS B HECKOIBKMX apabCKUX MUCbMEH-
HBIX MCTOYHMKaX. C y4eTOM O4YeHb HIMPOKOTO BPEMEHHOTO IIPOMEXYTKA
IpaBJeHNA CY/ITaHa HEBO3MOXXHO [OCTOBEPHO OIPENENNTb, K KaKOMY
cep6CKOMY KOPOJIIO 3TO MMsI OTHOCUIOCh.

MO>XHO IpeJIONIoKNUTb, YTO XYLOKHUK MUHUATIOp [Ipnspenckoro
EBanrenusa Haxopmics B Ernnre 6omee mim MeHee fonro. Ero MuHuaTopst
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OCHOBbBIBA/IVICh Ha pa3/INIHBIX I/IKOHOI‘pa(bI/I‘{eCKI/IX o6pa3uax, KOTOpbIE€ OH
3aIIOMIMHAI NN (bMKCI/IpOBaH U BKJIIOUMJI B CBOE HEOOBIYHOE IIpOn3BENEHNE,
YHUKa/IbHOE Cpeiyt COXpaHUBIINXCA IMTAaMATHNKOB cep6c1<0171 JKMBOIINCH.
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Hapa Xemy
JIuBaHCKMUI1 YHUBEPCUTET, beipyr

MCTOKMN JKMBOIIMCH XIII BEKA B INBAHE

Hacrennsle pocnicu nosiBwiuch B JIuBaHe, a TouHee B rpadcrse
Tpunonn (1104-1289) B 110Xy KpeCTOHOCLEB. 3[1eCh HACUUTBIBAETCS HoJIee
TPUALIATK IIePKBeil TOr0 BPeMeHU, CTeHbl KOTOPBIX ObIIN IOKPBITHL (pe-
CKaMIL.

Bo ¢peckax, co3ganHbix Ha Teppuropun JIuBana ¢ Havama XIII B.,
MO>KHO BBIABUTD KaK MUHMMYM JBa CTuA. OJMH 13 HUX BOCXOIUT K BU3aH-
TUIICKOV TpafMLMM, VIV maniera greca, Spyroil — K MeCTHOI, W/IM maniera
syriaca. O6a 3T1 crioco6a Xym0>KeCTBEHHOTO BBIPXKEHNSA C XOPOIIO pa3Bu-
TBIMM (POPMaMM BOSHUK/IV BHE3AITHO U PACIIPOCTPAHIINCH OTHOBPEMEHHO
KaK Cpe[il MeJIbKUTOB, TaK M Cpefiy MapoHUTOB. Hu ogHOro mpoussene-
HMA XpUcTHaHcKoi xusonucu or nepuoga ¢ VII mo XII B. He coxpann-
nock. Takoit paspbIB, 0OCOOEHHO IIOCTIE CO3JAHMA JJOBOILHO MHOTOYNC-
JICHHBIX MO3aNK IIOJIOB, a TaKXe (pecok B PaHHEXPUCTUAHCKYIO SIIOXY,
BbI3BIBAET MHOI'O BOIIPOCOB. Lle/Ibii1 pAx MCCnenoBanmil MOCBAILEH POCIIN-
cam XII(?)-XIII BB., ogHAKO IpoOneMa IPOUCXOXEHUA STOTO MCKYC-
CTBa He IpUBJIEK/Ia BHMMAaHME YYeHbIX. PacipocTpanenye BU3aHTUIICKOTO
CTUJIA CBSI3AHO C IPMOBITHEM XYLOKHUKOB ¢ Kumpa n s Busantun nocie
UX Iepexofa B pyKu n1aTvHAH B 1191 u 1204 IT. COOTBETCTBEHHO, HO KOPHU
MECTHOTO CTWUJIA OCTAlTCA HeusBecTHbIMU. CiieflyeT, OJHAKO, OTMETUTD,
YTO 3TO «BO3POXKIEHME» XKMBOINICK HAa4a/IOCh HE C IIPUXOMIOM JIATUHAH B
XII B., KaK IPUHATO CYUTATD, a CTOJIETHEM TI03XKeE.

Ienb mccnemoBaHNA COCTOUT B U3YYEHUN NPUYMH OTCYTCTBUSA MU
VICYe3HOBEHS POCIIMCEN! B 3TI0XY, OXBaThIBalollyio 6ojee 400 e, 1 BO306-
HOBJIEHVS IIPAKTUKM co3fanusA ¢ppecok k Havany XIII B.
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Nada Hélou
Lebanese University, Beirut

THE ORIGINS OF THE 13th CENTURY WALL PAINTINGS IN LEBANON

Wall paintings appeared in Lebanon during the time of the Crusaders
(1104-1289). There are more than thirty painted churches dating back to
this period.

These frescoes created from the early 13th century, i.e., in the period
of the Latin domination in the Holy Land and in the county of Tripoli, are
distinguished by coexistence of at least two styles. One of them belongs to
the Byzantine tradition or maniera greca, the other relates to a local style
or maniera syriaca. These two ways of expression with well-developed
forms appeared suddenly and spread simultaneously among the Melkites
and Maronites. No work of Christian painting has come down to us from
the period since the 7th-8th until the 12th century. The gap in artistic
production, especially after the period of the high efflorescence of mosaics
and frescoes in the early Christian era, raises many questions. While several
studies on the 12th(?)-13th-century wall paintings in Lebanon dealt with
style, iconography and liturgy, the problem of the origin of that art did not
attract the interest of scholars. While the use of the maniera greca can be
explained by the arrival of artists from Cyprus and Byzantium after their fall
at the hands of Latins in 1191 and 1204 respectively, the sources of the other
style, the maniera syriaca, remain unknown. It should be noted, however,
that this “renaissance” of painting did not begin with the Latin occupation,
as it was usually assumed, but almost a century later.

This research aims at studying the reasons of the absence of pictorial
art in Lebanon during more than 400 years and its reappearance in the
beginning of the 13th century that did not coincide with the arrival of
the Crusaders. We will also try to examine the origins and influences that
resulted in the reappearance of the wall paintings.
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Ioannis P. Chouliaras
Ephorate of Antiquities of Thesprotia, Igoumenitsa

13th CENTURY FRESCOES IN EPIRUS WITH WESTERN INFLUENCES

Until recently, the wall painting of the time of the Despotate of Epirus
did not show special contacts with the contemporary wall painting in the
West, although these were evident in other forms of art, such as e.g. the
sculpture. In recent years, however, new research has contributed greatly
to this issue. In the hermitage of the Saints, near Delvinaki, Ioannina, an
early representation of the Embracement of Peter and Paul predisposes
us to the new political directions of the state of Epirus in relation to the
West, without, however, being in itself a strong element of contact with the
West. However, this contact becomes clearer in an important monument
of Thesprotia, with frescoes dating to the third decade of the 13th century.
In the church of Transfiguration of the Savior in Plakoti, many details of
style and iconography lead us to the search for Western models in the final
configuration of the iconographic program of the sanctuary. Representations
such as the enthroned Virgin Mary in the arch with the symbolic floral
decoration on both sides of the figures of the archangels, the prominent
position of St. Leo of Catania in the program of the sanctuary next to Christ
Emmanuel, and characteristic details in the depiction of the Virgin of the
Annunciation reveal these influences. This art, however, is filtered through
the mid-Byzantine art of Corfu. Based on these frescoes we must see in a
different light the presence of St. Leo of Catania, a few decades later, in the
church of Agios Nikolaos tis Rodias in Arta.

WLII. Xynmapac
Vnucnexuusa gpesHocreit Tecnporun, Virymennia

OPECKMU XIII BEKA C 3AITAJHBIMU BIIMAHMAMU B SIINPE

Ilo HemaBHero BpeMEHU B POCHUCAX 3I0XM IIUPCKOro [ecIo-
Tata He OOHAPY)XMBAIM OCOOBIX KOHTAaKTOB C COBPeMEHHON HaCTeH-
HOJI KMBOIIMCHIO 3am1ajia, XOTs TaKOBble ObUIM OYEBUIHBI B JPYIUX BUIAX
VICKYCCTBa, HaIIpMMep, CKY/IbIType. B mocnenHme royel, ogHako, 6maropaps
HOBBIM VICC/IE[JOBAHVISIM, ObI/I BHECEH 3HAYNTE/IbHBIN BK/IAJ] B ICCIEJOBAHME
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aTol mpobnemsl. B ckuty CaTbix 67113 JlenbBuHakM B SIHUHe paHHee U30-
opaxxenne O6bsarnit [lerpa un ITaBna 3acraBisieT Hac IpefIonaraTh OTpa-
YKeHVe HOBOTO Kypca DIMPCKOTo roCyiapcTBa Ha 3amiaf, X0Ts caMo 1o cebe
3TO M300pa)KeHMe He SBJIAETCS CBUJETETbCTBOM KOHTAKTOB C 3amlajioM.
OpHako 9TM CBSA3YM CTAHOBATCA OOJiee OTYETIVMBBIMU B CIEAYIOLIEM BaXK-
HOM naMATHUKe B Tecporun, gatupyemom TpetbuM gecatmnervieM XIII .
B nepxsu Ilpeobpaxenns Crnacutens B IImakotu MHoOrme CTMIMCTHYe-
CKIe ¥ MKOHOTpadudecKme jeTany roBOpAT 00 MCIIOIb30BAHUY 3aI1a/JHBIX
00pasIoB B peleHny NKOHOTpaduIecKoil IporpaMMBl anTapsi. ITU BIUA-
HVIs1 OOHAPY)XVMBAIOTCS B TAaKMX M300pa’keHIsIX, KaK TpoHHas JleBa Mapus
C CUMBONNYECKUM (PIIOPaIbHBIM IEeKOPOM II0 CTOPOHAM OT QUTYp apXaH-
rejioB, Bbljjaoleecs monokeHue cB. JIbpa Karanckoro psagom ¢ Xpucrom
OMMaHyIWIOM B IIpOrpaMMe aITapsi ¥ XapaKTepHble TeTa B N300paXKeHNn
boromarepu B «bmarosemenun». 9ty BAUAHUA, OFHAKO, IPOLUIN 4Yepe3
GuUIbTp CcpefHEeBU3AHTUIICKOTO MCKyccTBa ocTpoBa Kopdy. YumreiBas
9TV (ppeckim, MbI JO/DKHBI TPAKTOBATh B IHOM CBeTe IPUCYTCTBUE CB. JIpBa
KaTaHCKOro HeCKOIbKUMU JlecATUIeTUAMM No3gHee B 1epkBu CB. Huko-
nas tuc Poppsac B Apre.
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M.I. fIxoBneBa
LlenTpanbHblil My3ell peBHEPYCCKOI KyIbTYPbI X MICKYCCTBA
uMeHy AHpipes Py6neBa, MockBa

MO3AVIKA 3110OXM IIEPEMEH. MUHVMATIOPHBIE
MO3AVYHDBIE MKOHBI XIITI BEKA 11 9BOIIOLNA
NX XYOOXECTBEHHOTI'O A3bIKA

Cpenu pourefnx 4o HaIIero BpeMEHM BU3AHTUIICKMX MUHMATIOP-
HBIX MO3aMYHBIX MKOH a0CONMIOTHOE OOJIBIIMHCTBO COCTAB/ISAIOT HaMsAT-
HUIKY, CO3JIaHHbIe B I1a/Ie0/IOTOBCKYIO 91OXy. UncieHHOe mpeobnajaHie
MIHMATIOPHBIX MO3alK, MCIIOJIHEHHBIX B nmocnenHeli Tpetu XIII — nmepsoi
gyerBepTy XIV B., a TaK)Ke UX CTUINCTUYECKAsA HEOJHOPOJHOCTD CTa/IN IIPY-
Y HAMI TOTO, YTO MHOTME MCCIeNOBATeIN 110 MHEPLMM aCCOLUMPOBA/IN C
3TUM IEPUOJOM U Te€ U3 MO3aMYHbIX KOH, B KOTOPBIX Y€PThI I1a/I€0/I0IOB-
CKOTO CTWJIA ellle IOYTY HeOI[yTUMBI. B mokmame 6ymer BbiesieHa rpymmna
nmaMATHUKOB XIII B., BOSHUKIINX, 110 BCEJl BEPOATHOCTH, NO PeCTaBpalym
Busanrtumiickoir umnepuu B 1261 r., 1 JaHa OLIEHKA UX XyJ0XKECTBEHHOIO
CBOe0oOpasus.

Crunb IBYX MMHMATIOPHBIX MO3a4YHbIX MKOH — «CB. 'eopruit» us
l'ocymapcrBenHoro myses mckycctB I'pysum m «boromartepp Armocopu-
THcca» U3 MoHacTeipA Kimapucc B KpakoBe — ABCTBEHHO JIEMOHCTPUPYET
BIVsAHME TIO3JHEKOMHMHOBCKOV TPaMIINY, IPOABIAIOLIEECS B IEPBYIO
ouepefb B JIMHENHOV PUTMUKE OJiesAHUI. BImMskuit Xxapakrep MO3an4HOM
K/Ia/IK/ B MKOHax 13 Tommcu u KpakoBa CBUIETE/IbCTBYET O TOM, YTO OHU
OBUIV CO37IaHBI Ha OJJHOM 3Talle Pa3BUTHA MCKYCCTBA MYHMATIOPHOI MO3a-
VIKH, TI0 BCel BepOATHOCTH, okojo 1200 r. wim B camoM Havane XIII B. B
II0JIb3Y STOM JATMPOBKM FOBOPUT TUIl NuKa boromarepu, a Taxxe crumm-
CTHYeCKIe IapajUle/i C KPyIHO(OPMAaTHBIMY Y1 MOHYMEHTA/IbHBIMU MO3a-
MIKaMM 9TOM SIIOXM.

Heckonpko mospHee 6bUIM CO3/jaHbI MO3aWYHble MKOHBI «XPUCTOC
[TanToxkparop» u3 nepksu Canra-Mapusa-unn-Kamnurenmm B Pume n «Xpu-
croc Ha TpoHe» u3 ['amepen mkoH B Oxpupe. Hekoropbie ocobeHHOCTH
3TUX MUHMATIOPHBIX MO3aNK, TaKue KakK aOCTPaKTHO-/IMHEAPHBIl XapaK-
Tep acCUCTa, TPAKTOBKA JleTajieil 00MaveHnil M aKI[eHTUPOBAHHBIN KO-
paTUBM3M IeOMEeTPUYECKOr0 OPHAMEHTA, HAXOAAT aHA/IOTUM CPeyt IIaMAT-
HIKOB, CO3IaHHbIX 0KOoo cepenuubl XIII B., B TOM 4ucie nop BansAHMEM
3alaJHOEBPOIENICKIX XYHNOXKeCTBEHHbIX BKYCOB. BecbmMa BepOATHO, 4TO
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00e MUHMATIOpPHbIe MO3auK/ ObUIV M3TOTOBJIEHBI B IIEPUOJ JTATUHCKOTO
TOCIIOJICTBA, CKOPee BCETO — BO BTOpO yeTBepTu unn cepepyne XIII B.

Munnartopabie Mo3anysble MKOHBI XIII B. Jal0T BO3MO>XXHOCTD IIPO-
CIIeINTD, KaK B 3/INTAPHOM CETMEHTE BU3aHTUICKOTO MCKYCCTBA IIPOMCXO-
IWIa OCTeTeHHasi CMeHa 9CTeTUYeCKUX UJIeanoB, a er0 1300pasnuTeIbHbII
periepTyap oboraancs 3a cueT MMITY/IbCOB, TOCTYNABIINX 13 CMELIaHHO
BU3AHTUIICKO-IATHCKO KYJIbTYPHOI CPeibl.

Maria Yakovleva
The Central Andrey Rublev Museum
of Ancient Culture and Art, Moscow

MOSAIC OF THE ERA OF CHANGE. MINIATURE MOSAIC
ICONS OF THE 13th CENTURY AND EVOLUTION OF THEIR
ARTISTIC LANGUAGE

The vast majority of extant Byzantine miniature mosaic icons has
been created during the Palaeologan period. Quantitative prevalence of
miniature mosaics executed during the last third of the 13th - first quarter
of the 14th centuries, as well as their stylistic inhomogeneity, are among
reasons of why many researchers ascribed to this period also those of mosaic
icons which hardly demonstrate elements of Palaeologan style. In this paper,
a group of micromosaics will be defined, which in all likelihood have been
produced before the restoration of the Byzantine Empire in 1261.

The style of two miniature mosaic icons — “St. George” from the Art
Museum of Georgia and “Our Lady Agiosoritissa” from the Poor Clares
Monastery in Krakow - clearly demonstrates an extension of the late
Komnenoi tradition, which manifests itself mainly in the linear rhythm of
garments. Close similarities of mosaic technique indicate that the icons from
Tbilisi and Krakow belong to one and the same stage of style’s development.
In all probability, they have been carried out around the year 1200 or at the
very beginning of the 13th century. This dating is supported by the type of
the face of the Virgin, as well as by stylistic parallels with some large-sized
and monumental mosaics of this era.

Somewhat later, the mosaic icons “Christ Pantocrator” (Church of
Santa Maria in Campitelli in Rome) and “Christ Enthroned” (Icon Gallery
in Ohrid) were created. Some of their features, such as an abstract-linear
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character of highlights, interpretation of certain details of vestments and
accentuated decorativeness of geometric ornament, find analogies among
the works of art executed about the middle of the 13th century, including
those influenced by Western artistic tastes. It is highly probable that both
miniature mosaics have been produced during the period of Latin rule,
most likely in the second quarter or in the mid-13th century.

Miniature mosaic icons of the 13th century make it possible to trace
a gradual change of aesthetic ideals in the “elite” segment of Byzantine art,
and to find out how its pictorial repertoire was enriched by impulses coming
from a mixed Byzantine-Latin cultural environment.
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III. OBPA3 CBATOI'O AJIEKCAHIPA
HEBCKOTI'O B PYCCKOM NCKYCCTBE
XVI - HAYAJTA XX BEKOB

THE IMAGE OF SAINT ALEXANDER
NEVSKY IN THE RUSSIAN ART FROM
THE 16th TO THE EARLY 20th CENTURY



JL.U. Anexuna
LlenTpanbHblil My3ell [peBHEPYCCKOI KyIbTYPbI M MCKYCCTBA
uMmeHu AHppes Py6nesa, MockBa

CIIYKBbA BITATOBEPHOMY KHA310 AJIEKCAHJIPY HEBCKOMY
KAK OBPA3EL /I TUMHOTI'PA®OB XVII-XVIII BEKOB

B cBsA3uM ¢ obmjepycckmMm HpocCiaBlIeHNeM OaroBepHOTO KHA3S
Anexcangpa Hesckoro B cepeguue XVI B. nHOK Bragumupckoro Pox-
IEeCTBEHCKOTO MOHACTBIpA Mmuxama cosfan 4MHOIOC/IeJoOBaHNe CBs-
TOMY. B KOHIle CTOIeTVsI OHO OBIIO TOIIOTHEHO BTOPBIM KaHOHOM, aBTO-
POM KOTOPOTO IPEAINONIaraloT apXMMaHAPUTa TOTO K€ MOHACTbIps VoHy
(Oymun) (1584-1588). C XVII B. TopykecTBEHHOE HOTOCTY>KEHIE C MOTIIe-
JleeM B JIeHb IMaMATH Ajtekcangpa HeBckoro momyunsio eme 6osee mmpokoe
pacmpocTpaHeHue, 6/1arofaps BKIOYeHNIO TeKcTa CIyKObI yoke B IIEPBYIO
nevyaTHyo MuHer cmy>ke6HyI0 Ha HOA6pb (M., 1610), a mo3gHee — B HOIO-
HUTEIBbHYIO 4acTh ¢ pycckumu cmyx6amu Tpedonornona (M., 1637). Ilpu-
MeYaTeJIbHO, YTO CO BPEMEHeM TEeKCT BeINYaHNUA 0/IarOBEPHOMY KHA3I0
CTaJI IIPeNOJOOHNYIECKUM.

Brnusanne a0t Cry>k6bI COBEpPIIEHHO 0YeBMITHO CKA3bIBAETCA B IeC-
HOIIEHMAX IIOC/IefIOBaHNA OaroBepHOMy KHA300 Pomany Yramuckomy,
cocraBneHHOMy CrmeoHoM Pomanosmdyem OndepbeBbiM 1 nHOkoM Cep-
TieM B CBA3Y C OTKPBITHEM MOIIEN CBATOTO IIpu marpuapxe Vose B 1595 .
(110 MHEHMIO HEKOTOPBIX MccefoBateneil — B 1605). C HebonbLMMy nsMe-
HeHUsAMU OBUI MCHONb30BaH Tpomapb AjekcaHapy Hesckomy, cxoxxime
MOTUBBI VIV TEKCTya/IbHBIE COBIIAfIeHsI OOHAPY)XMBAIOTCSI BO MHOTYIX CTH-
XMpax, UAEHTUYHO HayasIo (2 MHOTJA U IOJTHOCTBIO TEKCT) OOJIBIINHCTBA
TpoIIapeil BTOPOro KaHOHa, IIPOC/IAB/IAOIEr0 MHOTOIIe/Ie0HbIe MOIIM CBSI-
TOro KHA3A. TonbKo ueThipe M3 24-X Tpolapell He MMEIT COBIA/IEeHNUA C
opurunanoM. Ho faxke Tam, rjje HeT ABHBIX 3a/IMCTBOBAHUI1, CaMa C/IOBec-
HO-00pasHas CcTeMa YKasblBaeT Ha TEKCTHI, IIOCTY>KUBIINE 00pasoM.

ITocne oTkpbiTMA B JlaHMIOBCKOM MOHAcCTbipe B 1652 TI. Molieit
6marosepHoro kHsa3s [laHmmia MOCKOBCKOTO Tak)ke BO3HMK/IA HOTpeO-
HocTb B Cryx6e. Bo3aMo)xHO, 3a oTcyTcTBMeM rMMHOrpada ajst 60rocmy-
JKeHUs1 OBUIO IPUCIIOCOO/IEHO (C COOTBETCTBYIOIIMMIY VICIIPABIEHVSIMM)
yXe TOTOBO€ IOC/efjoBaHMe cBATOMY PoMaHy Yrimdckomy, cocTaBiieH-
Hoe OndepbeBbiM 1 MHOKOM CepryeM, UMeHa KOTOPBIX COXPaHMINCH B
K0/10(hOHE paHHero Crucka «HoBoi» Cayx6pl. CUMBOMINKA 1 0OPa3HOCTD
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IIeCHOIIEHNI KHA3I0 PoMaHy BIIO/THE OTBeYalM XapaKTepy ¥ HOBOIIPOC/IaB-
JIEHHOTO MOCKOBCKOTO KHA34.

Eme 6onbiue 3amMcTBoBaHMiT o6HapyxuBaercss B Ciaykbe KHA3IO
Hanmmny Mockosckomy cepenynbl XVIII B. HemsBecTHbllI cocTaBuTEND
3aHoBO obpatwica k Cryxb6e Anekcannpy HeBckomy, B pesynbTaTe 4yero
€€ TEKCT «IJUTUPYETCsI» BO MHOTUX CTUXMPAX, PaHee He CTIeOBaBIINX CTO/b
OYeBVIHO 3a IpeBHUM OpuUrnHamoM. OCOOeHHO 3TO NMPOSABUIOCH B CTUXU-
pax Ha «['ocnogu, Bo33Bax», C JOCIOBHO NOBTOPAIOUIMMICA HadalTbHBIMU
cnoBamu. Kpome Toro, 6bUIM NOJYEPKHYTHI POJCTBEHHbIE Y3bI IBYX KHA-
3ell U UX AyXOBHas IIPeeMCTBEHHOCTh. Takum obpasom, Cry>x6a 6marosep-
HOMY KH:A310 Anekcansipy Hesckomy XVI B. Ha NpoTs>KeHUM ABYX IOCTIe-
AYIOLIVX CTONETUI BIOXHOBIIATA PYCCKMX IMMHOTIPadoB, IPOCIaB/ABIINX
MOJIBUT CBATBIX KHA3EI.

Larisa Alekhina
The Central Andrey Rublev Museum of Ancient Russian
Culture and Art, Moscow

THE SERVICE TO THE RIGHT-BELIEVING PRINCE ALEXANDER NEVSKY
AS A MODEL FOR THE HYMNOGRAPHERS OF THE 17th-18th CENTURIES

The report is devoted to the influence of the Service to the Holy
Prince Alexander Nevsky of the 16th century on the liturgical texts of the
subsequent time. Citations and the verbal-figurative system are found in the
Services to the holy Prince Roman of Uglich of the beginning of the 17th
century and to the holy Prince Daniel of Moscow of the second half of the
17th and the middle of the 18th centuries.
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JI.U. AHTOHOBaA
LlenTpanbHblil My3ell [peBHEPYCCKOI KyIbTYPbI M MCKYCCTBA
uMmeHu AHppes Py6nesa, MockBa

VUTIOCTPATUBHBIN PAJT «CITOBA ITOXBAJIBHOTO O KHA3E
AJIEKCAHJPE APOCITABUYE HEBCKOM» B JIMIIEBOM
JIETOIIMCHOM CBOJIE 1560-1570-X TO1OB

MnnmocrpaTuBHbIL pAJ, conpoBoXaanmmil «C/IoBO IOXBAaIbHOE O
KHsA3e Anekcangpe Apocnasude Hesckom» B JlanireBckoM ToMe JInieBoro
Jleronucuoro csopa (PHB. F.IV.233. JI. 898-903), npenBapsieT OCHOBHbIE
JIETOTIVICHbIE M3BECTVA O XKU3HU U AeSHMAX BBIJAIOLIETOCsA IPaBUTENA U
IIOZIKOBOJ LA B repnoyg ¢ 1240 mo 1251 r.

[Tk BKIOYaeT BOCEMb MMHMATIOP pasMepPOM B IIOJIOBMHY JIJCTa,
BBIIIOJTHEHHBIX IByMA Macrepamu (I-1,2,3,6; 11-4,5,7,8). Pucynox nepom
KOPUYHEBbIMI Ye€PHWIAMM pPacliBe4eH IPO3PauyHbIMI BOJOPACTBOPUMbBIMU
KpacKaMy KPacHOTO, 3€/IEHOTO, K€/ITOTO IIBETOB U VX OTTEHKOB.

Kaxxzip1il CIoKeT 1o CBOeMy KOMIIO3MIIMOHHOMY PEHIEHMIO MO 4M-
HEH TUTepPaTypHOMY >XaHpY «Ci0Ba MOXBA/IbHOTIO...» — TOPKECTBEHHOMY
BOCXBAJICHNIO, IIPOCIAB/ICHNIO N30 paHHOI ITepcoHbl. Kaxkaas MuHMatopa,
o4ty OYKBabHO Iepefalolias COofiep>KaHue CBOErO TEKCTa, ITOCBAIIeHA
TOMY WIM MHOMY HNOCTOMHCTBY JTMYHOCTM KHA34A. Tak, mepBas oTpaXkaer
ero 6aroepue, 671aropoACTBO MPOMCXOKAEHNS Y IPEeMCTBEHHOCTD BJIa-
ctu ot Bragumupa Cesarocnasuda, kpectusiuero Pyce. Bropas — ycepaue
B JIOCTVDKEHMNU «OJIaromiofys AyLieBHOTo». TpeTbsi — 671arouecTMBOCTDb
KHSDKECKOJ ceMbl, PU3MYECKYI0 MOIb U BHELTHIOI KPacoTy KH:A3:A. Yer-
BepTas IPOC/IABIIAET XpPabpOCTh U HEMOOEAMMOCTb B CPXKEHUAX, IIATAsA —
MUIOCepAMe K IOAJaHHBIM, 1IeCTas — CTPOroCTb, My[POCTb U IIPaBOCYLMeE.
CenbMasl IOKa3bIBaeT M3BECTHOCTb KHA3A B APYIuX 3em/IAX. Bocbmas —
6oroxpanumoctbs HoBropoyckoii semnmu ot Bparos. 3aMeTiM, 4To n3obpa-
3MTe/IbHAs MHTEPIIPETALMA B JOIIO/IHEHNE K TeKCTY aKL[eHTUPYeT TeMy BJla-
CTU ¥ ee OOTOJJAHHOCTM, a CpaBHeHMe AjekcaHjpa HeBckoro ¢ pumcknm
uMIepaTopoM BecrmacmaHoM IpsAMO BTOPUT U3BeCcTHOI npaee «MockBa—
Tpernit Pum».

Komnosnimonno Anexkcanjp HeBckuit pacronoskeH 0ObIYHO B 1I€H-
Tpe, a [pyrue IepCOHaX!U, IOMeEIIeHHble BOKDYT, HaIlpaB/IeHbl K HEMY.
VHorma BBepxy cmpaBa ¥ cieBa [JOOAB/SAIOTCSA HeOONbIINe SIU30MbI,
pacKpbIBaIIye IOfPOOHOCTY cofepsKaHMA. Bce mpocTpaHCTBO 3amonHsaeT
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apXUTEKTYPHO-IIe/3aXHBIN (POH, Ha IepefHeM IUIaHe dYallle HapyCOBaHa
cTeHa ¢ balleHKaMy, Kak 0003HaYeHIe MeCTa JIelICTBUS, IPOVCXOISAIIETO
B ropogie. Tonpko nBe MyHMATIOPHI (4,8) peleHbl MHaYe, HOCKOIbKY OTpa-
YKAIOT 4ePThl JIMYHOCTU AJieKcaH/ipa 4yepe3 KOHKpETHbIe COOBITHS. IDTU
KOMITO3UIIMM OT/IMYAIOTCA MHOTOYMC/IEHHOCTBIO SNM30/I0B 1 HAIlpaBJIeH-
HOCTDIO IMHAMMKJ OCHOBHOTO JIeMICTBMS 110 TOPU30HTaNMN. Takoe mocrpoe-
HII€ XapaKTePHO J/Is ITOC/IeNYIOLIero M300pa3uTe/IbHOTO Psifja B IETOINCH,
e IOMUHUPYeT II0BECTBOBATEIbHOCTD.

Takum 06pa3oM, B OT/IM4ME OT TPAAUIMOHHOTO Pa3MelleHus mepeq
HayasIoM TOTO MJIM MHOTO TEKCTA OJIHOI «BBIXOIHO» MUHUATIOPHI, K JKNU3-
Heomucanuio AnexkcaHnpa Hesckoro B JIuueBoM JleTonmcHoM cBope ee
3aMEHININ «BBIXOZHBIM» KOMIIAKTHBIM U II€JIOCTHBIM VUIIOCTPATUBHBIM
LMKJIOM, KOTOPBII COOTBETCTBOBAJI 3TOM JKe 3a/laue — 3HAKOMUTD C FepoeM,
BBOJUTDb B TEMY II0BECTBOBAHMA U IIPEABOCXUIIATD BIIeYAT/IEHIE.

Larisa Antonova
The Central Andrey Rublev Museum of Ancient Russian
Culture and Art, Moscow

ILLUSTRATIVE ROW OF THE “WORD OF PRAISE ABOUT PRINCE
ALEXANDER YAROSLAVICH NEVSKY” IN THE ILLUMINATED
COMPILED CHRONICLE OF 1560-1570s.

The “Word of praise...” is part of the Laptev volume, one of ten
surviving volumes of Ivan the Terrible’s Compiled Chronicle. Its most
part is connected with the name of prince Alexander Nevsky. The text is
accompanied with eight miniatures which draw the generalized image of
the great ruler and military leader. Particular attention is paid to the theme
of royal power, in the framework of the idea “Moscow - the Third Rome”.
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JK.I. bennk
LleHTpanbHBII My3eil [peBHEPYCCKOIT KYIbTYpPbI M ICKYCCTBA
uMeHu AHppes Py6nesa

PEJKVE BAPVMAHTBI MKOHOTI'PA®N AJTEKCAHJPA HEBCKOTO
B HEPKOBHOM MCKYCCTBE HOBOT'O BPEMEHU

HoBoe BpeMsa W3MeHWIO TPAagULVNIO TOYUTAaHMUA AJleKcaHjpa
Hesckoro: B XVIII-XIX BB. OTHOIIEHNE K MaMATH CBSITOTO MPUOOpeno
XapaKTep rocyflapcTBeHHOTro KynbTa. [leTp I cunran cBATOro KHA34 CBOUMM
IpeJIIeCTBEHHMKOM U HeOeCHBIM ITOKPOBUTENIEM, BUJET B €r0 JIMYHOCTI
¥l TIOJBUTaX [yXOBHYIO OIIOPY B pelIeHN) COOCTBEHHBIX BOCHHBIX 3aJa4 1
peanusanyy rocyfapcTBeHHbIX pedopM. braroBepHbIl KHA3b CTANl ITIaB-
HBIM CBATBIM HOBOJ CTO/NMIIBI M TOCyJapcTBa. B cooTBeTcTBUM C HOBOM
pobio M3MeHMmach nkoHorpadusa Anekcangpa Hesckoro. B XVIII B. k ero
KHSDKeCKUM 0671a4eHNAM U aTpubyTaM ObUIM J06aBIeHBI UMIIEPATOPCKIIE
VIHCUTHUM ¥ CMMBOJIBI TOCYJAPCTBEHHONM BJIACTU: TOPHOCTaeBasd MaHTUA,
CKUIIETP U JIeP>KaBa, BEHEl] BMECTO KHKECKON INAIKM, a PYCCKNE BOMH-
CKJe€ JOCIEXY MTOCTENIEHHO 3aMEHIIN €BPOIENICKUMI.

Exarepuna I yupenuna oppen Anexcanppa Hesckoro B 1725 r. B
HeOoJb1I0I cepyuy MKOH 1730-1740-x rr. (ubiHe B I'D, [PM, B cobpanun
V.A. CpIconATIHA) IPOCTIEXMBACTCSA CUMBOINYECKAs! CBA3b C €I'0 BHICOKO-
IOCTaBleHHbIMM KaBajiepaMyu. OCHOBHbIE BeXM CTPOUTENbCTBA AJIEKCaH-
npo-HeBckoro MOHACTBIpA M APYTUX HeTepOypPrcKMX aHcaMOyeil Halum
OTpakeHMe B apXMTEKType Ha MKOHAaX CBATOro. B KayecTBe OCHOBBI 1A
KOMITO3VIIMM 9aCTO VICIIOIb30BA/IM IIPOAYKIIMIO II€YaTHOI rpadpukim, KOTo-
PYIO JOIIONHANN, KOMIMINPOBAIN U BapbUpOBanu. Xy/OKHUKA aKaJleMMI-
YeCKOTrO HallpaBJIeHUs TaKXe padpabarblBany MKOHOrpaduio AjieKkcaH-
npa HeBckoro, HoBble KOMIIO3MIIMY ObUIV CBSI3aHbI C IMYHBIMM 3aKa3aMu
VIMIIEPATOPCKOI CeMbM U apUCTOKpaTuu. [IjIs HUX XapaKTepHa 3MOLMO-
HaJIbHas [Ty0MHA, KpacoTa KOMIIO3MILIMOHHBIX pelLlIeH T, BHMaHIeE K IeTa-
M, GOPMUPYIOIIMM 1Ie/IOCTHOE BIIeYaT/IeHNe OT IPOM3BefeHus, boraT-
CTBO >XMBOIIVICHBIX IIPY€MOB, TAapMOHM I KOJIOPUTA.

Cesaroint Anexkcannp HeBckuil Bolen B cOCTaB pOJOCIOBHBIX IIPO-
rpaMm, ero o6pas BOCIIPOM3BeJieH B IUHACTUYIECKIX KOMIIO3UIUAX Y TTOP-
TPETHBIX TajepesX, 4YTO AKTyaJIM3MpoBanoch Ha mnporsxeHun XVIII-
XIX BB. Ha (¢oOHe pacTyilero mHTepeca K COOBITUSM OTe4eCTBEHHOI
ucropun. B XIX B. uMa AnleKcaHgp HOCUIN TP POCCUICKUX MMIIEPATOPa,
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YTO CIIOCOOCTBOBAIO YCWICHNUIO POJIM CBATOTO KaK IIOKPOBUTEIIS LIAPCTBY-
tomero foma. Ero o6pas kak npencraButens opuumManbHOTO MMIIEPCKOTO
IIAHTEOHA CBATBIX COCTAB/IA/I HEOTbEeM/IEMYIO YaCcTh XPaMOBOTO YOpaHCTBA.
VIKOHBI MMcany B MaMATb O Ba)XXKHBIX TOCY[JAPCTBEHHBIX COOBITHAX: Opa-
KOCOYeTaHMs M MHTPOHU3AINM, MaHUQECTDI, IOCEI[eHNsT BBICOYAIIIMU
ocobami, 136aBIeHNs OT MOKYLIEHNIT U IpyTHe.

B HOBOE BpeM: IpOJOIKaIM CYIleCTBOBATh CO3JJlaHHbIE paHee KO-
Horpaduyeckue usBoab! Anekcanypa HeBckoro u nossisics HoBble. Ha
VIKOHOTpa(uIo BIVS/IN TMYHOE YIaCTIIe IMIIEPATOPCKOIL CeMbM U UX TIpef-
HOYTeHMsI KaK 3aKa34ylMKOB, BHMMaHMe O0IeCcTBa K >KM3HM MOHApXa U ero
TOCY/JapCTBEHHBIM pelLIeHNsAM, paboThl IPOpeCcCUOHANBHBIX XY/IOKHUKOB,
pasBUTIE APXEOIOT NN U APYTUX MCTOPUYECKUX AVCLIUIUIVH.

Zhanna Belik
The Central Andrey Rublev Museum of Ancient Russian
Culture and Art, Moscow

RARE VARIATIONS OF THE ICONOGRAPHY OF ST. ALEXANDER NEVSKY
IN THE 18th-19th CENTURIES RUSSIAN CHURCH ART

In the 18th-19th centuries St. Alexander Nevsky became a state
importance figure. Emperor Peter I considered the holy prince to be his
predecessor and heavenly patron, saw an opportunity for spiritual assistance
in solving military aims and implementing state reforms in St. Alexander
personality and achievements. In accordance with the new role, the
iconography changed: in the 18th century, imperial insignia and symbols
of state power were added to his princely clothes and attributes: an ermine
mantle, a scepter and orb, European form of crown, the military armor of
the Russian warrior gradually became European. In paintings the prince got
the coronation attributes of the monarchs of Europe.

Academician artists also developed the iconography of the saint; new
compositions are associated with personal orders of the imperial family and
representatives of the aristocracy. St. Alexander Nevsky became a part of the
genealogy programs, his image was reproduced in dynastic compositions
and portrait galleries, which was actualized during the 18th-19th centuries
because of a general increase in interest in the events of Russian history. In
the 19th century, the name Alexander was borne by three Russian emperors,
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which contributed to the strengthening of the role of St. Alexander as the
patron saint of the reigning house. His image as a representative of the official
imperial pantheon of saints was an integral part of the temple decoration.
Icons were painted in memory of important state events: manifestos, visits
of emperors, assassination attempts, marriages and enthronements, and
others.

In the 18th—19th centuries iconographers continued the iconographic
compositions of St. Alexander Nevsky, created earlier, and new ones
appeared. The development of iconography was influenced by the personal
involvement of the imperial family members and their preferences as
customers, public attention to the life of the monarch and his government
decisions, and the work of professional artists.
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H.A. T'ypeBuu
HesaBucumpslit ucciemosaTenb, . bocton, CIIIA

NCTOPUA CO3JAHNA V1 ATPUBYIIVIV NKOHDbI B/IATOBEPHOI'O
KHA34 AJTIEKCAHIPA HEBCKOTO M1 I3BPAHHBIX CBATDBIX

"3 XPAMA BOCKPECEHUS XPVICTOBA (CIIACA-HA-KPOBN)

B CAHKT-IIETEPBYPIE

I[Tpouecc aTpnbyLuy NKOHBI C 06pa3oM 6/1aroBepPHOTO KH:A3S AJlek-
cangpa HeBckoro v M30paHHBIX CBATBIX (PaBHOANOCTONbHBIX Knpuia n
Medopus, «yanreneit CTOBEeHCKMX», @ TAKXKe APOCTABCKMX KHA3eil Bacu-
mmA 1 KoHCTaHTMHA) MO3BOIN JOTIOTHUTD HOBBIMU AETATAMMU VICTOPUIO
co3flaHMA NHTepbepa cobopa Criaca-Ha-KPOBH.

Bckope mocne ybuitctBa mmmeparopa Amnmexcangpa II (1 mapra
1881 T.) pyKOBOACTBO Hava/IbHBIX Y4yl SpociaBckoil rybepHnn 3aKa-
32710 B MOCKOBCKOJ MacTepckol II.A. OBUMHHMKOBA penpe3eHTaTUBHYIO
MKOHY JII BK/IaJja B IPOEKTUPYEMbIii MEMOPUAIbHBIN XpaM.

Top>kecTBeHHOe OCBAIeHMe 0Opa3a MPOM3OUIIO B KadempaTbHOM
cobope fApocnasna 12 suBapsa 1882 r. [logHoLIeHNE MKOHBI UMIIEPATOPY U
VMIIEPATPULIE COCTOANOCH B ['aT4MHCKOM iBOpIie 22 AHBApPS TOTO XK€ rofia.

Bckope mocne xoponanym Anexcaugp III o6bsaBmI, 4To Ha Mecre
yomiicTBa ero oTua OymeT BO3[BUTHYT XpaM-IaMATHUK. OfHAaKoO CTpo-
UTENIbCTBO coO0Opa HAa4alIoCh y)Ke B IIapcTBOBaHue ero ceiHa Hukomas II.
Ba)XHBIMM 3/1eMeHTaMM MHTepbepa XpaMma CTaayu [Ba KUOTA U3 Ypajb-
CKOTO KaMH, co3fjanHble Mactepamy ExkatepunOyprckoit u KonbiBaHckoi
¢dabpuk. AJBKOBBI KMOTOB OBUIM 3allOJTHEHBI MKOHAMU, IO>KEPTBOBAH-
HBIMI PA3/IMYHBIMIY JIIOIbMM, OPTAaHN3ALMAMY 1 yIpexXjeHnAMM. /13 607b-
IIOTO KOJIMYECTBAa MOJHECEHHBIX MKOH BBIOpAIM TONBKO CaMble POCKOII-
Hble, OT/IMYAIOLIMECS VICKIIOYUTENbHBIM YPOBHEM MacTepcTBa. VIKoHa ¢
obpasoM 6raroBepHoro KHaA3sA Anekcannpa Hesckoro nmena ocoboe 3Ha-
4eHye — CBATON KHA3Db ObIT HeOeCHBIM IIOKPOBUTEIEM MIMIIEPATOPOB AJIeK-
canzpa Il u Anexcanpgpa III.

B nocnepeBononoHHbIe rofbl Xpam Craca-Ha-KpoBY ObIT pa3opeH,
a ero LepKOBHOE MMYIECTBO HAl[MOHAIM3UPOBAaHO. VIKOHBI TeMOHTUPO-
Ba/IM U3 KMOTOB ¥ OTIIPABU/IM B XpPaHU/INILA.

Yactp mpesMeToB U3 yOpaHCTBa IIEPKBU Iepefany B JPMUTAK,
OTTYJla B MOCKOBCKIIT Toprcun, rae pacnpo/any Kak He IpefiCTaB/AI e
XyIO>KeCTBEHHOI LIeHHOCTH. VIKOHa 6/1aroBepHOrO KH:A3A AJIeKCaHfpa
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HeBckoro ¢ n3bpaHHbIMM CBATHIMM ObITa IIPOJjaHa 3arpaHMIly dyepes ofiec-
cknit ToprcuH u BHoc/IefcTBUY NPHOOpETeHa B YacTHYI0 KOJUIEKI[MIO B
CIIA.

3a rofipl pecTaBpanyu 1 1OC/Ie OTKPBITUA cobopa Craca-Ha-KpoBU
He y#anoch HaiTu MHpopManuy o6 yKpaulaBIIMX €ro MKOHAX M CYuTa-
JIOCh, YTO OHM yTepsHbL. To, 4TO MKOHA C 0OpasoM CBATOrO A/eKCaHfpa
HeBckoro 13 10XKHOTO KMOTA yIieieNna, JaeT HaJeXXy, YTO CO BpeMeHeM U
APYT¥ie MKOHBI MOTYT OBITD BBISIB/ICHBI ¥ BO3BPAIL[eHbI Ha UX MICTOPUYECKIIe
MecTa B KMOTaX XpaMma.

Dmitry Gurevich
Independent researcher, Boston

ATTRIBUTION OF THE ICON DEPICTING BLESSED GRAND PRINCE
ALEXANDER NEVSKY AND SELECTED SAINTS FROM THE MEMORIAL
CHURCH OF THE RESURRECTION OF CHRIST (SAVIOR-ON-BLOOD)

The process of attribution of the icon with the image of the Blessed
Prince Alexander Nevsky and Selected Saints made it possible to add new
details to the history of the creation of the Cathedral of the Savior on Spilled
Blood.

Soon after the assassination of Emperor Alexander II, the leadership
of the primary schools of the Yaroslavl province ordered an opulent
presentation icon from the workshop of P. Ovchinnikov in Moscow to be
contributed to the proposed memorial church.

The consecration of the icon took place in the Yaroslavl Cathedral
on January 12, 1882. The presentation of the icon to Emperor Alexander
IIT and Empress Maria Feodorovna took place in the Gatchina Palace on
January 22.

Soon after the coronation, Alexander IIT announced that a memorial
church would be erected on the site of the regicide, the construction of
which had begun during the reign of his son Nicholas II. The icon with
the image of the blessed prince Alexander Nevsky had a special meaning —
the holy prince was the heavenly patron of the Emperors Alexander II and
Alexander III.

In the post-revolutionary years, the Church of the Resurrection has
been neglected and its property was nationalized. The icon of the Blessed
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Prince Alexander Nevsky and the Selected Saints was sold abroad and
subsequently ended up in a private collection in the United States.

Over the years of restoration and opening of the Cathedral of the
Savior on Spilled Blood, it was believed that the icons that adorned it have
been lost forever. The survival of the icon of St. Alexander Nevsky gives us
hope that, over time, other icons from this church will be identified and
returned to their historical places.
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A.Il. IBauHnKoOBa
T'ocymapcrBenHsit OpMurax, Cankt-IletepOypr

OPJEH CB. ATEKCAHJJPA HEBCKOI'O 1 HOBAZ
MNKOHOTI'PA®NA BIATOBEPHOI'O KHA3A
B ITPOM3BENEHNAX XVIII BEKA

HoBasa cTpanmna B ucropum noumtaHus Asekcanzapa Hesckoro
OTKPBIBAETCs B AIIOXY TPAaH/IMO3HBIX TpeobpazoBanmit ummnepatopa Ilerpa
I. CeBepnas BoiiHa (1700-1721) Bo3popumia MHTepec K QUrype CBATOTO
KHsI351, SIB/ISIBLIETOCSI OJHMM U3 LEHTPAJIbHBIX repoeB B O6opbbe 3a cese-
po-3amagHbple Tepputopum Pycckoro rocypmapcrsa. B rmasax coBpemeH-
HIUKOB OTBOeBaBIINII BbIXOJ, K bantuke Ilerp Bemmkuit mpomomxun feno
Anexcangpa HeBckoro, BOCCTAaHOBUB MCTOPUYECKYIO CIPaBeIMBOCTD.
[To mpukasy mmIepaTopa paky ¢ MoliamMy 6/1arOBepHOTO KHA3sA AJIeK-
canppa fpocmasmya 30 aBrycra 1724 r., B IeHb IIPa3gHOBAHNA TPETbEN
rofoBIMHBI HUMITanTCKOM BUKTOPUY, C NMOYECTAMU NOCTAaBUIN B AJIeK-
canzipo-HeBckyto o6urernp. Tak cBATOI cTasm HeOECHBIM IIOKPOBUTE/IEM CTO-
bl Poccnitckoit nmmepyn — Cankr-Ilerepbypra, a ocHOBaHHBINT Ha Gepe-
rax HeBpl MOHACTBIPb — OIHMM U3 BaXKHENIINX [YXOBHBIX U Ky/JIbTYPHbIX
L[EHTPOB.

Ocoboe monmoxxenne Anekcangpo-HeBckoit oburtemyu, modyrnm c
caMoro cBoero ocHoBaHus (1713) cBsI3aHHOM KaK € IMYHOCTBIO O/1aroBep-
HOTro KH:A354 Anekcanjpa HeBckoro, Tak 1 ¢ OpfileHOM ero UMeHU (YUpexeH
B 1722 1.), 6pU10 OTMedeHO eue Iletpom I. B ommmume apxumanppuram
3TOTO MOHACTBIPS TOCYAAPb II0>KATIOBAJI IIPABO YIIOTPEO/IATD eNMCKOIICKYIO
MUTPY, @ Ha MaHTUM MMETb CKPVDKalIM C HAIIUTBIM OPJEHCKMM «BeH3e-
JIOBBIM MMeHeM» CB. AjlekcaHzipa HeBckoro moj KHsA)KeCKOJ OpHEeHCKOI
KopoHoIl. OffHa M3 TaKUX apXMepeiiCKUX MaHTUIl, JaTupyeMas pyoexom
XVIII-XIX BB., moctynuia B cobpanne dpmutaxka u3 [lpesnrexpannimiia
Anexcangpo-HeBcKoil naBpbl.

Bo Bropoit yerBeptu - cepepyuHe XVIII B. mumpokoe pacmpocrpa-
HeHye HOTy4YWI PeIUIMO3HBIN TyOOK ¢ m3o0pakeHMeM CB. AjieKcaHipa
HeBckoro BepxoM Ha KOHe, Ha ()OHe ITTaBHBIX CMMBOIOB Iletepbypra —
[TerpomasnoBckoii kpenoctu u Aekcangpo-Hesckoro monacreips. KoH-
HBIII 00pa3 671aroBepHOrO KHsA3s SIBHO BOCXOAUT K M300paKEHMsIM Ha
opnene Cs. Anekcansipa Hesckoro. OpieHCKOe «BEH3€I0BO€E MMSA» CBATOIO
IPUCYTCTBYET HA IIOIIOHE; Yepes3 JIeBOe IIeY0 KHA3SA IO JUArOHaIM K €ro
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paBoOMy Oeipy IepeKIMHYTa OpJieHCKas IeHTa (B HEKOTOPBIX C/Ty4YasixX Mpu-
CYTCTBYeT M300pakeHe 3HaKa OpfieHa).

C mpaBnenusiMmu umneparpuy, AHHbl VoanHoBHbl (1730-1740) u
EmmzaBets! IlerpoBHbl (1741-1761) Taxoke cBsi3aHa TpyIla MKOH C 06pa-
30M cB. Annekcanzipa HeBckoro Ha ¢poHe apXUTeKTypHOI TaHOPaMbl MOHa-
CTBIPS, YTO IIPEIIONArajioch «IIOCTPOEHHY OBITb». JTO NMaMATHUKK U3
¢donpmoB dpmuraxa, Pycckoro myses, KpacHogapckoro KpaeBoro xymosxxe-
ctBeHHOTO My3es nuMeHu ®.A. KoBameHKO 1 4acTHBIX cobpanmit. Pefkas
IeTab U3BOJA — KpacHas JieHTa oppieHa CB. Anekcanppa Hesckoro, Hanu-
CaHHas MOBEPX [JOCIEX0B O1aroBepHOTO KHs351. OTMedeHHast 0COOEHHOCTD
yKasbIBaeT Ha IIPOTPAMMHbIN XapaKTep TakuX MKOH. He mckiarodeHo, 4To
UX JApUIM WieHaM opfeHa oT nuua Ajekcanapo-Hesckoit obureny min
VMIIepaTpuLL.

Ecnu B npousBefeHNAX LIEPKOBHOTO INThS IPYUCYTCTBYE HAIIUTOTO
3HaKa OpfieHa TPAJVIIVIOHHO CBA3BIBAIOT ¢ (PaKTOM HArpakKAeHWs JyXOB-
HOTO /ML, TO JJIA PeIUTMO3HON XXVBOMICY M300paKeHme CB. AJleKcaH-
npa HeBckoro co sHakamy OpjeHa ero MMeHV MOXKHO IPU3HATh GakToM
YHUKaIbHBIM. B ciydae ¢ gpyrumu opgenamu Poccuitckoit umiiepun, y4ape-
KIEeHHBbIMM B 4ecTb anocrona AHapes [lepBo3BaHHOTO, BETMKOMYYEHUIIbI
ExarepuHpl, paBHOANOCTONbHOTO KHA3A Brmajummupa m [Jpyrux CBATBHIX,
ojj00HbIe TEHIEHIMY He M3BECTHBI VIV ITOKa He BBIABJIEHBL. [Ipu4nHbI BO
MHOTOM KPOIOTCA B 0c000i1 po/u, KOTOpast OTBOAMIACH purype AnekcaH-
npa HeBckoro, HemocpeAcTBEHHO CBA3aHHOIO C MICTOpueN roposia Ha Hese.
bnaroBepHbIll KHA3b BOCIPUHUMAJCSA KaK IpeilIeCTBEHHUK BEMKNX el
ITerpa I 1 mocTeneHHO IpeBPAaTWICA B OJVH U3 CUMBOJIOB POCCUIICKON
rOCy/lapCTBEHHOCTH.

Anna Ivannikova
The State Hermitage Museum, Saint Petersburg

THE ORDER OF ST. ALEXANDER NEVSKY AND THE NEW
ICONOGRAPHY OF THE BLESSED PRINCE IN THE WORKS
OF ART OF THE 18th CENTURY

Thereportexaminesagroup of religious paintings of the XVIII century

with the image of St. Alexander Nevsky (icons, lubok drawings), as well as
liturgical vestments, on which there is an image of the signs of the Order of
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St. Alexander Nevsky. If in the works of church sewing the presence of the
sewn sign of the order is traditionally associated with the fact of awarding
a clergyman, then for religious painting the image of St. Alexander Nevsky
with the signs of the order of his name can be recognized as a unique fact.
In the case of other orders of the Russian Empire established in honor of the
Apostle Andrew the First-Called, the Great Martyr Catherine, the Equal-to-
the-Apostles Prince Vladimir and other saints, such trends are not known
or have not yet been identified. The reasons largely lie in the special role
that was assigned to the personality of Alexander Nevsky, who was directly
connected with the history of the city on the Neva river. The pious prince was
perceived as a precursor to the great deeds of Peter I and gradually turned
into one of the symbols of the Russian statehood. The special position of
the Alexander Nevsky Monastery, where the relics of the holy Prince had
been located since 1724, was also of great importance. The main Trinity
Cathedral of the monastery was the chapter house for the members of the
order.
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J1.B. Konppamkosa
LlenTpanbHblil My3ell peBHEPYCCKOI KyIbTYPbI X MICKYCCTBA
uMeHy AHpipes Py6neBa, MockBa

CJ/IYKBA BIIATOBEPHOMY KHA310 AIEKCAHJIPY HEBCKOMY
3HAMEHHOTIO PACITEBA 13 IIOMOPCKMX TPE3BOHOB XVIII BEKA
B CObPAHUN IMuAP

B cobpanun Myses nmenn Aupapes: Py6neBa XpaHUTCs YHUKa/IbHAS
neBYyecKas pyKoNMch IOMOPCKoro mucbma nocnegsert tpetu XVIII B. Tpes-
BOHBI, I7ie BBIINCAHa CTy>KOa 071ar0BepHOMY BETMKOMY KH3I0 AJIeKCaH-
npy Hesckomy Ha 23 Hos6ps (IMuAP KII 5012, JI. 103-12706.). Cnyx6a
COIEPKUT 38 TIECHOIIEHMIT; IIOMMMO CTUXMP OHA IOIIO/IHEHA JPYT MMM YKaH-
pamu: TponapeM, KOHJAKOM U CBeTUIbHOM. OTMETHM, 4TO IO KOINYECTBY
pacIeThIX TeKCTOB OHA IIPEBOCXOAUT OAVH 13 CAMBIX MOAPOOHBIX CIICKOB
cIy>k0bl B yeTbIpexToMHOM Cruxupape «[Ipsdee oko» cepenuubl XVII B.
u3 cobpanms [1.B. PasymoBckoro, rae necHonennit Tonbko 34 (PTB. @. 379,
Ne63. JI. 604-616).

Pacmmpenne cocraBa CIy>KObI IPOMCXOANT 3a CYET IPUOABICHNA
6oropouyHOB — cTUXUp Ha «JI HbIHe», 3aBepIIAONINX KaXK[blil OOTO-
cmyKeOHbII Mukpouukn (Ha «[ocropm, Bo33Bax», Ha JINTUM, Ha CTHU-
XOBHe, Ha XBa/iuTex). B pykomucax XVII B. ux 0OBIYHO TOIBKO YKashbl-
BaloT. Ilockonbky mamATh Anekcansipa HeBckoro cripaBnserca dyepes jBa
IHA T0CJIe JBYHAJIeCATOTO Npas3faHMKa Beegenna boropoauiel Bo xpaMm, To
OOrOpOAMYHBI PEAICTABIAIT cO00J BBEIEHCKME CTUXMPHL. TakuMm obpa-
30M, COCTaB IIOMOPCKMX Tpe3BOHOB IIOIOJTHEH IECHONEHUAMMU J[PYroi
neB4YecKoy KHuru — [Ipasguumkun.

[TomuMo cpaBHeHus coctaBa cay>x6n1 B XVII B. 1 y cTapoBepos, B
COIIOCTaBUTE/IbHOM aHa/IN3€ HY)KAAITCA TAK)Ke TEKCTDI ¥ HaIlleBbl COBIIA/a-
IOLIVX [IeCHOIIeHMIA. []e/1o B TOM, 4TO B 000MX MCTOYHMKAX CTY>KOA BBINN-
CaHa B pa3/le/IbHOPEYHON pefaKL/M, HO IIPY 3TOM BapMaHTbl HANVICAHNA
KOHKPETHBIX TEKCTOB BecbMa pasnnyarorcsa. Hampumep, ctuxmpa 2-4 Ha
MaJIoll BedepHe MMeeT MHIMIIUT «3eMEeHBIXO BCeXb» (IIOMOpPCK.) / «3eM-
HbIX0 Becexo» (XVII B.). Takke 3HaUMTe/IbHBI Pa3/Inyusi B HalleBaX CTUXUP,
0cob6eHHO Ha Majoii BedepHe. OTMETVM, YTO B IOMOPCKOJ PYKOIIVICU VIMe-
eTCs PeJKO 3alMChIBaeMblil KOHJAK «fIKO 3Be3Mly TS BO3CHUABILNY», I7Tac §; a
TeKCT cTuxupbl «Pamyiicsa u Becenucs, rpaje Bragumupe» pacrer TOIbKO
OJVH pa3, Kak C/raBa Ha CTMXOBHE BEIMKON BedyepHu, rac 1. B pykommcax
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XVII B. ero ucnonp3yroT ABa>K/bl, BTOPOJl pa3 KaK CTUXMPY-OCMOITIACHUK
Ha Ile/IOBaHMY, B 00ps/ie IOKTOHEHN A MKOHe KHA35, B KOHIIE CITY>KOBI.

Bce mepeunciieHHble ¥ MHOTHME ApYrve OCOOGHHOCTY HABOAAT Ha
MBICIb, 4YTO OECIIOIIOBI[bI ITOJIb30BATNCH JPYTUMU PYKOIVCHBIMY VICTOYHN-
KaMM CTy>KObl Anekcanznpy HeBckomy, He OTHOCAIIMMUCA K MOCKOBCKOJI
II€BYECKON TPafULINY, NIPENACTABUTENIEM KOTOPOI ABJIAETCA YEThIPEXTOM-
HbI1 Ctuxupapb u3 PI'b. BosmoyxHO, 0HM BOoCcco3iaBany pasfeibHOpeqHoe
IIeHNe Yepe3 MOCPENCTBO CEBEPHBIX PYKOIMCEN, B TOM YMC/Ie, HE UCKIIIO-
YE€HO, YTO VICTUHHOPEYHDIX.

Lada Kondrashkova
The Central Andrey Rublev Museum of Ancient Russian
Culture and Art, Moscow

THE CHURCH SERVICE TO THE BLESSED PRINCE ALEXANDER NEVSKY
OF THE ZNAMENNY CHANT IN THE “POMORSKIE TREZVONI” OF THE
18TH CENTURY FROM THE COLLECTION OF THE CENTRAL ANDREY
RUBLEV MUSEUM OF ANCIENT RUSSIAN CULTURE AND ART

The collection of the Andrey Rublev Museum contains a unique Old
Believer singing manuscript of the last third of the 18th century, where the
service to the Blessed Grand Prince Alexander Nevsky for November 23
is written out. The service contains 38 chants, in addition to stichera, it is
supplemented by other genres: troparion, kontakion and others.

The author compares the composition of services based on the
manuscripts of the 17th and 18th centuries, the wording of the text and the
nature of the melody. In Trezvona’s manuscript there is a rarely recorded
kontakion “I will shine a star for you”, voice 8. The text of the stichera
“Rejoice and be merry, city of Vladimir” is sung only once, like Glory of
the Great Vespers, voice 1. In the manuscripts of the 17th century, it is used
twice, the second time as a special chant at the end of the service, during the
ceremony of worshiping the prince’s icon. In this chant, the melodic turns
of all eight voices of the znamenny chant alternate.

The Trezvoni manuscripthasaspecial edition of the text, characteristic
of the singing manuscripts of the Russian Middle Ages: «razdel'norechiye».
However, it differs from the similar edition of the text from the manuscript
of the Russian State Library collection 379 No. 63, mid-17th century.
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Apparently, the Old Believers, who do not accept the priesthood, used
other sources to recreate the service to Alexander Nevsky, not related to the
Moscow singing tradition, the representative of which is the four-volume
Stihirar from the RSL. Hypothetically, these could have been northern
manuscripts, including those with a text edition «istinnorechiye».

101



M.A. MaxaHbKo

ITeHTpanbHbBI My3€ll PEBHEPYCCKOI KY/IbTYPbI ¥ ICKYCCTBA

uMmeHu AHppes Py6reBa, MockBa;

[TepxoBHO-HayuHbIl 1IeHTp «[IpaBocimaBHasA sHUMKIONEANA», MOCKBa

KAKVM UKOHAM MOJIUJICA CB. KHA3b AJTEKCAHJIP HEBCKUIA?
ITIO MATEPVAJTAM TMOEBOTIO JIETOIIMCHOTO CBOJA

M3 umcma MKOH TOPOACKMX M KHSKECKUX XPaMOB B JIpEBHEI-
mMX 3eMIAX Pycu coxpaHmnioch HEMHOTO TeX, KOTOPbIM JeiICTBUTE/IbHO
MOJIMJICSL CBATOV KHs3b Ajlekcauip SIpocmaBuy B OBITHOCTb CBOK HOBTO-
POICKMM, KMEBCKNM, BIAAVUMUPCKAM KHA3€M. ITO XpaMOBble NUKOHBI HOB-
ropogickoro cobopa Cs. Coduu, MOHyMeHTa/IbHbIe UKOHBI XI B. B iparo-
LeHHbIX OKnmajax, «Crac 3nmarad pusa» n «Anocronsl Ilerp u IlaBen», a
TaK)Xe 9y/JoTBOpHbIe MKOHBI boromarepn XII B. — Bragummupckas, HOBro-
poickas 3HaMeHMe. Y3HaTb, KaKMM MKOHaM MOJIWICA CBATON KHA3b, 11O
MHEHUIO PYCCKUX JIIOJIell IO3THETO CPEHEBEKOBDS, IOMOTAET U/UTIOCTPH-
POBaHHBII MOCKOBCKUII XpoHorpad JInieBoil TeTONMCHBI CBOJ, (manee
JUJIC) (1560-1570-€ rT.).

VIKOHbBI B MUHMATIOpPAaX CBOfIa BCTPEYAIOTCsA IOCTOAHHO, OTpa-
)Kas He TONbKO XPUCTMAHCKYIO NPAKTUKY MKOHONOYNTAHNUA B HIMPOKOM
CMBIC/Ie, HO U 0CO0yI0 crenmpuky pycckoro mospHero CpefHeBeKOBbs
(aTomy mocssmensl paborel 9.C. CMupHOBOI). VIKOHaMU cOpoBOXKza-
I0TCA aruorpaguyeckyie UMKIbI PYCCKMX CBATBIX, B TOM 4MC/Ie KHA3EN U
coOCTBEeHHO KH:A3: Anekcanzipa HeBckoro. MO>XHO cka3aTh, 4YTO Halmmdye
CIOKETOB C MKOHaMI MAapKUPYeT CaMy CBATOCTb TOTO WM MHOTO KHA3A.
VIxOHBI OTMeYaOT NPUOBITHE CBATOTO KHA3SA B TOT WINM MHOI TOPOJ, €ro
MOJINTBY B TOPOACKOM cobope; 6rarofaps mociefHeMy OOCTOSTE/NIbCTBY
MBI MO>KeM Ipe[CTAaBUTh cebe, KaKyl0 MKOHY CUUTAIN IOKPOBUTETbHMU-
11eil TOTO VIV MHOTO PeCIyOIMKaHCKOTO MM KHSKECKOTO LIEHTPa XY/I0XK-
Huky JIJIC u nx 3akasunku. Cpeayt HUX IPYBBIYHBIE M YCTOABILMECH MAPDI:
Cssarasa Tpouna - [Ickos, Bragumupckas nkona boxxueit Martepu — Bra-
pumup, Opurntpus — Pocros. OnHako 3a yCTOSBIIMMICS M3BOJaMu 0OHa-
PY>KMBAIOTCsI 0COOEHHOCTH, OTPaKarolye peabHOCTh 31oxu camoro JIJIC,
TPO3HEHCKOTO KY/IBTYPHOTO U XyfoKecTBeHHOro (poHa: Cssartas Tponia
BO [IckoBe komupyeT pyOneBcKmit M3BOM, pocToBckass OOUIUTpUA UMeeT
OT/IMYMSA KaK OT IPVBBIYHOTO M3BOJIA PeBHEN MKOHBI 3TOTO LIeHTpa (110
npefaHuio, okomo 1290 r.), TaK M OT KOHCTQaHTVHOIOJBCKON VKOHBI-
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npororpada. Kpome TOro, MKOHBI CONPOBOXKHAIOT IIOBECTBOBAHME O
HeBckoit 6uTBe KH:A35 A/NeKCaHfIpa, M300pa>keHsI er0 BOTYMH Y TOPOJIOB,
B KOTOPBIX €MY JI0OBEJIOCh CITy)XUTb. PaboTa mpu3BaHa IIoKasaTh CBA3b aru-
orpaduy PycCKUX CBATBIX C MKOHOIIOUNTAHMEM, a TakKe MKOHOoTrpadude-
CKYIO OCBEJJOM/IEHHOCTb MacTe€POB I'PO3HEHCKOJ 3IIOXN.

Maria Makhanko

The Central Andrey Rublev Museum of Ancient Russian

Culture and Art, Moscow;

Ecclesiastical Scientific Center “Orthodox Encyclopaedia”, Moscow

WHICH ICONS WERE THE PRAYER S OBJECTS OF THE BLESSED
PRINCE ALEXANDER NEVSKY? ON THE BASE OF ILLUMINATED
COMPILED CHRONICLE

Some of the oldest icons of Ancient Rus have survived up to now
and are located at the same place, where they were during times of Blessed
Prince Alexander Nevsky. For example, these are the great reachly decorated
icons of the altar screen in St. Sophia Cathedral in Novgorod (icon of Savior
in Moscow, icon of Apostles in the Novgorod museum), the Vladimir
Miracle Icon of Theotokos (now in Moscow), Our Lady of the Sign icon —
in Novgorod. But in the perception of the Muscovites having lived in the
16th Century there were other icons, which examples we can find in the
[lluminated Compiled Chronicle of Ivan the Terrible, 1560-1570th years.

Icons in miniatures of the Illuminated Compiled Chronicle are
constantly found, and they reflect not only the Christian practice of icon
worship in the broad sense, but also the specifics of the Russian Late
Middle Ages (E. S. Smirnova has written some works on the subject). Icons
in miniatures of the Illuminated Compiled Chronicle are present in the
hagiographicandiconographic cycles of Russian saints, including the princes
and, properly, of the Blessed Prince Alexander Nevsky. The icons mark the
arrival of the prince in a particular city, so we can imagine which icon was
considered the patroness of a particular republican or princely center by the
authors of the Illuminated Compiled Chronicle’s decor and their customers.
The icon of The Holy Trinity in Pskov copies the Rublev’s iconography,
the Rostov’'s Hodegetria differs both from the usual iconography of the
ancient icon of this center, and from the Constantinople icon-protograph.
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In addition, icons accompany the narrative of the Battle of the Neva, the
image of the Alexander's fiefdoms and cities, where he happened to serve.
The paper is intended to show the connection of the hagiography of Russian
saints with icon veneration, as well as the iconographic awareness of the
masters of the Ivan the Terrible Age.
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I'.A. Hazaposa
LlenTpanbHblil My3ell peBHEPYCCKOI KyIbTYPbI X MICKYCCTBA
uMeHy AHpipes Py6neBa, MockBa

Ob OJHOM PAHHEM UKOHHOM OBPA3E CBATOI'O
AJIEKCAHIPA HEBCKOTO B YACTHOM COBPAHUU

[TaMATHUK OTHOCUTCA K OJHMM U3 Hambosiee paHHMUX COXPaHMB-
IIMXCST UKOHHBIX M300pakennit Kus3st Anekcanzppa Hesckoro. ITo-Bugu-
MOMY, OH ObUI cO37iaH B TpeTbeit YeTBepTi X VI B., BCKOpe I10c/Ie KaHOHM-
3anuy, B Mockse. CKopee Bcero, MKOHa-IAJHNLA IIpeJHasHadanach [
pacrpoCcTpaHeHNs MOYUTAHUS «HOBBIX UyJOTBOPLEB — PYCCKUX CBATBIX,
KaHOHM3MPOBAaHHBIX Ha lepKoBHBIX Cobopax 1547 u 1549 rr.

Ha ukoHe cBATOI IpefCcTaB/lIeH B MOJHBI POCT B CXMMHMYECKOM
ob1aueHNy, B JIEBOJ PyKe OH JEeP>KUT PasBEepHYTHIN CBUTOK C HAMNUCHIO,
mpaBas — OTBeJleHa B CTOpOoHY. Kak 1 B OObIIMHCTBE APYyrux n3obpaxe-
Huii cepenyabl XVI — konna XVII BB., 06711k KHA35 onIpefiensieTcss 0CobeH-
HOCTSIMU €T0 IIOYNTAHNA KaK IPerofo6HOro, IIOCKOIbKY Iepef; CBOei KOH-
YNHOV OH HMpMHAN cXuMy. OOBIYHO CBATOI IpefiCTaB/IeH (PPOHTATBHO, B
POCT, pa3/IMYalOTCA TONBKO JKECTHI M IIONI0KeHMe pyK. Kak mpasuiio, B pyke
ero 1300paXkaeTcs CBUTOK — CBEPHYTHIN, VIV, YTO BCTPEYAETCS pexKe, pas-
BEPHYTBHII, KaK Ha IIPECTaBIeHHOM IIPOU3BENEeHUN.

B xavecTBe MKOHOTpaMUECKON aHAIOTMM MOXKHO Ha3BaTbh MKOHY
«IIpeniomo6uspiit Cepruit Pagonexxckmit, ¢ >xutmem» 1480-1490-x rr. m3
Ycnenckoro co6opa Mockosckoro Kpemsi. O6paspl 3TOro CBATOTO B 3Ha-
YYTENbHON CTeNeHM IOCTY>XWUIM HNPUMEPOM IpHU CIIOXKEHUM MKOHOTIpPa-
¢um He TonbKO Annekcanppa HeBckoro, HO U pyrux npenopgo6HbIx. Taxoke
O1M3KUIT U3BOJ, HO 0e3 CBUTKA B PyKe CBATOTO, MMEET CPEIHUK MKOHBI
«bnarosepubiit kHA3b Anekcangp Hesckuii, ¢ xxutnem» Hadana XVII Beka
(TMIM), npoucxopsieit u3 nepksu Anexcanapa HeBckoro, Bo3BeieHHO B
koHue XVI Beka B MockosckoM Kpemite.

IIpuBeneHHbIiT Ha cBUTKe AslekcaHgpa HeBckoro Tekcr, He BcTpeyaro-
LIMIICA Ha [PYTUX MKOHAX CBATOTO, ABJIAETCA HA4a/IbHOV CTPOKOJ MOJIUTBBI,
IPOYNTAHHON KHs3eM B HoBropoackom Coduiickom cobope mepen 6uT-
Boll Ha HeBe. TekcT MOIMTBBI HAXOAUTCA B IEPBON peflaKLMM >KUTUA
KHA351, COCTaB/IeHHOI B 1260-X rogax. Briocnencrsum ona BMecTe ¢ Ipyrou
penaxuyeit, noasuBLIeiics B cepeiHe X VI BeKa cpasy 1mocie npocnaBaeHns
CBATOrO, BolIa B Bennkne Munen-Yerbu Mutrpononura Makapus.
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VIHTepecHas OCOOEHHOCTb IIPEACTAaBIEHHOTO obpasa — penkas
¢dbopMa HafjIVICaHMA ero MMEHY C YIIOMUHAaHMeM MUPCKOTO 11 MOHAIIIECKOTO
uMeH cBsAToro. OHa OblIa IIOHOB/IEHA, HO, BEPOATHO, IOBTOPWIA IIePBOHA-
YaJIbHYIO.

OdunmanbHas KaHOHM3alusA cBATOro Ajekcanppa Hesckoro Ha
cobope 1547 roma moYTM He CKasajach Ha MIMPOKOM PaCIpOCTPaHEHUN
ero 1300paKeHnit — B PyCCKOM MCKYCCTBe BTOPOIt 1ooBuHBI X VI Beka nx
COXPaHWIOCh HEMHOTO. HOBOOTKPBITHINT 00pa3 HOIOMHUT KapTuHY (op-
MMPOBaHUs MKOHOTpadum 9TOrO CBATOTO.

Galina Nazarova
The Central Andrey Rublev Museum of Ancient Russian
Culture and Art, Moscow

ABOUT AN EARLY IMAGE OF SAINT ALEXANDER NEVSKY
IN A PRIVATE COLLECTION

The icon from the private collection is one of the earliest surviving
icons of Prince Alexander Nevsky - it was created in the third quarter of the
16th century, soon after his canonization, probably in Moscow.

The iconography of St. Alexander Nevsky is traditional for his early
images — he is shown full length, in the vestments of a schema-monk; in
his left hand he holds an unfolded scroll with inscription. Usually the saint
is depicted frontally, in full growth, only the gestures and positions of his
hands are different. Commonly, he holds a scroll - in most cases rolled or,
sometimes, unrolled, as on the described icon.

The text on the scroll, which differs from other icons of this saint, is
the initial line of the prayer recited by the prince in the Novgorod Sophia
Cathedral before he went to the battle on the Neva. The text of the prayer is
from the first redaction of his vita, written in the 1260s. Later, it was included
in the Great Menaion of Metropolitan Macarius.

An interesting feature of the image is a rare form of name’s inscribing
containing the secular and monastic names of the saint. Painting style does
not contradict the version of icon’s Moscow origin.
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I0.P. CaBenbeB
MTI'Y um. M.B. Jlomonocosa u IICTTY, PAX, Mocksa

COBOP CBATOI'O ATIEKCAHJJPA HEBCKOTI'O B CO®UM
M Er0 CO3OATEIN

Cpeny XpaMoOB B 4eCTb CBATOrO AjleKcaHzpa Hesckoro Bbifanonie-
ecsi MecTo 3aHMMaeT cobop B cronuie bonrapun Codun. B ero Bossegennn
B 1904-1912 rr. BbIjAOIIasACs po/b NpuHagIexana CTpouteIbHOMY 610po
apxutektopa A.H. Ilomepannesa. VHunmarusa Bo3BeJeHUs Xpama-Iia-
MATHUKA B 4eCTb OCBOOOXKIEHM CTpaHbl BO3HVKIA Ha Y4YpeJUTeIbHOM
cobpannu bonrapckoro kHsbkecTa B 1879 rony. B 1883 rogy Munucrep-
CTBO OOIIIeCTBEHHBIX 3[JaHMII, JOPOT U coobuieHnit bonrapun obparmnocy
K rpagoHadanbHnKy CaHkT-Iletepbypra ¢ mpocb6oit o mpoekre cobopa.
B Coduro 6b11 mocman anbbOM KOHKYPCHBIX ITPOEKTOB Ha XpaM IaMATHU
umrneparopa Anekcanzipa II 8 Cankr-Ilerep6ypre (1882), 13 KOTOpPbIX 6bLI
BbIOpaH npoekt V1.C. boromomnosa (1841-1886) B HEOBU3AaHTUIICKOM CTUIIE.
K ero ocymiecTBneHno He CMOITIN Cpasdy K€ MPUCTYNINUTb, a BCKOpPE B pyc-
CKO-00/ITapCKMX B3aIMOOTHOLICHVAX HACTYHWI He CaMblil 6/1arompuAr-
HBIVI IEPUOL,

ITepBoe 3aceganne CtpontenbHON KoMyccun MyHMCTEpCTBa ob1e-
CTBEHHBIX 3/IaHMI1 COCTOAIOCH 12 MapTa 1896 roga. Borpoc 0 HOBOM apxu-
TEKTOpe BCTaJI BO BpeMs IIpeObIBaHM s 00/IrapCKOIi iefieraljuy Ha KOpOHaLum
nmneparopa Hukonas II 8 Mockse. C akagemukom A.H. [TomepanieBbiM B
1897-1903 rT. Be/uChb IeperoBOPSI, peIlannch BOIPOCHl PUHAHCUPOBAHMSL.
OKOHYaTeIbHBII IPOEKT ObIT yTBep Xk ieH B 1898 1., a B 1904 r. ¢ apxuTex-
TOpPOM OBUI MOAINICAH KOHTPAKT, II0 KOTOPOMY OH PYKOBOZAMII HEe TONIBKO
CTPONTENbCTBOM, HO M BCeMU OTHEMTOYHBIMU U Xy/I0’KECTBEHHBIMU pabo-
TaMM JI0 TIOJTHOTO X 3aBePLIEHM.

Bmecre B A.H. [TomepanieBsiM B CTpoutenpbHOM 010po pabortamu
ero nomoriHuky — apxurekrop A.H. CvupuoB (1869-1928) u apxutek-
TOp-XyAOKHUK A.A. SxoBnes (1879-1951). OHM >ke 3aHMMAINCD IIPOEKTOM
BHYTpeHHeTro yOpaHCTBa U pocicsamMy cobopa. braropmaps equHCTBY TBOp-
94ECKOI0 PYKOBOJICTBA IIPOEKT COXPAHMI XyJ0)KECTBEHHYIO 11€JIOCTHOCTD.

B pocnmcnm xpama ydacrtBoBanum B.M. Bacuenos, H.A. bpynn,
A.H. HoBockonbues, JI.V1. Kunnk, A.M. Kopun, I1.E. Mscoenos, B.T. Ilep-
MuHOB, B.E. Casunckmnit, M.C. Cyznkoscknit, C.T. Illenkosblit, A.A. Kucenes
u gpyrue. IIpodeccopy ILE. Msacoenosy, .M. Kunnuxy, A.®. Kucenesy,
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AM. Kopuny n C.T. lllenkoBoMy npuHajexaan pocnucu co6opa BbIlIe
orMmeTKu 16 MerpoB. I]BeToBas ramma pocnucu 6su1a 3afana I1.E. Msco-
efoBBIM IIpM paboTe Haj KymonoM. Pocmycyu HybKe CBOJOB BBINOTHAIN
11 6onrapckux u 13 pyccKux XyOXKHUKOB. VIKOHBI I/TaBHOTO MKOHOCTAca
nucanu B.M. Bacuenos, H.A. bpynn, B.E. CaBuncknit, C.T. lllenkoBbiit u
A.A. Kucenes.

JIKOHBI 6OKOBBIX MKOHOCTACOB U BCSl MO3alKa CO37aBajiCh 0OJI-
rapcKMMM MacTepaMu: npogeccopamu Xymg0>KeCTBEHHO-TIPOMBIIIIEHHOTO
yunnumia A.C. MutossiM u VI.B. MbIpkBI4KoOIi, Ipenojasarensamu Puco-
BanbHOro yumnuia C.I. VBanosbim, L.JI. TomopoBbiM, Xygo>KHMKaMU
I'.C. XXenaskoseiM, H.B. IletpoBeiM, X.JVI. bepbepossim, @.H. Mopo3o-
BbIM, A.A. Posenranem, A.V. benkosckum, H.A. Mapunossim, B.B. [Inmo-
BbIM ¥ JpyruMmu. ['7aBHBIA anTapb IOCBAIIANCA CBATOMY AJIEKCAaHAPY
Hesckomy, 10>xHbII — cBATOMY Liapio bopucy I bonrapckomy, a ceBepHbIit —
cateiM Kupumny u Medopuio. CTpouTenbcTBo Xpama ObUIO 3aBepIIEHO B
1912 ropy, HO OCB:AIEHNE BCEX TPEX IIPECTONIOB COCTOAIOCH Muuib 12, 13 u
14 centsa6ps 1924 ropa.

Cobop cB. Anekcangpa Hesckoro B Codum ocraercsi caMbIM Mac-
mTabHBIM cOO0pOM Ha bajkaHax ¥ MaMATHUKOM TBOPYECKOTO COTPYIHM-
94ecTBa PYCCKUX M OONTapCKUX XY[AOXKHMKOB, BBIJAIOIIMMCA IIPOU3BeJie-
HJEM apXUTEKTYPbI ¥ CTPOUTETBHOTO MICKYCCTBA.

Yuri Saveliev
Lomonosov Moscow State University; Saint Tikhon’s Orthodox
University; The Russian Academy of Arts, Moscow

ST. ALEXANDER NEVSKY CATHEDRAL IN SOFIA AND ITS CREATORS

Amongthe churchesinhonor of St. Alexander Nevsky, to the cathedral
in the Bulgarian capital Sofia belongs an outstanding place. It was designed
and built by the Construction Bureau of architect A.N. Pomerantsev in 1904-
1912. The initiative to erect a memorial church in honor of the country’s
liberation was announced by the Constituent Assembly of the Principality
of Bulgaria in 1879. In 1883, the Ministry of Public Buildings, Roads and
Communications of Bulgaria appealed to the mayor of St. Petersburg with
a request for a cathedral project. An album of competitive projects for the
church in memory of the Emperor Alexander II in St. Petersburg (1882) was
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sent to Sofia, from which the project of I.S. Bogomolov (1841-1886) in the
neo-Byzantine style was selected.

The first session of the Construction Commission of the Ministry of
Public Buildings was held on March 12, 1896. The question arose about a
new architect, who was chosen during the stay of the Bulgarian delegation
at the coronation of the Emperor Nicholas II in Moscow. In 1897-1903
negotiations with academician A.N. Pomerantsev were conducted, and
financing issues were resolved. The final project was approved in 1898, and
in 1904 a contract was signed with the architect, according to which he was
appointed to supervise not only the construction, but also all decoration
works until their final completion.

Architect AN. Smirnov (1869-1928) and architect-artist
A.A. Yakovlev (1879-1951) worked in the Construction Bureau together with
AN. Pomerantsev as his assistants. They were also engaged in the project of
the interior decoration and wall painting of the cathedral. Owing to the unity
of creative leadership, the project has preserved its artistic integrity.

V.M. Vasnetsov, N.A. Bruni, A.N. Novoskoltsev, D.I. Kiplik,
AM. Korin, P.E. Myasoedov, V.T. Perminov, V.E. Savinsky, M.S. Sudkovsky,
S.T. Shelkoviy, A.A. Kiselev and others participated in the painting of the
church. The murals ot the cathedral above the 16-meter mark belonged
to professors P.E. Myasoedov, D.I. Kiplik, A.F. Kiselev, A.M. Korin and
S.T. Shelkoviy. The color scheme of the painting was set by P.E. Myasoedov
while working on the dome. The paintings below the arches were executed by
11 Bulgarian and 13 Russian artists. The icons of the main iconostasis were
painted by V.M. Vasnetsov, N.A. Bruni, V.E. Savinsky, S.T. Shelkoviy and
A.A. Kiselev. The icons of the side iconostases and all the mosaics were created
by Bulgarian masters: professor A.S. Mitov, professor 1.V. Myrkvichka,
teachers of the Drawing School S.G. Ivanov, Ts.D. Todorov, artists
G.S. Zhelyazkov, N.V. Petrov, H.I. Berberov, F.N. Morozov, A.A. Rosenthal,
AL Belkovsky, N.A. Marinov, V.V. Dimov and others. The main altar was
dedicated to Saint Alexander Nevsky, the southern one to Saint Tsar Boris
I of Bulgaria, and the northern one to Saints Cyril and Methodius. The
construction of the cathedral was completed in 1912, but the consecration of
all three altars took place only on September 12, 13 and 14, 1924.

The St. Alexander Nevsky Cathedral in Sofia remains the largest
cathedral in the Balkans and a monument of creative cooperation between
Russian and Bulgarian artists. It is an outstanding work of architecture and
construction art.
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IO.P. CaBenbeB

MTIY um. M.B. JloMmoHOCOBa;

ITpaBocnaBublit CBATO- TMXOHOBCKMII TYMaHUTAPHbBI YHUBEPCUTET;
Poccniickaa Axkagemusa Xynosxects, MockBa

XPAMBI BO UM CBATOI'O AJIEKCAHJIPA HEBCKOTO
XIX - HAYAJIA XX BEKA

Bropas nonosnua XIX — Havano XX Beka — IepuoJ, paclBeTa pyc-
CKOro LIepPKOBHOTO 304ecTBa. Ecy panee XpaMbl CTaBUINCh B Y€CTb CBS-
Toro AsnekcaHpipa HeBckoro, To Tenepb B MX IOCBALIEHUM OTPA3UIOCh
TaKXKe ¥ IOYNTaHNE Te30MMEHUTBIX eMy MMIIepaTOpoB. BronHe 3aKoHO-
MEPHO IT03TOMY, YTO IIPOEKTHI Ha4ajia CTOIETHA OCYIIeCTBIIANNCH 110 VIMIIe-
PaTOPCKOMY 3aKasy.

Omnoxa Huxonas I B apxutexType 6bUIa OTMedeHa pasHOOOpasyeM
CTUIMCTUKY ¥ TIPUCTa/JIbHBIM MHTEPECOM K MCTOPU3MY, HOBOMY CTHMJIIO,
oXBaTMBIIEMY BCIo EBpomy. B kax/oit 13 cTpaH oH oOpeTan HallMOHA/Ib-
Hble 4epThbl, a 0/larofiapsl TeCHBIM B3aVMOOTHOIIEHUAM VMIIEPATOPCKUX
1 KOPOJIEBCKUX JIBOPOB, OOMEH apXMTEKTYPHBIMU UAESAMU M IIPOEKTaMIU
YTBEPXK/Jal MCTOPM3M KaK MHTepHalMoHanbHbIl cTuab. B Ilorcmame, -
pesufieHInM NpyccKux Koponen, — mo mpoekty B.II. CracoBa Bo3BO-
INUTCS LepKoBb cB. Anekcanjpa Hesckoro (1826-1829) - opgun u3 nep-
BbIX XpaMOB B 3apOXKJaBIIeMCA Torjja pycckoM cruie. CTpouBimii ee
npuABOpHbIA 304umii Koponsa ®puppuxa Bunbrenbma III K.®. Iun-
Kenb B 1829 ropy cospman npoekT Anekcanjpo-HeBckoro xpama B mapke
Anexcannpusa B Ilereproge (crpourenbctBo - 1831-1834) B crtmie
HEOTOTUKIA.

[Tomo6HBIe TOVCKY CTMIMCTUKY ICTOPY3Ma ITOKa3aTe/IbHbI /1A IPO-
eKTa rpaHaunosHoro Anekcanapo-Hesckoro cobopa B Bsatke (apxurekrop
A.J1. Butbepr, crpontenpctBo B 1839-1864 rogax, He COXpaHUICA), TOTIO-
JKVMBILETO HAa4ya/I0 COOOPHOMY XPaMOCTPOEHMIO B YECTh ITOTO CBATOTO.

[l71s1 crenyrolero sTamna 3BOJIOLY PYCCKOTO CTUIA Hanborlee Xapak-
TePHBIMM CTAaHOBSTCS LIATPOBbIe (OPMBI, TaKye KaK B cOOOpax B 4eCTb
Anexcanzp Hesckoro B ITapmwxke (P.JI. Kyspmun, 1850-1861) u Hivkaem
Hosropope (JI.B. anb, 1868-1881). ITogo6HO oTuy, B.J1. Janto — aBTOpy
«TonkoBoro cnoBaps >XMBOTO BETMKOPYCCKOTO fA3bIKay, JI.B. [lanb cosman
CBOeOOpa3HBIil «CTIOBapb» HALMOHAIbHBIX apXUTEKTYPHBIX (OPM B cepun
TEOPETUYECKUX CTaTell ¥ ApXUTEKTYPHBIX IIPOEKTOB.
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Vimneparop Anexcanpp Il paccmaTpuBan pycckmii CTUIb Kak BbIpa-
YKeHle HapOJHbIX OCHOB €r0 BHYTPEHHeN IOMUTUKU U OTpakeHUe caMo-
OBITHBIX TpPafMIVII 3a Ipefe/laMy MMIepun. Xpambl CB. AJieKcaHapa
Hesckoro B batymn (1888-1906) n baky (1888-1898) Obumm OCHOBaHBI
BO Bpems ero myTremecTBys Ha KaBkas. Co60pbl B uecTb CB. AjleKcaHjpa
Hescxoro ctpownuch B Bapmase (JI.H. benya, 1894-1912, He coxpaHmics),
Tamnmuue (M.T. Ilpeobpaxkenckuii, 1895-1900), SInre (H.IT. Kpachos, 1891-
1902) u Mockse (A.H. [Tomepannes, 1913-1917, He coXxpaHUICs).

Crob >Ke 3HaYUTeJIeH I/l PyCCKOTO LIePKOBHOTO 30/14€CTBA HEOBM-
3aHTUIICKUIT CTUIb. BenmuectBenusiit co6op KaBkasckoit apMuu BO MMsi
cB. Anexcanzipa Hesckoro 6pu1 moctpoe B Tudmuce ([.J1. ['pumm, 1866-
1897). B pasBuTuy aT0ro CTIA 60/IbIIast pOJIb IPUHAMIEKaIa ApXUTEKTYP-
Hoit opMe TeTpakoHxa: xpambl B Kamenen-ITogonbcke, eprane, HoBocn-
6upcke, Ynre 1 gpyrux ropogax. Xpambl B 4ecTb CB. Anekcanzipa HeBckoro
BO3BOJATCS IO IIPOEKTaM M3BeCTHBIX 3omumx: VI.B. Maesckoro (Jlopss),
H.H. Hukonosa (buappun), B.H. Hukomaesa (Kuen), A.A. fmenko
(PocroB-Ha-[lony 1 Ilapuubia-Ha-Bonre), A.H. ITomepannesa (Codus).

TBopueckasa 3BOMOLMA PYCCKOTO UM HEOBU3AHTUIICKOTO CTUIEN B
XpaMOCTPOEHIN B 4eCTb CB. AJleKcaHjpa HeBckoro yBeH4anach cosfanueM
B Havyajte XX Beka ABYX LiefieBpoB apxutekTopa A.H. I[TomepanieBa: cobopa
Ha Muycckoit miomanayu B Mockse (He coxpanmics) u cobopa B Codpun.

Yuri Saveliev

Lomonosov Moscow State University;
Saint Tikhon’s Orthodox University;
The Russian Academy of Arts, Moscow

ST. ALEXANDER NEVSKY CHURCHES OF THE 19th -
EARLY 20th CENTURY

The second half of the 19th - early 20th century is the period of
heyday of Russian church architecture. If earlier churches were erected
in honor of St. Alexander Nevsky, now their dedication also reflects the
veneration of the emperors named after him. It is quite natural, therefore,
that the building projects of the beginning of the century were carried out
by the imperial order. The architecture during the era of Nicholas I was
marked by the stylistic variety and a close interest in Historicism, a new
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style that had engulfed the whole of Europe. In each country it acquired
national features, and due to the close relationship between European
imperial and royal courts, the exchange of architectural ideas and projects
established Historicism as an international style. In Potsdam, the residence
of the Prussian kings, the church of St. Alexander Nevsky (1826-1829) was
built according to the project of V.P. Stasov — one of the first churches in
the emerging those days Russian style. The court architect of King Friedrich
Wilhelm III, K.F. Shinkel, who built it, in 1829 created a project of the
Alexander Nevsky church in the Alexandria Park in Peterhof (built in 1831-
1834) which was performed in the neo-Gothic style.

Similar searches for the Historicism style are indicative for the
project of the grandiose Alexander Nevsky cathedral in Vyatka (architect
A.L. Vitberg, built in 1839-1864), which marked the beginning of the
conciliar church building in honor of this saint.

For the next stage of the Russian style evolution, the tent forms
are the most distinctive, such as in the cathedrals in honor of Alexander
Nevsky in Paris (architect R.I. Kuzmin, 1850-1861) and Nizhny Novgorod
(architect L.V. Dal, 1868-1881). Like his father V.I. Dal, the author of the
“Explanatory Dictionary of the Living Great Russian Language”, L.V. Dal
created a kind of “dictionary” of national architectural forms in a series of
theoretical articles and architectural projects.

Emperor Alexander III considered the Russian style as expressing
the national foundations of his domestic policy and reflecting the original
traditions outside the empire. The churches of St. Alexander Nevsky in
Batumi (1888-1906) and Baku (1888-1898) were founded during his trip
to the Caucasus. Cathedrals in honor of St. Alexander Nevsky were built
in Warsaw (architect L.N. Benois, 1894-1912, destroyed), Tallinn (architect
M.T. Preobrazhensky, 1895-1900), Yalta (architect N.P. Krasnov, 1891-
1902) and Moscow (architect A.N. Pomerantsev, 1913-1917, destroyed).

The neo-Byzantine style is equally significant for Russian church
architecture. The enormous cathedral of St. Alexander Nevsky of the
Caucasian army was built in Tiflis (architect D.I. Grimm, 1866-1897). In
the development of this style, a great role belonged to the type of tetraconch:
churches in Kamenets-Podolsk, Ferghana, Novosibirsk, Chita and other
cities. Churches in honor of St. Alexander Nevsky were built according
to the projects of famous architects: 1.V. Mayevsky (Lodz), N.N. Nikonov
(Biarritz), V.N. Nikolaev (Kiev), A.A. Yashchenko (Rostov-on-Don and
Tsaritsyn-on-Volga), A.N. Pomerantsev (Sofia).
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The creative evolution of Russian and neo-Byzantine styles in the
church building in honor of St. Alexander Nevsky culminated in creation
of two masterpieces by architect A.N. Pomerantsev in the beginning of the
20th century: the cathedral on Miusskaya square in Moscow (destroyed)
and the cathedral in Sofia.
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I'.I1. Yepkammuna, M.E. Co6onepa
Ceprueo-ITocapckuit My3eii-3anioBeHNK, Gpunar
«Pusnuna Tpoune-Cepruesoii JIaBpsi», Ceprues Ilocaz

MKOHOIINICHBIE OBPA3A CBATOI'O B/IATOBEPHOI'O
KHA34 AJIEKCAHIPA HEBCKOTO B COBPAHNI
CEPITMEBO-IIOCAICKOI'O MY3EA-3AIIOBETHNKA

B 1850 ropmy naBpckum ukonomucueMm V.M. ManbiiieBbIM ObUIn
IOATOTOBJIEHBI VM CAAHBI B MOHACTBIPCKOE BefleHMe TUTOrpaduy ¢ «Ipes-
HVIX MKOH», CPEeIV KOTOPBIX YIIOMIHAETCS [IEBATD JICTOB € 06pa3oM Ajek-
canzipa Hesckoro. B 1870-1880-x rogax B MOHACTBIPCKON MUTOTPadCKOI
MacTepPCKOIl 13 OTIIeYaTaHHBIX «0OPa3KOB» BCe OOIIbIIelt MOMY/ISIPHOCTHIO
CTa/IN TI0JIb30BATHCS M300PaXKeHMsI CBATOTO B 4yciIe BraguMupcknx KHs-
3eil, a TaKoKe MapHbI 06pa3 6maroBepHoro Anekcanapa Hesckoro n Mupo-
Hocuubl Mapuy Marganssl.

Hauano pacnpocTpaHeHns MKOH BraguMMpPCKUX CBATBIX CBA3bI-
BatoT ¢ KoHIoM X VIII Beka, Torpja Kak mOsIB/IeHNE TAPHOTO M300paXKeH
CBATBIX AJleKcaHpa 1 Mapuy OTHOCUTCS K CepeillHe—BTOPOI IIOJIOBUHE
XIX Beka, TO eCTb KO BpeMeH! IIpaBjieH!s UMIlepaTopoB Ajnekcanpjpa II
(1856-1881) u Anexcanppa III (1881-1896), n nx cynpyr — Mapun Asnex-
canfipoBHbI 1 Mapun ®enopoBHBIL.

OTUM >Xe BpeMeHeM J[aTUPYITCA [iBe MKOHbI B cobpanum Cep-
rueBo-Ilocaickoro Myses-sanoBefHuKa: «CBsATble KHA3bSA AJIeKCaHP
Hesckmit, T'eoprmit, I'me6, Anppeit boromoOckmit, Anexcuii 4emoBek
Boxxmit 1 HemsBeCTHBIN CBATOV» U «CBATON 6/1arOBepHBIN KHS3b AJeK-
canyip HeBckmit n cBATas MupoHocuua Mapusa Marganunar. [lepsas 6p1a
BJIO’KE€HA B MOHACTBIPb B 1863 roay psacodopHOiT MOHaXMHEN PsA3aHCKOTO
Kasanckoro pmeBmubero Monacteipss M.B. ApmoeBoit. B cobpanme Mmyses
nocrynuna B 1920 ropy n3 bonbHmunoil nepksu 3ocumbl u CaBBaTuA
ConoBenknx. Bropas npoucxoanT u3 UKOHONMCHOI MacTepckoit Tponte-
CeprueBa MoHacTblpA. HecMoTps Ha Bo3pocliiee BO BTOPOI IOIOBUHE
XIX Beka 061IepOCCUIICKOe TOYNTAHNE CBSITOTO, BOIIPOC O IMPOC/IABIIe-
HUM 6/1arOBEPHOTO KH:A3s1 B cTeHax Tpomnie-CepriueBoil TaBpbl OCTAETCS
OTKpPBITBHIM. B mokmazie Oyner mpepnpuHaATa MOIBITKA cOOpaTh Hambosee
HO/THYI0 MH(POPMALIVIO O ITOSIBIEHNH 1 OBITOBAaHUY UKOH C M300paskeHieM
cB. Anekcangpa HeBckoro B creHax MOHACTBIPSL.
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Galina Cherkashina, Margarita Soboleva
The Sergiev Posad State History and Art Museum-Reserve,
the Sacristy, Sergiev Posad

ICONS OF THE HOLY BLESSED PRINCE ALEXANDER NEVSKY
IN THE COLLECTION OF THE SERGIEV POSAD MUSEUM-RESERVE

The collection of the Sergiev Posad Museum-Reserve contains
two icons created in the middle — second half of the 19th century: «Holy
Alexander Nevsky, George, Gleb, Andrei Bogolyubsky, Alexius of Rome
and an unknown saint» and «Holy Alexander Nevsky and Holy Myrrh-
Bearing Mary Magdalene» The iconography of the first icon took shape at
the end of the 18th century, and of the second one - during the reign of
Alexander II and Alexander III and their spouses, Maria Alexandrovna and
Maria Feodorovna.

In 1850, the icon painter I.M. Malyshev prepared and commissioned
lithographs from “ancient icons”, among which nine sheets with the image
of Alexander Nevsky were mentioned. Since the 1870, small icons depicting
St. Alexander Nevsky among the selected saints become an integral part
of the products manufactured by the lithographic workshop of the Holy
Trinity-St. Sergius Lavra.

In the report, an attempt will be made to restore the history of the
formation of veneration of the Blessed Prince Alexander Nevsky within the
walls of the Trinity Monastery on the basis of icon-painting monuments
and archival data.
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