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Armen Kazaryan

The State Institute for Art Studies,
Moscow

REGARDING THE CREATIVITY IN THE MEDIEVAL ARCHITECTURE:
THE ARCHITECT AND EMBODIED IDEA

Architectural studies are the most conservative field of the research into
art of the Middle Ages. It is associated, on the one hand, with the notions
of slow, step-by-step development of materials and structures forming
the architectural space and, on the other hand, with the role of typologi-
cal and other kinds of evolution envisaged on the basis of imagined pat-
terns. This part of art studies is firmly associated with archaeology, espe-
cially when ruined heritage is concerned. The search for the traditional
and the innovative, conditioned by structural optimization, functional
convenience, including that of the Liturgy, does not leave space for study-
ing creativity as such, that very basis of art’s evolution which does make
it possible to consider architecture as art. In this paper we shall substan-
tiate the role of the architect as the creator of the architectural concept
and image through considering some examples among the most outstand-
ing monuments of Byzantine architecture, and for the most part Arme-
nian medieval churches. The current concepts of auxiliary, secondary role
of an architect in the course of medieval churches’ construction will be
dispelled. It will be demonstrated to what an extent the architectural idea
influenced buildings’ structures, by making their forms, the aesthetic view
of the masonry subservient to an artistic concept. The architectural works
by Armenian masters of the metropolitan school - the school of Ani — will
be compared with the Classical and Early Modern monuments, from which
we will conclude about the individual creativity’s high role in all these
periods of the professional architecture’s development.
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A.IO. KasapsiH

TocymapCTBEeHHBI MHCTUTYT MCKYCCTBO3HAHMS,
Mocksa

O TBOPYECKOM HAYAJIE B CPEJJHEBEKOBOM 30JUECTBE
APXUTEKTOP U BOIUIOLIAEMAS UES

VccnemoBaHMsl apXUTEKTYPhl — HanMbojiee KOHCepBaTUBHAsS 00/1aCTh M3-
y4YeHMsI CpeJJHEBEKOBOro McKyccTBa. OHa MPOYHO CBSI3aHa, C OHOJ CTO-
POHBI, C TIPEeACTABIEHUSIMM O MeAJIEHHOM IT03TaITHOM Pa3BUTUM COCTaB-
JISIOMIUX apXUTEKTypHOe MPOCTPaHCTBO MAaTepUasioB U KOHCTPYKIINIA,
a C Ipyro¥i — C poJIbI0 TUTIOJOTUYECKOI 1 MPOYeil 3BOMIOIMY KOMITO3UITUI
Ha OCHOBE BOOOpaskaeMbIX 3aKOHOMEPHOCTEIi. DTa YacTh MCKYCCTBO3HA-
HMSI TIPOYHO CMBIKAETCSI C apXeoyIoryeit, 0C0OeHHO KOT/Ia PeUb UIET O PyU-
HMPOBAaHHOM Haciequu. [IoMCK TPagUIIMIOHHOCTY ¥ HOBALMit, 00YC/IOB-
JIEHHBIX KOHCTPYKTMBHBIM COBEPIIEHCTBOBAaHMEM, (DYHKI[MOHATbHbBIM,
B TOM YMCJIE TUTYPTUUECKUM yI0OCTBOM, HE OCTaBJISIET MeCTa /ISl M3yue-
HMSI COOCTBEHHO TBOPUECTBA, TOV CaMOJi OCHOBBI Pa3BUTHS MCKYCCTBA, KO-
TOpOe U MO3BOJISIET PACCMATPUBATh apXUTEKTYPY Kak UCKYCcCTBO. Ha pu-
Mepe CaMbIX BBIJAIONIMXCS TIPOU3BEIEHMII BU3aHTUICKOTO 3014eCTBa
¥ B OOJIbIIEIT Mepe CpeAHEBEKOBBIX apMSIHCKMX XPaMOB B OK/Iaze 6ymeT
060CHOBaHa POJIb aPXMUTEKTOPA KaK OpraHu3aTopa 06pasHOro CTpos U ap-
XUTEKTYPHOI KOHIIEMIMM TPOM3BeAeHMit. BynyT pa3BesHbl yCTOSIBIIMECS
MIpeCcTaBIeHMs O TTOACOOHOI, BTOPUYHOI PO 304YEro B IIPoIecce co3-
IaHUs CpefHeBeKOBbIX XpaMoOB. ByieT TpoieMOHCTPUPOBAHO, HACKOJIb-
KO apXUTeKTypHas ues BAMsIa Ha KOHCTPYKIMU 30aHU, TOAUMHSIST UX
(hopMBbI, 3CTETUUECKII B KITaJKU XyI0KeCTBEHHOI KOHIIenuu. [Ipons-
BeIleHVST apMSHCKMX MAacTePOB CTOJVYHOI IIKOJIbI — IIKOJIbI AHU — OYIYT
COTIOCTAaBJIEHBI C ITPOU3BEIEHMUSIMM aHTUYHOCTY U paHHero HoBoro Bpe-
MeHM, UTO IIPUBEET K YTBEPXKIEHMIO O BLICOKOI POY UHIAUBULYATbHOTO
TBOpPYECTBA BO BCe OTMeUeHHbIe TIePUOIbI Pa3BUTKS ITPOdeCcCOHaTbHOI
apXUTEKTYPHI.
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THE BYZANTINE SCULPTOR: IDENTITY AND STATUS BETWEEN
ORIGINALITY AND RULES

The present paper aims to explore the “profile” of the Byzantine sculptor
through the analysis of the style of specific marble pieces, their material
marks (inscriptions, signs etc.), and the contemporary textual sources.
As a matter of fact, we have to face the difficulty in singling out the dis-
tinctive features of specific artists within a working system which normal-
ly left no room for the personal identity of authors and craftsmen — and
this is all the more interesting when considering the traditional “image”
of the ancient Greek sculptor. So, I will examine some relevant cases that
stylistically reveal a perceptible deviation between rules and originality in
order to discuss the role of personality and free choice of the single artist
in the execution of an artwork (and not only the involuntary self-revela-
tion through the insuppressible peculiarities of his manner). From this
perspective, patrons and donors also had a significant role in orienting
novelties and deviations from the prevailing stylistic standards, as it is
the case with the main artistic enterprises of the Justinian age or in some
works of the Middle Byzantine period.
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C. [TedoHe

HanyoHanbHble rajepen CTapyuHHOTO MCKYCCTBA
Bap6epuun u Kopcuuu, Pum

CKVY/IBIITOP B BUSAHTU: UHAUBUYAIBHOCTD .
1 CTATYC MEXY OPUTMHAJIBHOCTDBIO U ITPABUJIAMMU

B mokiazme MBI MOMBITAEMCS BOCCO3MAThb «IOPTPET» BU3AHTUIICKOTO
CKY/IBIITOpPA Ha OCHOBE aHa/lN3a CTU/IS OTHOENbHBIX MPOM3BEAEHUN U3
MpaMopa, APYTUX MaTepUaJbHBIX CBUIETEIbCTB (TaKUX, KaK HAAIIUCU
MU KJIeliMa) ¥ MMCbMEHHBIX MCTOYHMKOB. B IeiiCTBUTEIbHOCTH, BbISIB-
JIeHV e OTJIMYUTETbHBIX KAUECTB OTHEIbHBIX MAaCTEPOB COTIPSIKEHO C OTIpe-
IeJIEHHBIMM TPYIHOCTSIMM, TIOCKOJIBKY CHCTEMa PeMeCIEHHOM OpTraHu3a-
MY OOBIYHO HE OCTaBJISLIa MeCTa AJIs TPOSIBJIEHNUST MHAVBUAYATbHOCTI
aBTOPOB WJIM MAacTepPOB. DTO TeM 6oJiee MHTEPECHO CPaBHUTD C TPAAUIIN-
OHHBIM 06Pa30M PEBHEIPEUECKOT0 «CKYAbIITOPa». MBI pacCMOTPUM He-
CKOJIBKO CJTYYaeB, IJie€ CTUIUCTIUECKYE 0COOEHHOCTY ITO3BOJISIIOT BBISIBUTH
OIYTUMYIO PasHUILY MeXIY HOPMOM M OPUTMHAIbHOCTbIO. ITO ITO3BO-
JIUT HaM PacCY)KOaTh O POJIV IMYHOCTM ¥ CBOOOJHOM BBIOOPE OTHETbHO-
IO XyIOKHMKA B CO3aHUM ITPOM3BEIEHNS MCKYCCTBA (& He TOJNIbKO O He-
BOJIbLHOM TIPOSIBJIEHMM MHIOVBUAYAIbHOCTM Uepe3 TaKue 0COOEHHOCTU
XYIOKeCTBEHHO! MaHepbl, KOTOPble HEBO3MOXHO CKPBITh). C 9TOI TOUKMU
3PeHMSI TaKKe BasKHA POJIb KTUTOPOB ¥ 3aKa3UMKOB, KOTOPbIE MOIJIY CaMM
CIToco6CTBOBATh OTKIOHEHMIO OT IMPeobJiafaBIIMX CTAaHIAPTOB CTUJIS
i TIOSIBJIEHMIO OTIPeJIeJIeHHbIX HOBBIX OPMEHTUPOB, KaK 9TO MMEJIO MECTO,
HampuMep, B BXKHEMIINX apXUTEKTYPHBIX ITPOoeKTax 3moxu IOcTuHmaHa,
a TaKkKe ¥ IIPU CTPOUTETHCTBE HEKOTOPBIX XPaMOB CPeIHEBU3aHTUIICKOTO
repuozpa.

" [Tepesop ¢ anmmiickoro A.B. 3axapoBoii.
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TRADITION, INNOVATION, AND INDIVIDUAL CREATION
IN MONASTIC ARCHITECTURE: THE CASE OF ST ATHANASIUS
THE ATHONITE AND THE KATHOLIKON OF HiS GREAT LAVRA

Middle Byzantine monastic churches predominantly feature a cross-
insquare naos with a three-bayed narthex. It is most likely that this
layout was adopted by the Stoudite monasticism as the most suitable
for its coenobitic and liturgical needs. This architectural type may have
been first used and its advantages recognized in the initial monastery of
St Theodore the Stoudite’s community — Sakkoudion - or, more likely,
in the region where it was situated, Bithynia.

This important monastic center was where St Athanasius the Athonite
started his monastic vocation. He was undoubtedly well acquainted with
the architecture of the region, which he brought to Mount Athos together
with the Stoudite monastic typikon, when he established the Great Lavra
and constructed its katholikon. However, Athanasius’s approach was re-
sponsive to available resources and local needs. This is witnessed by the
somewhat rough and inexpert execution of the katholikon, as well as his
several readjustments of the church design during the construction, the
best known being the addition of the two lateral conches to the naos,
in order to better accommodate choirs of chanters. The same approach
is visible in the setting out of his monastic quarters, consisting of a cha-
pel, a library, and his cell, in the over-narthex area and the establishment
of two subsidiary chapels attached to the narthex, one of which was used
by him to hear confessions and eventually housed his tomb.
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H. CmaHkosuu

Vuusepcuret Kou, Cramoyst

TPAIULIVIM, HOBALIUU U UHOVIBUIYAJIbBHOE TBOPYECTBO
B MOHACTBIPCKOI1 APXUTEKTYPE: CB. AOAHACUN A®OHCKH
U KA®OJIMKOH Ero BEJMKOI1 JIABPBI'

CpenHeBU3aHTUIICKME MOHACTBIPCKME IIePKBU OOBIYHO ITPEICTaBJIsI-
7 0607t KPeCcTOBO-KYTIOIbHBIM XpaM Ha YeThIpeX OMopax ¢ HapTeKCoM
¢ TpeMs siueiikamu. CKopee BCETO, STOT TUIT ObUT IIPUHSIT Y CTYIUTOB KaK
Haubosiee TTOAXOASIINIA IJIsT OOMIEXXUTENBHOIO YCTaBa U TUTYPIUUIECKUX
HYKI. BO3MOYKHO, 3TOT apXUTEKTYPHBII TUII C €70 MTPEeUMYIIeCTBAMM ObIT
BIIEPBbIE UCITOMb30BAaH 1 OIleHEeH B MepBOM MoHacThipe CB. Peomopa —
CakKyIMOHe — WM BO BCSIKOM CJTy4dae B TO¥ JKe 06ymacTu — Buduummn.
VIMeHHO B 3TOM BaKHOM MOHACTBIPCKOM IIeHTpe cB. AdaHacuii Hauu-
HaeT CBOJ MOHAIIECKN MOABUT. HeCOMHEHHO, OH ObIJT XOPOIIO 3HAKOM
C apXUTEKTYPOJi 3TOTO pPermoHa, KOTOPYI OH MpuHec Ha AQOH BMecCTe
CO CTYAUICKUM yCTaBOM, KOTIA OCHOBaJI Bennkyto JIaBpy U ITOCTPOWIT ee
KadonmkoH. OmHaKo CB. AdaHacuit yUMTHIBAA MMEIOIIeCcs B ero pac-
TTOPSDKEHUY PECYPCHI M MeCTHbIe HYKIbl. 00 3TOM CBUIETETbCTBYET He-
CKOJIBKO IpyboBaTOe ¥ He COBCEM MCKYCHOEe MCITOTHEeHMEe KadoanMKOoHa,
a TaK’kKe HEKOTOPbIe M3MEHEHSI, KOTOPbIe BHOCUIIUCH B CTPYKTYPY II€PKBU
T10 XOY CTPOUTENIbCTBA, CAMOEe 3HAUMTETbHOE M3 KOTOPBIX — N0OaBIeHe
IIBYX OOKOBBIX aIlCy K HA0CY JJist 6ojiee yIOOHOTO pa3sMeleHMsI TeBUMX.
AHaJIOTMUHBIN TTOIXOM MMPOCIEKNBAETCS U B IMJITAHUPOBKE IPYTUX MOHAC-
TBIPCKUX ITOMEIIEHMIA, B TOM UMCIe TapeKKIeCOoHa, OMOIMOTERY U KeJIbA

" TlepeBoj, ¢ aHIMiicKoro A.B. 3axapoBoii.
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All these functional and architectural solutions provided precedents
that were emulated within a short time period in at least two other
Hagiorite monastic houses, Ivéron and Vatopedi, becoming characte-
ristic features of Athonite church architecture. The latter two katholika
also show their own creative responses to the model, thus indicating that
monastic founders and their communities were dependent on traditions
as much as they were open to innovations if these proved better suited
to their actual needs. This paper is going to explore both mechanisms:
how the existing forms were transmitted between monastic communities
and when innovations were found permissible or even necessary.
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cB. AdaHacust Ha BTOPOM 3Ta)ke HaJ HaApPTEKCOM, a TaKKe B yCTPOCTBe
JIBYX JOIOJIHUTEIbHBIX MTapeKK/IeCceB M0 CTOPOHAM OT HapTeKca, OMH
13 KOTOPBIX OH MCII0/b30BaJI JJIsI MCIIOBEAM, a B APYTOM BITOCJIEACTBUMN
OB TTOXOPOHEH.

Bce 31 byHKIIMOHAMBHBIE ¥ aPXUTEKTYPHbIE PellleHMst CTajiu o6pasiia-
MM, KOTOpbIE Uepes KOPOTKOe BpeMst GbIIN BOCITPOV3BeIeHbI 10 KpaitHei
Mepe B IBYX aOHCKMX MOHACTBIPSX, IBUpOHe 1 BaToriee, a BIIOCIeICT-
BUM CTa/IX XapaKTepHbIMM 3jieMeHTaM aOHCKMX XpaMOB. B 3Tux AByx
KadoMMKOHAX TaKke 3aMeTHa COGCTBEHHasi TBOpUYecKas repepaborka
o6pasiia, CBIIETeIbCTBYIOMIAs O TOM, UTO OCHOBATEe/IM 1 OBIIMHBI MOHA-
CThIpeIt 6BIIM HACTOMBKO K€ 3aBMUCUMbI OT TPAOUIINIA, HACKOIbKO U OT-
KPBITHI [IJI1 HOBALIMiA, eCyiu rocaenHue 60ee COOTBETCTBOBAIN UX HYK-
naM. B mokiazme 6ymyT paccMOTpeHbl 06a MexaHM3Ma: KaK CYIeCTBYIOIe
(hopMbI epexoanin 13 OJHOIO MOHACTBIPS B IPYTOi U KOra HOBALIUK
0Ka3bIBAJIMCH AOMYCTUMBIMU UJIN Jake HeOOXOAMMBbIMA.
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THE PROBLEM OF BYZANTINE PAINTER’S INDIVIDUALITY
IN THE 11™-CENTURY MINIATURES

Byzantine miniature of the 11t century gives plenty of material for stu-
dying the problem of Byzantine painter’s individuality.

In the beginning of this century the famous Vatican Menologion was
created upon the order of Basil II. This is the key monument for the
problem in question. Besides each of its 430 miniatures the scribe put
the painter’s name. A thorough complex investigation of the manu-
script allowed us to understand how the work of the team was organized,
in what way the eight painters interacted, what was the role of models
and how in particular each master’s personal manner manifested itself.
The influence of this workshop may be traced in the miniatures of the sec-
ond quarter of the 11" century, despite the fact that coeval monumental
painting shows totally different tastes and ideals.

In the second half of the 11t century the art of book illumination
thrived, hundreds of splendid manuscripts were decorated in variegated
ways. The scholars have attempted at distinguishing the groups of man-
uscripts illuminated by the same painter or manufactured in the same
workshop. It has been revealed that in some cases scribes and painters
collaborated; in other cases the workshops employed continuously several
scribes and ornamentalists while the miniatures were ordered to exter-
nal craftsmen possibly specializing not only in miniature, but also in icon
painting.
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A.B. 3axaposa

TFocymapCTBEeHHBIV MHCTUTYT UCKYCCTBO3HAHUS
MI'Y umenu M.B. JlomoHocoBa, MockBa

I[TPOBJIEMA UHOVUBUAYAJIBHOCTU BUSAHTUCKOTO
XVIOOKHUKA HA TIPUMEPE MUHUATIOP XI BEKA

Busantuiickas muHMaTtiopa XI Beka maeT MHOTO MaTepuasia [Ojs
MCCIeNOBaHUSI MHANBUAYAJIbHOCTY BU3aHTUIICKOTO XyIOXKHUKA.

B Hauase croseTus o 3akasy uMmiepatopa Bacumus I 661 co3maH 3Ha-
MEHUTbIN BaTMKaHCKMIT ME@HOMIOTUI — KJII0UeBOIA AJ1sT 9TOM TeMbl aMsIT-
HUK. Y Kaxmoi n3 430 MMHMATIOP MUCIIOM ITOAIMCAaHO MMS CO3MaBIie-
ro ee XymosxkHuka. TiiaTesibHOe KOMITJIEKCHOe MCCIef0BaHue PyKOMUCH
JaeT BO3MOXHOCTb ITOHSATh, Kak OblJIa OpraHM3oBaHa paboTa U B3auMO-
IleiiCTBYIE BOCBMM MAaCTE€POB, KaKyIo pPOJIb UTPaau 06pas3Ilbl, B UeM MMEH-
HO MOIJIV TIPOSIBJISITHCS JIMUHBIE 0COOEHHOCTM XYIOKEeCTBEHHO MaHepbl
KaXK[I0To. BiiusHue 3Tol MacTepCKO MPOC/IeXXMBAETCS U B KHVXKHOM MU -
HMaTIOpe BTOPOJt YeTBepPTHM CTONETHS, HECMOTPS Ha TO, YTO B MOHYMEH-
TaJIbHO YXMBOMMCK yKe JOMUHUPOBAIN COBCEM Apyrue BKYChl 4 yCTa-
HOBKM.

Bo BTOpOIt onoBuHe XI Beka MCKYCCTBO KHMXKHOV MMHMATIOPHI T1e-
peXXMBaeT HACTOSIIIMI PaCIBET, CO3Aal0TCSI COTHM BeJIMKOJEIHbIX Ma-
HYCKPUIITOB, BeCbMa pPasHOOOpPa3HbIX IO CBOeMy odopMiieHM0. Mc-
cremoBaTeNSIMM HEOJHOKPATHO MPEeANPUHUMAJINCH ITOIBITKY BBISIBUTH
I'PYIIbLI PYKOTIMCEN, MIJIIOCTPUPOBAHHBIX OJHMUM U TeM 3Ke Xy OXKHMU-
KOM, MJIM CO3[aHHBbIX B OOHON U TOJ >Ke MacTepcKoii. B omHuX ciyvyasx
MMeJI0 MeCTO TeCHOe COTPYAHMUECTBO MUCIIOB U XYAOKHMUKOB, B IPYTUX
CTyyastx MacTepckye ¢ 6osee MM MeHee TIOCTOSTHHBIM COCTaBOM ITHUCIIOB
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As in the case of the Vatican Menologion, the oeuvre of one and the
same painter may be better identified among the manuscripts containing
multiple miniatures, where the same pictorial devices were repeated rath-
er frequently. Much more complicated are the cases of luxurious volumes
illustrated with just a few full-page miniatures. Each of these splendid
manuscripts is a brilliant individual artwork, yet it is almost impossible
to find the works of one and the same painter among them.

In this paper we shall try to sum up the results of our investigations
in the 11" century illuminated manuscripts and to postulate some basic
problems in studying the Byzantine painters’ individual manners.
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¥ OPHAMEHTAJIMCTOB MpUOEraiu K yoryraM XyoosKHMKOB, paboTaBIINX Ha
CTOpPOHE U, OUEBUTHO, MMUCABIINX TAKXKE U MKOHBI.

Kak 1 B cimyyae ¢ BaTMKaHCKMM MeHOJOTMEM, TTPOM3BeHeHMs OLHOTO
XYH,0KHMKA Jierye BbhISIBUTh CpefAy PyKOTIMCe ¢ MHOTOUMCIEHHBIMY MU-
HMATIOPaMMU, TJle OOHY U Te 3Ke TIPYeMbI TOBTOPSIIOTCS [OCTATOYHO YacCTo.
Topasmo ciokHee 0OCTOUT [Ie710 C POCKOIIHBIMY PYKOTIMCSIMM, YKpallleH-
HBIMM JIUIIb HECKOJIbKMMM TTOJTHOCTPAHUUHBIMM MUHMATIOpamu. Kaxkmast
U3 HUX TIPEJCTaBIsIeT 060l IPKOe MHAUBUIYATbHOE XYIOKECTBEHHOE
sIBJIeHMeE, TIPY 9TOM CpeJy [AeCSITKOB TaKUX PYKOIMMCel MpakTUuuecku He
yAaeTcs BbISIBUTD TPOM3BeAeHNIt OMHOTO U TOTO JKe MacTepa.

B moxsaze MblI MOIbITaEMCSI CYMMUPOBATD PEe3YJIbTaThl CBOMX MUCCIIENO0-
BaHUIT OTAENbHBIX TaMSITHUKOB XI BeKa U chOpMYIMPOBATh HEKOTOPBIE
OCHOBHbBIE TTPOOJIEMbBI M3YUEHNST MHAMBUAYAIbHON MaHePbl XYIOKHMKA
B BU3AHTUICKO SKMBOTIUCH.
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DONORS’ PERSONALITIES IN THE 11™-12™ CENTURIES
AS SEEN THROUGH ICONOGRAPHIC PROGRAMS

In the course of the mid- to the late 11t and 12t centuries, a period
of considerable disruptions and reordering, there emerged varied devel-
opments that had to do with the iconographic synthesis of the church
programs and the art of painting, that directly pointed to and depicted
the personality of donors.

Given the fact that any painting is also a form of communication,
something that becomes apparent in many ways, there are monumental
painting ensembles that act as clear examples of the type of messages
their publics receive from them. In this paper, we will present five different
church donors living at the time:

The third son of Alexios I Komnenos, the Porphyrogennetos Isaac
Sebastokrator, had a very interesting and highly cultivated personality.
Saint Neophytos, the founder of Engleistra in Cyprus, a very religious
person, was just as interesting a personality, with roots in an ordinary
lay family, living in a very important island of the Empire. Another
personality of Cyprus, contemporary of Neophytos and equally interesting
and sophisticated but entirely different, is Leo Authentes, a local archon,
the son of “Authentes®, probably a Byzantine dignitary.

In Kastoria, another local notable in the town, Theodore Lemniotes,
lived with his wife, Anna Radene, from a Constantinopolitan family and
their son John, during the late decades of the 12 century. Another locally
important person, probably of slavic origin, and his wife Anna lived as
notable persons in the town during the same period.

Yet we know that they were of divergent backgrounds socially,
educationally and economically. Through works of art they commissioned,
they express clearly some of the traits of their personalities. It will be our
goal to look further, if we can see only through the iconographic program
and the quality of the painting the unknown donor of another important
monument.
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M. anatiomudu-Kecucozny

AduHCKMIT HAMOHAbHBIN YHUBEPCUTET
mumenu Karogucrpumn, AbuHbI

JINYHOCTHU KTUTOPOB B XI-XII BEKAX '
10 NKOHOTPA®UYECKUM ITIPOTPAMMAM

C cepenunbl XI Beka 1 Ha nipoTsbkeHMM XII Beka, B 310Xy C€pbEe3HbIX I10-
TPSICEHMIT U TIepeMEH B JKMBOIMCH U MKOHOTpaGUUIeCKUX MporpaMmax
XPaMOB MMOSIBUIVCH Pa3HOOOPa3Hbie HOBIIECTBA, CBSI3aHHbBIE C IMUHOCTSI-
MY KTUTOPOB U UX U300paskeHUSIMMU.

Bcesikast XKMBOMMCH €CTh TaKKe CPelCTBO KOMMYHMKAIIVM, UTO TIPOSIB-
JITeTCSI MHOT00OPa3Ho. Ho B HEKOTOPBIX aHCaMOJITX MOHYMEHTAIbHO
SKUBOITMCY 0COOEHHO YeTKO BBIPAXKEHO TO, UTO JO/DKHBI ObLIN YSICHUTD UX
3puTenn. B HacTosSIEM COOOIIEHNM MbI TIPEACTaBUM IIATh XPAMOB U UX
KTUTOPOB, KUBIIUX B 3TO BpeMsI.

barpsHOponHbIii ceBacTOKpaTop Vcaak, TpeTuii cbiH Anekces I KomHu-
Ha, ObLJT OUeHb MHTEPECHBIM U BBICOKOKY/JIBTYPHBIM UeIoBEKOM. CBSITO
Heodut, 11epKOBHBIII IesTeNIb M OCHOBaTeIb DHKIMUCTPHI Ha Kumpe, Tak-
ke OBbLT OUeHb MHTEPECHON TMYHOCTHIO; OH MTPOUCXOIMIT U3 OOBIUHOI ce-
MbU MUPSIH, XMUBIIEN HA 3TOM BaXHOM A5 Vimriepun octpose. [Ipyroit
KUTIPUOT U COBPEMEHHUK CB. HeodnTa, He MeHee MHTEePECHbBIN U YTOH-
YeHHbII Yel0BeK, OJJHAKO COBEPIIeHHO OT Hero OTIMYHbIN, — MEeCTHbIA
apxoHT JleB ABbeHauC, cbiH ABDeHaca, BEpOSITHO, ObIT BUSAHTUIICKUM
UMHOBHMKOM. JIpyTOJi IpeACcTaBUTeNb MeCTHON 3HaTH, ®eomop JIeMHMOT,
>kni B KoHIle XII Beka B KacTopum BMecTe €O CBOeVi >KeHO M3 KOHCTaHTU-
HOITIOJIbCKOM ceMby, AHHOJ PameHoit, 1 cbiHOM MloaHHOM. B TO ke Bpems
B TOM YKe TOPOJKe ellle OAMH MpeCcTaBUTeb MEeCTHOI 3HATH, BO3MOXXHO,
CJIaBSIHCKOTO MTPOUCXOXAEHMSI, KUJI CO CBOeVi sKeHO AHHOIA.

O BCcex HMX MbI 3HAeM, UTO UX OOIIEeCTBEHHOE TOJIOKEHMEe, 06pa3oBa-
HMe ¥ QUHAHCOBbIE BO3SMOKHOCTM ObUTM Pa3JIMUHBIMU. B Tex pocnmcsx,
KOTOpbIe OHM 3aKa3asii, SIPKO BOIUIOTUJIMCh HEKOTOPbIE UX JIMUHbIE Ka-
yecTBa. Hateii mesibio GyIeT MOIbITaThCS MOHSATh, MOSKHO JIV TOJBKO IT0
MKOHOTpaduIecKoir mporpamMMe U KaueCTBY KMBOITMCK Y3HATh HEU3BECT-
HOTO 3aKa34yKa ele OGHOTO 3HAUUTETbHOTO aHCaMOJIs.

" [Tepesop ¢ anmmiickoro A.B. 3axapoBoii.
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FEATURES OF THE 12™- AND 14™-CENTURY FRESCOES
IN THE BACHKOVO OSSUARY CHURCH

Despite the considerable literature on the 12™-century frescoes in the
Bachkovo ossuary their dating remains controversial. This fact seems even
more surprising due to a lot of information about them: the ensemble has
survived to a great extent; the names of the ktetor (hieromonk Neophyte)
and the main artist (John Iveropoulos) are documented; the Typikon of the
founder of the Bachkovo monastery, Gregorios Pakourianos (or Bakou-
riani) exists; in the middle of the 14™ century, when information about
the first decades of the monastery’s existence was hardly lost, the early
ktetors of the Bachkovo monastery were depicted in the ossuary.

Some recently restored works of art show close stylistic parallels to the
Bachkovo frescoes and allow us to date them to 1150s — 1160s.

Another task is to clarify what parts of the wall-painting were done by
different artists of John Iveropoulos’ group and to determine the features
specific to each master.

Comparing the works of the painters of the 12% and 14" centuries we
meet a new problem. In both cases we are talking about art associated
with elite circles, but each style corresponds to the artistic tastes of its
time. The problem becomes even more complicated since the 14™-centu-
ry painters had to reconstruct the collapsed frescoes of the 12t century.
The ‘inserts’ are made carefully; they are almost invisible and serve as
evidence of piety to the work of the predecessors. A similar practice took
place in Studenica Monastery, where the last figure in the group accom-
panying the Virgin in the Crucifixion was added in the 16™ century, and
yet the composition of the early 13™ century was preserved.
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I'.Il. I'epos

HoBropopckuii rocyapCcTBEHHbI 06beAMHEHHbBIT MY3€eii-3aTl0BeJHNUK,
Benuxuit Hosropog,

OCOBEHHOCTU ®PECOK XII 1 XIV BEKOB BAUKOBCKO
LEPKBH-KOCTHMUIIbI

@pecky 11epKBM-KOCTHUIBI BaUKOBCKOTO MOHACTBIPSI XOPOILIO M3BECTHbI
BU3aHTUHMUCTaM ¢ 1928 roma, kKorma AHgpe I'pabap omy6IMKOBal CBOIO
kaury «La peinture réligieuse en Bulgarie». 9Toit pocrucy mOCBSIEHbI
[IBe KHUTU (TepBas BbIlLIA U3 niedatu B 1977 romy, BTOpasi, CcyMMMPYIOIIast
pe3ysbTaThl OKOHUEHHON pecTaBpanum naMsiTHuka, — B 2003-M) 1 MHO-
SKeCTBO cTaTeii. BaukoBcKue hpecky YIIOMSIHYTBI ITOUTH BO BCEX OOIMIUX
COUMHEHMUSIX, TIOCBSIIeHHbIX BU3aHTUIICKOMY MCKYCCTBY. HecMoTpsi Ha
CTOJTb OOIIVPHYIO UCTOPUIO MCCIIeMOBaHMIA, TaTupoBKa dpecok XII Beka
OCTaeTCs 10 CUX TOP AMCKYCCUMOHHOI. DTOT (HaKT KaxKeTcs erne 6oiee
YAVBUTENbHBIM M3-3a TOTO, YTO, 10 CPABHEHMIO C APYTUMM MTaMSITHUKA-
MM 3TI0XM, O POCITMCY KOCTHUIIBI M3BECTHO ropasgo 6osbIie. AHCaMO/Ib
COXpaHWICSI B 3HAUMTENbHOI CTeleHM; U3BEeCTHbl MMeHa 3aKkaszuuka
(nvepomonaxa Heodura) u Bemymiero xynoxkauka (MoaHnHa MBeporyia);
coxpaHmiics Tunmuk ocHoBaTesns: BauKOBCKOTO MOHACTBIpST — ['puropumst
Bakypuanu; B cepenyie XIV Beka, Korga nHbOpPManys O MePBbIX AeCs-
TUJIETUSIX CYIII€CTBOBAHMSI OOUTEN BPSIA JIV OblIa IMMOTEPsIHA, B KOCTHUIIE
6bLIM 3006 paskeHbl paHHME KTUTOPbI OOUTEITN.

HekoTopble pon3BeAeHMs, Ubsl pecTaBpalius 3aKOHYMIACh HeJlaBHO,
[IaroT GIM3KMe CTUIEBbIE MTapaiesin U MO3BOJISIIOT HaTUPOBATh (GPeCcKu
1150-1160 rogamu. OHM [AIOT BO3SMOXKHOCTh KOHKPETHEE OUEPTUTH TOT
KpPYT, B KOTOPOM SKMUJIM U paboTasu 6GauKOBCKME MacTepa, M MOMOTaloT
JIyYIlle MTPeCTaBUTh cebe Ty NIUTAPHYIO TIyXOBHYIO aTMochepy, KoTopast
cymectBoBaia B KoHcTaHTMHOMONE, HA AdOHEe 1 KOTOpast, KaK KaskeTcs,
Hallla CBOE IPOsIBJIeHNE B KM3HM BauKOBCKOIT 0OUTENN.
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Ipyrast 3amaya COCTOUT B MTOTIBITKE YTOUHNUTD, HA KAKUX yUacTKax pabo-
TaJl KaKIbIi 13 XXUBOMMCIEeB apTesnn MloaHnHa MBeporyna, 1, 1o BO3MOK-
HOCTH, OTIpeHeUTD creluduueckye I Kakaoro MacTepa 4epThbl, IMo-
CKOJIbKY CTUJIEBOJ aHa/IM3 MTOKA3bIBAET, UTO U B JAHHOM CJTy4yae (Kak ObUI0
MIPUHSITO) paboTaNo HECKOIBKO JIMUHOCTEN ¥ MloaHH VBEpOITyI SIBIISIIICS
JIUIIb PYKOBOAMTEIEM TPYTIIIbI.

Emre omHa mpo6iemMa BO3HMKAET, KOTJIa COMTOCTaBIsIeEM paboTy MacTe-
poB XII u XIV BekoB. HecMOTpsI Ha TO, UTO B 060MX CJTyyastx peub umaeT oo
MCKYCCTBE, CBSI3aHHOM C 3IMTAPHBIMU KPyramMu, CTUb B KaXKA0M U3 HUX
OTBeuaeT Xy 0XKeCTBEHHbIM BKycaM cBOoero BpeMeHu. OfHAKO KUBOIMUC-
1am XIV CToneTus mpuilioch AOMOMHSATL 00BaMBIIECs MecTamMu dpe-
CKM UX TIpeAecTBeHHUKOB XII BeKa, ¥ 9TO 06CTOSITETBCTBO YC/IOKHSIET
pobiemy. HecoMHeHHO, BO BpeMeHa 60irapckoro mapst MoaHHa Ajnek-
caHApa He CyIeCTBOBAIM COBpeMeHHble HaM MPUHIMIIBI pecTaBpali.
CTOUT BCe-Taky MOCTABUTD CJENYIONIMI BOMPOC: & OCO3HABAM JIM Ma-
cTepa, KOTopble paboTas TOra B KOCTHUIlE, 3HAUEHI e TTePBOHAYATbHBIX
dbpecox? IIpucnocabamBaau 11 OHU CBOW CTUIIb U, €CJIA [a, TO B KaKOii
cTerneHn? OTU BOMPOCHI CBSI3aHbI C TICUXOJIOTHEN Xy 05KeCTBEHHOTO TBOP-
YyecTBa U, KaK KaKeTCsI, OTBET HA HUX OYIeT MOMIOKUTETbHBIM. «BcTaBKM»
XIV Beka B kuonuch Beka XII ceslanbl cTapaTeNbHO; OHM, HACKOJIBKO 3TO
OBIJI0O BO3MOXKHO MX aBTOPaM, HE3aMeTHbBI U SIBJISIIOTCSI CBUIETEIHCTBOM
nMeTeTa K TBOPEHMSIM MpexkHX BpemeH. Pocriiich XII Beka He MOKPBITa
HOBOJ1 XMBOIMCBIO U He McKajeyeHa HaceukaMu, a JOMoIHeHa TaM, Te
6bL1a paspyireHa. [Tomo6GHbIN MPUHIUIT paboThl BeTpevaeTcst B CTyneHu-
1ie, Ioe B cueHe «PacrgaTue XpUCTOBO» Ha 3allaJHO CTeHe Haoca KUBO-
mucibl XVI Beka 106aBMIM 1300paskeHe TOocaeaHel GUTYPBI B TPYIIIIE
SKEH, COMTPOBOXKIAIIMX boropoauily, crapasicb Ipy 3TOM He HaBpeAUTh
komno3unuu Havana XIII cronetus. B cpenHeBeKOBOM MCKYCCTBE TaKO
TIPUHIIUIT pabOTHI BCTPEYAELTCST, XOTSI M PEIIKO, CBUIETENIbCTBYSI 00 yBaske-
HUU K CTApUHe.
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THE MOSAICS OF MONREALE: DONORS AND ARTISTS

The monastery of Monreale in Sicily was erected by the will of the king
William IT in 1170s — 1180s. The monastery with its cathedral in the form
of basilica with transept repeats traditional architecture of a Benedictine
abbey. Mosaic decoration of the cathedral was created by Byzantine art-
ists. It was shown that the Roman legacy in this decoration prevailed, yet
Byzantine iconography was used to the full. Some subjects were portrayed
according to Western iconography. The style of mosaics is typical of Byz-
antine art, but treatment of some compositions betrays aesthetic ideas
of the donor. This shows that masters that arrived to Sicily worked out
program and iconography of the mosaics together with the donor. There
was also detected some influence of Romanesque wall painting in the mo-
saics of Monreale.

The task of our report is to research a working method of Byzantine
masters, who fulfilled the order of the Catholic monastery and the royal
house belonging to a culture with different dogmatic and artistic tradi-
tions. In this situation the working method typical of the Byzantine artists
must have been manifested most clearly. The sources of the iconography
and style of the Monreale mosaics and the character of their use by mas-
ters will also be examined in the report.
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JI.M. Esceesa

LleHTpanbHbI My3eil peBHePYCCKO KYJIbTYpbI
" UCKycCTBA MMeHM AHzpest Py6nesa, Mocksa

MO3AMKN MOHPEAIJIE: 3AKA3YMKU U XY OKHUKU

MoHacTbipb MoHpeasie Ha CULIMIMY CO3[aH 10 BOJIe M 3aMbIC/Ty KOPO-
5 Bunbrensma II B 1170-1180-e rompl. MOHACTBIPCKUIT aHCAM6OIb, KaK
u ero co6op B hopme 6a3UINKN C BBICOKMM TPAHCEIITOM, ITOBTOPSIIOT
TPaIUIMOHHYI0 apXUTEKTYPY O€HEIUKTUHCKUX 00UTeseii. MO3auuHyI0
IeKopaluo cobopa UCITONHUIN, KaK JOKa3aHO, BUSAHTUICKIE XYIOK-
HUKN.

MO3KHO TOBOPUTb O 11€JI0¥i TPYIIIIE JINIT, KOTOPO¥ KOPOJIb Mepemat PyHK-
LIMIO 3aKa3a COGOPHOII JeKopaluy. B Hee BXOOMIN YIeHbI KOPOJIEBCKO-
rO COoBeTa M TpeacTaBuTenn Kiaupa. HemocpeacTBeHHBIM COCTAaBUTeNIEM
nporpaMmel fiekopa MoHpeasie Ha3biBalOT Puuappa [Tanbmepa, emmckorna
Cupaxkys (Brocienctsuu Meccunbl). He o6mamast 3HaHMEM MMEH U ITIPO-
MCXOXKIEHUsI Ipeyeckiux MacTepoB, Mbl IpeAriogaraeM CTPYKTYPHYIO
opraHmusanuio npuobiBiIei Ha CUILMINIO BU3AHTUIICKOI apTesn, og00-
HOJi puMcKoii. [Tpy Takoit opranusaiuy paspaboTKa MporpaMMbl MO3auK
SIBJISITIACH TJIaBHOM 0OSI3aHHOCTBIO BEIYIIEr0 MacTepa apTesiu, KOTOPbIA,
COTJIACHO PUMCKO¥ TepMUHOIOT MM, Ha3bIBAJICS pictor imaginarius (Jat. —
XYIOKHUK 06pa3oB).

HccnepoBaHue MO3aMK MOKa3ajo MPUOPUTET PUMCKOTO Haciaenusi
B CUCTEMe JeKopauuy cobopa, HO C MCIOIb30BaHMEM BCe TIOTHOTHI BU-
3aHTUIICKOM MKOHOTpabmu. B OTHENbHBIX CIOKeTax Oblia MCIIOIb30BaHa
MKOHOTpadust POMaHCKOTO MCKYCCTBA. DTO CBUAETEIBCTBYET O TOM, UTO
PYKOBOIMTENb WJIM BeOYyIIMii MacTep MpuObIBIIE Ha CULIVIINIO apTenu
pas3pabaTbIiBal IPOrPaMMYy U YTOUHSIT MKOHOTPabMio MO3auK COBMECTHO
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C 3aKa34YMKOM, [0 BCei BUAMMOCTH, IO Havasa paboThl. B cTuae mosa-
UK TIpy 6e3yCIOBHOM ITpeobialaHny XapaKTepHBIX YepPT BU3AHTUIICKOM
MOHYMEHTATbHO JKUBOITMCHU PellleHe OTAeTbHbIX TEM OTKOPPEKTIPOBA-
HO COIJIACHO 3CTeTUUYECKMM IIPeCTaBIeHNUSIM 3aKas3urka. Bo3MOXHO, 9TO
MIPOMCXOIMUIIO B IIpoijecce paboThI.

3aJaueii HACTOSIIEr0 COOOIIeHMs SBJISETCSl MCCaeJoBaHMe MeTonaa
PaboThl BU3aHTUIICKMUX MACTePOB, UCITOMHSIBIIMX 3aKa3 KaTOIMUYECKOTO
MOHACTBIPSI ¥ KOPOJIEBCKOTO IOMa, IIPUHAJIeKAIINX KYJIbType, MUMeBIIei
OTJIMYHBbIE OT BU3aHTUM AOTMaTUUECKME YCTAHOBKY U XYIOKEeCTBEHHbIE
TpaguiMn. B 3T0i cuTyanuy XxapakTepHbIii METO paboThl BU3AHTUICKIX
XYIOKHUKOB TOJIKEH ObLT ITPOSIBUTHCSI C 0COO07 OTUETIIMBOCTDIO. VICcTOU-
HUKM MKOHOTpaduu 1 CTUISA B Mo3auKax MoHpease 1 CIioco0 MX MUCIIONb-
30BaHMsI MacTepamy 6yOyT TaKKe pacCMOTPEHBI B TOKJIAZE.
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“WHAT’S IN A NAME?”: SIGNATURES OF BYZANTINE ARTISTS
AS MANIFESTATIONS OF AUTHORSHIP AND INDIVIDUALITY

This paper is dedicated to the problem of artists’ signatures in Byzantium
and, more specifically, to the question of anonymity, which is often con-
sidered to be the basic characteristic of Eastern Christian art. Numerous
traces of authorship by Byzantine artists are found in their work in the
form of epigraphical records. Through a selection of the most insightful
examples, based primarily on mosaics, murals and icon painting, this pa-
per will demonstrate that the tradition of creating inscriptions bearing
the names of masters was a phenomenon neither limited to a particular
chronological period of Byzantine history nor influenced by specific his-
torical or cultural transformations. On the contrary, it represents a con-
tinuous tradition developing from the period of late antiquity right up
to the end of the Middle Ages. The range of surviving evidence, the vari-
ability of linguistic forms and paleographic aspects, as well as the array
of creative approaches taken to the placement of signatures and dedica-
tory inscriptions, help to reveal a concern for the preservation of memo-
ries of individual involvement within the world of the Medieval Christian
masters. Whilst not always in line with a contemporary understanding
of the role of artists’ signatures, these testimonies nevertheless call for
a reevaluation of the question of complete anonymity and the personality
of the artist in Byzantine art.
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«YTO 3HAYUT UM ?»: MTOANMUCU BUSAHTUMNCKUX MACTEPOB
KAK MPOSIBJIEHUSI ABTOPCKOM MHIVBUIYAJIbBHOCTU

Hoinroe BpeMS B HayKe IIPpeBaJIMpPOBa/I0 MHEHME, UTO MICKYCCTBY Buszan-
TUU CBOVICTBEHHA FJ'IYGOK&H QHOHMMHOCTb. OTHAaKO 60jee BHMMATEbHbIA
AHA/IN3 COXPAHUBIIETOCA XyOOK€CTBEHHOI'0 Hacjieausd Mmo3BOJISET o6Ha-
PY>KUTb MHOTOUYMC/IEHHbIE CBMAETE/IbCTBA, COO6H.[3IOH.[I/IE! HaM MMeHa B~
3aHTUNCKUX MacCTepoB, pa60TaBH.II/IX BO BCeX Cd)ean MUCKYCCTBA HAUYMHAA
C apXUTEKTYPbI, JKMBOIIUCHU M CKYJIBIITYPbI Y 3aKaHUMBAA MIIJIIOCTPUPO-
BAHHBIMM DYKOIMUCAMMU, MpeAMETaAMNM POCKOIIN M IOBEJIMPHBIMU U3OEJIN -
SIMU. DTU CBUAETENbCTBA OO 40 HAC KaK B YIIOMMHAHUAX MCTOUYHU -
KOB, TaK " 6Haroaap;{ Hauboee SAPKOMY M KOHKPETHOMY YKA3daHUIO Ha
dABTOPCTBO — MMOAIINUCAM CaMMX MaCTepPOB. Kak 6y;[eT ITOKa3aHO B OJOoK/iane,
JaHHOe fABJIEHNEe BOBCE He 6BLIO OGYCJ’IOBHGHO OoIrpeneJIeHHbIMU XPOHO-
JIOTMYEeCKMMM paMKaMM UJIN MCTOPUYECKMMMU 00CTOSITETLCTBAMU U mpo-
C/IEKMBAETCA HaUMHaAA C repmoga CTaHOBJIEHUA XPUCTUAHCKOTO MCKYCCTBA
BIIZIOTDH 40 ITO3JJHETO Cpe)lHEBeKOBbH.

I/IBYLIGHI/IQ ¢)YHKLU/II/I Y TUMNOJOTUM TIOAINMCEN, OCTaBISIEMbIX MacTe-
POM Ha IIOBEPXHOCTU IPpOM3BeOEHNM A, HE JO/DKHO OTPAaHNUYMBATLCA ITPO-
UTeHMeM TeKCTa M ero paCIHVI(prBKOVI. 3HauyeHle MMeeT He TOJIbKO CO-
Jep>KaHue, HO M MeCTOpPaCIIO/JIOKeHMe TeKCTa, XapaKTep MCIIOJTHeHMSI,
JIMHTBUCTUUECKIME 0COOEHHOCTH 1 00CTOSITEIbCTBA MOSIBAeHNsI. Hemaso-
Ba)XeH CaM I10aX0oO K CO3OaHMIO HO,E[O6HOI‘O poma CBMUAOETeNbCTB, 3a4ad-
CTYIO YKHBI)IBaIOLLU/Iﬁ Ha CTpeMJIEHME HaXOONUTb He3aypAOHbI€ pEIIeHM .
HeKOTOpble TEKCTbI CO34aBa/IMCh I10 OIIpeae/IeHHOMY IJ.Ia6J'[OHy, Apyrue xe
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SIBJISLTVCH PE3YJIbTATOM IVTyOOKO MHIMBUAYATbHOTO TBOPUECKOTO IMOMCKA.
B Kakux-To caydasx smmurpaduyeckie CBUIETENbCTBA C MMeHaMM MacTe-
POB pacroiaraauch Ha BULY U JO/DKHBI ObUTY 3PUTETbHO BBIIEISTHCS Ha
(hoHe XymoKeCTBEHHO TPOTPaMMBbl, B PYTUX — OHM IIPUOOpeTanu Xxapak-
Tep TalfHbIX 3HAKOB WJIM HATIVICE, ITOMTHOCTHIO CKPBITBIX OT [TOCTOPOHHUX
B30POB. be3yCJI0BHO, MHOTYE 13 TEKCTOB, KOTOPbIE OYIYT PacCMOTPEHDI
B JAHHOM JOKJIajie, INIIb OTYACTU COOTBETCTBYIOT TEM ITPEICTaBIEHUSIM
0 TOATIMCSX MacTepPOB, KOTOPbIe CHOPMUPOBAINCH HAa MPOTSDKEHUN T10-
CJIeyIoMuX CToneTuit. TeM He MeHee B psifie CTy4aeB pacCMaTpUBaeMble
HaJMICH CO3IaBaiCh CAMMMM MacTepaMy 1, TaKUM 00pa30M, B TIOJTHO
Mepe MOTYT CUMTAThHCS TepCOHaTbHBIMY aBTOrpadamu. CrucreMaTnyecKoe
M3y4YeHye TIOAINICEI ¥ YIIOMUHAHUI BU3aHTUCKIX MacTePOB ITO3BOIUT
He TOJIbKO PaCIIVPUTh KPYT M3BECTHBIX MMEH, HO U TI0-HOBOMY B3IJITHYTh
Ha 3HAYeHMe MHAVBUIYATbHOCTY B MCKYCCTBE BusaHTMM.
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INSCRIPTIONS WITH THE NAMES OF RUSSIAN ICON PAINTERS
OF THE 13™-15™ CENTURIES

One of the brightest manifestations of personality in Medieval art are
the inscriptions containing names of the artists. As a rule, before the
17t century in Russia such texts were not signatures in the literal sense
of the word: they usually had a more complex structure and to some ex-
tent had a votive nature. Nevertheless, the very scarcity of inscriptions
with the names of painters and other artisans suggests that each signed
work reflected and simultaneously formed an idea of the special status
of certain masters. The initiator of the inclusion of the master’s name in
the votive inscription or in the supplementing text could be the donor, the
master himself acting in agreement with the donor, or the same master
acting as a donor. In all these cases, the “signed” piece stood out among
other works of the same person as a kind of masterpiece. The master, who
left his name on the icon or other work, deliberately or unconsciously
contrasted himself with his colleagues and, while accentuating his ex-
ceptional position, increased the value of the merit of the donor himself.

Compared with the actively studied Byzantine and Western European
inscriptions on works of art, early Russian texts of this kind, including in-
scriptions with the names of masters, are poorly researched. The proposed
paper is an attempt to collect information on the icon inscriptions, both
original ones and repainted or preserved thanks to their inclusion in writ-
ten sources. In addition to the problem of the authenticity of these texts,
the issues of their content, functions, correlation with the iconographic
program, as well as with inscriptions of a similar nature in other types
of Russian medieval art will be considered.
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TFocymapCTBEeHHBIV MHCTUTYT UCKYCCTBO3HAHUS
MI'Y umenu M.B. JlomoHocoBa, MockBa

HApmmcy ¢ MMEHAMU PYCCKUX UKOHOIIUCLIEB
XIII-XV BEKOB

OnHUM 13 IPKUX TTPOSIBJIEHNIT MHAMBUIYAIbHOTO Havasla B CpefHeBeKO-
BOM MCKYCCTBe SIBJISIIOTCSI HAJMUCH, COlepsKallie uMeHa MacTepoB. Kak
npaBwiIo, Ha Pycu mo XVII Beka Takue TeKCThI He GBIV ITOATIUCSIMIA B IIPSI-
MOM CMBIC/IE CJIOBA: OOBIYHO OHM 06J1aanyu 6ojiee CJIOKHOM CTPYKTYPOit
U B TOV WJIM MHOMW CTeIlleHM MMe BOTUBHBIN xapakTtep. TeMm He MeHee
cama peKOCTb HaJMucel C MMeHaMM XyIOKHUKOB U IPYTUX peMecaeH-
HMKOB FOBOPUT O TOM, UTO Kakgoe IOAMMCHOe Tpou3BeaeHe oTpasxka-
JIO ¥ OMHOBPEMEHHO (hOPMMUPOBAJIO MMPECTABIEHNS 06 0COOOM CTaTyCe
OITpeleJIeHHbIX MacTepoB. MHUIIMATOPOM BKJIIOUEHMS] MMEHM MacTepa
B BOTMBHYIO HAJIMCh UM B TOTIONHSIOMINI €€ TEKCT MOT OBITh 3aKa3uMK
ITPOM3BEeIeHMSsI, CAaM MacCTep, NeiCTBOBABIIMI 10 JOTOBOPEHHOCTH C 3a-
Ka34MKOM, MUJIM TOT ke MacTep, BLICTYIIABIINIA B PO BKIaguMKa. Bo Bcex
9TUX CIYYasiX «TIOAIICHOE» IIPOM3BeleHNe BhIIESIIIOCh Ha (PoHe Tpounx
paboT TOro ke uejaoBeKka Kak CBOero poja iiefeBp. MacTep, 0OCTaBUBIINIt
Ha MKOHE M/ MHOM ITPOU3BEIEHNUN CBOE MMSI, OCO3HAHHO MJIM HEOCO3-
HaHHO ITPOTMBOIIOCTABJISII Ce6sT CBOMM KOJIIeTaM U, aKIleHTUPYSI CBOE MC-
KJIIOUMTETbHOE T00KeHMe, TOBbIIIaI IIeHHOCTh 3aC/IyT CAMOT0 IOHATOPA.

ITo cpaBHEHMIO C aKTUBHO U3YYAIOUIMMUCS BU3AHTUCKMMU U 3amaf-
HOeBPOMNeNCKMMIM HAANUCIMM Ha MPOU3BEIEHUSIX UCKYCCTBA paHHUE
PYCCKME TEKCThI TOA0OHOTO Pofia, B TOM UMC/Ie HAAIMICK C MMeHaMy Ma-
CTepOB, UCC/IeOBaHbI T10X0. [TpeamaraeMblit JOK/IA[ IIPeACTaBISIET CO-
60i1 TIOTBITKY cO0pa CBeIEHMIT 0 HAAIMCSIX Ha MKOHAX, COXPAHMBIINMXCS
B IOA/IMHHMKE, B TIOHOBJIEHHOM BU/[IE MJIM B COCTAaBe MHBIX MMUMCbMEHHbBIX
MCTOYHMKOB. [ToMMMO MPOGIEMbI ayTEHTUYHOCTU ITUX TEKCTOB OYIyT
PaCcCMOTPEHBI BOIIPOCHI UX COMepsKaHMs, GYHKIMIA, COOTHONIEHMSI C UKO-
HorpaduUecKoi MporpaMMoil Mpou3BemeHMii, a TakKe C HaOIUCIMU
CXOIHOTO XapaKTepa, M3BeCTHbBIMMU 110 IPYIUM BUIAM PYCCKOIO CpefHe-
BEKOBOTO MCKYCCTBA.
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DONORS IN PALAIOLOGAN CHURCHES OF THE MANI
IN THE SOUTHERN PELOPONNESE: INDIVIDUALITIES,
COLLECTIVENESS, AND IDENTITIES

A considerable number of churches were erected in the remote province
of the Mani in the southern Peloponnese during the Palaiologan period.
Who built these churches? Was it the central authority after the recapture
of Constantinople in 1261? Was it bishops who usually implemented im-
perial policy in the provinces? Was it high officials, military or civic? And
what was the role of the lesser clergy and simple villagers?

Some evidence is offered by the buildings themselves and their overall
quality, as well as by the iconographic programmes, the iconography and
style of the painted decoration. Precious information is also provided by
inscriptions.

In this paper I will present examples of monuments where the imple-
mentation of the policy of the central authority can be traced, as well
as churches intended for private devotion commissioned by local small
landowners. An important issue is the evidence of collective patronage
attested in several inscriptions. All the people recorded, including cler-
ics, monks and small-scale landowners, are named as members of a com-
munity together with numerous simple peasants, revealing a communal
sense of belonging together.

One exceptional monument is the church of Hagios Nikolaos at Kampi-
nari in Platsa in Messenian Mani, where both high ranking military aris-
tocracy and common villagers meet. According to a metrical inscription
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C. Kanonuccu-Bepmu

AduHCKMIT HAMOHAbHBIN YHUBEPCUTET
mumenu Karogucrpumn, AbuHbI

KTUTOPHI B ITAJIEOJIOTOBCKUX XPAMAX MAHU
HA IOTE IIEJIOITOHHECA : UHIUBUAYAJIBHOE,
KOJUIEKTUBHOE VI CBOEOBPA3HOE

3HauKUTeNbpHOE YNCIIO0 IepKBeil 6bUIO BO3BEAEHO B yIAIeHHO MTPOBUH-
uuy MaHu Ha 100kHOM [leslonoHHece Ha MPOTSKEHMUM Maae0I0rOBCKOTO
nepuopa. Kro moctponsn stu nepksu? [IpencraBuTen eHTPaabHOI Biia-
CTHU, yCTAHOBMBIIENCS nocae oTBoeBaHus KoHcTaHnTHMHONONS B 1261 rogy?
Enmckonbl, KOTOpble 0OBIYHO MTPOBOAVIIN VIMITEPCKYIO MTOTUTUKY B IIPO-
BMHIMSX? BbICOKOTIOCTaBAEHHbIE INIIA, YMHOBHUKM MM BOeHHbIe? Kako-
Ba 6blIA POJIb HU3IIETO IYXOBEHCTBA U IMPOCTHIX AePeBeHCKUX KuTeneii?

HexoTopble cBefjeHMSI MOTYT JaTh CaMM IIOCTPOKM: MX KaueCTBO B Lie-
JIOM, TIPOTPAaMMBI POCIINCEIt, X MKOHOTpadus 1 cTuib. LleHHYI0 MHOP-
MalMIo TaKke AAIOT HaJIUCH.

B sTOM moksaze s MpefcTaBiI0 HeCKOIbKO MaMSITHUKOB, IO KOTOPBIM
MOKHO TpPOCAeUThb, KaK MPOBOAMIACH TOAMUTHKA LIeHTPaJIbHON Bila-
CTU, & TakKe 1[ePKBY, BO3BeJ€HHbIe M3 JIMYHOTO 6IaroyecTusi MeTKUMU
3eMJIeBIaieNblaMy. BakHy0 TpobaeMy MpeCTaBIsSIIOT CBUAETENIbCTBA
0 KOJUIEKTMBHBIX 3aKa3ax, COXpaHMBIIMECS B HECKOIBbKMX HaATIUCSX. Bce
durypupyomme B HUX JIIOAN, BKITIOYAST CBSANEHHMKOB, MOHAX0B, 36 MJIEB-
JlafieNblieB, Ha3BaHbl KaK WIeHbl OOIIMHBI BMECTe C MHOTOUYMC/IEHHBIMU
MIPOCTBIMM KPECThsIHAMM, YTO TOBOPUT 06 MX UYBCTBE OOUHOCTH.

" [Tepesop ¢ anmmiickoro A.B. 3axapoBoii.
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in the central nave the church was renovated in 1337/38 by the tzaousios
Konstantinos Spanes, the military commander of the region of the Melin-
goi, a Christianized and Hellenized Slavic tribe living in the Taygetos.
The sophisticated scholarly epigram, its location and the excellent quality
of the painters’ workshop that was probably summoned from Mystras reveal
an ideology common to the Constantinopolitan and provincial aristoc-
racy. As attested in the inscriptions of the aisles, after Spanes’ death the
inhabitants of the nearby village collectively commissioned a local paint-
er to finish the fresco decoration of the aisles. Thus the church of Hagios
Nikolaos is a very revealing example in which inscriptions and the quality
of the paintings reflect the identity and status of the patrons highlighting
the individuality of an ambitious and self-conscious high ranking military
official and the collective spirit of the community.
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VHUKAIbHbBIA TaMITHUK TpeacTaBisgeT coboii 1epkoBb CB. Hukomas
B Kamb6unapu B ceste [Tnama Ha MecceHMiickom 1mobepeskbe MaHu, B yKpa-
IIIeHUY KOTOPOJt yuacTBOBAJIM MIPeJCTAaBUTENM Y BOEHHOM apuCTOKPaTUN,
Y MECTHOTO KpecTbsiHCTBA. COTZIaCHO MEeTPUUYEeCKOi HaAIMCU B TJIaB-
HOM Hede, 11epKOBb OblTa 06HOBJEHA B 1337/1338 rogy KoHCTaHTMHOM
CraHecoM, BO€HauvaJIbHMKOM MeauHIH, 06/1acTy Ha 3amaJHbIX CKIO-
Hax Taiirera, rjae KM XPUCTMAHU3MPOBAHHbIE U SJIIMHU3MPOBAHHbIE
c1aBssHe. MeCTOTo/IOKeHMe U CJIOKHbBIN YUeHbIii sI3bIK HAAIIUCH, a TaKKe
OTJIMYHOE KaueCTBO POCICell, BO3MOXKHO, BbITIOTHEHHbIX XYIOKHUKAMU
13 MUCTPBI, TOBOPSIT 06 06IIMX /11 KOHCTaHTUHOIIONbCKO 1 TPOBUHIIN-
JIbHOM apUCTOKPATUM UAEO0JIOTUUEeCKUX YCTaHOBKax. Kak 1M3BecTHO U3
Hafmuceit B 60KOBBIX Hedax, mocyie cMepTty CriaHeca JKUTeIU cocemHeit
IlepeBHU TOPYUMIN MECTHOMY XYIOKHUKY 3aBEPIIUTD POCITICH GOKOBBIX
HedoB. TakuM o6pa3oM, iepkoBb CB. HMKojass — oueHb IMoKasaTelbHbIi
IIpuMep, B KOTOPOM U HAJIIMCH, M KaUeCTBO KUBOIMCU OTPaskaloT MH/IM-
BUAYaJbHOCTDb U CTATYC 3aKa3UMKOB, TOJUEPKMUBAIOT JIMUHBIE ITPeIouTe-
HMS ¥ aMOUIMM BHICOKOTIOCTABJIEHHOTO BOeHAUaIbHMKA Y KOJUIEKTUBHBIN
IIyX OOIIVHBI.
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Tatiana Tsarevskaya
The State Institute for Art Studies, Moscow

THE PROBLEM OF ARTISTIC INDIVIDUALITY IN NOVGOROD
MURAL PAINTING OF THEOPHANES THE GREEK’S CIRCLE

In 1360s —1370s two unique mural ensembles were created in Novgorod,
comparable in the artistic brilliance and acute intellectual prowess
of their creators. These were the frescos of the Dormition Church on Volo-
tovo Field and the Church of the Transfiguration on the Ilyin (St Elijah’s)
Street. Chronologically, these two ensembles are divided by a 15-year
period, approximately half the lifespan of the active, working life of a me-
dieval artist. At the same time, in both cases the artists exhibited a unique
yearning for innovative approaches, rather spontaneous painting, disre-
gard for any preparatory work with tracings and samples. It is hard to
find two other groups of artists that would exhibit this unique individu-
ality with such similarity and equality. There are other similarities be-
tween the two artists. Their compositional logic is quite similar, as well
as some particular techniques, most notably the calligraphic approach to
the graphic work. Yet, despite this proximity, the two mural ensembles
could not be more different in their final result: one is fragile, filled with
a flickering yearning and pathos, the other is highly monumental, driven
by the strong and willful presence of the spirit. This paradox, this unity
and diversity, which was neither a product of joint collaboration, nor even
of the parallel presence in time, has been the matter of academic discus-
sion for a very long time. A strong dependence on this artwork is evident
in the frescoes of St Theodore’s Church on the Brook, painted by local
artist, who sought to develop his own individual manner. The restoration
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T.1O. Llapesckas

TocymapCTBEeHHBIV MHCTUTYT UCKYCCTBO3HAHMS,
Mocksa

I[TPOBJIEMA TBOPYECKOM UHAVBUIAYAJIBHOCTU
B HOBT'OPOJICKUX POCITUCAX KPYTA DEODAHA 'PEKA

B 1360-1370-e rogpl B HOBropoje MOSIBASIIOTCS [Ba XyI0KeCTBEHHbBIX
aHCcaMOJ1s1, COITOCTaBMMbBIX MEXITY CO00¥ 110 YPOBHIO MHTEIJIEKTA U BUP-
TYO3HOTO MacTepCTBa UX UCIIOMHUTENEl — POCIIUCU XpaMOB YCIIeHus Ha
BonotoBom nosie u Criaca Ha MiibyHe. DTU MaMSITHUKM pa3fessieT IMOATO-
pa gecSITWIeTUs — IIPUMEPHO MOJIOBMHA aKTUBHON IesITeIbHOCTU Cpefl-
HEeBEKOBOI'0 MacTepa. BMecTe ¢ TeM B CITOCOOGHOCTM K CMeJIbIM, HEOPI M-
HapHBIM pellleHMsIM, B CIIOHTAHHO KMBOMMUCH, He TIpeJycMaTpuBalolei
MTOATOTOBUTENbHOM paboThl IO 06pasiiaM, TPYAHO HaTU IBE CTOJb Ke
paBHO3HAYHbIE MHAVBUIYAIbHOCTI. MEXIY HUMU ITPOCTIEKMUBAETCS U 60-
Jlee TeCHas CBSI3b KaK B JIOTMKe aHCaMOIeBOro MoCTPOeHMsI, Tak U B psijie
XYIOKECTBEHHBIX IIPYEMOB, BKJIIOUAsI HEKOTOPbBIE CBOJICTBA Ka/utUrpabmn
pucyHka. Ho, HecMOTpst Ha poZiCTBO, 06a aHCaMOJIs TIpeAebHO pasyinya-
I0TCS B IOCTUKEHMM KOHEYHOTO Pes3y/bTaTa — XyI0XKeCTBEHHOTo 06pasa,
XPYIIKOTO U BO3OYKIEHHO-TIATETUUECKOTO B OJJHOM CIy4ae M MOHYMEeH-
TaJIbHOTO, UCIIOJTHEHHOTO MOIIHBIX Ile/leHalpaBJeHHbIX YCTpeMJIeHMt
ayxa — B IpYyTOM.

DTO MapaJoKcaJlbHOE eqUHCTBO-pa3inune, KOTOpoe He TIPOUCTeKaeT
13 COBMECTHOTO MJIM XOTS ObI IapasieIbHOTO TBOPUECTBA, JOJIT0e BPeMs
0CTaBaJIOCh ITPEAMETOM AMCKYCCHUIL, TOOYKIast ucciemoBaTeieil BUAETh
B IBYX MaMSITHMKAX TO pabOTy OMHOTO MacTepa, TO MpeAcTaBuUTeNel pas-
JIMUHBIX 1IKOJ. [Toc/eqHe gecsaTUaeTus: B MCKyCCTBO3HAHUM Y epsKuBa-
eTCs B3IVISIZ Ha 3TU aHCaMOJIM KaK Ha IIPOM3BeNeHNs IBYX BbIIAIOIIXCS
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of the Volotovo frescoes have given us the first ever chance to actually
study this original artwork. The technological analysis, the examination
of the murals with various electronic tools and resources, our understand-
ing of the artistic skills and aesthetic ideals of an artists’ guild, which have
substantially developed after the close study of various Balkan masters —
allow us to have a new and clear perspective on the ‘triangle’ of Novgorod
murals of the so-called circle of Theophanes the Greek.
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BU3aHTUCKMX KMBOIMCIIEB — BBIXOZIIEB U3 OJHOI BHICOKOOOPA30BaAHHOI]
XYIOKECTBEHHOM Cpebl, MpUHAIJIEKANINX PA3JINUYHBIM 3TAaraM OZHOTO
HampaBieHus. B CMIbHO 3aBMUCUMOCTY OT 3TOTO MICKYCCTBA CKIaAbIBaI-
CS1 M CTWJIb TPEThero maMsTHuKa «kpyra ®eodana» — mepksu deomopa
Crpatmuiata, B KOTOPOi aBTOPOM 3HAUMUTENIbHOI YacTy aHCaMOJIs SIBUJI-
CST HEKMI1 MeCTHBII SKUBOITMCELl, BHIPab0OTaBIINIi COOCTBEHHYIO MHIUBM-
IyaJIbHYI0O MaHepY.

Vcmexy pectaBpalyy MOCJIeIHMX JIET 110 BOCCTAHOBJIEHUIO Pa3pyIIeH-
HBbIX pOCIIVICel 1epKBYM YcIeHMsI Ha BOJIOTOBOM IM0JIe, 0 KOTOPBIX A0 CUX
TIOp CYyOMau 1Mo GoTorpadusiM MIU XyI0oKeCTBEHHBIM KOIMSIM; JaHHbIe
TEXHUKO-TEXHOJIOTMYECKOTO aHaIM3a, HOBble BO3SMOKHOCTU M3YyUeHUSI
SKMBOITMCY C TIPUMEeHeHeM IMMPOBOI TEXHUKH, TTPECTABIEHNS O M-
HaMMKe M3MeHEeHMIT XyI0KeCTBEHHBIX ITPUEMOB U 3CTETUUECKUX UeaI0B
B PaMKax JIesITeIbHOCTY OJHOTO COIPYKECTBA (apTeiu) MacTepOB Ha M-
Mepax MCCIeI0BaHMIi TBOPUECTBA 6ATKAHCKMX KMBOITICIIEB — ITO3BOJISIOT
BHOBB 0OPATUTBCS K IMTPOBIeMe TBOPUECKO MHAMBUAYATbHOCTY B HOBIO-
POACKMX pocnucsix kpyra ®eodana.
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ARTISTIC CREATIVITY IN THE FRAME
OF TRADITION: PRESERVATION,
RENOVATION, RETHINKING



XVIOXECTBEHHOE TBOPUYECTBO
B PAMKAX TPAIUIINN: COXPAHEHUE,

OBHOBJIEHUE, ITEPEOCMBICJIEHHME



Vitaliy Suslenkov

St. Tikhon’s Orthodox University of Humanities,
Moscow

NON-CLASSICAL / ANTI-CLASSICAL METHODS
IN THE CLASSICAL ART OF THE 3"°—4™ CENTURIES

In the art of the second - fourth centuries there was an obvious devel-
opment and dissemination of methods, anti-Classical in fact: crudeness
of features, stylized forms, harsh accents in modeling, and so on. They
shaped, evidently, that very circle, where the expressive methods of the
Late Antique / Early Christian art were worked out. There could be several
explanations of the phenomenon, from purely stylistic to substantial
ones:

1. An influence of the art of Barbarian provinces not bound by the
norms of the Classical school and “high taste”. The main stream of such
art can be dated to the 3™ century; it almost dried out with the beginning
of the epoch of Barbarous kingdoms, i.e. the late 15t — early 2" century.

2. An influence of mystical cults (or the atmosphere which fostered
their popularity) translating their ideas into the language of art through
the methods of “exalted” fluent drawing, exaggerated body forms, accent-
ed “irreality” of the image. Those features can be found as early as the late
first — early second centuries.

3. There was an obvious “artistic expansion” of the Orient - from Egypt
and Near East to Iran - also mainly accompanied by new cults and the
shaping of the ideology of the dominatus.

In fact, all those processes, with their natural interconnections, had
different origin and use, not forming a single flow; but it is their “sponta-
neous” experience that came to be the basis for working out the pro-
gramme of a new type of emperor’s portrait: its function as an image
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B.E. CycneHkos

[TpaBocnaBHbIi CBATO-TUXOHOBCKUI I'yMaHUTaPHbII
yHUBepcuTeT, Mocksa

HEKJIACCUYECKME / AHTUKJIACCUYECKUE ITPHEMbI
B AHTUYHOM MCKYCCTBE III-IV BEKOB

B uckycctBe II-IV BeKoB cTanu 6ojiee pacrpoOCTPaHEHHBIMU U SIBHBI-
MM IPUEMBI, IO CYTU, aHTUKIACCUUECKIe: OrpybIeHe YepT, CTUIIN30-
BAaHHOCTb ()OPM, pe3Kye aKIeHTbl B MOAENMPOBKe U Ip. OUeBUAHO, UTO
VMEHHO OHM COCTaBWIM TOT KPYT, 13 KOTOPOTO (hOPMMUPOBAINCh BhIPA3U-
Te/bHbIe MPYEeMbl MO3JHEAHTUYHOTO / PAHHEXPUCTUAHCKOTO MCKYCCTBA.

OODBSICHEHMIT 9TOMY SIBJIEHMIO MOYKHO IaTh HECKOJIBKO — OT UMCTO CTHU-
JIMCTUYECKUX 10 COOep KaTeTbHbIX:

1. BnusiHMe MCKYCCTBA BapBapCKUX MPOBUHIINIA, He CBSI3aHHOTO HOpMa-
MM KJIAaCCUYECKOI MKOJIBI U B I1€JIOM «BbICOKOTO» BKyca. OCHOBHO ITOTOK
TaKOTO MCKYCCTBAa OTHOCUTCS K III BeKky 1 pakTmMueCcKu MCCSIKaeT ¢ Havua-
JIOM 310x¥ BapBapcKkux KOpoJyieBCTB — K KOHITy IV Beka.

2. BosmeiicTBMEe MUCTUYECKUX KYIBTOB (MM aTMOCOhEPBI, KOTOPAs IIpu-
BeJia K X PacIpoCTpaHeHUI0), TePeBOAMBIINX CBOU MIeU Ha SI3bIK UCKYC-
CTBa MIPUEMAMU «3K3aTbTUPOBAHHOTO» 6EIIOTO MUChbMa, YTPUPOBAHHOCTH
TeeCHBIX (POPM, 3a0CTPEHMS aCTIeKTa «<HePeaJTbHOCTIU». DTU YePThI MOK-
HO OTI03HATh B UCKYCCTBe y3Ke ¢ KoHIla I — Hauasa II Beka.

3. Omo3HaeTcsl «XymoXKeCTBeHHas 3KcrnaHcusi» Bocroka — ot Erunra
u bauskHero BocToka 1o MipaHa — B OCHOBHOM TaKske C paclpoCTpaHeH!-
€M HOBBIX KyJIbTOB ¥ 0OpMIIEHMEM MI€0JIOTUY JOMMHATA.

ITo cyTH, BCe 3T MPOLIECCHI, TPU €CTeCTBEHHOI X CBSI3aHHOCTHU, MMe-
10T pa3Hoe MPOMCXOKAEeHME U ObITOBaHME, BHE OTHOTO ITOTOKA, HO MMEH-
HO UX «CTUXUITHBIA» OTIBIT CTaJI OCHOBOI IJIS «[TPOTPAMMHOII» pa3paboTKu
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for religious worship increased, while it was deprived more and more
of individual features and personal characteristics. Noteworthy is that
only a few portraits ordered by noble people have survived, and, obvi-
ously, their creation had some specific reasons. In the Roman milieu itself
(except for commissions pertaining to the imperial person), where a tra-
dition of portraying the deceased ancestors existed, the portrait as such
after the 2" century completely disappeared. As it seems, shaping of the
new type of images developed in several steps: in 230s — 240s, in 280s -
290s, and after 360 — 370s.
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HOBOTO THUITIa UMITEPATOPCKOTO MTOPTPETA, B KOTOPOM YCYTYOISIeTCST PYHK-
uys obpasa Ajisl peIUTUO3HOTO MPeACTOSHMS, BCce 6oJiee JIMIIAI0Ierocs
IMOPTPETHBIX YEPT U YEPT IMYHOTO XapakTepa. [lokazaTeabHO, UTO IIpUMe-
POB MOPTPETOB, 3aKa3aHHBIX 3HATHIO UM 00ECIIeUeHHOIi cpeoii, ToUTH
HEeT, — UCK/TIOUEeHMS PeIKM M CKOpee BCero MMeI0T KOHKpPeTHbIe 0ObsICHEe-
Hus1. B camoit puMcKkoii cpefie (3a mpeesiaMmu Kpyra UMIIepaTOpCKOTO 3a-
Kasa), rae 6bUTO MPUHSTO MMOPTPETUPOBATH YMEPIINX ITPEIKOB, paKThye-
cku 1tocye II Beka ImopTpeT Kak TaKOBO TOXe Mcue3aer.

Pa3paboTka HOBOTO TuIla 06pasa MPOUCXOONIA, KaK KaskeTcs, B He-
CKOJIbKO 3TamnoB: B 230-240-e ronpl, B 280-290-¢, nocie 360-370-x.
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Mikhail Butyrsky

The State Museum of Oriental Art, Moscow

CREATING PORTRAITS IN BYZANTINE NUMISMATICS
(LATE 7™ — EARLY 8™ CENTURIES)

In the last third of the 7t century the search for a new significance of the
Byzantine numismatic portrait led to a number of artistic solutions condi-
tioned by the individual creative choice of the author or the orderer of the
die. The change of the iconography of the imperial portrait under Con-
stantine IV did not immediately lead to the revival of the classical posi-
tioning of the bust - in a spatial turn, with plastic elaboration of anatomi-
cal forms. Such a solution could have resulted from conscious creativity
of the author of a stamp following the models of the 5™ century.

Similarly, at the beginning of the reign of Justinian II preference was
given again to the frontal portrait of the sovereign, which was tradition-
al for the 7™ century, but for the first time acquired an obviously icon-
like appearance due to a new modeling of the eyes and their enlargement
thanks to the shape of the eyelids. The appearance on the coin of the
image of Christ can be considered in the same paradigm of the develop-
ment of a numismatic portrait; His depiction on the solid of the first rule
of Justinian II carries out the latent classicism of Byzantine portrait art
(for the first time after Constantine IV), bringing it simultaneously to the
highest point of development. Considering the lack of a numismatic mod-
el, this action is a fully creative act of the stamp master.

After this, a final return to the frontal portrait takes place with ever
more decreasing details of the plastic shaping of the form, especially that
of the eye and orbit. Returned to the solid of the second reign of Jus-
tinian II, the image of Christ follows this tendency and consolidates it.
The individual choice of the die cutter at this stage of history coincided
with the prevailing trend or was dictated by it.
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M.H. Bymuipckuii

TocymapcTBeHHbII My3eli Boctoka, MockBa

I[TOPTPETHOE TBOPYECTBO B BUBAHTUINCKON HYMU3MATUKE
(KOHEII VII — HAUYAJIO VIII BEKA)

[Mocnennsis Tpets VII Beka Aj1s1 MCKYCCTBA BU3AHTUIICKOTO HyMMU3MaTUye-
CKOT'0 TIOPTpeTa OTMeueHa MHTEeHCUBHBIM MTOMCKOM HOBOJ BbIpa3uTelib-
HocTU. TPyOHO He YBUOETh B 9TOM OCO3HAHHOIO CTPEeMJIEHMS K 06pas-
HOJ1 MOJTHOILIEHHOCTY JIMKa Ha MOHETe: eT0 JOCTAaTOYHO HEeTOPOIUIMBYIO
i BIIOJIHE TIpeACKa3yeMylo 9BOJIOLMIO B MpelIeCTBYIONIE AeCITUIeTUS
CMEeHWIN HeOXUAAHHbIe XyO0XKeCTBeHHbIe pellleHNs], MPOJUKTOBAHHbIe
TBOPUYECKOI1 BOJIelt 6€3BeCTHBIX MHUIIVATOPOB.

B nymusmaTuueckoit chepe Hanbomee perpe3eHTaTUBHBIM SIBJISITIOCH
obopMIIeHE 30I0TOI MOHETHI BBICIIEH IIEHHOCTY — COMMIIA, @ Hanboiee
KauyeCTBEHHbIM — COJIMA CTOIMYHOM YeKaHKM, KOHCTAaHTUHOIIOAbCKOTO
IleHexkHoro nBopa. Ha npotsixkenun VII Beka TUIIONIOTMYECKMEe XapaKTepu-
CTUKM MMIIEPATOPCKOTO MOPTPETA Ha COMMUIE BKIIOYAIM TIOTPYIHbIN GI0CT
aHdac, BLIOOPOUYHbIE perajiny BJAACTU B PyKax M Ha MpeaMeTax obaue-
HMSI, CTEPEOTUITHBIE YePTHI JINIIA, HO C COOIOEHEM BO3PACTHBIX 0CO-
6eHHOCTel. CTUIEBOE Pa3BUTHME BU3AHTUICKOTO MCKYCCTBA CKa3aloCh
TIpEXX[e BCETO B CITOCOOAX AeTaTbHOM TPAKTOBKM 3TUX UepT. B TombI TTpaB-
nenust Koncrautusa IV (668-685) u FOctuunana II (685-695; 705-711)
XY[,0KeCTBeHHAsl KOHIIeIIIMsS TTOPTpeTa Ha MOHEeTe OIyTUMO MeHsIach,
CKJIOHSISICh TO B CTOPOHY €T0 KeJIJaeMOJi KIIacCUIIM3aInin, To abcTparnpy-
I0IIelt CIMPUTYaau3aluy U BCIEACTBME TOTO — MKOHOTIOHO00MS.

Haub6onee pannuii BapuauT noptpeta KoHcrantuHa IV coxpaHsieT 0co-
6eHHOCTY M300paskeHMsI CBOero mpeaiecTBeHHMKa KoHcranra II, Tax ke
BBIZIENISISICh aOCTPaKTHOM KOJbIeNnomo06HO (opMoit OrpOMHBIX U CO-
BepIIeHHO 6e3XK13HeHHbIX I71a3 (oK. 668—670). [lepeMeHbl HAUMHAIOTCS
BCJIe[T 3a TIOC/IEIOBABIIMM BCKOPe BO3POXKIEeHEM MKOHOTpaduu V Beka
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(TOTpyAHBIN 6I0CT B IIJIEMe ¥ JOCIIeXaX, C KOIMbeM Ha MPaBOM IIIeve):
Cyzst Mo paboTaBIIMM Ha CTOTMYHOM MOHETHOM JIBOpE IITEMIIENISIM, 3a
3T rongbl (OK. 670-681) mpomcxoguT Kak HEBUIAHHOEe IafeHue Kade-
CTBEHHOTO YPOBHS MCITONIHEHUS (Sic!), Tak U TIIyGMHHOE OCBOEHME, Yepes
«HAIIOMMHaHMe» 00pas3I0B, aHTUKU3UPYIOIIEI ICTETUKM TPEXIETBEPTHO-
IO PaKypCcHOTO IopTpeTa. TPYIHO IOMYCTUTD, YUTOOBI BCE 3TO OBITIO IeJIOM
DPYK OJTHOTO MCIIOJTHUTEJIS, HACTOJIbKO OUeBMIHA pasHUIlA XyI0XKeCTBeH-
HbIX BO3MOXXHOCTE pe3unKOoB LITeMIlesel. Peraroniuii mepejiom Impouc-
XOIUT 1ocie 681 roma, Korjaa B mocjiefHNe YeTblipe roja npasaeHnst KoH-
cranTuHa IV pemnTenbHOe MpearnoYTeHye 66110 OKa3aHo JeiiCTBUTENbHO
TaJaHTIMBOMY MacTepy, Haubojiee TPaMOTHO BOCITPOM3BOAMBIIEMY 06-
pasel] MO3JHEAHTUYHOIO BpeMeHU. KauecTBeHHbI pa3HOO0it 1cuesaer,
HO COXPaHSIIOTCSI MHAUBUAYATbHbIE Pa3/IMUMs B MUCTIOTHEHUYM HECKOTbKUX
Hauboee akKTUBHO MIPUMEHSIBIIMUXCS B 9TOT II€PUOJ, IITeMIIeNieit. YTBepsK-
IaeTcs emyuHasl XXMUBasl CTUIMCTIKA, B OCHOBE KOTOPOJ — KJIaCCUIIM3M,
BO3POKIaeMblit uepes mpumaHue 610CTy OMyTUMOI TPEXMEPHOCTH, TIPO-
CTPAHCTBEHHOIO PaKypCa, IJIaCTUYECKYI0 TPOopaboTKy hOpPMbI JINIIA.

DTa CTUINUCTUUECKAST IMHUS TIPeceKkaeTcsl C BOCIIeCTBMEM Ha IIPeCcTo
IOctunnana II 1 Bo3BpallleHreM Ha COJUJ ITOPTPEeTHOro 6iocTa aHdac.
[TpeeMCTBEHHOCTD XyO0KECTBEHHOTO TTpoIfecca B chepe 11apCKoro HyMu3-
MaTUYeCKOTo TIOpTpeTa Oblia HapylleHa, a BEKTOP CTUIMCTUYECKOTO pas-
BUTHUS M3MEHEH Ha MPOTUBOIIONIOXKHBIN, OJHAKO BO3BPALIEHMS K ITPEX-
HUM, y>XKe 0cBoeHHbIM B VII Beke npuemam He mpoucxogut. Hanpotus,
BbIpabaThIBaeTCSI HOBAsSI CTM/IMCTUKA, B paMKaxX KOTOPO pe3unK ITeM-
Tiesieii BIIepBbIe HaAessieT MOHAPIINIA IMK BbIPAa3UTEIbHBIMM MTPY3HAKA-
MM MKOHHOTO 06pa3a. VIMIepaTopCcKOMy OI0CTY MPUAAIOTCS JIMHEeHaS
YeTKOCTh I10 abpuCy (ero KOHTYP BblJeIeH KOPOTKOI 60pOo0it, 6YKBaIb-
HO OITOSICHIBAIOIIEN JIMIT0), CTpOrast CUMMETPUSI U paBHOBECHE UepT, HO
IJIaBHbIE€ HOBIIIECTBA KACAIOTCS YCIOXKHEHHOI TPAKTOBKY TJ1a3: KPYTJibie
3pauku, repefaHHble BbIMYKION TOUKON, pa3MellleHbl Ha BBIMTYKJIOM e
IJTa3HOM SI6JIOKe ¥ 0OPaMJISIIOTCS 060MMM BeKaMy B (popMe JIYHHMUIT; UX
pasMep 3pUTEIbHO YBEJMUMBAIOT BBICOKO ITOAHSITHIE YT OPOBeit U pe-
nbed ckyn (cp.: MKoHa Xpucra u ¢B. Munbl u3 JIyBpa). Bce sty metanu
B 3aBMICMMOCTM OT KOHKPETHOTO IITEMIIE/ISI MOTYT ObITh ITPOPabOTaHbI
¢ GosblIeli I MeHbIEeH MIaCTUUHOCThIO, IBHO YHACAeqOBaHHON OT
TPEXUYETBEPTHOTO TOPTPETa MPEeAbIAYIIEero I[apCTBOBAHMUS (OCOOEHHO
rnasa). Co3gaHue ob6pasa MKOHHOM BbIPA3UTEIBHOCTYM CTAJIO BaskKHel-
1eit Bexoit Ha MyTU pasBUTUSI HYMMU3MaTUUECKOTO TTIOPTPeTa, ONpeneins
ero crenuduKy Ha mocienywoiiee cronerve. OHO MPeACTaBSIETCS aKTOM
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VHIVBUAYATbHOTO TBOPUYECTBA MacTepa, 6€3yCI0BHO, YUMBIIErOCs Ha pa-
60Tax CBOEro MpealecTBeHHNKA.

MMostBnenne Ha conume HOctuaMana II (ok. 692-695) ob6pasa Xpucra
MTPaBOMOYHO PaCCMOTPETh B 00IIelt mapagurmMme pasBUTUS UCKYCCTBA HY-
MM3MaTU4YECKOro mopTpeta KoHia VII Beka. Biarogapst 60/1biioMy Ko-
JIMYECTBY IITeMIIeneil oH (06pa3s) M3BeCTeH BO MHOXECTBE pemaKIInii,
KOTOpbIe, TPU COXPAaHEHUU €UHOI MKOHOTpaduUy U CTUIIUCTUKM, OAIOT
pa3HOUTEeHUS MHAUBUIYATbHOM TPAKTOBKY JMKa. JIyuliye 13 HUX, JeMOH-
CTpUpYIOIMe SIpKUii TPUMepP BO3POKAAEMOTO KIacCUIM3Ma, HEBO3MOK-
HOTro 6e3 ombITa Mo3gHKX MmopTpeToB KoHcTaHTuHa [ToroHaTa, BepOsITHO,
OBV UCIIOJTHEHBI B TO¥ JKe CaMOJi XyIOXKeCTBEHHO cpefie, paboTaBIieit
10 3aKa3aM C MOHETHOTIO ABopa.

IMopTpeTHbIe 06pa3bl CIEAYIOUIMX ABYX MpaBuTenei (695-705) moka-
3BIBAIOT OC/Iab/ieHMe KIaCCULIIVICTUYECKOI CTPYU U BBIPAGOTKY YHUBEP-
CaJabHOM CUCTEMbI IPUEMOB MOAEIUPOBKY JINI[€BO TOBEPXHOCTH, C T10-
CTEIEeHHBIM CIIAKMBaHMEM pebeda. DTOT MPOIeCC MOT ObITh HAPYIIEH
C TTIOBTOPHBIM BollapeHuem lOctuHmaHa II 1 Bo3BpaleHreM Ha COMMU],
nuka CriacuTesnsi. OqHaKo Ha ceit pa3 KIacCUIMCTUUECKOTO peHeccaHca He
npousonuio. HameTusiiascs B MMHYBIIEM eCSITUIeTUYN TeHAeHIINS TTPOo-
IOJDKUIach B IPUIAHUY 000UM JiMKaM — XpucTa u camoro KOcTuHmrana —
eIMHOro Habopa YepT B COOTBETCTBUM C IPUHIIUITAMYM aHTUKIIACCUIECKO-
T'O VICKYCCTBA, aOCTParupyrolero 1 CMpUTyaJIu3UPYIOIEro PeaJbHOCTb.

TakuM 06pa3oM, B pa3BUTUM CTVIIMCTUKY HYMU3MAaTHUECKOTO IIOPTpe-
Ta KoH1a VII — Hauasa VIII Beka 4eTKO mpocieskuBaeTcs GakTop MHAUBU-
IyaJIbHOTO TBOPUECTBa MacTepa (MacTepoB), paboTaBIiero (paboTaBInx)
Ha CTOMYHOM MOHETHOM [IBOPE U CIIOCOOHOTO (CIIOCOOHBIX) K BBIOOPY
MeXAY pPaBHO aKTUMBHBIMM XY OXECTBEHHbIMM TEHIEHIMSIMU CBOETO
BpeMeHMN.
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Mariya Makhanko

Ecclesiastical Scientific Center “Orthodox Encyclopaedia”,
Moscow

THE MOTHER OF GOD — ALLEGORY OF WISDOM AND PROPHETS
AS PHILOSOPHERS: ON THE PROGRAMME AND STYLE

OF THE 6™-7T™-CENTURY ILLUSTRATED SYRIAN BIBLE

(PARIS, BIBLIOTHEQUE NATIONALE, SYR. 341)

The Paris manuscript syr. 341 (6"-7™ centuries), which was the
subject of attention of the leading Byzantinists of the 20t centu-
ry (K. Weitzmann, A. Grabar, V.N. Lazarev), as well as the researchers
of illuminated manuscripts in medieval Europe, comes from the region
that is currently experiencing irreversible changes — Northern Mesopo-
tamia, the territory where the ancient Syrian (Syro-Jacobite) Orthodox
Church developed and lived. The most attention was drawn to the min-
iature on f. 118 - “Allegory of Wisdom” with the Virgin Nikopoios and
figures that were identified as allegories of the Old and New Testaments.
They resemble those of the emperor and the Christian bishop (mosaics
of San Vitale in Ravenna, 546-548) and, combined with the image of the
Mother of God, can be viewed as a symbol of “good governance”, a sym-
phony of spiritual and state power. This “Allegory” is also interesting as
a replica of the icon of Our Lady the Nikopoios, the Victorious one, the
military apotropaion of Byzantine emperors from the 7™ century until
1204. Such a combination of the symbols of infirmity (a woman with
a baby in her arms) and of military power (the miracle-working image
that protected several Byzantine imperial dynasties from Late Antiquity
to the fall of Constantinople to the Crusaders) is curious for an icono-
graphical programme.
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M.A. MaxaHbKo

LlepkOBHO-HayuHblii LIeHTpP «IIpaBociaBHas SHUMUKIOTIeN US>,
Mocksa

BOrOMATEPH — AJUJIETOPUSI MYAPOCTHU U ITIPOPOKU

KAK ®HUJIOCO®BI: O IIPOTPAMME U CTWUJIE JEKOPA

CUPUICKOM JIMLEBOM Bubinu VI-VII BEKOB 113 COBPAHMS
HAIIMOHAJIBHOM BUBJIMOTEKY @PAHIIVUU B I[TAPUIKE (SYR. 341)

Pykomuch 13 cobpanust HanmoHanbHoI 6Mbmoreky ®pannym B [Tapiske
syr. 341 (VI-VII Beka), yke TIpMBJIeKaBllIasi BHUMaHMe BeIyIINX BU3aHTU-
HuctoB XX Bexa (K. Baituiman, A. I'pa6ap, B.H. JlazapeB), a Takke MCCIeI0-
BaTenel MMieBbIX pyKonuceil CpenHeBeKol EBpOIbI, MPOUCXOOUT U3 peru-
OHa, KOTOPBbIN ceifyac mepeskuBaeT HeobpaTMMble u3MeHeHMs, — CeBepHast
Meconotamusi, TeppUTOPUS, Ie Pa3BMUBaAIACh U Xuia ApeBHIsa Cupuii-
ckast (CUpo-SIKOBUTCKAST) TTpaBOCIaBHAas 1epKoBb. HanbosbIiee BHUMaHME
TpuBJieKaaa MyuHMaTopa Ha 1. 118 — «Anneropus I[Ipemynpoctu» ¢ boro-
MaTtepbio Hukormeeit u purypamm, KOTOpble OMpenesuiiCh KakK alyIerTopumn
Betxoro n HoBoro 3aBeToB. OHM MMEIOT CXOJICTBO C M300pasKEHUSIMU UM-
repaTopa ¥ XpUCTHaHCKOTo emnuckona (mo3anku Can Burane B PaBeHHe,
546-548) 1 MOTYT pacCMaTPUBAaThCSI B COUETaHUM ¢ 06pasoM Boromatepn
KaK CMMBOJI «I0OPOTO TTpaBIeHNs», CMMGbOHMY OYXOBHOI M MUPCKOIi BJIa-
cTu. JJaHHas «AJyieropusi» MHTepecHa U Kak MOBTOpeHMe M3BOAA UKOHbI
BoromaTepu Hukomeu, [To6eIOHOCHOI, BOEHHOTO arloTpOIesT BU3aHTUIi-
ckux umnepatopos ¢ VII Beka. [Togo6HOe coueTaHue CMMBOJIOB TeIeCHOI
HeMOIIM (KeHIMHa C MyIafieHlleM Ha pyKax) M BOEHHON CWJIbl (MMIlepa-
TOpCKasl CBSITBIHS, XPaHMBIIIAS HECKOIbKO BU3AHTUICKMX MMIIEPAaTOPCKUX
IVHACTUI OT MO30HEaHTUYHOTrO BpeMeHU A0 nageHns KoHCTaHTUMHOMOMS
B 1204 ropy) JII060IBITHO /15T MKOHOTpaduuecKoi MporpaMMbl.
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The decor of the manuscript includes several miniatures. Among them —
figured compositions illustrating episodes of biblical history where
an emperor takes part, their style is affected by the familiarity with the
Late Antique art. Most illustrations are portraits of the prophets, whose
books are included in the Old Testament. In figured compositions, as well
as in portraits, the legacy of the Late Antique painting shows: the whole
figure portraits of the prophets reminding of the statues in the niches are
similar to the mosaic figures of the apostles in the naos of St Apollinare
Nuovo in Ravenna (530s), while chiaroscuro on their garments and the
short cast shadows on their suppedia or ground are like those in the mo-
saics of the Arian Baptistery.

Both in style and iconography the program demonstrates metropoli-
tan patterns (proximity to the style of the Late Antique Roman mosaics,
for example, those on the triumphal arch of Santa Maria Maggiore,
or to that of Ravenna’s mosaics). Prophetic “portraits”, compared to
such reference works as the “Book of the Prophets” (Biblioteca nazio-
nale universitaria di Torino, B.1.2, 10t century), show the divergence from
the classical iconography of medieval Byzantium. The monument dem-
onstrates a regional version of the metropolitan Late Antique painting,
which is interesting for the history of venerated Constantinoplitan icons,
for iconography of the prophets. It is an example of a living, unsettled
change in those images that in the mature Middle Ages will find their final
and unchanging version.
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Iexop pyKOMMCY BKJIIOUYAET HECKOJIbKO MUHMATIOP. Cpean Hux — pu-
TYPHbBIE KOMITO3UIIM, UJUTIOCTPUPYIOIIME STIM30/IbI 6110Ie71CKO MCTOpUM
C yyacTueM MMIIepaTopa, B X CTUJIe CKa3bIBAETCSI 3HAKOMCTBO C aHTUY-
HBIM MCKYCCTBOM TMO3AHEr0 rnepuona. BolbIIMHCTBO MITIOCTPALUii —
TTOPTPETHI TPOPOKOB, UbM KHUTK BXOIST B BeTxuit 3aBeT. I B GUTYpPHBIX
KOMITIO3UIIUSIX, ¥ B TIOPTPETaxX CKasblBaeTCs Hacaedye MO3AHeaHTUIHOM
SKMUBOTIMCH: BOCXOISIIME K CTAaTysIM B HUIIAX IMOPTPETHI B POCT IIPOPO-
KOB TOA0GHBI MO3aWYHBIM (GUTypaM alloCTOJIOB B IeKOpe Haoca 6a3svINKu
Cant Anomnaape HyoBo B PaBenHe (530-€), CBETOTEHDb Ha UX OJEXKIAX,
KOPOTKME TeHU OT GUTYp Ha MOTHOXKMSIX WM TT03eMe, KaK Ha MO3auKax
ApraHCKOTO 6anTUCTEPUSI.

U 1o cTwio, U 1Mo MKOHOTpaduy MporpaMma JeMOHCTPUPYET CTO-
JIMYHbIE 00pa3Ibl (6IM30CTh K MO3aMKaM MO3IHEAaHTUIHOTO Puma, Ha-
npuMep Ha TpuyMdanabHOi apke 6asmamku Canta Mapust Mamkope,
wnu PaBeHHBI). VIcrioNiHeHE TPOPOYECKUX «TOPTPETOB» B CPAaBHEHUU
C TaKMMU dTajsioHaMU, Kak «Kuuru mpopoxos» (TypuH, HauyoHanbHas
YHUBEpCUTETCKAsT 6MbmMoTeKa, B.1.2, X BeK), TOKa3bIBaeT PaCXOXKIEHUS
C KJIacCUYecKoil MKoHorpadueii cpegHeBeKoBoi BusanTtun. ITaMITHMUK
JIIeMOHCTPUPYET peTMOHaAbHbIM BapUMAHT CTOJIMYHOI MO3IHEAHTUYHOI
SKUBOTIMCU, MUHTEPECHBIN 71T UCTOPUM TTOYMUTAEMbIX KOHCTAHTUHOIIOb-
CKMX UKOH, MKOHOTpaduy MpopoKOB, IPMMep HEYCTOSIBIIETOCS M3MeHe-
HMS Tex 06pas3oB, KOTOpbie B 3peioM CpeaHeBEeKOBbE OOPETYT OKOHYA-
TeJIbHBIV M Yy3HABaeMblii BapMaHT.
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Jean-Pierre Caillet
Université Paris Nanterre / UMR7041 THEMAM

THE CONTRIBUTION OF THE “GREEK” ROME
(7™-9™ CENTURIES) TO THE FORMATION
OF POST-ICONOCLASTIC ICONOGRAPHY

It is well known that, during the period here in question, the “Greek” cul-
ture largely prevailed in Rome, especially in the papacy’s circle, whose
commands were at the origin of most of the significant fresco or mosaic
programs, as well as of elements of liturgical setting, in the churches and
main oratories of the city. This paper intends to underline the fact that, re-
garding what was to become major features in Byzantine Post-Iconoclas-
tic iconography, several antecedents clearly appear in S. Venantio in Lat-
erano (Christ surmounting Maria in the apse), S. Maria Antiqua (narrative
hagiographic sequence, and donor in — almost — proskynesis in Teodotus’
chapel), S. Prassede (Christ at the apex of S. Zeno chapel and the whole
hierarchical disposition of the figures beneath and all around - including
in particular a Deisis), and in the reliquaries commissioned by Pascal I for
the Sancta Sanctorum (embryos of the Twelve Feasts cycle); it’s possible
to take also in account the classical formulation of the Last Judgement,
attested for the first time on the reverse of the front wall in Miistair abbey
(subalpine area), very probably the work of Roman painters, too. For some
of these subjects, it is of course possible to find examples as early as the
5th_gth centuries, mainly in Eastern Mediterranean areas; nevertheless,
it seems that, especially during the periods of official Iconoclasm at Con-
stantinople and in its direct dependencies, the initiatives of the pontifical
circle played, by the way of the programs here above mentioned, a very
important role for the development of these key thematics.
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JK.-II. Kaiie

Yuusepcuret [lapmx — Hanrtep

BKJIAZ, «TPEYECKOTO» PUMA (VII-IX BEKA)
B ®OPMUPOBAHMUE ITOCTMKOHOBOPYECKOM
UKOHOTPA®UU

XopoIllo M3BECTHO, UTO B TeUEHNEe PAaCCMaTpMBAeMOr0 HaMy Iepuoa «rpe-
yecKkas» KyJbTypa B OCHOBHOM IpeBajaupoBasia B Prume, 0cCO6eHHO B marm-
CKOM KPYTY, 3aKa3bl KOTOPOTO ITOPOAVIIM GOTBIIMHCTBO 3HAUMMbBIX MKOHO-
rpaduueckux rmporpamMmm Ghpecox, Mo3auK, a TAaK)Ke KyIbTOBBIX ITPEIMETOB
B IIEPKBSIX M IIaBHBIX YACOBHSIX TOPOJIa. B HacToOsIIIEM JOKIame Mbl COOM-
paeMcs1 IPUBJIeYb BHUMaHMe K TOMY (GaKTy, UTO MPeIIeCTBEHHUKU BasK-
HeMIIMX YepT BU3aHTUIICKOI MTOCTUMKOHOO0PUECKOi MKOHOTpaduu BeCh-
Ma OTYET/IMBbI B TakMX MaMsITHMUKAX, Kak CaH BeHaHuuo uH JlaTrepaHo
(Xpucroc, Bo3BblLIaOIIMIiCS Haa Mapueii B anicuae), Canta Mapust AHTU-
KBa (CKUTHMITHbIE CLIeHbI ¥ IOHATOD, TPeACTaBIeHHbIV TOYTH B TPOCKUHECU-
ce, B Kaneyisie ®eogota), Canra [Ipacceme (XpucToc B BepxHeli TOUKe Karen-
siel CaH [[3€HO ¥ BCS MepapxuuecKkas JUCTIO3ULINS GUTYp BHU3Y U BOKPYT,
BKJTIOUas [lencyc), M B pelMKBapusix, 3akasaHHbix [Tacxanvem I ast CaHkTa
CaHKTOpYM (3a4aTKM I[MKJIA IBYHAJECSThIX TPa3AHUKOB); 3[1eCh JKe MOXK-
HO YIIOMSIHYTb KJIaCCMYEeCKyio GopMyanpoBKy «CTpalIHoTo cynar», BIiep-
Bbl€ 3aCBUJIETE/IbCTBOBAHHYIO Ha 3allalHOi CTeHe MOHACTBIPCKOI 1IepKBU
B Mroctaupe (cybanmbIiniickast 06J1acTb) — TOXe, BeCbMa BepPOSITHO, pabo-
TY PUMCKUX XYAOKHUKOB. [IpyMepbl HEKOTOPBIX U3 ITUX CIO’KETOB MOKHO,
KOHEUYHO, HaiiTu yxe B V-VI Bekax, B OCHOBHOM B palioHax BocTouyHOro
Cpenyn3eMHOMODbS; TeM He MeHee MPeACTaBJSIeTCs, YTO MHULIMATUBbI
TaricKOTo KpyTa B BUe BbIllle YITIOMSHYTbIX ITPOrPAMM UT'Pa/IX OUeHb Bask-
HYIO POJIb JIJIS1 Pa3BUTHSI STUX KITIOUEBBIX TEM OCOOEHHO B ITEPUO/IbI, KOT-
Ia B KOHCTaHTMHOIIO/ME ¥ HATIPSIMYIO OT HETO 3aBUCUMBIX 00/IaCTSIX 0du-
LIMaJbHO MTPOBOAMIIACK MTONIUTIKA MKOHOOOPUECTBA.

*ITepeBop O.B. OBUapoBoii.
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Vera Zalesskaya
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THE INDIVIDUAL AND THE TRADITIONAL IN THE BYZANTINE
PAINTED WHITE CLAY WARE OF THE 10™ CENTURY

The mass production of craftsmen’s good led to the flourishing of art ori-
ented towards folklore with its particular aesthetics. Potter’s art did not
imply strict standardization; potters were free in their art. This “folk trend”
in art is represented by bright glazed pottery. Predominant in the 9 and
10t centuries were the white-clay wares with painted ornamentation un-
der transparent glazing. Byzantine white-clay vessels are characterized by
the on-clay painting and by the clear-cut black and brown brush pattern
delineating the details of the design illuminated in different colours. In the
simplest version a three-colour gamut (brown, yellow and pink) was used,
in more complicated versions two more colours (blue or green and red)
were added. The blue and green paints were applied so thickly that they
form a relief-like layer. Traditional in this type of vessels is the technol-
ogy and the ornamentation based on the Kufic script, the “Kufesques”. But
the “flamboyant Kufi” is not the only link between this group of ware and
the East. It is close to the Abbasid ceramics, which also had the same deco-
rative elements: marbled background, patterns of semi circles along the
rim of the vessel and the so-called “flying strokes”: three or four-rayed red
stars. The individual manner of the master is manifested by the election of
the subject and the corresponding performance. The tenth-century dish
with the fruit harvest scene from the story of the Childhood of Dionysos can
be used as an example. This scene replicates miniatures which illustrated
the Cynegeticus by Pseudo-Oppian. The influence of other popular Byzan-
tine treatises is also possible, such as the illustrations of agricultural manu-
als of “Geoponici” and the “Argonautica” by Apollonius Rhodius.
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B.H. 3anecckas

TocymapcTBeHHbI pMuTak, CaHkT-ITeTepOypr

NHIVUBUIOYAJIBHOE U TPAJULIMOHHOE B PACIIMCHOM
BU3AHTUMCKOM KEPAMUKE X BEKA

[Tpou3BOACTBO KepaMMKM Ha IMMPOKUI PHIHOK COBITA BEJIO K PaCIBETY
TBOpPYECTBA, OPMEHTUPOBAHHOTO Ha (POIBKIOP M MTOTOMY 00JIaIaBIIero
COOGCTBEHHOI 3CTETUKOIL. VICKyCCTBO TOHYAPOB CTPOTO HE permaMeHTH-
poBaJioCh, MacTepa ObLIM CBOOOMHBI B CBOeM TBopuecTBe. B IX-X Bekax
npeobsagana 6eorIMHSIHAS TTOCYAA, TOKPhIBABIIASICS TIPO3PAYHOI T0-
JIMBOA, TIPOITyCKaBIllei 1BeT pocnucu. TpaAUIIMOHHOCTb 9TOTO BMIA UC-
KyCCTBa Hab/II0Ia/1ach B TEXHOJIOTY HaHECEHUST TeKOopa, B ODHAMEHTUKE,
B OpMeHTAalMy Ha 06pasIlbl OJMKHEBOCTOYHOM KepaMuku. Ha Bu3aHTuMii-
CKMX OEJTOTIMHSIHBIX COCYaX POCIMCH UCIIOMHSIACH TIPSIMO T10 YEPETIKY.
OrpaHMYeHHbIe YePHO-KOPUUYHEBBIM KOHTYPOM [EeTalIu M300paKeHUs
paciiBeurBaMCh Pa3aMUHbIMU KPACUTEISIMU — KOPUUHEBBIM, SKEIThIM,
PO30BBIM (KpacHBIM), CMHUM WU 3ejieHbIM. [Toc/ienHe HAHOCUIUCD Ha-
CTOJIbKO TOJICTBIM CJIOEM, YTO 0OPa30BbIBA/IM Kak ObI perbed. TakuM ke
11aCcTO3HBIM OBIBAJI MHOTAA 1 KPACHO-PO30BbIi MUIMeHT. OpHaMEHT C MC-
T0JIb30BaHMEM YCTOSIBIIMXCS 9/IEMEHTOB — TeOMEeTPUUYECKUX: KPYTH, IYTHU,
MIPSIMOYTOJIbHUKY U PACTUTENbHBIX: OCTPOIUCTHBIE MaJbMEeTKU, CEPHeUKN,
MHOTOJIEIIECTKOBBIE PO3ETKM, Yepeayiommecs: ¢ Gurypamu, npruBHeCeH-
HbIMM U3 KybMuecKoro micbma. Ho He TObKO LIBETYIINIT Ky(DY CBSI3bIBAT
9TU U3genus ¢ Bocrokom. VX cb6amskaioT ¢ ab6acumcKoit KepaMuKoii 1 Ta-
Kye IeKOPaTUBHbIE 3JIEMEHTbI, KaK MPaMOPOBUIHbIN (OH, OpDHAMEHT U3
TOJIYKPYTOB U TaK Ha3bIBaeMble JIETSIIMe IITPUXI: TPeX- UTU UeThIPEXKO-
HeuHble 3Be3[0UKky KPacHOTO IIBeTa.

VHauBumyanbHOe ke Hauaao B paboTe KepaMMCTa MPOSIBIISIIIOCH B BbI-
60pe CIoKeTa ¥ COOTBETCTBYIOIIEI eMy MaHepe BorutoneHus. Ha mpumepe
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6moga X BeKa C aHTMYHBIM CIOXKeTOM — 3M13040M 13 JleTcTBa JIyoHuca —
MOYXHO BUIETb, UTO MHOUBUIYIbHbBIE OCOOEHHOCTHU OIPEIEeSIIOTCS KO-
MMPOBAHMEM KepaMMCTOM KOHKPETHBIX 00pa3IioB MMHMATIOPHOI KM-
BOMMCHU. B maHHOM C/iydae pedb UAET O OYKOAMKAX, 3aledaTIeHHBIX
B MMHMATIOpaX OMAaKTU4deckoi mosmel [TceBmo-Onmnnana «KuHereTmkar.
Taioke He o6ouIOCh 63 BAMAHMUS APYIUX, MMEBIIMX XOkKeHue B BusaH-
TUYM COUMHEHUII, CPely KOTOPBIX ObLIM arpOHOMMUUYECKOEe PYKOBOMCTBO
«[eonmoHuku» 1 «ApronaBtuka» Amnosnonnus Pomocckoro. B X-XI Bekax
MacTepa, IToMelllaBIlIye Ha COCyaax MoA0OHbIe KOMITO3UITMM, paboTanu
B JKMBOIIMCHO MaHepe MMHMATIOPUCTOB Ieproga MakemoHcKoro PeHec-
caHca C ee 3CKM3HBIMM TIpMeMaMi U300paskeHMs], aKBapeabHO pa3sMbI-
TOCTHIO PUCYHKA Y YMCTBIM, TTOUTH «3MaJIEBBIM» OJIECKOM KPaCOK.
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and Cultural Museum and Heritage Site, Moscow

PECULIARITIES OF THE ICONOGRAPHY OF THE BYZANTINE
ELEOUSA OF VLADIMIR AND ITS COPIES

The painting of the first third of the 12 century has survived on the fac-
es and the upper part of the Child’s vestment. In 1918-1919, on the ba-
sis of conservation analysis A.I. Anisimov came to the conclusion about
the survival of the icon’s original iconography and composition after all
renovations. I.E. Grabar believed that initially the Child was depicted as
a standing figure. V.I. Antonova believed that the Child was depicted sit-
ting with His feet naked up to the knees. These researchers’ hypotheses,
based on historical and cultural associations and theoretical argumenta-
tions, were accepted by most of the following art historians considering
the icon of Our Lady of Vladimir to be the copy of the Blachernae relic.
Detailed study of the Vladimir icon and comparison with systematically
considered Byzantine and Russian Eleousa images of the 9t"-14 centu-
ries confirm the concept of A.I. Anisimov. Exact analogies of Our Lady
of Vladimir are not known, but there are direct prototypes of the whole
composition and essential details. These are mosaic Hodegetria image of
1030-1040s in the Monastery Hosios Lukas, Fokida (the Child’s legs are
under His vestments, only feet are seen with the left heel turned to the
spectator), the icon of Eleousa in the hands of St Stephanos the New on
the late 12t-century fresco in the Church of St Neophytos, Cyprus (analo-
gous depiction of the feet), mosaic Eleousa icon of 1300 (whole composi-
tion and embracing hand of the Child on the neck of the Mother of God,
difference - the Child’s naked feet put together). Thus, the Vladimir icon
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JLA. IllenHuxosa

T'ocynapCTBeHHBI MCTOPUKO-KY/IBTYPHBIN My3eii-3all0BeIHUK
«Mocxkosckuit Kpemib», MockBa

CBOEOBPA3UE UKOHOTPA®VU BU3AHTUIICKOM UKOHDI
«BOTOMATEPHb YMUJIEHUE BIIAZIUMUPCKASI» U EE CIIMCKOB

Ha Bnagumupckoit nkoHe boromaTepy >XMBOIMCh nepBoii TpeTu XII Beka
COXpaHWJIach Ha JIMKaxX M BBePXy Ha ogexnaax Mnanmenna. A.M. AHMCMMOB
Ha OCHOBe pecTaBpalMOHHOTO uccaenoBanus 1918-1919 rogoB coenan
BBIBOJ] O COXpaHEHMM TMepPBOHAYAIbHOI MKOHOTpabuUy ¥ KOMIIO3UIIUY
MKOHBI IPU BCEX ee TIOHOBIeHUsX. V.3, 'pabapb mosaraj, 4To epBoHa-
yajbHO MiameHel 6bUT M300paskeH CTOSIIIMM, 110 MHeHuIo B.M. AHTOHO-
BOJI — CUISIIIMM, C OOHasKEHHBIMY [0 KOJeH HOokKamyu. OCHOBaHHbIE Ha
MICTOPUKO-KYJABTYPHBIX aCCOLMALUUIX U TEOPETUYECKUX PACCYKIOEHUSIX,
TUIIOTE3bl STUX UCCIeN0BaTeNell 6bUIM TIPUHSTHI GOBIIMHCTBOM ITOCITE-
IYIOIIMX UCTOPUKOB MCKYCCTBA, CYUTAOLIMX, UTO «boromareps Bragu-
MUPCKas» SIBJISIACh CIIMCKOM CBSITBIHM BiiaxepHCKOTO XpaMa.

Nsydenue BnagyMupcKoil MKOHBI B A,eTaTbHOM COTIOCTABAEHUM C CU-
CTeMaTUYeCKM PaCCMOTPEHHBIMM BU3AHTUICKUMU U PYCCKUMMU U30-
6paskeHMIMM Tuia «YMmuiaeHue» IX-XIV BeKOB MOATBEPKIAET BbIBOJ,
A.U. Auucumosa. Tounble aHanoruu «boromarepu BragumMmpckoii» He-
M3BECTHBI, HO MMEIOTCS TIPSIMbIe ITPOTOTUIIBI IJIsT 00IIel CXeMbI U BCEX
CYIIECTBEHHBIX IeTaneil. 3To — MO3auuHbIi 06pa3 OpuruTpun JJekcuo-
kparycel 1030-1040-x romoB B MmoHacTbipe Ocuoc Jlykac B @okume (HOTU
MazeH11a 3aKpbITHI IO CTYITHEN OfeXI07i, TOABEepHYTAs JieBast Hora 00-
paleHa IMSITKOM K 3pUTENI0), UKOHa «YMUIeHue» B pykax cB. CTedaHa
HoBoro Ha ¢pecke koHiia XII Beka B iepkBu CB. Heoduta Ha Kurmpe (aHa-
JIOTUYHOe M300paskeHye HOT), Mo3auuHas MKoHa «YmuieHue» 1300 roga
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comprises iconographic and semantic peculiarities of two types,
Eleousa and Dexiocratousa with analogous depiction of the Child’s feet.
It is a peculiar variant of the Eleousa with the Child’s feet covered by
His vestments and one heel turned to the spectator. The question of the
revered Constantinopolitan model is still open. The known depictions
of Our Lady Eleousa with the inscription “Blachernitissa” (the Child
stands on the right) are not prototypes of the Vladimir icon. Most likely,
in the 9th~12t centuries among the worshipped Constantinopolitan rel-
ics there were other images, closer to the image of Our Lady of Vladimir.
Russian 12t"-13t%-century depictions of Eleousa also belong to icono-
graphical variants other than that of Vladimir. First copies of the Vladimir
icon appeared after 1395. The differences are the absence of the depiction
of the embracing Child’s hand (on the first copy of the late 14 century),
and of the lowered hand of the Mother of God. These changes could have
occurred due to both external factors (hand of the Child) and creative,
artistic solutions (hands of the Mother of God).

76



(obmrast cxema, o6HMMalOIIAs pyKa MiameHIla Ha mee MaTepu, OT/au-
Ylie — COCTaBJIeHHbIe BMecTe Ero o6HaskeHHbIe HOKKM). Bo Bragumup-
CKOJi MKOHE COBMEIIeHbI MKOHOTpaduuecke M CMbICOBbIE 0COGEHHOCTH
IBYX TUIIOB — YMuUAeHus: U Oqurutpun JJeKCMOKPaTyChl C aHAJIOTMYHbIM
pacrioyioskeHmeM cTymHelt MinageHia. OHa MpeacTaBisieT CBOe0Opa3HbIi
BapMaHT YMUJIEHMS, TIaBHbIe 0COGEHHOCTY KOTOPOTO — 3aKPhIThIE OJIEK-
[0V Hor MafieH1ia ¢ TOBEPHYTOM K 3pUTENIO MATKOM. Bonpoc 0 utumom
KOHCTaHTMHOIIOJbCKOM 06pa3sie 0CTaeTCs OTKPBIThIM. MI3BeCTHbIE U30-
6paskeHust Boromarepu Tuma « YMuieHmue» ¢ HaAIMChIO «BiaxepHuTmcca»
(MnageHel, CTOMT CIIpaBa) He SIBJISIIOTCS MPOTOTUIAMM Bragumupcko
UKOHBI. BeposiTHO, B XI-XII Bekax cpeny npocaaBaeHHbIX KOHCTAHTUHO-
TTOJIbCKUX CBSITHIHB ObUTM U IpyTye 06pasbl, 6osiee 61m3Kue K «boroma-
Tepu BragumMupckoii». Pycckue nzobpaskennst Ymunenus XII-XIII BekoB
TaKKe IPMHAIJIeXAT K MHBIM IT0 CPAaBHEHUIO C BjagMMMpPCKUM MKOHOTpa-
(uueckum BapuanTam. IlepBbie CIIMCKY BraguMuUpCcKoit MKOHBI MOSIBU-
nuch mocsie 1395 roga. X oT/iMumst — OTCYTCTBUE M300paskeHNsT OOHMMa-
o1elt pyku MnaneHua (Ha mepBoM crmcke KoHua X1V Beka), onmyiieHHas
neBast pyka boromarepu. 9T M3MeHEHMST MOIJIM ObITh OOYCIOBIEHBI KaK
BHEITHUMM NIpuuMHamu (pyka MiazeH1ia), Tak ¥ TBOPUECKUM TyXOBHO-
XYH,0KeCTBEeHHbIM pellieHneM (pyku boromartepn).
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Vasileios Marinis

Yale University, New Haven

REINTERPRETING THE HEAVENLY LITURGY

Compositions of the Heavenly Liturgy appear around the beginning of the
fourteenth century in the decoration of domes, in the zone immediately
under the Pantokrator; eventually, they spread to the sanctuary. Although
a detailed study of this phenomenon and its theological and liturgical
ramifications is still a desideratum, scholars universally agree that such
scenes are visualizations of an ancient concept, almost as old as liturgical
exegesis itself. “The celebration of the Liturgy on earth” Titos Papamas-
torakis writes “constitutes, according to the [Byzantine] commentators
an imitation of the Liturgy performed by the angels in heaven”!. It is my
contention that this statement is incorrect, because it is based on a flawed
reading of liturgical commentaries, of the biblical texts from which the
commentaries draw inspiration, and of the Liturgy itself.

In Byzantine texts, there are numerous references to the people joi-
ning the angelic powers in the chanting of the Hymn of Victory, and of the
priests who like angels stand in fear in the presence of God and worship
him. There is, however, no mention whatsoever of the angels celebrating
a parallel liturgy in heaven or offering sacrifice. This is because in both
the Old and the New Testament, the heavenly liturgy is a liturgy of praise
and intercession but not of sacrifice. The only exception is the Epistle

! Papamastorakis T. ‘O d1dkocpog 100 Tpodiov TdV vadv Tiig
[Modaordyetag tepddov ot Bakavikn xepodvnoo kai tv Kompo.
Athens, 2001. P. 139.
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B. Mapunuc

Menbckuit ynusepcuret, Hpio-Xeiisen

K HOBOMY MMOHUMAHUIO « HEBECHO JIUTYPTUMN»*

Kommnosunust «HebecHast TUTYpPrusi» MOSIBJISIETCS IPUOIU3UTETHHO B Ha-
yasie XIV Beka B IeKopaluu KyIoJOB, B 30He HEMOCPeACTBEHHO IMO[,
[TaHTOKpaTOPOM; BIOCIEACTBMM OHA PACIpPOCTPAHSIETCS Ha ajJTapHOe
MIPOCTPAHCTBO. XOTS AeTalbHOE MCCAeI0BaHMe 3TOro peHoMeHa U ero
6GOTOCJIOBCKUX U JINTYPIUUYECKUX TIPOSIBIIEHMII BCe ellle He HamMCaHo,
y4eHble B 11eJIOM COTJIACHBI, UTO TaKye CIleHbl BU3YaTM3UPYIOT MPeCcTaB-
JleHue TIOUTH CTONb Ke ApeBHee, Kak cCamMo JUTYypTruueckoe TOIKOBaHMeE.
«JIutyprudeckas caykba Ha 3emiie, — umiet Tutoc [Tamamactopakuc, —
BOCITPOU3BOAUT, COTJIACHO [BU3AHTUIICKMM]| KOMMeHTaTOpaM, TUTYPTHUIO,
coBepIIaemMylo aHrejaaMu Ha Hebecax»!. I ocrapuBaio sTO yTBEpKAEHUE
KaK HEKOPPEKTHOE, TIOTOMY YTO OHO OCHOBAHO Ha OMIMOOYHOM ITpoUTe-
HUY IUTYPIUIECKUX KOMMEHTapueB, OMOIeICKMX TEKCTOB, U3 KOTOPBIX
KOMMEHTapuy 4epraiT BIOXHOBEHMeE, Y CAMOIi IUTYPTUNA.

B BM3aHTUIICKMX TEKCTAaX €CTh MHOTOUMCAeHHbIE YITOMUHAHMUS JTIOZei,
BMECTEe C aHTeJIbCKMMM CUJIaMU oMMy ITo6eqHyI0 MTeCHb, U CBSIIEH-
HUKOB, TTOIOOHO aHTe/IaM B CTpaxe MPeACTOSIMUX BOTy U MOKIOHSIONMX-
cst Emy. He cymecTByeT, oqHaK0, HUKAKMX YIIOMMHAHUIT 06 aHTeax, CIy-
SKaIIyX TapajieTbHYI0 IUTYPTMIO0 Ha Hebecax Wiy MPUHOCSIINX KEPTBY.
DTO 00BICHSIETCS TEM, UTO KaK B BeTxoMm, Tak 1 B HoBoM 3aBeTe HebGecHas
JIUTYPTHUSI — 3TO CITykOa BO3HECEHNSI XBaJIbl ¥ MOJIUTBBI O 3aCTYITHUYECTBE,
HO He XepTBbI. EqMHCTBEHHOE MCKIoueHMe — [Tocanmue K EBpestM, TEKCT,

*IMepesop ¢ anrmuiickoro O.B. OB4apoBoii.
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to the Hebrews, a text that most potently puts forward the image of Christ
as the Great Archpriest. Yet, it is often forgotten that in Hebrews, Christ’s
sacrifice is considered a one-time affair, in contrast to the necessarily
repeated sacrifices of the earthly Jewish High Priests.

I argue that the scene of the Heavenly Liturgy represents an exegeti-
cal stream independent of liturgical commentaries and an understanding
of the Liturgy in the Palaiologan period that existed in tandem with tradi-
tional interpretations of the rite. Therefore, the scene, devised by painters
and their patrons, constitutes a concurrent exegetical tradition that both
derived from the commentaries and deviated from them.
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KOTOPBI MOIIHO IPOJABUTaeT Ha MepeIHuii TiaH o6pa3 Xpucra Kak Be-
JIMKOTO ApXuepesi. 3a4acTyio, OTHAKO, 3a0bIBAETCSI, UTO B 3TOM IMOCTIaHUNU
skepTBa XpucTa pacCMaTpMUBaeTCs Kak eIMHOKAbI COBepIlIeHHAasl, B IPOTU-
BOITOJIOSKHOCTD HEV36EKHO MOBTOPSIONIMMCS SKEPTBOTIPUHONIEHUSIM 3eM-
HbIX UYAEeCKUX ITePBOCBSIeHHUKOB.

S MpUBOXY apryMeHThI B ITOJIb3Y TOTO, UTO cileHa HebecHoit muTyp-
T'UU TIPeACTaBJIsIeT He3aBUCUMYIO OT JIMTYPIrMYeCcKuX KOMMeHTapueB 9K-
3ereTMYeCKyI0 CTPYIO  TOHMMaHMe JTUTYPTUHU, B I1aJIe0N0TOBCKMIA TTepuoy,
CyllleCTBOBABIllee B TaHAEMe C TPAAUIIMOHHBIMU MHTEPIIPEeTaAlUSIMU PU-
Tyasna. Takum 06pasoM, aTa ClieHa, paspaboTaHHast XyIOKHUKAMU U UX
raTpoHaMu, 06pasyeT MmapaiebHYI0 9K3ereTUIeCKyI0 TPaaUIINI0, KOTO-
pas Kak Hac/leoBasa KOMMEHTApUsIM, TaK M OTKIOHSJIaCh OT HUX.
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THE ART OF CONSTANTINOPLE
AND REGIONAL TRENDS



M CKYCCTBO KOHCTAHTHHOIIOJIS
1 PETMOHAJIBHBIE TEHOEHIIM



Alexei Lidov

Lomonosov Moscow State University,
Institute for World Culture, Moscow

THE LuMINOUS CLOUD OF HAGIA SOPHIA IN CONSTANTINOPLE
AS THE MAJOR ICON OF THE BYZANTINE EMPIRE

The paper deals with a new hypothesis concerning the “Great Church”
of the Empire - the cathedral of Hagia Sophia in Constantinople dating
back to 6™ century AD. Even in its current state of preservation, when
we are able to see only the material shell of the building, it is clear that
we are not only dealing with a masterpiece of the world architecture or
a mystical place of divine presence, but with a particular project of spa-
tial imagery, which was created by concrete people in concrete historical
circumstances. The project included immovable architectural forms and
sacred images, as well as changing liturgical vessels and ritual gestures,
dramaturgy of lighting and olfactory effects (various incenses), resound-
ing words and recollections of miracle-stories — all woven together into
one single whole. This specific creativity consisting in formation of spatial
imagery has been called hierotopy.

Characteristically, whole aspects and types of creativity could not be
properly discussed outside hierotopic framework, which is not linked to
positivist classifications of objects. For instance, such considerable phe-
nomenon as the dramaturgy of lighting occurs beyond the boundaries
of traditional disciplines. As recent studies have convincingly demon-
strated, within the space of Justinian’s Hagia Sophia, which originally did
not have any figurative images, the image of God was created by the most
sophisticated system of lighting, including natural light of the sun, moon
and stars, reflected by the golden mosaics, marble decorations, silver
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A.M. JTudos

WHCTUTYT MUPOBOIL KyabTypbl MI'Y
umenu M.B. JlomoHocoBa, MockBa

CHUSIOIIEE OBJIAKO CO®1U KOHCTAHTHMHOIIOJIbCKOM
KAK IVIABHASI UKOHA BU3AHTHUIICKOM UMITEPUU

B HacTosmeM cooOIeHny MpeJjIaraeTcsl HoBas TUIIOTe3a, UTO IJIaBHO
MKOHOIT BU3aHTMIICKOI MMITepuy GbIIO He TIOCKoe GUTypaTUBHOE U30-
OpaskeHMe MepCcoHaxka CBSIEHHOI MCTOpUM (TPagUIIMIOHHASI MKOHA),
a mepdopmaTuBHbIii 06pa3 CBeTsIerocs: o6aka, KOTOPbINi MTOCTOSIH-
HO TIPUCYTCTBOBAJ B Kymoje «Bemukoii mepksu» — Cobun KoHcraHTH-
HOTIOJIbCKO¥A, T/ie HAaXOOWJICSI B HEITPEPbIBHOM ABVDKEHUM ekeCeKyHAHO
MeHSIoIIerocs cseta. HeBeposiTHO CJIOXKHO OPTaHM30BaHHbI €CTeCTBEH-
HbIii M UCKYCCTBEHHBIN CBET UTpa ONpefesiionlyio poib B IPOCTPAHCTBE
3TOTO OTPOMHOTO xpama. HecrydaitHO umIepaTop Mpuriacuil Ijs BOIao-
IIeHMsI CBOEro 3aMbIC/ia He MpodeCcCMOHATbHbIX CTPOUTENEN, a ABYX BbI-
IaroIMXCST MHXXEHEPOB-OIITUKOB CBOETro BpeMeHu: AHDuMMs u3 Tpast
u Ucupmopa n3 Mumietra. CoBpeMeHHUK CTpouTenbcTBa [Ipokomnnii Keca-
pUIiCKMIi CTIelMabHO TTOJUePKUBAJ 3Ty YHUKAIbHYIO CBETOBYIO IPUPOAY:
XpaM «HaTIOJIHEH CBETOM U JTy4aMU COTHIA. MOKHO OBIJIO ObI CKa3aTh, UTO
MEeCTO 9TO He M3BHE OCBEIIAeTCs COTHIIEM, HO UTO OJ1ecK (custHue. — AJL)
pOXKIaeTcsl B HEM CaMOM: Takoe KOJIMYeCcTBO CBeTa pacipoCTPaHsSIeTCs
B aTOM xpame» (O mocTtpoiikax. I, 29-30).

OnuH U3 caMbIX 3aBOpakMBaOIIVX 3¢GdHEKTOB BOSHMKAI B 9TOM XpaMe
HOYb10. OTKOCHI COPOKA OKOH II€HTPaabHOTO KyI0Jia, BbIJIOKEHHbIE 30-
JIOTO¥I U cepebPSIHOI M03auKOii, CIYSKUIM CBOETo poaa pediieKTopaMu,
OTPa’KaBIIMMM CBET JIYHBbI U 3Be3[ U CO3HaBaBIIMMU 3G (dEKT CBETOBO-
ro obyaka, OCBeIIaBIIEr0 XpaM B HOUM M 3PUMO BOIUIONIABINETO MJIEI0
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furnishings and vessels, as well as by the fire burning in innumerous,
sometimes moving, lamps and in thousands of candles visible through
the transparent smoke of incense.

There also existed a complicated system of artificial lights, which
is now being reconstructed with the help of various archaeological and
written sources. If we summarize the results of the most recent stud-
ies, we see that the entire environment of Hagia Sophia was conceived
by Justinian and his genius master builders as the most powerful spa-
tial icon of the Lord made of light. Moreover this was a fundamentally
performative icon - that is, it existed in continuous fluidity and dynamics,
its movement never solidifying or arresting itself. In addition, this ideal
iconic image was not flat but fundamentally spatial.

Thus, the most complicated system of natural light was conceived here:
it woke the imaginations of present day architects and conceptual artists.
A living, changing and unbelievably rich environment of light was creat-
ed within the church through the system of mirror reflections. Anthemios
of Tralles and Isidoros of Miletus (by the way, not professional master-
builders but the best optical engineers of that time) developed the system
of reflections for the first cupola of Hagia Sophia, which was notably flatter
than the cupola we see today. They used the mosaic window jambs in the
drum as reflectors, which reflected the light into the cupola and, more im-
portantly, also lit up the cupola at night. When there was no sunlight, they
reflected the light of the stars and moon, thus, creating the effect of a con-
tinuously illuminated cupola of the nocturnal Hagia Sophia. In other words,
a glittering and blinking cloud of light hung under the cupola.

How can we understand the revealed phenomenon, what was the
meaning of this luminous cloud? I have argued elsewhere that it was a
visible embodiment of the famous biblical notion and symbol, the so-
called Kavod in Hebrew, or Doxa in Greek, or Slava Bozhia in Church
Slavonic (literally meaning “Glory”). According to the Bible, God reveals
himself to the people in the form of a luminous cloud which hovered
over the Ark of the Tabernacle, or led Jewish people through the Des-
ert (Ex.16: 10; 24: 12-18; 34: 5; 40: 34). To the best of my knowledge,
nobody has suggested before that it was an original Judeo-Christian pro-
to-icon which did not break the Second Commandment and, therefore,
was the ideal image of God. As it seems, it made a great impact upon
the Christian visual culture. We all remember that this luminous cloud
appeared in the Gospels at the moment of Transfiguration, descending
upon the Apostles in attendance.

86



CBETOBOIO 00j1aKa CJIaBbl, B 06pase KOTOPOIi, COTIacHO 61bIeiickoii Tpa-
IULVA, B MUD SIBJISIETCS HEBUOMMBIN U Bcemoryuuii bor. Ha Ham B3,
VIMEHHO 3Ty BaXKHENIIYI0 U0 JO/DKHO OBIJI0 BOIUIOTUTb CBETOBOE 00J1a-
Ko B xpame Csitoii Codumn. Cyast Io BCeMy, OHO BOCXOAUT K ApeBHeIe-
MY UYIEe0-XpPUCTVMAHCKOMY MKOHHOMY ITepB0O0OPAa3y CUSIOIIETO ¥ OTHEH-
HOro 06J1aKka, B KOTOpOM Bor siBjisieT ce6s1 TI0AsIM ¥ 0 KOTOPOM COZlepsKaTCst
MHOTOUMC/IEHHbIE CBUAETENILCTBA KaK B BeTxoM, Tak 1 B HoBoM 3aBere.
Nmenno B HeM bor sBinsieTcs Mouceto Ha CMHACKOJ Tope, a TOTOM OHO
BO3HMKAET B BUE CJEMIIEro CUIHUs B MOMeHT IIpeo6paskeHus ['ocron-
HSI. 3HaMeHaTeJIbHO, UYTO 9TOT 06pa3, Ha3bIBaBIIMIICS Ha JIpeBHeeBpeii-
ckom KABO/I, no-rpevecknu [JOKCA, Ha 1iepkoBHO-cnaBsiHcKoM CJIABA
BOJXXUSI, He Hapyman Bropyio 3aroBeb, IpeacTaBisst o6pa3 Boxkuit Bu-
3yaJbHO, HO He MaTepUaIbHO-(OUTYPATUBHO.

DTOT YOMBUTENbHbIN CUMBOIMUYECKMIT 00pa3, HAXOAUBIIUIICS B I1O-
CTOSTHHOM [JIBVDKEHUM, SIBJISICSI UaCThIO TPaHIMO3HOM «CBETO-TIPOCTPaH-
CTBEHHOJ KOMITO3UILIMM», BKIIOUaBIIell CI0XXHO OpPraHM30BaHHYIO 1Me-
papxuio CBETOBBIX 30H, IO OTHOIIEHMIO K KOTOPOi apXUTeKTYpHOE Teslo
XpaMa BOCIIPUHMMAJIOCh KaK OTPOMHAsI U IParolieHHO yKpalieHHas 060-
souka. Ceifuac CTaHOBUTCS sICHO, uTO CBsATast Copust — 9TO He IIPOCTO BhI-
Jlaronieecs: apXUTeKTypHOe COOPY)KeHMe, HO BeTUKUI MepoTOoIMUeCcKuii
ITPOEKT, TPaHAMO3Hasl MPOCTPAHCTBEHHAs MKOHA, CO3JaHHas Iocpes -
CTBOM CJIOKHEJi1IIei IpaMaTyprum OrHsl U cBeTa. BCIOMHMM, UTO TTIOMMU-
MO COJIHEUHOTO CBeTa ¥ OTHSI CBETUIbHUKOB B 3TOM JeiiCTBe y4acTBOBaIU
MepIiaiollee 30J0TO MO3aMYHbBIX CBOJIOB, MpaMOpHAasl MHKPYCTAIMsl, BbI-
3bpIBalOast 00pa3 «CTEHbI U3 AParoleHHbIX KaMHe» 1u3 OTKpoBeHus Mo-
anHa BorocyoBa (OTkp. 21: 18-20), 6;mcTaloliee 3070TO U cepebpo anTa-
ps1, Iperpajbl, aMBOHA, a TaKKe 6€CUMCIEHHBIX INTYPTUUECKUX COCYIOB.
VIMeHHO B 3TOM 3aMbIC/Ie TPOCTPAHCTBEHHOM MKOHBI HEBUAMMOTrO bora,
CO3[IaHHOJ CBETOM, HaJ0, Ha HAIl B3IJISIM, MCKATh OObSICHEHME OCTaBaB-
TIeics oroe BpeMsl HeITOHSITHOM 0COOEHHOCTY — OTCYTCTBMIO Ha CTEHAX
IOCTUMHMAHOBCKO CBsiTOi Codym GUrypaTUBHBIX IIJIOCKUX M300paskeHMIA,
KOTOpBIe, OUeBUIHO, IMCCOHMPOBAIM ObI C OGHOBPEMEHHO MKOHUYECKUM
1 nepdopMaTUBHBIM CBETOBBIM 00pa30M, MPOCTPAHCTBEHHOI MKOHO
HebecHoro Nepycanuma.

B 3TOM KOHTeKCTe 06paTM BHMMaHMe Ha BaXKHENIITYI0 0COGEHHOCTD
Coduu KoHCTaHTHMHOIOIbCKOI, KOTOpas Oblja BBISIBAEHA M OCO3HaHA
JIUITL B CaMoe TOoC/IelHee BpeMs — KaK B HalluMxX paboTax, Tak U TPyAax
HEKOTOPbIX 3apYOesKHBIX MCCIeoBaTene. 3 BU3aHTUICKMX SK(DPacucoB
MblI Y3HaeM, 4YTO XpaMOoBasi Cpe/ia BOCIIPMHMMAaIACh KakK MPUHIIUITMATbHO

87



In the Early Christian imagery the luminous and fiery cloud was com-
bined with the anthropomorphic image of Christ. The characteristic ex-
ample is the sixth-century mosaic in the altar apse of Sts Kosmas and
Damian basilica in Rome, where we are able to see not just a merely tri-
umphant image of Christ clad in the golden robe, but the luminous and
fiery clouds resembling the Divine Ladder and the Sacred Way appearing
with Christ from Heaven, as another image of God revealed in the Second
Coming. So, the idea of the luminous cloud was significant and quite alive
in the minds of the sixth century people, when Hagia Sophia of Constan-
tinople was being created.

88



TTOABVKHAS, HAXOASIIASCS B KPYTOBOM IBMKEHUU ¥, 6ojee TOTro, Bpa-
IA0MIASICS.

O6pa3 «Bpalamerocss XxpamMma» Kak HeKuit pedpeH BO3SHUKAET B TO-
sTuueckom omucanuy CB. Codpun KoHcTanTuHOMmonbeckoi [Tasna CumeH-
yapust, CO3TaHHOM B 563 roy 10 CJTy4ato BTOPOTO OCBSIEHNS Benmnkoit
LlepkBu. Tema BpallleHMsI BO3HMKAET B Pa3HbIX MeCTax IMOJTHOIO SIPKUX
TTOIPOOHOCTEN U «HAIIMCAHHOTO C HATYPhI» TeKCTa. K mpuMepy, Ipu omnu-
CaHMM aATApHO YacTy XpaMa aBTOp Bo3miamaerT: «Takum 06pasoM Ipo-
CTepeB B30p HA BOCTOUHBIE MOJTYKPYKMSI, Thl YBUIEN Obl BEUHO KpysKa-
neecs aymo» (ctpoda 398-399) win, ele sicHee, TP XapaKTepPUCTUKE
Kytosa: «Kymos, BO3IBUTHYTBIN CBepXY B 6€CKOHEUHBI BO3AYX, OTOBCIO-
Iy BpalllaeTcs Harmomobe Ms1ua, Tak UTO CBEpKatolnee He60 OKpysKaeT Imo-
KpbITUS 30aHus» (CTpodbl 489-491).

Honroe BpeMsl UCC/IeNOBATENN OOBSICHSIM 3TU 006pa3bl BIIeUaT/I€HN -
€M OT apXUTeKTYypbl, B KOTOPOIA, Ae/iCTBUTENbHO, MOTUB TTepeTeKalonXx,
B HEKOTOPOM CMbIC/TE «KPYXKaIIUXCS» JTMHUI UTpaeT MPUHIUINAIbHO
Ba)XKHYIO POJIb, CITOCOOGCTBYST 3 deKTy memaTepuannsanuy BUAMMOTO
o6beMa. OmHAKO ceifuyac CTaHOBUTCS SICHO, YTO MPUUMHHO-CIeACTBEHHAS
CBSI3b ObL7a MHOJ: ITaBesn CuyieHLMapuii OMMCHIBAT «MePOTOIMUUECKUii
MIPOEKT» 0CO60ro CakKpaabHOIO MPOCTPAHCTBA, KOTOPOE CO3[aBajoCh,
B TOM UMCJie, ¥ TeHUAIbHOM apXUTeKTYpOit.

O MpogyMaHHOCTY ¥ Pa3pabOTaHHOCTM 3aMbIC/Ia CBUAETENbCTBYET
YCTPOICTBO «XOPOCa» — OTPOMHOTO KPYIJIOTO CBeTU/IbHMKA-TTAaHMKAA MU,
BUCEBIIIEro MoJ, KYIOoJIOM M CO3[4,aBaBIIero Mpy MOMOIIY TOPSIIUX JaMIIaf,
KPYT Bpalllaiollerocsi CBeTa, BTOPMUBIIETO TAkKe BpallaloleMycst Kpyry 13
40 cBeTOBBIX OKOH B OCHOBaHMM KyIioJia. Kpyr cBeTMIIbHMKOB (J1amIiaz)
OBLT YCTAHOBJIEH U TI0 MPAaMOPHOMY KapHM3Y, pasmeisIBIIeMy MPOCTPaH-
CTBO KyTiosa ¥ Haoca. OH MO3TUUECKU CPaBHUBAETCS C «OrHeCBepKalo-
IIMM» OXKepesibeM, KOTOPBIM «MO¥ CKUIITPOAEPsKel], TPUKPEN KO BCeMy
CBOJIY MMONYYMBIINI KPyroobpasHoe ABVsKEHMEe CBET» (CTpodbl 867-870).

Kpome Toro, OT Kymosa CITyCKaJuCh MHOTOUMCIeHHbIe MeIHble 1ernn
(BCero oKoJI0 TOTYyTOPa COTEH), K KOTOPBIM ObLIM ITPUKPEIIEHBI Cepebpsi-
Hble IVCKM, BUCEBIIIME HAJ, TOJI0BaMM MOISITMxCsi. OHM HeCIu Ipope3aH-
HOe 13006paskeHNe KpecTa, B IIeHTPe KOTOPOTO, TT0 BCE BUAMMOCTH, pac-
Trioyiarasiach 60sbinas gamraznaa (ctpodsr 827-830).

[MTomo6HbIe TAaHMKAAWIIA C M3BICKAHHBIM Y30POM U HAIIMCSIMU, CeTaH-
HBIMM B TEXHMKE UePHEHMS 110 cepebpy, IOILIM 10 HaC B COCTaBe KIagoB
¢ nuryprudeckum cepebpom VI Beka. ITo cioBam IlaBna CuteHImapus,
IVICKM-CBETWIIBHUKIU 00PA3YIOT «KPYKAIIUIICS XOPOC 13 SIPKUX CBETOB»
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(ctpoda 818), 1 «/3 BecbMa CBETSIIIMXCSI CBETOB KPYIJIbII XOP YCTAHOBJIEH. ..
HebecHoro BeHKa CBepKaloliye 3Be3bl Thl BUIUIIb» (CTpodbl 830—-833).

Yncsio UUTAT MOKET ObITh YBEIMYEHO, HO U 13 CKa3aHHOTO TMOHSITHO,
YTO «BEUHO KpysKalieecs 4yno» [Tapia CuneHLIapus — 3TO He MPOCTO TOo-
STUYECKNI 06pas, HO OTpaskeHMe III06aTbHOTIO 3aMbIC/Ia, BOTUIOIIEHHO-
ro B npoctpaHctBe Coduym KOHCTaHTMHOIIONIBCKOI ITPU TOMOIIY 0COOBIX
YCTPOJCTB, CBOETO POJA BbICOKOI TeXHOIOTUM. Ha sI3bIKe COBpeMeHHO-
IO MCKYCCTBA MOKHO OMMCATh SIBJIeHME KaK MYJIbTUMEeIUIHYI0 MHCTAI-
JIILIVIO, CTABSIIYIO 3a7avy CO3/IaTh 06pa3 B MPOCTPAHCTBE, KOTOPI He
CBOAUTCS HM K COBOKYITHOCTY ITPEIMETOB, HU K JIIOOBIM IJIOCKMM M30-
6paskeHMsIM. U TJIaBHBIM B 9TOM MHOTOCOCTABHOM M M30IIPEHHO HEOTHO-
POIHOM ITPOCTPAHCTBEHHOM 00pase 6blIa Mest Bpalalolierocs CBeTa Kak
3puMoro borosiBiieHus1, MCTOKY KOTOPOI MOXKHO HaiTH B HEOTIaTOHMUYEe-
cKoit punocodun u 6orocnosun IceBmo-AnoHnCcKUs Apeornarura.

B KOHTeKCTe MepoTonuM pedb UIeT O KOHIEeNTyalbHO MTPOAYMaHHO
U IeTaJbHO IpopaboTaHHOI MpoCTpaHCTBeHHOI MKoHe Coduu KoHcTaH-
TUHOIIOIBCKOIi, B KOTOPOI hM3muecKast peabHOCTb COeMHSIIACH B €[1-
HOe I1eJI0e C BOOOpaskaeMbIM MMUPOM, MTPUCYTCTBOBABIIVM B CO3SHAHUU
TOATOTOBJIEHHBIX 3pUTeJiell. BHe 3TOro eqMHCTBA, He MO JIeXalllero sJe-
MeHTapHOMY IMTO3UTUBUCTCKOMY aHAIM3y KaK MKOHOTpaduueckomy, Tak
M CTUIMCTUYECKOMY, IJIaBHasl MPOCTPAHCTBeHHAs MKOHA BusaHTuUiicKoi
MMIIePUH, & BMeCTe C Heil U MHOTMe Xy 0KeCTBEeHHbIe SIBJIeHUST He MOTYT
OBITb aJIEKBATHO OMVCAHBI ¥ MIPOCTO OCMBIC/IEHbI. Ilepes HAMM CTOUT 3a-
XBaTbIBAIOIIAs 3a/1aUa — pa3paboTKa HOBOJ METOMOIOTUY ¥ TTOHSITUITHOTO
anrmapaTa MCKyCCTBOBeqUeCKUX MCCIelOBaHMIA.
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Moscow

THE PROBLEM OF THE “METROPOLITAN” IN THE MIDDLE
BYZANTINE CHURCH ARCHITECTURE OF ASIA MINOR

We can distinguish three main ways of Constantinopolitan influence on
the Middle Byzantine church architecture of Asia Minor. The first and
most immediate is the architecture of the Bithynian coast of the Mar-
mara Sea, which was developed in the metropolitan tradition and quickly
perceived — and sometimes, perhaps, even generated — its new fashions,
however, occasionally provincializing them: there are at least six stages
of such evolution, from 780s to 1160s. Close to it is the work of Con-
stantinopolitan masters in more remote areas of Anatolia (new episcopal
centres in Lycian Mastaura and Pisidian Islamkdy): in the large Cathedral
of Mastaura the metropolitan architects inevitably had to work togeth-
er with the local builders, following, moreover, the “prestigious” model
of the “domed basilica” in Myra.

The second, fundamentally different way is to borrow separate
elements of Constantinopolitan architecture, while the whole building
has a non-metropolitan appearance: the transfer by Mkhitar the Great,
a confidant of John Tzimisces, of semicircular niches on the facades of his
church in Mesopotamian Erkan, whence they probably came to Varzahan
in Southern Pontus; the donation by the emperors Basil II and Constan-
tine VIII of glazed tiles to Cathedral in Oshki in Tao. The pumpkin-shaped
dome and other elements of “high style” in St Clement in Ancyra are com-
bined with non-Constantinopolitan ones, such as squinches and the al-
most complete absence of cornices; in the Lower Church of Amorium
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A.IO. BuHozpados

HaunoHanbHbl Uccien0BaTeNbCKUiA YHUBEPCUTET
«BpIciIas mkona 9KOHOMMKM», MOCKBa

ITPOBJIEMA «CTOJIMYHOTO» B CPEJTHEBU3AHTUIICKOMI
LIEPKOBHOI APXUTEKTYPE MAJIOI A3un

MOXXHO BBIENIUTb TPY OCHOBHBIX HAIIPABJIeHMSI KOHCTAHTUHOIOAbCKO-
TO BIMSIHMS Ha LIEPKOBHYIO apXUTEKTYPy CpeIHeBU3aHTUIICKO Maoit
Asym. TlepBoe 1 caMoe HermocpeCTBEHHOe — 30[J4eCTBO BUGMHCKOTO I10-
6epeskbss MpaMOpPHOTO MOPSI, KOTOPOE PasBUBAJIIOCh B PyC/ie CTOIMIHOIN
TPaguUIMK U GBICTPO BOCIIPUMHMMAJIO — @ IMOPOJi, BOSMOXKHO, U TeHePU-
pOBaJIO — ee HOBbIE MOJbI, M3PeKa, BIIPOYEM, UX MTPOBUHUIUATUIUPYS:
MPOC/IEKMBAIOTCS, 10 MeHbIIIelt Mepe, 11eCTb 3TAIN0B TaKO¥ 3BOMIOINM, OT
780 roma mo 1160-x rogoB. K ToMy ke HamrpaBeHMI0 OTHOCUTCS U pabora
KOHCTaHTMHOTIOJbCKMX MacTepPOB B O0Jiee OTHANIEHHBIX 06acTsIxX Majoit
A3uy (HOBbIe eMMCKOIMCKIME IIeHTPbI B IMKUIICKOI MacTtaBpe U UCUANI-
ckoM VcmaMkée), mpuueM B MacIITabHOM cobope MacTaBpbl CTOMMYHbIE
30[uMe JOJKHBI ObLIM HEM3OEXKHO paboTaTh BMECTE C MECTHBIMU CTPO-
UTENSIMU, OPUEHTUPYSICh BLOOABOK Ha MPECTYDKHYIO IJIsT JIMKMUM MOJIeNTb
«KYTIOJIbHO¥ 6a3mimku» B Mupax.

BTOpOIii, MpUHUMIIMATIBHO MHOM MYTh — 3aMMCTBOBAaHMe B IPOBUHIINIO
OT[AENbHbBIX 3JIEMEHTOB KOHCTAHTUHOTIOIbCKOM apXUTEKTYPbI TIPU TOM,
YTO BCe 3[aHMe MMEeEeT COBCEM He CTOMMYHBIN 0OMMK: ITepeHoC MxuTa-
pom Benukum, mpubamskeHHbIM MoaHHa LIMMMUCXMST, TTOYKPYTIIBIX HUII
Ha dacagpl XpaMa B MECOTIOTAMCKOM DpKaHe, OTKya OHM, BEPOSITHO, TI0-
rnaau B IOKHOMOHTUICKMIA Bap3axaH; mapeHue umiepatopamu Bacuim-
eM II u Koncrantuaom VIII KpeIy 13 MOAMBHOM Yepenuiibl TAOCKOMY
cobopy B Omku. THIKBOOOPA3HbII KYITOJ U APYTUE IEMEHTHI «BBICOKOTO

93



the mosaics and other “metropolitan” decoration are combined with
a very provincial type of the cross-domed basilica.

Finally, the third way is a provincial imitation of the metropolitan sys-
tem of facade decoration: recessed blind arches, polychromic brickwork,
etc. But what in Constantinople is a constructive element (pilasters, opus
mixtum, brick arches), in Celtikdere, Canli Kilise, U¢ayak, Iconium, Side
turns mostly into a pure decoration that hides a completely provincial
building. The complex inscribed cross was probably borrowed from Con-
stantinople to Cappadocia (St George in Peristremma, St Gregory in Kar-
vala), and from there, perhaps, to Pontus and Abkhazia, but the construc-
tion of these provincial churches is deeply rooted in local architectural
traditions (pillars, strong walls, stepped buttress arches, etc.).
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ctuisi» B CB. KnmmMeHTe B AHKMpe COUeTarTCs C TAKMMM HEKOHCTAHTUHO-
MOTBCKUMM, KaK TPOMIIbI ¥ TIOUTH TIOJTHOE OTCYTCTBYME KAPHMU30B; B HUK-
Heli nepkBy AMopus KoHIa 830-X roL0B MO3aVKU U APYTOM «CTOMUYHBIV»
JleKOp COBMeIIAIoTCs ¢ BeCbMa MPOBUHIMAIbHOV KOHCTPYKI[MeEN Tepe-
CTPOEHHO B KPeCTOBO-KYITOJIbHBIN XpaM Oa3VIINKIHA.

HakoHel1, TpeTuii MyTb — MPOBMUHIMAbHOE TOAPAXKaHNWe CTOIUUHON
cuctemMe (dacagHOl MeKOpaluyiu: CIOKHO MPOPUIMPOBAHHBIM [ITYXUM
apkam, KUPIMYHON Tonuxpomuu u 1.1. Ho To, 4T0 B KOHCTaHTMHOIO-
Jie YaCTh KOHCTPYKIMM 3[aHMs (JIOTTaTKM Ha dacaje, Kagka opus mixtum,
HbsTHBIE apku), B YenTukaepe, Yauas! Kuuce, Yuasike, iIkouuu, Cue
MpeBpanaeTcs: IpeuMyIecTBeHHO B UMCTYIO AeKopallnio, CKPbIBAIOIIYIO
3a co00Jt COBEpIIEHHO MPOBUHIIMANIbHBIE TTOCTPOiiKK. Ciofa Xe OTHO-
CUTCSI ¥ 3aMMCTBOBaHMeE CJI0KHOTO M3BOAA BIMCAHHOTO KpecTa, BeposIT-
HO, 13 Koncrantunonons B Kannamokuio (B CB. [eoprus B [lepuctpem-
Me u CB. ['puropus B Kapsase), a oTTyna, BO3MOXKHO, B [IOHT 1 A6Xasuio:
HeCMOTPSI Ha YCIOKHEHHbI BUMaMy TJIaH 3[aHuii, caMa KOHCTPYKIMS
UX TITyOOKO YKOPEHEHA B MECTHBIX apXUTEKTYPHBIX TPAOULINUSIX (CTOJIIBI,
MOII[HbI€ CTE€HbI, CTYIIEHUYATO MOBBIIIAIIIMECS TOAIPYKHbIE apKU U [IP.).
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THE CONSTANTINOPOLITAN SCHOOL OF GEORGIAN BOOK
PAINTING IN 1070

The Georgian Gospel book (Shchuk. 760) in the State Historical Muse-
um in Moscow issued from the Romana Monastery near Constantinople
in 1070. It was commissioned for Prince Abaz of Kakheti, and appropriate-
ly adorned with the precious binding and miniatures of the Evangelists!.

The miniatures follow the canonical Byzantine types of seated Evan-
gelists? and share characteristic details with contemporary Greek book
painting from the capital. Nevertheless, a number of features clearly dis-
tinguish them from the Byzantine products: the incredible furniture and
the drapery pattern in the image of St Matthew, an arbitrary change in the
canonical position of St Mark, and the fragile body of St Luke inserted
in the cloud of his himation. The faces of the elder Evangelists are unre-
cognizable, the book stands of the younger ones are randomly orna-
mented with numerous golden lights, the desks of Matthew and Luke are
empty, and the proportions and positions of the figures are distorted. But
the silhouettes of the Evangelists are marked by emphasized expressive-
ness and grace. The faces stand out due to their simplicity of expression,

! Kldiashvili D. Gareja — Constantinople. Gospel Copied in 1070 in the Georgian
Scriptorium of the Romana Monastery by Theodore Garejeli // Georgian
Antiquities. 7-8. Tbilisi, 2005. P. 143-167. In Georgian; English summary.

2 Friend A.M. The Portraits of the Evangelists in Greek and Latin Manuscripts //
Art Studies. Cambridge, 1927. P. 134—-147.
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A.JI. CamuHcKutl

HesaBucumblit uccienoBaTeib, MockBa

KOHCTAHTHHOIIOJIbCKASI IIIKOJIA TPY3HCKOM
KHM>XKHOM >xuBonucu B 1070 rogy

B 1070 romy B MoHacTeipe PomaHa 6113 KOHCTaHTMHOTIONS OBIJIO HATM-
caHo rpysuHckoe YeTBepoeBaHresnue u3 ['ocygapCcTBEHHOTO UCTOPUYe-
ckoro myses B Mockse (Llyk. 760). 3aka3umk, apCcKuii IyXOBHUK TeBI0-
pe, mpegHasHayvasI ero A1 KaXeTHHCKOro IlapeBnuya Abasa 1 mogobalole
YKpacuJI [ParoleHHbIM OK/IaZoM M MMHMAATIOPAMM eBaHTeIMCTOB!.
MuHMATIOPbl, MACTEPCKM MUCIIOJTHEHHbBIE, TECHO CIJIETEHBI CO CTOINY-
HBIM UCKYCCTBOM, CJiefys] KAHOHMUYECKUM BU3AHTUIICKUM TUIIAM CUAS-
IIMX eBaHTeIMCTOB2 U pasfenssl XxapaKTepHble IOApPOGHOCTM M306pa-
SKeHMIt ¢ TpeyeCcKMMU PYKOTIMCSIMM CBOero BpeMeHU. TeM He MeHee Dsif,
0COOEHHOCTEI SICHO BbIIEISIET UX U3 BU3AHTUIICKOTO KPyTa KaK Uy>Kepo/I-
Hble CO3JaHus: HeBeposITHas ¢popMa IpeaMeToB Mebeau U AparnypoBKa
rumatust y Matdest, Tpou3BOIbHOE M3MEHEHVe KAHOHMYECKOTO MOIoKe-
Hust urypsl y Mapka, XpyIikoe TY/JI0BUIIE, BCTABJIEHHOE, Kak B QyTIIsp,
cpeny B3OYThIX CKAAAOK ruMaTus y JIyku. JIniia cTapuinx eBaHTelucToOB
Hey3HaBaeMbl, aHAJIOM MJIAJIINX O6eCITOPSIAOUYHO TTOKPBITHl OPHAMEHTOM,
paboune crosbl Matdes u JIyKU MYCThI, TPOTIOPLUNU U PAKYPChI GUTYD

I Kldiashvili D. Gareja - Constantinople. Gospel Copied in 1070 in the Georgian
Scriptorium of the Romana Monastery by Theodore Garejeli // Georgian
Antiquities. 7-8. Thbilisi, 2005. P. 143-167. In Georgian; English summary.

2 Friend A.M. The Portraits of the Evangelists in Greek and Latin Manuscripts //
Art Studies. Cambridge, 1927. P. 134—-147.
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and the colouring due to a special flavour given to the elder Evangelists
by sharp contrasts of colour, and to the younger ones by harmony
of the subtle shades of muted related colours. The Byzantine pattern of the
frames is rearranged to increase its decorative value and significance
in the miniatures’ colour scheme.

At the end of tenth and through eleventh century, the rite of Jerusalem
innate to the Georgian Ghurch was gradually replaced by the rite of Con-
stantinople, while the dominance of Syro-Palestinian culture in Georgia
gave way to the stronger Byzantine influence. Constantinopolitan minia-
tures of the Shchuk. 760 attest that the identity of Georgian art had not
yet been lost in the process.

Another hand, not trained in painting, is responsible for the abundant
ornamental decoration of the book: the Cross page, Eusebius’ Letter and
canon tables; the headpieces of kefalaia and the Gospels, and countless
initials. The agitated, almost wild forms of this ornament are akin to the
Georgian manuscripts of 1054 from Kalipos near Antioch!, which have
the same exceptional set of fourteen canon tables and the same recension
of the canons’ text?. Therefore, Romana and Kalipos must have been con-
nected by a direct link. The dedication of the eastern hermitage of Kali-
pos to the Archangels® may pertain to the nickname Angeloseli attached
to the name of Tevdore, the customer of Shchuk. 760.

The connection between Romana and Kalipos reveals one of the ways
by which the metropolitan influence could reach the Georgian monaster-
ies of Antioch. This explains the Constantinopolitan character of min-
iatures produced there and helps us to recognize, behind the splendid
facade, Georgian features related to Shchuk. 760.

U Camuncxuii A.JI. Tpy3MHCKIE ¥ IPeYecKie PyKOMCH TpeTbeit ueTsepty X1 B.
u3 obmactu AuTHOXMM // [IpeBHEpyccKoe 1cKyccTBo. CI16, 2004. C. 129-148.

2 Saminsky A. The Georgian Recension of Eusebian Canon Tables in Byzantine
Antioch // 2" International Symposium Georgian Manuscripts. Abstracts
of Papers. Tbilisi, 2013. P. 320-322.

5 Djobadze W. Materials for the Study of Georgian Monasteries in the Western
environs of Antioch on the Orontes. Louvain, 1976.P. 21.
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HeBepHbI. BMecTe ¢ TeM CUTY3Thl €BaHTENMCTOB OTMeUeHbl TOBbINIeHHOT
BbIPA3UTEIbHOCTbIO, PUCYHOK — HAPOUUTBIM U3siIecTBOM. JIniia 3ameua-
TeJIbHBI TIPOCTOTO BhIPAKeHMSI, KOJIOPUT — OCOOBIM KauecTBOM, M3BJie-
KaeMbIM Y CTapIIMX €BaHTeIMCTOB 13 Pe3KMX KOHTPACTOB I[BeTa, y MJIaji-
VX — Y3 TAPMOHUM TOHKMX OTTEHKOB MPUITYIIEHHBIX OM3KMUX IIBETOB.
BusaHTuUiickit OpHaMeHT Ha paMax MMHMATIOP ITIePeCTPOeH TakK, UTO BbI-
UTPBIBAET B IEKOPATMBHOCTH U MTOBBILIAET 3HaUeHMe 06paMIeHNs B IiBe-
TOBOM CTpO€ M300paskeHus.

B xonte X u XI Beke I'py3us mepexoaut ¢ MepycaanMcKOTo 60rociy-
’KeOHOTO ycTaBa Ha KOHCTaHTUHOIIONbCKMIA, OT CUPO-TTaIeCTUHCKO KyiTh-
TYpbl — K Bu3aHTuiickori. MuauaTtiopsl lllyk. 760 mokaspIBalOT, UTO Ha
STOM IIyTU TPY3UHCKOE VICKYCCTBO HE TEPSITIO CAMOOBITHOCTH.

Ipyroit pyke, He 06YUEHHOI KUBOMVCH, TIPUHAIEKUT OOMIbBHOE OpHA-
MeHTaJbHOe YKpauieHne Kuuru: Kpecra, ITncbma EBceBust 1 Tabmuil Ka-
HOHOB B ee Hauaje, 3aCTaBOK OIJIaBjieHMit ¥ EBaHTenMii — B OCTaJIbHOM
yactu. TeMepaMeHTHBIV PUCYHOK ¥ (DOPMBI 3TOTO OpHAMEHTA CPOAHU
rpysMHCKMUM pykomucam 1054 ropa us Kanumnoca 613 AuTroxun!, ume-
IOIIMM TO JXKe peKoe umcio tabmuil (14) u Ty ke pemakIMio TeKCTa Ka-
HoHOB2. Mexxay Pomanoit u Kanumocom, Takum 06pas3om, CyliecTBoBaa
npsiMasl CBsI3b. BocTouHas mycThiHb Kanumoca mocssianach ApxaHre-
J1aM>, 4TO MOIJIO OBITh IPMYMHOI MPO3BaHMSI AHIeI03e/M, KOTOPhIM 3a-
Kasunk IIyk. 760 TeBmope AOMOTHUI CBOE UMS B KOJIOOHE 3TOI PyKO-
TTUCH.

Cs3b Mexxny Pomanoit n Kanumocom o6HapyskMBaeT OOUH U3 MyTel,
KOTOPBIMM CTOJIMYHBIE BESTHMSI MOTJIV TIPOHUKATD B TPY3MHCKIE 0OUTENTN
AHTUOXMM. DTO OOBICHSIET HEOKUAAHHbBI KOHCTAaHTMHOIIOIbCKMI XapaK-
Tep UX KHVKHOV MMHUATIOPHI M TIOMOTaeT pa3jinduThb 38 HUM I'Py3UHCKIE
yepTsl, 0611Me ¢ [Iyk. 760.

! Camumckuii A.JI. Tpy3sMHCKYE ¥ TPeYeCKyie PYKOIMCH TpeTheit ueTBepty X1 B.
13 o6macT AuTHoXUM // [IpeBHepyccKoe ucKyccTBo. CI16., 2004. C. 129-148.

2 Saminsky A. The Georgian Recension of Eusebian Canon Tables in Byzantine
Antioch // 2" International Symposium Georgian Manuscripts. Abstracts
of Papers. Thilisi, 2013. P. 320-322.

5 Djobadze W. Materials for the Study of Georgian Monasteries in the Western
environs of Antioch on the Orontes. Louvain, 1976.P. 21.
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ON THE QUESTION OF STYLISTIC TRENDS
OF THE 12™-CENTURY BYZANTINE PAINTING

The aim of the communication is to trace the main trends in the
12th-century Byzantine painting and to point to their possible connection
with certain tendencies in the spiritual life of the time.

The twelfth century in Byzantium witnessed an increase of tension be-
tween two world-outlook stands. The one was connected with the tradi-
tion of harmonious coupling of the Orthodox faith with classical culture.
The other one — with the tradition of admiration for the ascetic spiritual-
ity that is in no need of secular education. Since the position of the intel-
lectuals is better articulated, there is an impression that it was them who
initiated the conflict. It is very likely, considering how this social group
was affected by the consequences of the change of the ruling regime in
1081. Prior to this date the intellectuals were integrated in the ruling
class. Afterwards not only the higher military command, but also the clue
positions in civil administration and palace services were monopolized by
representatives of the Komnenian clan.

At the same time Alexios I Komnenos, with his edict of 1107, attracted
many intellectuals to the Church service. Many aristocrats of the 12t cen-
tury patronized intellectuals, and some even were known as intellectuals
themselves (sebastokrator Isaac Komnenos, Anna Komnene).

Still, there is reason to assume that, being innovators in their rule, the
Komnenoi sought first and foremost the approval of the monks, whose
spiritual authority was traditionally great.
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O.B. Osuaposa

TocymapCTBEeHHBIV MHCTUTYT UCKYCCTBO3HAHMS,
Mocksa

K BOIMPOCY O CTUIMCTUYECKUX TEHAEHIIMSIX
BU3AHTUIMCKOM >KUBOITIMCHU XII BEKA

Llenb coob6IeHMs — MPOCAeAUTb OCHOBHbIE TEHAEHLIUM B CTUIe BU3AHTUI-
ckoii skuBomucy XII Beka 1 BhISIBUTH X BO3MOKHYIO CBSI3b C HEKOTOPBHIMU
TpolieccaMy B JyXOBHOM KU3HU 3TOTO BpeMeH!.

XII Bex B BusauHTum craa cBumeTeseM 060CTpeHMSI MPOTUBOPEUNIi
MEXIY IBYMSI MMPOBO33peHUeCKMMM Mosunysamu. OmHa O6bla CBsI3aHa
C TpamuIyeit TapMOHMYHOTO COYETAHMS TTPAaBOCIaBHO BepPbl U ITYOOKOTO
3HAHUS KJIACCUUECKOH KyJIbTYPbl — aHTUYHON IUTEPATYPHI U GUI0CODUN.
Ipyras — ¢ Tpaguiiuei MpekJIoOHeHNs Mepe]] aCKeTUYeCKOii JYXOBHOCTbIO,
He HY)KIawIeiicss B CBETCKOM 006pa3oBaHuu. [IpydeM IMOCKOIbKY MO3MU-
1M1 UHTEJIJIeKTYaJIOB apTUKYIMpOBaHa Jydllle, CO3JaeTcsl BlieuaTieHue,
UTO MHUIMATOPAMU KOH(IMKTA OBLIM MMEHHO OHM. ITO He MCKIIIoUe-
HO, YUMUTBHIBASI, UTO NAHHYIO OOIIECTBEHHYIO TPYIIITY ITOCTENCTBMSI CMEHbI
npaBsiero pexkuma B 1081 rogy 3aTpoHy/IM B HaMOObIIeii cTeredu. 1o
TOTO MHTEJIJIEKTYaJTbl ObIIV MHTETPUPOBAHbI B ITPaBSIIIYI0 BePXYIIKY. [To-
CJie — He TOJIBKO BbICIIIEe BOEHHOE KOMaHI0BaHMe, HO ¥ KJITI0UEBBIE TTOCThI
B TPAXXIaHCKOM aAMMHVCTPUPOBAHMM U B CITY3K6aX IBOPIA MOHOITOIM3M-
DPYIOTCS IPeICTaBUTENSIMU KOMHMHOBCKOTO KJIaHa.

B T0 xe Bpems Anekceii I KomHyuH cBouM 3aukTom 1107 roma mpuBiex
MHOTHUX MHTE/IEKTYaJIOB Ha 1IePKOBHYIO CIY)XOy. MHOTME apuCTOKPAThI
XII Beka 0Ka3bIBaaM MOKPOBUTENBCTBO MHTEIEKTyajaM B YaCTHOM T10-
psIiKe, a HEKOTOPbIe M caMM ITPOCIaBMIMCh KaK TaKOBbIe (HaIllpuMep ce-
BacTtokpatop Mcaak KomauH 1 AHHa KoMHMHA).
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Having found themselves in a lower social position and in a situation of
constantly growing professional competition fostered by traders and arti-
sans investing in their education, the intellectuals began to defend their
values with a new vigour.

In the 12t century, the ascetics were criticized both by independent
literary men, such as John Tzetzes, and by the learned church hierarchs,
such as Eustathios of Thessalonike. According to P. Magdalino, in this
time ‘the Orthodox with whom the clerical elite felt most at home were
not those with whom they shared a religious vocation, but those with
whom they shared the codes they had learned at school and tested in the
“theatre” of rhetorical performance. The Orthodoxy they sought to im-
pose consisted essentially of the values of the educated Constantinop-
olitan elite, which regarded the “outer learning” as indispensable to the
“inner learning”!.

This notwithstanding, the circumstances, as they turned out in the 12t
century, mostly were good for monks. And if their expansionism reached
its highest point in the 11t century (R. Morris), their proprietorial rights
were substantially strengthened in the 12t. Of especial importance here
are the chrysobulls of Manuel I Komnenos issued in 11462 and 11583.

The fact that in the 12 century a great success was reached by monks
in their economical practice, which is borne out, in particular, by Eusta-
thios of Thessalonike’s criticism, does not mean that they stopped per-
fecting themselves in ascetical practice. The typika of the considered pe-
riod grew more severe not only in defending monastic independence and
forbidding any outside interference, but also in disciplinary prescriptions
concerning monks themselves. It is these stricter rules that are taken as
models by Komnenian aristocrats devising typika for their own monastic
foundations. Close ties of aristocrats with ascetics are further borne out
by epistolographical evidence (for example, letters addressed by Iakovos
the monk to sebastokratorissa Eirene).

As it was shown by O.S. Popova, the Byzantine painting’s ascetic trend
developed through the whole 12" century, assuming most different forms,
from the retrospective ones, as in Asinou (1105-1106) and Novgorod’s

I Magdalino P. The Empire of Manuel I Komnenos, 1143-1180. Cambridge, 1993.
P. 389.

2 Cokonos .M. CocTosiHMe MOHAIIeCTBa B BusaHTuiickoii LiepKBu ¢ cepeHbl
IX no nauana XIII Beka (842-1204). CII6., 2003. C. 170.

5 Tam sxe.
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Bce ske ecTb OCHOBaHMS ITOJIaraTh, YTO, OYAYYM HOBATOPAaMM B CBOEM
npasyieHn, KOMHMHBI B IEPBYIO OYepeb CTPEMWINCH 3aPYUYNUTHCS IO -
JIeP>KKOV MOHALIEeCTBYIOUIMX, Yell yXOBHBIV aBTOPUTET B BU3AHTUIICKOM
001I1eCTBE TPAAUIIVIOHHO OBIJT OUeHb BEJIUK.

OkasaBmIMCh B CUTyallMM COLUMAIBHONM NMPUHMKEHHOCTU U >KECTKOM
npodeccMoHaTbHOM KOHKYPEHIIMY, POCTY KOTOPOJi ClIocO6CTBOBAJIA pa-
Hee HaMeTUBIIASICSI TEHIEHIIVSI MHBECTMPOBATh B 00pa3oBaHMe CO CTOPO-
HbI TOPTOBO-pPeMeCIeHHbIX KPYTOB, MHTEJUIEKTYaJIbl C HOBOM CWJION HaUM-
HaIOT OTCTaMBaTh CBOU IEHHOCTH. [T03UIIMS UX TTOUYAC TIPUOOGPeTaeT IPKO
BbIPaKEHHBI OXpaHUTENbHBIN XapaKkTep.

B XII Bexe kpuTHMKa B aipec aCKeTOB MCXOAUT CO CTOPOHBI KaK He3aBU-
CUMBIX InTepatopoB Tuna MoanHa llena, HemOBOIBHOIO CTPEMIIEHMEM
apMCTOKPATOB yKpallaTh CBOM TOMOBBIE IIePKBY BepUTaMy MOABVKHU -
KOB (JIO>KHBIX, IT0 MHEHMIO aBTOPA) BMECTO MKOH, TaK M YYEHbBIX LIE€PKOB-
HbIX MepapxoB, Kak EBcradmii ComyHCKuit, aBTOp TpakTaTta «0603peHne
SKM3HM MOHAIIECKOV C TOUKY 3peHMs TPeOYIOMMXCS B HEll YaydIIeHUit».
Kak nmumrer IT. MarmanamMHo, B 9TO BpeMsl «IIpaBOC/IaBHbIE, TTI0 OTHOLIEHUIO
K KOTOPBbIM II€PKOBHASI 3/IMTA UCITBIThIBAIA HaubOIbIlee PONCTBO, OB
He Te, C KEM OHa pa3feJsiyia LlepKOBHOe MpU3BaHNMe, HO Te, C KeM OHa pas-
Jlensiia HOPMbI IOBeZeHMsI, YCBOEHHbIEe B IIKOJIe U MMPOTeCTMPOBAHHbBIE
Ha “TeaTpe” puTopMueckoro rnepdopmanca. [[paBociaBue, KOTOPOe OHa
CTpeMMIach HaCaAuThb, COCTOSIIO, TTO CYTH, U3 LIEHHOCTe 06pa3s0BaHHO
KOHCTAHTMHOIIOIbCKOI JIMThI, KOTOPAs CYMTAIA “BHEIIHee (CBETCKOe. —
0.0.) o6pasoBanne” HeOOGXOOMMbBIM ISl “BHYTPEHHEro (PeJUruo3HO-
ro. — 0.0.)”»!. [IpumeuaTenbHbl B JAHHON CBA3YM YHUUTOXKEHME 10 T1a-
TpUapueMy pacropsbKeHUIO XXUTHUS CB. [TapackeBbl DNIMBATCKONM Ha TOM,
MTO-BUAMMOMY, TOJIBKO OCHOBaHMM, UTO OHO OGBIJIO HAIMCAHO Ha MPOCTO-
peunu, ¥ pa3dbupaTesbCTBa 110 IeJlaM MOHAX0B, OOBMHSIEMbIX B pa3/Ind-
HbIX HEKAHOHMNYECKUX MMPAKTUKAX.

HecMoTps Ha 3T0, B 11eJI0M 06CTOSITENIbCTBA, CIOKMBIIMecs B XII Beke,
OBLIM I MOHAIIIECTBA OIAaTONPUSITHBIMU. M eCu MUK ero 9KCIaHCKUO-
HUCTCKMX TeHAEHIMI TpuiIesncs Ha npeapiayiiee cronetue (P. Moppuc),
TO MMeHHO B XII Beke MOHaCTBhIPM 3HAYMUTEIbHO YKPENMJINCh B MTpaBax
COOCTBEHHMKOB Ha paHee NMpuobpeTeHHble BaameHus. OCO6EHHO I0-
KasaTeJbHbl B 3TOM OTHOLIeHUM xpucoByabl Manymnna I KomHuMHa OT
1146 u 1158 roma. IlepBbIM U3 HUX MMIIEPATOP PACIOPSIONUICS, YTOOBI

I Magdalino P. The Empire of Manuel I Komnenos, 1143-1180. Cambridge, 1993.
P. 389.

103



Antonijev monastery (1125), to the innovative ones, as on the Kanellopu-
los’ miniature (1133), and later in murals like those of Arkazhi (1189).
The classical trend, after its extraordinary rise in the second half of the
11t century, also did not stop but continued its movement towards greater
spiritualism of images, as is evidenced by “The Virgin of Vladimir”, Sicil-
ian mosaics of the middle of the 12 century, the frescoes of St Demetrios
cathedral in Vladimir (ca 1195). The concept of diversity of the Byzantine
painting’s stylistic evolution in the 12 century, to which we adhere, fol-
lowing O.S. Popova, contradicts views of scholars such as O. Demus, who
insisted on the unity of the process, yet it accords well with the struggle
of different world-outlook tendencies, taking place in the same period.
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KOHCTaHTMHOIIOIbCKME MOHACTBIPU «HE TepIIeu yuepba OT TOTro, eCIu
OBl MPUMHAJIEXAIIME UM JOKYMEHTHI Ha ITPaBO BJIaIeHNSI UMEHUSIMU OKa-
3a/11Ch B YeM-HMUOYIb HeLOCTATOUHBIMM» . A BTOPBIM B IIPMHLIMIIE eJal
BO3HMKHOBEHME MOJ0OHBIX CITOPOB HEBO3MOXKHBIM. V160 «Kak Ka3Ha He
3aTeBaeT CIIOPOB caMa C C060I0, TaK U CBSATHIE MOHACTBIPHU... HE TOJIKHBI
MCCIIeIOBAThCS TTOCHIIbHBIM OT Ka3Hbl B HE3aBUCUMMOCTU OT TOTO, €CTh JIU
y Hero IJIsl 3TOr0 OCHOBAHMS W/IU HET»2,

@aKT TOro, uTo MOHax¥ B XII BeKe TOOMBAIOTCS OOIBIINX YCIIEXOB B XO-
351/ICTBEHHOI AesTebHOCTHU, O YeM CBUIETENIbCTBYET, B YACTHOCTU, KPU-
tuka EBcTadust ComyHCKOTro, OTHIOAb He 03HAYAeT UX OTKa3a OT COBep-
IIIeHCTBOBAHMS B MpaKkTUKe acKeTU4eckoit. MoHACThIpCKME TUTTMUKOHDI
KOMHMHOBCKOJ 3M0XM, OTCTauBas He3aBUCUMOCTb ¥ HEIIPUKOCHOBEH-
HOCTb CBOMX BJIaJIeHMI1, OMHOBPEMEHHO CYIECTBEHHO 60JIee CTPOrUMMU
IeNaloT MpaBuiIa KMU3HM CaMOii MHOUeCKoi 6paTuu. VI MMeHHO Takue
ycTaBbl 6epyT 3a 06pasel], OCHOBbIBASI HOBbIE OOUTENN, TIPEACTABUTENN
kinaHa KomHuHOB. O TeCHOI CBSI3M MOCIEAHUX C aCKeTaMy CBUIETeb-
CTBYIOT CpeIy IMPOYEro JaHHbIe IMMCToMorpaduy (HarpMumMep m1uchbMa Mo-
Haxa MakoBa ceBacTokpaTopucce VipuHe).

Kaxk 65110 1T0Ka3ano O.C. I[TomoBoii, ackeTnueckast TEHIeHIVMs B BU3aH-
TUICKOM >XMBOMIMCKU pa3BUBAETCS Ha BceM MpoTspkeHuM XII Beka, mpo-
SIBJISISE ce6sT B caMbIX pasHbIX (opMax, OT PeTPOCIIEKTUBHBIX, Kak B ACK-
Hy (1105-1106) u HOBropogckoM AHTOHMEBOM MoHacThipe (1125), mo
HOBATOPCKMX, Kak B nucte Kanemnomnynoca (1133), a B KOHIle CTONETUS
B maMsITHMKaX Turma dpecok Apkaxkeit (1189). B To ske BpeMs Kiaccuue-
CKast IMHUS TI0C/Ie HeOOBIUaifHOTO CBOETO IO beMa BO BTOPOIi ITOJIOBUHE
X1 Beka B CJie[lyIOIlleM CTOJEeTUM TaKke He MpeceKkaach, HO MPOLOIKMAIIA
IBVKEeHME KO BCe OOJIbIIell CiMpuTyanusanuyu obpasa, Kak 0 TOM CBU-
IleTebCTBYIOT, HAMpUMep, MKoHa «boromarepsb Biagumupckas», CULIU-
Juiickue Mo3auku cepenuusl XII Beka, hpecku JIMUTPUEBCKOTO cobopa
BO Biramumupe (ok. 1195). AprymenTupyemast Hamu, Bcen 3a O.C. IToro-
BOJi, HEOIHOPOAHOCTb CTUIMCTMUUECKOI 3Bomonyu XII Beka mpoTuBope-
YUT ee MHTepIpeTalyun Kak equHOTO Mpoliecca y TakMx UccaefoBaTesei,
Kak O. [leMyc, OHaKO BIIOJIHE COOTBETCTBYET ITPOTUBOOOPCTBY PasHBIX
MMPOBO33peHUeCKMX TeHAEHIMII B KyJIbType 3TOTO BpeMeHM.

1 Cokonos .M. CocTosiHME MOHANIECTBA B BusaHTuiickoit LIepKBM € cepenmHbl
IX o navasna XIII Beka (842-1204). CII6., 2003. C. 170.
2 Tam xe.
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ON THE DATING OF TwO MOSAIC ICONS OF ST GEORGE
AND ST DEMETRIUS IN XENOPHONTOS MONASTERY
ON MOUNT ATHOS

The paper is devoted to paired mosaic images of Saint warriors in Xeno-
phontos monastery. High technical skill and artistic features of the icons
made art historians to regard them as the masterpieces of Constantinop-
olitan workshops. However the dating of these icons is discussed till now.

V. Lazarev, E. Tsigaridas and O. Popova attributed them to the second
half of the 12 century and compared the icons with the frescoes of St De-
metrius Cathedral in Vladimir (1190s). That mural painting was cited as
a stylistic analogy for the icons from Xenophontos monastery by O. De-
mus and L. Lifshits. They dated both mosaic images to the time of about
1200 and the end of the 12t century respectively.

Another point of view is held by A. Xyngopoulos and N. Chatzidaki.
They believe that the icons of St George and St Demetrius were created
in the late 11t — early 12t century. This opinion was confirmed by I. Tav-
lakis. The scientist supposes that these mosaic images were mentioned
in the inventory of monastery in the 11t century. According to Tavlakis
the icons were made in 1079 for Stephen, who became a prior of Xeno-
phontos monastery later. I. Tavlakis compares the icons of Saint warriors
with the mosaics in the monastery of Daphni (about 1100) and the min-
iatures of cod. Coislin 79 from the National library in Paris (1078-1081).
The purpose of this paper is to show that the mosaic icons from Xeno-
phontos monastery belong to the late Comnenian period. It is evidenced
by the interpretation of the images of saints, the principle of modeling
a plastic form and spatial structure of the icons.
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I.A. Ckobyosa

Mesko61acTHOe HayYHO-PeCTaBpalOHHOe
XYIOKECTBEHHOE yIIpaBjieHye, MOCKBa

K BOIIPOCY O BPEMEHU CO3JAHUS MO3ANYHBIX NKOH
cB. 'EOPIrus u CB. JMUMUTPUS N3 MOHACTBIPS
KCEHO®OHTA HA A®OHE

Ioksan MocBsiieH AByM MapHbIM MKOHAM CBB. BOMHOB ['eoprust u JumMu-
Tpusl, XpaHSAIUMcs B KadoarkoHe adhoHCKOro MoHacThIps KceHodoHTa.
BpicOKOe TexHMYECKOe MAaCTePCTBO U XyLOXKeCTBeHHbIe KauecTBa, OT/IN-
yalole 3TV MO3auyHble 00pasbl, JAIOT KCCIeI0BaTeISIM OCHOBAHME CUM -
TaTh UX MPOU3BEIEHUSIMM KOHCTAHTUHOIIOJbCKUX MacTepckux. OmHako
OTHOCUTETbHO BPEMEHU CO3aHMs 06eMX MKOH B HAYUHOII IUTEpaType M0
CUX TIOp BeeTCs MoeMuKa.

B.H.Jlazapes, E. Hurapuaac u O.C. [lorioBa oTHeC/IM 3TU MaMSITHUKNA
KO BTOpOI1 mosioBuHe XII Beka 1 comocTaBuIu ux ¢ ppeckamu IMUTPUEB-
cKoro cobopa Bo Bragumupe 1190-x TomoB. ATy ke POCIIMCH TTPUBOIUIN
B KauecTBe CTUIMCTUUECKOM aHajaoruu Ay ukoH u3 Kcenodonra O. [le-
myc 1 JI.W. JIndmiy, naTupoBasIie MO3andHbie 00pa3bl BpeMeHeM OKO-
710 1200 ropma u koH1oM XII cTo/eTus COOTBETCTBEHHO.

Ipyroit Touku 3peHust npupepxupatorcs A. Keuuromynoc n H. Xansu-
JaKu: OHU TI0JIaraloT, UTO UKOHBI CB. ['eoprus u cB. IMMUTPHUS ObIIN BbI-
TToJIHeHbI B KoHIIe XI — Havaste XII Beka. MHeHMe 06 X paHHe JaTUPOBKe
paspenset U. TaBnakuc. YUeHbI CUMTAET, YTO ITU MO3aUUHbIe 06Pa3bl
YIIOMSIHYTbI B OTIMCYM MOHACTBIpCKOTO MmyilnecTBa XI Beka. CormacHo
TaBaxkucy, UKOHBI 66U co3maHbl B 1079 roay mo 3aka3y Credana, BIo-
CJIeICTBUM CTaBLIEro HacTosiTeseM MoHacThIps Kcenodonrta. I[Tpu sTom
MCCIeoBaTelb CPAaBHMBAET UX C MO3aMKaMy MOHACThIps TadHM 0KoIo
1100 roma n muamatiopamu u3 Cinos MoanHa 3natoycra 1078-1081 romos
(HaumonanbHas 6u6nnorexa ®paniuu B [Tapuske, Coislin 79).

3afavya HACTOSILEro COOOIIeHMs MoKa3aTh, YTO MO3aMUHbIe MKOHBI U3
MOHAacThIpsT KceHODOHTA OTHOCSITCS K TTO3THEKOMHMHOBCKOMY TI€PUOLY,
0 YeM CBU[IETETbCTBYIOT TPAKTOBKA 0O6PA30B CBSITBIX, IIPUHIIUII ITOCTPOE-
HMS TUIACTUYECKO (hOPMBI ¥ ITPOCTPAHCTBEHHO CTPYKTYPbI M300paskeHMIA.
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FEATURES OF “BYZANTINIZATION” IN SERBIAN ARCHITECTURE
DURING THE AGE OF KING MILUTIN (1282-1321)

The change in the political orientation of the Serbian state on the
eve of the 14™ century was focused on replacement and succession
to the weakened Byzantine Empire politically and militarily. After two-
century domination of the “rashka school” with its strong Romanesque
influences in the Serbian architecture, this created a new stylistic trend
called the “Serbian-Byzantine style”, which found its highest expression
in the architecture and painting of the time of king Milutin. This style was
firmly assimilated in the architecture of Serbia, developing along with the
monuments of the “rashka school” the image of the national Church en-
riched by the artistic heritage of the Byzantine Empire in the age of its last
rise. Starting from the architecture of Hilandar monastery on Athos, pass-
ing through the modern trends of metropolitan and regional architecture
and actively employing the “rashka“ tradition, the architecture of king
Milutin came to the origins of Eastern Christian construction. The process
of architectural byzantinization developed in a rather complicated way in
Serbia, neither as a direct way of borrowing, nor as a gradual development.
It was closely intertwined with various political and cultural events in the
country and depended on them to varying degrees. The great creative
activity of king Milutin was in full symphony with the Serbian Orthodox
Church and its clergy.
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A.A. BopoHosa

[TpaBocnaBHbIi CBATO-TUXOHOBCKUI I'yMaHUTaPHbII
yHUBepcuTeT, Mocksa

OCOBEHHOCTU «BU3AHTUHU3ALIMN» CEPBCKOI APXUTEKTYPBHI
B BIIOXY KOPOJISI MWIVTUHA (1282-1321)

Vi3MeHeHMe OMUTIYECKOI opueHTary Cep6CKOTO TOCyIapCTBa Ha 1o-
pore XIV Beka ObII0 HalleJIEHO HA 3aMEeHY U HacaeIoBaHMe UM 0c1abiieH-
HOJi B MOIMTMUYECKOM ¥ BOEHHOM IlJIaHe BusaHTtuiickoii ummnepun. ITocie
IIBYXBEKOBOTO TepMO/ia TOCIIONCTBA B CEPOCKOI apXUTEKType «PamiCcKoi
IITKOJIbI» C CUJIbHBIMY POMAHCKMMM BJIMSIHUSIMUM 3TO CO3/aJI0 B MCKYCCTBE
HOBYIO CTUJIMCTUYECKYIO TEHIEHIMIO0, HA3BaHHYIO «CepOCKO-BU3aAHTUI-
CKUM CTUJIEM», YTO HAIIJIO CBOE HaUBbICIIee BbIpaskeHMe B apXUTEKType
Y SKUBOTIMCY BpEMeHM KOpoyist MUTyTyHA. DTOT CTUITb ObIT IIPOYHO YCBOEH
B apxuTekType Cepbun, pa3BuB HaPSIAY C MaMSITHMKAMY PAIICKO ITKOJTbI
06pa3s HaIMOHAIbHOJI IIEPKBY, 0OOTAIEHHbII XYI0KeCTBEHHBIM Haclie-
nvieM BU3aHTUIICKON MMITIEpUM B 3TIOXY €ro IMocjefgHero B3yiera. Hauas
oT aOHCKOI apXUTEKTYPbl XMUIaHIapa, POl uepe3 COBpeMeHHEbIE Te-
YeHUs CTOMYHOI Y PerMOHa/IbHOM apXUTEKTYPbl ¥ aKTUBHO UCIIONb3YS
palickue Tpaauiuu, 3044ecTBO KOposisi MuIyTHHaA BEpPHYJIOCh K MCTOKaM
BOCTOYHO-XPUCTUAHCKOI'O CTPOUTENbCTBA. [Tpo1ecc BU3aHTUHMU3ALIUM ap-
XUTEKTYPbI TTpoucxoami B Cepbun TO0CTaTOYHO CIOKHBIM 06pa3soM U OT-
HIOZb He ObLT MPSIMBIM ITyTEM 3aMMCTBOBaHWI MM TIOCTETIIEHHOTO pas-
BuUTHs. OH TeCHO TeperuieTaics ¢ pa3sHOOOPa3HbIMM MOJUTUUECKUMU
Y KYJbTYPHBIMM COOBITUSIMU B KM3HU CTPAHbI M 3aBUCET OT HUX B pas-
JnuyHOM creneHu. KosoccanbHast co3uaaTesibHast AesITeIbHOCTb KOPOJIST
MutyTrHa TpoNCXoauiIa B oaHoi cumbonmm ¢ Cepbekoii ITpaBociaBHOM
LlepKOBbIO U ee TyXOBEHCTBOM.
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THE SPECIAL FEATURES OF THE CHURCH OF THE PROPHET
ELJAH IN THESSALONIKI: THE PROBLEM OF REGIONAL TRAITS
IN THE LATE BYZANTINE ARCHITECTURE

There was, as we all know, a development of a special regional trend in the
architecture of Thessaloniki at the turn of the 13t — 14th centuries repre-
sented by such monuments as the Church of St Panteleimon, the Church
of St Catherine, and the Church of Sts Apostles.

Erected in the third quarter of the century, the Church of the Prophet
Elijah shows a lot of similarities with those monuments, on one hand.
They can be found in the core of the layout, principles of proportioning,
and the use of some special constructive and decorative elements. On the
other hand, a number of the significant features of that church do not fit
into the proposed scheme.

The Church of the Prophet Elijah is not just the largest and the most
spectacular among the monuments of Thessaloniki. It has a unique vol-
ume-spatial composition complicated by domed chapels, narthexes, and
side conches. The church represents a five-domed trikonch with a large
cupola narthex. The interior makes a very solid and harmonious impres-
sion despite its complexity and multipart structure. It is achieved through
the use of the trikonch plan and the special modification of a cross-domed
church with four columns moved to the corners of the dome square.

The origins of the elements of that original volume-spatial composition
(five domes, trikonch plan, etc) can be traced back to several late Byza-
ntine artistic centers, such as Thessaloniki, Athos, and so on. However,
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C.B. Manvuesa

CaHkr-IleTep6yprckuii rocyqapCTBeHHbBI YHUBEPCUTET,
Cankr-Iletep6ypr

OCOBEHHOCTU XPAMA ITPOPOKA WiTn
B CAJIOHMKAX U ITPOBJIEMA PETMMOHAJIbHBIX HAIIPABJIEHUIA
B IO3JHEBU3AHTUICKOM APXUTEKTYPE

Kaxk n3BecTHO, B apxuTekType CamoHuK Ha pybeke XII[-XIV BeKoB cKia-
IbIBaeTCS 0cob60e pervoHasbHOE HalpaBJieHMe, MpPeCTaBIeHHOe Ta-
KMMM NaMITHMKaMM, Kak nepkBu CB. [lanTenenmona, CB. EkaTepuHbI
1 CBB. ATIOCTOJIOB.

Xpam IIpopoka Unumu, Bo3BeeHHbIV B TPeTbell YeTBePTU CTOJETUS,
C OIHO¥ CTOPOHBI, 0OHAPYKMBAET OMPEeTeHHYI0 CBSI3b C STUMM TaMsIT-
HukamMu. OHa OTYACTY TIPOSIBJISIETCSI B OCHOBE TIJIAHOBO¥ CXeMbl, B TIPMH-
LMIIax MPOMOPLVMOHUPOBAHUS TTIOCTPO KM, B UCTIOJIb30BAHUM HEKOTOPBIX
crienuIecKuX KOHCTPYKTUBHBIX 1 TEKOPATUBHBIX 371eMeHTOB. C Ipyroit
CTOPOHBI, TIEJIBII PSIMT, CYIIECTBEHHBIX 0COOEHHOCTEH XpaMa B 3Ty CXeMY
He BIMChIBAIOTCS.

Xpam IIpopoka Vnuu — He TOJbKO CaMblii KPYyHHbINA U 3P heKTHbI
cpeny CaJIOHMKCKUX MaMSITHUKOB. OH YHUMKaJeH IO CBOeil 00beMHO-
MIPOCTPAHCTBEHHO KOMIIO3UIIMM, 3HAUUTEIbHO YCI0KHEHHO 3a CcYyeT
KYTTIOJIbHBIX TIPUIEJIOB, HAPTEKCOB ¥ OOKOBBIX KOHX. XpaM IMpeACcTaBIsieT
€006071 MSITUTIABBIA TPUKOHX C OOV PHBIM KYITOJIbHBIM HAPTEKCOM-TTUTHA.
BHyTpeHHee MPOCTPaHCTBO, MPU BCeli YCI0KHEHHOCTY €10 MHOTOYaCTHOI
CTPYKTYPbI, TPOU3BOAUT YOUBUTENbHO 1leJIbHOEe ¥ TapMOHUYHOE BIlevaT-
JleHue. DTO AOCTUTAETCS B TOM UMC/Ie 3a CUeT MCIO0Ib30BaHMUS TPEXKOH-
XOBOT'O IIJIaHAa ¥ 0C000i1 MoaMMUKAIIMM KPeCTOBO-KYITOJIbHOIO XpaMa Ha
yeTbIpex KOJOHHAX, OTOABMHYTHIX K yIJIaM MOAKYIIOJIbHOTO KBagpaTa.
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the scale of the monument and its exceptional artistic quality suggest
possible ties with Constantinople.

Is the architecture of the Church of the Prophet Elijah the product
of the evolution of the local artistic tradition or some sort of outside in-
fluence? How the most important of late Palaeologan architecture trends
were interpreted in that monument? Were there any similar tenden-
cies in the architecture of the 14" century? The presentation is aimed
to explain the nature of that unique synthesis.
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VICTOKM OTHEeIbHBIX 3JIEMEHTOB 3TOJ OPUTMHAIbHOI 00beMHO-IIPO-
CTPAHCTBEHHOV KOMITO3UIUM (TISITUL/IaBME, TPEXKOHXOBAsI IIJIaHOBAs
cXeMma ¥ Ap.) MOTYT OBbITh ITPOC/IEsKEHBI B HECKOIbKIX MTO3THEBU3aHTUI-
CKMX XYHOKEeCTBEHHBIX I[EHTPaX, TaKUX Kak camyu CasoHuKkM, AQOH U ap.
OpHako MacuITab MaMsITHMKA U €T0 UCKIIOUUTETbHOE XYI0KeCTBEHHOe
KayeCTBO YKa3bIBalOT, CKOpee, Ha CBSI3b ¢ KOHCTaHTMHOIO/IEM.

SABnsercs iu apxutekTypa xpama [Ipopoka Vinu pe3ynbTaToM 3BOJIO-
LMY MeCTHOJ Xy 05KeCTBEHHOM TPaAULIUY UJIX HEKOTO CTOPOHHET0 B~
Hus1? Kak B JaHHOM MPOU3BeeHNM MHTePIIPEeTUPYIOTCS BaxkHeIne st
03 HenaneoJ0r0OBCKOr0 3044eCTBa TeHAeHIMM? Bblan i B apXUTEKType
XIV Beka ApyTue aHAJOTUYHBIE SIBJIeHNI? B mokiane 6ymeT MpearpuHsITa
TTOTBITKA OOBSICHUTD MIPUPOY STOTO YHUKATBHOTO CUMHTE3A.
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THE FRESCOES OF PALEOMONASTIRO IN ACHAIA, PELOPONNESE

Small Taxiarchoi church in Paleomonastiro near Aigaleion in the Northern
Peloponnese, with a large parekklesion, is adjacent to the rock asketerion
of St Leontius (d. in 1403-1416). The Saint descended from a noble fam-
ily in Monemvasia, was educated in Constantinople, lived on mount Athos
and retired to this asketerion near Aigaleion. Murals of the church were
published in 2001 by A. Kumusi and A. Mutsali, and in 2016 by N. Zarras.

1. The iconographic programme corresponds to the paintings of the
great churches of the 14t — the first half of the 15 century: the prophets,
the angels and the Pantokrator in the dome are similar to the programme
of Peribleptos in Mystras and the Novgorod ensembles of the second half
of the 14 century. Murals of the church and parekklesion contain Gos-
pel and Passion cycles with rare scenes, and the Miracle at Chonae; rare
are also the scenes of Moses before the burning bush over the apse of one
of the aisles.

2. Style. A limited range of ochre and blue shades with “negative” high-
lights corresponds to the ensembles of Byzantium and Russia of the sec-
ond half of the 14t"-15% century, linking Taxiarchoi with the “expres-
sive” trend of the Palaeologan period, but not completely. Obvious here
is also a classicistic trend: illusionist architecture, intricately designed
hills, clear construction of the compositions, three-dimensional figures
in dynamic poses, graceful gestures, noble faces. Several masters were
working here: the representative of the classicistic trend, similar in his
manner partly to Theophanes the Greek and partly to Manuel Eugenikos,
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E.A. Bunozpadosa

[TpaBocnaBHbIi CBATO-TUXOHOBCKUI I'yMaHUTaPHbII
yHUBepcuTeT, Mocksa

®OPECKU ITAJIEOMOHACTUPO B AXAME HA IIEJIOIIOHHECE

Xpamuk TakcuapxoB B [TameoMmoHacTupo B drajnee Ha ceBepe [lenomnoH-
Heca, ¢ 6OJIBIIMM TapIKKIeCcHeM, IPUMbBIKAET K CKajie TIPU aCKUTUPUA
npi. JleouTus (ym. B 1403-1416). CBSITOI IPOUCXOAWI U3 3HATHON CEMbU
B MoHeMBacum, Moxyunsi o6pasoBanye B KOHCTaHTUHOIIONE, TTOIBU3aI-
cs1 Ha AdoHe U ymanuicst B acKUTUPUit 6iu3 draneu. JXKMBOMUCH 1EPKBU
6bL1a omyoamkoBaHa B 2001 rogy A. Kymycu u A. Mytianu, a B 2016 rogy
H. 3appacom.

1. IkoHOTpaduyeckas MporpaMma COOTBETCTBYET POCITMCSIM OOJTbIINX
xpamoB XIV —nepBoii 1oa0BMHBI XV Beka: MpOpoKu, aHTesIbl  [laHTOKpa-
TOP B KyToJie 613Ky rporpamMe IlepuBienTs B MUCTpe 1 HOBTOPOJCKMUX
MaMSITHMKOB BTOPOJ 1osoBMHBI XIV Beka. Pocrycu xpama ¢ mapakkiaecu-
eM CoflepskaT eBaHTeIbCKUIt U CTPACTHOM IIUKIIbI C PeIKUMMU CIOKeTaMM,
«Yyno B XoHex»; penka u TeMa Bugenns MonceeM KynMHbI HeONaAMMO
HaJ ancugoi ogHoTo 13 HedoB.

2. Ctuib. OrpaHnYeHHast TaMMa OXPUCTBIX M CUMHUX OTTEHKOB C Oe-
JUJIAMU U «HEeTaTUBHBIMM» IpOOeTaMy BIMCHIBAETCS B DPSII aHCAM-
6s1eit Busantuu u Pycu BTOpo¥t monoBuHel XIV-XV Beka, cOlpuKacasich
C «9KCIPeCCUBHBIM» HaIlpaBeHMeM I1aJIe0J0TOBCKOT0 Mepuoja, Ho 1ie-
JIUKOM B Hero He BMOMCbIBasiCh. OUueBUAHA 3[eCh U KJIACCULIU3UPYIOIIAs
TeHAEHINS: WUTIO3MOHMCTUYECKas apXUTEKTYpa, CJIOKHO pa3paboTaH-
HbI€ TOPKM, SICHOE TIOCTPOEHYEe KOMITO3UIINI, 06beMHble GUTYPBI B IM-
HaMMUYHBIX 1103aX, U3SIIITHbIE JKEeCThI, OaropogHblie uKu. Hag pocrmcs-
MM paboTaaM HECKOIbKO MaCTEPOB: IIPeICTaBUTENb KIaCCUITU3UPYIOIIet
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the imitators of Peribleptos and Pantanassa in Mystras, and more me-
diocre painters. This painting was created by hands of not provincial,
but best artists, probably, invited from the neighboring Mystras, the cen-
ter of Morea, or even from Constantinople. Its style fits into the context
of Byzantine art of the first third of the 15t century, while demonstrating
the extraordinary “vitality” of the artistic techniques of the second half
of the 14 century.

3. The date of Paleomonastiro paintings can be deduced from sources
about St Leontius, during whose life no church is known, nor mention of it
is made even later when Joachim, Metropolitan of Patras (from 1403) tried
to bring away his relics. It is known from different sources that the church
of archangel Michael was built (or expanded) by the brothers Thomas and
Demetrios Palaeologoi, only the History of the monastery from 1853 in-
dicates that it was before they became the despots of Mystras: Thomas
was in Mystras from 1417 and became the despot in 1430, and Demetrios
(b.in 1406/7) appeared in Mystras only in 1449. So, the murals - contem-
porary in the church and parekklesion — should be completed between
1417 and 1430, probably on the order of Thomas Palaeologos, for a later
date of this painting — about mid-15™ century, when the two brothers
were the despots in Mystras, does not correspond to its style.
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TeHIeHIMM, 63Kt 1o MaHepe To K Peodany ['peky, To K Manywmry EB-
TeHUKY, mogpaxkkarenu [lepussenTsl u [TaHTaHAacChl B MucTpe u 60iee
TTOCPeICTBEHHBI MacTep. Ta JXKUBOMMCH OblJIa CO3MaHa PyKaMu He ITpo-
BUHIIMAIbHbBIX, HO, BEPOSITHO, JTYUIINX XYIOXHUKOB, BO3MOXHO, TPUTJIa-
IIeHHBIX U3 cocegHelt MUCTpbI, IeHTpa MopeiicKoro gecrioraTa, uin gasxke
n3 KoHcTaHTyHOMOMS. POCIIMCH TTO CTUJTI0 BIMCHIBAETCS B KOHTEKCT BU-
3aHTUICKOTO MCKYCCTBA MepBoit TpeTu XV BeKa, IeMOHCTPUPYS IIPU ITOM
HEeOOBIKHOBEHHYIO «KMBYUECTb» XY/IOXXEeCTBEHHBIX IIPMEMOB BTOPOIi TO-
snoBuHbI XIV Bexa.

3. JaTtupoBKa pocmnuceii [TajeoMoOHACTUPO BBIBOOAUTCS U3 MCTOUHU-
KOB O TIpT. JIEOHTUM, TP Ubeii KU3HM He U3BECTeH HMKAKOI XpaM, KO-
TOPBIN He YITOMMHAETCS U TIPU MOTMbITKE BbIHECTU Mol MoakumMom, Mu-
tpononutoM ITatp (c 1403). XpaMm B uecThb apX. Muxamsia 6L ITOCTPOEH
(unu pacmmpeH) 6patbsaMy ®omoit u Iumutpuem Iajgeonoramu, Ipu-
yeM, cornacHo «Mctopuu MoHacThIpst» (1853), 10 TOro, Kak OHM CTaIu fe-
cnotamu Muctpsel: ®oma Haxonuiacs B Muctpe ¢ 1417 roga u ctan me-
criotoM B 1430 ropy, a Iumutpuii (pon. B 1406/7) nosiuiicss B Mucrtpe
B 1449 rogy. Utak, pocnuch — eqMHO0OpasHasi B MaJIeHbKOM XpaMe I Ta-
PIKKJIeCHy — O6blTa BIMONMHEHA Mexkay 1417 u 1430 romom, BEPOSITHO, 10
3aka3y ®owmbl [Taneonora, n60 6osee MO3LHIOW OATy POCIINUCU — OKOJIO
cepenuubl XV Beka, Korga oba 6pata 6bu1M gecrioramu B MucTpe, He 1o-
3BOJISIET TIPEITIONIOKUTD UX CTUITD.
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LATE BYZANTINE ICONS OF ALBANIAN MUSEUMS.
METROPOLITAN INFLUENCES AND REGIONAL CHARACTERISTICS
OF THE ICON PAINTING OF THE SECOND HALF

OF THE 14™-15™ CENTURY IN NORTHERN EPIRUS

The subject of this paper is a study of Byzantine icons presented in muse-
ums of the Republic of Albania. Only a small number of these have stood
the test of times and all of them are of the latest period — the second half
of the 1415t century.

The largest and most significant part — 15 icons — is concentrated in
the south of the country, at the Museum of Medieval art in Korcé. Another
three are on display at the Onufri Museum in Berat; four at the National
Museum of History and the National Gallery of Arts in Tirana (two at each
of them); and one at the Kruja museum.

Thus, there are only 20-odd such icons, part of which are in need
of a serious revision of chronological attribution: their date can be shift-
ed towards later time. This, in turn, may result in a change of scholarly
opinions on the actual number of Byzantine icons in Albanian collections.

Most of these icons were created by local ateliers (Kastoria, Veria, Korcé,
Berat), but some may come from Salonika or areas located still farther.

The icons may be tentatively divided into several stylistic groups.

The first, which is of a high artistic level, follows the classical stan-
dards of metropolitan art characterized in the second half of the 14t cen-
tury by monumental forms and a subtle and profound phsychologization
of the images.
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P.B. Hosukos

MOCKOBCKO€e akaileMryecKoe XyI0KeCTBeHHOe YUMInIle,
Mocksa

I[TO3JHEBU3AHTHUICKUE UKOHBI 13 MY3EMHBIX KOJIJIEKIIUIN
ANBAHNU. CTOJIMYHBIE BJIVMSIHUS 11 PETUOHAJIBHBIE
OCOBEHHOCTHY B UKOHONKMCU CEBEPHOT'O JIIMPA

BTOPOM ITOJIOBUHBI XIV — XV BEKA

MaTepuasom Ijis1 JAHHOTO COOOIIeHMsI TTOCTYKIIM BU3aHTUICKIE UKO-
HbI, HAXOASIIVECS] B TOCYIapCTBEHHBIX My3esiX Pecriyommky Anbanms. Mx
COXpPaHWIOCh COBCEM HEMHOTO, ¥ BCe OHM JaTUPYIOTCS TTO3AHMUM MTepuo-
IIOM — BTOPOI1 mosioBuHOM XIV — XV BeKOM.

Hamnbomee obmmpHast ¥ 3HauMMasi 4aCThb UX COCPeAOTOYEHA Ha IoTre
cTpaHbl B My3ee cpelHEBEKOBOTO MCKyCCTBa ropoaa Kopuu 1 HaCUMThI-
BaeT mopsaka 15 mpeameTos. Elle Tpy MKOHBI XpaHSTCs B Mysee Onyd-
pus B Bepare, no nBe — B HaioHanbHOM MCTOpPUMYECKOM My3ee U B Ha-
1IMOHAbHOI rajiepee UCKycCcTB B TupaHe, ¥ ofHa — B My3ee ropopa Kpysi.

TakuM 06pa3oM, BCero ux eaBa OoJbIie qBaAaTi. YacTb U3 HUX Tpe-
OyeT CepbesHOTo IMepecMoTpa aTpubyIMKu B CTOPOHY OoJiee MO3THETO
BpeMeHM CO3[aHMsl, B pe3y/ibTaTe uero mpeicTaBjieHne uccaeqoBaTenei
0 peaJibHOM UMCJ/ie BUBAHTUICKMX UKOH B aJI0AHCKUX COOPAHUSIX MOKET
HeCKOJIbKO U3MEeHUTHCSI.

Bonbiias ux 4acTh BbITIOJTHEHA MECTHBIMY MKOHOIIMCHBIMM aTelbe (Ka-
cropust, Bepus, Kopua, BepaT), 0lHaKO HECKOJIBKO 13 HUX MOIJIN OBITh
cosganbl B CaJIOHMKaX 1 Ha 60iee OTOaJeHHBIX TEPPUTOPUSIX.

DTU UKOHBI MOKHO YCJIOBHO pa3fiefiMTh Ha HeCKOIbKO CTUJIEBBIX TPYIIIL.

[epBas cyieqyeT KIacCUIeCKMM 00pasiaM CTOIMIHOTO MCKYCCTBA, C Xa-
paKTepHOI [/IsT BTOPO¥i 1oyioBMHBI XIV Beka MOHyMeHTanu3anuei opm,
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The second group is directly related to the Korcé region or to the so-
called Prespian Art. The icons of this group have stylistically similar fea-
tures and are, as a rule, easily recognizable. They are not elaborately
painted, are graphical, decorative and close in their general color scheme.

Some icons form part of the local mass production of the time, being
very simple from the point of view of their artistic expression and some-
times quite primitive.

Finally, the last group is made up of icons produced by non-resident
artists from Kandia (or brought from there). They are painted “in maniera
greca” and carry on the traditions of the late Palaeologan art in its met-
ropolitan version.

Despite the relatively small number of works analyzed in this paper,
considered all together they allow to review a broad range of iconographic
and stylistic trends typical of the fine arts of this region in the second half
of the 1415t century.
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TOHKOJ ¥ YIITyGJIeHHO Tcuxonorusaiyeil o06pasos. X oTMyaeT BbICO-
K1t ypOBEHb XYI0KeCTBEHHOTO MCIIONHEHNS.

Bropas HanpsIMyIo OTHOCUTCS K pernoHy Kopuu, iy Tak Ha3blBaeMOMY
nckycctBy IIpecribl. 9Ty 06pa3sl UMEIOT CXOXKMe CTUIMCTUYECKIE YePThI
", KaK IpaBuiIo, TeTKO y3HaBaeMbl. OHM HEeCJIOKHOTO MMUChbMa, rpadUyHbI,
JIeKOPATUBHBI U GJIM3KM IO 06IeMY KOJIOPUCTUIECKOMY CTPOIO.

OThenbHble TPOM3BEAEHMS COCTABIISIOT MECTHYIO MacCOBYIO IIPOAYK-
LIMI0 BpeMeHM: UM CBOJCTBEHHA IpeJie/bHas IPOCTOTa BbIPa3UTENbHO-
CTU, HepeJ KO 0BeJleHHasl 10 IPUMUTUBA.

HaxkoHnel, K mocienHeii rpyIine MOXXHO OTHECTU MKOHBI, BBITIOTHEHHbIE
in maniera greca mpue3kumMu mMacrepamu (Jinbo rpuBeseHHbie) 3 KaH-
IVY, IPOA0JDKAIOIIMeE TPaAULMY TI03AHel [1ae0I0Tr0BCKO KUBOIIUCH
B ee CTOIMYHOM BapMaHTe.

HecMoTpst Ha OTHOCUTETHHO HEGOIBIIIOE KOITUYECTBO MPEICTABIEHHBIX
K PacCMOTPEHMIO NTPOU3BeeHNit, OHU B CBOEJ COBOKYITHOCTU II03BOJISI-
10T OTPa3UTh MVPOKUIL [UATIA30H MKOHOTPAUIECKUX U CTUIUCTUIECKUX
TeHZeHIIVI, XapaKTePHbIX AJIS1 M306pa3uUTebHOTO MCKYCCTBA SAHHOTO pe-
rMOHa BO BTOpOii nonoBuHe XIV-XV Beke.
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Tatiana Oblitsova

Museum of Russian icons, Moscow

FRESCO IMAGE OF MADONNA FROM CATHEDRAL IN ROSSANO
IN THE FRAMES OF THE RELATIONSHIP BETWEEN TRADITIONS
OF BYZANTIUM AND THE WEST

The works of several generations of researchers are devoted to the mean-
ing of Byzantine traditions and the extent of its influence in the art
of Calabria. The art features of compositions and separate images are es-
sential for judging the stylistic diversity of the art of the Byzantine world.
They give an idea of the variety of reflecting the Byzantine experience
in the South Italian tradition.

The fresco image of Madonna of Rossano has a special position among
the monuments of painting of the Byzantine circle in the territory
of Calabria. Understanding the Byzantine tradition in Rossano Acheiro-
poieton is complicated by quite distinct echoes of the Roman models.

Some imitation of early Christian models (“more antique”) and the
theme of local traditions, as well as the relations of quality and style com-
plicate the dating of this image, giving way to a wide range of hypoth-
eses. The history of fresco attribution knows both unconditional icono-
graphic parallels and replicas, as well as references to the legendary image
of the St Nilus’ Hodegetria. The suggested stylistic analysis of Acheiro-
poieton allows to determine its place in the art school of that region.
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T.1O. O6nuyosa

Mys3eli pycckoit MKOHbI, MOCKBa

DPECKOBBIN OBPA3 BOTOMATEPU 13 COBOPA
B POCCAHO B PAMKAX COOTHOWEHWI TPAIULIUIA
BU3AHTUM U 3ATIATA

3HaYeHMI0 BU3AHTUIICKOM TpagUIIVU U CTeTIeHM ee OCBOEHMSI B JKUBOIIUCU
Kana6puu mocBsieHbl paboThl HECKOIbKUX TTOKOJIEHMIT MICCIeIOBaTeNel.
XymoskeCTBeHHbIe 0COOEHHOCTM KOMITO3UIINI U OTIETbHbIX 06pa3oB Co-
JlepsKaT IeHHbIN MaTepuat Ijist CYsKAeHMS O CTYIIMCTUYECKOM MHOT006pa-
3UU MCKYCCTBA BU3AHTUIICKOTO MIUPa, NaI0T IpeACcTaBIeHye 0 pa3Hooopa-
3UM OTPaKeHMSI BUBAHTUIICKOTO OTBbITA B I0’KHOUTATBSIHCKOM pemakiiumu
(Tpamuuuu). B aTOi XymoskeCTBEHHOI aTMocdepe, cpeay MaMsITHUKOB
SKVBOIMCY BU3AHTUIICKOTO Kpyra Ha Tepputopuu Kamabpum GppeckoBomy
06pasy boromaTtepu 13 PoccaHo MpuMHAIIEXKUT 0C060e MECTO.

OcMbIc/ieHMe BU3aHTUICKOM Tpaaulum B poccaHCckoM «HepyKoTBOp-
HOM 06pa3se BoromaTtepu» OCIOKHSIIOT BIIOJTHE BHSITHBIE OTTOJIOCKY B HEM
PUMCKUX Mopeseii. HekoTopast MMUTAalMsl paHHeXPUCTUAHCKOTO 006pas-
11a (more antique) ¥ TeMa JOKaJIbHbIX TPaAUIINIA, @ TAKKe CBSI3b KauecTBa
" BKyCa, BJAMSIOINIMe Ha [IaBHOE BIleuaTiaeHue OT MaMsITHMKA, 3aTPYLHSIOT
€ro IaTUPOBKY, TOPOKIast pa3dpoc TUIIOTe3.

Victropust aTpubyuuu dbpecku 3HaeT Kak 6e3yCIOBHbIE MKOHOTpadm-
yecKue TMapalyieNi ¥ Peruiuku, TakK M OTChUIKM K JIeTeHAAapHOMY 00pa-
3y — «Opurutrpun cesatoro Huna». [Ipennaraemplii CTUAMCTUYECKUI aHa-
nu3 Acheiropoieton o3BOJISIET OTIPEIEIUTD €T0 MECTO B XYA0KECTBEHHOI
IITKOJIe peTMOoHa.
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THE SECOND LAYER OF FRESCOES IN THE CHURCH
OF SAN PIETRO AT OTRANTO. NOTES IN THE MARGINS

The church of San Pietro in Otrano is one of the most interesting Byzan-
tine or byzantinizing monuments in South Italy; it continues to attract at-
tention of scholars but some questions are still waiting for an answer. Lin-
da Safran, the author of the monograph on San Pietro, has detected five
layers of frescoes dating to both Byzantine and Post-Byzantine periods.
The second layer, from which most of the preserved images have come
down to us, sometimes only in fragments, was dated by her to the third
quarter of the 13t™ century. However, Safran herself noticed that the mu-
rals of this layer are painted in two different styles, one of which seems to
appeal to the Byzantine art of the late 12" century, while the other clearly
correlates with the Byzantine monuments of the Early Palaeologan time.
The researcher makes reference to the published report of the restoration
of the frescoes of San Pietro undertaken by Soprintendenza per i beni
ambientali, architettonici, artsistici e storici della Puglia in 1981-1982.
Unfortunately the report does not contain enough information to as-
cribe all the murals to the same layer. Stratigraphic data adduced by her
do not look absolutely convincing because she mentions only the same
depth of intonaco but not the same chemical composition. If we try to
put the frescoes attributed by Safran to the second layer, into the context
of Byzantine art, we may find out that one group of them (the Baptism,
the scenes of the Creation cycle, the images of the evangelists in the pen-
dentives) reveal major similarity with pieces of art created

126



U.A. Opeykas

TocymapcTBeHHbI MHCTUTYT MCKYCCTBO3HAHMS;
LleHTpaabHBIN My3eit IpeBHEPYCCKOM KYIbTypbI
M MCKYCCTBA MMeHM AHzpest Py6ieBa, MockBa

BTOPOI1 C/10M ®PECOK B LIEPKBU CAH IIBETPO B OTPAHTO.
3AMETKHU HA TOJISIX

LlepkoBb CaH IIbeTpo B OTpaHTO, OAMH M3 MHTEpPECHEMIINX ITaMITHU-
KOB BM3aHTUICKOTO (MJIM BU3AHTUHU3UPYIOIIET0) MCcKyccTBa B KOKHOI
WTtanuu, nmpusaekana u MpoJoyiskaeT MpUBIekaTb BHUMaHMe YUeHbIX, HO
HEeKOTOpbIe TTPOOIEMBI OO0 CUX TOP OCTATCS HepeleHHbIMU. JI. Cad-
paH, aBrop moHorpaduu o Can IIbeTpo!, HacunTana B LEpKBU NATh CIO-
eB (DpecoK, OTHOCAIIMXCS K BU3AHTUICKOMY 1 ITOCTBM3AHTUIICKOMY Bpe-
MeHU. BTopoit c/10it, 0T KOTOPOTo MO0 6OJbIlle BCEro M306paskeHmii,
VMHOIA COXPaHMBIINXCS JIUIIb GparMeHTapHoO, ObUT IaTUPOBAH €10 Tpe-
Theit ueTBepThio XIII Beka. OmHako cama JI. CadpaH oTMeTusIa, YTO poO-
CIIMCY ITOTO CJI0SI BBITIOTHEHBI B IBYX COBEPIIIEHHO Pa3HbIX CTUJISX, ONUH
13 KOTOPBIX KaK OYATO ameuiMpyeT K BU3aHTUIICKOMY MCKYCCTBY KOHIIA
XII Beka, B TO BpeMs KaK APYTOil OTUETIIMBO COOTHOCUTCSI C BU3AHTUI -
CKMMMU MaMSITHMKaMM paHHeIae0JI0oTOBCKOTO repuoa. VcciegoBaTenib-
HMIIA CChIJIAETCS Ha OMYOIMKOBAHHBIN OTUET 0 pecTaBpauuy Gpecok CaH
[IbeTpo, ocyiecTBaeHHo B 19811982 romax?, comepskalmii, Kak oKasa-
JIOCh, HEJJOCTATOUHO CBeJeHNI 1J YCTAHOBJIeHUS TIPUHAJJIEXXHOCTM BCeX

I Safran L.S. Pietro at Otranto. Byzantine Art in South Italy. Roma, 1992
(Collana di studio di storia dell’arte, VII).

2 Restauri in Puglia, 1971-1981: [catalogo] / Ministero per i beni culturali
e ambientali, Soprintendenza per i beni ambientali, architettonici, artistici
e storici della Puglia. Fasano, 1983 [1988]. P. 132-136.
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c. 1200 in Cyprus and in some other provincial centres of the Empire; the
other group are characterized by several features found in the Byzantine
monuments of the last third — end of the 13 century. The possibility
that artists, who worked in the South Italy, used models created sever-
al decades earlier cannot certainly be ruled out, but I can hardly imag-
ine simultaneous circulation of models distant in dating in 6-7 decades.
Does not all this evidence in favor of the existence of two different layers
of frescoes instead of one detected by L. Safran?
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BBISIBJIEHHBIX €10 (DpeCcoK K OMHOMY cjI0t0. [IpyBOAMMEBIE €10 CTpaTUrpa-
(budeckue JaHHbIE HE BBITJIAIST aOCOMIOTHO YO AUTETbHBIMM, TOCKOIbKY
OHAa YIIOMMHAeT JIUIIb O PAaBHO TOJIIIMHE I'PYHTA, & He O er0 OMHAKOBOM
cocrase. Eciu mompo6oBaTh pacCMOTpeTh Gpecku, oTHeceHHbIe JI. Cad-
paH KO BTOPOMY CJI010, B KOHTEKCTe MCTOPUM BU3aHTUICKOTO MCKYCCTBA,
TO MOXHO 3aMeTUTh, uTo onHM (KpeleHne, ciieHb! 13 11Kaa COTBOPEHMS
MMpa, eBaHTeJIMCThI B ITapycax) 0OHapYKMBAIOT 3HAUMUTETbHOE CXOICTBO
C IIpOM3BeAeHMSIMU, CO3maHHbIMM 0K0J10 1200 roga Ha Kumpe 1, BO3MOX-
HO, B IPYT'UX NPOBUHIMATbHBIX LIEHTPaxX UMIIEPUN, B TO BPEMS KaK Apy-
rue 061agaT XapaKTePUCTUKAMM, ITO3BOJISIONIMMIU CPABHUTD UX C BU-
3aHTUIMCKUMM MaMSITHMKaAMU nociaenHeli Tpetu — koHia XIII ctomeTus.
KoHeuHo, HeJIb3s UCKIIOUKUTD, UTO MacTepa, paborasuive B IOkHoii MTa-
JIiK, 06palaanch K BUSAHTUIICKMM 06pasiiaM, CO3JaHHbIM Ha HeCKOJbKO
IeCSITWIETUI paHbllle, HO TPYIHO MPeACTaBUTh cebe OTHOBPEMEHHOE MC-
Mob30BaHMe MOJiesieii, OTCTOSIIUX APYT OT Apyra 1Mo BpeMeH! He MeHee
yeM Ha IIeCTb — CeMb AecsaTuaeTuit. He cBUeTeNbCTBYIOT 1M 3TU TaHHbIE
B IOJIb3Y CYIIECTBOBAHMS ABYX CJIOEB (DpecoK, a He OJHOT0?
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“QuoRruM NOMINA DEUS SCIT”: ANONIMITY VS
INDIVIDUALITY IN THE APULIAN PAINTING
OF THE BYZANTINE AND POST-BYZANTINE CENTURIES

In line with my research I will explore issues of “Byzantine Art” in South
Italy, under the preliminary condition that South Italian painting after
1071 existed within a society which had totally broken its political and
administrative ties from the Byzantine empire. One, and powerful link
remained: the Christian faith and the “survival” of the Orthodox litur-
gy, combined (in larger or smaller percentage) with the Greek language.
Indeed what I elsewhere called the “Transbyzantine periphery” (in “Orient
& occident méditerranéens au XIII siecle”, Paris 2012) shows a style which
echoes, reflects, imitates patterns which in most cases make it “look byz-
antine”, despite either the chronological distance from its models, or the
modifications due to the local conditions. Even if there are few, if any,
cases of stylistic relations which can help us to identify origins, develop-
ments, diffusion of specific workshops active in “Greek” South Italy, it is
indeed a challenging task to focus on them and offer this material of re-
search to the discussion of the specialized audience of this Conference.
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B. Ilaue
YHuBepcuret YouHe;

Pumcknit kamryc Tpuautu xomnenxka (Xaprdopm), Pum

QUORUM NOMINA DEUS SCIT: AHOHUMHOCTb
MPOTUB MHAWBUOYAIBHOCTH B AITYJIMMCKOM >KMBOIIUCU
BHU3AHTUIICKOTO 11 IOCTBU3AHTHUIICKOTO BPEMEHU

B cOOTBeTCTBUM C TEMATUKOI MOUX MUCCIIeOBAHUIA SI XOUY MTPeACTAaBUTD
pe3yIbTaThl M3yUEHMsI TPOU3BEEHMIT «BU3AHTUICKOTO MCKYCCTBa» B FOK-
HOIi UTanuu, oTTaakuBasch OT TOTo (akra, uto nociae 1071 roma 10KHO-
UTaJIbsTHCKAS JKMBOTIMCH CYIIECTBOBAA B 0OIIECTBE, OKOHUATETHHO U Oec-
TMMOBOPOTHO pa30pBaBIlleM CBOU CBSI3U ¢ BusaHtuiickoi ummnepueii. OmHo,
HO MOII[HOE CBSI3YyI0lllee 3BeHO BCe-TaKy OCTaBaIoCh — XPUCTUAHCKAs Bepa
¥ TIPaBOCIaBHOE GOTOCTYKeHMe B COUYETaHUM, B TOM WJIM VHOI MTPOIIOp-
1IMU, C TPeYeCKuM sI3bIKOM. B camoM fiesie, Ha Te€X TEPPUTOPUSIX, KOTOPbIE
s B OJJHOM M3 CBOMX MpeAbIAYIINX UCCaeq0BaHMii Ha3Bal «TpaHCBU3aH-
TUiicKoii mepudepueii»!, cymecTBoBa CTUIIb, ABAAIOMINICS OTTONIOCKOM,
OTPaKAUINI, UMUTUPYIOMIVI 00Pa3Ibl, B OOIBIIMHCTBE CIYYaeB MpH-
Jarolye eMy BM3aHTUICKUIT 0OAMK, HECMOTPS. HYM Ha XPOHOJOTMYEe-
CKYI0 YIaJIEHHOCTb OT eT0 MOJesieli, H/ Ha TpaHCchOopMaIluu, CBSI3aHHbIE
C MeCTHBIMU YCJIOBUSIMM. EC/IM U eCTh Majioe YiCI0 (JIy4aeB — XOTS HeJlb-
351 C YBEePEHHOCTbIO YTBEPKAATh, UTO TAKOBbIE BOOOIIE MMEIU MECTO —
CTUIVICTUYECKUX CBSI3€il, KOTOPbIe MOTJIM ObI TOMOYb HaM BBISIBUTD JC-
TOKMU, ITyTU Pa3BUTHUS U PACIIPOCTPAHEHUS CIELMATbHBIX MaCTePCKUX,
paboTaBIMIMX B «rpedeckoit» KOskHOM WTanuu, 3T0 MeiiCTBUTEIbHO TPYI-
Hasl 3afjaya — CKOHIIeHTPUPOBaTh HA HUX CBOE BHUMaHMe U MPEeAJIOKUTD
9TOT HAYYHbIII MaTepuas AJjist 06CYysKAeHMS yUacTHMKAM KOHMepeHIIN.

*[TepeBop, ¢ aHraniickoro M.A. OpewKkoii.
I Orient & Occident méditerranéens au XIIIe siécle. Les programmes picturaux.

Actes du colloque international organisé a I’Ecole frangaise d’Athénes les
2—4 avril 2009. Paris, 2012. P. 215-234.
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Anis Chaaya

Lebanese University, Beirut

THE CONTINUITY OF BYZANTINE ARCHITECTURE AND ART
IN THE LEVANT UNDER THE UMAYYAD CALIPHATE

The Levant was part of the Roman Empire since the 1t century BC. In the
4th century, the whole region is placed in the sphere of the Eastern Roman
Empire that will progressively shift to become a Christian state.

By the end of the first half of the 7t century, the Arab conquest cre-
ated chaos in the Levant and caused major political, economic and so-
cial impacts on the population of the region. The nascent Arab State was
built progressively through copying and borrowing numerous elements
from the Byzantine Culture. Despite conflicts and warfare, the Umayyad
Caliphate maintained an active economic development through following
the byzantine models in different aspects.

Several Umayyad cities built ex nihilo reveal several architectural wit-
nesses of the presence of byzantine builders and craftsmen responsible
for a continuation of old urbanistic traditions and architectural tech-
niques. Numerous religious, civil and military monuments reveal numer-
ous elements and components which are inspired by byzantine techniques
and architecture. Major resemblances are easily detected in palaces and
castles.

Moreover, sculpture and other artistic elements reveal the influence
of byzantine art. Despite some interdictions of the Islam religion to-
ward arts, different artistic elements show the valuable influence of byz-
antine art on sculptures and wall paintings during this period. Several
elements show the development of an advanced art which originated
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A. lllaaiia

JluBaHCKNI yHUBepCUTeT, belipyT

[TPEEMCTBEHHOCTD PA3BUTUSI BUSAHTUIMCKOMI APXI/ITEKTVPBI
U UCKYCCTBA B JIEBAHTE TP OMEMAICKOM XAJIM®ATE"

JleBaHT 6bUT YacThIo PuMcKoii MMmepuu c I Beka 10 H.9. B IV Beke Bech pe-
I'MOH OKasaJics B cepe BIUSIHNUS BOCTOUHOM PUMCKOIT MMIIepyn, KOTOpast
MOCTeNeHHO CTAHOBUIACh XPUCTUAHCKUM TOCYAAPCTBOM.

K xonIry mepBoit momoBuHbI VII Beka apaObCKye 3aBOeBaTeIN MIPUBEIU
JleBaHT B COCTOSIHME Xa0ca M OKa3au CUIbHelIIee MoIUT1Ieckoe, 9K0-
HOMMUYECKOe U cOoliMagbHOe BO3/eiiCTBMe Ha HaceleHue permoHa. Pox-
nIaBireecst Apabckoe TOCYIapCTBO CTPOMUIIOCH TIOCTETIEHHO IMyTeM KOIIM-
POBaHMS U 3aMMCTBOBAHMSI MHOTMX 3JIEME@HTOB BU3AHTUICKOI KyJAbTYPbI.
HecMoTpst Ha KOHQIMKTBI ¥ BOWHBI B OMeiisacKkoM xanudaTe MpomosnKa-
JIOCh aKTMBHOE Pa3BUTME IKOHOMUKY O1aroapst CJiefOBaHMIO BU3AHTMIL-
CKUM MOJIe/ISIM B CaMbIX pa3HbIX acIleKTax.

Heckonbko OMeNsICKMX TOPOIOB ObUIM MTOCTPOEHBI ex hihilo v 06Hapy-
SKMBAIOT B CBOEt apXUTeKType HeCKOIbKO CBUAETENbCTB yUacTusl BU3aH-
TUIICKUX CTPOUTEJIEI ¥ PEMECIEHHUKOB, ITPOJO/DKEHNE CTapbIX YpOaHu-
CTUYECKUX TPAOULINIL U COXpaHeHMe U3BECTHBIX apXUTEKTYPHbBIX TEXHUK.
MHoTOUMC/IeHHbIe PEUTHO3HbIe, CBETCKIME Y BOEHHbIE TaMSITHUKM e MOH-
CTPUPYIOT MHOTOUMCIEHHBIE 3JIeMeHTbl, BO3HUKIIIME TIOf, BAUSIHMEM BU3aH-
TUIICKUX METOMOB U apXUTEKTYPHBIX TUIONOTHIL. Hanbonee oueBuIHbIE
CJTyyay CXo[CTBa MOXKHO BUIIETh B apXUTEKTYpe IBOPIIOB U 3aMKOB.

*IepeBop ¢ aHruiickoro M.A. Operkoii.
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and drew inspiration from the Byzantine world and culture. Differ-
ent aspects of architecture and artistic components denote a lifestyle
influenced by Byzantine culture. Mosaics, wall paintings and sculptures
show such harmony and are so well balanced as though they are a com-
pilation and completion of the byzantine art, borrowed and adopted by
the Umayyad’s.
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B ckynbriType u Ipyrux XyooXKeCTBEHHBIX AeTalISIX TaKKe 3aMeTHO BJIM -
sTHMe BU3aHTUICKOTO UCKyCcCTBAa. HecMOTps Ha HEKOTOpbIe 3ampeThl, Ha-
naraemble B MiciaMe Ha M306pa3suTeIbHOE MCKYCCTBO, B Te€UEHME paccMa-
TPUBAeMOTO Meprofa HETPYAHO 3aMeTUTh 3HAUUTE/IbHOEe BO3/eiCTBIE
BU3aHTUICKOTO MCKYCCTBA HA CKYJAbITYPY M HacTeHHbIe pocrucu. He-
CKOJIBKO JieTaJieii JaloT MpecTaBIeHe 0 pa3BUTUM Hanbosiee mepegoBhixX
BUIOB MCKYCCTBA IO, AeiiCTBMEM 00Pa3I[0B, MPOUCXOAIIINX U3 BusaH-
TUiickoro mupa. Llenblit psii apXUTEKTYPHbBIX U XYL0XKeCTBEHHbBIX KOM-
TTIOHEHTOB cHOPMUPOBAJICS B CBOMX Pa3JIMUHBIX aCIIeKTaX IO, BAUSHMEM
BU3AaHTUIICKOI KyJbTYPbl. MO3auKu, GPecKy 1 CKY/IbIITYpa CTOIb rapMO-
HUYHbBI, ypaBHOBeIIeHbI, CIOBHO SIBJISIIOTCS] BOTIOIeHMEM BU3aHTUIICKOT
006pasHOCTY, 3aMMCTBOBAHHOI U B3SITOI Ha BOOpY)ReHUe OMesigamu.
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Nada Hélou
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THE FRESCOES OF THE CHURCH OF SAINT PHOCAS
IN AMIOUN (LEBANON)"

Frescoes first appeared in Lebanon in the period of the Crusaders’ occu-
pation of the Terra Santa, i.e. in the 12t"~13% centuries. That was a time
of prosperity, evidenced by the construction of churches and monasteries
with walls often painted with frescoes. Decoration of churches in Lebanon
has its specific features, we may discern Byzantine and local influences,
and, from time to time, even the Western ones. Sometimes one of these
tendencies predominated but often they merged together. This took place
in the 13t century.

We come across all these features in the frescoes of the church of Saint
Phocas in Amioun, which are the subject of my study. In the monument
under consideration there are peculiarities of iconographic program,
painting style and architecture.

In the conch of the apse the Descent into Hell is depicted, that may
point to the funerary function of the church, but some other scenes
have subject matter of different character. In their style the frescoes re-
veal some similarity to the Byzantine monuments, while clearly belon-
ging to the Eastern tradition. Besides, there is a ktetor portrait, and some
scholars believe that he was a local resident of the Western origin. The
third special feature of this church is the combination of local and West-
ern European traditions in its architecture. The latter is reflected in its ba-
silica form with vaulted ceiling, that can be described as a local Lebanon
variant of the romanesque architecture.

The paper aims at solving the aforementioned problems and at the iden-
tification of the ktetor; an attempt to give the precise dating of the fres-
coes will also be undertaken.

*Translated from French by Irina Oretskaya.
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H. Xeny

JluBaHCKNI yHUBepCUTeT, belipyT

DPECKU LTEPKBU CB;IToro doku
B AMUYHE (JIUBAH)

@peckn B JIuBaHe MOSIBUINCH B ITepUOZ, OKKyHaluu KpectoHocuamm CBs-
ToJ 3emui, To ecTh B XII-XIII BekaxX. DTO ObLI ITepUOZ, TPOLIBETAHMS, O UeEM
CBUZETENbCTBYET BO3BeJeHMeE 1IepKBeli i MOHACTbIpei, CTeHbl KOTOPBIX
YacTo yYKpallaiy pocrmmcsmMu. YOPaHCTBO TMBAHCKIMX XPaMOB MMeeT CBOU
0COGEHHOCTH, TaK KaK 3/1eCh Mbl MOKEM BUAETh KaK BMU3aHTUIICKME, TaK
¥ MECTHbBIE BJIMSIHMSI, @ BpeMeHaMM TakKe 3aragHoeBporneiickue. MiHorma
OJTHA M3 3TUX TeHIEHIIMII ITpeBaMpOBaa, HO HepeaKo BCe OHU CJIMBAJIUCh
B efMHOe 11eJioe. Tak rmpoucxoanio B ocHOBHOM B XIII Beke.

Bo dpeckax 1epkBu CBsitoro @oky B AMUyHe, KOTOPbIE SIBJISIIOTCS
MpeMeTOM HaCTOSIIEro BbICTYIJIEHNSI, HAIIJIM OTpaskeHue Bce 3TU uep-
ThI. B paccMaTprBaeMoM aHcaM6i1e eCcThb psii 0COOEeHHOCTE, KacaroIuxcst
MKOHOTI'PadUUIeCKOM ITPOrpaMMBbl, CTUIISI POCIIVICEN ¥ apXUTEKTYPBI.

B konxe ancuapl pa3BepThiBaeTCsl KOMIo3uLus «ComecTsye BO af», YTO
YKa3bIBaeT Ha MMorpebasbHOe Ha3HaueHue 1mepkeu. OMHAKO He BCe CIIEHBI,
KOTOPBIMY YKpaIlleHbI CTEHBI XpaMa, MMEIOT ITOrpebaabHyI0 TeMaTHUKY. [1o
MaHepe VICITOJTHEHUS M306paskeHsT 0OHaPYKMBAIOT HEKOTOPYIO OJIM30CTh
C BU3AHTUICKMMM MaMSITHUKAMM, XOTSI IPUMHAIJIEXAT BOCTOYHOM Tpaay-
uyn. Kpome TOro, Ha OCHOBaHMM HAJIMYMS OJHOTO KTUTOPCKOTO IOPTpeTa
COBpeMeHHbIe aBTOPhI CBSI3bIBAIOT 3TU (PPECKM C JATUHCKMUM 3aKa3UMKOM,
MEeCTHBIM XUTeieM. TpeTbst 0CO6€HHOCTh 9TOTO MaMSITHMKA COCTOUT B TOM,
YTO B €r0 apXUTEKType COeMHSIIOTCS 3/IeMeHTbl MECTHO 1 3aTiaJHOeBPO-
Tieiickoi Tpaauiyii. [Toc/ieaHsIs IOMyuMIa BOTUIOIIEHE B Oa3WIMKATbHOM
CTPYKTYpe CO CBOAYATHIM ITePeKPhITUEM, YTO MOKHO OXapaKkTepu30BaTh
KaK BapMaHT POMAHCKO apXUTEeKTypbl Ha TMBAHCKOI MOYBe.

LlensMu mokjaza SIBASIOTCS Kak pellleHle MepeuncIeHHbIX TpobieM,
TaK M MOUCK BO3MOXHBIX 3aKa3UMKOB, a TAKKe IMOTMbITKA YTOUHEHMS
JaTUPOBKYU (DPECoK.

*TlepeBop ¢ dpanirysckoro M.A. Opelkoii.
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Levon Chookaszian

Yerevan State University, Yerevan

THE LAST JUDGEMENT IN THE ARMENIAN BOOK PAINTING
OF THE 13™-14™ CENTURIES

The Last Judgement first appears in the 7™-century Armenian art
works, as evidenced by fragments of a fresco in the church of St Stephen
in Lmbat.

The constant and persistent interest in this topic was held during the
entire Middle Ages. The reason for this phenomenon is due not only to
artistic goals. The thought of the end of the world and the terrible trial has
always been preserved in the human mind, and people have always been
keenly interested when this “court will come, when a just retribution for
sins will follow and eternal truth will reign...” (N. Pokrovsky).

The earliest Armenian Last Judgement is found among the murals
of the church of the Holy Cross (915-921) on the island of Aghtamar, as
well as the church of St Paul and St Peter of the monastery of Tatev (930)
which was badly damaged during the earthquake.

The Armenian artists portrayed the Last Judgement in monumental
painting later too, in particular in the 13™ century.

Through the numerous ordeals and misfortunes that fell to the lot
of the Armenian people, which resulted in the destruction of hundreds
of thousands of art works, like a miracle have come down to us the two
miniatures depicting the Last Judgement in two manuscripts signed by
Toros Roslin. The artistic legacy of Toros Roslin, the outstanding minia-
turist of the 13™ century, is a unique phenomenon both in Armenian and
in all medieval art, especially that of the Mediterranean basin.
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JLbB. Yy2ac3sH

EpeBanckuii rocyapCTBeHHbIV YHUBEPCUTET,
Epesan

«CTPAILIHBIN CYl» B APMSIHCKOM KHM>KHOM >KMBOITMCU
XIII-XIV BEKOB

Tema CTpaIniHoro cyza BIiepBble BCTPeUYaeTCs B TBOPUECTBE apMSHCKUX
XYIOKHUKOB elnle B VII Beke, 0 UeM CBUAETENbCTBYIOT GparMeHThI hpecku
B iepkBu CB. Ctedana B JImbarte.

[ToCTOSTHHBINM U CTOVIKMIT MHTEpeC K 3TOM TeMe Aep>Kajcs Ha MPOTshKe-
Huy Bcero CpeqHeBeKOBbs. [IpuMunHa 3TOoro dheHoMeHa 00yCIoBIeHa He
TOJBKO XY 0KeCTBEHHbIMU 11eJIsIMU. MbIC/Ib O KOHUMHe Mupa u Crpaii-
HOM Cy[ie BCerja CoxXxpaHsiach B ueJoBeueckoM CO3HaHMM, U JItofeil Bcerma
KMBO MHTEPECOBAJIO, KOTIA MMEHHO HAaCTYIUT «3TOT CYZ, KOTAA MOCIeny-
eT CIipaBe[/IBOe BO3Me31e 3a Ipexu U BOIIApUTCs BeuHas MpaBha...»
(H. ITokpoBCKMiA).

Hanbonee mpeBHee apMsHCKOe M306paxkeHne CTpaIIHOro Cyaa BCTpe-
yaeTcst cpeay pocmuceii mepksu CB. Kpecra (915-921) Ha ocTpoBe AXTa-
map, a takke 1epkBu CB. [laBna u C.. [lerpa moHacTeips TateBa (930),
K COKaJeHu10, CUJIbHO MOCTPaiaBIIero BO BpeMsl 3eMJIeTPSICEHUS U [10-
IIeIIIero 0 Hac JINIIb GparMeHTapHo.

ApMSIHCKME XYOOKHUKM B JaJbHEMIIeM TakKe IPOI0/DKaioT M306pa-
kaTh «CTpalrHelii cya» BO (GpPeckoBOil MOHYMEHTAIbHON KUBOIVCH,
B yactHOcTU B XIII Beke.

Yepe3 MHOTOUMC/IEHHbIE TSDKKME UCIBITAHUS M HAMacTu, BbiMaBIine
Ha JO0JII0 apMSHCKOTO Hapoja, MOBJIeKIIe 3a 060t T1beIb COTEH Thi-
CsI4 TIpOU3BeleH NI MCKYCCTBA, BpeMsI Uy OM JOHeCJI0 0 HaC ABe MUHMA-
TIOPBI, M300paskatomyie CTpalIHbIi Cyl B ABYX PYKOIMCSX, TTOAITMCAHHBIX
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The Last Judgement first appears among the illustrations of Toros Ros-
lin’s Sebastia Gospel of 1262 (Baltimore, Walters Art Museum, W. 539).

The Last Judgement is represented in the Armenian book painting
in the first half of 14" century too.
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Topocom PociiHoM. TBOpUECTBO BbIJAIOIIETOCSI apMSHCKOTO MUHUATIO-
pucrta XIII Beka Topoca PociinHa — yHMKa/IbHOE SBJIEHME KaK B apMSIH-
CKOM, TaK ¥ BO BCeM McKyccTBe CpeqHEeBEKOBBSI, B 0COOEHHOCTY OacceiiHa
Cpenu3eMHOTo MOpSI.

«CTpallHblii CyA» BIIepBble MOsIBIsIeTCs B uckyccTBe Topoca PocinHa
cpeny XymoxkeCTBEHHOTO yopaHcTBa CeBacTuiickoro EBanrenus (1262,
Bantumop, XymoskecTBeHHBIT My3eit YornTepc, W. 539).

«CTpanrHelit cy» mpeAcTaBaseTcs B apMSIHCKO KHVKHOM JXKUBOIIUCHU
u B XIV Beke, B YaCTHOCTU B II€PBOJ MTOJTOBMHE 3TOTO CTOJIETHUS.
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Mikayel Arakelyan

The Four Rivers Fund of Oriental Christian
Studies Development, Moscow

ICONOGRAPHY OF THE “INTERCESSION” IN THE PAINTING
OF ARMENIAN MINIATURISTS OF THE 13™-17™ CENTURIES:
INFLUENCES, FEATURES, TRADITIONS

In the course of the joint scholar project “Armenian Architectural and
Artistic Heritage of the South of Russia: the Churches and Monasteries,
Their Liturgical Objects and Manuscripts of the 17"-19t Centuries (Based
on Collections of Moscow, Rostov-on-Don, Astrakhan and Crimea)”, sup-
ported by the Russian Foundation for Fundamental Research (RFFR,
No. 170400643-0OGN), several interesting full-page miniatures with the
representations of Christ and Mary were found.

Armenian miniaturists of the 16"~17t™ centuries based themselves on
iconographical schemes of their predecessors. The artists of the scriptoria
of Vaspurakan, Constantinople, New Julfa and Crimea possessed a great
skill in the interpretation of evangelical scenes and expanded the Christo-
logical cycle in illuminated manuscripts by adding new themes. Some ex-
amples include, “Genealogy of Christ”, “Flight to Egypt” and the “Second
Coming”. The compositions with juxtaposed images of the Saviour
and the Theotokos, represented in bust and facing each other, only appear
in the Four Gospels, as far as my examination of more than twenty manu-
scripts has revealed. Their iconography and style were formed in the Vas-
purakan region during the mid-16™ century, probably under the influ-
ence of iconography originating in Cilicia and Cyprus of the 13t century,
and Italy of the 15™-16™ centuries. The New Julfan and Crimean minia-
turists continued to imitate these iconographical schemes until the end
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M.I'. Apakensit

@oHp, pasBUTHS BOCTOUHOXPUCTUAHCKIUX MCCIeJ0BaHNI
«YerbIpe pekn», Mocksa

NKOHOTPA®MS «3ACTYITHUYECTBO» B JKUBOIIMCHU
APMSIHCKUX MUHHUATIOPUCTOB XIII-XVII BEKOB:
BJIMSIHMSI, OCOBEHHOCTHU, TPAIUIINU

B xone peasiM3ainyy COBMECTHOTO HAYYHO-UCCAeL0BaTeIbCKOTO MPOeKTa
«ApMSIHCKOE apXUTeKTypHOe U Xy[LoXKeCTBeHHOe Hawlenue ora Poccun:
Xpambl M MOHACTBIPU, UX JTUTYpPruueckue npeamMeTsl U pykonucu XVII-
XIX BexkoB (1o MaTepuanam Kosnekunuii Mocksel, PocToBa-Ha-[loHYy,
Actpaxanu u Kpeima)», nmoggepskaHHoro Poccuiickum Goumom dyHma-
MeHTaJIbHBIX MccaenoBaumii (POOY, N2170400643-0T'H), 6bu10 06HApY-
SKeHO HECKOJIbKO HeOOBIUHbIX AJISI apMSTHCKO 1M300pa3uTeIbHOM Tpaau-
LMY JINIEBBIX MUHMATIOP C MTOTPYAHBIMYU 06pasamu Xpucta u Mapumu.
ApMSHCKME MUHUATIOPUCTBI TT03A4Her0 CpeHeBeKOBbsI OCHOBBIBAJIUCH
Ha MKOHOTpauyecKuxX cxeMax CBOMX IPeNIIeCTBEHHUKOB. XyIOKHMU-
ku XVI-XVII BekoB 13 ckpunropues BacrmypakaHna, KoHcTraHTHHOIONS,
HoBsoii Ixynbdbl 1 KpbiMa o6iamany 60JbIIMM MacTepPCTBOM B MHTED-
TIpeTaluy eBaHTeIbCKUX CIIEH U, TOOaBJIsISI HOBbIE TEMbI, YBETMUMBAIINA
KOJIMYECTBO M300paxkeHMit XpUCTOIOTUUECKOTO UKIIA B UUTFOCTPUPO-
BaHHBIX pykomnucsx («Pomocnosue Xpucra», «berctso B Erunet», «Bto-
poe mpuiecTBue» U Mp.). Kak mokasano mccienoBaHue, IpoBeeHHOe
Ha OCHOBe 6oJyiee OBaAIlaTV BBISIBJIEHHBIX PYKOITMCEN, TTOMEIeHHbIe
B MHIMBUIyaTbHbIe 06paMIeHMs TTOrpyIHbIe M306paskeHus: CriacuTe-
ng u Boromatepu, obpalieHHble JUKAMU APYT K APYTY, IPUCYTCTBYIOT
nuirb B YeTBepoeBaHTenusX. Ux nkoHorpadust u cTvib 66U chopMm-
poBaHblI B BacriypakaHe B cepenvine XVI Beka, BEpOSITHO, MOT, BAUSHUEM
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of the seventeenth century and preserved all the characteristics of the
Greek-Italian icon painting tradition and the Vaspurakan school of min-
iature painting. It is certain that these icon-portrait types had not previ-
ously existed in Armenian illuminated manuscripts. Investigation shows
that such unusual types of images of Christ and Mary are connected with
the theme of “Intercession”, an important explanation of which is found
in the Armenian apocryphal text of the Vision of Mary and some hymns
of the Hymnals. In my opinion, it is also possible to connect this pair
of images with the theme of Deesis: the images represent the culmination
of a pictorial programme of narrative miniatures, immediately following
the scene of the Last Judgement.
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uxroHorpaduu, npoucxonsameit u3 Kunukuu u Kunpa XIII Beka u Wta-
vy XV-XVI BekoB. HOBOIKYTbGUHCKME 1 KPBIMCKME MUHUATIOPUCTBI
MIPOAOJIKAIN CJIEOBATh 3TUM MKOHOIpadUUEeCKUM CXeMaM 10 KOHIIa
XVII Beka 1 COXpaHUIM BCe XapaKTEePUCTUKU T'PeKO-UTATbSIHCKON KO-
HOMMCHO TpaAuLIM U BacIypaKaHCKO 1IKOAbI MMHMUATIOPHON KMUBO-
mucyu. HecoMHeHHO, TaKOTO pofia MKOHOIIOAOOHbIE U300 paskeHMsI paHee
He CYIIeCTBOBAIN B apMSIHCKUX MJUTIOMUHMPOBAHHBIX pyKoTncsx. Mcce-
IIOBaHMe TOKa3bIBAET, UTO TaKye HeOObIUHbIE Bapyaluy 06pa3oB Xpucra
¥ Mapuu cBsI3aHbI C TEMOI «3aCTYITHUUECTBO». [IonTBepsKIeHe 3TOTO 06-
HapY>KMBaeTCs B apMSIHCKOM aTlloKpUbUIecKoM TeKCTe «BumeHme Mapum»
1 B HEKOTOPBIX '’MMHAaX, coepskammxcs B 'uMHapusix. MOsKHO Takxke CBSI-
3aTh 9TU CBSIThIe 06pasbl ¢ TeMoit lencyca: u306paskeHUs MPeACTaBISIOT
KyJTbMMUHAIIMIO XXMBOMMCHOM MTPOTPaMMbl TOBECTBOBATE/bHBIX MUHMA-
TIOD, CTeAYIONYI0 Cpa3y e Mocie cieHbl «CTpaliHblii CyLy».

[Tpe3eHTanus JOKAaAa C BU3yaIbHBIM MaTepuajoM MO3BOIUT HAYYHO-
MYy MUDY U JTIO[SIM, MHTEPECYIOMMUMCS XYI0KeCTBEHHBIM, 60TOCTOBCKUM
M IMCbMEHHBbIM Hac/lenyeM apMsIHCKOTO Hapoja, y3HaTh O CyIlleCTBOBA-
HUY PEIKMUX Y HEOOBIYHBIX MKOHOTPa®UUECKUX CXeM U 03HAKOMUTHCS
C pesyabTaTaMy KOMIIJIEKCHOT'O MCCeq0BaHMsI, KOTOpbIe MTPOIMBAIOT CBET
Ha HeM3BeCTHbIe aCleKThl apMSIHCKO MUHUATIOPHO SKMBOTIACH.
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Seyranush Manukyan

Yerevan State University, Yerevan

CILICIAN MINIATURE AND BYZANTINE TRADITIONS
OF THE 11™ CENTURY: EXAMPLE OR IMPULSION TO CREATION

Because of the geographical location and historical circumstances of its
formation, the Armenian Kingdom of Cilicia found itself in the center
of the three world cultures: Christian (Byzantium, Christian East and
West), Moslem (Arabs) and Far Eastern (Mongols that reached Cilician
borders). The Cilician art was involved in the artistic processes of the
Mediterranean milieu. The Byzantine culture played a special role in this,
due to most ancient and durable ties. From the middle of the 12t cen-
tury, the issue of the unification of the Armenian Apostolic Church with
the Byzantine Dyophysite Church was topical. Despite the fact that the
Churches’ union did not happen, this movement resulted in widespread
knowledge of and rapprochement with the Byzantine culture.

Traditions of the 11t!"-century Byzantine manuscripts became the most
considerable. The concepts developed there of a codex as a precious piece
of art and as an integral art system, that combines seamlessly text and
miniatures, were largely expressed in the Cilician manuscripts of the
second half of the 12t 13 century.

Such an understanding of the illuminated manuscript led to the ap-
parition of the new kinds of miniatures: miniatures in the text, marginal
scenes and historiated initials. Iconography of various Cilician portraits
of monarchs, royal family members, donators and saints also echoes Byz-
antine examples. The influence of Byzantine images is visible in the Cili-
cian facial type. From the point of view of the reflection of Byzantine
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C.C. ManyksiH

EpeBanckuii rocyapCTBeHHbIV YHUBEPCUTET,
Epesan

KWINKUIICKASI MUHUATIOPA Y BUSAHTUICKUE TPAIULINU
XI BEKA: OBPA3EILI WU UMITVJIbC K TBOPUECTBY

BBugy cBoero reorpaduyeckoro MeCTOITOJIOKEHWST M UCTOPUUECKUX 00-
CTOSITeNBbCTB co3nanust, Kunmkuiickas ApMeHMs oKa3anach B IIeHTPe Tpex
MMUPOBBIX KYJIbTYp: XpUCTHAHCKOV (BusaHTus, XpucTuaHckuii BocTok
¥ 3amap), MyCyJIbMaHCKO (apaObl) 1 TaJIbHEBOCTOUHOI (MOHTOJIBI, 10-
menive fo rpauui Kunnkun). MckycetBo Kmmmkium oka3anoch BOBIeUeH-
HBIM B XYA,05KeCTBeHHbIe TIpolecchl cTpaH Cpeln3eMHOMODPBS U CeBep-
Hee. Oco60e MeCTO B 3TOM ITpoIiecce 3aHMMAaeT BU3AHTUIICKASI KYIbTypa,
CBSI3Y C KOTOPOJI ObIIM CAMBIMM IPEBHUMMU U IUTeNbHbIMMU. C cepemu-
Hbl XII Beka B KMIMKMUM CTaBUTCS BOIIPOC 06 06beAMHEHUM apMSIHCKO
aroCTOJIbCKOJ IIePKBYM C BU3AHTUIICKOI IuadusuTckoi. HecMoTps Ha
TO, YTO CJIMSIHUS LIlepKBeil He TTPOM30IIIO, ABVDKeHMEe TIPUBENIO K MINPO-
KOMY 3HAKOMCTBY ¥ COJVKEHMIO C BU3AHTUIICKOM KyabTypoii. Hambomnee
CyIIeCTBEHHBIMM OKa3aJMCh TPagMULIMM BU3AHTUIICKON KHUrM XI Bekxa.
CnoxxkuBIIMeCs B Helt MpecTaBIeHMST O KOJeKce KaK XyA0KeCTBeHHO CO-
BepIlleHHO AparoieHHOCTU U 11eJI0OCTHOM XYL05KeCTBEHHOM OpraHu3Me,
B KOTOPOM OPTaHMYHO COeNVHEHBI TEKCT M MUHMATIOPHI, C HAaMOOJIbIIEe]
TOJTHOTOV BOIUIOTUJIUCH B KUIMKUICKUX PYKOIIUCSX BTOPO MOJTOBUHbI
XII u XIII Bexa. 113 TakOro MOHMMAaHMS MILTIOCTPUPOBAHHOV KHUTYU ITPOUC-
TeKaloT HOBbIe BUIbI MMHMATIOP — TEKCTOBbIE, MApTUHAJbHbIE CIO’KETHbIE
CII€HBI M UICTOPV30BaHHbIE MHUIMABI. C BU3AHTUIICKMMM 00pasiamMu Iie-
PEKIIMKAETCS TaKKe MKOHOTpadMsl KVJIMKUICKUX TIOPTPETOB — 1IaPCKUX,
YJI€HOB 1IaPCKOI CeMbU, JOHATOPCKUX, CBITHIX. [leuaTh BU3AHTUINCKUX
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traditions, the Book of Lamentation by 10t century poet Grigor Na-
rekatsi, copied in 1173 (Matenadaran, Ms. 1568), is significant. Every Na-
rekatsi’s portrait has its own Byzantine prototype. The Byzantine Psal-
ter in Vatoped (cod. 761) is also an important evidence of connections
with Byzantium. It contains Armenian inscriptions and decorations added
by a Cilician artist, indicating that Armenian artists kept the manuscript
for a long time.

Byzantine models were perceived by Armenian artists not only as pro-
totypes, but also as impulsion for creation, for finding new ideas. Traits
of the Greek manuscripts that were typical either for one type of manu-
scripts, or special folios, or concrete personage, were used across divides
by Cilician artists. Byzantine traditions, amazingly transformed accord-
ing to the Cilician taste and demands, became catalysts, which acceler-
ated processes in the Cilician manuscript art and converted it into one
of the brilliant phenomena of its time.
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06pa30oB KoHIla X—-XI BeKa ONyIIaeTcst ¥ B CAMOM TUIIAXKe, CJIOKMBIIEMCS
B KMJIMKUIICKUX MMHMATIOPaxX. B maHe oTpaskeHMsI BU3AHTUMCKUX Tpa-
nuiuii XI Beka 0co6eHHO MoKa3aTesibHa «KHura CKopoHbIX IeCHOTIeHUiT»
nosTta X Beka ['puropa Hapexauu, nepenncanHas B 1173 rony (EpeBan,
MareHamapas, kof. 1568). B Heit Kaskablii 13 mopTpeToB Hapekany nmeer
CBOJI BU3AaHTUIICKMIT IPOTOTUI. BaskHBIM CBUAETENbCTBOM CBsI3€e ¢ Bu-
3aHTHel IBIsgeTCs U Bu3aHTuiickas ITcantupsb (Adon, Batomen, kom. 761),
B KOTOPO¥ apMsIHCKMe HaAIMCK U YKpalleHusl, 1o6aBlIeHHbIe KMJIUKUIi-
CKMM MacTepoM, YKa3bIBaIOT Ha TO, YTO PYKOMMCh IOITOe BpeMsl Haxo -
JIach B pyKax apMsIHCKMX XY O0KHUKOB.

BusaHTuiickue 06pasiibl BOCIIPUHUMAINCH apMSIHCKUMU XYIOOKHM-
KaMy Kuiankum He TOJIbKO KaK MPOTOTUIIbI, HO KaK MMITYJIbChI K TBOpUEe-
CTBY — IJIST POKIEHMST HOBBIX Meii. To, UTO B IPeUeCKUX PYKOMMUCIX ObIIO
XapaKTepHO IIJIS1 OJHOTO BUA KHUT WJIM OTIpeleIeHHbIX JMCTOB KHUTH,
MJIYM KOHKPETHOTO MepCcoHaska, KUIUKUICKMe MacTepa UCIO0Ib3YIOT Kak
00N IPUHLINII, He OrpaHUYMBast ce0sl, pacIIupsis CBOM BO3MOXKHOCTHA.
[TepepaboTaHHbIe COOTBETCTBEHHO KWJIMKUIICKMM BKYCaM U MOTPeOHO-
CTSIM, VOUBUTENbHO TpaHCHOPMUPOBAHHbBIE BU3AHTUIICKYME TPaAUIINN
TIpMOGPeNM PoJib KaTal3aTOPOB, YCKOPUBIIMX MTPOLIECCHI B KMJTMKUIICKOM
KHIVKHOM JICKYCCTBE M IIPEBPATUBIINX €r0 B OZHO M3 OIMCTATEeNTbHBIX
SIBJIEHUI CBOET0 BPEMEHM.
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Lev Lifshits
The State Institute for Art Studies, Moscow

CHANGE OF IDEALS IN THE ART OF THE FIRST THIRD
OF THE 13™ CENTURY. ON THE PROBLEM DEFINITION

1. A problem of periodization of Byzantine and Russian art of the end
of the 12t - beginning of the 13t centuries has not been sufficiently re-
searched.

2. The goal of my presentation is to demonstrate that there are three
distinct and essentially different stages in the development of the art
of this period. This development took place under the influence of chang-
ing aesthetic ideals and patrons’ personal demands, which found their
expression in new formal principles of creating art.

3. This new classification of the art of the period in question will clarify,
and sometimes significantly correct the currently accepted dates of cer-
tain art pieces.
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JLU. Jlugpwiuy

TocymapCTBEeHHBIV MHCTUTYT UCKYCCTBO3HAHMS,
Mocksa

CMEHA UJIEAJIOB B UCKYCCTBE IIEPBOI TPETH XIII BEKA
K IMTOCTAHOBKE ITPOBJIEMBI

1. [IpobnemMa mepuoaM3anuy MamMsITHUKOB KoHIa XII — rmepBoii TpeTu
XIII Bexa — ofHa 13 HaMMeHee pa3pabOTaHHBIX B IUTEPATYPE, TOCBSIIEH-
HOJi BU3AHTUIICKOMY U PYCCKOMY MCKYCCTBY.

2. Llenbio goKIama siBjsieTCs Mokas3aTh, YTO XyI0KeCTBEeHHbIN Mpoliecc,
MPOUCXOAUBIINI HA TIPOTsDKeHMM 1190-1230-x rogoB, MPOXOAUT yepes
TPY IPUHLIUNIMAIBHO PA3IMYAIONIMXCS 3Tana. OTO MPOUCXOAMIIO IO, BIU-
STH/EM U3MEeHSIOIIMXCS ICTEeTUUECKUX U easloB, JMYHOCTHBIX YCTaHOBOK
3aKa34YMKOB M HaXOOMJIO OTPakeHue B MPUHIIMIIAX GopMoo6pasoBaHMs.

3. Takoii B3I/s, Ha TIPOM3BeIeHMs KMUBOIMCY YKa3aHHOTO BpeMeH!
TO3BOJISIET YTOUYHUTD, & B Psfie CIy4aeB MPUHLIUIIMATBHO CKOPPEKTUPO-
BaThb, IPUHSTbIE B HAYUHO JIMTepaType JaTUPOBKY HEKOTOPbIX 3 HUX.
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Engelina Smirnova

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

ARTISTS IN NOVGOROD IN THE FIRST HALF
OF THE 14™ CENTURY

Much attention was paid by researchers, O.S. Popova in particular, to a re-
vival of artistic connections between Rus and Byzantium after the hardest
period of the Tatar-Mongol yoke. It seems important to represent not only
the “probyzantine”, but also other layers in Russian painting of this time,
the monuments of which have been preserved mostly in Novgorod. They
testify to the diversity of the artistic life in Novgorod at this time. An ex-
ample of the archaic traditions, which serve, nonetheless, to the expres-
sion of important concepts of Christian enlightenment, is the work by sev-
eral (possibly, four) artists responsible for the main part of the miniatures
of the Simonov Psalter (State Historical Museum, Khlud. 3) of the second
quarter of the 14™ century.

Another layer, contrasting to the previous one, consists of works by vis-
iting Byzantine artists. Among them is the icon painter responsible for the
renovation of the icons “The Mother of God Hodegetria” with “St George”
on the back (now in the Assumption Cathedral of the Moscow Kremlin)
and “St George” — the main icon of the katholikon of the Yuriev monas-
tery (now in the State Tretyakov Gallery). Such is also the painter of the
figure of Christ in the first miniature of the Simonov Psalter. In the frame-
work of the Byzantine tradition, “the Greek Isaiah with the fellows” (men-
tioned by the year 1338 in connection with the painting of the church
of the Entrance into Jerusalem in Detinets) evidently were working.
A special place is occupied by the Feasts of ca 1341 from the iconostasis
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3.C. CmupHosa

TFocymapCTBEeHHBIV MHCTUTYT UCKYCCTBO3HAHUS
MI'Y umenu M.B. JlomoHocoBa, MockBa

XVYIO>KHUKU B HOBroPOJIE B ITEPBOM I1I0JIOBUHE
XIV BEKA

VccnemoBatenu (ocobenno O.C. IToroBa) yaenmin 60IbII0e BHUMAaHME
BO3POXKIEHUIO XYIOXKeCTBEHHBIX CBsi3eii Pycu u BusaHTuu mocie camoit
TSKEJIO0M TTOPhI TATAPO-MOHTOIBCKOTO Ura. Ham KaxkeTcsl BayKHbIM IMpeJi-
CTaBUTb He TOJbKO «IIPOBU3AHTUICKUII», HO U ApYrue MaacThl B PyCCKOit
SKUBOTIMCU 3TOTO BpeMeH!, MaMSITHUKY KOTOPOi COXPaHUIUCh MTPeuMy-
mectBeHHO B HoBropozge. OHM CBUIETENbCTBYIOT O MECTPOTe XYL oXKe-
CTBeHHOI ku3HM HoBropoga sToro BpemMeHu. [IpyMepomM apxamueckmux
TpaauIMii, TOCTYKMBILINX, OJHAKO, BbIpaXKeHMIO BasKHbIX UAEMHBIX KOH-
LeMNIMii XpUCTUAHCKOTO MPOCBEeIeHMsI, SIBJSIIOTCSI TPOM3BeeHMsT He-
CKOJIbKUX XYIOXHMKOB (BO3MOXHO, YeThIpeX), UCTIOIHUBILIMX OCHOBHOI
maccuB muHMaTiop CumoHoBckovi [cantupu (T'NMM, Xnyn. 3), BTOpoii yet-
Beptu XIV Beka.

WHo# niact, KOHTPACTHBIN MO OTHOIIEHUIO K OMMCaHHOMY, COCTaB-
JISIIOT TIPOM3BeNeHMUsT TIpUe3kUX BUSAHTUIMCKUX XYAOXKHUKOB. ITO
MKOHOITMCeI, TTIOHOBJISIBIIMI MKOHBI «boromateps OmuUruTpus» co
«CB. Teopruem» Ha o60poTe (YcrmeHckuii co6op MockoBckoro Kpemiis)
u «CB. Teopruit» — xpamoBbIit 06pa3 cobopa I0pbeBa moHacTeips (I'TT).
DTo MacTep, HamucaBmmit Gurypy Xpucra B mepBoit Mmuuuatope Cu-
MOHOBCKO ITcanTupu. B paMKax BM3aHTUIICKOM Tpaguiuu paboTaiu,
0YeBMAHO, «TpeunH Mcaiisi ¢ Apyrel» (ynoMmuHaetcs mnon 1338 romom
B CBSI3M C poCIuchbio Bxogouepycanmumckoli uepksu B [Jetuniie). Oco-
60e mecTo 3aHMMaloT ITpasguuku (ok. 1341) u3 uxkonocraca Coduiickoro
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of St Sophia Cathedral (now in Novgorod Museum) — the work of provin-
cial Byzantine artists.

The works of the third layer were created by Russian artists com-
bining the Palaeologan traditions and the local peculiarities. Such are,
for example, “The Saviour enthroned”, painted by the artist Mikhail
in 1337, apparently for St Trinity monastery in Kolomtsy near Novgorod
on the order of Archbishop Moses (now in the Annunciation Cathedral
of the Moscow Kremlin) and “St Trinity” (now in the Assumption Cathe-
dral of the Moscow Kremlin), probably coming from the same place and
forming a pair with “The Saviour enthroned”, as well as the doors with
“gold foil decoration” - those named “Vasilievskie” (1336, now in Alexan-
drov) and “Likhachevskie” (The State Russian Museum), and the minia-
tures of the Gospel Readings in the State Historical Museum, Khlud. 30.
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co6opa (HoBropomckuit Mmyseit) — paboTa MpOBUHIIMATbHBIX BU3AHTUI-
CKUX MacTepoB.

IMpousBeneHusT TPETbETO CJOS MUCIIOTHEHbl PYCCKUMMM MacTepaMMu,
B TBOPUECTBE KOTOPBIX COUETAIOTCS TPAAULIMU [1ae00TOBCKOTO UCKYC-
CTBa U MeCTHbIE 0COOEHHOCTH. DTO, Hanpumep, «CIac Ha MpecTose», Ha-
MMCAHHBI XygoXXHUMKOM Muxamnom B 1337 romy, Buamumo, nias Tpoulr-
Koro MoHacTbIpst B Komomiiax 6;113 HoBropoga 1mo 3akasy apxmercKkorna
Moumuces (bnarosemnieHckuit co6op MockoBckoro Kpemiist), u «CB. Tpoutia»
(YermeHckuii co6op MockoBckoro Kpemiist), BeposiTHO, TPOMCXOASIIast OT-
Ty[a e U SBJSIONIAscs napHoii K «Crnacy Ha mpecToiie», a Takke Bacu-
nbeBckue (1336, Anekcannpos) u Jinxauésckue (I'PM) BpaTa ¢ «3010TOM
HaBOJKOV», MMHMAaTIOpbl EBanrenusa 'MM, Xnyn,. 30.
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Irina Shalina
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WESTERN AND BYZANTINE TRADITIONS
IN EARLY 14™-CENTURY NOVGOROD ICONOGRAPHY

The icon of the Miracle of St George and the Dragon from the collec-
tion of M.P. Pogodin (the State Russian Museum) is noted for its high-
ly individual execution, which lacks any direct analogies in Old Russian
art. The sources of its imagery allow us to substantially expand our un-
derstanding of the complex genesis of early Novgorod icon painting.
E.S. Smirnova, the author of the most detailed study of the icon (pub-
lished in 1976), attributes the icon to the democratic movement of early
14t™h-century art. Yet the icon’s close connection with late 13™-century art
gives enough reason to group it along with other ‘red background’ icons,
which originated at the time when Novgorod begins to develop its own,
highly distinct style of iconography.

The centrepiece of Pogodin’s icon bears striking similarity with the re-
cently uncovered icon of the Miracle of St George and the Dragon from
the private collection of S.M. Vorobiev (Moscow) dated to the year 1300.
The proximity of the two icons is reflected not only in the composition,
but also in several incredibly rare details and unique inscriptions. Despite
each master’s stylistic individuality, both clearly used the same sample for
their respective pieces. Since the icon from the Russian Museum is sim-
pler in its artistry and execution, there is reason to believe that it was
created at a later date.

An entire range of details — St. George’s banner, the harness, the horse’s
headdress (the chanfron) — all have Western origins and clearly indicate
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H.A. llanuxa

TocymapcTBeHHbI Pycckuii my3sei,
Cankr-Iletep6ypr

ITEPEIVIETEHUE BU3BAHTUMCKUX U 3ATIAJTHBIX XVIIOKECTBEHHBIX
TPAJIWIIVIN B HOBIOPOJICKOM UKOHOIIMCH PAHHEI'O XIV BEKA

VxoHa «Yymo Teoprust o 3mue, ¢ skutreM» U3 cobpanuss M.II. [Torogu-
Ha (T’PM) obnamaeT SIpKO MHAMBUAYAJIbHOI MaHEepPOi MCIIOTHEHUS,
He MMelollleii TPSIMbIX aHAMOTUIl B UCTOPUU JPEBHEPYCCKOTO MCKYC-
cTBa. VICTOKM ee XymOKeCTBEHHO 06pa3HOCTM MTO3BOJISIOT CYIIeCTBEH-
HO pacHIMPUTh HAIIU MPeACTaBAeHMs O CJIOKHBIX MyTSIX reHe3uca paH-
HeJl HOBrOpOACKOIi MKoHomucK. Hanbosee moapo6HO MKOHA M3ydanach
9.C. CmupHOBOI1 (1976), cBsI3bIBaBILEli ee ¢ Haubogee JeMOKpaTuue-
CKMM HaIllpaBJieHMeM KMBOMMCHY TTepBoi moaoBuHbI XIV cTtonetus. Ox-
HaKO TecHas CBsI3b 0COGEHHOCTe MCITOTHEeHMS TaMSITHMUKA C TIpOM3Be-
neHusimu 1nospHero XIII Bexa He IO3BOJISIET BBIBOAUTH €ro JaJeKo 3a
TIpeIesIbl IPYIITBl KpaCHOPOHHBIX MKOH 9TOT'O BpeMeHM, KOT/ia B HOBI'O-
POJICKOM MCKYCCTBE HaUMHAET CKIaAbIBATHCSI COOCTBEHHBIN, HE TIOXOXKMIA
Ha Ipyrue HeHTPbl CTUJb.

CpemHUK MOTOAMHCKOM MKOHBI MMeeT Upe3BbluaiiHoe MKoHorpaduue-
CKO€e CXOZCTBO C HeJJaBHO PAaCKPBITHIM 00pa3om «Uymo eoprust o 3mue» u3
yacTHOTO cobpanus BopobbeBbix (MockBa), co3maHHOM okojio 1300 roga.
Bnu3ky He TOMbKO KOMITO3UIIMM, HO U OTHe/IbHbIe pelKue meTasu, Jaxe
YHUKaJIbHbIE TT0 GOPMYIMPOBKE HaATMCY. HecMOTpst Ha CTUIMCTUYECKYIO
MHAVBUAYATbHOCTb KAKIOTO 13 MacTePOB, OHM SIBHO MCIT0/Ib30BaIM OAVH
U TOT Xe 0Opasel, MpUUeM B MKOHe 13 PycCKOTro My3es BCe €ro 3JIeMeH-
ThI TIOJTYUMJIM 3aMeTHO YIIPOILIeHHbI BApMaHT, UYTO 3aCTaB/sIeT JyMaTh
0 uyTb GoJiee MO3HEM BPEMEHM €€ CO3AaHMs.
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that the Novgorod iconographers were acquainted with the Crusader icon-
ographic centres and the artwork of the Latin East. The Romanesque and
Early Gothic elements, which came through the provincial centres of the
Latin East in the 13t century, can clearly be seen in Pogodin’s icon, both in
the artistic traits and in the border scenes’ details (the headdresses, the
clothing). The artists tend to show a wide array of characters in profile,
as stocky, clumsy figures with large heads, low waists and pointy shoes.
This element is quite far from the Byzantine tradition, but is quite close to
Western European miniatures painted around the year 1300. The artists’
infatuation with graphics, which - from an artistic point of view — prevail
over the paintwork, is another element that links the Novgorod icon with
Western European miniatures, despite all differences in their provenance.
On the other hand, the facial depictions of the abovementioned Icon
of St George and the Dragon find close parallels in late 13t"-century Cru-
sader Cyprus. This might be seen as a clear indication of the fact that the
stages of stylistic evolution were common for most Eastern regions of the
era, as well as evidence of direct contacts of Novgorod with the Latin West
(and Latin East) in the preceding decades. All of these facts, elements and
traits clearly indicate that the evolution of early 14t"-century Novgorod
art was far richer in cultural contacts and far more dependent on outside
influence, than previously thought.
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LlenbIit psig meTaneit — HEOOBIYHBIN [IJIST PYCCKOM TPaIUIIUU CTST B Py-
Kax [eoprust, KOHCTPYKTUBHbIE 0COOEHHOCTM JIOMIAANHO YIIPSIKY, ee He-
OOBIYHBIN TOJIOBHOI YOOp (IIaHGPOH) — MMEIOT 3aIlaJlHOe TTPONCXOKIe-
HMe U SIBHO CBUJIETEIbCTBYIOT O 3HAKOMCTBE HOBTOPOACKMX MKOHOTIUCIIEB
C MaMSITHUKaMM, BBIIIEAIIMMY U3 MacTePCKIUX, 00CITYKMBABIINX KPECTO-
HocieB. O pOMaHCKUX U PAHHETOTUUECKMX uepTax, IpeIOMIeHHbIX ye-
pe3 Kakue-TO MPOBMUHIMAJIbHbBIE IIeHTPbI TaTUHCKOTO BocToka XIII Beka,
KpPacHOPEUYMBO IOBOPSIT KaK OTHe/bHbIE MeTaau SKUTUNHBIX KJIEHM MOT0-
IVMHCKOJ MKOHBI (TOJIOBHBIE YOOPBI, OZIeK1a), TAK U XyJ0KeCTBeHHbIE TIPI-
MeThI. IIpucTpacTye K mpoduIbHBIM M300paskeHUSIM IepCoHasKeit, mpe-
CTABJIEHHBIX B BUJIE TIPU3EMUCTBIX U YITIOBATBIX OOJIBIIETOTIOBBIX QUTYD
C HU3KMMU TaJIUSIMU U OCTPOHOCOT 06YBbIO, OUEBUAHO, BLIXOIUT 34 Ipe-
IleJibl BU3AHTUICKOM TpaguIMu, HO OKa3bIBAETCSI BeChMa CXOXKUM C MU-
HMATIOpaMM CpelHeBEKOBBIX €BPOMeiCKMUX PYKOIMceit, CO3JaHHbIX OKO-
j10 1300 roma. CommkaTh 3TU Jajekye 10 MPOUCXOXKIEHUIO TaMSITHUKA
MTO3BOJISIIOT U HETUIIMYHEBIE )11 HoBropoga umcTto rpaduyeckue mpueMbl
MKOHOMMCIA, TTpeobIafalomniye Hall SKUBOMUCHbIMU. C IPYTOii CTOPOHBI,
JIMYHOEe TIUCbMO Ha MKOHe «Yyno Ieoprust o 3mMue» HaAXOAUT AOBOJBHO
6/M3KIe MapaiyIeN B MCKYCCTBe JaTUHCKOTo Kumnpa mosguero XIII Bexa,
YTO MOKET CBUIETeIbCTBOBATh KaK O OJIM30CTU CTaAMaIbHOIO Pa3BUTUS
SKUBOITMCHU 3TIOXU, TAK U IIPSIMBIX KYJIbTYPHBIX KOHTAaKTaX, TeM OoJiee, UTo
MCCIIeloBaTeNN YoKe OTMeYaIu CXOAHbIe ITPOLeCChl, TPOUCXOASIINE B K-
BOIMCY 3TOTO LIeHTpa B MpeIeCTBYIOIMe NeCITUAeTUsI. ITO TTO3BOJISIET
BUIETh B Pa3BUTUM HOBTOPOJCKOTO UCKycCcTBa paHHero XIV Beka mepe-
TJIeTeHMe Topasmo 6osiee 6OraThIX M PA3HOOOPA3HBIX XY OKECTBEHHBIX
TpagUIMiA, UeM 3TO MIPEACTABISIOCH A0 CUX ITOP.
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Irina Sterligova
The State Institute for Art Studies, Moscow

A DIPTYCH WITH IVORY RELIEFS FROM ST PETER’S IN ROME
AMONG THE WORKS OF GREEK CARVERS WORKING IN RUSSIA
IN THE FIRST HALF OF THE 15™ CENTURY

The tablets with holy images in relief and cyrillic inscriptions, mounted
in two wooden frames between 1489 and 1621, are first mentioned in the
1473 inventory of St Peter’s amongst the property left to the Vatican by
Bessarion of Nicaea (1403? — 1472), a metropolitan of the Greek Church, a
cardinal of the Roman Church, twice a candidate for the papal throne, and
the architect of the Union of Florence and the marriage between Grand
Prince Ivan III and Zoé Palaeologina. In two instances, the entries in the
inventory regarding the ivory icons (“four figures of saints” and “Christ
enthroned, the Holy Virgin, St John, SS Peter and Paul”) are accompanied
by the note laborato ad rosas — “made in Russia”.

Bessarion had the same outlook as his colleague and friend Isidore, an-
other supporter of the Union, who was Metropolitan of Kiev in 1436-1443
and a cardinal of the Roman Church in 1459-1463. In 1437 Isidore spent
only five months in Moscow, after which he left for the Council of Flor-
ence with a sum of money and a large retinue provided by Grand Prince
Basil II. The carved icons may have been among the Metropolitan’s dip-
lomatic gifts provided by the Grand Prince, or they may have been from
the metropolitan sacristy: it is supposed that it was thanks to Isidore of
Kiev that a number of Greek manuscripts that had been brought to Mos-
cow by Metropolitan Photius of Kiev (1408-1431) ended up in the Vatican
Library. Isidore died in Rome and was buried in St Peter’s Basilica. Both
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U.A. Cmepnuzosa

TocymapCTBEeHHBIV MHCTUTYT UCKYCCTBO3HAHMS,
Mocksa

JUNTUX C PEJIBE®AMMU CJIOHOBOM KOCTU U3 COBOPA CBSTOTO
ITETPA B PUME B PS1Y ITPOU3BEJEHUI TPEYECKUX PE3UUKOB,
PABOTABIIVIX HA PYCU B IEPBO ITOJIOBUHE XV BEKA

[I1aCTUHBI ¢ peibeHBIMM CBSIIIIEHHBIMM M300paKeHUSIMU U KUPUJITNYE-
CKMMM HaJNMCSIMU, BMOHTMpPOBaHHbIe Mexny 1489 u 1621 rogom B fBe
JlepeBsSIHHbIE paMbl, BIlepBble YIIOMUHAIOTCSI B VIHBeHTape COKPOBUIIHU -
bl cobopa Csitoro IleTtpa B 1473 rogy cpeau 3aBellaHHOTO BaTukaHy
umyuiectBa Buccapmnona Hukerickoro (1403 ? — 1472) — muTpormoanra
I'peuveckoii 1 KapauHana PMMCKOJ 1iepKBeii, IBaXKAbl BbIABUTABIIETOCS
Ha TarCcKuii MPecToJ, «apxXuTekTopa» OIopeHTUNCKO YHUM 1 OpaKa Be-
nukoro kHa34 VBaHa 111 ¢ 3oeii [Taneonor. B AByX ciy4yasx npu yrnommuHa-
HMY B MHBEHTApe MKOH U3 CJIOHOBOI KOCTU («YeThIpe (MUTYPhI CBSITHIX»
u «Xpuctoc Ha TpoHe, CBaTas JleBa, cBITOM MoaHH, cBsaThIe IleTp u I1a-
BeJI») eCTh oMeTKa: laborato ad rosas — «caenaHo Ha Pycu».

BuccaproH 6bUT eIVHOMBIIIIJIEHHVKOM, CITOABVKHUKOM U IPYTOM ellle
O HOTO CTOpOHHMKA YHUMU — Vcumopa, B 1436—1443 rogax MUTPOIIOANTA
Kuesckoro, a B 1459-1463 — xapamuana Pumckoii 1iepksu. B 1437 romy
Wcupop Haxonwicsi B MOCKBe JUIIb TSITh MECSILeB; MIOTYYMUB OT BEJIMKOTO
KHs13s1 Bacuus 11 gmeHbru v GOJBINYIO CBUTY, OH BbleXasl Ha cobop B dep-
papy. [lparoiieHHble pe3Hble MKOHBI MOIIM OBITh KaK Cpeayu OUIIOMa-
TUYECKUX TapOB MUTPOIIONNTA, KOTOPBIMU €TI0 CHAOIVIT BEJIMKMIT KHSI3b,
TaK ¥ MPOUCXOAUTD Y3 MUTPOTIONNYbEN PUSHUIIBI: ITOIATAIOT, UTO 6y1aro-
napst Ucupgopy KneBckoMy U psifi rpedecKux pyKoTuceit, mpuBe3eHHbIX
B MockBy Kneckum mutpomnonuntom ®oruem (1408-1431), okasancs
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Isidore and Bessarion were notable devotees of Greek culture, and ad-
mired, collected and preserved the Christian art of Byzantium. It may be
that Bessarion obtained from Isidore not only the carved icons, but other
icons also made in the Greek workshop in Moscow: Bessarion was Isidore’s
successor as titular Latin Patriarch of Constantinople and may have inher-
ited his patriarchal sacristy.

Among the few works of three-dimensional art from the end of the
14" century and first half of the 15™ that have survived in Russia there
are not only cameos and miniature reliefs carved on wood originating
from the South, but also ivory reliefs (such as the cross from the Cathe-
dral of the Annunciation in the Kremlin) made in the Greek workshop that
was active in Moscow in the second and third decades of the 15™ century.
They belong to an artistic tradition that began in the Palaeologan Renais-
sance, and are distinguished by their lively sense of plasticity, freedom in
conveying the various poses and architectural volumes that are placed
in the space, and seem to be the final flash of interest in the Hellenis-
tic heritage. This artistic manner that the Greek craftsmen had brought
to Central Russia became the basis from which Old Russian ivory carving
evolved in the second half of the 15™ century and the 16, The Vatican
reliefs, which may be dated to ‘before 1437, are only removed by a short
interval of time from the reliefs of the Cathedral of the Annunciation’s
cross, but they are done in a different style and a strikingly individual
manner which has no direct continuation in 15-century Russian carving.
They reflect the diversity of stylistic currents that 15%-century Russian
artists had to draw upon.
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B BaTmkaHckoit 6ubanoreke — Micumop ymep B Pume 1 moxopoHeH B 6a-
sunuke Cpsitoro Iletpa. I Vicumop, u BuccapyoH GbUIM BBIOAIOMIMMU-
CST IpUBEPKEHI[AMY I'PEUeCKOii KyJIbTYPbI, LIEHUTEISIMU, COOMPATETSIMU
M XPaHUTEISIMU XPUCTUAHCKOTO MCKycCcTBa BuzaHTuu. Bo3sMmoxkHo, yepes
Hcupopa K BuccapuoHy momnanu He TOIbKO pe3Hble, HO U Apyrue gparo-
LleHHbIe MKOHbI, BBITIOJIHEHHbIE TPEUeCKMMIM MacTepaMu, paboTaBIIIMuU
B MockBe — BuiccaproH cmeHm Mcuopa B KauecTBe TUTY/ISIPHOTO JIaTUH-
ckoro natpuapxa KOHCTaHTMHOIIONST U MOT YHaC/JeloBaTh ero natpuap-
Y10 PU3HUILY.

Cpeny HEMHOTMX COXPaHUBIIMXCS Ha Pycu Mpou3sBeneHUt MIacTUKU
koH11a XIV — mepBoii monoBMHBI XV BeKa eCTh He TOJIbKO KaMeu ¥ MUHUa-
TIOpHbIE pebedbl, BbIpe3aHHbIe Ha I0KHBIX ITOPOax JepeBa, HO U peJibe-
(I cTOHOBOI KOCTH (HampuMep, KPecT U3 KpeMIeBCKoro BiarosereH-
CKOTO C060pa), KOTOPbIE BHIILIN 13 IPeYECKOii MaCTePCKOIt, eiiCTBYIOIIe
B Mockse B 1410-1420-x rogax. OHM NpuHaLJIeXaT K XyH0XeCTBeHHOMN
Tpaguiuu, Gepylieit Havao elle B 310Xy I1aJeooroBCKOro peHeccaH-
ca, OTIIMYAIOTCS KUBBIM OINYIIeHMEeM IIAaCTUKM, CBOOOIHOI TTepemaueii
Pa3HOOOPA3HBIX TI03 ¥ APXUTEKTYPHBIX 00bEMOB, PACIIONIOKEHHBIX B ITPO-
CTPaHCTBe, U KaXKyTCsI MOCIeIHMUM BCIIJIECKOM MHTepeca K SJNIMHUCTUYEe-
CKOMY HacaeAuio. DTa XyfokeCTBeHHas: MaHepa, 3aHeceHHasl rpevyeckuMu
MacTepaMu B LleHTpaabHYI0 Pych, cTasia OCHOBOI JJis1 pa3BUTUS BO BTO-
poii monoBuHe XV-XVI Beke IpeBHEPYCCKOI pe3bObI IT0 KOCTY. BaTukaH-
cKye peabedbl, KOTOPbIe MOKHO JAaTUPOBATh «H0 1437 roga», OTAeIeHbI OT
penbedoB KpecTa biaroseneHCcKOro co6opa HeGOMbIINM ITPOMEXKYTKOM
BpeMeHMU, HO BBITTOJIHEHbBI B MHOM CTUJIe U SIpKO MHAUBUIYATIbHOM MaHe-
pe, He HalleIIel MPsIMOT0 MPONO/KEHMS B PYCCKO TmacTuke XV Beka.
OHM oTpakaloT MHOT006pasye CTUINCTUUECKMX TeUeHNH, MUTABIINX PYC-
CKUX XY[IOKHUKOB XV CTOJIEeTHS.
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Elena Ostashenko

The Moscow Kremlin State Historical
and Cultural Museum and Heritage Site,
Moscow

IVORY RELIEFS FROM THE VATICAN MUSEUMS
IN THE CONTEXT OF THE BYZANTINE AND RUSSIAN ART
OF THE SECOND QUARTER OF THE 15™ CENTURY

1. I.A. Sterligova in her paper has convincingly proved, that the ivory
reliefs from the Vatican Museums were created in the second quarter of
the 15 century. She supported this attribution by a number of histori-
cal sources. The goal of our presentation, though, is to look at these art-
works from the point of view of stylistic development of both Byzantine
and Russian art.

2. While our understanding of the 15™-century art has become more
differentiated, some of the periods within it are still not very clearly de-
fined and characterized. Specifically, our notion of the style of 1430-
1440s remains quite vague and ill-defined.

3. There is a certain tradition in our historiography to view Russian art
of the 15™ century as a completely self-determining, autonomous from
the Byzantine cultural influence. Significantly, all references to the Greek
tradition in regards to the artworks created after 1431 (the year of death
of Metropolitan Photius) cease to exist.

4., Taking the Vatican reliefs as an ideal model of the 1430-1440s’ style,
we discover very similar traits in artistic thinking and approaches in con-
temporary Byzantine and Russian paintings.

5. The parallels between the reliefs and other artworks of the period
demonstrate the ubiquitous and universal, albeit short, circulation of this
particular style.
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E.A. OcmauueHko

T'ocynapCTBeHHBI MCTOPUKO-KY/IBTYPHBIN My3eii-3all0BeIHUK
«Mocxkosckuit Kpemib», MockBa

PENBE®BI CJIOHOBOM KOCTU U3 MY3EEB BATUKAHA
U X MECTO B BUBAHTHUIICKOM U PYCCKOM UCKYCCTBE
BTOPOM YETBEPTU XV BEKA

1. Penibedbl 13 BaTukaHa MMeIOT HalesKHYIO TaTUPOBKY BTOPOI UeT-
BepThio XV Beka, 0OCHOBAHHYIO Ha CYMMe MCTOPUYECKUX UCTOUHUKOB, UTO
6bLI0 TTOKa3aHo B coobuieHuy V. A. CTepnurosoii. Llesbio Hallero JoKaaaa
SIBJISIETCSI PACCMOTpPEHME TOT'O JKe MaMSITHMKA C MHOM CTOPOHBI, 8 UMEHHO:
B KOHTEKCTe CTUIMCTUUECKOTO Pa3BUTUS BU3AHTUIICKOTO U PYCCKOTO UC-
KYyCCTBa Tex e mecsaTuiietnit XV Bexa.

2. B HacTosIee BpeMs M3ydeHMe BU3AHTUICKUX U PYCCKUX MaMSITHU-
KoB XV Beka crtasio 6ojee guddepeHupoBaHHbIiM. OgHAKO aleKo He
KaXKIIblii M3 BbIEIsIeMbIX IEPUOL0B PA3BUTHSI TIOTYUMIT B HAYKe CBOIO UC-
yepIbIBAIONIYI0 XapaKTepUCTUKY. B yacTHOCTH, KpaliHe HeOTUYeTAMBbIM
oCTaeTcs IpefcTaBlieHNe o cTuie uckyccrsa 1430-1440-x rogos.

3. B oTeuecTBeHHOIT McTOpMOTrpaduy BO MHOTOM COXPaHSIETCS YCTOM-
YyyBas TpagMIMs pacCMOTPEHMST PYCCKOTO MCKyccTBa XV Beka Kak MOaHO-
CTHI0 CAMOOBITHOTO, OTIEIMBIIETOCS B CHMITY MICTOPUUECKIX OOCTOSTETHCTB
OT UCKYCCTBA BM3aHTUIICKOTO Mupa. He ciryuaiiHO B ONMCaHMSIX TIPOU3Be-
IeHuit, co3maHHbIX mmocie 1431 roga (rom cMepTtyt MuTpononnuta GoTus),
YIIOMMWHAHMUS TpeyeCcKux MaMsITHMKOB, IPUBIeYEHMS X B KaueCTBe aHa-
JIOTUIA, MCU€e3aloT.

4. BaTukaHCKMe pesbedbl MOTYT CJIYXUTh CBOEOOPA3HBIM 3Talio-
HoM cTtuisa 1430-1440-x romoB. YepThl 0CO60OTO XYHOKeCTBEHHO-
IO MBIIIJIEHNUSI, KOTOPbIe XapaKTepu3yioT pesibedbl, 00HAPYKMBAIOTCS
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6. In conclusion, we would also like to address the issue of local artistic
tradition and the workshop, the artist of the reliefs belonged to. A unique
iconography of some fragments of the large composition (Deesis) gives
us some clues to the cultural context, in which these art pieces were cre-
ated, and serves as an independent confirmation to the date offered by
I.A. Sterligova in her research.
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B OJTHOBPEMEHHOM BM3aHTUIICKOM M PYCCKOM MCKYCCTBe (B IIpOM3Bee-
HUSX XUBOMIUCK).

5. PaccMaTpuBaeMblil TaMSITHUK MTPeCTaB/sIeT yOeJuTeaIbHOEe CBUIE-
TeJIbCTBO OOIIHOCTY Pa3BUTUSI BUSAHTUIICKOTO M PYCCKOTO VICKYCCTBA BTO-
poit ueTBepTy XV Beka. AHaJIOTUM peibedaM MOATBePKIAI0T ITOBCEMECT-
HO€, XOTS ¥ KpaTKOe pacipoCTpaHeHue 3TOTO CTUJIS.

6. OmHOBpEMEHHO B JOKJIale CTaBUTCS BOTIPOC O JIOKAJTbHON XY[0XKeCT-
BEHHOJ Tpaaulum, 0 MacTepCKOM, KOTOPOI mpuHaaaexan aBTop. Heko-
TOpbIe YHMKAIbHbIE 0COOEHHOCTY MKOHOTpaduM COXpaHMUBIIMUXCS dpar-
MEHTOB OOJIbINON KOMITO3ULUK («Jlencyca») MO3BONSIIOT MPENCTaBUTh
atMmocdepy, B KOTOPOi CO34aBaJoCh 3TO ITPou3BeeHMe. Bce 3TO CIysKUT
HEe3aBVICYMBIM ITOATBEPKAEHNEM TaTUPOBKY PE3HBIX (parMeHTOB, IIPeI -
snokeHHOV U.A. CTepaImroBoii.
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Gennadij Popov

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

THE ICON OF SAINT NICHOLAS OF MYRA WITH SCENES
FROM HIs LIFE IN ZARAYSK

The cult of Saint Nicholas of Zaraysk attracts great interest because of
the cycle of stories, which were composed by the mid-16™ century. From
them it is known that an image that “came” from Korsun (Chersonese
Taurian) to a town that is now known as Zaraysk (the region of Ryazan)
in 1224 was already considered miracle-working. The culmination in the
narrative is the events of 1237 - the invasion of khan Batiy, during which
the local prince was killed and his wife and son were thrown into a ra-
vine, where they died. Scholars believe that the modern name of the town
originates from the old Russian word “zaraza”, which meant a place cut
with ravines or pits.

There is no description of the icon in these stories. Perhaps, there was
only an image of Saint Nicholas on it, without scenes from his life, and it
could be small in size. According to a chronicle, in 1513 a raid of Crimean
Tartars took place and the old icon was transported to the neighboring
Kolomna. There from the original icon a copy was made, and now one can
see it at the Saint Nicholas church in Zaraysk. It evidently has some ar-
chaist features but at the same time it totally lacks influence of pre-Mon-
golian or even Byzantine painting, i.e. of the peculiarities of the original
icon from Chersonese. Its artist most probably came from Ryazan.

From the continuation of the narrative follows that since the time of the
Great prince Vasily III there was a wide veneration of the icon of Nicholas
of Zaraysk in the whole Rus.
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I'.B. I[lonos

LleHTpanbHbI My3eil peBHePYCCKO KYJIbTYpbI
" UCKycCTBA MMeHM AHzpest Py6nesa, Mocksa

JKUTUIMHASI UKOHA CBSITUTEJISI HUKOJIASI MUPJIMKUIICKOTO
B 3APAICKE

KynbT cBsiToro Hukosbl 3apaiickoro MHTEpeCeH CYIeCTBOBaHMEM 0CO00-
r'O I[MKJIa TTOBecTeii, opopMUBIIMXCS K cepenuHe XVI Beka. M3 HUX U3-
BECTHO, UTO «Ipuiieammii» n3 Kopcyuu B 6ygymuimii 3apaiick («Ipemesibl
PsizaHckme») B 1224 romy 06pas yke CYMTAICS UyIOTBOPHBIM. Kynbmu-
Hal[yeil B [I0BEeCTBOBAHMM SBIISIOTCS coobITus 1237 roma — batbieBo Ha-
IIIeCTBYE, BO BPEMST KOTOPOTO ObUT YOUT MECTHBIN KHSI3b U «3apasmInuCh»
(pas6umIiCh) €ero Cyrpyra U CbiH. [0 MHEHUIO CIEeI[MalCTOB, HbIHEIIHEee
HasBaHMe ropoia BOCXOJUT, OMHAKO, K ObITOBABIIEMY TEPMUHY «3apa3a»
KaK M3PbITOE UJIM OBPAXKUCTOE MECTO.

B TexcTe moBecTel HET ONMMCAaHUS YYAOTBOPHO MKOHBI. BO3MOXHO, OHa
6bl1a eUHOMMYHOI, 6€3 KUTUITHBIX CLIeH, IOPTAaTUBHOM IO pa3MepaM.
ITox 1513 romom moBeCTBYeTCsI O Habere KPHIMCKUX TaTap, BO BpeMs KO-
TOPOTO IPeBHSSI MKOHA OblyIa TIepeHeceHa B cocenHIoo KosoMHy. 3mech
C opurMHana («Toro mepeBony») MUILIETCS HOBasi MKOHA, KOTOPYIO HbIHE
MOXXHO BuAeTh B HKOMbCKOI 1lepkBy 3aparicka. OmHaKo MpY OUeBUIHOM
HaJIMYMM apXanu3upyIoIIuX YepT, B CIIMCKe — MTOBTOpeHuu 1513 roga — oT-
CYTCTBYIOT OTTOJIOCKM TOMOHTOJIbCKOTO, K TOMY K€ BM3aHTUIICKOTO 00-
pasa, KakuM 6blIa MKOHA 13 XepcoHeca. ABTOPOM ee, CKOpee BCero, ObL1
PSI3AHCKUI XYIOXKHUK.

VI3 moceyIoniero moBecTBOBAHMS CIEyeT, UYTO IMUPOKOe, 0B1Iepyc-
CKOe TToYMTaHue MKOHbI HMKobl 3apaiickoro HaUMHAETCSI C STTOXYU BEJIM-
Kkoro kHs3s Bacunms II1.
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Andrey Batalov

The Moscow Kremlin State Historical
and Cultural Museum and Heritage Site, Moscow

AN EXAMPLE OF THE ARCHITECTURAL INVERSION
AND THE PROBLEM OF DATING THE KATHOLIKON
OF GORITSKY ANASTASIS MONASTERY

A certain view of Belozerie architecture in scholarly literature took shape
thanks to restoration and scientific work by S.S. Podyapolsky. His conclu-
sions are still relevant and have been supplemented by works of his fol-
lowers — G.S. Evdokimov, S.B. Kulikov and others.

General attention was attracted not only to the late 15™-century con-
structions, but also to the buildings of Vasily III, connected with his pray-
ing for childbirth, and the immunity policy of the governments of Elena
Glinskaya and underage Ivan IV. In contradistinction to buildings erected
under strong Italianizing influence in the first half of the 1530s, construc-
tions of the second half of the 1530s — 1540s were seen as an autochtho-
nous phenomenon. It was thought that they were fully oriented towards
the forms of late 15t — early 16t"-century Belozerie churches.

The church of Goritsky Anastasis monastery, dated by the entry in the
monastery’s Synodikon to 1543—-1544, has been considered to fit organi-
cally into this context. This monastery and its katholikon stand out in the
series of buildings of the middle of the century. For one thing, it is the
only patrimonial monastery in Belozerie at this time. It is evident in its
architectural appearance that the builders were seeking to repeat the de-
tails of the ornamental girdles of Belozerie churches of the end of the
15™ century not found in later constructions. At the same time, irregu-
larity of the plan and a certain lack of system in facades’ composition led
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A.JI. Bamanos

T'ocynapCTBeHHBI MCTOPUKO-KY/IBTYPHBIN My3eii-3all0BeIHUK
«Mocxkosckuit Kpemib», MockBa

[TPUMEP APXUTEKTYPHOM UHBEPCUU U ITPOBJIEMA
JATUPOBKU COBOPA BOCKPECEHCKOI'O I'OPUIIKOTO
MOHACTbBIPSI

[pencraBieHue 06 apxUTEKType Bemo3epbs B MCTOPUKO-aPXUTEKTYPHO
JUTepaType CJIOKUIOCH Garomapsl pecTaBpalMiOHHOM M HAyIHO! mesi-
tenbHocTH C.C. TTombsnonbckoro. CrelaHHbIe MM BbIBOJbI ITO-TIPEsKHEMY
aKTyaJIbHBI M JOTIOJTHEHBI paboTaMu ero nocienosareseii — I.C. EBIOKu-
moBa, C.b. Kynukosa u fip.

O61iee BHMMaHMe IPUBJIEKaIM He TOJIbKO IMOCTPOIKY KoHIa XV Beka,
HO U COOpYKeHus, CBI3aHHble ¢ BKaagamu Bacunus III, copenmanHbiMuU
B CBSI3M C MOJIEHMEM O YaZ0POAUN, M UMMYHUTETHON MTOJIUTUKON TIpa-
BuUTeNbCTB EneHnl [MHCKOM M MasnoneTHero MBaHa IV. B ominune ot
MTOCTPOEK, CO3MAaHHbIX B MEPBOii MojaoByuHe 1530-X rooB, MCIIBITABIINX
CUJIbHOE UTAIbSIHU3UPYIOlee BAMSIHIE, COOPYKeHMSI BTOPOii TTOJIOBUHbI
1530-1540-x rogoB MpeacTaB/IsICh Kak aBTOXTOHHOe sBjieHue. Cunurta-
JIOCh, UTO OHM ITOJTHOCTHIO OPMEHTUPOBAHBI Ha GOPMBI XpaMOB Beyio3epbs
koHIa XV — nepBoii TpeTu XVI Beka.

B 3TOT KOHTEKCT OpraHMUHO BITMChIBATIACh U IIEPKOBb BOCKpeceHCKOoro
T'opMIIKOTO MOHACTBIPS, JAaTUPOBAHHAS 110 3aITMCK B MOHACThIpCKOM Cu-
Homuike 1543/1544 romomM. DTOT MOHACTBIPb M €r0 COO0PHBIN XpaM Bble-
JITeTCs U3 O6IIero psiaa MOCTPOEK CcepelyHbI CToaeTus. IIpesxkae BCero, aTo
eIMHCTBEHHBI BOTUYMHHBIN MOHACTHIPh B beyiosepbe Toro Bpemenu. B ero
apXUTEKTYPHOM OOJIMIKE OUEBMIHO CTPEMJIEHYE CTPOUTEIE TTOBTOPUTD
JeTajay OpHaMeHTaJbHBIX IOSCOB 0eI03epCKUX XpaMoB KoHIla XV Beka,
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S.S. Podyapolsky to consider this church as the most archaic among other
northern buildings of the 1530s — 1540s and to ascribe it to the activities
of local masters, not those from Rostov. Yet, at the same time, in its ap-
pearance there are some unexpected details uncharacteristic not only of
the examples of the late 15 century, but of all known Russian buildings
dated reasonably to the first half of the 16 century. These decorative de-
tails emerge for the first time in The Intercession Cathedral on the Moat
of 1555-1561. It is hardly possible to admit that the local masons, so un-
skillfully repeating Belozerie models, could go ahead of the builders of the
main votive church of the reign of Ivan IV in their search for new decora-
tive forms. This allows us to attribute the church to the period after 1559
at least, when the side-chapels of The Intercession Cathedral had already
been consecrated, in which the decorative elements repeated by builders
of the Anastasis church first appeared. This dating also conforms well with
the general compositional peculiarities of the church built from the start
with the north side-chapel, which is not characteristic of the architecture
of the middle of the century, but typical for later period.

Peculiarity of the architectural appearance of this church can be con-
nected with the donor - princess Euphrosinya Staritskaya, the widow
of the prince Andrey Ivanovich, who retired to Goritsky monastery in
1563, “where she earlier took her vow and was constructing that mon-
astery” (The Complete Collection of Russian Chronicles, vol. 13, p. 368).
There were united in her church the metropolitan (The Intercession Ca-
thedral) and local models, among which the most probable is Uspensky
katholikon of St Cyril of Belozerie monastery. In 1554 this church got its
north side-chapel built above the tomb of the disgraced prince Vladimir
Ivanovich Vorotynsky. This link can also be borne out by the fact that a
side-chapel in the name of St Cyril of Belozerie was established by prin-
cess Euphrosinya in the diakonikon of the church of her monastery.

Thus, we are facing two contradictory tendencies forming the unique-
ness of appearance of this church - the conscious striving, on the one
hand, for turning back to the earliest models of Central Russian archi-
tecture in Belozerie, and on the other, for introducing the metropolitan
architectural elements into conservative architectural tradition.
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He BCTPEevalonyxcsl B 60siee TTO3JHEM CTPOUTENbCTBE. BMecTe ¢ TeM He-
PEryISIpHOCTD TIIaHa, OoTpefeeHHass 6eCCUCTEMHOCTh B KOMITO3UITUA
dacamos moszsomun C.C. ITogbSIIONbCKOMY 0O0CHOBAHHO CUMTATh ITY
LlepKOBb Haubosee apxauyuHoit Cpeay IPYIUX CeBEPHBIX MocTpoek 1530-
1540-X roJioB ¥ OTHECTH €ee K HesITeIbHOCTY MECTHbIX (2 He POCTOBCKMUX)
MacTepoB. OHaKO MPU 3TOM B ee OOJIMKe HEOXKWUAAHHO MPUCYTCTBYIOT
IleTann, He XapaKTepHble He TOJbKO MIJIT 06pa3IoB KoHIa XV CTONeTHs,
HO ¥ JJIsI BCEX M3BECTHBIX PYCCKMX MOCTPOEK, 000CHOBAHHO AATUPOBAH-
HbBIX [TepBOIi Mo0BUHOV XVI Beka. DT JeKopaTUBHbIe MOTUBBI BIIepBbIe
TTOSIBJITIOTCSE B co60pe [TokpoBa Ha PBy (1555-1561). CunTaTh, UTO MECT-
Hble KaMEHIIMKY, CTOJIb HEYMEJIO TTIOBTOPSIIOIINe Ge03epcKie 06pasIlbl,
oTepenuIv B ITOVCKAX HOBBIX IeKOPATUBHBIX (DOPM CTPOUTEJIE IIIaBHOTO
06eTHOTO XpaMa LiapcTBoBaHus MiBaHa IV, Bps, 1y BO3MOKHO. DTO TT03BO-
JIIET OTHECTM IIePKOBb 110 KpaitHeil Mepe K mepuopy mocie 1559 roga, Kor-
Ia puaenbl [IokpoBCKOTO cob0opa, B JEKOPAIIMY KOTOPBIX MPUCYTCTBYIOT
3JIEMEHTbI, TOBTOPEHHbBIE CTPOUTENSIMM BOCKpeCeHCKOI 1epKBIU, ObLIN
YK€ OCBSIIIEHbI. Takast ZATMPOBKA COOTBETCTBYET M OOIIMM KOMITO3UITH -
OHHBIM OCOOEHHOCTSIM XpaMa, [TOCTPOEHHOTO M3HAYAIbHO C CEBEPHBIM
MIPUAEeI0M, UTO HECBOCTBEHHO [IJISI apXUTEKTYPbl CepefHbl CTONETHS,
HO XapaKTepHO 151 6oJiee MTO3AHETO TIEPUOIa.

CBoeobOpasue apxXMTEKTYPHOTO 06/IMKa 9TO 1ePKBY MOXKET ObITD CBSI-
3aHO C 3aKa3YMKOM — KHATMHel EBpocuumeit CTapuiikoii, BIOBO KHSI3sI
AHnpes VIBaHOBUYa, yoanuBIeiicst B [OpuIIKMii MOHACTBIPD B 1563 roxy,
«TIe TIpeXkIe TOTo 06eT CBOJI MOMIOKIWIA M TOT MOHACTBIPh COOpYsKama»
(TICPJI. T. XIII. C. 368). B mocTpoeHHO1 €10 LePKBY COeOUHSIOTCS CTOMNY-
HbIi (co60p [TOKpOBa Ha PBY) M MeCTHbIE 06Pa3IIbl, CPeM KOTOPhIX HAM-
6ojiee BepOSITHBIM SIBJIsIeTCsT YCIleHCKuit cobop Kupumno-Benosepckoro
MOHACTBIPSI. DTOT XpaM B 1554 romy MoTyumsI CeBepHbIi IPUAeN, CO30aH-
HbIii Haf, TTorpebeHreM omnajabHOro KHsI3s Biagumupa ViBaHoBuya Bopo-
TBIHCKOTO. JTa CBS3b MOXKET MOATBEPKAATHCS U TeM, UYTO B IMAKOHHUKE
IIepKBY CBOETO MOHACTBIPSI KHATMHe EBhpocuHMe 6bUT yCTPOEH IpUIe
BO uMsI npenogo6Horo Kupuia Benosepckoro.

Takum 06pa3oM, MbI BCTpeuaeMcsl C ABYMsI ITPOTMBOPEYANIMMU TeH-
IEHIMSIMU, 00pasyIIMMY YHUKATbHOCTb 00JIMKA 3TOTO XpaMa: C OJHO
CTOPOHBI, CO3HATENIBHOE CTPEMJIEHVE 0OPATUTHCS K CAMBIM PAaHHUM 006-
pasiiaM cpelHepyCccKoi apXUTeKTyphl B benosepbe, ¢ Apyroit — mpuBHe-
CTU B KOHCEPBATMUBHYIO apXUTEKTYPHYIO TPALUIIUIO 37IeMeHTbI CTOTUYHOM
apXUTEKTYPHI.
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Elena Saenkova
State Tretyakov Gallery, Moscow

THE IcON “MY HEART IS INDITING A GOOD MATTER”
FROM THE COLLECTION OF THE TRETYAKOV GALLERY:
ORIGIN AND ATTRIBUTION

In 1930, the Tretyakov Gallery received an icon from the MONO Foun-
dation “My heart is inditing a good matter”, which was previously in the
Church of Alexei Metropolitan in Glinishchi in Moscow. The icon, which
had earlier been painted over, was uncovered in 2013 by a highly qualified
restorer, E.A. Gras.

The name of the icon is borrowed from the first verse of Psalm 44,
the text of which forms the basis of the iconographic programme. Quotes
from the psalm comment on all elements of the composition. The earliest
versions of the illustration of this text, which, according to the interpreta-
tions of the holy fathers, is the image of the mystical union of Christ and
the Church, appear in Byzantine art from the 14 century and represent a
version of the Deesis composition, called “Upon thy right hand did stand
the queen”. In the second half of the 16™ century, Russian masters pro-
posed a new iconographic interpretation of the ideas of Psalm 44, which,
due to the complexity of the plan and the duplication of the meaning
of some other symbolic compositions, did not become very widespread.
To date, one more work of the 16" century on this plot is known - a small
icon of unknown origin in the collection of The Central Andrey Rublev
Museum of Ancient Russian Culture and Art.

It is likely that the icon ended up in the Moscow church of St Alexei in
Glinishchi by chance, being created for some other church or monastery
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E.M. CaeHnkosa

TocymapcTBeHHas TpeTbIKOBCKas rauepes,
Mocksa

VKOHA «OTPBITHY CEPZLIE MOE CJIOBO BJIATO»
U3 COBPAHUSA TPETHSIKOBCKOM T'AJIEPEU:
IMPOMCXOXXIEHUE U ATPUBYLIUS

B 1930 rogy B TpeThsIKOBCKYIO Tanepero u3 houga MOHO mocTymmuia uko-
Ha «OTPBITHY CepAlle MOe CJIOBO 6;1ar0o», HAXOAMBIIASICS B IIEPKBU AJIEK-
cesgs MutpononuTa B [mnHuinax B Mockse. IKOHa, HaXOOMBILIASICS MO, 3a-
MmChio, 6bUTa packpbiTa B 2013 rogy pecTaBpaTOpOM BBICIIEN KaTeropumn
E.A.Tpa.

HasBaHue MKOHbBI 3aMMCTBOBAHO U3 MEPBOro CTuxa 44 mcaama, TeKCT
KOTOPOTO TIOJIOKEH B OCHOBY MKOHOTpa(UeCcKoit mporpaMMbl. LIuTaTer U3
rcajMa KOMMEHTUPYIOT BCe 3JIEMEHThI KoMIo3uiuy. Hanbomnee paHHue
BapMaHThl WITIOCTPAIIMM 3TOTO TEKCTa, SIBJISIOIIErocs, COrJIacCHO TOMKO-
BaHMSM CBSITBIX OTIIOB, 00Pa30M MMUCTUUECKOTO coro3a XpucTa u Llepksu,
TIOSIBJISIIOTCSI B BU3AHTUIICKOM UCKYCCTBe ¢ XIV cTomeTus 1 mpencTaBisioT
c006071 BapMaHT AeMCYCHO KOMITO3UIIVY, TIONYYUBIINI Ha3BaHMe «IIpef-
cra Llapuia». Bo BTopoii monosuHe XVI Beka pycCKMMM MacTepaMu Oblaa
TpeJIoskeHa HOBast MKOHOTpaduecKast MHTepIipeTaus unei 44 ncaama,
KOTOpast B CMJTY CJIOKHOCTY 3aMbICiia U OyOGIMpPOBaHMUS CMbICTIA HEKOTO-
PBIX IPYIUX CUMBOJINYECKMX KOMIIO3UIMI He MOMydyusa IUPOKOro pac-
MpocTpaHeHusl. B HACTOSAIIMIT MOMEHT M3BECTHO elile OJHO ITpou3BefeHNe
XVI Beka Ha 3TOT CIOKEeT — HeGOoJIbII0i 06pa3 HeM3BECTHOTO ITPOVICXOKAE-
Hus B cobpanuu IIMUAP.

BeposiTHO, UTO B MOCKOBCKMI XpaM CBSATUTeNs Anekces B [muHM-
Iax MKOHA IoTaja CIyJyaiiHo M ObTa CO3[aHa IJiS KaKOro-TO MHOTO
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with a complex iconographic design. The icon “My heart is inditing a good
matter” is mentioned in the inventory of the Annunciation Cathedral
in Solvychegodsk in 1579 as a contribution of Nikita Grigorievich Stro-
ganov, and we have every reason to believe that this icon and the icon
from the Tretyakov Gallery collection is one and the same. The proxi-
mity of the artistic techniques to other icons of the so-called “local” tier
of the Solychegodsky iconostasis, as well as the identical dimensions
of the boards, testify to the fact that the icon “My heart is inditing a good
matter” originates from the Annunciation Cathedral. Thus, the time
of the creation of the icon may be limited to the period between 1560
(the date of construction of the cathedral) and 1579.
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KOMILJIeKCa CO CJIOKHBIM MKOHOTpaduuyeckum 3aMbicyioM. IKoHa «OTpbITr-
HY CepAlle Moe CJI0BO 6;1aro» YIIOMMHAETCST B COO0pHOI Omucy umyie-
ctBa BiarosemnieHckoro co6opa B ConbBbiuerogcke 1579 roga kak MecT-
HbIIT 06pa3 BKIaga Hukutel I'puropbeBuya CTporaHoBa, ¥ y HaC €CTh BCe
OCHOBaHM MoJarath, uTo B OmiucK peub UAEeT O MaMITHUKE U3 COOpaHMs
TpeTbsIKOBCKOJ Tajiepen. B 1mosb3y ee mepBOHAUAIbHOTO MPOUCXOXKIEHUS
13 BiaroBelieHCKOro cob6opa CBUIETETbCTBYIOT OIM30CTh XyI0KECTBEH-
HBIX IPMEMOB APYTMM MKOHAM MECTHOTO Psifia COJIbBBIUETOJICKOTO MUKO-
HOCTaca, a TakKKe UAeHTUUYHbIe pasMephbl AOCOK. TakuM 06pasoM, BpeMst
CO3HaHMUsI MKOHBI MOXKET ObITh OrpaHndyeHo 1560 (maTa CTpOMUTEeIbCTBA
cobopa) u 1579 romamu.
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