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VckyccTtBo 1 kynbTypa [peBHei Pycn
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CpeaHeBeKOBbSA: Hacnegme N nepcnekTuBbl OCMbICIEHNUSA»
The “Art and Culture of the Middle Ages: Heritage and
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cnegne, mexgncumnanHapHble nccnegoBaHnd

eX/lyHapoJHasd Hay4yHas KoH(epeHusa «HcKyccTBO U KyubTypa CpezmHe-

BEKOBbA: HACJIEAHE U IIEPCIIEKTHUBBI OCMBICJIEHHA» IIPOBOJUTCH B KAYECTBE

OTZAEJIbHOIO TEMATHYECKOTO 6JI0KA B COCTABE MEXKYHAPOJHOTO CHMIIO3HY-
Ma «AKTyaJIbHbIE IIPOOJIEMBI TEOPHH M HCTOPHH HCKYCCTBA>, PETYJIAPHO OPraHHU3ye-
Moro CaHKT-IIeTep6yprcKHM rocylapCTBEHHBIM YHHBEPCUTETOM COBMECTHO ¢ MI'Y
uMeHH M. B. JIoMOHOCOBa ¥ BEAYIIUMH My3eiMHU Poccuu.

KoHdepennusa npoxoguT B CaHKT-Ilerep6ypre Ha miomankax CII6IY c 26
o 31 oxTs6ps 2020 r. Ha Helt 06CcykAaeTcs IMHPOKHUH KPYT BOIIPOCOB TEOPHH M HCTO-
pHUH H300pa3UTENIBHOTO MCKYCCTBA U aPXUTEKTYPbI, COXPAHEHHA U HHTEPIpPETalUH
POCCHICKOIO U MHPOBOT'O KYJIbTYPHOTO HAaCJIEH s, B3AUMOJENCTBHUA HCKYCCTBOBEL -
YECKOH HAayKH C IPAKTUKOH My3€HHOr0 fiejla M APYTHMH IyMaHUTAapHBIMHU chepaMH,
a TaKXke C OTAEJIbHBIMH 00JIACTSMH €CTECTBEHHBIX HayK. KOH(epeHIIHI HOCHT MeXK-
JHUCUMIIMHAPHBIN XapaKTep, a XpPOHOJIOTHYECKHH THANIa30H O0CYKJa€MbIX ABJIEHHUH
OXBAaTBIBAET ITEPHUOJBI OT CpeTHEBEKOBDS 10 COBPEMEHHOCTH.

TemaTH4ecKHE (POKyC KOH(pepeHIIHH «HCKycCTBO M KyJiabTypa CpenHEBEKOBBS:
HacJIEJUE U MEPCIEKTHBbl OCMBICIIEHHA>» IIPHOOPETAET 0COOYIO aKTyaJbHOCTb, I10-
CKOJIBKY fIBJIA€TCS BaXKHOHM 4aCTbIO0 HAIIHOHAJIBHOI'O CAMOCO3HAHHA U JA€T OCHOBY
JJ11 BOCCTAHOBJIEHHS TJIyOMHHOH HCTOPHKO-KYJIbTYPHOH OOLIHOCTH IIpH IIOHHMa-
HHH OIIPEeJIECHHON HAllMOHAJIPHOHM M PETHOHAIBHOH CIIENHU(HKH Ha 3HAYHTETbHON
YaCTH ITOCTCOBETCKOr0 U MHPOBOT'O IIPOCTPAHCTBA, BOIIPEKH ITPOBOLIUPYEMbBIM M3BHE
JE€3UHTErpallHOHHBIM IIPOIIECCAM.

CreungHUKoH HaydYHOH NIpPo6IeMaTHKH TEMaTHYECKOro 6JI0Ka CTaJIH HE TOJIBKO
KJIIOYEBBIE BOIIPOCHI KAYECTBEHHOI'O UCCIEN0BAHNA NAMATHHUKOB CPEJTHEBEKOBOTO HC-
KyCCTBa B IIMPOKOM JHAaIa30He OT PYKOIIHCEH 0 apXUTEKTYPHBIX aHCaMOJIeH, HO 1
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OCMBICJIEHHE IIPEJIOMJIEHHS APEBHUX TPAJULHH B 3HAYHMBIX KyJIbTYPHBIX ABJIE€HHAX

H U/I€0JIOTHYECKHX Napagurmax Hosoro 1 HoBelIero BpeMeHH.

CoBpeMeHHbIE MTOAXO/bI K H3yUYEHHIO TaMATHHUKOB MCKYCCTBA IIPEIIOIaraloT 005-
3aTeJIbHbIE MEXJHUCIUIIJIMHAPHBIE HCCIENOBAHUSA, B TOM UYMCJIE TEXHHKO-TEXHOJIO-
ru4YeckHe. P HaydHBIX COOOIIEHHH MOCBAIIEH Pe3yJIbTaTaM 9KCIIEPUMEHTAIbHOIO
COTPYAHHUYECTBA YYEHBIX HAIIMOHAJIBLHOTO HCCIEN0BATENBCKOTO LeHTpa «KypuaTos-
CKUH HHCTHUTYT», (UJI0JIOT0B, HCKyCCTBOBEAOB H CIEIIHATHCTOB JPYTUX TYMaHHUTap-
HBIX 06J1acTEH.

HecmoTps Ha CJI0XKHOCTD BITHAEMHOJIOIHYECKOH CUTyallul B MHUPE, B paboTe KOH-
¢epennH (B oHIAHH (popMaTe) IPHHHUMAIOT y4acTHeE 60Jiee 30 HHOCTPAaHHBIX CIIEITH-
QTHCTOB U3 BEAYIIHX YHUBEPCHUTETOB U MPO(UIBHBIX HHCTUTYIIUH ApMeHHH, Benn-
KobpuTaHuy, l'epmanuy, I'penyu, Utanuu, Kunpa, Makenonuy, Pymeinnu, Cepouy,
®panuuy, Yexuu, FOxHON OCETHH.

3HAaKOMCTBO C MPEICTABUTENSAMH 3apyO€KHBIX HAyYHBIX IIKOJI IIO3BOJIHUT OTEYe-
CTBEHHBIM CIIELIMAJIUCTaM aJ€eKBaTHO OLIEHHBATb COBPEMEHHBIM YPOBEHDb 3HAHHH B
TOM WMJIM MHOH 06JI1aCTH, YIYHUTBIBATDh IIOCJIEJHHE JOCTHKEHUSA, YMETh MCIIOIb30BaTh
HOBbI€ METOABI, HAJIAXKUBATD I10JI€3HbIE€ KOHTAKTBhI, CO3/]aBaTh HOBbIE COBMECTHbIE Ha-
y4HBI€ IPOeKThl. COTPYJHHUUYECTBO U B3aUMOZIeHICTBHE Pa3HBIX HAIIpaBJIEHHUH U Hay4-
HBIX LIKOJI ABJIAETCS HENPEMEHHBIM YCIOBHEM JAJIbHEHIIETO IJIONOTBOPHOTO Pa3BH-
THS POCCUMCKOTrO HCKYCCTBO3HAHHUA.

Hapszay ¢ U3BeCTHBIMH POCCHHCKHMH U 3apy6€:KHBIMH CIIELIUAJINCTAMH K paboTe
B KOH(PE€PEHIIUH aKTHBHO OGbUIH IIPUBJIEYEHBI MOJIOZbIE UCCIIEOBATEIH, COTPYAHUKH
Hay4YHO-HCCIIEA0BATEIbCKHUX HHCTUTYTOB, POCCUMCKHUX H 3apy0OeKHbIX My3€eB.

ITenp KOH(PEPEHIIMH — ITOCTPOCHHE MEXAYHAPOJHOIO SKCIEPTHOTO COOBIIIECTBA,
OOBEUHSIONIETO IIPEICTABUTENICH pPa3HBIX MPOMECCHI: HCKYCCTBOBEOB, UCTOPH-
KOB, KyJIbTypOJIOTOB, apX€0JIOTOB, PECTABPAaTOPOB, My3€HHBIX COTPYIHUKOB H JPYyTHX
CIIELIHAJICTOB.

KoHepeHIIHA CIIOCOGCTBYET pEeIIeHHI0 (PyHAAMEHTAJIbHBIX HAayYHBIX Npo6ieM,
HaXOAAIIUXCS B (DOKyCe HAYYHOH paboThI BEAYIIHUX POCCUHCKUX U 3apyOeKHBIX yUe-
HBIX B 00JIaCTH UCKYCCTBO3HAaHHSA, HCTOPUH U TEOPUH apXHUTEKTYPBI, KyJIbTYpPOJIOTHH,
a TaKKe CIIELIMAJIMCTOB, OCYIIECTBIAIOMINX HHHOBAIJMOHHbIE 9KCIIEPUMEHTBI Ha CThI-
K€ TYMaHHTAapHBIX 1 €CTECTBEHHBIX HayK. CIIEKTp PyHIAMEHTAIbHBIX TEM HaXOIUT
OTpaXK€HHE€ B pa3HOOOPa3HOM TeMaTHKE CEKIIUH. MHOTIHE U3 9THX HCCIIEI0BATEb-
CKHX HaIlpaBJIEHHH 6bUIM NOAAEPXKaHbl TPaHTAMH B TOM uHcJe PoccuiicKOro Hayd-
Horo ¢oHa U p. B 2020 r. KoH(epeHLIN cTajla IJIOMIAIKOH s alrpobauy 6ojee
40 TOKJIAIOB I10 Pe3yJIbTaTaM HCCIIEOBAHHI B paMKax IIpoeKToB Poccuiickoro poxa
(pyHIaMEHTAIBbHBIX UCCIEAOBAHUH 10 CIEAYIOIIMM OCHOBHBIM HAIIPaBJICHHM:

+  MeToaBl BU3YaTH3aI[HH YTACIINX TEKCTOB U APYToi rpacdudyeckoi HHPOpMaLIHH
B CPEJHEBEKOBBIX ITHCbMEHHBIX MaMATHHKAX (PYKOIHCAX) C HCIOJIb30BAHHEM
9JIEKTPOMAarHUTHOTO U3JIyY€HUs Pa3THYHbIX CIIEKTPATbHBIX AHUAMIa30HOB U LHd-
POBBIX TEXHOJIOTHH 06pab0TKH H306pazkeHUH (17-29-04476 odpu-m);
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+  HccnenoBaHusa aHTHYHOM KEPAaMHY€ECKOH CKyJbIITYphl B HUIT «Kyp4aTOBCKHI
HHCTHUTYT» (18-00-01094 KOM D),

+  TeKCT U KpacUTeJb: HCTOPHUKO-MATEPHATIOBENUYECKOE UCCIIEN0BAHHE KPACHUTETIEN
TEKCTa JJPEBHEPYCCKUX PYKONHCHBIX KHUT XIV-XVII BB. (18-00-00311);

«  EcTecTBeHHO-Hay4YHbIE€ HCCJIENOBAHHA MAaTEPHATIOB M TEXHOJIOTHHM PYKOIHCHBIX
MaMsITHHKOB (18-00-00407 A);

« IleprameHHBIN WJUIIOMHHHPOBaHHBIM CuHOguK PHB OCPK F.m.IV.1: mexauc-
LHUILUTHHApHOE uccienoBanue (18-00-00311);

+  EcrecTBeHHO-Hay4YHbIE€ MCCIIENOBAHUSA II€EPraMEHOB M YEPHUJ PYKOIIMCHBIX I1a-
MATHHKOB M3 cO6paHHsa POCCHICKOMH HaIlMOHAJIbHOH 6161oTexH (18-00-00429
(K) KOMD1);

+  CkasbHBIE XpaMbl perroHa Thirpail (DdHONUs) B apXUTEKTYPE K MOHYMEHTAJIb-
HOM HCKycCcTBe XpHCTHaHCKOro BocToka (19-012-00299 A);

«  Hcropus maHAmadTHOTO HCKYCCTBA B KOHTEKCTE HAIlHOHAJIBHBIX KyJIbTyp Poc-
cuy, 3amafa ¥ BocToka: TeopHs, NMPaKTHKa, IEPCIEKTUBBl pa3BUTHA (18-012-
00826 A);

+  BecTHapui 3II0XM PaHHETO XKeje3a — CPEHEBEKOBDS C TEPPUTOPHUH COBPEMEH-
HoH IOxHOM OceTuH (IaMATHHUKH apXeOJOTHH, CKYJIBIITYpa, MUGOIorHs) (20-
51207001);

+  BsauMogeiicTBHe TPaJULMOHHBIX U MOHOTEHCTHYECKHX peluruii Ha Kaskase
B MaMATHHUKAX MaTepHUaAIbHOM KyJIbTypHl (18-012-00319 A);

«  ApxwurexTypa BankaH u JIpesHeil Pycu B XI-XV BB. IIpo6siemMa napajuiese, BIx-
AHHUH 1 PETHOHAJIbHOH HHTEPIPETALMH BH3aHTHHCKHX 06pa3nos (18-012-00284
A);

«  Hosmuntux B Utanuu XIII-XVI BEKOB: HCTOPHS CTAHOBJIEHHS U TpaHc(oOpMa-
LIMH, IPOGIEMBI CMBICJIOBOTO COAE€pPKaHHUSA U 6pIToBaHUA (20-012-00524 A);

«  Tsepckoit kpemib B XII-XVII Bekax: IpaflOCTPOUTENLCTBO, apXUTEKTypa U JO-
MOCTPOEHHE I10 JAHHBIM HKOHOTpa(HUECKHUX, TUCbMEHHBIX U apX€0JIOTHYECKHUX
HCTOYHUKOB (19-012-00025);

+  ApxutekTtypa IIckoBa XIV-XVI BB.: OCHOBHbIC HTOT'H U IE€PCIIEKTHBBI H3yYCHHU
(19-112-50369);

+  THXBHH KaK CaKpaJIbHbIH LIEHTP, JYXOBHBIH (POPIIOCT U NALIAAHNYM MOCKOBCKOTO
LapcTBa. XyJ0KECTBEHHOE YOPaHCTBO XpaMOB BosIbIIoro YeIeHCKOro MOHaCThIps
10 MMChbMEHHBIM HCTOYHHKAM M COXpaHUBIINMcA NaMATHHUKaM (18-012-00512 A);

. HcTopHs BOEHHOTO 3044ecTBa Poccnu KoHIIa XV-XVI BB. B KOHTEKCTE €BPOIIEH-
CKOH apXHUTEKTYypHOH Tpaguiuu (19-09-00032 A);

+  ApPMAHCKOE apXHUTEKTYPHOE M XYy[OKECTBEHHOE Hacjeaxe ora PocCHM: XpaMbl
M MOHACTBIPH, X JIUTYpruYecKHe IpeaMeThl U pykonucu XVII-XIX BB. (110 Ma-
TepHalaM KOoJUIeKIMH MockBel, PocToBa-Ha-JloHy, AcTpaxaHu U KpbiMa) (17-04-
00643-OTH);
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+  ApXMTEKTypa JepeBAHHBIX XpaMoB OHexkckoro ITomopesa XVII-XIX BB. Tumosuo-
T'H, 9BOJIFOL U, pETHOHAJIbHBIE Tpaguiuu (20-012-00356 A);

+  Pesupmennus Ilerpa I B KOJIOMEHCKOM: KOMILJIEKCHOE MCTOPHKO-apXEOJIOrHYe-
ckoe uccaenosanue (20-09-42021 A);

«  IIyTb K HMIIEPHUH: CTAHOBJIEHHE IPUABOPHOHN XYyJ02KECTBEHHOH KYJIBTYPHI B Poc-
CHH B IETPOBCKOE BpeMs (20-012-42023 A);

«  Pycckuii ucropuuyeckuii xkaHp XVIII — nepsoit nososuHbl XIX BeKoB. Teopusa U
MacTtepa (19-012-00459 A);

+  ApxuTexTypa MOCKBBI M POCCHUIMCKOM NPOBUHIMHU MNEPBOM MOa0BUHBI XVIII B.
B CBETE APXUTEKTYPHOH rpadpuKH u3 cobpanus @puapuxa ¢poH Beprxosbia B Ha-
LHOHaJIbHOM My3ee CTokrosbma (19-012-00504 A);

+  ApXMTEKTYPHO-TPaZjOCTPOHUTEBHBIM MPOLECC B O3LHEUMIIEPCKOM POCCHUHMCKOM
nposuHIHHU (KaszaHckoe IloBoskbe, mociaepHsas TpeTh XIX — Havano XX B.)
(18-012-00338 A);

« PacnpocTpaHeHHe IIpaBOCIAaBHA M XPaMOCTPOMTENLCTBO Ha TEPPHUTOPHU
Ipubantuku B 1840-1910-¢ rr. (18-012-00458 A);

« JloxkaybHBIE TPaAHULHH M MCTOpPHUUYECKAas MaMATb B HCKYCCTBE CTApOOOPSALIEB
XX — Hayaja XXI BB. (19-012-00238 A);

+  BXVYTEMAC B 06pa3ax MHPOBOH KyabTypsl XX-XXI BB.: Hacienue 1 coBpeMeH-
HOCTb (PODOH 19-012-00193 A);

«  Teopus KyJAbTypHOM TPaBMbl: HHAWBHUAYAJIbHBIH TPAaBMAaTHYECKHI ONBIT U OIIBIT
HCTOpHYECKHX KaTacTpod (18-011-00570 A);

«  KiacTtepHas KyJbTypa: HCCIEJOBATENIBCKHUE CTpaTeruu U ¢puaocodckas aHaIH-
THKa (18-011-00977 A).

MHOT04YHCJIEHHOCTD JOKJIaJJOB 10 apXUTEKTYPHOH TEMATHKE, 3asIBJICHHBIX Ha KOH-
(epeHLIHIO, OTpaKaeT pa3HOOOpa3He penraeMbIX (PyHIaMEHTAIbHbIX HAYYHBIX 337124,
a TaKKe He MEHeEE aKTyaJIbHBIH HHTEPEC K NIpo6jieMaM COBPEMEHHOTIO apXUTEKTYPHO-
T'O M IpaZiloCTPOUTENILHOTO TBOPU€ECTBA. HccilenoBaTeIu CTPEMATCS IIOJABECTH HTOTH U
VIOPSAOYHTD UCTOPHOrPaHIO0 HCTOPUKO-aPXHUTEKTYPHOH IIPO6IEMATHKH, BKIIIOYAS
BBIACHEHHE €€ OCHOBHBIX 9TAaIlOB M TEHAECHIIMH, ONIpEEas HECOCTOATENBHEIE U MEP-
CIIEKTUBHBIE TEOPHH B UCKYCCTBOBEJUECKOM H3y4E€HHH apPXUTEKTYPHBIX ABJIECHHUH H
HIMPOKOTO IJIaCTa Hacjieq . BpICKa3bIBa€TCS U MO3UILIHA O 3aBEPIIEHHUH TPagHUIIMOH-
HOTO0, BHYTPHAHCIUIIJIMHAPHOTO U3y4YEHHUs MPOOJIEM apXUTEKTYpbl U HEOOXOAHMO-
CTH BbIPAa0OTKH HOBOHM OITHKM HCCJIEIOBAHHUM M HOBOHM CHCTEMBI OLIEHKH SIBJIECHHUH
B ropaszio 6ojiee MIMPOKOM KOHTEKCTe. TeM He MeHee, B psAfie JOKIa0B JEMOHCTPH-
PYIOTCS HEHCYEpIIAa€Mble BO3MOXKHOCTH KOMIIIEKCHOT'O aHAJIHN3a MTaMATHHKOB apXH-
TEKTYPbI H Pa3TUYHBIX SBJICHUH B 9TOH cepe, C IpHMEHEHHEM YITTy6IeHHBIX HCTO-
PHUKO-apXHBHBIX HCCJIEIOBAHHUM M YYE€TOM JaHHBIX HCKYCCTBOBENUYECKOTO aHAJIH3a:
(popMaNbHO-TUIIOIOTHYECKOT0, CTHIHCTHYECKOT0, HKOHOI'pahU4eCcKOoro, HKOHOJIO-
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THYECKOTO, UCCIIEJOBAHHUA TBOPYECKOTr0 MeTOa. CTAaBATCA TAKXKE BOIPOCH! BIHAHHA
HU3Y4YEHMs APXHUTEKTYPhI HAa ApXUTEKTYPHYIO IPAaKTHKY. HaKOHeI, HCCIeJ0OBAHUA TaK
HWJIM HHAaYe 00CYK/IAI0T IPOo6JIEMy COXpAaHEHHA AapXUTEKTYPHOTO HACJAeqHs, IIPeJIa-
ras Cy:KJI€HHs O pPasBUTHH IIPUHILIHUIIOB KOHCEPBAIIUH U PECTaBpallMH NTaMATHHKOB H
BaXXHOCTH HAKOIIJIEHHs 3HAHHH 110 HCTOPHH apXHUTEKTYPHI B BBIpAaGOTKE BEPHOH Me-
TOAMKH JIJI1 PECTABPATOPOB JIPEBHHX IIOCTPOEK H APXUTEKTYPHO-TPAJOCTPOHUTENBLHO-
rO HACJIEAHA OTHOCHUTEIbHO HEJABHETO IIPOILIOTO.

TeMaTHYECKHH CIIEKTP CEKIIUH 3aI1aJHOEBPONEHCKOr0 M BOCTOYHOXPHCTHAHCKOIO
CpeHEBEKOBDS COCPENOTOUEHBI HA HCCIIEJOBAHNH MEXaHU3MOB YCBOEHHM U ITPHCIIO-
CO06JIEHH A XYJI03KECTBEHHBIX UMITYJIbCOB, MCXOAMBIINX U3 BU3aHTHHM M MarucTpaib-
HBIX PETHOHOB 3amafHoi EBpoIbI, Ha JPYrHX TEPPHUTOPHAX, BXOAUBIIHUX B OPOUTY
HX KYJIFTYPHOI'O BJIMAHHA, YTO BaXKHO /I IOHUMaHMs 3aKOHOMEPHOCTEH Pa3BUTHA
BCEX 9THX TPAJULIAH.

B noknanax cekuuu «KyJIbTypHOE HacleqHe: MEXIUCUMIIMHAPHBIN MOAXOM Ha
CTBIKE TYMaHHUTAPHBIX H €CTECTBEHHBIX HAYK» OCBEIAIOTCA KAK PE3yJIbTaThl UCCIIE-
JIOBaHHUS KOHKPETHBIX NMTAMATHHKOB, TaK U METOJHYECKHE BOIPOCH KOHBEPreHIIMH
METOJOB H ITOJIXOJJOB ECTECTBEHHBIX U TYMaHHTAPHBIX HAYK, POPMHUPOBAHHUSA HEOOXO-
JUMOM 17151 MOJO6HBIX HCCIEOBAHHUH €CTeCTBEHHOHAyYHOH 6a3bl, IEPEHOCA OIBITA
€CTECTBEHHO-HAYYHBIX MATEPHAJIOBEJIECKUX UCCIIENOBAHM M, KDHMHHAIHCTHIECKOM
TPaCOJIOTHH U [T0YEPKOBEJEHMSA H APYTUX JUCUMILINH HAa PELIEHHE 32124 HCCIIEN0BA-
HHA IAMATHHKOB KyJIbTYPBHI.

Pap TeM OyeT MOCBAILLEH PACKPBITHIO 3TOH PO6JEMATHKH B OTHOLIEHHH MTAMAT-
HHKOB IIMCbMEHHOCTH, YTO 0COOEHHO aKTYaJIbHO BBUJIy OTHOCHUTEJILHO CJIa60H €€ pas-
paboTKM 111 JTaHHOM TPYIIIbl MaAMATHHKOB KYJIBTYypPbl H HCKYCCTBA (B OCOGEHHOCTH
J7151 IPEBHEPYCCKUX NaMATHHKOB).

ONHHM M3 BaXXHBIX TEMATHYECKHX BEKTOPOB KOH(EPEHILIHH, CTAHET O6CYKIEHHE
MHOTr006pa3usa NPUMEHAEMBIX IIOJXO0/I0B K HCKYCCTBY PoCCHM MMIIEPCKOro IIEPHO/A,
BHEJ[DEHHE HOBBIX METO/OB, BHIPAOOTAHHBIX HAa OCHOBE 06OOILEHHA €BPOIEHCKOr0O
OIIBbITA U3yYEHH A AaHAJIOTMYHBIX ITPO6JIEM Ha MaTEpPHAJIE EBPOIIEHCKOT0 HCKYCCTBA, 06-
CY2K/IEHHE CIIOCOO0B MX COBMEIEHHUSA € TPAAHUIIMOHHBIM HayYHbIM MHCTPYMEHTAPH-
€M MCTOPHH HCKYCCTBa. PacCMaTpHUBAIOTCA MPOGIEMBI «PYyCCKOTO CTHIIA>», B IIEPBYIO
oyepeb B ApXUTEKTYPE, KOTZa B 310Xy UCTOPH3Ma IIPH HENTOCPEACTBEHHOM yYaCTHH
BJIACTH (POPMHPYETCS KOHIEMIHS «HAI[HOHAIBHOT0» CTHJIA. JJOKJIaJbl HHOCTPaH-
HBIX YYEHBIX PaCKPBIBAIOT 0CO6EHHOCTH (POPMHUPOBAHMS OTHOIIEHMS K HAllOHAJIb-
HOMY KyJIbTYyPHOTO HACJIE€[JU Ha IPUMEPE PA3HBIX €BPONEHCKHX CTPaH. JIOTHYECKUM
3aBEPLIEHHEM HAyYHOTO OOCYKJI€HHMs CTaHOBHUTCH PACCMOTPEHHE BO3MOXKHOCTEH
COBPEMEHHBIX TEOPHH, HCCIIENOBATENbCKHX CTPATEIHIH U (PHIOCO(PCKON aHATHTHKH
MPUMEHHUTEIBHO K aKTYaJIbHBIM NPO6I€MaM HCKYCCTBO3HAHH .
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NICKyCCTBO 1 KynbTypa
IOpeBHen Pycu

Art and Culture
of Mediaeval Russia

AdepeBsaHHaa nocyaa XllI-XIV BekoB ¢ ourypatmuBHbimM
AeKopom 13 packonok B Benukom HoBropogpe:
nonynsipHble repou, 3aMMCTBOBaHHbIE CIOXETbI

M yTepsHHbIe npeaMeTbl

131-14"-Century Wooden Tableware with Figurative Decoration
from Archaeological Excavations in Novgorod the Great:
Popular Heroes, Borrowed Plots and Lost Objects

AHHa AHgpucoBHa CnanuHs Anna Slapinia

My3eli pyCcKOm MKOHBbI, Museum of Russian Icon,

Poccuiickag ®epepaumna Russian Federation

KntoueBble cnoBa: Benvkuii Hosropoga, Key words: Novgorod the Great, archaeology,

AeKOpaTUBHO-NPUKIagHOe NCKYCCTBO, apxeonorus,  secular themes, migration of images, applied arts
CBETCKME CIOXETbI, MUrpauns o6pa3os

1971 r. Beiny1a B cBeT KHHUra b. A. KosturHa «HOBropozackue peBHOCTH. PesHoe
JIepeBO» — IIEPBBIHM M Ha CETOIHAIIHUH IEHb €IHHCTBEHHBIH CBOJ, € PEBAHHBIX
NIPEeIMETOB JEKOPATHBHO-TIPHKJIAJHOTO HCKYCCTBA M3 apXE0JIOTHYECKOTO CII0s

Benmkoro Hosropoga. Ocob6ast LEHHOCTb 3TOTO HM3JaHHs 3aKJII0YAETCA HE TOJIBKO
B TOM, UTO MHOTHE HaXOAKH ObIM ONyOGJIHKOBaHBI B HEM BIIEPBBIE, HO H B TOM, UTO
OHO /1aJ10 TAHOPaMHBIH B3IJIA], Ha HOBITOPOACKYIO JIEPEBAHHYIO pe€3b0Y U TEM CaMbIM
II03BOJIMJIO TOBOPUTD O €€ CTHUJIE U CIOXKETAX.

BoIBIIIMHCTBO OITy0JIMKOBaHHBIX B. A. KOTYHMHBIM HaX0 0K YKpalllaeT TOJIbKO Op-
HaMEHT, HO HEKOTOpbI€ BEIIH COJEPKAT TAKXKE M300paKeHUs JIoJeH U KMBOTHBIX,
a MHOTZA U IIeJIble CI0XKETHbIE KOMIIO3HUITUH. Yalle Bcero (PUIypaTHBHBIH JEKOp MPH-
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CYTCTBYET Ha IIOCYyZi€ — Yalllax M JIoKKaX. Ha MOMEHT BbIXO/la CBOJA TaKM€ HAXOAKH
ObUTH €MHUYHBI U Ka3aJIHCh YHUKAJIbHBIMH 06Pa3laMH, BEPOSTHO — IIJIOAOM (paH-
Ta3UH OTAEIbHBIX MacTEpOB. OJHAKO B MOCIEAYIOLIKME TOAbl B HOBropoze u Apyrux
JPEBHEPYCCKHUX TOpojiax ObLIM HaHIEHBI IIOXO0XKHE HJIM MOYTH HJEHTUYHbIE BEIlH,
MTO3BOJIMBIIME TOBOPHUTS O CyIIECTBOBAHHH OINPENEIEHHOMN TPaJHLIHH.

O6BEKTOM [AaHHOIO HMCCIEJOBAaHHA CTajJla HOBrOpPOJCKas JAEPEBAHHAsA IIOCy/a
XIII-XIV BB. ¢ (pUTypaTHBHBIM JEKOpPOM, HaHIEHHAas BO BpeMs apXeOJOTHYECKHUX
packomnok. IIpegmeT HMCcCaefoBaHNUsA — KOMIIO3HMIIMM U CIOXKETHI 3TOTO JeKopa. Bpe-
MEHHBIE PaMKH 00YCJIOBJIEHBI JATHPOBKAMH HUMEIOIIErocs MaTepuaia. Ileap uccie-
JIOBAaHHUS 3aKJII0YAETCS B HM3YYEHHUH (PUIYPATHBHOIO AEKOPa ACPEBSIHHOM IIOCYHHI,
OIMCAHHUH €Tr0 BaAPUATHBHOCTH WU PA3BUTHA, BLIABJIIEHUH BO3MOKHBIX IIPOTOTHIIOB
MOAOOHBIX U3AEJTUH.

3azada HCCIENOBaHMA Ha IIEPBOM JTaIle€ COCTOSANA B c6ope MaTepHana. U yxe
3/leCb HaM IIPHUIIOCh CTOJIKHYTBCSI C CYIIECTBEHHOH ITPOGJIEMOM: HHTEPECYIOLIHE
Hac IIpeAMETBHL, OIyOIMKOoBaHHBIE B. A. KOJTYUMHBIM, 0Ka3aJIHCh YTEPSIHBI, 2 BO3MOXKHO,
U BOBCE HE COXPAaHMUJIMCh M3-3a HECOBEPILIEHHBIX METOIOB KOHCEPBALIUH, IPUMEHAB-
HINXCA B CepeHHE MPOIIOro CTOJIeTUA. TaKUM 06pa3oM, IIEPBBIM M HEOXKHUAAHHBIM
BBIBOZIOM JTAHHOTO HCCJIEAOBAHHUS CTAJ TOT (PAKT, YTO CAMBbIE SIPKHE U IITHPOKO U3BECT-
Hble 06pa31 bl HOBrOPOJCKOH JI€EPEBAHHOM MOCYZAbl HA CETOAHAIIHHNH JIEHD JOCTYIIHBI
TOJIBKO B BHJI€ OITy6JIMKOBaHHBIX PHCYHKOB, KOTOPBIE TI03BOJIAIOT TOBOPUTDH 00 HKO-
Horpa¢HH, HO TOYTH HUYETO He AAI0T HaM B IIJIaHE CTHJIA.

DTOT BBIBOZ, IIPHUBEJ K IIOCTAHOBKE BTOPOM 3a/la4yH: IIPH IIOMOIIH PHCYHKOB yTe-
PSHHBIX BEIleH M aHAJOTHUYHBIX UM COXPaHUBIIHXCS apTe(aKTOB MPEACTABUTDH 00-
JIUK Y CTHJIb HECOXPAHHBIIMXCS IPEeMETOB (PaKTypy MOBEPXHOCTH, ITIyOHUHY Pe3b-
0Obl, crienpUYECKHE XYA0KECTBEHHbIE IPUEMBI).

TpeTbe 3afayeil HcCIeJOBaHHUs CTajla KjlaccHHKalusa MaTepHana. IIpu pac-
NIpeeJIEHNH IIPESMETOB 110 BPEMEHHOM IIKajle OTYETIMBO BUAHBI BA 3TaIla Cylle-
CTBOBAHHUS IOCYABI C (PUTYPaATUBHBIM JileKopoM: py6ex XII-XIII — mepBas MOJIOBH-
Ha XIII cTojyieTHsd, KOTa IoCyia yKpalllaeTcs CLleHaMH IOeQHHKOB BOMHOB, H py6ex
XIII-XIV — mepBas mojoBuHa XIV CTOJIETHSA, KOI'AA CTAHOBATCS ITOITYJIAPHBI H30-
6paxeHus repoes (F'epakiia U AjekcaHpa MaKeIOHCKOT0). DTH 3TaIlbl Pa3iHyaloT-
Cs HE TOJIBKO TEMAMH, HO M XyJJOXKECTBEHHBIMH IIPHEMAaMH, OCOOEHHO 3aMETHBIMH
B IPOPabOTKE JINI] IEPCOHAXKEH.

YeTBEPTOH 3afadel HCCIENOBaHHA CTaJ IIOMCK OOpaslioB, Ha KOTOPBLIE MOTJIH
OPHMEHTHPOBATLCA MacTepa. MIeHTHUYHbIE MJIHM IOXOXKHE CIOKETHI MOXKHO YBHIETH
B ZIEKOPE BU3aHTHHCKHX CEPEeOPAHBIX Jalll, GPOH30BbLIX «IAH3EHCKHX 6JIIO/» U cepe-
OpAHBIX TOTHYECKHX Tapeie. DTO IPUBOAUT K BBIBOAY, UTO TAKHE AEPEBIHHBIE IIPE/I-
METBI MOTJIN CO3AaBaThCs KaK BOJIbHBIE U TOCTYITHBIE PEIIMKH JOPOrOH UMIIOPTHOH
METAJTHY€ECKOH TIOCY/IbI.

TaxuM 06pa3oM, UCCTIeJOBaHHE HOBIOPOJCKOH AepeBsHHOM nocyabl XIII-XIV BB.
pacuIHpseT HalllK IPEACTABICHUSA O MUTPALIMH CIOXKETOB B CPETHEBEKOBOM HCKYCCTBE.
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«A nsepuun y Heu 30...»: ABEpPHble NMPOEMbI B 3jlaHUN
HoBropoackou BnaabivyHoOM nanatbl

Doorways of the Faceted Palace

in Novgorod the Great

WNnba BnagumnpoBuy AHTUNOB llya Antipov

CaHkT-TeTepOyprckuin rocyaapCcTBEHHbIN Saint Petersburg State University,
yHuBepcuTteT, Poccuniickaa ®epepaumna Russian Federation

OmuTtpuii EBreHbeBuy fkoBnes Dmitry Yakovlev

CaHkT-TeTepbyprckunii rocyaapcTBEeHHbIN Saint Petersburg State University,
yHuBepcuteT, Poccuiickad ®egepauns Russian Federation

AnekcaHgpa BagumoBHa TpylwHMKoBa Alexandra Trushnikova
CaHkT-TeTepOyprckuin rocyaapCcTBEHHbIN Saint Petersburg State University,
yHuBepcuTteT, Poccuniickaa ®epepauymna Russian Federation

KnioueBble cnoBa: HOBropoackas apxmtekTtypa, Key words: Novgorod architecture, doorways,

ABepHble Npoémbl, BnagbluHaa nanata, apxutektypa Faceted Palace, Gothic architecture, civil architecture
rOTVIKM, TPaxXAaHCKas apxuTekTypa

ViccnenoBaHmne BbINOMHEHO 3a CYET rpaHTa Poccuidickoro HayuHoro doHaa (npoekt N° 18—18—00045).

JIETOIHCHOM COOOIIEHHUH O CTPOUTEIBCTBE BiaAbIKoN EBprmuem II B 1433 1.

KaMEHHOM MaJIaThl COEPKUTC YHHKAJIbHAA IOJpO6HOCTb — YKa3aHO, YTO 3/]a-

HHE UMEJIO TPUALATD JBEPEH. DTH CBE€IEHHSA CTAJIM OAHHUM M3 apTyMEHTOB JJIS
. A. TopaHeHKO, KOTOpas MPEAIIOI0XKHIIA, YTO U3BECTHE JIETOIIHCH JIOJIKHO OBITD CO-
OTHECEHO HE C CYLIECTBYIOIIHUM 3JaHHEM HOBIOPOJACKOH BilafbI4HOM ITAIaThl, 4 C IIPO-
TAXKEHHOHN IIOCTPOMKOM, KoTOpas 40 Haydana XIX B. CyllecTBOBaja Ha TEPPUTOPHUH
K 3arajfy oT Co¢puiickoro cobopa (Tak HazbiBaeMble IlmasepHble KeabH). IIo0 MHEHHIO
HCCJIENOBATENI, 3JaHUE MMEJIO APOYHBIH IIPOXOJ B HHUXKHEM fAPYCE, UTO M BBI3BAJIO
Y JIETONHUCLIA ACCOLIUALINIO C TPUALIATHIO IBEPAMH.

B pesynpTaTe NpoBeA€HHBIX B 2006-2012 IT. KOMIIJIEKCHBIX HUCCIEAOBAaHHUH H pe-
CTaBpallUH 3/1aHHS HOBropoACcKOH BiafAbpldyHON NajiaThl yaJ0Ch NOATBEPAUTD Ha3HA-
YeHHE 3TOH IIOCTPOMKH KaK LIEHTPaJIbHOIO 3B€EHA B CTPYKTYpPE ABOPAa HOBIrOPOICKO-
ro BiaaJblKu. COOTHECEHHE 3[JaHUA C 1AJIATOH JIETOIIUCHOIO U3BECTHA 1433 I. Tenepb
He BbI3bIBAET COMHEHHH. B X071€ pecTaBpallMHi IIOCTPOHKH YAaJI0Ch PACKPBLITL U OTpe-
CTaBPHPOBATb MHOI'OYHCJIEHHBIE [IBEPHbBIE NTPOEMBI. OKa3aJI0Ch, YTO HX KOJIHYECTBO
JeHCTBUTEIBHO IIPHUOIJIMKAETCS K TPHUALIATH — Ha IIEPBBIH B3I, YCIOBHOH IH(pe
JIETOIIHUCHOTO U3BECTHSI.

O4eBHIHO, YTO JIETOIHCEL], YIIOMHHAs TPHUALATh JBEPEH, XOTEJ MOJUYEPKHYThb
60JIbIIIHE pa3MEPBI U CJIOKHOCTh BHYTPEHHEH CTPYKTYpPhl HOBOTO KAMEHHOTI'O IBOPILA
HOBT'OpPO/ICKOT'O apXHEIMMNCKOIIa, Er0 HEOOBIUHOCTD A1 HoBropoza. IMEHHO JIBEpHbIE
IIPOEMBI BBICTYIAIOT JIJIS1 COBPEMEHHHKA CTPOHUTEBCTBA I1aJIaThl 3HAYKMBIM 3JIEMEH-
TOM OLIEHKH IIPOCTPAHCTBEHHBIX U (PYHKIIHOHAJIBHBIX OCOOEHHOCTEH 37JaHHS.
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ITesnb HcceqoBaHUA — MI0Ka3aTh 3HAYEHHE JBEPHBIX IPOEMOB BiiabIuHOM maja-
TBI HE TOJIBKO KaK CyIy60 (DyHKIIMOHATIBHBIX BJIEMEHTOB IIOCTPOMKH, HO U KaK BaxXK-
HeHIIeH 9acTH e€ XyJ0KeCTBEHHOTo 0hOpMJIEHH. B 31aHHH MOXKHO BBIAETIUTD CBO-
€ro pofia «HEPAPXHUIO ABEPEH» — IIMPOKHE U 60TaTO AEKOPHPOBAHHBIE TOPTAJIbI BETH
B HanboJIee BaXKHbBIE IOMEIEHM A, IPEHA3HAYEHHBIE JIJI BCTPEY U TOP2KECTBEHHBIX
TpaInes; JBEPHBIE IPOEMBI, YEPE3 KOTOPbIE NONAAAIN B XKHJIYIO YaCTh MaJIaThl, HMe-
J1 6oJiee JTAKOHUYHBIH OOJIMK, HAKOHEL], BCIIOMOraTeJIbHbIE BXOABI HE OBLIM HHUKAaK
odopmieHbI. OCO6BIH THII YCTPOHCTBA UMEIIH JIBEPH, Uepe3 KOTOpBIE ITOMNAaIH B OTa-
IIMBaeMble IIOMEIIEHM [1aJIaThl.

B moxmazie 0XapaKTepHU30BaHbI OCHOBHBIE THIIBI JIBEPHBIX IPOEMOB 3/1aHH. Jlajiee OHU
COITOCTABJIEHBI C ITOPTAJIAMH HOBTOPOJCKHMX XpamMoB KoHIa XIIT — XV B., a TakxXKe C IBEP-
HBIMH IIPOEMAMH MAMATHHUKOB TOTUYECKOM apXUTEKTYPHI CTPaH BaaTHICKOro MOps.

[daTnpoBKa MKOHbI «ANoKanuncuc»

M3 YcneHckoro co6opa Mockosckoro Kpemns

M €€ UCTOPUYECKUIA KOHTEKCT

Dating of the “Apocalypse” Icon from the Kremlin’s Dormition
Cathedral and Its Historical Context

TatbsiHa EBreHbeBHa CamoiinoBsa Tatiana Samoylova

ocynapcTBeHHasa TpeTbakoBCKas ranepes, The State Tretyakov Gallery,

Poccuiickag ®epepauna Russian Federation

KntoueBble cnoBa: nkoHa, PeHeccaHc, BMAHNUS, Key words: Icon, influences, iconography, Vasily Ill,
Anokanuncuc, nkoHorpadusa, Bacunui Il eschatology, Apocalypse, Renaissance

3CXatonorund

KOHa «ATIOKJIMIICUC» U3 YCIIEHCKOro co60opa MocKoBckoro Kpemsis faBHO

HaXOJIMTC B I10JI€ 3PEHHS UCCIIEN0BATENIEH, HO IIO-TIPEXKHEMY BO MHOTHX OT-

HOIIIEHHAX OCTAETCA 3araZiKOM: Y Y4€HBIX HET €IHMHOTI0 MHEHHS 110 ITIOBOAY €€
JAaTHPOBKH, a CJIEAOBATEIbHO, HET KOHTEKCTA, B KOTOPOM OBl 3TOT NaMATHHUK 3aH I
CBOE ITPOYHOE MECTO.

HIcKycCTBO MacTepa «AIMOKATUIICHCA» OTJIMYAET BUPTYO3HOCTh PUCYHKA. KOIOpUT
IIPOM3BENAEHHS AKBAPEJIBHO IIPO3PAY€EH, 4 IIOATOTOBUTENBHBIH KHCTEBOH PHCYHOK, ITPO-
CBEYHBAIOLIHUH CKBO3b [IPO3PAaYHBII KOJIep, IPpHOGpeTaeT popMoobpasyloliee 3HaAYEHHE.

Ha uMKOHe, UMEIOLIEH TPEXbAPYCHYI0 KOMIIO3HIINIO, MHOTO HaJAmNKCceH. Bce oHM
COOTBETCTBYIOT TEKCTY OTKpOoBeHHs MoaHHa Borociaosa, KOTOPOe Ha PYCCKHM A3bIK
OBbLTIO IIEPEBENEHO B CaMOM KOHIle XV B. HOBTOPOJCKHM apXHENHCKONIoM I'eHHamu-
eM. DTOT (PaKT caM IO ce6e MO3BOJIIET UCKIIOUYHUTD BO3MOXKHOCTD AATHPOBKH UKOHBI
«ATIOKAJIUIICUC» 80-MHU rogaMu XV B., KaK IIPEAIIOIAraloT HEKOTOPbIE HCCIIEN0BATE-
1. HeBO3MOXKHO MPEACTABUTD, YTOOBI UKOHOTpaHs «AMOKAIUIICHCA>», BKIIOYAIO-
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mas B c€651 MHO2KECTBO 3MHU30/I0B U «JINPHUYECKOT0 T€POSI», COBEPIIAIOIIETO ITyTellle-
CTBHE I10 IpyCaM MKOHHOH KOMIIO3MIINH, OblJIa CO3[JaHa PaHbIIIE, YeM IlepeBefieHo OT-
KpPOBEHHE. B MOCTPpOEHHNH KOMIIO3HUIIMH MAaCTEP «AIIOKAJIHUIICHCA>» HE MOT OIHPAThCSA
Ha BH3aHTHHCKYIO TPaJHIIHIO HILIIOCTPUPOBAaHHS OTKPOBEHHS, IIOCKOJIBbKY €€ (hak-
THYECKH HE CYLIECTBOBAIO. AIIOKAJIMIITHYECKAsA CEpHA IrpaBoop AybbopexTta J[ropepa
MOABUIACH B 1496-1498 I'T. M He OKa3aJla BIUAHMWA Ha JaHHBIM ITaMATHUK. MIHTepIpe-
TallsA TEKCTA MACTEPOM «ATIOKAJIMIICHCA» OTJIMYAETCA H OT 3allalHOM TPagHUIIHH, 13-
BECTHOH HaM I10 NaMATHHKAaM 3II0XH POMaHHUKH. TeM He MeHee H300pakeHHE B BEPX-
HEM sipyce MKOHBI ATHIIa Hapsaay ¢ CaBaodoM u XprucToM BeenepxkuTesneM ABJAETCS,
6€3yCJI0BHO, JaHbIO 3aI1a{HOH TPaAHILIHH.

Tak 4eM K€ MOT BJIOXHOBJIATHCA aBTOP MKOHBI? HauaBmuiica B I[apCTBOBAaHHE
HBana III miponecc IpOHUKHOBEHHA B PYCCKYIO KYJIbTYPY PEHECCAHCHBIX BIMAHHMI
JOCTHUTA€T HAUBBICLIEH TOYKH B Havajie XVI B., B [IOCJIEHHE TOAbI IpaBjieHus MBa-
Ha BacHiibeBHYa U IIEPBBIE FOJbI LIAPCTBOBAHMUSA €ro cbiHa Bacuius III. B 1508 r. npu
BEJIMKOKHAXKECKOM JBOpE MOJIy4YHJI MECTO MHo3eMel, Hukomnai Byses, H3BECTHBIN
T€M, 4TO B 1480-€ I'T. HaXOAMJICA IIPH NAIICKOM JBOpe B PHMe, KpynHEHIIIEM [EHTPE
PEHECCAaHCHOH KyabTyphbl. TaM B 1480-1481 rr. o nmpuriameHuo nanel Cukcra IV
paboTaiy JIy4IIHEe MacTepa, B YUCJIE KOTOPBIX O6b11 BorTHYennn. OJHO U3 €r0 Hau-
60J1€€ HOBATOPCKHX IIPOM3BENEHHUI — HMIIJIIOCTPALlMH K «B0XKeCTBEHHOH KOMEIHH»
IanTe (1492-1500), BHIIIOJIHEHHbBIE CEPEOPSAHBIM KapaHAalIoM U nepoM. Hpes uko-
HBI «AIIOKAJIMIICHUC», Iie MloaHH BOrocios IyTEMIECTBYET MO APyCaM KOMITO3UIIHH,
KaK I10 JJaHTOBBIM KPYyTaM, 3aCTaBJIAET BCIIOMHHUTh TBOPEHHUE BEJIMKOTO MaCcTEPa 3I10-
xH BospoxneHus. IlepeMemalomuiicsa u3 cepsl B cpepy U CO3€pLAIOLIUH IBICHHU
TpaHCLIeHAEHTHOro Mupa HMoaHH Borocios HarloMHHAaeT JJaHTe B pUCYHKaX BoTTH-
YeJUIH, BEIOMOT0 BeprunneM uin beaTpHrue, HO IIPOBOAHHUKAMH aIllOCTOJIA ABJISAIOTCSA
aHreJbl. [TepekJIHYKH ¢ HICKYCCTBOM PeHeccaHca EMOHCTPUPYET U LIEJIBIHF PAn 4py-
I'MX MOTHBOB MKOHHBI.

CoBIa/IeHHs HEKOTOPBIX MOTHBOB HKOHOT'PaHUYECKOH IIPOrPaMMBI «ATIOKAJIHII-
CHCa» C MOTHBAMH HJUIIOCTPALMK BoTTHYEIH K «BOKECTBEHHOH KOMEIHMH», TAKXKE
KaK U poJIb JIHHHHM B 000MX IIPOM3BENEHHAX, CBUAETEIbCTBYIOT O IPOHMKHOBEHHH
BJIMSIHUH HCKycCTBa PeHeccaHca B MKOHONHCh. O6HapyKEHHBIE MMapaJIJIENH, TaK XK€
Kak (pakT nepesosia OTKpOBEHUS B KOHIIe XV B., HE MO3BOJIAIOT JaTHPOBATh HKOHY
u3 YCcreHCcKoro cob6opa paHee 1491-1500 rr. YYHUTBIBAA, YTO PACIPOCTPAHEHHE HOBBIX
XYZA0KECTBEHHBIX U/ieHl U 06pa30B TpebyeT BpeMeHH, MKOHA, CKOpee BCETO, Obla Ha-
nucaHa nocsue 1500 r., B mepBoM JecaTHIETHH XVI B. U CTajla «3HAMEHEM» HOBOTO
IIEPHOJIa OCMBICTIEHH A 3CXATOJOTHYECKHX IIPEICTABIEHHH, CBA3AHHBIX C NPECKa3a-
HHUAMH 3aIaHBIX aCTPOJIOTOB O BCEMHPHOM IIOTOIE B 1524 T., paclIpoCTPaHABIINXCS
HuxkosaeM ByseBbIM.
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N3o6paxeHusn ceatutenen B «kenbe MoaHHa»
HoBropoackou BnaabiyHOM nanatbl

Images of Saint Bishops in the “Cell of John”

of the Novgorod Bishop’s Chamber

TaTtbsiHa lOpbeBHa LlapeBckasn Tatiana Tsarevskaya

CaHkT-TeTepOyprckuin rocy4apCTBEHHbIN Saint Petersburg State University,

yHuBepcuTteT, Poccuiickaa ®epepaumna Russian Federation

KntoueBble cnoBa: MOHyMeHTaibHas XXUBOMUCH, Key words: monumental painting, Old Russian art,
APEeBHEPYCCKOe UCKYCCTBO, Benunkunini HoBropog, Novgorod the Great, holy bishop Nikita of Novgorod,
ceaTuTenb Hruknta HoBropoackuii, cBATUTEND holy archbishop John of Novgorod, archbishop
VloaHH HoBropoackuii, apxuenuckon Esgumuia Euthymius of Vyazhishchi, iconography

Baxuckumii, nkoHorpadgus

ViccnegoBaHme BbIMOHEHO 3a CYET rpaHTa Poccuiickoro HayyHoro cdoHaa (Mpoekt N° 18—18—00045).

HTEHCHBHAs XHU3Hb APXMEPEHUCKOr0 NBOPIOBOTO KOMILIEKCA, IOCTENIEHHO M3~

MEHABIIAA Ha3HAYEHHE M OOJHK IOMEIIEeHHH BiagplyHOM nanaTtsl B Hosro-

POACKOM KpeMJIE, COITPOBOK/ABILNAACA YCTPOUCTBOM CBOJIOB, 3aKJIaZIKOM CTaPhIX
1 0(pOpMIIEHHEM HOBBIX ABEPHBIX M OKOHHBIX IIPOEMOB, 4 [JIABHOE — HOBBIMH HIECHHBIMH
YCTPEeMIIEHHAMH BJIAJBIK, HEM36€2KHO OCTaBJIATA CBOH CJIe/Ibl Ha GPECKOBOH NEKOPAIIHH,
XOTH B L[€JIOM IIPOrpaMMa POCIIMCEH IIEPBOE BPEMSA HE MOABEPIalach CEPhEIHOM IIEpePa-
60Tke. K TaKMM — Ha NEPBBIM B3IJIAJ] HE3HAYHTENBHEIM, 4 IT0 CyTH BECbMa XapaKTEPHBIM
IUI CBOETO BPEMEHM — HOBILIECTBAM CJIEAYET OTHECTH TOABIEHHE (PUTYDP CBATHIX B «Ke-
Jibe FoaHHa», KOTOPBIE, TI0 BCEH BEPOATHOCTH, OBLIM OOABIEHBI 3HAUYUTEIBHO IO3XKE
K 06pa3y Couu IIpeMyapOCTH, OTHOCAIIEMYCS K ApeBHEHIIIEMY EPHOAY POCIIHCH IIa-
saTH (OK. 1440 r.). Emé ogHa urypa pacrosaranach Ipasee B IPOCTEHKE MEKAY JBYMS
HHIIAMH BOCTOYHOH CTE€HBI. DTH H300paKEHH, JOLIEJIIME B PA3HOM CTENEHH II0JIHOTHI,
HEOHOKPaTHO MTOHOBJIANNCH (MOocaeqHUI pa3 B XIX B.) M BBU/Y IIJIOXOH COXPaHHOCTH
IIEpBOHAYAIBLHOTO CJIOS XKHBOIMCH, KaK M B ciIy4yae ¢ Komnosuiuei «Codusa IIpemy-
JPOCTb», ObLIM PACKPBITHI JIMIID 0 OFHOT0 U3 IPOMEKYTOYHBIX CI0EB 3aITMCEH.

B flokJazie TpeACTaBieHa HAyYHO 060CHOBAHHAA PEKOHCTPYKIIMsA [1€pBOHAYAJIb-
HOTO COCTaBa M300paKEHHH CBATHTEJEH, BKJIIOYABIIETO (PUIYPhI «HOBIOPOACKHX Uy-
ToTBOpLEB» — HUKUTH 1 M0aHHa, a TaKXKe npenogo6Horo Epdumus Beaukoro Kak
He6EeCHOT0 MOKPOBHTEJS apXHENHCKONa EBUMHUS BAXKHINCKOTO, 1 paCCMOTPEHBI BO-
IIPOCHI BO3MOKHOTO BPEMEHH M 0OCTOATENLCTB HX MOSABJIEHHA 0K0JI0 06pasa Codun
IIpemynpocTu B «keabe MoaHHa». ITo CyTH, 5TH 00pa3bl HE TOJIBKO 3aIlleyaTIeBaIN
BaXKHBIH BTAIl (POPMHPOBAHH A HOBIOPOACKOI0 IAHTEOHA CBATOCTH, HO, YTO IIPEACTaB-
angerca emé 6osee CyIIeCTBEHHBIM, OTPaXKajdH OOLIECTBEHHBIE M TOCYJapCTBEHHBIE
uneu 1560-x IT., IPOABUBIIHMECH B CTPEMJIEHHMH HOBrOPOZCKOTO apxuemuckona ITu-
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M€Ha MIPOAEMOHCTPHUPOBATh CBOI0 BEPHOIIOAAaHHOCTb LIEHTPAJIN30BaHHOM CBETCKOH
BJIACTH MOCKBBI. DTa IOJIMTHKA, B U3BECTHOM CTEIIEHU ABOHCTBEHHA, 1O IIOPHI 110 Bpe-
MEHH I0JIy4ajla BEpXOBHOE 000peHNE, HO B GJIMKaMIIIeH IePCIEKTHBE HE CMOIJIA OT-
BECTH KECTOKHUH U COKPYIIUTEIbHBIHN yAap Kak oT HOBropoza, Tak M OT €TI0 BIaJbIKH.

K Bonpocy 06 3BONOLUOHHOM pPasBUTUMU
cpeaAHEeBEKOBOM NCKOBCKOW apXUTEKTYpPbI
To the Issue of the Evolutionary Development
of Medieval Pskov Architecture

[Aapbsa CepreeBHa Cko6kapeBa Darya Skobkareva
Poccniicknii rocyfapcTBeHHbIV Nefarornyeckuia Herzen State Pedagogical University of Russia,
yHuBepcuteT umerHn A.W. FepueHa, Russian Federation

Poccuiickan ®epepaumnsa

KntoueBble cnoBa: ApeBHepyCcCcKan apxutekTypa, Key words: Old Russian architecture, medieval Pskov,
cpeaHeBekoBbIi [ckoB, MpobieMa 4aTMpPOBaHNA the problem of dating architectural monuments
NaMATHUKOB apXUTEKTYpPbl

MccnepoBaHve BbINONHEHO NpW hvHaHCOBOKW noaaepxke POOW B pamkax HayuHoro npoekta N° 19-112-50369.

peAHeBeKOBasg apxuTekTypa IIckoBa — OfHA U3 HauboJlee 3araJOYHbIX U HaH-

MeHee U3YyYEHHBIX CTPaHHIL [PEBHEPYCCKOr0 3014ecTBa. Ha NpoTAKEeHHUH 110-

CJIEHUX JECATHIIETHH BETYIIHM HCCIIEN0OBATENIEM IICKOBCKOH apXUTEKTYPbI
aBnaeTcs Bi.B. Cenos. B cBOMX TpyZiaX aBTOpP PEKOHCTPYHPYET KapTHHY Pa3BUTHSA
IICKOBCKOTO 30/14€CTBA HA OCHOBAHHH CO3/]JaHHOM UM TEOPHH JINHEHHOTO Pa3BUTHA —
MOCTYIATEJIbHOTO ABHKEHHUS K Gojiee KauyeCTBEHHBIM (opMaM. JJaHHBIH IOAXOJ,
10 MHEHHIO UCCJIEIOBATEN, A€JIA€T BO3MOXKHOM JaTHPOBKY pAJla ICKOBCKHUX IMaMAT-
HHUKOB. Iles1b HacToAIeH paboThl — IIPOBEPUTD COCTOATEIbHOCTD 3BOJIIOIIMOHHOM Te-
OpHH U BO3MOXKHOCTb IPUMEHEHHS MOJIX0/1a IPOTPECCHBHOTO Pa3BUTHA (POPM B OT-
HOLIEHHUH NaMATHHKOB IICKOBCKOTO CPEJJHEBEKOBOTO 30/YECTBA.

OfHHUM U3 IPHMEPOB IPUMEHEHH TEOPHH 9BOJIIOIUH CIYKHUT JATHPOBKa JIMHU-
TpHEBCKOro cobopa B I'mose. M3 XxpaMo31aHHON HaAANIKCH Ha 6apabaHe cob0pa U3BECT-
HO, YTO OH 0bL71 BO3BeAEH NpH Bacuinu III (Mexay 1505 u 1533 rr.). Bi. B. Cezios, mbl-
TasiCh COKPATUTb BpEMEHHbBIE pAMKH CTPOUTEJIBCTBA, OTHOCUT JIMUTPHEBCKUIH CO60P
KO BPEMEHH nocJe 1521 1., TOCKOJIBKY B OY€HD OJIM3KOH 10 apXUTEKTYPE LIEPKBH YCIIe-
HuA ¢ ITapoma 1521 . em€ He 6bUIO XpaMO3JaHHOMH HaANHCH Ha 6apabaHe. IIpu aToM
caM aBTOp OTMEYAET, UTO KEPAMHUUYECKHE I0sica Ha 6apabaHax IICKOBCKHX XpPaMOB H3-
BECTHBI y2Ke ¢ KOHIIa XV B. Kpome TOro, BOSHHUKAET BOIPOC: HE SIBJIAIOTCH JIM IIPHU3HAKA-
MM 9BOJIIOLIMH IOIIOJTHUTEJIbHBIE [JIaBbl HaJl IIPHEIaMHU Ha XOpaxX YCIIEHCKOM LIepKBH?

AHaJIN3 HEKOTOPBIX INPEJJI0KEHHBIX Bi.B. CemoBBIM [aTHPOBOK, OCHOBAHHBIX
Ha DBOJIIOIIHOHHOM TEOPHH, BBI3BIBAET COMHEHH A, KaK M HaZIEXKHOCTb CAMOM TEOPHH.
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B cpenHeBeKOBOM IICKOBE ObLIa IIHMPOKO PAaCIIPOCTPAHEHA MIPAKTHKA CTPOHUTENLCTBA
o 06pasny. Mbl He HaXOAHUM 3TOMY JOKyMEHTAJIBHOTO MOJATBEPKIEHMSA, HO JaTH-
POBaHHBIE MAMATHUKH PAa3HBIX BPEMEH TOBOPAT O BEPHOCTH IICKOBCKMX 30/UHX ap-
XUTEKTYPHOM Tpaguuuu. Tak, yKe IEPBBIM XpaM IICKOBCKOM apXHTEKTYPHOM IIKO-
Jpl — cobop PoxpectBa Boropopuisl CHETOropckoro MoHacTheIps 1310-1311 rr. 6511
IIOCTPOEH M0 06pa3uy co6opa Criaca IIpeo6pakeHHs MHPOXKCKOTO MOHACTBIPSA BTO-
po¥i ueTBepTH XII B. IlepkoBb borossiaeHus ¢ 3anIcCKOBbs 1496 I. cTana 06pa3LoM A4
MHOTHMX IaMATHHUKOB CJIELYIOLIETO CTONETHA. B iepkBu CB. Ceprus ¢ 3anyxKbs, 1aTH-
pyemoit BpeMeHeM 0K0JI0 1593 I., 30q4He NPHMEHUTH paf PopM, XapaKTEPHBIX IS
MMaMATHHKOB IIEPBOM MOJIOBUHEI XVI B.

Takum 06pa3oM, TEOpHsA JIMHEMHOTO Pa3BUTHSA IICKOBCKOM apXHTEKTYPBI, KOTO-
po¥i npupaepxkuBaeTca Bi.B. CenoB B pAzne MyOJHKallUK, BbI3bIBAET COMHEHHA. [la-
THUPOBAaHHE IMAMATHHKOB JIMIIb HA OCHOBAHHH JAHHOTO ITOAX0/a BPSAJ JIU BO3MOXKHO.
Ha Harn B3rJsa, 1S OIpefeIeHUA MeCTa TOM HIX HHOM HEJATHPOBAHHOM IMOCTPOHUKH
B MICTOPHH IICKOBCKOTO 30IYECTBA CJIELYET UCKATh CXOXKHE, POACTBEHHbBIE TAMATHHKH,
6JIM3KHE T10 Pa3THYHBIM IapaMeTpaM (06bEMHO-IIJIAHMPOBOYHOE PELIEHHE, PA3MEPDI
U JIp.). BepoATHO, pyKa OTHOTO MacTepa MOKET OBITh OOHAPY2KEHA B TAKHX Ha ITEPBbIH
B3IVISA/I HE3HAYHTEJIbHBIX, BTOPOCTENIEHHBIX AETAJIAX, KaK JEKOPaTHUBHOE odopMIIe-
HHeE, XapaKTep YCTPOMCTBa HHUII, 06pa6oTKa OKOHHBIX NMPOEMOB, 0(popMIIEeHHE TIOP-
TaJIOB U T.II. TaKUM 06pa3oM, BO3MOXKHO, yJaCTCA OINPENEIUTh ITOCTPOMKH OJHOM
CTPOMTEIBHOM apTeaH U cPOPMHUPOBATH TPYIITEI NAMATHHKOB, 6JIM3KHX 10 BpEMEHH
BO3HHUKHOBeHHA. HO 3T0 JIMIIL TEOPH A, KOTOPad TPeGYET 0CO60T0, TIIATEIBHOTO HC-
cnenoBaHusa. CTOUT HAJIE€ATHCS, UTO PE3YIbTAThl HATYPHBIX 00CIE€A0BAHHH MaAMATHH-
KOB HJIM HE BBIABJIEHHBIE TI0OKAa UCTOYHHKH IIPOJIBIOT CBET HA MPO6JIEMY NaTHPOBOK
M IIO3BOJIAT YTOYHHUTD XOJ] Pa3BUTHS CPESHEBEKOBOH apXUTEKTYPhI IICKOBa, KOTOPBIH,
HECOMHEHHO, 6bL11 60J1€€ MHOTOOOPa3HBIM, YEM JIBUKEHHE OT IIPOCTOTO K CJIOXKHOMY.

MpasaHUYHbIA pAQ MKOHOCTaca YcneHcKoro cobopa
TUXBUHCKOro MOHaCTbIPSA

Festive Row of the Iconostasis of the Assumption Cathedral
of the Tikhvin Monastery

WpuHa AnekcaHgpoBHa LWanuHa Irina Shalina

["ocyaapCTBEHHbIN Pyccknii My3eid, State Russian Museum,

Poccniickaa ®epepaumna Russian Federation

KnoueBble cnoBa: TuxsuH, Mockea, Hosropoga, Key words: Tikhvin, Moscow, Novgorod, 16" century,
XVI B., MOHaCTbIPpW, UKOHOCTAC, NPa3aHNYHbIA PA, monasteries, iconostasis, festival row, icon, icon
MNKOHa, MKOHOMMUCLbI, MKOHOrpadurs, apxms, ONnUcu painters, iconography, archive, inventories
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aMbIM 3HA4YHTEJIBHBIM aHCaMOJeM, XpaHALIUMCSA B PycckoM Mysee, 10 4YHCIY

U [TOJTHOTE BXOJAIIYX B HETO IIEPBOKJIACCHBIX ITAMATHHKOB SABJIAETCA HKOHOCTAC

YceneHckoro co6opa THXBHHCKOTO MOHACTBIPS (0KOJI0 60 IPOM3BENEHHI), TTIOCTY-
NMBIINH B PE3yJIbTATE JKCIEJUIIMOHHON eATENbHOCTH B 1950-1960-€ IT. B ApEeBHOCTH
OHH COCTAaBJISJIM MECTHBIH, IEHUCYCHBIH, TPa3gHUYHBIH, IPOPOUYECKHUH U IPA0TEYECKUH
pAnNBl M ObUIM HAIIMCaHBl MOCKOBCKHMMH, HOBTOPOICKMMH H MECTHBIMH MacTe€paMH
B XVI-XVII BB. Kak yzianoch yCTaHOBUTD, 60JIbIIIasl 4YACTh 3TOTO aHCAMOJISI H3HAYAJIBHO
He 6bl1a TUXBUHCKOH 1 0Ka3aJ1aCh TaM JIMIIb B 1623 r. [TaMATHHKH NOJIyYHJIA U3 Bockpe-
CEHCKOrO JlepeBAHUIIKOTO MOHACTHIPS B HOoBropoze, rie B rofbl MBEACKOM OKKYITalluH
ocTpoBa KoHeBell BpeMEHHO HaXO[HJICA BBIBE3EHHBIHM OTTY/a HKOHOCTAC XpaMa Poxne-
ctBa boromarepu (CII6KIM PAH. ®. 132. Om. 2. [I. 6 JI. 4). BpeMs 1 06CTOATENBCTBA ETO
CO3/IaHHA OIPELENAET rpaMoTa 1554 I., cOOOLIAIOIas O BOCCTAHOBJIEHHH 33 CUET Lap-
CKOH Ka3HBbI yOPaHCTBA 3TOT0 CO60pa II0CJIE CIYIHBIIErOC TaM [102Kapa. DTO COOOIIEHHE
JenaeT 6oJiee YeM BEPOSITHBIM MOCKOBCKOE IIPOHCXOXKEHUE KOMILIEKCA. [IpuBe3EHHbIE
B THUXBUH JIEUCYCHBIH, IPa3AHUYHBIN U IPOPOYECKHUH PAABI ObIJIM YCTAHOBJIEHBI HA TS-
6J10ByI0 KOHCTPYKILIHIO YCIIEHCKOTo cobopa B 1628 I., mpy4éM U3 IIECTHAALIATH 06pa30B
MPa3HHUKOB Ty/la BOILJIH NATHA/LAT. TOr[a Xe 1715 3aII0THEHMS BCEH IIHPHHBI HKOHO-
CTaca MeCTHbIE€ TUXBUHCKHE MacTepa HAIIMCAJIX YEThIPE HOBbIE HKOHBI.

BbIcOoKas XKHUBONHCHAsA KyJIbTypa KOHEBELIKOTO aHCaMO6JIs II03BOJISAET CBA3BIBATD
€ro CO3JjaHHE C BEAYIIEH CTOJIMYHON MacTEPCKOH cepeHbI XVI B., B KOTOPOH, BUAH-
MO, pab0OTaJIM BBIXOALIbI U3 HOBropoja, MoCKOJIbKY CpeAH GOJIbIIMHCTBA MOCKOBCKHX
IO CTHJIIO MTAMATHHKOB BCTPEYAIOTCSA NPOHU3BEACHH S, OTMEUEHHBIE BIMAHHEM 3TO-
ro neHTpa. IIpa3qHUYHBIA YUH OTIHNYAETCS I[E€JIPHOCTHIO 3aMbICJIa, @ HKOHOTpadHsI
BXOZAIIMX B HETO MKOH M HX XyJ/I0’KECTBEHHBIE OCOOEHHOCTH HaXOAAT OJIM3KHE Ia-
paJlyIesIN CpeAH MOCKOBCKHX IIPOM3BENEHUH, IIPEXK/IE BCETO IIPa3THHUYHBIX HKOH HKO-
HOCTACOB BEPXHHUX MPHAEI0B IPHUIBOPHOro BiarosemieHckoro co6opa MoCKOBCKOIO
Kpemins (1560-€). O6a aHcaM6J1a IPENCTABIIAIOT HaM00JIe€ 3HAYUTEIBHOE HaIIPaBJIe-
HHe 0(PHILIHATBFHOTO HCKYCCTBa 9110XH MBaHa I'po3HOTO.

Mpo6nema chopmupoBaHnsa MKOHOrpachmum NUTYpPruyveckmx
CIOXXeTOB B pyccKom uckyccree XVI B.

The Issue of Formation of Liturgical Plots’ Iconography

in 16™"-Century Russian Art

Makcum Onerosuy OHychpueHko Maksim Onufrienko
MOCKOBCKMIA rOCYAapCTBEHHbIV YHUBEPCUTET Lomonosov Moscow State University;
nmeHn M.B. JTomoHocoBa; TocHNP, State Research Institute for Restoration,

Poccuiickaa ®epepaumnsa Russian Federation
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NTYypruyeckmne CroxeTbl

ViccnepnoBaHme BbINOMHEHO 3a CYeT rpaHTa Poccuinckoro Hay4Horo doraa (npoekt N° 20-18-00294)
B chununane LIHUKIM MuHctposa Poccuun «<HayuHo-nccnefoBatenbCkmid MHCTUTYT TEOPUN U UCTOPUK
APXUTEKTYPbI U FPaAOCTPOUTENBCTBAY.

XVI B. Ha Pycu KaK B MOHYMEHTAJIbHON XHWBOIIKUCH, TaK U B UKOHOITMCH I10-
ABJIAIOTCS HOBBIE CLIEHBI C M300paxkKeHHeM JUTYPruu. B 3To Bpems OHH Ipef-
CTaBJIEHBI IIPEUMYILECTBEHHO TPEMSA CIOXKETaAMHU: «Jla MOJYUT BCAKASA IJIOTh

yeJioBeda», « ke XepyBHMBI» U « BuneHue I'puropus borociosa».

TpagUIIMOHHO UCTOPHIO PA3BUTHSA ITHX CIOKETOB HAYHMHAIOT C JIEKOPAIMH KOHXH
LIEHTPAJIBHOM aIlCH bl YCIIEHCKOT0 co6opa MockoBckoro Kpemis (1513-1515), koTopad,
KaK cUuTaeTcs, 6blyia HOBTOPEHA B 1642-1643 rT., KOor/ia co60p pacnucaau 3aHoBo. OHa-
KO 0COGEHHOCTH COXpaHUBIIEHCS 0 HAIIUX IHEH KOMIIO3UIIUH 3aCTaBJIAI0T yCOMHHUTb-
c B TOM, 4TO IIEpBOHAaYaIbHAas CLi€Ha BBITJIAZENA TaK ¥ke. IIOMHMO 5TOro, HET HUKaKHX
NPAMBIX JOKa3aTEJLCTB, YTO B Hadasie XVI B. B YCIIEHCKOM cO60pE CLIEHA IIEPEHECEHH
CBATBIX [IapoB CyllleCTBOBajIa B KaKOM OBl TO HH ObLIO BHAE. HEKMH JTUTYpPrUYeCKHUM
CIOXKET COZEPXKAJICA M B POCIHCH KEPTBEHHHKA pa3pylleHHOro B 1929 r. cobopa Uy-
J0Ba MOHAcTbIpsA B MOCKOBCKOM Kpemiie, KOTOpBIH 6bL1 pacnucaH B 1518-1519 rr. Op-
HAaKO, TIOCKOJIbKY 3TH POCIHCH OBLJIM IIOJIHOCTBIO IEPEMHCAHBI ITOCTIE Moxkapa 1547 .,
a BIIOCJIEZICTBHH He pa3 IMIOHOBJIAINCDH, HA UX OCHOBE HEJIb3S C/leJIaTh 6€30r0BOPOYHBIH
BBIBOJ| O IIPMCYTCTBHH TaM JIMTYPTrHYECKOH CIE€HBI. ECIIH AOIyCTHTD, YTO TOHOBUTE-
JIM COXPaHMJIH NTEPBOHAYAIBHYIO CHCTEMY POCITHCH, HKOHOI'Pa(HsA KOHKPETHBIX CII€H
MOIJIa 0TpaxkaTh TPAJHUIIHIO UX M300paxkeHus cepeuHbl XVI B., HO He Hayasa TOTO XKe
crosietTuda. CaeayeT OTMETUTDb U TO, YTO KOMIIO3HIIMA HAXOJHJIaCh HE B L€HTPAIbHOMU
alicHzie, a B IPyTOM KOMIIAPTHMEHTE H IIO3TOMY HE MOXKET CJIy>KHTb HaJ€KHBIM JI0Ka-
3aT€JIbCTBOM M3HAYaJIbHOT'O IIPUCYTCTBHSA JIMTYPrHYECKOH CLIEHBI B KOHXE YCIIEHCKOTO
cobopa. Hakonel, M3-3a OTCYTCTBHA IIOJIHOLIEHHBIX H300pak€HHMH M OITMCAaHHUH OCTaET-
sl HEMTOHATHBIM, KaKOH HMEHHO CIOKET ObLJI H300pak€H B cobope Uy0Ba MOHACTBIPSL.

ITo cyTH, cTapeHIINM JOIIEAIINM 0 HaC PyCCKHUM H300pakeHHEM BeIHMKOro BXo-
Ila ABJysgeTcs clueHa «CBATas boxecTBeHHas JIMTYPryusa» Ha CEBEPHOM aJITaPHOMU JIBE-
pPH LePKBU ApxaHrena Muxauia B Pure. DTo IICKOBCKHUM MAMATHHK cepeArHEI XVI B.,
Cefyac YaCTHUYHO CKPBITBIH CJI0SIMH MO3JHHUX IOHOBJIEHHH, HO COXPaHHUBIIHH CBOIO
HKoHorpacuo. ITpocTas, HacJeayOMass BH3aHTUICKUM MOHYMEHTAJIbHBIM CIIEHAM
KOMITIO3HIIHS MOXKET pacCMaTPHUBAaThCA KaK IpeATeda 6oJiee CIOKHOM clieHbl «Ixke
XepPYBHMBI», paCIIPOCTPaHEHHOM B }KUBONIHUCH py6eka XVI-XVII BB.

B nmpoussefeHUsx KoHNa XVI — Hayaja XVII B. BcTpeyaroTcs U 4€TKO gudde-
PEHLMPYIOTCA BCE HAa3BaHHBIE BBIIIIE CIOXKETHI. OHH UMEIOT CI0XKHUBIIYIOCI HKOHO-
rpagHio, KOTOpasi CTPOUTCS Ha OCHOBE MOTHBA IlepeHeceHUsI CBATHIX [JapoB — 3TO
AP0, KOTOPOE O6bLJIO 3aMMCTBOBAHO U3 BU3AHTHHMCKHX NaMATHHKOB. Cy/id I10 BCe-
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My, H3Ha4aJIbHO HE CYIIECTBOBAJIO GOJIBLION CMBICJIOBOH Pa3HHIbBI MEXKAY KOM-
NO3UIHAMHU «HKe XEPYBUMBI» H «/Jla MOJYHUT BCAKAA IJIOTH>», OHHU MBICIIUIHCH
KaK B3aMMOJOIIOJIHAIOIIHE, PACKPBIBAIOIIHE B [IapE PA3HBIE ACIIEKTHI CHMBOJIMKH
JUTYpruu. «Bugenue I'puropus borociosa», NpeaCcTaBI€eHHOE B XKEPTBEHHHUKAX
CMoJieHCKOro co6opa HoBOAEBUUbEr0O MOHACTHIPSA M 1lepkBH Tpoulisl B Basémax,
BBIIETIAETCA TOYTHU JOCIOBHOM Iepefadell KIIOYEBHIX MOMEHTOB IOIYJIAPHOTO
Ha Pycu Tekcra « OTKpOBEHME CBATOro I'puropusa Borocaosa 0 JUTYPruu» — 9TO
HE XapaKTEPHO IS APYTUX JIMTYPIrUYECKHUX CLieH. IHTEpPECHO OTMETHTD, YTO 3TOT
CIOXKET TaKKe IIPEACTaBJIE€H B POCIIMCH XKEPTBEHHHKAa ApPXaHIeJbCKOro cobopa
MockoBckoro Kpemiis (1652-1666), BocxosieH, BEPOATHO, K AEKOPALlUH SIIOXHU
HBana I'posHoro.

TakuM 06pa3oM, Ha NPOTAKEHUH XVI B. COCYLIECTBYIOT Cpa3y HECKOJIBKO JIH-
TYPrU4Y€CKHX CIE€H, OJHAKO H3-32 yTPAThl CAMBIX PAHHUX IIAMATHHUKOB TPYJHO O~
HO3HA4YHO YCTaHOBUTb OCOOEHHOCTD MX ObITOBaHHUA. CyZs 110 BCEMY, OTH TPH CIOXKe-
T4 UMEIOT Pa3Hbl€ KOPHH: IUTYPTrUYECKHE CLEHBI IIOABJIAIOTCA B PA3HBIX PErHOHAX
(Mocksa, IICKOB) MPaKTHYECKH HE3aBHCUMO JIPYT OT JpyTa M M0-pa3sHOMY pPa3BHBa-
I0TCA Ha NPOTAXKEeHUU XVI B. OZHAKO HEIb3S OTPHULIATh BOBMOXKXHOCTb UX BIMSIHHUS
IpyT Ha IpyTra: BUAMMO, Ha (pOpMHpOBaHHE NPOU3BeeHUH Hayaa XVII B., HCIIOJI-
HEHHBIX 10 3aKa3y ceMelcTBa CTPOraHOBBIX, 0Ka3ajla BJIUAHHE KaK IICKOBCKas, TaK
U CTOJIMYHAA TPAAHULIUA.

Pycckasi XxuBonncb rogyHOBCKOW 3MOXU
B 3epKasne ucropuorpacpum

Russian Painting of the Godunov Period
in the Mirror of Historiography

AnekcaHgp CepreeBud NpeobpaxeHcKunin Aleksandr Preobrazhenskii
MOCKOBCKUIA roCyAapCTBEHHbIV YHUBEPCUTET UMeHK  Lomonosov Moscow State University,
M.B. JlTomoHocoBa, Poccuiickaa @enepauna Russian Federation

KnoueBble cnoBa: nctopunorpagusd, nccnegosanmnsa  Key words: historiography, studies in medieval

no ApeBHEPYCCKOMY UCKYCCTBY, Pycckoe LapcTBo, Russian art, Russian Tsardom, Late Middle Ages,
nosgHee CpeaHeBeKOBbe, FOAYHOBCKNUIA Nepuoa, Godunov Period, Boris Godunov, Time of Troubles,
Bopuc NoayHos, CMyTHOE Bpems, ApeBHEPYCCKOe medieval Russian art, painting, icon-painting

NCKYCCTBO, XNBOMNCb, MKOHOMNCb

€JIb BTOTO JJOKJIafla — BBIACHHUTD, KAKUM 00Pa30M B OTEUYECTBEHHOH Hayd-
HOM JINTEPATYPE OLLEHUBAIOCHh U OL€HHUBAETCSA H306Pa3UTENbHOE HCKYCCTBO
(pexxnie Bcero :kMBONHCh) Pycckoro napcrsa 1580-x — 1600-X IT., TO €CTh TaK
Ha3bIBAEMOTI'0 TOAYHOBCKOI'O BPEMEHH. XapaKTEPHOE I IMOCIENHHUX JECATHIETHH
OXKHBJIEHUE HCCIIEIOBATEILCKOTO HHTEPECA K PYCCKOMY HUCKYCCTBY OITOXH ITO3IHETO
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CpenHEBEKOBbS aBTOMATHYECKH 3aTPOHYJIO ¥ MHOTOYMCJIEHHbIE NAMATHHUKH 3TOTO
KOPOTKOTO IepHopa. OJHAKO TOBOPUTH O (DPOPMHPOBAHHUH CKOJIBKO-HUOGYIH LIEJIOCT-
HOTO B3IVIAZAa HA Xy0KECTBEHHYIO XKHU3Hb MOCKOBCKOI'O TOCYZapCTBa BpEMEH LiapeH
®enopa MBaHoBMYa ¥ Boprca 'ofyHOBA IMOKA HE ITPUXOJUTCA.

Ecin apXHUTEKTypa DTOr0 IEPHOAA MPEACTABIAET COO0H CHCTEMATHYECKH
HM3Y4YEHHBIH (PEeHOMEH, IO 06IIeMy MHEHHIO 06JIaJJaloIHi COGCTBEHHOMH BCTe-
THYECKOH II€EHHOCTBIO, TO COBPEMEHHAs €M KHBOMNKCbh BOCIIPHHHMAETCS JIH60
KaK XyJl02K€CTBEHHBIH anusor XVI cToseTHs, JH60 KaK IIPeJHCI0BHE HIH TOY-
Ka oTcYéTa JIJIsi MCTOPHUH HcKyccTBa XVII B. B MOJJO6HBIX CITy4asax UMEET CMBICT
3a7]aThCS BOIIPOCOM O CAMOCTOATEIBHOM 3HAYE€HHUH 06CyKIaeMOH BIIOXH. MexK-
Iy TEM >KHBOIIMCh T'OJ[yHOBCKOI'O BPEMEHH TO IIOIJIOIAETCA 00Pa30M «JOJIFOTO
XVI Beka», OIMLETBOPSAEMOIO MPEXKE BCErO 1IapCcTBOBaHMEM HBaHa I'posHoro,
TO 3aCJIOHAETCA YCTOMYHMBBIMH NPENCTABIEHHUAMH O «CTPOTAHOBCKOM>» HMCKYC-
CTBE€ KaK I[EHTPAJIbHOM Xy[OKECTBEHHOM (paKkTe KaHyHa CMyThI U IEPBBIX PO-
MAaHOBCKHUX JE€CATUIETHUH.

TeHAeHLIMA K [IEPECMOTPY He BIIOJIHE BHATHBIX IIPEJICTABJIEHUH 06 HCKYCCTBE Io-
JYHOBCKOT'O BpEMEHH KaK O IIPOMEKYTOYHOM SIBJIEHHH CTaJla 3aMETHA B ITyOJIMKAI M-
AX HelaBHUX JIET. OTHAKO IIOBOJOM JJI51 IIOSIBJIEHHUS TAKHX PabOT 4acTO CJIyKHUT HEOO-
XOJHMMOCTb OCMBICJIEHHUSI KOHKPETHBIX NaMATHHUKOB HJIM HUX Ipynil. IToneITKH 6oJiee
HIIMPOKOTO B3IJIAAa Ha HMCKycCcTBO 1580-x — 1600-x IT. MOpoil KOMIIPOMETHUPYIOTCS
CJIMILKOM IIPOCTHIMM PEIIEHMAMH — aNeJUIALMEN K BTOPOCTENEHHBIM CBOMCTBAM
JKMBOITHCH 3TOTO BpeMEeHH 6e3 y4éra e€ (byHIaMEHTAJbHBIX Ka4eCTB, CBEIEHHEM
CJI0KHOH IIPO6JIEMAaTHKH BTI0XH K TeMe KOHTAKTOB MEXY PYCCKOH dJINTOM H U3BECT-
HBIMH LI€PKOBHBIMHU JE€ATESIMH MIPABOCJIaBHOr0 BoCTOKa, TMIIOTE3aMH O BIMSHHAX
U nojipaxkaHHAX. O6IIHe IPUHIIUIBI XY4OXKECTBEHHOIO MBIIIJIEHHUS DII0XH, OCHOB-
Hbl€ CBONCTBA €€ N300Pa3UTEIbHOCTH U BOIIPOC 06 X HCTOPHUYECKOM Pa3BUTHH IIPH
9TOM (DaKTHUIECKH HE 3aTParuBaIOTCs.

ITpeBapUTENbHBIM aHATIH3 OCHOBHBIX TEKCTOB, KACAIOLIMXCS 9TOH MPO6IeMaTH-
KH, ITIOKa3bIBAET, YTO TIOJJ0OHOE II0JIOKEHHE JIEJT BLITEKAET U3 00LIEH CUTYaIlUH C U3Y-
YeHHEM KHUBOMMCH XVI — nepBoi noysoBuHbI XVII B. DTy CUTyaIlIHIO XapaKTEPU3YET
HE TOJIbKO TPYAHOJOCTYITHOCTD Psifia KJIOUEBBIX IIPOM3BENECHUH HJIH HEOOOCHOBAH-
HOCTb TPaAHIIHOHHBIX JaTHPOBOK MHOTHX NaMATHHUKOB, HO M 00Ias HEJOOLICHKA
XYZ02K€CTBEHHBIX CBOMCTB HCKYCCTBA 3TOI'0 BPEMEHH, [IOJIFO€ BpEMs IIPENATCTBOBAB-
11as BBIABJIEHHIO CO/IEPKATEIbHBIX BJIEMEHTOB CTHJIA. B ciryyae ¢ nckyccTtsom 1590-
X — 1610-X IT. 3aMETHYIO H B KAKOM-TO CMBICJIE POKOBYIO POJIb ChITPaJl BOCXOMAIMI
K XIX B. MHTEPEC MCCIIENOBATENEN K NKOHAM TOHKOI'O ITMCbMA4, CB3aHHBIM C CEMEH-
cTBOM CTpPOraHOBBIX. TEXHUYECKOE U XY/[0KECTBEHHOE COBEPIICHCTBO 9THUX CIICIM-
(pryecKHX IpOH3BeJEHUH OTBIEKIH BHUMaHHE OT «OO0JIBIIIOrO CTHUIIA> BII0XH, YEPTBI
KOTOpOTO IIPUCYTCTBYIOT M B IPYTHX 3JIMTAPHBIX IPOHU3BEJEHHUAX, U B 60jIe€ pAHHUX
IMaMATHHKAX, U B IPOBUHIMAJIbHOM HCKYCCTBE. PABHOMEPHOE OIMHUCAHHUE 3TOIO CTH-
JIMCTUYECKOIO KOHTHHYYMA ABJIAETCA KPAaMHE BaXKHOM 3a7laueii.
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O6pas3 bnaropasymHoro pas6omHuka
u3 Konnekumm Myses pycCckom UKOHbI
The Panel Representing The Good Thief
from the Museum of the Russian Icon

AHHa MuxainosHa MaHyKsH Anna Manukian

My3el pyCcCKOW MKOHBI, Museum of Russian Icon,

Poccuiickan ®epepaumnsa Russian Federation

KntoueBble cnoBa: 6/1aropa3yMmHblii pa3ooiHnK, Key words: the Good Thief, Cross, Stavrovouni
KpecT, MoHacTblpb CTaBpoByHW, Kunp, ABepsb, monastery, Cyprus, door, Kargopol, Volosovo

Kapronone, Bonocoso

OKJIAJ| ITOCBSAILEH HKOHE «BIaropasyMHBIH pa360HHHK», IOCTYIIUBILIEH B CO-

6paHme Myses pyccKo¥ UKOHHI B 2019 r. (MHB. Ne YM-1012). iKOHa, IIpeAIIo-

JIOKMTEJILHO CITyKHBIIAsA CEBEPHOM [BEPHIO UKOHOCTACA, OTJIMYAETCA OYEHD
XOpOWIEH COXPAHHOCTBIO: aBTOPCKAS KHMBOIMCE JOLLIA IO HAC MPAKTHYECKH ITOJIHO-
CTBIO, BKJIIOYAs] OPUTHHAJILHOE 30JI04€HHE HUMOa. BEICOKMIH YPOBEHD XY 0KECTBEH-
HOTO UCIIOJIHEHHS K CTUJIMCTHYECKOE CBOE0OPA3HE ITO3BOAIOT OTHECTH HKOHY K YHC-
JIy JIy4IIUX IIPOU3BENEHHI MacTepoB Pycckoro Cesepa mocienHeln TpeTu XVI crosie-
THS, CBA3aB €€ C KOMIIJIEKCOM MKOH M3 LiepKBH CBATHTeNA HuKosaa B rorocre Bo-
J1ocoBO KapromosbcKoro padioHa APXaHTeJIbCKOM 00JIaCTH, IPEAMETH BHYTPEHHETO
yOpaHCTBa KOTOPOH COXPaHMJIHUCh B FOCYJJapCTBEHHBIX M YaCTHBIX KOJJIEKIHAX. OCO-
6€HHO 6JIM3KH 10 MaHEpPe HCIOJIHEHH I HKOHBI M3 JIEHUCYCHOTO psiZia HKOHOCTAca BO-
JIOCOBCKOH LIEpPKBH (ApXaHI€JIbCKHUH 00IACTHOM My3el H306pa3uTeIbHBIX UCKYCCTB).

IToMHMO BBIAIOIINXCA XyA0KECTBEHHBIX Ka4eCTB 06pa3 oOpalllaeT Ha ce6s BHHU-
MaHHe BeCbMa HEOOBIYHOH MKOHOTpadHeil. B IpaBoil pyke pa36oHHHUK JIEPKHUT pas-
BEPHYTBIH CBUTOK C HaJIMChIO «Buas pa36oiHuUK HavyaabHHKA XKHU3HH Ha KPECTe
BHCSINA, IJIATOJIAIIE...», ITUTHPYIOLmEeH (parMeHT Tpomnapsi ITIOCTHOH TPHOIH, HC-
MOJIHAEMOTO B BeHKyro NATHHIY Ha CTPaCTHYIO CEAMHIY, TO €CTh B I€Hb MaAMATH
BnaropasymMHoOro pas6oriHuka. [Toqo6Has HaIHCh He XapaKTepHa 111 U300 pakeHHH
BiraropasyMHOro pas6o¥MHHKa CO CBUTKOM, U €IHHCTBEHHAs H3BECTHasd €€ aHaJIO-
rus — ob6pas koH11a XVI — Hauvana XVII B. u3 coopanus CBEPAJIOBCKOr0 0671aCTHOTO
Kpaepegueckoro Myses uMeHH O. E. Kinepa.

HenpeMeHHBIH aTpHUOYT 6J1aropasyMHOro pa3boMHHKA — KPECT, Ha KOTOPOM TOT
TIpeTepIIESl MyYeHMs U IPUHAI CMEPTD, IPEACTABIEH HE TPAAUIIMOHHO B €T0 pyKaX,
a 1o3ajH, 6y/ITo OBl MAPAILIUM B BO3JyXE 32 €70 CIUHOM. I10 BceH BEPOATHOCTH, 3TOT
VHHUKaJIbHBIH UKOHOTpaHUUeCKUI MOTHUB OTChUIAET K IJIaBHOH 0COGEHHOCTH PEJIHK-
BHMH, XpaHHBLIEeHCcA Ha Kuripe B MOHacTbipe CTaBpOBYHH M IIPOCIABHBIIEHCH CBOEH
Yy[IECHOH CIIOCOOHOCTBIO BHCETh B BO3JyXe 6€3 KaKOH-THu60 omopbl. Buasl Kumpa
C MapsAIIMM B BO3J[yX€ KPECTOM H300parKajHCh B 3aI1aJJHOEBPONEHCKHUX HIITTIOMHHH-
POBaHHBIX PyKONHCAX XV B., HAIPUMEP B LUTIOCTpanuax «IIpuknrodenntt Capa JIxxo-
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Ha MaHgeBuia» (1410-1420, JlonnoH, BpuTtaHckas 6ubnnoreka, Add. 24189, fol. 5r),
niM «KHurH uygec ceeTa» (oK. 1460, HbIO—fIOpK, bub6nuoreka I[IbeprioHT MopraH, MS
M.461, fol. 18v). Kunpckas cBATBIHA 6blIa XOPOILO M3BECTHA Ha PycH HayMHAasA € J0-
MOHTOJIBCKOH 3IIOXH: OAHO U3 IPEBHEHIINX NaJIOMHUYECKHX YIIOMHHAaHHUH O HEH IIpH-
HaJIJIEXXHUT PyCCKOMY UTyMeHY JlaHHHITY, TOObIBaBIIEMY Ha OCTpOBe B Hauyaje XII B.

O6pa3 biaropasyMHOro pa36orHnKa 13 MPH sABjs€eTCS BBIIAIOIIMMCS TaMATHH-
KOM MKOHOIIMCH Kapromosnbsa U Hapaay ¢ ell€ OAHOM MKOHOM, HAITMCAHHOM B apXaH-
TeJIbCKHUX 3€MJISIX B TY XK€ 3II0XY, IEMOHCTPHUPYET 0COOBIH HHTEPEC K MECTAM XPHCTH-
AHCKOTO NaJIOMHHYECTBA H CBA3aHHBIM C HUMH PEJIMKBHAM.

HoBooTKpbITbIV penbecHbIN 06pa3 BoromaTtepu
TuxBuHckon kKoHuUa XVII Beka

The Newly Discovered Late-Seventeenth-Century Carved
Icon of the Mother of God Tikhvinskaya

EneHa MuxaiinoBHa CaeHkoBa Elena Saenkova

[focynapcTtBeHHas TpeTbaKoBCKada ranepes, The State Tretyakov Gallery,

Poccuiickan ®epepaumnsa Russian Federation

KntoueBble cnoBa: boromatepb TuxsnHckas, Opy- Key words: The Mother of God Tikhvinskaya, the

XerHaa nanaTta, penbedHble MKOHbI, Ppe3Hble MKoHbl  Armoury Chamber, relief icons, carved icons

a MKOHe, XpaHAIeHcs B YaCTHOM COOpaHHH, IPEACTABIEHO pesbedHOe

n3obpaxkenre boromatepn THXBHHCKOH (76x64). Ilonsa yKpallaeT pe3HOH

OPHAMEHT, PANIIOPT KOTOPOI'O0 COCTOUT M3 PACTHUTEIbHBIX MOTHBOB B BHJIE
KPYITHBIX HAIIOMHHAIOLINX I1aJIbMETThI BOCbMHUJIENECTKOBLIX IIBETOB M TOHKHUX IlEpe-
IJIETAIOMIUXCS cTe6yIeH akaHda, yBEHYaHHBIX I[BETAMHU-PEIIEHHUKAMH U GyTOHAMH.
ITono6HOE pe3Hoe 06paMIEeHHE UMHUTHPOBAJIO 6aCMEHHBIH OKJIa.

B pycckoM mckyccTBe XVI-XVII BB. B TEXHHKE ropesnbeda 4acTO H3TOTABIIH-
BaJINCh 006pa3bl CBATBHIX HA KPBIIIKH HX PaK, TOIJla KaK MAacIITa0HBIE MOJIEHHBIE pe-
sibepHbIE HKOHBI BOroMaTepH U CBATHIX HE MOJIYYHIIH HTHPOKOTO pacIIpoOCTPaHEHH .
2Kanp pesHoro o6pasa 6bl1 60JIee YMECTEH B HCKYCCTBE MaJbIX popM. Cpean peqKux
IIPUMEPOB PE3HBIX PaCKpallleHHbIX HKOH OOJIBIIOT0 pasMepa CIelyeT OTMETUTD «bo-
roMatepb 3HaMeHHEe» KoHIa XVI B. (HoBropoackuii Myseii). Bo BTOpPOi MOJOBHHE
XVII B. CUTyallHs HECKOJIBKO M3MEHHJIACh, YTO ObLIO CBA3aHO C Pa3BUTHEM PE3HBIX
HKOHOCTacoB. OIpeieIEHHOE BIMAHHE OKa3aJo MOSABJIEHHE B MOCKBE pebepHOTo
BOCIIPOM3BEAEHHA YTHMOM HKOHBI Boromarepn BiaxepHCKOH. DTOT ApeBHUIH 06pas,
TaK Xe Kak ¥ 06pa3 boroMarepy THXBHHCKOMH, IpeJlaHHE BO3BOAMIIO K IIPOCTIABJIEH-
HBIM CBATBIHAM KoHcTaHTHHOIONA. B KoHIle XVII B. CO3[1aBaICh TaKKe ropesbed-
Hble U300paxkeHus1 boromarepu CTpacTHOH. Ho 3TH OTAeIbHBIE IPUMEPBI — CKOpEe
HMCKJIIOYEHHE U3 IIPABUJI, M IIIHPOKOTO PACIIPOCTPAHEHH TAKHE MKOHBI HE MOJIyYHJIH.
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OpHaMEHT Ha IOJIAX M3y4aeMOH HKOHBI 6epET HAauaJo B MCKYCCTBE MHHHATIOPHI
Y KHHKHOH rpadpHKH. I|BeTOYHBIE MOTHBBI HAXOAAT aHAJIOTHH CPERH IIPOU3BENECHUH BTO-
poii nomoBrHbBI XVII CTONIETHS, KaK, HATPUMEDP, MUHHATIOPbI EBanrenusa 1670-X IT. U3 co-
6panus M. II. IToroguHa (Pycckui My3eit), co3jlaHHbIe MacTepaMy Opy:KeHHOMH MaIaTsl.

JIN4HOE IHCHMO BBITIOJIHEHO B TPAJHUIMAX XKHBOIIMCHOM MaHEPBI MacTepPoB Opy-
¥KEMHOM najaTel mo3aHero XVII B. ToHKHE IIpaBUJIbHbIE KJIACCHYECKHE YEPTHI IMKOB
BoromaTepu 1 MilaJleHIIa M XapaKTep TMCbMa HKOHBI CBUETEILCTBYIOT O paboTe Iep-
BOKJIACCHOTO MacTepa, CBOOOHO BJIaZIEBIIET0 CBETOTEHEBOH MOJIEJINPOBKOH. HekoTo-
pble IPHEMBI, B YACTHOCTH OITMCH BEK H YILIHBIX PaKOBHH boromarepu U MiazeHIa
IIJIOTHOM KPacHOH KPacKOH, MO3BOJSAIOT aTpUOYTHPOBATh NaMATHHK KOHIIOM XVII B.
Cpeny GIHMKAHIIUX HKOHOTPA(PHUUYECKUX M CTHIMCTHYECKUX aHAJIOTHH CJIeyeT Ha-
3BaTh CKJIa/IEHb C 06pa3oM boromatepu THXBUHCKOH B cpeJHHKE KoHIIa XVII — Haua-
Ja XVIII B. u3 MyseeB MocKkoBckoro Kpemiis.

BnagbidHbin ABOp B TBEPCKOM Kpemne

Nno MaTepuanam apxXMTeKTYpPHO-apXeosiorm4eckmnx
nccnepnoBaHUmM

Archbishop’s Yard in Tver Kremlin.

The Results of Archaeological Research

Anekcei MapatoBuy Canumos Aleksey Salimov
HayuHo-nccnegoBatenbCKUn MHCTUTYT TEOPUK Research Institute of Theory and History
N UCTOPUM @PXUTEKTYPbI U FPaAoCTPONTENbCTBA, of Architecture and Urban Planning,
Poccuiickag ®epepauna Russian Federation

KnioueBble cnoBa: TBEPCKOI Kpem/b, BnagblUHbli Key words: Tver Kremlin, Vladychny Dvor, Old
ABOP, ApeBHEepPYyCCcKoe 3044eCTBO, apxXnTeKTypHO-ap- Russian architecture, architectural and archaeological
Xe0NI0rnyeckre nccnefoBanHma research

ViccnegoBaHume BbINOAHEHO Npu huHaHCOBOW noaaepxxke PODV B pamkax HaydHoro npoekTa N° 19-012-
00025.

paboTe aHAJIU3UPYIOTCSA PE3YJILTATHI ApXUTEKTYPHO-aPXEOIOTMYECKOr0 U3yue-

HHA FIMIIEpaTOPCKOrO MyTEBOTO JBOPLIA, BBICTPOEHHOI'O BO BTOPOH ITOJIOBHHE

XVIII B. Ha TEPPUTOPHH BiaJbIYHOTO ABOPa B TBEPCKOM KpeMile (HCCIIELo-
BaHHS IPOXOAHIIN ¢ Hayasa 1990-X IT. KO cepeJUuHbI BTOporo pecatuieTusa XXI B.).
B paMKax paboTbl HaJ TEMOH ObL1 OOHAPYKEH 3HAYHTEJIBHBIH 06BEM IMHCbMEHHBIX
HCTOYHHKOB, BBITTOJIHEHA ITO160pKa HKOHOI'PaHUIECKOro MaTepHasa. B uTore sHauH-
TeJIbHBIE 110 06BEMY M Pa3HOOOPa3HbIE 110 XapaKTePy JaHHbIE IT03BOJIHIIH, UCIIOJIb3YS
METOJ] KOMIIJIEKCHOT'O MCTOYHUKOBEAECHHUSA, IIPEAJIOKUTh PEKOHCTPYKIIHIO aHCAMOJIs
apxXHepeHCKON pe3suicHIIMU Ha KoHel, XVII B.
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Enmnckornckas kadepa [osBuUIach B TBepH Bo BTopoi nosioBruHe X111 B., B IIEPHOS
¢opmupoBaHusa TBEPCKOro KHXKeCTBa. E€ BOSHUKHOBEHHE CTAJIO PE3YIBTATOM DHEP-
THYHBIX ¥ BECbMA JaJIbHOBUIHBIX IEMCTBUH IIEPBOr0 TBEPCKOr0 KHA3s Spociasa Spoc-
JIaBH4a, KOTOPBIM B cepeuHe 60-x — Havase 70-x rr. XIII B. ABJIAJICA OHOBPEMEHHO
BEJIMKHUM BJIAJUMHPCKHUM KHs3eM. Torzaa xxe B TBEPCKOM KpeMJIe HadyaIoCh CO3JaHHe
BJIaILIYHOH PE3HEHIINH, BCS 3aCTPOIHKAa KOTOPOH, BEPOSATHO, H3HAYAJIBHO ObLIa JiEpe-
BAHHOM. KaMeHHbIE COOPYKEHHA ITOABUIIMCh HA APXHUEPEHCKOM JBOPE, 10 BCEX BHUIH-
MOCTH, B XV B., IPaKTHYECKHU OFHOBPEMEHHO MJIM HECKOJIBKO I1033K€ KAMEHHBIX I1aJIaT
Kusxkpero asopa. B XVI B. Ha TEPPUTOPUHU BJIABIYHOTO KOMILJIEKCA CTPOSATCS HOBBIE
KaMEHHBIE 3[aHHU, (acagbl KOTOPBIX IEKOPHPYIOTCA TOJIMBHBIMH H3Pa3LaMH 110 THITY
TeX, YTO yKpaiaau bopucoriae6ckuii cobop 1558-1561 rr. B Crapute.

HawuBbIcero pacuseTa aHCaM61b APXHEPEHCKOro JBOPa JOCTUIAET BO BTOPOH
nosjoBHuHe — KoHIle XVII B., KOTja OAaBJIAI0IIee 60IbIIMHCTBO IIOCTPOEK KOMILJIEKCA
BO3BOJAT B KaMHe. be3 0COObIX M3MEHEHUH BIafibIuHAsA PE3UAECHINA CyIIeCTBOBAJIA
710 1oxkapa 1736 r., KOTOPBIM KOPEHHBIM 00pa30M HU3MEHHII CYb0Y MO3JHECPETHEBE-
KOBOTO aHCaMO6Js. B pesynpTaTe 4acTh KaMEHHBIX MajaT 6bljIa Pa306paHa, a HOBBIH
apXHEPEHCKHH JIBOPEL] BO3BEIH Ha paHEE CBOOOTHOM OT 3aCTPOMKH MecTe. ITo3xke ero
OTJI€JIbHBIE KOMITAPTHUMEHTHI BOIIJIM B COCTAaB HBIHE CYIECTBYIOIIEro MMiepaTop-
cKoro 1nyresoro asopua Exkarepunsi I1.

3a IeCATHUIIETHA U3yYEHH HEIIPOCTOM apXUTEKTYPHOH HCTOPHH APXHEPENCKOT0O
JBopa B TBepCKOM KpeMJle ObLT1 HAKOIJIEH 3HAYHUTEIbHBIM MaTepHaJl, KOTOPBIH BKYyIIE
C IPYrUMH MCTOYHHUKAMHU IO3BOJISET B LEJIOM OIIPENETUTHCA C FPAHHUI[AMHU U XapaKTe-
POM 3aCTPOMKH I'OPOJCKOM PE3UEHIMH TBEPCKOTO BIaJbIKH, I7I€ CPEH 3JaHHI KOM-
IJIEKCA HAaXOAHIHCh KaMEHHbIE TOCTPOHKHU XV, XVI u XVII BB.

K Bonpocy 06 ukoHorpacpumnyeckmnx obpasuax

W NUTEpPaTypPHbIX UCTOYHMKAX HEKOTOPbIX
cTapoobpsaYeCcKnX MKOH

On the Question of the Iconographical Models and Literature
Sources of the Some Old Believers’ Icons

Hapexpa BanepbeBHa NuBoBapoBa
["locynapcTBeHHbIN Pyccknii mysen,
Poccuiickag ®epepauna

KnioueBble cnoBa: cTapoobpsagyeckas MKOHOMMUCh,
MKOHOrpadgusi, CTPOraHOBCKMNE UKOHbI, Makapwii Mu-
TponomnT MOCKOBCKUA

Nadezda Pivovarova
The State Russian Museum,
Russian Federation

Key words: old believers’ icon, painting iconography,
Stroganov’s icons, Makarii the Metropolitan of
Moscow
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HMCCJIEOBAHUAX 110 HCTOPHH MO3JHETO PYCCKOTO MKOHOIMMCAHUS TIPHUBOJATCS
BECKHME apTyYMEHTHI B I10JIb3Y HUCKOHHOI'O TPAJHUIMOHAIM3Ma CTUIUCTHYECKHUX
OPHUEHTHPOB U CIOKETHOI'O PENEPTyapa MKOH, CO3JaHHBIX PEBHUTEIAMH CTa-

po¥i Bepbl. ONHHUM M3 XapaKTEPHBIX MIPOABJIEHHUH 3TOM MPHUBEPKEHHOCTH TPAAHIINH

CHPABEAJINBO CYUTAETCA OPHEHTAIM CTAPOOOPANUECKHX MACTEPOB Ha IIPOH3BEJE-

HHSA CTPOTraHOBCKHX MKOHOITHCIIEB, CO3[JaHHBIE Ha pyoexke XVI-XVII BB. B Hay4HBIH

06HX0]] IPOYHO BOLLIEJ TEPMHH «HEOCTPOraHOBCKHH CTHJIb», OTHOCHMBIH K HKOHAM

kak XIX, Tak 1 Hayayia XX B. MeHee pa3apaboTaHbl BOIIPOCHI O IPHUPOE U COlEPKAHHUHU

HKOHOTPpa(pHIECKHX 3aMMCTBOBaHHH, CIOKETHOH OCHOBE H JIUTEPATYPHBIX HCTOUHH-

KaX, II0JIOXKEHHBIX B OCHOBY UKOH. B J0KJI1a7ie paCCMOTPEHBI OT/IEJIbHBIE TEMBI CTAPO-

06pAAUYECKOr0 HKOHOIIHCAaHH, 6epylIiHe Hayaso B McKyccTBe XVI-XVII BB. Peub UAET

KaK O BOCIIPOM3BEIECHHH YCJIOKHEHHBIX, HACBIIIEHHBIX IIEPCOHAXAMH U JE€TAIAMH

KOMIIO3HILIHH, XapaKTEePHBIX JJI1 HKOHOIIHCH MaKapbeBCKOIo BpeMeHH («ETHMHOPOS-

HBIHA CBIH...», « CHMBOJI BEPBI», «JIUTyprysi», « AIOKIHUIICUC» U T. [.), TAK U O BEp-

HOCTH CTapoo6psAJYEeCKOr0o HKOHOIMCAHHSA PAAY IPHHIMIIOB, YHACIEIOBaHHBIX H3

NIPOMU3BENEHHUH CTPOIraHOBCKHX MaCTEPOB, TAKHUX KaK: YCHIIEHHE IIOBECTBOBATEIbHOIO

Hayajia 33 CUET OObEJMHEHUS B ONHOH CLieHE Pa3HOBPEMEHHBIX COOBITHH, BbIEJIE-

HHE B KOMITIO3HMIIMHU HECKOJIbKHX IIPOCTPAHCTBEHHDIX 30H, CTPEMJIEHHE COIIPOBOIHUTD

KaX7l0€ M3 M300paK€HHH TEKCTOBBIM KOMMEHTAapHEM. Tak Ha3bpIBa€MbIE GOTOCIOB-

CKO-ZHUTAKTUYECKHE HUIIH CUMBOJIMKO-AJIJIETOPHYECKHE KOMITO3UIIMH OKA3aJIKMCh BOC-

TPeOOBAaHHBIMH B Pa3HBIX CTAPOOOPAAUYECKHX COIJIACHUAX, YTO MOIJIO OBITh CBA3aHO C

Pa3HOINIACUSMH BHYTPH O(HUIHATIBHOH LIEPKBHU B OTHOIIEHUH UX KAHOHHYHOCTH U

HU3BATUSMH HKOH «MaKapbeBCKHUX UKOHOTpahHi» 13 CHHOAAJIBHBIX [IEPKBEH, 06JIer-

YaBIIHMH UX PACIIPOCTPAHEHHE CPENH CTAPOBEPOB. AHAJIN3 HKOHOTPa(HH CTapo0s-

PAAYECKHUX UKOH, HaXOAIINXCS Ha XPAHEHHH B COBPEMEHHBIX MY3€HHBIX COOPaHHAX

H B JICHCTBYIOIIHX CTApOO6PANYECKHX XPaMax, M03BOJISAET IPHBECTH 3HAYHTEIBLHOE

YHCJIO IIPUMEPOB, JOCTATOYHO TOYHO BOCIIPOU3BOIAIINX HKOHBI MaKaphEeBCKOTO Bpe-

MeHHU. OpHUTHHAJIbHOM NepepaboTKOM KOMIIO3HULIMM TaK Ha3plBa€MOH UeThIpEXUaCT-

HOM MKOHBI U3 BilaroselieHcKoro co6opa MockoBckoro KpeMiisi MOXKET CUMTAThCS

HMKOHa MOCKOBCKOTo macTepa I'ypusa Banosa (TMHWP), TOBTOPHUBIIIETO YETHIPEXYACT-

HYIO CTPYKTypy 06pa31iia, HO M3MEHHBIIIET0 COCTAaB H300paKeHHH B KaXK/IOM M3 YEThI-

PEX KIIEMM.



XpuctnaHckoe nckycctso CpeaHeBekoBbs (1) 29

XPUCTUAHCKOE UCKYCCTBO
CpenHeBekoBbA ()
Christian Art

in the Middle Ages (l)

dopmMupoBaHue NKOHorpauyeckom cxemMbl Kak
pe3ynbTaT KONMpoBaHUA obpasLla B UCKYCCTBE
3anapHoeBponenckoro CpeagHeBEKOBbA: BApUaHTbI
Knaccudmkaumm npmémos

The Formation of Iconographic Scheme as a Result
of Model Copying in West-Christian Middle-Age Art:
Variety of Classification Methods

AHHa BnapumupoBHa MoxunaaeBa Anna Pozhidaeva
HaunoHanbHbI nccnegoBaTenbCKUi yHUBEpCUTET The National Research University Higher School
«BbICLadA LWKona aKOHOMUKK», Poccuiickad ®@epepauns  of Economics, Russian Federation

KnioueBble cnoBa: XpuCTaHCKaa MKOHorpagus, Key words: Christian iconography, book illumination,
KHUXXHaa MUHKWaTiopa, nckycctso CpeaHnx BekoB medieval art

€pPMHH «HKOHOTpapHYecKas CXeMa» B 3aI1aJTHOEBPOIIEHCKOM CPETHEBEKOBOM

HUCKYCCTBE, B OTJIMYHE OT BOCTOYHOTIO, JOIIYCKA€T pa3Hble BADHUAHTBI TPAKTO-

BOK H /IO CHX IIOp HE UIMEET €JMHOr0 IIOJIHOLIEHHOTO0 ollpesieIeHus. BmecTe ¢
TEM OIpefieJ€HHAs YCTOMUYUBOCTD B 00JIACTH KOMIIO3HILIMH H JleTaleH B M300paxe-
HHH CXOJIHBIX CIOKETOB HAJIUI[0 HAYMHAs ¢ PAHHEXPUCTHAHCKOTO IIepHOa 10 I103/1-
Hel roTHKH. Bopoc o ciieJoBaHHUH 06pa3iy U O TOM, YTO HMEHHO MOTJIO CUUTATHCS
06pasIoM I MOoApaXKaHHs B UCKYCCTBE 3amagHoro CpelHEBEKOBbs, pacCMaTpHBa-
€Tcs B €BPONEMCKOM MeHNEBHUCTHKE yKe OKOJIO CTOJIETHA. B KauecTBe IJIaBHOTO BH/[2
HCKYyCCTBa, IIPEIOJIaralollero OTHOIIEHHUs «ob6pa3el], — KOIHA» MEXTy JByMs Ia-
MATHHUKaMH, CJIEJIyeT Ha3BaTh UCKYCCTBO KHHXKHOH MHUHHATIOPBI.
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B noxsazie fesaeTcs MOMBITKA 0600IeHHA U KIacCH(HKAIIUH OCBEIIEHHBIX B J10-
CTYIIHOH aBTOpY HCTOpHOrpadHH IPHMEPOB TAKMX OTHOIIEHHUH Ha MaTepHaje KOH-
KPETHBIX MaMATHHUKOB VIII-XIII BB. Peub He 06 MMeloleMcs yKe (IIpexsie BCEro B
Tpy#Aax P. Illestepa) onbiTe KIacCH(pUKAIIMH TaK Ha3bIBaeMbIX model books, HO 0 1oJ1-
HOM HJIM YaCTHYHOM KOIIHMPOBaHHH HJIH HCIOJIb30BAHHH B KaU€CTBE OJJHOTO U3 00-
PasL0B CAMOCTOATENBHOTO IPOU3BENEHH A UCKYCCTBA. PACCMOTPEHDI TAKME BAPHAHTHI
KJIACCU(PHKAIIHH, KaK «OT I[€JIOT0 K YaCTH» (OT TaK Ha3bIBA€MOT0 «(haKCHMHIILHOTO0>
KOIMPOBAHHA CAMOCTOATEILHOM PYKOITMCH IIOJIHOCTBIO 10 IIEPEHOCA U3 OFHOH KOM-
MO3HLIMH B IPYTYI0 (DUTYPBI MJIH 3HAYHMMOH 4acTH (PUTYPHI); «COXpPaHEHHE U BUIOH3-
MEHEHHE CMBICJIA U300paKEeHHUA» (OT UAEHTHYHOH TPAKTOBKH KOHKPETHOTI'O CIOXKETA
HJIM [IPOTPAMMBI ITOJTHOCTBIO B CXOAHBIX KOMIIO3HUIIHAX 0 IUTHPOBAHHUSA M103bI MIIH
JKECTa B PA3JIMYHBIX CUTYAIIMAX, CXOJCTBO KOTOPBIX HEOUEBH/IHO); «KOTIHPOBAHHE VS
IUTHPOBAaHHE» (BaPHAHT KJIACCH(UKAIHH, TPEOYIOIMH ITOSCHEHNS U HepapXuye-
CKOT'O BHICTPaMBaHM CyIIECTBYIOIIETO HA CETONHAIIHUH JIEHD JOBOJIBHO CyMOYypPHOT0O
M HETIOJIHOTO TEPMHHOJIOTHYECKOI0 P/ia); «OTHOLIEHHA 06pa3iia ¥ KOIIMH B Pa3HbIX
JKaHpax» (3aBUCHMOCTb IPUEMOB MUHHATIOPHUCTA OT XKaHPA M THIIA M300paxKeHHUS:
HappaTHB, KOMIIO3ULIHS «IIOPTPETHOI0>» THIIA, U300pakeHHE OTEIbHOM JorMaTHye-
CKM 3HaYHMOH CLIEHBI U JIp.).

MexaHusmbl popMmmpoBaHMS UKOHOrpahnveckux cxem
B WANIOCTPALMUAX K NcasiMaM aHIr MTMMCKUX

n chpaHuysckux pykonucen Xll-Xlll sekos

Formation Mechanisms of Iconographic Patterns

in lllustrations of the Psalms in English and French
Manuscripts of the 12""-13" Centuries

Oapbsa AHaTonbeBHa CepérmHa Daria Seregina
HauvoHanbHbI nccnenoBaTeNbCKuil yHnsepeutet The National Research University Higher School
«BbICclWwada Wwkona akoHOMUKK», Poccuiickaa ®enepaums  of Economics, Russian Federation

KnioueBble cnoBa: niniomMmHMpoBaHHble pykonuncy,  Key words: illuminated manuscripts, Psalter
nnnacTpauun Mcantnupn, nepegada nkoHorpaduye-  illustrations, transmission of iconographic schemes
CKMX CXeM

a nmpoTsaxeHHH XII-XIII BB. B aHIJIMHACKHUX U (ppaHIy3cKUX IIcaaTHpax
CJIOKHJIACh YCTOMUYMBas CHCTEMa HJIIOCTPHUPOBAHHA IICAJIMOB, IpeXke
BCETO OTMEYAIONIAs IMTYPTHYECKYIO OPTAHH3AI[ IO TEKCTA, HO JJOIIyCKaI0-
as ¥ WIJIFOCTPALlUH K «MaJIbIM» IcaiMaM. OCOGEHHOCTBIO 3TOH CHCTEMBI SBJISIET-
A LIHMPOKOE pa3HOOOPa3He CI0XKETOB, CBA3aHHBIX C TEKCTOM Ha OCHOBaHHH I0CJIOB-
HOTO HJUIIOCTPHPOBAHHSA, ACCOLIMATUBHOIO COIIOCTABIEHHUA HUJIN dK3eresbl. HecMo-
Tps Ha CYIIIECTBOBAHHE NIPEANOYTHTEIbHBIX CIOXKETOB JIJIA IUTYPIrHYECKHUX IICATIMOB
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U PacIpOCTPaHEHHE «CTAHAAPTHBIX» IPOrpaMM HJIIOCTPAallUiH, B OGOJIBIIHHCTBE
PYKOIIHCEH KaK COCTaB CLIEH, TaK U UX MKOHOrpa(Hsa OCTaBAJINCh BApHATHBHBIMH.
IIpy 5TOM MHOTHE CIOXKETBI, MCIOJb30BABIIHECS IJIs HUJIIOCTPHUPOBAHHA IICAJI-
MOB, He M300paKajJHCh WJIH MOYTH He M300pazKauCch BHE KOHTEKCTa IIcaJTHPHU U
HE UMeJIH YCTOHYHBOH HKOHOTrpadHuecKOoH cxeMsl. KpoMe TOro, B COOTBETCTBHH C
YKa3aHHSMH aBTOPA IIPOrpaMMBbl HJIH 10 COOCTBEHHOH HHHIIHATHBE MHHHUATIOPHUCT
MOT HU3MEHATD JeTAIH TPaAHUIHOHHBIX CXEM, YTOOBI OHH 6OJIBIIIE COOTBETCTBOBAJIN
TEKCTy IIcajiMa. Bo BCeX BTHX CJIy4aaxX XyAOXKHHK CTAJIKHBAJICA C HEOOXOJHMOCTBIO
CO3/1aHHS HOBBIX KOMIIO3HIIHH.

B cBeTe MHOTOYHCJIEHHBIX HCCIENOBAHHM ITOCIIEAHHUX IECATHIJIETHH, MOCBSI-
IEHHBIX IIpolleccaM Iepefadyd HKOHOrpaHYeCKHX CX€M, OTHOIIEHHAM «006-
pasel, — KOIIMA» H HCIIOJb30BaHHIO KHHUT 06pa3uoB B CpelHHE BEKa, U3yYEHHE
MEXaHH3MOB (POPMHPOBAHHUS HOBBIX KOMIIO3ULIUIH B CPEIHEBEKOBOM HCKYCCTBE
OKa3bIBA€TCA OJHHMM M3 HaHOOJIee aKTyaJbHBIX HaIlpaBJIE€HUH HayKH. IIpu 3TOM B
GOJIBIIIMHCTBE BBIMIENIINX Pa0OT AaHHbIE BOIIPOCHI U3Y4alOTCS Ha MaTepHaje He
IcanTuped, a APyrUX NaMATHHKOB, TOTAAa KaK CIEIH(HKA HIUIIOCTPHUPOBAHUS
IIcanTUpeH AeaeT 3TH PYKOIMCH LIEHHEHIIIUM HCTOYHHKOM [AJIS HCCIEeOBAaHUM
B IaHHOH cepe.

JlokJjiaJ) MOCBALIEH IIpolieccy paboTsl MUHHATIOpHCcTa B XII-XIII BB., €T0 HKOHO-
rpadu4ecKOMy TBOPUYECTBY. M3ydeHHE MHHHATIOP ITOKA3bIBAET, YTO JJI CO3TMAHHUS
HOBOM KOMIIO3HIIMH XY[JOKHHUKH CTapPaJHCh HCIIOJIb30BATh B KAYECTBE «CTPOUTEIIb-
HOI'0o MaTepHajay» KaK MOXKHO 60JIbllle M3BECTHBIX UM dJjIeMeHTOB. Ha OCHOBE cpaB-
HHTEJIBHOTO aHAJIN3a MIIIOCTPAIUH K IICaJIMaM B psfie PyKOIHCEN MOXKHO BBIJEJIUTD
HECKOJIBKO YPOBHEMN DPa3fesIEHHs ILeJIOCTHOM KOMIIO3UIIMHU Ha DJIEMEHTHI, KOTOPbIE
HCIIOJIb3YIOTCS B IIpOliecce MKOHOIpadHIeCKOT0 TBOPUYECTBa: 1) MOAYJIH, TO €CTh OT-
JeIbHbIE (PUTYPBI, TI03BI U 3KECTHI, KOTOPbIE HE HECYT B ce6e ONpefeIEHHOTO CMBICIIA,
KpPOME CaMOT0 O0Iero 0603HauYeHHA AEHCTBHA, U MOTYT IIOMEMIATHCSA B COBEPILLIEHHO
Pa3HbIE KOHTEKCTBI; 2) MOTHBBI — (DHUTYPBI HJIHM IPYNIIEI GUTYDP, KOTOPhIE TAKXKE MOTYT
OBITh TIEPEHECEHBI U3 OJTHOH CLIEHBI B JIPYTYIO, HO IIPH 9TOM COXPaHAIOT ONpefesEH-
HOE CMBICJIOBOE HAIIOJTHEHHE; 3) 1ieJIble CLIEHBI, KOTOpble MOTYT U3MEHHUTD 3HAUECHHE
IOCJIe TIOMEIEHHA B JPYTroM KOHTEKCT, 4 TaKXK€ HCII0JIb30BaThCA KaK OAUH M3 dJle-
MEHTOB JIJI CO3aHH A HOBOM KOMITO3UIIHH.

ITpy 5TOM CTENIEHb OCO3HAHHOCTH IIPH UCIIOJIb30BAHHH BCEX OTHX 9JIEMEHTOB ObIBa-
€T OY€Hb PA3JIMYHOH: TaK, MOTHB MOXKET CTAaTh SAPOM HOBOIM KOMIIO3ULIMH, IPHOOPETH
CaMOCTOSITEJIPHOE 3HAYEHHE; UCII0JIb30BAThCS JIS IPUBHECEHHS B CLIEHY HOBBIX, JOII0JI-
HUTEJIbHBIX CMBICJIOB, BO3HUKAIOUIHX 6JIarofaps LIUTATe U3 U3BECTHOTO M Y3HABAEMOTO
HCTOYHHKA; TH60 MPAaKTHYECKH YTPATHTb CBOE CMBICIIOBOE HAIIOJIHEHHE, PEAYLHPYACh
J0 MOZyJIsl, IOBTOPSAIOIIEHcs 1M03bl. I10[06HBIM 06pa30M LieJias CLe€Ha, UCIIOIb3yeMas B
HOBOM KOHTEKCT€, MOXKET ObITb BbIOpaHa 10 YHCTO KOMIO3HIIMOHHBIM COO0PaKEHHUAM
HJIM Ha OCHOBE ITOBEPXHOCTHBIX aCCOLMATHUBHBIX CBA3€H — JIN60, COEUHAACH C APYTHMH
3JIEMEHTAMM, BHOCUTD B MJLJTIOCTPAIIMIO JOIIOJIHUTEIbHbIE 3HAUEHH .
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Ha npumepax WITIOCTPAIUH K IIcaJiMaM B JJOKJIa/ie IPeJIokeHa KIacCu(HUKaIIus
HCIIOJIb3yEMBIX MHHHATIOPUCTAMH IIPUEMOB HKOHOTpapHYECKOr0o TBOPUYECTBA, pac-
IIMPSAIONIAsA M YTOYHSIOIIAS Y2Ke CYIIeCTBYIOLIHE KJIaCCH(HKALIHH.

«BloCT 06NM1O0KOTUBLLErOCHA MYXUYUHbI»

Hukonas JlenpeHckoro uns Crpacéyprckoro myses
M uckyccteo noprtperta XV Beka

The Bust of the Reclined Man by Nicolas

of Leyden and the 15"-Century Portraiture

Oner CepreeBuy Bocko6oiiHnkos Oleg Voskoboynikov
HauvoHanbHbI nccnenoBaTeNbCKuil yHnBepeutet The National Research University Higher School of
«BbIClWada Wwkona skoHOMKKM», Poccuiickaa ®egepaums  Economics, Russian Federation

KnioueBble cnoBa: Hukonai JleliieHCKNi, CKyb- Key words: Nicolas Gerhaert of Leyden, sculpture
NTYPHbIA NOPTPeT, NopTpeT, MenaHxonus, Ctpacbypr  portraiture, portraiture, melancholy, Strasbourg

HTEpPECYIOLIHH Hac 61ocT 1467 r. — sy4masa pabora Hukosas JIeHIEeHCKO-
ro, 3aMeYaTeJIbHOr0 HUAEPJIAHICKOTO CKYJIBIITOPA, JKUBIIETO B 1460-€ IT. B
Crpacbypre, Toraa KyJabTypHOH METPOIIOJIHH AOJHHBI PeiiHa, CBOGOJHOM
HMIIEPCKOM ropojie. M 3HaTbh, U 60raToe GI0PrepcTBO C YOBOJbCTBHEM 3aKa3bIBAJIN
He TOJIbKO HaAArpo6Hs, HO U GIOCTHI, IOMEIIABIIHECS B OKOHHBIE ITPOEMBI, HUIITH HJIH
Ha 6aJIKOHBI, I09TOMY TaKHE JIMI}a YaCTO CMOTPAT Ha HAC KaK Obl CO BTOPOIO 9TaxXa,
06JI0KOTUBIIHNCH HAa IIOJJOKOHHHK HJIH [TAPAIIET, YTO COIMIKAET UX C HEKOTOPBIMH HTa-
JIbTHCKMMH KHBOIIUCHBIMH [TOPTPETAMH TOTO BPEMEHH, HO HE C IIOPTPETHOMH ILIa-
CTUKOM. DTH IBOMHHKH CBOHX 3aKa3YMKOB Ha0JII0[]aJIH 3a IPOUCXOAAIIHNM Ha yIHIIE,
CaMH HaBSI3YHBO MPEABIBIIAL Ce6s IIPOXOKUM. O6pa3Ibl ITOH CHEIHM(PHUIECKOH, OT-
HOCHTEJIbHO MOGHJIBHOH ITACTHKH, BBICTaBJIEHHbIE B MECTHOM My3ee co6opa, CBH/ie-
TEJILCTBYIOT O XKHMBOM HHTEpece K MHIUBHUIYATbHOH (DH3MOIHOMHKE, BKJIIOYAs pa3-
JINYHBIE AHOMAJIMH U TPHUMACBHI.
Takwue 610cTHI Aenan U HUKOsal, HO MHTEPECYIOIIUH Hac cefyac OTIMYaeTCA
OT BCEX OCTAJIBHBIX. DTOT 06JIOKOTHBIIMHCS (KaK BCE BOKPYT) HA UTO-TO YEJIOBEK HU
Ha KOTO HE€ CMOTPHUT, He IIPHUIJIALIAET K Pa3TOBOPY, AaXKe €CJIH MOAXOIHIIb K HEMY
coBceM 6113K0. CKpydeHHas B CBOCO6PA3HYyIO IIPYKHUHY (PUTypa TauT B cebe CIis-
LIyI0 9HEPTHIO, KOTOPYIO MBI yTaJIbIBAEM K4aK B JIMIIE, TAK U B 06€HX pyKax. My>KuHHa
06JIOKOTHJICSI HE Ha IapalleT, a Ha COOCTBEHHYIO PyKY, [IEpKalllylo 3a PyKOATKY Ka-
KOH-TO HaIIpaBJI€HHBIH BHHU3 HHCTPYMEHT. DTO TOXKE YCJIOXKHAET PaKypC U 3aCTaB-
JIsieT 4eJI0BEKa CJIOBHO y[Ep2KHUBATh IIATKOE paBHOBecHe. OTHOCHUTEIbHAS (B CpaB-
HEHHHU C JJPyTUMH) XpPyIIKOCTb TEJIOCI0XKEHHU BTOPUT XPYIIKOCTH JIM1A, HA KOTOPOM
BBIJIEJIAECTCS JIMIIb KPYITHBIM, HEKPACHBBIH HOC C TOPOMHKOM, BIIPOYEM, H3TI00JIEH-
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HBIM B (PHU3HOIHOMHKE TOTO BpeMeHH. HecMOTps Ha CJI0XKHYIO CIIHPaIb MOJEIH, C
KaKOM TOYKH HH [IOCMOTPETD, ACHO, YTO CKYJILIITOP IIOJTHOCTDBIO BJIAIEET IIPOCTPAH-
CTBOM, IIOJYHHAET €r0 CBOEMY I'eporo. IMEHHO 3TO 3aBOPAXKMBAET 3PUTEJIA 110 CEM
JI€Hb U IOJI2KHO OBLIO 33BOPAXKUBATh COBPEMEHHHKA. IT0 aHATOMHUYECKOH TOUHOCTH
3TOT GIOCT HUYEM HE YCTYIIAET JIyYIIHM paboTaM BospoxzaeHHs u 6apokko. I'oso-
Ba JIOBOJIBHO CHJIbHO CKJIOHHJIACH, 4 ITOAIIMpalolias Mo400pOAOK IIpaBasi pyKa H30-
THYJIACh II07 €€ TAXKECTDIO, YTO MOAUYEPKHYTO TOHKO IIPOYEPUYEHHBIMH CKJIAJKAMH
KOXKH M BeHaMH. TaKad 110332 BOCXOAUT K aHTUYHOMY 00pa3y MeJIaHXOJIHH HJIH Tpa-
ypa, B CpelHHE BeKa OHA MOIJIa aCCOLIMHPOBATLCS C IOPOKOM YHBIHMA (I'ped. U JIaT.
acedia), HepeKO 6MYEBABIIMMCA B MOHAIIECKOH cpefie. IIOCKOIBKY MEJIaHXOIH
KaK OCOOBIH TEMIIEPAMEHT «AeTeH CaTypHa» yK€ HaUHMHaJIa BOCIPHUHHMATbCA KaK
npodeccHoHaIbHas 60JIE3Hb TBOPYECKOH IMUYHOCTH, Xy[JOXKHHKA, B HCKYCCTBOBE€-
HHUH BO3HHKJIA TOYKA 3PEHHs, UTO IIEpPe HAMH aBTOIIOPTPET. B Tako JIOTHKE 3HA-
MEHHTasl AIOPEPOBCKas «MeJaHXOIHUA I» TOXKE «aBTOMOPTPET». JEeHCTBUTEIBHO,
HETPYAHO cebe IPeACTaBUTh XyA0KHHKA, [109Ta, IHCATEI, IPeObIBAIOIIETO BCETAA
HaeJHHE ¢ COO0H HMJIM ¢ My30H. TakoB yIIEJIINI B ce6s Dpa3M Ha KCHIOrpadHH
Iiopepa (1526), pe3KO OTBEpHYJICA OT MOKymaTtes ITntep Bpeliress Ha U3BECTHOM
pucyHnke. Ho Hukosal Mor H306pa3uTh He ce6s1, a KOTO-TO U3 CBOETO «Il€Xa», 6yab
TO APXUTEKTOP UJIH CKYJIBIITOP.

3a 6}0CTOM ITOKa YTO NPUAETCSA OCTABHUTD CTATYC MHKOTHUTO, HO 3TO HE OTMEHSET
HH IIPaBa, HU HACYIIHOH HEOOXOTMMOCTH H3y4aTh OCOOEHHOCTH CTHJISA 9TOTO IIPOM3-
BEJIEHMA KaK B PaMKax TBopuecTBa Hukosas JIEHIEHCKOrO, TAK U B KOHTEKCTE pa3-
BUTH IUIACTHKH B OJIMHE PeliHa 1 Ha 3eMuisaxX BypryHjckoro repiorcrsa, ot Kiaaca
Citorepa 1o TunrMaHa PuMeHIIHaMAepa.

AnTtapHbi 06pas opaeHa aBryctuHueB B Utanum
ot Xlll cronetusa K XVI: KOHCTaHTbl U NepeMeHHble
Augustinian Altarpiece in Italy between the 13%

and 16" Centuries: Variables and Invariables

Onbra AnekceeBHa HasapoBa Olga Nazarova
HauvoHanbHbI CCNnenoBaTeNbLCKUiA yHsepeurtet The National Research University Higher School
«BbIClas WKona sKoHOMUKWy, Poccuiickaa ®egepaunsa  of Economics, Russian Federation

KnioueBble cnoBa: OpaeH aBryCTMHUEB, anTapHbIid Key words: Augustinian order, altarpiece, polyptych,
o6pas, NnonnnTnx, KoHorpadusa anTapHoro obpasa, altarpiece iconography, Augustinian iconography,
aBlryCTUHCKaa MKOHOrpaus, ntanbsHckasa XmnBonuch Italian Renaissance painting

Bozpoxaenuna

VicchenoBaHune BbINONHEHO NpU (hrHaHCOBOM noaaepxke POOK B pamkax HayyHoro npoekrta N° 20-012-
00524 A.
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THOCHTEJIbHO HEZITaBHO B UICTOPHUH HUCKYCCTBA YTBEPAHUICS PYHKIITMOHATbHBIHI

N0AAX0J], 00beANHAIOMI U IPOU3BEIEHUSA HE 110 IPHHLIUITY HX XYL O0XKECTBEH-

HOT'0 HJIM CMBICJIOBOT'O POZICTBA, @ HA OCHOBAHHH BBIITOJTHEHHSA MU CXOLHOM
¢yHKIIMH. B paMKax 9TOro MOJX0/1a B OJJHOM PsIY OKa3bIBAIOTCS IIPOHU3BEICHHUS, KO-
TOpPBIE PaHBIIIE HE COMOCTABJIAINCh MEXKAY COOOH, TaK KaK OBLIIM CO3[IaHbI B pa3HBIC
IIEpHOJbl HCTOPHH UCKYCCTBA M BU3yaJIbHO HMEIOT MEXK/Ty CO60H MaJjio o611iero. Takoe
COIIOCTABJIEHHE TI03BOJISIET, B CBOIO OYEPEND, BBIABUTh HE3AaMEUEHHBIE PAHEE CMBICTIO-
BbI€ HJIM Xy[0XKECTBEHHBIE CXO/CcTBa. OJMH U3 THUIIOB IIPOM3BEAEHUH, H3yYEHHE KO-
TOPBIX BBIILIJIO Ha HOBBIH yPOBEHB 6J1arofiaps 5TOMY IIOAXOAY, 9TO aJTapHbIe 00pa3bl
HHIIEHCTBYOIIHNX OPAEHOB.

PaccMoTpeHHE HCTOPHHM INPOH3BEAEHHH, CO3NAaHHBIX IOJ NMAaTPOHATOM OFHOM
KOHIperauyy B Tauyu Ha IPOTAKEHHUH BCEH 3II0XH BO3pOKI€HH A, TO3BOJIUIIO YBH-
J€Th 33 UX CTUJIMCTHYECKHMH Pa3InduaMH oT IIpoTopeHeccaHca o ITozgHero Bos-
POXKAEHUA KOHCTAHTBI B CII0C06aX OPJIEHCKOM CaMOpPENpE3eHTAllMH. B To Bpems Kak
JOMHHHKAHCKHUH, PPaHIHUCKAHCKHUHA H KAaPMEJTHUTCKHUH aJITApHBIE 06pa3bl H3Y4aJIHCh
TaKMM 00pa30oM, aBIyCTHHCKHH aJITapHBIH 06pa3 II0KA €1€e He ObLI OCMBICJIEH KaK I1e-
JIOCTHOE SIBJIEHHE.

Kak M [y ApyruX HUIEHCTBYIOIIUX OP/EHOB, aJITAPHBIN 00pa3 CIY:KHUJI aBTry-
CTHHI]AM B TOM YHCJIE M 3€PKAJIOM X HIEHTHYHOCTH — OH JIOJI2KEH OBbLT OTPaXKaThb Op-
J€HCKYIO IPOrPaAMMYy H IEMOHCTPHPOBATH CBA3b OPZI€HA CO CB. ABIYCTHHOM, KOTOPBIH
paccMaTpHBAJICA KaK HJI€aJIbHBIH OCHOBATEIb KOHTPEralMH. BricOKas HHTEJIEKTY-
aJIbHas KyJIbTypa 9TOT0 OpJi€Ha II0POK/ajla IPOrPaMMBbl, KOTOPbIE BBIEIAIOTCA CBOEH
CJIOKHOCTBIO Ha (POHE IIPOTPaMM APYTHUX KOHTpEralui.

Ha npoTs:KeHHU BCEro epHojia OCHOBHBIM CIIOCOO0M IIPOJEMOHCTPHUPOBATD 3TY
CBSI3b OBLJIO BU3yaJIbHOE IPE/ICTABIEHHE OTAEIbHBIX ACIIEKTOB YUEHHS CB. ABIYCTH-
Ha. HeBO3MOXKHOCTb 6YKBaJIbHO IIPOMJLIIOCTPHUPOBATD CIOKHBIE U OTBJIEUEHHBIE 60-
TOCJIOBCKHE H/IEH 3aCTABJIAIA COCTABUTEIIEH NIPOrPaMM H XYAOXKHHKOB IIpUOEraTh K
VHHUKQJIBHBIM HKOHOI'Pa(UYECKUM pPELIEHHSM, KOTOpble He BCTPEYAIOTCS B JAPYTHUX
NIPOM3BEJEHHAX BTOr0 THUIIA. MHOTOTPaHHOCTb YYE€HHS CB. ABIyCTHHA Ji€Jlajla €ro
YHHBEPCAJIBHBIM M HEHCUYEPIIa€MBbIM HCTOYHUKOM HJeH U 06pa30B, U OJHOBPEMEHHO
I103BOJIsJIa OTPA3UTh B AITAPHOM 06pa3e JI00YI0 aKTYaJIbHYIO /IS OpZieHa B KOHKPET-
HBIH UCTOPUYECKUH MOMEHT MPOOJIEMATHKY. DTHM, BEPOSITHO, OOBACHSAETCS HEOOBI-
yafiHOe Pa3HO06pa3He U OPUTHMHAIBHOCTD aBTYCTHHCKHX aJITAPHBIX 00pa3oB Ha (poHe
MIPOM3BENEHHH 3TOr0 THIA, CO3IaHHBIX JJIS NPYTHX KOHIperauui. Paspurue peHec-
CaHCHOTO HCKyccTBa oT IIpoTopeHeccaHca K ITo3gHeMY BO3pOXKAEHHIO MOCIEN0BA-
TEJIbHO PACIIHPAJIO BO3MOXKHOCTH XyJOXKHHKOB JJI BOIUIOIIEHHSA 3THUX MPOrpaMM,
JlaBasi UM HOBBbI€ M300pa3UTEJIbHbIE U BbIPa3HTEIbHbIE CPEJCTBA. KOHCTaHTBI U IIe-
PEMEHHBIE aBIYCTHHCKOIO IOJHIITHXA IPOaHAJIM3UPOBaHbI B JOKJIa/le Ha IPUMeEPaX
Pa3HOTO BPEMEHH: OT aJITAPHOTO 06paza AMOpo/ K0 JIOpeHLIETTH M3 Macca MapuT-
THMa J10 «ITOKJIOHEHHS BOJIXBOB» JIeoHapo Aa BuHuM KU «IToaunTtuxa KocTabuim»
JHocco Joccu 1 bensenyTo Tusu I'apodaro.
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HenooueHEHHBbIN acneKT CUeHCKUX MOJIUMNTUXOB:
TPOMCTBEHHOCTb apXUTEKTYPHOMN CoCTaBnsoLLEen
The Underestimated Aspect of Siena Polyptychs:
The Triplicity of an Architectural Component

Banepusa MuxaiinoBHa Fa6oBuy Valeriya Gabovich
DNopeHTUnCKUiA yHuBepcuteT, Mtanua University of Florence, Italy

KnioueBble cnoBa: nonuntux, CrneHa, KsatpoueHto,  Key words: polyptych, Siena, Quattrocento, painting,
XXNBOMUCb, apPXNTEKTYPa architecture

ViccnegoBaHume BbINOHEHO Npu huHaHCOBOW noaaepxxke POOW B pamkax HayyHoro npoekta N° 20-012-
00524 A.

HMEHCKME IOJIMIITHXH Ha IIPOTAKEHHH JJOJITOTO BPEMEHH PACCMaTPHBAJINCh
B paMKax (popMasIbHO-CTHIIMCTHYECKOTO, HKOHOTPa(pHUIECKOr0 U OTYACTH
HMKOHOJIOTHYECKOTO METOJOB. B OOJIBIIMHCTBE CIy4a€B HCKYyCCTBOBEIYE-

CKHM€ aHAJIMU3bl IIOJIMIITHXOB ABJIAIMCh YaCTbI0O MCTOPHH OTHEJIbHBIX MAaCTEPOB,

PErHOHaIbHBIX IIKOJI U UTAJIbSIHCKOTO UCKYCCTBA B 11€JIOM. BOJIBIIMM HHTEpECcOM

MOJIb30BAJIHMCH MCCJIEAOBAHMA CTHIIA U aBTOPCKOH MaHEPDI T€X HJIK HHBIX MAaCTEPOB,

B TO BpeMs KaK KOMIUIEKCHOE H3y4YeHHE MOJIMIITHXAa KaK 0COO0ro TUIIa MOHYMEH-

TAJIBHOTO XXHBOIIMCHOTO MPOM3BEAEHHU NPAKTUYECKH OTCYTCTBOBaJIO 10 80-X IT.

XX croseTus.

OnHaKo faxke B CaMBbIX ITOCTIEAHUX HCCIIEOBAHUAX HE YIENAE€TCA BHUMaHHUA 0CO-
60 TPOHCTBEHHOCTH apXHUTEKTYPbI IIOJUIITHXA, 2 HIMEHHO KOMIIJIEKCHOMY CPaBHH-
TEJIbHOMY aHAJIN3Y APXMTEKTYPbl UTAIbAHCKUX FOTHYECKHUX XPAMOB, JJISI KOTOPBIX
OHHU NIpEJHA3HAYATIHNCh, APXHUTEKTYPBl paMbl (B ClIydasax, KOT[a COXPaHUJIOCh OPUTH-
HaJIbHOE 00paMJIeHHE JTHO0 eCTh BU3yaJIbHble CBUETEIbCTBA) U HAaKOHEL, 2KUBOIIHC-
HOM MJITIIO30PHOM apXHUTEKTYPBI B OTAEIbHBIX YACTAX ITOJTHUIITHXA, IPEUMYIECTBEHHO
B CII€HAX MIPENEJIbI.

B mokytazie npefcTaBIeH M IPUMEHEH ONTMCAHHBIH BBIIIE IIOAXO, 10 pa3yMeBaro-
UM 0c060€ BHUMAaHHE K apXHTEKTYPHOH COCTABJIAIOLIEH IPOU3BENEHHUH U UX KOH-
TEKCTa. MICIIOIb3ys €ro, CTAaHOBUTCS BO3MOXKHBIM PACCMOTPETDH IOJHUIITUX HE TOJIb-
KO KaK 00pasell CTHJIA, HO KaK BOIUIOIIEHHE CHHTE3a HCKYCCTB. YTOObI OJUEPKHYTh
HOBH3HY 9TOr'0 METOA4, B JIOKJIAZIe OTCJIEXKHUBAETCS TPaHC(HOPMALIHs OTHOIIEHHS K
HM3yYE€HHIO ITOJIMIITHXA Ha IPUMEpe HanuboJiee H3yYEHHBIX CHEHCKHX IIPOM3BENEHHUH,
TaKHUX KaK: IOJHUNTHUX CB. 'ymunuTuu IlseTpo JlopeHIeTTH, anTapyu CacCceTThl 114
Apre genna Jlana CacceTTsl U Ay PpaHLIUCKAHCKON IepKBU B Bopro CaH-Cernos-
Kpo, «BosHecenne Boromarepu» CaHO Ay IIbeTpO, MHOTOYHCJIEHHBIE IIPENEIIbI
YTPauy€HHBIX CHEHCKHX IOJMIITHXOB U Jpyrue padboThl. IIpogeMOHCTPHPOBAHO, KaK
HM3MEHUJICA B HAyYHOM JINTepaType NOAX0A K aHAIN3Y II0J0OHBIX IPOMU3BEEHHUH, KaK
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TpaHC(HOPMHUPYETCS TEPMHUHOJIOTHS U KPYT HHTEPECYIOIINX UCKYCCTBOBENOB TeM. B
JOKJIaJ, BBIABJISIETCS, YTO OT MHTEPECA UCKJIIOUYHUTEIBHO K CTUIMCTHYECKHUM U HKO-
HOTrpapUYEeCKHUM 0COGEHHOCTSIM IIPOU3BEIEHHH YIEHBIE TIOCTEIIEHHO YIIIyOIIsSIOTCS B
crienM(UKy MOJHUIITHXA, YAEISIOT 60JIbIIle BHUMAaHHS BOIIPOCAM PEKOHCTPYKIMH U
OBITOBAaHHS IIPOU3BEACHHH.

AKTyaJIbHOCTb TEMBI OIIPEAEIAETCS TEM, UTO NPECTaBICHHBIH aBTOPOM aHaJIN3
TPOHCTBEHHOCTH apXUTEKTYPHI B IIOJHUIITHXE paHee He IIPUMEHJICA B HAYYHBIX HC-
cl1e1oBaHHUAX. KpoMe 3TOro, Ha CETOAHAIIHHM A€Hb OTCYTCTBYIOT pabOThI, paccMa-
TPHUBAOIIHE 3BOJIIOLHIO BOCIIPUATHUSA CHEHCKOTI'O ITOJIUIITHXA Ha IIPOTAXKEHHUH BEKOB,
a TaK>Ke UCKYyCCTBOBEAUECKOI0O MOAX0/a K U3yYEHUIO II0JJOOHBIX IPOHU3BEIE€HUH.

On the Limits of ‘National Schools’ in Art History:
Paradigms of Mixed Style, Iconography,

and Devotion in Medieval Art of Transylvania

O rpaHuuax «<HaLuNOHasMbHbIX LLUKOM» B UCTOPUN UCKYCCTBA:
napagmrmbl CMELLaHHOro CTUASA, MKOHOrpahum 1
npenaHHoOCTM B CPeEAHEBEKOBOM UCKYCCTBE TpaHCUIbBaHMM

AOparow-Ieopre Hacracoto
HaunoHaneHbIM nCCnefoBaTebCKnin yHuBepcuTeT
«Bbiclas Wwkona aKOHOMUKW»; PyMbIHUS

KnioueBble cnoBa: PYMbIHCKOE CpeiHeBEKOBOE
NCKYCCTBO, CpeHeEBEKOBAA TpaHcunbBaHNA, Hauu-

Dragos Gh. Nastasoiu
Centre for Medieval Studies, National Research
University Higher School of Economics; Romania

Key words: Romanian medieval art, medieval
Transylvania, national schools, artistic hybridity,

OHasbHbIE LIKO/bI, XyAOXEeCTBEHHaa rMOpPUAHOCTb,
BM3aHTUINCKAS XMBOMUCH, FOTUYECKAN apXMTeKTypa,
MCKYCCTBO 30H KOHTaKTa

Byzantine painting, Gothic architecture, art of contact
zones

uring the Middle Ages, the territory of ‘extended Transylvania’ (including

the Voivodate of Transylvania and the neighboring counties of the Kingdom

of Hungary, such as the historical regions of Crigana and Maramures, and the
Romanian part of Banat) was inhabited by a mixed population consisting of Orthodox
Romanians (Vlachs) and Catholic Hungarians, Saxons, and Szeklers. Living all in close
proximity and under Latin rule in a sort of convivencia, these ethnic and confessional
groups often interacted and engaged in cross-cultural exchanges that left meaningful
traces in their religious art.

Discussed equally in Hungarian-, German-, and Romanian-speaking scholarship,
this medieval cultural heritage was approached until recently within the framework
of each ‘national’ or ‘linguistic’ School of Art History, being understood as monolithic
blocks that were distinct from and did not communicate with each other. Whereas
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Hungarian- and German-speaking scholarship remained interested mainly in the art
produced by the respective ethnic and confessional groups, Romanian-speaking art
historians paid attention to both Western (Catholic) and Eastern (Orthodox) art. In
all approaches, however, the ethnic and confessional character of an art produced by a
given group was emphasized, transforming thus medieval religious art into a marker
of cultural identity that distinguished - and often opposed - various ethnic and
confessional categories. Nevertheless, such assumptions seem to be contradicted by
the complex and dynamic reality of religious art in 14™- and 15**-century Transylvania.

Subsequently, the present paper aims at identifying and discussing a number of
paradigmatic cases for which dichotomous interpretative models used traditionally
by Medieval Art Historiography (such as Western vs. Eastern, Catholic vs. Orthodox,
or Gothic vs. Byzantine) are not entirely applicable. These instances of mixed art
include: painters of Byzantine tradition working for Catholic patrons (e.g., Bunesti,
Darlos, Deva, Santamadria-Orlea, $mig, or Valea Lungd); Western painters working
for Orthodox commissioners (e.g., Halmagiu or Strei); coexistence of Byzantine and
Gothic styles within the same church (e.g., Hilmagiu, Remetea, or $mig); presence of
bilingualism (i.e., Latin and Old Church Slavonic) in church inscriptions (e.g., Abrud,
Chimindia, Crigcior, Remetea, or Sintimadria-Orlea); shared devotion of Catholic saints
by Eastern-rite Christians (e.g., Chimindia, Crigcior, or Ribita); cross-credal artistic
patronage (e.g., Romanian Orthodox noble family of Candea endowing Catholic
foundations); or adoption of Western iconographic models by the Orthodox (e.g.,
naked, flayed St. Bartholomew carrying his skin on a staff in Densug and Halmagiu, or
St. Christopher carrying Christ-Child on his shoulder in Darlos, Strei, or $mig). These
complex questions cannot be answered to only in traditional art-historical terms that
would acknowledge stylistic and iconographic differences and would interpret them
in terms of artistic influence. They should be situated within the wider methodological
framework of Contact Zones Theory (L. M. Pratt) which sees artistic hybridity and
eclecticism as meaningful consequences of cultural encounters.

K Bonpocy o nponcxoXxaeHnm MHOIMOKynoJibHbIX
CKanbHbIX XpamoB Scmonum
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HayuHo-nccnegoBatenbCKUn MHCTUTYT TEOPUK Research Institute of Theory and History
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€JIBIO JIOKJIA/la ABJIAETCHA PACKPBITHE IIPUYMH BO3HHUKHOBEHHS B CKaJIbHOM

3omyecTBe peruoHa Thirpai (cesep D(MHONMH) MHOTOKYIIOJIbHBIX 6a3HUJIHK.

3asa4yM HCCIIENOBAHMA COCTABJIAET aHAIMTHYECKHHM 0030p H3BECTHBIX BEP-
CHH, IPEIJIOKEHHBIX PaHee YUEHBIMH, 4 TAKXK€ IIPEICTABIEHHE THIIOTES, pa3paboTaH-
HBIX aBTOPOM JaHHOTO coobiieHHsA. HoBH3HA HCCIeNOBaHUS 3aKIIOYAETCA B 0606-
II€HHH HU3BECTHBIX paHEE MaTEPHUAIOB U U3JI0XKEHHH COOCTBEHHBIX BHIBOJIOB aBTOPA,
6a3UpYIOLINXCA Ha U3YYEHHH CYIIECTBYIOLIEH HAayYHOM JIMTEPATYPhI U MOJIEBBIX HC-
ciaenoBaHHUAX. KOMIZIEKCHOE M3yUY€HHE T€HE3HC A JAaHHOTO THIIA XpPaMOB KaK Xapak-
TEPHOTO SIBJICHUS €Il HEAOCTATOYHO U3YyYECHHOH 2(PHOIICKOH apXUTEKTYPhI, 4 TAKIKE
BOIIPOCOB HEIPOAOJIKMTEJIBHOTO CYILIECTBOBAHHUSA M OTPAaHHMYEHHOH JIOKAJTH3aLUH
paccMaTpHBAEMBIX IAMATHHKOB OIIPEMEIAET aKTyaJIbHOCTb paboThl. B HccienoBanuu
MCII0JIb30BAaHbI METO/bI CPABHUTEIBHOTO M CTHJIMCTHYECKOrO aHAJIU3A.

PaccMmaTpHBaeMbIH B OKJIA/lE€ THII IAMATHHKOB — CKaJIbHBIE XPaMbl, B HHTEPLEPE
KOTOPBIX BCE AYEHKH CBOJ|A PEILLIEHBI KAaK HMHTALl M KyIIOJIbHBIX KOHCTPYKIIUH. Cpenu
MHOXKECTBA CKaJIbHBIX LiepKBeH ThIrpas X OTHOCUTEJIBHO HEMHOTIO (B OKJIafie pac-
CMaTpPHUBAIOTCA YeThIpe Hauboiee IPHUMeYaTeIbHBIX TaMATHHKA). YKa3aHHbIE XpPaMBbl
JaTupyloTcsa XV — HadasoM XVI B. M pacloJIOKEHBI, IJTaBHBIM 00pa3oM, B 00J1aCTH
ToaMm6eH. [I1s1 HanboJiee paHHUX JOLIEIINX 10 Hac 9HOINCKHUX 6a3HIHK (10 cepean-
Hbl XIII B.) TPaAULIMOHHO HAJIMYHE JIUIIb OHOTO KyI10J1a HEGOJIBIIIOr0 AUAMETPA, pa3-
MELIEHHOTO HEMOCPEACTBEHHO HaJl aJITAPHOM 4acThIO0. [T0ABI€HHE MHOTOKYIIOJIbHBIX
XpaMoOB B D(HONHNH U3BECTHBIH HCCIEeN0BaTEIND [I.-P. BAKCTOH CBSA3BIBAET C BIHUSIHHU-
eM 3ox4uecTBa Erunrta u Hy6HH, 1€ B IIepKOBHOH apXHUTEKTYpe U3BECTHO I10706HOE
peureHyre. Bepcru 0 ErMIIETCKOM BIIMAHHH NPUAEPXKHUBAIOT M HCCJIENOBABIINE TPAHC-
¢opmaruro anTapHOH YacTH 3HONCKUX XpaMoB D. ®putir u M. JIzxepBepc. OnHa-
KO CO3[JaHHE XpaMa, B KOTOPOM BC€ AYEHKH CBOJA KYyITOJbHbBIE, TAKKE ABJIAETCA JIO-
THYHBIM Pa3BUTHEM BO3HHKIIEH B D(MHUOIHHU BIIepBble 0K0JI0 cepenuHbl X111 B. uaen
YBEJTMYEHM A YHCJIA KYIIOJIOB B LIEPKOBHOM HUHTEPhEPE. B MOMCKAaX BO3MOXKHBIX ITPOTO-
THIIOB B HA3¢MHOM 304€CTBEe D(PHUOIHUH aBTOP IIPEIaraeT o6paTUTh BHUMaHHE Ha
naMATHUK MapbaM HaspeT (B pafioHe DH9PTA), JaTHPYEMBIH BpeMeHeM IIpaBJICeHH A
3(1)I/IOI'ICKOI‘O naps Amas ITuoHna I (1314-1344). 3nech MOSBIEHHE HECKOJIBKUX KYIIO-
JIOB, IEPEKPBIBAIOIIUX YETHIPE COCEJHHE TYEUKH B BOCTOYHOM YaCTH, UCCIIENOBATEHN
CBA3BIBAIOT C BO3MOXKHBIM BJIMAHHEM HCJIAMCKOM apXUTeKTyphl Erunra ninn IOxHOM
Apasuu (MemeHa).

Bkyiaz aBTOpa B pellIleHHE ITOCTAaBJIEHHOM IPO6JIEMBI COCTOUT B HOBOM KOMILIEKC-
HOM pacCCMOTPEHHH BEPCHH O MOABJIEHUH MHOTOKYIIOJIbHBIX CBOJOB B CKaJIbHOH ap-
XHUTEKType LepkBeH TrIrpas. ABTOp aHAJTU3HPYET BEPCHH O BIHSIHHH XPHUCTHAHCKON
apxuTekTypbl Erunra u Hy6uu, nciaaMckoro sogdectsa IOxKHOM ApaBHH, CaMOCTOS-
TEJIbHOM Pa3BUTHH TPATHULIUU B JIOKAJIBHOM KOHTEKCTE D(PHOMUH, a TaK¥Ke IPeJIIo-
JlaraeT BO3MOKHOCTbD JIeHICTBHSI COBOKYITHOCTH (DaKTOPOB.
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The Reuse of Red Imperial Porphyry
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he Red Imperial Porphyry, which came from the Egyptian quarries of Mons

Porphyrites, is a rare, appreciated and expensive marble of the antiquity. Its use

dates back to the age of Trajan, when in 113 A.D. the systematic quarrying of the
material began. The quarries remained active until the first half of the 5* century. Later
they became hermits’ shelter and the exact extraction place was forgotten, even though
the memory and the suggestions that came from a such fascinating stone remained alive
over the centuries.

In this period the new ideology of imperial power was being affirmed, symbolically
expressed by the purple color, then the Porphyry, for the obvious chromatic combination,
was closely linked with the concept of royalty; this combination was transmitted not
only to the Byzantine age, that comes directly from the Empire, but also in more recent
times, whenever you wanted to emphasize the sacredness of power. So it found special
appreciation in all the political realities that were inspired by the imperial ideology,
such as the Church, the Carolingian Empire, the Ottonian dynasty, the Norman kings of
Sicily, the Swabian emperors up to the sultans of the Ottoman Empire.

Throughout the Middle Ages the difficulty of working the Porphyry, a very hard
marble, has meant that almost all reused pieces are fragmentary, because damaged over
the centuries, and often no longer comprehensible in their original appearance. This is
the case, for example, of the basins, reused as sepulchres or inserted in the altars, of the
columnsreusedinthe churches,of elaboration of the floor decorations(rotae porphyreticae,
Cosmatesque floors) and of those pieces, that were part of the most important private
collections for many centuries, restored and often reworked according to the changing
needs of the owners. It seems, however, the statuary is completely absent in this period.

Only in the Renaissance the techniques of Porphyry working are rediscovered,
about which Giorgio Vasari gives us information in the first chapter of “The Lives”
dedicated to architecture, when he describes the different stones used in the ornaments.
In Florence the material was very popular among artists of the court of the Medici.
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Soon after, the use of the material spread to the French court, probably thanks to
the arrival of the two Tuscan queens, Catherine and Marie de’ Medici: new products
are made with an exclusively decorative purpose, as proved by a large number of vases,
perfumes burners, cassolettes, etc. It also found great success among the families of the
European nobility.

The last attempt to have a revival of the ancient Porphyry was made between the
middle of the 19* century and the middle of the 20™ century, but failed due to the
impossibility of finding blocks of good quality and sufficient size. In addition, the new
European porphyries are now available at more competitive prices and therefore there
is no definitive use of this ancient material, which thus acquires more and more.

Theorizing Medieval Visual Art from the Information

& Communication Sciences

TeopeTnsauuns cpegHEBEKOBOIO BU3yaslbHOIrO MCKYCCTBA
CpeAacTBamMu MHPOPMALIMOHHBIX 1 KOMMYHUKALMOHHbIX HayK

MapwmaHHa Kaio Marianne Cailloux
JIMnnbckuii yHnBepcuteT, OpaHuma The University of Lille, France

KntoueBble cnosa: Teopus pelenunn, HacteHHas xun-  Key words: reception theory, wall paintings, visual
BOMUCb, BU3YyasbHble 3TI0Abl, UICTOPUS KyNbTypbl, pe- studies, cultural history, religious iconography, Late
NMrNo3Han ukoHorpadua, nosaHee CpeaHesekosbe  Middle ages

or about thirty years now, transdisciplinarity revitalised the history of art
almost completely: cultural and visual studies, and among them French Visual
Anthropology has brought cultural history within iconographic and stylistic
analysis. From socio-history to cultural studies, numerous and new disciplines have
taken over artefacts as objects of study, creating renewed and intersecting approaches.
However, ancient images are poorly studied through information and communication
sciences, and visual historico-artistic sciences use rarely the conceptual tools of
communication to study them. With a corpus of Late Medieval wall paintings, we will
ask if it is possible to study an artistic image in a info-communicational dimension, as
a carrier of mediations articulating materiality and memory, of cultural identity and
how the image documents organisational dynamics of the religious for socialisation. In
other words, can we use information and communication sciences to better understand
the visual artefact as a participatory of socio-cultural construction?
The aim of this paper is to offer some thoughts about innovation in the approach of
Art History with a particular reflexion on if et how it is possible to bring about visual
arts theory and cultural history through the prism of information and communication
sciences, by experimenting this way of analysing on late Middle Ages occidentale
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images. This communication intends to fit in the thematic sections of the conference
by studying medieval and early modern art from an interdisciplinary theorization and
methodology of research. It dwells on the break-through offered by the works of Hans
Belting and Jean-Claude Schmidt, but also reflecting on artefacts issues about power
(Freedberg), performativity (Bartholeyns et Golsenne) and agency (Gell).

First, we will see an artistic image that can be understood as an audiovisual socio-
cultural “dispositif”, instead of just apprehend them as stylised representations. There
is indeed a completing and cumulative aspect in the semantic links between liturgy,
architecture and iconography. The image builds itself as transitive dispositif of cultural
and informational contents (Jeanneret, 2008), that can be experimented as a cognitive
semiotic system (Régimbeau, 2007). Then, we will question multimediality and agency
for ancient images, based on information reception theory from the “spect-actor”,
rather than comparative and attributive approach of artefacts producers, like in classic
art history. The goal here is to investigate uses and purposes, rather than functions. We
can see that the receiver of an image establishes a complex individual relationship with
it, which stratification can be decoded through rational relations, symbolic investments
and cathartic emotional responses, that are all often operating in this precise time
period of the Middle Ages. This can put into perspective networks, communication
and information circulations and see producers, patterns and ideas as transcultural and
transmissive carriers (Mucchielli, Corbalan et Ferrandez, 2004; Proulx, 2015).
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epBbIi XpaM CB. Codur B KOHCTaHTHHOIIOJIE GBLT IIOCTPOEH, 10 BCEH BEpo-

ATHOCTH, B ceperHe IV B. ABTop XI B. I'eopruit KepyuH NPUITHCBIBAET BO3-

BeJIEHHE 3TOH LIEPKBH caMoMy KoHCTaHTHHY BelHnKoMmy, I1ocjae KOToporo €€
repecTpomrl ero cblH KoHcraHuuii. OgHako EBceBuit KecapuicKui, COBpEMEHHHK
U 6uorpad uMIepaTopa, U3 IIOCTPOCHHBIX UM II€pKBEH Ha3bIBAET 110 UMEHHU TOJIBKO
xpaM CBB. ATIOCT0JIOB — MaB3oJiel KoHcTaHTHHA. CokpaT CxosacTHK (V B.) 1o6aBid-
€T K 9ToMy XxpaMm CB. MIpHHBI, KOTOPBIH, BO3MOXKHO, IIEPBOHAYAJIBHO GBI COOOPHOH
1epKoBbI0 KOHCTaHTHHOIO/A. OH XK€ YKa3bIBA€T HA BPEMSA CTPOUTEILCTBA IIEPBOTO
3ganus Cs. Codpuu umnepatopoM KoHcraniuem II: «B To camoe BpeMs [T. €. B 350—
351 rr.] mapb co3man Benukuii xpam, Ha3bsiBaeMblil HbiHe Codueii. OH CMEKEH C Lep-
KOBbIO, CONMEHHOIO MUY [T. €. CB. IpHHOH]. DTa I1epKOBb IIpeK e OblIa He60IbIIas,
HO orer 1aps [T. e. KoHcTaHTHH I] yRKpacus U pacirupui e€. Tenepb o6e OHH, HaX0-
ZSIChb B OMHOM Orpafie, Ha3bIBAIOTCSA OJHUM HMEHEM>.
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BrnipoueM, CTPOHUTEJILCTBO IIEPBOTO XpaMa IIPOAJIUIOCh HE MEHEE [EBATH JIET, I10-
CKOJIBKY OH 6BLJI OCBSILIIEH TOJIBKO 15 peBpasns 360 r., Kak coobmaeT TOT ke COKpart:
«Torpa ke, 10 BO3BeeHHH EBJJOKCHSA Ha €MTHCKOIICKHM IIPECTOJI CTOJIMILBI, OCBAIIEHA
6bUTa BesnKas IepKOBb, U3BECTHAs o] MMeHeM CoHH, YTO CIYYHIIOCH B IECATOE
KOHCYJIbCTBO KOHCTaHLIMA U TpeThe Kecaps IOnnaHa, B MATHAALATBIH AEHb MeECALa
depansa». LHutupys Cokpata, «IlacxasbHas XpoHHUKa» (VII B.) TaK:Ke OTHOCHT OCBSI-
menue CB. Copum k 15 neputus (dpespais) 360 r. CormacHo «IlacxaIbHON XPOHHUKE,
KoncTaHUMH CHAOQHII XpaM APAarolleHHBIMH COCY[aMH 1 IIUTBIMH 30JI0TOM H paro-
LIEHHBIMH KaMHSAMH 3aBECaAMH JJIA [IPeCToJIa U iBepei. He HaXOQUT MOATBEPKAECHUA
U coobieHue KenpruHa 06 06pyIIeHHH KYIIojla LEpKBH B 361 I. (KOTOpPOE OH ITyTaeT
¢ obpylleHHeM, NpoxusomieAmuM B VI B.) 1 xkenaHuu I0nnaHa OTCTYNHHKA II0CIIE
BO3BPAILEHHSA C IEPCHACKOH BOHMHBI IIPEBPATHUTD €€ B capal JIJIg CEHa U KOHIOLIHIO.
PeasibHOE paspyllleHHe IIEPBOTO XpaMa IIPOM3OILIO B HIOHE 404 TI. B pe3yJIbTaTe I10-
2Kapa, BBI3BAHHOI0 6€CIIOPAAKaMH H3-32 HEAOBOJIBCTBA CTOPOHHUKOB HH3JI0KEHHOTO
naTpHapxa cBaTHTeNA FoaHHa 3imaToycTa.

HoBbl#f XpaM ObLI OCBAIIEH TOJIBKO OAHMHHAALATH JIeT ciycTss — 10 okTa6ps
415 r. — umnepatopoM PeopocueM II. Takas 3a7iepKKa MOKET 06BACHATLCS TEM, UTO
mocJie moxapa 404 I. LIepKOBb 6blJ1a BPEMEHHO BOCCTaHOBJIEHA 711 GOTOCITYKEHHS,
Ha 4TO yKa3bIBaeT MOJIOKEHHE TaM Mollei nmpopoka Camymia B 404/405 r. Bpouew,
BO3MOKHO H TO, UTO 371€Ch MMeJIach B BUAY CB. MpHHa, COCTAB/IABIIAA €JUHOE 11€JI0€
co CB. Codueit, Kak 9To 651710 YKazaHo y CokpaTa. Kak oTMeuaeT P. MM HCTOYH, Be-
POSITHO, YTO 3aZepxkKKa C BOCCTAHOBJIEHHEM OODBACHAETCS CTPOUTEIBCTBOM HOBBIX
cTeH KOHCTaHTHHOIO0JI4, 3aBEPIIEHHBIX TOJIKO B 413 T., TaK YTO BCE BOCCTAHOBJIEHHE
Cs. Cohuu ciieyeT OTHOCHUTS K 413-415 IT.

HacKoJIBKO MOXKHO CYJHUTb IO CKyJHBIM CBEAEHHAM HCTOYHHKOB M YaCTHUYHBIX
PACKOIIOK, 06€ LIepKBH MMeNH (PopMy 0asHIHKH CO CTPOITHIBHBIMH IE€PEKPBITHA-
MH, C raJIepessMH HaJ] GOKOBBIMH He)aMH M BXOJIOM C 3aIlaIHOH CTOPOHBI. Bo Bpems
packonok A. M. ITHelaepa B 1935 T. K 3amajy OT BXoZa B HblHeIIHee 3aaHue CB. Co-
¢um 6bUIM HaMEHBI YAaCTH MOHYMEHTAJIBHOM KOJIOHHAJAbl C BXOAHBIM IMOPTAJIOM
rocepefrHe, PparMeHThl MO3aHYHOTO I10J14, PE3HBIX aHTA6JIEMEHTOB M KAITHTEJIEH.
A. M. IIIHeHaep CYUTAI, YTO KOJIOHHAAA IPHHAJIEXKHUT BOCTOYHOM YaCTH aTpHUyMa
(peomocreBcKkoO 6a3HIIMKH, a TOPTAJ OTMEYasl BXO/ B HapTeKC. B HacTosIee BpeMs
B0300J1ajaj1a IpyTas TOYKA 3PEHHA, COIJIACHO KOTOPOM KOJIOHHA/a C IOPTaJIoM ObLiIa
BXO/IOM B aTpHyM (he0JOCUEBCKOM 6a3UTHKH.

ENMHCTBEHHOM 4aCTbIO aHCaMOJI, COXpaHHBIIEHCS OT JOIOCTHHHAHOBCKOIO Bpe-
MEHH, ABJIgeTCA CKeBOMIAKHH HIIH 110 KpaHHEH Mepe ero HHKHAA 4acTb. DTO He-
6oJIBIIIOE 3aHHE HAXOJHUTCS K CEBEPY OT alCHBI XpaMa. OHO BBIIOJIHANIO (PYHKIIHMH
PHU3HHIIBL, 4 TAKXKE MIPOTE3HUCa — MECTa IPUTOTOBJIEHH XJ1eb6a U BHUHA Ay EBxapH-
ctud. Kpyriyas B IylaHe NMOCTPOHKA MEPEKPHITA KUPIUYHBIM KyTI0JIOM. JIBa HHXKHHX
Apyca BbUIOKEHBI B CMEIIAHHOM TE€XHHKE, BEPXHUM APYC — LIEJIMKOM M3 KHUpPIHYa.
CTeHBl BHYTPH WIEHATCA PANAMH IIJIOCKHUX HHII C MOMYIHPKYJIbHBIMH 3aBEPILIEHH-
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aMu. OHa U3 HUII Ha 3allafHOM CTOpOHE, 6ojiee HMIMpPOKasA, YEM OCTaJIbHbIE, H3Ha-
YyaJIbHO 6blIa BXOIOM; BEPOSTHO, GbLT 1 BTOPOH BXOJI, C I0T'a, COEJMHEHHBIH C XpaMOM.
Mexx/ly IEPBBIM M BTOPBIM SpyCaMH, BEPOATHO, 6bLJI HACTHJI Ha KOHCOJIAX HJIH OaJIKaX,
OT KOTOPBIX OCTAJIHCh 3aJI02KE€HHBIE IIOJIYKPYTJIbIE€ OTBEPCTHA B CTeHE. HeKoTOpbIE U3
HHIII BEPXHETO Apyca I€PBOHAYATIBbHO OBIJIM OKHAMH, BIIOCJIEACTBHH 3aJI02KEHHBIMH, O
YeM CBH/IETEJIbCTBYIOT MPaMOPHBIE OKOHHHUIIBI.

KOctuHunaHoBckaa Ceataa Codusa B BOCNpUATUM
coBpeMeHHUKOB no Tekctam VI Beka

The Perception of Justinian’s Hagia Sophia

in the 6" Century Texts

AHHa BnapumupoBHa 3axapoBa Anna Zakharova
MOCKOBCKWI rOCyAapCTBEHHbIV YHMBEPCUTET Lomonosov Moscow State University,
nmenn M. B. JlomoHocoBa, Poccuiickaa ®epepauna Russian Federation

KnioueBble cnoBa: KOcTHnaHoBckada Cesataa Co- Key words: Justinian’s Hagia Sophia, Procopius of
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OKJIaJ] TOCBALIEH apxuTekType xpama CB. Coduu KOHCTaHTHHOIIOJIBCKOH

U e€ ONHMCAaHUAM y BU3AHTUHUCKHUX aBTOpoB VI B.: ITpokonusa KecapHuickoro,

IMTaBna CuneHuuapus u Aragpus MUpHHEHCKOro. HacKOIbKO MOXKHO Cy[IHUTh
110 5THUM TEKCTaM O BOCIIPHUATHH apXHUTEKTYpPbl BU3AaHTHHIaMU! IIOHHMaJIH JIH OHH,
KaK YyCTPOEHO dTO CJIOKHEHIIIEE 3[[aHUE U YTO HMEHHO B HEM IIPOU3BOAUT TO HEU3IJIA-
JHMMOE BII€YaTJICHHE, KOTOPOE MIEPEKMNBAET BCAKHUH ITOCETHUTEID!

Oco6oe BHUMaHHE B paboTe yzeseTcss mpobuaeMe nepecTporiku Kymnosna Cs. Co-
¢un B 558—-562 rr. 13 TeKCTOB VI B. U3BECTHO, YTO IIEpBOHAYAJIBHBIH KyTI0JI GBI G0JIee
HHU3KHM U IUIOCKHM, UMeJI HECKOJIBKO HeoObIuHyI0 opMy. HeKoTopble COBpeMeH-
Hbl€ HCCJIEJOBATEIH IIPEANIOJIAraloT, YTO 3TO M03BOJIAJIO CO3[aBaTh OCOObIE CBETOBBIE
apdexTrl. IIpeamaraBuirecss BApHAHTHl PEKOHCTPYKIIUH IEPBOHAYAJIBHOIO KyIOJIa
YUYHUTBIBAIN, B TOM YHCJIE, TAHHBIE TPAKTATOB 10 OIITUKE U TEOMETPHH, HAITMCAHHBIX
AHpumuem u3 Tpajul, OMHUM M3 JBYX apXUTeKTopoB CB. Coduu. Bosee nogpo6HO
PacCMOTPEHBI T€ JaHHBIE U3 ONHMCAHUM COBPEMEHHHKOB, KOTOPbIE€ OTHOCATCA UMEH-
HO K II€pBOHAYaJIbLHOMY KYIIOJy M €r0 NePECTPOMKE, IIPEANPHUHATA MONLITKA pase-
JIUTH (PaKThI U TUIIOTE3HI.
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KommeHTapum K nsgaHmio moHorpacdum «dpeckm Hepesu
(1164) n BnsanTunckas xusonucb Xll Beka»

Commentary on the Edition of the Monograph “The Frescoes
of Nerezi (1164) and the Byzantine Painting of the 12" Century”

Onbra BnagummnpoBHa OB4apoBa Olga Ovcharova
"oCcyaapCTBEHHbIA MHCTUTYT MCKYCCTBO3HaHWA MuHK-  State Institute of Art Studies, Moscow,
cTepcTBa KynbTypbl PO, Poccuiickag ®enepaund Russian Federation

KnioueBble cnoBa: B13aHTUIiCKoe NCKYcCTBO, hpe-  Key words: frescoes of Nerezi, Byzantine art,
CKn Hepesun, MoHymeHTanbHaga xusonuchb Xl B. monumental painting of the 12" century

VicchepnoBaHnue BbINONHEHO NpU (hnHaAHCOBOM noaaepxke POOK B pamkax HayyHoro npoekta N° 19-112-
00286.

BICOYAHIIIHE XyAOXKECTBEHHbIE JOCTOMHCTBA B COYETAHHH C HaJIE2KHO YCTaHOB-

JIEHHBIMH JIMYHOCTBIO 3aKa3YMKa M AaTOH CO3/aHMA JenaloT dppecku Hepesu

OIHHMM M3 KJIIOUEBBIX ITAMATHUKOB B UICTOPHH BU3aHTHHCKOTO MCKYyCcCTBa. Ero
CHCTEMATHYECKOE U3yYEHHE Hauyayoch B 1920-€ IT. B cTHIIE OBLIIN BBISABJIEHDI CBA3H C
O3 HENIIe ] KOMHHHOBCKOH XKHUBOITHCHIO, B HKOHOI'Pa()HUH — BO3NEHCTBHE TEMATH-
K1 KOHCTaHTHHOIIOJILCKHX II€PKOBHBIX CO60POB 1156-1157 T.

B MoHOrpaduH HCCIERYIOTCS UCTOKH U CBoecoGpasue Tt HepesH, yTOUHseT-
cs 0011as KapTHHA Xy/10XKeCTBEHHOro pasBuTHA XII B., a TakKe IpefjaraeTcs HoBas
HHTEPIIpeTal U HKOHOTpaH4YeCKOH IIPOrpaMMBbl aHCAMOJIA C yYETOM, C OOHOH CTO-
POHBI, LIEPKOBHBIX KOH(MIUKTOB 1140-1160-X IT., ¢ Apyroii — pakTa MOHACTHIPCKOI
NIPHUHAAJIEXXHOCTH LIEPKBH, KOTOPOMY YEJIAETCA IPEUMYIIECTBEHHOE BHHUMAaHHE.
OCHOBHBI€E BbIBOZIbI KCCIIENOBAHH S TAKOBBI.

Crtuibp Hepesu ABUIICS PE3YyIbTATOM CHHTE3a IBYX ITIABHBIX TEHJIECHIIUH B HCKYC-
cTBe XII B. — KJIaCCHYECKOM M 9KCIIPECCUBHOM. IlepBas npocnexusaerca emé ¢ XI B,
BTOpast GOPMHUPYETCS B MHUHHATIOpE BTOpoii ueTBepTH XII B. 13 Kpyra l'omunuii Ua-
KoBa KokkuHoBadckoro (Vat. gr. 1162; Paris, BN, gr. 1208).

K pesysbTaTaM OCyIIECTBJIEHHOrO B Hepe3u CHHTE3a MOXKET ObITh OTHECEHO HE
TOJIBKO COCEZICTBO B 3TOM MaMATHHKE 00Pa30B KJIaCCHYECKOH M DKCIIPECCUBHOM Ha-
MIPaBJICHHOCTH, 4 TAKXKE IPUCYTCTBHE MOAH(HUKAIIUH, 06YCIOBIEHHBIX HX B3aAHMHbIM
BJIMAAHHEM H HAXOJAIIUX Pa3BUTHE B IIOCIENYIOIIEM HCKYCCTBE, HO M HEKOTOPBIE YHH-
KaJIbHblE€ 0COOEHHOCTH. TakK, «IIOPTPETHBIN» THII 06pa3a, BOSHHKHOBEHHE KOTOPOI0
651710 61 HEBO3MOXKHBIM 0€3 Y4ETA OIBITA, HAKOIJIEHHOTO B PyCJIE€ IPEABIAYIIETO pa3-
BUTHA KaK KJIACCHYECKOM, TaK M 3KCIIPECCUBHOM TEHAEHIINUH, B APYTUX ITaMATHHKAX
SII0XH aHAJIOTOB HE UMeET.

Ha6srojaeMble TOJIBKO B YIVIOBBIX KOMIIAPTHMEHTAX (DH3MOTHOMHYECKHH THII C
NPUIIYPEHHBIMH [VIa3aMH, VAJIUHEHHBIM H 320CTPEHHBIM, CTPEIONOJOOHBIM KOHYH-
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KOM HOCa, a TaKxK€ MaHepa IIHCbMa, 60JIE€ OTKPBITAasA U DKCIIPECCUBHAS, YEM B APYTHX
IIPOCTPaHCTBaX XpaMa, MT03BOJIAIOT 3aKJII0YHUTh, YTO YYaCTHE B CO3[JaHHH aHCaMOJIA
NpUHHMAaJIH 110 KpaliHeH Mepe [1Ba BeAyIIUX MacTepa. [Ipu3HakaMH paboThl TOTO U3
HHUX, KOMy IPHHAJJIEXAT JIy4dInine (PpecKH B IEHTPAJIBHOH YaCTH LIEPKBH, MOKHO
CYHTATh COBEPIIEHHOE BJIaJIEHHE TEXHUKOM MHOI'OCIOHHOr0o MHChMa C pa3HOO6Gpas-
HBIMH I10 IIBETY JIECCHPOBKAMH, 4 TAKXK€ THUII TPEXYETBEPTHOIO JIMKA C XapaKTEPHBIM
PacHUIMPEHHBIM a6PHCOM HHKHEH ITOJIOBHHBI.

O6pa3 alloCTOIbCKOrO 11€JIOBAaHHS B CLieHe «IIpHyallleHHe alloCTOI0B> ObLI 3a/y-
MaH B IIIMPOKOM CMBICJIE€ KaK ITPHU3BIB K €IMHOMBICIIHIO BCEX XPUCTHAH B IIOHUMaHUH
EBxapucTHH, a B 60jiee y3KOM — KaK yKa3aHHE Ha HEOOXOAHMOCTb MHpa B CpeJie BU-
3aHTHHCKOI0 JYXOBEHCTBA, B OCOOEHHOCTH XKe Kinpa CBsToH CorH, KOTOPHIH nepe-
JKHJI LIEJIYI0 Yepeny HanpsisKE€HHBIX KOH(IHKTOB B epuof 1140-1160-x rr.

PacnosoxxeHnue «OIUIAKMBAaHHA» HAa CEBEPHOM CTEHE CEBEPHOIO pyKaBa KpecTa
U «Ilorpe6eHus cB. [ITaHTeI€EMMOHAa» B BOCTOYHOH 4aCTH CEBEPHOM CTEHBI HApTEK-
ca 00yCJIOBJIEHO MPHUCYTCTBHEM MEXKAY HHUMH, B CEBEPHOH CTEHE CEBEPO-3aIaHOIO
KOMIIapTHMEHTA, NTorpe6aJbHOro apkocouud. Ha Hero xe OpHUeHTHPOBaHAa THMTAHT-
ckast ¢purypa ¢B. MHHBI C MOJIUTBEHHO BO3JIETBIMH PYKaMH M MEJATbOHOM C 61aro-
CJIOBJIAIOIIMM XPHCTOM Ha rpyaAH. Kak 3TOT, TaK U MHOTHE JpyTHe IIPENCTABIEHHbIE B
Hepesu cBAThIE 3HAMEHHUTBI CBOMM II0OCMEPTHBIM HUJIH IPHKU3HEHHBIM JapOM HCLIe-
JIEHHS — OTJIMYHE ITPOTPAMMBI, CBA3aHHOE, II0-BUJTUMOMY, HE TOJIBKO C IIOCBAIEHUEM
xpaMa cB. [TaHTeJIEMMOHY, HO U C IOTpe6aJIbHBIM €70 HA3HAYEHHEM.

Ocob6eHHOCTH «OIJIaKUBaHUA» — aKIIEHT Ha MOTHBE YpeBHOH CBsA3U boromare-
pu H XpHCTa M HEOOBIYHO 60JIbIIIad, 3UAI0IAsA YEPHOTOMH Ielepa — BJOXHOBJIEHBI 00-
Pa3HOCTBIO KAHOHA inc.: ®¢\wv 6od o mhdopa, heirm.: Kopatt Baldoong, IpeAITHCaHHOTO AJIA
HCIIOJIHEHHS Ha NOBE€YEpHUH BeJHKOHM NATHHUIBI EBEPreTHACKUM THIIMKOHOM, BEPO-
ATHBIM PETYJIATOPOM 6Gorociy:keHHs B Hepesu. Besrka posb JaHHOTO THIMHOTpadu-
YECKOro IPOM3BEICHUS U B CJIOKEHUH Ha pybexke XI-XII BB. HKoOHOTrpaduu «O1ia-
KHWBaHHA» KaK TAKOBOM.

BxiroueHue B nporpaMmy Hepesu M301MpOBaHHOM I'PYTIIIBI M3 IIATH MOHAXOB-TIEC-
HOTBOPILIEB — HX 00Pa3bl LIEJIMKOM 3aHHMMAIOT BECh HHUXKHHM PETHCTP CEBEPHOM CTe-
HBl — HaXOAUT OOBSCHEHHE C YIETOM OIpeNeIEHHBIX TEHACHLIIUM B 60TOCIy>KEHHH.
B XI B. MPOU30IIJIO CYIIECTBEHHOE YBEJIIMYEHHE (PHUKCHPYEMBIX MOHACTBIPCKUMH 60-
roCIy:K€OHBIMH KHHMIAaMH II€CHOIIEHHH. BeposATHO, KaK OTKJIMK Ha JaHHOE 00CTOs-
TEJIBCTBO, PENIEPTyap BU3aHTHICKOTO UCKycCTBa Ha pyoexe XI-XII BB. IONOJHAETCS
HOBBIM 06pa30M IecHOTBOpIa. B XII B. ocyIecTBIIsAETCSA IEPEXO OT FTHMHOrpadye-
CKHX COOPHHKOB XKaHPOBOTO THII4, TI€ KOJIMYECTBO IIECHONIEHHH, I0JJ06AI0LINX CITy-
4alo, MOIJIO 3HAYHTEJILHO IIPEBBIIIATh HEO6XOAHUMOCTD, K Tpuonam, OkTonxaM U Mu-
HesIM, KOTOpblE CTPYKTYPHPOBaHbI B COOTBETCTBHUH C IOPAAKOM OOTOCIyKEHHS U He
coziepxaT HUYETO JIHUIIHET0. IIpH 9TOM HEKOTOpble TUMHBI ¢ HEM30€2KHOCTbIO ObLIH
oTOpolIeHbl. FIHbIE Xe CTAIN 00bEKTOM IIPUCTAIbHOIO0 BHUMaHHUA H KOMMEHTHPOBA-
HuA. Torga ke Ha CMeHy IaJIEOBU3aHTHHCKON IIPUXOANT CPEAHEBH3AHTHHCKAA I10JI-
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HOCTBIO JHUACTEMATUYECKAsA U aHAJIIUTHYECKAas HOTAILHs, [I03BOJIAIOIAA TOYHEE OTO-
6paxaTh Mestoc. Kak rmapasiess BCeM 9THM IpolieccaM oT6opa U HKCALNH B 0671aCTH
TMMHOIpaUH MOKHO pacCMaTPHUBATh TPYIIITY ITIECHOTBOPLIEB B HepesH: 0Ha He TOJIb-
KO BKJIIOYAET B c€6s1 aBTOPOB, 06HIJIBHO KOMMEHTHPOBABIIHUXCS B TY CAMYIO 310Xy, HO M
OTCBUIAET MOCPEACTBOM TEKCTOB, 3aII€4aTIEHHBIX Ha CBUTKAX, K IIPOM3BEIEHHUAM, BCE
M3 KOTOPBIX BIIOCJIEACTBUH CTaJIH YaCThIO IeYaTHBIX TpHuoaeit, OKTOMX0B U MHHEM.

I'pynma MOHaXOB B 11€JIOM 0OHApYyKHWBAET CTPEMJIEHHE CKOHCTPYHPOBaTh B IIPO-
CTPAHCTBE XpaMa CUTYAILIMIO JHUAJI0Ta MEXAY MNaJIECTUHCKMMH M KOHCTAHTHHOIIOJIb-
CKHMH NPenofgo6HbIMH. TeM CaMbIM KaK Obl BOCCO3AAETCA KApTHUHA Pa3BUTH BU3aH-
THIHCKOTO MOHACTBIPCKOTO 00psA/ia MyTEM HX IJIOAOTBOPHOT'O B3aHMOOOMEHA.

bynyuyu mpencTaBiieHbl B CEBEPHOM M I0XKHOM pyKaBaxX KpecTa, MOHaxu B Hepe-
31 3aHHUMAIOT 6osiee BaxKHOE MECTO 110 CPaBHEHHIO C BOMHAMH, «OTOJBHHYTBIMH» B
3alaJHyI0 €Tr0 OKOHEYHOCTh. IT006HOE «BO3BBIIIEHHE» IIPENOJOOHBIX HA0II0aeTCs
U B JIpyTHX NaMATHHKaX KoHLA XI — XII B. ¥ MOKET OBITh COIIOCTABIEHO C POCTOM
BJIMATEIBHOCTH MOHACTBIPCKOIO PHUTYyaJja 10 CPAaBHEHHIO C COOOPHO-IIPUXOICKHUM Ha
NPOTSAXKEHHUH BCETO CPENHEBH3AHTHICKOIO IIEPHOA, 3 TAKXKE C ABUKEHHEM 32 MO-
HACTBIPCKYIO HE3aBHUCHUMOCTD (TaK HasbplBaeMas EBepreTujckas pedopma), IIHPOKO
Pa3BEPHYBIIMMCS C IIPUXOJIOM K Bj1aCTH KOMHHHOB.

JIlercyc B HapTeKCe MOKET ObITh MCTOJIKOBAH KaK 06pa3 HEIIPEPIBHOTO MOJIEHH
0 KTHUTOpE, Yb€ 3aXOPOHEHHE IIPEATIOIATATIOCh B CEBEPO-3al1aJHOM KOMIIAPTHMEHTE.
IIpu 6oJiee r7106aIBHOM PACCMOTPEHHHU MIPOCIIEKHUBAETCS CBSI3b 3TOH KOMIIO3UILIHH C
JPYTHMH 00pa3aMHM IIPeCTaTeIbCTBA («ATHOCOPHUTHCCAY, «[TapaKIHCHUC», MOJIAIIHE
CBATBIE), KOTOPble B KOMHHUHOBCKUH MEPHOJ MOJIY4YaloT LIMPOKOE PACIIPOCTPaHEHHE.
PocT MOJIUTBEHHOH TEMAaTHKH B UCKYCCTBE IIPOUCXOAUT Ha (pOHE aHAJIOTHYHOH TeH-
JE€HIIMH B 60T'OCIIy>KEHUH, B IEPBYIO OYepeb MOHACTBIPCKOM (YBEJIMYEHHE YHCIIA MO-
JIEOHBIX IIECHOIIEHUH, (PUKCHPYEMBIX B pAMKaX CEIMHUYHOr0 IIHKIa OKTOHXa, B COCTa-
B€ pa3HOOOPA3HBIX MOJIEGHBIX 1 TOMHHAJIBHBIX CIIYK6).

On Function and Meaning of Coffin Attachments
and Door Knockers

K Bonpocy 0 oyHKUMM N 3HAYEHUN OeKopa rpoboB
N ABEPHbIX MOSTOTKOB

PeHate Po3eHTanb-XernH6oTTom
EBpelickuii yHuBepcutet B Mepycanume;
epmaHua

KnioueBble cnoBa: /leBaHT, norpebanbHoe NCKyCc-
CTBO, ABEPHOW MONOTOK B (hOPME KpecTa, ABEPHOWN
MO/IOTOK B BWAE FOM0OBLI /1bBa, anoTponenyeckoe
3HauveHve

Renate Rosenthal-Heginbottom
Hebrew University of Jerusalem;
Germany

Key words: Levant, funerary art, cross-shaped
knockers, lion head knockers, apotropaic meaning
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he paper discusses a class of objects well-represented in the Roman and early

Byzantine Levant: metal lion heads or masks with rings in the lions’ mouths and

crosses with attached rings. Two variants occur. The larger group represents
attachments for wooden coffins, and although it has been suggested that the movable
rings served for transportation the accepted function to date is that garlands were
suspended from those rings. The metal attachments represent the lion as the traditional
protector of the dead, and they were considered necessary to adorn the coffin (as well as
sarcophagi) with garlands during the prosthesis or ekphora, i.e. portions of the burial
ceremony, as a symbol of immortality.

A number of burials came to light at Gerasa and surroundings, particularly well-
documented and representing the Transjordan Group, one of the five Levantine
regional centres of production, although no workshops have been uncovered to
date. A good example of controlled excavations is the multi-chambered loculus tomb
exposed by a modern cut on the Jarash — Tell en-Husn Highway, five km northeast
of ancient Gerasa. The burial in a loculus contained partial skeletal material from
the first burial/reburial of an elderly female over 60 years of age. The four bronze
repoussé casket handles, with a diameter of about 18 are uniform in dimension and
design. The surface of lion heads had been coated with another metal, either silver or
tin, which suggests that it was a secondary burial of lady of some standing. A burial of
this status in the hinterlands of Jerash underlines the importance of the area during
the early Roman imperial period. In addition, the motif adorns lamps produced in the
Gerasa workshops, and of course lamps were not only everyday objects but also used
in funerary rites.

At Madaba two lion head door knockers, made from the same mould, came to light
in a private house which was set on fire and abandoned in the Byzantine period, probably
at the end of the 6™ century CE. The knockers were found where the double wooden
door fell inward while burning and causing visible damage to the mosaic floor. The find
is a rare example of the preservation and evidence for wooden doors.

The second group represents attachments in shape of lion heads and crosses,
identified as door knockers. A number of examples were retrieved at Nysa-Scythopolis,
associated with churches and monasteries.

Concurrent with the wooden coffins so common in the Levant, stone sarcophagi
were decorated with lion heads in the East and West, underlining the fact that the rings
were not intended for lifting the coffins but for holding garlands and most likely had an
apotropaic meaning. The paper focuses on the use of the motif on funerary, public and
private furnishings, on the significance of the leonine head and the lion in the visual arts,
on the relationship between door knockers and coffin attachments and on the evidence
for door knockers in the Roman — early Byzantine periods.
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Representations of Tyche on Coins Struck after the Death
of Constantine the Great (*f 337): Adoption of the Ancient
Personification in Byzantine Iconography

N306paxeHns Tioxs Ha MOHeTax Nocsie CMepTH
KoHcTaHTMHa Benukoro (*f337): 3aumcTBoBaHue gpeBHEN
nepcoHnduKaLmm B BUSAHTUINCKON MKOHOIrpadum

Masna MNaHuunoc [ipanenosa Pavla Gkantzios Drapelova
Akagemus Hayk Yewickoi Pecny6nuvku, Yexusa Czech Academy of Sciences, Czech Republic
KnioueBble cnoBa: MOHeThI, TIoXa, AHTUOXUA, Nep- Key words: coins, Tyche, Antioch, personification,

CoHndmKaumsa, KoHcTaHTuH, KoHctaHuuii Il, BaneHrT, Exagia Solidi, Constantine I, Constantius Il, Valens,
tOCTUH |, fOCTUHMaH |, MeaansoH Justin I, Justinian, medallion

epresentations of deities and personifications started to be rather rare even

before the death Constantine I; however, it does not mean that the pagan deities

and personifications would not continue to be represented at all, but some of
them disappeared completely while others continued to be depicted, but often on a
smaller scale than before.

The figure of Tyche, traditionally depicted wearing a turreted mural crown and
holding a cornucopia or a palm branch, was gradually removed from the iconographic
repertoire of coins in the first four decades of the 4'h century. During my systematic
research only few cases of Tyche’s representations have been identified on coins
struck after the death of Constantine the Great. All the examples have been attributed
exclusively to the mint of Antioch and are dated between the half of the 4™ century
and 529 AD. The production of all the identified cases was limited to a very short time
periods. Each of the cases is somehow specific: the iconography on gold coins and
medallions from the 4" century has no parallels in the earlier period and is obviously
related to the idea of imperial power, and, on the contrary, bronze coins dated in the 6
century were evidently impacted by Roman coins whose iconography was inspired by
the famous statue of Tyche by the sculptor Eutychides (4% century BC).

This study indicates that despite the reality that the figure of Tyche disappeared
from the iconographic repertoire of coins already at the end of Constantine I’s life, the
tradition survived in the mint of Antioch. After the year 529, in the period of emperor
Justinian, the ancient personification completely disappeared and never re-appeared
again on Byzantine coins. Thanks to these several Antiochene coins, Tyche can be
considered the longest depicted pagan personification on Byzantine coins immediately
after the personification of the Victory, Nikn, which appeared on the coins before the
beginning of the 7 century. The exact interpretation is very complex, the historical
context is very different in each case and there are no parallels with other objects of art
of that period.
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Antiochene coins demonstrate the importance of Tyche in the local culture and
the fact that the idea of TOxn moAewg survived even at a time when Christianity was the
official and dominant religion in the empire. In addition, 6*-century Antioch bronze
coins confirm the enormous artistic influence of the statue of Tyche by the sculptor
Eutychides.

dpeckun AXNAaTCKOro MOHaCTbIPA B KOHTEKCTe
BU3aHTUUCKOIO UCKYCCTBA

The Frescoes of the Monastery of Haghbat

in the Context of East Christian Art

3apyu ABeTucoBHa AKonsiH Zaruhi Hakobyan
EpeBaHCcKknin rocyapCTBEHHbI YHUBEPCUTET, Yerevan State University, Armenia
ApmeHus

KnioueBble cnoBa: Axnart, hpecku, EBxapuctugd, xpu- Key words: Haghbat, frescoes, Eucharist,
CTONOrn4eckune CueHbl Christological scenes

XIIATCKUH MOHACTBIPb — OJMH M3 HU3BECTHBIX JYXOBHBLIX LIEHTPOB CPENHEBE-

KOBOM ApMEHHH — 6bUI OCHOBaH B X B. Ipu barpaTtupax u JOCTpaHBajCs B

XIII B. mpu 3axapujax. OTO ABa OUEHD 3HAYMMBIX M APKHX IIEPHOA HCTOPHU
MOHACTBIPS. AXIIATCKHM MOHAaCTBIPDb B OCHOBHOM H3BECTEH CBOEH apXHUTEKTYPOH.
OpnHako B ri1aBHOH LepkBU CB. 3HameHus (Cyp6 Hiag, X B.) COXpaHHIIUCH OOJIBIIIHE
(pparMeHTBl HaCTEHHOH >KHBOIIHCH, KOTOPBIE JIO CHX IOP HE HCCJIEOBAHBI C UCKYC-
CTBOBEJYECKOM TOUKH 3PEHHA. B clieniMaIbHOM JINTEPATYyPE MOXKHO HAHTH JIUIIb 00-
Imee OMHCaHHe (PPEcoK, a TaKxkKe OTAEJIbHbIE 3aMETKH 0 UCTOPHH H Najeorpadpuu
MOCJIEAHHUX.

Opecku NpUHATO AaTHpoBaTh X-XIII BB. 6€3 KaKMX-JIN60 yTOUYHEHHUH. OgHAKO
JKMBOIIHCh COCTOMT M3 HECKOJIBKHX CJIOEB (B XOZle pECTaBpallMOHHBIX paboT 2018 r.
6bLIO 3a(DHKCHUPOBAHO TPH CJI05) M HyKJdeTcd B CHCTeMaTH3alMH. OCHOBHAA YacTh
¢pecok coxpaHmIach B aJITAPHOH YaCTH II€PKBH, U OT/eIbHbIE (DPArMEHTHI — Ha MPH-
MBIKaloIeH K HeH I02KHOH cTeHe. B 06111e1 CJI03KHOCTH COXPaHUIIUCH ITOJIHOCTHIO HIIH
YACTHYHO CEMb CILEH, 9T0 Jencyc, EBxapuctusa, Poxnectso, CpereHue, ColecTsue
Caaroro [lyxa, BosHeceHue, ColIecTBHE BO aJi M OJTHO IIOPTPETHOE H300pakeHue. Ha
MEePBBIM B3IJIAM PAa3JIMYUMBbI HECKOJIBKO CTHJIEH MIPa3AHHUYHBIX CLIEH, O4EBHUIHO, IIPH-
HaJIJIEKAINYX KHCTH Pa3HbIX MacTepoB. O/lHA M3 0COGEHHOCTEH MaMATHHKA — pac-
TIOJIOKEHHE HEKOTOPHIX CLIEH MIPA3IHUYHOTO ps/ia HA aJITAPHOM CTEHE, HUKE KOMIIO-
3sunuu EBxapucTuu. JIpyrasg ocCO6€HHOCTb — TPEXA3BbIUHBIE (ApMAHCKHE, TPEYECKHE
Y IPY3HUHCKHE) HAAIIHCH B clieHaxX. ITogo6Has TpaAuLHs IpHUCYIa apMAHO-XaJIKH0-
HHTCKHUM ITaMATHHKAM, HO B TO K€ BPEMS HU3BECTHO, YTO AXITATCKUH MOHACTBIPb HH-
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KOr/la He IIPHHAJJIEXKaJl IIPAaBOCIaBHBIM apMAHaM. JJaHHBIH BOIIPOC TECHBIM 06pa3oM
COIIPHKACAETCA C UCTOPHKO-KYJIbTYPHOM CUTYallM€H B CTPaHE H POJIbIO apMAHCKOH
MIPaBOCJIaBHOM OOIIIHHBI.

B paMKax JJaHHOTO [OKJaJa 3aTPOHYTHl TaKH€ IPOO6JIEMBI, KaK: a) yTOUHEHHE U
JaTHPOBKA CJIOEB HACTEHHOH XKHBOITHCH, 6) HKOHOTpaPHMYECKHUH U CTHIUCTHYECKHI
aHAJIN3 (PPECOK, B) CPABHUTEJILHBIHM aHAJIN3 aXITATCKUX (DPECOK C €JHHOBPEMEHHBIMH
MOHYMEHTAJIbHBIMH MAMATHHKAMH ADMEHHH, coceHEH I'Dy3HH H BOCTOYHOXPHCTH-
aHCKMX CTPaH, T) XapaKTePHCTHKA Xy 0:KECTBEHHOH Cpe/ibl 1 OIIpefiesIeHHE ITIOTEHIIH-
aJIbHBIX 3aKa3YHKOB (DPECOK.

Opecky AXITATCKOIO MOHACTHIPSA — HEOTAEIHNMAA YaCTh XyJJOXKECTBEHHOI'O HACJIE-
JHSI CPESHEBEKOBOM APMEHHH H I0XKHOKABKa3CKOI'O PETMOHA, 4 B LIEJIOM CTPaH BU3aH-
THHCKOTO KyJIbTYyPHOTO KpyTa.

[OBe nnocracu o6pasa ApakoHa-3Mesl B CpeAHEBEKOBOW
nnactuke ApmeHun X-XIV BekoB

Two Aspects of the Image of Dragon-Serpent in Armenian
Sculpture of 10™" — 14" Century

Nunurt WaBapweBHa MukaensaH Lilit Mikayelyan
EpeBaHCKWiA rocyfapCTBEHHbIV YHUBEPCUTET, Yerevan State University, Armenia
ApmeHuns

KnioueBble cnoBa: 4pakoH, 3meid, ckynbntypa cpea- Key words: Vishap-dragon, snake, medieval
HEBEKOBOW APMEHNN, CeNbAXYKCKOe UCKYCCTBO, sculpture of Armenia, Seljuk Art, iconography,
NKOHOrpaus, CUMBONNKA symbolism

CPETHEBEKOBOM CKYJIBIITYpPe APMEHHH H300paKeHHS APAKOHOB (3MEEB) BIIEp-
BbIE€ BCTPEYAIOTCA Ha cTesax VII B. B ClieHaX CO CBATBHIMH BOMHAMH, IIOITHUPAIO-
IIHUMHU 3MeH. B 9TUX U 60J1€e MO3THUX KOMIIO3UIUAX — M3rHaHue u3 Pas (Ax-
Tamap), Kpenienue (MuHHaTIOph! XIII-XV BB.) — 3TOT 06pa3 ABJISJICS BOIJIOIIEHUEM
JIbSABOJIA U 3JIBIX CHJI, YTO COOTBETCTBOBAJIO €I'0 KAHOHHYECKOM XPHCTUAHCKOM CHMBO-
JHKe. B TO ke Bpems HauHHas ¢ X B. B APMEHUH BCTPEYAIOTCS repajibJHYeCKHE KOM-
MO3HIIHU C APAKOHAMH (3MESMH) C YeJ0BeuecKUMHU iukaMu (Tates, Kapc) uiu roso-
BaMH KHBOTHBIX (AHH) B IIEHTPE, B KOTOPBIX ObIJIa IEPEOCMBICICHA apXauyHasl (PyHK-
LM IPaKOHOB KaK CIIyTHUKOB CBETHJI, OXPAaHHUTEJIEH BIACTH, COOPYKE€HHUH H T. I.
ATIOTPOIIENYECKOE 3HAUEHHE IPAKOHOB HaHu60JI€€ ITOJTHO BHIPAXKEHO B CKYJIBIITY-
pe XIII B. TakH€e IIpUMeEPBI BCTPEYAIOTCSA B OCHOBHOM Ha/Jl BXOZAMH M OKHAMH LI€PKOB-
HBIX U CBETCKUX 37JaHUH (AHH, AXTana, APUH/K). B 9THX KOMIIO3UIIUAX KHUBOTHBIE
HMEIOT y2Ke ONpele/IEHHYIO CIOXKHBIIYIOCS HKOHOrpadHI0, KOTOpast Hanbosee 6JI13-
Ka K COBPEMEHHBIM HM CEJIBIKYKCKUM o6pasiaM. IIapHble APaKOHBI, KaK IIPaBHJIO,
JaHbl CIUIETEHHBIMH MEXK]Y COOOM, YaCTO CO CKPYYEHHBIMH, 3aBA3aHHBIMH B y3eJl
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TeJIaMH, CO 3BEPHHOM IoJI0BOM U pa3MHyTOH nacTeio (BancTtaH, Turpan OHeHu, Hop
BaparaBaHk). ITogo6Has MKOHOrpadHs *KHUBOTHBIX, OCOGEHHO B CJIy4ae HCJIAMCKHX
KPBLJIATBIX IPAKOHOB C JIallaMH, OIIpeeIEHHO IIEPEKIHKAETC C 00pa3aMH aHTHYHBIX
MOPCKHX YyZOBHII U C CACAHHJICKUM CEHMypPBOM. OTAEJIbHOTO BHUMaHH 3aCIIy>KH-
BAaIOT peJibe(dbl KUBOTHBIX C JPAKOHBUMHU XBOCTAMH — B OCHOBHOM C(PHHKCOB, 2 TaK-
JKe M3006pakeHHs 60pb6BI IpaKoHa (3Mes) ¢ JKMBOTHBIM (M1IxaH, MakapaBaHK).

Between the Balkans and the Mediterranean. A Proposed
Framework for Studying Art in Medieval Serbia

Mexpay bankaHamn n CpegnseMHoMopbeM. O KOHTEKCTE
N3y4yeHna UCKyCcCTBa cpeaHeBekoBomn Cepbum

EneHa SppenbsaH Jelena Erdeljan

benrpaackuii yHusepcutet, Cepoug University of Belgrade, Serbia

KnioueBble cnoBa: bankaHbl, CpeanseMHoMopbe, Key words: Balkans, Mediterranean, Serbia, art,
Cepbu4, nckyccrso, CpegHune Beka, METOAOMOMNA Middle Ages, methodology

his text proposed a framework for the study and reassessment of art in medieval

Serbia that is associated with the methodological approach of the geohistory

of art. When it comes to the study of visual culture of the three European
peninsulas jutting deep into the aquatic expanse of the Mediterranean which constitute,
in a manner of speaking, its axial determinants, the (visual) culture of the Balkans is the
one least investigated and perceived from the vantage point of its historically proven
transcultural interaction and cultural transfer. This sort of methodological approach
acknowledges the fact that, in the broader picture, the mobility of ideas, people and
objects was conditioned by the dynamics of diplomacy, trade, and politics of the elites
in the church and the state, the mode and measure of their incorporation in the visual
culture of a given community was determined by the local milieu. Moreover, along
with everything that moved them and imbued them with signification, images and
objects of visual culture were filled with a power of their own, the capacity to transform
culture. Both art history and anthropology are actively pointing out the social life
and impact of things as practically creations with a sense and sensibility of their own.
The medieval and the world of the early modern era are replete with objects, ranging
from icons and reliquaries to architectural structures, which are not only bearers of
religious significance but also points of divine manifestation, points of contact with
the eucharistic and eschatological reality. This designates them as vessels, mediators
and actors in the power play of political and important factors i.e. subjects of networks
of connectivity. Observed from this vantage point, this text proposes a renewed look
at the geographic setting and chronological framework of Serbian art produced and
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“consumed” from the 11* to the early 16" century in a vast area stretching from the Sava
and the Danube in the North and to the Adriatic, Ioanian and Aegean Sea in the South,
from the rivers Timok and Struma to the East and Vrbas and Cetina in the West, on the
territory of present day Serbia, Montenegro, Croatia, Bosnia and Herzegovina, Northern
Macedonia, Albania, Greece (Epiros, Thessaly, Macedonia, Thrace). This space at the
crossroads, uniting and interconnecting the Balkans and the Mediterranean world, is
observed as interface and visual culture produced there as an intertwined complex of
multiple discourses of production, consumption, formation and transformation, as an
active medium in the perpetual act of self-definition and self-representation based on
the universal principles of the broader Mediterranean world, the Byzantine cultural
sphere and Central Europe.

Irene Doukaina and the Double Monastery

of the Theotokos Kecharitomene and Christ Philantropos:
Relation between Private Piety and Ktetorship

NpuHa [lyknHa n moHacTblpn boropogmubl KexapntomeHsol
n Xpucrta ®unaHtpona: B3aMMOCBS3b JIMYHOIO 61aro4ectus
N KTUTOPCTBA

Mo6uua BuHynosuny Ljubica Vinulovi¢
benrpaackuii yHusepcutet, Cepbus University of Belgrade, Serbia

KnioueBble cnoBa: VipnHa [dykrHa, MoHacTbipb boro- Key words: Irene Doukaina, Theotokos
poaunubl KexaputomeHsbl, MoHacTbipb Xpucta ®unaH-  Kecharitomene, Christ Philantropos, private piety,
Tpona, MMYHoe 6naroyecTne, KTMTOPCTBO ktetorship

he main preoccupation of this paper is private piety and ktetorship of Byzantine

empress Irene Doukaina. She was the wife of Byzantine emperor Alexios I

Komnenos and mother of John IT Komnenos. At the beginning of the 12 century,
Irene together with her husband Alexios founded a double monastery dedicated to the
Theotokos Kecharitomene (Full of Grace) and to the Christ Philantropos (Man-Loving).
Today this complex no longer exists, it was destroyed probably during the reign of
Latins in Constantinople and our knowledge about it is based on the preserved typikon
of the Theotokos Kecharitomene. It was located in the 10™ district of Constantinople
where all Comnenian monasteries were grouped, between the aqueduct of Valence in
the south and the Blachernae palace in the north. This monastery complex was the
first real common endowment of the Komnenian ruling couple and it was founded as
the final resting place of Irene and Alexios. In the early 12 century, in Constantinople
some changes happened when it comes to devotion to the saints. Members of the royal
family had a special personal relationship with the saints through which the emperor
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and empress saw themselves as a parallel earthly reflection of Christ and the Mother
of God. The first ruling couple who saw themselves as the embodiment of Christ and
the Mother of God were Emperor Alexios I and Empress Irina Duka. This new, more
personal relationship with Christ and the Mother of God is reflected in the visual
culture through the model of double endowment and the consecration of the churches.
Alexios’ monastery dedicated to the Christ Philantropos was a male monastery and
Irene’s monastery dedicated to the Theotokos Kecharitomene was a nunnery. During
the reign of Alexios and Irene, for the first time in the Byzantine history, the protective
role of the Mother of God was so obviously bound exclusively to the female members of
the imperial family. The monastery was a refuge for the female members of the ruling
house, the princesses born in purple and aristocratic women who wanted to join the
nunnery. The monastery of the Theotokos Kecharitomene was the expression of Irene’s
personal piety and a votive gift for Theotokos who was her personal protector and an
intercessor during the Last Judgement. Irene established the model of the relationship
between the Mother of God and the empresses and princesses, which would later be
followed throughout the Komnenian period.

Importance of Dynastic Ties for Cross-Cultural Connections
of Nemanide Serbia with Mediterranean World and Central
Europe around the First Fall of Constantinople, and Its
Reflections on Visual Culture of Nemanide Serbia
3Ha4YeHMe OMHACTUYECKUX CBA3EN A9 MEXKY/TbTYPHbIX
KOMMYHMKaunn Cepbun HemaHnyen co CpegmsemMHOMOpPbLEM
n LleHTpanbHo EBponov BO BpeMsA NepBOro nageHus
KOHCTaHTUHOMONS N NX OTpaXKeHne B CepOCKOM
n306pasnTesibHOM UCKYCCTBE AMHACTMM HemaHunuen

Hukona NMunepcku Nikola Piperski
benrpaackuii yHusepcutet, Cepbus University of Belgrade, Serbia

KnioueBble cnoBa: fnHacTuyeckne ceasn, auHactna  Key words: dynastic ties, Nemanide Dynasty,
HemaHunyen, nsobpasunteibHoe UCKYCCTBO, MOHa- visual culture, Studenica Monastery, Balkans,

cToipb CTyaerunua, bankaHsl, CpeanseMHoMopbe, Mediterranean, Central Europe
LlenTpansHasa EBpona

he aim of this article is to draw attention to importance of dynastic ties of the
members of Serbian Nemanide dynasty with the Byzantine, Venetian and
Hungarian ruling dynasties for cross-cultural connection between medieval
Serbia and the Balkans with Byzantium, Western Mediterranean and Central Europe
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and its influence on visual culture. Special attention has been paid to the period of the
first fall of Constantinople, which directly affected political and dynastic relations of the
Nemanides with the ruling and noble families of the Byzantine world, Byzantium, Hungary
and Venice. Stefan Nemanja’s major foundation in Serbia — Studenica monastery, with its
katholikon church dedicated to the feast of the Dormition of the Virgin, which became
Nemanja’s final resting place, is a unique phenomenon in the visual culture of the Balkans
of the period. This landmark monument of Nemanide Serbia founded, built and decorated
with frescoes in the years immediately before and after the first fall of Constantinople
is possibly the best example of how the political and dynastic connections of the time
affected visual culture. It is only the initial step of broader study intended to re-assess the
visual culture of Nemanide Serbia and the Balkans in view of the concept of pre-modern
globalization characterized by and resulting from a transfer of knowledge, technological
change and homogenization of spatial and technological particularities, by the concept
of common culture and particular individual and collective identities. The importance of
dynastic ties in cross-cultural interaction of medieval Serbia with Mediterranean world
and Central Europe around the first fall of Constantinople opens a new perspective on the
nature of visual culture of this period.

Two Bodies of an Emperor: The Double Portrait of John VI
Kantakouzenos in Paris. gr. 1242

[lBa Tena nmnepatopa: gsonHom nopTtpet MoaHHa VI
KaHTaky3unHa B pykonucu Paris, gr. 1242

flkoB [xopaxeBu Jakov Dordevic
benrpaackuii yHusepcutet, Cepbus University of Belgrade, Serbia

KnioueBble cnoBa: vrypa nvnepatopa, purypa mo- Key words: emperor’s body, monk’s body, double
Haxa, ABoliHoi nopTpeT, MoaHH VI KaHTaky3uH portrait, John VI Kantakouzenos

ne manuscript treasured today in Bibliothéque nationale de France (MS gr.1242)

contains four theological treatises written by Emperor John VI Kantakouzenos

in the years after he had been forced to abandon the throne and exchange royal
garb for the monastic habit. Being copied and illuminated under the close supervision of
John VI himself at the monastery ton Hodegon in Constantinople, it can be rightly said
that this luxurious book cherishes the personal desires of its author, cunningly expressed
by carefully placing miniatures in order to preface specifically selected texts. Thus,
interestingly enough, the double portrait of Kantakouzenos was chosen to precede his
Apology against Islam, representing him both as Emperor John VI and as monk Joasaph.
This illumination attracted many generations of historians and several interpretations
have been given. The most widely accepted position is that the miniature was designed
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to indicate the authorship of the text while simultaneously recalling the course of the
author’s life and visualizing his divine protection, for the double portrayal is situated
under an image of the Holy Trinity. Indeed, it was also correctly pointed out that the
depiction of the Trinity, with its special emphasis on the Holy Son by rendering him
a cruciform nimbus, is connected with the content of the following treatise, in which
emperor-monk defends Christ’s divine nature. However, can it be supposed that the
“dual identity” of John VI was also meant to be associated with the theological text? The
aim of the paper is to raise this question by analyzing ideological premises accomplished
through the imagination of a single identity realized in two distinct bodies. Ultimately,
it will be argued that the main purpose of Kantakouzenos’ double portrait was to direct
and affect the reading of the treatise from which would have benefited the reader as
well as the text’s author — the author who never fully abandoned his royal dignity and
who was determined to preserve his imperial memory at one of the most important
monasteries of the Byzantine capital.

Palaeologan Veria: A Peripheral Center

under the Perspective of Its Monuments
NaneonoroBckasa Bepua: npoBMHUMANbHbBIA LEHTP,
paccmaTpMBaEMbIl MO €ro NaMATHUKaM

Mapusa XumoHonyny Maria Cheimonopoulou
MUWHWCTEPCTBO KybTypbl 1 CNopTa, peuund Hellenic Ministry of Culture and Sports, Greece

KnioueBble cnoBa: [aneonorosckuin nepuofd, hpe-  Key words: Palaeologan Era, mural painting, Veria,
cku, Bepua, I'peuna Greece

y the rising of the Palaeologan dynasty in Constantinople, regional centers on

the Greek mainland, such as Veria, live and prosper under the influence of the

Byzantine capital,aswell as geographically close Thessaloniki. Especially in Veria,
the renovation phases of the painted decoration and the marble liturgical equipment
of the episcopal-metropolitan church of the Old Metropolis set the starting point for
the establishment of a series of ecclesiastical foundations, mainly monastic, related
not only to the imperial and patriarchal environment but also to figures of hesychastic
mysticism, such as Ignatios Kalothetos, or its main intellectual leader, the Metropolitan
of Thessaloniki St. Gregory Palamas, who also practiced asceticism in its environs.
Based on the preserved monumental paintings, especially those from the Old Metropolis
of Veria, which were revealed during the recent restoration works on the monument,
and are probably related to the upgrade of the Archdiocese of Veria to a Metropolis,
a research on the relationship between the era’s main artistic trends, philosophical
movements and religious traditions will be attempted. The paintings of the Resurrection
of Christ the Savior and St. Vlasios will also be examined, as well as the developments
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in the iconographic programs of Veria’s late Byzantine monuments, in relation to the
respective extensions and modifications of their architecture. The conservation of the
mural decoration carried out in the context of the restoration works on the monuments
in the 1960s, 1970s and 1980s, and the rescue operations of a consolidative character
that have been attempted in recent years, prove that it is necessary to re-evaluate the
still hidden richness of the city’s works of art, important not only for the region’s artistic
flourishing, but also for the wider understanding of painting in northern Greece and the
Balkans in general during the 14™ and 15* centuries.

Epitaph; Is It Only a Valuable Liturgical Embroidery?
A Contemporary Historiographical Approach through
the Study of a Group of 19" Century Epitaphs

from Kynouria — Peloponnese

ABnaeTcs Ny nnawaHmua ToNbKO AgparoueHHom
ANTYPruyeckomn TkaHbto? CoBpeMEHHLIN
NncTopuorpamyeckmin NoAxXo4 B NsyHeHum rpynnbi
nnawanuy XIX seka ns KnHypum Ha llefionoHHece

Cmaparau ApBaHuTH Smaragdi Arvaniti
AdUHCKUA HauMOHanNbHbIN yHMBepcuTteT nmern Kano- National and Kapodistrian University of Athens,
anctpun, Mpeuns Greece

KnioueBble cnoBa: snutaus, nntypriuyeckas 3ase- Key words: epitaph, liturgical veil, Russian
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hree identical large Epitaphs, thus the liturgical embroidered icons of the

Lamentation served at the Tomb in the Holy Friday’s Procession, are preserved,

in relatively good condition in three different churches in the Municipality of
North Kynouria, Peloponnese. It is a donation of Gerasimos I Protopapas (1839-1897),
Patriarch of Antioch and Jerusalem respectively, to his place of origin.

They are exceptionally embroidered on dark purple velvet silk fabric and are richly
decorated with embroidery, tinsels, beads, wire and metal threads. Following the usual
technique of the middle of the 19" century, attributed mostly to Russian workshops, the
faces have been painted on a canvas substratum.

The iconographic theme follows the prevailing iconography trend of the post-
Byzantine period. It belongs to the historical-narrative style with an intense decorative
character. The center of the composition of the Lamentation is occupied by Jesus Christ
depicted on a bier. Above Him standing figures are depicted: Virgin Mary, two young
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Saints, Mary Magdalene, and two of His Students surrounded by two Angels. The four
Evangelists are depicted at the four edges of the Epitaph. The donors’ inscription and
the date of the creation are embroidered on its back side.

The purpose of the paper is to present for the first time this group of liturgical
embroideries and to identify their origin and the embroidery workshop. Such fine
examples of Greek-Orthodox ecclesiastical art are valuable sources of information on
the trends in iconography and aesthetic, the evolution of embroidery techniques and
the cultural context.

Additionally, through the historical documentation of the items I will try to answer
questions and to prove that their historical significance is broader and covers a wide
range of issues, such us society, economy, trade: Which were the needs that led the
donors to donate these gifts? Was it easy to order and to obtain such an item? Where and
who constructed them? What was the connection to the Russian workshops? Actually, I
will argue that the epitaphs seen under a contemporary historiographical approach are
valuable witnesses to the history, society and economy of the period they were created.

The Perception of the Sinaitic Icon Collection in the Late
20" and the Early 21st Century

BocnpuaTtne cMHaimcKom KoNnekunm NMKOH B KOHLE

XX — Havane XXI Beka

AvoHucuoc Mypenartoc Dionysios Mourelatos

AMDUHCKWI HauMoHanbHbI yHuBepcuTeT nmenn Kano- National and Kapodistrian University of Athens,
anctpun, Fpeumna Greece
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his paper concerns the perception of the Sinaitic icons in the late 20h — early

21st century after their scholarly recognition in the mid-20*" century, especially

through the exhibitions which took place in the most important museums of
the world.

The Mount Sinai and consequently the monastery of Sinai is part of the Holy Land
and a popular destination for the pilgrims from the 4™ century onwards. Furthermore,
Saint Catherine’s monastery on Mt. Sinai owns a remarkable number of portable icons
that can be considered the largest icon collection in the world, dating from the 6™
century onwards. According to a recent calculation, the number of the icons is 2138.
Originally, it is supposed that the Sinai Monastery was dedicated to the Virgin Mary,
since it was founded in the place, where the Holy bush, a prevision of Virgin Mary, was
presented to Moses. Additionally, the church at the Holy Summit (Jebel Musa) was
probably dedicated to Prophet Moses.
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The icon collection of Sinai preserves icons that originally were placed in the
different chapels within the Monastery but also in different chapels depending from the
monastery on Mount Horeb and elsewhere in south Sinai.

The importance of the Sinaitic icon collection from an academic point of view has
been well-known, since the Monastery of Mount Sinai has the largest collection of
Byzantine painted icons in the world.

Itwasin the early 1950s, when George and Maria Sotiriou studied the icon collection.
After the publication of their book in two volumes in the late 1950s the academic
recognition of the icons in general and more specifically of the icons of Sinai radically
increased. However, it was the Princeton-Alexandria mission under the direction of
Kurt Weitzmann that gave more accurate information to the international academic
community and, of course, the publications by Weitzmann explored several historical
issues of Byzantine art. Sinai was then considered to be the ark of Byzantine art.

From the 1960s the Sinaitic Icon collection is considered the most important
collection of Byzantine icons worldwide. However, this point of view was common only
among academic community of specialists in Byzantine art. It was the 1990s and 2000s,
when a series of exhibitions in the most important museums of the world contributed to
the perception of the Sinaitic icon collection in the late 20™ and the early 21st century.
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JIaBHasl LI€JIb COBMECTHOTO POCCHIHCKO-I02KHOOCETHHCKOTO Hay4YHO-HCCIIE0Ba-

TEJIbCKOTO IIPOEKTa — BBIABJIEHHE CKBO3HBIX (B IIEPHOJ] C PAHHETO XKEJIE3HOI0

Be€Ka JI0 XpUCTHAHCKOTro CpeHEBEKOBBS) CAKPAJIbHBIX 00pa30B CpeiH 300MOpd-
HBIX H300pazKeHHH. [0 B TOM, YTO HCCIIEI0BAHUA PAJa 300MOP(HBIX H300paKeHHUH
Ha KOJIXHICKHX TOIOpaxX M Ha HEKOTOPBIX (PParMEHTaX apXHUTEKTYPHOH IUIaCTHKH
(asrTapHbIE Nperpajsl, BHEIIHSAS 06JIHII0BKA XPaMOB) ¢ TeppuTopHHU I0xkHOM OceTHy,
A6xXa3uH K 0TYacTH I'py3HH MO3BOJIAIOT YTBEPXK/AATh, YTO B 00EHX CHUTYallHAX 3BEPH
HU306pazKaroTcs 0606IEHHO U TPYAHO MOAAAIOTCS 6M0JIOTMYeCKON UAEHTH(HKAIHH.
YacTo OHHM IIOKa3aHbI KaK CyIIECTBa, 00BbEJUHAONIINE B ce0e IPHU3HAKH Pa3HBIX KHU-
BOTHBIX (JIbBbI-Ka0aHBI, PbIObI-CaJlaMaH/phl, KOIIa4bH XUIHHUKH-CO0AKH, 3MEU-IPa-
KOHBI-KHTHI U JIp.). HiccleoBaHHE BO3MOXKHOTO 3HaUYE€HH S 9THX 00pa30B BaXKHO IJIs
ITOHHMMAaHHA CBOE0OPa3H A XPUCTHAHCKOH KyJIbTYPhl Ha JaHHOH TEPPHUTOPHH.

B Xozie mepBOro 9Tana peajaru3aliy IPOeKTa O6bl1a OpraHU30BaHAa 9KCIEAHULINA IS
ocMoTpa U (PoTOPUKCALUN Psifia XPUCTHAHCKUX IiepKBeil IX-XIV BB. B 3HAypCKOM,
ILIXMHBaJIbCKOM, JIEHMHIOPCKOM, JI3ayckoM paiioHax Pecry6nuku FOxHaa OceTus.
B o06111€eii c7102KHOCTH OCMOTPEHO OKOJIO TPUALIATH LIEPKBEH, CBEAEHHS O KOTOPHIX (B
COBOKYITHOCTH) ITOCTIEAHUH pa3 MyOJHKoBalINCch P. Menucamsuiau U B. ITuHIag3€e B
1975 r. Ha ux pa6oTy onupaycs U A. A. Ci1aHos (2017), ZOTIOJTHUBIINH €€ CO6CTBEHHOH
doTodukcanyes 06bEKTOB.

B xozie ocMoTpa U poTOdHKCAIMH HEKOTOPBIX LIEPKBEH C/ieIaH pAJ HHTEPECHBIX
B paMKax 3agBJIEHHOIO IIPOeKTa HabaofgeHuH. Tak, Bpl[ieJIeHa eAHHasA C TOYKH 3pe-
HUS CTHJIA IPyTINa 300MOp¢HBIX 06pa30B (IINTh! U3 KacarjaxkerHa, Hagapsasa, Ksaii-
CBI), KOTOPYIO MOXKHO COIIOCTaBUTb TaKK€ C aHAJIOTMYHBIMH H300pazKeHUAMH U3 AG-
Xa3UH U npuiieraromiero CoOUYMHCKOro peruoHa PP (minTel U3 AHaKONHUH, MpaMo6hl,
c. Becenoro), MHrymernu (Txa6a-Epaesl), I'pysuu (11epkKoBb U3 ¢. B3a u 1p.).

HHTepecHO, YTO Ha INIMTaxX U3 FOxxHOM OCeTHH €CTh H300paKeHHE CLEeHBI «IIpo-
pok HoHa, NoryiomaeMbplii KUTOM» TOTO K€ HKOHOTpaH4YecKoro u3Bofa, 4To M Ha
¢parmMeHTe anTapHOM Iperpanabl U3 I panasl. ONHAKO Ha IIHTax U3 FOxHOHN OceTHy,
B OTJIMYHE OT a0Xa3CKHX, KMT II0Ka3aH KaK ABYIJIaBbIH 3Mel. Takoro xe THIa 3MeH
HM306paKEH OTIENbHO Ha IIMTE U3 Hanapsasa. IIogo6HRIM ke 06pa3oM H306paKeHa
nporoMa rpudoHa Ha pessede u3 Txaba-Epasl.

Kpowme Toro, yZ1aj1och CAENATh PAJl HHTEPECHBIX HAOJIIOIEHUI OTHOCHUTEJIBHO 3HA-
YeHHs1 00pa3a roJIoBbI 6apaHa B yKpallleHHH (acaJjoB XpPHUCTHAHCKHX IiepKBei Ha Kas-
Kase B LesoM U B FOxkHOM OceTHH B YaCTHOCTH (KOJIOKOJIBHS LIepKBU B MoOHacTepe,
6apabaH cobopa B JIaprauce u Jp.).

B paspHeHIIEM IJIAHHPYETCS OCMOTP CPEIHEBEKOBBIX XPHCTHAHCKHUX LIEpKBEH
Ha TeppUTOpUH CBaHETHH H HEKOTOPBIX APYTHX obyacTeil I'py3uH, HaXOAAMIUXCA B
apeajie PaCIpOCTPaHEHHUA JAPEBHEM KOGAHO-KOJXHICKOM KyJIbTypPHO-HCTOPHYECKOM
061HOCTH. ILIaHupyeTCAa HCCIEN0BAHHE BO3MOXKHOCTH BBIABJIEHHUS CKBO3HBIX 300-
MOP(QHBIX 00pa30B U YCTAHOBJIEHHE X 3HAYEHH S IS XPUCTHAHCKOH KYJIBTYpPbI 9TOTO
peruoHa.
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KTtutopckue nocrpoiku ceatbix Hayma n KnumeHra
OXpUACKNX B KOHTEKCTE apXUTEKTYPbl BUSAHTUACKUX
permoHoB n ob6nacrten 6anKaHCKOro agpuaTM4ecKkoro
NnpPUMopbA

Donators’ Buildings of St. Naum and St. Clement of Ohrid
in the Context of Architecture of Byzantium

and of the Balkan Adriatic Coast

CBeTnaHa BnagucnaBosHa ManbueBa Svetlana Maltseva
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BM3aHTUIICKAs apxnTeKTypa

ViccnegoBarume BbINOAHEHO Npu huHaHCoBOW noaaepxxke PODY B pamkax Hay4dHoro npoekTa N° 18-012-
00284 A.

peleHue cIaBgH U 6osrap B IX B. OTKPBIJIO HOBBIE NIYTH IS UX Pa3HOCTO-

POHHETO B3aHUMOJIEMCTBHA C IPEKaMH. MHCCHOHEPCKas U LEPKOBHO-IIPOCBE-

THUTEIbCKAS NEATEIBHOCTD, pa3BEPHYTasA Ha TEPPUTOPHAX BankaH, 3amoxuia
OCHOBBI KyJIbTYPHOT'O €IMHCTBA 3TOT0 PETHOHA. DTO IIPOCIEKHUBAETCA HE TOJIBKO I10
JpeBHEHIINM MMaMATHHKAM CJIaBIHCKOH IMMHMCbMEHHOCTH M MHOTOYMCJIEHHBIM II€pe-
BOZIaM 60T'OCJIOBCKHX COUMHEHHMH U JIUTYPrUYeCKHUX KHUT, HO H 10 TaMATHHKAM Liep-
KOBHOM apXHUTeKTypbl KoHIA IX — X B. B 3T0 Bpems Ha 6eperax OXpH/ICKOTO 03epa
BO3HHUKAIOT HEOOJIbIIIHE XpaMbl B BUJIE TPHKOHXOB. JIyXOBHBIH aBTOPUTET UX KTHTO-
poB, cBATEIX KinnmeHnTa 1 Hayma OXpHACKHX, IPOAOJIKHBIINX MHCCHIO IIPOCBEIIE-
HHS CJIaBSH, HAYATYIO COJIYHCKHMH GOpaThiMu Kupmiuiom (Punocodom) (827-869)
u Medoanem (815-885), cresan 9TH HEOGOIBIINE MOHACTBIPCKHE OGHUTEIH 0COGO I10-
YUTAEMBIMH Ha IIPOTAXKEHHH BCETO CPEJHEBEKOBOTO NepHoAa. IIoCTpOMKH JOIIH B
apX€0JIOTHYECKOM COCTOSHHUH, OAHAKO CIIY2KAT BaXHEHIINMH CBUIETEIbCTBAMH pa3-
BUTHS APXUTEKTYPHOMH TPajuIMH BpeMeHH [lepBoro Boarapckoro napcraa, KOTopas
JIO CHX IIOp ABJISIE€TCS OJHOH M3 TPYJHO YMTAEMBIX CTPAaHHI] CPEIHEBEKOBOTO 30/14e-
cTBa Ha BankaHax. MicToprorpadHus 1o 5TOH TeMe IpejjaraeT MHOXKECTBO THIIOTE3
U BBIABJISIET OOMJIME IPOTHBOPEYHH B ITO3MLIHAX HccieoBaTesel. HafgeeMcsd, 4To 06-
pallleHHe JaxKe K 4YaCTHYHO COXPaHHBIIEMYCS apXUTEKTYPHOMY MaTepHally BCE Ke
NpUOJIU3UT HAC K JIy4IlleMy IOHMMaHHIO reHe3Hca e HTPUYECKUX TocTpoek IlepBoro
Bosrapckoro mapcTsa. PaccMoTpeHHE apXHUTEKTYPHBIX OCOOEHHOCTEH 9THUX IOCTPO-
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€K IT03BOJIUT II0Ka3aTh X CBA3HU C OGIIMPHBIM KPYTOM MOHACTBIPCKOH apXHUTEKTYPBI
TOr0 BPEMEHHU H BBIABUTb apXUTEKTYyPHBIE ITPOLIECChI BCEro peruoHa, rae B IX-X BB.
HaOJII0[al0TCS CTarHallM, OPHEHTAIIH Ha cTapble 00pa31libl U MONBITKH CO34aTh OPH-
THHAJIbHBIE PEIICHHS B YCIOBHUAX NMPOBHHIMAJIBHOIO TEUEHHS KH3HH U II0Ka €IIE
C1a6BIX ApXUTEKTYPHBIX CBA3€H ¢ KoHcTaHTHHONOIEM. ITos1araem, 4To B JaHHOM CJIy-
Yyae OTXOJ OT IIPHOPHUTETHOTO B 6OJIrapcKOH HCTOpHOrpadUK METO/Ia PACCMOTPEHHUS
IMaMsATHHKOB I10 TUITOJIOTHYECKOMY IIPUHITUITY ITO3BOJIUT JIYYIIIE YBUAETD LEJIOCTHYIO
KapTHHY pa3BHTHS apXHUTEKTYPHBIX IIPOLIECCOB B pAje obracTel bankaH, HAHTH 00b-
SACHEHHS HEKOTOPBIM PEIKHUM THUIIOJOTMYECKUM PEIIEHUAM H CTHUIMCTHYECKUM IIPH-
€MaM U 4€TYE BBIABUTD CBSI3H MEX/Y Pa3JIMYHBIMH PETHOHAMH.

PervoHanbHble UHTEpMpeTaumumn CTONIMYHbIX o6pa3uoB
B BU3aHTUNUCKON apxutekTtype Xl Beka

Regional Interpretations of Metropolitan Models

in Byzantine 11"-Century Architecture

AHHa BnapumupoBHa 3axapoBa Anna Zakharova

MOCKOBCKUIA roCyapCTBEHHbIV YHUBEPCUTET UMeHK  Lomonosov Moscow State University,

M. B. JlomoHocoBa, Poccuiickasg ®epepauns Russian Federation

KnioueBble cnoBa: BN3aHTUNCKAA apxXnTeKTypa Key words: Byzantine architecture, 11" century,
Xl BeKa, KpeCTOBO-KYMO/bHbIN Xpam, OKTaroH octagonal domed church, cross-in-square

Ha TpomMnax, AdoH, KpuT, Xrnoc, CanoHuku, church, Mount Athos, Crete, Chios, Thessaloniki,
KoHctaHtnHononb Constantinople

ViccnenoBaHue BbINONHEHO Npu (hnHaHCOBOM noaaepxke PODK B pamkax HayyHoro npoekta N° 18-012-
00284 A.
OCIIpOU3BEIEHUE KOHCTAHTHHOIIOJIBCKUX 00pa3li0B B PETMOHAX ObLJIIO OJHUM
M3 BaXXHEHIIINX IIPOLIECCOB B Pa3BUTHH BH3aHTHHCKOIO XpaMOBOI'O 3014E€CTBA
XI B. DTOT mpoliecc MENT HECKOJIBKHMHU IyTIMH. B OKIaze Ha mpUMepe He-
CKOJIBKHX TPYIIN MOCTPOEK PACCMaTPHUBAIOTCS Pa3IMYHbIE MEXAaHHM3MBbI IIEpEHOCA U
TpaHCc(OpPMalLIH CTOJIMYHBIX HOBIIECTB B PETHOHAX C Y4ETOM THIIOJIOTHYECKHX, CTH-
JIMCTUYECKHUX U TEXHHUUYECKUX ITAPAMETPOB.

Bo-IiepBbIX, U3BECTHO HEMAJIO CIIy4aeB, KOTAA Ha NepUdepHr U 3a IIpefeIaMHU
BH3aHTHMCKOH UMIIEPHH MacTepa U3 KOHCTaHTHHONOJISA BO3BOAUIN 3HAYHMEIE I10-
CTPOHMKH, KOTOPbIE CTAHOBHJIMCH 00pPa3LiOM JIS MOJpaxKaHHUA M IOPOXKAAIH OIpe-
DeJIEHHYI0 MECTHYIO TpafiHIHIo. Tak, Ha OCTpoBe XHOC II0CJIe CTPOUTENBCTBA Kado-
nukoHa Hea MoHH (0Koj10 1049 T.) ¥ THIIOJIOTHSA IIPOCTOr0 OKTaroHa Ha TPOMIIAX, U
onpeiesIEHHbIE 0COOEHHOCTH €0 KOMIIO3UIIMH, H HEKOTOPBIE IEKOPATHBHbIE MOTHBBI
MOBTOPAIOTCA MECTHBIMH MacTepaMH BILUIOTH A0 XIV B. (Lepksu CB. I'eoprus B CUKY-
cuce, koHer XI B.; ITanarua Kpuna, 1197 r.; XxpaMm CBB. A11ocT0J10B B ITMpru, Havyajo
XIV B. 1 1p.).
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Bo-BTOpBIX, 6OJIBIIION HHTEPEC MPEACTABIAIOT CIIy4aH, KOT[a IIPHUE3KHUM KOH-
CTAHTHUHOIIOJIBCKUM apXUTEKTOPaM MPHUXOAMIIOCh MOAH(PHUIIHMPOBATh THUIIOBBIE
CXEMBI B COOTBETCTBHH CO CIEIU(PHUIECKUMH MECTHBIMH TPEOGOBAHUAMHU. OTHHUM
M3 SPKHX IIPUMEPOB ABJISETCSA TaK Ha3bIBA€MBIH «a(OHCKHH THII» Xpama. ITo-
CJIelHHe HCCIIeIOBaHHS Ka(OJIMKOHOB MOHACThIpeH Besnkoi JlaBpel, BaTomena
1 IBUPOHA ITO3BOJIMJIM I'PEYECKHM YYEHBIM INPHUHTH K BBIBOAY, UTO (POPMHPOBaA-
HHe «a(OHCKOTO THIIa», XOTSI ¥ MOIJIO OITUPATHCS Ha HEKOTOpPBIE IIPEIIECTBYIO-
IIIH€ OIBITHI, B OCHOBHOM IIPOHCXOAMJIO Ha A¢doHe B KOHIle X — Havasie XI B. 1
MPEJICTABIIATIO COO0H COENMHEHNE KOHCTAHTHHOIIOILCKOTO BAPHAaHTa XpaMa THIIa
BIIMCaHHOI'O KPECTA C 60KOBBIMH KOHXAaMH, YIOOHBIMH /IJ151 HY2KJl MOHACTBIPCKOTO
60roCIyKEHHA.

BcTpeuHOE IBHKEHHE «CHHU3Y>», KOIJja B PETMOHAX BOCIIPOM3BOJHIIN CTOJIMYHbIE
06pa31ibl, TOKE HHOT/A 1aBajIO BECbMa OPUTHHAJIbHBIE H yIauHBbIE B Xy/102KECTBEHHOM
OTHOLUEHHH PE3YJILTATHI.

VHHKaJIbHBIH 9KCIIEPHMEHT MIPECTaBIAET CO60H 11epKOBb ITaHarHu TOH XaJIKeoH
B Canonukax. ITocrpoeHHas B 1028 r. 10 3aKa3y BU3AHTHMCKOTO BEJILMOXKH, OHA BOC-
MIPOM3BOAMNT HanbosIee paCIIPOCTPAHEHHDBIN B CTOJTMYHOM apXUTEKTYPE TOTO BpEMEHH
CJIOKHBIH BapHAaHT KPECTOBO-KYIIOJIbHOIO XpaMa Ha 4ETHIPEX KOJIOHHAX. OCO6EHHO-
CTH CTPOMTEJIBHOH TEXHHKH W apTHKYJALUH (pacafioB yKas3bIBaIOT Ha KOHKPETHBIH
CTOJIMYHBIN 06pa3el] CTOJIETHEH AaBHOCTH: MHUPEJIEHOH, [ByXbsPYCHBIH XpaM-yChbl-
MaJIbHUILY, IIOCTPOEHHBIN UMIlepaTopoM PomManom JlakanuHom. B To xke Bpems Ila-
Harus TOH XaJIK€OH HMEET ABYXOTaXKHBIH HAPTEKC C AByMS BBICOKHMH KyIIOJIaMH.
Cnenududeckas TPEXINaBag KOMIIO3HULHSA OTIHYAETCA OT MU3BECTHBIX KOHCTaHTH-
HOITOJIbCKUX XpaMoB X-XI BB., 3aTO HaXOAUT Mapajuiesay Ha AdoHe. [Ipyrre oco6eH-
HOCTH 0(OpMJIEHHS (PacafioB rOBOPAT O TBOPYECKOM IIE€PEOCMBICIEHHH MECTHBIX,
CTOJTMYHBIX U a)OHCKHX 06Pa310B, B pE3YJIbTATE YETO POKIAETCS a6COTIOTHO OPHUTH-
HaJIbHOE NIPOH3BEJIEHHE, HE UMEIOIee 6IM3KHUX aHAJIOTOB.

Emié€ onuH NpuMep COEJMHEHNS CTOJTMYHBIX H MECTHBIX 3JIEMEHTOB JA€T apXH-
TekTypa Kpura. IIpenono6Hersl MoanH KceHoc B nepBoi nosioBHHE XI B. OCHOBBI-
BA€T HECKOJIbKO MOHACTBHIPEH B 3aI1aJlHOM YaCTH OCTpOBa. Ero mepsbie OCTPOMKH
(Mupuokedana, XpoOMOHAaCTHUPH H Jp.) IPHHAAJIEXKAT K PAacIpoCTpaHEHHOH Ha
KpuTe TUIOJIOTUH OJHOHE(HOTO KYIOoJabHOro xpaMa. ITocse moes3gku B KoHCTaH-
THHOIIOJIb U MOJyYE€HH HMIIEPATOPCKOTO MOKPOBUTEIBCTBA IPENO0O0HEIN MoaHH
CTPOHT B CBOMX HOBBIX MOHACTBIPAX B CEJIAX AJTMKHAHOC U ATHOC JITMMHTPHOC Jpy-
T'H€ XpaMbl — KPECTOBO-KYTIOJIbHBIE HAa YETHIPEX KOJIOHHAX. C OAHOM CTOPOHBI, B HUX
MOABJIAIOTCS MHOTHE CTOJIMYHbIE TETANIHN; C PYTOH, B CTOJIMYHYIO CXEMY BIIMCBHIBA-
I0TCs 60JIee paHHHE KPUTCKHE OCOGEHHOCTH: BbIIEJIEHHE JIONIATKAMH KPECTO0Opas-
HOrO A7pa XpaMa BHYTPH M CHAPYKH, HUIIH B BOCTOYHBIX CTEHAX IIOIIEPEYHBIX Py-
KaBOB KpeCTa M Jp. HoBas TUIIOJIOTHS 3aKPEMJIAETCA HA OCTPOBE U ACHO BBIPAKAET
HJIEI0 BOCCTAHOBJIEHHA BU3AaHTHUHCKOM BJIACTH U IPHHAJIEXKHOCTH KOHCTaHTHHO-
MOJIbCKOM LIEPKBH.
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St. Sophia Cathedral in Polotsk in the Context

of Byzantine Architecture of 10™" — 12" Centuries
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00311

ecMoTps Ha TO 4To Copuiickuii co6op B IToJo1Ke SIBJISETCS HAUMEHEE CO-

XPaHUBIIHUMCA U3 TPEX NPEBHEPYCCKHUX XpaMOB XI CcTOIETHUSA, ITOCBALEH-

HbIX I[IpeMyzapocTH BoxXMeH, COCTOSHHE COXPAHHOCTH M CTEIEHDb H3y4eH-
HOCTH NaMATHHKA MO3BOJIAIOT ONPENEJHUTh €T0 MECTO B UCTOPHH BH3aHTHHCKOM
ApXHUTEKTYPBI.

BiukaMIIMe THIIOJOTHMYECKHE aHAJIOTH IoJsionkoro cobopa Cs. Codumu cpe-
M MaMATHHKOB, BO3BEJEHHBIX HEIOCPENCTBEHHO Ha TEPPUTOPHAX BH3aHTHIHCKON
uMIIepuH, HaxonaTcs B KoHcTaHTHHONONE. DTO T'tosp [IxkaMu (KoHel XI — Hayaylo
XII B.) u Kanengepuxans [xxamu (koHer, XII B.). [laHHbIe KOHCTaHTHHOIIOJIbCKHE
XpaMbl COIIOCTaBHMBI C IIOJIOIKMM MaMSITHUKOM II0 MaciiTa6aM. OHH 06JafaioT
APKHMH XapaKTEPHbIMH apXHTEKTYPHBIMH PEILICHHUAMH: BCE PyKaBa KpecTa, KpoMe
BOCTOYHOTO, 0¢popMiIeHBI TpHbesoHaMu (B Coduiickom co6ope ITosorka aTa popma
peAyLMpOBaHa 0 ABOMHOM apKH), 00€CIeYHBaIOIINMH pPa3BUTHE IIPOCTPAHCTBA I10
OCHOBHBIM OCSIM U CO3/aI0IIHMH BIIeUaTIE€HHE €AHMHON KOMIIO3HUIIUH B paMKaxX MATH-
He(HOM CTPYKTYpBl OCHOBHOrO 06h€Ma. KpoMe TOro, IIOJIOLKHIE COG0p HEOOXOAUMO
COIIOCTaBHUTb C €IIE OAHUM IMaMATHHKOM, BO3BEEHHBIM BU3aHTHHCKUMH MaCTEPAMHU
Ha JPEeBHEPYCCKHMX 3eMJIAX, — co00poM Muxausna ApxaHresna B IlepesciaBiie KOHIA
XI cTosteTHs.

Bce BBILIETIEPEYHCIIEHHBIE XPaMbl, KOHCTAHTHHOIIOJILCKHE H PEBHEPYCCKHUE, OT-
HOCSTCS K KPECTOBO-KYIIOJIBHOMY THILY C BUMOM, HMEJIH XOPbI HE TOJIBKO HaJ] HApTEK-
COM, HO ¥ HaJl KpafHUMHU OOKOBBIMH He(aMH, U 4TO OCOOEHHO BaXKHO — OJHOM M3
[JIaBHBIX 337]a4 30IYUX IIPU IOCTPOEHUH BHYTPEHHETO 00bEMA XPaMOB 6bLI0 (hOPMHU-
poBaHME U aKIEHTHPOBaHHE CBOOOAHOIO KpecTa — IlepecedeHHs] OCHOBHBIX OCeH —
CpPefoTOYHs LIEPKBH, OCEHEHHOTO KyIoJIoM. ITocieHAA YepTa XapaKTEPHU3YET U [1Ba
IOpyrux co6opa C. Codum: B Kuese u Hosropoge BenkoM.
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K ncropumn nsyveHusa Cochuu Nonoukon B 1920-1930-e roabl
On the History of the Study of St. Sophia Cathedral in Polotsk
in the 1920s-1930s
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o6op CB. Coduu B ITosouKe GBI BBEAEH B HAYYHBIH 060POT KaK MaMATHHK

JIpeBHEPYCCKOro 3044ecTBa ellé B KoHIe XIX B. Torga ke GbLIM BblJEJIEHBI

HEKOTOpble apXUTEKTYpPHblE OCOOEHHOCTH XpaMa, CTaBIIHE BIIOCIEICTBHH
TeMaMH JJI1 TIPUCTAJIbBHOTO U3y4eHHs (TpEXTpaHHaA (popMa BOCTOUHBIX allCH/, Ha-
JIM4Me 3allafHbIX allcHf U [p.). B mecaTsie roabl XX cTONETHA 11O pe3yabTaTaM ap-
XHTEKTYPHO-2pX€0JIOTHYECKHUX HCCIENOBAHUH OBbLTI OMyOJMKOBAH IIJIAH OCHOBHOTO
06b€Ma, BBIIBUHYTA HJl€s] O POMAaHCKHX BJIMAHMAX M MIPEJJIOKEHA THIIOTE3a 00 OfI-
HOBPEMEHHOCTH BO3BEJEHHA 3alIaHBIX alICH] C IIEPBOHAYAJILHBIM XpaMOM. Tak:Ke B
CBSI3H C OTCYTCTBHEM TOYHOMH JIETOITHCHOM aThl CTPOUTEILCTBA XpaMa IIPHBOAHIIHCD
pasJNyHbIe NIPEAIIONOXKEHHSA Ha 9TOT CYET. TakUM 06pa3oM, yKe Ha paHHEM dTalle
B HcTOopHOrpaduH, nocBAMEHHOH Codru I10I0IKOH, BBIIEIAIOTCA TPH OCHOBHBIE
Mpo6sieMBbl U3y4YEeHH S MaMATHHKA: 1) AaTHPOBKA; 2) pEKOHCTPYKIIMS IIePBOHAYATIbHbIX
¢opMm cobopa; 3) MpoHCXOXKIAEHHE MACTEPOB-CTPOUTENEH H THUIIOJIOTMYECKOE CXOJ-
cTBo ¢ Codpuiickumu cobopamu Kuesa 1 Beankoro Hosropoza.

ITepBble CephE3HBIE IIATH B pa3pabOTKe YKA3aHHBIX TeM ObliH cenaHbl M. M. Xo-
3epoBbIM U H. H. ITI€eKOTHUXHUHBIM, COBMECTHO MCCJIE€OBABIINMH NaMATHHK B 1926 T.
VuéHble BHECIIH P/ UCIIPABJIEHHH B apXUTEKTYpHBIE IJIaHBI cO60Pa, TOCTABHJIH IO
COMHEHHE IIPEAIIOIOKEHHNE O BO3BEIEHHH 3aIaJHbIX aIllCHJI OZHOBPEMEHHO C IIEPBO-
HaYaJbHBIM XpaMOM H YTBEPKIEHHE O 3aI1aJHOEBPOIENCKHX BIUAHHAX. HanpoTHs,
H. M. Xozepos paccmaTpubai Coduio IToJONKYIO Kak OOHUH U3 IIPUMEPOB Iepepa-
6O0TKH BH3aHTHHCKHUX KOHCTPYKTHUBHBIX CXEM B HOBBIH THUII COG0pHOTrO 31aHHUA. IToa-
YepKHBas THUIIOJIOTHYECKYI0 OJIH30CTbh 00BEMHO-IIPOCTPAHCTBEHHOM KOMIIO3HUIIUH
MOJIOIIKOTO MaMaTHHKa CopHuHCcKHUM cobopam B Kuese 1 B HoBropoje, pazHHILY MeXK-
ny TpeMsa CodHAMH, TIOCTPOCHHBIMH IPUMEPHO B OIMH IIEPHO]], HCCIIEJOBATETH 00b-
ACHSAJHN TEM, YTO BU3aHTHHCKHE IIPOrPaMMBbl 060TalllaIiCh HOBBIM aPXHUTEKTYPHBIM
OCMBICJIEHHEM IIOYTH B KaXKJIOM OTAEIbHOM CJIy4Yae CJIaBSIHCKOIO CTPOHUTEINLCTBA. [la-
THPOBKHU cob6opa 1044-1066 I'T. NpHUAEPAKHUBAINCH U aBTOPHI psAfa padboT 1930-x IT., B
KOTOPBIX, 0OfHaK0, 0 Codru IT0JIOIKOH CYIIECTBYIOT JTHIIb KPATKHE YIIOMHHAHHS.
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Hneu Xozeposa u IIleKOTHXHHA BO MHOIOM C()OPMHPOBATIH OCHOBHbIE BEKTOPBI
JaJIbHEHIINX HCCIIEJOBAaHHU I K OTKPBIIH HOBYIO CTPaHHIy B M3y4eHHH cobopa Cs. Co-
¢un B ITosouxe, MOJTyYUB apIyMEHTHPOBAHHOE MTOATBEPXK/IEHHE B XOZI€ apXEOJIOrH-
YeCcKMX paboT 1975-1980 rr. moj, pyKoBOACTBOM Basl. A. ByJIKHMHA, B CTAThIX KOTOPOTO
NIpENCTaBIEHA yOEeAUTENbHAA APTYMEHTALMA VIS PAAa MPEAIIONO0XKEHHH, BBICKA3aH-
HBIX y4EHBIMH emi€ B 1920-¢ IT.

Nctopusa nsydeHus NMonoukoin Cocoum B 1975-2020 rr.
History of the Study of St. Sophia Cathedral in Polotsk
in 1975-2020

Unba BnapumupoBuy AHTUNOB llya Antipov
CaHkT-lNeTepByprckuii rocyapCTBEHHbIN Saint Petersburg State University,
yHuBepcuteT, Poccuiickag ®enepaund Russian Federation

KnioueBble cnoBa: Couiickuii cobop B Nonouke, Key words: St. Sophia Cathedral in Polotsk,
NCTOPUSA U3YYEHWS, apXUTEKTYPHAaA apxeonorus, historiography, archaeology of architecture,
ApeBHepycckada apxutekTypa, Xl Bek architecture of Old Rus’, 1" century

ViccnegoBanme BbINOAHEHO NpuY huHaHCOBOW noaaepxxke PODY B pamkax Hay4dHoro npoekTa N° 19-012-
00311.

osorikass Copusi — OfMH M3 Haubojee 3HAYHMMBIX NMAMSATHHKOB PYCCKOH

apxXUTEKTyphbl XI B., O CHX IIOP OCTAIOIIMHCA H3Yy4EHHBIM JIMIIb 4aCTHY-

Ho. IlepBble HCCJIEOBAaHHA XpaMma ObUIM IPOBENEHEI €€ B Hayange XX B.
I1. II. TToxpeimukuHbIM U K. B. IllepouikuM, HOBbIE OTKPBITHA CAeaHbl B 1920-€ rT.
H. M. XoseposbiM 1 H. H. ITTeKOTUXHHBIM. ITocjI€ OKOHYaHMA 3THX Pab0T HATypHBIX
HCCJIeJ0OBAaHUM NMaMATHHKA He IIPOBOAMJIOCH BILUIOTH O 1975 I., KOr[a 3KCIEAHULIH-
et JITY no; pyKoBOACTBOM Baji. A. ByJKMHa 6bJIM Ha4aThl MacIITaOHbIE PACKOIIKH
NMaMATHHKA, Tpoxoausmne B 1975-1980, 1984 rr. IIo OKOHYaHHH apX€O0JIOTHYECKHX
HccenoBaHuH Bajl. A. ByJIKMHBIM OBLJIO BRINYILIEHO B CBET 60Jiee ABafLIaTH paboT, B
KOTOPBIX PACCMaTpPHUBAJIACh apXUTeKTypa CodHicKoro cobopa.

BaxXHEHIINMH JOCTHKEHHUAMH HCCIIEN0BATENSA CTAJIO OIpENEIEHHE IO3IHETO Xa-
paKTepa 3allaJHBIX aIlICH]] XpaMa, CYUTABLIINXCA MHOITHMH YY€HBIMH I1€PBOHAYAIbHBIMH,
BBISBJIEHHE XapakTepa BIHAHHUSA Co(HU Ha MOCJIEOyIollee I0JI0IKOe 30AY€ECTBO, 060-
CHOBaHHE JJATUPOBKH XpaMa IE€PBOH IIOJIOBUHOM — cepefnHOM 50-x rr. XI B., onpefe-
JIEHHE MeCTa [TOJIOLKOro Kadeapana B Tak Ha3siBaeMoi «CouitHoi nporpaMme» XI B.

ApXeoJIOTHYECKHE MCCIEN0BAHHUA CTHUMYJIHPOBAJIH H3y4YEHHE IaMATHHKA — B
1970-2010-€ rr. apXUTEKTYypa XpaMa aHaJIu3uposanach JI. B. AsekceeBsiM, O. M. Ho-
aHHHCAHOM, A. H. Komeuewm, I1. A. Pannonoptom, E. H. TopmuHbsIM U ap. Ilemnbii
P MyGIMKAIUH 3aTparuBaeT OT/eIbHbIE aCIIEKTH H3yueHHs Coduiickoro cobopa —
anurpadUKy, MOHYMEHTAIBHYIO XKHUBOIHCh, apPXUTEKTYPHYIO KEPAMHUKY.
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O630p HayYHOM JHUTEPATYphl, MOCBAMEHHON Codru I10T0LKOI, ITO3BOJISIET BbI-
JEJIUTD CIIeAYIOLINE OCHOBHBIE ITPO6IEMBI U3yUeHM S TaMATHHKA: 1) TaTHPOBKA; 2) BO-
IIPOC O MPOHCXOXKAECHHUH MaCcTEPOB-CTPOUTENIEH XpaMa B 0 pozcTBe ¢ COPUHCKUMHU
cobopamu Kuesa n HoBroposa; 3) peKOHCTPYKIIHS II€PBOHAYAJIBHBIX (POpPM cobopa
XI B. IIpeficTaBIsI€TCS, UYTO OTBETHI HAa 3TH BOIIPOCHI MOT'YT GBITH ITOJIYYEHBI KaK B XO7i€
YIJIyOJIEHHOTO M3y4EHHA MaTEPHAJIOB PACKOIOK NaMATHHKA, TaK U C IIOMOIIBIO HO-
BBIX HATYPHBIX HCCIENOBAHHH.

Manasa apxutekTtypHaa coopmMa AOMOHIO/IbCKOro npuaena
Codhuinckoro cobopa B lNonouyke

The Liturgical Furnishing of the Chapel Attached

to the St. Sophia Cathedral in Polotsk

AnekcaHppa BagumoBHa TpyluHuMKoBa Alexandra Trushnikova
CaHkT-TeTepOyprckuin rocyaapCTBEHHbIN Saint Petersburg State University,
yHuBepcuTteT, Poccuiickaa ®epepaumna Russian Federation

KnioueBble cnoBa: Cocuiickuii cobop B Nonouke, Key words: St. Sophia Cathedral in Polotsk, attached
npuaenbHbI Xpam, NpecTos, FropHee MecTo, chapel, altar, synthronon, architecture of Old Rus
[PEeBHeEpYyCCKasa apxmUTeKTypa

ViccnepnoBaHnue BbINONHEHO Npu (hnHaHCOBOM noaaepxke PODY B pamkax HayuHoro npoekta N° 19-012-
0031.

XO/le apXHUTEKTYPHO-apXEOJIOTHYECKOr0 H3ydeHHs mosonkoro Coduiickoro

cobopa BKCIeAHUIIUEH M0/l pyKOBOACTBOM Bail. A. BysikuHa B 1978 r. y 10ro-Boc-

TOYHOro yria xpama XI B. 6bIa HalJleHa YacTbh IPUCTPOMKH, AaTHPOBaHHAA
uccaenosatesnem XII-XIII BB. O6HapyKEeHHE OCTATKOB FOPHETO MECTA HMJIM NIPECTO-
JIa TI03BOJIMJIO HHTEPIIPETHPOBATD JTO 3/[aHHUE KaK LIEPKOBb C IIPAMOYTIOJILHOM aIlCH-
JIOM — K ILE€HTPaJIbHOM YaCTH BOCTOYHOM CTEHBI B MHTEPbEPE IMPHUMBIKAJ OJHOBpPE-
MEHHBIHM IOCTPOHKeE 6JIOK KJIaAKH 1x1 M, COXpaHUBIIHFCS Ha BICOTY 30 CM.

EcTb JIM BO3MOXKHOCTb YTOYHHUTD THII MaJIOH apXUTEKTYPHOH (pOpMBI, K KOTOPOH
NpUHAJJIeXKalla 9Ta KIaJKa, 0OpaTHUBIIMCDH K IPUMEPaM U3 IIPaKTHKH JIPEBHEPYCCKO-
ro 3044ecTBa! CHHTPOH HE B BUJIE IOJYKPYIJION CKAMbH, 4 KaK BO3BBIIIECHHUE B LICH-
TPaJIBHOM YaCTH aIlCHABI GBI 3a(DHKCHPOBAH B IBYX NOMOHTOJIbCKHX ITaMATHHKAX:
LIepKBHU BO Biimxke u IIpedrcTeHCKOH 1IepKBH B I'pofHO (B IocIeAHEH B COUETAHHH C
MIPSIMOYTOJILHOM (pOpMOF ancun).

JloCTaTOYHO PENKHM [JI JPEBHEPYCCKOM apXUTEKTYpPhl IPUEM YCTPOMCTBA IIpe-
cTosia «6€e3 06X0/a», BIUIOTHYIO K CTEHE allCH/bl U3BECTEH 10 HECKOJIBKHUM HaMAT-
HuKaM XII B. B GOJIBIIMHCTBE M3 HHUX IIPECTOJIBI HMEIOT CETMEHTOBHUIHYIO (hopMy,
IIOCKOJIbKY YCTPOEHBI B IOJIYKPYTJIbIX CEBEPHBIX ancuaax. OgHako B IToIo1Ke B X0/€
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HEJJaBHUX MCCJIEIOBaHHN EB(QPOCHHHEBCKOTO MOHACTBHIPS Y IOT0-3alIafIHOTO YTIja
Craca-IIpeo6pazkeHCKOro cobopa dkcneguired I'D 6bI71 OTKPBIT IMPHIEII-YChINaIb-
HHIIA C IPSAMOYTOJIbHOH allCUA0H U IIPECTOJIOM «0€e3 00X0za».

TakHM 06pa30M, B II0JIb3Y ONIPEAEIICHUS MAJIOH apXUTEKTYPHOH (POPMBI B aIICHE
npuzesna Codun IToTONKOH KaK IIPECTOIa CBUAETEIBCTBYET IPHUCYTCTBHE TIOZOOHO-
rO pellleHHs B IIPaKTHKE IOJIOLIKOT0 30/IY€CTBa. B TO XKe BpeMsl, [10 KOCBEHHBIM JJaH-
HBIM, HEJIb35 MOJIHOCTBIO HCKJIIOUHUTD BEPCHIO O COKPAILIEHHOM IO (pOpMe CHHTPOHE:
JINTYPrUYECKOe YCTPOMCTBO MaJIEHbKOH IO3€MHOH YCHINTAJIbHUIIBI B MOHACTBIPE U
MIPHUJIETIBHOTO XpaMa ¥ KadeqpaJIbHOro co60pa MOTJIO pa3auyaThes (Hanpumep, B Co-
¢t HOBropoicKoH CHHTPOHBI GBI YCTPOEHBI B IIEHTPATIBHOH ancHje 1 B Poxpe-
CTBEHCKOM IIpH/JIETIE).

LlepkoBb Cnaca Ha BepecTtoBe Mexay KMeBCKOM

M NONOLUKON apxXuTeKTypHbiMu Tpaamumamm Xll Beka
The Saviour Church on Berestovo between 12"-Century
Architectural Trends of Kiev and Polotsk

OeHuc OAMutpueBuyd EnwwuH Denis Jolshin

CaHkT-TeTepbyprckunii rocyaapcTBEeHHbIN Saint Petersburg State University,

yHuBepcuteT, Poccuiickad ®egepauns Russian Federation

KnioueBble cnoBa: JpeBHEPYCCKas apxntekTypa, Key words: architecture of Old Rus’, Byzantine
BU3aHTUINCKaA apxmUTeKTypa, AOMOHIONbCKasa architecture, Pre-Mongol architecture, Church of the
apxuTeKTypa, Lepkosb Cnaca Ha bepecTose, Saviour at Berestove, architectural tradition of Kiev

apxuTekTypHas Tpaguumsa Kvesa

ViccneqoBaHume BbINOAHEHO NpuY huHaHCcoBOW nogaepxxke PODOV B pamkax Hay4dHoro npoekTa N° 19-012-
0031.

HUKaJIbHbIE JIJIS1 apXUTEKTYpHOM Tpaaunuu Kuesa XI-XII BB. uepThl IIEpKBH

Cnaca Ha BepecTtose nocse pa6oT M. K. Kaprepa u H. H. BopoHHHa TpagHuIilu-

OHHO PaCCMaTPHUBAIOTCAH KAK «II€PEXONHbIE» IPU3HAKH, HAIIEIIIHME BOILJIOLIE-
HHE B I[IOJIOLKHX ITOCTporKax XII B. ¥ M03Ke B «IPEBHEPYCCKOM HALIOHAJIBHOM ap-
XUTEKTYPHOM CTHUJIE». DTO B IIEPBYIO OYEPEb CAMOE paHHEE U3BECTHOE IPHUMEHEHHE
TPEXIIONACTHOM (POPMBI B IIEPEKPBITHH IIPUTBOPOB (CBA3BIBABIIEECS C AAJIbHEHIINM
pasBuTHEM 3TOH hopMbl B 3aBepuieHHH Craco-IIpeoGpaxkeHcKoro co6opa EBdpo-
CHHHEBAa MOHACTBIPA), KPECTOOOPA3HOCTD TPEXIMPHUTBOPHOM KOMIO3ULMHU (6IHKaN-
IIyI0 aHAJIOTHIO KOTOPOH HaXOAWIH B BOJbIIOM co6ope BelbuyHIIKOr0 MOHACTBIPS),
HaKOHe€ll, HEU3BECTHas 6ojiee B KueBe TEXHHKA KJIaJKH C YTOILUIEHHBIM pAfoM 6e3
IIpUMEHEHHUs KaMHs Ha (pacaJHOH MTOBEPXHOCTH (CBOMCTBEHHAs JIT MHOTHX IT0JIOLI-
KuX namMaTHUKOB XII B.). B pamkax KoHuenuuu I1. A. Panmonopra o IepeMeIeHHH
CTPOMTEJIBHBIX apTejieH 11epKoBb Criaca Ha BepecToBe CTala BaXKHOM TOYKOH CMEHBI
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Tpaguuuu B Kuese (B mepBoii ueTsepTH XII B.), KOr7ia IPOM30ILIA IIepefadya apTean
B ITosoLK. AJIbTEpHATHBHAA BepCHs Oblila BbIABHHYTA Baj. A. ByJIKHHBIM, peJIo-
2KHBIIMM 3HAUYMUTEJIBHO 60Jjiee PAHHIOKO aTHPOBKY MaMATHHKOB: KaK 1iepkBHU Criaca
(1160-Mm IT.), TaK ¥ MOJOLKHUX IOCTpoeK. CIIPaBeAIMBO ObLIO YKa3aHO, UTO OTKAa3 OT
HCITI0JIb30BaHHS KaMHS B KJIa/iKe (pacaioB MOT ObITh 0GYCIIOBJIEH IPUYHNHAMH, HE CBS-
3aHHBIMH C KOHKPETHOM I'PYIIIION MOJOLKHMX KAMEHIIIMKOB. YAPEBHAIOLIAA XpaM Ja-
THPOBKa Bajl. A. ByJIKMHa BbI3Bajla IIOANEPKKY PALa KHEBCKHMX HccaenoBaTenen. On-
HaKO 3TH IIPEJIIOJNIOKEHHA OCHOBAHbBI HA IIPE3yMIILIUH JIMHEHHOTO Pa3BHUTHA [pEBHE-
PYCCKOM apXUTEKTYPHOM THUIIOJIOTHH BO BTOPOH MMoa0BHUHE XI B., XOTSA UCCIEN0BAHUSA
MOCJIEAHUX MATHJIECATH JIET JOKA3aJIH IIPHUCYTCTBHE Pa3HOO6PA3HA pEIIEHHH, BOILIIO-
IJABIIMXCS NAPaJUIEBHO HJIH IMTOYTH OJHOBPEMEHHO, HE YKJIA/[bIBAIOIIETOCSA HH B Ka-
KYIO «3BOJIIOIJMOHHYIO» LIENOYKY. MexXy TEM 0COGEHHOCTH CTPOUTEILHOM TEXHH-
KW CBHJETEJLCTBYIOT B I10J1b3Y TPaAHUIIMOHHOM JATHPOBKM MaMATHHKA: PE3YJIbTAThI
MOCTIEAHHUX apX€0JOTHYECKHUX MCCIeNOBaHUM 1IepKBHU Criaca Ha bBepecToBe, a TaKxkKe
MaTepHaJIbl JOPEBOIIOIMOHHBIX PACKOIIOK FOBOPAT O CHCTEMHOM OTKa3€ OT CILIOLI-
HOH ceTKH (PyHAAMEHTHBIX JICHT, HECBOMCTBEHHOM KHEBCKHM IMaMSITHHKAaM paHee
Hayasia XII B.; 0COGEHHOCTH IUIMH(BI 60sIee BCero 6JIM3KH BopHcoriae6eKkoi epKBU
B Beimropoge 1115 r. HoBble faHHbBIE 3aCTABIAIOT BEPHYTHCA K IIOCTAHOBKE BOIIPOCA O
CBA3AX KMEBCKOTO U MOJIOLIKOTO 3044€ECTBA.

dpecku yepkeu Cearoro Neoprua B Omopcokknncmumn
B KOHTEKCTE MCKYCCTBA 3MUPCKOro Kpyra

Frescoes of St. George in Omorfokklisia

in the Context of Epirote Art

AHacTtacusa BayecnaBsoBHa JluxeHko Anastasia Likhenko

LleHTpanbHbI My3eli apeBHepyCcckon kynbTypbl U nc- The Central Andrey Rublev Museum of Ancient
KyccTBa umeHu AHgpes Pyonéaa; HayuHo-nccneno- Russian Culture and Art; Research Institute of Theory
BaTeNbCKNIA MHCTUTYT TEOpUM N nCTopumn apxmntekTy-  and History of Architecture and Urban Planning,

pbl M rpagoCcTponTenbCTBa, Poccuiickaa ®epepaumna  Russian Federation

KnioueBble cnoBa: Kactopusa, Xl Bek, nCKycCTBO Key words: Kastoria, 13" century, Epirote art,
Snu1pa, BU3aHTUIACKOE NCKYCCTBO Byzantine art

ViccnenoBaHmne BbINOMHEHO 3a CYET rpaHTa Poccuiickoro HayuHoro doHaa N° 20-18-00294.

a2KHEUIIEeN BEXOH AJIg BU3AHTHUHUCKOIo UCKyccTBa XIII B. CTAHOBUTCS HCYE3HO-

BeHHE B 1204 r. KOHCTaHTHHOIIO KaK CTOJHILIBL, LEHTPa BU3aHTUHCKON HM-

IIepHUH, Ha KOTOPBIH onupaiack 6sl 1 nepudepus. Ha Mecte HEKOr/ja eAHHON
BH3aHTHH OKa3bIBAETCS LIEJIBIH PpsJ, HOBBIX Pa3pO3HEHHBIX IOCYIapCTB, a caM KoH-
CTaHTHHOIIOJIb CTAHOBUTCS CTOJNHIEH JIATHHCKOM UMIIEPHH.
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Opecku nepksBu Cpsatoro l'eoprus B Omopdokkircuu B 21 xkumomerpe ot Kac-
TOPHUH, UHTEPECYIOLIHE HAC POCIHCH KOTOPOH OBIIM BBINNOJIHEHH B 1295-1317 rT., —
XOPOIIO MU3BECTHBIHN yUEHBIM NaMATHHK, OJJHAKO OH ObLJI JIMIIb KPATKO OXapaKTepHU-
30BaH B 00LIMX paboTax, Kacaouuxcsa KacTopuy 1 NaMATHHKOB B €€ OKPECTHOCTSIX.
ITOJTHOIIEHHOTO MOHOTPa(HMYeCKOro OIHCaHNA NaMATHHK TaK U He ITOJIyYHJI I10 IIe-
JIOMY pARY IPHUYHH.

I'y1aBHAaA U3 9THX IPUYHUH COCTOHT B TOM, YTO (DPECKH 0 CHX ITOP MOJHOCTHIO HE
OTPECTAaBPHPOBAHbI — HE PACYHIIEHDB] U HE PACKPBITHI U3-I107] OCTATKOB IT03HUX I10-
HOBJIEHHH, 4TO, 6€3yCJIOBHO, 3aTPYAHAIO paboTy UCKyCCTBOBENOB. B HHXKHEH yacTH
XpaMa (CTOJIObI U CBOJIbI) KMBOIHCh COXPAHMJIACh B XOPOIIEM COCTOSHHH, TaK KaK
GoJIbIIas YaCTh ITOBEPXHOCTH (DPECOK OBLTA 3allMCaHa, a IO3/IHEE PACKPHITA U3-TIOK
3aIHCEN. DTO MOHATHO 10 COXPAaHUBIIMMCS HACE€YKaM, HAHECEHHBIM C IIEJIBIO YKpe-
IVIEHH S HOBOTO XXHMBOITHCHOTO €105, OUYEBHUIHO, UTO B LIEPKBH IIPOXOAUIIH IIPOTHBO-
aBapHIHbIE pecTaBpallMOHHbIE pabOThI: IPAKTHYECKH BCE COXpaHUBIIHECS (PPECKH
aKKypaTHO O60PTOBaHBI, 4 HUKHSA YaCTh HA0CA, BKJIIOYas CBOABI, PACUHILIEHA H3-TI0]
MO3IHHUX ITOHOBJICHHH.

BbICOKO€ Ka4eCTBO M BBIAAIOIIHECA XYAOKECTBEHHbIE OCOGEHHOCTH KMBOIHCH
OMOpP(hOKKIHUCHH MTOGYAMIIM HAC CPABHUTB €€ HE TOJIBKO C MarHCTPaJIbHBIMH aHCAM-
6JIIMH CBOETO BPEMEHH, HO H C B3IIMPCKHM HCKyCCTBOM TOTO e nepuoja. B CesepHoi
I'penuu XIII B. UMEHHO DIIMPCKHUH [AECIOTAT OCTABAJICA OJHOM M3 BaXKHEUIIHX I10-
JIMTHYECKUX CHJI U COXPAHSAJ XyL0XKECTBEHHbIE MaCTEPCKHE. MBI IIPEAIIOIAraeM, 4YTO
Hallli MacTepa 6bLJIM 3HAKOMBI € TaMATHHUKAaMH, BHIIIOJTHEHHBIMHU B TaK Ha3bIBA€MOH
«Kyb6uCTHYECKOM» MaHepe KoHIa XIII B. (Boropoauna Ilepusienta B Oxpuje, IIpo-
TaT B Kapee). OgHaKO (DPM3HOTHOMHYECKHE THIIBI, HEKOTOPblE MKOHOTpaHYeCKHe
PELIEHH, 4 TAKXKE XapaKTEP OPHAMEHTHKH H PaCIPEENEeHN A KOMIIO3UIIUIH Ha CTEHE
(manmpuMmep, pasfieseHHe OpPHAMEHTOM €BaHTEJIbCKHX CII€H Ha Pa3HBIX CKJIOHAX OHO-
TO 1 TOTO e CBOJ]a MJIH OPHAMEHT, 3aBEPIIAIOIINH CTeHY B « EBXapHCTHH>») CBA3BIBA-
IOT XKHUBOIMHCh OMOP(OKKINCHHU € SMHUPCKHUM U MIPHIIEIICKUM HCKyCCTBOM (dpecku
F0XKHOT'0 CBO/ja IIEPKBH BJlaxepHCKOTO MOHACTBIPs B APTE, aliCH/IbI LIepKBU ITopTa I1a-
Harus 6s113 Tpukaisl, epkBu CB. Hukosasa B Bapoie, CB. ApxaHresios B ITpuiene).

TakuM 06pa3oM, ¢ HallleH TOUKH 3peHHs, Ppecku OMOPQOKKIHNCHH — CJI0XKHOE,
MHOTOTPaHHOE fIBJIEHHE, IBHO CBA3aHHOE KaK C BaXXHEHWIIMMH TEHIEHIUAMH B HC-
KyccTBe MakemoHUH KOHIA XIII B., TaK U € BIIUPCKOU XYIOXKECTBEHHOU CPENOH.
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POBHHIMAIbHYIO XHUBOMKCH XIII B. B TpyAax HCKYCCTBOBENOB CEPEAUHBI U BTO-

PO 110JI0BHMHBI XX B. YaCTO PACCMATPHUBAIM KAK apXaU3HUPYIOLIYIO, 3a11a3/IbIBAI0-

IIyI0 B pa3BUTHUH, OPUEHTHPOBAHHYIO HA IT03JJHEKOMHHHOBCKHE TPASHUILIUH, T10
CPaBHEHMIO C OCHOBHBIM KJIACCUIIM3HPYIOIIUM HAIIPABJIEHUEM CTOJTUYHOTO UCKYCCTBA.

B nocienHue JecATHIETHS C BBEEHHUEM B HayYHBIH 060pPOT HOBBIX MAaMATHHKOB
TaKOM IOJXOJ IoJBepraeTcs IepecMoTpy, obpalieHHe K KOMHHHOBCKOMY MCKYCCTBY
OLICHHMBAETCA KaK CO3HATEJIbHOE U [laxke IIPOrpaMMHOE.

HckyccTtBo CeBepHOU MakenoHuH XIII B. He pacCMaTpHUBaJIOCh B TAKOM KOHTEK-
CTe, TEM He MeHee aHcaM6iu Ilpuena, co3ilaHHbIe B TocaeAHIO TpeTh X111 B., TakHe
Kak 11epkoBb CB. Hukomasgs B MaHacTupe, LepPKBU ApxaHreyna Muxauia, Cs. JJumu-
Tpusa 1 CB. Huxkosag B Bapoiile, IOATBEPXKAAIOT 3TO IIPEAIIONOKEHUE, IPUMEHAEMOE
paHee K naMATHUKaM ['penmu.

HKoHOrpadHYecKHe AeTaIH, TAKHE KaK MacIITabHble 06pa3bl ApxaHreaa MHXaH-
Jla — IIOKPOBUTEJISL OCHOBATENIA HOBOM JMHACTHH, KYJIbT KOTOPOTO B 3TO BPEMSA B CTOJIHM-
e 6blJ1 0CO6EHHO CHJIEH; TEMa PATHBIX 1106€e7 B 06pa3ax BeTxoro 3aBeTa, IOCBATHTENb-
Has HaJIIHCbh, YIIOMHUHAIOMAsA TPEX BU3aHTHHCKHUX HMIIEPATOPOB-TIOOEHUTENIEH Pa3HBIX
anox (KoHcranTuHa, Anekcus KomHMHa 1 Muxania ITaseosnora), OpHaMEHTHI aJITaps C
QUTI0O3UAMH Ha BU3aHTHHUCKUH rep6, CTaBAT IPHUIIEIICKHE aHCAMOJIM B KOHTEKCT CTPOH-
TeJIbHOM NporpaMMsl Muxauna VIII ITaseosiora o BO3pokaeHHIO HMIIEPHH.

CTHJIMCTHYECKHE OCOOEHHOCTH >KHBOIIMCH IPHJIENCKUX aHcaMO6iel o6Hapy-
XKHBAIOT TECHBIE XYOXKECTBEHHBIE CBA3H C DIHpOM, I'peyeckoli MakenoHHENH U
CepOueii. Pa6orasmas B OXpHICKOHM apXHENHCKOINH XyJOXKECTBEHHAs apTejb IO,
PYKOBOZACTBOM AHAKOHA U pedepeHaapus MoaHHA YIIOMHUHAETCS B KTUTOPCKOM HaJl-
nucHy B Lepksu Cs. Huxkosiag B MaHacTHpeE, OHOTO U3 PACCMAaTPHUBAEMBIX B JJOKJIA-
Jle TIPUJIENICKUX aHcaMOjieH. Xy/TOKHUKH apTeNH, CPeAH KOTOPBIX MOXKHO BBIJIEJIUTD
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XapaKTePHbIE MAHEPDI IIATH MACTEPOB, COENHUHAIOT 3JIEMEHTDI INIACTUYECKOTO CTHIIA,
6s1M3K0ro K pocnucsiM CorouaH, CO CTHIN30BaHHBIMM YePTaMH I03JHEKOMHHHOB-
CKOT'0 HCKYCCTBa, 06pasys OPUTHHAJIbHbIE COYETAaHMA. OTAENbHBIE TPUEMBI U THITAXKH
6JIM3KH BMHUPCKOH M CePOCKOM XKHBOIHCH, 3 HEKOTOPbIE 06pa3bl € MPEYBETHNUYEHHOH
JIMHEMHOM CTHJIN3allMeN U OJlTHOBPEMEHHBIM aKLIEHTOM Ha 00BbEM IPEBOCXHILAIOT
YTPHPOBAHHO r€OMETPHUECKUH XYJ0KECTBEHHBIN A3bIK MUxXania U EBTHXHA ACTpa-
NaJl0B. B mpHIIencKux aHcaMO6IIAX nocaeaHel yeTsepTH X111 B. HapaBHE C BIAHSHHEM
«TAXKEIIOr0» CTHUJIA ACTPaNazioB sACHO IIPOCJIEKHBAIOTCS €IIE€ YCHUIUBIIHECS CBA3H C
MO3AHHUMH 3TTUPCKHUMH ITAMATHHKAMH.

TakuM 06pa3oM, B KUBOIMCH aHcamb6iieH ITpuiena BTOpod mosioHHBI XIII B.
NIPENCTABJIEH IPAKTHYECKH BECh CIIEKTP CTHIUCTHYECKHUX BApHALMH BU3AHTHIHCKOHN
sxkuBomnucH XIII B., OT OCTPOH MO3THEKOMHHHOBCKOH IpapMYHOCTH 10 HOBOT'O «ILIa-
CTHUYECKOT0>» CTHJIA. DTH HAIlPaBJIEHHS OJIM3KH aHCaMOJIAM I'peliuu TOro Xke BpeMe-
HH, 0co6eHHO CeBepHOM I'peliiu ¥ DNHpa, KOTOPBIE TAKKE, C OAHOH CTOPOHBI, CO3HA-
TE€JIbHO OPHEHTHPOBAJIMCh HA KOMHHHOBCKOE MCKYCCTBO KaK Ha BEJIMKOE IIPOIIIOE
HMIIEPHH, 4 C IPYTOH — ObLIH YyTKH K HOBOH, IPOHUCXOJUBIIEH U3 XKUBOITMCH CTOJIM Y-
HOTO KpyTa OPHEHTAIIMH Ha KJIACCHYECKOE HCKYCCTBO B €T0 IUTACTHYECKOH dopMe.

LlepkoBb ¢ ceBepo-3anagHon cTopoHbl CeaTton Cocumn
B dPeccanoHnkKax: HoBble flaHHble

Church on the North-West Side of Hagia Sophia

in Thessaloniki: New Data

KceHnusa CepreeBHa TynuubiHa Ksenia Tupitsyna

MockoBcKaa rocyfapCTBEHHas Xy4OXeCTBEHHO- Moscow State Stroganov Academy of Design and
npombllneHHaa akagemua nmenn C. I, CtporaHoBa, Applied Arts, Russian Federation

Poccniickaa ®epepaumnsa

KnioueBble cnoBa: co6op CB. Codun, LEPKOBBL C Key words: Hagia Sophia, church on the north-
ceBepo-3anafHoi ctopoHbl CB. Codun, M. Manare-  west side of Hagia Sophia, P. Papayeoryiou, fire of
opruy, noxap 1890 r. B ®eccanoHunkax, apxeonorn- 1890 in Thessaloniki, chapel of Christ the Savior,
yeckme packonku, YacosHa Xpucrta Cnacutens archaeological excavations

aprycre 1890 r. B PecCaJIOHMKAX IPOM3OLIEN Pa3pyLIMTENbHBIH I10XKap, OT
KOTOPOT'O CHJIbHO IOCTPaJajl GbIBIIMIH B TO BPEMA IJIAaBHOM MEYETHIO FOPOAA
co6op CB. Cocuu. ITo OKOHYaHHH GEICTBHS I'PEUYECKHUH apXeosIor-JII00HTENb
I1. ITammareopruy 06HAPyKHJI C CEBEPO-3aIIaJHOH CTOPOHBI CO60Pa HEGOJIBIIYIO LIEP-
KOBb, KOTOpPasd BO BPEMsA TYPELKOM OKKYIAaLlMH ObLIa IIPEBPAILEHA B XKHJIOE 3/laHHE.
BeoencTBre MEPECTPOEK M ITOCJIENYIOIIETO MMOXKApa LEPKOBb CHJIBHO IOCTPajajia v
HAaXOJMJIaCh B PyMHHPOBAaHHOM COCTOAHHMH. HecMOTps Ha 3TO, B aITAPHOM 4aCTH CO-
XPaHMJIACh KMBOIIMCHAS JIEKOPALHs, KOTOpas CTajla BUJHA B PE3YJITATE OCBIIIAHHSA
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IITYKATypKH. JIydllleH COXPaHHOCTBIO OTJIMYAJIACH CLieHa EBXapHCTHH C IBOMHBIM
H300paxkeHHeM XpHCTa, JaTHPOBaHHAas Ipe4ecKuM HcciaegoBaTesnieMm XIII B. 1 omu-
CaHHasg UM B cTaTbe 1894 r. BaxXHO OTMETUTDH OTCYTCTBHE HJIIIOCTPATUBHOIO MaTe-
pHaa B YKa3aHHOM cTaThe. B cepenmne 1890-x rr. ®eccasOHMKHA NOCETUI PYCCKHUH
ucciaenosarens . Y. CMHPHOB, KOTOPBIM TaKXK€ OCMOTPEJI JaHHYIO LIEPKOBb M KpaT-
KO YIIOMSHYJI 0 HEH B CBOEH CTaThe, TOCBAIMIEHHOH Mo3anKaM cobopa CB. Coduu. Of-
HaKO B €T0 IyOJHKAallMH HOBBIX MaTEPHAJIOB O LIEPKBH C CEBEPO-3aIIaffHOM CTOPOHBI
CB. Cocpuu mpuBeieHO He 6b110. MajloHcciIeJoBaHHAs II€PKOBb BCKOPE 6bLIa ITOJIHO-
CTBIO Pa3pyIll€Ha, a CBEJEHHU O €€ MECTOIOJI0KEHUH YTPAYEHBL.

B XX B. Ha TEPPUTOPHH OKOJIO co6opa CB. COpHUH HECKOIBKO pa3 MPOBOAHIIHCE
O6IIHMpPHBbIE APXEOJIOTHYECKHE PACKONKH. B 4acTHOCTH, € c€BEPO-3aMaJHOMH CTOPOHBI
PACKOIIKH BEJTUCH B 1926-1927 rr. A. KCHHTOITyJ10COM U B 1962 1. @. IpocogHHM. B x0m€
paboT HCCIENOBATENH MIBITAINCh OTOXKAECTBUTD HAHIEHHBIE HMH OCTaTKH apXHUTEK-
TYPHBIX IIOCTPOEK € omHcaHHOM II. Ilamareopruy LiepKOBBIO, a2 TaKXKeE C II€PKOBbIO
Xpucra CrracuTesis, KOTopas yIIOMUHAETCA B ABYX JOLIENIIHX 0 HAC HCTOPHYECKHX
HCTOYHHKAX. OJJHAKO CTOJIb HEOOJIBILIOE KOJITHUECTBO CBEIEHHH, OCTaBIeHHbIX IT. ITa-
[areopruy, He /1aBajlo BO3MOXKHOCTH HCCJIEA0BATENAM C/I€NaTh KaKHe-JIM00 OKOHYA-
TEJbHBIE BBIBOJBI 110 JAHHOMY BOIIPOCY.

B poccHMCKHX apXMBaX HaMH ObLIH BBIABJIEHBI U aTPHOYyTHPOBAaHBI PAHEE HEH3-
BeCTHBIE (poTorpacHH LEPKBH C CEBEPO-3aIIafHOI cTOpOoHbI CB. CodHH, CieTaHHbIE
S. 1. CMHPHOBBIM (HCTOPHS aTPUOYIIMH IIPUBEIEHA B JOKJIaje). DTH CHUMKH, BBe-
JE€HHBIE B HAYYHBIM 060POT, IO3BOJIAT IIPOJOJIKMTD U3y4Y€HHE JAHHOTO IaMATHHKA.

Anupckas Tpaavumnsa B apxutektype Oxpuvaa u Npunena
koHua Xlll — Havana XIV Beka

The Architectural Tradition of Epirus in Ohrid and Prilep
of the Late 13" — Early 14" Centuries

CeeTnaHa BnagucnaesosHa ManbueBa Svetlana Maltseva
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NHCTUTYT TEOPUN U UCTOPUN aPXUTEKTYPbI Planning, Russian Federation
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ocye 3axBaTa KOHCTaHTHHONOIA B 1204 I. B BU3AHTUIHCKOM 30YECTBE MIPOMC-

XO[UT IOBOPOT: CTOJIULIA YTPAYHBAET KOHCOJHIUPYIOLIYIO POJib, TOT/A KaK pe-

TMOHJIbHbIE IIEHTPHI TOJIy4YaroT 0c060€ 3HAUYEHHE U HAUMHAIOT Pa3BUBATDh CO6-
CTBEHHYIO apXUTEKTYPHYIO HAECHTHYHOCTb. B COXpaHMBIEM HE3ABHCUMOCTh DIIHPE HA
npoTskeHuH X111 B. cpopMHpOBaJICS JOBOTBHO CHELM(MHUYHBIH PETHOHAIBHBIH BADHAHT
aApPXUTEKTYPhI, COYETABIINHN BU3AHTHUHCKYIO TPALHULIMIO C 3aM1aHOEBPOIIEMCKUMHU BIIHS-
HHUAMH 1 CHHTE3UPYIOLIHH IPUYYAJIHBbIE THOPH/IHbIE PEIIEHHA B PyCJle IIOMCKOB HOBOM
BBIPA3UTENBHOCTH. TeM HE MEHEE MOXKHO BBIJIEIMTh PAJ| yCTONYHBBIX IPU3HAKOB, COCTAB-
JIAIOIINX OCHOBY BIIMPCKOM TPAJUIIUH: IPe06JIa/JaHHe 6A3UIIHK, YACTO — C TOBBIIIEHHBIM
TPaHCENTOM, TPEXTPAHHBIE AIICH/IBI C INHPOKOM CPEAHEN I'PAHBIO, ATEKTOHUYHOCTD KaK
(hopMOO6PasyOI NI IPHHIIMII, 0COGBIE H3BOJ| KJIaAKH KJTya30He, TOPU30HTAIbHAS JIOTH-
Ka OPTaHM3aIHH (acaJoB ¢ (PPHU3OBBIM PACIIOIOXKEHHEM JIEKOPa, XapaKTEPHBIH JleKopa-
THUBHBIH BOKAOYJIAP, BKIIOYAIIINH KAMEHHYIO Pe3b0Y M KEPAMHYECKHE BCTABKH.

K xoHity XIII B. ¢ ©U3BMEHEHHEM MOJIUTHYECKOTO KJIHMATA CTPOUTEILCTBO B DITH-
p€ CXOIMT Ha HET, SIIIMUPCKAS APXUTEKTYPHAs IIPAKTHKA BMECTE C MUTPALMEN CTPOHU-
TEJIbHBIX apTeJiel IEPEXOUT B ApyTHE PETHOHAIbHBIE IIEHTPBI, TZI€ 0COOBIM 06pa3oM
Pa3BUBAETCA M JIOKHUTCA B OCHOBY CTAHOBJIEHHSA IO3HEBH3AHTHMCKOMN JIOKAJIbHOM
cniennduky. Ecian B CaloOHHKAX, a 3aTeM B B CKOIIbe SITHPCKAs TPAAUIH ObLIa JIHIIb
OFHHM H3 HECKOJBKHX HCTOYHHKOB (POPMHPOBAHHSA MECTHOTO BApHAHTA ITaJI€0JIO-
TFOBCKOTO CTHJIA H MPHUCYTCTBYET B OCHOBHOM Ha YPOBHE KJIaJAKH H OTJEJIbHBIX apXH-
TEKTYPHO-IIACTHYECKHUX 3JIEMEHTOB, TO B apXUTEKType Oxpuna u Ilpuierna oHa Ha-
111JIa IIOCJIE0BATEIbHOE IIPOJOJIKEHHE.

OrmpezesuB LEeIbI0 JaHHOIO JOKIaa Ha IIpUMepe NaMATHHUKOB Oxpuaa u Ilpuite-
113 BHIABHUTD BIMAHHE SIHUPCKOH TPAJHUIHH Ha CTAHOBJIEHHE H PAa3BUTHE I1AJIE0IOTOB-
CKOM apXHTEKTYPbl B MaKeJOHHH, MBI ITOIIBITAEMCS OIIHCATh OCHOBHbBIE 0COGEHHOCTH
IMaMATHHKOB U IIPOCTIEAUTD, KAKOE PA3BUTHE ITOJIYYHIA SIIMPCKasA TPASHUIIHS HA MaKe-
JOHCKHX 3€MJIAX, KAKHE TUITOJIOTHYECKHE, KOHCTPYKTHUBHBIE M JEKOPATHBHbIE OITIIHU
OBUIM TEPEHATH M KaKHM 06pa3oM MOAHMHIIMPOBAJIACh APXHUTEKTYpHas UAECHTHY-
HOCTb DIHPa B PETHOHAJIbHOM NO3HEBU3aHTHHCKOH IIPAKTHKE.

KTutopckuin noptpert B ucropmorpacdmm BU3aHTUNCKOro
MCKYCCTBAa: MHTepnpeTauus, TMNOAorusa, BOCnpuaTme
Donor Portrait in Historiography of Byzantine Art:
Interpretation, Typology, and Perception

AHHa ApamMoBHa ApalluMHCKas Anna Adashinskaya
Konnepx Hosoli EBponbl, ByxapecT, PyMblHUA New Europe College, Bucharest, Romania
KntoueBble cnoBa: NOPTPET, BU3AHTUIACKOE NCKYC- Key words: portrait, Byzantine art, byzantinists,

CTBO, BU3aHTUHUCTbI, MKOHOrpadud, odeBmnaed, coun- iconography, beholder, social history of art, epigrams,
anbHas NCTOpPUA NCKYCCTB, ANUrpammbl, akdpacucel  ekphrasis
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he present paper is going to address the problem of Byzantine portraits — more

precisely, Palaiologan portraits — in 20%-century Art Historiography, and to

juxtapose it to the perception of portraits in Byzantine sources. Thus, it will
analyze the theoretical paradigms and methodologies employed in past studies of
images of historical personages.

The approach to Byzantine portrait by G. Millet was later developed by E. Kitzinger,
I. Spatharakis, and P. Miljkovi¢-Pepek. In search for the Hellenistic origins of
Byzantine painting and their ‘true realism’, they looked for a ‘genuine likeness’ between
the image and the ‘sitter.” In their view, the portraits were distinct from other figures
(predominantly religious), as Byzantine artists employed a different, more realistic,
manner emphasizing the faithfulness of these images to the originals. Thus, looking at
the stylistic characteristics, these scholars elaborated aesthetic concepts and focused on
the painters’ techniques.

In opposition to the previous method, a group of scholars following A. Grabar’s
iconographic approach to imperial imagery paid attention to typology, composition,
and historical dynamics of Middle and Late Byzantine portraits. An article by T. Velmans
proposed a typology of portraits (royal, votive, funerary, historical) and turned the
attention to Palaiologan monuments that were overlooked or underestimated earlier.
Serbian Iconographic School (V. Puri¢, I. Pordevi¢, D. Vojvodi¢, etc.) developed the
approach initiated by S. Radojci¢ working on Serbian rulers’ portraits. In its core, one
may observe two bedrock concepts: 1) unity of Byzantine and Balkan Slavic Art as shaped
by the same iconographic principles; 2) politics, ideology, and negotiation of power as
driving forces behind the evolution of compositions including historical figures.

Following C. Mango’s historical approach to Byzantine images, another group of
scholars (Ch. Walter, E. Yota, S. Tomekovi¢-Reggiani, E. Drakopoulou, etc.), formulated
the sociology of Byzantine portraits. By looking closely at the status, wealth, gender,
and profession of the commissioners, these scholars analyzed the relations between the
represented personages and the receptive communities. The introduction of epigraphic
material on equal terms with images, allowed to S. Kalopissi-Verti to demonstrate the
interrelation between the visual and written components in the creation and perception
of Byzantine portraits.

The most recent studies on Byzantine portraits, undertaken by S. Brooks, I. Drpi¢,
K. Marsengill, R. Frances, and others, focus on two new methodological issues,
namely: rhetorical technics and donors’ identities. On the one hand, they notice such
important aspects of Byzantine images as placement, accessibility, participation in
rituals, and interaction with beholders; on the other hand, these new studies analyze
how the commissioners’ emotional state and social ambitions affected and effected the
appearance of the monuments.

To conclude this paper, I will turn to the elusive but very important approach to
Byzantine portraits, namely: their perception through the eyes of contemporaries.
When reading the accounts of Late Byzantine historians, ekphraseis, and art epigrams
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by Manuel Philes, striking differences between medieval and modern gazes occur. The
Byzantines, indeed, appreciated realism, but understood it in a completely different
way, as a faithful image of social, psychical, and physical self. They were concerned
with feelings that a scene (‘theama’) produced in beholders: grieve, amazement, or
compassion; they rarely described the actual appearance or details of portraits, limiting
the accounts to generalized statements on beauty and vividness of paintings.

Numerous examples of prolonged discussions on the commissioners’ status,
achievements and piety may suggest that the accompanying inscriptions played
important role in the course of perception. Thus, images revealed themselves in
relations to the beholders, but their primary aim was the relations with the divinity.
Besides, many examples of the Palaiologan portraits witness about some discrepancies
between the actual appearance of the commissioners and their portraits: a personage
may be depicted older or younger than (s)he is or more fine-featured. Nevertheless, the
image could be true even when it did not reflect the actual age or features, but rather
evoked the commissioners’ selves in the memory of the beholders.

The Icons from Slegovo as a Contribution to the Artistic
Creativity of Kratovo in the Course of the 15" — 17*" Century
MNKoHbl 13 LLlneroea 1 nx 3Ha4eHne B Xy4OXXECTBEHHOM
Tpagnuum Kpatosa XV—-XVII Bekos

Oapko Hukonoecku Darko Nikolovski
HaunoHanbHbI PectaBpaumoHHbIR LEHTP, National Conservation Center, Skopje,
Ckonbe, MakeaoHns Republic of Macedonia

KnioueBble cnoBa: Kpatoso, Aunmutap MNenny, nko- Key words: Kratovo, Duke Dimitar Pepic, icons from
Hbl LLIneroBa, nckycctso XV—XVII BB. Slegovo, 151" — 17" centuries

n the 15"-16™ centuries, Kratovo was in the cluster of the relatively significant

economic centers of the Balkan region mostly owing to the function of the wealthy

iron mines. Due to that beneficial economic climate, Kratovo became the centre of
literary and artistic manifestation. In the atmosphere of such cultural activities, the Duke
of Kratovo, Dimitar Pepi¢ particularly distinguished himself being closely connected
to the agile Head of the Ohrid Archbishopric Prochor (1525-1550) who endowed the
nobleman with the title of “economus ... of the Holy and Grand church of Iustiniana
Prima” not only due to his generous material donations, rather his active participation
in ecclesiastical life. His well known commissions are: the monastery of St. Nicholas
Toplicki, where he appears as the primary khtetor, than the renewed temples in the Slepce
monastery — St. John Prodrome and the Most Holy Virgin Mary of Kicevo; however, he
sent precious donations to other monasteries, as well, among which Lesnovo, Treskavec
and the Russian monastery of St. Panteleimon on Mount Athos.
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In order to expand the knowledge on the creative activity of Kratovo as an artistic
milieu, we can also count the icons brought into the depot of the Church of the Holy
Mother of God in the village of Slegovo in the vicinity of Kratovo. There are 12 icons
which represent the collection of works from several different chronological eras (15%/16
- 17 Century), most probably found in an undisclosed church, having in mind that the
erection of the temple is dated in 1861. They are part of, at least, two iconostases and have
been customized for the new iconostasis constructed in the 19™ century, whereat they
have been repainted on the reverse sides, while some of them have been cut in several
portions undergoing serious damages. The older iconostasis, which dates back to the
15h/16' century, comprised the icons of St. Paraskevi (Reg. number 323), St. Kiriaki (Reg.
number 324), St. Nicholas (Reg. number 326, 329), St. Archangel Michael (327a, 327b),
Holy Virgin and Child (Reg. number 328) and the expanded Deisis (Reg. number 330),
while in the 17" century the icon with the St. Nicholas Vita was created (Reg. number
332) as well as another specimen of an expanded Deisis (Reg. number 331).
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Poccuiickag ®epepaumnsa of Sciences, Russian Federation
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A. Munnep (1875-1935) — Brlparomuiics y4€HbIH-KaBKa3oseq, ¢ 1918 mo

1923 r. gupekTOp Pycckoro Myses — BHEC HEOLIEHUMBIH BKJIa/l B U3y4YE€HHE

IpeBHocTel KaBkasa. BeClleHHBI KaK II0JIEBbIE HAaXONKHU HMCCIIENOBATEN,
TaK U €ro TEOpeTHYECKHE U3bICKAaHUA B IAHHOM 00JIaCTH.

A. A. Munep oJHUM U3 IIEPBBIX C(POPMYITHPOBAT KIIFOUEBOH I U3yUYEHHA I PEB-
HocTeH KaBKasa T€3HC O «IIPEEMCTBEHHOCTH M HENPEPBIBHOCTH B Pa3BUTHH OCHOB-
HBIX (POPM>» MaTEPHATIbHBIX IIPEIMETOB B «KaBKa3CKOM sI(PETHIECKOM MHpPE» «IIPH
CPaBHHUTEJILHO HE3HAYHUTEIbHBIX BAPHAIIMOHHBIX H3MEHEHHAX».

DTOT TE€3UC UCCIIEN0BATEIID ITPOMUJIIOCTPHUPOBAJI IOMHUMO IIPOYETO TEM, YTO ITOKA-
3aJI, KaK JIpeBHEHIIIHE CaKpaJlbHble 3HAKH (Pa3jIM4YHOTO Pofia PO3€TKH, pora, HEKOTO-
pble OPHAMEHTBI U T. JI.) UCIIOJIb3YIOTCA B OBITOBOH MaTEpHAJIbHOH KyJIbTypE COBpPE-
MEHHOro emy JlarecraHa.
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I pyroe BaxkHOE TEOPETHYECKOE JOCTHKEHHE METOAOIOTHYECKOTO CBOHCTBA Kaca-
eTcs u306paxkeHHUH cobak. B cTaThe, MOCBAIIEHHON 9TOM TeMe, A. A. Muiep noka-
3aJI, KaK MOXKHO IIPOCJIEUTH TPaHC(HOPMAIIHIO 06pa3a CO6AKH Ha IIpeAMETaxX HauNHas
C PHUTYaJIbHBIX KOOaHCKHMX TOmopos (X-VII BB. [I0 H. 3.) BIUIOTh JI0 Pa3JIMYHOTO poja
cTe, faTupyeMbix XVI B. BoIIaromyics y4€HBIH CyMe, ¢ OTHOM CTOPOHBI, TPOJEMOH-
CTPHPOBaTh IIPEEMCTBEHHOCTb M HENPEPBIBHOCTh B H300pa*kK€HHH 3TOTO XKHBOTHOTO
Ha KaBkase, ¢ Apyroil — cpopMyJIHpOBaTb OCOGEHHOCTH, XapaKTePHBbIE IJIs MMO3JHUX
H300paxkeHNH (CTUIHN3aLHA U YCJIOBHOCTD [P COXPaHEHHNH KJIIOUEBBIX 4EPT).

CrenanHble A. A. MHJJIEPOM OTKPBITHSA II03BOJIAIOT Pa3BUTh CPOPMYITHPOBAHHEIE
UM upeu. Tak, HaIpUMep, B U306paKe€HUH ObIYbEH I'0JIOBBI TAKXKeE, OKa3bIBAETCH, MOXK-
HO BUJIETD APEBHEHIIINM CAaKPaJIbHBIH 3HAK, KOTOPBIH COXpaHsAET CBOE 3HaAUEHHE KaK B
XPHCTHAHCKOH KyJIbType KaBKasa, TaK M1 B COBpEMEHHOM TPafHIIHOHHO-ObITOBOM.

YTo KacaeTcs o6pasa co6akH, TO 0003HaUYE€HHbIE A. A. MHJIJIEpPOM TEHAEHIIUH I10-
MOraloT I10-HOBOMY OCMBICJIUTb H300paKeHHUs HaJ ITIaBHBIM BXOZIOM B XpaM Ha rope
JlamkeHgap.

BbIBOZIBI Y4EHOTO BaxKHBI TAKKE 1JIs1 000CHOBAHUS BO3MOXKHOCTH paccCMaTpHUBaTh
300Mop(HBIE 06pa3bl, KOTOPbIE BCTPEUAIOTCS Ha XPUCTHAHCKUX XpaMax d1noxu Cpep-
HEBEKOBbS Ha KaBKa3e, KAaK CHHKPETHYECKHE H CAKPAIbHBIE, IOHMMAEMBbIE KaK TaKO-
BBIE 33/I0JITO JI0 yTBEPKAEHHA Ha KaBKaze MOHOTEMCTHUYECKHX PEJIMTHH.
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Art in Modern and
Contemporary Times:
Transformation of Medieval
Thinking, Heritage,
Historical Memory

MepBbi cag. ApeBHenwmne chopmbl naHawagpTHOro
MCKYCCTBA B KOHTEKCTE UCTOPUM U nctopmuorpacmm
XVIII-XX BekoB

The First Garden. The Earliest Forms of the Landscape Art
in the Context of History and Historiography

of the 18""—-20" Centuries

Bopuc Muxaiinosuy Cokonos Boris Sokolov

Poccuniickunii rocynapcTBEHHbIA NyMaHUTapHbli Russian State University for the Humanities,

yHuBepcuteT, Poccuiickad ®egepauns Russian Federation

KnioueBble cnoBa: Caabl [JpeBHero Boctoka, ap- Key words: Gardens of the Ancient East, archaic

xanyeckune cagbl, cagbl MHamu, cagsl VipaHa, cagsl gardens, gardens of India, gardens of Iran, gardens

Mapokko, cagbl CpeaHux Bekos, cafdbl XX B. of Marocco, medieval gardens, gardens of the 20"
century

VicchepnoBaHue BbINONHEHO Npu (hnHAHCOBOM noaaepxke PODKV B pamkax HayuyHoro npoekta N° 18-012-
00826.
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epBHYHBIE (DOPMBI CaTOBOTO UCKYCCTBA, BOSHHKIIETO Ha 3ape LIMBUIH3AIHH

JpeBHEro BocTOKa, MOXKHO IIPOCJIEANUTD U PEKOHCTPYHPOBATD 110 aHAJIOTHH

¢ Haubosee apXaudHbBIMH H3 JOKYMEHTHDPOBAHHBIX H COXPAHHBIIHXCA Ca-
70B. K HUM OTHOCATCA XpaMOBBhI€ cajibl ErunTa n KXxMepcKoi HMIIEPHH, KOPOJIEBCKHE
napky Aranb 1 Menapa B Mappakene, cajibl 0a3ucoB Caxapsl, INTaBy4YHE IJIAHTALAH
CoynMMIIbKO B MeKcuKe. II1aHUPOBKA TAKOTO CaJla IPOUCXOAUT OT OrOpofa 1 IIJIaH-
TallUH — 5TO OTOPOKEHHBIN CTEHOH IIPAMOYTOJIbHHUK C PANOBOM IT0CANKOMN JEPEBLEB.
Ero 0MOJHAET LEHTPAJIbHBIN 3JIEMEHT — 6aCCEHH, XpaM HJIHM JABOPELL, 4aCTO Ha BO3-
BhIIIEHHUH. COUYeTaHHE BOAOEMA U ITOCTPOHKHU JAET MEPBbIE BAPDHAHTHI KOMIIO3ULIAH
(Menapa, AHTKOp Bat, BUJIJIBI Ha ETHIIETCKHX (DPECKaX).

DOpMBI «IIEPBOTO CaJ[a>» BapbUPYIOTCS B MCTOPHMYECKOM Pa3BHUTHH JaHAIIA(DT-
HOTO MCKycCTBa. OHH XOpOIIO NPOCIEXKHUBAIOTCA B KUTAMCKOM HMIIEPATOPCKOM
napke Mxs10aHb, B CPEJHEBEKOBBIX MYCYJIbMaHCKHX yap-6arax (caf ¢ KpecToobpas-
HBIM JI€JIEHHEM BOJOM Ha YEThIpe€ YaCTH — TaKOB H KOMIUIEKC Tazax-Maxaia B
Arpe), B popme caia DaemMa ¢ MHPOBBIMH PEKaMH I10 €I0 CTOPOHAM JIMGO I10 yTIaM,
B 3anafHOM CpeqHEBEKOBbE. bosee o3 IHHE BOIIOIIEHHUSA APXaHYE€CKHX CXEM JIAI0T
JIBOPBI-Caibl BOCTOYHBIX pe3upeHUNM XII-XIX BB.: Anpram6pa B I'paHane, bagusa
U baxusa B Mappakeiue, I'yimucran B Terepane, Opam B IIlupase, riaaBHas IUIOLIAAb
Haxm-u-JI2kaxaH B McdaxaHe. 3anagHble BapHallMH (hOPMBI «II€PBOTO Ca/ia» BKJIIO-
4aloT pUMCKHe BHILIBI (caf Jlopes TuOypTuHa B IToMIesnx, BoAHas BUIa B KOHUM-
6pure), IpoJOIKAIOTCA B MOHACTBIPCKUX ABOpax (Can MapTuHO B HearoJie), a B KO-
JIOHHAJIbHBIM M IOCTKOJIOHHAIbHBIN IEPHOBI JAI0T MHOXKECTBO HHHMBHYAJIbHBIX
pemrenu#i. K Hambosiee HHTEPECHBIM OTHOCATCS caf Maxopeis (1930-e) u TaliHbIH
caz (2016) B Mappaxketire.

C HHTepHpeTallMeN HIEH «IIEPBOTO CaZia» CBs3aHa M AJIMHHAA TpajHLMA ca-
noBo ucropuorpacguu. E€ panHHe BBIBOAB CYMMHUpPYyeT Xopac YOJIIION B OUYEpKe
«HICTOPHS COBPEMEHHOTO BKyCa B CaZloBO/ICTBE» (1770-€): cap BHaYase ObLI «II0-
JIOCKOH 3€MJIM MO KaIlyCTy M KyCTbl KPBIZKOBHHKA», 4 IIOTOM B COOTBETCTBHH C
TPE6OBAHHAMH POCKOIIH Pa3pocCsa M YCJOXKHHUJICA. CBOM IPEAIIONIOXKEHNUSA BbI-
CKa3bIBaJIUCh B paHHeH HaydyHOM suTepaTrype (oTxaiiH, Kyp6aToB), apryMeHTH-
POBaHHBIE OGOOIIEHHS [€JIAI0T COBPEMEHHbBIE HCCIIEOBATENH, U3 KOTOPBIX CJIe-
IyeT BbIAEIUTh daBuaa Parrica (D.-F. Ruggls. Islamic Gardens and Landscapes.
Pennsylvania, 2007).

JokJIaZi OCHOBaH Ha MaTepHajie, COOpaHHOM B DKCIEAMIIMAX 10 TPUALIATH CTPa-
HaM BocToka 1 EBpOIIBI, M HIITTIOCTPHUPOBaH (poTorpadHAMH U CXEMaMH aBTOpPa.
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Pe3npeHuus lNetpa | B KONOMEHCKOM: KOMMNMEKCHOe
UCTOPUKO-apXeosiorm4eckoe nccnegoBaHme

Peter the Great’s Residence in Kolomenskoye: Integrated
Study on History and Archaeology

Svetlana Baranova CeseTtnaHa MsmaunosHa BapaHoBa

Russian State University for the Humanities, POCCUIACKNIA FOCYAapCTBEHHbIA M'YMaHUTapHbIN
Russian Federation yHuBepcuteT, Poccuiickaa ®eanepauns
Leonid Belyaev Neonnpg AHppeesuny BensieB

Institute of Archaeology of Russian Academy WHCTUTYT apxeonorum Poccuiickon akagemmm
of Sciences, Russian Federation Hayk, Poccninickag @epepaums

Key words: Early Modern time, Peter the First,  KnioueBble cnoBa: PaHHee HoBoe Bpewms,

the Residence of Kolomenskoye, the Tsar’s Métp I, KonomeHckoe, pesnaenunsd, Focyaapes
Palace, architecture, art, Europeans in Russia, OBOP, ABOpeL, NpnABOPHadA Ky/ibTypa, UHTe-

court culture, archaeology of the transitional pbepbl, MaTepuranbHasa KybTypa, apxnTekTypa,
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nepexoaHoro nepmnoga

ViccnepoBaHve BbINOHEHO NpW (PMHAHCOBOW noaaepxke PODU B pamkax Hay4HOro npoekTa
N° 20-09-42021.

OJIOMEHCKOE — LIapCKas M HMIIEPATOPCKas PE3UACHLIHA Ha IMPOTAXKEHUH XVI-

XIX BB. 37ech 4acTO OBbIBAJIM MPEACTABUTENN JUHACTUH PropukoBuyed U Poma-

HOBBIX. CO BTOPOH M0o10BUHEI XVII B. 9TO Ii1aBHasd pesuaeHn s PomaHOBbIX. Ho-
BBIM aHCaMO6JIb I'ocylapeBa ABOpa HadaJl CTPOUTD Lapb AJleKcel MHXalIoBHY, a €r0 ChIH
uapb Enop AseKceeBUY 3aBEPIINII CTPOHUTEIbHBIE pa0O0ThI, BO3BeAs CTOJIOBYIO MAJIATY.

C IBOpLIOM OTLIa U 6paTa cBs3aHO JeTcTBO IleTpa I. ITo3xke oH BKIoumI Koso-
MEHCKOE B LIEpEMOHMAaJIbl NIpa3fHOBAaHUM B3ATHA A30Ba M Nob6enbl noj ITonaTaBoH,
IIOCTPOMJI 3/I€CH JIBE MOTEIIHBIE 3€MJISSHBIE KPEMIOCTH M MOTELIHBIH JBOPEL, IIPOBO-
JHJI Ha TEPPUTOPUH PE3HAEHIIMHY BOCHHbBIE YYEHHUSA M Pa3MECTHII 3[IECh CBOH ITOJIKH
B 1712 r. HakoHel, YK€ CTaB UMIIEPATOPOM, PACIOPALUIICA BOCCTAHOBUTH KojloMeH-
CKHH ABOpELl, 3a/1eHiCTBOBAB B paboTax apxuTekTopos ®. Yekaynosckoro, M. 3eMI110Ba
U H. VcTHHOBA (3TH PabOThI IPOBOAUINCE B 1722-1726 IT.).

VHHUKAJIBHOCTb CUTYyallHH B TOM, YTO IJIaBHasA LIApCKas PE3UACHIHA BTOPOH IIO-
JoBuHbl XVII B. yacTo M3ydanace apxeosioramMu. Teppuropus I'ocymapesa gBopa U
BosHeceHckoM mtomaayu B KomoMeHCcKOM 0Ko0J10 62 000 kB. M, U3 HUX 6osee 11,3 %
(607mee 7000 KB. M) H3y4€HBI PACKOIIKAMH, IIPUYEM y4aCTOK CAMOTO ABOPIIA HCCIIENO-
BaH CO 3HAYHTEIbHOM IOJIHOTOM. OHAKO PE3YJIbTATHI 10 CHX IIOP HE BBEJIEHDI B HAy4-
HBIH 060poT. KpoMme Toro, B XXI B. CyIIeCTBEHHO IIPOJBUHYIHCh apXHUBHbBIE, HCTOPH-
KO-apXHUTEKTYpPHBIE U My3€HHbBIE HCCIeA0BaHNA KOJIOMEHCKOrO MOCIEHEN YETBEPTH
XVII — nepsoii yeTBepTH XVIII B. HaKOMJIEHHbIE HCTOUHHKH HACTOATEIbHO TPEGYIOT
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coeMHEHUS B (PYHIaMEHTAJIbHOM HAay4YHOM HCCJIEIOBAaHHH, COBMEIAIOIEM pabo-
Ty C apXHBHBIMH (IIMCbMEHHBIMH, U300Pa3UTEIbHBIMH) U BEIIEBBIMHU (MYy3€HHBIMH)
MaTepHaJIaMH, a TAKXKe aHAJIN3 apXEOJIOTHYECKOH JOKYMEHTAIMH 32 IIOYTH CTOJIET-
HUM nepuof. CHCTEMHOTI0, BCECTOPOHHETO HCCIIEN0BAHMA HCTOYHHUKOB, CBA3AHHBIX C
ucropuen peauaeHnuu Ilerpa I B KoJIOMEHCKOM, 0 CHX IIOP HE IPOBOJUJIOCE.

TpebyeTcsa aHAIUTHYECKasA paboTa, KOTOpas MO3BOJHUT IIPOJIHUTb HOBBIM CBET Ha
HepBble TOABI JKU3HU IjapeBUua IleTpa AJjlekceeBU4a, Ha (pOPMHpPOBaHHE €r0 BKYCOB U
B3IJIAZI0B KaK €BPOINEMCKH OPHEHTHPOBAHHOM JIMYHOCTH, Ha €r0 Pa3BUTHE KaK OyAyIe-
ro naps-peopmMaTopa, a Tak:kKe Ha MEMOPHAIBHYIO I[EHHOCTb 9TOH IIOAMOCKOBHOM /IS
HMIIEPATOPA B IIOCJIEAHHE TOABI XKU3HH, Ha (DOPMHUPYIOLIHECS B €T0 CO3HAHHH IIPECTAB-
JIEHH S 0 HEOOXOAMMOCTH COXPAaHATD U IMOAJEPXKHUBATDH HACJIEJHE LIAPCTBEHHBIX IIPEJIKOB.

Kpome TOro, cTaHET BO3MOXKHBIM COCPENOTOYMTh BHHMMaHHE Ha IIpobsieMe NpeeM-
CTBEHHOCTH H pa3pblBa TPALHULIUH B KyJIbType IIeTPOBCKOM 3II0XH, U3yUYHUTh posb IleTpa I
HE TOJIBKO B TpaHC(OPMAIIUH TPaJUIIUH, HO U B COXpAaHEHHH IIPEEMCTBEHHOCTH — BEZb
HMMEHHO €MY IIPUHAJJIEXUT 3aC/IyTa BOCCTaHOBJIEHHUA KosloMeHCKOro ABopLa B 1720-€ IT.

KoMIIEKCHOE MCTOPHUKO-aPXEOJOTHYECKOE MCCIEN0BAHNE PESUAECHINU B Koto-
MEHCKOM Ha IPOTAKEHUH NocaeAHeH yeTBepTH XVII — nnepBoii ueTBepTH XVIII B. I0-
3BOJIMT PACKPBITh CBOEOOPa3HeE KYJIbTYPhI IIEPEXOIHOTO IIEPHOJA U OIIPENENINTD, KaK B
HEM COYETAINCH IPEEMCTBEHHOCTD U Pa3pblB TPAJAHUILIUH, KaK OTPA3HJIACh B KYJIBTYpE
pesuaeHINN TpaHcopMalus MOCKOBCKOro I1apcTBa B Poccuiickyio umiepuio. Tem
CaMBbIM IIpEAII0IaraeTcs OIpeAeINTh HOBOE, 60jIee 3HaUHMMOe MecTO IIeTpoBCKOroO I1e-
pHOZa B KyJIbTYPHOM IIPOCTPaHCTBE MOCKBBI.

LlepemoHunanbHoe nckyccreso B Poccumn XVIlI Beka.
K nocrtaHoBKe npo6nembl
Ceremonial Art in 18™"-Century Russia. A Problem Statement

EkaTtepuHa AnekcaHapoBHa TioxmeHeBa Ekaterina Tyukhmeneva
HayuHo-nccnenoBatenbCknini MHCTUTYT Teopun  Research Institute of Theory and History of Fine
N UCTOPUN N306pasmnTENbHBIX NCKYCCTB Poc- Arts of the Russian Academy of Arts, Russian
CUICKOW akagemumn xyaoxecTs, Poccuiickaa Federation

depgepauma

KnioueBble cnoBa: LepeMoHuan, LLepPeMOHN- Key words: ceremonial, ceremonial art, Russian
anbHoOe NCKyCcCTBO, pycckoe mckyccteo XVII 8., art of the 18" century, panegyric culture, festive
naHervpuyeckas KynbTypa, NpasgHnyHoe decoration of the city, interior decoration,

yOpaHCTBO ropoaa, xyaoxectseHHoe ochopmM-  allegory, emblem, state symbols, Baroque
NeHne NHTePbEPOB, anneropus, aménema, ro-

CyOapCTBEHHbIE CYMBO/IbI, 6APOKKO

ViccnepoBaHve BbINOMHEHO NpW (DMHAHCOBOW noaaepxke PODU B pamkax Hay4YHOro npoekTa
N° 20-012-42023.
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€3KHe MepeMEHBI, [IPOHUCXOAUBIINE B IIepBOi yeTBepTH XVIII B. B oTeue-

CTBEHHOM TrOCY[IapCTBEHHOM LiEpEMOHHAJIE, IOBJIEKJIH 32 COO0M MOHCK M

Pa3BHTHE HOBBIX (DOPM €I'0 Xy[I0XKECTBEHHOI'0 0(pOPMJIEHH. B CyIIecTByIO-
e UCTOpHOrpadHH JOCTATOYHO XOPOIIO M3YYEHBI CIOKHBIIHECS TOTAA Liepe-
MOHHaIBI JJoMa POMaHOBBIX, a TaKK€ IIPOLIECC YCTPOMCTBA Pa3JIMYHBIX TOPXKECTB
(IpexJe BCEro KOPOHAIIMOHHBIX, ITOTpe6ajIbHBIX M BO€HHBIX). Llesb JaHHOMH pa-
60Tbl — HAMETHUTb OCHOBHBIE IIPHHIIMIIBI LIEPEMOHHAIBHOIO HCKyCcCTBa B Poccun
XVIII cTosIeTHSA, CTABILIET0 HEOTHEMJIEMOH YaCTBIO IIPUABOPHOM Xy 02KECTBEHHOM
KyJIbTYPbl TOT'O IIEPHOJA.

IMogyHHAACh TPe6OBAHHAM LIEPEMOHHANA, IPOrPaMMa €ro XyAO0KECTBEHHOTO
yOpaHCTBA OTBEYasIa H/I€€ BO3BBICHTD IEPCOHY MOHAPXa, OJJHOBPEMEHHO 0003HAYHB
CBA3b IIPABUTEJIA C NOANAHHBIMH. IIOCTpOEHHE NEKOPALIMOHHOIO aHCAMOJIS 1IJIO OT
LIEHTpA K epHUQEPHH, UTO CKA3bIBAJIOCH J]aK€ B HEPAPXHUH MAaTEPHAJIOB UCIIOJHEHH .
KaxknpIil 971€MEHT ObLT JETAJBHO MPOAYMAaH M 3aHHMAaJl CBOE OIIpeleIEHHOE MECTO.
BaxHas poJIb OTBOAMJIACH TOCYJaPCTBEHHBIM CHMBOJIAM H PETAIHAM, 4 TAKXKE aJIJIErO-
pHAM M 9M6JIEMaM, 0OCOOEHHO B BIIOXY 6apoKKo. IlepeMOHHaTIbHOE YOPaHCTBO BCErya
OTJIMYAJIM TPAaHJHO3HOCTD, YETKAs OPTaHU3AI U IPOCTPAHCTBA, 60TATCTBO OTHEIKH,
HCIIOJIb30BaHUE JPATOI€HHBIX M IOPOTHX MaTepHUAJIOB (160 HX UMHUTAIIMA), CEPbE3-
HOE OTHOIIEHHE K 06pa3HO-COIEPKATEIbHOH CTOPOHE. BCE 6B1JIO HAIIPABJIEHO HA CO-
371aHHe aATMOCQepbl TOPKECTBEHHOT'O BEJTHYHS.

CTpeMJIEHHE K 3PEJIMIIHOCTH IIPENONPENETIHUIO TEATPAJIbHBIA ¥ CHHTETHYECKHH
XapakKTepP LEPEMOHHAIBHOM KYJIbTYpPbl, aKTHUBHO 3aJ€MCTBOBABIIENH BO3MOXKXHOCTH
pasHBIX cpep TBOPUECTBA — OT APXUTEKTYPHI 1O MHUPOTEXHUKH. B pacuére Ha 4uyB-
CTBEHHOE BOCIIPHATHE IIHMPOKO NPHMEHSINCH CBETOBBIE H 3BYKOBBIE 3hpeKTHI. Cy-
LIECTBEHHOE 3HAYEHHE MMEJIO KOJOPHCTHYECKOE PEIIEHHE OTHEIbHBIX DJIEMEHTOB
aHCcaMO0JIs1, KaK IIPaBUJIO, ONIMPaBIIeeCcs Ha ONpefeNéHHYI0 Tpaauuuo. CilefoBaHue
TpPagHULMU U KOHCEPBATH3M, IIPHUCYILIHE LIEPEMOHHAIBHOMY HCKYCCTBY, OTPaxKajlHl
NPUHIUI HE3BI6JIEMOCTH M IPEEMCTBEHHOCTH BJIaCTH. Ha NpaKkTHKeE cTapajJHCch MHO-
TOKpPaTHO MCIIOJIb30BaTh JIEMEHTBHl YOPAaHCTBA M IPEAMETHI, XpaHUBIIHECS IIOCIIE
Mpe/IIECTBYIOIINX LIEPEMOHHH (BaXKHBIM HCKJIIOYEHHEM fBJIAIACh UMIIEPATOPCKas
KOpOHa). YacTb MOAOGHBIX YHUKAJIBHBIX apTe(aKTOB AOILIA IO HAIIHX AHEH, HallpH-
MEp OTZEJIbHBIE DK3EMILIAPDI [EPEMOHHAJIBHOIO KOCTIOMA, 6aIlaXHHOB, LIApCKHUX U
HMMIIEPATOPCKUX perajanui.

OmnpeneseHHBIE MOAEIH I[€PEMOHHUAIBHOIO YOPaHCTBA (KOPOHALIMOHHOTO, IIO-
rpe6ajIbHOTO U JIp.) ObLIM BbIPA6OTaHBI 33 JOBOJBHO KOPOTKHH CPOK — B IIPaBJIEHHE
ITIeTpa I, ¥ BO MHOTOM IIPH JIMYHOM YYaCTHH MOHApXa U €ro CIoABHKHUKOB. IcTOY-
HHKaMH 11 HUX [TOCIIY2KHJIH €BPOIEHCKHe 06pasIipl, IIPEXK/I€e BCEro (hpaHIy3CKHE U
HeMenkue. C HEOOIBIIMMH H3MEHEHHUAMH 3TH MOJIEJIHN CYILIECTBOBAJIN HA IIPOTSKE-
Huu Bcero XVIII cronmeTHs.

B 1ie10M Ha pa3BUTHE LIEPEMOHHUAILHOIO MCKYCCTBA B PocCcHH OKasasl BIHAHHE
LeJIBIH psaf pakTopoB. Cpeay HUX HATMYHE CUIbHBIX HAITHOHAJIBHBIX YCTOEB U MOIII-
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HOH Xy[OXKECTBEHHOH TPagHULIMH, CTHUJIEBas CHTyallUsl B HUCKYCCTBE, BBIGOp MecTa
NIPOBEAEHUS TOPKECTB (IPEUMYIIeCTBEHHO MockBa U IleTep6ypr), BKJIaf, 3aKa34yH-
KOB, HHBEHTOPOB U MaCTEepPOB-HCIOMHUTeNeH. IMIIepcKkrue aMOHUIIMH U 60TaThle BO3-
MOKHOCTH POCCHICKOTO rocyZiapcTBa II03BOIMIIH CO3/1aTh 3HAUUTEJIbHBIE II€PEMOHH-
aJIbHbIE aHCaMOJIH, KOTOPBIE 3aHSJIN JOCTOMHOE MECTO B HICTOPHH OOIIEEBPONIEHCKOH
IIPUABOPHOU KyJIbTYphl HOoBOrO BpeMeHH.

O6pas Bnactu B KynbType 6apokKo: TpuyMmdcbl
uMmnepartpuubl EnnsaseTbl MeTpoBHbI

The Image of Power in Baroque Culture: the Triumphs
of Empress Elizaveta Petrovna

Anna AnekcaHapoBHa ApoHoBa Alla Aronova
["OCyaapCTBEHHbIA MHCTUTYT MCKYCCTBO3HaHMA  State Institute of Art Studies, Moscow,
MwuHuctepcTBa KynbeTypbl PO, Russian Federation

Poccuiickas ®epgepaumnda

KnioueBble cnoBa: KopoHauus, MruHepBa, Key words: coronation, Minerva, the Treaty of
A60oCKWiA Mmnp, norpebenne, Tpuymd, METp |, Abo, burial, triumph, Peter I, empress Elizaveta
numnepatpuua Ennsaserta MNeTposHa, AcTpes Petrovna, Astree

JOKJIa/le pacCMaTPHUBAETCS:

1. Poxxpgenne uMmiieparpuiipl EnnsaBers! I1eTpoBHBI 1107 CEHbIO I10ITaBCKOIO

TpuyMda Ilerpa I. CeMaHTHKAa UMEHH: 3HaUeHHe («Bor MOH — KJISTBa»); Hebec-

Has [MOKpOBUTEIbHUIIA (IpaBenHas Enusasera — MaTh MoaHHa KpecTuTens); cyObek-

THBHBIH IIPO3aNa/{HBIH BKyC OTIa (JIN3eTT). BocriuTaHue Ha (poHe Npa3gHOBAHUS I0OEH

CeBepHOM BOMHBI, CTPOMTENIbCTBA HOBOH CTONHILE IleTepbypra 1 poxaeHHs Poccuii-

CKOH MMIIEpHH. B3pociieHHe B 0XXMJaHUH TpoHa («TecTameHT» EkaTepuHBbI I 1 MOsB-

JIEHHE TIEPBBIX POCCHUHCKUX MMIIEpaTpHL]). U3MeHEeHHe ClieHapHUs U CLieHOrpadHH ro-
CyZapCcTBEHHOTo TpuyM@a B IpaBiieHHe AHHBI I0oaHHOBHBI: MHHepBa BMecTo Mapca.

2. IlepBbIH TpuyM uMnepaTpuLsl EnxnsaseTs! IIeTpOBHBI — KOPOHAIUS (OT IIy-
6nukanuu «MaHudecTa» 10 Bo3BpalleHus B IleTep6ypr). KOpoHAaIIMOHHBIH CIleHa-
pui U cueHorpadus npegmecrseHHUKOB (Ekatepuna I, ITETp 11, AHHa FloaHHOBHA):
JIOIIOJIHEHHS M U3MEHEHMA. [IporpaMMa NOJMTHYECKHUX HAMEPEHHH HUMIIEPATPHILBI
U €€ OTpazKeHHE B XyJJ03KECTBEHHOM 0(hOPMJIEHHH TOPXKECTBA.

3. Bropoi#i TpuyM¢ — npa3gHOBaHHE AGOCKOTO MHPa (OT IOJIyYE€HH U3BECTHSA O
MHpe 10 Bo3BpallleHHs B IleTep6ypr u3 MockBbl). TopxkecTsa B IleTepGypre U Mo-
ckBe: nozpaxanue Ilerpy I — Mapcy M KOHCTpyHpOBaHHE 06pa3sHOM cpefpl Enmsa-
BeThl — AcTper. KOpoHallMOHHAsA cleHOorpadHs KaK OCHOBA BH3yaJIbHOI'O PEIIEHHS
BOEHHOT'0 TPHyMda POCCHICKOM HMIIEPATPHLIBL.
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4. Tpetuil TpuyMd — mnorpeberre EmnzapeTs! IIeTpoBHBI (OT AHSA CMEPTH IO
IHs norpebeHus). [IpeeMCTBEHHOCTD ITOIpe6aIbHOrO CLeHapH s 1 XyJ02KECTBEHHOTO
odopmienus (ITérp I — Enmsasera IleTpoBHa). ITy6IHYHOE IPOCTABIEHHE YIIEAIICH
HMIIEPATPHILIBI CPENICTBAMH BPEMEHHOM apXUTEKTYPhI KaK HEOOXOAHMMOE YCIOBHE BH-
3yaJIM3alliM HJIEH IPEEMCTBEHHOCTH U JIESTUTUMHOCTH BJIACTH.

NoTuka n nannapguaHcTBO, hpaHLy3CKUEe U aHIrMMNCKne
MCTOYHUKUN LeHTpuYeckux komnosuymm M. ®. KasakoBa
(Ha npumepe lNMeTpoBCKOro NnoabLE3AHOro ABOPLA)
Gothic and Palladianism, French and English Sources

of Centric Compositions by M. F. Kazakov

(on the Example of the Petrovsky Pod’ezdnoy Palace)

Anekceinn Hukonaesuu flkosnes Alexey Yakovlev
[fOCynapCTBEHHbIA MHCTUTYT MCKYCCTBO3HaHMA  State Institute of Art Studies, Moscow,
MwuHuctepcTBa KynbTypbl PO, Russian Federation

Poccuiickas ®epgepaumnda

KnioueBble cnoBa: MaTeeii Kazakos, knaccn-  Key words: Matvey Kazakov, Classicism,

UM3M, NCeBAOrOTMKA, NannaamaHcTBo, UeHTpn-  Gothic Revival, Palladianism, centrical buildings,
Yyeckue 34aHuns, NpOoTOTWN, aHanor, MKoHorpa-  prototype, analogue, iconography, style

s, cTnnb

€Mbl TOTHKH U NaJIJIafHaHCTBa B TBOpYecTBe MaTsesi KazakoBa HELOCTATOYHO

PacKpBITHI, XOTA K HHUM M 00palllaJICh UCCIIEOBATENH. B TUTEpaType NOgHHU-

MaJICS BOIIPOC O (DPAHITy3CKHX BJIHSHHIX Ha MOCKOBCKOTO apXHTEKTOpPA, OJf-
HAaKO BOIIPOC 06 aHTTTHMCKMX UCTOYHHKAX HE CTABHJICH.

BrIpasuTesnbHas KOMIO3HULHA U IPKUH 06pa3 roTHueckoro IIeTpoBCKOTo JBOpLIA
Ha oKpartHe MockBbI (1775-1782) 6bI71H pe3yJIbTaTOM CJIOKHOH paGoTHI U ITOHCKA (op-
MbI. B 061HKe ABOPIIa OUYEBHIHBI 3aHMCTBOBAHHS H3 JPEBHEPYCCKOH apXUTEKTYPbI
Kpemuis, TepeMoB H cOO0POB, a TaKxkKe ycaned B MamaiiyioBe 1 KosloMeHCKOM. MOTH-
BbI y30poubst XVII B. CO3HATEILHO CMEIIAHEI C 3JIEMEHTAMH €BPOINENCKON IOTHUKH, 2
TaKXKe 6apOYHO-KIACCHIIUCTHYECKOH CTPYKTYpOH (pacasHOoro yé6pancTsa. IIpu sToM
06bEMHAs KOMITO3UIIMSA 3/1aHH A, COeAUHAONAA KyOHUYeCKHUH KYTIOJIbHbIH LIEHTPalb-
HBIH 00BEM M MOTHB IUPKyMQEPEHITHH, YIUBHUTEIbHBIM 06pa3oM GJIM3Ka K MaJUIaH-
aHckuM BuiutaM Kanpa «PoTonza» (1553) u TpuccrHo B Meneno (1560-¢).

Hcxonsa u3 o6LIel HeH U apXUTEKTYpPHOH CTHIMCTHKH, OJHKAWIIHMH aHAJIO-
raMH H BO3MOXKHBIMH IIPOTOTHUIIaMH II€TPOBCKOro JBOpLia MOXKHO Ha3BaTb []Ba COO-
PY2K€HH: OJUH M3 XOABIHCKHX MTaBHJILOHOB — TeaTp «KunubypH» (1775, He coxp.), U
YecmeHCKUH ABopel nox Iletepbyprom (1774-1777, YO. M. ®enbTeH). MI3B€CTHO, 4TO
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MPOTOTUIIOM HEOOBIYHOH TPeyrosbHOH (opMbl YeCMEHCKOr0 ABOPLIA CTAJ MO3He-
TOTHYECKHH 3aMOK JIoHTrgopa B AHrinu (1591, JIzxoH Topr, nepectpoeH B 1717), orry-
GJIMKOBaHHBIH B IIOIYJIAPHOM aHITIMHCKOM cO0pHHKe ITpoekToB Kosena Koamnbesia
Vitruvius Britanicus.

Ka3akoB TeopeTH4YeCKH MOT I10JIb30BaThCA OJHUM M3 u3faHui ITaiaamno, KoTo-
phle UMeH X0xKIeHHE B Poccun. OJJHaKO 60J1€€ BEPOSATHO, YTO NAJLJIaSHAHCKHE MOTH-
BbI M CXEMBI ObLIH 3aMMCTBOBaHbI 13 Vitruvius Britanicus. B 3ToM c60pHHKE NPENCTaB-
JIEHBI IIPOEKTHI 3arOPOJHBIX JOMOB THIIA BUsLIbl POTOH/IBL: 5T0 3aMOK MepeBopT (1723,
K. Kamn6emt), nom B ®ytc Kpaii (1754, U. Yapp (?), He coxp.) u ycans6a HaTxom (1757,
T. PaiiT (?), He coXp.). JIpyrue NpoeKThl 0600LIEHHO Pa3BUBAIOT CXEMY IJIaHA BUJLJIBI
MPSIMOYTOJILHOH (DOPMBI € IIEHTPAIBHBIM KPYIJIBIM 32JI0M U IIUPKYJIbHBIMH CIIyKE0-
HBIMH KpBUIBSIMH: HallpuMep, oM B I'ynByne (1724, K. Kamn6esut). O61as unes ciy-
2KeOGHBIX IIUPKyMpepeHLIHH, HOBEPHYTHIX JIUIIOM K IBOPILY, €CTh B IIpoeKTe BEpiIHHT-
ToH-Xayc Ha [Tukanuiiu (1717, K. Kemnbesn).

Henb3s TakxKe HMCKIOYATh BIHUsSHHEe Ha Kasakosa yspaxked JK.-®. Heddopika,
CTaBIIMX elI€ ¢ Hauaja 1770-X IT. 1J11 MOCKOBCKOT'O 30[{4€r0 CBO€OOPa3HOM DHIIMKIIO-
neguei HOBOM apXHUTEKTYPBhI, OTKY/[a OH YepIaJjl 6eCUHCIEHHbIE UEH.

HccnenoBaTen CIpaBelJIMBO CPaBHHUBAJIN BHYTPEHHIOIO ILIAHMPOBKY IleTpoB-
CKOrO IBOpLIa ¢ IIJIaHOM ycanp6sl H. A. [lemuznosa IleTpoBckoe-KusaxuIeso. OJHAKO
IIepBUYEH B JaHHOM ciyyae IIeTpOBCKHH ABopel. BimKaWIIMM aHAJIOTOM L€HTPH-
YeCKOM IJIaHHUPOBKM IJIABHOTO KopItyca IIeTpOBCKOTO ABOpLIA SABJISETCSA MU3BECTHBIM
¢panysckuii npoexkt KoposeBckoro nasuiaboHa B I11aTo e Mapau (1679-1686, K. Ap-
IysH-MaHcap, He COXp.), H3BECTHBIH B POCCHH 110 pPasHBIM apXHUTEKTYPHBIM H3IaHUAM.

O NOHATUMN «UCTOPUYHECKUN XXaHP» B PYCCKOM
knaccuyeckom nckyccree XVIll seka.

MNCTOUYHNKN 1 MHTepnpeTauum

On the Concept of Historical Genre in Russian Classical Art
of the 18"-Century Sources and Interpretations

MapuHa AnekcaHapoBHa NMoxaposa Marina Pozarova

["ocypapcTBeHHbI My3€ein N3006pasnTesibHbIX The Pushkin State Museum of Fine Arts,
nckyccts menn A. C. MywknHa, Poccuiickas Russian Federation

depepaumd
KnioueBble cnioBa: CTOPUYECKUIA XaHp, Key words: historical genre, André Félibien,
AHgpe ®ennbbeH, AKagemMms XyaoXecCTs, Academy of Fine Arts, lvan Urvanov
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OKJIAJ| MOCBAIIEH HCCIEI0BAHHIO IIPEACTABIEHHH 06 «HCTOPHYECKOM KaH-

pe», GOPMHPOBABIINXCS B pyCCKOH KynbType XVIII B. [laHHAs TeMa IIPUBJIe-

KaJla BHHMaHHE CIIELIHAJINCTOB, KOTOPbIE HEPENKO CBOAMIIH €€ TPO6JIEMATHKY
K «HEPAPXHHM KaHPOB». OJIHAKO CO3JATE/IN aKaIEMUYECKOH TEOPUH, HAYMHAA C AH-
ape PenrbpeHa, BEIIENAA «MCTOPHYECKYIO KHUBOIIHCH>», ITOAPA3yMEBAJIN ONPEJEIEH-
HYIO COBOKYITHOCTb Ka4€CTBEHHBIX XapPaKTEPUCTHK IIPOU3BENECHHS, 4 HE «YHHUIKEHHE
*KaHpoB. COLIHMOJIOTHYECKAs MTOAOITIEKA — NOCTOAHHE MO3JHEHUIIIET0 BpEMEHH, KOTia
yxe B XIX B. HCCIE0BATENN U KPUTHUKH CTPEMHIIMCE, TIOK0OHO AHZpe PoHTEHY, 3a-
KJI€MMHUTD AOTMATH3M II03JHHX aKaJleMHUYECKHUX YCTAaHOBOK, MEIIABIINX Pa3BUTHIO
HOBBIX TE€UECHHUH (PPAHIY3CKOTO HUCKYCCTBA. «MTHCTPYKIIHMS YUYHUTEJSIM KHUBOITHMCHBIX
KJIACCOB» O TIOAYMHEHHH BCEX HACTABHHKOB IIPO(ECCOpy HCTOPHYECKOH KHBOIIHCH,
«IIOEJIMKY Pa3HbIE€ POABI (KHUBOIIHCH CyTh OTPACIH HCTOPHYECKOM», COCTABJIEHHAA B
Poccuu B 1795 r. iBaHOM AKMMOBHYEM AKHMOBBIM, SIBJISJIACh CKOpee IPOSIBJIEHHEM
aZMHUHHCTPHUPOBAHHSA, YEM CJIEACTBHEM PA3BUTHA aKaEeMHUECKOM MBICIIH.

B nssecTHOM TpyzAe H. M. MosieBoit u . M. BenmoTnHa «Ilemarorudeckas CUCTe-
Ma AKaJIEMHH XyJOXKECTB», COZlEpKallleM Haubojee IJIOJOTBOPHOE HMCCJIENOBAHHE
TEMBI CTAHOBJIEHHSA «UCTOPHUUYECKOI0 XKaHpa» B POCCHH, HEAOCTATOYHO OCBEIEHEI €B-
PONENCKHE HCTOYHHUKH, K KOTOPBIM IIPHOEraIy OTEYECTBEHHBIE TEOPETHKH B XVIII B.
Ina Hamux aBTopoB Illapsas Jle6peH u Januuiu Ilpericiep — cCOBpeMEHHUKU M BaHa
YpBaHOBa, XOTS Ha3BaHHbIE MAaCTEPa TBOPHJIH CTOJIETHEM PaHBbIIIE, YeM Halll IIpodec-
COp, ¥ 9TOT IIPOMEKYTOK BPEMEHH HE OCTaJICA OECIUIOAHBIM [JIA 3allafHbIX UAEH Ha
pycckoil 1moyBe. CIpaBedIMBO CTPEMACH ITOAYEPKHYTh OPHUIHHAJIBHOCTb PYCCKOM
mKossl, H. M. MojieBa 1 . M. BeIIOTHH 06HAPYKHBAIOT «PEATHCTHUECKHE> YCTPEM-
JIEHH B CyTy60 KIaCCHUIIUCTHYECKHX MOCTYIATaX HAITHUX aKaJIEMHCTOB.

B HacTOSIIEM HCCJIEOBAaHHHM pacCMaTpHBaeTCs ONHCaHHasA cdepa akageMHde-
CKOM TE€OPHH B 60ji€€ IIHPOKOM KyJIBTYPHOM KOHTEKCTE, PACIIHPEHBI ¥ YyTOYHEHBI
€BPOIENCKHE HCTOYHHKH, U3BECTHBIE PYCCKUM XyAOXKHHKAM U I€ATENIM UCKYCCTBa,
a TakxKe MPEAIIPUHATA OL€HKA X OCBOEHH A U UCII0JIb30BAHMS.

«UActopus gomxHa 6biTb 3epLano aen Be/IMKUX».

CioxeTbl U3 lNnytapxa n metamopho3bl «<reponKmn»

B akafeMMn4ecKoM Uckycctee nepson nonoeuHbl XIX Beka
“History Must Be the Speculum of Great Deeds”. Plots from
Plutarch’s and Metamorphoses of the “Heroic Style”

in Academic Art of the First Half of the 19" Century

CBeTtnaHa CtrenaHoBHa CtenaHoBa Svetlana Stepanova
[focynapcTBeHHas TpeTbsaKOBCKadA ranepesy, The State Tretyakov Gallery,
Poccuiickas ®epnepauma Russian Federation
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VccnepoBaHune BbIMONMHEHO Npu (DMHAaHCOBOW nogaepxke POOU B pamkax Hay4YHOro npoekta
N° 19-012-00459.

HTHYHAas TEMaTHKa PyCCKOTO KJIACCHIIM3Ma TPaAHILIMOHHO HaXOJUTCS B che-

p€ BHHMaHHS HMCKYCCTBOBEAYECKOM HayKH. Ilesib HACTOAILETO AOKIaza —

ONIMPAsICh HA aHAJIM3 KOHKPETHOM I'PYIILI IPOM3BEAEHMH, YIIIyOHUTh IPEJ-
CTaBJIEHHE O JAaHHOM IMpEAMETE B MCTOPHUKO-KYJIBTYPHOM KOHTEKCTE M B paKypce
Npo6JIeMaTHKH, KacalolleMcs TyMaHU3UPYIOLIEH MUCCHH UCKYCCTBA.

®pasa, BRBIHECEHHAA B Ha3BaHME JOKJIa/a, IPUHALIEXUT B. B. Ilonyraesy, 4ieHy
BosipHOrO 06111€CTBAa JIIOOUTENEH CIOBECHOCTH, HAYK M XyJJOXKECTB, COUMHHUTEJIO TPY-
Ja «O BBICOKOM H3SIIHBIX HCKycCTB». HeoOXOOUMBIM Kau€eCTBOM, ONPEEIIIIONINM
9CTETHYECKHH yYPOBEHb XY[OXKECTBEHHOH (POPMEI, IIPH3HABANIACh CBA3b M300pa3H-
TEJILHOTO UCKYCCTBA C IUTEPaTypoi. Ha my6nyHBIX 4TeHUAX OOIIeCTBa YUTAIH TIe-
PEBOJbI M3 KIIACCHYECKHUX aBTOPOB — IlmaToHa, TanuTa, MCTOpHUYECKHE TPYAbl Kapam-
31Ha, COUYMHEHHUA JlepkKaBHHA. FIMeHa repoeB KJIACCHYECKOH JIPEBHOCTH OOpeTaNIn
3HA4Y€HHE CUMBOJIOB, 2 «CpaBHUTEIbHBIE JKM3HEOIIUCAHUA» — C UX OYEBHIHBIM MO-
PaJIbHO-IICUXO0JIOTHYECKHUM aCIIEKTOM, B HOBOE BpeMs CTaJIM U3J1106IEHHBIM UTEHHEM
06pa30BaHHBIX JIOEH.

OfHAaKO IPOM3BENEHHM Ha CIOXKETHI M3 IllyTapxa B PyCCKOH HCTOPHYECKOM
2KMBOITHCH HE TaK MHOTO0. I103TOMy 0CO6GBIF HHTEPEC IIPECTABJIAET BBIOOP Xy/10K-
HHUKaMH 3TOH TE€MBI U XapaKTep €€ IVIaCTHYECKOTO BOILIOLIEHHA. TaK, B MHPOBOH
KyJIbType 00pa3 IlesonHaa 0OKa3plBa€TCs HE CAMBIM IOIYJIAPHBIM H INPAKTUYECKH
HE BCTPEYAETCSA B CKYJIBIITYPE U (KMBOMMUCH. XyTOKHHUKH HOBOro BpeMEHH IIPEUMY-
IIECTBEHHO 06PAIaIHCh K JIMYHOCTH €r0 COPaTHHKA 10 60pbbe 32 HE3aBUCHMOCTD
duB — DnaMHUHOHAY. B 1827 r. KaHIMIAaT BHUJIEHCKOTO YHHUBEPCUTETA BUKEHTHH
(BuH1eT) CMOKOBCKHH, IOCEIIABIINH NIETEPOYPrcKyIo AKaEMHIO Xy 0XKECTB, ITH-
cajl KapTHHY II0 nporpaMMe «CMepTh DIIaMHHOH/A BO BpeMs I0OEbI, OfEPKAH-
HOM UM HaJ JIaKeIEMOHSIHAaMH», MECTOHAXOXKIEHHE KOTOPOM HEU3BECTHO. B aTOM
CBSI3U KapTHHA aKaJleMHKa XXHUBONIHCcH A. M. IBaHoBa «CMepTs Ilenonupaa» (I'TT)
MIPENCTABIAETCA BO MHOTMX OTHOIIEHMAX SABJIECHHEM HCKJIIOUYHTENbHBIM. Tpaau-
LIMOHHAA JIJIS KJIACCHUIIM3Ma TEMa CMEPTH Ieposi MOJIyYHIa 0COOYI0 aBTOPCKYIO MH-
TEPIIPETAIIHIO — OHA CONPSAXKEHA C XPUCTHAHCKOM TEMOH «OIVIAKMBaHHA». BrIBOL
006 3TOM aBTOpa JOKJI[a CIEAYET U3 aHAIHN3a KOMIIO3HULIMOHHBIX M IJIACTHYECKHUX
H7EeH XyNOXKHHKA.

B rogsr yueHunvecTBa ChiH A. M. IBaHOBa AJIEKCAaH/P HCITOJIHUJI PHCYHOK Ha CIO-
KeT U3 IlyTapxa, HE CBA3aHHBIN C aKaJIEMHUYECKHMH ITIPOTPaMMaMH, 4YTO ABHUJIOCH Of1-
HHM M3 IIPOSIBJIEHUI TBOPYECKOH CAMOCTOSATETIBHOCTH OyIyIEr0 T€HHU A KHCTH.
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ITomuMo AsnekcaHapa MakKeJOHCKOIO OAHHUM H3 HaHbojee BOCTpe6GOBaHHBIX B
HCKycCTBe repoes IlimyTapxa Obli1 AJIKMBHaJ. XyZ[0KECTBEHHOE PEIIeHHE KAPTHHBI
«CokpaT B 6uTse npu IloTHaee 3aliuIaeT AJTKHUBUana» (1828, TPM), HamKMCaHHOH
B Uraynnu II. B. BaCUHBIM, CBUETENBCTBYET O IIHMPOTE KYJIBTYPHOI'O KPyros3opa pyc-
CKOTO aKaIEMHCTa U POMaHTHYECKOH YBJI€UYEHHOCTH aHTUYHOH UCTOPHEH B €€ repo-
HNYECKOM «HIIOCTACH.

CroxeTHas (palbysia OJIOTHA «AJIKHUBUAJ U €ro APYT CIIACAIOTCs, BbIOeras U3 CBO-
€ro 7oMa, MOofoXKKEHHOro BparaMu» (1842, I'TT) 5. ®. Kankosa Ja€T XyHOKHHKY
BO3MOKHOCTb IIPOJEMOHCTPHUPOBATh B APaMaTHYECKOH CHUTyallMH «T€POHYECKHI»
XapaKTep My2KCKOH TEJIECHOCTH, IHHAMHYECKHE H PUTMHUYECKHE Ka4€CTBA YeJI0OBEYE-
CKOH (pUTYPBI KaK OCHOBBI INTACTHYECKHX PEIICHHH.

Onupasch Ha METOJ] CPaBHUTEJIBHOI'O aHAJIM3a TEKCTa M 06pa3a, BBISABJIASI CEMaH-
THUKY IIPENCTABIEHHBIX IPOU3BENEHUH, II0JIaTaeM, YTO PACCMOTPEHHE Xy 0KECTBEH-
HBIX IPUHIIMIIOB KJIACCUIIMN3Ma CKBO3b IIPU3My 00pallleHH K cloxkKeTaM u3 IlmyTapxa
IO3BOJIAET YBUIETh HE TOJIBKO LIMPOKHUH CIIEKTP HMHAHUBHIYAJIbHBIX TBOPYECKHUX pe-
IIEHHUH, HO M JOCTHXKEHHUS aKaJ[eMHYECKOH IITKOJIBbI, CO3/[aBaBIIEH IIPOYHBIH (hyHAA-
MEHT JJI1 JaJIbHEHIIIETO Pa3BUTHS OTE€YECTBEHHOT'O HCKYCCTBA.

ITocnenyromnias cyap6a repoes IlimyTapxa MOXKeET ObITh IIPOCIIEKEHA Ha MaTepHaie
aKaJleMHYECKOH XKHUBOIIHCH BTOPOH MOJI0BUHBI XIX B.

Pycckas npoBuHUManbHasa LuepkoBHaa cteHonucb XIX Beka
B «60/1bLLOV UCTOPUN UCKYCCTBa»

Russian Provincial Church Mural Painting

of the 19" Century in the “Mainstream Art History”

AHHa JleoHnpgoBHa lNMaBnoBa Anna Pavlova

HayuHo-nccnepgoBaTenbckuii MHCTUTYT Teopumn  Research Institute of Theory and History of Fine
N NCTOPUN N3006Pa3NTENBHBIX MCKYCCTB Arts of the Russian Academy of Arts Russian
Poccuiickon akagemmnmn xyooxecTs, Federation

Poccuiickag ®epepauna

Knio4yeBble cnoBa: 1NCKyCCTBO3HAHWE B MPO- Key words: church mural painting of 19"
BUHLMMK, LepkoBHaa cteHonuck XIX B., uctopma century, Russian art history, provincial painters,
PYCCKOIro UCKYCCTBA, pervoHasnbHble Mactepa  provincial art studies

CHOBHAas 3aJa4ya MCCIENOBaHHS — I10Ka3aTh, KAK U IOYEMY H3MEHSIHChH
B3IJIAIbI CIIELIMAJIMCTOB Ha MOHYMEHTAJIbHYIO XKHBONKUCH XIX B. B XpaMax
LenTpanpHOM Poccuu.

IlepkoBHas cTeHONnHCh XIX B. pa3HOOOpa3Ha 110 CBOMM HAaIlPaBIEHHUAM, HO BEAY-

IIMMH B HEH GBITH CTHIIMCTHKA KJIACCHIIM3Ma B IIEPBOH ITOJIOBHHE CTOJIETHA U (op-

MBI 9KJIEKTHKH BO BTOPOH.



90 MEXAYHAPOOHAA KOHOEPEHLINA
«MckyccTBO U KynbTypa CpeJHEBEKOBbLSA: Hacneane U NepcrnekTBbl OCMbICIEHNSA»

CTEHOIMCh IIPOBUHIIMH IIPHUBJIEKJIA BHUMaHHe eEml€ B 1840-€ IT. M IIOYTH Cpa-
3y Iolaja Iof OrOHb KPUTHKH. MOHYMEHTAJIbHYIO }KHBOIIHCh OOBUHSAJIHN BO BTO-
PHUYHOCTH B OTHOILIEHHH 3aIaJJHOEBPOIEHCKOr0 HCKYyCCTBA: HCIIOJIb30BAHHE T'pa-
BIOp B Ka4YeCTBE 00pa3l0B CBHAETEIBCTBOBAJIO 00 OTCYTCTBHUH OPUTHMHAJIBHOCTH U
CaMOCTOSITEIbHOCTH. I1€pKOBHBIE CTEHONMCH PYCCKOH ITPOBHHIIMH HE IIONAJIH B
«OBOJIBIIIYIO HICTOPHIO MCKYCCTBa» M IIOYTH Ha CTOJIETHE BBINATH U3 cepbl HHTEpE-
COB CIIEIMAJIHCTOB.

OnHaKO M3y4e€HHE HMCTOPHH BOIIPOCA IOKA3bIBAET, YTO MHTEPEC K CTEHOIIH-
CH COXpaHSJICA Ha NepHudepHUH CTOJIMYHOIO HCKYyCCTBOBEAEHHU. IlapasieIbHO COo
CTOJIMYHBIM UCKYCCTBO3HAHHUEM CO3AI0TCs UCCIIENOBAHHA B PETHOHAX, B KOTOPbIX
paccMaTpUBAIOTCA MECTHBIE IIPOM3BEAEHMA HMCKyccTBa. C KoHIa 1980-X rT. BMe-
CTe C HHTEPECOM K ITO3THEH HKOHOIIKUCH CTAJIO IIOCTENIEHHO YBEJITUYHMBATHCA YHCIIO
HM3AHHUH, TOCBAIEHHBIX POCIHUCAM. Biarogaps crienajabHbIM HCCIIENOBAHUAM H
my6auKanusaM ¢oTorpaduil B MHTEpHETE CPEH IIHPOKOH ayJUTOPHH PACTET HH-
TEPEC K DTOMY MCKYCCTBY. B mocjiefHee BpeMS CTAJIO ICHO, YTO KPUTHUYECKHE B3TIJIA-
JIbI BO MHOT'OM OBIIM CBSI3aHBI C HE3HAHHEM NaMATHHKOB CTEHONHUCH. KilloueBbIM
MOMEHTOM B HI3MEHEHHH OTHOIIEHH A K HUM CTaJIa ITyOJIMKAllMA U HHTEPIpETAlH
JOKYMEHTOB M3 PErMOHAIbHBIX apXHBOB, KOTOPasA B OCHOBHOM BEZETCS MECTHBIMH
Y4EHBIMH.

Ha npotsi:xkeHnH XIX B. IIepKOBHas CTEHOIIHCD 6blJIa IIEPBLIM MAaCIITaOHBIM XYZ0-
2KECTBEHHBIM BII€UaTJIECHHEM JJIs IOAABJIAIONIEr0 GOJIBIIMHCTBA HaceJeHHUsA Poccun.
ITepkoBHass MOHYMEHTAaJIbHas JKMBOIIMCh COCPEOTOUMIIA Haubojee BaXHBbIE GOro-
CJIOBCKHME Pa3MBILLJIEHHS 3II0XH, 00bEJMHHIA IPKHE IIPHMEPBI Xy/J02KECTBEHHBIX J10-
CTH2KE€HHH, CTajla Hau60JIee MOJIHBIM IIPOABJIEHHEM CHHTE32 UCKYCCTB B IPOBUHIIHH.
E€ Bo3BpalleHHE B «OOJBIIYI0 ICTOPHIO HCKYCCTBa» II03BOJIUT CO BpEMEHEM 060JjIee
JIOCTOBEPHO MPEACTABUTD OOIIYI0 KAPTUHY PYCCKOM KyJIbTyphl XIX B.

OOBEKTUBHBIN B3IJIA[l COBPEMEHHOI'O MCKYyCCTBO3HAaHHUSA Ha KpyIHEHIIHeE Ia-
MATHHUKH NPOBHHIMAJIBHOIO HCKYCCTBAa AA€T BO3MOXKHOCTb YBHIAETb B HHX HeE
6ECIIOMOIIHOE MOJpaXKaHHE, HO B OTAENbHBIX CJIy4YasX HOBATOPCKHE XyZO0XKe-
CTBEHHbIE NIPHUEMBI, €II€ HENABHO Ka3aBIIKMECS NPHUMHTHBHBIMU. [IpOBUHIIHATIb-
HbI€ MacTepa BJIaJe€JIM BhIPA3HUTEIIbHON CHJION YCIOBHOCTH B MCKYCCTBE, KOTOpas
npHo6pesa IMOMyJIIpHOCTh BO BCEM MHpe B Hauajle XX B. MacTepa, BiIaJieBIIHE
aKaJleMH4Y€CKOH IIKOJIOH PHCOBAaHHS, B MOHYMEHTAJIBHON XKHBOIIHMCH IIPOABIIAIN
PEIKYI0 H3006peTATEIbHOCTh H CBOOOY, KOTOPOM 4acTO HEJOCTAaBaJIO0 CTOJIHYHBIM
XyAoxKHHUKaM. ITpOBHHIIMAIbHAA XYJOKECTBEHHAA KyJIbTypa IIOCTEIIEHHO 3aHUMa~
€T IIPOYHOE MECTO B HICTOPHH MCKYCCTBA BO MHOI'OM 6J1arofaps H3MEHEHHSAM, IIPO-
HM3O0LIENIINM B HICKYCCTBO3HAHHH.
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Cucrema pocnucen uepkem KasaHCKOW NKOHDI
Boxuen Martepu y Kanyxxckux soport (1880-1890-e rr.)
N €€ UCTOYHUKUN

The Church of Our Lady of Kazan Mural Ensemble
(1880-1890s) and Its Sources

Enena BacunbeBHa Mapkux Elena Gladkikh
["OCynapCTBEHHbIN MHCTUTYT MCKYCCTBO3HaHUA  State Institute of Art Studies, Moscow,
MuHucTepcTBa KynbTypbl PO, Russian Federation

Poccuiickaa ®egepaund

Knio4ueBble cnoBa: Llepkosb KazaHckown Key words: N. V. Nikitin , M. V. Nesterov,
NKOHbI Boxunen Matepu y Kany>Xckux Bopor, V. V. Shokorev, Historicism, church murals,
H. B. HukutuH, M. B. Hectepos, B. B. LLokopes, the Church of Our Lady of Kazan, 19"-century
NCTOPW3M, LIEPKOBHbIE POCMNCHK, pyCcCKoe nc-  Russian art

kyccTso XIX B.

OKJIAJ| TTOCBAIIEH HCCIENOBAHUIO POCIIHCEN LepKBH KazaHCKON HMKOHBI Bo-

XKuer Marepu y Kalay:KCKMX BOPOT B MOCKBE, CO3[aHHBIX I10 IMPOEKTAM H

9CKHM3aM MOCKOBCKOI'O apXHTEKTOpa M pecTaBpaTopa Hukonas BacuibeBrya
HukutrHa B 1880-1890-¢ rr. [IprHMMasA BO BHUMaHHE HEJOCTATOUYHYIO H3yYEHHOCTD
MOHYMEHTAJIbHOH LIEPKOBHOM XKHMBOIIHCH IIEPHOJia HCTOPU3Ma B LIEJIOM, 0OpallleHHe
K MacIITabGHOMY aHCcaMO6J110 pocnirced Ka3aHCKOMH 1epKBH IIPEICTABIIAET OCOOBIE HMH-
Tepec. B xome nccienopany 6b11a pEKOHCTPYHPOBAaHA HCTOPHA CO3IaHHSA POCIIMCEH,
a TaKK€ yCTaHOBJIEHBI MMEHA IPUYACTHBIX K HEH XY 0XKHHUKOB, B TOM YHCJIE AKA[€EMHU-
KOB KHuBOITMCcH M. B. Hecteposa u B. B. ITIlokopeBa.

Ha ocHOBE apXMBHBIX JJOKYMEHTOB BbIABJICHBI IAMATHUKH LIEPKOBHOM MOHYMEH-
TAJIBHOM XKHBOIMCH, U36paHHble H. B. HUKMTHHBIM B Ka4ECTBE HCTOYHHUKOB IIpH
CO3/1aHHH aHcaM6:1s pocnHce KazaHCKOH LiepkBH. ITo cjI0BaM 30[4€T0, OHHU «IIPH-
HaJIEXKAT K JIy4llIeMy BpEMEHH IPEYECKOT0 HCKYCCTBA, OT KOTOPOTO MOJIyYHjIa Hava-
JIO M Hallla PyCCKast UKOHOITHCh, COXPAHABIIAACA M3/I1aBHA OT BpEMEH NPUHATHSI HAMU
XPHCTHAHCTBA.

TaxzKe YCTaHOBJIEHBI M3JaHHbIE B TO BpeMsA IrpadHuecKre U300pakeHHs TaMsIT-
HHKOB JIpEBHEH MOHYMEHTAJIbHOH XKHUBOIHUCH, K KOTOpbIM H. B. HUKUTHH ob6paiai-
Cs1 IIPM CO3/JAaHMH 3CKHM30B pocnuced Ka3zaHCKOM LEPKBH. YCIOBHOCTD B BOCIIPOHU3BE-
J€HUH OPHUTHHAJIOB, IPHUCYTCTBYIOAsA B 9THX IMyOJIHKAIIHAX, OKa3aja 0cob6oe BIHA-
HME Ha CTUJIMCTUYECKOE PELIEHHE POCIIHCEM.

ApPXHUBHbIE€ U3bICKAHHS IT03BOJIMJIM COCTABHUTD IPEACTABICHHE O IIPOTPaMMe po-
Cruced. BOMBIIMHCTBO CBUAETENBCTB OTHOCHUTCA K KOMIIO3UIMAM CPENHETO ajITap-
HOTO NOJIyKPYy2KHf, IPOEKT POCIHUCH KOTOPOro 6bl1 BbIMOJHEH H. B. HUKHUTHHBIM
B 1890 r. B nucbMe, ajipecoBaHHOM 06ep-npokypopy CunHoga K. II. TTo6ejoHOCLIEBY,
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30[4HH IIOSACHAET, UTO B aJITape IIpoBeeHa TeMa «ckymeHusa». Takxke H. B. Hu-
KHTHH KOHCYJIbTHUPOBAJICS Y apXeoJjiora ¥ UCTOPHKa HCKyccTBa H. B. IIoKpoBCKOroO,
MTHCBMO KOTOPOT'O C PEKOMEHAAIIUSIMH OTHOCHTEIBHO HKOHOTI'PahHIECKHUX U3BOJIOB U
COITPOBOZKAAIOIIMX KOMIIO3HUIINH HaJamnucen 06Hapy>1<eHo B PTAJIA.

HccnenoBaHnue CHCTEMBI pocnucer Ka3zaHCKOM IEPKBH MPEICTABIAET OCOObIH HH-
TEPEC B CBA3H C yTPATOM €€ HHTEPLEPOB B 1920-€ I'T. ¥ CHOCOM CaMOro 37aHuA B 1972 T.

NMonemunyeckmne cnopbl cTapoobpsaaLEeB O KAHOHEe

B UKOHOrpacuu: Tpagmumm n COBpeMeHHOCTb
Polemic Debates of the Old Believers about the Canon
in lconography: Traditions and Modernity

EkaTtepuHa BacunbeBHa BbikoBa Ekaterina Bykova

BATckuin rocynapCTBEHHbIN YHUBEPCUTET, Vyatka State University,

Poccuiickas ®epepaumna Russian Federation

KnioueBble cnoBa: VIkoHorpamus, ctapooo- Key words: iconography, old believers, image,
psaYecTBo, o6pas, nkoHa, . A. POBUHCKWIA, icon, D. A. Rovinsky, icon of the Modern Age,
MKOHa HoBOro BpeMeHwu, KaHOoH canon

VccnepoBaHue BbINONMHEHO NpU (hMHAHCOBOW nogaepxke POOK B pamkax Hay4YHOro npoekra
N°19-012-00238.

IHOM 13 (hopMaIbHBIX IIPUYMH packosia LiepkBH B XVII B. ObIIM pasHOIIACHA

II0 TIOBOJy KPECTa M KPECTHOI'O 3HAMEHH A, KAHOHHYECKOTO M300paKeHH Ha

HMKOHAX, 4 B JJAJIbHEHIIIEM CIIOPBI IIPOIOJIKMIIMCh BHYyTPH CAMOTO CTapO0OPA/I-
YECKOro ABHKEHH. MHTepeC NPEACTaBIIsgeT aHAIN3 TPYAOB IIPH3HAHHBIX HCCJIEI0BA-
TeJIel B 06J1aCTH MKOHOTPa(HH, KOTOPhIE YACTO ONMHPAJIHCH Ha COYMHEHHS CTaPO06-
psIAIEB KaK UCTOYHHK JOKA3aTEIbCTBA H MOATBEPKACHHA JATUPOBKH WU PACIIHUPS-
JIK UKOHOT'padryecKue psasbl.

Tpyzsl IPOTONONA ABBaKyMa ABJISAIOTCA IIPOrPAMMOH /ISl CTApOOOPALLEB, B €TI0
«IIncbMax» yKa3aHbl OCHOBHbBIE KPUTEPHH B MKOHOTPadHH M CTHIHCTHKE HUKOHHI,
KOTOpBIE CTAJIM B JaJIbHEHIIIEM OCHOBOIIOJIATAIOIIMMH JIJI1 PAa3BUTHSA HKOHOIIMCAHUSA
B CPEZle «PEBHHUTEJIEH APEBJIErO 6Iaro4eCTUsA». BoIpabOoTaHHbIE KDUTEPUH II03JHEE
TIOAMEPKUBAJIMCh ¥ PA3BHBAIMCDH MOABUKHHUKAMH PA3JIMYHBIX TOJIKOB M COTJIACHUH
CTapoo6pAAYECTBa. AHAIM3 GOJILIIOrO KOPIIyCa IMEYATHBIX U PYKOIHMCHBIX COOPHH-
KOB /1711 MKOHOITHCIIEB [T03BOJIAET yTBEPXK/IATh, UTO ITP06IeMa KAHOHA, HCTOPHYECKHE
KOPHH M TPAJUILMH AKTYaJIbHBI [JI CTAPOBEPUYECKOM CPENBI B TEYEHUE YETHIPEXCOT
JIET CyllecTBOBaHUsA. B Hauasie XVIII B. IPOMCXOQHUT PACKOJ B CTAPOOOPAAUECTBE HA
TOJIKH U COrIacHs. IT0ABJIAIOTCS HOBBIE JOIMATHYECKHE YUCHHU A, KOTOPbIE ITPOOJIKA-
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I0T 1 KOHKPETHU3HUPYIOT YY€HHS ABBAKyMa H €ro OJIMKAaMIIHX I0C/IEf0BaTEIEH U BbI-
Pab6aThIBAIOT JOMOIHUTEIbHBIE KPUTEPUH B UKOHOrpaduu. OJHUM U3 HOBBIX (PyHAA-
MEHTAJIbHBIX yUEHHUH B 3TOH 00J1aCTH ABJIAIOTCA «IIOMOpPCKHE OTBEThI» AHApes Jle-
HHCOBa. IT0 cBOEH OCHOBATEIBbHOCTH «IIOMOPCKHE OTBETBI» SABJISAIOTCS KJIACCHUECKOH
KHHUTOH 110 HKOHOTrpadHH, MPUYEM OHA HCIIOIb30BAIACh HE TOJIBKO OGECIIONOBI[AMH,
HO M IOMNOBIIbl YEPHAJH OTTYZAA [0Ka3aTeJIbCTBA CBOEH NMpaBOTHI. AHaIHU3 «Ilomop-
CKHUX OTBETOB» C TOYKH 3PEHHS BBISIBJIEHUS UKOHOTI'Pa(hMIeCKHUX OCOGEHHOCTEH B CTa-
poobpsAUYECKO NKOHE OAMH U3 BaXKHBIX HCTOYHHKOB JJ11 TIOHUMaHHUs JaJIbHEHIIINX
PacxoxXAEHUM B cpefie cTapoobpsandecTBa. OOHH U3 PafHKaJIbHBIX CIIOPOB MEXIY
6ecronoBlIaMH U IOMNOBIaMH — O roJIyde B KauecTBe cMBosa CBATOrO Jlyxa Ha pac-
MATHUH, 2 Takxke 0 Haanucu UHITY («Mcyc Hasapeit Iaps UyaeHckHuii»).

Co6opsl B cpefie 6ECHONOBIIEB YCTAHABIMBAJIN CBOM IIpaBUJIa U 0O0OCHOBaHHS
MOYMTAHUS WJIH HENPUATHS Pa3IHYHbIX BAPUAHTOB HKOHOrpaduH. AHATINU3 CTAPO-
00pAAYECKHUX PYKOIIMCHBIX UCTOYHHUKOB 00 MKOHE U MOKJIOHEHHH, CpaBHEHHE KU3-
HEHHBIX peaJli BO BpeMs DKCIEAHUIIMOHHBIX HCCIIEJOBAHUH C 11€JIbI0 OITMCAaHUS MO-
JIEHHBIX JJOMOB M 4aCTHBIX KOJUIEKIIUH M03BOJISIET B HEKOTOPBIX CIIyYasX BHIABJIATD
MHTPAIlMOHHBIE ITPOIECCH! H HIEHTH(HUIIMPOBATh CTAPOBEPUYECKYIO OBIITHHY.

IToeMHYecKHe CIIOPbI [I0 UKOHOTpapUM IPOMOJIKAIOTCSI KU CErOfHS, 0COGEHHO
9TO IIPOSABJIAETCS B CPELle CTAPOBEPOB YACOBEHHOTO COIVIACHUSA MEXK]Y OOIIHHAMH AJIsS-
cku 1 Operonsl (CIITA) u Oy6uecom (KpacHospckuit kpai, Poccus). Tenepb IpegMeT
JHCKYCCUH U3MEHHJICA: 00CYkK/AaeTCAd HE UCTHHHOCTb TPEXIIEPCTHUSA WIH ABYNEPCTHA,
a JOIyCTHMOCTb BApUAHTOB IIOCJIEJHEIO K 0COGEHHOCTH €ro M300paKeHUA Ha UKOHAX.
Bb16paHHBIH 1151 000CHOBAHHSA BU3YaJIbHBIH PAZ M BBINHCKH U3 CBAIIECHHBIX [THCaHUH
MOATBEPKAAET HHTEPEC K BU3AHTHHCKUM U APEBHEPYCCKHUM 06pa3laM HKOHOIIHCAHHUA.

YcneHckum MioxTuuknin MoHacTtbipb (1892-1910) —
KpynHenwmnim aHcambnb B pycckom ctune B bantum

The Plhtitsa Dormition Convent as the Largest Architectural
Ensemble in the Russian Style in the Baltic States (1892-1910)

AnekcaHgp ButanbeBu4 Bepraw Alexander Bertash
ApxunTekTypHoe 6topo «J/lnTeiiHas YacTb-91», Architectural Bureau “Liteynaya chast-917;
epmMaHna Germany

KnioueBble cnoBa: Pycckuii Ctunb, LapctBoBaHne Key words: Russian style, the Plhtitsa Dormition
AnekcaHgpa lll, npaBocnasune B bantun, cemaHtn-  Convent, the reign of Emperor Alexander Ill,

Ka YcneHcknx cobopos, pycndmkauma, 3ctnaHg-  Orthodoxy in the Baltics, Semantics of Dormition
ckuii rybepHatop C. B. LLIaxoBCKOW, apxmTekTop Cathedrals, Russification, Estonian governor

M. T. MNMpeo6paxeHckuid, apxutektop A. A. Mone-  S. Shakhovskoy, architect M. Preobrazhensky,
LYK, YCNeHCKMIA MMoXTULKNA MOHACTbIPb architect A. Polishchuk
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VccnepoBaHue BbIMOMHEHO NMpu (DMHAHCOBOW nogaepxke POOK B pamkax Hay4YHOro npoekTa
N° 18-012-00458.

crneHCKHUH ITIOXTUIIKUH MOHACThIph (DcToHHUA, Kuremie kiila) 6611 oOcHOBaH

B 1892 r. Ha BOropoAHNLIKOM rope, NOYHUTAEMOH IIpaBOCIaBHBIMH. Ero cosna-

HHE TIPEJCTABJIAET CO00H ONHUH M3 HE CTOJIb MHOTOYMCJIEHHBIX IPHUMEPOB
«apXUTEKTYpHOH pycHdHKaluu» B BaaTuu B LiapcTBoBaHHe Ajekcanzapa III u
aKTHUBHOTO IIPOTHBOCTOSHHUA HEMELIKHM JIIOTEPAHCKUM 3JINTAM, KOTOPBIE yCIIEII-
HO BJIMAJIM Ha MECTHOE 3CTOHCKO€E HacejleHHe. MHUIIHAaTOPOM CTPOUTENBCTBA MO-
HACThIPs, KaK U AJiIeKCaHapo-HeBckoro co6opa B Pesesie/TajyiiHe — ABYX CaMbIX
KPYTIHBIX B DCTOHHH XPaMOBBIX COOPYKEHHH HMIIEPCKOI'0 3HaYeHHU — GBI rybep-
HaTop KHA3b C. B. IITaxoBcKoH. ITociie oTuyxkAeHHI Boropoguiikoi ropsl, 17 anpe-
Jia 1892 r., U3BECTHBIN MAaCTEP PYCCKOIO MOCKOBCKO-SPOCIABCKOIO CTHJIA, aKaje-
MHK, Ipodeccop M. T. IIpeobpazKeHCKHH MPECTaBUI YEPTEKHU II0 IePeCTPOIKe
HEOCTPOEHHOI0 3JaHHA JIIOTEPAHCKOM KHPXH Ha rOpe B IIPAaBOCJIABHYIO LIEPKOBD,
I10 ITIOCTPOMKE CBATBIX BPAT CO 3BOHHHIIEH, TPAIIE3HOM M KEJIHH, KAMEHHOM Orpajibl
¢ 6amHAMH. POpMHUPOBAHHE MOHACTBIPCKOI0 aHCaMO6JIg B pyCCKOM CTHJIE IPOMCXO-
JIMJIO 32 KOPOTKOE BPEMS, M0 ITPOEKTY BCETO BYX 3044uxX: M. T. IIpeo6pakKeHCKOro
U ero yueHHKa A. A. IToJienyka, 4TO IPHUAAIO0 €MY LIEIbHOCTD, XOTSI B aHCAaMOJIb BO-
LIJIM pa3HOOOpa3Hbl€ 110 THIIOJIOTHH XpaMbl: CTapas JepeBsiHHas KieTcKas Huko-
JIO-ApCEHHEBCKasA 11EPKOBb, IOJIyKaME€HHas Tpalle3Has, ¢ IIaTPOBbIM BepxoMm, CH-
MEOHO-AHHHWHCKAsA LI€PKOBb, IIATPOBass MeMOpHalbHasg CeprueBcKkas LEPKOBb —
YCBINMaJIbHUIA KHA3A ITIaX0BCKOrO.

HoBbIH TPEXNIPECTOIBHBIN YCIIEHCKHUH cO00p B ITIOXTHUIIKOM MOHACTBIPE GBI CO-
opyk€H B 1907-1910 rr. o mpoexTy A. A. ITosernryka B (popMax peTPOCIEKTHBHOIO
HaIlpaBJIe€HHs PyCcCKOro cTuig. Co60p CTaJ OAHOH M3 BaXKHEHIIHX IIPEIPEBOIIOLIH-
OHHBIX LIEPKOBHBIX IIOCTPOEK, 3aBEPIIAIOIINX BBOJIOLIHUIO TUIIA «OOJIBIIHNX COOOPOB»
(ropoACKHX MJIM MOHACTBIPCKHX), YaCTO MOCBAMIEHHBIX YCIIeHHUIO Boxueit MaTepH.
OH MOKET 6BITb OTHECEH K YETBHIPEXCTOJITHOMY «COKPAIIEHHOMY» THITY «OO0JIBIINX
co60poB», I0 Kyaccudukanuu M. BroBuyeHKo. CeMaHTHKAa M apXUTEKTypHOE pe-
meHue cobopa B ITI0XTHIIE BOCXOJUT K CAMBIM 3HAYHTEIBLHBIM C IyXOBHO-CHMBOJIH-
YECKOH, HCTOPHYECKOH M Xy[0KECTBEHHOH CTOPOHBI YCIIEHCKUM cobopaM JIpeBHEMH
Pycu: Kuesa, Bragumupa, MOCKBbI. ET0 apXHMTEKTypa TaKXKe IIPOJOJIKAET JHUHHIO
LIEHTPHUYECKUX COO0pPOB B pycckoM cTuie K. A. Tona. HenmocpeAcTBEHHOE yyacTHe
B YCTPOHCTBE MOHACTBIPS CTOJIMYHOM BJIHUTHI HE IMPHBEJIO K €r0 (PUHAHCOBOMY IIpO-
LBETAHHIO, HO COIEMCTBOBATIO BBICOKOMY XyZ02KECTBEHHOMY YPOBHIO apXHUTEKTYPBI
M yOpaHCTBa, BBIIIOJIHEHHOIO U3BECTHBIMH CaHKT-IIETEPOYPIrCKMMH MacTepaMH. Tak,
HaIlpUMep, HKOHBI HKOHOCTAca co60pa ABJIAITCA €TUHCTBEHHBIM YIIEJIEBIINM IIPH-
MEPOM TBOPYECTBA MaCTePCKOM Eroposa, caM HKOHOCTAC — OJHO M3 [IBYX ITIOJTHOCTBIO
COXPaHUBIIHNXCSA IPOM3BENEHHH MacTepcKoH A6pocMMOBBIX. Oco60e BHHMaHHE B
ITroXTHIlE YAENANIOCHh CBA3H C IIPHUPOJHBIM OKPYKEHHEM, BKJIIOUYAs HCIIOJIb30BAHHE
MECTHBIX CTPOUTEJIbHBIX MaTEPHAJIOB (OYJIBIKHBIN KaMEHb, ePEBO, KUPIIHY). YIHUTBI-
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BaJICs JIaHAIIAQT, MECTHBIE CTPOUTENIbHBIE TPAJUIIUH. MOHACTBIPCKHE CTPOEHUS U
XYZA0KECTBEHHOE YOPaHCTBO HE 3aKPBIBABIIMXCA XPaMOB OOHUTEIH COXPaHHJIHCDH 6€3
3HAYHUTEJIbHBIX yTPAT.

C coopyzxK€eHHEM cO60pa MOHACTBIPCKMM KOMILJIEKC GbLJI 3aBEpIIEH B OCHOBHBIX
CBOMX YepTax. OTHAKO BCIIOMOTATEJIbHbIE MOHACTBIPCKHE 3[JaHU S, IPEUMYIIECTBEH-
HO K€JIBH U CJIy2KO0bI, CTPOMJIMCh U B IIO3HECOBETCKUH IIEPHO], IIPH UTYMEHbE BapBa-
pe (TpodrmoBoit). ITIOXTUIIKHUE MOHACTBIPS GBI €AUHCTBEHHBIM B PIIII, rIe Besoch
B 9TO BPEMs CTPOHTEILCTBO, IPUYEM OPHEHTHPOBAHHOE HA apXUTEKTYypPy OOHTENIH
py6exa XIX-XX BB., 3Ta TEHAECHLHA COXPAHAETCA U B COOPYKEHMAX MOCJIEHUX JIET.
ITIOXTUIKHMA MOHACTBIPD ABJIETCS JOHBIHE OAHHM M3 JIyYIIHX apXUTEKTYPHBIX aH-
caMbOJieHl Ha TeppUTOpPHH IIprOAITHKH BpEMEHH €€ HaXOX/EHHsS B cOCTaBe PoccHii-
CKOH HUMIIEpHH.

[OBa «pyccKuUx cTuna» unm oguH mmd B UCTopum
pycckoro nckyccraea XIX seka?

Two “Russian Styles”. One the Myth in a History
of 19"-Century Russian Art?

Unba EBreHbeBuy Me4y€HKMH llia Pechenkin

Poccuiicknii rocyaapCTBeHHbIM r'yMaHnTapHbli - Russian State University for the Humanities,
yHuBepcuteT, Poccuiickasg Gegepauna Russian Federation

KnioueBble cnoBa: XIX Bek, apxnTekTypa, Key words: 19" century, architecture, revivalism,
3KNEKTUKA, UCTOPU3M, PYCCKUI CTUAb, MCTopMo- historicism, Russian Style, historiography,
rpacua, B. B. Ctacos V. V. Stasov

ITHUM H3 [JEHTPaJIbHBIX (P€HOMEHOB HCTOPHH PYCCKOTo UcKyccTBa XIX B.

CIIPABEAJIMBO CYMTAETCA «PYCCKHMH CTHJIb», BHIPA3ZUBIIMICA B Pa3IHY-

HBIX BHUJaX UcKyccTBa 1830-1890-X IT., HO B IEPBYIO OYEPEAb — B apXH-
TEKTYpe H OH3aMHE Xy[0>KE€CTBEHHO-IIPOMBIIIJIEHHBIX H3MenHi. CrenraabHOoe
HU3YyUYEHHE «PYCCKOI'O CTHJIA», KOTOPBIH AOJIrO€ BpeMs CUHTAJICSA He 6ojiee 4eM
OTPaxKE€HHEM PEAKIIMOHHOM ITOJHTHKH IO3JHET0 POCCHHMCKOTO CaMOJEpKaBH,
Ha4aJIOCh OKOJIO IMOJyBeKa Hasald. OCHOBOIIOJIATAIOIIEE 3HAYEHHE 3[€Ch UMEIOT
Tpyas! E. A. Boprcosoii (1979), E. M. KupuueHko (1977,1978,1986,1997) u B. I. JIu-
coBckoro (1988, 2000, 2008), KOTOpbIE OMHCATH U CUCTEMATHU3HPOBAJIN BHYIIIH-
TEJIBHBIM M0 06bEMY (PaKTHUECKHH MaTepHas, pa3paboTaay MEepHOAU3ALUI0 U
KJIACCHU(PHUKAIIHIO DTAIIOB Pa3BUTHS «PYCCKOT'O CTHJIsI». BripouyeM, UX B3IJIAJ Ha
00BbEKT M3y4EeHHs ObJI BO MHOTOM IIpeAoINpeaesI€éH ONITHKOM, KOTOPYIO IIPeJIo-
xwi B. B. Cracos (1883, 1888).
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OHHUM M3 INPHUHIMIHAJILHBIX IIYHKTOB €I0 MHTEPIIPETALUH «PYCCKOTO CTH-
JIs1» OBbLIO BBICTpaMBaHHE OMHApHOH OIIMO3MLHH MEXAY «AEMOKPaTHYECKOM» H
«0(PUIHAIIBHON» BEPCHUSMH DTOr0 HAIpaBieHHUs. IIpefcTaBIeHHE O JBOMCTBEH-
HOM IPHUPOJIE «PYCCKOTO CTHJISA» OBLIO yCBOEHO M COBETCKMMH HCKYCCTBOBEJIAMH.
Ho eciu B onncaHuy CTacoBa peys IJIa O PELIUTETLHOM BHITECHEHHH ITOJIMHHO
CaMOOBITHBIM, BBIPOCIIIHM Ha HAPOJHOM ITOYBE «JE€MOKPATHYECKHM PYCCKHM CTH-
JieM>» 0PUILIMO3HOIO U (paJIbIINBOrO CTHIA, cOUMHEHHOTO K. A. TOHOM, TO y aBTO-
poB mocienHel TpeTH XX B. TOBOPHUTCSA O MapaJIEIbHOM M BIIOJIHE aBTOHOMHOM
Pa3BUTHH «JE€MOKPATHUYECKOT0» U «O(PUIIHAIBHOTO>» HAIIPaBJICHUH, IPHUUEM II0-
ciefHee HEPEJKO OMMCBIBAETCS KaK MOYTH GECIIJIONHOE C TOYKH 3PEHUs Xy/l03kKe-
CTBEHHBIX PE3YJIbTATOB, 4 IIEPBOE, IIPEACTABIEHHOE B IIEPBYIO 0YEPENL TBOPYECTBOM
B. A. TapTmaHa, H. I1. PorieTa ¥ XyZJ02KHHKOB AGPaMII€BCKOI'0 KpyKKa, HAIIpOTHB —
KaK I[10JIHOE XKUBUTEJIbHBIX OTKPBITHHI H IPOrPECCUBHBIX U EH, IPEIBOCXUTUBIIINX
B Poccuun mopepH. Bosee Toro, KMpHY€eHKO IBITAIaCh CBA3aTh BOSHHKHOBEHME
«JIEMOKPATHYECKOT'0 PyCCKOTO CTHIISA» B IOpe)OpPMEHHOE BPEMSI C 3CTETHYECKUMH
3allpoCcaMM pPa3HOYHMHHOM (PeBOJIIOLIMOHHOM) HHTEJJIMTeHIIUH. TaK BOIIpOC Kaue-
CTBa APXUTEKTYPhI ObLJI ONIPOKHHYT B OOIE€CTBEHHO-TIOJIUTHYECKYIO IJIOCKOCTDh M
TOCTABJIEH B CTPAHHYIO OT HEE 3aBUCHMOCTb.

Ha Ha B3y, JaHHasg KOHLENLHA ONMHCAaHHUA «PYCCKOTO CTHJISA», HA KOTOPYIO
OIMPAIOTCA HCCIEA0BATENN H3 CMEXKHBIX 06J1acTell T'YyMaHHUTAapHOIO 3HaHHSA, Hy-
KIAETCA B KPHTHYECKOM aHaIN3€e. PaKTHYECKHUI MAaTE€PHAJL, IIPH €I0 HENIPEAB3ATOM
PacCMOTPEHHH, €]Ba JIU IT03BOJISIET IIPOBECTH XKECTKOE pasMexKeBaHHE «O(HUITHAIb-
HOT0» U «J€MOKPAaTHYECKOT0» B apXUTEKTYPHO-XYyZ02KECTBEHHOM IIPAKTHKE «PYC-
CKOTO CTHJIsI». JIj1a CTacoBa MOKA3aTENEM «IEMOKPATHYHOCTH> 3aHHA ObLIa €T0O
obIrecTBeHHasA (PYHKIIHS, 4 3TO MOJIpa3yMeBaeT pasroBOp HE O CTHJIE, 4 O THIIOJO-
run. Pasymeercs, NIpUABOPHOE CTPOUTENBCTBO HIHM O(DOPMIIEHHE JJUHACTHYECKHUX
TOP3KECTB MOXKHO BBIHECTH B OTIEJIbHYIO py6pHKY. HO KaK OTAETIHUTH OT O(pHUIIHATb-
HOr0 3aKa3a NaBUJIbOHBI POCCMM Ha BCEMHUPHBIX BBICTABKAaX, KOTOPbIE KyPHPOBAJIHCh
Ha ypoBHEe MHUHHCTepCTBa PHUHAHCOB? CTOUT JIH IIPHU 9TOM 3a0BIBATD, UYTO TPAAHLIH S
JIEPEBHHOTO CTPOMTEIBCTBA B «CaMOOBITHOM» KJIIOYE BOCXOJMT K IIPHBOPHBIM
MIOTEUIHBIM «H36aM» IepBo¥ MmosaoBHHBI XIX B.? M Kak, ¢ Jpyroi CTOPOHBI, OT/e-
nuTh B 6uorpaduu A. B. IIpaxoBa a6paMIIEBCKHH OIIBIT JIOOHUTEIBCKOTO IIPOEKTH-
POBaHHMA LIEPKBH OT €r0 POJIM KaK H/I€0JI0Ta HAIlHOHAJIbHO-KOHCEPBATUBHOTO I10BO-
poTa PyCCKOro McKyccTBa 1870-1890-x rr.?

IIpencraBisgeTcs, 4YTO AUJIEMMA JBYX «PYCCKHX CTHJIEH» ABJISETCS JIOKHOH U He
MOATBEPKIAETCA HUYEM, KpOME ITy6IUIICTHYECKOr0 Hacaeaus CTacoBa.



VckycctBo HoBoro 1 HoBeiiwero Bpemeru: TpaHcopmMauns 97
CpeAHEeBEKOBOIro MbILWIEHNS, HACNeAMNe, UCTopUYeckas NaMaTe

Feminist Art History and Emily Shanks,
the First Woman Peredvizhnik
dDeMUHUCTCKaa NCTopus nckyccrtea n Imunn LLiaHkc,

nepBad XeHLlnHa-nepeaBM>XHMK
PosanuHp Monnu Bneikcnun Rosalind Polly Blakesley
Kem6pumxcknin yHnBepcuteT, Bennkobputanua  University of Cambridge, United Kingdom

Knio4veBble cnoBa: nepeaBuxHuKK, XeHWnHbl, Key words: Peredvizhniki, women painting,
KNBOMUCh, (DEMUHN3M, BbICTaBKM feminism, exhibitions

n 1891, exhibitors at the 19* exhibition of the Association of Travelling Art

Exhibitions included a rare new entrant in the form of a woman artist, the British

painter Emily Shanks (1857-1936). Shanks’s submission, Older Brother (location
unknown), was sufficiently noteworthy to be included in the exhibition catalogue and
heralded an impressive run of exhibits with the Peredvizhniki. New Girl at School, a
talking point at the 20™ exhibition in 1892, was purchased by Pavel Tretyakov for his
burgeoning gallery of Russian art; in 1894 The Ink Spot (location unknown) secured
Shanks membership of the Association; and no fewer than eight of her works appeared
at the 35" exhibition of 1906-7.

By the time Shanks left Russia for England at the outbreak of World War I, she had
contributed a total of forty pictures to twenty of the twenty-five Peredvizhnik shows
which took place from 1891 to 1915, as well as exhibiting at the All-Russia Industrial
and Art Exhibition in Nizhny Novgorod in 1896, the Moscow Society of Art Lovers
from 1900-1, and the Lemercier Gallery in Moscow from 1909-12. She used her vote
and her voice judiciously in Peredvizhnik meetings, contributed works to charitable
ventures, debated with Lev Tolstoi, and was sufficiently well known for the press to
cover the solo selling exhibition she held prior to her departure from Russia, in 1913.

Yet for all this success, Shanks has left little trace in histories of Russian art. If
noted occasionally as the student of Vasily Polenov at the Moscow School of Painting,
Sculpture and Architecture and as the first woman member of the Peredvizhniki, the
actuality of her painting practice goes unremarked. Nor has British scholarship paid
attention to the remarkable achievements of this pioneering artist on foreign soil.

This paper draws on recent developments in feminist art history to address this
lacuna in scholarship, and interrogate both the neglect and the resurrection of Shanks’s
career. With extensive work in public and private collections and archives, it introduces
Shanks’s extant oeuvre of about twenty-five paintings, as well as those known only
from exhibition catalogues and press reviews. It also trawls through late 19*- and early
20t™-century newspapers and journals to establish contemporary reactions to Shanks’s
painting, and the ways in which her public profile served as a touchstone for broader
debates about the role of women artists and their work. The paper’s findings illuminate
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not just the career of a trailblazing and undeservedly forgotten artist, but also the ways
in her practice serves to problematize longstanding assumptions about the focus and
priorities of the Peredvizhniki in the twilight of imperial rule.

The Meanings of a Monument: the Crimean Memorial
in Istanbul
3HayeHne MoHymeHTa: KpbiMcknin memopunan B Ctambyne

AnnaH Qowvr Allan Doig
Okchopackuii yHusepcutet, Bennkobputanua  University of Oxford, United Kingdom

Knio4yeBble cnoBa: CMbIC/bl, MOHYMEHT, ap- Key words: meaning, monument, architecture,
xnTekTypa, KpbiM, rotndyeckoe Bo3poxaeHue,  Crimea, Gothic Revival, memorial, Imperialism
mMemopwan, umnepuanmnsm

f all types of architecture, it would be expected that the least ambiguous and

open to a variety of interpretation would be the commemorative monument,

given the strength of feeling that is the origin of their creation and the clarity
of the statement they are intended to make. However, this paper will seek to show that
different perspectives, depending on shifting artistic, religious, historical, and political
stance will result in equally various evaluations of such a monument. The example used
to demonstrate this is the British Crimean Memorial in Istanbul.

The Crimean Memorial Church is of particular interest to me in the first place
because it was built by the architect George Edmund Street. He was appointed as
Oxford Diocesan Architect in 1850 and built, rebuilt, or restored 113 parish churches in
the diocese where I live, and (I believe) also designed part of my own house in 1854. It
was, of course, a considerable surprise to discover a rather unusual example of his work
in the backstreets of Galata in Istanbul, standing as a monument to that disastrous war.

Even before the Treaty of Paris was signed ending the war, the Times of London
reported on 20 February 1856 that a committee had been formed to build a church in
Istanbul as a memorial to those who fell. At a meeting held under the Presidency of HRH
the Duke of Cambridge on 28 April almost £25000 was raised. A competition to design
a memorial church was announced on 14 June with submissions to arrive by 1 January
1857. Designs were required to be in the Gothic style and further: ‘Any approximation to
the specific features of Byzantine Architecture is prohibited, as being objectionable in
many respects. Still more must the competitors abstain from the imitation of any forms
connected with the religious architecture of the Mohametans.” Human and animal forms
in the decoration were strictly forbidden. National and religious readings were being
both prescribed and proscribed. Religious sensitivities were not just between religions
but also within the doctrinal and artistic disputes within the Church of England itself. In
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fact, Street did not win the competition, he came second, but was asked to take over when
problems arose in building the winning design.

From the perspective of the Foreign Office in London, the memorial stood for British
prestige and standing in the region. To the British people it was about personal loss and
a degree of outrage at the mishandling of the war and of foreign policy. To the British
community, including Florence Nightingale, in Istanbul the church was to alleviate the
plight of British soldiers and seamen in the port. To the ‘grateful’ sultan it must have
been largely a reminder of his political weakness and dependence. To St Petersburg it
was the loss of round about half a million men, but that also set the stage for the reforms
of Alexander II. All these perspectives were uncomfortably ambivalent.

With these multiple meanings both positive and deeply negative, even to the British,
it is a wonder the memorial was ever completed, and certainly that it continues to
function today. Not surprisingly members of the church prefer to call it Christ Church.
It is impossible to separate the architectural evaluation of the work from the religious
and political dimensions, and that means your perspective depends on where you stand,
and even when you were standing there.

Ancient Artistic Motifs in the Memorials
of Post-Unification Italy
[dpeBHNE MOTMBLI B MeMOpuanax oobeanHéHHon Utanum

CumoHe Pambanban Simone Rambaldi
Ynusepcutet MNanepmo, Ntanua University of Palermo, ltaly

Knio4ueBble cnoBa: gpeBHMe MOTMBLI, Memopu-  Key words: ancient artistic motifs, memorials,
anel, o6beanHeHHaa Ntanua Post-Unification ltaly

n the decades subsequent to the unification of the Kingdom of Italy, accomplished in
1861 after the proclamation of Vittorio Emanuele II as the king of the new State, the
Italian peninsula became covered with many commemorative monuments. These were
devoted, first of all, to honour the men who played a leading role in the heroic deeds of the
Risorgimento on the one hand, and the places where the major historical events occurred
on the other hand. Afterwards as well, the Italian State went on erecting memorials, in
order to celebrate other victories and other casualties, as it happened on the occasion of the
unsuccessful colonial attempts in the African land and then, above all, after the World War L.
Many of these commemorative monuments, in the choice of the subjects each
time represented and of the figurative motifs adorning them, show that their authors
had drawn some inspiration from the artistic repertory of the classical antiquity, and
especially from the Roman world. Single typological patterns and single iconographies,
properly refashioned, could well fit these new celebratory contexts too and strengthen
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their meaning. In that, the Italian artists working in the decades between 19 and 20
centuries continued a custom dating back, in the artistic practice of the western world,
to the Renaissance period at least. But, unlike many other well known aspects of the
classical heritage persistence in the modern art, the analysis of the contribution of forms
and models derived from the antiquity, in creating the commemorative monuments of
the unified Italy, it is still lacking today all the critical attention it surely deserves.

In order to convey an idea of the interest and of the opportunities of this original
field of study can offer to the contemporary research activity, a sufficient set of examples
will be examined. This will show up the ways and purposes the ancient motifs were
reproposed by in the modern memorials. The monuments will be selected not only
among those still visible in the main Italian cities, not forgetting some minor town,
but also among those set in the actual places where the events they were aimed to
commemorate happened. As one will see, apart from the specific local contexts, the
revival of ancient artistic motifs always performed excellently the task it was destined to
and contributed to diffuse in the strongest manner the ethics the Italian State wanted to
convey by means of these commemorative monuments.

The Photographic Records of Hadrian’s Villa between
Archaeological Documentation and Cultural Industry
(1870 and 1920)

doTohmkcaunm Bunnbl AgpnaHa:

MeXAy apXeosiorn4yeckom JOKyMeHTaunem

n KynbTypHon nHayctpmen (1870 n 1920)

KpuctnHa Pyaxepo Cristina Ruggero

LleHTpanbHbIi MHCTUTYT MCTOPUM MCKYCCTB, Central Institute for Art History, Munich,
MioHxeH, ["'epmanmna Germany

KnioueBble cnoBa: B1/1a AgpuraHa, hoTo- Key words: Hadrian’s Villa, photography,
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KyNbTypHas MHAYCTPUA

fter centuries in which the visual transmission of antiquity was entrusted
to drawings and engravings, watercolors and paintings, but also to literary
descriptions and travel diaries, the advent of photography established a new

way of seeing, now through the camera lens.
My question addresses specifically the impact of this new medium on the reception
of the Roman Campagna and its ancient historical ruins in the fifty years between 1870
and 1920. Pivotal is the paradigmatic relationship between photography applied to
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precisely recorded antiquities — from excavations, through preservation and restorations
(documentation) — and also to the chronicles of passionate and erudite travelers
(narrative). Tivoli, with its many ancient and early modern historical sites, as well as
by virtue of its natural setting, has enjoyed a long-lasting fortune of classical interest.
This town in the Roman Campagna between the Aniene River and the Tiburtine hills is
steeped in history and Hadrian’s Villa serves as a privileged and ideal point of departure.

Substantial historical and political changes across the Italian peninsula during the
19th century created the preconditions for a new attentiveness towards the prestigious
past of the country. The proclamation of the Kingdom of Italy in 1861 was a crucial
event also for the Roman Campagna: The annexation of Rome and its nomination as
the kingdom’s capital city had direct repercussions on the nation’s cultural and artistic
heritage. From the 1870s the Italian Government took care to encourage archeological
study, and to promote new excavation campaigns. Additionally, it also took steps to
purchase ancient properties of historical and archaeological interest still held in private
hands. Excavations of the Province of Rome from the years 1871-1872 explains the
procedures to be adopted for the restoration of the territory’s sites, accompanied by
some photographs documenting the planned interventions in order to make it easier for
visitors to access the various sites such as those of HV.

It is my opinion that at least four main factors have contributed to a new approach
to the works of art and antiquities of both major Italian cities and their surrounding
areas, of which HV represents a truly exemplary case: 1) The importance of images for
archeology as an essential scientific tool to fix and visualize the knowledge that was
being acquired also in order to illustrate the results in publications; 2) The improved
conditions of travel, than it was the development of transportation that not only allowed
visitors to change routes, entering ever more distant territories, butlikewise enhanced the
attractiveness of the less-visited neighboring regions; 3) The emergence of guidebooks
which perceived and addressed the new needs differentiating contemporary tourists from
those characterizing former travelers; 4) The advent of photography. While the advent
of new means of transport improved the mobility of people, photography functioned
as a gateway to increase awareness of a site’s prestigious past. Commensurately, in the
second half of the 19 century photographs began to take on more and more cultural
value, thereby influencing the professional profile of many artists.

As a result, the ruins enjoyed a more widespread reception, becoming desirable
and privileged settings for photo-souvenirs. Even though photography served as an
indispensable tool for archaeologists, art historians, and in general for the visual arts, its
commercial aspect together with its potential to disseminate information made the past
more accessible and popular, and so the medium should not be underestimated.

The remarkable importance of photography between professional use and individual
fulfillment is reflected in the different meanings assigned to antiquities by locals, scholars,
or tourists: the ancient object bears a symbolic-traditional significance for the first, an
artistic-cultural worth for the second, and a romantic-fascinating involvement for the last.
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nMnepus

n studying the work of archaeologists, folklorists, amateurs, painters and

photographers who visited or lived in Cyprus between the 19 and 20 centuries,

we come across interesting ways of looking at the antiquity of the island. At the
same time, we can identify critical information that testifies to the socio-political beliefs
of their time through their perception of the present.

While analysing the creative expressions of the people living on the island hundreds
or even thousands of years before them, these travellers, scholars or artists were
processing their modern creative reality by looking for answers to questions concerning
the past. This elaboration emerges from the time- and space-sensitive consciousness
and social filters of the people of each historical period, and indicates the attitudes
and tendencies of that particular moment. After all, the analysis of art and creative
expressions is subjective, and is determined by the time- and space-sensitive dimension
of the scholar.

Whereas cultural heritage represents the overall result of a historical, social reality,
contemporary culture is seen as the evolution of the past, which tends to meet the
needs of the present. The culture of the past is therefore analysed as a homogeneous
whole that has evolved over time in a particular space, while the analysis of the cultural
creation of the present takes into account complex parameters relating to the personal
experiences of the scholar conducting the research. This concept applies to all periods
and their coeval cultural activity, with few exceptions that confirm the rule. In this way,
the subjectivity of understanding any present reality can reveal new details that enrich
the essence of historical knowledge.
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This paper proposes a journey through historiography that concerns Cyprus and
the fields of archaeology, art history, and the folk arts in the 19" and 20™ centuries. The
suggested time frame passes through the presence of the Ottoman and British Empires
on the island, and culminates in the birth of the Republic of Cyprus (1960). In this
journey, we look at the cultural heritage works described and analysed by the travellers
and scholars in question. At the same time, while looking at the creation of thematic
museums during that period, we map out the social beliefs and political expectations of
people at the time.

Furthermore, this paper examines various art forms as recorded in the past, in
an effort to derive information of significant interest that gives a new dimension to
historical realities. The analysis will use travellers’ accounts, books of the time, archival
documents,drawings and paintings, photographs and postcards from museums, archives
and private collections. The words adopted in the texts, their use and nuances, as well as
the details and perspectives of artwork will be our guides on a journey of ‘sensitive’ time
analysis through the historiography of art and other cultural expressions.

Vladimir Pavlovich Zagorodnjuk and Applied Arts

in Belgrade between the Two World Wars

Bnagnmup lNManoBny 3aropoaHtok 1 npukiagHoe NCKyccTBO
B benrpage mexay AByMS MMPOBbLIMW BOMHAMM

MwunaH MpoceH Milan Prosen
YHuBepcutet nckyccts, benrpag, Cepbusa University of Arts, Belgrade, Serbia
Kniouesblie cnosa: Bnagumup MNasnosuy Key words: Viadimir Pavlovich Zagorodnjuk,

3aropofHiok, cLeHorpaud, Ckybntypa, ap- scenography, sculpture, architecture,
xntekTypa, tOrocnasua, XX sek, Cepbus, ae- Yugoslavia, 20" Century, Serbia, applied arts,
KOPAaTUBHO-MPUKNAAHOE NCKYCCTBO, ap-4eKo, Art Deco, scenic design, costume design,
TeaTpanbHO-AEKOPAUMOHHOE UCKYCCTBO, Tea-  Russian emigration

TpanbHble KOCTIOMbI, PyCCKas aMUrpaums

ladimir Pavlovich Zagorodnjuk (Odessa, 1889 — Sydney, 1976) is one of many

Russian artists who arrived in Yugoslavia in the early 1920s in the first wave of

emigration. He began his work in Belgrade in 1921 as a painter-scenographer of

the National Theater at the invitation of the famous scene designer Leonid Brailovski.

The experience he gained while studying in Paris at the Ecole Nationale des Beaux Arts

in the studio of Antonen Mercié and scenographic work with Brailovski, Zagorodnjuk
manifested through traditional and modern tendencies in decorative and applied art.

He organized a cashier’s workshop in the theater and made sculptural elements

of decor from paper machetes. He worked as an independent set designer for the
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National Theater from 1923, and in the period until 1940 he staged 19 plays and 12
operas. Participating with other selected Yugoslav artists in the large exhibition of
Industrial Decorative Modern Art 1925 in Paris, Zagorodnjuk won the third prize for the
scenography of the Serbian epic play “Death of Mother Jugovich” which he exhibited
in the Grand Palais. In collaboration with the most famous directors of the interwar
period, he adapted his scenography in terms of surface and color treatment, striving
for the symbolism of the mood, enabling the expression of various gestures. With witty
solutions where it was needed, he won over the Belgrade audience with his elegant
style and the beauty of the decor. Approaching each subsequent theme emotionally
and studiously, he introduced illusionism, lush sensibility, light and formal effects or
colorism, striving to provide the director and participants with adequate space for
creative manipulation on stage. In his theatrical work, Zagorodnjuk often acted as a
costume designer, believing that the scenography and costume should be the work of
one author.

Along with his scenographic work, in the period 1927-1939 Vladimir Zagorodnjuk
was noticed as a prolific sculptor. Between the two world wars, reliefs and facade
sculptures of numerous public and private buildings in Yugoslav capital and in other
large centers of the kingdom, were created in his studio. He cooperated with many
eminent architects of the period, and since in favor of the Art Deco style, Zagorodnjuk
contributed to its reception in Yugoslavia. He exhibited with the Society of Russian
Artists (1928), with the group Krug (1930, 1931), at the Salons of Architecture, at The
First Exhibition of Theatrical Painting (1938), as well as at the Salon of Russian Artists
(1942 and 1943). During the occupation he retired from service to continue his work in
the period 1945-1950 when he staged about 20 plays, the last of which was Guno’s opera
Faust, performed in 1950.

Reputable and esteemed, Zagorodnjuk left the National Theater in 1950 and
emigrated to Australia, where he continued his artistic work to a lesser extent, and in
1960 he painted the iconostasis of the Church of the Mother of God of the Kazan Convent
in Kentlyne, as well as iconostasis of the Church of All Saints in Sydney (ITepkoBb Bcex
CBATBHIX, B 3eMJle Poccuiicko npocuasimx). He died in Sydney in 1976.
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The Contemporary Perception of the Book “Verfemte Kunst.
Bildende Kiinstler der inneren und duReren Emigration

in der Zeit des Nationalsozialismus“ — Questioning Werner
Haftmann’s Historiography of Modern Art

CoBpeMeHHOoe BOCNpUATNE KHrn «MckycCctBo ocTpakmama.
XYAOXXHUKU BHYTPEHHEN N BHELLHEN SMUIpaLnm

B Mepuoa HaumoHan-coumannamMar: CtaBs nog COMHEHMe
ncrtopmorpacdunio COBPEMEHHOIO UCKYCcCTBa BepHepa
XapTmaHa

BuHyeHua BeHegeTTMHO Vincenza Benedettino
[erinensbeprckuii yHmusepcuteT, FepManng University of Heidelberg, Germany

KnioueBble cnoBa: BepHep XaptmaH, Hauno-  Key words: Werner Haftmann, inner emigration,
Han-coumannam, abCcTpakTHOEe NCKYCCTBO National Socialism, abstract art

ow do we perceive today the work, career and biography of Werner Haftmann

(Glowno 1912 — Gmund am Tegernsee 1999) on the base of the recent research

that has raised his problematic membership in the Nazi Party and shadows in
his activities during the Second World War?

What does it mean to question the work of an art historian who is considered one
of the greatest promoters of modern art in the post-war period, as well as a strenuous
defender of artists considered “degenerate” by the Nazis? What does it mean to
reassess, in the light of Haftmann’s biographical contradictions, issues on which the
historiography of modern art in the Federal Republic of Germany was rooted? In the
context of this conference I intend to address these questions by taking Haftmann’s
latest book as a case study.

Haftmann’s career has long been based on the idea that through his work he
contributed to the rehabilitation of many artists considered “degenerate” by the Nazis.
On his writings and canonization of the 20*" century art history grounded the theoretical
conception of the documenta in Kassel in 1955. This major exhibition was meant to
represent symbolically a new start not only in the domain of the arts but also for the
Federal Republic of Germany’s society. Haftmann’s book “Verfemte Kunst. Bildende
Kiinstler der inneren und dufleren Emigration in der Zeit des Nationalsozialismus”
Haftmann was commissioned by the German government and published in 1986. It was
based on an idea by Chancellor Helmut Kohl (Ludwigshafen am Rhein 1930 — 2017)
in order to commemorate the 50" anniversary of the exhibition “Entartete Kunst”.
This publication can be seen as the conclusive achievement of Haftmann’s attempt to
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legitimize the artistic career of many German painters and sculptors as victims of the
Nazi regime. Haftmann created the myth of solitary and apolitical fighters who resisted
the regime in silence and solitude. He also justified the positions of artists of the so-
called inner emigration by equating their struggle with that of the emigrated artists. As
Haftmann wrote, both artists of the inner emigration and in exile worked on the base of
the same artistic concerns. In their artworks they deepened the dimension of content up
to the mythical source that preserves reality, which afterwards found artistic expression
in pictorial and allegorical metaphors. This could be observed in the paintings of older
masters, in exile like Paul Klee as well as in inner emigration like Willi Baumeister.
According to the art historian, these artistic changes laid finally the foundations for the
development of post-war abstract art in a generation of younger artists, both in exile
such as Hans Hartung, Wols and Rolf Nesch and in inner emigration like E. W. Nay, Fritz
Winter and Hans Uhlmann. Through the dissemination of these theories, Haftmann
contributed to the development of an art historical tradition that on the one hand re-
evaluated the biography and artistic career of the artists who had remained in Germany
(some of whom were sympathizers of the Nazi’s ideology and antisemitism like Emil
Nolde) by emphasizing their solitude and determination in keeping on working
despite the political context. On the other hand, claiming that both artists of the inner
emigration and in exile conducted similar artistic researches, he validated the national
and international dimension of the post-war spread of abstract and informal art, which
he had actively supported since 1946.

XKunBonucb coumannucTMyeckoro peanmsma: HoBble
cTpaTerum nHTepnpeTaumm
Socialist Realist Painting: New Interpretation Strategies

Anekceit BuktopoBuy CMupHoB Aleksey Smirnov
CankT-lNeTepbyprckuii rocyaapCTBEHHbIN Saint Petersburg State University,
yHuBepcuTeT, Poccuninckasg ®epepaums Russian Federation

Knio4yeBble cnoBa: COBETCKOE UCKYCCTBO, Key words: Soviet art, socialist realism,
COLMANUCTUYECKNI peannsm, CoBeTckasda Soviet culture, Soviet painting

KYynbTypa, COBETCKadA XNBOMNCb

ViccnepoBaHve BbINOHEHO NpW (PMHAHCOBOW noaaepxke PODU B pamkax Hay4HOro npoekTa
N° 18-011-00570a.

CHOBHaf 33jJlaya JJOKJ1aJja COCTOHUT B TOM, YTOOBI 10Ka3aTh, KaK C TEHEHHEM
BPEMEHH M3MEHUJIMChH IIPUHIMIIBI U HAYYHbIE METOJbl MHTEPIPETALIUHU
MIPOMU3BEIEHHUH XKHBOIIMCH COLIMAJIMCTHYECKOTO peajn3Ma, CO3NAaHHBIX B
CCCP B cepeauHe XX B. COBETCKHE HCKYCCTBOBEBI BBIPAOOTAJIN ONpeNeEHHBIE
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IIPUHIIHIIBI OIIMCAaHU, MHTEPIIPETALINH H aHAJIN3a OTAEJIbHBIX IIPOHU3BEIEHHUH CO-
LHaJIHCTHYECKOr0 peajnu3Ma ¢ y4€TOM TOro, Kakylo HI€0JIOTHYECKYIO U JUAAKTH-
KO-BOCIIMTATEJIBHYIO POJIb OHH HUIpaiu. Kak ciencTBHe, O4HA U3 3a1a4 TEOPETHKA
HCKycCcTBa (IIPUMEHHUTEJIBPHO K BHOBb CO3/aBa€MBIM IIPOM3BEIEHHUIM COBETCKOM
2KMBOITHCH) COCTOSJIa B Pa3bACHEHHUH IOTEHIIHNAJIbHBIM 3PHUTEISIM XyJI0KECTBEH-
HBIX OCOOEHHOCTEH collpeaji3Ma U BO MHOTOM ObljIa CX0XKa C 3aJjlayeil COBpeMEH-
HOTO apTKPHTHKA. B HacTosAlllee BpeMs, KOT[a COLHAIHNCTHYECKUH pealn3M yxKe
CTaJl UCTOpHeH, (POPMHUPYIOTCS B MPHOOPETAIOT 3HAYHMMOCTh HOBBIE ITPHHIIHUIIBI
aHaJIM3a 3THUX NPOU3BeAEeHHN. OCOOBIH MHTEPEC MPEACTABIAIOT «MaJIble» KaHPbI
colpeajn3Ma, IJie M300paxkKeHbl HE 3HaUYHMMBble ITOJIMTHYECKHE COOBITHS U IIEPCOo-
HaXH, a CUTyalllH [IOBCETHEBHOM KHU3HH, TAKKE HAIIOJITHEHHBIE HI€0JIOTHYECKHM
copepxkaHueM. Takue NMPOU3BENEHUS NPEACTABIAIOT HHTEPEC IJIsI COBPEMEHHOH
HayKH IIpeK/e BCErOo MOTOMY, UTO UX MHTEPIPETAIMA I103BOJSIET MOJYUYUTD pe-
3yJIBTAThl, BHIXOJAIIME 32 PAMKH KJIaCCHYE€CKOM MCTOPHH HCKYCCTBa. MBI NIpexe
BCEr0 MMEEM B BHAY COLHAIBHYIO HCTOPHUIO HCKYCCTBAa B TOM BEPCHH, KOTOpas I0-
JIy4Hsia Ha3BaHME KyJIbTypajlbHble (TOUHEE, BU3yasbHbIE) HCCIIeJoBaHH. FIMEHHO
JUIS1 9TOM Hay4YHOH TPaJHIIMH COBETCKas XKHUBOMHCH 1950-X IT. 1a€T 60TraThIH OMIH-
pHUUECKHUH MaTepHal.

B noksazie Ha KOHKPETHBIX IIPHUMEpPax CPaBHUBAIOTCS CTPAaTErHH HHTEpIIpeTa-
LMK HECKOJIbKHX IIPOMU3BEIEHHUI COBETCKOM KHMBOIHUCH YKa3aHHOTo Iepruoaa. OnHa
M3 TaKHX CTPATETHH CJIOKHWJIACH B FOJBI CO3NAHHUA CAMHX IIPOU3BEAEHHUI C HCIIOJIb-
30BaHHEM «ayTEHTHYHBIX» COBETCKOMY HCKYyCCTBY METOZIOB, IpyTas XK€ IIpeanoara-
€T IpHMEHEHHE IPUHINUIIOB aHAJIN3a, CBOHCTBEHHBIX BU3YaJIbHBIM HCCIIEJOBAHHSAM.
B noxksazie IpOAEeMOHCTPHPOBAHO, KaK H3MEHHJIACh PACCTAHOBKA METOJ0JOTMYECKHUX
H CMBICJIOBBIX aKII€HTOB IIPH MHTEPIpPETAllUN OJHUX M TEX K€ IIPOU3BEJEHUH, Te-
MaTHKa KOTOPBIX IOCBSAIIEHa COBETCKOM IIKoJjIe. IT0AX0[ COBETCKOTO HCKYCCTBOBE-
J€HHS, IPOEMOHCTPHUPOBAHHBIN B HECKOJIBKHX TEKCTAX, HAIIHCAHHBIX B 1950-€ IT.,
XapaKTEPHU3YeTCs, BO-TIEPBBIX, aKLEHTOM Ha IICHUXOJIOTH3M, Ha Ty pPOJIb, KOTOPYIO
NPOUCXOAAILEE B IPOCTPAHCTBE KAPTHHBI OKa3bIBAET HA MIEPEKHUBAHMA €€ TEPOEB, HA
BOCIIHMTaHHE UX NATPHOTHYECKHUX YYBCTB M COBEPIIEHCTBOBAHHE UX JIMYHBIX KAUECTB,
a BO-BTOPBIX, HA MacCTEPCTBO XyA0KHHKA, CYMEBIIIETO NepenaTh YKa3aHHbIE TIEPEXKH-
BaHHA. COBpEMEHHBIH K€ MOJX0J AEMOHCTPUpPYET, KaKMM 00pa3oM TO HJIHM HHOE
NIPOU3BE[IEHHE COIpeajii3Ma BIIMCHIBAETCS B COLIMAJIBHO-TIOJIUTHYECKHE CTPATErHu
COBETCKOH II€JJarOTHYECKOM CHCTEMBI, ABJIAACh (DAaKTHUYECKH PENpe3eHTaIHeN psafa
HOPMAaTHBHBIX aKTOB 1950-x rT. M306pakeHHe IIKOJIbI B XKHUBOIIHCH COLIMAIHCTHYE-
CKOTO peajlu3Ma, TAKUM 06pa3oM, II03BOJISIET PEKOHCTPYHPOBATH U BEpHUUIIPOBATD
PAA BJIACTHBIX CTPATETHH, BBIpaOOTAaHHBIX COBETCKOM I€AaroTMKOH U NPUMEH IBIITHX-
CsI B COBETCKOH IIKOJIE.
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The Renewal of the “Artist’s Life and Work” Model:

The Case of Joseph Beuys

OO6HOBMEHNE MOOENN «XKN3Hb M TBOPYECTBO XYOOXHNKa»:
Nosed Boiic

Mbep-aMmaHyanb Mepbe ae Jla Batn Pierre-Emmanuel Perrier de La Bathie
Mapwxcknin Katonunueckuii HctutyT, ®paHumsa  Institut Catholique de Paris, France

KnioueBble cnoBa: X13Hb 1 TBOPYECTBO XYy- Key words: artist’s life and work, Joseph Beuys,
[OXHUKa, Mosed Bolic, uctopua dotorpacum,  history of photography, historiography
ncropuorpagpuna

s a discipline, historiography takes writing as its primary source of study and

reflection. Nevertheless, with the progress of publishing and the reproducibility

of the image — whether it is a work of art or a photographic portrait of an artist
— the approach of art history has profoundly changed during the last two centuries.
Several attempts were even made to propose a new type of art history analysis supported
almost only by images, as Aby Warburg’s Atlas Mnemosyne or André Malraux Musée
imaginaire.

After World War 11, while the mass media were experiencing the first golden age,
some artists used various means, written and visual, to stage themselves. It was a way for
them to support their artistic discourse, founding it on some biographical details — we
may use Roland Barthes neologism “biographeme” — and a very personal attitude, both
guaranteeing the authenticity of their work. Photography, a particularly mobile and
adaptable medium, with a high ability for remediation, seems to be the perfect tool for
this image-making project. At the cross of art and fame, Pablo Picasso, Salvador Dali,
and Andy Warhol, inter alia, used their own image as a support for their artistic creation,
producing a large number of photographs of themselves.

Joseph Beuys (b. 1921, Krefeld; d. 1986, Diisseldorf) also left us a large number of
photographs showing as much as his artistic activities — performances, participation
to public events, personal or academic studios, etc. These photographs take part in the
precise staging of the artistic character that underpins his body of work. All of them
were taken by others: professional photographers, relatives, and sometimes anonymous
people. However, because of Beuys’ constant artisticand public attitude, the photographs
provide the image of the “shaman” artist that he carefully built during his career.

Decades after Beuys’ death, these photographs continue to circulate, both printed
or digitalised. A small number of very characteristic pictures are used and reused to
depict the artist on any occasion: via traditional media such as exhibitions, catalogues,
press articles, but also via more contemporary media such as blogs, websites, social
networks, etc. And since the rights to these photographs are rarely owned Beuys’
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legal representative, their use is not regulated. If one can suppose that established
institutions have a careful use of these images, nowadays’ process of digitalisation makes
it possible to copy and paste these images ad infinitum and with much less control.
This photographic network, built piece by piece by institutions and individuals, defines
a new type of biography, in which photography and text combine to form a visual
“biographeme”: facts and data become more explicit through the image.

This essay is interested in the photographs of an artist as a new historiographical
source. Using concepts from art history and semiology, the aim of this proposal is to
question the significance of these photographs as a renewal of the classical “artist’s life
and work” model. It will consider the functioning of what we may define as a biographical
photographic network, which is based as much on photographs as on the texts that
allow them to be linked. Most of the contemporary reputation and understanding of the
work of Beuys, several decades after his death, even more today with the digitalization
of image, may depend on this new biographical arrangement.

Contemporary Art and Imagery in the Vertigo of Appropriation
CoBpeMeHHOe MCKYCCTBO M 06Pa3HOCTb
B FO/TIOBOKPY>XEHUM anponpuauunm

KoHcTtaHTMHOC NMpoimoc Constantinos Proimos
["peyeckuii OTKPbITbIV YHUBEpPCUTET 1 Knunp- Hellenic Open University and Cyprus University
CKWI TexHonorndecknii yHnusepcuter, peuna  of Technology, Greece

KnioueBble cnoBa: anponpuvauud, Mapcens Key words: appropriation, Marcel Duchamp,
[iowaH, SHam Yopxon, dunocodna nckycctea  Andy Warhol, philosophy of art

n this paper I plan to depart from Marcel Duchamp’s famous appropriation of

Leonardo da Vinci’s Mona Lisa. By adding a moustache and a goatee to the famous

Leonardo’s picture, Duchamp inaugurated a practice that would find numerous
proponents like Jasper Johns and Andy Warhol, among many others. Particularly in the
course of the 1980s and in the context of postmodernism, appropriation as an artistic
practice was widely espoused by several artists as diverse as Sherrie Levine and Barbara
Kruger, Jeff Koons, Marcel Broodthaers, Daniel Buren and Martha Rossler. Several
artists attempted to simulate the extensive circulation of images in mass culture and
the saturation that this circulation entails. On the one hand, this wide circulation makes
the original imprinted in the consciousness of people; on the other hand, the aura of
the original is forever lost. If the aura and the authenticity of the great works of art
are lost, then this is a sign that artistic production needs to take place in completely
different circumstances and conditions. Distinctions like the original and the copy,
novelty and tradition, the genious and the ordinary person start to have a totally
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different meaning. Via appropriation contemporary artists attempted to reflect upon
the phenomenon of mass culture and its pervasive dominance and consider how artistic
practice is transformed. Furthermore, artists sought to reflect on their own vocation in
an era in which the spectator acquires a prominence and an unprecedented power. As
the internet has become the contemporary museum without walls, appropriation poses
a great challenge for art as it threatens creation with banalization. Indeed everyone can
today become an artist, like Joseph Beuys once said, but the price paid for this privilege
is indeed very high.

Cnopbl 06 onpeaeneHUn UCKYCcCTBa U nNpefesnbl 3TUX
CNopoB B COBPEMEHHOMN aHrN10-aMepPUKaHCKOMN 3CTEeTUKE
Debates on Defining Art and Limits of the Debates

in Anglo-American Aesthetics

Aptém EBrenbeBud PapeeB Artem Radeev
CankT-lNeTepbyprckuii rocy4apCTBEHHbIN Saint Petersburg State University,
yHuBepcuteT, Poccuinickaa ®epepaumns Russian Federation

Knio4veBble cnoBa: onpeaenerne nckycctea,  Key words: definition of art, B. Gaut, D. Dutton,
B. lor, A. datToH, H. Kspponn, napannakc N. Carroll, parallax view

VccnepoBaHue BbIMOMHEHO NMpY (DMHAHCOBOW noaaepxke PODUW B pamkax Hay4YHOro npoekTa
N° 18-011-00977.

JHOM M3 TEPPHUTOPHH, HA KOTOPOH BEAYTCHA aKTHBHbBIE CIIOPBI O IIPUPOAE HC-
KYCCTBa, fIBJIIETCS COBPEMEHHAs aHIJIO-aMEpPHKaHCKasA 3CTeTHKa. ITojeMu-
Ka BeI€Tcs, TJIaBHBIM 00pa3oM, Ha CTPaHHUIIAX ABYX BIHATEJBHBIX XKYPHAJIOB
(Journal of Aesthetics and Art Criticism u British Journal of Aesthetics), a Takxe B Apy-
TMX U3aHMAX [10 TyMaHHTApHBIM HayKaM. BHUMaHHE K 3THM CIIOPaM IIPEJCTABJIAET-
Cs1 Ba2KHBIM I10 PSAY IPHYHH: MOXKHO, BKJIIOYASCh B 3Ty ITOJIEMHKY, TOYHEE HAXOJHUTD
apryMEeHTBHI 34 HJIM IIPOTHB; MOXKHO, Ha0JI10[1as 9TH CIIOPbI CO CTOPOHBI, BUJIETh pa3-
Hbl€ JIOIIOJTHUTEJIbHBIE YCIIOBH S, TO3BOJIAIONINE CTOPOHAM HAXOAUTDb ApTYMEHTHI.
B mocTBeHIIMaHCKYIO 3IOXY AHAIla30H OTBETa Ha BOIIPOC O IIPHPOjie HUCKYCCTBA
B aHTJIO-aMEPHKAaHCKOHM BCTETHKE YK€ He KOJIe6JIeTCs MEXIy AByMs KpalHOCTAMH
(BO3MOXKHOCTb UJIH HEBO3MOXKHOCTD ONPEAEIUTD IPAHHIIBI HICKYCCTBA), KaK 9TO ObLIO
B CIIOpE MEXJY «3CCEHIHATHCTAMH» H «aHTH3CCEHIHAJIHCTaMH». HampoTus, oc-
HOBHBIE BADHAHTBI OTBETA UCXOAAT U3 BO3MOXKHOCTH yKa3aTh IIPUPOAY UCKYCCTBA, HO
¢ y4€TOM KaKOTo-JIN60 06CTOsATENbCTBA. TaK, KiacTepHbIH noaxoy (B. ToT) u qu3b-
IOHKTHUBHas TeopUs ucKyccTsa (P. JIOHTBOpT, A. CKapaHTHHO) ITOAPa3yMeBalOT BO3-
MOKHOCTb YKa3aTbh TPAaHHUIIBI IIPEJICTABIEHUH O IPUPOAE UCKYCCTBA IIyTEM IIepedHcC-
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JIEHHA IPU3HAKOB, HH OJJHH U3 KOTOPBIX I10 OT/IEJILHOCTH HE ABJIAETCA HEOOXOAHUMBIM
H JOCTaTOYHBIM [IJIS OIIpefieleHus UcKyccTBa. HaTypanucruueckuii noaxon (. Jat-
TOH) NIOAIPa3yMeBAeT CMELIEHHE CII0pa 06 HCKYCCTBE K BOIIPOCY O KPOCC-KYJIbTYPHBIX
ero opmax (IpakTHKaX, OOBEKTaX H OIbITe). HappaTHBHBIHM ITOAXO0J K HCKYCCTBY
(H. KappoJi1) yTBEPXK/IAET, YTO OCHOBAHHUEM J|JISl OIpe/ieJIEHUsI HCKYCCTBA ABJISAETCS
TOT HAPPATHUB, KOTOPBIH CTAHOBUTCA T'OCIIOACTBYIOIHMM H HCTOPHYECKH 060CHOBAH-
HbIM. MHbOopMaTHBHEIH noaxox ([.-M. Jlomec) npeaaraeT OTBEPrHYTh CYIIECTBYIO-
niye noaxoxs! (« HUKOMy He Hy:KHa TE€OpHs MCKYCCTBa» — UMEHHO TaK Ha3bIBAeTCS
IIPOBOKAaTHBHAsA paboTa Jlomeca) B MOJIb3y OJJHOIO OYEBHJHOTO OTBETA HA BOIIPOC O
MIPHUPOJIE€ UCKYCCTBA U 00bACHEHU S HEO6XOJUMOCTH 9TOI0 OTBETA.

CIHIOpBI 9TH IIPOJIOIKAIOTCS, M1 06IIIee B HUX — 3TO PasIMYHbIE MOTU(DHKAIIUH «I1a-
PAJJIAKCHOTO BUAEHHA». IIpUMEYATENILHO, YTO CAMO JOIYIIEHHE TOTO, YTO BO3MOXKHO
JlaTh OIPEZiEIEHHE HCKYCCTBA, OCTAETCA HEM3MEHHBIM, HO IIPEJJIATAETCA U3MEHEHHE
MEPCIEKTUBBI, MIO3BOJIAIOIIEH NaTh 3TO OIpefesieHHe 6ojlee TOYHO. MexXay TeM dd-
ekt «napanmnakcHoro BuneHuA» (C. 2KHkKeK) COCTOHUT He TOIBKO B U3MEHEHHH IIep-
CIIEKTHBBI Ha OOBEKT, HO U B HEM36EKHOH yTpaTe CaMOro o0beKTa Ha (poHE U3MEHe-
HMH. DTO IIO3BOJIAET CAENATh BBIBOJ, YTO CIIOPbI O IPAHHIIAX MCKYCCTBAa HEU3MEHHO
06HAPYKMBAIOT CBOH I'PaHMILI. IIOroHA 32 ONpezieIEeHHEM IPAHHI, MCKYCCTBA CTaHO-
BHUTCS 2TAaBU3MOM, H aHIJIO-aMEPHKAHCKAA 9CTETHKA — IIPUMEYATENbHBIH YPOK 3TOTO.

From Critique to Emulation: Art in the Grip of Al
OT KPUTUKN K COPEBHOBAHMUIO: MCKYCCTBO B TUCKAaXxX
NCKYCCTBEHHOIO MHTENNEKTA

Pama Xasam Rahma Khazam
Bricwan rocygapcteeHHad wkona gekopatm-  ENSAD Paris / University of Paris Sorbonne,
HbIX MCKYCCTB / [MapuxXcKunii yHnsepcutet France

Cop6oHHa, ®paHumna

KnioueBble cnoBa: MallnHbI, 3CTETUKA, Ae- Key words: machines, aesthetics, nonhuman,
ryMaH13aumns, Xxy4oXXeCTBEHHadA NpakTnka, artistic practice, subjectivity, expression, Julien
CyOBEKTUBHOCTb, aKcnpeccus, XionbeH Odpe  Offray de La Mettrie

ne Jlametpu

rt is often held out to be the last bastion of criticality in the face of the
encroachment of digital technology on our lives. Yet is not technology already
encroaching on art? Take the artist Jeff Elrod, who transposes digital renderings
onto canvas by hand using acrylic or spray paint, thereby highlighting the mimesis
between humans and machines. Or Wade Guyton, who prints his paintings on sheets
of linen that he runs through digital inkjet printers, producing streaks, misalignments
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and other flaws that foreground the materiality of digital media. Meanwhile, Matthew
Plummer uses 3D printing techniques to produce deformed objects, likewise drawing
attention to the capabilities of machines. Here, as in many works that associate digital
and analogue techniques, critique has given way to emulation or to the retreat of the
human, and digital effects have become the model that artists follow.

More than just colonizing artists’ attention and aspirations however, digital
technology is also moving into such hitherto exclusively human preserves as artistic
expression and subjectivity. In her book Nonhuman Photography (2017), Joanna
Zylinska explores ‘nonhuman’ expression in satellite and CCTV imagery. These images
offer glimpses of the world as seen through the eyes of machines, pointing to an emerging
machinic aesthetics. Equally insidious is the way in which technology is eroding artistic,
not to say human subjectivity: N. Katherine Hayles for instance, explores the growing
capacities of technical systems to carry out high-level cognitive tasks, and thus perform
many of the same functions as humans.

In my paper, I will offer an overview of the ways in which the digital is encroaching
on the physical in contemporary art. I will start with a brief survey of precursors
such as eighteenth-century philosopher Julien Offray de La Mettrie, highlighting
the connections between his work and current developments. I will then outline the
artistic and theoretical implications of the new machinic aesthetics, in other words its
colonization of artistic practice, expression and subjectivity. I will conclude by asking
how and whether art can hold out against AL
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ntheeraofaccelerated global exchange of knowledge, supported by the most modern

means of communication, architectural historians react differently to sensitive

external influences. In order to preserve the identity of the parent discipline, they
are more careful to adhere to established methodological patterns, while those who are
more open in permeating with other areas find research incentives. Hence, the topics
of different sciences are intertwined in content, and the terminology complements. But
the adaptability of narrower areas to broader multidisciplinary aspirations depends
on their internal completeness, as much as on the range of topics they exhaust. This
also applies to the historiography of architecture, which proverbially studies national
heritage in a regional context.

Faced with unfinished tasks and changed priorities, architectural historiography
is at a striking methodological turning point. Although its primary goals are not
even close to being met (comprehensive recording, dating, attribution and evaluation
of existing and lost building stock), it is expected to consider major historical
issues, such as building national identity, contributing to global socio-cultural
connections, political visibility, layers, concentrating power and sending messages to
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‘others’ through building structures. The same applies to the insufficiently studied
architectural history of private life and the role of the ‘little’ man in it, the impact of
migration processes and climate changes.

Hence, respecting the emancipatory efforts of modern innovators, as much as
the contributions of the founding generations, we point to sensitive questions that
occupy today’s historians and on whose answers the direction of future research
depends: can the traditional discourse of architectural historiography be opened to
increasingly interdisciplinary dialogue? At the same time, can it preserve the original
identity and avoid the reduction to the auxiliary discipline of the general history of
social development, which in the achievements of narrower disciplines seeks a basis
for proving the phenomena of longer and shorter duration? What is its role in modern
science in which the history of states, nations and rulers loses thematic prestige?
Are there enough sources to reconstruct the architectural history of private life in
national and global contexts?

It is also necessary to re-examine the role of historiography in the context of
new cultural priorities, increasingly determined by global social changes. Does
the educational mission of historiography provoke a timely reaction of key social
consumers by raising awareness of the importance of heritage and the need for its
timely protection? Does it encourage pragmatic investors to take greater account of
the public interest and the historical configuration of the existing ambiences? Does the
historiographical favoring of certain buildings as cult ‘national symbols’ and ‘spiritual
boundaries’ overshadow the significance of others that do not have those attributes?
Can the actualization of historical themes resist the pressures of non-professional
elites who try to instrumentalize them in an interesting way? Can historiography resist
the ever-present nationalism in society (but also its ranks), as well as the interests of
neoliberal elites who, by encouraging desirable narratives, justify the geopolitical
changes they impose?

In the global social context, marked by numerous instrumentalizations and
political pressures, along with the educational and communicative role of architectural
historiography, it deserves careful reconsideration. Have the conditions been met
for the clichéd notions of inviolable architectural ‘centers’ and their subordinate
‘peripheries’ to be replaced by more appropriate polycentric views? Is it possible to
overcome the ingrained stereotype according to which each creator has his own specific
‘teacher’ (or immediate role model), to the detriment of a wider range of formative
influences? How to overcome the antagonistic dichotomies that imply conflicts between
architectural ideologies from a distance, and divert attention to their conceptual links?
Can unsurpassed colonial and postcolonial criteria be definitively suppressed from
historiographical interpretations because they make them distorted and one-sided?
These are just some of the dilemmas that occupy today’s historians and that deserve
more complete consideration.
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Richard Krautheimer’s “History of German Architecture” (1932)
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ichard Krautheimer (1897-1994) was one of the most influential architectural

historians of the 20 century. While a lot has been written about his period in

America (1935-1971) and his later years in Italy (1971-1997) the crucial years of
his German formation have never been porperly studied, although they were decisive
for his intellectual development and for many publications of his later years. My recent
investigation of the early career of this fascinating German Jewish scholar brought
to light that by the early 1930s Krautheimer wrote a history of German architecture
from the beginnings to the Bauhaus which remained unpublished. The first part of
it, some 180 pages dealing with the Middle Ages, has survived and it is this unknown
contribution to medieval architecture which my lecture intends to discuss.

Krautheimer’s view of German architecture presents itself as a sequel of various
influences. While early medieval church building, here Krautheimer reveals himself
as an adherent Strzygowski, is under the spell of the Near East, and of Syrian
architecture in particular, Carolingian architects looked back at the Roman basilicas
of the Constantinian period. The latter is a theory Krautheimer himself was to become
famous for when he published his Art Bulletin article on The Carolingian Revival of
Early Christian Architecture in 1942. Ottonian buildings on the other hand seemed to
be informed by Byzantine models, whereas the 12* and 13 centuries witnessed a wave
of the French Gothic style sweeping over Germany. In Krautheimer’s view a typical
German idiom did not come up prior to the high Middel Ages, and this idiom was a
rather conservative trend rooted in the Carolingian tradition, i.e., the juxtaposition
of massive architectural blocks in the East and the West of the building, which can be
observed in Centula, in Hildesheim, in Maria Laach and elsewhere.

To be sure, writing the history of German medieval architecture was one of the most
national tasks for a German art historian to be confronted with. Obviously, the way
Krautheimer handled this task did not fulfill contemporary expectations. Seeing German
medieval building first and foremost as a history of receptions of architectonic forms
of foreign countries played down German originality and creativity. Contemporary
German art historians, as represented by Wilhelm Pinder and others, did not focus on
stylistic developments provoked by stimuli from outside but rather on the Wesen, that
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is the essence or the spirit, of German art, which also implied the national or even racist
question in how far art reflected the character of the German people.

For his book project Krautheimer had a contract with Teubner editing company in
Lipsia. While he handed in his manuscript in January of 1933, obviously only a few days
before the Nazi seizure of power, a few months later the publisher refused to print the
book pretending that the change of political circumstances would make any profitable
sale impossible. One may argue whether this negative prospect was due to the author’s
being Jewish, or rather to the way the manuscript was written. Probably both these
obstacles worked together.

K BONpoCy MKOHOIOMrMMN apXUTEKTYPHOI o opaepa:
KO/IOHHA KaK OTAEe/IbHbI 3/1eMEHT BHE TPaAULMOHHOIo
APXUTEKTYPHOIr0O KOHTEKCTAa (Ha NpumMepe HEKOTOPbIX
namMaTHMKoB CeBepHoro PeHeccaHca)

To the Question of Iconology of an Architectural Order:

a Column as a Separate Element outside the Traditional
Architectural Context (on the Example of Some Monuments
of the Northern Renaissance)

Bepa JlbBoBHa Nonosa Vera Popova

HayuHo-nccnenosatenbCkuii UHCTUTYT Teopun  Research Institute of Theory and History
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Spuk dopccmaH, bnbnua MNuckaTopa

ViccnepoBaHve BbINOMHEHO B pamkax [1naHa yHAaMeHTanbHbIX Hay4YHbIX CCneaoBanunii PA-
ACH n MuHcTtposa Poccumn Ha 2020 ., Tema 1.2.22.

JIOXKHO NPEICTaBUTDb ce6€ apXUTEKTYPHBIH DJIEMEHT, 60Jiee HAIPy>KEHHBIH ce-
MaHTHY€ECKH, Y€M KOJIOHHA. BeCUHCIeHHbIE IPUMEDDI, KOTOPbIE IIPEAOCTAB-
JIAIT HaM AHTHYHOCTb, CpeIHEBEKOBLE M PeHECCaHC, CBHUIETENBCTBYIOT O
HEHMCYEPIIAEMOM ITOTEHLIHATIE H/I€H, BOSHUKABIIMX B yMaX TEOPETHUKOB U IIPAKTHKOB,
IBITABIIUXCA TOCTHYb, OCMBICTIUTh U MHTEPIIPETHPOBATh APXHUTEKTYPHBIH OPIEP —
YacTh IV106aJILHOTO apXMTEKTYPHOTO HACJIE€AH, HE YTPATHBIIYIO CBOETO BEJIHYHA U
3HAYEHHSA 71 YEJIOBEUECTBA U I10 CeH JIeHb. DTH MONBITKH OTHIO[b HE HCYEPIIBIBA-
JINCh JINIIb CTPEMJIEHHEM BBIIBUTh U IPHUMEHUTD Ha MPaKTHKE HIealbHbIE IIPOIIOP-
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IMH. B HEMeHbIIEeH CTeNIeHH HHTEPEC BhI3BIBAJIM U T€ CIIeIIH(MUIECKHE CMBICI U 3HA-
YyeHHeE, KOTOPbI€ Ha IIPOTAXKEHHUH BEKOB Y€JIOBEK BKJIA/IBIBAJI B OPZEP U, B YACTHOCTH,
B OIIOPY (KOJIOHHY, KAapHaTH/Ly, FEPMY).

HacTtosmuil JoKIa]] MOCBAIEH HEKOTOPBIM MaMATHHKaM CeBepHOro PeHeccaH-
ca (B nepByto ouepenb 'epMaHuu U HuJepaaH0B), Ha HaIl B3IJIAL, Hau6ojee SpKo
XapaKTEPHU3YIOIIHUM HMEHHO 3TOT aCIeKT JAaHHOTO SIBJIEHHUSA U B CHJIy CBO€O6pa3usd
H CTEINEHH 3aJI02KEHHOT0 B HUX TBOPYECKOTO MOTEHIIHaIa UX CO3/aTeJIEH BbI3bIBAIO-
LIUM caMble pa3HOO6Gpa3HbIE aCCOLHALMH U HHTEPIIPETALINH H 110 CEH [I€Hb.

Briepsble, HACKOJIBKO HaAM M3BECTHO, XapaKTEPHYIO OCOOEHHOCTb MaCTEPOB HMEH-
Ho CeBepHOTO PeHecCcaHCa BU/IETH B OIIOPE B IIEPBYIO OUEPEND ONPEJIETIEHHYIO CMbIC-
JIOBYIO HArpy3Ky, a HE TEKTOHHYECKHE (DYHKIIMH, OIMCHIBAET LIBEACKHH yYEHBIH
D. ®opcecmaH B guccepTauy 1956 r. Siule und ornament. Studien zum Problem des
Manierismus in den nordischen Sdulenbithern und Vorlagenblittern des 16. Und 17.
Jahrhunderts. ITpuMepHO B TO ke Bpems (1953) Kk aTOMy BoIlpocy obpamaercs 1 O. [1a-
Hodckuit B pabore Early Netherlandisch Painting, Its Origin and Character. O ToM, 4TO
HHTEPEC K TeME UKOHOJIOTHH Opjiepa He HCCAKAET U B HACTOAIIEE BpeMs, MOXKET CBH-
J€TeIbCTBOBATD, HAIIPHMEDP, MaclITabHOe Hccaenosanue JI. Puksepra The Dancing
Column. On Order in Architecture, u3gaHHoe BIepBbI€ B 1996 T'. K NpeCTaBIIAIONIEE
c060M pa3MBILIJIEHH aBTOPa O BUTPYBHUAHCKHX IIPEATIOCHLIIKAX OCMBICTIEHH A OpJepa.

HWIMEHHO 9TOT aCIEKT — B3aHMOCBA3b OPJlepa C YETOBEUYECKOH XKHU3HbBIO, TEJIOM H
[I0JIOM 4€JIOBEKA, €ET0 MHUPOBO33PEHHEM M MHPOOLIYIIEHHEM — K HHTEPECYET B IIEP-
ByIO O4epe[b aBTOpa AOKJIaza. JlejlaeTcs MONbITKa yTOUHHTh CUCTEMATH3aIIHIO CITy-
4aeB HCIIOJIb30BAHMA KOJIOHHBI BHE TPaAHUIIMOHHOIO apXHUTEKTYPHOTO KOHTEKCTa
KaK HOCHUTEJIS OINpeeIEHHOTO CMBbIC/a (HallpUMep, CTPAacTHbIE KOJIOHHBI, KOJTOHHBI
B KOHTEKCTE IIOKJIOHEHH KYMHPY Ha CTOJIIIE, CaKpaJIbHble KOJIOHHBI U JIp.), IPeJIo-
XKEHHYI0 B. PopccMaHOM, 060TATHTh €€ HOBBIMH IIPUMEPAMH U B PAJE CIIy4Ya€B, KOTAA
MOKHO HaIlpSMYIO TOBOPHTbH O BIUSAHHH, KOTOPO€ HUEPIaHICKHe rpaBopbl XVII B.
(B wacTHOCTH, Br6aHa ITHMCKaTOpa) OKAa3aIH Ha TBOPYECTBO PYCCKHUX MacTEPOB-HKO-
HOITHCIIEB ABYX IOCIEAYIOMINX CTOJIETHH, IPOCIIEANUTh HKOHOTI'Pa(hHIO U HCTOPHIO HC-
M10JIb30BaHH HEKOTOPBIX CIOXKETOB.

OTBOAHbIE 6GALUHU U NPUCTPONKN Nepea BOPOTHbIMMU
6awHamMu MockoBckoro Kpemns

Separately Standing Towers (Otvodnaya bashnya)

and Annexes in front of the Moscow Kremlin Gate-Towers

KoHcTtaHTuMH Cepreesuy HocoB Konstantin Nossov
HayuHo-1nccnenoBatenbCknini MHCTUTYT Teopun  Research Institute of Theory and History
N NCTOPUN apXUTEKTYPbI U rPagoCTpoUTe lb- of Architecture and Urban Planning,

cTBa, Poccuiickaa ®egepauna Russian Federation
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KntoueBble cnosa: Mockosckuii Kpemse, Key words: Moscow Kremlin, fortification,
hopTudrkaums, BOEHHaA apxnteKkTypa, military architecture, gate-tower complex,
BOPOTHbIN KOMMNEKC, OTBOAHAA OaLLH4A, otvodnaya bashnya, otvodnaya strel’nitsa

OoTBOAHAA CTpe/ibHMLa

ViccnepoBaHue BbINOMHEHO NMpu hnHaHCOBOW noaaepxke PODU B pamMkax Hay4YHOrO NpoekTa
N° 19-09-00032.

VIIECTBYIOIIHME CETOAHS CTEHBI U GalllHH MOCKOBCKOTro Kpemiisi 6bLJIN BbI-
CTPOEHBI B OCHOBHOM B 1485-1495/1499 rr. B CTPOMTENBLCTBE NMPHHUMAIN
y4acTHE€ KaK MHHHMYM 4Y€TBIPE HTAIbAHCKHX MacTepa: AHTOH PpasuH,
Mapk Ppsasus, IIéTp AHTOH ®PpsA3HUH U AneBu3 Opa3uH. [103TOMy KpeMIIEBCKHE
YKPEIJIEHHUSA OYE€HDb HAIIOMHUHAIOT MTAJIbIHCKHE NTAMATHHUKH BOECHHOI'O 3014€CTBA
XIV-XV BB. [IJ1s1 TOBBILIEHH OOOPOHUTEIBHOIO IOTEHIHaJIa BOPOTHBIX OallleH I1e-
pel HUMH yCTPAaHBaJIH [1Ba BAPHAHTA IIPEIBPATHBIX COOPYKEHHU: IOTIOJTHHTEJIbHYIO
GallIHIO 332 PBOM, COEAHHEHHYIO C OCHOBHOH BOPOTHOM YKPEIJIEHHBIM MOCTOM, H
TPEXCTEHHYIO IPHUCTPOHKY HENOCPEACTBEHHO IIEpesi BOPOTHOM GamiHeH. O6a TUIa
NIPEJBPATHBIX COOPY>K€HHH B POCCHHM BIIEpBBIE OLIIM PEAIH30BAHBI B BOPOTHBIX
6aIHax MockoBckoro Kpemuis.
B HacTosIel paboTe COOpaHbI M NPOAHAJIH3HUPOBAHBl TPYAbl HCCIENOBATENEH
[0 JaHHOH TeMaTHKe. IIpHBIeYeHHEe MHUCbMEHHBIX U M300pa3UTEIbHBIX HCTOYHH-
KOB TI03BOJISIET CAEIATh BHIBOABI O BHEIIHEM BHU/IE€ M KOHCTPYKLIMH HECOXPAHHBIIIMX-
Csl UJIM TIEPECTPOEHHBIX MaMATHHKOB. Oc060€ BHUMaHHE y/I€JIEHO HAUMEHOBAaHHIO
NPEBPATHBIX COOPY2KEHHUH B UCTOYHHMKAX. COCTABUTEJIb OFHOM OIMCH SABHO Pa3Jjiv-
4yaJjl 9TH COOPYKE€HHS, Ha3bIBas IIPHUCTPOMKH HEMTOCPENCTBEHHO y Oalll€H «3aCTEHKA-
MH>, 2 OTJI€JIbHO CTOSIIIHE IIPEJMOCTHBIE GAITHH — «OTBOAHBIMH 6alIHAMH». CocTa-
BUTEJIb IPYrOM OIIUCH HE JieJIajl pa3jindusa MeXIy HUMH, HMEHYs U TO U APYyroe coo-
PYKEHHE «OTBOJHOM GaIlTHEM .
B pab0Te BBICKA3bIBAETCS HOBASI TUIIOTE3a O BDEMEHH COOPY2KEHM A IPUCTPOHKH
y bopoBHLIKOM 6alllHH. DTAa MPHUCTPOHKAa MMEET HEOOBIYHOE PACIIONIOKEHHE: B OT-
JIMYME OT JIpPyTHX BOPOTHBIX 6allleH PyCCKHUX KpPeEMJIEH OHA MPHMBIKAET HE MPSIMO
criepefiy, a c60Ky M B IUIaHE MMeEET TPEYTrobHYIO, a He KBaJpaTHYyIO (opmy. IIpu-
CTpOHKa TaKOH (pOpMBI B IIJIAHE HETHUIIHMYHA JJIsI PyCCKOH BOCHHOM apXHUTEKTYPHI.
Kak HH CTpaHHO, IO KpalHHEH Mepe BO BBEAEHHBIX B 060POT MHCbMEHHBIX HCTOY-
Hukax XVI-XVII BB. NpHUCTPO¥Ka y BOPOBHUIIKMX BOPOT HE yIOMHHaeTcsa. bomee
TOTO, HU OAHH JAOCTOBEPHBIN M3006pa3sUTeIbHBIN HCTOUHHUK XVII B. (6osiee paHHHE
ABJISAIOTCS BEChbMa YCJIOBHBIMH) He (PMKCHPYET HaJTH4YHs NMPUCTPOHKH y BopoBHII-
Ko 6amHu. Ha 1300pa3uTENIbHBIX HCTOUHHKAX HE TOJIBKO HE BUHO IIPHUCTPOMKH,
HO ITI0Ka3aH CKBO3HOM IIpOE3]] uepe3 caMy OalllHIO, a HE COOKY OT He€; COBpEMEHHOE
2K€ YCTPOHCTBO GAIlTHH HE BbIIA€T KAKHUX-JIMOO CJIE/I0B IIPOE3/1a B HEH, TOJILKO B IIPH-
CTpO¥Ke COO0KY. ABTOp BBICKA3bIBAE€T TMIIOTE3Y U IIPUBOJUT apIyMEHTHI B IIOJIb3Y
TOTO, YTO IIEPBOHAYAJIBHO BOPOTA OBLIIM YyCTPOEHHI B CaMOM BOpOBHIIKOM 6allHE, K
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KoHILy XVIII B. K 6amrHe U3HYTPH IPUCTPOHIIH KOHTPEPOPC, BOPOTHBIH IIPOE3]T 3a-
JIOZKHJIH, 2 C60Ky TpoOuIn BopoTa. B Hayase XIX B. IpU peMOHTHBIX paboTax, 1160
o HamecTBUs HamoseoHa, 160 nocie, BopoBullkas GalIHA O6blIa KalIUTaJIbHBIM
06pa3oM IepecTpoeHa: HUXKHHE SPYChI IE€PEIOKHIIH, IIOJIHOCTHIO 3aKPBIB CJIE]bI BO-
POTHBIX IIPOEMOB, a YK€ CYIIEeCTBOBABIIHH K TOMY BPEMEHH ITpoe3]t c60Ky 0(pOpMH-
JIH B BHJIE QJIETAHTHOM IIPHUCTPOMKH. B paboTe Tak:Ke OTMEUYEHBI OTEUECTBEHHBIE U
HUTaJIbTHCKHE aHAJIOTH 060HMX THIIOB COOpYy2KeHHH. CpaBHEHHE INIAHHPOBOYHBIX pe-
IIEHUH OTBOJHBIX O6allleH B MOCKOBCKOM M HH2KEropoacKoM KpeMJIAX, 110 MHEHHIO
aBTOpA, I103BOJISIET YCTAHOBUTb OTHOCHUTEJIBHYIO JaTUPOBKY. II0AKOBOOOPa3HBIN U
YeThIPEXYTOJIbHBIN IJIaHBI 6alleH MOCKOBCKOro Kpemiis IpefcTaBisioTcs Gojiee
apXau4YHBIMH 10 CPAaBHEHHIO C 6ACTHOHOINOAOOHOM MATHYTOJIBHOM IJIAaHHPOBKOH
OTBOAHOM 6amHN Huxkeropoackoro kpemJia. IIoaTomy aBTOp paboThl CYUTAET, YTO
IepBbI€ BO3BOJHJIHCh OJHOBPEMEHHO C OCHOBHBIMH CT€HAMH M GAITHAMH MOCKOB-
ckoro Kpemis B koHIle XV B. OTBoAHAs 6alIHsA ke B HUXKeropogckoM KpeMJie UyTh
6oJiee MO3aHAS, COOpYzKEHA B IIEPBbIE JeCATHIETHA X VI B.

Tyna 1744 roaa B N306paXXeHUAX U3 KOJITIeKLUn
®d.-B. choH Beprxonbua

(HaunoHanbHbIN My3eih B CTOKronibme)

Tula in 1744 in Images from the Collection

of F.-W. von Bergholtz (National Museum of Stockholm)
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OJITIEKITHS apPXUTEKTYPHBIX UePTEKeH U PUCYHKOB, cobpanHas ®.-B. ¢poH bep-

IXOJIbLIEM, KaMep-IOHKEPOM repuora I'oJIITHHCKOrO (My2Ka cTapliei fouepH

ITetpa I), XxpaHuTcsA B HannoHaibHOM My3ee CTOKI0JIbMa U SABJIAETCA OAHUM
M3 CaMBbIX 60raThIX COOPAaHHH PYCCKOH apXHUTEKTYPHOH IpadHKH IEPBOH MOJIOBHHEI
XVIII B. DTO OKOJIO IATHCOT YEPTEXKEH M PUCYHKOB APXUTEKTYPHBIX COOPYKEHHH
ITetepbypra, MockBbl M psifia IPOBHHIIMAJIbHBIX T'OPOAOB POCCHMICKOM HMIIEPHH.
HexkoTopbsle M3 9THUX 3JaHHHU yTpayeHbl MJIM 3HAYHUTEIbHO IIEPECTPOEHBDI, UTO JI€JIAET
KOJUIEKIIHIO Beprxosiblia HeE3aMEeHHMbIM HCTOYHHKOM /IS MCCIIE0BATENIEH PYCCKOMN
apXUTEKTYPhI NepBOH MmosoBUHEI XVIII B. Ho eciu neTepbyprckas 4acTbh 9TOTO CO-
OpaHHA Ha CETOAHAIIHUHN JA€Hb HEIUIOX0 M3y4€Ha, TO MOCKOBCKAas U OCOOEHHO IIpo-
BUHIJMAJIbHAS YACTH KOJUIEKIIUH TPEOYIOT JOIIOJIHUTEIbHBIX APXHUBHBIX U HATYPHBIX
HCCJIETOBAHUH.

JaHHBIA [OKJaJ TOCBAILEH TPEM TYJbCKUM apXMTEKTYPHBIM COOPYKEHHAM
nepBo# nosoBHHBI XVIII B., H300pakeHUsI KOTOPBIX COXPAaHHJIHCDH B KOJIEKIHH .-
B. ¢pon Beprxossiia. X MOSBJIEHHUE CBA3aHO C IT0€3[IKOH UMIIepaTpULbl EJIH3aBeThI
ITeTpOBHEI B HIOJIE-CEHTAOGPE 1744 I'. BMECTE CO CBUTOM, HACJIETHHKOM IIPECTOJIA BETH-
KHUM KHs3eM IleTpoM QEROPOBHYEM H €TO HEBECTOMH, OyAyIel MIiepaTpulieii EkaTe-
puHoOI1 11, Ha 6oromosbe B Kues. B cocTaBe cBuThI IleTpa ®€RopoBHYa IPHCYTCTBOBAT
u kameprep @.-B. ¢poH Beprxossil. [Jopora Ha YKpauHy IIuta uepes Tyiy. 3mech uMIte-
paTpHIia IIOCETHIIA IOM BJIaZieliblla XKeJIE3HBIX 3aBOJIOB A. H. JleMHn10Ba, a OCTaHOBH-
JIach B JOME €ro ITIaBHOI'O IIPHKa34YHlKa KyIllla repsoi runbpauu C. M. Ianeosa, pac-
M0JI0KEHHOM B UyJIKOBOH CJIO00AE, pALOM C AEMHAOBCKHUMH 3aBOiaMHU. B pesysbTaTe
9TOH MOE3IKH U MOSBIJIMCH H306paxKeHHs TPEX TYIBCKUX 0OBEKTOB: (hacaj U IJIAHBI
araxei qoma C. Y. I1anb1ioBa, ceBepHBIH (pacaj nepksu PoxnecTsa Xprucrosa B Uyi-
KOBOH cjio6oze 1 ¢acan YacoBoi GallHHM, CTOSBIIEH Ha TEPPHUTOPHHU JIEMHAOBCKOTO
JKeJIE30/Ie/IATEIbHOTO 3aBO/A.

Iom C. H. ITanpuosa 1 Yacopas 6alIHA Ha IEMHUTOBCKOM 3aBOji€ ObLJIN yTPayeHbl
NIPEAIIOIO0XKHUTENBHO B KOHIIE XVIII B., M 9TH H300paKEHMS CyII€CTBEHHO JOIOJHAIOT
nHQOpMAIHIO 06 06BbEKTAX, H3BECTHBIX paHee JIUIIb 110 (PUKCALUIM Ha TeHIIIaHaX.
Poxk/IeCTBEHCKAS 1IEPKOBb B 3HAUYHUTEJILHO IIEPECTPOEHHOM BMJI€ JIOLIJIA 10 HAIIETO
BpeMeHH. PUCYHOK e€ (acana, COXpaHHUBIIHICS B cocTaBe KoyuleKuu P.-B. ¢poH Bep-
TXOJIbLIA, ABJISETCS €AHHCTBEHHBIM MKOHOI'PapHYECKUM HCTOYHHKOM, 3aI€YaTIIEB-
IIMM OOJIMK NaMATHHKA ITOYTH Cpa3y IOCJIE €70 BO3BEJEHHUS.

DTH MaTepHaibl, KpoMe H3obpaxkeHUH goma C. H. ITanblioBa, el He BOLIJIH B
I POKHI HayYHBIH 060POT U NPEACTABIIAIOT OOIBIIYIO IIEHHOCTD JJI H3y4YE€HHUS pycC-
CKOM MPOBMHIMAJIbHOM apPXUTEKTYPbI IIEPBOI 110J10BUHBI XVIII B.
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HamponanbHoOM My3ee CTOKIoJIbMa XPaHUTCA YHHUKAJIbHASA KOJUJIEKIHSA PyC-

CKOM apXUTEKTYpHOH rpadHky, cobpaHHas B epBoi nosiopuHe XVIII B. Ka-

Mep-IOHKepoM repuora [oJlmITHHCKOTO (MyxKa crapimied godepu Ilerpa I)
OpuapuxoM ¢oH BeprxosnsrnemM. OHa COREPKUT IIPOEKTHbIE M (DUKCAIMOHHBIE Ma-
TepHuaibl N0 apxuTekType Ilerepbypra, Mocksel, TBepH, Tyl U APYyTHX TOpPOJOB
PoccuiiCKOM MMIIEPDHH TOTO BPEMEHH, B TOM YHCJIE II0 COOPYKEHHAM H TOPOACKHUM
IaHopaMaM, He JOLIEIIMM 10 HAIIUX AHEeH. MICTOpUKO-HayYHOe 3HAYE€HHE 3THX, 110
CYLIECTBY, HCTOPHYECKHX HCTOYHHKOB ISl H3y4YE€HHS IIPOOJIEM PYCCKOM apXHUTEKTY-
pbI XVIII cTojieTHd 1 60Jiee paHHETO IIEpHOZa TPYAHO NEPEOLeHUTb. OJJHAKO OHHU 0
CHX IIOP OCTAIOTCSA MAJIOHU3YYEHHBIMU U HEU3BECTHBIMH OTE€YECTBEHHBIM HCCJIEOBA-
TenAM. OCOGEHHO TO KaCaeTCd 4acTH COOpaHHsA, NOCBAIIEHHON MOCKBE U PyCCKOH
MPOBUHIIUH. MaTepHaJbl, IPEJCTaBIECHHbIE B COOPAaHHUH, PACIIUPAIOT 3HAHHUS O MO-
CKOBCKOH apXHTEKTyp€ IETPOBCKOTO, aHHEHCKOTO M PaHHE-€JIM3aBETHHCKOTO Bpe-
MEHH M OTYACTH JOMETPOBCKOro. MOCKBa IIpEACTaBIeHa IAHOPaMaMH, aHCAMOJIAMH,
OTZENbHBIMH 3aHHUAMH — B YACTHOCTH, KHJIOH aPXUTEKTYPOH, IIPHYEM IIPEUMYILE-
CTBEHHO apHCTOKPATHUYECKOH, TaK KaK 3aKa34YMKH W BJIAJ[€JIbIIbl IIPEACTABIECHHDIX B
HEM COOPYKEHHH COCTABJIAJIM BBICIIMH 3IIEJIOH PYCCKOH 3HaTH — Tpybenkue, Ille-
pemerteBsl, TaTuiessl, Joaropykue, I'arapussl, Kypakuasel, CalThIKOB, XOBAaHCKHH,
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JlonyxuH, Ary:xuHCKUH, ParysuHckui, Jlepopt u Apyrue. Bosipmas 4acTh MOCTPOEK
OTHOCHTCA K NepBOH noJyioBuHe XVIII B.

VIMEHHO XHJIOM apXUTEKType MOCKBBI NEPBOM moJoBHHBI XVIII B. IOCBAIIEH
JaHHBIN JOKJIaj. Ha mpruMepe HECKOJIBKHUX AOMOB, IOCTPOEHHBIX B MOCKBe B 1710-
1740-¢ rr. (moma l'arapuHa, MeHIINKOBa, TaTHIEBA U Ap.), Pacaabl U ITaHBI KOTOPIX
MIPEACTABJIEHD] HA JIMCTAX U3 COOpaHHsA BeprxosibLia, aHaJIU3HPYIOTCH XyJ0KECTBEH-
Hbl€ OCOOEHHOCTH MOCKOBCKOM apXMTEKTYypbl HAa3BAHHOTO II€EPHOZA, BBIABJIAIOTCS
HOBBIE CBEIEHHS 00 9THX 34aHUAX. P pUCYHKOB ABJIAIOTCA €JUHCTBEHHBIM HKOHO-
rpadu4YeCcKUM HCTOYHHKOM, ITO3BOJISIIOITUM CYAUTD 06 apXUTEKTYpe ITOCTPOEK, KOTO-
PBIX YK€ IaBHO HE CYLLECTBYET. JIpyrue pUCyHKH YTOUHSAIOT IEPBOHAYAIbHBIH 06IHK
JIOMOB, XOpOIIIO HU3BECTHBIX, HO HE COXPAaHUBIIMXCA HJIM U3MEHHUBIIUX C TEUEHHEM
BPEMEHH CBOIO apXUTEKTYypy. K II€epBBIM NPHHA/JIEKAT JINCTHI, H300paKaroLIHeE JOMa
TaTtuiuesa, JlomyxuHa, tanarpada FecceH-ToMOyprckoro, SIry:KHHCKOT0, apXHUMaH-
aputa Tpouie-CeprueBoi JIaBpbl U HEKOTOPBIE ApyTrHe. Ha BTOPBIX IIPECTABIE€HDI
noMma I'arapunHa, MeHIINKOBa, KypaknHcKas 60orajeibHs u gpyrue. M Te u Apyrue B
COBOKYITHOCTH TI03BOJIAIOT MOJIYYHUTh JJOBOJIBHO IIOJIHOE IIPEJCTABIEHHUE 00 apXHUTEK-
Type MOCKOBCKHX JJOMOB SIIOXHU PaHHETO H 3peJIOro 6apoKKO, pacIoIOKEHHBIX KaK B
LIEHTpeE, TaK U B HeMen ko c1060/ie, ChIrpaBIIeii CTOIb 3HAYHUTEIbHYIO POJIb B HCTO-
PHH ApPEBHEN CTOJIMIIBI TEPBOI MOI0BUHBI XVIII B.

HauvanbHbIX 3Tan nsyyeHnUst apMAHCKON U FPY3UHCKOMN
cpeaHeBEeKOBOM apxXUTeKTypbl. COLMOKYNbTYPHbIN acneKkT
SIB/IGHUA U €ro 3Ha4YeHue ANS apXUTEKTYPHON NpPaKTUKN
BTOpOM NonoBuHbl XIX Beka
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Medieval Architecture. Sociocultural Aspect of the
Phenomenon and its Significance for the Architectural
Practice of the Second Half of the 19" Century
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VlccnepoBaHme BbIMOHEHO B pamkax [naHa hyHAaMeHTanbHbIX Hay4YHbIX nCcCnegoBaHnin PA-
ACH n MuHcTpos Poccumn Ha 2020 r., Tema 1.2.16.

B nccnepoBaHum yuTteHbl pe3ynbTaTbl paboTbl Haa Npoektom PO®I N° 17-04-00643-0OMMH,
2017-2019.

O3HaHME NpOoLecca U3YUYEHH apMAHCKOHN H IPYy3HHCKOM CPETHEBEKOBOH ap-

XHUTEKTYpHI B XIX B. ABIAETCA aKTyaJIbHBIM HE TOJBKO C TOUYKH 3PEHUSA IIPO-

6J1eMaTHKH caMOH HcTopuorpaduu. HemanoBa:xkHOe 3HaY€HHE HMEET OHO
JJIS IOHUMaHHA HACTPOS MHTEJUIEKTYAJIbHOM SJIMTBI U TBOpYECKHX Haeit XIX B., Kor-
Jla IIPOSABUIICA UHTEPEC K 9TOH apXUTEKTYPE U HAUHMHAJIA CKJIaAbIBAThCA TPALULIUA €€
H3y4eHHSA. B JaHHOM ciy4dae, rOBOPsI O HAYYHOH TPaJHLHH W COIIyTCTBOBABILIEM €H
APXHUTEKTYPHOM H XyAOXKECTBEHHOM TBOPYECTBE, MBI OJIKHBI IIPUHUMATh BO BHH-
MaHHE KaK NTHCbMEHHOE HACJIEJHE IIyTEIIECTBEHHUKOB M YUYEHBIX, TAK M Pa3JIMYHbIE
HM300pa3UTEIbHbBIE MATEPHAJIBI, IOCTYKHBIIHE B TOM YHCJIE OCHOBOM JIJI1 CTPOHUTEJIb-
CTBa HOBBIX LIEPKBEH, B KOTOPBIX OOBIIPBIBAJIMCh 00pa3bl apMAHCKOH M IPY3HHCKOM
ApXUTEKTYPLI. Peub HAET 0 MHOTOYHMCIIEHHBIX apMAHCKHUX U PYCCKHUX XpaMax Ha Tep-
puTopun PoccHH, IPEUMYIIECTBEHHO — COBPEMEHHOro ora Poccuu. M3yyeHue ca-
MHX 3THX XpPaMOB TOJIbKO HAYHHAETCSA, HO L€JIbIO JAHHOTO JOKJIa/a sABJIAETCS IOIbIT-
Ka OCMBICJIEHHSI OTMEYEHHOI'0 aPXUTEKTYPHOI'O TBOPYECTBA, BLIABICHHA POJIM HAy4-
HOTO M3yYE€HHS JPEBHUX XPAMOB B KAUE€CTBE M OCHOBBI, H HMITYJIbCA 3TOTO IIPOIIECCA.
CTaBHUTCA TaK¥XKe BOIIPOC: IOYEMY CAMO ABJIEHHE — CTPOUTEILCTBO TAKHUX LIEPKBEU —
IIPOMCXOAHJIO TIpEXK/E BCEro B PocCHH, a He B BEAYIIHX CTPaHax 3amagHoi EBpoIsl,
i€ 3apOXKAaJICA HHTEPEC K APEBHOCTAM CTPaH 3aKaBKa3bs?

OpueHTanu3M B PocCHM MMEJ HECKOJIbKO MHOM, OTJIMYHBIHN OT €EBPOIEHCKOrO OT-
TEHOK. MICTOpHS CTPaHbI 6b1JIa TAK TECHO CBA3aHA C BOCTOKOM, YTO 334aCTYIO CJIOXKHO
ObLIO OIIPENETINTD, TI€ K€ MPOJIETAET IPOCTPAHCTBEHHO-BPEMEHHAsA IPaHUIIA, OTHAE-
JIAIOLAS «IyX a3UaTCKHUM» OT UUBHJIM3AlMH 3aIajja. B 5TOM KOHTEKCTE HEOOXOAHUMO
0C0060 BBIIEJIMTh CPEAHEBEKOBOE HCKYCCTBO APMEHHH MU I'py3HH, PEJIUTHO3HO pPOJ-
CTBEHHOE PyCCKOMYy. M ecJIM HHTEpeC K JAPEBHOCTAM 3THUX CTPaH ObLT 3aHMCTBOBAaH
OT €BPONEHIIEB, TO IIPOLIECC H3yUEHH HACIEA ITOIIEN 110 COOCTBEHHOMY ITyTH, C Ha-
pacTaromniell HHTEHCHBHOCTBIO (DUKCAIIMH (PaKTHYECKOT'0 MaTepHasa, BKIYAIOIe
06MepbI ApXUTEKTYPHBIX TaMATHHUKOB, U3/laBa€Mble B BU/I€ aIbOOMOB. DTOT SMIIHPH-
YECKHUH MPOLIECC, B KAKOH-TO MEPE NPENONPENETEHHBIM HAITMYHEM B COCTABE UMIIE-
PHH IPY3HHCKHX M apMSAHCKHX 3€MEJIb, HHUIIMHUPOBAJICS YYEHBIMH, XYOXKHHKAMH U
ApXHUTEKTOPAaMH, OPTaHH30BBIBAJICS BO BTOPOM IT0JI0BHHE XIX B. B TOM YHCJIE B PaM-
Kax JIeATeJbHOCTH MMIepaTopCKONH AKaJeMHH XyAOXKeECTB, MOCKOBCKOTO apX€eoJlo-
THY€ECKOro 06II1ecTBa U OKCIIeUIINH FIMIIepaTOpCcKOi apXe0JI0rM4ecKO KOMHCCHH.
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ITpyrMeyaTeNbHBI U PAcCyKIeHUS 06 UCTOKaX M (popMax apMsAHCKUX U TPY3HH-
CKHX XpaMOB, KOTOpBIE MOJITHUTHIBAINCH B TOM YHCJIE TPyAaMH Buose-ie-J[10ka, Io-
CTaBHBIIIETO BOIIPOC O BO3MOXKHOM BJIMSTHUH UX (POPM Ha CTAHOBJIEHHE PYCCKOH Iiep-
KOBHOM apXHUTEKTYPHI. 3aCJIy:KHBAE€T BHUMAaHHUS U COBIIQJIEHHE Pa3BUTHS U3YYCHHUS
ApPXUTEKTYPHOTO HACJIeAHs B 3aKaBKa3be C MOJBEMOM HAIIHOHAJIBHOTO CAMOCO3Ha-
HMSA Y TOMCKaMH HallMOHAJIBHOTO CTHJIS B 60JIBIINX apMAHCKHX 06IIHHaX Poccun.

B moksajie aHATU3HpYeTCS XapaKTep paboT, OCBEIIABIINX aPXUTEKTYPYy APMEHHUH
U I'pysHH Ha IPOTSXKEHHUU CEPEHHBI — BTOPOH MOJIOBUHEI XIX B., BOIIPOC O €€ COIpH-
YaCTHOCTH BU3aHTHHUCKOH TPaJUIIUHY, 2 TaKkKe 06CyKaaeTcs IIpo6aeMa B3aMOCBI3H
9TOrO U3Y4YEHHS M B3IVIAIO0B Ha CJIOKEHHE BOCTOUHOXPHUCTHAHCKOTO XpaMa, C OTHOH
CTOPOHBI, ¥ BIIMSHUS TEOPETHUYECKHUX U MPAKTHYECKHX PE3YJIbTATOB 9TOI'0 U3YYCHH S
Ha paclpoCcTpaHeHHe TPAJUIMH CTPOHUTENBLCTBA HOBBIX IIEPKBEH B CTHIE U 06pa3ax
JPEBHUX 3aKaBKa3CKHX.

Apxutektypa cronuubl «LlapcTtBa KazaHckoro»:
BU3yanusaumsa MaeHTUYHoOCTU B «gosirom» XIX Beke
Architecture of the Capital of ‘Tsarstvo Kazanskoe’:
Visualizing the Identity in the ‘Long’ 19" Century

lN'ynb4yavak NMnemxaHosHa HyrmaHoBa Gulchachak Nugmanova
HayuHo-nccnegoBatenbCknini MHCTUTYT Teopun  Research Institute of Theory and History

N NCTOPUN apPXUTEKTYPbI N rPagoCTponTe/lb- of Architecture and Urban Planning,

cTBa, Poccuiickaa ®egepauna Russian Federation

KnioueBble cnoBa: apxutekTypa, KasaHb, Key words: architecture, Kazan, Kazan
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VccnepoBaHue BbIMOMHEHO Npu (hrHAHCOBOM nogaepxke POOW B pamkax Hay4HOro npoekra
N° 18-012-00338.

OoKJIa[] IMOoCBAMIEH Ka3zaHu — ObIBIIEH cTOoMIle Ka3aHCKOro XaHcTBa, B XV B.
BBIJIEJIUBILETOCA U3 COCTaBa 30JI0TOM OpAbl, a B 1552 I'. B pE3yJIbTATE 3aXBa-
Ta ropozia pycCKUM LiapéM KFBaHOM I'DO3HBIM IPHCOEJHUHEHHOTO K MOCKOB-
CKOMY T'OCYyZIapCTBY. DTO IIOJIOKHBIIIEE HAUATIO UMIIEPHH HCTOPHYECKOE COOBITHE U
BocIpuATHe Ka3aHM KaK IIEHTPa 3aBOEBAHHOIO TATAPCKOT'0 XaHCTBA OIPEJETHIH Ka-
3aHCKYIO HJIEHTHYHOCTDb, MECTO TOPOJIa M PETMOHA B MCTOPHH M CTPYKType Poccuu.
YynecHoe obpeTeHHe B 1579 r. nKoHbI KazaHckoi Boxueil MaTepH 61710 BOCIIPUHATO
Kak Boxue 671arocIoBeHHe Ka3aHCKOTO 3aBOEBAHUS — Ha MECTe 06pETEHHA OB 3aJ10-
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2K€H IIPaBOCJIaBHBIF MOHACTBIPh, @ UKOHA CTajIa CBATBIHEH IlapcKoro foma PoMaHo-
BbIX. EKaTepuHa Besnkas, 1o6eiBas B 1767 r. B BoropogHuIikoM MOHACTBIpPE, Cejaia
€ro 006513aTEJIbHBIM [JIS IOCELIEHUs YWIEHAMH UMIIEPaTOPCKOM CEMbH MECTOM B IO-
poze. BoiiHa ¢ HaNoJIe€OHOBCKOM ®PpaHIMEH 3aCTaBHJIA IIEPECMOTPETD IIPEACTABIIE-
HHA 0 BoXKeCTBEHHOM NPOHCXOXKIECHHUH IIPEKHHUX 3aBOCBAHHUH M OLIEHUTD I10 JOCTO-
HMHCTBY 3aCJIyTH PYCCKHUX BOMHOB, OTMETHB M€CTa CTApbIX BOEHHBIX IT06E/] HOBBIMH
ApXUTEKTYPHBIMH COOPYKEHHUSAMH, BbIpaKaBIIMMH HACI0 BeINYUs UMIepuH. B Ka-
3aHH TaKMM COOPY2KEHHEM CTaJ XpaM-TaMATHHUK HepykoTBopHOro O6pasa Criacure-
Jis1, BO3BEEHHBIN B 1813-1823 rr. Ha 6epery pexku KazaHKH Ha MECTE, I7le HAXOJHUJIach
6paTckas MOTHJa INOTHOLINX IIPH B3ATHH KasaHH IpaBOCJIaBHBIX BOMHOB. HMCTOpH-
YeCKHMH NaMATHUKAMH 5TOMY COOBITHIO CIIy>KHJIM U IIEPBbI€ B PETHOHE IIPaBOCJIaB-
HbI€ XpaMBbl, IOCTPOEHHBIE Cpa3y IOcje MOKOpeHHsa Ka3aHH, CHMBOIH3HpPYs o6Geny
NIpaBOCJaBUsA HaJ HCJIaMOM H IIpHAaBas 3aBOEBAHHIO PEJIUTHO3HBIN XapaKTep «IIpa-
BOCJIAaBHOTO IToxofa». CaM KpeMJIb, XOTS U ObLJI IOCTPOEH PYCCKHUMH, HO BOCIIPUHH-
MaJICs IIPEIMETOM 3aBO€BaHMA. Ero rpaHANo03Hasg PEKOHCTPYKIHA C OOHOBIEHHBIM
[JIaBHBIM PETHMOHAJIbHBIM COOOPOM U CTPOHUTEIBCTBOM Ha MECTE OCTATKOB XaHCKOIO
JIBOpLIA PE3UAECHIMH PYCCKOTO MMIIEPATOpPa MPEACTABIANIA CBOETO poAa BTOPHYHOE
3aBOEBaHHE, 3pUMBIM «TpodeeM» KOTOPOTO BBICTYIIAJA JIETeHAapHasl GalllHs TaTap-
cKoH napuibsl CIOlOMOHKe.

B moksiaze mokasaHo, KaK MaTE€pHaJIM30BBIBAJIMChH JIOKAJIbHbIE HAPPATHUBHI B ap-
XHTEKTYPHOM JHUCKYPCE «J[0JITOT0» AE€BATHAJLIATOTO BEKA B rOpOji€, 3HAUNTEIbHYIO
4aCThb HACEJIEHHS KOTOPOT'O COCTABJIANIH TaTapbl-MyCYyJIbMaHe C COGCTBEHHBIMH apXHU-
TEKTYPHO-I'PaJJOCTPOUTEIBHBIMU TPAJHULHUAMH U COOCTBEHHBIMH TOYKAMH HCTOPHU-
4yecKOH maMsaTH. CTaBsITCSA BOIIPOCHL, KaK 9TH TPaJUIIUH B3aHUMO/I€HCTBOBAIIH C 0(pH-
LHAJIbHBIMH yCTAHOBKAMH H HOPMaMH; KaKH€ HHCTPYMEHTBI M IPHUEMBI HCII0JIb30Ba-
JINCD BJIACTBIO, C OJHOM CTOPOHBI, U MECTHBIM HAaCeJIEHHEM, C APYTOH, A1 yCIEeUTHON
peannsaliy UMIIEPCKOTO0 IPOEKTa COBPEMEHHOTO FOpo/ia U pa3pelleHH s BO3HUKIINX
KYJIbTYPHBIX KOH(IHUKTOB.

Light as a Sole Subject of Interest

of Theoretical Reflexion of Architecture
CBeT Kak ocobasi npobrieMa B UccnegoBaHnax
Mo apXxXuTeKType

Wpxu Toypek Jifi Tourek
Kapnos yHuBepcuTerT, Npara, Yexus Charles University in Prague, Czech Republic
Knio4veBble cnoBa: CBET, apXMTEKTYpa, BOC- Key words: light, architecture, perception,

NnpUgaTHE, TEOPUH apPXUTEKTYPbI, SHAYEHNA theory of architecture, meaning
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ver time, the phenomenology of architecture has, in the works or varied authors,

focused on various problems and issues. Generally, its interest was always

experiencing architecture. Light was present merely as a part of other themes
and problems, though sometimes an important one. Art history too has always been
interested in light in architecture, for example in connection with Baroque illusory and
theatrical lighting or in the case of Gothic architecture and its stained glass.

In my paper, Iwould present my interestin light (daylight) and its role in architecture
of various times and regions as the goal of my research. In my view, light should not
replace present pretenders in the position of the basis of architecture (for various
authors it has been: form, space, tectonics and its expression, etc.). The light is too
unstable and elusive. However, light is among the key factors in the human experience
of architecture, predetermining how architecture reaches people, how it affects them
as well as what particular building communicates. There is an inexhaustible range of
approaches to cope with light in architecture. I try to introduce some of them (it will not
be a classification based on styles, i. e. Gothic, Renaissance, Baroque etc.).

My paper will be in broadly defined phenomenology. But my interest in light helps
me alsoas an argument in a constantly increasing discussion on virtual reality, on the fact
that our world is more and more moving to virtual areas, to the world in network (a fact
that can hardly be denied). Regardless whether one observes the rising sun illuminating
one of the pyramids at Giza or experiences coloured light entering a Gothic church, one
will observe and experience such light as a bodily being with one’s eyes and one’s whole
body. All that is principally uncatchable and unreproducible. As long as human being is
a bodily being, virtual reality (so important and necessary today) would be, and will stay,
only secondary world to physical world here and now. In the 20™ century, philosophy
finally came to a realization that the body is not a prison of the soul, that man is also
his body, so light in the earthly world is and will always be a fundamental matter of our
lives, and I consider sensitiveness and awareness to daylight in architecture to be a very
elegant way to realize these matters.

The paper is a partial result of my extensive current project on the topic and I will
present some conclusions to date.

The Crisis of the Public Monument:
Architectural Models and Memory Strategies
Kpunaunc obLecTBEHHOrO MOHYMEHTaA:
apXUTEKTYPHbIE MOAENM N CTpATErMM NamMaTH

®paHuyecko flenb Cone Francesco Del Sole
Ynusepcutet Canento, Ntanua University of Salento, Italy
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KnioueBble cnoBa: obulecTBeHHbIV NamaTHuK,  Key words: public monument, historiated
namsTb, KONOHHa TpasHa, BaHgoMckasa konoH-  column, memory, Vendéme Column, Trajan’s
Ha, MOHyMeHT NpoTMB Haum3ma B [ambypre column, Monument against fascism in Hamburg

he 20™ century generated a crisis of the public monument. This contribution

proposes a reflection on the choices made by society over the centuries

to decide what and how to remember in order to give a foundation to its
collective identity. Since ancient times, the task of the public monument has been to
imprint in history the perpetual memory of a character identified as the ideal model
around which the history of his time revolves. With the French Revolution there was
a fundamental change of course on this front. The crowd no longer needs to be led
by an ideal sovereign and the story is no longer calibrated to a single character, but
is composed of the stories of each citizen. This new public mode of remembrance
will fully evolve in the twentieth century, when the monument will be that public
expression in which, coming out of anonymity, all citizens find their place in the forms
of collective commemoration (enumeratio of identity). After World War II, the very
notion of monument is rejected. The destroyed population did not have the will to
perpetuate the memory forever but the vital need to re-elaborate the mourning. The
crisis of the public monument after World War II was consumed in the crisis of the
concept of durability, a fundamental attribute for this archetype, with the consequent
birth of the counter-monument. In our time, defined as ‘fluid’ in Bauman’s theories,
the search for eternity is no longer appropriate. To fully understand this crisis, the
evolution of one of the commemorative monuments par excellence, the historiated
column, will be analyzed through three key examples far apart in space and time,
each one exemplifying a precise evolutionary phase. The Trajan’s Column, which
inaugurates this type of public monument, is an architectural work created to imprint
in history the image of Trajan, a sovereign in which all the people identify themselves.
The figure of the emperor is represented in the frieze of the column sixty times
painting the sovereign as a perpetual model for the future; the Vendome Column,
erected to celebrate Napoleon’s military exploits, was demolished in 1871 because it
was considered a symbol of the exaltation of authoritarian power. The demolition
of the Column represents the transit phase that effectively breaks the link between
the monument and history; is a counter-monument, finally, the Monument against
fascism, war, violence erected in Hamburg in 1986 by Jochen and Ester Gerz. It is a
twelve meters high column, completely smooth, on which the inhabitants of the city
can write their history against fascism. Over time the column is sunk into the ground
until it disappears. In order for the naked column to become an historiated column, the
contribution of all citizens is necessary. The memorial monument radically changes
its attributes: the glorification of a client is replaced by the idea that every person can
change the course of history; the eternity of the message is replaced by the idea that
art can be practicable, readable and modifiable by every citizen.
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Josip Seissel alias Jo Klek and Zenitist Architecture
Mocun Celiccenb nog ncesgoHumom Ixo Knek
N 3EHUTUCTCKAs apxXMTEKTypa

BecHa Kpynbsy Vesna Kruljac

YHuBepcutet nckyccts, benrpag, Cepbusa University of Arts in Belgrade, Serbia
KnioueBble cnoBa: tOrocnaBus, 3eHUTU3M, Key words: Zenitism, Yugoslavia, 20" Century,
XX Bek, Mocun Ceiiccens, xo Knek, Josip Seissel, Jo Klek, architecture, avant-garde

APXUTEKTYPA, aBaHrapj

enitism was the first, originally Yugoslav, avant-garde movement articulated in

Zagreb and Belgrade in 1921-1926. Its spiritus movens was Ljubomir Mici¢ (1895-

1971), writer, promotional critic and theorist of avant-garde, editor of Zenitist
publications. As a stronghold of the Zenitist movement and an international platform for
the exchange of ideas between progressive intellectuals and artists of various specialties,
Zenit played a key role in profiling the artistic ideology and practice of Zenitism. Based
upon the synthesis of different artistic disciplines, styles and genres, as well as new
media, the production of this movement had a syncretic, experimental and transnational
character. Although he entered the Zenitist circle as a high school student and a member
of the experimental theater group Travelers in 1922, Josip Seissel (1904-1987) - later, in the
context of Zenitism, known as Jo Klek - imposed himself as one of the leading exponents
of the movement. The work of this Architecture student from Zagreb essentially marked
the mature, Belgrade phase of Zenitism (1923-1925). Apart from leaving his trace in the
Yugoslav art with his first abstract paintings (PaFaMa, 1922) and intermedial works created
in the constructivist manner, inventively conceived posters and designs of the Zenitist
publications, costume sketches and scenography for the Zenitist theater — Klek was also
the author of several visionary projects of the Zenitist architecture created at the very
beginning of his studies at the Faculty of Engineering in Zagreb. These achievements were
preceded by the ,Paper Architecture” (house models) and several drawings, watercolors,
tempera and collages (The Balkanian Calm, 1922; Cat on the Roof, The Bayadera and
Playing Cards, 1923; Tavern, 1924), adorned with motives of fictitious architecture and
urban ambiences, articulated on the principles of dynamism, simultaneism, juxtaposition
and fragmentation, inherent to new visual media and mass media (film, photography, radio,
poster,advertising). Klek’s draft for the construction of The Advertising (1923), his utopistic
designs for Zeniteum I and Zeniteum II(1924), as well as for the Villa Zenit (1924/25) remain
the outstanding examples of the Zenitist architecture. Its closest conceptual and formal
analogies can be found in the innovative architectural concepts of Expressionism, Cubism,
Futurism, De Stijl, Purism, Russian Constructivism and the Bauhaus. In the context of the
Yugoslav interwar period art scene, these projects represented not only a formal-linguistic
innovation, but also a kind of conceptual-ideological paradigm that laid the foundation
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for a new understanding of the social function of architecture. However, having existed
exclusively in the form of a utopian design and outside the context of the established trends
in Yugoslav architecture, they could not lead to any significant conceptual shifts in local
architectural practice of the 1920s and 1930s. Although unrealized, Klek’s architectural
projects represent a problematically current and authentic contribution to the avant-garde
architectural discourse in Europe.

ApxutekTtypa aBaHrapaa B Ypano-Cu6upckom permoHe:
Ha4vanbHbIW 3Tan uccnegosaHui (1930-e — 1991)
Avant-Garde Architecture in the Urals and Siberia:

the Early Stage of Research (1930s — 1991)

UBaH Unbuy AtanuH Ivan Atapin

CaHkT-lNeTepbyprckuii rocyaapCTBEHHbIN Saint Petersburg State University,
yHuBepcutet, Poccuiickag Gegepauna Russian Federation

KnioueBble cnoBa: apxmTekTypa COBETCKOro Key words: Soviet avant-garde architecture,

aBaHrapaa, Cvbvpb, ¥Ypan, cuMBonndeckunin po-  Siberia, the Urals, Symbolic Romanticism,
MaHTU3M, KOHCTPYKTMBU3M, NOCTKOHCTPYKTMBKM3M  Constructivism, Postconstructivism

iccnepoBaHve BbINOMHEHO Npu hnHaHcoBOW nogaepxke PODU B pamkax npoekta N° 19-012-
00193 A.

PXHTEKTYpPa COBETCKOTO aBaHTap/ia ropofoB Ypana U CUOUPH — TeMa, KOTOpasd
BBI3BIBAET B IIOCJIEJHHE TO/bl 6OJIBIION MHTEPEC MCKYCCTBOBEZOB, HCTOPHKOB
M ApXHUTEKTOPOB. B CBA3H C 3TUM IIPEACTABIAETCA AKTYaJIbHbIM H CBOEBPEMEH-
HBIM 00paleHHe K €€ HCTOpHOrpadHH, 3aTPOHYTOH JIMIIb B HEKOTOPBIX 0600IIAI0IIHX
paboTax 10 UCTOPUH apXUTEKTYphl perruoHa. JIo CHX IOp OCTaéTcs He B IIOJTHOH Mepe
HM3Yy4YEHHBIM HA4YaJIbHBIH 3TaIl MCCJIENOBAHHUM apXHUTEKTYpPhl COBETCKOTO aBaHIapja B
Vpano-CubupckoM peruoHe. ETo XpoHOJIOTMYECKHE PAMKH OXBAaTBIBAIOT IIEPHO], C Ha-
yaia 1930-x go 1991 r. OcBellleHHE ITOrO ITAIA, Ha HAII B3IJIAM, [I0O3BOJIUT PACKPBITh
0COGEHHOCTH COBPEMEHHOIO COCTOSIHHMS HCCJIENYyeMOH IpOoO6jJeMaTHKH. I JOCTH-
2KEHHS IIO0CTABJIEHHOM 1€ He06X0JUMO ONPENEIUTh HCTOUHHUKOBYIO 623y U o6IIHe
METOMO0JIOTHYECKHE TPHUHIIUIIBI, KOTOPbIE MCIIOJIb30BAJIIMCh B U3yYEHHUH aPXUTEKTYPhI
aBaHrap/a B Ypaso-CHOHPCKOM PETHOHE Ha IPOTAXKEHHH PaCCMaTPHBAEMOr0 ITEPHO/A.
B nokiaze Ha OCHOBE HAayYHBIX M HayYHO-TyOJHIIMCTHYECKHUX MAaTEpHAJIOB, B
TOM 4YMCJIE HHTEPIIPETHPYEMBIX BIiepBble (paboTsl E. A. Amenkosa, C. H. BananauHa,
A. 1. KpsiukoBa, b. 1. Oriel, A. [T IITesTyIIMHKHA U Ip.) IPEJIIPHUHATA IOIIBITKA BEIIBUTD
06IIHe TEHAECHIINH U PETHOHAJIBHYIO CIIEIU(PHUKY HAYaIbHOTO 9TAIa HCCIEAOBAHHH.
Kak u3BeCcTHO, ¢ 1930-X BILJIOTH 10 Hayajia 1990-X IT. OT€Y4E€CTBEHHbBIE ABTOPHI pac-
CMaTPHUBAJIM aPXUTEKTYPy aBaHTrap/a B paMKaX MapKCHCTCKO-JIEHMHCKOH ITapaJiur-
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MBI ¥ C METOJIOJIOTHYECKHUX IMO3UIMH COLIMAJIMCTHYECKOr0 peannama. OLeHKH Ha-
MPSMYIO 3aBHCEJIH OT U3MEHEHHH 06IIeCTBEHHO-TIOTUTHYECKOH CUTYalllH B CTPaHe.
H3yuyeHne paboT M0 apXUTEKType aBaHrapja B ropogax Ypasna u CH6HpPH IIO3BOJISIET
BBISIBUTh KAK MHHHMYM TPH OCHOBHBIX ITO/I9TAIl4, KOTOPbIE PA3THYAIOTCS CTEIIEHBIO
BJIMSIHUS NAapPTHIHO-TOCYJapCTBEHHBIX YCTAHOBOK. TaxK, ¢ cepequHsbl 1930-X 10 KOHIIA
1950-X IT. MOABJIEHHE KaKHUX-JIN60 KAUECTBEHHBIX paboT OBIJI0 MCKIIOYEHO, II0CKOJIb-
Ky HaIIpaBJICHHS apXUTEKTYPHOr'O aBaHTapfa CYUTAIHCh 3aHECEHHBIMU U3 «OYypIKYy-
a3HOM KyJIBTYPBI 3aIla/ia» U He OTBEYaBIIHNMH TPe6OBAHHUAM «CTATHHCKOH 3a60THI O
yesoBeke». B 1960-€ I'T. HAMETHIINCh U3MEHEHHUs B U3yYE€HHH apXUTEKTYpbl aBaHTap-
J1a, 06yCJIOBJICHHbIE OOIIHUM H7eosoruueckuM orom. K koHIiry 1980-x IT. HccIeno-
BATEJIH YK€ OTOLILIH OT XKECTKOH HJI€O0JIOTHYECKOH 3aJaHHOCTH paboT, 3HAYHUTEIBHO
PacUIMPHUIHN HCTOYHHKOBYIO 623y, 0OpaTHIIMCh K MaJIOM3yYE€HHBIM aCII€KTaM.

Bcé 9T0 1aéT OCHOBaHMSA CIEJIATh CIEAYIONIHEe BRIBOABL. BO-IIepBbIX, HCTOPHOIpa-
¢us apxUTEKTypbl aBaHrapAa B Ypano-CHOHPCKOM pervoHe BOILIOTHJIA B ceGe Te
K€ TeHJIEHIIUH, YTO H PabOTHhl «OOIIECOI3HOT0» 3HAUYEHH S, CO3JaHHble B MOCKBE U
JIeHHHIpajie, HO C HEKOTOPBIM OTCTaBaHHEM. BO-BTOPBIX, y2K€ Ha HAYaJIBHOM DTaIle
MPOSIBUJIMCH CIIEIH(PHYECKHE ITPOGIEMbI HCTOPHOrpadHH, B UHCIIE KOTOPBIX HY2KHO
OTMETHTB aKI[€HTHPOBAHHE HCCIIEJOBAHUI Ha KPYITHEHIIINX ropogax peruoHa — Ho-
Bocu6Hpcke, CBepasoBcke, HOBOKy3Helke, MarHUTOropcke. OTO 06YCIOBHUIIO 3aMET-
HYIO0 «HEPaBHOMEPHOCTb>» paboT, KOTOPas OCTaBaIach HEPEIIEHHOH MPo6IeMOi Ha
npoTskeHuu 1990-2000-x rr.

NepeBAHHOE 30A4€CTBO: COXpPaHEeHUe Tpaauumum
Wooden Architecture: Preserving Tradition

ApxutektypHoe Hacneame OHexckoro NomMopbs: uctopus
U3y4YeHUA U aKTyasibHble NPo6eMbl UCCIeaOoBaHUSA
Architectural Heritage of the Onega Gulf of the White Sea:
the History of Study and Actual Problems of Research

EBreHnn BaneHTMHoBMY XoaakoBCKUA Evgeny Khodakovsky
CaHkT-lNeTepbyprckuii rocyaapCTBEHHbIN Saint Petersburg State University,
yHuBepcuteT, Poccuiickasg Gegepauna Russian Federation

Onua AnekceeBHa Lllernosa Yulia Shcheglova
CaHkT-lNeTepbyprckuii rocyaapCTBEHHbIN Saint Petersburg State University,

yHUBepcuteT, Poccuiickasg Gegepauna Russian Federation
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BAHHas apXxuTeKTypa, nctopnorpadus, benoe  architecture, historiography, White Sea, Pomors
Mope, NOMOpbI

MccnepoBaHue BbIMOMHEHO Npu hNHAHCOBOM nogaepxke PODOW B pamkax Hay4yHOro npoekTa
N° 20-012-00356.

€HOMEH IIOMOPCKOH KYJIBTYPHl JJaBHO HAaXOAHUTCS B (POKyCe HCTOPHYECKHX,
STHOrpadUUeCKUX U (PHUIOCOPCKUX HCCIENOBAHUI KaK OTAEIbHBIH aCIeKT
nsyyeHus Pycckoro Cesepa (B. H. Bynatos, K. II. T'emn, T. A. BepHITaMm,

H. M. Tepe6uxuH U Ap.). be3ycaoBHO, B HCTOpHOrpadHH HAIlTa BCECTOPOHHEE OT-
paxkeHHe U 6oratasg MKOHOMMCHAs TpaAauLusa IloMopbs, MpeAcCTaBlI€HHAasA B paboTax
T. M. Kosb1ioBo# (2005) 1 B c60pHHKe cTaTel o pefakuuei ®. C. CMUPHOBOH, BbI-
LIeAIIEM B TOM K€ rofy. YTo KacaeTcs apXHUTEKTYpPHOTO Hacjlelus H, B YaCTHOCTH,
MIaMATHHUKOB J€PEBAHHOIO 3044ECTBA, TO HX CUCTEMHOMY HM3y4YEHHIO IIPENATCTBOBA-
JIM [IB€ OCHOBHBIE IIPUYHMHBI: MacCIITa0bl yTPAaT U TPYAHOAOCTYIIHOCTh TEX HEMHOI'HX
COOPY2KEHHH, KOTOPbIE COXPaHMUJIMCh K Hadalry XXI B. Kpome Toro, pasHele 6epera
o6mupHOro beaoro Mopsi HMEJH M pasHyIO IIOTHOCTh HACEJIEHHS, 00/1a/1asd CBOEH
KJIMMaTHYECKOMH, IPUPOJHOH U KyJbTypHOH crenudukoil. Ha aToM ¢oHe B HauGo-
Jiee 11€JIOCTHOM BH/JI€ IIPEACTABIIAETCA BO3MOXKHBIM HCCIIELOBATD ITAMATHHUKH XpaMo-
BOTO 30/14€CTBA IOT0-BOCTOYHOT0 (OHEXKCKOro) IIoMOphs KaK PErMOHa, BOBJIEYEHHOIO
B coJieBapHBIM npombices CostoBenkoro, Kpectnoro u Kupuino-benosepckoro mo-
HACTBIPEH H, COOTBETCTBEHHO, aIMUHHUCTPATUBHO, reorpadueCcKH 1 9KOHOMHYECKH
CBS3aHHOTO BOJHBIMM ITyTAMH 4Yepes3 yCThe peKH OHeru ¢ Kapromosuem, benosepreM
M LIEHTPaJbHBIMHU 3eMJIAMU Poccuu. Ha KimodeByro posb OHexckoro IToMophbs yKa-
3bIBaJI elle B 1570-e rr. 6apoH I. ¢oH IllTasieH B CBOEM IIPOEKTe 3aXBaTa MOCKOBHH.
B 1791 r. II. YenHILEeB COBEPIIAET N0e3Ky Ha Pycckuii Cesep U, 6yIy4H MCTHHHBIM
CBIHOM «B€Ka IIpOCBEIEHH >, C IBITIIMBLIM HHTEPECOM OIIHCBIBAET 3TOT KpaH, B TOM
yHcse Xpambl Ha OHEKCKOM U JIeTHeM 6eperax Besoro Mmops. OJ{HaKO TOJIBKO B KOHILE
1880-xrT. akageMuK B. B. CycyioB BBOAUT XpaMbl OHEXKCKOro IIoMOpbs B IIMPOKHM Ha-
Y4IHBIH 060pOT, 2 ApXeoyiorudeckas KOMHUCCHA B 1911 . My6IHKyeT IepeuyeHb LEPKBEHU
OHEXKCKOTO ye3/]a B «ONMUCaHUH NaMATHHKOB PYCCKOH apXHTEKTYPBI 10 Ty6E PHUAM».
H3ydyeHHe apXUTEKTypHOro Hacjegus OHexcKoro IToMopbs BO30GHOBHJIOCH
TOJIBKO Ha pyb6exe 1960-1970-x IT., KOTfia NPaKTHYECKH OJHOBPEMEHHO BBIILIH IIy-
6aukanuu U. B. ITypuiiesa (1966), 10. C. Yirakosa (1971), M. . Musnbuyuka (1971). Hx
CTaThH M OYEPKH HAPAAY C MaTEPHAJIAMH, HAIIEYATAHHLIMH €IIE B JOPEBOIIOLIMOH-
HbI€ To/ibl, COPMHPOBAJIH IIPOYHYIO OCHOBY IJIS JaJIbHEHIIINX HAyYHBIX U3BICKAHHUH
2010-x rT. B HUX 6bLJ1a IPEJCTABJIEHA CTPOUTENbHAS HCTOPHS M KOHTEKCTHBIH aHAJIN3
XpaMoB B YHexMe, ITypHeme, IOpneBoii I'ope, Humensre, JIamue, ITymnaxre, JleTHel
3ostoTuiie. TakuM 06pa3oM, Ha COBPEMEHHOM 3Talle OCHOBHBIM HCCIIEA0BATEIbCKHUM
ITOAXOZOM MOKHO Ha3BaTh PaCHIMpeHHEe (haKTOJIOIHIECKOH 6a3bl 33 CUET, BO-TIEPBBIX,
BBEZIEHUSA B HAYYHBIH 060pOT HEU3BECTHBIX PaHEE JOKYMEHTOB, YTOUHSAIOIIUX CTPOH-



132 MEXAOYHAPOAHAA KOHOEPEHLINA

«MckyccTBO 1 KynbTypa CpeaHEBEKOBbSA: Hacneane 1 NepcrnekTnBbl OCMbICIEHNSA>

TeJIbHYI0O HCTOPHIO TOI'O MM HHOI'0 00BbEKTA; BO-BTOPBIX, 00paIlleHHs K pecTaBpaiiu-
OHHBIM MaT€pHaJIaM COBETCKOH 3I10XH, COEPKALLIHM IE€PENHCKY, YEPTEXKH, IPOEKTDI
u o6Mephrl 1950-1980-X IT.; B-TPETbHX, IPOBEAEHUS CEPUH 3KCIIEANLINH, pe3yIbTaTa-
MH KOTOPBIX CTAHOBSITCS JETAJN3HUPOBAaHHBIE 0OMEPHI MAMATHHUKOB U rpadHUuecKue
PEKOHCTPYKIIHH.

KonokonbHu OHexckoro Nomopbsa XVIII-XIX Bekos.
ApxutekTtypa v TMNnosnorusa

Bell Towers of Onezhskoye Pomorye of the 18"—19t"
Centuries. The Architecture and Typology

AHpapen bopucoeuu boas
HayuHo-nccnenoBatenbCKMin UHCTUTYT TEOPUn
N UCTOPUN apPXUTEKTYPbI N FPaaoCTPOUTE Nb-
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alMOH HMXKHETO Te4eHH peKH OHEru 1 IpHJIEramllee K ycThio obepexbe be-
JIOrO MOPSI IPEJCTABIIAIOT CO60H 0CO6EHHYIO UCTOPUKO-KYJIBTYPHYIO TEPPUTO-
puio. E€ 3HaYMMOCTb ONIPEAENANACh BBIXOAOM K MOPIO HCTOPHYECKH BaxKHOM
JIOPOTH, BEAYILEH M3 LIEHTPAIBHBIX PyCCKHX 3€MENb. DTO ObLJI 02KHMBJIEHHBIHN 60TaThIN
Kpal ¢ pa3BUTOH KyJIbTYPO, OTIHYABIIUHCA BLICOKOH CTPOUTEIbHOM aKTUBHOCTBIO,
CBHIETEJIIMH YETO ABJIAIOTCA COXPAHHBIIHECSA 3[[€Ch BbIAAIOLIHECS IAMATHHKH Jlepe-
BAHHOI0 30/{4ueCTBa. B riocesienuax Typuacoso, ITusia, Bopsoropsl, HumeHnsra, Majio-
IIyHKa B COCTaBE XPAMOBBIX KOMIJIEKCOB HMEIOTCS OTAEIBHO CTOAIIHNE KOJTOKOJIbHH.
KonokonbHH OHEXKCKOro IToMOphbs OTIHYAIOTCSA OT KOJIOKOJIEH APYTHX CEBEPO-
PYCCKHX TEPPHUTOPHH CBO€OOPa3HBIMH apXHTEKTYPHBIMH IIPONOPLHUAMH H (popMa-
MH. HFIX cpyOHOE OCHOBAHHE COCTOHUT M3 BLICOKOTO YETBEPHKA, IIEPEXOAAIIETO B HHU3-
KHWH BOCbMEPHK. Haj yriaMu 4yeTBepHKa pacIoaraluch 1€KOPaTHBHbIE KOKOIITHHUKH.
IIepBOHAYAJILHO IIATPOBbIE 3aBEPILICHHU I103K€ 3aMEHAJIMCD KYIIOJIAMH CO LIITHJIEM.
B pa6oTe BBIABIAIOTCA apXHBHbIE UICTOYHHKH 10 HCTOPUH HCCIEAYEMBIX 00BEK-
TOB. Ha OCHOBaHHMH MaTe€pHUaIOB HATYPHOIO 06CI€AOBAHUSA IIPOBOAUTCSA CTPOHUTEb-
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Has [IEPHUOAH3AL M KaXKA0H KOJIOKOJIbHH, IIOCKOJIbKY BCE OHH 34 BPEMS CBOETO CyILEe-
CTBOBAaHHS IePECTPaUBATIHNCh. OOBEKTBI COIOCTABIAIOTCS MEXKAY COOOH IO oIpese-
JIEHHBIM IIPU3HAKaM, U TAKKUM 00pa30M BBIABJIAIOTCS O0IIHE TUIIOJIOTMYECKHE YEPTHI,
MPHUCYINHE UX APXUTEKType. AHATIHU3HUPYETCS MU3MEHEHHE apXUTEKTYPHBIX (POPM B
o6o03peBaempIii nepuog XVIII-XIX BB. [IJ1a aHAIHN32 NPUBJIEKAETCA PAJ, YTPAYEHHBIX
KOJIOKOJIeH B cenax Iloamopoxbe, UekyeBo, Yerh-Koxka, Bepxosre, YHexMa. Koso-
KOJIbHU OHEXCKOro IToMophs 110 apXHUTEKTYPE CPAaBHHUBAIOTCSA C KOJIOKOJIBHAMM Lpy-
THX CEBEPOPYCCKHUX TEPPUTOPHUI. ONpeneseTcs MECTO OHEXKCKHUX KOJIOKOJIEH B 00-
LIIEM THUIIOJIOTMYECKOM DAY BCEX KOJIOKOJIeH CeBepa.

BbICKA3bIBAIOTCS MIPEATIONIOKEHHS O IPUYHHAX CJIOXKEHHSI MECTHBIX TPaAHUIIMH B
ApXHUTEKTYype KOJIOKOJIEH OHexXCKoro ITomoposa. IIo MHEHHIO aBTOPOB, OHH CBA3aHBI
C onpefieIEHHBIMHA THIIAMH LI€pKBeH, peobaagaBiIuMHU 37ech B XVII-XVIII BB. To
€CTh MECTHBIE APXUTEKTYPHBIE TPATUIINH, OyIyYH TECHO B3aUMOCBI3aHHBIMH, (HOp-
MHPOBAJIH OCOOEHHOCTH 1€ PKOBHOM apXHUTEKTypbl OHEKCKOro IToMophs.

Ho u camu Tpagunuu OHeXCKOro IToMopbs He GbLIM YEM-TO CYIy60 CaMOOBIT-
HbIM. Han6os1ee KOHKPETHBIM OUe€pUYEHHBIH apeajl UMeIH CpyOHble OCHOBAaHHS C BbI-
COKHMM 4eTBEpUKOM. OHH AeHCTBUTEIBHO ObLJIM XapaKTEPHBI JJ1 palioHa ycThsl OHe-
T'H, HO OTPaHHUYEHHO BCTPEUYAIHCh BO BCEM BestoMopsbe. [JeKOpaTHBHbIE KOKOITHHUKH
HMeEJH JOCTAaTOYHO LIMPOKOE PaCIIpPOCTpaHEHHE B 3€EMJISIX, OMbIBaeMbIX OHEroH H
CesepHoM JIBUHOM. HIX TTOABJIEHHE MOXKHO CBA3BIBATh C MOCKOBCKMMH BIUAHHUSAMH,
pacnpocTpaHaBIIUMHCA Ha CeBep 10 OCHOBHBIM TOPrOBBIM IIyTAM. OTHOCHTEIBHO
MIPOUCXOXKEHUS (POPM KYIIOJIOB Ha TOMOPCKHX KOJIOKOJIBHAX BBICKa3bIBAIOTCA IIPEJ-
MOJIOKEHUS O 3apyOeKHBIX BIHAHUAX. TakMM 06pa3oM, apXUTEKTYpHbIEe TPaAHULIUHI
Onexckoro IToMopbs pacCMAaTPHUBAIOTCA B OUEHD LIIMPOKOM KOHTEKCTE.

Hukonbckas uepkoBb B Manowyike — gpeBHEeULLUNA
LUAaTPOBbINA XpaM TUMNA «BOCbMEPUK Ha YEeTBEPUKE»
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of the Octagon-on-Cube Type

TaTbaHa BaneHTnHoBHa XuranbuyoBa Tatiana Zhigaltsova

CeBepHblii (ApKTHMYeCcKnin) heaepanbHbli Northern (Arctic) Federal University named after
yHUBepcuTeT MmeHn M. B. JToMOHOCOBa, M. V. Lomonosov, Russian Federation
Poccuiickasg ®epgepaumnda

Onbra AnekcaHapoBHa 3MHUHaA Olga Zinina
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OKJIaJi TIOCBAILEH HCTOPHKO-apXHUTEKTYPHOMY HCCJIENOBAaHHIO JieTHel Hu-

KOJIbCKOH 11epkBH (1638), pacnosnoxeHHOH B lepeBHe AGpaMoBckas (¢c. Majio-

Iy#ka) Ha 6p1B11eM OHero-KeMcKOM IT04TOBOM TPaKTE IPHUMEPHO B IIATH KH-
JIOMETPAxX OT YCThsl PeKM Masonrytika Ha 6epery besoro mops. HuKoJIbCKas IIEPKOBb
MIPENCTABJIAET COO0OM THUII «BOCBMEPHK Ha YETBEPHKE» C IIATPOBBIM 33aBEPLICHHEM.
ITepKOBb ABJIAETCA YACTHIO XPAMOBOI'O KOMILJIEKCA, Ky/la TaAKXK€ BXOAAT 3UMHAA IIA-
THraBas CpeTeHcKas nepkosb (1873) 1 kostokoibHA (1807). HUKOIBCKAS LIEPKOBD He-
OJHOKPAaTHO NepecTparBalach. OHAa UMEET ACHMMETPHYHYIO0 KOMIIO3HIIHIO, COCTOA-
LIYI0 M3 JIPEBHEHUIIIETO YETBEPHKA U IIPIMOYTOJIBHOTO aJITaps, CEBEPHOM IPHUCTPOMKH
U MIPOCTOPHOM KPBITOH rajiepeH-nanepTH. 3AaHHe OOIINTO TECOM. APXUTEKTYPHOH
OCOOGEHHOCTBIO JAHHOH ITIOCTPOMKH SIBJISAJIOCh HAJIMYHE JABYCTOPOHHETO KPBLIBLA C
KHWJIEBUHOM MOJION G0UKOH, HEOOJIBIIOH ITIaBKOM U KpecToM. Kpblibio 6bLJIO yKpa-
HI€HO (PUTYPHBIMHU 6aIICHHAMH U PE3HBIM I'pe6HEM. B epeBsIHHOM 30/14€CTBE I0JIast
604Ka IPUCYTCTBOBAJIA B KPbLIbLIE ABOPLA Aslekcesa Muxaiiosudya PomaHoBsa B KoJo-
MEHCKOM. B KyJIbTOBOM KaMEHHOM 304€CTBE I0Z06Has popMa GOUKH BCTPEUAETCS B
LepkBH BbiarosemeHus cesa TaWHUHCKOTO MOCKOBCKOH 06JIaCTH.

CTpouTeNIbHAA HCTOPHSA LIEPKBH UIMEET HEMAJIO 3aTraZioK. OCHOBHOM M3 HUX ABJIS-
€TCs aTHPOBKa MOCTPOMKH. AKafeMHUK B. B. Cycios B 1886 r. npu ocmoTpe HUKOJIB-
CKOH LIEPKBH JaTHPOBaJ €€ CTPOUTENLCTBO 1700 T., a TaKXK€ BBIABUHYJI IIPEAIIOJIOKE-
HHe€, YTO HHKHSAA 4acCTb [JIaBHOTO cpy6a B PEBHOCTH 6blyIa Y4aCOBHEH. BEpoATHO, 9TO
CBSI3aHO C T€M, 4TO B 1700 r. 6bL71 OCBAIIEH aHTUMHHC, YTO OOBIYHO COBEPIIIATIOCH ITPU
OCBSAILLIEHUH HOBOT'O Xpama.

BaxkHOI BEXOH B CTPOMTEJIBHON MCTOPHUM LIepKBHU cTan 1825 r. Torga ¢ cepepa u
3amazia O6bl1a IPHUCTPOEHA TajIepeA-TIallepTh, LEPKOBb CHAPYKHM OOLIMTA TECOM, C Ce-
BEPHOM CTOPOHBI K aJITapIO OblyIa CAleJIaHa IPHUCTPOHKA [JIs1 pU3HHILbI U IOHOMAapHH,
IO/l IPUTBOPOM — KJIa[I0Bas. B COBETCKHI NepHO LIEPKOBb HAXOUJIACh Ha GalaHce
KOJIX032 M HCIIOJIb30Baach KaK CKJIAJ A XpaHeHHUs KapTodess. ITo nHpopManuu
MECTHBIX JKHUTeJIEH, IIePKBH ObUIM 3aKPITHI ¢ 1931 1o 1965 r. Ha CpeTeHCKOH 1IepKBH
B 1988 r. IpOBOAMIHCH PEMOHTHO-KOHCEPBALIMOHHbIE PA60THI (BOCCTAHOBJIEHBI IJ1aBbI
1 KpOBEJIbHBIE TIOKPBITHSA, yTPaue€HHas TECOBas OOIIMBKA) APXaHTeIbCKOH CIEIHalb-
HOM Hay4YHO-PECTAaBPAaLlHOHHOM NPOEKTHOM MaCTE€PCKOM IOJ, PyKOBOACTBOM apXH-
TekTopa A. bapa6aHoBa.

B foksiazie pacKpbIBAETCA CTPOUTEbHAA UCTOPUA HUKOIBCKOM LIEPKBH, BbIABJIA-
€TCS CTPOHTENbHas NepHOogHU3aluid. OnpeneseTcs NepBOHAYaIbHBIH apXHUTEKTYP-
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HBIH OOGJIMK, NPENCTABIAIOMMNNE HAHOO0JbIIHH HCTOPHKO-aPXHUTEKTYPHBIH HHTEPEC.
Pa6oTra conpoBoxaaeTcs IpadHYeCKMMH PEKOHCTPYKIHAMH, OTPaXKalOLIMMH BCe
CTPOHTEJIbHbBIC 9TAIlbl. IIPUBOASATCA PACCYyKICHHS OTHOCHTEIBHO 9BOJIOLIUH JAHHO-
ro THIIa XpaMa, €ro XapaKTePHbIX 0CO6eHHOCTAX XVII B.

XpamoBbin KoMniekc B Bopsoropax.

MNcTtopusa n apxmutekrtypa

The Church Complex in Vorzogory.

History and Architecture

Tatiana Kovalevskaia

NIiPI “Spetsrestavratsia”, Russian Federation

llia Voevodin
ANO “Tradition”, Russian Federation
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€peBSIHHBIE XPaMOBbl€ KOMIIJIEKCHI, COCTOSIIIIME U3 3UMHEM 1 JIETHEH LIEPK-

BEH M KOJIOKOJIbHH, — TaK Ha3bIBAEMbl€ «TPOHHHKH», HIH «TPOHKH», —

6bIM IIHPOKO pacHpocTpaHeHbl Ha Pycckom Cesepe. K coxajieHHIO, ce-
TOJHsA 3TO SIBJIEHHE 0Ka3aJoCh Ha IPaHH HCYE€3HOBEHUA. OJMH M3 YHHKAJIbHBIX
JIEPEBSIHHBIX «TPOHHHUKOB» COXPAaHWJICS B IIOMOPCKOM cesie Bop3oroper (OHEXK-
CKUH palioH ApXaHTEJIbCKOH 06J1acTH). B HacToslllee BpeMs 3TO €JUHCTBEHHBIH
KOMIIJIEKC Ha PycckoM CeBepe, COCTOSAIIMH M3 IBYX YE€TBEPHKOBBIX IATHIJIABBIX
nepkBer — BBegeHckoi XVIII B. u Hukonbckod XVII-XIX BB. — M KOJIOKOJIBHH
XVIII-XIX BB.

Kyb6uueckue B 06b€EMe MATHUINIABBIE JepeBAHHBIE Xpambl B XVIII-XIX BB. B Ilo-
MOpBE He GBI peKOCTbI0. X 06pa3 IBHO HaBessH (OpMaMH KaMEHHOTO 30/14€CTBA.
B KOMIIO3UIIHOHHOM, 0Opa3HOM M 00bEMHO-IIPOCTPAHCTBEHHOM PELIEHHH IIOCTPOEK
BOp30ropcKoro morocTa MOXKHO ONPEAEIUTb OTTOJIOCKH apXUTEKTYypbl COJIOBEIIKOTO
MOHACTBIPS, Ha MPOTAKEHHUH HECKOJIBKHUX CTOJIETHH OKa3bIBAIOIIEN CHJIBHOE BIIHSA-
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HHE Ha [IOMOPCKOE J€PEBAHHOE 3044ECTBO U IIPOABUBIIENCA B PETHOHAIBHOMU TPaJH-
LIMH CTPOHUTENBCTBA LIEPKBEH «Ha KAMEHHOE JIE€JI0».

Henaneko oT IpHUXO[CKOro KOMILIEKCA, Ha CEJIbCKOM KIai6HIIe, HAXOAUTCS Liep-
KoBb 30cuMBl U CaBBaTusa CosioBenKux YygoTsopies XIX B. XpaM 6blJI IEPECTPOECH
K3 60J1ee paHHEH KPYITHOM YaCOBHH, YTO 00YCIIOBHJIO €r0 JAKOHHUYHBIH OOJIHK.

BMmecTe ¢ 3aCTpOHKOI ceJla U OKPYKAIOINM 6eperoBbIM JaHAIIA(TOM XpaMOBbIe
IIOCTPOMKH COCTABJIAIOT OYEHD BBIPA3UTENbHBIM U KPACHBBIY IPUPOSHO-APXUTEKTYP-
HBIH aHCaMOJIb.

ApXHMBHBIE U HATYPHbIE U3bICKAHHS IT03BOJIMJIM aBTOPaM JOKJIaa CHCTEMATH3H-
POBAaTh 3TAIIBl CTPOUTEIBHOM UCTOPUH BOp30ropckoro morocra, NIpoaHaIH3HPOBATD
apXUTEKTYyPHO-Xy0KECTBEHHbIE OCOOEHHOCTH MOCTPOEK B IIMPOKOM KOHTEKCTE 6e-
JIOMOPCKOTO JiepeBAHHOro 3o14ecTBa XVII-XIX BB., BBIIEIUTh YCTOHYUBBIE YEPTHI,
NPOSBJIABIIMECS B pa3Hble NEPHUOJBI OBITOBAHHS KOMIIJIEKCA, ONPENETHUTD CTEIIEHD
MO3AHENIIINX BMEIIATEIbCTB U yTpaT. I1o UTOramM HccaefoBaHHUA B HAYYHBIH 000pOT
BBOJATCSH HOBbIE JIOKYMEHTDI H CBEJIEHH A, 4 TAKXKE COBPEMEHHAas apXUTEKTypHas Ipa-
¢uka, KOTOpass MOXKET HCIOJIb30BATHCA IIPH IIOATOTOBKE IMPOEKTOB KOHCEPBAI[HOH-
HBIX H PECTaBPalIMOHHBIX pabOT Ha pacCMaTPHUBAEMBIX TAMATHHKAX.
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N° 18-0001094 KOMODW.

VccnepoBaHume BbIMOMHEHO Npu hrHaAHCOBOM nogaepxke POOU B pamkax Hay4HOro npoek-

Ta N° O®U-m 17-29-04201, 17-29-04176 1 17-29-04129, npoektoB KOM®W N° 18-0001094 n N°
18-00-00429 (K) (18-00-00407).

CCJIEMOBAHMA OOBEKTOB KyJIbTYPHOIO HACJIEAH A COBPEMEHHBIMH ECTECTBEH-

HO-HAay4YHBIMH METOJAMH Pa3BHUBAIOTCS BO BCEM MHPE KaK B XyJ0XK€ECTBEH-

HO-HCTOPHYECKHX My3esX, TYMaHUTApHBIX MHCTUTYTaX, Tak U B pU3HUe-
cKkuX 1eHTpax. C1990-X IT. 110 Mepe pa3sBUTHUA METOL0B MATEPHUATIOBESYECKHUX HCCIIE-
JIOBAaHHM Ha TaKMX MOIIIHBIX MErayCTAHOBKAX, KAK CHHXPOTPOHHBIE U HEUTPOHHBIE
HCTOYHHKH, H PacIIMpeHHs cep UX NPUMEHEHHS, B TOM YHCJIE U JJIs U3yYCHHUS
06BEKTOB KYyJIbTYPHOT'O HACIEAH S, HCCIEN0BAHMA B HICTOPHYECKOM MAaTEPHAJIOBEIE-
HHU IOJIYYHUIH HOBBIM UMIIYJIbC.

HMUII «Kyp4aTOBCKHI HHCTUTYT>» CTOSJ Y HCTOKOB COBETCKOI'O @aTOMHOTO IIPOEKTA,
M3 KOTOPOT'O Pa3BHJICS LI€JIBIH P/ HAIIPaBJI€HHUHM Ha YHUKAJIbHOM 9KCIIEPHMEHTAIbHON
6a3e HHCTHUTYTa. Bech MOIIHBIM apceHaI METOI0B U KOMIIETEHIIUM Kyp4yaTOBCKOTO UH-
CTUTYTa B COBPEMEHHOM MAaTEPHAIIOBENEHHH, B TOM YMCJIE TAKHE METAYCTAHOBKH, KaK
KypuyaTOBCKMH CHENHATH3HPOBAHHBIN HCTOYHHUK CHHXPOTPOHHOTO H3TydyeHusa «KH-
CH-KypuaToB», HEUTPOHHBIN UCTOYHUK — UCCIIEN0BATENbCKUI peakTop UP-8 1 npy-
THE€, Y4AJI0Ch HAIIPABUTD U Ha UCCIIENOBAHMU S KYJIBTYPHOIO HACTIEAM .

B noks1azie NpeACTaBIeHbl PE3YJIbTAThI UCCJIEJOBAHHM 0ObEKTOB KyJIbTYPHOTO Ha-
caenus u3 L'oCcymapCTBEHHOIO HCTOPHUYECKOTO My3es, I'oCyjapCTBEHHOIO My3€esl U30-
6pa3uTENbHBIX HCKYCCTB UMeHH A. C. ITymkuHa, MHCTUTYTa apxeonoruu PAH, MH-
CTUTYTAa OTHOJIOTHMH K aHTpomnosoruu PAH u pyrux opranusanui Po.
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1. C IIOMOIIIbIO METOZOB PACTPOBOH 3JIEKTPOHHOM MHUKPOCKOIIMH, 9HEPTOJHCIIED-
CHOHHOT'0 PEHTT€HOBCKOIO MHKPOAHAIN3a, CHHXPOTPOHHOH Audpakiuu 1 HHppa-
KPaCHOH CIIEKTPOCKOIHMH PEKOHCTPYHPOBAHA PACKPACKa U37eJIHA. YCTaHOBJIEHO, UTO
«BOJIOCSTHOM ITOKPOB» OBLTT OCMOJIEH M OKPAIlleH MapTraHI€BbIM TMTMEHTOM, I'y6bI I10-
KPBITBI KPACHOM OXPOM, HAHECEHHOM Ha CJIOH THUIICA.

2. C HCHOIB30BAHHEM TOMOIPaHH yCTAaHOBJIEHO, YTO CKYJBIITypa OblIa BhLIE-
IUIeHa 6€3 IPHMEHEHHS XKECTKOHM (DOPMBEL.

3. Ilonmyd4eHa pafHOYIIEpPOAHAs KaJHOpOBaHHAA JaTa OCMOJA CKYyJbITY-
p®t —V B. 10 H. 9.

4. O6pasel, CBHHIIOBOTO HAaIlJIbIBA CO CTEHKH TEPPAKOThI HU3y4yajCsi METOJOM
Macc-CIIEKTPOMETPHH C MHIYKTHUBHO-CBS3aHHOH IJIa3MOH, UTO ITO3BOJIMJIO Ha OCHO-
BaHHH IIOJy4€HHBIX H30TOIHBIX COOTHOIIEHHUIH Pb Pb onpenenuTs pyaHbIH HCTOY-
HMK, HaxofALHkcs B JlaBpuoHe (I'perus).

MN306pasntenbHOe UCKYCCTBO
KaK aHTPOMNONOrM4eCcKmnii UICTOMHUK
Fine Art as an Anthropological Source
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K€ Ha PaHHHUX 3TallaX CTAaHOBJIEHHA aHTPOIIOJIOIHH KaK CaMOCTOATENbHOM
OTPAaCIH 3HAHMA HUCCIEN0BATENH 0OpaTHJIM BHUMAaHHE Ha HCKYCCTBO KaK Ha
(ernomen, a Ha TPOM3BENEHH UCKYCCTBA — KaK Ha HCTOYHHK aHTPOIIONIOTH-
yecko¥ MHpopMauu. FCKycCTBO He TOJIBKO COIIPOBOXKAalIo homo sapiens B €ro 3Bo-
JIFOIMH, HO U OBIJIO OJTHOM M3 COCTABJISIONINX JIBHKYIIIHUX CHJI 9TOH DBOJIIOLNH. B aH-
TPOIIOJIOTHH OCHOBHBIM MCETOJOM ITOJTY4YCHH I/IHq)OpMaILI/II/I 0 GHOJIOTHYECKHUX 0CO-
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OGEHHOCTSX JPEBHETO HACEJIEHHS ABJIAETCS M3y4EHHE KOCTHBIX OCTaHKOB. Ho B aTOM
cJIydae 4acTh MH(MOPMAIIMH O BHEITHUX OCOGEHHOCTSAX TepsieTcs. [lo amoxu ¢doTorpa-
¢uu cBenieHHA 0 BHELIHOCTH YeJIOBEKA MOXKHO OBLIO MOJYYHUTD JTH60 U3 €Tr0 OIHCa-
HMs COBPEMEHHHKAMH, JIN0O M3 €ro NPHXKHU3HEHHOTO H300paxkeH . MeTos aHTpo-
MOJIOTMYECKOH PEKOHCTPYKIIUH JIMIa 110 yepery (M. M. TepacMOB) 6b171 IEPBOH Ha-
Y4YHOH IONBITKOM HCII0/Ib30BaTh KOCTHYIO OCHOBY /IJISl PEKOHCTPYKIIMH BHEIIHOCTH.
Ho Bce-Tak{ HEKOTOpbIE BasKHble IPU3HAKH BHEIIHOCTH (HallpUMep, MUTMEHTALH,
THII BOJIOC U JIP.) OCTAJIMCh BHE CUCTEMBI OITHCAHHUS.

ABTOPBI IPUMEHMIIH K U3YyYEHHIO N300paxKe€HHH MOIyJIALHOHHBIH IOJXO0, KOT-
Jla TpyIa U306paKeHUH aHATHU3HPYETCA KaK COBOKYITHOCTh MHAMBH/IYyMOB C pac-
4€TaMH OOBIYHBIX CTATUCTHYECKHX IT1APaMETPOB H CO3/laHHEM 06001IEHHBIX H306pa-
XKEHHMH. B HacTodAleM JOKJIaZie IPEACTaBIEHBl: CPAaBHUTEIbHBIM aHAJIN3 BBIOOPOK
2KHBOITMCHBIX ITOPTPETOB IO3/JHECPETHEBEKOBOTO HacejieHHUs oytanauu U 'epma-
HHH; aHTPOIIOJIOTHYECKAs XapaKTePHUCTHKA HaceseHHUsA daromcKoro oasuca Erunra
(I-IV BB. H. 9.) 10 BBIGOPKE MOTrPeGATBHBIX IIOPTPETOB U XaPaKTEPUCTHKA aHTPOIIO-
JIOTHYECKOro TUIla HaceJeHus IlenTpanbHoit UTanuu B VI-III BB. 0 H. 5. B CBA3HU
¢ Ipo6JIEMOH BTHOTEHE3a DTPYCKOB Ha MaTepHajlaX TEPPAKOTOBBIX BOTHUBHBIX H30-
O6paxkeHUH M HAaCTEHHOH IMOrpe6ajbHOH XKMBOMHCH. Bce MaTepuasnbl 06paboTaHBI
CTaH/IAPTHBIMH CTATHCTHYECKMMH METOAAMH, 10 HHAHUBHYAJIbHBIM H300paKEHUAM
CO37aHbl 0OBIYHBIE CJIOBECHBIE OIIMCAHM A BRIGOPOK K 0606111EHHBIE IOPTPETHI 110 OPH-
FHHAJIbHOH LH(PPOBOH METOAHKE.

OCHOBHBIE PE3YyJIbTAThl paboTHI cienyoure. CopnafieHUEe YHCIEHHBIX JaHHBIX
10 ONIHKCATEJIbHBIM IPU3HAKAM H 3HAYHUTEJIBHOE CXO/ICTBO 0006IIEHHBIX IOPTPETOB
TOJUIAHZLIEB U HEMIIEB MOATBEPKIAIOT CYIIECTBYIOIIHE MHEHHSA O 3HAYHUTEILHOM
Y4aCTHH F€pPMAaHCKHX IVIEMEH B 9THOT€HE3€ TroJUIaHAleB. 1o HCTOPHYECKHM CBE-
JeHUAM, HaceseHHe PaloMCKOro 0a3xca ABJIAJIOCh DTHUYECKH CMEIIaHHBIM. IToiry-
YEHHbIE€ HAMH Pe3YJIbTAaThl CBHJETENBCTBYIOT, YTO OCHOBHOHM aHTPOIIOJIOIHY€ECKHH
THII HaCEJIEHHS JJOCTATOYHO OJJHOPOJHBIH M MOKET ObITh ONMCAaH KaK OAHH U3 Ba-
PHAHTOB CPEJH3EMHOMOPCKOH packl. BO3MOKHO, UTO HaIll PE3YJIbTAT CBA3aH C BbI-
COKOM COLIMAJIbHOM CTPaTOH M300pak€HHBIX. ITo MMEOIIUMCA B HalllEM Pacops-
2K€HHH H300paKE€HHAM aHTHYHOTO HaceJleHHs LleHTpaJbHOM MTaluH Mbl MOXKEM
JIMIIb CKa3aTh, YTO B HEM ObIJI 3HAUHUTEJIBHBIM IIPOLIEHT 6aJIKaHO-KaBKa3CKOIo (aJib-
MHHCKOr0) aHTPOIMOJIOTHYECKOTO THIIA, HO CYAHUTD O TOM, B KAKOH MEpPE OH CBA3aH C
HAa4aJIbHBIMH CTaUSMH BTHOTE€HE3a 3TPYCCKOTO BTHOCA, IIOKA HE IPEICTABIAETCS
BO3MOKHBIM.



142 MEXAYHAPOAHAA KOHOEPEHLINA
«MckyccTBO 1 KynbTypa CpeaHEBEKOBbSA: Hacneane 1 NepcrnekTnBbl OCMbICIEHNSA>

Mpo6nema cpyHKLMOHMPOBAHUS PYKOMUCHbBIX KHMXXHbIX
namMAaTHUKOB XV-XVI BB. C TOUKUN 3pEHUA CneaoBeaeHUs
(no matepuanam Otaena pykonucen Poccuimckon
HauMOoHaNbHOMN 6M6NOTEKN)
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ViccnepoBaHme BbINOMHEHO NMpu hnHaHCOBOM noaaepxke PODU B pamMkax Hay4YHOrO NpoekTa
N° 20-39-70017.

€rOZIHA B IIPOLIECCE M3YUYEHHUS NPEBHEPYCCKUX PYKOIIMCHO-KHHKHBIX IIaMAT-

HHKOB HCCJIEOBATENH CTaJIM BCE Yalle o6pallaTbCa K caefaM ObITOBaHHA,

KOTOPBIM PaHbIIE HE YJEAIOCh JOJKHOIO BHUMaHMA. 1o CBOEH CyTH Clex,
IIPHUCYTCTBYIOL M Ha PYKOIIHUCH, ECTh CBH/IETEJILCTBO COOBITH A IIPOILIOrO, JOLIEAIIEE
JI0 CETOJHALIHETO AHA, YTO M OINpPEZENIeT HeO6X0JUMOCTb JaJbHEHIIIETO Pa3BUTHA
CJIETOBENEHM A B U3yYEHUH PYCCKOM KHHKHOM KyJIbTYPhI.

Cireibl 6BITOBAHNSA BKJIIOYAIOT B C€6s (PYHKIIHOHAIbHBIE CTIE/IBI, IIOSIBUBIIHECS B Pe-
3yJIbTaTe HCII0JIb30BAHMA JJOKYMEHTA, TO €CTh CJIEADI Y EPKaHH A, BOCKOBbIE, MACIAHbIE
Y MHBlE BUMBI 3arpsAsHeHuil. Cienbl pyk (cefbl yAep:KaHHA) — ONHHM M3 BaXKHEHIINX
(PYyHKIIMOHAIBHBIX CJIE/IOB, OTPAKAIOIIHNX «KH3Hb» PYKOIHCHO-KHHIKHOTO NaMATHHKA,
10 3TOH NPHUYMHE Pa3paboTKa METOJOJIOTHH H3yYEHH HUX HCTOYHHKOBEIYECKOTO I10-
TEHIMAJIA IIPEACTABJIAETCS BaXKHENIIEHN 3a/1a4€H COBDEMEHHOM MCTOPHUYECKOM HAYKH.

CHCTeMA «YEJIOBEK — JIOKYyMEHT — OCBETHTEJIb», KOTOPasA BOSHHUKAET B IIPOLIECCE
(byHKIIMOHHPOBAHHS KHUT'H M IIPOSABJIAETCSA Ha €€ IOBEPXHOCTH B BHJE CJIE/IOB YAEP-
JKAHH A, BOCKOBBIX, MACJIAHBIX U HHBIX THUIIOB 3aTPA3SHEHHH, ABIAETCA BaXXHBIM HIEH-
TUDHUIHPYIOIIUM 06beKTOM. Oco60€ MECTO B 3TOH CHCTEME HUIPAIOT CJIEAbI YAepxKa-
HH, BO3HHUKIIHE B PE3YJIBTATE MHOIOKPATHOIO KOHTAKTa C IIOBEPXHOCTHIO MAJIbIEB
PYK H, COOTBETCTBEHHO, IONalaHH Ha 6yMary IOTOXKHPOBBIX BellecTs. Ha cerogHAm-
HMH JIEHb ObLIH IIPOBENEHBI OCMOTP U ONMCAHHE CJIEN0B yIAEPXKAHUA Ha 60JI€€ YEM CO-
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poka kHHUrax XV-XVI BB. u3 co6panuit Kupussno-beno3epckoro MOHacThIps U 6UOIH-
oTekH HoBropozckoro Coduiickoro co6opa us gornos OP PHB, B ToM uHcie 60raTo
WJTIOMHHHPOBAHHBIX PyKOIIMCEHN, UMEIOIHUX BHICOKYIO XyJOXKECTBEHHYIO LIEHHOCTb.

Cirens! yaepKaHHA, KaK II0Ka3aJIM HAIlIH HCCIIEJOBaHHsA, HECYT B cebe maeHTHHU-
KaIITMOHHYI0 HH(MOPMAIIHIO O JIHIIE, KOTOPOE MBI PaCCMAaTPHBAaeM Kak uHuTaTend. To
€CTbh CJIEJIbI YAEPKAHUS ABISIOTCA OTPAXKEHHUEM Ha CTPAHHIAX JOKYMEHTA IIpoliecca
yTeHHs1. Ha OCHOBAaHHMHU BTHUX CJIENOB MOXKHO BBICTPOUTD KAPTy YHUTAEMOCTH B KpPYII-
HBIX COOpaHUAX (YaCTOTY HCIIOIb30BAHUS TEX WJIM HMHBIX JJOKYMEHTOB, B TOM YHCJIE
NMaMATHHUKOB JPEBHEPYCCKOIO0 KHHUXKHOI'O HMCKYCCTBa), 4 TAKXKE YHTAEMOCTH OJHOH
KHUTH. VeHTH(UKAIMOHHAS HH(OPMAIHs MAJIbLIEBBIX CJIEIOB IIO3BOJISIET BBIfIE-
JIUTH (TIPH PACCMOTPEHHNH MaCCHBA JOKyMEHTOB) LEJIBIH psA/l TUIOJOTHH yepKaHUs
B PaMKax ONpPEEJIEHHOH IpyInel KHUT. KpoMe TOro, Ha OCHOBaHHH HCCJIETOBAHUH
BBIZIEJIAIOTCS U CIelUHYECKHe 0COGEHHOCTH HaBbIKA YA€PKAHHUS YHHKAJIBHOTO YH-
TaTeJIsA, YTO MO3BOJIAET 3aKPENHUTD ONPENEEHHDIE CIIEbI 32 IEPCOHATMAMU. B cBOIO
o4epellb, TaKas IEPCOHATNU3ALMNA CIIENOB B COBOKYITHOCTH C JaHHBIMH O IPHUHAJIEXK-
HOCTH TOH HUJIM UHOM KHUTH ONIPENEIEHHOMY JIUILY IIO3BOJIAET YBUIETh €0 HHTEPEC K
KOHKPETHBIM 4acTsAM TeKcTa. Hanbosiee SpKMM IPHMEPOM TaKMX «HHIUBHIYATH3H-
POBaHHBIX>» CJIEOB ABJIAIOTCA CJIEAbI YAEPKAHMSA HAa PYKOIMCAX, IPHHAJIEKABIINX
npenogo6HoMy Kupuity BenosepckoMy. Takum 06pa3om, o po6HOE H3yYEHHE CJIe-
JIOB yI€pKaHUA Ha PYKOIMTMCHO-KHHUYKHBIX ITAMATHHUKAX OTKPHIBAET BO3MOXKHOCTH CO-
CTaBJICHUA 06IIel TonorpaHuy YNTAEMOCTH B paMKaX KPYITHBIX COOpaHUH, a TaKKe
MHAHUBUYaJIbHbIE IIPEAIIOYTEHH S KOHKPETHOIO YU TATEIA.

MckycctBo nucbma [lpeBHen Pycu: HanpaBneHusa
M MeToAbl MEXAUCLUUITIMHAPHOIO UccnefoBaHUA
The Art of Writing in Medieval Russia: Directions
and Methods of Interdisciplinary Research

AeHnc OneroBuny LibInkuH Denis Tsypkin

CankT-lNeTepbyprckuii rocyaapCTBEHHbIN Saint Petersburg State University, Russian
yHuBepcuTeT, Poccuiickas Genepaund Federation

KnioueBble cnosa: n1cbMo, Kanmrpagus, Key words: writing, calligraphy, manuscript
PYKOMUCHO-KHWXHbBIE NAaMATHUKN, NCKYCCTBO and book monuments, the art of the book of
kHurn peBHen Pycn, novepk Ancient Rus, handwriting
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JOKJIaZle 0O6CYK/1al0TCS OCHOBHBIE HAIIPABJIEHMSA MEXAHUCUMIIJIMHAPHOTO HU3Y-

yeHHs NMpodeCCHOHAIPHOIO IHChMa JPEBHEPYCCKOH KHHUTH. IIpenMeT Herlo-

CPEACTBEHHOI0 aHAJIHN3a — PaboTa KaJITUIPadoB, TO €CTh OGBEKTHI, OTHOCAIIH-
ecsl K 0671aCTH MCKyCCTBa IMHCbMa. IIPUMEHHUTENBHO K NaMATHHKAM MHCbMEHHOCTH
OJITHOM M3 BaXKHEHIIIMX ABJIAETCA IPo6JieMa IT0YePKA: OITUCAHHE €TI0 CUCTEMBI M IOHH-
MaHHe€ XapaKTepa HHAHUBHUIYyaJIbHOCTH MacTepa.

B pa6oTe pacCMaTpHBA€TCA CTPYKTypa ITOYEPKA APEBHEPYCCKOTrO ITHCLA-TIPO-
(eccroHana 1 cucTeMHas1 OpraHU3aIys e€ BJIeMEHTOB. AHAJIN3 CTPYKTYPhI ITOUepKa
[I03BOJIAET BKJIIOUHTD ITHCHMO KAJITTHUIPacda B IPOCTPAHCTBO MUCbMEHHOH KyJIbTYPBI
CBOETO BPEMEHH (B TOM UHCJIE H B €€ Xy/J02KECTBEHHOE IIPOCTPAHCTBO). KpoMe Toro,
OH II03BOJISIET OLEHHUTh COOTHOLIEHHE «HHJHUBHAYAJIbHOT0» H «MaCcCOBOT0>» B pabo-
Te JPEBHEPYCCKOr0 MHCLA-TIPOeCCHOHANA H ONPENEUTh HHAUBUAYAIN3HPYIOIIHE
COCTaBJIAIOUIHE [TOYEPKA B YCIOBHUAX BHICOKOMPOGECCHOHAIBHOIO ITHChMa JpeBHE-
PYCCKHX KHH>KHHMKOB. Oc060€ BHUMaHHE B JIOKJIAJI€ YJ€JIEHO COOTHOIIEHHIO TAKHX
KJIIOYEBBIX IOHATHUM U3YyYE€HHUS ITHMCbMa, KaK CTHJIb IMCbMA U MHAHUBHUYAJIbHAA TEX-
HHKa ITMCbMa.

B HaIIMX MCCIIE0BAHUAX PACCMOTPEHHE MIMCbMEHHOM AEATEIbHOCTH JPEBHEPYC-
CKHX MacTepOB ITHCbMa BEIETCA € YYETOM €€ IICHXOJIOTHYECKOH M ICHXO(MH3HO0JIO-
TMYECKOH MHTEPIIPETALMH H C IPUMEHEHHEM COBPEMEHHBIX OIITHKO-3JIEKTPOHHBIX
CPENCTB U3Y4YEHHS JOKYMEHTOB. ITocaeJHHE HEOOXOAUMBI IJI ITOJIy4EHH PeaIbHOM
KapTHHBI IIPOIIECCA UCIIOJHEHHA TEKCTA (ONIMCAHUA IEHCTBUH MTHUIIYIIIETO) U BBIABJIE-
HH OIIEPALIMM MMHUChMA.

Oco60€e MeCTO B OIHCHIBAEMOM TOAXOZE K U3yUYE€HHIO NaMATHHKOB ITHCbMEHHO-
CTH 3aHHUMAET BKCIEPMMEHTAIbHOE HAIIPABJIEHHE UCCIIENOBAHUA PYyCCKOIO HCTOPH-
YECKOTIo ITMChbMa. B €ro 3a71a4u BXOAUT BBIABJIEHHE CTPYKTYPhI IHCbMEHHOM JI€ATENb-
HOCTH IIpH paboTe NMpodheCCHOHAIbHOr0 KaIurpada ¢ HCTOPHYECKUMH (popMaMHU
nucbMa. KiroueBbIM HHCTPYMEHTOM B 9TOM CJIydae CTAHOBUTCH aMTPEKHHT B COYE-
TaHUH C JETAJbHBIM aHAJIHU30M JBHUKEHHNH UHCTPYMEHTA IHUCbMa M PYKH ITHIIYIIE-
ro, IPOM3BOJUMBIM Ha OCHOBAaHHH BHI€O(HKCAI[UH IIPOLIECCa DKCIIEPUMEHTAIBHOTO
nucbma. KpoMe TOro, HMEHHO 9KCIIEPUMEHTAIbHbIE HCCIIENOBAHMSA MMO3BOJIAIOT IIpa-
BHJIBHO OLI€HHUBATh (DYHKILIMH OPyAHs IHChMa B CHCTEME TEXHHKH NMPOdecCHOHATb-
HOTO [THChMa M HaBBIKOB MHCLA-TIPOdeCCHOHAIA.

PaccMOTpeHHBIE B TOKJIAJI€ IPUHUMITBI U TIOAXO/bI K U3Y4EHHIO JIPEBHEPYCCKHUX
NMaMATHHKOB IIMCbMEHHOCTH UMEIOT YHUBEPCAIbHBIN XapakTep. Ha meTomonmoruye-
CKOM yPOBHE OHH IIPHMEHMMBI K PAa3JIMYHBIM BH/AM XyJOXKECTBEHHOM JIE€ATEILHO-
CTH, 17151 KOTOPBIX CyILIECTBYET IIPO6I€Ma BBISABIECHUSA 0ObEKTHUBHBIX IIPH3HAKOB IIPO-
ABJIEHUA UHANBHUYaJIbHOCTH MacTePa B YCJIOBHUAX, KOTJJa OH pabOTAET B paMKaX KaHO-
HOB, CJIOXHBIIHMXCA B TOM MJIH HHOM BHUJIE HCKYCCTBA.
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ViccnepoBaHue BbINOMHEHO NMpu hnHaHCOBOW nogaepxke PO®U B pamMkax Hay4YHOrO NpoekTa
N° KOM®UK 18-00-00429 (K) (18-00-00311 «TeKCT 1 Kpacutesb: MCTOPUKO-MaTepranoBeayeckoe
NCCeaoBaHne KpacuTene Tekcta ApeBHe-PYCCKMX PyKOMUCHBIX KHUT XIV—=XVII BB.»).

JUIIOMHHHPOBAaHHBIN NepraMeHHbIH cuHOAHUK OCPK F.1.IV.1 uccienosancs
IIpeKJie BCErO C TOUKH 3pEHHS ero TekcTa. OH O6bLI TOAPOOHO IIPOaHATH3U-
poBaH U u3faH T. M. Illa6s0Boi. OgHako CHHOAMK OCTAETCSA HE3aCTyKEH-
HO MaJIOM3BECTEH B Ka4eCTBE MaMATHHKA KHUKHOTO UCKyCCTBa (HECMOTPS Ha 6oJiee
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BOCBMH/IECATH MHOTOKPAaCOYHBIX HHHUIIMAJIOB!) U TEXHOJIOTHH KHHUTH. B mociieqHemM
OTHOIIEHHH JaHHBIH KOJEKC MMEET BhIAAOLIEECH 3HAUEHHE U1 IOHUMaHUA IIyTeH
Pa3BUTHSA PYCCKOM KHHKHOM KyJIbTYPhI.

BaKHOCTD 9TOT0 NaMATHHKA ell€ 6ojiee yBETHUNBAETCS BBUAY TOTO, YTO, HECMO-
Tps HAa 3HAYHTEJIbHBIE YTPATBI, €TO TEKCT JAET OCHOBAHHE JJI IOCTATOYHO Y3KOH Aa-
THUPOBKH. ITocaeqHUM YIIOMAHYTHIHA B CIIMCKE NNaMATEH Ka3aHCKHUX apXHETIHCKOIIOB —
TuxoH XBOPOCTHHHH, yMep B 1576 1., a caenyomui, Koroporo CHHOAHUK HE YIIOMH-
HaeT, — HepeMmus, ckoH4ascs B 1581 r. TakuM 06pa3oM, CUHOJUK OJIKEH ObLI ObITH
HanucaH 7o 1581 r. u nocye 1576 r. DTa AaTa NOATBEPKIAETCA U CIIMCKOM TBEPCKHX
aPXHMEIHCKOIIOB, IOCIEHUM B HEM yIIOMHHaeTca BapcoHoduH, ymepiinii B 1576 .

Hau6osee 3HaYMMBIH U IPpKHH acleKT cBoeobpa3us CHHOAHUKA KaK IMaMATHHKA
TEXHOJIOTHH KHUTH COCTABJIAIOT €r0 YepHUIA. KOMIJIEKCHOE HCCIIENOBAHNE YEPHUIT
JEMOHCTPHUPYET CYIIeCTBEHHbIE IIEPETANbl B COAEPKAHUHU Keje3a OT JIUCTA K JIH-
CTY, KOTOPbI€ KOPPEJIHPYIOT C Pa3IHYHAMHU B CIIEKTPAJIbHOM IIOBEAEHHUH B OIHKHEH
HK-0671aCTH CIIEKTPA M IIBETOBBIMH XapaKTEPHCTHKAMH. B HEKOTOPBIX CIyyasax Ha-
6JI0ZIa€TCS MTOJIHOE OTCYTCTBHE MPOIyCKaHUA B 6ikHeH MK-06J1aCTH CIIEKTpPa, 4TO
ABJIAETCSA HETHUIIMYHBIM [JIS1 JPEBHEPYCCKUX KoJiekcoB X VI B. 1 6osiee paHHHUX. Takoe
CINEKTPaJIbHOE MOBEJEHHE COIIPOBOXKAAETCA OTHOCUTEIIBHO HU3KHUM YPOBHEM COZEP-
¥KaHHA XKejle3a U IIBETOBBIMH XapaKTEePUCTUKAMU, HE TUITMYHBIMH IS 3KEJIE3HUCTHIX
YEPHUJI. DTH OCOOEHHOCTH I03BOJIAIOT C 6OJIBIIOH J0JIEH YBEPEHHOCTH TOBOPHTD O
3HAYMMOM IIPHUCYTCTBHH B YEpPHHJIAX YIJIEPOAHOIO KOMIIOHEHTA — CaXH. TaKuM
o6pa3zoM, CHHOJHK JEMOHCTPHPYET IKCIIEPHMEHTBI C COCTABOM YEPHHJI, KOTOPbIE
HEIIOCPEACTBEHHO BeAYT K cuTyanuu XVII B., KOrjga caxkepble Y€PHHIIA CTAHOBATCS
OGBIYHBIMH JIJ11 PYKOIIHCHBIX KOZIEKCOB.

Heo6bryHble 1 XVI B. YepHHJIA COYETAIOTCA ¢ HEOOBIYHBIM ITHUCYUM MaTepHa-
JIOM: MEJIOBAHHBIM IIEPTaMEHOM, KOTOPBIH C 6OJIBIIOH CTENEHBIO YBEPEHHOCTH MOXK-
HO CYHUTATh HUMIIOPTOM M3 3amagHoi Espomsl. YacTo Ha6II0AAIOMIHECSA OChITaHHSA
YEPHHUJI ACHO CBHETEILCTBYIOT O HEJOCTATKE OIBITA MCIIOJIb30BAHHUA TAKHUX ITHCUHX
MaTepuasoB. Kayumurpadpuueckoe nucsMo CHHOAUKA UMEET PpeAKHH JJI ApEeBHEPYC-
CKOM ITMCbMEHHOCTH OY€HBb KPYIIHBIM pasMmep: 9 MM B BBICOTY. TakKOM MOHyMEHTa-
JIN3M SBJISIETCS BBIPAaXK€HHEM OFHOM M3 TEHACHIIMH B Pa3BUTHH JIPEBHEPYCCKOH KaJ-
surpaduu KoH1a XVI B., 1711 KOTOPOH U3BECTEH LIEJIBIH PAJ TOPKECTBEHHBIX KOJEK-
COB C TOIOOHBIM Pa3MepPOM MHCbMA, OTHOCAIINXCA K 1580-1590-M rT. DTa TEHIEHLINUA
HalllJIa CBOE OTPaKEHHE U B «A36yKe PpsacKoi» 1604 r. Genopa bacosa, rue nmeercs
a1(aBUT 0c060 KPYITHOT'O KHHKHOT'O IIHChMA.
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SM1EKTPOHHAA MUKPOCKOMNA, PpaCTpoBaaA 3/1EKTPOHHAA
MUKDOCKOMN4A, peHTI’eHOBCKVIVI MWKPOAHanmM3

VccneposaHune BINONHEHO NpU hMHAHCOBON Noaaepxke PO®KU B pamkax HaydHoro npoekta N° KOM-
®W18-00-00429 (K), Bkntoyaa npoektsl N° 18-00-00311 1 N° 18-00-00407 B 14acTvt nCCneaoBaHNA PyKo-
MUCHBIX NAaMATHUKOB 1 MMHUCTEPCTBA HaYKW M BbICLLEro 06pa3oBaHua PO B pamkax rocyaapCTBEHHOIO
3aganua OHWL «Kpuctannorpadua n dhotoHmkas PAH B 4acTi pa3Butis METOA0B 3/1EKTPOHHO-MUKPO-
CKOMWUYECKOIM ANarHOCTUKM ANA U3y4eHUA MHOMrO(hasHbIX MHOrOKOMMOHEHTHBIX CUCTEM.

aMATHUKU ITUCbMEHHOCTH SIBJISIIOTCS BasKHEHIIIMM UCTOYHUKOM I/IHCpOpMa-

WY 110 UCTOPHUHU TEXHUKH U TEXHOJIOTHH TeX KYyJIbTYP, B KOTOPBIX OHH BO3-

HHUKJIHN. KpOMC TOro, A€TAJIbHOC U3YyYECHHUE MATCPHAJIOB TEXHOJIOTUH po-
H3BOACTBA pYKOHPICCfI HMECET OYECHDb BAKHOC 3HAUYCHHE JId oGecrieyeHHsT TOYHOCTH
HUX JaTHPOBKH, YCTAHOBJICHHA MECTA IIPOHU3BOACTBA K OIIPEACTICHU A COS}IaTCJ’ICﬁ.
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B cOBpeMEHHOM HayKe O PYKOIIHMCAX OCOGYI0 pOJIb HaYMHAE€T UTPaTb HCTOPH-
KO-TEXHOJIOTHYECKOEe M3yuYeHHe ITHMChbMEHHBIX KpacuTesel (B [IEPBYIO odepenb dep-
HMJI) ¥ IlepramMeHoB. CIIEKTP HCIOJIb3yEMBIX METOIOB BKIIOYAET B €65 ONITHYECKHE,
PEHTTEHOBCKHE U IPyTHE, HO BCE OHH OTPaHUYMBAIOTCSA TPE6OBAHHMEM MHUHHUMAIbHO-
ro BO3JIEHCTBHSA Ha CAMH OOBEKTBI HCCIIEJOBAHHS.

Oco60ro BHUMAaHH 4, Ha Halll B3IJIA, 3aCIyKHBAIOT METOZBI 3IEKTPOHHOM MHKPO-
ckonuHu (DM). Mix IpUMeHEeHHeE [ H3y4eHH PyKOIHCEH 61arogaps BbICOKOMY IIPO-
CTPaHCTBEHHOMY Pa3peIIeHHI0 B COYETAHHH C BO3MOXKHOCTBIO aHAIN33a 3JIEMEHTHOTO
COCTaBa, 0COGEHHO C MCII0JIb30BAHHEM COBPEMEHHBIX MHUKPOCKOIIOB ¢ BAPbHPOBAHH-
€M YCJIOBHUH 9KCIIEPHUMEHTA (BLICOKHMHM/HHU3KHM BaKyyM), OTKPBLIBAET OOJIBLIHE TIEP-
CIIEKTHBBI B HCTOPHUKO-TEXHOJIOTHYECKOM H 3KCIIEPTHOM HMCCJIEAOBAHHH Pa3JIMYHbIX
KpacuTeJIeH, BKII0Yas YEPHHIIA PYKOIIHCHO-KHHKHBIX TaMATHHKOB.

PazpaboTaHa Ipoleaypa oT60pa MUKPOIPOOLI MCKIIOYHTEIbHO MaJIOH (HE3HAUH-
MOH) MHBa3HBHOCTH, a TAKXKE ONEPATHUBHOCTH U IOCTYIIHOCTH IS PEATH3allH HETIO-
CPENICTBEHHO B IIO/pa3fieJIEHH AX XpaHEHH A PYKOIIHCEH, KOTOpas fieaeT MeTo IIDM/
DPM kpaliHe IePCIEKTHBHBIM /I H3y4EHHS 60JIBIIHNX MACCHBOB PYKOITMCHO-KHHXK-
HBIX NAMATHHKOB.

TecTOBBIE MCCIENOBAHMSA PACHPENENECHHA 3JIEMEHTOB IO IVIyOHHE IMEPraMeHOB
MIOKA3aJIH BO3MOXKHOCTbD IOJTy4eHHs TEXHOJIOTHMYeCKOH MH(OPMAIUH O BEIIECTBAX,
HCIT0JIb30BAHHBIX IIPH UX H3TOTOBJIEHHH.

NMoaBecHbIe apoYHble YePHU/TbHULbI C 300MOPHbIM
M aHTponomMopdHbIM OPHAMEHTOM

Pendant Arched Inkpots with Zoomorphic

and Anthropomorphic Ornament

BaneHTtnHa HukonaeBHa Ky3HeLoBa Valentina Kuznetsova

Poccuiickuii sTHOrpadmyeckuii mysein, The Russian Museum of Ethnography,
Poccuiickag ®epgepaumna Russian Federation

Cepreit Bnagumuposuu Cuppo Sergey Sirro

[focypapcTBeHHbI Pyccknin my3se, State Russian Museum,

Poccuiickasa ®epgepaumna Russian Federation

KntoueBble cnoBa: YepHUIbHNLA, MEOHbLIN Key words: inkpot, copper alloy, lion and
cnnaBg, NeB U eaAnHOopOor, nckyccteo XVIi— unicorn, art of the 17"-18" centuries, x-ray
XVIII BB., peHTreH(/yOpeCUEHTHbIN aHanns, fluorescence analysis, paired images

napHble n300paxxeHnq

VccnepoBaHue BbIMOMHEHO Npu (hMHAHCOBOM noaaepxke PODW B pamkax Hay4yHOro npoekTa
N°18-0001094 KOMOW.
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€PHUJIbHHIIBI U3 MEIHBIX CILJIABOB SBJIAIOTCA aTPUOyTOM MHOI'MX MY3€HHBIX

9KCIO3ULIMH, BKJIIIOUEHBI B pAa3HOOOPa3Hble U3[JaHUs, CPEAH KOTOPBIX 06061113~

IOLLME TPY/IbI, IOCBAIEHHBIE PYCCKOMY HCKYCCTBY, MACTEPCTBY JIUTEHUIIIUKOB,
My3€eHHBbIE KAaTaJIOTH, IIyTeBOJUTENH U 1p. OTHAKO MaCIITA0HOTO CIEHATbHOTO HC-
CJI€IOBAHHS, TOCBAIIEHHOIO MMEHHO 3TOM Pa3HOBHAHOCTH IIACTHKH, HE CYIIECTBY-
eT. YacTo usnenusa gatupyrorca B paMkax XVII-XIX BB. YepHUIbHHUILLBI OTJIMYAET U
HIMpoxas reorpadus pacrnpocTpaHeHHs. OHH U3BECTHBI B CEBEPHBIX U LIEHTPaJIbHbIX
obiactax Poccuy, a Takxke Ha KaBkase, Ha Ypaie, B Cubupu u Ha JlanpHeM BocToke,
Ha TEPPUTOPUHU YKPaUHBI.

MenHbIE YEpHUJIBHUIBI YIIOMHUHAIOTCA B JOKYMEHTAX BTOPOM N0JI0BUHBI XVII B.
OJHAKO 3TH JAaHHBIE HE MO3BOJIAIOT COCTABUTD IPEJCTABIEHHE O PAa3BUTHH ITOM Ka-
TErOPHH HU3JETHH — HH 0 pa3HOOOpa3vH hopM, HH 00 HBOTIOIMH OPHAMEHTA.

B paMKax JOKJIajla pacCMaTPHUBAIOTCS HU3JIEIHsA C 300MOPGHBIM H aHTPOIIOMOPd-
HBIM OPHaMEHTOM. OCHOBAHHEM [JIA pas3fesleHHUd U3[I€JIMU Ha THUIIBI ABJIAETCSA OpHA-
MEHTAJIBHOE PELIEHHE 00EHUX OCHOBHBIX IIOBEPXHOCTEH. MOTYT OBITh BBIAEJIEHHI [BE
rpymmsl: I — ¢ BBICOKUM pestbedom; IT — ¢ HU3KHUM pebedoM.

IlepBas npefcTaBjieHa TpeEMs THIIAMH:

I.1 — ¢ n306pazKeHUAMH 300MOP(HBIX (PUTYP — JIbBA B €AHOPOTra;

1.2. — c ©306paKE€HUAMH aHTPONOMOPGHBIX U 300MOPGHBIX (PUI'Yp — BCaTHHUKA
U TIApBI;

1.3 — c penbepHBIMH H306paxKEHUAMH aHTPOIIOMOP(HBIX I'OJIOB.

Hau6osee pacnpocTpaHEHHBIM THIIOM BTOPOH Ipynibl ABigeTcs I11.1 — ¢ n3obpa-
JKEHHUSIMH (PUTYP JIbBA U CHPHHA.

W HTEpeCHBbIE NapayIeTH JaET COMOCTABIEHHE H306paKeHUH Ha YEPHHUJIbHHIIAX
C IPyTrUMHU NaMATHHKaMHU XVII B. B mepByIo ouepens 37€Ch CIeYeT OTMETHTD (DHIIH-
rpany. Kpome Toro, 3are4aTa€HHbIE HA CTEHKAX YEPHHJIbHHUIL JIbBBI M €JUHOPOTH, CH-
PHHBI M aHTPONIOMOPQHBIE IIEPCOHAKH, HX KOMIIO3HIIH A H HKOHOTpadH s HaXOAT Ma-
pajliey B pOCIHCAX II0 IEPEBY, IPaBlopax, Habolike Ha TKaHAX XVII-XVIII BB . U mp.

Cynsa MO CTHJIMCTHYECKMM M KOMIIO3HUIIMOHHBIM aHAJIOTHAM, YE€PHHJIbHUIIBI
MOXKHO JaTHPOBATh BTopoﬁ nosioBuHOM XVII — Hayasiom XVIII B. O4eBHAHO, YTO
MHOTHE CIOXKETHI CII0XKHUIHCh B XVII B., 0JHAKO B METAJJIOIUIACTUKE OTPaXKAIOTCA U
peanuu XVIII B.

BaxXHOM COCTaBJIAIOLIEN KOMILJIEKCHOIO MCCIENOBAHMUA ABJIAIOTCSI €CTECTBEH-
HOHAy4YHbl€ METOABI. [IOMHMMO PacCMOTPEHHSA YEPHHUJIBHUILL B KOHTEKCTE IMaMATHM-
KoB HcKyccTBa XVII-XVIII BB. mojilaraeM, 4TO HHTEPECHBIE PE3YIbTATHI MOXKET JaTh
METO/ HEpa3pyIIAIOIIET0 PEeHTTEeH(IIYOPECIIEHTHOIO aHaJN3a, KOTOPBIH yXKe He-
CKOJIBKO JI€CATHIIETHH HUCIIOJIb3YETCA My3€HBIMH HCCIIEN0BATENAMH, PECTABPATOPA-
MH, 2apX€0JIOTaMH U IPYTUMH CIIEIHATHCTAMH, Pa60TAIOIINMHU C 06b€KTaMH KyJIbTYP-
HOro Hacjiefius. M3 BCeTo MHOroo6pasus IpelIara€MbIX Ha PhIHKE aHAJTUTHYECKHX
METOJIOB [JIJIST MCCJIENOBAHMS XMMHYECKOr0 COCTaBa IMaMATHHKOB, BHIIIOJIHEHHBIX U3
MeTaJjlla, Hanubosee IMpeAIIOYTHTEIbHBIM BBIIJIAJUT HMEHHO JaHHBIM THUII aHAJIN34,
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TaK KaK B CJIy4yae M3yYeHMs COCTaBa METaJJIa HET HEOOXOAMMOCTH aHAJIH3HUPOBATh
CJIOKHBIE OPraHHYECKHE BEIIeCTBA, MOXKHO OTPaHHYHUTDb KPYT 3a/1a4 OIlpefieJIeHHEM
Ha60pa XMMHUYECKHX BJIEMEHTOB B COCTaBE HHTEPECYIOIIEr0 HAC CIIJIaBa M II0CTAPaTh-
Cs1 POBECTH KOJIMYECTBEHHBIH aHAJIN3 KOMIIOHEHTOB, KOTOPBIE BXOJAT B COCTAB JaH-
HoTo npeaMeTa. OMHOH M3 HanboJee BaKHBIX 0COGEHHOCTEH MeToa peHTreHIIyO-
PECLIEHTHOTO aHaJIN3a fABJIAETCA €r0 HEMHBA3UBHBIN XapaKTep, YTO MO Pa3yMeBacT
OTCYTCTBHE NP0600T60Pa M KaK CIE[CTBHE MUHHMAJIbLHOE MasleHIlee IOBPEXEHHE
HCClIeyeMOoro o6pasia.

ITIpuMeHeHHe PeHTTeH(IIyOPEeCIEHTHOIO aHAIN3a B ClIydae M3y4eHHs IIpefMe-
TOB, 6JTM3KHX 110 CTPOEHHIO M XHMHYECKOMY COCTABY, MOXKET JaTh BO3MOXKHOCTD 6BbI-
CTpee M Ka4eCTBEHHEE OYEPTHUTD Pa3IMYHbIE IPYIIIBI 06BEKTOB, KOTOPbIE OTIIHYAIOT-
sl XapaKTEPHLIMHU IPUMECAMH U 06aBKaMH, YKa3bIBAIOIIUMH Ha PAa3JIMYHE B TEXHO-
JIOTHH IIPOM3BOACTBA M IPHMEHEHHE ChIPDS U3 Pa3HBIX MECTOPOXK/IEHHH.

K Bonpocy o npoceccuoHanbHbIX NpeaAcTaBNeHUSsX
OPEBHEPYCCKOro KHUronmcua o XumMmmm Kpacutenemn
n ux mecte B uckyccrese KHuru XVI-XVIl sekos
Towards the Old Russian Scribes’ Professional Notions
of the Dyes Chemistry and Its’ Place in the Book Art

of the 16" — 17" Centuries

AHHa BopucoBHa BenoBa Anna Belova
CaHkT-lNeTepbyprckuii rocyaapCTBEHHbIN Saint Petersburg State University,
yHuBepcuteT, Poccuiickasa Gegepauna Russian Federation

KnioueBble cnoBa: ICKYCCTBO KHUMM, matepuna- Key words: book art, writing materials, dyes
Nbl NUCbMAa, KpacuTenu

MccnepoBaHue BbIMOMHEHO Npu h1HAHCOBOM nogaepxke POOW B pamkax Hay4yHOro npoekra
N° 20-39-70017.

24eCTBO PabOTHI APEBHEPYCCKOrO0 KHUIOITMCI2 BO MHOTOM 3aBHMCEJIO OT YPOB-

HS €T0 MMCbMEHHOTO HaBbIKA: OT KOMIIO3ULMH JIMCT4, KAYECTBA UCIIOJHEHHUA

IIMCbMEHHBIX 3HAKOB M, B TOM YMCJIE, OT YMEHH IHUIIYLIEr0 06pallaThCs C
KPaCHUTEIAMH — YEPHWJIAMH M KHHOBAapblo (KPACHUTEIH HMHBIX 1[BETOB HCIIOJIb30Ba-
JIMCh I TMCbMa KPafHe PEJKO, TAK YTO COOPHHKH TEXHOJIOIHYECKHX CTATEH HE CO-
JlepKaT COOTBETCTBYIOUIUX PEKOMEH/ali). HekauecTBEHHbIH KPAaCUTENb — IJIOXO
CXOJAIMH C ITepa UIIH, HAIIPOTHB, PACIIJIBIBAIOIIHICS, TPOCTYNAIOII NI CKBO3b 6yMary
HJIH G6JIEAHBIH — HEM36€2KHO MOPTHI BUJ NaMATHHKA U CHHXKaJI €T0 IIEHHOCTb.
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3ayacTyro NMHIIYIIHK He TOTOBHUJI YEPHHJIA CAMOCTOATENbHO: UX 3aKyIlald Y Ma-
CTEPOB-YEPHUJIbBHHUKOB, 2 B KPYIIHBIX KHHTOIIMCHBIX LIEHTPaX, BEPOATHO, ONHH 3Ha-
KOMBIH C TEXHOJIOTHEH Y€JIOBEK MOI T'OTOBHTb HX JJISI HECKOJIBKHX ITHCL0B. K1HO-
BapHBIM KPaCHUTEJb, HAIIPOTHUB, ObLJI IPOCT B U3rOTOBJIEHHH H, 110 BCEH BHJUMOCTH,
COCTABJISIJICS] HEMOCPEICTBEHHO MMHINYIIHM. B Ipoliecce MpHUTOTOBJIEHH S, XpaHEHHUA
H HCIIOJIb30BAHM A YEPHHJI U KWHOBAPH MOTJIH JIOITyCKAThCSI MHOTOYHCJIEHHBIE OLIHG-
KH. JIJI1 KOpPEKTHPOBKH COCTaBa KPACUTEJIEH MUIIYIIHE BBIHYKIE€HBI ObLITH HCII0JIb-
30BaTb J06aBOUHBIE KOMIIOHEHTHI.

OCHOBHOM HMCTOYHHMK, YKa3bIBaIOIIUH Ha CYyIECTBOBaHHE J00aBOYHBIX KOMIIO-
HEHTOB KpacuTeJIeH, — 9TO CTaTbH COOPHHKOB TEXHOJIOTMYECKUX PEKOMEHJAIIH.
OOBIYHO OHH NIPHMBIKAIOT K PELIENITAM YEPHHJI H CTPOATCA 10 CXEME «ECJH... TO....
HexoTopsle IpeIMETHI, H300paKaBIINECS B KHUKHOM MHHHATIOPE CPEAH HHCTPY-
MEHTOB ITHMCbMA, TAKXKE MOXKHO TPaKTOBaThb KaK JJ06aBOYHbIE KOMIIOHEHTHI, HAIIPH-
Mep s16J10KO U CKJISTHKH C KaMEJIBIO.

B kpyr 706aBOK BXOJMJIO GOJIBIIOE KOJIHYECTBO BELIECTB: HEIIOCPEACTBEHHO CO-
CTaBJIAIOLINE KpacuTeleH (KameAb, YepPHHJIBHBIE OPELIKH, KyIOpPOC...), IIPOAYKTHI,
OGBIYHBIE [AJIs1 palloHa yejoBeka XVI-XVII BB. (x71€6, THBO, KBAac, MEJ, IPSAHOCTH...),
a TaKxke MaTepHaJIbl, HCII0JIb30BaBIINECA HKOHOMMHUCLIAMHY U MUHHATIOPUCTAMH (KpYy-
THK, IVIATSIHOH pyMsiHell, TEpTas caxa). ITocieJHee MOXKET YKa3bIBaTh Ha BO3MOXKHOE
COCEJICTBO MaCTEPOB Pa3HBIX PO HIei U 06MEH MaTepHaTaMH IIPH HEOOXOAHUMOCTH.

IIpencraBneHysa KHUXKHHUKOB XVI-XVII BB. 0 MpUYHMHAX BO3HHKHOBEHHS IIPO-
6J1eM C KpaCHTEJISIMH U AEHCTBUAX, KOTOPble HEOOXOANMO ObLIO IPEAIIPHUHSATD JIIS UX
pelIeHHs, He NIPEACTaBIIAI0T OO0 eINHOM CHUCTEeMBI. [ OAHOM MpPOOIEeMBbI IIpea-
JIarajoch HECKOJIBKO CIIOCOOO0B pELIEHHS, IIPEAIoIaraBIINX HCIOJIb30BaHHE Pa3HBIX
J06aBOK. PEKOMEHJaIIMH 4aCTO NIPOTHBOPEYMIIN APYT Apyry. Hanpumep, IpHYHHONA
MIPOCTYIIAHMA YEPHHJI CKBO3b GyMary MOIJIO CYHTAThCA JOOABIEHHE U3JIHIITHETO KO-
JINYECTBA KBACLI0B MJIM KyIIOPOCa; B TO K€ BPEMS BCTPEUYAIOTCS PEKOMEHIAINH, YTOOBI
YepHUJIa He IIPOCTYIAJIH, HAIIPOTHUB, JOOABJIATh B HUX 0OJIbIIE KYyIIOpPOCa HJIH KBac-
LIOB. B 0IHUX pelLienTax FOBOPHUTCS O MO0JIb3€ A0OaBIE€HH YECHOYHOI'O COKa B KMHO-
Baphb, B IPYIHX — O TOM, YTO YECHOYHBIH COK HEM30€KHO U HEIIOIIPaBUMO ITOPTHII KH-
HOBAapHBIN KPaCHUTEIb.

Ycnex KOppeKTHPOBKH COCTaBa KPACHUTEJS 3aBHCEJI OT CBOMCTB MaTE€pHaJIa ITHCh-
Ma: IPOCTyNaHHE€ YEPHHJI CKBO3b 6yMary MOIJIO GBITh CBEJEHO K MHHHUMYMY J106aB-
JIEHHEM PacTBOPEHHOM KaMeH, eCIH GyMara 6bljIa JOCTATOYHO IIJIOTHOM. AJIbTEpHA-
THBOM paboTe ¢ KPACHTEJIEM MOIJIO OBITh «YJIY4IIE€HHE» OYMaru: «IpoCTYITYHBYIO>
6yMary BbIMauHBaJIH B paCTBOPE KBACI[OB U BHICYIIIHBAJIH.

HenoskHOe Ka4eCcTBO MAaTE€PHAJIOB ITHMCbMa OCO3HABAJIOCh IMHINYIIHMMH KaK Cy-
IecTBeHHad npobiema. CIeCTBHEM 3TOr0 CTAJI0 HallMCaHHE OOJIBIIOr0 KOJIMYECTBA
PEKOMEH/IAIHH, HEPEJIKO IPOTHBOPEYHBIINX JIPYT APYTY U, BEPOATHO, HE BCETTA JIE€H-
CTBEHHBIX. M3yyeHHe npeacTaBaeHUHU NUCL0B XVI-XVII BB. TOJI2KHO COIIPOBOXK/ATh-
Cs1 TIOMBITKAMH BepH(UKAIINH HU3JI0KEHHBIX HMH B3IVISA0B HAa XUMHIO KpacHUTeEJeH.
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N° 17-29-04476 ocu-m.

Otxene pykonucedt Mcropuueckoro mysest (TFIM) XpaHUTCS OJUH H3 CaMbIX

HM3BECTHBIX B MHPE€ NaMATHHKOB BU3aHTHHCKOIO HMCKyCcCTBa — XJIyJOBCKas

IIcanteipp (THUM, Xuyn. 12974), co3gaHHas B cepefnHe IX B. M yKpallleHHas
209 MaprUHaJIbHBIMH MHHHATIOPAMH. DTO OJHA U3 MEPBBIX MITIOMHUHHPOBAHHBIX
PYKOIIHCEH IMOCTHKOHOOOPYECKOH BII0XM, HallMCaHHas IIocje 60jiee YeM CTOJIETHE-
ro epHoza YHHUYTOXKEHU s BU3aHTHHCKHUX KYJIBTOBBIX H300paxkeHHH. K coxajleHH1o,
MHOTHe €€ MUHHATIOPHI GbIIIM IOHOBJIEHBI MJIH JlazKe IepenycaHbl B KoHIe XII — Ha-
yajie XIII B. YacTb U3 HUX HM€ET MacCIITaOHble YTPAaThl KPACOYHOTO CJI0s, KOTOPBIE
B pAJi€ CIIy4aeB HE ITO3BOJIAIOT PA3JIMYHUTh HE TOJIBKO JETAIH, HO MU KOMIIO3UIHIO B
nesoM. B 2017 r. Ha4aIoCh COTPYAHHUYECTBO CIIENHATUCTOB OTAENa pyKonHcei Mcro-
pHuYecKkoro Mysesi 1 MHCTUTyTa KOCMHYeCKHX HcciaefoBanuil (MKH) PAH B pa6oTe
HaJl BU3yaJIH3aI el yTacIIUX N300paxkeHHH U TEKCTOB B CPEAHEBEKOBBIX PYKOITHCAX
€CTECTBEHHOHAYYHBIMH METO/IaMU. B COBMECTHOH paboTe ¢ MUHHATIOpaMH ObLJI pas3-
paGoTaH MeTOJ MYJIbTHCIIEKTPATHHOH (POTOCHEMKH C MOCIIEAYIOIIel IIPOrpaMMHOLM
06paboOTKOM IOJTYyYEHHBIX M300paxKeHHH. IIpoBel€HHbIE HCCIIEJOBAHUA AN BO3-
MOXHOCTb OTHEJIMTDL B PAJE CIy4yaeB MOHOBJIEHUS KHUBOIIMCH OT IIEPBOHAYAJILHOTO
KPaco4yHOro cj1o. OCOGEHHO XOPOIIHE PE3YIbTAThl 3TOT METOJ, Ja€T B BU3yaIH3all 1
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Ha OCBHINABIINXCA MHUHHATIOPAX YTACUINX YEPHUJIbHBIX PUCYHKOB. BBIIIOJTHEHHBIE XKe-
JIe30-TaJUIOBBIMH YEPHHJIAMH KOHTYPbI MOIJIH OBITh HE TOJIBKO ITOATOTOBHUTEIbHBIMH,
CO3JaHHBIMH [JIsl TOCJENYIOIIEr0 HAaHECEHHUA KPACOK, HO YaCTO MIPaJk CaMOCTOS-
TEJIHYIO POJib. B pe3ynbTaTe NPHUMEHEHHSA HOBBIX €CTECTBEHHOHAYYHBIX METOIOB
YAQJIOCh BBISBUTDH HE BUAMMBIE JI0 9TOI'0 PUCYHKH (M306pakKeHHeE JIbBa, TEP3AIOIIETO
yeJioBeKa, I1c. 6:3, 1. 5 06.), 4acTH KOMIIO3UIIMH MJIM 3HaUUMBIE JIeTaJIN H300pakeHUH
(MHHHATIOPa ¢ U306paKEHHEM YyAECHOI'0 0OpeTEHH I U3ParIbTIHAMH BOJIbI 1 MaHHBI
HeOeCHOM B IycThIHE, Ilc. 77:15, 24, 1. 76). B cepyy MHHHATIOP, OTPaKalOIIHUX HOBBIH
9TAIl pa3BUTHS UKOHOTpadpuH BockpeceHUs XpHUCTOBA, CTAJI0 BO3SMOXKHBIM YTOYHHTD
TPaKTOBKY Ba;KHOT'O KOMITIOHEHTa — U306paxeHus ana (IIc. 81:8, 1. 82 06.). B pabore ¢
MHHHATIOPAMH OBLJIM IPHMMEHEHBI TAKXKE BbIICJIEHHE KOHTYPOB IIOJATOTOBHUTEIBHOTO
PHYCYHKa METOAAMH KOMIIbIOTEPHOIO 3pE€HUs, aHAJIOTHYHLIMH TPACCHPOBKE IOPOT HA
43POKOCMHYECKHUX CHUMKaX, 4 TAKXK€e BUPTYaJIbHasd PEKOHCTPYKLIHUA YTPaT KPaCOUYHO-
ro CJI0 METOAAMHU HEHPOHHBIX CETEH.

MeTtoabl ecTecTBEHHO-Hay4YHOro uccneaoBaHus ymaru
M YepPHUN B NaMATHUKAX PYCCKOro KHMXXHOIO UCKYCCTBA
XV-XVIIl Bekos

Methods of Natural Science Research of Paper and Ink

in the Monuments of Russian Book Art

of the 15"-18™" Centuries

EkatepuHa MuxannoBHa JloymaHoBa Ekaterina Lotsmanova
Poccuiickaa HaunmoHanbHaa 6nbnnoTeKa, National Library of Russia,
Poccuiickag ®epgepaumna Russian Federation
EneHa CepreeBHa BbicTpoBa Elena Bystrova
Poccuiickaa HaunmoHanbHaa 6nbnmMoTeKa, National Library of Russia,
Poccuiickasa ®epgepauna Russian Federation

KnioueBble cnoBa: Oymara, 4yepHuna, xummde-  Key words: chemical, electrokinetic and
CKUEe, 3NEeKTPOKMHETUYECKUNE N CTPYKTYPHbIS structural parameters of objects
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MccnepoBaHue BbIMOMHEHO Npu (hrHAHCOBOM nogaepxke PODOW B pamkax Hay4yHOro npoekTa
N° 20-39-70017.

JOKJIa/le TIPEJCTABJIEHD] PE3YILTATHI MTOJyYEHHA YEPHUI K OyMaXKHOMH MacChl
METOJIOM PEIJIMK HCTOPHYECKHUX TEXHOJIOIHUM. IIpenBapUTEIbHO BHIIIOJIHEHA
9KCIEPTH3a KOMIIO3MIIMOHHOTO COCTaBa GymMaru JoKymMeHToB XV-XVIII BB.
Ha ocHOBaHHH MHKPOXHMHYECKOTO U MHUKPOCTPYKTYPHOTO aHAIM3a ITIOKA3aHO, YTO
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OCHOBOM 6yMaru sIBJISIOTCS JIyOsSHbIE BOJIOKHA Pa3IMYHOM CTEIIEHH pa3paboTKHU. I
MIPOKJIEMKH IIPHMEHSAJICA K€M X)KHBOTHOTO IIPOHCXOXKIEHH .

JIJ11 U3TOTOBJIEHU 6YMaKHOM MacChl HCII0JIb30BaHbI HOBBIE 1 OBIBIIHE B yIIOTpPE-
6JIEHHH JIbHSIHBIE TKAHH. B TEXHOIOrMYECKMH ITUKJI BXOZHIIH CIIETYIOIIHE OTIEPALIHH:
paspesaHHe TKaHEH, NpeABapUTENIbHAA 00paboTKa, BapKa B ILIEJIOYHOH CpEe IpH
pH 14, mpoMbIBKa, pOCIIyCK Ha BOJIOKHA.

VCTaHOBJIEHO, YTO BapKa HOBBIX TKaHEH 6e3 IpeABapHTEIbHON 06pabOTKH He
obecredynBaeT pas3fiesieHHe TEKCTUIIBHBIX HUTEH Ha BOJIOKHA, KPOME TOrO, HE MEH -
eTcs M UX IBET. BapKa B TeUeHHe JBaJ[LIaTH YaCOB HE IIPUBOAUT K TAKOMY CHHKEHHIO
IIPOYHOCTH TKaHEH, KOTOPOE 06eCIIeYrBaIo 661 POCIYCK TKAaHH Ha BOJIOKHA B J1a60-
paTopHOM poJuie 6e3 yilep6a I KaueCTBa BOJOKHHCTOMH CyCIIEH3HH U TEXHOJIOTH-
Y€CKOTO Ipolecca. [ 6bIBIINX B YIIOTPE6JIEHHNH JIbHAHBIX TKAHEH TPeOYeTCSA MEHD-
a5 IPOJOJIKHUTEIBHOCTb BAPKH. BBIJT BBIIIOJIHEH 9KCIEPUMEHT M C IIPEIBAPHUTEIIb-
HOM 06paboTKOM TKaHEH, MMHTHPYIOLLIEH IIpollecC UX UCI0Ib30BaHMA. IIPOMBIBKY
MIPOBOJIUJIM TOPAYEH BOJIOH B 1a60OPaTOPHOM POJIJIE 10 HEUTPAJIBHOTO 3HaueHUd pH
oTxopslel BoAbl. ITocie 9TOro IpH HeGOIBIIOHN ITpHcajke 6apabaHa posua IPoHC-
XOAMJI pacdyéc HUTEH [0 MeJIbYaHIINX BOJIOKOH. B mporecce nepepaboTKH TKaHEH
OLI€HHMBAJIH M3MEHEHHA KaueCTBA BOJIOKHA ONTHYECKHMMH, MUKPOXHMHYECKUMH H
MHKPOCTPYKTYPHBIMH METOAAMH.

B ocHOBE NMPOH3BOACTBA YEPHUJI JIEKUT CIIOCOOHOCTb AYOHJIBHBIX BEIIECTB, CO-
JiepKallluXCcs B 4aCTAX HEKOTOPBIX pacTeHHH, 06pa30BbIBATH IIPH B3aHUMOAEHCTBHH C
COJISIMH 2KeJIe3a OKpallleHHbIe B MHTEHCUBHO YEPHBIH 1IBET KOJIJIOUAHBIE PACTBOPHI.
HIcTOYHHMKAMH TAaHHHA BBICTYIIAIOT FAJUIOBBIE OPEIIKH, KOpa iy0a, OJIbXH, ACEH. DKC-
TParupymollHe areHThl: BOA, BUHO, KBAC, YKCYC. FICTOUHMKH HOHOB XK€EJIE32: PXKABOE
2KeJIe30, KEJIE3HBIM Kynopoc. CTabUIN3aTOPbl YEPHUIL: KaMeAH, XKHUBHIIA. BelecTsa,
CHHIKAIOIIHE BA3KOCTD: KBACLIbI, HMOHPB, TBO3IHKA.

Ha ocHOBaHHMM aHaJIH3a JaHHBIX JUTEPATypPhbl ObLIO BBIOPAHO [ECATb PELIENITOB
CPEHEBEKOBBIX YePHHUJI. IIpH BpI60OpE PYKOBOACTBOBAJIHCDH B IIEPBYIO OYEPEb PA3HO-
06pasreM, IO3TOMY HCKJIIOUMIN OHOTHITHBIE PELIETITEHL.

MO2KHO NOAPA3AETHUTD BHIOPAHHBIE PELIENITHI HA YETLIPE IPYIIIIbI:

— Ha OCHOBE XOJIOJJHOTO HACTOS IraJIOBBIX OPEIIKOB;

— Ha OCHOBE FOPSYET0 HACTOS TJIJIOBBIX OPEIIKOB;

— Ha OTBape KOPBHI;

— C IPUMEHEHHEM CaxKH.

B Xozie aHaIM3a PELIENITOB PELIEH P BOIIPOCOB 110 CPEAHEBEKOBOM TEPMHUHOJIOTHH
U IIPUBEEHHIO KOJTUYECTBA HHTPEAHUEHTOB K COBpPEMEHHOM METPHUYECKOMH CHCTEME. 3a-
TPOHyTa IPOO6JIEMAaTHKA ayTEHTHYHOCTH COBPEMEHHBIX KOMIIOHEHTOB YepHUJ. Hanu-
CaHBbI KPaTKHE METOAHKH, BKIIOYAIOIIHE PELIENTYPY U MOAPOOHBIN TOPAAOK PabOTHI.

ToToBBIE YEPHHIA GBITIM OIPOGOBAHBI KAIMHUTIpacdoM. OIpeesIeHsl YHHBEPCATIb-
Hbl€ YepPHHJIA — IIPUTOJHBbIE IJIs1 KHHXKHOTO IIHCbMa U CKOPOIIMCH. A TaKXKe YEpHUIIA,
KOTOpBIE XOPOIIH JIJI THChMAa YCTaBOM KaK IIEPOM, TaK U KaJIAMOM.
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