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Yurnm J[I>xeitmc
Kapougpdckuti ynusepcumem, Benukobpumarus

IleHHBbIE KOHTEKCTHI: BOTUBHBIE MIPAKTUKN M OPUEHTATU3NPYIOIee
nckycctBo B Cpenuzemuomopsbe (900-600 rr. o H. 3.)

Ornenka ¢peHOMEHa OpMEHTANM3alUN SBISIETCS OJHOM U3 CaMbIX JUCKYC-
CHOHHBIX IIpo6yieM npu usydeHun KynapTyp CpennseMHOMOPDS B XKe/le3HOM
BeKe. B Klaccuyeckux Tpygpax 1o MCTOPUM IPEYeCKOro UCKYCCTBA OpMEHTa-
MU3anysA JeicTBYeT mouTy Kak deus ex machina: moy BmusiHMEeM BOCTOYHBIX
XYH0XKECTBEHHBIX TPAAMLINI IPEKM HAKOHEL, OTKAa3a/IMCh OT CTPOTUX IIPABUII
reOMETPUIECKOTO MCKYCCTBA M HaYa/Iy IBUTAThCA B CTOPOHY MCKYCCTBA IOBE-
CTBOBATE/IbHOIO U HaTypanuctudeckoro. OgHaKko, HaYMHasA ¢ TPyoB Banbre-
pa bypkepta, opuenTanmusanysa BOCHPMHNMAETCA He IIPOCTO KaK OrPaHNY€eH-
Has cTymcTrdeckas ¢gasa VII B. 1o H. 3., a Kak 6071ee MMPOKUIL Ky/IbTYPHBIN
npotrecc.

B HacTosmeM fokIazie 9STOT GEeHOMEH paccMaTpUBALTCA C OIVDKHEBOCTOYHOM
TOYKM 3peHMA. byfleT Npoananu3npoBaH apXeo/IornIecKnii KOHTEKCT HaXO[OK
U3TIeNVI M3 CTIOHOBOV KOCTY M MeTajUla (BKI0Yask KUIIPCKVe OPOH3BI) AIOXM
KeTle3HOTo Beka Ha Teppuropuy Kpura, Apun u rmaBHbIX cBaTmmi Camo-
ca u Onmumnun. [I1 cpaBHEHMS IPUBIEKAIOTCH «PUHUKUIICKUE» cepeOpsHbIe
u 30710Tble pegMeThl U3 Jlanya n IOxHoi dtpypun. Ha npumepe sTux aByX
PErMOHOB MBI CTAJIKMBAaeMCs C Pa3HBIMU MOAXOHAMM K «BOCTOYHBIM» 00Opas-
naMm. Ecny rpedeckne Basomyclbl 3aIMCTBOBA/IM M TeXHMKY (IIpoljapanbiBa-
HUe PUCYHKA), ¥ MKOHOTrpadmyeckye MOTUBBI /I CO3[aHUA B ITIMHE IIpeX-
METOB, OTCHUIAIOIIVX K O0ree JOpOruM OM>KHEBOCTOUYHBIM MeTa/INYeCKUM
U KOCTAHBIM IPOTOTUIIAM, UTANMUICKNE MacTepa IPOU3BOAVIN MeTalInde-
cKue (30710Tble) UMUTALIVIY TIPEAMETOB (B TOM UlC/Ie — IPeyecKoil KepaMuKI),
II0JIy4EHHBIX C BOCTOKA. B IoK/Iafie mpefaraeTcsa MpoaHanu3upoBaTh, IOYEMY
oO01ecpei3eMHOMOPCKII TIPOLIeCcC «OpMeHTAMN3any» 1ajl HaCTONMbKO pas-
Hbl€ Pe3y/IbTaThl B 3TUX [IBYX PerMOHaXx.

Kntouesvie cnosa: OpMeHTanM3NPYOLUNI IEePUOJ, UICKYCCTBO, PacICHAs Kepa-
MIKa, Jrenja, MeTa/lyINndecKye U3ensa, BOTUBHbIE TPAKTUKN



James Whitley
Cardiff University, United Kingdom

Contexts of Value: Depositional Practices and Oriental Art in the
Iron Age Mediterranean (900-600 BCE)

The Orientalizing is a long-standing topic of discussion in the study of the
Iron Age Mediterranean. In classic accounts of the history of Greek art ‘the
Orientalizing’ operates as a kind of deus ex machina, where the art of the Orient
stimulated the Greeks to move away from their devotion to the strict rules of
the Geometric styles and stimulating the development of visual narrative and
eventually naturalism. Since Walter Burkert however the Orientalizing has been
seen as much as a wider cultural process as a stylistic phase confined to the
7™ century.

This paper proposes to look at this phenomenon primarily from a Near
Eastern rather than an Aegean perspective, by undertaking an analysis of the
archaeological contexts in which Near Eastern ivories and metalworks (including
Cypriot bronze antiques) are to be found in Iron Age Crete, Iron Age Athens and
the major sanctuaries of Samos and Olympia. I then undertake a comparative
study of the contexts in which ‘Phoenician’ silver and gold work are to be found
in Latium and Southern Etruria. Whereas Greek pot painters borrowed both
techniques (incision) and iconography from Near Eastern metalwork, creating
objects in clay which referenced more valuable Near Eastern objects in ivory
or bronze, Italian craftsmen often made elaborate metal (gold) of the objects
(including Greek pottery) they had been receiving from further East (their
Orient). That this general, Mediterranean-wide process could have such different
effects in these two regions of the Iron Age Mediterranean is something that this
paper seeks to explain.

Keywords: Orientalizing, art, painted pottery, Aegean, metalwork, depositional
practices



Kum6amu Tamam Ierep
Mockoscxuii zocyoapcmeernoiii yHusepcumem umeru M. B. Jlomonocosa,
Benepus

«OpueHTaNMU3NpPYyHOLIEe» UCKYCCTBO AHATOMUN
(VIII-VI BB. 10 H. 3.)

VIII — nepsas nonosuHa VI BB. 10 H. 3. B AHATONMNM O3HAMEHOBAHBI PacliBe-
ToM @purniickoro n JIupguiickoro mapcts. Cpeny OCTaBIeHHbIX MU ITaMSIT-
HUKOB MaTepUajbHOI KYIbTYPBl Mbl HAXOAVM Y Te, YTO BBIIOTTHEHHI B PyCie
JIOKQJIbHBIX TpafnIuit (mpegMeTsl MeOenu U TKaH!), U Te, 9YTO OTBEYaIN 9K30-
TUYECKUM BKYCaM 3/IUThI, OPUEHTUPOBAHHO Ha «BOCTOYHBIE» 00pasubl (psif
u3nenuii u3 OpoH3bI U CIOHOBBIE KOCTM). B HacTosIeM JoK/Iaze mpeparaeT-
Csl paCCMOTPETH XY/I0>KeCTBEHHbBIe U3fenusi, mpoucxopsiye n3 @purunm u Jln-
AU, B 3epKajie COBPEMEHHBIX JUCKYCCUI 00 «OpUeHTaMn3UpPYIoleM» Iepuoe
B MICTOpUM [[peBHEero Mupa.

TepMuH «opyeHTaIU3NPYIOMINIL [CTUIIb]», M3HAYAIbHO BBEEHHBIN J/Is1 000-
3HaYeHUs TPYIIIbI U3JE/NI, COlePXKAIIX «BOCTOYHBIE» MOTUBBI WJIN CO3MIaH-
HBIX 110 UMIIOPTUPOBAHHBIM 00pasiiaM, BIOCTEACTBUM CTal IPUMEHATHCS IS
0003HavYeHNs LIeIOTO Psijia SABJICHNUI B [PeBHETPEUECKOIl KY/IbType, MCKYCCTBE
u obmecTBe (Hampumep, B pabortax B. bypkepra). B mocnegume gecsatunerns
3TOT TEPMUH, HAPAY C APYTVIMY PACXOXKUMM KY/IBTYPHBIMM KaTeTOPUSIMIU, IO -
BepraeTcs KpUTHKe 1 mepecMotpy (cm. Hampumep: Debating Orientalization:
Multidisciplinary Approaches to Change in the Ancient Mediterranean / Ed.
by C. Riva, N. C. Vella. London; Oakville, 2006; Gunter A.C. Greek Art and the
Orient. New York, 2009; Assyria to Iberia: Art and Culture in the Iron Age /
Ed. by J. Aruz, M. Seymour. New Haven; London, 2016; Martin S.R. The Art of
Contact: Comparative Approaches to Greek and Phoenician Art. Philadelphia,
2017 n pgp.). Ecnu m3HayaapHO OCHOBHBIM IPEAMETOM MCCIENOBAHUS ObIIO
MICKYCCTBO (rpedeckoe) arerickoro apeana B VIII-VII BB. g0 H. 3., TO UHTepec
COBpPEMEHHBIX MCCefioBaTeNiell Bce OOJble IPUBIEKAIOT CIOXKHBIE CUCTe-
MBI 0OMeHa MeXAY IpPeACTaBUTENsIMU IMUT B apeasie Bcero Cpefn3eMHOMO-
pbsa. O6pITpEIBas TeMy KOHGepeHIN, «OpUeHTaNM3NPYolasa» MaTepuanbHas
KYZIbTypa — 3TO TOPU3OHT, IPOCTUPAIOIuiics «oT Accupun o Vbepum».
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OpHaKo MeCTO ¥ pOJb KY/IbTYP BHYTPEHHMX PEeTMOHOB AHATONMNY (B ITEPBYIO
ouepenb — Opurun u JIuann) B 3T0¥ CcTeMe IIOKa OCTAIOTCS HEJOCTAaTOYHO
OCBEILIEHHBIMI. YeM OTINYAI0TCA KY/IbTYPHBIE U XYLOKECTBEHHbIE TEHCHLINN
BHYTPEeHHUX pernoHoB AHaTommy oT CpemuseMHOMOPbA? EcTb mm rpaHuma
MEXY, HAIIPUMep, «OPUEHTAIN3UPYIOLIVIM» VICKYCCTBOM BOCTOYHOTPEYECKUX
LIEHTPOB ¥ aHATO/IMIICKUX LAPCTB? B KaKMX KaTeropmsAX Mbl MOXXEM OCMBbIC-
JINTb «OPUMEHTANMM3NPYIOIMe» BKYChI QPUTHICKUX U TUANICKNX 91uT? VI3 Ka-
K/X MICTOYHUKOB U Yepe3 KaKye IyTH ObUIM «OPVEeHTATV3MPOBAHbI» BHYTPEH-
Hue perroHbl AHaTonmnu? B kakoit Mepe OHM OB «OPMEHTOM» Y OPUEHTUPOM
(T. €. MICTOYHNKOM HOBBIX (hOPM, MOTMBOB) IJIsI CBOMX I'PEUECKUX U CPeIM3eM-
HOMOPCKMX COCeJiell B YKa3aHHbIN IePUOJ?

Knrouesvie cniosa: OpyeHTaNN3NPYIOLINIA IEPUOT, ApeBHAA AHatonus, Opurus,
JIupws, opreHTaNnM3ans, CUCTEMBl OOMEeHa MEeXY SNMUTaMMI

Tamas Péter Kisbali
Lomonosov Moscow State University, Hungary

“Orientalizing” Art in Anatolia (8"-6™ Centuries BC)

The period between 8™-6™ centuries BC in Anatolia is marked by the emergence
of the Phrygian and Lydian kingdoms. Their material culture includes objects
produced in local traditions (furniture, textiles), but also artifacts reflecting
the exotic tastes of the elites, following “eastern” examples (certain bronzes and
ivories). In this paper, I offer to examine the objects stemming from Phrygia and
Lydia in the framework of the current debates about the “orientalizing” period
of ancient history.

“Orientalizing” was initially introduced as a term describing the style of objects
with “oriental” motifs created according to imported prototypes in Greek art.
However, subsequently many other Hellenic artistic, cultural, social phenomena
became to be considered as “orientalizing” (e.g. in the works of Walter Burkert).
During the last decades, the term has been often discussed and reviewed (e.g.
Debating Orientalization: Multidisciplinary Approaches to Change in the
Ancient Mediterranean / Ed. by C. Riva, N.C. Vella. London; Oakville, 2006;
Gunter A.C. Greek Art and the Orient. New York, 2009; Assyria to Iberia: Art
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and Culture in the Iron Age / Ed. by J. Aruz, M. Seymour. New Haven; London,
2016; Martin S.R. The Art of Contact: Comparative Approaches to Greek and
Phoenician Art. Philadelphia, 2017 etc.). The scope of analysis was extended to
the whole Mediterranean throughout the 8*-7" centuries BC, focusing on long-
range elite interactions. In keeping with the conference’s main theme, we might
talk about a horizon of “orientalizing” material culture stretching from “Assyria
to Iberia”.

However, the place and role of the cultures of Anatolia (mainly, Phrygia and
Lydia) in this system need to be defined in more detail. What’s the difference
between the tendencies of inland Anatolia and the Mediterranean region? Is
there a dividing line between the “orientalizing” arts of East Greek centers
and Anatolian kingdoms? How should we frame the “orientalizing” tastes of
Phrygian and Lydian elites? From what sources, and through which channels
was inland Anatolia “orientalized”? To what extent can we consider them to be
part of the “Orient”, and could they serve as sources of new forms and motifs for
their Greek and Mediterranean neighbors in this time period?

Keywords: Orientalizing period, ancient Anatolia, Phrygia, Lydia, Orientalization,
elite networks

ITanepmo dapuo
Yuusepcumem Kamanvu, imanus

Xymo>KkecTBEHHasA U peMec/ieHHas NPOAyKuus fpeBHero [Ipunausa
Ha Kpure

I peBHee nnocenenne Ha Ilarene y IIpyaNM CTOUT Ha XPOHOIOIMYECKUX U T€O-
rpadu4YecKNX rpaHMIIaX TPEYecKoro Mupa. ITO K/II0YeBOe MeCTO /I IIOHMMAs
sTama GOpPMIPOBAHNSA JPEBHETPEUYECKON IIMBIIN3AIMN U MCKYCCTBA, OXBATHI-
Barolero nepuog Mmexay XII-VI BB. 1o H. 3.

[Tocenenne 6p110 06Hapy>keHO B KoHIle XIX Beka Pemepuko Xanbbxeppowm,
IIepBble pacKONKM npoBogwI B Hadane XX Beka Jlynmxu Ilepape. Camoit 3Ha-
MEHUTON HAXOMIKOV CTaly OCTaTKu Xpama A (Bropas monoBuHa VII Beka 1o
H. 9.) — JpeBHelIIINe 00pasLbl IPeYeCcKOl apXUTEKTYPHON CKY/IBIITYPHI.
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Apxeonorudeckue ncciaenoBanus ObU BO30OHOBIEHBI B 1969 T. akcIiemmnIim-
er1 KaraHmiickoro yHuBepcuTeTa, CHayaIa noj, pykoBogctsoM [>xosanHu Puig-
1Ibl, 3 B HACTOsALIlee BpeMs — IIOf; PYKOBOACTBOM aBTOpa.

Yeunusamu skcenuuny 6bUT UAeHTUGUIPOBAH U PACKPBIT O0raThlil HEKPO-
I10JIb, OTPAKAIINII Ky/IbTYPY IOCE/IEHN B pacCMaTpUBaeMblil iepuof. boin
TAaK)Xe€ OTKPBITBl LIEHTPA/JIbHbIE YaCTU TOPOJa UM KBapTal PEMECIEHHUKOB,
BKJ/II0Yas TOHYapHYIO MacTepcKyro KoHla VII — Havyana VI B. o H. 2.

B xope packomoK yBuiesn CBeT 6ObIION KOPITYC M3/Ie/NIT, MUMEIOIIX Xy oXKe-
CTBEHHYIO IIEHHOCTD, HauMHAs1 OT penbeHON KepaMUKI [0 KaMEHHON CKY/Ib-
ITYPbl. DTU HAXO[AK) OXBATBbIBAIOT Iepuog oT nosgHeMmHouckoro IIIC fo ap-
XaUKI.

B nacrosmem foknaze mpenIaraeTcsa CKOHLEHTPUPOBATHCA Ha XYHLOXKECTBEH -
HOJL VI peMeC/IEHHOI TponyKuuy nnocenenns Ha Ilarene y Ilpuannu n npepncra-
BUTD €€ B KOHTEKCTe 00IIero pa3BUTHUA IPEYECKOr0 MCKYCCTBA MIEprofia apxa-
VIKI U XYJOXXECTBEHHOM TPAaAMINUM IPYIUX KPUTCKUX LIEHTPOB. B 4acTHOCTH,
OynyT mpoaHanu3upoBaHbl cBsA3u ¢ [opTuHOI. [opTHa — Ba)kKHEIINII XyHO-
YKeCTBEHHBI LIEHTP, C KOTOPBIM MBI MO>KEM CBA3aTh Pa3pabOTKy Tak Ha3bIBae-
MOTO «JIefaIN4eCKOro» CTUJIA, CTONb XapakrepHoro i Kpura B VII B. 1o H. 3.
VI CTOAILLETO Y MICTOKOB I'PEYECKON MOHYMEHTAIbHO CKY/IbIITYPHI.

ITu ropoja, BepOsATHO, ObIIN CBsI3aHBI HE TOIBKO reorpadudeckon 01m3o-
CTbI0, HO U IIOIUTUYECKHU, U, CIEJOBATE/IBHO, BO3SMOXKHO, YTO VICY€3HOBEHNE
nocenenus Ha [larene y [Ipunanm ctano cnegctBuemM KoHPmUKTa MeXAy [opTu-
Holt 1 KHOCcoMm.

Knwuesvie cnosa: I1punnsa, Kpurt, uckyccrso apxamkuy, Ipenns, geganmyeckmi
CTUJIb

Dario Palermo
University of Catania, Italy

The Artistic and Artisanal Production of the Ancient Town of
Prinias, Crete

At the chronological and geographical borders of the Greek world, the ancient
town of the Patela of Prinias is one of the most important archaeological sites of
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Crete in the formative phase of Greek civilization and art, spanning the period
between the 12" and 6™ centuries BC.

Discovered in the late 19™ century by Federico Halbherr and excavated by Luigi
Pernier in the early 20™ century, Prinias is famous above all for the discovery of
the famous sculptures from Temple A, which date from the second half of the
7" century BC and are the oldest example of architectural sculpture in the Greek
world.

The exploration of the center was resumed in 1969 by an Archaeological
Mission of the University of Catania, directed first by Giovanni Rizza and today
by the author.

The mission has for the first time identified and excavated a rich necropolis that
accompanies the life of the city within the same chronological terms, has dug the
central area of the city and, outside it, an artisan quarter with a potter’s workshop
that dates between the end of the 7™ and beginning of the 6" century BC.

During the excavations, a large number of objects with artistic characteristics were
found, from figured pottery to small plastic and stone sculpture and relief. They are
chronologically arranged between the Late Minoan IIIC and the Archaic age.

This presentation aims to provide a general overview of the town, with a special
focus on the problems of artisanal and artistic production in the site of the Patela
of Prinias, including them in the general framework of archaic Greek art and
the productions of the other Cretan centers of the same period. In particular, it
will examine the connections with nearby Gortina. Gortina is a primary center
of artistic activity, to which perhaps we owe the elaboration of the so-called
Daedalic style, the characteristic style of Crete in the 7" century, which perhaps
lies at the origins of monumental sculpture in the entire Greek world.

The two cities, because of their geographical proximity, are probably also
connected from a political point of view, and perhaps the disappearance of
the city of the Patela of Prinias may be connected to a conflict of Gortina with
Knossos.

Keywords: Prinias, Crete, Archaic Art, Greece, Daedalic style
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3undyeHko Codnsa AHaTONbeBHA
HauyuonanvHolii uccnedosamenvckuti yHusepcumem «Boicuias wixona
skoHomuku», Poccuiickas Qedepauus

«CkBO3HBIE 00pa3bI» B Xy[I0)KECTBEHHBIX KY/IbTypax I ThIC. 10 H. 3.:
npo06/IeMbl MHTEPIPETALNN

AHanu3 «CKBO3HBIX 00pa30oB» HEOOXOIVIM s 0O0CHOBAHUS IPUYNH UX I10-
SIBJIEHUS U/ VIA «JJONITOXKUTENIbCTBa» B OIPEMIeIeHHO XYI0XKeCTBEHHOIT KY/Ib-
Type. BpemMeHHbBIe paMKM BBIOpaHbBI He CIYYaifHO: IPOSBIAIOIINECS HEOJHO-
KPaTHO MHOTOBEKTOPHbIE KPOCC-KY/IbTypPHbIE KOHTAKTBI CTAJIV HEOThEM/IEMOIT
cocrapysionent I Teic. mo H. 3. He MeHee Ba)XHO YUUTBIBATh M TOT (PaKT, 4TO
KOHTAKTBI VIMETV IMOJYac XapaKTep MasATHMKA: TaK JIOCTATOYHO BCIIOMHUTD,
KaK HOMaJ4ecKue Ky/IbTYPbl BAUSIA Ha KY/IbTYPbI CTallIOHAPHbIE, O/IVDKHe-
BOCTOYHBIE Ha aHTUYHBIE, U HA060poT. Crienudnka Kpocc-KyabTyPHBIX KOH-
TaKTOB 0OYC/IOBMJIA TIOCTOSIHHOE IMPUCYTCTBUE «CKBO3HBIX 00pa3oB» B XY/O-
YKeCTBEHHBIX Ky/IbTypax | ThIC. O H. 9.

ViccnenoBanue BHelIHe OM3Kux 06pa3oB TpedyeT BBIOOpa METOOB [I/IsI aHa-
NM3a TeX VI VIHBIX M300pa’keHNil, OTHOCAIIMXCS OAYAC K Pa3HBIM KY/IbTY-
pam 1 iepuopam. Llenb JTaHHO pabOThI 3aK/TI0YAETCs B OIIPefieieHnu pobiem,
BO3HMKAIONUX PV MHTEPIIPETAIMU CXOXKXUX 00pa3oB, M B MOIbBITKE 0003Ha-
YTHh BO3MOXKHBIE IPVYMHBI ITOJOOHBIX SB/IEHUN B XyLOXXECTBEHHBIX KY/IBTY-
pax I TbIc. O H. 3.

O6pamasich K MHTEPIpETANU «CKBO3HBIX 00pa3oB», HEOOXOMUMO TOCTa-
paTbcs ONpemenuTh MpaBWIa PEeTPAHC/IANNY U YCBOeHus o6pasios. Takxke
He MeHee BaXXHO PacCMOTPETh Ciaenyouue GbaKTOpbl, YIUThIBAIOIINE 0COOeH-
HOCTU «CKBO3HBIX 00pa3oB»:

1) nx GYHKIIMOHVPOBaHME B PAa3/IMYHBIX KYIbTYpaX B KaueCTBE apXeTHUIINIe-
CKUX;

2) IpUYMHBI HAJINYKS Ha TPOTSDKEHUM [UINTETbHOTO BPEMEHH U B IIPOCTPaH-
CTBE Pa3HBIX KY/IbTYP HEM3MEHHO ITOBTOPSIOIINXCS MO0 «BCIUIBIBAOINX» 00-
pasos;

3) pasHble CTauU ¥ IPUYNHBI YCBOEHMSI «IYXKOT0» 00pasa: OT IOTHOTO MPU-
HATUSA [0 TIOTHON TpaHChOPMALINII;
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4) BaXHOCTb ISl KYJIBTYPBI B MPOI[eCCaX MPUHATHAS U YCBOEHUS UY>K/IOTO
obpasa, mpex/ie BCero, BO3MOXXHOCTY MPOUYTEHNSI B HEM HEOOXOIMMBIX acCo-
IIUATUBHBIX PSIOB;

5) ponb HOCUTeNA (KaK BU3YalbHOTO, TaK ¥ BepOATbHOTO), C TOMOIIHI0 KOTO-
POro «CKBO3HbIe 00Pasbl» MOMYYalOT INPOKOE PaCIPOCTPaHEHNE.

Kntwouesvie cnoéa: apxeTuIl, XyJo>KeCTBeHHbIe KYIbTypbl [JpeBHero mupa, Ky/b-
TypHbIE YHUBEPCAIUN, KPOCC-KY/IbTYPHbIE KOHTAKTbI, CKBO3HbIE CIOXKETbI

Sophia Zintchenko
The National Research University «Higher School of Economics», Russian
Federation

“Cross-Cutting Images” in the Artistic Cultures
of the 1** Millennium BC: Problems of Interpretation

Analysis of “cross-cutting images” is necessary to justify the reasons for
their appearance and/or longevity in a certain artistic culture. The timeframe
was chosen not accidentally: multi-vector cross-cultural contacts manifested
repeatedly as an inseparable component of the 1** Millennium BC. It is equally
important to take into account the fact that contacts sometimes had the nature of
a pendulum, e.g. when nomadic cultures influenced stationary, Middle Eastern
and Mediterranean cultures and vice versa. The specificity of cross-cultural
contacts led to the constant presence of “cross-cutting images” in art cultures of
the 1** Millennium BC. Analysis of closely related images requires the choice of
methods for the study of certain images, sometimes related to different cultures
and periods. The purpose of this paper is to identify the problems that arise
when interpreting similar images and in an attempt to identify possible causes
of similar phenomena in artistic cultures of the 1** Millennium BC.

Turning to the interpretation of «cross-cutting images», it is necessary to try to
determine the rules for re-transmission and assimilation of prototypes. Also, it
is equally important to consider the following factors that take into account the
features of “cross-cutting images” functioning:

1) the functioning of such images in different cultures as archetypal;

16



2) the reasons for the presence for a long time and in space of different cultures
of invariably repetitive or recurring images;

3) different stages and reasons for mastering the “alien” image: from full accep-
tance to complete transformation;

4) the importance for culture in the processes of adoption and assimilation of
an alien image, first of all, of the possibility of reading the necessary associative
series in a foreign sample;

5) the role of the medium (both visual and verbal), through which “cross-cut-
ting images” are widely disseminated.

Keywords: archetype, the artistic cultures of the Ancient World, artistic univer-
sals, cross-cultural contacts, cross-cutting themes

Casuna lpuna Cepreesna
Mockosckuti eocyoapcmeenuiii ynusepcumem umeru M. B. JlomoHocosa,
Poccutickas @edepaus

[Mapcknit Hekpomonb CanaMuHa: CBA3b MOTPe6aIbHOTO PUTYajIa
U APXUTEKTYPHOTO PelleHNs TPOOHMI]

Hoxmag mocBsmieH mapckoMy Hekporono CamaMiuHa Ha ocTpoBe Kuip, Tpo6-
HULBI KOTOpOro Bo3Bomuuch B nepuog ¢ XIII o nagana VI B. no 1. 3. [leBATDH
MOHYMEHTAa/IbHBIX 3aXOPOHEHMNII, COCTAB/IAIOIINX HEKPOIIO/Ib, JEMOHCTPUPYIOT
P HOBIIECTB B IMOTPeOabHBIX TPAAUIINAX, KaK B KOHTEKCTe KUIIPCKOI KYIIb-
Typhl, Tak u Cpenu3eMHOMOPbs Boo6OIe. Apxeonorns rpoOHNUI] IO3BOJSET
VICCTIEIOBAaTh OCOOEHHOCTY MOTPebaIbHOTO PUTYajIa U eT0 SBOMIOIUIO Ha MIPO-
TSDKEHUM YKa3aHHOTO IepIOfa, He TONMbKO Omarofaps aHanm3y morpebanrbHO-
TO MHBEHTAPs, HO U 3a CYET BO3MOXKHOCTY PEKOHCTPYKLMY apXUTEKTYPHOTO
pelieHus. VIMeHHO BOIIPOC B3aMMOJIeiiCTBUS OrpeOaTbHOTO 00psia U apXu-
TEeKTYPHOU TUIONIOTUY TPOOHUI] OyIeT MpeAMeTOM PacCMOTPEHUSA B MEPBYIO
odepeqpb.

B pmoxmane OymeT mpencTaBieH 0030p HAaXOMOK CaaMMHCKOTO HEKPOIIO-
N1 U3 apXeonorm4eckoro myses Hukocum, BKIOYasg OTHOCUTENIBHO PeRKMNeE
B aHTMYHOM Haclemuy apredakThl, Takye KakK IpefMeTbl Mebenu, uryp-
Hble TUTACTUHBI U3 CJIOHOBON KOCTH, a TakXe OPOH30Basi KOHHAs aMyHUIUS
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1 pparMeHTHI ieKopa KOJIeCHNIT 1 TIOBO30K. Taxoke 6yayT MpoaHan3MpOBaHbI
IUTaHBI ¥ PEKOHCTPYKIVY CAJIAMUHCKUX I'POOHNI] B COOTHOIIEHUN C CAMUM PI-
TyaZIOM IIPOBOJ OB YCOIIIIETO.

ITouck aHanOrMit ¥ UICTOKOB IPUBOJUT K COIIOCTABIEHNIO CATaMUHCKUX PU-
Tya/lOB C ONMCAaHUAMM NOTrpebanbHBIX MpakTuk y fomepa. Kpome Toro, oco-
OeHHOCTY MorpebeHniT HaXOAT HEKOTOPbIe OTTOIOCKY Ha Tepputopusax Opa-
Ky B 6omnee mo3mamii iepuon (V-111 BB. 1o H. 3.). ABTOpoM 6y/ieT pacCMOTpeH
psf morpe6aIbHBIX MOHYMEHTOB Dpakuy KJIacCU4ecKOTO ¥ SIMHUCTIYECKO-
IO IIEPUOMOB, B KOTOPBIX IIPOCIEKNBATCA ITAPAJUIENN C APXUTEKTYPHBIMU Xa-
PaKTePUCTUKAMM CAJTAMUHCKIX TPOOHUI]. DT aHAJIOTVY ITO3BOJISAIOT TOBOPUTD
0 HEKOTOPBIX CXO/IHBIX TEHCHIVAX ITOrpe0aIbHOTrO KY/IbTa Ha Pa3/IMYHBIX TEP-
PUTOPUAX CPESU3EMHOMOPCKOTO pernoHa Ha nporsokenun VIII-III BB. go H. 3.

Kntouesvie cnosa: Camamus, Kump, norpe6anbHbiil KynbT, [oMepoBckuii 1mo-
rpebanpHBI 00psiA, apxeonorndecknit myseit, @pakus, Llapcknit HeKpoIonb,
reoMeTpuaecKuii mepron, Cpenn3eMHOMOPCKII PETMOH, TorpebanbHast apXu-
TEKTypa

Irina Savina
Lomonosov Moscow State University, Russian Federation

The Royal Necropolis at Salamis: Relationship between Funerary
Ritual and Architectural Solution of the Tombs

This paper is dedicated to the Royal Necropolis of Salamis on Cyprus, erected
during the 8" to the early 6™ centuries BC. The nine built chamber tombs that
make up the necropolis show a number of innovations in funerary traditions,
both in the context of Cypriot culture and the Mediterranean in general. The
archaeology of the tombs allows us to explore the features of the burial ritual
of the period, not only thanks to the objects found inside, but also due to the
possibility of reconstructing the architectural solution. It is the question of the
interaction of the ritual and the architectural typology of tombs that will be the
subject of consideration in the first place.

The report will give an overview of the finds of the Salamis necropolis from
the archaeological museum of Nicosia, including rare artifacts such as pieces of
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furniture,bronzeware, figured ivoryplates,as wellasbronze equestrian equipment
and fragments of chariot and wagon decor; the plans and reconstruction of
the tombs are presented, and the funerary ritual is also considered in details.
In the course of the paper a number of funerary monuments of Thrace of the
Classical and early Hellenistic periods will be considered, as an analogy of some
architectural characteristics of the Salamis tombs.

An important aspect of our study is the comparison of the Salamis burials
with descriptions of funerary practices in Homer. The features of the tombs also
find some echoes in the territories of Thrace in a later period (5"-3" centuries
BC). These parallels allow us to speak about some general tendencies of the
funerary cult in various territories of the Mediterranean region during the 8"~
3 centuries BC.

Keywords: Salamis, Cyprus, funerary rituals, Homeric burials, archeological
museum, Thrace, Royal Necropolis, geometric period, Mediterranean region,
tomb’s architecture

Beprasos Pamunb Padgannosuy
Mocxkosckuii eocyoapcmeenHoiii yrusepcumem umenu M. B. J/lomoHocosa,
Poccutickas Dedepayus

VckycctBOo Axemenuackoro Kumnpa: K 0c00€HHOCTAM NaMATHUKOB
IIEPCUACKOrO Kpyra 1 X 3HaY€HMIO I KITaCCUYE€CKOM KUIIPCKOMN
KY/IbTYPbI

Vmnepus Axemenunos (VI-IV BB. 10 H. 3.) ABIAETCS OIHON U3 CAMBIX MO-
I'yLIeCTBEHHDIX Jiep>KaB [IpeBHero Bocroka B I ToIC. 10 H. 3. brarogapsa ycner-
HBIM 3aBO€BaTe/IbHBIM ITOX0/jaM NepBbIX nepcuackux napen (Kupa II, Kamou-
3a Il u apus I) x konny VI B. 10 H. 9. uMIiepnsi AxeMeHUIOB 0ObeMHIIA BECh
brmvxunt Boctok u Cpennroro Asnro. Cpeivt mepCcUCcKNX BIajieHnit B 6acceii-
He Jreiickoro Mopsa ocoboe MecTo 3aHUMaeT ocTpoB Kurmp, cmyxmuBmmit ox-
HIM 13 OCHOBHBIX ICTOYHMKOB BOEHHOTO ¢ioTa AxemeHumoB. Obmanas cTpa-
TETVYEeCKVIM IIOJIOKEHNEM IsT AXeMEHNI0B, KUIIp cOXpaHMI OTHOCUTENBHYIO
aBTOHOMMIO B COCTaBe uMIlepuut. BrionHe orn4yHo, yto Kumnp ocrasancs npak-
TUYECKV He 3aTPOHYTHIM IIPOLIeCCAMU «MPAHMU3ALVN» — MHTETPALVIY MECTHBIX
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9NUT caTpanuii B 0pUIMATbHYIO KYyIbTYPY AXeMeHI0B. B 9T011 cBsA3M penkue
HaXOJKV NaMATHUKOB MCKYCCTBA IIEPCUICKOTO KPYTa ABJIAIOTCSA OCOOEHHO IIeH-
HBIMI JI/I1 MICCTIEIOBAHMA ACIIEKTOB B3aMMOJEICTBYUA MECTHO XYIOKECTBEH-
Hot Tpagumuy Kumpa ¢ obpuiinaabHBIM UCKYCCTBOM AXeMEHUIOB.

HeMHoOro4mcieHHbIn KOpIycC MaMATHUKOB apXUTEKTYPbl, CKY/IbIITYPbI U IIpe-
CTVDKHOTO MICKYCCTBA (TOPEBTUKA, I0BE/IMPHBIE YKpallleH ) IIePCUICKOTO KpyTa
n3 Knmpa nosBossieT 3aTpOHYTh aKTyaJbHYI0 Ipo6/IeMy Crienn@uKy BOCIpP-
ATAS OPUUNMATIBHOTO CTWISA AXeMEHUTOB MECTHBIM KUIIPCKUM MCKYCCTBOM.
Kpome toro, namatHuky Kumpa orpaxkaror ellle OJHO Ba)XHOE XYL0KECTBEH-
HOE€ sABJICHNE VIMIIEPUN — A VIMEHHO TPEKO-NEPCUACKAI CTVUIb, IPULIENIINIA
Ha OCTPOB U3 caTpanuil AHaTO/MMUU. B pesynbrare MCKYCCTBO aXeMEHU,CKOIO
Kpyra us Kurmpa npegocrasisgeT BO3MOXXHOCTD MCCIEJOBATh TPAHNIbI BIIVIA-
HUA 0(pUIATBHOTO CTHUJ/IA IIEPCOB Ha MECTHBIE TAMATHMKY, @ TAK)XKe IPOIeCChI
CUHTE3a JBYX KYIbTYP.

Kntouesvie cnosa: Kunp, AxeMeHMcKass MMITepUs, UCKYCCTBO O(pUIManbHOTO
cTunA AXeMEHIJIOB, KJIaccu4yecKoe UCKyccTBO Kunpa, upannsanus, apxurex-
Typa, TOPEBTUKA U I0BEJIVPHOE UCKYCCTBO

Ramil Vergazov
Lomonosov Moscow State University, Russian Federation

The Art of Achaemenid Cyprus: The Characteristics of the
Persianizing Monuments and Their Importance for Classical
Cypriot Culture

The Achaemenid Empire (6"-4"™ centuries BC) was one of the most powerful
kingdoms of the Ancient Near East in the first Millennium BC Due to the
successful military campaigns of the first Persian kings (Cyrus II, Cambyses II
and Darius I) by the end of the 6™ century BC, the Achaemenid Empire united vast
territories of the Near East and Central Asia. Among the Persian possessions in
the Aegean, Cyprus occupies a special place because of itsimportance as one of the
main sources of the Achaemenid military fleet. With its strategic position for the
Persians, Cyprus retained relative autonomy within the Empire. It is understood
that Cyprus remained almost untouched by the processes of “iranisation” —
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the integration of local satrapies’ elites into the official Achaemenid culture. In
this regard, the rare finds of the monuments of Persianizing art are particularly
valuable for the study of aspects of the interaction of the local artistic tradition
of Cyprus with the official Achaemenid art.

The small number of monuments of architecture, sculpture and prestigious
art (toreutics, jewelry) of the Persian circle from Cyprus makes it possible to
touch upon the actual problem of the specificity of perception of the official
Achaemenid style by the local Cypriot art. In addition, the monuments of Cyprus
reflect another important artistic phenomenon of the Empire — namely, the
“greco-persian” style that came to the island from the satrapies of Anatolia. As a
result, the Persianizing art from Cyprus provides an opportunity to explore the
boundaries of the influence of the official Persian style on local monuments, as
well as the processes of synthesis of these two cultures.

Keywords: Cyprus, Achaemenid Empire, the Achaemenid art of official style, the
Classical Cypriot Art, Iranisation, architecture, toreutics and jewelry

Kacremnyyya Manyasnb
Mexcoynapoonas accoyuauus no usyueruro CpedusemHomopvs u Bocmoxka,
Mmanus

Ipanp Mexxmy BoitHOM 1 MUpoM Ha J[IpeBHeM BocToke: Bn1acTb
U IIpomnarasja B uckyccrse Accupun u Ilepcun

B poxmame paccMarpuBaeTcs KOHLENLMA LAPCKONM BIACTU B MMIIEPCKOM
uckycctBe Accupun u Ilepcun. VimMmepus kxak siBieHue 6epeT CBOe Havaso
Ha [I[peBHemM Bocrtoke: HoBoaccupmniickoe mapcTBO U Jep>KaBy AXeMEHU[OB
MBI MOXEM B OJVIHAKOBOJ Mepe CYUTATh IIEPBbIMU CUIAMMU, IIPETEHAYIOLMU
Ha MMUPOBYIO BJIaCTb, BBIPOXKEHHYIO Yepe3 CIIOKHYIO CUCTEMY MOMUTUYECKON
IIpOTIaraHfibl, COUYETAOIIEl B cebe TeKCThI, apXUTEKTYPY U M3006pasuTenbHOe
VICKYCCTBO.

VImmnepckoe MCKYCCTBO faeT MPeACTaBIeHe O TOM, KaK 3TI JIep>KaBbl BOC-
IPUHMMAIOT Ce0s1, KaK OHM TOHMMAIOT CBOE OTHOIIEHE CO BHEITHNM MVPOM.
KaHoHMueckoe nmmnepckoe NCKYCCTBO MPEACTABIIANO apeil Kak 6arux TBop-
1[OB YIOPAJOYE€HHON, FTaPMOHNYHOI CUCTEMBI, 3alUTHUKOB MMpa OT Xaoca.
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[lapp y4acTBOBanm B PEMUTMO3HBIX CIjeHaX, HMOKIOHSICA OoraMm, MpUHUMAI
IpoLeccuyt MpUABOPHBIX U Hapbl IPeCTaBUTEIEN IOABIACTHBIX HAPOLOB,
BepILM/I IPaBOCYAMeE, Ofiep>KuBaj no0ebl Hafl YeloBeKOM 1 mpupopnoit. OH
OBUT TIpEefICTaB/IeH KakK CBs3YIolee 3B€HO MEX/[y MUPOM JTofieir 1 6oros. Ta-
KM 00pa3oM, CIpaBeIMBOCTD HeSTHUI I1apsi CTAHOBM/IACh OJHUM M3 TJIaB-
HbIX aCIIEKTOB MMIIEPCKOV VEOJIOIU U, BIIOC/IENCTBUM, ITIABHBIM MOTUBOM
VIMIIEPCKOTO MCKYCCTBA.

Accupniickast HOMUTIYECKas IIpOoNaraHia, KOMOVHMPYS TEKCT 1 M300paxe-
Hle, TPAaHC/IMPOBAIa HacuaMe U MofuMHeHue. HeBpenuMocTh accupuitickoro
Ijaps U €ro apMUM ABJISIIACH SIPOM 3TOM MEOTOTMYeCKON CUCTEMBI: TI060e
COIIPOTMBJIEHN)E Bpara HUYTOXXHO Nepes Accupueli, HaXOfAAIeCs ITOf, ITOKPO-
BUTETBCTBOM CBOUX OOTOB.

MonyMmeHTanbHas Iponaranfa AXeMeHI 0B, HA00OpOT, OTpa)kara KOHIIETI-
V0 OOJIBIION MY/IBTUKY/IBTYPHON VIMIIEpUY, OCHOBAHHON Ha COT/IACUM U VH-
Terpauun. HecMoTpa Ha TO, 4TO IEPCUACKOE MCKYCCTBO ABJIAIOCH HaC/E[-
HIKOM OOTaTOil MEeCONOTaMCKO XYHZOXXECTBEHHOV TpafWMINyM, HappaTUBHBIE
CXeMbl He ObUIM TMpeNICTaB/IeHbl HU B TEKCTaX, HU B penbedax. V3obpakenns
Hacuus v 6aTaabHbIE CIIEHBI CO3HATETBHO 130erannch. AXeMeHUJICKOe VICKYC-
CTBO OBIZIO TPM3BAHO TOKAa3aTh MUP U MOPATOK BCENEHHON MOf BnacThio Llapsi.

Kntouesvle cnoséa: mponaraspa, BIacTb, CKY/IBITYPa, penbed, HIpeBHuit BocTok,
Accupns, llepcua

Manuel Castelluccia
International Association of Mediterranean and Oriental Studies, Italy

The Border between War and Peace in the Ancient Near East: Power
and Propaganda between Assyria and Persia

This contribution aims to explore the concept of universal rule in Assyrian and
Persian imperial art. The phenomenon of world empire began in the Ancient Near
East and both the Neo-Assyrian and Achaemenid empires can be considered as
the real first political powers which laid a claim to universal hegemony through a
complex system of political propaganda, based on writings, art and architecture.
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Imperial art shows how empires viewed themselves, their relationship with the
outside world, and expressed their legitimacy of ruling a multicultural entity.
Ancient empires took different ways of showing this legitimacy. The canonical
imperial art served to represent the kings as beneficent creators of an orderly
system and protectors of the peace, keeping chaos atbay. The king was represented
worshiping, standing to receive his courtiers or processions of tributaries,
administering justice, and winning or celebrating victories which may be over
men, wild animals, or natural obstacles. He was perceived invincible, standing
as the link between the world of the living and that of the gods. The justice of the
king’s cause and actions was one of the main aspect of imperial ideology which
is widely illustrated by works of art.

Assyrian political propaganda was a deliberate broadcast of violence displayed
by a combination of visual art and royal inscriptions. The core idea was the
invulnerability of the Assyrian king, his army and their will to overcome both
naturaland human obstacles. Allwasemphasized byastrongrelationship between
Assyria and their gods as opposed to the futile resistance of their enemies.

Achaemenid state propaganda, on the contrary, reflected the idea of a large
multicultural empire based on voluntary submission and integration. Although
their artistic frame was mainly based on a typical Mesopotamian background,
Persian royal art mostly did not employ narrative schemes, either in text or
in images. Violence was not represented, depictions of wars were avoided.
Achaemenid art showed the universal peaceful order based on the tutelary of
the king.

Keywords: propaganda, power, sculptures, reliefs, Ancient Near East, Assyria,
Persia
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Mupsoes Esrennit baxnynosuu
Iopodckoii memoouueckuii uenmp Henapmamenma Obpasosanust 2. Mockaul,
Poccutickas @edepayus

Cacanupackue penbedsnl ¢ n300pakeHNeM CIleH KOHHOTO TTOeIHKa:
peanusM U CHMBOIN3M

CIrieHbl KOHHBIX IIO€JUMHKOB ¥ IpPeC/IeOBaHUs BCAJHUKOM, BOOPY>KEHHbBIM
KOIIbeM, KOHHOTO IIPOTUBHMKA XapaKTePHBI [is1 0(UIManTbHOTO NCKyccTBa Vpa-
Ha snoxy CacaHupgoB. Takue CIjeHbI BCTPEYaloTCs Ha CKaJIbHBIX penbedax, 130-
Opakarommux mobes! Ijaper ¥ IpuHIEeB Haf Bparamiu. Bee mogo6Hble n306paxe-
HUS OTHOCATCA K paHHecacauujckomy nepuony (III-nagamno IV B. H. 3.).

Jloxnazg mocsIieH npobeMe COOTHOIIEHUsT peann3Ma U YCTIOBHOCTY B pe-
Ipe3eHTAIM BCaJHUKOB, a TAK)Xe BOIIPOCAM ITPOUCXOXKIEHUS TaAHHOTO MOTH-
Ba B MCKyccTBe Vpana samoxu CacaHUIOB U ero BAMSIHUS Ha MO3JHEPUMCKOe
VICKYCCTBO.

B moxmazme noguepkmBaeTcs CBA3b JAHHOTO CI0XKeTa ¢ 00pa3oM IoOeOHOCHO-
ro maps. PaccMarpuBaloTcss 0COOEHHOCTY TIepeadyt 00/1adye st I BOOPY KEeHM
BcagHNKOB. Ocob60e BHUMaHIE yJeAeTCs] PO TOIOBHBIX YOOPOB U LIIEMOB
B JJAHHBIX CIIeHaX. ABTOpP IPUXOAMUT K BBIBOJY O TOM, YTO CI[€HbI IIOEINHKOB
C y4acTMeM LIAPCTBEHHBIX 0CO0 peajMCTUYHO IepefaoT JleTanu obmadeHus,
JTOCIIEXOB I II/IEMOB BCAJTHMKOB. DJIeMEHTBI YCTIOBHOCTY 3aMETHBI B CTU/IUCTH-
Ke TIepefadyl XapaKTePHOTO IS CACAaHMUJICKOTO MCKYCCTBA «JIETAILIErO Iajiona»
nomapeit. Hanbonee mprumedarebHBIM OTCTYIIEHUEM OT peannii sBISeTCS
IPUCYTCTBUE B CIieHe 005 MapaJHbIX TOJIOBHBIX YOOPOB 1Iapeit u mpuHIieB. Ta-
KI1e TOJIOBHBIE YOOPBI 1300paXkamnch Jisi OO3HABAHMS M300paKeHHBIX BCaJl-
HUKOB. B lokmaze yneneno BHuManme npobneme ueHTUGUKAINY BCATHUKOB
Ha CaCaHMJCKUX penbedax.

OO61as peanmucTUYHAs TPAKTOBKA KOMITO3VIIMM ¥ HEKOTOPBIX fIeTasieli CBsi3aHa
C BIUSHUEM I'PEKO-PUMCKOTO CKYCCTBA. B TOKIaze paccMaTprBalOTCs aHATIOT UM
B IPEKO-PUMCKOM U PEBHEMPAHCKOM UCKYCCTBE MEX/TY IBYMsI BapUaHTaMU KOM-
IO3UIMI: CTOIKHOBEHNS BCAJIHUKOB 1 IIpeciiefoBanms Oeryiero Bpara. Vcrou-
HVKOM CIO)KeTa CJIelyeT CUUTATh ICKYCCTBO MPAHCKUX KOUEBHIKOB €BPasUICKIX
crenieit u Cpenneit Asun. boree paHHMMM aHa/IOraMy KOMITO3UIINY CACAaHNUTCKIX
penbed OB ABIAIOTCS CLIEHBI, M300paXkeHHbIe Ha KyOke 13 Kocuku, 1 B ocobeHHO-
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cTV PpecKu U3 CKIENoB ¢ Tepputopun bocrmopckoro mapctBa. ABTOP MPUXOIUT
K BBIBOJJy O BTOPMYHOCTM CI0>KeTa KOHHOTO TI0€/IMHKA, IPUCYTCTBYIOLIEro Ha apKe
Tanepusa B @eccanoHMKax, 10 OTHOIMIEHNIO K CACAHNCKIM IJapCKMM penbedam.

Kntouesvie cnosa: Cacanuppl, ckanbHbI penbed, Hakur-u Pycram, @upysabar,
CaCaHMJCKOE UCKYCCTBO

Evgeny Mirzoev
Moscow City Methodology Centre of the Educational Department, Russian
Federation

Sasanian Reliefs with Equestrian Duel Scenes: Realism and
Symbolism

Scenes of equestrian duels and persecution of the equestrian enemy by the
rider, armed with a spear, are typical for the official art of Iran of the Sasanian
era. Such scenes are found on rock reliefs, depicting the victory of kings and
princes over enemies. All such images belong to the early Sasanian period (3"-
beginning of the 4™ century AD).

The present contribution is devoted to the problem of correlation between
realism and symbolism in the representation of riders, as well as the origin of
this motif in Iranian art of the Sasanian era and its influence on late Roman art.

The author emphasizes the connection of this composition to the victorious king
image. Representation of armor and weapons of the riders is discussed. Special
attention is paid to the role of hats and helmets in these scenes. The author comes
to the conclusion that scenes of combat, involving royal persons, show realistic
details of clothing, armor, and helmets of the riders. Elements of symbolic style
are evident in the representation of “flying gallop” of horses, which is typical for
Sasanian art. The most notable exception from the realistic manner is the presence
of ceremonial crowns of kings and princes in the scene of the battle. Such details
were depicted for the purpose of identification of the mounted warriors. The
report pays attention to the problem of identification of riders on Sasanian reliefs.

The general realistic interpretation of the composition and some details are
connected with the influence of the Greco-Roman art. The report examines the
analogies of two variants of the motif: the clash of riders and the persecution of
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the running enemy in the Greco-Roman and ancient Iranian art. The origin of
the composition can be found in the art of Iranian nomads of Eurasian steppes
and Central Asia. The scenes depicted on the Kosika cup and especially frescos
of crypts from the territory of the Bosporan Kingdom are earlier analogies of the
Sasanian reliefs. The author comes to a conclusion that composition of equestrian
duel which is present on an arch of Galerius in Thessaloniki was influenced by
Sasanian imperial reliefs.

Keywords: Sasanians, rock relief, Nagsh-e Rustam, Firuzabad, Sassanian art

Kopka Onenn
Aunckuil HayuoHanvHoLil yHusepcumem umenu Kanooucmpuu, Ipeyus

Jlepannuc Muxann
Munucmepcmeo Kynomypul u cnopma Ipeyuu, Ipeyus

Kopco AnToHno
Yuusepcumem Ilaoyu, Ipeyus

O peBuuit ropop Tenes Ha IlenononHece

Tenes ObUTa ITABHBIM CpeIyl TOPOMIOB JONMMHBI, MMEBIINM CTPATETMYeCKN
BaOXHOE 3Ha4YeHMe — 3/leChb IIPOXOoAua fopora, coequnAmmaa Aproc ¢ Ko-
purdom n Keaxpesammn. B VIII B. o H. 9. TeHes yyacTBOBaia B KOJIOHU3AIUN
Cupaxys. [TaBcanmit, aBtop Il B. H. 9., cC4UTA, YTO TEHENIbI OBIIN TPOSHCKNU-
MU TJIEHHUKaMu, niepecenieHHbiMU ¢ TeHemoca. Vctopuk CrpaboH Ha3biBaeT
Tenero TeM MectoMm, rae KopmHGCkuUi napp [lommbuii BocnuThBan Jpua.
CrpaboH xe coobiaert, yTo TeHes ob6pena HE3ABMCUMOCTD O YHUYTOXXEHA
Kopruda pnmnsHamn.

IlepBbie cucTeMaTnyecKe pacKOIKM B parioHe Hadanuch B 2013-2015 rT. mop
pykoBoacTBoM Ipod. Inensl Kopku, gupekropa fpeBHOCTEN U KY/IBTYPHOTO
Hacnenysi B MuHucTepcTBe 00pa3oBanus, KyIbTypbl u cropra [peruu. boun
oOHapy>keH XOpOIIO0 OPraHN30BaHHBIN HEKPOIIOIb IepBOil MOMOBUHBI VI —
III BB. 70 H. 3. boraThil KepaMM4eCcKNII MTHBEHTAPb COLEPXKUT TUIIBI COCYAOB,
XapaKTepHBbIE /I aPXaVKI Y PaHHEN K/IACCUKIL.
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B 2015 r. Ha TeppuTOopuM AepeBHU XUIMOMOIY OBUT OTKPBIT YYaCTOK JpEeBHEN
noporu (AnuHOM B 36,6 M), Befgylell ¢ 1ora Ha cesepo-3anaf. Cyasa 1o Bcemy,
3Ta flopora Morja obecneunBarh IByCTOPOHHee IBVDKeHNMe. [IpeBHeline con
IIOpPOTM OTHOCATCA K IMo3mHeamnajckomy nepuopy I1IB2 (LH IIIB2), camble
nospgHue — K V-VI BB. H. 3. OHa MoOI/Ia CTY>KUTh IJIABHON apTepuel ropopa
Y1 TIO3BOJIAAET CYIUTD O PACIIONIOKEHN TpeBHell TeHe.

Boito Taxke oOHapyKeHO fiBa pparmeHTa penbedHBIX TaHeNel, JeKOPUpo-
BaBIIMX IIOCTPOIVKY pAfoM ¢ moporoii. Ha mepenneit cTopoHe MpaMOpPHOTO
6noka mpencrabieH [epmec. V3o0paxkeHue ¢ Tpex CTOPOH 0OpaMjIeHO JIeKO-
paTuBHBIM OopaopoM ¢ MeaHapoM. K mpaBomy Kpaio 0/10Ka IPUMBIKaeT He-
OosblIas MUIACTPA; ee KaHHEIOPbl HAaYMHAITCS Ha 60 cM BbIlIe YPOBHS 6a3bl,
4TO MO3BOJISIET CYAUTh 00 0011eit BbicoTe TOoCTporiku. Ha 60KOBBIX cTOpOHAaxX
IIpefCTaBIeHBI HACEUKU JI/IA COeTMHEHNS MPaMOPHOTO OJI0Ka C COCETHUMI d71e-
MEHTaMM, KOTOpbIe 00mafany UAeHTUYHBIMY apXUTEKTYPHO-TeKOPATVBHBIMMI
XapakTepucTukamiu (pasmep, 60pAop ¢ MeaHAPOM, MWIACTPA C IPABOI CTOPO-
Hbl). DparmMeHT Takoro ke 6710ka ObUT HaliJleH B CTeHe BU3aHTUIICKOTO XpaMa,
PacIIoNI0KEHHOTO HEITIO/Ja/IeKy: Ha HeM COXPaHMINCh Clefibl penbeda 1 6oppro-
pa, 1, HeT COMHEHUII, YTO OH IPUHAJIeXKAN 9TOMY >Ke MOHYMEHTY.

Knrouesvie cnosa: Tenes;, Kopund, Aproc

Eleni Korka
National and Kapodistrian University of Athens, Greece

Michail Lefantzis
Hellenic Ministry of Culture and Sports, Greece

Antonio Corso
University of Padua, Greece

The Ancient City of Tenea in the Peloponnese

Tenea was the main town of the valley, which is situated in a strategic location
controlling the pathway from Argos to ancient Corinth and Kenchreai. Tenea
was very active in the 8" century BC due to the participation of the city in the
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colonization of Syracuse. Pausanias, the second century AD traveler, stated that
residents of Tenea were Trojan prisoners transferred from Tenedos under the
command of Agamemnon. The historian Strabo mentions that Tenea was the
place where the Corinthian king Polybius nursed Oedipus. Moreover, Strabo
declared that before the destruction of Corinth by the Romans, Tenea became
independent.

The first systematic investigations in the area started in 2013, 2014 and 2015
under the direction of Dr. Elena Korka, now Director General of Antiquities
and Cultural Heritage in the Hellenic Ministry of Culture and Sports. A well-
organized cemetery was revealed, dating from the first half of the 6™ to the
3" century BC. The rich typological variety of the ceramics coming from the
cemetery includes vessel types characteristic of the archaic, late archaic and early
classic periods.

Furthermore, the 2015 expedition inside the village of Chiliomodi, brought to
light an ancient road, oriented from south to northwest, the unearthed part of
which reaches 36,60 m in length. Hence perhaps this may be a road, which was
adequate for bi-directional traffic. The last phase of this street is dated in the 5
and 6™ century AD and the earliest in Late Helladic IIIB2. This road could have
been one of the main arteries of the city and provides important evidence for the
location of Ancient Tenea.

Moreover, a structure which included relief panels survives with two large
fragments.

The marbleblock’s front facehasarepresentation of Hermesinrelief, surrounded
on its three sides by a decorative band of swastika meanders. A small “wall”
pilaster is attached to the block’s right edge. Fluting on the pilaster begins at the
+0.60 m level from the base, giving evidence for the total height of the structure
to which it belongs.

The side faces of the block have elaborated notches which create angular
joints, in order to adapt the previous and the next marble blocks, with the same
architectural characteristics (same dimensions, decorative band of swastika
meanders and the “wall” pilaster always at the right edge). The fragment of a
similar block, found incorporated on a Byzantine church wall of the area, also
belongs to the same monument, preserving partially the relief, an identical
decorative band and a pilaster.

Keywords: Tenea, Corinth, Argos
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IIn3za ®naBusa
Yuusepcumem «Kopa» 6 Inne, manus

Adunst u Cupakysbl KaKk CONEPHUKU: O YeM TOBOPAT
yepHO(DUTYypHbIE aTTUYECKMEe Ba3bl U3 INTABHOTO HEKPOIIO/IA
Cupaxkys?

Cupakyssl — caMblif IpeJaHHBIN MOKYyTaTe/Tb KOPUMHPCKOI KepaMMKy Ha 3a-
naze. [laxke xorga GONMBIIMHCTBO TOPOROB OTHAMM MPEAIIOYTEHNE MTPUBIIEKa-
TEJIbHOM aTTUYECKON depHOPUIypHOI Kepammke, CHUpPaKy3bl IPOLODKAIN
VIMIIOPTUPOBATb COCYZABI U3 METPOIONUN. Bonpekn TeHneHIVAM B ITpypun,
Bemmxoit Iperum n Cunymnm, KoprHPCKas KepaMmKa JOMVHUPOBaIa Ha CU-
PaKy3CKOM PBIHKE.

Kaxxercsi ynuBuTenbHbIM, 4TO Oorareiimii ropop 3amagHoro CpennseMm-
HOMOPBSI He CTPEeMUJICS MpuoOpeTaTh caMylo «MOJHYIO» Ha TOT MOMEHT Ke-
pamuKy. IIpennonoxxnrenbHo, 3T0 6BITI0 0OYCIIOBIEHO MOMUTUYECKUIMU U 00-
IIeCTBEHHBIMI PeaIMAMU, MpeBapPIONMMY Pa3HOIIACU MeXAy AduHamu
u CrpaxkysaMu, KOTOpbIe BIIOCTIEACTBUN IIPUBENN K CUIVMIUNCKAM COOBITHAM
BpeMmeH IlenormonHecckoit BOVHBI. VlccmenoBaHyue KepaMUKM CHOCOOCTBYeT
JAy4IIeMY IIOHVMMAaHNIO B3aVIMOOTHOIIEHNI MEXY 3TUMM TOPOfaMy B apXam-
YeCKUI MEPUOJ, OTYACTYU 3AIIOIHAA TAKYHBI B IMCbMEHHBIX CBUIETE/IbCTBAX.

B 9T0I1 CBA3M MHe XOTenoch Obl MPeACTABUTD MPeXX/e HEeOyOIMKOBaHHBIN
KOHTEKCTYaJIbHBIII aHa/ln3 3aXOPOHEHUII, B KOTOPBIX OblyIa HalifieHa aTTiye-
cKasg 4epHOUTYpHasA KepaMUKa, B ABYX IJIaBHBIX HEKpoIoisax ropopma: dy-
cko n I>xappuuo Cranbs. B nokmazge 6ygyT paccMaTpuBaThCs TUIBI COCY/IOB,
1300pasuTeNbHBIN perepTyap (Mudoaornyeckue CI0XKeThl M GUYpPHI), KOmmde-
CTBO U Ka4eCTBO M3JE/INil, COOTHOLIEHNE C APYTUMN KAaTErOpUAMU KEPAMUKI
u T. 1. [logo6HbIT aHanmM3 KaeT HaM IpeACcTaBIeHVe O KY/IbTYPHOI MIEHTIY-
HOCTY Ipymibl HaceneHNA Crpakys, He pasfessomnieli MpoKopruHpCKye B3IIA-
I ¥ BKYCBI O0MbIIMHCTBA. [10 CyTU MBI MMeeM CBUAETENbCTBO O CYIIEeCTBO-
BaHMM HEOOJIBIIOTO C/IOSI CUPAKY3CKOTo O0IIecTBa, HAXOIAIIErOCs B CTOPOHE
oT obULINATBHON MOMUTUYECKON ¥ OOIEeCTBEHHON JIMHUY, HAIpaBIeHHON
npotuB AduH. B To e BpeMs, 9TV JaHHBIE MOTYT OBITH PACCMOTPEHBI I B CBSI-
3u ¢ mobenoit Cupakys (coBMecTHO ¢ AKparaHToM) B 6uTBe mpu [mmepe Hap
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kapdarensaamu B 480 I. 0 H. 3. — cOOBITHEM, KOTOPOE CUNTANIOCH BKIAZOM
Crupaxys B 3alUTy IpedecKoro Myupa Ha 3amnafe.

Kntouesvie cnosa: Apunel, Cupakyssl, KepaMIKa, COIIEPHNYIECTBO, IKOHOMHKA,
apxamyeckas KepaMyka, CULIMINA, TOPTOB/Is, BOJHA, peBHErpedecKnil, Kiac-
CuKa

Flavia Zisa
The Kore University of Enna, Italy

Athens and Syracuse, the Two Big Competitors: An Interpretation
by Looking at the Black-Figure Attic Vases from the Main
Necropolis in Syracuse

Syracuse is the longest lasting Corinthian pottery market in the West. Here,
imports from the motherland continue, even when the other cities had already
expressed their large preference for Athenian black-figure pottery. Contrary to
the new widespread trend in Etruria, Magna Graecia, and Sicily itself, Corinthian
pottery seems to dominate the market in Syracuse as a monopolistic trade.

Asamatter of fact, we know that black-figured vase from Syracuse show a minor
scenario and one would be surprised that the richest city in the West didn’t buy
the most fashionable contemporary pottery. Presumably, it was a political and
social behavior that shows in advance the germ of the hostility between Athens
and Syracuse, which later erupted during the phases of the Peloponnesian War
in Sicily. More than any other element, the pottery could give us a guide to the
understanding of the relationship between the two cities in the Archaic period,
partially covering the lack of literary sources.

In this perspective, I would like to present an unpublished analysis of the
context of graves that have yielded Athenian black-figure pottery, from the two
main necropoleis in the town: Fusco and Giardino Spagna. The analysis takes into
account the repertoire of shapes, myth or figures represented, quantity, quality,
context with other pottery, etc. This analysis gives us interesting information
about the cultural identity of people in Syracuse that “objected” the public and
common behavior in favoring Corinthian pottery (and policy), so giving us the
evidence of a small community in the town that was independent from the official
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political and social opposition between Athens and Syracuse. At the same time,
these data deserve to be investigated and put in relationship with the 480 BC
victory of Syracuse (with Akragas) at Himera against the Carthaginians, and the
contribution of Syracuse towards the defense of the Greek world in the West.»

Keywords: Athens, Syracuse, pottery, competitors, economy, archaic pottery,
Sicily, trade, war, Ancient Greek, classics

Bacpko [Imutpuit CepreeBund
Tocyoapcmeennviii Ipmumas, Poccutickas Pedepayus

Ipynma Mocksa 4302

Ipannipl HaNIErO 3HAHMA O ITO3JHEN ATTUYECKOV Ba30INICY KEPYEHCKOIO CTU -
JIs1 TIOCTOSTHHO PacIIMpPSIOTCA — B HAYYHBIN 000POT BBOAATCSA HOBBIE ITAMAT-
HVIKM, YTOUHSIOTCS aTpUOYIINY YKe MI3BECTHBIX COCYIOB I COCTAB BbI/[e/IEHHBIX
panee rpynn. OpHol U3 HuX Asjgerca Ipynma Mocksa 4302, B cOCTaB KOTO-
POV aHIIMICKNUI uccnenoBarenb K. [I. busnu BKao4YaeT NMIIb ABE MEIUKN —
MIMEHHON cocyn 13 Mocksbl 1 Ba3y n3 lambypra. [leiicTBUTENBHO, OHU CXOXMI
10 cBoell (popMe: XapaKTepeH KOCOI BEHYUK OOJIBIIOTO AMaMeTpPa; y3Koe BbI-
TAHYTOE€ TOPJI0; TOHKNE, PACXOAAIINEC B CTOPOHBI Py4KM; MajleHbKasd, IIPO-
bunpoBaHHAsA [ITyOOKUM >KeT0OKOM TOficTaBKa. POTHNT uX 1 OpHaMeHTanus
IPOCTBIMY HOsICKaMy HeOO/bIINX OB Ha BEHYNKe, TOpJie U TynoBe. VIIeHTYHBI
CIOKETBI ¥ KOMIIO3VLIMV POCIVICEI: CPKEHN IelIero Ipeka ¢ KOHHOM aMa-
30HKOJ. CXO[ICTBO IPOCIEXKNBAETCA U B [eTa/IAX: TOYEYHBIV Y30P Ha IITaHaX
I PyKaBax BCAHULIBL, IIPOPUCOBKA JINL] IIEPCOHAXKEN ¥ MYCKY/IATyPbl JTOLIA/IN.
Cyns o Bcemy, 06a cocyma 6pITM pacucaHbl OHMM Ba3oINCIEM, a He TPYI-
IOV MacTepoB, Kak mosaran busmm. ViMmeHHoIT cocys 13 MOCKBBI ObII M3BECTEH
eMY JIMIIb 110 MajleHbKoiT (hoTorpadum, mpuyeM TOIbKO CTOPOHEBI A, TOTa KakK
raMOyprckas rmemKa nMeeT HeKOTOPbIe YTpaTel pocmncu. [ToaTomy, BeposTHO,
Buanu u He permmcs aTpubyTMPOBATh VX OTHOMY Ba3OIIICIY, OTPAaHNYVBIIVChH
o0beVIHeHVEeM B TPYIIILY.

K atum gByM cocymam IpefcTaBseTcs IjefiecooOpasHbIM NOOaBUTH ellle
IIeCTh ITe/IMK B KadecTBe pabor ogHoro Mactepa Mocksa 4302, B TOM 4ucie
nBa cocygma us locymapctBeHHOro dpMuTaxa. B ux ¢popme n opHameHTarum
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IIPOCTIEKNBAIOTCA YK€ OTMEYEHHBbIE YepThbl CXOACTBA. VIIEeHTUYHBI pocnucu
000POTHBIX CTOPOH, HO POCIVICY IUIIEBBIX CTOPOH Pas3/INYHBL: HAIIpUMeD, Cpa-
YKeHMe TUTMesI C JKYPaBJIsAMU; IPOTOMBI TpudOHA, aMa3OHKN U KOHs; JPOT,
KaK IULAIIYINNI C MEHAJIaMY, TaK U IIpec/Iefyoluii ogHy 13 Hux. Hu croxxeTsl,
HJ KOMIIOSUIIMM 3TUX POCINCEN HE BBILEIAITCA CPefy MacCOBON KepaMUKNU
IIO3HETO KePUYEHCKOTO CTMJIA, M3TOTAB/IMBABIIEVICS B aQUHCKMX MaCTEPCKUX
BO BTOpOI1 onoBuHe IV B. 10 H. 3.

Kntouesvie cnosa: KepueHCKuIT CTUIIb, aTTUYeCKasA KPaCHOPUTYPHAsI KEPAMIKA,
aTpubynua

Dmitrii Vasko
The State Hermitage Museum, Russian Federation

The Group of Moscow 4302

The boundaries of our knowledge of the late Attic painting of the Kerch style
are constantly expanding — new objects are being introduced into the scientific
circulation, the attributions of already known vessels and the composition of
the previously identified groups are being specified. One of them is the Group of
Moscow 4302. The English researcher J.D. Beazley incorporated in it only two
pelikai — a name-piece from Moscow and a vase from Hamburg. Indeed, they
are similar in form: characterized by an oblique lip of large diameter; narrow,
elongated throat; thin, diverging handles; a small, profiled deep groove foot. The
ornamentation with simple bands of egg pattern on the lip, throat and body is
also very similar. The subjects and compositions on side A are identical: the
battles of the Greek with the mounted Amazon. The similarity can be traced in
details: a dot pattern on the pants and sleeves of the rider; the faces of the figures
and the musculature of the horse. Apparently, both vessels were painted by one
vase-painter, not by a group, as Beazley believed. The name-piece from Moscow
was known to him only from a small photograph, with only side A represented,
whereas the Hamburg pelike has some loss of painting — that is why, perhaps,
Beazley did not dare to attribute them to one vase-painter.

To these two vessels it seems useful to add six more pelikai as the oeuvre of
the Painter of Moscow 4302, including two vessels from the State Hermitage
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museum. Already noted features of similarity are traced in their form and
ornamentation. The mantle figures on their reverses are also identical, but their
obverses are different: for example, the battle of pygmy with cranes; protomes of
the griffin, amazon and horse; Eros, both dancing with maenads, and pursuing
one of them. Neither the subjects nor the compositions of these paintings stand
out among the mass ceramics of the late Kerch style, produced in the Athenian
workshops in the second half of the 4™ century BC.

Keywords: Kerch style, Attic red-figure vase-painting, attribution

Kactpunuo 9numxno Janusie
Meccunckuil ynusepcumem, Vimanus

bponsbl n3 Puaye. HoBble pe3ynbrarsl UCCIeTOBaHNI

BpoH30BbBIe cTaTyy BOMHOB 13 Puaye mopa>kaloT cBOel COXPaHHOCTBIO U CO-
BEPLIEHCTBOM. VIX mponopiuy u no3pl 0OHAPY)KMBAIOT YAUBUTETHHOE CXOJ-
CTBO, IIO3BOJISIOIIlee TOBOPUTD O TOM, 4YTO, BEPOsITHEE BCETO, OHM OBIIU CO3/a-
HBI 110 eJTHOMY XY 0’)KECTBEHHOMY 3aMBbICTTY, KaK CKY/IBIITypHas TPyIIIA.

B HayuHOIT nmuTepaType BCTpedaeTcs psij KIUIIe, CBA3AHHBIX ¢ OpOH3aMm
u3 Puade. Ito u arpubyuns Ouauio, ¥ NOCTYIMPOBaHUE PA3HULBI B JJATH-
poBkax B 30 ner. OgHaKO HefjaBHME MCCIENOBaHMs, IIPOBefeHHble B [1asro,
HOATBEPAWIN Pe3y/IbTaThl, IIOJTydYeHHble paHHee B LleHTpasbHOM MHCTUTYTE
pectaBpauyy B Pume. OTu maHHBIE TO3BOJSAIOT YCTAHOBUTH Psfl PpyHIaMeH-
Ta/IbHBIX VICTVH. BO-TIepBBIX, aHA/IN3 OCTATKOB IJIMHBI BHYTPU 00eMX CTaTyii
BBLSIBIJI CXOJICTBO MaTepuaJa ¢ mo4Boit Aproca Ha [lenornonHece: 3T0 yka3biBa-
eT Ha TO, YTO BOMHBI 13 Prave ObIIU CO3/IaHbI OMHOBPEMEHHO, B O[JHOI MacTep-
CKOIJ1, HeflalleKo OT OyyIero Mecra YCTaHOBKM CKY/IBIITYPHON Ipymibl. BBu-
Iy 9TOro (haKTa MBI JO/DKHBI OTKa3aTbCsl OT MHEHMIT YYeHBIX 00 aTTUYeCKOM,
nenbPUIICKOM, MaTHECUIICKOM VTV CULIVITMIICKOM TIPOMCXOXK/IEHUN CTATYIA.

/13yuenue BouHoB 13 Prade He cront Ha Mecte. Hanpumep, runoresa Korun
XaJa HeJaBHO TONTy4YM/Ia HAyYHOE MOATBEPXKIEHME: B PUMCKOe BpeMsl CTaTyu
ObUIM TOHMPOBAHBI B JIOLEHBI YEPHBIN I[BET C MMOMOIIBIO CEPBI. DTOT MpUEM
00pabOTKM MTOBEPXHOCTH Jie/la/l UX ITOXOXKMMM Ha KOpMH(PCKue 6pOH3BI MIn
amebacTpoBble CTaTyu. BakHBINl pesynbrar fajo mccaenoBaHue QparmeHra
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KepaMMKU, HaliJ[eHHOTO MeX/y IIPaBbIM 3aIsICTheM U OepOM BOMHA «Ax». TOT
dparMeHT 6/1M30K K Mo3gHeaHTMYHbIM aMdopam (tun Athenian Agora M273),
Ybsl JATMPOBKA XOPOIIIO KOPPENIMPYET CO BpeMeHeM HEeYIaqHO MOTIBITKM ITepe-
Bo3a craryit npu KoHctanTtuHe I, mpuBenmieit K KopabmeKpyuieHNIo HeJjaneko
OT PMMCKOTO ITOPTa Ha TeppuTopun auTnaHom Kayrnonun.

B HacTosIeM [TOK/Iafe MpeAronaraeTcsi pa3BUTh TeMY HeaBHUX HayYHBIX
OTKPBITU, CBSI3aHHBIX C BOMHaMu 13 Puave.

Kntouesvie cnosa: mpeBHErpedecKoe UCKYCCTBO, OpoH3bl 13 Puave, Hymnsmaru-
Ka, apxeonorus, Bemukas Iperus, [Tudarop Peruitckmii

Eligio Daniele Castrizio
University of Messina, Italy

The Riace Bronzes. Recent Research and New Scientific Knowledge

The two Riace Bronzes are almost intact, perfect in their heroic nudity. By
comparing their proportions and their pose we can certainly state that the two
statues resemble each other and that no other statue or painting resembles one
of them. It is therefore, in all likelihood, a statuary group of unitary conception.

If we read the essays and the scholarly articles that concern them, however,
we realize that many clichés have been slavishly repeated, such as an impossible
attribution to Phidias, or the chronological distance between the two statues
of about 30 years. However, recent analyzes conducted in Glasgow, which have
substantially confirmed those carried out by the Central Institute of Restoration
of Rome, allow us to set some fixed points. First of all, the samples of clay
recovered within both statues has found significant comparisons with that of the
city of Argos, in the Peloponnese: this shows that the two Bronzes were executed
in the same time period, in a workshop set up on site, in view of a placement in
a public area of the polis. Thanks to this important scientific fact, not affected by
doubts whatsoever, all the theories of scholars who see the origin of the statues
in an Attic, Delphic, Magnesian or Siceliotic environment are disproved.

Research on the Bronzes is always on the move, with continuous discoveries.
Recently, exempli gratia, the hypothesis of Koichi Hada has found scientific
confirmation, regarding the coloring of the Bronzes in the Roman period in
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glossy black, using sulfur. The idea was to make them look like Corinthian
bronzes or alabaster statues. The last contribution to the research, in order of
time, is the redaction of a large ceramic fragment placed between the right wrist
and the right thigh of the Bronze A at the time of recovery. It looks like a wall of
a late antique amphora (an Athenian Agora M273), coeval to the last attempted
transfer of the two statues under Constantine I, which ended with a shipwreck
near a Roman port in the territory of ancient Kaulonia.

The paper intends to develop the theme of the recent scientific theories and
results concerning the two Riace Warriors.

Keywords: Greek art, Riace bronzes, Magna Grecia, Pythagoras of Rhegion,
numismatics, archaeology

Kopco AnToHno
Yuusepcumem Ilaoyu, Ipeyus

HoBbIii1 opurnHanbHblil pparmeHT pab6oTser Ckomaca

Ckomac, Hapszy ¢ [IpakcureneM, cuuTaeTcs BEMMYANIINIM CKYIBIITOPOM, pa-
OoTaBlIeM B MpaMope, B IO3/ITHEK/IACCUYEeCKIT Iepro]y. YporKeHel] KMKIa [CKO-
ro octpoBa I[Tapoc, Ckomac y4acTBOBaj B CO3/IaHIM CKY/IBIITYPHOTO YOpaHCTBa
MaB3o0jess — ycblnanbHuIpl Mascona B [anukapHace ok. 355 T. 1o H. 3., a B Ile-
puon 345-335 rT. 0 H. 9. co3nan xpam Aduner Anen B Teree. CKynbnTypHbIe
97IeMeHTBI XpaMa ObUIM BBINIOTHEHBI MacTepckoit Ckomaca. braromaps coxpa-
HUBIIVMCS CKYIBITYPHBIM (pparMeHTaM STUX JIBYX ITaMATHUKOB, Mbl MOXeM
COCTaBUTD OOlIlee BIIeYaT/IeHVe O CTYINCTUKE paboT MacTePCKOIL.

Ckomac M3Basi/1 TaKXKe CTaTyio AIO/UIOHA ISl aTTH4YeCKOro feMa PaMHYyHTA.
10T 1weneBp 66l epeBe3eH B Pum n ycranosnen Ha Kanmronmitckom xonme.
Bpitn 06Hapy>KeHbl pparMeHThl IMIIA Y HOTY CTaTyy, KOTOPble MOXKHO aTpu-
6ytupoBaTth CKromacy u ero Mactepckoi. OHM O3BOAIOT CYyAUTh 00 0c060it
TeXHMKe ITMGOBKY IIOBEPXHOCTY MpaMopa U O BbICOYAlIIeM KadecTBe MPo-
n3BeneHnmn Ckomaca.

Kak coobmjaer Crpabon (XIII.1.48.604), Ckomac sIBAANCSA aBTOPOM CTaTyu
Anonmnona CmuHdes B Tpoazckort Xpuce. O6pas ynmomumHaer u EBcradmii
(Commentarii ad Homeri Iliadem 1.39). BeposaTHo, 3aka3umkoM ctaTym ObLn
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Aprabas, carpan lenneciontckon @purum ox. 350 T. o H. 3. Hapsamy ¢ aTnm, Mo-
YKeM IOIyCTUTbh, 4To0 ApTaba3 BeIcTymasn 3akazunkoM [lapuca paborsl EBdpa-
HOPa, a TaK)Xe AByX npoussefeHnii ITpakcurena: Ipora B [lapuu n Anoniona
CaypokToHa B AntojyioHun Ha Punpaxe.

C noMoIpio 3TUX NOCBAIIeHNT ApTabas cTpeMIICsA MOJYePKHYTh TPOSH-
CKOe Hacrefine cBoeii carpanun. Bens umenno Anommodn CMuHert mosBiseTcs
B IIepBOJi ITecHe Vnmanbl: AraMeMHOH 3aXBaTbIBaeT B IIJIEH [JOUb XXpela Anor-
JIOHA U TOJIBKO TI0C/Ie MeCTH 6OoTa COITIAIaeTCsl BEPHYTh NEBYIIKY OTIY.

Crarys AnonnoHa nsobpakeHa Ha MoHeTax Ayekcanzpuu Tpoaznckoit. boxxe-
CTBO IIPEICTAB/IEHO B 1Iare, Jep>KallyM YK, B MOMEHT CBEPIIeHNA BO3ME3AMA.

B HemaBHeit mybnukauyu o packonkax catwmma (Ozgiinel C. (ed).
Smintheion. In search of Apollo Smintheus. Istanbul, 2015) coobaercs o Ha-
xofike parMeHTa MPaMOPHOI KY/IbTOBOM CTaTyy. ITO OOIOMOK HYDKHEW Ja-
CTU IpaBoil HOTU. Matepman — mapoccKuii MpaMop BBICOYANIIEro KayecTBa
(muxHut). [TonmupoBKa MOBEPXHOCTH UIEHTUYHA 00paboTKe dparMeHTa nuiia
craryn AmnosutoHa ¢ [TamaTuHckoro xonma (Toxke paboter Ckomnaca). Camo Ka-
YeCTBO VCIIOJTHEHVS CTaTyY ITO3BOJISIET OTHECTH €€ IMEHHO K paboTaM caMoro
Ckormaca, a He MacTepCKOIL.

Taxum 06pa3om, MBI MO>KEM IIPEATIONOXUTD, YTO B Xprice ObIT OTKPHIT ppar-
MeHT 1IefieBpa Ckoraca. 9Ta HaX0Ka, HECOMHEHHO, CTaHeT BaKHBIM JJOTIOTHe-
HJIE€M K HAlllM 3HaHMAM O IIaPOCCKOM MacTepe.

Knrouesvie cnosa: Cxonac, Anonnon Cmundeit, Xpuca, Aprabdas, carpamnsl

Antonio Corso
University of Padua, Greece

A New Original Fragment by Skopas

Skopas, alongside Praxiteles, is the greatest marble sculpture of the late classical
times and in particular in the 40 years from around 370 to 330 BC. A native of
the Cycladic island of Paros, Skopas collaborated on the sculptural display of the
Mausoleum begun by Mausolus at Halicarnassus around 355 BC and from 345
to 335 BC conceived the temple of Athena Alea at Tegea, whose architectural
sculpture was carved by attendants of his workshop. Sculptures from both of
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these monuments survive and, although they were in fact made by craftsmen
of Skopas’ workshop, not by the master, they still offer a clear idea of the style
which characterized the oeuvre of this ergasterion.

Skopas also carved a statue of Apollo for the Attic deme of Rhamnus. This
agalma was moved to Rome and set up on the Palatine Hill. A fragment of the
face and a foot of this masterpiece survive and may be attributed to the hands of
Skopas. They give an idea of the peculiar polishing of the surfaces of his marble
statues as well as of the absolutely high quality of his oeuvre.

According to Strabo (13.1.48.604), Skopas made the cult statue of the sanctuary
of Apollo Smintheus at Chrysa in Troad. This statue is also recorded by
Eustathius (Commentarii ad Homeri Iliadem 1.39). Probably it was a dedication
of Artabazus, who was the satrap of Hellespontine Phrygia around 350 BC. The
same Artabazus may have also commissioned the statues of Paris by Euphranor
and of Eros by Praxiteles at Parion as well as of Apollo Sauroktonos by Praxiteles
at Apollonia ad Rhyndacum.

With these monuments, Artabazus may have desired to emphasize the Trojan
heritage as a founding memory of his satrapy. In fact, Apollo Smintheus was the
protagonist of the first song of the Iliad. In this rhapsodia, Agamemnon is told
to have kidnapped the daughter of the priest of Apollo and, after the revenge of
the god against the Achaean army, the girl had to be returned to her father.

This statue of Apollo by Skopas is represented on coins of Alexandreia Troas.
The god was represented striding and holding his bow, in the act of taking
revenge which is narrated by Homer.

In the recent publication of the excavation of this sanctuary (Ozgiinel C. (ed).
Smintheion. In search of Apollo Smintheus. Istanbul, 2015) the find of a fragment
of the cult statue has been announced. The fragment pertains to the lower part
of the right leg of the statue, the marble is Parian of the highest possible quality
(Lychnites), the polishing is the same which characterizes the face of the statue of
Apollo from Rhamnus on the Palatine, which was also made by Skopas. Finally,
the quality of the fragment is truly outstanding, so far to justify its attribution to
the master, not only to his workshop.

The unavoidable conclusion is that probably a fragment of an important
masterpiece by Skopas has been retrieved. It goes without saying, that this find
will contribute a lot to our knowledge of the Parian master.

Keywords: Skopas, Apollo Smintheus, Chryse, Artabazus, satraps
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ITonexaeBa Kcenna Onerosna
Mockoscxuii zocyoapcmeernoiii yHusepcumem umeru M. B. Jlomonocosa,
Poccutickas @edepayus

Adpoaura «B cagax» MacTepa AJIKaMeHa: rPaHNIbI
IPOCTPAHCTBEHHOI'O Y 3CTETUYECKOTO BOCIIPUATHA

Adpoputa «B cagax» (€v KNTOLG) ABMAETCA OFHNUM 13 M3BECTHENIINX ITPON3-
BEJCHIII CKY/IbIITOPa AJKaMeHa, >KMBIIIETr0 BO BTOPOII IONOBMHE V B. [0 H. 3.
Crarys ¢urypupyet B paboTax TaKUX aHTMYHBIX aBTOPOB, Kak [Imuuanit (Plin.,
N. H. XXXVI, 16), Jlyknasu (Luc., Imagg., 4; Luc., Imagg., 6), IlaBcanuit (Paus.,
I, 19, 2). Bce onn ormeyvaror KpPacoTy M BEeMKOJIEINe IIPON3BeNeHN, OHa-
KO UX ITaCCXM COfiepKaT IPOTMBOpeuNBYI0 MHMopManyio. Tak, Hanpumep,
He BIIOJIHE SICHO, YTO IIOJIPA3yYMEBAIOT aBTOPDI, OIIPeMe/Aa MEeCTO PacIIONIOoXKe-
HIA CTAaTy! Kak «capbl». Kpome toro, Hu [Inuunit, au Jlykuan, au IlaBcanuit
He OMMCBIBAIOT MOAPOOHO N300 pakeHe, YTO He MMO3BOJISIET Ha/Je>KHO COOTHe-
CTV yTpadeHHBIVI OPUTMHAJI C eT0 BO3MOXKHBIMI O071ee TIO3IHNMMU PeIlIMKaMIA.

[locTaBneHHbIe BOIIPOCHI 1O CUX ITOP HE HALJIM OJHO3HAYHBIX OTBETOB B CO-
BPEMEHHOM AHTUKOBEIEHUN, B HayKe CYILIECTBYET HECKO/IbKO TOYEK 3PEHMA
Ha 0003HaueHHbIe MpoOIeMbl. B mpemonaraeMoM JIOK/Iajie OCHOBHOI aKIIeHT
OyneT cfenaH Ha VICCIETOBAHNY BYX TTOTOXEHUIA.

[Ipexxme Bcero, 6ymeT paccMOTpeHa B3aMMOCBS3b MEXJY IpOM3BefleHUEeM
U TPOCTPAHCTBOM, B KOTOPOM OHO HaXOAWIOCh. B cOOOIIEHUAX aHTUYHBIX
aBTOpOB GUTYpMpYyeT HEKMil XpaM, OHAKO TPYAHO MOHATH U3 MCTOYHUKOB,
CKOJIbKO CTaTyyl B HeM Haxopwiochb. Hanmpumep, cmoBa IlaBcanusa o cKyib-
IType, Mofo0OHOI repme, U 0 paboTe AJTKaMeHa MO>KHO TPAaKTOBATh IBOSIKO —
He BIIOJIHE SICHO, TOBOPUT JIM MYTENIECTBEHHUK 00 OTHOM M300pakeHUN WUIN
0 1ByX. OJHOBpEMEHHO NJCbMEHHbIE MICTOYHUKY YMAT4MBAKOT O TOM, SBJIA-
JIaCh U CTATyA AJIKAMEHA KYJIbTOBOM W/IU IIOCBATUTEIbHOI.

OpHako OCHOBHBIM MPOOIEMHBIM BOIIPOCOM, CBSI3aHHBIM C IIPOCTPAHCTBOM,
B KOTOPOM pacCIlONarajlach CTaTys, ABIAKTCA TaK Ha3blBaeMble «Cajbl». YTO
MIMEIOT B BUJIy aBTOPBI, TOBOPs O cTarye ADPOIUTHI €V KITOLG: KOHKPETHBIN
TOmOHUM (MecTO B AbMHaX), aruTeT OOTMHY, HEKIie MUCTUYECKIE CaJIbl — Me-
cto snudanny 6OTVHM WIM IPOCTO MPOCTPAHCTBO BHE CTEH, HEKYIO POILY,
CBAIECHHDIN YYaCTOK?
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Bropoit Bormpoc KacaeTcs TOro, KaK pacIioio>KeHne CTaTy (Te caMble «Cajbl»)
IIOB/IMAIO HA OLIEHKY ee BHEIIHero o0/MKa aHTMYHBIMM aBTOPaMU, a TaKXe
ydenpiMy Hoseitmero BpeMeHn. OTTa/IKMBAsACh MMEHHO OT 3TOTO 3MUTETA
(AdbpomuTa «B cajjax»), aHTMKOBEJIBI MBITAJIACh CBSI3aTh IIPOU3BEleHNe C KOH-
KPETHBIMJ PUMCKMMM KOMMAMMU. Tak, HEKOTOpble CBSA3BIBAIOT AQPOIUTY «B
cajjax» ¢ turnoM OnuMnuu-ATPUIIHBL, YTO HaM MPeNCTaBISIeTCs OmnboY-
HBIM. [JTaBHBIM apTyMEHTOM INPOTUB TAKOW aTpuOyLMM SBISETCA KOMIIO3U-
IS CTaTyY, OYEBI/THO OPMEHTVPOBAaHHAsA Ha 0630p COOKY, YTO IIPOTUBOPEUNT
IIpEJII0/IaraeMOMY €€ PacIlONIOXKEHNIO B OTKPbITOM IIPOCTPAHCTBE C KPYTOBbIM
0630poM. Takomy pacmonoxeHnio 6obIIe COOTBETCTBYeT TUII APPOAUTEL «y
KOJIOHHBI». [103a 60rMHYN HAXOANT NMapasUIeNnb B UCKYCCTBE IIOC/IEHEN YeTBep-
™ V B. 10 H. 9. — B penbede n3 JlyBpa ¢ n3obpaxeHreM poxxjeHNs1 IPUXTO-
HUSI, KOTOPBIV, BO3MOYXKHO, ABJISAETCS KOMMelt ¢ 6a3bl Ky/bToBOI Ipyminsl lede-
cra 1 Apunsnr u3 ledecreitona. Ee co3manme Takyke CBA3bIBAIOT ¢ AJIKAMEHOM.

Takum ob6pasom ompefeneHye MPOCTPAHCTBEHHBIX T'PAHUI] PACIIONOXKEHNS
CTaTyM O3BOJISIET CTABUTD BOIIPOC O €€ 00/IKe, MKOHOTpadmIecKoM Tute. JTo,
B CBOIO O4epefib, CIOCOOCTBYET MOHVMAHIIO 9CTETIYECKOI OLIEHKV CKY/IBIITY-
Pbl, KOTOpas JPEBHUMM pacCMaTpyBaIach KaK BaKHelllllee TBOPEHME HE TOJIb-
KO AJIKaM€Ha, HO VI aHTUYHOCTH B L1€JIOM. [JOCTaTOYHO BCIIOMHUTD M3BECTHBIN
naccax JIykuana, rjie aBTop BIuleTaeT 06pa3 AQpoauThl «B caZiax» B KOHTEKCT
ONMCaHMsI HAUIPEeKPacHeIel XeHIIVHBI, Yell 0OTUK «COCTaBIeH» U3 Hau-
6oree BbIPa3UTEBHBIX YePT, MPUCYIIUX CAMBbIM M3BECTHBIM IIPOU3BENECHNIM
IpeBHErPEYECKOro MCKYCCTBA.

Kntouesvle cnosa: ckynmbnrypa, Knaccuueckmne Adunbl, AnkameH, ApponuTa,
Adpopnta B cafax, Apponura CKIOHUBIIASACS, QaHTUIHOCTD

Kseniya Polezhaeva
Lomonosov Moscow State University, Russian Federation

Alkamenes’ Aphrodite in the Gardens: The Boundaries of Spatial
and Aesthetic Perception

Aphrodite “in the Gardens” (ev knmolq) is one of the most famous Alkamenes’
sculpture. The statue appears in the oeuvre of such ancient authors as Pliny (Plin.,
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N. N. XXXVI, 16), Lucian (Luc., Imagg., 4; Luc., Imagg., 6), Pausanias (Paus., I,
19, 2). All of them celebrate the beauty and splendor of the work. However, their
passages also contain conflicting information. For example, it is unclear what
the authors mean by determining the place on which the statue stood as “the
Gardens”. In addition, neither Pliny nor Lucian nor Pausanias describe in detail
the image, which complicates the attribution of the sculpture.

The questions raised so far have not found adequate answers in modern his-
tory of the art of antiquity. There are several points of view on the indicated
problems, which, on the one hand, makes work with the statue difficult, but, on
the other hand, it allows one to present one’s own theory.

In the proposed report, the main emphasis will be placed on the study of the
two provisions.

First, the relationship between the statue and the space in which it was located
will be considered. The fact is that in the reports of ancient authors a certain
temple appears, but it is not emphasized how many statues there were. For
example, Pausanias’ words about the sculpture, like a herm, and the Alkamenes’
s work can be interpreted in two ways. It is unclear whether the traveler speaks of
one image or two. At the same time, written sources say nothing about whether
the Alkamenes’ statue was cult or dedicated.

However, the main problematic issue regarding the space in which the statue
was located are the so-called “Gardens” What do the authors mean when talking
about the statue of Aphrodite ev knmolg: a specific place name (a place in Ath-
ens), an epithet of the goddess, some mystical gardens, the goddess’s residence
or just a space outside the walls, some grove, a sacred site?

Secondly, although in modern science there are theories in this regard, it is
also interesting to note how the location of the statue (“the Gardens”) influ-
enced the assessment of the external appearance of the statue in the opinions of
ancient authors (especially Lucian), and scientists of the Contemporary Times.

“The Gardens”, which gave the name to the statue, allowed the scholars to
link the descriptions of the work of Pliny, Lucian, Pausanias with concrete Ro-
man copies. So, some associate Aphrodite “in the Gardens” with the type of
Olympia-Agrippina, which, in our opinion, seems erroneous. The main argu-
ment against it is the composition of the statue, obviously oriented to the side
view, which contradicts the supposed location of the statue in an open space
with a circular view. Such an arrangement corresponds more closely to the
type of leaning Aphrodite. The pose of the goddess finds a parallel in the art of
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the last quarter of the 5™ century BC, for example, the relief from the Louvre
depicting the Birth of Erichthonius. It, perhaps, is a copy from the base of the
sculptural group of Hephaestus and Athena from Hephaestion which is also
associated with Alkamenes.

Thus, it can be stated that the definition of the boundaries of the location of
the statue, known from ancient sources, makes it possible to raise the question
of the attribution of the work, which in turn contributes to the solution of the
question of the aesthetic evaluation of sculpture considered by the ancient au-
thors as the most important creation not only of Alkamenes, but Ancient Greece
in general. Thus, Lucian describes the statue of Aphrodite “in the Gardens” as a
part of of the most beautiful female image combined from many works of art to
create one harmonious figure.

Keywords: sculpture, Classical Athens, Alkamenes, Aphrodite, Aphrodite in the
Gardens, Leaning Aphrodite, Antiquity

HanumoBa Hapexpa AHaTonbBeHa
Mockosckuti eocyoapcmeenuiii ynusepcumem umeru M. B. JlomoHocosa,
Poccutickas @edepauus

CUMBO/IMIKA ¥ HAPPATUB B CKYIbITYPHOM JIeKOpe XpaMa ATIO/I/I0HA
Cvundes B Tpoage

[paHuIpl BOCHPUATHUS, MOHMMAHNSA U MHTEPIPETALM MOHYMEHTAJIbHOTO
XpaMOBOT'O JIeKOpa aHTWYHOI 3TO0XM Bcerjja 0OyCIOBIEeHbI cHenpUKON ero
byHKIMOHMPOBaHMs. PasudHble OTTEHKN U TPaHU BOCIPUATUS CKYJIBIITYP-
HOJI IPOTPaMMBbI OTYET/IMBO MPOSBUINCH B IeKOPe SJUIMHUCTUYECKOTO Xpama
Anonnona CmuHes, obHapy>keHHOro B Tpoaze, 61m3 mepeBHU [forbrbiHAp
(ceBepo-3amagHas Typrus, nposuHiusa Yanakkane) B cepeguHe XIX B. ITOT
Ba)KHBIII MMaMSATHMK [I0 HEJABHETO BPEMEHU Majio OCBEIaJICs B HAYYHOIT /M-
Tepatype. Ilocmenune MoHorpadmyeckme nyb6mmKanny, IOCBAIEHHbIE XpaMy
u komruiekcy cearmwmmina (Ozgiinel C. Smintheion. Apollon Smintheus’un izinde.
Istanbul, 2013; Ozgiinel C. (ed). Smintheion. In search of Apollo Smintheus.
Istanbul, 2015), mo3BO/IAIOT TOYHee CyAUTh 00 M300pa3UTENBHON IIpOrpamMme
YHUKAJIBHOTO CKY/IBIITYPHOTO aHCaMOISL.
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Kynpr Anmonnmona Cmuudes («MprmmHOro») 6bU1 pacrpocTpaHeH B Tpo-
ame, Jdomuu, Ha TeHepmoce 1 Popoce, ofHAaKO Ba)KHENIINM I[EeHTPOM ITOYNTA-
HUs 60)KecTBa ObUIO MMEHHO paccMaTpuBaeMoe HaMU CBATMINILE. DTO MEeCTO
HaCBIIIEHO «TOMEPOBCKMMI» accOUMAAMU. ATIOIOH, HOCAIINI SIUK/Ie3y
«CMmuHel», mosaBIseTcs Ha nepBbix cTpanunax Vimmagsr (Hom.Il. 1.37-39),
Y CAMO MeCTO JeVICTBUA (MOMUTBA XKpelja ATIO/NIIOHA) TOKAaN3YeTCs B OKPeCT-
HOCTSX XPUCHI — TOPOJa, PacIoMI0KeHHOTO PANOM CO CBATHUINIIEM U KOHTPO-
JIMPOBABIIETO ero. DTO 0OCTOATENBCTBO HAILIIO OTPaKeHNUeE B CKYIbITYPHOM
IleKope XpaMa: B ero (puse MOSABIAIOTCS ClieHbl 13 «Vmmabl», 6YKBaJIbHO «UJI-
TIOCTPUPYIOIIVIE» TOMEPOBCKUIT TeKCT. [loo6Has mpeseHTalMsI TPOSHCKOTO
IIVIKJIa C TIPSIMON OTCBIIKOM K [oMepy He uMMeeT IpelefieHTOB B 6ojiee paHHUX
XPaMOBBIX CKY/IBIITYPax.

BMmecTe ¢ TeM MCKIIOUMTETHHOCTDh HAIIero MaMATHUKA He CBOAUTCS JINAIIb
K CIOKETHOJ COCTAaBJIAIOLIEi, OHA OOYC/IOB/IEHAa VI OPUTMHATBHOCTBIO CAMOTO
CMHTEe3a ApXUTEKTYPHBIX U ITACTUYECKUX GOPM, KOTOPBIE MIMEIOT IPOTOTHUIIBI,
HO He UMEIOT MPSIMbIX aHajoruit. [lToMnmo HempepsiBHOTO ppu3a B aHTaOsIe-
MEHTe, CKYTbIITYPHBIN IeKOp XpaMa BK/II0Yan penbedHble 6apabaHbl KOTOHH
(columnae caelatae) gByx TMnoB — opHameHTanbHBbIe M GUTypaTuBHBIE. VX
IIOSIBJIEHNE CBA3aHO C VIOHUVICKOM Tpafuiiyel], 3apOoAIBIIENICA ellje B apXauKe.
Columnae caelatae — penkoe siBeHMe B apXUTEKTYpe, HUKOT/IA He BCTpeYaro-
masics Ha rpeveckoM Martepuke. [laxxe B VloHnn nopo6Hble pelieHns UCIONb-
30BaJIMCh JIUIIb B UCKTIOYNTETbHBIX CTyYassx: Hanbosee M3BECTHBI IBa MOHUI-
CKUX iuniTepa — xpaMm Ano/wtona B [lupnmax n Apremucros B Ddece, MMeBIIIVe
KOJIOHHBI C IIJIACTUYeCKNM QUTYPATUBHBIM IeKOPOM. B oTm4ne oT mocieHnx,
penbednpr CMmHbetoHa ObITN pa3MeleHbl He B OCHOBAHUM KOJIOHH, HO TTOJT Ka-
nuTensiMu. BosHeceHHbIe BBepX, OHM OOPa3OBbIBAIN €fMHOE CEMaHTIYeCKOe
1 n306pasuTenbHOE To7e ¢ Ppu3oM. TeM He MeHee, 3TO eMHCTBO He OBIIO Off-
HOPOZHBIM. B MexaHM3Max cOo3TaHUs NaMATH, OTPAKEHNUA PUTYATbHBIX U Ca-
Kpa/JIbHBIX aCIIEKTOB MECTHOTO KY/IbTa ObIIM 3aJIe/ICTBOBAHbI pa3HbIe BU3Yallb-
Hble CpefCcTBa — HAappaTUBHBIE, aCCOLMATUBHBIC, YCIOBHO-CUMBOINYECKUE,
COOTHOIIIEHNE KOTOPBIX U OyIeT pacCMOTPEHO B OKJIAJIE.

Kntouesvie cnosa: Antonnon Cmuuett, Tpoaga, CKybI Ty pHBLI ieKop, columnae
caelatae, Vinmapna, [omep, apxnTeKTypHBIN penbed
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Symbolism and Narrative in the Sculptural Decoration of the Apollo
Smintheus Temple in Troas

The topic is related to the problems of the monumental temple decoration
and its functioning, the boundaries of its perception and understanding. We
turn to the sculptures of the Hellenistic temple of Apollo Smintheus, found in
Troas near the village of Giilpinar (north-western Turkey, Canakkale province)
in the mid-nineteenth century. Until recently, this important monument was
not extensively discussed in scientific literature. The latest monographic pub-
lications on the temple and sanctuary complex (Ozgiinel C. Smintheion. Apol-
lon Smintheus’un izinde. Istanbul, 2013; Ozgiinel C. (ed). Smintheion. In search
of Apollo Smintheus. Istanbul, 2015) allow a more accurate assessment of this
unique sculptural ensemble.

The cult of Apollo Smintheus (“Lord of mice”) was common in Troas, Aeolia,
Tenedos and Rhodes, but the most important center of the god’s worship was
the aforementioned sanctuary near Giilpinar. This place is full of “Homeric” as-
sociations. Apollo bearing the epithet “Smintheus” appears in the beginning of
the Iliad (Hom.IL. 1.37-39) and the very place of action (the prayer of Apollos
priest) is localized in the vicinity of Chrysa — a city that was situated next to
the sanctuary and used to control it. This situation is reflected in the sculptural
decoration of the temple: its frieze depicts scenes from the Iliad, literally “illus-
trating” the Homeric text. Such a representation of the Trojan cycle with direct
reference to Homer has no precedent in earlier temple sculptures.

The originality of our monument is not limited to its subject. It is also dem-
onstrated in the very synthesis of architectural and plastic forms that have pro-
totypes, but do not have direct analogies. In addition to the continuous frieze
in the entablature, the sculptural decoration of the temple included relief col-
umn drums (columnae caelatae) of two types — ornamental and figurative. This
Ionic tradition goes back to the archaic period. Columnae caelatae is a rare phe-
nomenon in Greek architecture, they never occur on the Greek Mainland. Even
in Ionia such decisions were used in exceptional cases: the most famous are
two Ionian dipteroi — the temple of Apollo in Didyma and the Artemision in
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Ephesus, which had columns with figurative reliefs. Unlike the latter, the reliefs
of the Smintheion were placed not at the bottom of the columns, but under the
capitals. They formed a single semantic and visual unit with the frieze. However,
this unity was not homogeneous. In the mechanisms of creating memory;,
reflecting the ritual and sacred aspects of the local cult, various visual languages
were involved — narrative, associative, symbolic. These nuances and facets of
perception will be the subject of analysis.

Keywords: Apollo Smintheus, Troas, sculptural relief, columnae caelatae, Ilias,
Homer, architectural sculpture

ITanTenees Anekceit [IMurpueBny
Canxm-Ilemep6ypeckuti eocydapcmeentuiii ynusepcumem, Poccutickas
Dedepayus

O6 «0OBIYHBIX» U «KY/IBTOBBIX» CTATYAX: TPAHNIIbI
XY 0>XKe€CTBEHHOTI'O ¥ PEIUTMO3HOTIO B A3bIYECTBE U MyJan3Me

B ammmHMCTIYECKM-pUMCKOE BpeMs Iepeq MyHesiMy OCTPO BCTala 3ajada
OTIpefie/ieH sl TPaHUI] IO3BOJICHHOTO MIPY KOHTAKTaX ¢ aHTMYHBIM MupoMm. Ofi-
HIUM U3 €TO0 aCIIeKTOB CTa/I BOIIPOC O TOM, KakK C/iefyeT cebs BeCTU 110 OTHOIIIe-
HUIO K CTaTYsM SA3BIYeCKIX 60XKeCTB, IIapeil 1 MMIIEPATOPOB, KOTOPbIe HAXOMM-
JIKCBh He TOJIbKO B XpaMax, HO U B 0OII[eCTBEHHBIX IPOCTPAHCTBAX (Ha yIuIax,
PBIHKAX, 3TaHNUAX cyfa 1 1p.). C mogoOHBIMU M3BASTHUAMU CTATKMBATICH XKIB-
mue u B uacnope, u B [Tanectune. [Ipegnucanus, cogepxamyecs B [IaTukam-
KUY, Ha IPaKTUKe ObIIM HEBBIIIOIHMMBI: eCi BTopyro 3amoBefp, 3anperas-
mryio nypesam cosganue uponos (Ex. 20, 4; Deut. 5, 8), BrionmHe MOXXHO OBLUIO
COOIOCTM, TO PYTHeE YKa3aHMs — «He MTOK/IOHACA 6oraM uxX, U He CITYXXU UM,
Y He TIOApakail leylaM UX, HO COKPYIIM UX U pa3pyiub cTonobr ux» (Ex. 23, 24)
1 «’KepTBeHHUKY UX pa3pyuIbTe, CTONOBI NX COKPYIINTE, BBIPYOUTE [CBAIIEH-
Hble] pory ux» (Ex. 34, 13) — 6butu sBHO HenucriomHUMBIL. O TIepBbIX MpobeMax
U3-32 CaKpaJTbHBIX U300pakeHNt HaM cooOIarT OuIoH AJeKCaHIPUIICKUIT
u Mocud ®maBuii, mosxe JUCKYCCUsI O HUX CTaHET OCHOBHO TEMOI TpeTbheit
IJIaBBI TpaKTaTa «ABOfia 3apa», CoflepKallerocsi B BABMJIOHCKOM Tanmyje.
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B Hamem poxmaze OygyT paccMOTpPeHBI TPU BOIpOcCa, OOCYXmaromjuecs
B «ABOJla 3apa»: oIpefie/ieHlie Ky/IbTOBOI CTaTyy; OIpefie/ieHne MecTa, CIy-
YKaIlero IMOKJIOHEHMIo 60Ty, 11 «Iecakpannsanysi» KyJIbTOBOI CTAaTyu; Iepece-
YyeHJe TPaHMIbI, [€MA0UIel «He3aKOHHOE» [JO3BOJIEHHBIM. 3aKOHOYYUTE/IA-
mu [I-1V BB. 6611 chopmMynmMpoBaH crimcok GopManbHBIX aTPUOYTOB, KOTOPHIN
II03BOJIAATI OT/IYNTD CAKparTbHOE U3BasHNE OT IEKOPATUBHOTO (Ha/mn4dme B pyke
CKUTIETPA, ITUIIBL, IIapa, 3MEN 1 T. I1.), HO KpOMe TOT0, O0/IbIIIoe 3HaYEeHIE NMe-
JIO ¥ OTHOLIEHVE CAMMX A3BIYHMKOB K 9TUM CcTaTyAM. [IpMHIunmanbayio ponb
3[1eCb UTPAIOT C/I0Ba [aManuuia o JO3BO/IEHHOCTY UCIIONb30BAHMSA TEPM, YKpa-
meHHbIX cTatyeit Appomutsl. Kpome Toro, f. @ropcrenbepr mpsmo ykasbiBaeT
Ha MapajuleNy MeXAY NeCTPYKTUBHBIMU IeVICTBUAMY, IIPOU3BOMMBIMY PUM-
ASTHAMU Tpy puTyanax damnatio memoriae, MPOKIATUY TTAMATHU «TYPHOTO»
MMIIepATOPa, ¥ MPUHIUIIAX, KOTOPBIMM PYKOBOJICTBYIOTCSI PaBBUHBI IIPU YCTa-
HOBJIEHVY JJO3BOJIEHHOT'O ¥ HEJJO3BOJIEHHOTO.

OTU CIOKETHI UMEIOT OOIbIIIOe 3HAYEHME M1l UICTOPUI He TOIBKO MyJau3Ma,
Ho 1 xpuctuancTsa: Bo II-1II BB. Tatuan n TepTymmman o6pataTcs K paccMmo-
TPEHUIO A3bIYECKUX «JJI0JIOB», 1 HEKOTOPble COBPEMEHHbIE YUeHbIe I10/1araloT,
YTO B 3TUX BOIIPOCAX OHYU MOI/IM OPUEHTUPOBATHCS HA UY/EMICKNIA OIIBIT.

Knrouesvie cnosa: antuanoe VICKYCCTBO, aHTUYHAA pe/INUrysd, KyJabT UMIIEPATO-
pa, nypamnsMm, CTaTtymn

Aleksey Panteleev
Saint Petersburg State University, Russian Federation

On “Decorative” and “Religious” Statues: Boundaries between
Artistic and Religious Components in Graeco-Roman Paganism
and Judaism

In the Hellenistic-Roman period the Jews faced the urgent problem of deter-
mining the permissible and impermissible in contact with the ancient world.
One of its aspects was the question of statues of pagan deities and kings and
emperors. They were not only in temples, but also in public spaces — streets,
markets, courthouses, etc. The Jews were faced with these sculptures both in the
Diaspora and in Palestine. The prescriptions contained in the Pentateuch were,
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in practice, impracticable. The Second Commandment forbids the Jews to create
idols (Ex 20, 4, Deut. 5, 8), and it was perfectly possible to observe, but other
instructions were obviously impossible (Ex 23, 24; Ex 34, 13). Philo of Alexan-
dria and Josephus Flavius informed us about the first problems because of the
sacred images, and later the discussion about them will become the main theme
of the third chapter of the treatise “Avodap Zarah”, which is part of the Babylo-
nian Talmud.

In our report we will consider three issues discussed in “Avodah Zarah”: the
definition of a cult statue; the definition of a place that served the worship of
gods; and the “desacralization” of the cult statues. Rabbis of the 2™-4" centu-
ries CE created a list of formal attributes that made it possible to distinguish a
sacred sculpture from a decorative statue (the presence of a scepter, a bird, a ball,
a snake, etc.), but in addition, the attitude of the Gentiles themselves to these
statues played an imprtant role. The fundamental role here is played by Gama-
liel's words about the permissibility of using the term, decorated with the statue
of Aphrodite. In addition, Y. Furstenberg directly points to the parallels between
the destructive actions produced by the Romans in the rituals of damnatio me-
moriae, the curse of the memory of the “bad” emperor, and the principles by
which the rabbis are guided in establishing the permissible and unauthorized.

This theme is of great importance for the history of not only Judaism, but
also Christianity: in the 1*'-3™ centuries CE Tatian and Tertullian turned to the
consideration of pagan “idols”, and some modern scholars believe that in these
matters they could have used the Jewish experience.

Keywords: ancient art, ancient religion, cult of the emperor, Judaism, statues

Acramosa Hatanpsa CepreeBHa
Tocydapcmeennviii my3seii usobpasumenvruix uckyccme umeru A. C. Ilywkuna,
Poccutickas @edepauust

AHartonuiickasa Kepamnka u3 packonok IIantukamnes:
HOBbBIE HAXOJKM U aTpUOyIINI

B pesynbrare uccienoBanmii KepaMu4eCKX MaTepUaloB U3 packomok Ilan-
TuKarmes (coBpeMeHHBbIN I. Kepub) ObUI BbIfie/leH HOBBI JI/Isl IAHHOTO PerroHa
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TUI COCYZAOB, M0 GopMe, OPHAMEHTAIIUN U XapaKTepy 06paboTKM OBEpXHO-
CTV CXOZHBIX C ITOCYAOM KyAbTyp LleHTpanbHO- AHATOMNIICKOTO II/IATO.

Krnaccudumkanus aHaTOMMIICKON KepaMUKM TPAAULIMIOHHO OCHOBBIBAETCS
Ha 0COOEHHOCTAX TEXHOIOTUM M3TOTOBIEHUS ¥ POPM COCYZIOB, a TAK>Ke OpHa-
MeHTanuu. OTANYNTEIbHBIM IPU3HAKOM pacCMaTpUBaeMOI TPYIIILI SIBISAETCS
CIUIOIIIHOE JIOIeHVIe TOBEPXHOCTIA.

[To xapakTepy gexopa GpparMeHTH MOXKHO pa3ielnTh Ha TPY OCHOBHBIE IO -
TPYIIIBL: C ABYXIIBETHOI POCHMCHIO TEMHON U KPAcHOV KpacKaMU, IBYXLIBET-
HOII POCIINCHIO TIOBEPX IIOTHOI KpeMOBO-0e/loit 06Ma3Ku, a Tak>ke C pOCIu-
CbIO KPaCHOM KPacCKOIl.

[lepBble aTpuOyTUpPOBaHHBIE HAXOIKM, B TOM YMC/Ie KPYIHBIE (PparMeHTHI
PaCIVICHBIX IMHOCOB ¥ KaH(PAPOBUITHOTO KpaTepa C ABYXIBETHBIMY II0OTI0CAMNI
y>Ke myOnmnKkoBamch panee. OgHAKO, [0 Mepe HAaKOIUIEHMSI MaTepUasoB, I0-
ABU/IACh BO3MOXKHOCTb PEKOHCTPYMPOBATh (HOPMY HEKOTOPHIX HOBBIX TUIIOB
COCYJIOB, @ TaK)Xe BHECTU KOPPEKTHMPOBKI B CXEMBI JIeKOpa YK€ MMEIOIIVIXCS
o6momkoB. Tak, Hanpumep, y1a0Cch YaCTUIHO BOCCTAHOBUTD KYBIIVH Ha KOJTb-
IIeBOM IIOJIOHE, a TAK)Xe BEPXHIOI0 YacTh COCY/a 3aKPBITOTO TUIIA C IINPOKOA
TOPM30HTA/IbHOM CTYIIEHBKOII Ha Ilepexofie OT ropsa K Tynoy. Oba cocypna fe-
KOPVPOBaHBI IPOCTHIM FeOMETPUIECKIIM OPHAMEHTOM B BI/je TlepeCeKaroX-
Cs1 TIOJIOCOK KPACHO KPACKIL.

OTenbHOTO BHUMAHMA 3aCTyKMBaeT KaH(PAPOBUAHBIN KpaTep C ABYXIIBET-
HOJI pOCIIMCBIO TTOBEPX IUVIOTHOM 6emoif 06Ma3Ky B BUfIe BETKM JIaBpa IO BEH-
YYKY U IIOJIOCOK Ha TY/IOBE: TPeX TOPU3OHTANbHBIX U YepeyIOLNXCS BepTH-
Ka/IbHBIX 110 HUMMU. B mpepmecTByonie rogbl packoIloK, HauMHaA ¢ 1953 r,,
O6bUIM OOHapy>keHbI NIIb OOMOMKM CTeHOK. Haxomka ¢parmeHTa BepxHei
YacTy JaHHOTO cocyzaa B 2017 I. mo3Bommia NpuOIM3UTHCS K IIOHMMAHUIO €To
IIepBOHAYJIBHON (POPMBL.

B 1ieiom, 6610 ycTaHOBIEHO, YTO PpparMeHTH! 13 [laHTMKamesa cTUIMCTIYe-
CKU ONMM3KM KepaMMKe MO3THEro GPUTMiiCKOTo CTWIS QPPUTUIICKOrO Iepuosa
(600-500 rT. O H. 9.), HaligeHHON B Asnumiape, [Taszapnbl, boraskée u gpyrux
MecTax lleHTpanpHOV AHATOMNN.

Hapsapgy ¢ Mmatepuamamu 13 pacKoIOK, IIPOJODKAETCS M3Y4IeHMe KOJUIeKIN
ITanTtukanes, xpanamernca 8 TMVM um. A. C. Ilymkuna. Ilo Mepe HakomeHna
HaMU IPaKTUYECKMX HaBBIKOB OIpee/IeHNsI aHATOMUIICKOV KePaMUKH, C KaXK-
IIbIM TOZIOM BO3PacTaeT KOMMYECTBO aTpUOYTHPOBAHHBIX PParMeHTOB.
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Knwuesvie cnosa: Apxeonorus CesepHoro [IpuuepHoMopbs, bocniop, IlanTn-
Karen, AHaTONMIICKasA KepaMuKa

Natalia Astashova
The Pushkin State Museum of Fine Arts, Russian Federation

Anatolian Pottery from the Excavations of Panticapaeum: New Fnds
and Attributions

As a result of research on ceramic materials from the excavations of
Panticapaeum (modern Kerch), we recognized a new type of pottery, similar to
the Central Anatolian Iron Age traditions.

The classification of Anatolian ceramics is traditionally based on the features of
the manufacturing and the forms of vessels, as well as ornamentation. According
to the decoration scheme, the fragments can be divided into three main groups:
with bichrome painting, with bichrome painting on a cream-white coating, and
also with red-painted ornaments.

The first attributed finds, including large fragments of painted dinoi and a
kantharos krater with bichrome lines have already been published. However,
with the accumulation of materials, it became possible to reconstruct the shape
of some new types of vessels, as well as to make adjustments to the decor of
the already existing sherds. For example, it was possible to restore the ring-
based pitcher, and the upper part of the vessel with a wide horizontal step at the
shoulder. Both are decorated with a red-painted geometric ornament.

Special attention should be paid to the so-called “kantharos krater”, generally
two-handled, with a bichrome painting over thick white coating: a branch of
laurel on the rim and alternating stripes on the body, three horizontal and
several vertical underneath. In the previous years of excavation, since 1953, only
fragments of the walls were discovered. The discovery of the fragment of the
upper part of this vessel in 2017 made it possible to approach the understanding
of its original form.

In general, it was established that fragments from Panticapaeum are stylistically
similar to the ceramics of the late Phrygian style of the Phrygian period
(600-500 BC) found in Alisar, Pazarli, Bogazkdy and other sites of Central
Anatolia plateau.
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Along with the new materials from the excavations, the collection of
Panticapaeum of the State Pushkin Museum of Fine Arts is still under research.

Keywords: archeology of the Black Sea Region, Bospor, Panticapaeum, Anatolian
pottery

Konocos Bragumup IlaBnoBny
Tocydapcmeennviii Spmuman, Poccuiickas Pedepavus

Tpaguuyum v HOBauuu B fpeBHerpevecKon apxutekrype. Onbit
IPUMEHEHUA CTATUCTUYECKUX METOLOB

PaboTa mocBsIeHa aHanu3y CTAaHOB/IEHUS Y Pa3BUTHUs OPZIEPHBIX COOPYXKe-
HUI aHTUYHOTO Mupa. be3ycoBHO, Ha JaHHYIO TeMY HaIlMICAHO OOIbILIOE KO-
4eCTBO HayYHBIX TPYAOB. TeM He MeHee, Taxke B pyHIaMeHTanbHbIX paboTax op-
JlepHbIE COOPY>KEHM A YaCTO OLEHMBATCA KaK MHAVBNYa/IbHbIE TAMATHUKY,
00'befileHHbIe B TPYIIIIBI IO XPOHOJIOTYECKOMY WJIM PETVIOHATbHOMY IIPU3HAKY,
IO TUITY OopAepa Wi QYHKIUAM 3faHus. [[pyrue ncciefoBanms IOCBSAIICHBI
pasBUTHIO GOPMBI OTHETBHBIX APXUTEKTYPHBIX JieTasIell, HallpuMep KanuTesen
vy npoduieii. Mex iy TeM, CTONb pa3HOOOpa3HbI, MHOTOYMCICHHBIN 1 IO -
pOOHO OIMCaHHBIN MaTepuan HaeT MNPOKNE BO3MOXKHOCTHU I KOMIITEKC-
HOTO McCIefoBaHusA Ha 60mbuioM o6beMe JaHHBIX. [locTeneHHbIe M3MEeHeHUs
B IIPOIIOPINUAX OPAEPHOTO CTPOA U JeKOPATUBHOTO OPOPMIIEHUS MOTYT JIaTh
IpefCTaB/IEHNA O IIPOLIECCE OCMBICTIEHNA JPEBHUMM apXUTEKTOPAMU BO3MOX-
HOCTEN OPJEPHON apXUTEKTYPhI, B3aMMHbBIX BIVAHUI TPAAVILIVII M HOBALV
U X OTPa)XEHU B apXUTEKTYPHOM Marepuaje, He B3Mpas Ha PerMOHaJIbHBIE,
XPOHOJIOTMYECKYIE VIV TUIIO/IOTYECKYE TPAHNIIBL.

CoBpeMeHHble VH(POPMAILVIOHHbIE TEXHOJIOIMM IO3BOJISAIOT OOBENNHNUTD
B eIHON 6a3e 60JbIIoe KOMM4IeCTBO OOBEKTOB M3Y4EeHNUA VM POU3BECTY aHa-
JIU3 C Y4€TOM 3HAYUTEIbHOTO KOINYECTBA ITapaMeTpoB. B uccnepoBanmm pac-
cMoTpeHo 6oree 400 maMATHUKOB 13 Bcero Cpen3eMHOMOPbSI, OTHOCSIIUXCS
K nepuony ot VI go II BB. 10 H. 3. bbuin npoaHanusupoBaHbl KAK OTHOCUTEIbHO
XOPOIIO COXPaHMUBIINECS COOPYKEHUA, TaK U PparMeHThl MMOCTPOEK VI OT-
Te/IbHbIe apXUTEKTYPHBIe leTann. B kauecTBe IpM3HAKOB 3a/I€/iICTBOBAHO Oortee
70 pasIMYHBIX XapaKTEPUCTUK: IPOMOPLUNN OPIAEPHOTO CTPOsi, 0COOEHHOCTU
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odopMIIeHNUsT OTAENbHBIX apXUTEKTYPHBIX JieTanell U creruduka gekopa co-
OpY>KeHUI B LieIoM 1 Jip. B 0CHOBY mccmeoBaHms OBUIM TTOJIOXKEHBI METOJIbI
MHOTOMEPHOV CTaTUCTUKI: METOJ, aHA/IN3a I/ITABHBIX KOMIIOHEHT, K/IACTE€PHBII
aHaJIN3, METOJ, MHOTOMEPHOTO IIKA/IVPOBAHNA.

B pesynbrare mnccnegoBanus 6bl1a MOMy4YeHa 00I[as KapTHA PasBUTHS ap-
XUTEKTYPHBIX GOPM, 0003HAUEHBI OCHOBHBIE HAIIPABJICHNS B I3MEHEHUN Xa-
PAaKTEpPUCTUK, ONpeeNeHbl NEPUOAbl YCKOPEHMIT U 3aMeJIEeHNII B IIpolLiecce
9TUX M3MEHEHMIT Y BBISAB/IEHBI IPU3HAKM, Harbosiee TOYHO OTpaKalolye pe-
TMOHAJIbHBbIE Y XPOHOJIOTMYEeCKUe pa3nuunsi 00beKToB. [lomydyeHHbIe faHHbIE
IIO3BOJIVIJIVL OIIPENE/INTh CTENEHb B3aVIMOCBA3YM MEXAY PasHbIMM KaT€TOpWA-
MU IIPU3HAKOB ¥ BHEIIHMMM (dakTopamu. B yacTHOCTH, aHanmm3 mokasaj, 4To
OTHOCUTE/IbHBIE M3MEHEHUS [EKOPATUBHBIX 3/IEMEHTOB IIPOVCXONAT MEHee
IVIHAMUYHO, Y€M M3MEHEHVs NIPONOPLUI OPAEPHOTO CTPOs, TO €CTh IPOIOP-
IIVIOHaJIbHBIE pa3mnuns 6ojiee TECHO CBSI3aHBI C XPOHOJIOTHEN, B TO BpeMsI Kak
IIEKOP — C PETMOHOM.

Takum 06pa3omM, MO)KHO OTMETUTD, YTO AHTUIHBIE APXUTEKTOPHI, 3aMIMCTBYA
HOBaI[My B 00/IaCTM IPONOPIIVIOHA/IBHBIX PelIeHNIT, YaCTO OCTaBaINCh KOHCEP-
BaTVBHBIMJ B IEKOPAaTMBHOM OQOPMJIEHUN COOPY>KEHUI, OT/AaBas IO/DKHOE
pernoHabHBIM TpaguuuAM. lllupokne pernonanbHble paMKU NPUBIEYEHHOTO
K aHa/IM3y MaTepuaja IO3BOIVIN IPOCIEAUTD B3aMMOCBA3b MEXY PasBUTHEM
apXUTEKTYPbI IPEeYeCKOil METPOIIONNY U Tepudepun aHTUIHOTO Mupa. B BbI6O-
pe MpONOpLMII XOPOLIO IPOCIEKNBAETCA OPUEHTALNA IPOBMHIVAIBHBIX Ma-
CTEPOB Ha aTTU4ecKyue 06pasubl. TaKyro IpeeMCTBEHHOCTD YAaI0Ch OIIPEe/TNTh,
B TOM YMCJIE, Y /I HEKOTOPbIX NaMATHNKOB CeBepHoro IIpunyeproMopps.

Kntouesvie cnosa: oppiepHast apXUTEKTypa, MHOTOMEPHast CTAaTUCTHKA
Vladimir Kolosov
The State Hermitage Museum, Russian Federation

Traditions and Innovations in Ancient Greek Architecture.
The Experience of Statistical Methods Application

The work is devoted to the analysis of the formation and development of order
architectural constructions of the ancient world. The highly diverse, numerous
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and detailed material provides ample opportunities for investigating local and
chronological differences on a huge volume of data. Gradual changes in the
proportions of orders or decorative design may provide insights into the process
of thinking through the possibilities of order architecture of ancient architects,
the mutual influences of traditions and innovations and their reflection in
architectural material.

The study reviewed around 400 monuments from the entire Mediterranean
dating back from the 6™ to the 2™ centuries BC. The analysis involved relatively
well-preserved structures, as well as fragments of buildings or individual
architectural details. More than 70 different characteristics were used as attributes:
the proportions of the orders, the specifics of the design of architectural details
and the specifics of the decor. The methodological framework was based on
the multivariate statistical techniques: principal components analysis, cluster
analysis, multidimensional scaling analysis.

The research has determined a general picture of the development of
architectural forms, the main directions in the change in characteristics, the
periods of acceleration and deceleration in the process of these changes and the
signs most accurately reflecting regional and chronological differences of the
objects. In addition, the obtained data allowed us to determine the degree of
correlation between different categories of characteristics and external factors.
In particular, the analysis proved that the relative changes in the decorative
elements are less dynamic than the changes in the proportions of orders, so that
the differences in proportions are more closely associated with the chronology,
while the decor is connected to the region. Furthermore, the broad scope of the
material has made it possible to trace the relationship between the development
of the architecture of the Greek metropolis and the periphery of the ancient
world. For example, the orientation of provincial masters to samples from
Attica is extremely apparent. Such continuity was also determined for certain
monuments of the Northern Black Sea region.

Keywords: order architecture, multivariate statistics
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®okeeBa Exarepuna Banepuesna
Hncmumym apxeonoeuu Poccutickoti akademuu Hayk, Poccuiickas Qedepavust

MpamopHblie repmbl ¢ bocropa: mpo6iema arpudynyum

Cpenyu maMATHUKOB CKYNIBIITYPHI, HaliJ[eHHBIX Ha bocmope, ocobyio rpynmy
COCTAaBJISAIOT MOHYMeHTa/lbHble TepMbl. OHM OTHOCUTETBHO HEMHOTOYMC/IEeH-
HBI; COCTOSIHVE COXPAHHOCTY ¥ OTCYTCTBME II€PBOHAYATIBHOTO apXeoormde-
CKOTO KOHTEKCTa B psfie CIy4YaeB 3aTPYAHSAIOT aTPUOYIIUIO 3TUX CKYIBITYP
VI TPAaKTOBKY X OTHAE/IbHBIX 0COOeHHOCTel. Kakplil 13 9TMX MaMATHMKOB
cBoeobpaseH u TpebyeT oTHenbHOro uccnenoBanus. Cka3zaHHOe OCOOEHHO
CIIpaBeINBO JI/I TPeX MPaMOPHBIX I'epM, B pa3HOe BpeMs HalijleHHbIX Ha Ta-
manu u B Kepun n ceityac xpansamuxcsa B Kepuenckom manmpapun (Boctou-
HO-KpBIMCKUII MCTOPUKO-KYIBTYPHBINI My3eli-3anoBefHnk). OHM He Obln
TIOJBEPTHYTHI IPUCTATBHOMY aHAN3Y, XOTs BK/IIOUYEHBI MPAKTUYECKN BO BCe
cTaTrby, MOHOTpadmy WM anbOOMBI, CBSA3aHHbIE C MCTOPUEN U MICKYCCTBOM
bocniopa. Peub mpeT 0o cnepyrommux maMATHUKAX: TepMa C IIOCBALLeHMEM [le-
mapxa (KJI-794, KBH 1111), repma Iepakma (KJI-147) u Tak Ha3pIBaemas rep-
ma [JemeTpsl (KJI-799), naTpoBKa KOTOPBIX B pa3HbIX U3/IaHNAX CYIIeCTBEHHO
Ko/e0OmeTcs.

Tepma-610cT [epakia 06pI9HO ompenenseTcsa Kak maMaTHUK [V B. 1o H. 3., ofi-
HaKO HUKAKUX CEPbe3HBbIX apI'YMEHTOB B IIOIb3y TaKO¥ JaTMpoBKM HeT. OHa
COXpaHMJIACh He MTOJTHOCTBIO: YTPadeHa rooBa U HIDKHASA 9acTh cTonnba. lepmbl
[epaxa B TbBMHOM IKYpPe B 3IIOXY KIACCUKY ¥ PaHHETO /UIMHNM3Ma He BCTpe-
Yal0TCs, ¥ 9TO, HAPAAY C 0COOEHHOCTAMM 06pabOTKM MpaMopa, JaeT OCHOBA-
HUSA JUIS TOpaso 6oriee Mo3qHel JaTUPOBKU KePYEHCKOTO MMaMATHUKA — PUM-
CKUM BpeMeHEM.

[Tpo6rema aTpuOynyy ByCTOpOHHEV aCMMMETPUYHO TePMBI C ITOCBSAIICHM -
eM JleMapxa COCTOUT He B JATMPOBKE, A B OIIpefe/IeHNN TUIIA TePMBI I IIepBOHa-
YaJIbHBIX M300paXKeHNIt, JOIIEIINX C CEPbe3HBIMU yTpaTaMi. lepma ¢ ocBsi-
meHueM JlemMapxa BbIIeAETCSA aCMMMETPUIHOCTDIO: Ha JTNIeBOI (C HaiMIChIO)
CTOpOHe M3o0pakeHa MONY(UTypa MYXYMHBI, OfETOT0O B KOPOTKUI XUTOH
U TUMaTuil, Ha 060pPOTHOI cTOpoHe — repma-6iocT. Ha mamsaTHMKe nMeeTcs
IIOCBATUTENbHAS HA/IUCh, JaTUPOBaHHAs cepenyHoit IV B. 1o H. 3. IO yrioMu-
HaHUIO UMeHu 6ocmopckoro mapst JleBkona I. bimkariieit anamoruei repmsl
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[lemapxa mpencTaBsaeTcs [BYCTOPOHHASA repMa, OyonuKoBanHas J. Xappu-
coH (Harrison E. Athenian Agora. Vol. 11 Archaic and Archaistic Sculpture.
Princeton, NJ, American School of Classical Studies at Athens, 1965. p. 160,
Ne 205, pl. 53). 3. XappncoH OCTOPOKHO AaTupoBana repmy I B. o H. 9. —
I B.H. 9., HO yKa3aja Ha ee CXOZICTBO ¢ repMaMu-nonydurypamu u3 xpama He-
me3uppl B Pamuyce (mocnemnsas yetBepThb IV B. 10 H. 9.). Takum o6pasom, rep-
Ma JlemMapxa, cienanHas U3 MPMBO3HOTO MpaMopa, HO HalijleHHas B CeBepHOM
[TpuyepHOMOpPBE, CTAHOBUTCS €1lle OHVM MaMsATHIKOM 9TOTO Psifia ¥ TO3BOJIS-
eT TIOCTaBUThb BOIIPOC O 60Jiee paHHell TaTUPOBKe repMbl, onucaHHo 3. Xap-
PVICOH.

Erie oy HenmpocToit B IyTaHe aTprOyLMM TAaMATHNK — TaK Ha3bIBaeMas rep-
ma [lemetpnr (KJI-799), Toxxe 0OHapy>keHHast CTy4aiHO ¥ BHE IT€PBOHAYaIbHO-
ro KOHTeKcTa. [epma [leMeTpbI IeMOHCTPUPYET YePThI APXaUCTUIECKOTO, CTPO-
TOTO M ITO3[JHEKIACCUYECKOT0 CTUIA (CXOICTBO MPOCIEKUBAETCS, HAIIPUMED,
C KapuaTuzioN, HalijleHHoil B XepcoHece u fartupyemoi IV B. o H.39). DKiek-
TUYHBIN XapaKTep TaK Ha3bIBaeMONl repMbl [leMeTphl MO3BOJISET MPENIIONO-
YKUTb, YTO OHa OblTa co3faHa Bo II—I B. 10 H. 3. 11, BEpOATHO, BOCIIPOU3BOIVIIA
HEeKOe MI3BECTHOE CTaTyapHOe n300pakeHne B BIJie TePMBIL.

[To Bceil BUAMMOCTH, PacCMOTPEHHbIe MpPaMOpHBbIe TepPMbl MPeCTaBISIIN
co60J1 YacThb apXMTEKTYPHOTO M CKYIBITYPHOTO fAeKopa. ATpmOynusa sTux
HaMATHUKOB HPENCTaBIsgeT MHTEPeC JUIsI PEKOHCTPYKLUMM XY 0>KeCTBEHHBIX
ocobeHHOCTel MCKyccTBa bocmopa, a Takke MpOABIeHNIT OOIIVX TeHIEHIINIA,
XapaKTePHBIX JI/IS1 aHTMYHOTO MICKYCCTBA B PA3/INIHbIE SIOXIL.

Kniwouesvie cnoéa: anT4HaA CKYIbITYPa, TepMbl, bocriopckoe 11apcTBo

Ekaterina Fokeeva
Institute of Archaeology of Russian Academy of Sciences, Russian Federation

Marble Herms from Bosporus: Problem of Attribution

Among the monuments of sculpture found on the Bosporus the monumental
herms form a special group. They are not numerous; state of preservation and
absence of archaeological context in some cases makes attribution of these
sculptures difficult. This is especially true for the three marble germs which were
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found in Taman semi-island and in Kerch and are now in the collection of Eastern
Crimean Historical and Cultural Museum-Reserve. They are included in almost
all articles, monographs or albums related to the history and art of the Bosporus,
but opinions on their attribution are very different. In this paper three statues are
discussed: herm with the dedication of Demarhos (KJI-794, CBI 1111), herm of
Hercules (KJI-147) and the so-called herm of Demeter (KJI-799).

Herm of Hercules (KJI-147) is usually described as a monument of the
4™ century BC, but no arguments for this are found. The herm is seriously
damaged (the head and the lower part of the shaft were lost). The statue is in
appearance similar to a bust. Head, shoulders and back of the hero were covered
with a lion skin. Herms of Hercules in the lion skin in Classical and Early
Hellenistic time are not known, and along with the smooth polishing, dry relief
of statue these traits suggest a much later date — probably Roman time.

On the contrary, the problem of attribution of a double-sided herm with
the dedication of Demarhos lays not in date, but in determining the type and
original appearance of the seriously damaged sculpture. The herm with the
dedication of Demarhos is asymmetric: on the obverse (with the inscription)
side is depicted a half-figure of a man dressed in a short chiton and gymation,
on the reverse side — traditional herm. The herm has a dedicatory inscription
dated to the middle of the 4™ century BC (it mentions the name of Bosporan
king Levkon I). The closest analogy of Demarhos herm is a double-sided herm
published by E. Harrison (Athenian Agora. Vol. 11 Archaic and Archaistic
Sculpture. Princeton, NJ, American School of Classical Studies at Athens, 1965.
P.160, No. 205, pl. 53). E. Harrison suggested for it a date of 1** century BC — 1%
century AD, but pointed on its resemblance to herms from the Nemesis Temple
in Ramnunte (last quarter of the 4™ century BC). Thus, the herm of Demarhos,
made of marble, but found in the Northern Black Sea Coast, becomes another
statue of this series and makes it possible to discuss the earlier date for the
sculpture described by E. Harrison.

Another herm with difficult attribution — so-called herm of Demeter
(KJI-799). It also was discovered accidentally and without archaeological
context. Regarding its dating and stylistic features there are different opinions.
The herm of Demeter has very peculiar combination of archaistic features and
those of severe and late classical style. Similar facial features, for example, in the
caryatids found in Chersonesos and dated to the 4™ century BC. Eclectic traits
of the so-called herm of Demeter allow us to assume that it was created in the
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2nd_1%t centuries BC. Probably it is one of the reproductions of some famous
statue in the form of herm.

Apparently, the considered marble herms in Antiquity were parts of the
architectural and sculptural decoration. Attribution of these monuments is of
interest for the reconstruction of the artistic features of the art of the Bosporus,
manifestations of general tendencies, characteristic of ancient art in different
epochs.

Keywords: ancient sculpture, herms, Bosporan Kingdom

AKiwxknna Hagexxma KoHcTaHTMHOBHA
Tocydapcmeennviii dpmuman, Poccutickas Dedepayus

PongcTBeHHVKY B IpOBUHIMN. Tpagnius, 3aMMCTBOBAaHNSA 1 MOJIa:
cBoeoOpasue 1 MTaMIbl B 00CIOPCKOI TUTICOIIACTUKE MEePBBIX
BEKOB H. 9.

Majtoasuiickas 1 rpeKo-pumMcKas IacTudecKas Tpagunusa — XyJL0KeCTBEH-
Hasi 0CHOBA JleKOpa 60CIIOPCKUX JlepPeBsIHHBIX CapKO(daros ¥ MeJIKOV TUIICOBOA
racTuky. CBA3b 6OCIOPCKOro TUIICOBOrO penbeda ¢ obpasmaMiu, poXKaeH-
HBIMI B METPOIIOINY, OTPAXKaeT CYLIeCTBOBABIIYIO B aHTUYHOM MUpeE IIPeeM-
CTBEHHOCTb MEX/Y MacTepamy, MJIajliye IIOKOIEHUS KOTOPBIX, BOCIPUHAB
Hacyeqye MPeXXHMX 310X, IepepabaTbiBany €ro B COOTBETCTBUN C PeansaMu
CBOETO BpEMEHM, IIPUBHOCA B HEIO MECTHBINI KOJIOPUT. B KOHEYHOM Xe cye-
Te, Ipy O/IVDKAIIIeM PacCMOTPEHUM OKa3bIBAETCS, YTO OCOOEHHOCTH IIOTpe-
0aIbHOI IJIACTVKY €BPOIIeiicKoro bocropa, He TOBOPA O XY/I0’KECTBEHHOM ee
cBOeoOpasny, yKa3blBaIOT ¥ Ha pa3Mn4ius B KYIbTOBON IIPaKTHUKe ¥ 0OpasHON
CUCTEME 3TOrO permoHa aHTUYHON OMKyMeHbl. Henb3da He OTMeTUTD, OHAKO,
4TO JaKe B paMKaX PerMOHa/IbHOTO eAUHCTBA 00CIIOPCKas TUIICOBas IIACTUKA
IEMOHCTPUPYET CTUINCTUYECKIE PA3/INYNA B ICIIOJTHEHUY ONVIHAKOBBIX I10 3a-
MbIcTy uspenuit. IIonck KpurepueB BbIABIEHN MAaCTEPCKUX 110 IIPOU3BOMCTBY
TUIICOBBIX YKPAIIeHNII TepeBAHHBIX capKkodaros Ha bocope — offHa 13 3aja4y
CPaBHUTEIbHOTO aHa/IM3a CXOXKUX YKPAUIeHNN, MIPOUCXOAAIINX U3 HEKPOIIO-
el pasHbIX LeHTpoB. OfHAKO Py BCell 3HAYMMOCTY TAKOM KOHKPETHOM 3a/1a-
411, €10 He VICYEPIIBIBAIOTCS Te MPOBOKAIMOHHBIE BOIIPOCHI, KOTOPBbIE HeM30exX-
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HO BCTAIOT B XOfIe OCMBIC/IEHVSI XYJO)KECTBEHHBIX IOCTOMHCTB ¥ 0COOEHHOCTEN
00pas1i0B IPOBMHIIVAIBHOTO MICKYCCTBA — U3JE/NI Pa3/INIHBIX XY 0XKECTBEH-
HBIX peMecesI, Pa3BUBABIINXCS B OTHAJICHHBIX YaCTsAX OMIKYMEHbI Ha CPaBHM-
TeJIbHO TO3/[HMX 3TAalaxX CylIeCTBOBAHNSA aHTUYHOTO MUPA, IIeIOCTHOTO B CBO-
el OCHOBe ¥l MHOTOOOpa3HOro B BapMaHTaX OKPaMHHBIX Teppurtopuit. OgHnM
13 TaKUX BOIIPOCOB 3a/Ia€llIbCsI IIPY IIONBITKE pa3TpaHNYeHNs SABJICHNI B 06/1a-
CTV M300pa3UTENbHBIX MPAKTUK [IpeBHero Myupa. MOXXHO /T OTBETUTH Ha BO-
IIPOC, TJje KOHYAETCs PeMeciio ¥ HauMHAeTCs OPUTMHAIBHOE XYI0>KeCTBEHHOE
TBOpYecTBO. KakmMuy pamkamu orpaHnyeHsl 6a3oBble HOHATUA — «o0paser»,
«IIOBTOpPEHME», «aIallTAllMsI», «CTUIN3AIUI», «MECTHBII KOMOPUT». [IbITasch
IIOHATH, KAaKOBBI IIPEIeNTbl BO3MOXXHOCTEN MCKYCCTBOBEIUYECKOTO MCCIIefioBa-
HVISI, MOYKEM JIM MBI NIPEIOKUTD MOHATUNHYIO ¥ TEPMUHOIOIYECKYI0 OCHOBY
IIs1 BBIPAOOTKY TAKOTO OIIPefie/ieHNsI, KaK «IIPOBMHIIMATbHOE UCKYCCTBOY.

Kntouesvie cnosa: Tpaguuuy, 3aIMCTBOBAHMA, IIPOBMHIMATIbHOE VICKYCCTBO,
MICKYCCTBO aHTUYHOI lepudepnn, bocnopckoe apcTBo, TUIICOBAs IIIaCTUKA

Nadia Jijina
The State Hermitage Museum, Russian Federation

Relatives in the Province. Tradition, Model Borrowing, and Vogue:
Genuine Ideas and Cliche in Bosporan Gesso Plastic of the Early
Centuries CE

The State Hermitage Museum holds a fascinating collection of small relief
items made of white painted plaster (gypsum or gesso) that once were used for
decorating wooden sarcophagi. They date back to the 1%-2" centuries CE and
originate from the Greek necropoleis excavated in the area around the modern
city of Kertch in the Eastern Crimea — the territory of ancient Bosporan
Kingdom. The repertoire of images reminds of those usual among marble
and terracotta sepulchral decorations in various centres of the Mediterranean
world. Compared to pieces made of clay, some of the said plaster appliqué show
striking resemblance and sometimes prove to come from the same workshop.
Undoubtedly based upon traditional Classical or Hellenistic models, some of
them demonstrate an amazing adaptation to provincial taste and skill, which
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makes them a unique phenomenon of provincial art to be found nowhere else.
It should be specified that despite their clumsy guise their symbolism remained
the same as it used to be in earlier periods, though might be referred to as a
certain cliché.

One of the tasks a comparative analysis of the likely pieces puts before an art
historian is whether a certain workshop may be distinguished judging from the
specificity of each group of items. Still, despite the fact that this exact problem
is significant in itself, the material provokes more ambitious tasks when you
proceed in considering artistic merits and features of the samples of provincial
art — the products of local arts and crafts that were developing in various parts
of the oecumene at relatively late stages of the Classical antiquity, the historical
phenomenon integral in its basis and diverse in the variants of remote territories.
One of the questions is put up when one tries to differentiate concepts connected
with imagery and pictorial practice in the ancient world. Is it really possible to
distinguish fine arts from artful crafts, where does genuine creativity really start?
Where are the frames and limits of such basic terms as “model”, “iteration”, “ad-
aptation’, “styling”, “local flavour”. Searching for the limits and horizon of an art
historian’s study, are we able to propose a conceptual and terminological basis
for a definition of “provincial art”?»

Keywords: tradition, borrowing models, provincial art, art of the periphery in
Antiquity, Bosporan Kingdom, gesso plastic

laBpunosuy Burac Hagexpa
benepaockuit incmumym apxeonoeuu, Cepoust

Ilepectymas py6esx: 3HaUeHUE TPAHUI] MEXK/TY IPOBUHIIMSIMHA
LIeHTPaAbHbIX baZKaH 41 pUMCKOro NCKyCCTBa

[Tocne pumckoro 3aBoeBaHue B I B., IfeHTpanbHble 06macTn bankaH (¢ MecT-
HBIM HAacCeJIeHMeM WUIMPUIICKOTO, AaKUICKOTro, (PPaKMiICKOTO, KeTbTCKOTO
IIPOVMICXOX/IEHVS1) ObI/IN TIOfie/IeHbl Ha IPOBVMHLINI, 00pa3ys HOBbIe reorpadu-
4eCKMe, UICTOPUYECKNE, KYIbTYPHbIE ¥ STHUYECKIEe IpaHuLbl. [JaHHbIE Teppu-
TOpUM, BBUAY Ieorpaduueckoro pacroioKeHnsl, HaXOAWINCH IOJ, BIMAHVEM
rpedyecKoyt KyapTypbl HaunHasA ¢ VIII B. 1o H. 5. IT0 BAuAHME OCTaBaIOCh 0CO-
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OeHHO CWJIBHBIM B IO)KHBIX O0JIaCTSAX, B TO BpeMsI KaK CeBepHbIe YacTU I[€H-
Tpa/bHbIX bankaH B 60/bIlell CTeneHy BOCIIPUHSIN PUMCKYIO MaTepUalbHYIO
U IYXOBHYIO KYIbTYpy. 110CKO/IBKY Iponecc «poMaHU3any» IPOXOANUI He-
PAaBHOMEPHO, B TaKMX LJeHTpaX, Kak CuHrugynym, Bummnuanuym un Hanc 3apo-
IIATIVICh COOCTBEHHBIE CTU/IV CKYIBIITYPbI U IIPUK/IATHOTO McKyccTBa. Ha dop-
MUPOBaHME STUX HAMIPABIEHNI BIUSIO MHOXXECTBO (DaKTOPOB: OPuIinanbHas
UJIE0/IOT YA, HEelIpeKpalljalieeca IPOABIDKEHE PUMCKON apMUYL, MUTPALIVIOH-
HbIe TIpoLiecchl (IepeBIKeHe TOPTOBIEeB, PeMeC/IeHHIKOB, CONIATOB, IIIaXTe-
POB), pasnMyYHbIe KY/IbTYPHBIE BAMAHUA — B OCHOBHOM CO CTOPOHBI VTanun
n Ipenyu. OpHako Npu aHamNM3e MPOU3BENEHUI 3TOTO MEPUOLA, Mbl BUUM,
4TO CXOXKVe MKOHOTpadudyecKme ¥ CTUINCTUYECKIe OCOOEHHOCTY CYIIeCTBY-
I0T BHE IpaHUL] IPOBMHIINI, 3aJJaHHBIX PUMCKUM aJMUHUCTPATUBHBIM Jiejie-
HyeM. BosHMKaeT BOIIpOC: ouepunBaIn /iy TPaHNLIbI IPOBUHINI KY/IbTYpPHbBIE
VI XY/IO’)KeCTBEHHbBIE 00/1aCTH, VIV >Ke HeT?

B maHHOM fOK/Iazie ocClapuBaeTcs YCTONYMBBINA TE€3UC O JOMMHAHTHOM 3a-
BUCUMOCTY UCKYCCTBA IJeHTPaTbHOOATKaHCKIX TEPPUTOPUI OT UTATbIHCKUX
PUMCKUX XY[JOXX€CTBEHHBIX II€HTPOB, IIepeJaBaeMbIX OT CTO/INI] IIPOBUHIIVI
BO BHYTpeHHIe pernmoHbl. Ha ocHOBaHVM aHanm3a MkoHorpadmm, cruenyudu-
KV XYIOXXECTBEHHBIX «IIKO/I» VI CTUIMCTUYECKUX TEHAEHIII PUMCKIX TaMsAT-
HUKOB OyJeT cfie/laHa IOIBITKA II0KAa3aTh IUVIABHOCTDb XYIOXKECTBEHHBIX IIPO-
I[€CCOB, X HE3aBUCUMOCTD OT OIUTUYECKNX U TeorpapuiecKux rpaHuil. Jrta
0COOEHHOCTD CBsI3aHA C AVMHAMMYECKVMY B3aIMOOTHOIIEHMSMU TPYIIIT Hace-
JIEHUSI «CTOJIMYHBIX» M MHBIX 00J1aCTell MPOBUHIINIL, & TAKXKe C IepeceIeHI -
MU, 00YC/TOBIEHHBIMY PUMCKOJ TOMUTHKON. PMMcKas CKynpITypa, BOTUBHBIE
U morpebGanbHble MaMATHUKY IEMOHCTPUPYIOT CXOXKIE YePTHI XyJ0>KeCTBEH-
HOJI KOHCEPBATVBHOCTY, KaK B 3ala/IHBIX YacTsAX coBpeMeHHoit CepOun, Tak
u B oomactu Canonsl B [lanmanymu. B mokazme Mbl moctapaeMcst ToKasarb, B Ka-
KOJI CTEIIeHY UCKYCCTBO PUMCKIX IIPOBUHINI LIEHTPA/IbHBIX bankaH 3aBuceno
OT MMIIY/IbCOB, MCXOOAINX 13 PAa3HBIX TOPOOB, B KOHTEKCTE MCIIOIb30BaHNA,
afanTanuy VI MMUTAUUN XYLOXKECTBEHHOIO KaHOHA, ¥ KaK IIPOBMHIINAJIb-
Hble MacTepa IIPUMEHSIN U U3MEHAIV IIPMHLIIBI aHTUYHOTO VICKYCCTBA.

Knwouesvie cnosa: llenTpanbable bankanbl, CKyabTypa, TEKy4eCTb PUMCKOIO

MCKYCCTBA, TpaH3MTHDbIE I'PAHNIIbI, KAHOHDI I/I306pa3I/IT€}IbHOI‘O MCKYCCTBAQ, I10-
rpe6a)1beIe INaMATHUKN
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Beyond the Borders: The Significance of the Frontiers between
Provinces of the Central Balkans in the Context of Roman Art

The Roman conquest in the 1% century of the Central Balkans with its indigenous
population of Illyrian, Dacian, Thracian and Celtic origin, was followed by
the establishment of the provinces, which were divided one from the other in
geographical, historical, cultural and ethnic sense. As a natural hinterland of
Greece, the territory of Central Balkans came in contact with the Greek civilization
in the 7" century BC and stayed under its influence (particularly the southern
parts), while the northern regions of the Central Balkans accepted and remained
under the sway of Roman material and spiritual culture. Since the process of
Romanisation was not implemented and developed everywhere in the same pace,
urban centres like Singidunum, Viminacium and Naissus were generators of the
global or local style in sculpture and applied arts. Different factors like official
political ideology, continued movement of Roman army, arrival of immigrants
(as merchants, craftsmen, soldiers, workers in mines etc.) and various cultural
influences, mainly from Italy and Greece, exercised direct influence on Roman
art in Balkan-Danubian provinces. Observing Roman artworks, we see distinctive
similarities in iconography and stylistic characteristics with monuments from a
significantly wider regional territory than those allowed by Roman administrative
in reality. An important question arises: were the borders between Central
Balkans’ Roman provinces also cultural ones?

This paper intends to challenge the hypothesis from earlier literature according
to which canons in Roman art in the Central Balkans’ Roman provinces were
linked primarily to the influence from Italy, which was spread from the most
important centres in provinces through the provinces’ interior. Drawing the
dataset from the iconography, art schools and styles displayed on Roman
monuments, we shall try to prove the importance of fluidity of art beyond
established geographical and political borders, due to the dynamic relationships
and networks between population groups in each provinces’ cities and interior,
but also due to the relocation of population from one territory to another, if
the Roman state required it for some reason. An argument for previously said
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can be seen in examples of Roman sculptures, votive and funerary monuments
with a strong degree of artistic conservatism, from the western parts of today’s
Serbia, which bear a striking resemblance to the monuments from the vicinity of
Salona. This can be explained by the fact that in the 2™ century, the population
of Delmatae was relocated from Salona to the interior of the province Dalmatia
where they continued to spread already established art canons. In this paper, we
shall show to what extent art in Central Balkans’ Roman provinces related to
cultural and political influences from cities in the context of the usage, adaptation
or imitation of established art canons and how provincial artists adapted and
changed patterns of antic works of art.

Keywords: Central Balkans sculpture, fluidity of Roman art, transiting frontiers,
art canons, funerary monuments

Xoy Tomac Ho6n
F0z0-3anaonuwiii ynusepcumem, CIIA

PumMckas meii3akHast )KMBOMMUCH, OYKOMMYeCcKasi TuTepaTypa
1 13006peTeHNe «IIaHOPaMHOI BIWUIbD» B paiioHe Heamonuranckoro
3anuBa: B3 n3 Crabuin

IIpumeyaTenbHble HOBILIECTBA IOAB/IAKTCA CIOBHO HUOTKYZAa B PUMCKON
>kuBonucy okosno 50 I. mo H. 3. B TaK Ha3bIBaeMbIX «OnmcceeBCKIX Iei3akax»:
ITy6OKOe IPOCTPAHCTBO; IPUPOZA KaK ITaBHBINI HOCUTENb HACTPOEHMS U 9KC-
IIpeccuy; IPOCTPAHCTBO U OKPY>KeHNe, KOTOPbIe JIOMVHUPYIOT HaJ| pUrypamu;
CBETO-BO3[yLIIHAs ITEPCIIeKTIBA; CIOHTAHHOCTD; «KMBOMMCHBIV» (“malerisch”)
XapaKTep Ma3Ka; 9JIETMYECKOe HACTPOEHNE; MHOXKECTBEHHOCTD CIOXKETHBIX KOJI-
MU3UI. ODTU YEPThI HE UMEIOT OYEBUHBIX IIPELEeHTOB KaK BHYTPU PUMCKO
TpaguLy, TaK U BHE ee.

>xepom IlommuT mpenioXnI 1enblil pAf BO3MOXKHBIX ICTOYHUKOB U3 371/1N-
HUCTUYECKOTO MMpa JI/I1 TAKOIO poja MCKYCCTBA, OJJHAKO KOHEYHBIN MX CUH-
Te3 OCTAeTCs 3arajKoi. B Takom Bujie OH CylecTByeT TONbKO B PuMme. [I>xynur
Maxk-Kensn uccnemoBana u yoegnTenbHO IMOKa3aja IOYTH HECOMHEHHYIO CBA3b
O[ITHOVI U3 ITITaBHBIX PUMCKUX MHHOBALI — BTOPOIO IIOMIIEAHCKOIO CTUIA —
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C peanbHBIMU OpMaMM aleKCaHAPUIICKOV apXUTEeKTypsl koHla Il B. mo H. 3.,
K KOTOPBIM 3TOT CTU/Ib BOCXOJUT.

O6 «OpUTMHATBHOCTU» WM «BTOPUYIHOCTU» PUMCKOTO VCKYCCTBAa CIIOP
ujeT NABHO, HO OJHVM HOBIIECTBOM, KOTOPO€ HECOMHEHHO MOXXHO CYUTAaTh
YJYICTO PUMCKUM, SBJIAETCS IO3JHEpecHyOnMKaHCKash BUUIA 0COOO0ro THUIIa,
KOTOpasi 0ObeMHMIIA TIei3aXK C M300pa3UTEIbHBIM VICKYCCTBOM U apXMUTEK-
Typoiut. Ilare kpynnenmux i B Heanonmuranckom sanmuBe — OINIOHTHC,
Buna ITanupycoB B Tepkymanyme u Tpu Buwwibl B Ctabusix — 310 06pasijel
APXUTEKTYPHO 3BOIIOLIIN «IITAHOPAMHO» BUJI/IbI, KOTOPAs C OBHOV CTOPOHDI
VMHTETPUPYeT IPUPOAY BHYTPb cebsl, a ¢ APYroit — IMpoenupyeT cBoit 06pa3
BOBHeE, KOIZJa Mbl BUIIM €€ Ha PacCTOAHNY, BIIICAHHOMN B Ieli3ax. Hemasuue
PaCKOIIKY U ITyOIMKalmy cajja 60IbIIoro nepucTuis Bumisl ApuagHsl 103BO-
JITIOT TOBOPUTH O TOSIBJIEHNU B mepuop mocie 30 I. 10 H. 3. «IaHAIapTHOTO
apxmuTeKkTopa» (topiarius) B pumckoin apxurtekrype. Cajpl momoraau popmu-
pOBaTh YepeayolIyec IoNepeYHble OCU ¥ CKBO3HBIE BUJIbI, IIPOHM3bIBAOLI/E
POCTPAHCTBO, COENUHSIONIE OMVYKHYIE U aJbHYE TaHAIIadThl TaK, KaK 3TO
fleJlaeT Y apXUTEKTYpa.

Mbl MOXEM HalTU OTHAEIbHBIE NPELENEHTbl TAaKOro I0XOAA 3a IIpefe/IaMu
PuMa — Tak, MaKeOHCKUI IIapCKuit IBoper B BepruHe mpencrasisier cobom
He IIPOCTO MHTPOBEPTHYIO CTPYKTYPY € BHYTPEHHUM [BOPOM: €rO BHELIHUI
CMMMEeTPUYHBINI XpaMoOIlofoOHbIN dacaj OpMEeHTUPOBAH Ha IJIABHYIO Marl-
cTpanb ropofa. OpHako Mog0O6HOE IIAHNPOBaHNE C MCIOMb30BaHMEM COTJIa-
COBAHHBIX IIEPEKPECTHBIX OCEIl U MePapXUYHOM KOMIIO3ULINI HaXOAUT HEMHO-
IO NPOTOTUIIOB B 9JUIMHUCTUYECKON apXUTEKType. baypkaniein napaienbo
MOIYT CIy>XUTb AaBopubl Vipoma Benukoro. Ho onATh ke, OHM COBpEMEHHDI
BuyUtaM HeanonmraHckoro 3anmBa v ObUIM CO3TaHBI YK€ B €IMHOM MUpe, ITe
9NMUTHI ¥ 0OCTY>XKMBAOIIJe X MacTepa y)Ke He 3Ha/IV IPaHMuI].

Kntouesvie cnosa: puMcKye BUIUIBL, TaHAIIAQTHAS apXUTEKTYPa, S/UIVMHICTIYE-
CKOe BJIUsiHMe, puMcKasi nHHOBaIus1, Ctabuu, OmioHTuC
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Thomas Noble Howe
Southwestern University, USA

The Connection Between a Revolution in Roman Landscape
Painting, Bucolic Literature and the Invention of the Panoramic
Villa in the Bay of Naples in the Late Republic and Early Empire: the
Perspective from Stabiae

A remarkable innovation in Roman painting seems to have come out of almost
nowhere c. 50 B.C. in the so-called “Odyssey landscapes,” with no apparent
precedent within or without the borders of Rome: deep space; landscape as the
principal conveyor of mood and expression; human figures dominated by setting;
atmospheric perspective; spontaneous, “painterly” (‘malerisch’) handling of
brushstrokes; elegiac mood; multiple narration.

Jerome Pollitt has proposed a series of some four major influences from the
Hellenistic world, but the actual synthesis remains a mystery. The evidence is
from Rome and only Rome. Judith MacKenzie has tracked down with almost
complete certainty that one major Roman innovation — the Pompeian Second
Style — is adapted from the actual architecture of late second century B.C.
in Alexandria, and is represented in the Khasne facade at Petra in the first
century B.C.

Scholars have long debated how ‘original’ or ‘derivative’ Roman art was, but one
innovation which was clearly Roman — Andrew Wallace-Hadrill calls it one of the
‘major’ innovations in the history of world architecture — is the late Republican
Roman villa of the type that unites landscape with art and architecture. The
five largest villas of the Bay of Naples — Oplontis, Papyri (Herculaneum), and
the three visible villas of Stabiae — are a virtual ‘type site’ for the architectural
evolution ‘panoramic’ villas which both integrate views of nature INTO the
villas and create an external image OF the villas visible FROM AFAR from the
landscape. And because of recent excavations and publications of the garden of
the Great Peristyle of the Villa Arianna, the RAS Foundation can note that the
period post c. 30 B.C. also seems to mark the arrival in Roman architecture of the
“landscape architect” (i.e. topiarius): the gardens begin to develop ‘differential
cross-axial’ views through adjacent spaces and into the near and distant
landscapes just as does the architecture. There are partial precedents for this
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outside the borders and horizons of Rome — the palace of the Macedonian kings
at Vergina is not a totally internal courtyard architecture but features an external
centralized temple-front facade aligned to a major avenue to the town — but
this coordinated cross-axial planning and hierarchical (as opposed to paratactic/
repetitive) composition finds little precedent in Hellenistic architecture.

The closest parallels to this externally and internally spectacular panoramic
architecture are in fact the palaces of Herod the Great...but then again, they are
contemporary, and, this was then One World, a world where the elite and their
professional staffs had no borders.

Keywords: Roman Republican/Early Imperial Panoramic Villas, Landscape
architecture, Hellenistic influence, Roman innovation, Odyssey Landscapes,
Stabiae, Oplontis, Villa of the Papryi, Architecture of Herod, Macedonian
Hellenistic Architecture

HoxxngeBa Anekcanapa [ImurpueBHa
Mockosckuii zocyoapcmeernoiii yHusepcumem umeru M. B. Jlomonocosa,
Poccuiickas @edepayus

3aropogHas apXuTeKTypa pMMCKOI MPOBUMHIIMN: BIWIIBI urbano-
rustica VIII Permona Pumckoi umnepun

Tun Bwoier urbano-rustica 3apomguncs u copMupoBancs Ha TEPPUTOPUN
LentpanpHoit Vitanuu ok I1 B. mo H. 3. [JaHHBI TUTT BUJIIBI TPEICTABIISIT COOO
eIVIHBIV KOMIUIEKC, COCTOALIMI U3 OBYX YacTell — >Xmyoit (urbana) n xo3sii-
cTBeHHOI (rustica). Kumast yacTp 6bI1a OpraHM3oBaHa IO MPUHITUIIAM CMMe-
TPUM M OCEBOV KOMIIO3UIMY, CTEP)KHEM KOTOPOU ABJIANACH IOCIENOBATEND-
HOCTb IIEPUCTU/Ib — aTPUYM — TaAOTMHYM.

Pomanmsanms Ilaganckoit paBHMHBI (cOBpeMeHHasa IMunua-PoMaHbs, npu
Asrycte nonyuninas HasBanue VIII Regio), Havatas B 111 B. 1o H. 3., conpoBso-
KJJa/Iach BBEIEHNMEM U aCCUMIIALINEN OCHOBHBIX apXUTEKTYPHbBIX TUIIOJIOTHIA,
B TOM 4YMIC/I€ U 3aTOPOJHOr0 CTPOUTENbCTBA. B cumy omnpeneneHHbIX KIMMa-
TUYECKUX, UCTOPUYIECKUX U COIMAJIBHBIX 0COOEHHOCTeV, Hanbosmee pacrpo-
CTpaHEeHHBIM TUIIOM BUW/UIbI B pernoHe crtama urbano-rustica. Ilenp mannoro
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VICCTIEIOBAHMS — IPEJIOKNUTD KIACCU(PUKAINIO U BBIIETUTh OCHOBHBIE 0CO-
6eHHOCTM opranm3anyy xwioi yacty Buut VIII Pernona.

J13-3a 0coOeHHOCTe)l MECTHOCTU TPAaAMIMOHHBIE /I LEHTPaIbHBIX PEryo-
HOB apXMUTEKTypHble GOpMBI He ObUIM 3/Iech BOCTpeOoBaHbL. Tak, Ha BU/IIAX
VIII Pernona oTcyTCTBYeT EPUCTUIb — OCHOBOIIO/IATAIOIINIA 37IEMEHT Opra-
HU3ALI KIJION 9aCTU B CTOIMYHBIX BI/UTAX. KaKue jXe apXuTeKTypHble pelle-
HUA OBUIM TIpeJIOKEeHbI IIPOBMHINAIBHBIMY MacTepaMI I7I YCTPOIICTBA pars
urbana? Ham ypanocp BbIfieMTh HECKOTBKO XapaKTePHBIX PELIeHNI — cpe-
IV HUX OpTaHM3aIyA MOMelleHNi BOKPYT ABopa (Bumaa Pyccn); oprannsanus
II0 MPMHINITY Haparakcuca (Buwra Ckapranna, KaMmoranbsHO) 1 MCIIONb30-
BaHIe KOPUIOPOB KaK cpefcTBa cBsA3u (Buta Kaccana).

Kpome Toro, oTcyTcTBME IEpUCTIIIEI CTAaBUT U APYTYIO MpobneMy — B3au-
MOZIeVICTBUA [IBYX YacTeil (KMJIOV U X035/ICTBEHHON) BWIIBL B TO BpeMs Kak
B Llentpanphoit VMTtanum Hambosnee 4acToy NMpPaKTUKOV OblIa OpraHmM3anys
qacTeil BOKPYT ABYX IEPUCTHIIEN, Ha ceBepe IOOOHBIN CIIoco06 BCTpedaeTcs
KpalHe penko. Mbl BbIe/In TpU TUIIA OPTaHM3alUM YacTel: 110 IIepUMETPY
TIBYX IBOPOB; IPUHIUII OUITONIAPHOCTM ABYX yacTeil (Byia Ckaprariia); Ipu-
MBbIKaHIe YacTell MapaienbHbiMu psapamu (Buina Kapmm).

YnuBmsAeT ycToMuMBOCTDb TuMa urbano-rustica B VIII Pernone, koTopslit cy-
mecTBoBal 3fech ¢ III o H. 3. BIu1oTh 1o VI B. H. 3., IEpEXUB faXKe KPUSUC
I1I B. 9Ta cTabMIBHOCTD, OHAKO, He IIpVBe/Ia K 9BOJIIOLNI TAHHOTO TUIIA: BBI-
ABJIEHHbIe HAMM IIPUHIUIIBI aPXUTEKTYPHOTO (popMOOOPa30BaHUS OCTAIOTCA
OJMTHAKOBBIMM Ha BCEM IIPOTXKEHNUM CYIeCTBOBAHM BUIL B pETMIOHE.

Taxum 06paszom, TMIIONOTMSA BUJUIBI He ObI/Ia OTHOPOJHA Jake Ha TEPPUTOPUN
Ntamu. Ocob6ennoctu VIII Pernona Pumckoit mMnepun onpeenan Opuru-
Ha/IbHBIe YepThl TUIIa urbano-rustica B 3TOi MEeCTHOCTH. VI3yueHne MaMATHN-
KOB IIPOBMHIIVA/JIBHOV apXUTEKTYPbI IIO3BOJIAET PACIIVPUTDh Hallle IPeCTaB-
neHye 06 9TOM SPKOM U CJIOKHOM (peHOMEHEe PUMCKOI KY/IBTYPBI M O pUMCKOI
APXUTEKTYPE B LIEJIOM.

Kntouesvie cnosa: puMckas BuIa, Buwiia urbano-rustica, VIII Pernon Pumckoit
VIMIIEpUH, apxXUTeKTypa JIpeBHero Puma
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Alexandra Dozhdeva
Lomonosov Moscow State University, Russian Federation

The Rural Architecture of the Roman Province: The Urbano-Rustica
Villas of the VIII Regio of the Roman Empire

This survey reveals the problematics of the architecture of urbano-rustica
villas in the VIII Regio of the Roman Empire (contemporary Emilia-Romagna).
The research provides the information about 20 villas within a large period of
time (3 BCE — 6™ CE). The general methods include the description and the
analysis of architectural forms, as well as the social destination of these villas.
The methods allow us to reveal the peculiarities of the architectural form and to
suggest a hypothesis of classification.

Villa urbano-rustica originated from Central Italy around 2" century BCE. The
conventional organization of pars urbana followed the principles of symmetry
and axial organization formed by the sequence of pertistilium — atrium —
tablinum. However, due to certain climatic, historical and social conditions, the
peristyle was not in use in the VIII Region. This problem poses the question:
what were the solutions in order to arrange the living part in the absence of the
traditional scheme? Moreover, interaction of both parts of the villas’ complexes
(urbana and rustica) also required a new arrangement since the presence of
open courts was not possible. Such a long existence of the urbano-rustica villas
in the Region (3™ BCE — 6" CE) presumes some formal changes and evolution.
Another issue is the interconnection of these modest traditional villas with
luxurious late-antique praetoria in the Region.

The research has revealed such distinctive features of the suburban architecture
asthe principle of parataxis (villa della Scartazza, villa Russi) and the use of internal
corridors in the composition (villa Cassana). The problem of interconnection of
the parts may be resolved in three forms: the arrangement of parts around two
courts; within the parallel arrangement of the parts (villa Carpi), and by the
principle of bipolarity of the parts.

The analysis of the evolution of architectural forms has demonstrated the
stability of the urbano-rustica type in this region and their predilection to the
industrial functions.
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In general, the study has demonstrated the complexity and the variety of the
architectural type of roman villa, which is one the most intricated phenomena
of Roman culture.

Keywords: Roman villa, villa urbano-rustica, VIII Regio of the Roman Empire,
Roman architecture

Pymxepo Kpucrtuna
LenmpanvHviti uHcMuUmym ucmopuu uckyccme, Mrouxen, lepmarnus

«CtpaHcTBUA» Bruiel Agpuana

Hoxnap noceaieH ncropun peyenuyuy Bunnel Agpuana B Poccun. Bocipusa-
TUIO VI PaCIIPOCTPAHEHNIO aPXUTEKTYPHOIO U JEKOPATUBHOIO A3bIKa, OCHOBAaH-
HOTO Ha PUMCKOM MIMIIEPCKOM HaCTIe[UN, CIIOCOOCTBOBAIN XYIO>KHUKM U3 Pas-
HBIX CTpaH, IONy4MBIIMe obpasoBaHue B Vtanum. VIHTepnpeTupys HY>X[bI
Y YKeTIaHWsI CBOUX POCCUIICKUX 3aKa3uMKoB, oHU hopmupoanu BKyc “alla ro-
mana’, KOTOPBIV POSIBIISIT ceOs1 BO BCeX chepax — OT 0pOpMIIeHN I UHTePbe-
poB mo manpmadta. [Ixakomo Ksapenrn, Hlapns Jlyn Knepucco n Hapnps Ka-
MEpPOH — JIMIIb HEKOTOPBIE 3 UMeH, K KOTOPbIM MHE XOTe/I0Ch ObI 00paTUThCS
B CBA3M ¢ Bumnoit AfpnaHa n ee BIMAHNEM Ha XY[OXKECTBEHHYIO CUTYALVIO
B Poccun.

Bunna Appuana B Tusonu (8 20 kunomeTrpax or Prma Ha ceBepo-BOCTOK) —
YHVKJIbHBIVI KOMIIIEKC, 3Ha4€HM€ KOTOPOTO JIJIS1 MUPOBOJ KY/IBTYPbI CI0KHO
nepeoueHnTb. Pacrionarasce Ha 120 rekTapax, KOMIUIEKC BKmodan 6omee 60
3maHuit. AHcamO1b 61T BBICTPOEH BO 11 B. H. 3. KakK IeTHSS pe3u/ieHIUsI MMITe-
patopa Anpuana (117-138 rr. H. 3.) 1 ero gBopa. [locne cmepTu Agpuana BuI-
JIa IPUIUIA B YIAJIOK, OJHAKO ObI/Ta 3aHOBO OTKPBITA B IOC/TIEAYIOLIE IOXN
VI CTJIa BAXKHENIIVM VICTOYHVMKOM apXUTEKTYPHBIX, JEKOPATVBHBIX, OPHAMEH-
TaTbHBIX pemieHnit. OcoOBbIil 3TAIl B MCTOPUM PeLieNIINY BU/UIBI OTKPbIBAETCS
B XVIII-XIX BB., C HaYa/I0M CUCTEMAaTUYECKNX PACKOIIOK. B 31O BpeMs cimaBa
VIMIIEPATOPCKOTO KOMIIIEKCA CTPEMUTENIBHO POC/IA, VI 3TO MECTO CTAJIO IOIY-
JIAPHON JOCTONPUMEYATE/IbHOCTBIO Cpelyl IyTEHIECTBYOINX XYy[LOXXHVKOB,
Y4YEeHBIX, apXeOJI0TrOB-TI00UTeNel U areHTOB, CKYHAKIuX apTedaxTsl; pasy-
MeeTCs OHA OCTAETCS B KOJUIEKTMBHOM CO3HAHUN IIO CEV [IEHb.

66



['maBHOM nenpro Moero npoekra «Mukpokocm Bunnel Agpuana. [IpocTtpasn-
CTBO XynokecTBeHHoro Bsaummopeiictsua B XVIII-XIX BB.» (DFG, Tepma-
HUsI) SIBJISAETCSl MCCIEefOBaHMEe PAa3HBIX MHTEPECOB, CBA3aHHBIX C HACIequeM
KoMmIiekca. PpaHIly3cKue MEHCMOHEPhl 3aHMMAINCh M3MEPEHMEM U MCCIIe-
IIOBaHNMeEM 3[IaHMIL, M3B/IeKast U3 HUX (GOPMBI U pelleHNs I apXUTEKTYPHBIX
IIPOEKTOB Ha pOfAMHE. bpuTanckue XymoXHUKM OTHaBaau IIPEANOYTEHE VIC-
crenoBaHMIo O01IIel cpefpl 1 MaHAgmadTa, HO, B IEPBYIO OYepefib, CTPEMIIINCH
nproOpecTu apredakThl I JOMAITHUX KO/UTeKIUit. HemIrel, ¢ ogHOI cTOpO-
HBI, IEMOHCTPUPOBa/IV pOMAaHTYECKOE OTHOLIEHNE K Busne, ¢ gpyroit ctopo-
HBI — TIOAXOAVUIN K KOMIUIEKCY METOAVYECKN ¥ KPUTUIeCKN (Kak, HallpuMmep,
Bunkenbman). VITanbAHIBL, KaK «X035€Ba», UTPaly poib IOCPETHUKOB, y4ya-
CTBYA B PACKOIIKaX U B TOPTOBJI€ aHTUKaMI.

Takum obpasom, Brma Axpuana npepcTaBiseTcss HEKUM OOIIVM SMITAPH-
YeCKVM «I10JIeM» IIePeXVBaHMA aHTUYHOTO OIbITA, KaK B IIPOLIJIOM, TaK U Ce-
TOHA, CBOETO pofa OUHAMMYECKON KOHTAKTHOM 30HOM U IIPOCTPAHCTBOM
KyZIBTYpHOTO B3aumopeiicTBus. OHa Coco0CTBOBaIA CIOXKEHMIO 00IIeeBpo-
IIEVICKOTO XY[0XKECTBEHHOIO A3bIKA, a TAK)XKe MHAVBIUYaIbHbIX U HAallVIOHA/Ib-
HBIX XY[0’KECTBEHHDBIX KOHLICIILIVIL.

Knwouesvie cnosa: Bunna Anpuana, penenuna Bunnel Agpuana B Poccun, uMm-
nepckas apxuTekTypa, rpaduka XVIII Beka, KBapenrn, Knepucco, Kamepon

Cristina Ruggero
Central Institute for Art History, Munich, Germany

Hadrian’s Villa on Tour

With my paper I would like to trace Russians’ deep interest in Hadrian’s
Villa despite their rare presence ‘on the field. The reception and spread of the
architectural and decorative language in relation to the Roman imperial site took
place through artists trained in Italy but coming from different countries. With
their creations they interpreted needs and desires of their Russian patrons and
shaped an ‘all-around’ taste ‘alla romana, extending from fascinating interiors
to landscape settings: Giacomo Quarenghi, Charles-Louis Clérisseau, Charles
Cameron are some of the names linked both to Hadrian’s Villa and Russia, that
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I wish to take in my focus. In the following I mention some facts to explain how
it came to this enthusiasm towards the imperial foundation.

Hadrian’s Villa (located in Tivoli around 20 miles north-east of Rome) is
one of the few Roman imperial sites that never ceased to exert a multifaceted
fascination all over the world. The villa is more than a single edifice or a built area
of manageable size, but a property covering about 120 hectares and comprising
more than 60 buildings. The complex was erected in the 2™ century as a summer
residence and the seat of government for its builder, Emperor Hadrian (117-138
CE), and his court. It fell into oblivion soon after Hadrian’s death, the rediscovery
of the villa beganning in the Middle Ages through the Renaissance and the
Baroque, when it functioned as an important source for building, decorative
and ornamental material. The greatest reception of Hadrian’s Villa took place
between the 18" and the 19" centuries, when excavations generally became
systematic. The fame of the imperial spot grew rapidly, becoming the destination
for numerous artists, scholars, diggers and dealers and it has remained vividly
present in the collective awareness until today.

The main objective of my project “Microcosms of Hadrian’s Villa. A Space of
Artistic Interaction in 18"- and 19™-Century Europe” (a research grant by the
German DFGQG) is to outline the different interests in the villa. What I closely
investigate are the different ways visitors approached Hadrian’s Villa: taking into
consideration their provenance. French pensionnaires were mostly involved in
measuring and surveying the structures in their single parts, often extrapolating
them from the general context, and using these architectural solutions for
majestic buildings ‘at home’ British artists favored an approach considering
the “environment” of the architecture, but were mostly interested in collecting
findings that came to light during several diggings, to be displayed in their
country houses or private collections. Germans had a controversial approach
toward the imperial site: on the one hand, a romantic one, and on the other, an
extremely methodical and also critical attitude (Winckelmann advocated rather
the Greek antiquity). Italians played a “home-game” in the role of intermediators
being involved in digging campaigns and trade of antiquities.

Hadrian’s Villa can be defined as a common experiential space both in the past
and in modern times, a “dynamic contact zone” as well as a “space of artistic
interaction” that functioned as a base for European understanding but also
served — beyond broadening the respective horizons — to develop individual
and national concepts.
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Keywords: Hadrians villa, Hadrian’s villa reception in Russia, imperial
architecture, 18" century drawings, Quarenghi, Clérisseau, Cameron

Tapgennu ITaono
Mionxenckuii ynusepcumem JIrodsuea Makcumunuara, lepmanus

HekoTopble HaOMIOeHNS O PEKOHCTPYKIMAX M U3MEHeHUAX Buibl
Apunagnsl B CTabusax no nssepxeHns 79 I. H. 9.

Be3yBuaHCKMII PETMOH y>Xe 3a HEeCKOJIbKO JIeT [0 M3BEp)KeHMA 79 I. 10 H. 3.
HaXOAWICA B IIOCTOSAHHOI celicMudeckon onacHoct. O6 sToM ropoput Tamur,
1, HeCKOTbKO noipo6Hee, CeHeka. TouHas fjaTa 3eMIeTpsCeHNS He yCTaHOBJIEHA:
u3 coobmenns Tanura cinepyet 62 rog, n3 CeHeky — 63 TOJI, OJTHAKO COBPEMEH-
HbIe VICCTIEIOBATe/V OTHAIOT IIpeIouTeHre Tanury, u jatupyoT cobbitre 5 dpes-
pans 62 1. VI3 onucanus CeHeKn SICHO, YTO MTOCETIEHNSIMY, B HAMOOJTbIIIeN CTeTIeH!
3aTPOHYTBIMU 3eMieTpsceHyeM, Obumm [lomnen, lepkynanym, Hynepusa n Hea-
nosnb. JIto6ombiTHO, 4To CTabuy M OKPeCTHOCTY He YIOMMUHAIOTCS B 9TOM CIIN-
cke. OHaKO MBI He JO/DKHBI BOCIPUHVMATD OTCYTCTBYE IIPSAMBIX CBUMIETENILCTB
KaK /J0Ka3aTelbCTBO OTCYTCTBUS CeICMIYECKO aKTUBHOCTY B paiioHe Ctabuii
(Tem 6oree, 3TO MaJIOBEPOSATHO, YUYUTHIBAS OMM30CTH 3aTPOHYTHIX TEPPUTOPUI).
Ckopee 3T0 TOBOPUT 00 OTCYTCTBUY BHUMAaHUA aHTUIHON MCTOpHOTrpadum K He-
OOJNBIINM HaceJIeHHBIM IleHTpaM, Kakumu 0pi Crabum B I B. H. 3.

K Tomy ke, MeHee 3HaYUTETbHBIE 3eMJIETPSICEHUsI MOTIU yrpoXKaTh CTabusam
U BCEMY PErMoHy 1 rmocie 62 T. H. 3. HekoTopble aBTOPBI COOOIIAIOT O CeiicMU-
yeckux Tomukax B Kammanmn. CeHeka BCIIOMMHaeT, yTo «KaMIaHUA HUKOIA
He ObITa CBOOOIHA OT Yrpo3bl MOJOOHBIX OemcTBMit», a [ImuHmMit, BO BTOpoM
nucbMe TauuTy, NUIIeT O TOM, YTO B JIHY, IIPeAIIEeCTBYIOL/E U3BEPKEHUIO,
IPOVUCXOAVIUIM XOTb U Cialble, HO YacTble 3eMJIeTPsICeHUSA. MOXXHO Takke
BCIIOMHNTD O HEANOJIUTAHCKOM 3eMJIETPACEHNM 64 T. H. 3., BOLIEAIIEM B VICTO-
puto B cBaA3u ¢ HepoHoM.

Packonku nociegHero pgecATuneT s Ha Tepputopun Bumnpl ApmanHbl ganu
HaM MHOTO I10/Ie3HOI MH(POPMaly OTHOCUTETHHO PEMOHTHBIX paboT, mpe-
IPUHATHIX, 110 BCEMl BUAVMOCTY, M3-332 3€MJIETPACEHUI, NPEIIeCTBYIOMNX
U3BEP)KEHMIO 79 I. H. 3.
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Xopole OTIpaBHOM TOYKOM i1 MICCIIENOBAHVA, KAK HU CTPAHHO, ABJIAIOTCA
oTyeThl packonok XVIII B. TiraTenbHblIl aHAMN3 3TUX UCTOYHMKOB ITO3BOJISET
BBIABUTD YIIOMUHAHMA TAKNMX HAXO[OK, KaK OpyANA KaMEHIIVKOB I MAJISIPOB.
CamMy mpegMeThl He MPEACTAB/ANIM LIEHHOCTU [/ PACKOIOK TOTO BPEeMEHU
u OptN yTepssHbl. OHAKO Ha JJAHHOM 3Talle HOBbIE METOAMYECKNE ITO/IXO/IbI
IIO3BOJIAIOT M3B/I€Yb 113 HUX BaXXHBIE (PaKThI /1A TYUIIero TOHMMAHN PEMOHT-
HBIX U peCTaBPalMOHHBIX paboT Ha Buyne Apuamgubl. Tem 6ortee, 9TO pacKOIKM
TIOCTIEITHETO JIeCATUIETUS [OOABIISIOT MHOXKEeCTBO CBEEHMII K 00IIIelT KapTUHe.
OO6HapyXeHMe OCTaTKOB aM(OPBI ¢ U3BECTHIO M OCKOJIKaMU OUTOTrO KMpIINya,
a TaK>Ke He3aKOHUYEHHBIX II0JIOB IPEOCTAB/IsAeT HEOCIOPUMOE JOKa3aTeIbCTBO
IIOCTOSTHHBIX PabOT Ha TEPPUTOPUY BUJIIBI.

B HacrosmeM foKIae Mbl IpejjaraeM CMHTE3 aPXVBHBIX M apX€O/IOTMYECKIX
IIAHHBIX, [IOJIYYEHHBIX B XOJi€ IIOC/IEAHNX U3bICKaHMIL. [lepen HaMy BO3HUKaeT
KapTVHA IIOMECTbs, HEOIHOKPATHO IIEPECTPOEHHOT0, peCTaBPUPOBAHHOTO, 13-
MEHEHHOI'O B IOfibl Ilepe] U3BEpKeHNeM 79 I. H. 3.

ITtu paboOThl HUKOTT]A HE TOCTUTANN XYHL0>KECTBEHHOTO YPOBHS JIeKOpaIuil
nepuopa I0nues-Knapanues niyu paHHNX HEPOHOBCKMX BPEMEH U 4YacTO CBU-
IeTE/IbCTBYIOT O CHVDKEHNY Ka4eCTBa VICIIO/Ib3YEMbIX MAaTepUaIOB Y TEXHOJIO-
riit. MOXXHO TIPEIIIONI0KNTb, YTO BYJIIBI HOAIEP>KUBAUCD M 0OCTY>KMBATNCh,
HO Ha 0oJylee HU3KOM YPOBHE, YeM IpeXX/e, 13-3a IIOCTOSHHO CeNICMIYeCcKO
YyIpO3bl, XapaKTEPHOI I/I1 BCETO pernoHa B repuop 62-79 IT. H. 3.

Kntouesvie cnosa: Crabum, Be3yBUaHCKasl apXeonorus, pUMCKUe IpuOpeKHbIe
BUJI/IBI, 3eMJIETPsACEHNA 62 rofia H. 3.

Paolo Gardelli
Ludwig Maximilians Universitit Miinchen, Germany

Some Reflections on the Presence of Reconstruction and
Restoration Interventions at Villa Arianna in Stabia Prior to the
Eruption of 79 AD

The entire Vesuvian region was hit by a seismic event of considerable intensity
a few years before the eruption of 79 AD. The news was reported by Tacitus
and, in more detail, by Seneca. Although there is no common understanding on
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the exact date of the earthquake, which from the text of Tacitus would appear
chronologically to date to 62 AD, and from that of Seneca to the following year,
the opinion most accredited today on the basis of the writings of Tacitus is
that the event took place on 5 February, 62 AD. From the words of Seneca it
is clear that the urban centers most affected by the earthquake were Pompeii,
Herculaneum, Nuceria and Neapolis.

It may seem rather strange that Stabiae and its territory are not mentioned on
the list made by Seneca. The absence of explicit references should not be read as
an evidence for the absence of seismic activity in the Stabian area (considering
the contiguity with the affected territories, it seems unlikely) but should rather be
understood as reinforcement of the scarce attention of the ancient historiography
towards an inhabited modest-sized centre like Stabiae in the first century AD.

Furthermore, despite the absence of explicit references in the written sources
other minor earthquakes may have continued to afflict Stabiae as well as the
entire region after 62 AD. Until the eruption of 79 AD some ancient writers re-
port the recurrence of frequent seismic shocks in Campania. Seneca himself re-
members that the entire Campania region was “numquam securam huius mali”
and Pliny, in the second epistle to Tacitus, reports that in the days before the
eruption there were many earthquakes which were not given much importance,
being a very frequent phenomenon. Then there is news of an earthquake that
struck Naples in 64 AD that entered official historic records because it involved
the emperor Nero.

The excavation campaigns conducted at Villa Arianna in the last decade have
provided the starting point and some useful evidence to develop a discussion
on the presence of reconstructive interventions presumably resulting from the
damage of one or more seismic events within the housing complex in the months
and years that preceded the eruption of 79 AD.

A good starting point for a study of this kind is surprisingly made up of the
18™ century excavation reports. From a careful rereading of the excavation
accounts, valuable clues about the discovery of objects, such as work tools typical
of masons and painters, can be discerned. These objects apparently appeared
devoid of any value from the standpoint of the first excavators and therefore were
destroyed or lost. However, today with a completely different methodological
approach they can be of considerable importance for the purpose of a more
precise understanding of Villa Arianna and of the reconstruction in process.
The archaeological evidence in situ and the data emerging during the excavation
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campaigns of the recent years are even more abundant than that of those findings
stated in the excavation reports of the 18" century. The discovery of the remains
of amphorae containing lime and heaps of crushed bricks, as well as of unfinished
floors provides unequivocal archaeological evidence to support this thesis.

The present study aims to be a summary work in which archival and excavation
recent data converge. The image which emerges from these observations is that
of a residential complex that in many of its parts is involved with activity of
repair and restoration in the years preceding the 79 AD eruption.

These interventions almost never achieved the artistic level of the decorations
of the Julio-Claudian and the early Neronian ages, but very often revealed
the adoption of lower quality materials and technique. The suggestion here is
that, although the villas were being maintained, they were kept at a lower level
possibly because, among other reasons, of the seismic-induced uncertainties
that characterized the entire area in the period between 62 and 79 AD.

Keywords: Stabia, Vesuvian archaeology, Roman seaside villas, earthquake of 62 AD

Apmnano Kapmeno
Dono pecmaspavuu opesHux Cmabuii, manus

Tappennu Ilaono
Mionxenckuii ynusepcumem JIrodsuea Maxkcumunuana, lepmanus

JIBa MasOM3BeCTHBIX MO3aNMYHBIX T0/1a U3 pacKonok XVIII Beka
Ha Bumne Apuagusr B Crabusax

B HacrosmeM [OK/Iaie pacCMaTpUBaeTCs ABa MaJIOM3BECTHBIX MO3aMYHBIX
norma u3 KoMHat 27 1 46 Bunnsl Apuagasl B CTabusax. Ty MO3aviKy ObUIV CHATBI
I IIepeMelleHbl B Xofie packonnok XVIII B., M cerogHA HaXopATCA B KOJUIEKIIUU
HanmonanbHoro apxeonorndeckoro myses Heamnona. CoBMeCTHbIN UCCIeR0Ba-
Tenbckuil mpoekT Ponpa PectaBpauym antuunsix Crabuit (RAS) n Tocypap-
CTBEHHOTo IdpmuTaxa B 2010 rogy 1o3Boana yTOYHUTb METOJ, CHATIA MO3aNK
Y IPOC/IEAUTD UX MyTh OT KacTemmamape o KOponeBcKoro asopua B Iloptuyn
Y1 B Ja/IbHENIIIEM — JJOCTOBEPHO MICHTUPUIIMPOBATD 9TU MAMATHUKM B cOOpa-
HyM my3ses Heanons.
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[lepBbIit MO3aVYHBIN IO/ OBUT HaVIfIeH B JIOKAI[UM TIOJ HOMepOM 34 110 Tiia-
Hy Bebepa (27 o coBpeMeHHOMY ITaHy). ITO 60/IbIIIOE TPSIMOYTOIBHOE IIPO-
CTpaHCTBO (mpuM. 9,5 X 4,2 M), IPENIONIOXKNUTETBHO — ONKOC WIN TPUKIIU-
HUI, KOTOpOe HEMOCPEINCTBEHHO COOOIAIOCh ¢ KBaJ[paTHBIM IEPUCTUIEM
B I0TO-BOCTOYHOI yacTy arpmyma. lIBeinapckuit nuxenep Kapn fIxko6 Be-
Oep, PYKOBOIUTENb PACKOIIOK, 0OHapyXuBmux Bumry Apuannsl, 10 mexabps
1757 1. gonoxxnun Kapny III: “se ba descubriendo un pavim. de mosaico blan-
co con quadretos y rigas negras” («oOHapy»XeHO 6e/10e MO3ayHOEe ITOKPBITHE,
cocToslee 13 YePHBIX KBA/[PAaTOB U IO0C»). CaMa MO3anKa, 3a MCKII0YeHNeM
HECKOJIbKIX Teccep, ObIa IOTHOCTBIO yianeHa u BeiBedeHa B XVIII B. Ceropns
ee MOYKHO YBUJIeTb B 3aj1ax 136 n 144 B mysee Heanosns: aTo 6uxpoMHas Mo3au-
Ka, OCHOBHOE I10JIe KOTOPOJ IIOKPBITO OPHAMEHTOM B BUJIE «IIJIETEHOM» CETKU,
3aII0JTHEHHOJ BHYTPY YePHBIMM KBaJipaTaMy, IOBEPHYTBIMI Ha 45 IpafiycoB.

Yerpipe roma crycTs, 15 ceHTsa6psa 1761 1., B Xofie packomok arpuyma (24)
3TOV YKe BUJUIBL, B BecTuO071e (46) 6BI1 0OHAPYKEH MO3aMYHBIN ITOPOT, BBIIIO-
HEHHBIN B TexHMKe opus tessellatum, ¢ Hagmcpio SALVE. [locne casatus, mo-
3amka 6blIa mepeBe3eHa B My3ell KopojeBcKoro jisopia B [Toptuun. 3pech mo-
por ObUI coeiMHEH ¢ OOBIIO MO3aKoi, M300paXkarolleil prac ¢ MOPCKUMMA
qyIOBUIIAMU U fenbdUHAMM, HaliIeHHO Ipu packomnkax goma FOmmm @enmkc
B Ilommeax B 1775 1. IIpuBeTCTBEHHOE C/IOBO BBIIOXKEHO YE€PHBIMU Teccepa-
MU 110 6€710My MOHOXPOMHOMY (POHY U ITOMEIIEHO B YePHYIO TPaIlelIeBUIHYIO
pamy. B pesynbrare momnbiTok npuaBopHoro Macrepa XVIII B. «mogorsarb»
IIOPOT TIOf MMelolieecsl IPOCTPAHCTBO B [epkymeaHCKOM My3ee Mo3anka Oblia
oOpesaHa 1 MOy4YuIa OBaIbHYI0 GOpMY.

Mosanku ¢ Hagmucbto SALVE (cumraBuieiicss 6ormee rocTenpUMMHON, 4YeM
CAVE CANEM) gacTo BcTpevaoTcs B BesyBuaHckoM pervone, B 0COO€HHOCTHI
B [lommnesx: B nome Cupuka (VII 1,25.47) moceTurens Ha mopore OfHOTO U3 BXO-
OB BcTpevana apyxentobHas Hapnuch SALVE LUCRU(M), Beimo)keHHas Ha Iie-
MEHTHOM OCHOBAHMNM; [Be MOJO0OHbIe HANINCH, CYAs 10 cBupieTenbcTBaM XIX B.,
ykpamamu Jowm ITarcer (VI 6.1) n komuatry 29 [loma Bectanok (VI 1.7). Ilepen
Byioi [lomupua ®nopa B bockopeane nagnuce HAVE SALVE conpoBoxpana
3M67IeMY CO CIIEHON CXBAaTKM — COXpPaHMBIIAsACA YacTb cocTasysget 1,20 X 0,27 m
Y BBITIOJTHEHA Oe/TbIMU KaMeHHBIMU TeccepaMi (BTopast MojoBKHA | B. H. 3.).

Kntouesvie cnosa: Crabum, Buwmaa ApmanHbl, depHO-Oenble Mo3auky, villae
maritimae, packonku XVIII Bexa
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Two Little-Known Mosaic Floors from the 18" Century Excavations
of Villa Arianna at Stabia

The present paper focuses on two little-known mosaic floors from rooms 27
and 46 of Villa Arianna at Stabia. The two mosaics were completely removed
during the excavations of the 18" century and today are preserved at the National
Archaeological Museum of Naples (MANN). The 2010 RAS/Hermitage excavation
campaign provided the opportunity to launch a series of investigations that have
clarified the technique of the detachment of the two mosaics and the transfer from
Castellammare di Stabia to the Royal Palace of Portici, and has recently led to the
identification of the mosaics in their present location at the Naples museum.

The first of the two was found inside the environment identified in the plan of
Weber with the number 34 (no. 27 of the current plan), a large rectangular space
of about 9.50 x 4.20 m, most likely an oecus or triclinium, which opened directly
onto the square peristyle placed at the SE of the atrium. The Swiss engineer Karl
Jacob Weber, director of the excavation works which revealed the complex of Villa
Arianna, informed the sovereign Charles of Bourbon of the discovery of the floor
on 10™ of December 1757 with these words “se ba descubriendo un pavim. de
mosaico blanco con quadretos y rigas negras”. Except for a few tesserae, nothing
remains of the mosaic in situ, as it was almost completely stripped off during
the 18™ century excavations. The pavement, currently housed in rooms 136 and
144 of MANN, consists of a bi-chrome black and white mosaic bordered with
contrasting bands, whose main carpet has an orthogonal basket weave pattern
with the open interstices filled with black squares rotated 45°on the diagonal.

Four years later, on September 15%, 1761, during excavation operations in
the atrium (24) of the same villa, a threshold in opus tessellatum was identified
inside the vestibule (46), with the word SALVE clearly legible. Once detached, the
threshold was transported to the Herculanense Museum in the Palazzo Caramanico
in Portici where it was assembled with a large mosaic depicting a thiasos with sea
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monsters and dolphins found during the excavation at the praedia of Iulia Felix
in Pompeii in 1775. The greeting inscription is made with black tesserae on a
white monochrome background and is enclosed by a trapezoidal black band. The
oblique-shaped form of the field is not the original one. The current form is in
fact the result of a subsequent intervention conducted by court artists in order to
adapt the threshold to the exhibition space in the Herculanense Museum.

Mosaics with the inscription SALVE, considered more hospitable than CAVE
CANEM, are frequent in the Vesuvian area, particularly in Pompeii: in the house
of Sirico (VII 1,25.47), where there is the auspicious inscription on cement-based
mortar SALVE LUCRU(M), “Welcome Gain!”, placed on the threshold of one of
the entrances of the house; two others, according to some 19™-century descrip-
tions, on the floor of the fauces of the Casa di Pansa (VI 6.1) and in the in the space
29 (CIL X 873b) of the Casa delle Vestali (VI 1.7). In the villa of Popidio Floro at
Boscoreale, the inscription HAVE SALVE was inserted in the cement paving in
front of an emblem with a scene of struggle, and is preserved for a stretch of 1.20
x 0.27 m in white lithic tesserae (second half of 1% century AD).

Keywords: Stabiae, Villa Arianna, black-and-white mosaic, villae maritimae,
18" century excavations
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Mosauku u3 JIoga u Xykoka. Bornpocs! gatupoBku
Y1 CPABHUTEIbHBIV aHA/IN3 MO3aNYHBIX TEXHUK

Mosanka, o6Hapy>keHHas1 BO BpeMsi IOPOXKHBIX paboT B 1996 I. B mpeMecThbe
Jloga u gatupyemas konnom I1I — waganom IV B. H. 3., 6marogaps mo>xkepTBoOBa-
HusM ioHaTopoB (Poup Jleona Jlesu u lllenbu Yaiit) Obita ounineHa, u3Biede-
Ha ¥ MICC/IeloBaHa. 3a IpOoLIefIe Tobl OHa MOObIBaa B KPYITHENIINX My3e-
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AX MMPa U 3aBO€BasIa cepyilia HOKJIOHHNKOB MO3a9HOTO HACTIEVsA IPEeBHOCTI
B Crapom u HoBoMm cBerte. [Ipomrenmias B DpMuTake BBICTaBKa, Ha KOTOPOIA
ObUI IIpefCcTaB/IeH CEeBEPHBIIT OJIOK 9TOTO MOIIEHNsI, CTala BaXHBIM COOBITHEM
POCCUIICKOI KY/IBTYPHI, B 0COOEHHOCTY 3HAYVMBIM IS T€X, KOMY JOPOTO MO-
3afYHOE VICKYCCTBO QHTUIHOCTH.

B 2012 r. B cuHarore cenenna Xykok (lanmmnes, Vispannp) packonkamu, mpo-
BOJIMBIIVIMIICS TIOf] PyKOBOACTBOM Ipoceccopa [Ixomu Marnecc (YHUBepcu-
TeT CeBepHoit KaponmHbl) 1 apxeonoroB u3 YIpaB/IeHUs II0 Jie/laM JIPeBHO-
creit Vispanns, g-pa Yau Jleitbnepa u n-pa laBuma Amura, 6b11u 06Hapy>KeHBI
aHTUYHBIE MO3aIHbIe apTedaKThl, JaTUpyeMble TIEPMOIOM ITO3/IHel PuMcKoi
uMnepun. B MOHYMeHTa/IbHOM CHHArorajJibHoOM CTPOEHUM HalifIeHbl XOPOIIO
COXpaHUBIINECS HANOJIbHbIe MO3aMKu ¢ Oubeiickumm croxetamu. [losgHee
Ha IOy IEeHTPaTbHOTO Heda CMHATOTY OBIIM OTKPBITHI MO3aMKM, TIOCBSIIEH-
Hble BETX03aBEeTHBIM ciokeTaM HoeBa koBuera m mepexony uepe3 Kpachoe
Mope. B kapTuHe nepexona nspannbrsiHamu KpacHoro mopst n3o6pakeHa ciieHa
rrbeny BOMHA papaoHa, KOTOPOTO MOXKUPAeT OTPpOMHast pbiba. ITa ppida, Kak
Y1 HECKOJIBKO JIPYTUX PbIO, BHIIIOJTHEHBI TOYHO B TOVI )Ke MaHepe, 4TO 1 1300pa-
YKeHMsI HEKOTOPBIX pbI6 Ha Mo3anke u3 JIoga. CXOICTBO CTWIS UX UICIIOTHEHUS
TI03BOJISIET MPEIIONIOKIUTD, YTO HaJl CO3TaHMeM MO3amku B XyKoke paboran
TOT >Ke MacTep, KOTOPBIl IPVHMMAJI y4acTie B Habope MO3aYHOTO MOII[eHNS
Jloga. 91O mpeanonoXKeHne BCTyMmaeT B IPOTUBOPeYNe C YCTOSBIINMILCS FaTH-
poBkamy Mo3auku u3 Jloga n Xykoka — cosfaHue IepBoil U3 HUX CIeLVaii-
CTBI OTHOCAT K KOHIY III — nHavany IV B. H. 3., co3gaHNue BTOPOIl — IIPUMEPHO
K KoHIy IV — V B. H. 3., TO €CTb, 10 MHEHUIO YYEHBIX, X pas[edeT OKOJIO
100 ymet. O4eBUAHO, YTO MacTep M300pakeHMA PBIOBI (ecmu 3TO OBIT TOT Xe
CaMbIll MacTep) He MOT COXPaHATb TBOPYECKYIO aKTMBHOCTb B T€UYEHNE BEKa,
HO KaK OBITb C HEOCIIOPMMBIM CXOJCTBOM MO3aYHON TPAKTOBKM HabOpa HEKO-
TOPBIX M300pa>keH!IT PBIO?

V306paxkeHus oburarteneir MOPCKUX ITTyOMH Ha aHTUYHBIX MO3aMKax MHO-
TOYMC/IEHHBI ¥ PA3HOOOPA3HBI, 9TV PHIOBI OTINYAIOTCS KPYITHBIMU pa3Mepa-
MU, UX 3y0acThble TACTV PasMHYTHI, Tela UX HAIPSHDKEHHO M30THYTH Kak Iepey
OpOCKOM Ha >kepTBY. MOIIIHbIe KOHTYPBI U3 HECKOJIbKIX CI0€B TEeMHBIX TeC-
cep BBIIE/AIOT UX Ha cBeTIOM (oHe. benble KpalmMHKY Teccep mepenaroT 6jeck
UX YeIlyy, >KMBOIMCHBIE COUYETAHMS XOIOIHO-CEPOTo MepIaMyTPOBOTO IIBeTa
OTTEHAIOTCS OXPUCTBIMM BCTAaBKaMU VIV TIOIOCAMMY, UAYLIVIMU BJIOIb BCETO
Tenma. ArpeccMBHOCTD pbi6 Ha Mo3amke 13 Jloma u XyKoKa MMeeT pasnuIHyIo
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CMBICTIOBYIO, JlJa)Ke IpaMaTypruyecKyio HalpaB/leHHOCTb. B oHOM crydae oHa
BBIpa)KaeT HEKYI OOOOIIEHHYIO OITaCHOCTb, KOTOPYI0 TAauUT B cebe MOpCKas
Oe3qHa 1 ee obUTaTeNN, B JPYTOM — Kapy O0XXbI0 3a Tpexu mepes 6boronsopan-
HbIM HapojoM. Ofexx/ja M BOOpYy>KeHe eruneTCKOro BOMHa, 'MOHYIIero B ma-
CTV MOPCKOTO MOHCTpa, ¥IMeeT HEKOTOPOe CXOCTBO C SKUIIMPOBKOI BOMHOB
Ha Mo3anke «bombias oxota» (gBoper; 6mms3 IIpsama Apmeprna B nentpe Cu-
IVINK), OT/IAaBJIMBAIOIINX JTUKOBMHHBIX >KVMBOTHBIX ISl CTOTMYHBIX ITMPKOB
1 aMpuUTEaTpOB.

Ha Ham B3I/, KOpPEKTHBIV aHA/IN3 TEXHUKY MCIIOTHEHVISI HOBOOTKPBITOTO
HaMsATHUKA ITO3BOJIUT He TOTBKO YTOYHUTH XPOHOIOTUIO CO3TIaHNS MOIIEHUA,
HO U IPUOMM3UTHCS K PELIEHMIO 3arajK/l M3HAYaIbHOTO peSHa3HaYeHUs ap-
XUTEKTYPHOTO coopy>keHus B Jlope.

Kntouesvie cnosa: antuaHble Mo3anky, V3pannsb, Jlon, XyKoK, MO3aldHbIe TeX-
HUKM, Ppo6/IeMa JaTUPOBKU
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Mosaics from Lod and Huqoq. The Problem of Date,
and the Comparative Analysis of Mosaic Techniques

The mosaic found in 1996 by construction workers in the near outskirts of
Lod dates back to the late 3 — early 4" century CE. The Leon Levy Foundation
and Shelby White, wife of Leon Levy and Chairman of the Friends of the
Israel Antiquities Authority, funded the conservation of the mosaic and the
establishment of the Shelby White and Leon Levy Lod Mosaic Center. The mosaic
has been on an exhibition tour to eleven museums around the world since 2010
conquering hearts of all those who is interested and fond of the ancient mosaics
all over the Old and the New World. The State Hermitage Museum hosted the
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exhibition, where the Northern block of the paving was shown. The event was
important both for Russian cultural life and especially for specialists in the art
of Classical antiquity.

In 2012 in the Huqoq synagogue (Galilee, Israel) new mosaic artifacts dating
back to the late period of the Roman Empire were discovered. Prof. Jodi
Magness (The University of North Carolina) and archaeologists from the Israel
Antiquities Authority — Dr. Uzi Leibner and Dr. David Amit, stood at the head
of the excavations. In a monumental synagogue building, in its central nave,
well preserved paving mosaics were unearthed to present biblical scenes, and
episodes from the Old Testament — Noah’s Ark and the cross of the Red Sea.
The latter shows the death of a Pharaoh’s warrior swallowed by a giant fish. This
fish, like several others, is executed in the same manner as some fish on the
Lod mosaic. This similarity hints that both mosaics could have been made with
participation of the same artist. However, this disagrees with the accepted dates:
specialists think the Lod mosaic to date back to the late 3" — early 4™ century
CE, while the Huqoq mosaic — approximately to the late 4™ — 5™ century CE,
i.e. scholars think they are separated with a hundred of years. It is evident that no
master could be active as long as this, but the similarity in mosaic composition
of several images is absolutely striking.

Images of marine dwellers pictured on ancient mosaics are numerous and
manifold, these fish are of large size, their toothy mouths gape, their bodies are
tense as before throwing on a victim. The heavy contours that are composed
of several layers of dark tesserae highlight them against a light background.
White specks of tesserae imitate their lustre scales; the scenic combination of
cold grey pearl colour is shaded with ocher accents or stripes running along
the whole body. Fish aggression on the mosaics from Lod and Huqoq differs in
its semantic sense and even dramatic character. In one case, it expresses some
general danger, which is hidden in the sea abyss and its inhabitants, in the oth-
er — the Lord God’s punishment of for sins before the God-chosen people. The
clothing and weapons of the Egyptian warrior dying in the jaws of a sea monster
have some similarities with the warriors’ equipment on the mosaic of “The Great
Hunt” (a palace near Piazza Armerina in the center of Sicily), catching strange
animals for the capital’s circuses and amphitheatres.

In our opinion, the precise analysis of the Huqoq mosaic technique may help
not only clarify the chronology of paving, but also come closer to solving a
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puzzle of the authorship and the original predestination of the Lod architectural
construction.

Keywords: ancient mosaics, Israel, Lod, Huqoq, mosaic technique, problem of
date

byraesa Haranbsa BragumuposHa
Mockoscxuii zocyoapcmeernoiii yHusepcumem umeru M. B. Jlomonocosa,
Poccutickas @edepayus

Amanbrent Attuka u Amanprei Llnnepona: nonbsiTka
PEKOHCTPYKIIUU

ABTOp mokmana obpaiaercs K mpobnemMe peKOHCTPYKLUM AMasbTesi, U3BECT-
HOTO VICK/IIOUMUTEIbHO 110 yInoMyHaHuo LlunepoHoM B Tpakrare «O 3aKOHax»
u 1o riepenucke ¢ T. [Tommonnem ATTrKoM. AMabTeil, Halle i BOIJIOIeHe
Ha SMIMPCKON BUJIE IOC/IEHETO 1, IPEATIONIOKUTENBHO, B APIIHCKOM IIOMECThe
Tynnues, He VMeeT OfHO3HAYHBIX COOTBETCTBUI B MICbMEHHOI Tpaguiuu (co-
obmmenus [Juomopa (I1L. 68. 1 3) u Adpunes (Deipn. XII, 542a) mano momorawr,).
OTCYTCTBYIOT TaK)Ke apXeo/lornyeckyie KOMIUIEKCHI, YBEPEHHO OTOX[|eCTBIIse-
Mble ¢ AMajibTeeM: HaCKOIbKO HaM M3BECTHO, eIUMHCTBEHHAs IPeIOKeHHasI KaH-
MUIaTypa — COBOKYITHOCTb CTPOEHUI C PAaCTUTENbHBIMI pocnucsMy Ha Bue
[Tonmen B OnnonTuce (Toppe AHHYHIIMATA).

JHTepec BBI3bIBAET MpeXK/ie BCETO MEPBBIN U eIUHCTBEHHBIN HaJ[eKHO 3a-
CBUJIETE/IbCTBOBAHHBII AMajbTell, B KOTOPOM BUAAT HEOOJBIIOE CBSATWIIN-
e, 6MOMMOTEKY, ManecTpy, 0COOBIM 00pa3oM BbIJIe/ICHHYIO 1 OPOPMJIEHHYIO
YacTh cajia U T. . [JUCKyCCUOHHOM siBnsieTcss PyHKUMS AManbTest U, COOTBET-
CTBEHHO, IIPUHIUIIBI OpraHusanuy npocrpanctsa. bamskuit gpyr T. ITommo-
HusL, uctopuk Kopuennit Heror, mucait, 4To ATTUK BOCIIEN «B CTUXaX TPaK/jaH,
IPEB3OIIEIINX BCEX MPOYNX PUMIISH BBICOKMMU 3BaHVMSIMU U BeTUYMEM IO -
BuroB (honore rerumque gestarum amplitudine), usnaras mopn n3o6pakeHneM
(imaginibus) xaxxgoro mesHus n gomxHocty (facta magistratusque) He 6oree
yeM B 4-5 cTpokax (versibus)» (Vita Att. 18. 5 6). Hackonbko momycTuMo cpas-
HUBATh U300pakeHNs B Amanbree ¢ cobpanmeM 6r0ctoB Bumner [Tanmpycos
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B [epkynanyme mnm ga>ke HaXOUTb B OYTPOTCKOM ycanbbe OT/ja/ieHHbIE VICTO-
k1 @opyma ABrycra?

B moxnane mpepmonaraeTcsa MpoaHaaM3MpPOBATh MMEIOIIECS B HallleM pac-
MOPSKEHUN NMUCbMEHHbIE ICTOYHVKY M CBEJIeHN A, IPeJOCTaBIeHHbIe apXeo-
JIOTMYeCKVIMU PACKOIIKaMy. ABTOP COIJIAIIaeTCsI C HEOOXOIMMOCTBIO OT/[e/TBHO
paccmarpuBarb AManbrein ATTuka u Amanprent Llunepona. Vigeonornyeckas
COCTaBJIAOIIAs, MTO-BUMMOMY, TOpa3fo CUIbHee B mocneqHeM ciydae. O06-
CTOATENbCTBA COOPY)KEHMSA CBUIETETbCTBYIOT B IIO/Ib3Y TUIIOTE3bI 00 OTOX-
nectBinenuu llumepoHom cBoeit ponm cnacutenss Puma ¢ muccueit HUMQBbI,
YKpBbIBLIE MIafieHIla 3eBca. VIMeommecsa cBejeHNA BBIHY>KAAl0T OTBEPIrHYTh
KOHIIETIIIVIO Cajia ¢ TPOTOM AMajIbTen KaK apXUTEeKTYPHOI JJOMUHAHTO, 00-
PaMJIEHHOTO CTATysAMM VIV TeépMaMM IIPOC/IaB/IEHHbIX PUM/IAH — XPaHUTENIEN
IIeTOCTHOCTY U Benm4us Jiep>kaBbl. CKOTBKO-HUOYAb CMJIBHOE TIPSIMOE BIIVAS-
HUe Ha IpaHAMO3HbIN aHcaMbrb Dopyma ABrycra He mpocnexupaetcs. [1pn
MI000M BapuaHTe PEKOHCTPYKIMM AManbTeil ObUI MeHee MIeO0NOorn3MpPOBaH,
yeM MPUHATO CYUTATD.

Kntouesvie cnosa: AmanbTrell, 3aroOpoiHas BUIIA, caji, otium, [luniepoH, ATTuK,
®opym ABrycra

Natalia Bugaeva
Lomonosov Moscow State University, Russian Federation

Amaltheum of Atticus and Amaltheum of Cicero: Attempt
of Reconstruction

The report is devoted to the problem of Amaltheum, known exclusively
according to Ciceros mention in “De legibus” and correspondence with the best
friend. Amaltheum took place at Atticus’ villa in Buthrotum and (presumably) in
Arpinas of Cicero. There is no information about Amaltheum of another person,
Diodorus’ and Athenaeus’ mentions (Diod. III. 68. 1 3; Athen. Deipn. XII, 542a)
are not very helpful. I know the only archeological complex, which was identified
as Amaltheum — one of the rooms with vegetable decoration at Villa of Poppea
(Torre Annunziata). There are many hypotheses as to what Amaltheum was:
little shrine, library’s building, palaestra, a special part of the garden etc. The
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principle of space organization is under discussion too. Cornelius Nepos wrote:
“it was in verse that he (Atticus. — N.B.) so held forth on those who surpassed
the rest of the Roman people in honours received and in the grandeur of their
deeds that beneath the portraits of each of them he described their deeds and
magistracies in not more than four or five lines at a time” (Vita Att. 18. 5 6).
Is it possible to bring into correlation presumed imagines of Amaltheum and
bust collection of Villa dei Papiri in Herculaneum? Was Amaltheum one of the
earliest predessessors of Forum Augustum?

I have intention of anylising all the narrative tradition about Amaltheum and
some archaeological data. Amaltheum of Atticus and Amaltheum of Cicero must
be considerated separately. The ideological component was much more powerful
in the second case. I share the opinion that Cicero identified his role as saviour
of Rome with Amalthea’s mission. But it’s necessary to reject the idea of garden
around Amalthea’s grotto, set off with statues or busts of prominent Romans —
custodians of the State. The strong direct influence on Forum Augustum is not
traced back. However, Amaltheum might have been less ideologized than its
usually considered.

Keywords: Amaltheum, Roman villa, garden, otium, Cicero, Atticus, Forum
Augustum

Wctomun VIBan AnekcaHgpoBud
Canxm-Ilemep6ypeckuti 20cydapcmeeHHbili yHUsepcumem,
Poccuiickas @edepayus

Ko/reknus cienkos ¢ KonoHHbI Tpasna B Hay4yHo-
JICCIIelOBAaTEeIbCKOM My3ee Poccuiickoit akageMuy Xyo>KecCTB:
npo6neMbl POopMUPOBAHN U MHTEPIIPETAIUN

PaccmaTpuBaemMass KOJIEKIMS SB/ISETCS MajJOM3BECTHBIM ¥ HEOOBIYHBIM
aMATHUKOM 31oxu npasneHus Ilasnal. B xopme BoiHbl Bropoit koanuuun
16 cenTs16ps1 1799 1. pycckme MOpsiKM Boli B PUM 1 ocTaBannch TaM o Ieka-
6ps1. B aTo BpeMs 1o mpukasy nMmrepaTopa ObUIN M3TOTOBIEHBI CTIETIKA C Perlb-
edoB KO/MOHHBI TpasiHa, KOTOpble 3aTeM Obliu IepeBe3eHbl B CaHKT-Ilerep-
Oypr. Cienku CHMMaM ¢ HYDKHeN 9acTu cTBojA (B mpefenax 10 M OT IIOKOJIA)
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B XaOTUYHOM IOPsAAKe. VIX M3TOTOB/IEHE IPENIIONOXUTEIbHO CBA3AHO C UieeN
I[TaBma I o cosganny MOHYMeHTa, TOcBsAeHHOro mobemam Ilerpa I, Haogo6ue
Ko/loHHBI Tpasna, kotopyro [Iasen IlerpoBud ocmarpusan B 1782 1. BO BpeMs
nyTeniecTBusA 1Mo EBpone (OpOH30BBINI MaKeT JAHHOTO MOHYMEHTAa XPaHUTCS
B cobpanvu Otaena Pycckoit kynbrypsl [ocymapcTBeHHOr0 dpMuTaxa). Viko-
Horpadum konoHHb! TpasiHa 6bun ocssieHsl paborsl K. Luxopuyca, K. Jle-
MaHa-XapTrnebena, O. [ambepa, [I>k. Koyncrona u gpyrux uccnegosareneit. Op-
Hako KojnekuyA cnenkos HVIM PAX He nsy4anach crieniaabHO.

B cocraB komteknun Hay4yHo-uccnemoBarenbckoro Myses Poccuitickon aka-
IIEMUN XYI0XKeCTB BXOAT 29 TUINT, U3 HUX 14 mpeacTaBiaaoT coboil menbHbIe
¢dparMeHTHI penbedOB KOTIOHHBI, 14 — MaTPUIIBI C N300paXKEHNSIMU T'OJIOB JII0-
nevi, KoHeit 1 00>KeCTB, OffHa IUINTA COCTAB/IeHA U3 CIETIKOB ABYX GUTYD ¢ pas-
HBIX YacTell KOJIOHHBI. B Xome ananu3a penbedoB 661710 BbifienieHO 328 mepco-
Haxeit: 307 nsobpakeHnit mrozeit, 13 nsobpaxeHnit KoHel, 6 1300pakeHMIt
00>XeCTB 1 OJJHO Heolo3HaBaeMoe nsobpaxxenue. V3obpaxxenns nwopeit Obum
MHOJI YCTIOBHO pasfie/ieHbl Ha STHMYECKIIe IPYNIbL. AOCOMIOTHOE 6O/TBITNHCTBO
IIepCOHaXKell OIpefie/ieHbl KaK pUMIISHE U Jaku (B cOOTHoIleHuu 2:1); mpu-
CYTCTBYeT HE3HAYMTEIbHOE KOMMYECTBO M300pakeHMII repMaHIeB-CapMaTOB
VI TPYGHOOIIpefensaeMbIX epconaxeit. Cpenyt puMJIsH BblfiesieHo 11 moprpymm.
[pynnsl BIENANNCh B COOTBETCTBUM C MCTOPUYECKMMU CBefleHnAMu o [a-
KMIICKMX BOVHAX M IO aHA/IOTUY C M300payKeHMSIMU B IPYTUX YACTIX KOTTOHHBI
TpasHa, a TaxKe APYTUMM PUMCKUMM AaMATHUKaMMI. XapakTep n300pakeHui
CBUJIETENIBCTBYET O TOM, YTO CKYJIBIITOP, CO3/laBaBIINIl penbedbl, MMeT XOpo-
IIee IpefcTaBlIeHNe O CTPYKTYpe M BOOPYXeHUM puMcKoi apmun. V3o6pa-
JKEHMA >Ke BapBapOB IOJIBEPI/INCH 3HAUUTETbHOMY YIIPOLEHNIO B CPAaBHEHUN
C UCTOPUYECKOI JIeICTBUTENBHOCTBIO: K IIPUMeEpPY, IOYTY BCe TaKy M300paxke-
HBl B O[JMHAKOBBIX TYHMKaX, IUTAllJaX ¥ IITaHAaX, a CapMaTbl — B aOCOMIOTHO
HepeaMCTUYHBIX Yelly4arbix fgocnexax. [enenue Bparos Puma Ha udeTknue
MKOHOTpadmyecKye TUIBI MMeNO 3HadyeHue s 9P(EeKTUBHON BU3yaabHON
nporaraHzibl. BeicTaBeHHbIe Ha BceoOliee 0603peHue penbedbl, e puMCcKie
BOMHBI IOOEXIAIOT MPEACTaBUTENEN Pa3TMIHBIX HAPOOB, KaK HeNb3s JTy4llle
IIEMOHCTPVUPOBA/IN UJE0 MUPOBOTrO IrOCHOACTBa PuMa u noprsepxpany mo-
KOBOJYECKMII Ta/laHT uMIieparopa Tpasana.

Cnenku ¢ KonoHHbI TpasHa, xpanamuecs B kowtekyuu HVIM PAX, npen-
CTAaBJIAIOT VHTEPEC IS XaPaKTEPUCTUKY IBYX 3I10X: PUMCKOTO BpEMEHU U 3110~
XV PYCCKOTO KIaCcCULIM3Ma.
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Kntouesvie cnosa: xonoHHa TpasHa, Poccuiickas akafieMnsi XyfOXeCTB, PUM-
ckas ukoHorpadms, I[Tasen |

Ivan Istomin
Saint Petersburg State University, Russian Federation

The Collection of Casts from Trajan’s Column in Research Museum
of Russian Academy of Arts: The Problems of Formation and
Interpretation

The analysed collection is a little known and unusual artefact which relates to
the Emperor Paul I's reign. During the War of Second Coalition on September
16, 1799 Russian sailors entered Rome and stayed there till December. By the
order of the emperor they made casts from the Trajan column reliefs, which
were then transported to St. Petersburg. The casts were taken from the lower
part of the barrel (within 10 m over the base) in chaotic order. The making of the
casts is presumably connected with Paul’s idea of creating a monument which
would commemorate the emperor Peter I's victories. The view and construction
of this monument was inspired by Trajan’s column observed by Pavel Petrovich
in 1782 during his journey around Europe. The model of Peter’s column is now
stored in the collection of the Russian Culture Department at the State Hermitage
Museum. There are 29 plates in the collection, from which 14 are solid copies
of parts of the reliefs, 14 are matrixes which include heads of humans, horses
and deities, and one plate is composed of two casts from different parts of the
column. In the process of studying the reliefs 328 characters were recognised,
including 307 humans, 13 horses, 6 deities and 1 unrecognisable image. The
iconography of Trajan’s column was considered by C. Cichorius, K. Lehmann-
Hartleben, O. Gamber, J. Coulston and other scholars. However, the collection
of casts from the Research Museum of Russian Academy of Fine Arts has never
been an object of special research.

I have divided the images of people into ethnic groups. Almost all characters
were classified as Romans and Dacians (in ratio 2:1). There are also some
depictions of Germans, Sarmatians and a few characters which are hard to
classify. Romans were divided into 11 subgroups. The assignment of the groups
was based on historical facts about the Dacian wars, and parallels with other
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reliefs of Trajan’s column and other iconographic artefacts. On the one hand, the
manner of depictions proves that the sculptor was well aware of the structure
and panoply of Roman army. On the other hand, depictions of barbarians are
simplified in comparison with historical reality. For example, nearly all Dacians
wear identic tunics, cloaks and trousers and Sarmatians are shown in absolutely
unrealistic scale armour. Dividing the enemies of Rome into clear iconographic
types was part of effective visual propaganda. The reliefs, which could be observed
by everyone, depicted Rome’s victory over various tribes and demonstrated the
idea of its global domination. They also proved Trajan’s military talent.

The collection of casts from Trajan’s column which is held by the Research
Museum of Russian Academy of Fine Arts is of interest for exploring two epochs:
Roman time and Russian Classicism.

Keywords: Trajan’s Column, Russian Academy of Arts, Roman iconography,
Paul I

Kapennn Jmurpuit AnekceeBud
Mockosckuti apxumexmypuiti uncmumym (locydapcmeennas akademus),
Poccutickas @edepauus

PekoHCTpyKIMA O3gHEpUMCKON KpenocTty Basuion B Erunre:
apXUTEKTypHBIe JeTanu 1 YOpaHCTBO

Jlokma MOCBSAIIeH PeKOHCTPYKIMY ¥ aHAIM3y apXUTEKTYPHOTO yOpaHCTBa
IIO3JHEPUMCKON KpenocTy BaBuioH. PyuHbI 3TOr0 maMsATHMKA paclloararoT-
CA B paiioHe, n3BeCTHOM ceropHs:A Kak Crapsiin Kanp. Haunnas ¢ konna XIX B.
KpPeInoCTh HEOJMHOKPATHO MCCIER0Baach, a ¢ 1990-x rogos npoBOAMINCDH CH-
CTeMaTNYecK/e apXeoIorMuecKye VCCIeOBaHNs, COBMEIIeHHbIe ¢ paboTaMnu
II0 PEKOHCTPYKLMM M KOHCepBanuy parnoHa Craporo Kampa u NOHIDKEHUIO
YPOBHS I'PYHTOBBIX BOJI Ha ee Tepputopun. Pedynbprarsl aTxX paboT 6pUIHN OITy-
OVIKOBaHBI.

BaBuioH nipecTaBisi o601 TUNMYHYIO KPETIOCTh AMOKIETUAHOBCKOTO Bpe-
MeHV, OffHaKO VIMeJI PsJ YHUKaIbHBIX 0COOeHHOCTeN. Bo-TiepBBIX, KpernocTh
OblyIa IOCTPOEHA ITOBEPX paHHel KaMeHHOI Habepe>KHON BpeMeH TpasiHa B TOM
MecCTe, Ifie ApeBHMI KaHan Amnis Trajanus coepunsica ¢ Humom. Bo-BTopbIx,
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apXxeojIorMYecKre ¥ MUCbMEHHbIe MCTOUYHUKYU CBUJIETETBCTBYIOT O TOM, YTO
MocT yepe3 Hu Ben k 3anmagiHpIM BopoTaM Kperoctu. HakoHery, yKkperieHus
KpenocTy ObIIM HAMHOTO MacCHBHEe, YeM Y 00011 PYToii [UOK/Ie TUaHOBCKOI
KpenocTtu aida comitates B Erurre.

[TocmemHMe apXeonorndecke CCIefoBaHMs T0OKa3amy OTHOCUTEIBHO XOPO-
Y0 COXPAaHHOCTD I0>)KHOM YacTV KPENOCTH HUYKe COBPEMEHHOTO YPOBHS 3eM-
n. Billle ypOBHSA 3eM/IV HETJIOXO COXPaHMIIUCH I0)KHBIE BOPOTa € MTOCTPOEH-
HOVI HaJi HUMI KOIITCKOIT «Bucsieii» 1iepkoBblo (anb-Myastaka), a Takxe JBe
KpyI/Ible OalllHM, OffHA M3 KOTOPBIX OblJIa IIpeBpallleHa B IPEeYeCcKYI0 1[ePKOBb
Cs. Teoprusa (Mapu [upruc).

[leny BBIIONTHEHHOV HaMM PEKOHCTPYKIMM 3aK/IIOYaINCh, IPEXe BCEro,
B PACCMOTPEHMM apXUTEKTYPHBIX ¥ KOHCTPYKTUBHBIX OCOOEHHOCTEN I0XKHBIX
BOPOT, MUMEIOIUX HAWIYYIIYI0 COXPAaHHOCTD, KPYI/IbIX OallleH, (praHKMpOBaB-
myx Amnis Trajanus. Mbl mocTaBiIu Takke 3afiady IOKa3aTh, KaK KPeHoCTh
MOIJIa BOCIIPMHMMATBCS CO CTOpoHbI Huta.

Ilenp moknama 3akaOYaeTcs B TOM, YTOOBI MOAPOOHO pacCMOTpeTh apry-
MEHTAIVIO PeKOHCTPYKLIVY apXUTEKTYPHOro YOpaHCTBA 1 eTasiell, ToKa3aTh
UX CTUINCTIYECKUEe 0cobeHHOCT. OcO00T0 BHUMAaHMS 3aC/Ty)KUBAIOT CIIENY-
IOI[Vie /IEMEHTHI: YaCTMYHO COXPAHUBIINICSA KapHU3 (PPOHTOHA OXKHBIX BO-
pOT, KalluTeNMM M KapHM3bI aTpuyMa KPYIJIBIX OallleH, KaMeHHbIe OJIOKM M
IIBapTOBKYU Kopalsieil ¢ 3aBeplIeHNeM B BUJie TOOBBI JIbBa M HEM3BECTHBIE
anmeMeHTHl (cTatyu mam TpuyMmdanbHble KOMTOHHBI?), KOTOPble MOTTU OBIThH
YCTAQHOBJIEHBI BO BHEIIHMX aICKaX KPyr/abix 6anreH. OTenbHON IpobieMorn
ABNISAETCA KaaccuPuKanys MMEIOIUXC ICTOYHUKOB, KOTOPOI TakxKe OyneT
yIeneHo BHUMaHNe.

Kntouesvie cnosa: Ernnet, PuMmckas kpernocts, Basunon, Crapsiit Kanp, 3D-pe-
KOHCTPYKIVISA, apXUTEKTYPHOE YOPAaHCTBO, apXUTEKTYPHBIE [leTaIN
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Dmitry Karelin
Moscow Architectural Institute (State Academy), Russian Federation

The Reconstruction of Diocletianic Fortress in Babylon of Egypt:
Architectural Details and Decorations

This paper is dedicated to the virtual reconstruction and study of architectural
ornamentations and details of the Late Roman fortress of Babylon. This
monument was located in the district now known as Old Cairo. The fortress has
been explored and recorded since the end of the 19™ century. From the 1990s
onwards archaeological investigations have accompanied conservation work
and the lowering of the groundwater level in the area, and the results of this
work have been published.

Babylon was a typical Diocletianic fortress for Field Army, however it displayed
a number of unique features. First, it was constructed over the earlier Trajanic-
era stone harbour at Babylon where the Amnis Trajanus joined the Nile. The
entrance to the canal was flanked by the massive round towers of the Diocletianic
fortress. Second, archaeological and historical evidence indicates that a bridge
over the Nile led to the western gate of the fortress. Third, the massive size and
strength of the fortifications were much more solid than those of any other
Diocletianic fortresses in Egypt.

The recent archaeological work has shown that much of the southern part of
the fortress survives today below ground. Above ground the southern gatehouse
is preserved largely intact, with the Coptic ‘Hanging Church’ (Al-Mu’allaga)
built over it. The two round towers also survive, one of them within the Greek
Orthodox Church of St. George (Mari Girgis).

Theaim of created reconstructionistoshowthearchitecturaland constructional
peculiarities of the southern gatehouse and of the round towers flanking the
Amnis Trajanus, and also to present the possible view of the fortress from the
Nile. Another special aim is both to classify the corpus of the sources and to show
the connection between each source and the reconstruction’s argumentation.

The goal of the report and presentation is the examination and argumentation
of fortress” architectural decorations reconstruction and showing their stylistic
peculiarities. There are some details and decorations of special interest: partly-
survived cornice of southern gates’ pediment, capitals and cornices of round
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towers inner atrium, lion-headed mooring stones and items which could be
located in the apses of round towers.

Keywords: Egypt, Roman fortress, Babylon, Old Cairo, 3D-reconstruction,
architectural decorations, architectural details

Tomamesuy Onbra BragummuposHa
Mockoscxuii zocyoapcmeernolii yHusepcumem umeru M. B. JlomoHocosa,
Poccusa

Kynbet gpeBHeernmnerckoit 6ormuan Vcuapr B beneBenTe

[lokmag MOCBSAIIEH NMaMATHUKAM, CBUIETENTbCTBYIOIIVIM O Ky/IbTe OOTVMHM
Vcnper B Kammannm smoxu Pumckort nMmepun. 3TOT KyAbT CHadajaa MIPOHU-
KaeT B mopToBble ropopa (ITyreomnsr, [Tomnen, Ctabun u, BepOATHO, paHbIe B
Kymsr). EcrecTBeHHO, PuM Kak cTONMMIa MMIIepuy urpan B paclpoCTpaHeHUN
9TOTO KYy/IbTa O4eHb BaXXHYI0 pornb. [Ipu Becnacnane (69-79 rr.) xynst Vicupnl
B PumMe yTBepxpaercs, a mpu ero ceiHe Jomuimane (81-96), moxoxke, Hauu-
HaeT VICIIO/Ib30BaThCSA IS YKPEIJIeHNsI ero «O0okecTBeHHOV» BnacTu. Ilomo6-
HO oT.y, JJoMUIIMaH [eHWT apXUTEKTYPy U MPeAIPUHST TPAaHIMO3HYIO Iiepe-
CTPOJKY 3HAYMMBIX COOPY>XEHUII CTOMNIbI, BKI4YasA Iseum Campense, s
KoToporo u3 Erunra 66Uty mprBe3eHbl 00emmcK, COUHKCH 1 CTaTyy 6abynHOB.
TpynHo ckasaTp, moueMy MOC/IEHMI MIPeCTaBUTeNb auHacTUM draBues mo-
KPOBUTE/IBCTBOBAN KYNbTy Vcupmsl, Beb, mogpakas ABIYCTY, OH BBICTaBIISI
ce6s1 TOOOPHNKOM TPAAMIIVIOHHBIX PUMCKMX BepoBaHMit. Vi aTo mpoTuso-
pedne perranoch otoxaecTsineHreM Cepamrica u VICUIbI ¢ TOYNTaeMBIMU M
IOmmrepom n Munepsoii? K coxxanennio, MHOTME Kacalolecs ero paBlIeHns
TEKCTYa/IbHble ICTOYHVKY ITOTMO/N 13-3a OQUIMATBHOTO MIPeJaHUs IIPOKIIS-
THIO €TO ITaMATI CEHATOM.

B nenTpe BHMMaHMA aBTOpa MaMATHUKMU VIceyMa B beHeBeHTe, IOCTPOEHHOTO
10 NpuKa3aHuio [loMnimana, KOTOPOMy HpaBWJIOCh MMeHOBaThcs dominus et
deus n nsobpaxxarbcs kak gapaon. Cam Viceym O6bU1 paspyliieH B KOHIIE TIOXU
Vimmiepun roTamMu, HO KOMYECTBO, pa3sMephl U Ka4eCTBO MTaMATHUKOB, XpaHU-
MbIX B My3ee CaHHMO B beHeBeHTe, ynuBuTenbHbBL. Cpeyt HUX 3HAYMTEIbHBIN
MpaMOpHbIil pparmeHT penbeda ¢ usoodpaxenvem Vcuaer u dbapaona (Jomu-
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I[MaH?), BEPOSITHO, YKpAIIaBIIETO CTEHY CBATHUINIIA; CTaTyM JloMniiaHa B eTu-
TIETCKOM CTWIE U B TPAAUIIMOHHOM ofiesiHuM apaoHa, CPUHKCHI, BOSMOXXHO, C
ero rosoBoii. OT JUOPUTOBOI KY/IbTOBON CTAaTyu VIcuabl coXpaHUIach TOMbKO
TO/I0Ba, a oT MpamMopHolt ctaryu Vcupsr Ilemarunm — tonbko magbsa. Ocoboro
BHUMaHV 3aC/Ty>KMBAIOT [IBAa TPAHUTHBIX 00€/I1CKa C MepOormnIecKMMI Hal-
UCAMMN ¥ U300 pKeHNUSIMU UMITepaTopa Kak hapaoHa, CO3[aHHBIX Ha CPENCTBA
nerara Pyrunns Jlyma. YHMKanbHOCTD UX B TOM, YTO HAJIMCHU ObIIN BbICEYEHBI
Ha MecTe. B Kommekumy Myses XpaHATCS TAaKXKe CTAaTyM >KPelloB ¥ MOJIOABIX
leBYIIEK, >KpUI] MM afenTok Kynbra Vicupbl. IlpencraBieHsl u cratym cBs-
IIEeHHBIX >KMBOTHBIX, YaCTO M300pa’kaeMbIX B PUMCKUX CBATHIMIAX VIcuUppr:
ObIK Amuc, cOKonbl 1 6abynHbl. MHOTME TaMATHUKM ITpuBe3eHbl 13 Ermmnra
(mpeBHelmMit — Hebonbinas craTyatka maps XIII guHacTuy), GONBIIMHCTBO
oTHOCUTCA K XXX OUHACTUM, A TAKXKe I/UIMHUCTUYECKOMY ¥ PUMCKOMY II€py-
omam. Ho ecTb cTaTynm, nsrotosneHHble B PMMCcKOI MMIIepuy, B OCHOBHOM Bpe-
MeHMU MpaBIeHUs 00Pa30BAaHHOTO U aBTOKPATUYECKU MbIC/sIIero JloMmunana,
KeTIaBIIIero BJIACTY KaK y 00>keCTBEeHHBIX (papaoHOB.

Knrwuesvie cnosa: Viceym, Vicupa, benesenrt, Ilomnen, [lomunyan

Olga Tomashevich
Lomonosov Moscow State University

The Cult of the Egyptian Goddess Isis in Beneventum

The paper discusses monuments of the cult of the Egyptian goddess Isis in the
region of Campania. Her cult first penetrates into port cities: Puteoli, Pompeii,
Stabiae and, possibly at an even earlier date, Cumae. Rome, as the capital of the
empire, naturally played an important role in the spread of Isidic cult. Under
Vespasian (69-79), Isis’ position in Rome consolidated, while under his sec-
ond successor, Domitian (81-96), her cult was probably used to accentuate his
personal “divine” power. Like his father, Domitian was partial to monumental
architecture; so he undertook an extensive rebuilding of the imperial capital,
including structures associated with Isis. It is difficult to say why the last of the
Flavian dynasty favored the cult of Isis—for we know that, in imitation of Au-
gustus, he posed as a champion of the traditional Roman beliefs. Could it be that
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this contradiction was removed by identifying Serapis and Isis with Jupiter and
Minerva whom he worshiped zealously? Unfortunately, many texts regarding
Domitian have been destroyed as result of the damnatio memoriae to which he
was subjected. In Rome the emperor rebuilt the Iseum Campense and brought
from Egypt an obelisk and statues of sphinxes and baboons for its restoration.

The focus of our attention is the Iseum in Beneventum built by Domitian who
obviously liked to present himself as a dominus et deus in a truly pharaonic
spirit. It is thought that the several temples of Isis that had existed there were de-
stroyed already during the late Empire by Visigoths, but the size and the quality
of monuments gathered at the Sannio Museum in Beneventum are really amaz-
ing. They include a fragment of a fairly large marble relief featuring Isis and a
pharaoh (Domitian?) that decorated the temple’s wall. Unfortunately, only the
head is preserved of a diorite cult statue of Isis (which was two-thirds human
size). A fragment of Isis Pelagia’s marble statue is also of interest; the remaining
part includes a barque and the feet of Isis. Special attention must be paid to the
two granite obelisks bearing inscriptions in Domitian’s honor and portraying
him as a pharaoh. It seems that the monuments and inscriptions were produced
locally and paid for by the legate Rutilius Lupus. The collection features several
statues of Domitian himself, depicting a standing emperor in the traditional
pharaonic garb. Besides, there are fragments of what were probably sphinxes
with Domitian’s head. There are also sculptures of priests and three statues of
kneeling young women—priestesses or worshipers. Sacred animals, such as an
almost life-size statue of the sacred Apis bull; statues of Horus falcons and Thoth
baboons, very popular in Italic temples of Isis, were represented there. This col-
lection features both genuine ancient Egyptian objects (the oldest one is the stat-
uette of a king of the XIII" Dynasty, though mainly it comprises artifacts of the
XXX™ Dynasty and later things of the Hellenistic and Roman times) and Egyp-
tian-style imitations produced in the Roman Empire, mostly during Domitian’s
time. So, the educated and autocratically-minded Domitian was a true divine
pharaoh “wannabe.”

Keywords: Iseum, Isis, Beneventum, Pompeii, Domitian
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Burto ®anun
M3paunvckoe ynpasnenue no denam bpeeﬁocmea, Hepycanum, Vspauns

MOHYMCHTa}II)Ha}I ACKOopannAa IMMaJTeCTMHCKUX HCPKBCﬁ n CcMHaror

OT MOHYMEHTA/IbHOV AEKOPALN IAJIECTVHCKIX L[epKBEN I CMHArOr BU3aH-
TUIICKOTO II€PMOfA COXPAHMIOCh OYeHDb MajIo. B HECKONbKMX COUYMHEHNAX OT-
110B LlepkBu copeprKarcsa ONMCaHNA IPEKPACHBIX MO3alK U POCIIVICEN B LIEPK-
Bax CBATON 3eM/IN, KOTOPBIE O HEKOTOPOI CTENEHN KOMIIEHCUPYIOT CKYLOCTD
MaTepUajIbHBIX CBUJETENbCTB. O HACTEHHOM >KMBOINCY B CUHATOraX €CThb
TOJIBKO OfIHO KpaTKOe YIIOMIHaHMe B MePYyCaauMCcKOM TajiMyze, 13 KOTOpOro
HEBO3MO>XHO MOHATH, YTO MMEHHO MOTITIO OBITh M300pakeHo.

HecmoTps Ha ckyocTh MHPOPMALINN, MOXXHO IIPOC/IENUTD CYIIeCTBEHHbIE
pasau4nAa B MOHYMEHTA/IbHOM IeKOPaLuy LIepKBel ¥ CMHATrOT He TOIbKO B CIO-
KeTaxX M300paKeHN I, HO U B TeXHMKE, B yPOBHE MacTePCTBA, B CAMIX IIPUYIN-
HaX pasMelieHns n300pakeHn T MMEHHO Ha CTeHaX, a He Ha ITOTy.

Packonku B mazeCTMHCKUX LIEPKBAX BBIABUIN OCTAaTKM HACTEHHBIX MO3aMK
Y TTIOJIMXPOMHBIX POCTIIICET], Ha KOTOPBIX OBUIN 1300pakeHbl, B OCHOBHOM, CBSI-
Thle U nipefcTaBuTenu Llepksu, cuensl [Ipeo6pakenns u gpyrue 6ubnervickue
CIOKETBl C KPaTKVMM COIPOBOAUTEIbHBIMY HAAIVCAMU TOJIBKO IIO-Tpede-
cku. C Ipyroit CTOPOHBI, B CMHATOTaX He OBbIIM HalileHbl HACTeHHbIE MO3aMKIL,
a B COXPAaHMBIIMXCA POCIUCAX IIPEACTaB/IEHbl TOTbKO T€OMeTPUYECKIEe U CTU-
NIM30BAHHbIE PACTUTEIbHbIE MOTUBDI, BBIIIOJIHEHHbIE, B OCHOBHOM, KPacCHOI
KPacKOJl, a TAK>XXe TEKCThbI Ha ApaMeNICKOM A3bIKe, IMEOI /i€ TIOCBATUTE/TbHBIN
XapaKTep WIM OTHOCAILMECS K CITy>KEHIIO B CMHATOTe.

[IprayHBI pasnuunit MEXXAY BeKOpaLyel CTEH B LIepKBaxX ¥ CUHArOraXx MHOTO-
oOpasHbL. B ToM uncrie, oHU KPOIOTCA B Pa3IMIHOM OTHOIUICHVUY JBYX PeIUTUI
K 00pasy, B MaTepraJbHOM ITOJIOKEHUY ¥ B COCTaBe JIIofiell, y4acTBOBABIINX
B 00psA/iax: B CMHATOTax 3TO, B OCHOBHOM, MECTHOE Hace/leHNe, JaBHO IIPOXKU-
Balolllee Ha JAHHBIX TEPPUTOPUAX, TOTHA KaK XPUCTUAHCKIME OOIINHBI IIepKBeit
HaXOAVJIUCH ellle B Iporiecce popMupoBaHus.

Kntouesvie c06a: MOHyMEHTA/IbHAA NeKOpalus, LEepKBY, cuHarory, Ilamectn-
Ha, BUSAHTUVICKUI IIEPUOT
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Fanny Vitto
Israel Antiquities Authority, Israel

Wall Decoration in Palestinian Churches and Synagogues

Very little remains of the mural decoration in Palestinian churches and syna-
gogues dating to the Byzantine period. A number of writings of Church Fathers
contain descriptions of elaborate wall mosaics and paintings in churches of the
Holy Land which make up to some extent for the dearth of material evidence.
Concerning the synagogues, there is only a laconic allusion to wall decoration in
the Jerusalem Talmud which gives no clue what may be represented.

Despite the scarcity of evidence, it is possible to discern significant differences
between wall decoration in churches and in synagogues, not only in the themes
represented but also in the medium used, in its level of workmanship and in the
reason for its presence on the walls rather than on the floor.

Excavations of Palestinian churches have yielded evidence of both wall mo-
saics and polychrome wall paintings which represent mostly saints and clerics,
scenes of the Transfiguration and biblical scenes with only short captions in
Greek. Synagogues, on the other hand, have provided no evidence of wall mo-
saics and the preserved wall paintings consist of simple geometric and stylized
plant motifs, chiefly in red paint, as well as texts in Aramaic which are dedicato-
ry in nature or connected with the service in the synagogue.

Reasons for the differences between the wall decoration in churches and in
synagogues are multifold, including the attitude of the two religions towards
images, their economic situation and the people who attended religious servic-
es — a mostly local and long-established population in the synagogues whereas
in the churches the body of worshippers was still in the making.

Keywords: wall decoration, churches, synagogues, Palestine, Byzantine period
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MepnennukoBa Anekcanapa EBrenbeBHa
Mockoscxuii zocyoapcmeernoiii yHusepcumem umeru M. B. Jlomonocosa,
Poccutickas @edepayus

KoHx1 B paHHEXpUCTHAHCKOM VMCKYCCTBE: TPaHMIIbI
IIPOCTPAHCTBEHHOI'O BOCIIPUATUA

V3o6paxxeHHas apXUTEKTypa — MPUBBIYHBIN MOTUB JJIsI PUMCKOTO MCKYC-
CTBa, KOTOPBIN B O3THEAHTWYHBIN IIePUO ITOTydaeT ocoboe pacpocTpaHe-
HUue ¥ npuobperaer HOBble 3HaYeHMsA. Hambonee BaykHast KaTeropus Iisi pe-
AZIbHOM apXUTEKTYPbl — IPOCTPAHCTBO — MOXKET IIPEACTABIATb TPYLHOCTHU
JUIA Ilepefayyl ee Ha IJIOCKOM WM CJIeTKa M3OTHYTON NmoBepXHOCTH. ITosToMy
Haunbosee CIOKHBIM JIs1 M300paXKeHNsI apXUTEKTYPHBIM 3JIEMEHTOM SIBJISIET-
CA KOHXa — IIO/IYKYIIOJ, 3aBEpIUAIOIII HUIIY VIV allCUAY, B JeKOpaluuu Ko-
TOPOTO IMPOCIEKMBAIOTCS YCTOUMBEIE M300pasuTeNnbHble BapuaHThl. Kak pas
Omaromapsi TAKMM OCOOEHHOCTSIM [IeKOPAIui CTAHOBUTCS BO3MOYKHBIM Cpeu
1300pa>KeHHBIX APXUTEKTYPHBIX KOHCTPYKLINIT OTIPEieIUTDb 3Ty POPMY, a TaK-
’Ke, COOTBETCTBEHHO, I T€ 37IEMEHTBI, KOTOPbI€ OHA IIEPEKPbIBAET.

[171s1 BBIAB/IEHNSA 3HAUYEHUIT 9TOTO 9JIeMEHTa C/IeflyeT OOpaTUThCA K MCTOKaM
3TUX GOpPM B OOJIBIION aPXUTEKTYPE, a TAKXKe K TEM CEMaHTUYECKIM accoIiya-
IVsIM, KOTOPBIMI OHV MOTJIM 00/1afaTh. YImyb/eHHOe MPOCTPAaHCTBO, 0003Ha-
YeHHOe KOHXOI1, MOITIO OBbITh M300pakeHMeM aTllCU bl VIV HUIIY — 3JIEMEHTOB,
4aCTO BCTPEYAIOLMXCA B apXUTEKType. PaccMoTpeHne KOHTEKCTOB, B KOTOPbIX
BCTPEYAIOTCS 3TU apXUTEKTYpPHBIE POPMBI, TTO3BOJIAET C/le/IaTh BBIBOJ, O 3Ha-
YeHMSIX, KOTOPBIMU OHM HaJe/sunch. [IpencraBisieTcss BO3MOXHBIM 0003Ha-
YUTDb HECKOJIDKO M3 HUX: IPOCTPAHCTBEHHYIO OPraHM3aLI0, KOHCTPYKTUBHYIO
byHKIMIO, @ TAaK)Ke CEMaHTNYECKYI0 3HAYMMOCTD, eC/TM IPUHATH BO BHUMaHIe
pacmosio)KeHye B HUIIaX CTaTyil, a B allCKiaX — BBIJIEIEHHOIO MeCTa /I IIpa-
BUTE/LA VIV pasMeleHN ajTaps.

[Tpu n306pakeHNM apXUTEKTYPHI B APYTUX BUAX VICKYCCTBa HAOOP XyIoXKe-
CTBEHHBIX CPEJICTB COBEPIIEHHO MHOI. 3/IeCh apXUTEKTypHble (GOPMBI HE SB-
JISIIOTCS  CAMOJJOCTaTOYHBIM IPEIMETOM M300paKeHMs, OHM WIPAIOT Yalle
BCETO BTOPOCTENCHHYIO POTb ¥ 0OPaMIISIOT HEKUI CIOKET VMJIU TepCOHaXelL.
[Tpu 3TOM Ta IIEHHOCTbH, KOTOPOIT 00Ty paccCMaTpuBaeMble 9JIeMEeHTHI B pe-
QJIbHOJI apXUTEKTYpe, COXPAHSAETCs M B M300pa>keHHOI1. Takoil BBIBOJ MOXKHO
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ClleZlaTh Ha OCHOBE aHa/IM3a NMMAMATHUKOB IO3JHEAHTUYHOTO VI PAaHHEXPUCTH-
aHCKOTO MCKYCCTBa, 0COOEHHOCTEN MX 001ell KOMIIO3UIIMOHHOI CTPYKTYPBI,
B3aMIMHOTO PACIHOJIOXKEHMS 57IeMEHTOB, COOTHOIIEHNUA C (PUTYpOIl YeloBeKa.
Ecnm obpatuthesa K M300pakeHNIO HUII, KOTOPbIE 3aBePIIAIOTCS M MapKUPY-
I0TCsI KOHXaMU, OKa3bIBAeTCsl, YTO OHM 3aHMMAIOT 0c000e MeCTO B KOMIIO3M-
IIMIOHHOJI CXeMe; IIPY 3TOM ITyOVHa U IPOCTPAHCTBEHHAsl BbIPA3UTEIbHOCTD
ABJIAIOTCS BAKHBIMY XapaKTePUCTUKAMI 9TOIO MOTVBA.

Kniouesvie cnosa: paHHEXPUCTNAHCKOE VICKYCCTBO, N300pa>keHHas apXUTEKTY-
pa, apXUTEKTypHbIE 57IeMEHTDI, TO3THEAHTUYHOE VICKYCCTBO

Aleksandra Medennikova
Lomonosov Moscow State University, Russian Federation

Conches in the Early Christian Art: The Borders of Spatial
Perception

Representing architecture was common in the Roman art. It becomes more
widespread and gains new meanings especially in the late Roman period. Space
is the most important category for the architecture. That is why its representa-
tion in different types of art on plain or slightly curved surfaces could be a prob-
lematic artistic task. Thus, a conch, or a semi-dome that covers niche or apse is
the most difficult architectural element for the representation. The decoration of
the conches displays some constant iconographic motives. Due to these certain
types of decoration we can identify this form and the connected architectural
elements among other different images.

For clarifying the meaning of this architectural element and all the possible se-
mantic associations we have to refer to real architecture. A space marked with a
conche could be a representation of an apse or a niche, which are very common
elements in the late Roman and early Christian architecture. Analyzing the con-
texts in which these architectural forms were used allows us to understand the
inherent meanings of these elements including their role in spatial organization,
their constructive function and metaphorical use (as soon as these places could
house a statue, an altar etc.).
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When we turn to the represented architecture in the visual arts the means of
artistic expression could be different. In this case the architectural forms were
not the main subject of representation. On the contrary, they work as a frame for
narrative scenes or personages. Nevertheless, the spatial value and significance
of these forms could be retained. We can draw this conclusion after an analysis
of the Late Roman and the Early Christian works of art, considreing their com-
positional structure, balance and interrelations of the elements, interaction with
a human figure. The conches play a special role in represented architecture, their
deepness and spatial expression being very important characteristics.

Keywords: Early Christian art, represented architecture, architectural elements,
Late Antique art

O6pasmoBa Kcennsa bopucosna
Mockosckuti eocyoapcmeenuiii ynusepcumem umeru M. B. JlomoHocosa,
Poccutickas @edepaus

OpanTsl PoroHpasl B PeccamonmKax: MeXXy ujeanbHbIM
Y1 VHAVIBUYa/IbHBIM

VicTopus nsydenns nkoHorpapumdeckoir mporpaMmbl Mo3ank Potonyib B Oec-
CaJIOHMKAX HaCYUTBIBAET LIE/IBII PSIJ COBEPIIEHHO Pa3HOOOPa3HBIX MHTEPIIpe-
Tanuit. COIIacHO OfHON U3 KOHLENIWI, (PUTypbl OPaHTOB, IIpe/iCTaB/IeHHbIE
Ha OHe apXUTEKTYPHBIX KOMIIO3UINIL, ABMIAIOTCA He 00pasaMy My4eHUKOB,
HO MOPTpeTaMy KTUTOPOB. B 110/1b3y 9TOro HEOOBIYHOTO IIPEATIONOKEHNUS TO-
BOPAT COIIPOBOAVITE/IbHBIE HAMINCY — pPeKNe MIMEHA Y YKa3aHye Ha pOof Jies-
TeTbHOCTH TTepcoHaXkell. OmHAKO TPaUIMOHHOE TPOYTeHIe TaHHbIX 00pa3oB
KakK 1300pakeHMsI CBATBIX KaXkeTcs 6oee yoennrenbHbIM. Ha 9T0 ykaspiBaror
COBIIaJIeHUsI UMeH U Tpodeccuii B aruorpadmieckux NCTOYHUKAX, & TAKXKe 00-
Hapy>XeH1e NKoHorpadmdecko anamorun obpasam Kocbmsl u [lammana Apa-
BUIICKNX, HEOOBIYHOCTD KOTOPBIX JIO CUX IOP IPEACTAB/IANA ONpee/IeHHYIO
po61eMy B UCTOPUOTPADUIL.

BepoAaTHO, I1aBHO NIPEANIOCHIIKON /I UeU O TOM, YTO OpaHTbhl POTOHbI
He SABJIAITCA CBATBIMY, CTA/IO IMEHHO BIleYaT/IeHMEe IIOPTPETHOCTY, KOTOpPOE
IPOU3BOIAT UX UK. SIPKO BBIpa)KEHHOE NMYHOCTHOE HA4Yalmo B M300pake-
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HUU CBSTBIX, JJalolliee ITIOBOJ TOBOPUTDH O TpobieMe MopTpeTa, IpefCcTaBIsIeTCs
NPaKTUYECKN YHUKAIbHONM CUTYyalyeil. Boicoganmmii Xygo>KeCTBEHHBIN Ypo-
BEHb )KMBOIIVICHOTO aHCaMOJIs1 CO3[JaeT MHOTOT'PAHHBIN 10 CBOEMY COEP>KaHIIO
TUII CBATOTO — OH IIOHMMAETCS OJHOBPEMEHHO U KaK KOHKPETHBI Ye/I0BEK,
U Kak 00001[eHHbI 00pa3 cBATOCT. MO3auKy OKa3bIBAIOTCS Ha IMOTPaHNY-
HOM II0JIO>KEHUU MEX/Ty OTHOOOPa3HOCTBIO ¥ BapUATUBHOCTBIO, BBIBEPEHHOI
CXeMOJ ¥ >KMBONMCHBIM Pa3HO00pasueM, MeXXIY YHUBEPCATbHBIM M MHAVBU-
Nlya/IbHbIM, MEXJY YCIOBHBIM U €CTeCTBeHHbIM. J/Imky MydeHuKoB PoToHpbI
OITHOBPEMEHHO U OYeHb MOJ00OHBI IPYT APYTY, X JeMOHCTPUPYIOT Ype3BbIYali-
HOe 60raTCTBO 1 pa3HOOOpasue Kak Bapualliyi B paMKaX eIrHOro 06pasHOro
CTpos. VIX eIMHCTBO OIpefeNnoT, IIpeXie BCero, BeCbMa YCIOBHBIE abCTparu-
pyrolye IpreMbl — 4epPThl INIA CBOAATCA K Y€TKOJ r€OMETPUYECKON CTPYK-
Type, cOmDKalonei nx ¢ OKpy>karoliell apXUTeKTy PO, TUKA U/iean31POBaHbI
u 6e3sMoroHanbHbL. OHAKO B HIOAHCAX MPOSB/IAETCS MNMPOKNIL perepTyap
XY OXKECTBEHHBIX CPEJICTB, JTIOXKAIINXCS B OCHOBY 00pasHOro CTpos 1 obora-
manmux o6yt cxemy. [IposBieHns MHAMBY/IYaIbHOTO OKa3bIBAIOTCS CKPBI-
TBHI, IO9TOMY OHJ He BOCIIPMHMMAIOTCS KaK YCIOBHbIE MKOHOTpadaecKue yep-
THI, HO CO3/Ial0T BIIeYaT/IeHNe 0Opa3a KOHKPETHOTO Ye/IoBeKa.

B o61eit mHNY pa3BUTUA paHHEXPUCTUAHCKOTO ICKYCCTBA BCe Ooree 3HAYM-
MBIMM CTAHOBATCSA Y€PTBI, ONIPee/A0IINE CBATOTO KaK KATETOPUIO, a He JIMYHAA
XapaKTepUCTUKA KOHKPETHOIO Y€lI0BeKa. AHAJIOTMYHbBIE IIPOLIECChI BO3MOXXHO
IIPOCIEAUTD U B TIO3[JHEAHTVYHOM CKY/IBIITYPHOM noptrpere. C TedyeHneM Bpe-
MEHMJ IIOPTPETOB CTAHOBUTCS BCE MEHDIIIE, 3 BMECTE C TEM PACTYT U LIEHHOCTb,
Y YCIOBHOCTD 3TOTO TUIIAa M300pakKeHNsI — OH Y)Ke IPEeICTAB/IAET He OTHeNb-
HYIO TIEPCOHY, a TPYIIIY jofeli, ob6/agaronux BechMa nieann3npoBaHHBIMU
XapaKTepucTuKaMi. [JIaBHBIM IIpeIMETOM IIOPTPETAa CTAHOBUTCA HE YEIOBEK,
a ero JOCTOVHOCTD OBITh N300pa’keHHBIM. B 9TOM cMbIc/Ie 00pa3bl My4eHUKOB
PoTOHIBI TpeCTaBIAIOT COO0IT 0cO00e sIBIeHUeE, Tle TUIHOE U 00006IIeHHOE,
VIHVIBUIya/IbHO€ U WJIea/IbHOE, KMBOE U 3aCThIBILIEE OKA3bIBAIOTCA B CUTYa-
nuu 6amanca. He yrpaduBas cBs3M cO CBOEV IMYHON MCTOPUEN, He yTpadnBast
CBOVIX MHAVIBMUIYaIbHBIX Ka4eCTB BHEITHOCTU U XapaKTepa, CBATbIe 0O0beu-
HEeHBI 00IMM COCTOSTHUEM JIyXa, KOTOpOe MOJHMMAeT 3TU 06pasbl Ha HOBBIN
YPOBEHbD.

Kniouesvlie cnosa: Mo3auKa, paHHEXPUCTUAHCKOE VICKYCCTBO, CBATOM, IIOPTPET,
Canonuknu, PoToHga
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The Figures of Orants in the Rotunda in Thessaloniki: Between Ideal
and Individual

The iconographic program of the mosaics of the Rotunda in Thessaloniki has
been a point of never-fading interest. It caused a number of controversial inter-
pretations. According to one of them, the figures of orants represented against
architectural background were not saints, but rather donators. This assertion is
supported by the inscriptions accompanying the images that include uncom-
mon names and professions of the persons represented. However, the traditional
conception viewing these figures as saints seems more convincing. It is first of all
supported by the correspondence of names and professions to the hagiographi-
cal sources. Besides that, we propose a new iconographic analogy for the images
of saints Cosmas and Damian of Arabia, which seems to confirm the latter point
of view and helps to solve this problem.

The main reason that led some scholars to recognize the orants as donators
must have been the impression of portrait features given to their faces. This per-
sonal attitude in representing saints is virtually unique and raises the problem of
portrait. The great artistic value of the ensemble creates a deep and complicated
type of saint representation. The saints in Rotunda tend to be perceived as real
persons and at the same time as generalized images of holiness. The rendering
of the mosaics turns out to be a boundary between monotony and variability,
schematization and freedom of expression, and above all between universality
and individualization. The faces of martyrs look very similar to each other, but
in the same time, they demonstrate an extraordinary diversity of characteristics
that should be understood as variations on the general type of image. The unity
of the faces is determined by conventional and abstractive artistic means, the
use of which transforms the facial features into a definite geometrical structure
making the faces look corresponding with the surrounding architecture. The
images are idealized and emotionless. On the other hand, a close formal analysis
uncovers a broad set of artistic principles shaping the inner character and en-
riching the general scheme. The traits of individuality are thus concealed, which
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prevents them from being seen as mere conventional iconographic features of
a person. Instead the images produce a vivid impression of a “portrait™

In the main line of development of the Early Christian art, we can mark a ten-
dency to focus on those features that stress the general quality of holiness in rep-
resenting the saints, instead of rendering their personal characteristics. A sim-
ilar process can be traced in the Late Antique sculptural portrait. In the course
of time, the number of portraits decreases, while the value and conventionality
of such type of image grow. Instead of depicting a single person, an image rep-
resents a category of people and the idealized nature uniting it. The portrait
focuses on one’s worthiness to be portrayed. This makes the mosaics of Rotunda
a special phenomenon, where personal and general, individual and ideal, vivid
and schematic maintain the balance. Preserving their personal life story, the fea-
tures of appearance and character, the saints are united by the common state of
spirit, which elevates the images to a completely new level.

Keywords: mosaic, Early Christian art, saint, portraiture, Thessaloniki, Rotunda

Hour Annaun
Oxkcgpopockuti yHusepcumem, Benukobpumanus

Carasa Codus u ropusoHTsl ViMnepun

B Busantun uepkosb boxecrsenHoit IlpemynpocTu, uMnepaTtopckuin gBo-
pel ¥ MIIOAPOM BMeCTe COCTaB/LAIM Mofend Vimnepun. OHM IpencTaBIsanm
CTIOYKHBIE COOTHOIIEHNSI Pe/TATVN, TOMUTUKY U Hapopa. VIx pusmdeckne cooT-
HOUIEHVsI, TPAaHUIIBI, TIepeceYeHs], pefesbl, 0COOble 30HBI, MAPIIPYThI MIPO-
IIeCCUii ONPeMeNsaioT, Pas3fe/issioT U CBA3BIBAIOT (PYHKIVIOHAIbHbBIE 30HBI. JTO
II03BOJIAET METOHMMMYECKM MCIIO/Ib30BaTh Ha3BaHUA apXUTEKTYPHBIX 3JIe-
MEHTOB B OTHOLIEHWV peanuil 0OLeCTBEHHON, IOMUTUYECKO 1 IIepPKOBHOI
KXKM3HU. Takasg cuMBO/NIMYeCKas CBA3b OCYILIECTBIIANACh BO BpeMs L[€PEMOHN-
aJIBHOTO JICITOJIb30BAHMV 3TUX IPOCTPAHCTB U BepOaIbHO apTUKY/INPOBAIACh
B IJlepeMOHMAIbHBIX TeKcTaxX. Hambomee spkuit npumep B Busantum — uep-
koBb CsTort Codun, KoTopas 3akiaodana B cebe TpaHUIIBI U reorpaduaeckne
npenens! Vimnepun, ¢usndecku npefcTaBlIeHHbIE B IeKOPATUBHON T€OIOTUN
ee PasHOLIBETHOI MPaMOPHOI 00/MNIIOBKY. DTO ceplie Busantnm Bomorano

98



c006071 B3aMOOTHOIIEHSI UMIIEPCKOTO OOTOCIOBYSA, HOMUTUKY U BiracTi. Cpe-
IV LI€PEMOHMAIBHBIX T€KCTOB, KOTOPbIE€ IIO3BOIAT HAM MCCIElOBATh 3Ty CU-
CTEMY CMBICTIOB, — TAHETVPUKM, SKPPACKUCHI 1 apXau3VpOBaHHbIE OMVICAHMNA
B TpakTare «O 1jepeMOHMAX».

Bo3MOXXHO, caM LiepeMOHMAJI C/IEAYeT CYUTATD IIOTHOLEHHBIM BUJOM MCKYC-
CTBa, HECMOTPS Ha Te I'PaHUIIbI, KOTOPbIe IPOBOJATCA MEX/Y IIPOU3BEJeHA-
MU JIUTEPATYPBI, )KUBOICH, FOBETMPHOTO MICKYCCTBA MU/IN ApXUTEKTYPblL. 3[eCh,
KOHEYHO, HeM30e>KHbI O/IM3KIe aHA/IOTUY C TeATPOM, HO 3TO He «IIPOCTO» TeaTp.
IlepeMoOHMaI HACTONIBKO K€ MKOHMYEH, HACKOJIbKO IJCaHasA KpacKaMy MKOHA
He SIBJISIeTCS IIPOCTO >KMBOMICHIO, HO YKa3bIBaeT Ha HEKYI0 00/bIIyIo 1 6osee
ITyOOKYIO peasbHOCTD 32 CBOMMU IIpefienaMit. BusanTuiickuil mepeMoHman —
3TO «11epdopMaTUBHAS MKOHA» LIEPKOBHON ¥ MOMUTNYECKON upeonornu VM-
nepun, BepBble copmynnpoBanHoit EBceBmem Kecapmitickum. OH cosman
o6pa3 KoHcTaHTMHA — MEepPBOro XpUCTMAHCKOTO MMIIEPaTOpa, KOTOPBIT BIIO-
C/Ie[ICTBUM COBEPIIEHCTBOBA/ICH KaXKJbIM «HOBbIM KOHCTaHTMHOM» B MU3aH-
cuenax B Csaron Codpun.

Kntouesvie cnosa: Busantus, Caraa Codus, nMIepaTopCcKuil BOpeL], UIITIOf-
poM, TlepeMOHMaI, TAaHETUPUK, Sk pacuc, EBceBuit, Koncrantnn

Allan Doig
University of Oxford, United Kingdom

Hagia Sophia and the Horizons of Empire

The Church of the Holy Wisdom, the Sacred Palace and the Hippodrome in
Byzantium together formed a model of the Empire. They represented the com-
plex interrelationships of religion, politics and populace; their physical relation-
ships, borders, intersections, boundaries, restricted spaces, and processional
pathways define, separate and link functional spaces, giving rise to the meton-
ymy of architectural elements in relation to social, political and religious ele-
ments. This symbolic linking is enacted in the ceremonial use of the spaces and
is verbally articulated in ceremonial texts. The Byzantine example finds its focus
in Hagia Sophia and how it gathers into itself the borders and geographical hori-
zons of Empire which are physically present in the colourful decorative geology
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of its stonework. The heart of Byzantium embodied Imperial theology, politics
and power relationships. The ceremonial texts that will guide the exploration of
this matrix of meaning include panegyric, ekphrasis and the antiquarian record
of the “De Ceremoniis™.

It is perhaps the ceremonial itself that should be considered the complete ar-
tistic medium despite the boundaries drawn between the contributing literary,
pictorial, metalworking, and architectural arts. There is, of course, a close anal-
ogy here with theatre, but this is not ‘merely’ theatre. It is iconic, and just as a
painted icon is not merely a painting but points beyond itself to a greater and
deeper reality, so is Byzantine ceremonial a ‘performative icon’ of the religious
and political ideology of Empire, first developed by Eusebius in the shaping of
Constantine as the first Christian Emperor, and perfected in each ‘New Con-
stantine’ in the stage setting of Hagia Sophia.

Keywords: Byzantium, Hagia Sophia, Sacred Palace, Hippodrome, ceremonial,
panegyric, ekphrasis, Eusebius, Constantine

Yernnkaa Xamok
YHusepcumem uzguHvix uckyccme umenu Cunana, Cmamoyn, Typyus

YeTpipe HeZaBHO OTKPBITHIE LiepKBU B Budunun

B pesynbraTe HelaBHUX PeCTaBPallMIOHHBIX pabOT OBUIM BBISBIEHBI HOBbIE
IlepKOBHbBIE 3MaHNA B KPYIHBIX ropopiax Buduuum, Hukee (Vi3uuk) u Ilpyce
y Budpunckoro Omummna (Bypca). IlepBas nepkoBb 6bl1a OTKpBITA B LIUTAJEIN
Bypcel Bo BpeMs pecTaBparuy ropoackux creH. OHa pacmosno)keHa B KBapTase
Torrxane, Ha BHeIIHel MMHUM CTeH. B mpoliecce yKpernieHns cTeH Obuia 00-
Hapy>KeHa afcuja, a BCKOpe 3a Heil OTKPbIIACh U YacTb LIEPKBY JIO CEPEAVHBI.
[TockonbKy MOMHBIE PACKONKY IEPKBY He BXOIVUIN B YMC/IO 33/]ad 9TUX padoT,
oHM 6N TpUOCTaHOBIeHBI. OHAKO Y)Ke cef9ac MOYKHO C JielaTb HEeKOTOpbIe
3aK/TI0YeHNs. 3/laHMe IPENCTaBIIAIO COOO0I [[ePKOBb C TPeMs alCHUJaMy U aM-
BOHOM, Ha KOTOPOM €CTb IOCBATUTENbHAS HAAMNICh. XOTSA KOMMEHTUPOBAThH
IUTAaHVPOBKY XpaMa ObUIO ObI MPeXXAeBPEMEHHO, MOXKHO MPEIIONIOKIUTh, YTO
9TO OblJIa paHHEXPUCTMAHCKAsA Oa3mImKa.
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Bropas u TpeTbs mepkBu ObUM OTKPHITH B Huikee Bo BpeMs pecTaBparium
ropozcknx Bopot. CHavyasa 6bl1a oOHapy>keHa Karenia B BopoTax Jlepkn B ce-
BepHOI1 yacTu. O Hell MUMEITCA KpaTKye YIIOMVHAHMA B peCTaBPALlIOHHbBIX OT-
YeTax ¥ B OFHOI AVMCCEPTAIN, OFHAKO ee IUTaH OBl HEBEPHO MHTEPIPETUPO-
BaH. HecMOTps Ha TO, 4TO MMEIOTCA OCTATKM ITIABHOV U H0XKHOM AICUADL, ITY
KaIle/Ty /1o CUX MOP CYUTANM OfHOHE(HOI ITOCTPOVIKOTL.

[TocnemHee oTKpBITHE OBIIO CIeTTAHO BCETO HECKOIBKO MecsI[eB Ha3a i B CraMm-
Oy/IbCKUX BOpOTax. Bo BpeMs pacKoIoK pUMCKON JOpOru 3ech Oblta 06Hapy-
YKeHa TPeXallCUAHAas MOCTPOIIKA, OKPY)KeHHasA HECKONMbKMMM MOTpebeHnsaMNn
13 000XOKEeHHBIX Kupnuderl. HecMoTpst Ha To, 4TO OHa pacmoyo)keHa MeXIY
IBYMs BOPOTaMU, 3TO JOBOJIBHO KpPYIIHasA IOCTPOVIKA pasMepOM IIPUMEPHO
9 x 6 M. [laTupoBKa HeJaBHO OTKPBITHIX Y BopoT Huken 1iepkBeit mpobaema-
TUYHA, TIOCKONIbKY PabOTHI OTPaHMYMBAINCh PECTABPALMIOHHBIMY 3a/IadaMIL.
MO>XHO ITpefIIoNIoKUTD, 4TO 00e IIepKBM OTHOCATCA K Havany XIII B., mocKonb-
Ky B 9TO BpeMsI TOPOJCKIE CTEHBI M CaM FOPOJI CYLIeCTBEHHO 0OHOBISA/INC.

[TocnepHss 1epkoBb ObIIa OTKPBITA MIPU PEKOHCTPYKUMM VI3HUKCKOTO MY-
3es. [IocKombKy My3ell IeperoHeH, BO3HUKIA HEOOXOUMOCTh €ro PacIIl-
PUTb, ¥ OBUIO PelIeHO MCIOIb30BaTh MPOCTPAHCTBO HEIIOCPEACTBEHHO K IOTY
OT My3elHOTO 3/jaHus. B mpornecce pabot 66Ut 06HAPYKEHBI MacTepPCKIe, KO-
nofubl 1 TPyOsl. OFHAKO BaKHENMIINM OTKPBITMEM CTajIa HeOOobIas 1[epPKOBb
B I0T0-3aIIaJJHOI YacTy pacKoma. BHyTpu u BOKPYT LepKBU MMEIOTCS morpede-
Hus. Ee o/ 4acTMYHO BBIIOXKEH B TeXHUKe opus sectile. OcHOBBIBasich Ha Crie-
laX YMHOK B II0/TY, MOXKHO IIPEJIIOIaraTh, YTO LepKOBb IIepecTpanBajach ocie
semiieTpsacenun XI B.

Knwouesvte cnosa: Bubunus, ropopckue crensl, [Ipyca, Hukes
Haluk Cetinkaya
Mimar Sinan Fine Arts University Istanbul, Turkey
Four Newly Discovered Churches from Bithynia
Recent restorations revealed new church structures in major cities of Bithynia,

namely Nicaea (Iznik) and Prusa ad Olympum (Bursa). First one was discov-
ered in the citadel of Bursa during the restoration of the city walls. It was located

101



in Tophane neighborhood and in the outer line of walls. During the process
of reinforcing the walls, existence of an apse was realized, soon to be followed
approximately till the middle part of the church structure. Since the work was
not aiming at the excavation of the church entirely works were halted. Despite
unfinished excavation some points can be made. It is a three apsidal church
with an ambo, on which there is the dedicatory inscription. Although it may be
immature to comment on the plan type it would be safe to assume that it was
a basilical church from the Early christian period.

Second and third churches were discovered in Nicaea during the restoration
of the city gates. First was the discovery of the chapel inside the Letke gate in
the north. It was shortly mentioned in the archaeological reports and in a doc-
toral dissertation but plan of it was wrongly identified. Despite having traces of
a main apse and a southern one it was claimed to be a single naved structure.

The newest of the discoveries was made inside Istanbul gate only a few months
ago. A three apsidal structure, which is surrounded by several burials of baked
clay, was unearthed while intending to reach the Roman period road. Despite
being located between two gates of Istanbul it is a fairly large structure with the
dimensions of approximately 9 x 6 metres. Dating of the recently discovered
churches by the city gates of Nicaea is problematic, since works were limited to
the restorations. But an early 13 century date may be suggested for both, basing
on the large renewal of the city walls and reviving the city itself.

The last church was discovered during the enlargement of Iznik museum.
Since the museum is packed there was a need to enlarge it and it was thought to
be best to make use of the space immediately south of the museum structure. In
the process workshops and water pits and pipes where unearthed. But the most
important discovery was a small church in the most southwestern part of the
excavation area. In and around the church there are burials. Parts of the church
floor is in opus sectile technique. Basing on the marks of the repair on the floor
the church might have been rebuilt after the earthquakes of the 11" century.

Keywords: Bithynia, city walls, Prusa ad Olympum, Nicaea
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Bunorpapos Auppeit IOppeBny
HauyuonanvHolii uccnedosamenvckuti yHusepcumem «Boicuias wixona
skoHomuku», Poccuiickas Qedepauus

O rpannnax geAaTebHOCTY CPEFHEBU3AHTUIICKOV CTPOUTEIbHON
apremu (Ha ogHOM mpumepe 1040-x rT.)

B mocnemnee Bpemsa P. Oycrepxayt u [I.JI. Emmuun o6patmnm BHuMaHMeE
Ha s OOIMNX YepT B BBIIAMONMMUXCSI BU3AHTUICKMUX Xpamax 1030-1040-x ro-
noB. B 1042/3 r. koncTanTHMHONONbCKNIL ;UMKUT Vloann Opdanorpod moctpo-
VI I0KHBIe rajiepen u napakknecuit Ce. Hukomasa B Mupax JIMKUICKUX, Tae
B IIOAIIPY>KHBIX apKax U B JBOMHDBIX apKaX HaJl BXOJaMI Y€PeLyITCA TPYIIIbI
U3 TpeX-4eThIpexX IVIMHG M KaMeHHbIe OJIOKVM aHaJIOTMYHON INMPUHBL Takoii
nprieM (9acTO CKpbIBABIIMIICSA IIOTOM IITYKATYPKOIL), KaK M PSS APYTUX, BCTpe-
YyaeTca U B IepecTpoeHHbIX B 1037-1046 rT. yacTax xpaMa Bockpecenns B Ve-
pycanume, 1 B TIOCTpOeHHOM 110 3aka3y Koncrantnna IX Monomaxa kadomm-
koHe Hea Monu Ha Xnoce (1042-1049). B mocnegHeM ¢ «1omocaTbIMm» apKaMu
COCE[ICTBYIOT B MHTEPbepe apKU ¢ YepefloBaHNeM KaMHell (TeMHBIX U CBET/IBIX).

[TocKONMbKY apKy M3 YepemyoIInxcsa IMHG ¥ KaMHeil Mbl BUAUM B JInkun
C PaHHEBM3AHTMUIICKOTO Iepnoja, TO HaM IPEeACTaBIsAeTCa Oomee BEPOATHDIM,
4T0 y paboTaBmux B 1040-X rogax MacTepoB OHM MOSBUINCH OTTYHQ, IpUYEM
BIIEpBbIE, BEPOATHO, MMeHHO B Mupax (B 1042/3 1.). O6 3TOM CBU/IETENBLCTBYET
Y OTCYTCTBME K/IaIKM Opus mixtum, npucyrcrByroueir B Vlepycanume n Ha Xu-
0cCe, U CTYIIEHYATO ITOBBILIALINECA ITOAIPY>XHbIE apKM, YKa3bIBalolle Ha pa-
00Ty aHATONMUIICKMX MacTepoB. VI3 Mup manoasuiickye CTPOUTENN OTIPABMU-
JIACB, BEPOATHO, B Vepycanum (1043-1046), Tie COeIMHMIICD CO CTOMMYHBIMMA
MacTepamy, MCIOAb30BAaBIIVMI TEXHUKY OpusS mixtum ¥ CI0XKHbIE ITYYKOBBIE
NVJIACTPBI, HaXOfALIME PeNKYI0 aHaIoruio B Lepku CB. leoprua B MaHraHax
(a Takke B Crace YepHUTOBCKOM), @ 3aTeM Ha XMOCe 3Ta apTe/b COeNVHNIIACH
C MacTepaMU «3JUIAJICKON» LIKOJIbI, OTKY/Ia €€ KOHCTAaHTUHOIIOIbCKIE U «3JIIafL-
CKMe» YIEHbl YaCTUYHO yuum B YepHuUros. B Takom ciyd4ae, B NeATENbHOCTD
3TOJ MEHABIILEN COCTAB apTe/NIN IPUXOAUTCA Ha IpasieHne Koncrantnaa Mono-
Maxa, IT0 YbeMY 3aKa3y OHa JacTU4YHO U paboTaina (B Vlepycanmnme n Ha Xnoce).

Kntouesvie cnosa: BU3aHTUIICKAS apXUTEKTYPa, CTPOUTEIbHAA apTelb
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Andrey Vinogradov
The National Research University “Higher School of Economics”,
Russian Federation

On the Bounderies of the Activities of a Middle Byzantine Building
Crew (an Example from the 1040s)

Recently R. Ousterhout and D. D. Jolshin noticed a number of similarities in
the outstanding Byzantine churches of the 1030-1040s. In 1042/3 the Constanti-
nopolitan dioiketes John Orphanotrophos built the southern gallery and parek-
klesion in St. Nicholas church in Myra, where in the buttress arches and double
arches above the entrances groups of 3—4 bricks alternated with stone blocks of
similar width. Such decoration (often consequently hidden by plaster), as well as
a number of other traits, are also peculiar for the 1037-1046 reconstruction of
the Resurrection church in Jerusalem and the katholikon of Nea Moni on Chios
ordered by Constantine IX Monomachos (1042-1049). In the latter the “striped”
arches with alternating stones (dark and light) are placed also in the interior.

The arches of alternating plinths and stones can be found in Lycia from the
Eraly Byzantine period. Therefore, it is likely that the masters who used this
technique came from Lycia. They first went to Myra in 1042/3: this is indicated
by the lack of opus mixtum masonry, present in Jerusalem and Chios, and by
stepped buttress arches, indicating the work of Central Anatolian master builders.
From Myra these Anatolian builders probably went to Jerusalem (1043-1046),
where they joined the Constantinopolitan craftsmen, who used the technique
of opus mixtum and clustered pilasters, finding a rare analogy in the church of
St. George in Manganai and in the Saviour Cathedral in Chernigov. Later, on
Chios, this crew joined the masters of “Helladic” school, wherefrom some of the
Constantinopolitan and “Helladic” members went to Chernigov. In this case, all
the activities of this changing crew fall into the reign of Constantine Monoma-
chos, at whose command it was partially working (in Jerusalem and on Chios).

Keywords: Byzantine architecture, building crew
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3axapoBa AHHa BragumuposHa
Mockoscxuii zocyoapcmeernoiii yHusepcumem umeru M. B. Jlomonocosa,
Poccutickas @edepayus

dopmupoBanne nKoHOrpadgmIeckoit MporpaMmMbl BUSAHTUIICKOTO
XpaMa: HOBBIN B3I/IA] C IPUTPAHNYHBIX TEPPUTOPUI

OxkoHuaresibHast mobefa HaJi UKOHOOOpPYEeCTBOM B 843 I. MOCTaBWIA Iepe
BU3aHTUICKON LlepKOBbIO BaXKHYIO U CIIOXKHYIO 3ajady. B KopoTrkoe BpemA
OBbIIO HEOOXOIVIMO BOCCTAHOBUTD B XpaMaX MO3auKI U PpecKit, 3p1MO BOIIIO-
1arole OCHOBHbIE forMarhl [IpaBocmasus. VccnegoBareneil faBHO HTEpe-
CyeT BOIIPOC O TOM, KaK MMEHHO ObUTa paspaboTaHa cucTeMa MOHYMEHTAsIb-
HOI1 IeKOpaLiuy BU3AHTUIICKOTO XpaMa, CTaBIIAs BIIOC/IELCTBUY KJIAaCCUYECKON
u omcanHasg Otro [leMycoM ceMbliecsT JIeT Ha3a[| Ha IpuMepe Oosiee IO3JHUX
aHcaMb671ell. ITOT BOIpOC IMpobieMaTiieH, TOCKOIbKY NMPON3BeNeHNs MOHY-
MEHTAa/IbHO >XMBOINCYU BTOpOI momoBuHbI IX — Havama XI B. coxpaHumuch
OYEeHb HEPABHOMEPHO: KOHCTAaHTMHOIIONbCKME IAMATHUKY M3BECTHBI JINUIIb
10 HECKONIBKVM pparMeHTaM MO3auK U OMMCAaHMAM, Ha balkaHax 1 rpedecKux
OCTPOBAX TAKXX€ COXPAHW/IOCh OY€Hb HEMHOIO, 3aTO JO HAaC JOUUIM JECATKU
paclyCaHHBIX IIEMIEPHBIX XpaMOB B KamnImalokuy Ha BOCTOYHBIX IpaHN1ax Bu-
3aHTUIICKOI nMIiepun. [locnegume o6mamamT ApKO BEIpaKeHHBIMYU 0COOEHHO-
CTAMU KaK B CTMJIe )KMBOIVUCH, TaK M B MKOHOrpadum. Tem He MeHee, McCe-
NOBATEIAMY YK€ NMPEeNIPUHYMAINCD IONBITKY IIPUBJI€Yb 3TOT MaTepuan I
IIOHVIMAHVS IIPOLIECCOB, PA3BUBABIINXCA B CTOJIMYHOM MICKYCCTBE.

MpbI npepytaraeM repecMOTPEThb 3TH BOIIPOCHI HA HOBOM YPOBHE 3HAaHUII O BU-
3aHTUNICKOM ucKyccTBe IX-XI BB. [I/11 5TOr0 Mbl XOTUM BBIIE/IUTh HEKOTOPbBIE
KaIllIaJOKMIICKIe aHCaMO/T, B KOTOPBIX TaK MJIM MHAYe MPOSABIISETCS CTOMNY-
Hoe BiuAHMe: nepkByu Kpuibramap, 9nbp Hasap, Hosaa Tokansl B [€peme, Ajta
u [Jupexnmu B benmncupme, Kybemnmu kunuce n nepkossb CB. BapBapsl B Corasn-
nbl, Tarap 63 Yprioma u fip. B cucreme ilekoparum KyTmonoB, alicuf, CBOLOB
U CTeH OYAYT IIpoaHa/IM3MPOBAHbBI Te MKOHOTpadmyecKye perieHns, KOTopble
OTIMYAIOTCS OT TPAJUIMOHHBIX ISl JAHHOTO PervoHa 0ojiee CTapbIX CXeM.
B sToMm oTHOmeHNUN 60Mee oOKa3aTe/NbHBI NelepHble XPaMbl, MMUTUPYIOIIe
APXUTEKTYPY KOHCTAHTMHOIIOJIbCKMX KPECTOBO-KYIIO/IbHBIX LIE€PKBEN, XOTHA
B OTZENTbHBIX C/TyYasX BAMSHUE CTOMMIHBIX MKOHOTpAapUUIECKUX CXeM MOXKHO
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BUJETDb U B 60JIee IPOCTHIX 10 IMPOCTPAHCTBEHHOI OpPTaHM3alNy aHCAMOJIAX.
He BpaBasich B meTanbHOe MCCIEROBaHME MKOHOTpaduy TeX MM MHBIX CIOXKe-
TOB, MBI ITOIBITAEMCS PEKOHCTPYMPOBATh CaMM NPUHLNIIBI (POPMUPOBAHMNA
IIPOrpPaMM U COMTOCTABMM UX C M3BECTHBIMU 11O GparMeHTaM VJIN 110 ONMCaHU-
AM CTOIMYHBIMU ITAMATHUKAM.

[IpuBedyeHMe KammagqoKUCKOro MaTepuaa u CpaBHEHMe ero C aHCaMO/sAMM
Ha €BPOIIENICKON TeppUTOpUM BU3aHTUIICKON MMIIEpUN IIO3BOJIAET YTOYHUTD
HEKOTOPbIe HIOAHCHI B UCTOPUY (POPMUPOBAHNSA MOHYMEHTATbHO [IeKOPaLIVN
BM3AHTMIICKOTO XpaMa B MOC/IEeMKOHOOOpYeckuil nepuop. ViccnenoBanue 1mo-
Ka3bIBaeT, YTO 3TO OBIT MHOTOCTYTIEHUATBIV U CTIOXKHBIN IIPOILiecc, Ha KOTOPBIN
OKa3bIBa/IM BIVsiHME (PAKTOPHI Pa3IMYHOTO MOPAAKa. B McKyccTBe BU3aHTMI-
CKUX IPOBUHIMII YCBOEHNME HOBLIECTB TaK)Xe NMPUHUMATIO MHOTOOOpasHbIe
dbopMBL, HO B I1e7IOM pa3BUTHE IIUIO B TOM >Ke HaIlpaBJIeHNM, 9YTO U B CTOJNIIE.

Kntouesvle cnoéa: BU3aHTUIICKast MOHYMEHTa/IbHAS )KMBOINCH, MUKOHOTpadude-
CKas nmporpaMma, Kanmagoknsa, KoHCTaHTMHOIIONIb, MO3AaMKI, POCIIACH

Anna Zakharova
Lomonosov Moscow State University, Russian Federation

Development of Byzantine Church Iconographic Programme:
A New Perspective from the Borderlands

After the victory over Iconoclasm in 843 the Byzantine Church faced an im-
portant and complicated problem. In short time it had to restore the mosaics and
frescoes in churches that would visually embody the main dogmas of Orthodoxy.
In what way did the system of monumental decoration of Byzantine churches
develop that later became classical and was described seventy years ago by Otto
Demus basing on some later monuments? This question is problematic as soon
as the monumental painting from the second half of the 9™ through the early
11™ century survives in uneven quality and quantity: the Constantinopolitan
ensembles are known only by sparse fragments of mosaics and some ekphraseis;
little survives in the Balkans and on the Greek islands, yet dozens of painted cave
churches exist in Cappadocia, the Eastern borderlands of the Byzantine Empire.
The latter demonstrate some peculiarities in painting style and iconography. Yet
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the scholars have already attempted to use this material for understanding the
development of Metropolitan art.

We would like to look afresh at these questions on the new level of knowl-
edge of Byzantine art of this period. We propose to single out some Cappado-
cian ensembles showing Metropolitan influence: the churches Kiliglar, El Nazar,
New Tokal1 in Goreme, Ala and Direkli in Belisirma, Kubelli and St Barbara in
Soganli, Tagar near Urgiip and others. In the decoration of the domes, the apses,
the vaults and the walls, we shall analyze those iconographic solutions that are
different from the old schemes traditional for this region. In this respect, some
cave churches imitating the Constantinopolitan cross-domed churches are more
indicative, although in some cases simpler structures also show the influence
of Metropolitan iconography. Without going into details in the iconography of
single subjects, we shall try to reveal the principles of shaping of these programs,
in comparison with the fragments and descriptions of coeval ensembles in Con-
stantinople and the Balkans.

This comparative analysis will allow us to get a more precise and detailed un-
derstanding of the formative process of Byzantine church decoration during the
two centuries after Iconoclasm. Our research shows that this was a multistage
process influenced by many different factors. The impulses from Constantinople
were gradually assimilated and modified in the art of the Byzantine provinces,
yet their artistic development went in the same direction as in the capital.

Keywords: Byzantine monumental painting, icoogrpaphic program, Cappado-
cia, Constantinople, mosaics, wall paintings

Kpusa Arnem
Kénvuckuti ynusepcumem, lepmanus

boromaTtepp 3HaMeHMe U IpeHMe 00 ONMPeCHOKax

B XI B. B BU3aHTUIICKOV 6OTOPOAMYHOI MKOHOTPAQVY IIPOUCXOIAT IpUMeya-
TenbHbIe M3MeHeHus. [lomynapuseiit o6pas boromarepn Hukoren, ¢ OMmanyn-
JIOM B MaHJIOpJie Ilepef Tpajblo, CYIIECTBEHHO M3MeHAeTCA. B HOBOM BapuaHTe
Boropopuiia yxxe He Tep>XUT MaHJOPITY, @ M300paXkaeTCs C MOJHATHIMU PyKa-
MU, TOT/la Kak MiajieHer] B MaHOp/ie CBEpPXbeCTECTBEHHBIM 00pa3oM Imaput
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neper Ee rpynpio. ViHTEpecHO, yTO 3Ta MomuduimpoBanHas Bepcust Hukonen,
TaK HasbIBaeMas boromarepb 3HaMeHMe (Cpemy APYrUX Ha3BaHUIL BCTpedaeT-
cs1 Takke dnuckencuc u [raturepa), mocTeneHHO 3aMeHNTa TIePBOHAYATbHBIN
06pas, KoTopslit mpakTUdeckn ncdesdaet nocie XII B. [TocnemHnit M3BeCTHHIN
o6pa3 Huxkomnen B rmaBHo anicuje coxpanmics B 1iepkBu CB. Coduu B Oxpuzpe
cepepuHbl XI B. B MO3IHEBM3aHTUICKNI U TIOCTBU3AHTUICKII IIEPUO, HOBBIN
BapMaHT — 3HaMeHUe — CTAaHOBUTCS OJTHUM U3 Hanbojee pacmpoCTpaHEeHHbIX
6oropofyHbBIX 00pa3oB B fekopanyy ancuy. VikoHorpadms 3namenns 6buta
ocoberHo momynsapHa B HoBropoze, o yeM CBUIETENbCTBYIOT M UYIOTBOPHAS
ukoHa cepenuubl XII B., 1 dpecka B ancupe nepkBu Criaca Ha Hepenuire (1199).

VIcKyccTBOBEBI CBA3BIBAIOT 3Ty TPaHC(HOPMALVIO MKOHOTpadUI C IIPONCXO-
IVBIIVIM B KOHCTAaHTVMHOIIO/IbCKOM B/IaxepHCKOM MOHACTBIpe 4y OM OT VIKOHbI
BoromaTepn 1 0OBACHAIOT ee BU3AHTUIICKOI Teopueir 06pasa Toro BpeMeHN.

B arom pokmaze OymeT BBIABICHO eBXapUCTUYeCKOe 3HadyeHue o0Opas3oB
un Huxonen, n 3Hamenns. bymer nogreepxgeHa 3Ha4MMOCTb BU3AHTUIICKOTO
IUTYprudeckoro 6orocmoBus XI B. IS MCTOPUM BU3AHTHMICKOTO MCKYCCTBA,
Ha KOTOpOe OKa3ano Iybokoe BAMsAHME MucTndeckoe ydenne Cumeona Ho-
Boro borocnoa (949-1022). ITocnemoBareniem Cumeona 6pi1 Hukura Crudar
(okx. 1005 — ok. 1090), ogHO 13 TIaBHBIX JIEMCTBYIOIINX JIUI] CLIOpa 00 orpec-
HOKaX MEXY JTaTVMHAHAMU M TpeKaMM. DTU CIIOPbI O €BXapUCTUYECKOM XJIe-
Oe mpuBenu K B3aMMHOMY OT/IydeHUIo Mexy KoncrantnHononem u Pumom
B 1054 r. B manHOM fokmane 6ymeT nokasaHo, YTo uKoHorpadus boromatepn
3HaMeHNA ¢ MyazieHLleM B Mefla/ibOHe, MapsieM nepen Ee rpynpro, cooTser-
CTBYeT OCHOBHBIM apTyMeHTaM IIPAaBOC/IaBHBIX B IPeHMAX 00 ompecHokax. Co-
OTBETCTBEHHO, MBI OCBETUM HEKOTOpble aHTMIATMHCKNE VJEU, 3aJI0’KEHHbIE
B 3TOVI 6OTOPOAVYHON MKOHOTpadu, MNPOKO PACIPOCTPAHEHHO! B BM3aH-
TUVICKOM U IPEBHEPYCCKOM MCKYCCTBE.

Kntouesvie cnosa: ikonorpadusa boromarepu, BU3aHTUIICKOe MCKYCCTBO, HoB-
ropon, EBxapucrtua
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The Znamenie-Platytera Image of the Theotokos and the Azymes
controversy

The eleventh century saw remarkable changes in Byzantine Marian iconog-
raphy. The Theotokos Nikopoios, the popular image of the Virgin holding the
mandorla of Emmanuel, went through a profound transformation: in the novel
image, the Theotokos does not hold the mandorla any more, but she appears
with arms raised, thus, the Child in the mandorla is supernaturally hovering on
her chest. Interestingly, this modified version of the Nikopoios, the so-called
Znamenie (other names include Episkepsis and Platytera) gradually superseded
the original image, which practically disappeared after the 12™ century. The last
extant Nikopoios image in a central apse is in the Ohrid Sophia church from the
mid-11"™ century, while the new Znamenie image became one of the most com-
mon Marian images of Orthodox apse decorations in late and post-Byzantine
period. Znamenie was especially popular in Novgorod: both the 12*-century
miraculous Znamenie icon and the Theotokos with hovering medallion in the
apse of the Saviour church in Nereditsa (1199) witness to the importance of this
iconography in medieval Russian art.

Art historians link this transformation of iconography with the icon miracles
in the Constantinople Blachernae church and explain it with contemporary Byz-
antine image theory.

This paper, however, will highlight the Eucharistic meaning of both the Niko-
poios and the Znamenie images. It will maintain the significance of 11"-cen-
tury Byzantine Eucharistic theology for the history of Byzantine art which was
profoundly influenced by the mystical teachings of Symeon the New Theolo-
gian (949-1022). Symon’s follower was Niketas Stethatos (c. 1005 — c. 1090),
a protagonist of the azymes controversy between the Latins and the Greeks. This
debate over the Eucharistic bread led to the mutual excommunication between
Constantinople and Rome in 1054. This paper will demonstrate how the Zna-
menie with hovering medallion conveyed the main arguments of the Orthodox
in the azymes controversy. Accordingly, it will shed light on the overlooked an-
ti-Latin tenet of this wide-spread Marian image of Byzantine and Russian art.
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Anekcees JIBaH AHTOHOBUY
Hauuonanvhoiil uccnedosamenvckuti yHusepcumem «Bvicuas wixona
sxoHomuku», Poccuiickas Qedepavus

IIMKT anoCTONbCKUX CTPAJAaHNII B Kale/ie HaJl I0)KHBIM afiTapeM
Codun Oxpupckoi

Hap ceBepHOII 1 10)KHOI anTtapHbiMu Kanetamu nepksyu CB. Codun B Ox-
puje pacIionaraxTcs iBe CMMMeTPUYHbIe Kalle/Ibl BTOpOro spyca. B kamenne
HaJl F0)KHBIM anTapeM GparMeHTapHO COXPAaHWIACh KMBOIIVICh; O HATMIUY WU
OTCYTCTBUM >KUBOIIVCY HaJl CEBEPHBIM a/ITAPEM CBEJEHNIT HET.

OpHyM 13 IEPBOCTENIEHHDBIX ABJIAETCA BOIIPOC O BpPEMEHU MOABJIEHN CaMOI
KaIle/uIbl, TocKonbky cobop Codpun Oxpupckoit ¢ IX B. HECKOTBKO pa3 BUJO-
M3MEHS/ICA, B TOM 4ucie u npu apxuenmckorne JIbse Oxpupckom (1034-1056).
Ha nporsokennn nepoit monoBuHbl XX B. MEXAY YYEHBIMI Belach IOIEMMKA
II0 IIOBOJY BpeMEHU NPUCTPOMKM Kameml. Llenbln papn uccnemosBarenein npu-
Ilep>XUBa/VICh TOV BEPCUM, YTO KaIle/I/Ibl BO3HVUKIN B IX B. 1 ABIAIOTCA OPUTH-
HaJ/IbHOJ YaCTbIO IlepBOHAa4Ya/IbHOM nocTponku. Panuum XI B. gatupoBan Ka-
nesuinl P. JIlo6mHK0BIY. CyIecTBYIOT TPY/ABI, FOKA3bIBAOIIVIE CTPOUTETHCTBO
Karesut Ha pyoexxe XII-XIII BB. B 6onee panneit cratbe [I. Koo mpumnmceiBan
K/IafIKy, B KOTOPOJ BBITIO/IHEHBI Karemsl, K XIV B. (MMes B BUAY mepecTpoii-
Ky y>Ke CYII[eCTBOBAaBIIel Ha TOT MOMEHT Kalle/l/Tbl). DTa TOUKa 3peHMs Hallla
noanep>xKy B crarbe [I. bomkosnya u K. TomoBckn.

Ha maHHBIT MOMEHT B HAay4YHOU JINTEpPAType IO IIOBOAY JATMPOBKU CaMUX
Kare/1 puHATH Touky 3peHus 1. babuy wm C. Yypunya. [. babuy rosoput
0 TOM, YTO caMy OOKOBBIE KaIle/I/Ibl OBV IIPUCTPOEHBI He mo3Hee KoH1a XII B.
C. Uypuny nuieT o efMHOBPEMEHHOCTY CO3JjaHNsI OCHOBHOTO 00beMa Xpama
u Kanesn B XI B.

JxoHorpadmyeckas mporpaMma IoMenjeHns HaJ, I0KHBIM anTapeM OXpug-
ckoit Coduu paccmaTpmBaeTca B psfie MCCAEIOBAHNI; HECKOIbKO M300pa-
YKEeHU, IPUHAIJIeKAIINX 3TOMY IUKIY, oryonukoBansl . Munne. Hanbonee
HoApo6HO IporpaMma Kare/Ibl IpoYuTaHa U npoaHanusupoBaHa [. babuy
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B ee guccepranym. OqHAKO B PYCCKOSI3BIYHON McTOpMorpadmy oHa IOYTHU He
U3BECTHA.

P. JIro6MHKOBMY TOBOPUT O TOM, YTO YKMBOIUCH OTHOCUTCSI KO BTOPOI ITOJIO-
BrHe X1I B., 1 B KauecTBe aHAIOTUI PUBOANT Ppecku IepkBeit CBATHIX Bpadei
(Kocbmsp! n [lTamuana) B Kacropoe, CB. leoprus B Kyp6unoso, Cs. IlanTerneii-
MoOHa B Hepesn. OpgHako 1o3xe aBTOp HaTUPYyeT KUBOMNUCH IIEPBOI IIOTIOBY-
Hoit XII B. [Togpo6Ho kamera 6si1a nccnenoBana I1. MunbkoBmnuem-Ilerrekom
B 1959-1960 rr. Y4yeHblit OTHOCUT >KMBOINCH KO BTOpoit nonosuue XII B. Tem
He MeHee, OH JIOIyCKaeT 1 0oJiee TO3/IHIOI0 TATUPOBKY ¥ TOBOPUT O TOM, YTO
Ha TeppuTopuy MakegoHMM XMBONVMCH KOMHMHOBCKOTO CTWJIA 3aJeprKajach
BILIOTH 710 Bropoit monoBuHbI XIII B. I. Babny gatupyer >xnsBommch XII B.

HaxkoHew, npuHuMas BO BHUMaHVE BbILIENEPEYVCIEHHbIE TOYKY 3PEHN OT-
HOCUTE/IBHO ATUMPOBKM INAMATHUKA, B. [[DKypud roBoput 0 HEBO3MOXXHOCTH
TOYHO JJATUPOBATh 3Ty KMBOINCH 13-32 OTCYTCTBUA ICTOYHMKOB. B TO ke Bpe-
Ms VICCTIEIOBATE/Nb NOMYCKAeT BO3MOXXHOCTb BOSHVUKHOBEHNA 3TOM XKVBOIIICU
11 BO BTOpoI1 nnonoBuHe XI B.

Bompoc o gatmpoBke 1 cTUIE pocmceit TpebyeT manbHeNIero 1ccuefoBa-
Hus. B mokmazge OynyT nmpescTaBaeHb OCHOBHBIE eT0 HampaBieHus. [Ipencras-
JIA€TCA, 4YTO JAaTUPOBKA POCIICEN Kalle/Iibl He BBIXOAUT 3a npenesnbl XI-XII BB.

Kntouesvle cnosa: MOHyMeHTanbHas >xuBonuch, Copusa Oxpupckas, Kamennia,
LVKJI aIIOCTO/IbCKUX CTPaJaHNi

Ivan Alexeev
The National Research University “Higher School of Economics”,
Russian Federation

The Cycle of Apostolic Martyrdom in the Chapel over the Southern
Altar in the Church of St. Sophia in Ohrid

Over the northern and southern altar chapels of St. Sophia church in Ohrid
there are two more symmetric chapels of the second tier. Paintings have been
partially preserved in the chapel over the southern altar; there is no evidence of
the existence of paintings in the other chapel.
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One of the foremost questions is the problem of dating of the chapels, as soon
as St. Sophia cathedral in Ohrid has been reconstructed several times since the
9t century, including the reconstruction under the auspices of the archbishop
Leo of Ohrid (1034-1056). During the first half of the 20™ century the scholars
expressed different opinions on the dating of the chapels. Some researchers be-
lieved that the chapels appeared in the 9" century and were the original part of
the initial building. R. Lyubinkovic thought that the chapels belonged to the be-
ginning of the 11" century. Other scholars suggested that the chapels were built
in the 12*-13"™ centuries. In one of his early articles D. Koco dated the masonry
of the chapels to the 14™ century. This point of view was supported in the article
by D. Boskovi¢ and K. Tomovski.

At present the viewpoints of either G. Babi¢ or S. Cur¢i¢ are commonly ac-
cepted. G. Babi¢ claimed that the side chapels were added no later than the end
of the 12" century. S. Cur¢i¢ maintains that they were created in the same time
with the main part of the cathedral, i.e. in the 11" century.

The iconographic programme of the room over the southern altar was dis-
cussed in several researches. Some images belonging to this cycle were pub-
lished by G. Millet. G. Babi¢ in her dissertation analyzed the chapel programme
in the most profound way. Yet these wall paintings are mostly unknown in the
Russian historiography. R. Ljubinkovi¢ dated these frescoes to the second half
of the 12" century and compared them with the wall paintings of the church-
es of Agioi Anargyroi in Kastoria, St. George in Kurbinovo, St. Pantaleimon in
Nerezi. But later he related them to the first half of the 12 century. The chapel
was explored in detail by P. Miljkovi¢-Pepek in 1959-1960. The researcher dated
the paintings to the second half of the 12™ century. However, he wrote that these
frescoes could have been created even later, as soon as the archaizing trend in
painting based on the late-Comnenian style, was prevailing in Macedonia until
the second half of the 13" century. G. Babi¢ dated the paintings to the 12 cen-
tury. Finally, taking into consideration all these viewpoints, V. Djuri¢ concluded
that it is impossible to date these paintings due to the lack of evidence. At the
same time, the scholar suggested that the paintings could have been created in
the second half of the 11* century.

The style and the dating of these paintings are still to be investidated, which is
the aim of my research. At present it seems prudent to give a broad dating to the
11*"-12" centuries.
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Bunorpaposa Enena AnekcangpoBHa
IIpasocnasnoiii Ceamo-TuxoHo8CKULL 2yMAHUMAPHLILL YHUBepcumem,
Poccutickas @edepayus

JKuBonucy Hukenckoi mMmnepun: rpaHuIbl U rpafanum

B HacrosmeMm coobujeHnu OyzmeT mpencTaBieH 0630p COXpaHMBILENICS >KI-
Bonucu Hukenickon nmnepuu. Ha npumepe 3TMX NaMATHUKOB MBI IONIBITA-
€MCA IIOHATDb, KaK KOMHMHOBCKUM cTuib XII B., TOCTENIEHHO BUAOM3MEHAACD,
IIepeXOAUT B I1ajIe0IOTOBCKMIT CTMIb BTopoll monoByHb! XIII B. O6b4HO 3Ta-
TIbI 9TOTO Mepexo/ja MPOCIEKUBAIOT 10 XOPOIIO COXPAHUBIINMCS aHCAMOIsIM
Cep6um, Taknm kak Crynennnia, MuenieBa, 1iepkoBb CBB. AmtocTonos B [Tede
u Conoyanbl. OfHAaKO BCe 3TU IIefieBPbI pa3HATCA MeX/y coboit. DparmeHTap-
HO coxpaHuBImecs ppeckn Hukeiickoit mMmepuu Tak>xe MO3BOJISIOT MPOCTIe-
IVTD 3TAIBI 3TOTO IEPeXofa U, KaK HaM Ka>KeTCsl, BOCIIOTHUTD JIAKYHBI B VICTO-
pun passutun ctund XIII B.

Eme O. lemyc u B. H. JIasapeB nnpennonoxnny, 4To MMeHHO B Hukerickon
VIMIIEPMM BO3HMKJIO TO K/IaCCUIIM3VPYIOLee HAIIPABJIeHVIE B VICKYCCTBE, M-
KOM KOTOPOTO CTaJIM BeIMKMe IaMATHUKY BTOpo1 moj1oBuHbl XIII — Hayama
XIV B.: Conouansl n ancamb6iu [laneonorosckoro peneccanca. Hukes 6biia
I[EHTPOM KJTaCCUYECKOI 00pa3soBaHHOCTH, 371eCh Obn dhmnocodckme u 60-
TOCJIOBCKIIE LIKOJIBL, 3[,€Ch IMCA/IM Ha aHTUKU3NPYIOLLeM A3bIKe. CTpeMileHe
HOJIpa’KaTh CBOEMY BEIMKOMY IIPOIIIOMY OBITIO CBA3aHO, 110 MbIcin lemyca
u JlazapeBa, ¢ MpOTUBOIIOCTaBIeHNEM Ce0s1 TaTMHCKOMY 3amnafay, OKKyIpo-
BaBlIeMy KOHCTaHTMHONO/b.

sBecTHO, 4TO B HuKeyckon umnepun He OBLIO JKECTKOM LIeHTpa/IM3aL.
VNoann III Barar (1221-1254), npeemunk ®enopa I Jlackaps, mepeHOCUT MO-
HEeTHBIl IBOP U Ka3Hy B MarHe3mio, a cBoeil pesupeHunein gemaet Humdern
B Vlonnn. Hukeiickue ummepaTopsl npeObIBamy B OCHOBHOM TaM, 3peKa Ha-
e3kas B Hukero, KoTopast ocTaeTcsl BaKHOI KPEMOCThIO ¥ MeCTOIpeObIBaHEM
KOHCTaHTMHONIO/IBCKOTO MaTpuapxa. ITO IPUBOANT K IOSABIEHNIO HECKOTbKIX
XYHO>KECTBEHHBIX LIEHTPOB.
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K pannemy sramy, no-sugumomy, nepsoit rpetu XIII B. MOXXHO OTHeCcTH po-
CIIVICK TIellepHBIX LepkBell /latMoca (3a BopoTamMy MoHacThIps Kennusapos,
Xpucta Hapg Crapeim JIatmocoM, cB. IlaBma JlaTperickoro) u Ha ckane VIHue-
keMmep Tam Hemopanexky. B Hux orronmocku guHammdeckoro ctuis XII B. co-
eIVIHAIOTCS C HOBBIMM IIPU3HAaKaMyi — OO'beMHBIMM XapaKTepPHBIMM TMKaMI,
MOJEIMPOBAHHBIMMI B JKMBOJ ITACTO3HOV TEXHMKE.

Crnepyommii 3Ttan IpefcraBiaeH pocnucblo B Kmpuakocemmmu Ha Kpu-
Te (1230-1236), BbIIONHEHHOM, Kak mHokaszamum M. Axumacty-Ilorammany
u M. bopOymakuc, HUKEICKUMM XYOOXKHMKAMM, TaK KaK XpaM HaXOIUTCS
B KperocTy, 6v1B1Iert popnocTrom Hukeiickont mmmepuu Ha Kpure. OtTyma Vo-
aHH Barar nbITasica NOAYMHUTD CBOEN BIACTY BECH OCTPOB. ITO OYEHb BJOX-
HOBEHHas POCIMCh XOPOIIETO Ka4yeCTBa, XOTA U C YepTaMy IIPOBMHIIAIN3MA.
E cBONICTBEHHA NIPOCTPAHCTBEHHOCTb KOMITO3UIUI, C/IOKHAA apXUTEKTYpa,
IVHAaMUYHBIE TI03BI I Pa3BOPOTHI ITEPCOHAXKEN, MMEIIINX 00 beMHbIe PUTYPBI
Y IUJIACTUYHbIE JIMLQA. XapaKTep MOMAEAMPOBKY IepeIMBaOLINXCA TKaHEeN fie-
MOHCTPUPYET 3HAYNTETbHOE HOBATOPCTBO.

Pocniicy, co3pjaHHbIe OKOIO CepeHbI BeKa B [BYX IMacTopopusax 6asmim-
kn CB. Codun B Hukee, mpomomkaioT 1 pa3BUBaIOT TEHICHIINY, HAMEUeHHBIE
B Kmpuakocennmu. 3To poCcnnch BBICOKOTO Ka4eCTBa, /11 KOTOPO XapaKTep-
Hbl MOHYMEHTa/IbHble MacIITabbl (PUIyp CBATBHIX M AHTE/IOB, OUYEBUITHBIN aK-
IIeHT Ha o0'beMe, >KMBBIE Pa3BOPOTHI GUTYP, IPaBUIbHbIe KPYIIHbIE U KPaCH-
Bble YepThl mull. Ctunb pocnucert CB. Codun B Hukee cBsizaH co creqyonmm
stanoM B passutum nckyccrsa XIII B., ckopee Bcero, BTOpoOIl 4eTBEPTU BEKa
(kak cuntan M. Pectne). Bonpekn muennto M. AnmaroBa, HUKaKOTO apxam3-
Ma B poctcsx CB. Codun He 3aMeTHO, HAIIPOTUB, BIIEYAT/IsIET MOHYMEHTAIb-
HBIJ K/TACCULIMI3M 3TOM IJIOXO COXPAaHMBIIENCA POCINUCH. JTA POCIIUCH TO/DKHA
OBITh TOCTaBJIeHA T7ie-TO MeX1y MutemeBoii u Corodanamu. [leiicTBUTENBHO,
CB. Codus ctanoButcs ¢ 1220-x rogos natpuapumm cobopom Huken. Pocniu-
cy OBUIM CO3JIaHBI, BEPOATHO, IIOCTIE PecTaBpaliny Oa3UIVKN.

Takum 06pa3om, MI0X0 COXpaHMBIIMECS M MaJIO U3BECTHBIE MaMATHMUKY Hu-
KEJMCKON VMIIEpUM ITO3BOJIAIOT JIyYllle IIOHATb XYAOXXECTBEHHBIE IIPOLIECCHI
XIII B., npuBenIINe K MOABIEHNIO PAaHHEIA/IE0IOTOBCKOTO CTUJIA.

Knrouesvie cnosa: BusanTUiickas xusonuch, Hukes, XIII sek, /latmoc, Kpur
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Elena Vinogradova
Orthodox St. Tikhon Humanitarian University, Russian Federation

Painting of the Empire of Nicaea: Limits and Gradations

The paper will present a survey of the murals in the former Empire of Nicaea.
We shall try to understand how the Comnenian style of the 12™ century,
gradually changing, turned into the Palaeologian style of the second half of the
13 century. Usually the stages of this transition are traced through the well-
preserved frescoes of Serbia, such as Studenica, MileSeva, St. Apostles in Pe¢ and
Sopocani. However, all these masterpieces differ from each other. Fragmentarily
preserved frescoes of the Nicaean Empire will help us to fill in the gaps in our
understanding of this transition.

O. Demus, V. Lazarev and some other scholars believed that the classical trend
in Byzantine art which reached its peak in the second half of the 13" — beginning
of the 14™ centuries (Sopocani and the painting of Palaeologian Renaissance)
originated in the Empire of Nicaea. Nicaea was the center of classical education,
there were philosophical and theological schools which cultivated an archaic
language. The desire to imitate the great past was connected, according to
Demus and Lazarev, with the opposition to the West and the Latins occupying
Constantinople.

It is known that the Empire of Nicaea was not highly centralized. John III
Vatatzes (1221-1254), the successor of Theodore I Laskaris, transferred the mint
and the treasury to Magnesia, and his residence was in Nymphaion in Ionia.
The emperors of Nicaea stayed mainly there, occasionally visiting Nicaea, which
remained an important fortress and the seat of the Patriarch of Constantinople.
This led to the emergence of several art centers.

To the first stage, probably to the first third of the 13 century, we can attribute
the paintings of Latmos (monastic caves outside of Kellibaron® gate, Christ’s cave
over Ancient Latmos, and that of St. Paul of Latmos) and the cave church on
the Incekemer Tas rock nearby. In these paintings some echoes of the dynamic
style of the 12" century are combined with some new trends such as voluminous
characteristic faces, modeled in lively pastose technique.

Next stage is represented by the paintings in Kyriakoselia on Crete (1230-
1236), executed, according to M. Acheimastou-Potamianou and M. Borbudakis,
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by Nicene masters. This church is located in the fortress that was the stronghold
of the Nicaea Empire on Crete. It is from there that John Vatatzes tried to
establish his power on the island. These are good quality paintings, with much
more plasticity and inspiration, however, with some provincialisms. They are
characterized by spatial compositions, complicated architecture, dynamic
poses and turns of saints with voluminous figures and plastic faces. The way of
modeling of the iridescent tissues demonstrates significant innovation.

The frescoes in two pastophoria of St. Sophia in Nicaea continue and develop
the trends outlined in Kyriakoselia. Their careful consideration reveals high
quality of painting, monumental scale of the figures of saints and angels, obvious
emphasis on volume and lively turns, beautiful faces. The style of paintings in
St. Sophia of Nicaea is linked with the next stage in the development of the 13-
century art, most likely, of its second quarter (according to M. Restle). Contrary
to the opinion of M. Alpatov, no archaism is noticeable in these frescoes. The
monumental classicism of this poorly preserved painting is impressive. These
frescoes should be placed between Mileseva and Sopocani. Indeed, St. Sophia
became the Patriarchal Cathedral of Nicaea in the 1220s, and the frescoes were
created probably after the restoration of the basilica.

Thus, the poorly preserved and little-known monuments of the Nicaean
Empire allow a better understanding of the artistic processes in the 13™ century
which led to the appearance of the early Palaeologian style.

Keywords: Byzantine painting, Nicaea, 13" century, Latmos, Crete

AxoBneBa Mapus VropesHa
LlenmpanvHoiii my3eii OpesHepyccKoill KyIbmypvl  UCKYCCIMEA UMeHU
Anopes Pybnesa, Poccutickas Qedepavus

Mosanku nepksu Ilopra Ilanarua B IInnn 613 Tpukansr
(Peccanus): 0cOOEHHOCTU CTHUIIA ¥ UKOHOTPpadum

[lepkoBb, pacrionokeHHast 6mu3 nepeBuu [Iwin B Deccanuu m u3BecTHast
nop Ha3BaHMeM [lopra [laHarus, Hekorma ABIsIAch KaOMMKOHOM MOHACTHI-
pa «boromatepu Heobopumoit y Benukux Bpar» (@gotdkov Akatapoxitov
Twv Meydhwv ITuAdwv). Krutopckas Hafmmch O CTPOUTENBCTBE Xpama
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He COXPaHWIaCh, OHAKO 13 O0JIee MO3[HNX MICbMEHHBIX CBUIETE/IbCTB, Iiepe-
MAIOIMX ee COfiep>KaHNe, M3BECTHO, YTO OH ObII BO3BefeH B 1283 I. 1o 3akasy
ceBactokparopa Voanna I Anrena Komuuna Jlyku, BHeOpauHOTO ChIHA 3MIUP-
ckoro pecriora Muxauna II, yHacieqoBasilero 1nocjie CMEpPTH OTLA BIafeHNA
B ®eccanym. XpaM mpeacTasiisieT co60it TpexHedHY0 6a3WINKY C TPAHCEITOM
u Tpems ancuziamu. [losgHee, BeposiTHO, B cepenuue X1V B., K HeMy ObUI IpK-
CTPOEH OOIIMPHBIN HAPTEKC, YBEHYAHHBIN KYTIOTIOM.

OT mepBOHAYaIbHOIO >KMBOIMCHOTO YOpaHCTBa OCHOBHOIO obbema Xpa-
Ma, TOMUMO POCIMCEN B a/ITAPHON YaCTU U, BO3MOYKHO, KTUTOPCKO (ppecKu
B apKOCO/MNY I0XKHON CTEHBI, COXPAaHWINCH JJBa POCTOBBIX MO3aMYHBIX 00pa-
3a Ha 3ala/IHbIX I'PaHAX IpefanTapHbIX cTon60B — Cracurens (Ha ceBepHOM
ctonbe) u boromarepn ¢ MnageHueM (Ha I0KHOM), aTMpyeMble BpeMEeHEM
Mexay 1283 r. (mata cTpontenncTBa Xxpama) un 1289 r. (rox cmeptu Voanna I).
[To-BuguMoMy, 3TU M300paXKeHWA SABJAINCH €UHCTBEHHBIMU 3/I€eMEHTaMM
Mo3anvHoro yopancraa xpama. O6paser Cnacuresns u boromarepn 3akto4eHbl
B MpaMOpHOe pe3Hoe obpamiieHe, CBUETETbCTBYIOIIee O TOM, YTO OHU MBIC-
JIVIVICh B Ka4eCTBE MOHYMEHTA/IbHBIX MIKOH.

Mosanku orinyaeT CBOeOOpPasHBI XapaKTep, 3aKIIOYAIOIINIICI B MOHO-
XPOMHOCTU ¥ TATOTEHUM K IUVIOCKOCTHOCTY, YTO OTYACTV OOBICHAETCSA OCO-
O0E€HHOCTSMMU VCIIOJIb30BAHHBIX 3/IeChb MaTepUajIOB, CPeyl KOTOPBIX OTCYTCTBY-
eT cManbra. OHAKO BIIOJIHE BEPOSITHO, YTO MHAVBUAYa/IbHbIE 0COOEHHOCTH
Mo3auk B IlepkBM [lopTa [Tanarus o6ycmoBieHbI Tak)Ke TATOTEHMEM VCTIOTHIB-
VX VX MAacTepOB K cTapbIM oOpasnaM. OpueHTanys Ha peBHUE TaMATHUKA
0COOEHHO OTYET/INBO MPOCIeKNBAECTCA B MOJETMPOBKE JTMKOB, KOTOPas HOCUT
ABHO apXa3MPYIOIIe YePTHl U OT/[e/IbHBIMIU ITpueMaMy (Pe3KO BBIIeTIEeHHBIM
YepHBIM KOHTYPOM, Crioco6amyu M300pa’keHMs CK/IAJoK Ha /10y ¥ TEeHEeBBIX
Y4aCTKOB I10J] HOCOM ¥ PTOM M IIp.) HarmoMyHaeT Mo3anku pybexa XI-XII Bs.
Pasymeetcs, peub He uaeT 06 abCOMIOTHOM CXO/ICTBE C pAHHEKOMHIHOBCKVIMU
naMsATHUKaMu: o0pasbl B Iiepksu [Topra [lanarus TpakToBaHbl 60s1ee manyjap-
HO ¥ K&Ky TCS MOYTY OECITIOTHBIMY 110 CPaBHEHMIO C MO3aMKaMU, CO3/JaHHBIMU
okojto 1100 1., ¢ X BeCOMOJI MaTepuaJTbHOCTBIO ¥ COYHOV CTPYKTYPHON pas-
paboTkoit popmbl. OFHAKO OYEBU/IHO, YTO paboOTaBIINe 34eCh MacTepa 3alM-
CTBOBaJ/IM U3 apCeHaa MO3aM4YMCTOB pAHHEKOMHIHOBCKOI 3I0X) OTHE/IbHbIE
BbIpa3UTe/IbHble CPefCTBa, B KOHLe XIII B. HOCKBIINE y>Ke apXalYHbIN XapaK-
Tep. B cBA3M ¢ 9TMM MamoyOenMTeNbHBIMU MPEICTABIIAITCS BCTPeYaroIiecs
B JICCTIE[IOBATEIbCKON IUTEPATYPe MONBITKY CBA3aTh Mo3auky [lopra Ilanarun
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C MICIIOJTHEHHBIM IIPMMEPHO B TO ke BpeMs (Mexny 1283 u 1296 rr., win 4yTh
no3xe — MeXAy 1294 n 1296 r1.) Mo3anyHbIM yOpaHCTBOM IlepKBM boroma-
Tepu [lapuroputnccel B Apre, Xy[0K€CTBEHHDI A3BIK KOTOPOTO IIPEABOCXU-
I[aeT HEKOTOPbIe NpUeMbl, OKOHYATeIbHO chopMUpOBaBIINECs y>Ke B IIePBOL
yeTrBepTu XIV B.

OTpenpbHOrO BHUMAHNA 3aCTyXXUBaeT pAL MKOHOTpaduIecKNx feTanei (Ha-
IpuMep, 1o3a 1 ofiessHNs MiafieH11a), HeKOTOpbIe 113 KOTOPBIX HaXOAAT O71u3-
KJie TapaJjijie/iv B 3aI1aJHOEBPOIIEVICKON, B YACTHOCTH, MTA/IbHCKO, )KMBOIIV-
cu ko XII-XIII BB., 4TO CBU/IETEIBCTBYET O IMPOKOM KYIbTYPHOM OOMeHe,
CBA3bIBAaBILIEM B 3TO BpeM: pa3Hble pernoHbl Cpen3eMHOMOPDAI.

Kntouesvie cnosa: Ilopra Ilanarusa, ®eccanms, Mo3anku, MKOHOTpadms, CTUID

Maria Iakovleva
The Central Andrey Rublev Museum of Ancient Russian Culture and Art,
Russian Federation

Mosaics at Porta Panagia in Pyli near Trikala (Thessaly):
Particularities of Style and Iconography

A church located near the village of Pyli in Thessaly and known under the name
of Porta Panagia, once was the Katholikon of the Monastery dedicated to the
Invincible Mother of the Great Gates (Beotokov Akatapayxirov Twv MeydAwv
[TuAwv). The dedicatory inscription has not survived; however, from some more
recent manuscripts, which claim to copy it, it is known that the church was
founded in 1283 by the sebastokrator Ioannes I Angelos Komnenos Doukas, an
illegitimate son of the despot of Epiros Michael II, who inherited the region of
Thessaly after his father’s death. The church is a three-aisled transverse-vaulted
basilica with three apses. An ample domed exonarthex was added later, probably
in the mid-14™ century.

From the original decoration of the main space of the church, besides the mu-
rals of the sanctuary and, probably, the fresco in the arcosolium on the south-
ern wall, two mosaics have been preserved, located on the two piers in front of
the altar — full-length images of Christ (on the northern pier) and the Virgin
with the Child (on the southern pier). These images, which seem to be the only
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mosaic decoration that ever existed in the church, were created between 1283
(the date of the construction of the church) and 1289 (the year of Ioannes I's
death). Both mosaics are surrounded by carved marble frames which indicate
that they were conceived as monumental icons.

A singular character of mosaics at Porta Panagia, with their extreme mono-
chromaticism and penchant for flatness, can be partly explained by the peculiar-
ities of materials used (glass mosaic tesserae are absent here). However, it is likely
that individual features of the mosaics can be explained by the proclivity of mas-
ters for ancient shapes. Their commitment to ancient monuments is particularly
apparent in the modelling of faces, which is clearly conservative and in some
traits (such as sharply highlighted black outlines, manner of depicting the wrin-
kles on forehead and shadows under the nose and mouth, etc.) resembles some
mosaics created around 1100. Of course, we are not talking about the absolute
similarity with the Early Komnenian monuments: the images in the church of
Porta Panagia are treated in a more lapidary manner and appear almost fleshless
compared with the mosaics created around 1100, with their weighty corporeity
and technicolor elaboration of features. However, it is obvious that the masters
of Porta Panagia borrowed some expressive means from the mosaicists of the
Early Komnenian period — the means that looked yet old-fashioned in the late
13™ century. Some scholars have attempted to link the mosaics at Porta Panagia
with the almost contemporaneous (1283-1296, or a little later, 1294-1296) mo-
saic decoration in the church of Panagia Paregoritissa in Arta. In this regards,
such opinion seems to be unconvincing, for the artistic language of the latter
foreshadows certain features that completely took shape only in the first quarter
of the 14™ century.

Special mention should be made of iconographic details (for example, the pos-
ture and garments of the Child Christ), some of which find close parallels in
West European, in particular, Italian painting of the late 12" and 13" centuries
and therefore bear witness of a broad cultural exchange which at that time con-
nected different regions of the Mediterranean world.

Keywords: Porta Panagia, Thessaly, mosaics, iconography, style
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bo6poBa Haranbss HukonaeBHa
Tocydapcmeennviii Pycckuii myseti, Poccutickast @edepayust

®dpecku cobopa Can-JIopeniio B [eHye — BU3aHTUIICKOE MCKYCCTBO
Hayvaaa XIV B. Ha 3alTafHOEBPOIIEIICKOI ITI0YBE

Kadenpanbubiit cobop [enyn, mocssiieHHbIN cB. JlaBpeHTHIO, Ha IIPOTSIXKe-
HUM CBOEJl MHOTOBEKOBOJI VICTOPUM IE€PEXMUT MHOXKECTBO COOBITUIL, OHNM
13 KOTOPBIX cTas moxap 1296 r. B pesynbraTe moxkapa mHTepbep cobopa 1mo-
CTpajal HaCTONbKO, YTO NOTPe6OBANIOCHh MTOTHOCTHIO IEPeCTPOUTH BHYTPEH-
HUe KOMOHHazbl. PabGOThHI IO BOCCTAHOBJIEHMIO XpaMa IOC/Ie IoXKapa ObUin
3akoHYeHbI B 1307 T. u 1312 1., 0 4eM coob1IaeT MpoCTpaHHast HA/IMICh B I[€H-
TpasibHOM Hede. BeposTHO, B 3TO ke BpeMs A yKpaeHus cobopa dppecka-
MU B [eHyI0 ObUT IpUT/IallleH BU3AHTUIICKIIT MacTep, MCIIOJTHUBILINI MOHYMEH-
Ta/bHYI0 KoMmmno3unuo «CrpamHbeii Cym» Ha 3amafHOM CT€HE HAJ, ITTaBHBIM
BXOJIOM B XpaM. Pocnuch IeMOHCTpUPYET YePThl Pa3BUTOIO I1a/IE0/IOIOBCKO-
ro0 CTUIA M HAaXOOUTCA B Pycae XyHOKECTBEHHBIX TE€HIEHLIVI BM3aHTUIICKON
Xuonucu Havasma XIV B., B TO BpeMs Kak ee MKOHOrpadus, MPOIUKTOBAH-
Has TpeOOBAHNAMM 3aMAHBIX 3aKa3UMKOB, OTPAXKaeT aKTyalIbHbIE i1 9TOTO
BpPEMEeH! acIleKThl KaTOMMYeCKoil 60roCIoBCKOI MbICN. VccinenoBanme cTuis
1 nkoHorpadun kommosuiun «CrpamHsiit Cya» B cobope Can-Jlopentio 66110
nposefieHO P. HebcoHOM, KOTOPBIN NMPENIoXKuI JaTUPOBAaTh POCHNCH Hada-
noM XIV B. u aTpuOyTHpOBaN ee Kak Mpou3BefeHNe KOHCTaHTMHOIIOIBCKOTO
XYLOXXHUKA.

Kpome cuennr Crpamnoro Cyja Ha 3aafiHOI CTeHe, B 9TO JKe BpeMs, I10-Bl-
IUMOMY, OBUIM CO3IaHBI U OPYyTUe COXPaHUBIIMECS NO HAIIUX HHel ppeckn
B cobope Can-JlopeHIio: o6pas KOHHOTO cBATOro leoprus, GpraHKMPOBaHHBIN
poctoBpiMM M3obOpakeHussMu VoanHa IIpenTeunm m HeM3BECTHOTO CBSTOTO
(Bo3MO>xHO, cB. BapuaBbl mwin anocrtona [lerpa) Ha ceBepHOIT CTeHe, a TaKXKe
nosicHoi 06pa3 boromatepu ¢ MnazieHiem, c o6paieHHbIMY K Hell ¢B. Hukoma-
eM UypmoTBoplieM 1 cB. JIaBpeHTHEM B JIIOHETE Ha I)KHOI cTeHe. VIKkoHorpadus
3TOro 60ropofNYHOro obpasa MMeeT OCOOEHHOCTH U IPEACTABIsAET MHTEPEC
U1 MccnenoBaHus. Pacronarasimecs B OHeTe Ha CeBEPHOI CTeHe M306pa-
JKEHVA MOYTH IIOTHOCTBIO YTPAaYeHbl, TAK YTO HEBO3MOXXHO CYLOUTDH HE TOIBKO
00 ux cTuje, HO U O cocTaBe pocrucu. Opeckn, COXpaHUBIINECS Ha FOXKHO
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U CeBEpHOI CTeHaxX cobopa, oTauvaeT O6ojee cyxas MaHepa MIMCbMa, a TaKXe
oIpefie/ieHHasl IANAAPHOCTD B TPAaKTOBKe ¢uryp. BeposaTHo, HeKoTOpOE pas-
IV4yie KUBOTIMCHOV MaHephl 3TUX (PPECOK MOXKET CBUETEIbCTBOBATD O TOM,
YTO OHU OBUIM KCIIOTHEHBI He HEMOCPENCTBEHHO BU3AHTUIICKUM MaCTEPOM,
a ero UTANbSIHCKMMM Y4eHMKaMy. HacKombKo HaM M3BECTHO, JJO HACTOSIIETO
BpEeMEeH! 3TU POCIICY He CTAHOBWINCH MIPEMETOM CaMOCTOSITE/IBHOTO MCCIIe-
moBaHUsA. B HacTosIIeM MOK/Tajie ieaeTcs MOMbITKa O60ee MopoOHO paccMo-
TPEeTh UX CTU/Ib U UKOHOTPAdUIO, a TAKXKe ONPEETUTh X MECTO B BUSAHTUIA-
CKOVI 1 BUSAHTUMHU3MpPYIoen >xuBonucu XIV B.

Kntouesvie cnosa: BU3aHTUIICKOE MCKYCCTBO, ppeckn cobopa CaH-JIlopeHIo B
[enye, mkoHorpadua

Natalia Bobrova
State Russian Museum, Russian Federation

Frescoes of the Cathedral of San Lorenzo in Genoa — Byzantine Art
in Western Europe at the Beginning of the 14™ Century

The Cathedral of Genoa dedicated to St. Lawrence has survived many turmoils
throughout its centuries-long history. One of them was the fire of 1296 result-
ing in serious damage to the interior of the Cathedral that required a complete
rebuilding of the internal colonnades. Reconstruction works were completed
in 1307 and 1312, as is reported by an extensive inscription in the central nave.
Probably at the same time a Byzantine master was invited to decorate the Ca-
thedral of Genoa with fresco paintings. This master created the monumental
composition of the Last Judgment on the western wall above the main entrance
to the church. The painting demonstrates features of the developed Paleologean
style and is consistent with the main artistic tendencies of Byzantine painting
of the early 14" century, while its iconography, determined by the requirements
of the Western customers, reflects actual aspect of Catholic theological concep-
tions of this time. Style and iconography of The Last Judgment composition in
San Lorenzo Cathedral were examined by R. Nelson, who assumed that this
painting was executed at the beginning of the 14™ century by a Constantinopo-
litan artist.

121



In addition to the scene of the Last Judgment on the western wall, some other
frescoes were created in San Lorenzo Cathedral apparently at the same time:
St. George on horseback flanked by full-length images of John the Baptist and an
unknown saint (possibly St. Barnabas or St. Peter) on the northern wall, as well
as a bust of the Virgin with the Child flanked by St. Nicholas and St. Lawrence
in the lunette on the southern wall. The iconography of this image has some
features which are of interest for research. Frescoes located in the lunette on the
northern wall of the Cathedral are almost completely lost, so that it is impossi-
ble to judge not only about their style, but also about their composition. Frescos
preserved on the southern and northern walls of the Cathedral compared to The
Last Judgment scene are distinguished by a more restricted style, as well as by
a certain conciseness in the modeling. Peculiarities of their picturesque man-
ner may indicate that they could have been created not by a Byzantine master
himself, but by his Italian pupils. As far as we know, these paintings have not yet
been the subject of a special research. In this report an attempt will be made to
examine their style and iconography in more detail, as well as to determine their
place in Byzantine and Byzantinizing painting of the 14™ century.

Keywords: Byzantine art, frescoes of the Cathedral of San Lorenzo in Genoa,
Byzantine painting of the early 14" century, iconography

An6anu JI>keHHU
Munucmepcmeo kKynvmypul u cnopma Ipeyuu, Ipeyus

3a npepenamu xeHcTBeHHOCTU. CB. EBrenusa u cB. AHacracus
B BUI3AHTUIICKOM MCKYCCTBE

B BusanTuiickoit armorpaduim ¢ V B. U3BECTHBI )KUTHS CBATBIX )KE€H, KOTOpPBIE,
II€PEOEBIINCh MOHAXaM, XWJIV B MY>KCKIX MOHACTBIPAX, CKPbIBAsA CBOII I10JI
VI CTAaHOBSCH MY>K€CTBEHHBIMM INOJBVDKHUKAMU. JTU CBATbIE TPAHCBECTUTDI
OBV OYeHb MONY/ISAPHBI B BU3aHTHUiickon arnorpadum V-VII BB. Vx xurtus,
Hancannble B Erunre, Cupun n [Ianectune, BHOCIencTBUM BOLIN B MEHOJIO-
run u cuHakcapu. [locye Toro, kKak aTu TeppuTOpUM OBIIM 3aBOEBAHBI apabamiL,
B Cpe[IHEeBU3AHTUIICKUII IIepUO arnorpadus NepeKIodnIach Ha IpyTue TUIIBI
YKEHCKOJI CBATOCTY, OCTaBUB B CTOPOHE 3TUX IIOJBYDKHIUILI,
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MO>XXHO 110-pa3sHOMY MHTEPIPETUPOBATh MOABUL 3TUX JKEHILUVH, IIEPEOMEB-
myxcsa MoHaxamu. C JpeBHOCTY MY>KeCTBO aCCOLMMPOBATIOCH C TIOJIOKUTEb-
HBIMJ Ka4eCTBaMM, TOTJJa KaK KEHCTBEHHOCTb — CO C/IaOOCTBIO M JTYXOBHOI
HULIETON. B cOOTBETCTBMM €O CBATOOTEYECKMMM IMCAHUAMM, IIPEOfosIe-
HYe YKeHCTBEHHOCTU OBIIO JUI >KEHIIVH efMHCTBEHHBIM ITyTeM I CIiace-
HUSA Oy, U aruorpadsl BOCXBAISINM YCUIUSA CBOMX T'€pOMHD, HAIIPaB/IeH-
HbIe Ha MIPeojjoIeHIIe )KeHCKOM npupoxasl. [1o MHeHMIO0 60BIIMHCTBA YUEHBIX,
VMIMEHHO I10 3TOV MPUYMHE BU3AHTUICKMe arnorpadbl, HeB3upas Ha Ouobeit-
CKMII 3allpeT U Ha MmocTaHoBieHus [aHrpckoro cobopa cepenuust IV B., n3o-
Opakasu 3TUX CBATHIX TPAaHCBECTUTOB KaK MCKITIOUNTETbHBIX JIIOfIEN, TIPEeB30-
HIenX orpanndenns noja. C Ipyroi CTOPOHBI, HEKOTOPbIE MCCIEOBATENN
BUJAT B OTHOLIEHNY K TAKMM CBATBIM >K€HaM IIOIBITKY MOAPaXKaTb ¢ UIbBHOMY
IOy U TIPMOOpeCTM paBHBIN C HUM CTAaTYC B MaTprapxaabHOM obiecTBe. Ta-
KM 00pa3oM, CBATas KeHa, IIePEOIeBIIAsACA B MY)XIMHY, — IPOTUBOpEUNBas
¢durypa, KoTopas BbI3bIBaeT BOCXUIIEHN)E U B TO YK€ BPEMs CIIOPHI.

XOoTA UCTOpUM O CBATHIX >KE€HAX, IEPEOAEBIINXCA MOHaXaMU, y>Xe He pa3
ObUIV TPEIMETOM MHTEPAUCIUIIIMHAPHBIX UCCTIENOBAHMIT, MKOHOTpadms 9TOM
0c06071 KaTeropum CBATHIX Majo IPVBIEKasa BHUMaHNE YIEHBIX (3a MCKIIIO-
yeHneM CB. QeKIbl, IepBOIl NEPEeOeBIIENICA B MY>KCKOe IUIAThe U, BO3MOXXHO,
cTaBIIel o0pasLoM I BceX mocnenyomux). Llenp atoro gokmaga — o6cy-
AT IPOOIeMbI TeHIEPHON UIEHTUYHOCTH ¥ MKOHOTpaduy B BU3AHTUIICKOM
uckycctse IX-XVI BB. Ha mpuMepe CBATBHIX JKEH, IEPEOAEBIINXCA B MY>XXCKOE
m1aThbe. VIcnonb3ys Kak MICbMEHHBIE, TaK 1 M300pa3uTeTbHble MCTOYHUKI, MBI
paccMoTpum 06passl ¢B. EBrerun u ¢B. Anactacun. Ha ux mpumepe MbI 1mocTa-
paeMcsA UCCIeOBATh IPOLEeCC CO3AaHNA IBOMCTBEHHON I'e€HIEPHON UAEHTUY-
HOCTU U BY3YaJ/IbHOTO A3bIKA, VICIIO/Ib30BABIIETOCA /I 9TOIO BU3AHTUVICKAMU
XYHOXKHMUKaMu. Mbl IOCTapaeMcs II0Ka3aTh, YTO pOjIb cTONMIbI, KoncTanTnHO-
107151, B GOPMUPOBAHUY BU3YaTbHON UAEHTUYHOCTYU 3TUX CBATBIX XKeH, Oblta
pemraromieir. MbI uccienyeM CUMBOMMYECKOe 3HAYEeHMe TpaHC-armorpaduye-
CKUX IIOPTPETOB, CYLIECTBOBABILNX B KOHCEPBATYBHOM B OCTA/IbHBIX OTHOILIE-
HUAX IPOrpaMMe BU3aHTUIICKOV XpaMOBOW JEKOPALIVIN.

V300pakeHue CBATHIX TPAHCBECTUTOB B BM3aHTUM CTaBUT MOJ COMHEHMe
IPUHATbIE IPELCTaBIEHNA O TEHEPHON WAEHTUYHOCTU B CPESHEBEKOBOI
KY/JIbType U 3acTaB/IAeT UX IlepecMOTpeTh. ViccnemoBanye BUSAHTUMCKNAX U30-
OpaxeHuit cB. EBreHun u ¢B. AHacTacum OKa3bIBaET, YTO UKOHOTPAdSI ITUX
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CBAITBIX TPAHCBECTUTOB HU B KOeVl Mepe He Obl/Ta yCTAaHOBMBIIIEICSA TPaiNIIVET,
a CKOpee 9KCIIEpYMEHTAIbHBIM I10/IEM JII BUSAHTUMCKIX XYAOXKHNKOB.

Knrwouesvie cnosa: cB. EBreHus, c¢B. AHacTacusA, CBATble TPaHCBeCTUTHI, KOH-
CTAaHTUHOIO/b, KNIIp, BU3AHTUIICKOE MCKYCCTBO

Jenny Albani
Hellenic Ministry of Culture and Sports, Greece

Beyond the Borders of Femininity. St. Eugenia and St. Athanasia
in Byzantine Art

Byzantine hagiographic sources from the 5" century onwards contain vitae of
holy women, who, disguised as monks, lived in monasteries, concealing their
gender and developing male ascetic qualities. These holy transvestites were very
popular in Byzantine hagiography from the 5" to the 7™ century. Their vitae,
written in Egypt, Syria and Palestine, were later included in menologia and syn-
axaria. After the Arabs conquered these regions, Middle Byzantine hagiography,
leaving aside holy transvestites, focused on other types of holy women.

Several interpretations may be given to monastic disguises adopted by wom-
en. Since ancient times virility has been associated with positive qualities, while
femininity with weakness and spiritual poverty. Transcending femininity was,
according to Church Fathers, the only way for women to find soul salvation,
and hagiographers praised the efforts of their heroines to overcome their female
nature. For this reason, according to most scholars, Byzantine hagiographers,
overlooking the prohibitions of the Deuteronomy and the canons of the mid-
4™ century Synod of Gangra, portrayed these transvestite saints as exceptional
persons having overstepped the limitations of their gender. On the other hand,
a number of scholars see in the attitude of the female cross-dresser an attempt
to imitate the superior sex and acquire equal status within the patriarchal soci-
ety. The transvestite holy woman is, therefore, an ambiguous figure, being at the
same time admired and disputed.

Although legends of holy women disguised as monks have been the object
of interdisciplinary study, the iconography of this particular category of female
saints, with the exception of St. Thecla, the earliest transvestite saint and probable
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model for the others, has attracted little scholarly attention so far. The aim of
this paper is to discuss issues of gender identity and iconography in Byzantine
art (9"-16" centuries), based on the figure of the transvestite female saint. By
exploiting both literary and visual sources and using as case studies of the im-
ages of St. Eugenia and St. Athanasia, I will try to explore the process of creating
their binary gender identity and the visual language used by Byzantine artists to
depict them. Moreover, I will argue that the role of the capital, Constantinople,
in shaping the visual identity of these female saints was crucial and examine the
symbolic meaning of trans-hagiographic portraits extant in the otherwise con-
servative iconographic programme of the Byzantine church.

The image of the transvestite female saint in Byzantium challenges the accept-
ed notions of medieval gender identity and invites us to consider an alternative
version of the female persona in the Middle Ages. The examination of the Byz-
antine depictions of St. Eugenia and St. Athanasia reveals that the iconographic
rendering of these transvestite holy women was by no means established but
rather a field of experimentation for Byzantine painters.

Keywords: St. Eugenia, St. Athanasia, holy transvestites, Constantinople, Cyprus,
Byzantine art

AnrennuwnH JKypa Tone
HauyuoHnanvHolii uHCMumym oxXpaHvl Namsamuukos Kynomypul u My3et,
Oxpuo, MaxedoHus

ITemepubie iepkBu Ha 6epery OXpuackoro osepa

Cpeny MHOTMX IAaMATHUKOB, COCTABIIARINX KYIbTypHOe Hacnenne Oxpupa,
0co60e MeCTo 3aHMMAIOT TelllepHbIe IIEPKBU ¥ MOHACTBIPU. bosbiiast X 4acTh
pasMelaeTcs B Ieljepax B CKalaX, BOSHUKIINX €CTECTBEHHBIM ITyTEeM WUIN [10-
paboTaHHBIX TIOAbMU B padHoe BpeMsi. OHM BIIEYAT/ISIOT HEOOBIYAITHBIM pas3-
HOOOpa3ueM He TONbKO (hOPM ITOMeEIIeHMIT, HO U POCITHCEN.

[TosiB/ieHMe TellepHBIX LIePKBel 1 MOHACTBIpel Ha Oeperax OXpUICKOro 03e-
Pa HEBO3MOXKHO JAaTUPOBATb TOYHO BBUAY CKYLOCTY U/ IIOJTHOTO OTCYTCTBUA
I/ICbMEHHBIX UCTOYHMKOB. OFHAKO VICTOKM 3TOTO ABJIEHN)A, HECOMHEHHO, BOC-
XOJAT K TOMY BPEMEHN, KOIZja B 3TOM PErMOHe MOCENAITCA CBATbIe KimMeHT
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u Haywm. IIpuHaB xpuctuancTBo B cepenyHe IX B., 100KHBIE C/TaBAHE HaXO[U-
JIICh B TECHOM KOHTaKTe C BusanTueit, ee Ky/bTypoil, JyXOBHOCTbBIO U LIEPKOB-
HOJI )KV3HbIO, B TOM 4JIC/IE MOHAIIECKOM. II1cbMeHHbIe ICTOYHMKMY, B IIEPBYIO
odepepp, KUTUA cBATBHIX KnuMenTa n Hayma, ocBelaroT MCTOKM MOHAIIECKOM
u3HM Ha 6eperax Oxpuzckoro osepa. Tak, mogpo6bHoe xutne cB. Knumenta
OIVCBIBAET CTPOUTENIHCTBO €r0 MOHACTBIPs, IIOCBALEHHOrO ¢B. ITanTenenmo-
HY, Ky[a CBATOI YAAAWUICA U Ifie IIPOBEJI MOC/IeSHNE TOAbI XKI3HIA B MOJIUTBE
¥ TIocTe, BMecTe ¢ 6parueri. Cnenys 3a cB. KimumeHnToM, ero copatHmuk mo Mo-
paBckoy muccuu npecsurep Haym, TakKe TATOTEBIUMII K MOHAILLIECKUM MJie-
ajlaM, OCTaBJIsSIeT IMAaCTBIPCKOE CITy)KeHue, MpuxoauT Ha 6epera bemoro osepa
U BO3BOAUT XpaM, MOCBAILLEHHbI ApxaHrenaM Muxamny m [aspunity. 9tor
MOHACTBIPb IPUBJIEKAET OOJIBIIOE YMCIIO MOHAXO0B, KOTOPBIE BIIOCTIEICTBIUY TIe-
PEeXOJAT K OTIIETBHIYECTBY U IOCESAIOTCS B Telepax 1o deperaM OXpumcKo-
ro u Ilpecnenckux osep. Mecra, rjge sTu yrogHuku boxxum nposopunu cBorwo
>KI3Hb B HEIIPECTAHHOM MOJIUTBE, IIOCTE U MMOKAAHUY, CTA/IN [JIA UX IIOCIEMO-
BaTesell CBATBIMY 1 OBUIY TTpeBpalljeHbl B Iel[epHbIe XPaMbl VIV KETbM.

HoBblil ogpeM MoHamrecTBa Ha 6Oeperax OXpuACKOro o3epa IPUXOAMUTCSA
Ha KoHel XIII — XIV B. 1 cBA3bIBaeTCA C BIUAHMEM HOBOM XPUCTUAHCKON
MIJCTUKY, BOIUIOTUBIIENCA B MICUXACTCKOM YYEHUM, PACIHPOCTPAHABIIEMCA
13 apOHCKMX MOHACTBIpeil. VIMEHHO K 3TOMY BpeMeH! OTHOCUTCS Haubosbliee
YJC/IO MelePHBIX IiepkBell o 6eperam OXpuICKOro o3epa. SIpko BbIpaXkeH-
Hasd MOHalIlleCKasA IPUHAMIEKHOCTb 3TUX LIEPKBEN — JIMUIb OJHA U3 IpaHeil
OoraToi TpafMLMM MOHACTBIPCKON U I[epKOBHOM >KVM3HM, KOTOpas OCTaBUIA
1 MHOTYIE IpyTHe TaMATHUKN. Pa3BuTue MoHamecTBa Ha 6eperax OXpumckoro
03epa Crroco0CTBOBAJIO TOSBIEHNIO HOBBIX KeNNIT HAPSAY CO CTapbIMU, HOBBIX
IelepHBIX L[epKBell 1 6o/ee KPYITHBIX MOHACThIpeil. B okmane O6ynyT Taxxe
IpeICcTaB/IeHbl MOHAIIECKIe KOJIOHUM 13 TIeLepHBIX IlepKBeil Ha Oeperax o3e-
pa Ilpecma, Bokpyr MoHacTeIpeit 3p3e u Tpeckapal, Ha Oeperax pek babyHa,
Ilpna u Tpecka, a Takke B OKpecTHOCTsX ropopa Kasagapuu (nepkosb Cs. Jla-
3apa B beranure, riepkosb CB. Hukomnas B [Ipagse).

Kntouesvie cnosa: MmoHamectBo, ¢B. Knument, cB. HayMm, memepHsle 1jepksu,
bpeckn
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Goce Angelicin Zura
National Institution for Protection of Monuments of Culture and Museum,
Ohrid, Republic of Macedonia

Cave Churches on Ohrid Coast Lakeside

In the cultural heritage of the city of Ohrid the cave churches and monastic
dwellings occupy an outstanding place. Most of them, embedded in the natural-
ly formed rocks or completed by the human hand in different periods, are really
impressing not only in terms of their forms, but also by diversity of paintings.

The appearance of the cave churches and monastic dwelligs on the shores of
the Ohrid Lake can not be accurately dated because the written sources are very
scarce or completely absent. But certainly we have to seek their beginnings at the
time of the arrival of saints Clement and Naum in this region. Embracing Chris-
tianity in the middle of the 9" century, the South Slavs stayed in close touch with
Byzantium, its culture, spirituality and religiosity including monasticism. The
literary documents, the lives of saints Clement and Naum in particular, reveal the
roots of monastic organization and life on the shores of the lake of Ohrid. Name-
ly, the extended life of St. Clement speaks of the building of his monastery dedi-
cadet to St. Pantheleimon, where the saint had withdrawn and spent the last years
of his life in praying and fasting, along with his brothers. Following the steps of
St. Clement, his companion from the mission in Moravia, the presbyter Naum,
who also cherished monastic ideals, after leaving pastoral ministry also came to
the shores of the White Lake and erected the church dedicated to the Archangels
Gabriel and Michael. St. Naum drew a large number of monks in his monastery.
Later they accepted the anchoritic way of living and settled in the caves along the
shores of the Ohrid and Prespa lakes. The places where these ascetics spent their
lives in unceasing prayers, fasting and repenting, became sacred for their later
followers and were turned into cave churches and monastic cells.

The shores of the Ohrid Lake witnessed a new rise of monasticism at the end
of the 13" — 14™ century. It was influenced by the new Christian mysticism em-
bodied in the hesychastic doctrines of the Mount Athos. It is to this period that
the largest number of cave churches along the shores of the Ohrid Lake belongs.
The distinguished monastic character of these monuments is just one aspect of
the rich church tradition otherwise reflected through many other monuments.
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The development of the monasticism along the shores of the Ohrid Lake allowed
the appearance of new monastic cells, alongside the old ones, new cave church-
es and lager monastic brotherhoods. The paper will also present the monastic
colonies and cave churches at the shores of Prespa Lake, around the monasteries
Zrze and Treskavec, along the Babuna, Crna and Treska rivers as well as little
known monuments in the vicinity of Kavadarci — St. Lazarus in the village of
Begnishte and St. Nicolas in the Dradnya Village.

Keywords: monasticism, St. Kliment, St. Naum, cave churches, fresco

Mapxka Tomny JIxypuy
Uncmumym 6ankanucmuku cepockoti Axademuu Hayk u uckyccms, Cepous

MapkoB MOHACTBIPb ¥ HOBrOpOACKHMe epkBu KoHna XIV —
XV Beka: mapa/uienu B MKOHOTrpaduu u mporpaMmax pocCImceit

B mokmame 6yzmeT mpefcTaBIeHO MCCIEROBaHNE NKOHOTPAUUIECKNX 1 IPO-
TPaMMHBIX TTapajUIeneil MeX 1y aHcaMOaMy pocrmceit iepksu CB. JuMutpus
MapxkoBa MoHacTbIps Ha Cymuiie 6713 CKolibe U psifia HOBTOPOJCKUX XPaMOB
KoH1a XIV — XV B. Crpourenscrso nyepksu Cs. Jumurpusa mexny 1365/1366
1 1371 1. 66110 HAIPSAMYIO CBSI3AHO C MOMUTUYECKMMY YCIeXaMU U IIPUXOLOM
K KOPOJIEBCKOJ BIacTM KTUTOpPa, Bykammua MpHsaBueBnya. llepkoBp Oblna
ykpaimeHa ¢ppeckamu B 1376/1377 1. 6maromaps ycunusaM cbiHa BykammHa, Ko-
pona Mapko.

B nepBoit 4acTu foKIaga Mbl COCPEJOTOYMMCA Ha IIPOrpaMMe pOCIIMCEN KY-
noma. B ornmmyue ot 6onpmmHcTBa cepOckux xpamoB XIV B., B KOTOPBIX Kak
IIpaBMIO MeJanboH ¢ XpuctoM IlanTOKparopom okpy»kaeT komnosunusa «He-
OecHass MUTYprusi», B MapkoBOM MOHAcTbIpe HeOecHbIe CUIbI BOKPYT XpucTa
IIpefCTaBIeHbl KaK CToAmMe (UTYpHl, YeThIpe apXaHTena M deTblpe aHrena
B [IaPCKUIX OJ©XJAX C )Ke3/TaMu 1 3epuanamu. COCTaB aHTe€/IbCKUX CUJL, OKPYKa-
roux ITanTokparopa, B BUSaHTUICKNX XpaMax XIV B. MOXXeT BapbUpOBaThCA.
Jxonorpadmyeckas u KOMIIO3UIMOHHAs cxeMa MapkoBa MOHacThIpsi Hanbo-
Niee 6/IM3Ka HOBTOPOJCKON MKOHOTpadmYecKor Tpamuiun. YeTbipe CTOSIIUX
buUrypbl apXxaHTenoB U 4eTbIpe HIeCTOKpbUIa (cepadMMBbl ¥ XepyBUMBI), 130-
opaxxennbie B CB. Codbun Hosropopuckoit (1109), BnociaencTBum 61U OBTO-
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PEHBI B IIATU XpaMax BTOpoI 1ojoBuHbI XIV B.: B iepkBax YcneHnua Ha Borno-
ToBoM monie (1363), Cnaca IIpeobpaxenns Ha Vinbune ynure (1378), @emopa
Crparwa Ha pyubio (ok. 1378), Craca Ha Koasnese (1380) n PoxxzectBa Xpu-
croBa Ha KpacHom none (mocr. gecatunetue XIV B.). Kpome Toro, B pocrmcsx
Kynonos B Lepksu Craca Ha Vnbune ynune u B nepksu ®enopa Crparmiara
Ha Py4bl0 MOBTOPSAIOTCA Te >ke nutaTel 3 [lcantupnm (Ilcamom 101: 20-22), uTo
1 B MapKoBe MOHACTBIpE.

Pactymnit mHTEpecC K TeMe HeOeCHOT iepapXuy, KOTOPBII OY4eBUIEH B VICKYC-
CTBe C/IAaBAHCKOTO MMpPaA B 3TO BpeMs, ClIe[yeT PacCMaTpUBaTh He TONbKO KaK
YCBOEHIE BU3AHTUICKON MKOHOTpadudeckoit GOpMybl. ITOT MHTEPEC TaKXKe
CBSI3aH C HOBBIM OOpallleHreM K TBOpeHusM JnoHucnus Apeorarnra B cepo-
CKOJI I pyCCKOJI Cpefie B TeUeHMe TpeX NocnefHux gecarmietuin XIV B. u ganee.
Kopmryc Apeomarutuk 6bIT TIepeBeieH Ha CIaBSHCKMIT SA3bIK CEpOCKMM CTap-
niem Vcaneit Ha Adone B 1371 1. [TepeBop 6b11 chienian 110 MpOCcbOe MUTPOTIONN-
ta Ceppckoro @eonocus, coBeTHUKA fecnora Yrmemu, 6pata Bykammua Mp-
HsIBYeBUYa, MpaBuBiero Ceppckoit o6macTeio. [lo MHEHMIO MCCTemoBarerneit,
aTOT cepbckuii epeBox kopmyca (Cankr-Iletep6ypr, PHB, [mnpd. Ne 46) cran
npororpadoM /iy 60IBLUIOr0 KOTNYeCTBa OONTapCKUX U PYCCKUX CIIVCKOB.

Bo BTOpOI yacTn foknama 6yayT pacCMOTpeHBI 0COOEHHOCTM I[MK/Ia MEHO-
norus B MapkoBoM MoOHacTbhIpe (CeHTA0ph — nekabpb) u B 1iepkBu CB. Cume-
ona boronpunmua (1467) B 3BepuHe MOHAcThIpe (CEHTAOPDh — aBIycT). Mexy
IBYMA LMK/IAMMJ €CTh OYeBUJHbIE pa3/iNulis BO BPEMEHU CO3/IaHN s, UKOHOTPa-
dudecknx u armorpaduyeckux NCTOYHMKAX, KOTMYECTBE N300pakeHN T U pac-
IIOJIOKEHMM KKJIOTO U3 LMK/IOB. TeM He MeHee, eCTb OCHOBAHUA YTBEPXK/ATh,
9TO ¥ CepOCKMIL, ¥ PYCCKUI aHCaMOIIb CTIENYIOT TOM e noruke. O6a OTHOCATCSA
K OFfHOJ BOCTOYHOXPUCTUAHCKOV TPafguLNM WUTIOCTPUPOBAHMA LIEPKOBHOTO
KaJIeHJaps, JUIsi KOTOPOI XapaKTepHO COKpallleHMe M300paKeHU! [0 emVH-
CTBEHHOTO TUIIa — IIOPTpeTa CBATOTO.

Knrouesvie cnosa: MapkoB MOHACTBIPb, HOBIOPOJACKIe (Ppecky, BOCTOYHOXPM-
CTMAHCKOE MCKYCCTBO, BU3AHTUICKAsI MKOHOTpads
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Markov Manastir and the Novgorod Churches of the Late
14™ and 15™ Centuries: Parallels in Program and Iconography

The present paper aims to examine iconographic and programmatic parallels
between the pictorial ensembles of the church of St. Demetrios at Su$ica near
Skopje (Markov Manastir) and a group of Novgorod churches of the late 14™ and
15" centuries. The construction of St. Demetrios between 1365/1366 and 1371
was directly associated with the political rise and the newly acquired royal dig-
nity of its founder, Vukasin Mrnjavcevi¢. The church was adorned with frescoes
in 1376/1377, owing to the efforts of Vukasin’s son, King Marko.

The first part of the paper focuses on the programme of the dome of St. Dem-
etrios. In contrast to most 14™-century Serbian churches, in which, as a rule, the
medallion of Christ Pantokrator in the dome is surrounded by a depiction of
the Celestial Liturgy, at Markov Manastir Christ is encircled with eight stand-
ing figures of asomatoi, four archangels and four angels dressed in regal attire,
with orbs and scepters in their hands. The structure of the angelic groups that
surround the Pantokrator in Late Byzantine churches varies. The closest par-
allels for the iconographic and compositional formula adopted at Markov Ma-
nastir are found in the Novgorodian iconographic tradition. The four standing
figures of archangels and four six-winged creatures (seraphim and cherubim)
represented in the church of St. Sophia (1109) were repeated in five Novgorod
churches of the second half of the fourteenth century: the Assumption in the Vo-
lotovo Field (1363), the Saviour-Transfiguration in Iliina Street (1378), St. Theo-
dore Stratelates ‘on the Spring’ (c. 1378), the Holy Saviour in Kovaliovo (1380),
and the Nativity on the Red Field (last decade of the 14™ century). The domes
of the Saviour-Transfiguration in Iliina Street and St. Theodore Stratelates at
the Spring, in addition, feature inscriptions quoting Psalm 101:20-22, the same
verses that also appear in the dome at Markov Manastir.

A growing interest in the celestial hierarchy, as attested in the visual arts of the
Slavic world in this period, should not be seen merely as an adoption of Byz-
antine iconographic formulae; this interest also reflects a renewed engagement
with the works of Pseudo-Dionysios the Areopagite in the Serbian and Russian
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milieu during the last three decades of the 14™ century and beyond. The Corpus
Areopagiticum was translated into Old Serbian by the monk Isaiah (Inok Isaija)
on Mount Athos around 1371. After he became an advisor to Despot Ugljesa,
brother of Vukasin Mrnjavcevi¢, who ruled the region of Serres, the monk Isai-
ah was commissioned by Theodosios, Metropolitan of Serres to translate the Di-
onysian corpus. As has been pointed out, this Serbian translation of the corpus
(National Library of Russia in Saint Petersburg, Giljferding Collection, Ms. 46)
served as the protograph for a large number of Bulgarian and Russian copies.

The second part of the paper is concerned with the painted menologia at
Markov Manastir (September through December) and in the church of St. Sim-
eon the God-Receiver at the Zverin monastery (1467) (September through Au-
gust). There are obvious differences between the two cycles in terms of their
date, iconographic and textual sources, spatial layout, and the number of images
included. It can be argued, nonetheless, that both cycles follow the same pictori-
al logic. They both belong to the same tradition of calendrical illustration in East
Christian art, which is characterized by the reduction of the visual programme
to only one type of image — the portrait of the commemorated saint.

Keywords: Markov Manastir, Novgorod frescoes, East Christian art, Byzantine
iconography

EBTny JiBana
Yuusepcumem Kou, Cmambyn, Typuus

VicTouHuKu 1 3HaYeHMe >KUBOMMCHOI ieKopanun (acamon
B BU3AHTUIICKOM U IIOCTBU3AHTUIICKOM MCKYCCTBE M 3CTETUKE

XOTs1 Hapy)KHbIe POCIVICH IIPEICTABIIAIOT COOOI TTUTETBHYIO M YCTONIMBYIO
TPagULINIO, 3aCBUJETE/IbCTBOBAHHYIO B Pa3/IMYHbIX PernoHax BusaHTuiickomn
UMIIEpUN U CTPaHaX BM3AHTUIICKOTO KpPyTa, TaKas mekopanns ¢acagoB LepK-
Bell He CYNTANIACh LIMPOKO pacIpOCTpaHeHHBIM siBjieHreM. Cinobonan Uypuny
BBEJI 9TO IIOHATHME B KadeCTBe YHUBEPCA/IBHOTO IPMHIMIIA B BU3aHTUIICKON
apXUTEKType U MOJYepKIMBaI HEOOXOAMMOCTD IIepecMOTpa BU3aHTUIICKO ap-
XUTEKTYPHOI 3CTETUKU B 3TOM acCIeKTe, 4acTO He IPYHMMABIIEMCS BO BHIMA-
Hue. TeM He MeHee, HApy>KHbIe POCIIVICY [IO CYX IIOP HE pacCMaTPUBAINCh KaK
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HeoTbeM/IeMasi COCTAB/IAIONIas TeKopa 3/iannsl. [lraBHas mpobneMa, HECOMHEH-
HO, 3aK/TI0YAeTCS B CKY[IOCTH M PParMeHTapHOCTY apXeoIOrMYeCKUX IaHHBIX,
KOTOpPBIe He00X0aMO PUKCUPOBATD M COOUPATh cucTeMaTndeckn. bomee Toro,
MO>XXET II0Ka3aTbCs YAVBUTE/IbHBIM, UTO KMPINYHbIE OPHAMEHTHI U JpyTue Jie-
KOpaTMBHBIE 37IEMEHTHI 3aIUTYKaTypPUBAJINCh, @ 3aT€M IIOBTOPA/INCH B KPacKax.
JlocTaToyHO TPYAHO IpencTaBUTH cebe dacasibl LepKBeil, IOKPHITbIE POCIIN-
CbI0, IIOCKOJIBKY 9TO MEHseT Hallle BOCIIPUATNE BU3AHTUICKON apXUTEKTYPbl
VI IEPEBOMINT B IPYTO€, HENIPUBBIYHOE N3MEPEHNE €€ TPASULIVIOHHYIO 3CTETUKY.

Ilenp maHHOTO OKIafa — MPUBIEYb BHUMAHME K TOMY, YTO (pacajHbIe po-
CIIVICK SIBJIAIOTCSA BaYKHOV IPOOIEeMOI I M3yYeHUs apXUTEeKTYPhbl, 0COOEH-
HO ITO3JHEBM3AaHTUIICKOTO U IIOCTBU3AHTUIICKOTO MeprojoB. Mbl paccMOTpUM
HECKOJIbKO TIPMMEPOB TAaKMX PacHuCHBIX (acamoB, pasbepeM HaboOp MeKo-
PATVBHBIX MOTMBOB (TeOMeTpMYECKMX U (PUTYPaTMBHBIX) U MX pasMelleHe
Ha OTZHE/NbHBIX YacTsX 3aHus. Hac 6ynyT nHTepecoBaTh crieyolye BOIIPOCHL:
KaKUMU JIO/DKHBI ObITh IMOAXOMBI K UccaenoBanmio dbacamubix pocnuceir? Ka-
KOBBI ICTOUHMKM 3TOJ IIPAKTUKM U B UeM ee acTeTndeckuit cmpicn? Hakonern,
KaKOBa pOJIb 1IBeTa, KAKOBO €TI0 OTHOLIEHE K apXUTEKTYPHBIM (popMam U Ipo-
CTPAHCTBY CHapy>XI ¥ BHYTPU 3[aHUA? B 9TOM HoKnIaze, MHCIVPUPOBAHHOM
PaCTyLIMM MHTEPeCOM K HaJIMICAM B MOHYMEHTAIbHOM >KMBOIVICY, BO MHOTOM
IlepecMaTpUBaeTCs MeCTO PPeCcKOBOI HeKOpaIuy B YKPAIIEHNN CTEH, a TaKXe
B/IVSTHUE JJAHHOJ NMPAaKTVKY Ha BHEIIHMIT OOIMK BU3AHTUICKUX LIEPKBEIl U UX
BOCIIPUATYE 3PUTETAMMU.

Kntouesvle cnosa: Hapy»XHbIe pOCTIVICH, pociincy ¢pacagoB LepKBeli, BU3AHTUII-
CKO€ ¥ IIOCTBM3AaHTUICKOE MCKYCCTBO M 9CTETUKA

Ivana Jevtic
Koc University — Istanbul, Turkey

Sources and Meanings of Painted Church Facades in Byzantine and
Post-Byzantine Art and Aesthetics

Although exterior fresco decoration represents a long and persistent tradition,
attested in different regions of the Byzantine Empire and its cultural sphere,
painted church facades have not been recognized as a widespread phenomenon.
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Slobodan Curéi¢ introduced this concept as a universal principle in Byzantine
architecture and stressed the necessity to re-examine Byzantine architectural
aesthetics in the light of such, often neglected, evidence. Nevertheless, exteri-
or paintings are not yet treated as an integral part of the decorative fabric of
buildings. The main problem certainly lies in the scarcity and fragility of the
archaeological data that needs to be recorded and collected more systematical-
ly. Moreover, the possibility that brick and other mural ornaments could have
been plastered and repeated in paint may seem somewhat surprising. The effort
to imagine church exteriors covered with paintings does represent a challenge
because it shifts our perception of Byzantine architecture and its aesthetic into
another dimension from the one that we are traditionally accustomed to.

This paper aims to draw attention to the fact that the facade painting is an
important issue for the scholarship on Byzantine architecture and art, most par-
ticularly for the study of late and post-Byzantine churches. By discussing several
relevant examples of painted facades, the choice of depicted motives (geometric
and figurative) and their display on particular parts of the building, the inten-
tion is to raise the following questions: how should we approach the phenom-
enon of painted church exteriors? What would be the sources and meanings of
that practice and its aesthetics? Finally, what is the role of color, its relation to
the architectural form and space (exterior and interior)? Spurred by the growing
interest in monumental painted inscriptions, this paper reconsiders the place
of painted decorations in the adornment of exterior walls and the impact such
practice had on the appearance of Byzantine churches and their beholders.

Keywords: exterior decoration, painted church facades, Byzantine and post-Byz-
antine art and aesthetics
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CBetnana BnagucnaBoBHa MasnblieBa
Canxm-Ilemep6ypeckuti 20cydapcmeeHHbili yHUsepcumem,
Poccutickas @edepayus

PernoHanbHass MHTEPIPETALIVISI BUSAHTUIICKUX 00pas3IoB
B cepOckom 3omuecTBe X1V Beka

CepOckast cpeHeBeKOBasi apXUTEKTypa TeHeTHYECK! CBsI3aHa C BU3AHTMIA-
ckoit. Clto>KeHMe 9TOrO PerMoHaIbHOTO HAIIPAB/ICHNIA, HEIIPEPBIBHO Pa3B/BAB-
1IeTOCs Ha NpoTsuKeHun Tpex cronetuil ¢ XII mo XV B., OTHOCUTCA yXKe KO
BpeMeHN 3pennoro CpefHeBEKOBbsA, KOIZia apCeHa/l KOHCTPYKTUBHBIX CPENCTB
U XyIOOXKeCTBEHHBIX IPMEMOB OKa3bIBaeTCs OYeHb OOraT KakK B 3ala/[HOEB-
POTIENICKOIT IPaKTUKe, TaK ¥ B BU3AHTUIICKOM 3omuecTBe. [Ipobmema Bbibopa
npu popmupoBaHUY CepOCKON PErMOHATBHON TPAJULIUNA CTAHOBUTCS TeM 00-
jiee aKTYa/lIbHO, YTO B 9TOM Oa/JIKaHCKOM peryoHe IIjIa MOCTOsTHHass 60opbba
MexXny BocTokom u 3amaziomM 3a KyJIbTYPHO-IIOIUTUYECKOE JOMVHVPOBAHME.
B XIII B. cnoxeHne crnenym@puyeckoro pernoHajbHOTO HAIpaB/ieHUs B cepo-
CKOJI apXUTEKTYpPe FOCTATOYHO OBICTPO MPUBOAUT K 3aMETHOMY OTXOJY OT BU-
3aHTMIICKMX 00pa3IioB B XpaMax TaK Ha3bIBaeMON Pamickoit mkombl. ITO 6110
CBA3aHO C T€M, YTO BU3AHTUIICKAI TUII XpPaMa BOCIIPOM3BOAVIN IIPUMOpPCKIE
MacTepa, MMeBIIIVe ONBIT pabOTHI B IPYTOIf, 3aI1a{HOEBPOIEIICKOI TPAaTUIINIA.
B xpamax Paiiickoi mKojbl BM3aHTUICKasi OCHOBA XOTA U IIPOYNUTHIBAETCSA, HO
npeTepreBaeT IIyboKoe BUAOM3MEHEHNe, TIOCKO/IbKY Ha Hee HaK/IaJblBaeTCs
CTTUIITIKOM MHOTO CIIePpUIeCcKIX MECTHBIX 97IEMEHTOB.

B XIV B. cepbckas apXUTEKTypa BHOBb IIpeTepIieBaeT CU/IbHOE BU3AHTUI-
CKoe BIusHMe. B 3TO BpeMsi MHOTHMeE XpaMbl CTPOSITCS Ha OBIBIINX TPEYeCKUX
TEPPUTOPUAX TPEUYECKMMI MAacTE€PaMU VIV MacTepaMy, XOPOLIO 3HAKOMbBIMU
C TpevyecKoll TpaguLyeil. BusaHTMHU3MpPYIOLee HaIIpaB/IeHNe XXUBET JOJITO —
Ha IPOTKEHNU L€JIOTO CTONETYS U II0-PA3HOMY PeaM3yeTcsA Ha pas3/INYHbIX
TEPPUTOPHUAX.

B maHHOM JOKIIafie MBI ITOCTapaeMcsl ONMCaTh OCHOBHbIE OCOOEHHOCTH Ia-
MSTHUKOB, CO3JaHHBIX B 9TOT IIEPKOJ] Ha Pa3HbIX cepOCKMxX Teppuropusx. Kak
VIMEHHO IIPEeTOMJ/IAINCH TPagULINN BU3AHTUIICKO 11aJIE0JIOTOBCKOM apXUTEKTY-
poI? UTo 6B1710 BOCTpe6OBAHO 1 KaKVie M3SMEHEHSI TPOVICXOM/IN B TUIIO/IOTHUN,
KOHCTPYKLIVH, JeKopauuy XpamoB? Kakue BU3aHTUIICKIE LIEHTPbI OKa3blBa/IN
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Hauboree CylecTBeHHOe BIVAHME Ha cepOckoe 30q9ecTBO — KoHCTaHTHHO-
nonb, Canonuku, AdoH, Inup?

Haner rimaBHOI Lienbio Oy/ieT 1MOKa3aTh He TOIbKO BCe MHOrooOpasue Ba-
PUAHTOB YCBOEHMS BU3AHTUIICKON TPAAVIINY B IIPON3BEIEHNAX CTOTNYIHOTO
YPOBHSA U B IPOBMHIMATbHBIX aMATHUKAX, HO U BBISABUTH Te crienyduye-
CKIi€ 4epThl B MHTEPIPETALNN BU3AHTUIICKUX 00pa3IioB, KOTOPbIE MO3BOJIS -
IOT TOBOPUTDH IMEHHO O PerMOHa/IbHOM HAIlpaBJIeHNY B CepOCKON apXUTeK-
Type XIV B.

* VccnenoBaHue BBITIOMHEHO 3a CYET CPEACTB locyiapcTBEHHO IPOrpaMMBbl
Poccuiickont @egepanyun «Passutie Hayky n rexnonoruii» Ha 2013-2020 ropbr
B paMKax [IymaHa ¢pyHmaMeHTaNnbHBIX HAYYHBIX MCCIegoBannii MuHcTpos Poc-
cun u PAACH, tema 1.2.32., 1.2.46.

Knrouesvie cnosa: BU3anTUIICKaA APXUTEKTYPpa, CCP6CKO€ 300494€CTBO

Svetlana Maltseva
Saint Petersburg State University, Russian Federation

The Regional Interpretation of Byzantine Samples in the Serbian
Architecture of the 14" Century

Serbian medieval architecture is genetically related to Byzantine. The genesis
of that regional trend, which continuously developed for over three centuries,
from the 12™ to the 15" century, dates back to the High Middle Ages, when
the arsenal of constructive means and artistic techniques is very rich in both
Western European practice and Byzantine architecture. The problem of choice in
the formation of the Serbian regional tradition becomes more relevant, because
in this Balkan region there was a constant struggle for cultural and political
domination between the East and the West.

The addition of specific regional trends in the Serbian architecture of the
13" century quickly leads to a visible departure from Byzantine models in the
construction of temples of the so-called Raska architectural school. This was
due to the fact that the Byzantine type of the church was reproduced by coastal
masters who had experience in another, Western European tradition. Although
the Byzantine basis can be noticed in the churches of the Ragka school, it
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undergoes a profound modification, since it is superimposed on too many
specific local elements.

The Serbian architecture of the 14" century again undergoes strong Byzantine
influence. At this time, many churches are built on former Greek territories by
Greek masters or the craftsmen familiar with the Greek tradition. The Byzantine
trend lives long — for a century, and is variously implemented in different areas.

In the report we try to describe the main features of the monuments created
in this period on different Serbian territories. How exactly the traditions of
Byzantine Palaeologus architecture were refracted? What was in demand and
what changes occurred with the typology, design, and the decoration of temples?
Which Byzantine centers had the most significant influence on the Serbian
architecture — Constantinople, Thessaloniki, Mount Athos, Epirus?

Our main goal is to show not only the variety of options for the assimilation
of the Byzantine tradition in the works of the highest level and in the provincial
monuments, but also to identify those specific features in the interpretation of
the Byzantine models that allow us to talk about the regional trend in the Serbian
architecture of the 14™ century.

* The Reported study was Funded by Government Program of the Russian
Federation “Development of science and technology” (2013-2020) within Pro-
gram of Fundamental Researches of Ministry of Construction, Housing and
Utilities of the Russian Federation and Russian Academy of Architecture and
Construction Sciences, the Research Project 1.2.32, 1.2.46.

Keywords: Byzantine architecture, architecture of ancient Serbian art

ApBanutu CMmapargu
Apunckuti HayuoHanvHulli yHusepcumem umenu Kanooucmpuu, Ipeyus

Pa3Butie KepaMu4ecKoro Nnpon3BOACTBA B O3JHEBU3AHTUIICKIIL
Y TOCTBU3AHTUICKNIT (OCMaHCKUII) IEpUOJ, — SMOXY IMINMPOKUX
TOPU30HTOB, OIIPEe/ICHHBIX IBVDKEHIEM TOBAPOB, UEN,
JICKYCCTBA, HApOM0B M KY/IbTYP

Kepamuka — BaxHenmmit GpakTop cpefHeBeKOBOiT SKOHOMUKM. OHa oTpa-
KaeT IIOBCEJHEBHYIO YKM3Hb BO BCEM €€ Pa3HO00pas3ny ¥ HOABVKHOCTY CAMBbIM
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TOYHBIM ¥ HaJle>KHBIM 00pa3oM. Marepuan KepaMuKI MOXXeT MCITO/Tb30BAThCS
KaK MHIMKATOP, IOMOTAIOINI apXeoIoraM M UICTOPMKAM IPOACHUTD BOIIPOCHI
HiepefIBY>KEHNI, TOPrOBJIN, MI3MEHEHMIT B 001IIeCTBe.

B XI-XII BB. Kepammueckoe IpOMU3BOACTBO U TOPTOB/IA IIpoLBeTanu B Busan-
tuiickolt umnepun. Ognako B XIII B., mocite IV KpecroBoro noxopa n pacnaja
uMmnepun, BeHenys u gpyrue ceBepoUTaNbsIHCKIIE MOPCKIE PeCITyO/IMKY B35UIN
B CBOM PYKM KOHTPO/Ib Hafi TOprosyiei B Cpenu3seMHOMOpPbe U CTaIN IOCPEN-
HUKaMI MeXJy 3amanoM, 3emissmu 6biiert Busantnm n Boctokom. biaropa-
psA CBOeMY IIPeMMYIIEeCTBY B TOprosjie BeHenys npopjoKanza JOMUHUPOBATD
u ntoce nossnenuss OCMaHCKON MMIIEPUML.

B nokiaze 6ynyT omycaHbl Cpef3eMHOMOPCKYE TOPTOBBIE ITyTY U B 0COOEH-
HOCTM CBA3M, BO3HUKIINE MEXAY BusanTtuickon mmuepuein, rocyjapcrBamu
KpectoHocLeB 1 3ateM OcmaHnckon nmnepuen ¢ XIII go mavanma XIX B. byger
II0Ka3aHO B/IMAHME IMOIUTUYECKUX Y SKOHOMIUYECKNX M3MEHEHNIT Ha KepaMu-
qyecKoe IpousBofcTBO. Ocoboe BHMMaHNUE OyAeT yAe/lIeHO BIVISAHNUIO pas/ind-
HBIX COLMATbHBIX VI KOH(PECCHOHATbHBIX aCTIEKTOB Ha TUIIOIOTHUIO, CTVIIUCTUKY
U IeKOpanuio KepaMuKu. Mbl nionbiTaeMcs IPOAEMOHCTPUPOBATh, KaK Kepa-
MIY€ECKOe IIPOM3BOJCTBO pearnpoBajo Ha M3MeHeHuA U nepemelnenna B Cpe-
nuseMHoMopbe ¢ XIII B. u fanee.

MbI noctapaeMcss 0COOEHHO BBIJICTIUTD T€ M3MEHEHUs, KOTOpPble BO3HUKIIN
B XY/IO>)KECTBEHHBIX KaueCTBaX IIOf BIVMSHMEM CBOOOIHOrO, OeCIpensTCTBEeH-
HOI'O IepefBIDKEHNA TOBAPOB, UJEN U HAPOJOB, ¥ COCPENOTOYMMCA Ha B3all-
MOJIEVICTBMM PAa3/IMYHbBIX KYIbTYp, pasBuBaBumuxcsa B CpenuseMHOMOpbe 6e3
rpanut. Passurue kepamMmn4ecKoro NpousBOACTBa CBUIETEIBCTBYET O TOM, KaK
OYEBJVIIHDIE NIPEIATCTBYA Y TPAHNUIBI USMEHATCH B IIMPOKMX IIpefieIax U Kak
OTKPBIBA/IVICh HOBbBIE IIEPCIIEKTVBBI.

Kntouesvie cnosa: kepaMuka, B3aumogpeiictne, CpeauseMHOMOpbe 6e3 TpaHull,
OcmaHckas umnepus, Benenus, Busantuiickas umnepus
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The Development of Ceramic Production during Late and Post-
Byzantine / Ottoman Period, an Era of Wide Horizons, Defined by
the Movement of Goods, Ideas, Art, Peoples and Cultures

Pottery is a highly important factor in medieval economy. It reflects everyday
life in all its diversity and mobility in an accurate and reliable way. Ceramic ma-
terial can serve as an indication that would help archaeologists and historians
clarity issues of movement, commerce and fluidity.

During the 11" and 12" centuries pottery production and trade blossomed in
the Byzantine Empire. However, during the 13" century and especially after the
Fourth Crusade and the dismantlement of the Byzantine Empire, Venice and
other North Italian naval cities dominated the trade in the Mediterranean and
became the intermediaries between the West, the lands of the former Byzantine
Empire and the East. Due to its presiding role in trading affairs, Venice contin-
ued to prevail even when the Ottoman Empire appeared.

This paper will discuss the commercial routes in the Mediterranean and the
particular links developed between the Byzantine Empire, the Latin Crusaders’
States and later, the Ottoman Empire from the 13" to the early 19" century. It
will also try to display the impact of political and economic changes on trade
and production. It will further draw attention to the influence of different social
and religious cultures on pottery types, style and decoration with the intention
of demonstrating how the development of ceramic production was the result of
the movement and fluidity in the Mediterranean from the 13™ century onwards.

Particularly, we will try to highlight the changes which occurred in decora-
tion as a result of free and seamless movement of goods, ideas and peoples and
to focus on the interactions between different cultures that were developed in
a Mediterranean without borders. The development of ceramic production is
the proof of how the apparent obstacles and borders evolved over broad hori-
zons, where new perspectives were opened.

Keywords: pottery, interactions, Mediterranean without borders, Ottoman Em-
pire, Venice, Byzantine Empire
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Hpaxkonyny EBrennsa
Ipeueckuti HayuoHanvHvili PoHO uccrnedosaruti, Ipeyus

ITaTMOCCKMT MOHACTBIPb — OTKPBIThIE TOPVU3OHTHI
XYy 0>KeCTBEHHBIX CBA3EN

OctpoB ITatMmoc — 6e3BOAHBIN, TYCTBIHHBII, TOYTY He3aCe/eHHBIV KIIOYOK
3eM/IN B JrelickoM Mope — ¢ XI B. 11 jajiee Ha IPOTAXXEHNUY BOCBMM CTOJIETUI
pasBwiIcsA B HebombIoe «rocyfapcTBo». OHO CTao LIEHTPOM CIIOXKHOM CUCTe-
MBI CBA3€I1: IJ€PKOBHBIX, IOIUTUYECKUX, SKOHOMNYECKNX U XYHLOKECTBEHHDIX,
C TAaKMMU TOopojaMu 1 cTpaHaMu Kak Pum, Koncrantnnononn, Mocksa u Be-
HerusA, ncranckass Menopka, Vepycanum, Kput, Monpgasus u Hecebp (Mecem-
Bpus) Ha YepHOM Mope.

Nrymensr Ilatmocckoro monacteipsa CB. Moanna borocnosa, mbiciAmue
1 06pa3oBaHHBIE IO, Pa3BUBAJIM OTHOIIEHNS C KaTonnm4eckuM Pumowm, 6ora-
Toli Beneumeri, Vicrianueit, ppliapsAMu-moaHHUTAMU U, KOHEYHO, ¢ OCMaHCKON
VIMIIEpYIEI, IIPY 3TOM He OTKJIOHAACH OT [IpaBocimaBua. C gpyroi CTOpOHBL, OHI
IIOAIEPXKMBAIN CBA3U € IIpaBOC/IaBHbIM MupoM: Poccuent, Mongasuen, Bana-
xuen, Ipysuen u IlpuaepaomopbeM.

Takum o6pa3om, M3HaYarbHAsT CUMBOIMYECKAsl 3HAYMMOCTb OCTPOBa B pe-
JIUTMO3HOM KOHTEKCTE, a 3aT€M U ITOUTUKA, JUIIZIOMATU, SKOHOMMKA, BBICO-
KIi1 YpOBEHb 0OPa30BaHHOCTY V1 OCOOEHHO MCKYCCTBO CTAJIV TEMU CTOJIIIAMI,
Ha KOTOPBIX OCHOBBIBA/IOCH ITpouBeTanue [latmoca Ha IpOTSXKEHNUI CTOIETUL.

B TOM, 4TO Kacaercsa NMpousBefeHNN UCKYCCTBA, OHU IOYTU VCK/IIOYUTE/Ib-
HO MMIIOPpTUPOBanuch Ha IJaTMOC 13 BCeX TeX BaXKHBIX LIEHTPOB, C KOTOPbIMUI
OCTPOB TOAAEPKMBAN CBA3Y, MMPUYeM 3TO ObI/IM, B OCHOBHOM, BEIIV CaMOTO
BBICOKOI'O YpOBHA. Pocniycu XpaMoB, MKOHBI U AparolieHHas yTBapb U3 puU3-
HUIpL, 607mee 500 pykomucert BUBAHTUIICKOTO Ieprofa (B TOM 4HCIe, IJapcKue
Yl TaTpUapIIINe rPaMOThI, JOKYMEHTbI O0IeCTBEHHOTO 1 YaCTHOTO XapakTepa),
O0MBIIION apXNB JOKYMEHTOB IIOCTBU3aHTUIICKOTO IIEPHUOA, a TAK)XXe apXeoIo-
TMYecKyie HaXOfIKM B MHOTOYVC/ICHHBIX IOIBOPbSIX MOHACTBHIPA, pa3bpocaH-
HBIX II0 OCTPOBaM JTENICKOrO MOpPs, — BCE 3TO CBUJETENbCTBYET O €r0 XYH0XKe-
CTBEHHBIX CBA3AX.

B 4acTHOCTH, 4Y€TKO BBIIENAIOTCA XYAOKecTBeHHble cBA3K ITatmoca ¢ Hece-
opom (MecemBpueii), mOpTOBBIM roposioM Ha YepHOM Mope, HbIHE B bonrapuu,
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B KOTOPOM JIONITO€ BpeMsI HaXOIVIICS BU3AHTUICKMIT (DIIOT, M KOTOPBIN BIUIOTh
nmo XV B. ObUI BaXXHBIM LIEHTPOM IIPAaBOCTaBHOTrO Mckycctsa. B XVI B. Me-
CEeMBPUIICKask MUTPOIIONNs OblIa IOJ, IpUCHUKIell KOHCTaHTUMHOIIOIBCKOTO
narpuapxara. borarele cygoBmagenblbl, IOTOMKY CTaPVMHHBIX BU3AHTUVICKNX
cemell, OAAEeP>KUBaIM MUTPOIIO/INIO CBOMMU LIEIPbIMI IIO>KEPTBOBAHUAMI.
JIX ToproBas [eATebHOCTb B JTEVICKOM MOpe€ U MX NPUCYyTCTBME Ha Kpure
1 B BeHennm ecTecTBeHHBIM 00pa3oM OTKPBIBAIN ITYTU U A/ XyHOXKEeCTBEH-
HBIX cBsA3ell. Korma Mutpononurom MeceMBpUM CTasl y4eHBI, aMOVMIIVO3HBIN
¥ aKTUBHBIN apxmenuckorn Xpuctodop (1593-1606), B ropoze Hauanoch BOCCTa-
HOBJIEHVIE CTaPbIX BU3AHTIVICKIX LIepPKBell, 3aKa3bIBa/IVICh POCIIVICYU M IKOHBI.

B XVII-XVIII BB. ITaTMOCCKMIT MOHACTBIPb MMEJI TECHbIE LIEPKOBHbBIE U M-
rromMatudeckue cBsasu ¢ Poccueit. O6 3TOM CBUJETENTbCTBYIOT MHOTOYVIC/ICH-
Hble IIPON3BENEHN PYCCKOTO MCKYCCTBA, TaKye KaK MKOHbI Kaszanckoit u Bia-
nuMupckort boxkmeit Marepn, HO mpexzie Bcero O0sbpline XpaMOBble MKOHBI
B Ka(pommKoHe.

CuMBoOMMYeCcKas 3HAYMMOCTD OCTPOBA B PEIUTMO3HOM acCIIeKTe COXPaHAeTCs
¥ TIOHBIHE, IIpu 3ToM IIpaBocimaBue Bcerga 6bUI0 onpenensdomyM. MHOroBe-
KOBas OOIIMPHAs XyZOXKeCTBEHHAsA M KYJIbTYpHasA JesATeTbHOCTh MOHACTBIPS
ABJISETCSA IPUMEPOM CUCTEMBI CBA3EM C OTKPBITBIMY TOPU3OHTAMI.

Kntouesvie cnosa: BU3AHTUIICKOE MICKYCCTBO, IIOCTBM3aHTUIICKOE VICKYCCTBO,
PYCCKO€e LIepKOBHOE UCKYCCTBO, [IaTMOCCKMIT MOHACTBIPD

Eugenia Drakopoulou
National Hellenic Research Foundation, Greece

The Monastery on Patmos as an Open Horizon Artistic Network

The island of Patmos, an arid, barren and almost uninhabited piece of land in
the Aegean Sea, developed, from the 11" century and over the course of eight
centuries, into a small ‘state] a center of a complex network — religious, politi-
cal, financial, artistic — having contacts with cities such as Rome, Constantino-
ple, Moscow and Venice, Menorca of Spain and Jerusalem, Crete, Moldova and
Nesebar (Mesembria) in the Black Sea.
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The abbots of the monastery of Saint John the Theologian on Patmos,
open-minded and highly educated, cultivated contacts with the Catholic Rome,
the financially powerful Venice, Spain, the Knights of the Order of St. John and,
of course, the Ottoman Empire, without ever shifting from Orthodoxy. Rus-
sia, Moldova, Georgia, Vlachia and the Black Sea are further Orthodox contact
points of the monastery.

Thus, religious symbolism initially and then politics, diplomacy, economy,
high level of education and art par excellence were the pillars on which the mon-
astery of Patmos was based and flourished through the centuries.

As far as art is concerned, Patmos almost exclusively imported artworks of
the highest quality from all the important centres with which it was in contact.
The wall paintings of its churches, the movable icons and all the valuable items
of its vestry, over 500 imperial, public, private and from the Patriarchate docu-
ments of the Byzantine period, a large archive of correspondence dated to the
post-Byzantine period as well as the archaeological evidence of its dependencies
in the Aegean Sea, all these were the sources of its artistic network.

A distinct artistic movement in the ports of today’s Bulgarian Black Sea shows
the extension of the artistic network of Patmos in Nesebar (Mesembria), the
city with the tradition of the naval base of the Byzantine imperial fleet and an
important artistic centre of Orthodox art up to the 15" century. The Metropo-
lis of Nesebar in the 16™ century was under the jurisdiction of the Patriarch of
Constantinople. Wealthy ship owners from Nesebar, descendants of old Byz-
antine families, supported their Metropolis with acts of charity. The activity of
the Black Sea’s trading ships in the Aegean Sea and their presence in Crete and
Venice naturally opened the way for artistic contacts too. The accession to the
throne of Nesebar of a scholar, an ambitious and active archpriest Christoforos
(1593-1606), marks for the city a period of restoration of the old Byzantine
churches, wall-painting decorations and commissions of new icons.

During the 17" and 18" centuries, the monastery had close links with Russia.
The icons of Mother of God of Kazan and Vladimir, among the many works of
Russian art in Patmos, but especially the large temple icons of the Katholikon,
indicate the religious and diplomatic relationship between Moscow and Patmos.

Patmos has respected its religious symbolism until today and never lost its Or-
thodox identity. Its extensive artistic and cultural activity through the centuries
constitutes a model of an open horizon network.
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Xapxape JneHn
A¢punckuti HayuoHanvHulli yHusepcumem umenu Kanooucmpuu, Ipeyust

ITocTBM3aHTHMIICKaA MKOHONNCH: IIepeceKas IPaHuIbl,
n3o6pakasgs rOpM30HT

B n3006pakeHNAX CBATHIX Ha BU3AHTUIICKUX MKOHAX KOHKPETM3AI[MsI MeCTa
¥ BpeMeHM 1100 MUHMMaJIbHA, MO0 OTCYTCTBYeT. [IpocTpaHcTBO OOBIYHO Tie-
penaeTcs C MOMOIIbIO apXUTEKTYPHBIX (POHOB, a 37IEMEHTHI IIPUPOTHOTO OKPY-
YKEHUSI, CTTU U U300Pa>Kak0TCs, TO C TOVI VIV THOV CTETIEHBIO CTYIM3ALINY U a0-
cTpakiuu. 30m10Toi GoH morpyxaet GUrypel BO BHeBpeMeHHOe OBbITIE B CBETE,
3aMeHssA BUAMMOe Heb6Oo Ha CHsHMe pas.

Tem He MeHee, B HEKOTOPBIX ITOCTBU3AHTUIICKUX VKOHAX BTOPOI ITOJIOBVHBI
XV — nepBoi non0BUHBI XVI B., CO3[JaHHBIX IIOJ] BIMAAHMEM 3aIIaJTHOEBPOIIE -
ckoro Peneccanca, 30m0Tov GoH ycTymaeT MecTo N300 paskeHIIO0 IPUPOABL. ITO
B/IVSIHME OCOOEHHO OYEBUIHO B IIPOM3BEIEHMAX IPEeYeCKIX XYTOKHIKOB, KO-
TOPBIE YKV/TU Ha TepellefIlNX O] BTaCTh BEHEIMaHIIeB TEPPUTOPUSIX ObIBIIEN
BusanTuiickon nMnepun, Takux kak Kpur, unm B camont Benennmy, rje B 1498 1.
ObUTa 0ULIMATIBHO YUpeXXeHa rpedeckas oOIIHa.

BeHenmaHnckas XMBOIMCh 0COOEHHO 3HAMEHNUTA CBOMMMU Ieii3akaMi. B Te-
yeHre XV B. eM3aXU 3aMEHUIN TOJITO COXPAaHSBIINECS 30/10Thie (POHBI, BOC-
XOopAlMe K BU3AHTUMCKON Tpaauuuy. BaXXHy0 ponb B 3TOM IIpoliecce Urpa-
m ¢ramanckue obpasmel. [IpuBosuBmmecs n3 Hupepmanmos mpousseieHns
MOTTII TIOMEI[AaThCsl B LIEPKBU KaK ajTapHble 00pasbl VI MCIIONb30BATHCS
U1 IOMAlIHell MOMUTBBL; X coOMpaHue ObUIO paclpocTpaHeHo B BeHernm.
BenenyanieB 0co0eHHO BOCXUINAIY B HUX HATYPaIMCTUYHO TPAKTOBAaHHBIE
e3>k € ICHBIM HeOOM, 4acTO yTpeHHMe WM BedepHIe, C 3aMedaTeNTbHO IIe-
penaHHbIMU 3 dekTamMu oCBelleHUs U aTMOCQEPHBIX SIBJICHUI, YTO JIOCTUTA-
JIOCh C TIOMOIIbI0O TEXHUKM MAC/IAHON XMBONNCH. BeHellaHCKIe XyIOKHYKY,
BIOXHOBJISISAICH Teli3akaMi BO (hTaMaHICKOV MaHepe, CO3JIa/iu CBOVI COOCTBEH-
HBIJI TUIl IeJi3a)Ka, HAIIOJTHEHHOTO 30/IOTUCTBIM CBETOM M IO3TUYECKUMU
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accouyanysaAMy, KOTOPBIL, B CBOIO OYepefib, TAKXKe OKa3aJjl CYLeCTBEHHOE BIIU-
AHJE Ha TIOC/IEA YOI YIO XYL0KECTBEHHYIO TPAJULIVIO.

Hoxmag nmeeT Lenplo MPOCIEAUTD 3TO IBOMHOE 3aIlaJlHOE BIMAHNUE, HULIEP-
JIAaHJICKOEe U BeHelIMaHCKOe, Ha IeN3a)XM B IMOCTBU3AaHTUIMCKOM MKOHOIINCU
BTOpOI NonoBMHBI XV — mepsoit monoBuHe XVI B. Oco6oe BHMMaHue Oyzmer
o0pallleHO Ha TPAKTOBKY Heba ¥ TOPU30HTa — OT IIPOCTOI TOMYOOI MOIOCH
IO IeTaIbHO MPOPabOTAaHHBIX 1 YTOHUYEHHBIX BApMAHTOB C OOMaKaMu, YTpeH-
HJ/M M BEYEPHUM OCBEIlleHVEM 3a IpefernaMy BUIUMBIX OYEPTAHUI 3€MIIN.
J1J151 MOCTBU3aHTUIICKMX XYTOXXHUKOB N300 paskeHNe Ieli3ayka 03HaYaIo BbIXO]
3a MpeJesbl TeX IPaHNL], KOTOPble CTAaBVIN Iepe] HUMY IpedecKoe IMPOMCXOXK-
IIeHNe, KY/IbTypa U TpaguuyA. VIHpIMU c10BaMy, ITepexof s IPAHULIbI, OHU U30-
OpaXkanu TOpPU30HT.

Knrouesvie cnosa: mocTBM3aHTUIICKAS >KMBOIIMCD, IeM3aXK

Eleni Charchare
National and Kapodistrian University of Athens, Greece

Transcending the Borders, Depicting the Horizon in Post-Byzantine
Icon Painting

Byzantine icons typically depict sacred figures with no or minimal indications
of space or time. Space is usually denoted by architectural settings, while na-
ture-derived elements, if represented at all, are rendered with various degrees of
stylization and abstraction. The gold ground immerses the figures in the time-
less realm of light, substituting the visible sky with glorious heaven.

Nevertheless, in some post-Byzantine icons painted during the second half of
the 15" and the first half of the 16™ centuries, the gold ground gives way to the
representation of nature under the influence of Western Renaissance art. This
influence is particularly evident in the work of Greek painters who lived in are-
as of the former Byzantine Empire ruled by the Venetians such as the island of
Crete or in Venice itself, where a Greek Confraternity was established in 1498.

Venetian art is especially celebrated for its landscape painting. Landscapes re-
placed the long-standing Byzantine-derived formula of the gold background in
the course of the 15™ century. An important role in this development was played
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by models arriving from Flanders. Netherlandish paintings were imported into
Venice, used as altarpieces in churches and as aids to private devotion, and were
widely collected by the Venetians. They were especially admired for their nat-
uralistic landscapes extending under bright skies, often dawn- or dusk-lit, with
impressive effects of light and atmosphere, achieved through the technique of
oil painting. Inspired by the landscapes alla fiamminga (in the Flemish manner),
Venetian painters created their own distinctive landscapes suffused with poetic
light and mood, which proved to be highly influential.

The present paper aims to trace this twofold Western influence, Netherlandish
and Venetian, on landscapes depicted in post-Byzantine icons dating from the
second half of the 15™ and the first half of the 16" centuries. Emphasis will be
placed on the representation of the sky and the horizon, ranging from bands
of blue colour to more extensive and refined articulations with clouds and the
effects of the dawn or dusk light beyond the visible contours of the earth. For
post-Byzantine painters the representation of landscape implied moving beyond
the limits set by origin, culture and tradition; in other words, by transcending
the borders they depicted the horizon.

Keywords: Post-Byzantine painting, landscape painting

3outakuc Adanacnii [eoprueBuy
Mocxkosckuii eocyoapcmeenHoiii yrusepcumem umenu M. B. J/lomoHocosa,
Poccutickas Dedepayus

Vxonorpadmus paBHoanoctonbHoro Kocmol dronuiickoro
(1779-1962)

Kocma Dtonmuiicknit — ongyH 13 Hanbosee N3BECTHBIX JiesiTe/lell HOBorpeye-
ckoit ucropun. Ilonyuns BcectopoHHee obpasoBanue, Kocma npunsin MoHa-
IIECKNIT TOCTPUT ¥ OTIIPABUIICSI B MUCCHOHEPCKOE Iy TELIeCTBIE IO TEPPUTO-
pyn KoHcTaHTHHONONBbCKOTO NaTpuapxara. [IporoBeHIK OCHOBaI HECKOTIBKO
COTEH IIKOJI, cCOOpast BOKPYT ce6s1 yIeHNKOB, KOTOPbIe BIIOCTIEACTBUI IIPOOTI-
XUH eTo feno. B 1779 1. o 10)KHOMY JJOHOCY OH ObUT CXBadeH OCMaHCKUMU
B/IACTSAMM VI IPUHSI MyYeHNYECKYI0 KOHUMHY.
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ma KocMmbl OTONMMIICKOTO HaBCerfla OCTA/NOCh B CEPALIaX IPaBOCTaBHBIX,
HacerAaomux bankancknit nonyoctpos. O HeM c1arannch MeCHNU U CKa3aHUA,
ero MMeHeM ObI/IM Ha3BaHBI U 10 CUX IIOP HAPEKAIOTCS IIKOJIBI, YINIIBI, Iie/Ible
CeleHMs U ropojia. MHOTMe COBpeMeHHMKM OBUIM TOJ, TaKMM BII€YaT/IeHVEM
OT BCTPEYM CO CBATBIM, KOTOPBIi MI3MEHWIT BCIO X >KM3HB, YTO B KauecTBe da-
My 6panu cebe ero ums. [Iponoseny u mpopouectBa Kocmbl Dtonmitckoro
PaCIPOCTPAHMINCh B ThICAYaX PYKOIIVCEN, A MMO3HEE ¥ MHOTOMVJUIVIOHHBIMU
TUPAKAMIU.

Oco6plit nHTepec npencrapisier nkoHorpadus Kocmpr Sromuiickoro. Ilep-
Bble MKOHONMCHBIE M300pakeHNA CBATOr0 KOCMBI OSBUINCH YXe B TOJ €r0
MyuyeHu4YecKkoil KoH4MHBI (1779). HekoTopble yueHble MOAraioT, 4TO CYIIle-
CTBYIOT U IPVDKM3HEHHBIE N300pakeHNsI CBATOTO.

Ha nactosmuit MoMeHT u3BecTHO 6omee 290 dbpecok, MKOH, nmuTorpadmuii,
YKUBOIVCHBIX KapTUH ¢ n3obpakeHnemM Kocmbl DTonmitckoro, KOTopble ObUIN
CO3MaHbI B mtepuof ¢ 1779 mo 1962 rr. (To ecTh 10 opuImaabHON KaHOHN3AUN
CBAITOTO). JTU MKOHOMMCHBIE M300paKeHNI HAXOMATCS B XpaMaX U 9aCTHBIX
cobpanmax Ipenyu, Anbanvm, Cesaroit ropsl AdoH n Pymbiaun. JJaxe B me-
pYIOZ TOHEHMII Ha Bepy IIpM MHOTOJIETHEM €AVHOINYHOM IIpaBuTene Anbanun
OHBepe XomKe B XpaMax 3TOV CTPaHbI MOABISIINCH Ppecku ¢ n3obpakeHneM
KocMmbl Jtonmiickoro.

Tax kak paBHOanoctonpHbI KocMa He ObUI KAHOHM3UPOBAH, Y MKOHOIVCIIEB
He OBUTO eIMHOTO 0OIEeNPUHATOTO NCXOTHOTO 06pasIia, B CBA3Y € 9YeM KaXK/IbIi
M300paXkaj CBATOTO B COOTBETCTBUM C COOCTBEHHBIMU IIPEICTABICHVAMIU.
[Toatomy uzobpakenuss Kocmpl DTonmmitckoro o4eHb pa3HOOOPa3HBI 1 IIOPOIi
He IIOXOXKU JPYT Ha ipyra. HeKoTopble MKOHDBI BBHIIIOJTHEHDI B HAPOLHON MaHepe
VI PACXOMATCA C MKOHONMCHBIMY KaHOHAMI.

3ajjaya HACTOSAIIErO UCCIENOBAaHMs — PacCMOTPETh Hambosee pacpocTpa-
HeHHbIe 06pa3bl KocMbl DTOMMIICKOTO ¥ IPEAIPUHATD MOMBITKY NX CUCTEMa-
TU3ALVNL.

Kntouesvie cnosa: nkoHa, ukoHorpadws, oopas, Kocma Sronmiicknin
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Iconography of St. Cosmas of Aetolia (1779-1962)

Cosmas Aetolian is one of the most famous figures of modern Greek history.
After receiving a comprehensive education, Cosmas took monastic vows and
went on a missionary journey through the territory of the Patriarchate of Con-
stantinople. The preacher founded several hundred schools, gathered around
him disciples, who later continued his mission. In 1779, on a false denunciation,
he was seized by the Ottoman authorities and took a martyr’s death.

The name of Cosmas Aetolian remained forever in the hearts of the Orthodox
population of the Balkan Peninsula. About him songs and legends were composed,
schools, streets, villages and cities were named after him. Many contemporaries
were so impressed by the meeting with the saint, who changed their whole life,
that they took his name as a surname. The sermons and prophecies of Cosmas of
Aetolia spread in thousands of manuscripts, and later in multimillion copies.

The iconography of St. Cosmas of Aetolia is of particular interest. The first
icons of St. Cosmas appeared already in the year of his martyrdom (1779). Some
scholars believe that there are lifetime images of the saint.

At present, there are more than 290 frescoes, icons, lithographs and paintings of
Cosmas Aetolian, which were created in the period from 1779 to 1962 (that is, before
the official canonization of the saint). These images are in the churches and private
collections of Greece, Albania, the Holy Mount Athos and Romania. Even in the pe-
riod of persecution of faith under the perennial sole ruler of Albania, Enver Hoxha,
frescoes depicting Cosmas Aetolian appeared in the churches of this country.

Since Cosmas Aetolian was not canonized, the icon painters did not have
a single generally accepted model, so they depicted him in accordance with their
own ideas. Therefore, the images of the saint are very diverse and sometimes do
not resemble each other. Some icons are made in the folk style and differ from
the iconographic canons.

The task of this study is to examine the most common images of Cosmas Ae-
tolian and to attempt to systematize them.

Keywords: iconography, image, icon, Cosmas of Aetolia
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3aBajackasa VpuHa AHaTo/nbeBHA

Hayuno-uccnedosamenvckuti uenmp ucmopuu u apxeonozuu Kpvima
Kpuvimckozo gpedepanvrozo ynusepcumema umeru B. V. BepHaockoeo,
Poccutickas @edepauus

O MeTOax MPOEKTUPOBAHNSI pAHHEBU3AHTUIICKUX 0a3VTNK
Xepconeca (Kppim)

Busautuitckuit o6mmuk XepcoHecy (XepcoHy) NmpupaBay, MpeXje BCeTo,
MHOTOYMC/IEHHbIe XPUCTUAHCKIE IIePKBH, TYCTOI CEThIO IIOKPbIBABILNE TOPO.
Hamnb6onee MOHYMeHTa/IbHBIMU CpeIy HUX ObUIM OBVHA/[I[ATh PAaHHEBU3aHTHI-
ckux 6asmnuk. MHorue mpo6yeMbl, CBsI3aHHbBIE C UX UCTOPUEN U apXeOIOTHeN,
aKTMBHO M3YYAIOTCS U BUCKYTUPYIOTCcA. HauMeHee mccieoBaHHBIMY OCTAOT-
Cs1 BOIIPOCHI, CBAA3aHHDIE C HAYaJIbHBIM ITPOEKTHBIM 9TAIIOM UX CO3/IaHMA.

MeTompl MPOEKTUPOBAHUS M Pa3OMBKM IIAHOB XPUCTUAHCKIUX Oa3VITNKATIb-
HBIX XPaMOB B PaHHEBM3aHTUIICKOM MUpe TOCTOBEPHO He M3BeCTHBI. KpaiiHe
pefiKue MICbMEHHbBIe CBUETENbCTBA, U, IPEX]e BCero, HEKOTOPble 3aKOHOMep-
HOCTY TJIAHOBOJ CTPYKTYPBI COXPAHUBIINXCS B pa3HON CTEIIeHV paHHEeBU3aH-
TUIICKUX 6A3U/IVK ITO3BOJIAIOT YTBEPXK/IATh, YTO 3HAYMTETbHAS MX YacTb ObIIa
CIIPOEKTUPOBaHA C COOMIOfIEHNEM OIIPefieIeHHBIX MTPOIIOPIINIA.

B n3y4yeHun MeTo0B MpOEKTUPOBaHMS 6a3nInK Hamboee MONyIsipHa Teo-
pus O IPUMEHEHUM TeOMEeTPUUYECKNUX MPOMOPINIA, TIOCTPOEHHBIX C TOMOIIHIO
reoMeTPUIeCKNX (PUTYP: MPSAMOYTOTbHUKOB, KBaJJpaTOB, KPYTOB U UX IPON3-
BopmHbIX ([TomeBoit, 1973; Cnpemo-IlerpoBuy, 1971; Chen, 1990). Pa3nnunbie
reoMeTpHrYeCcKrie COOTHOIIIECHNS BBISIB/IEHBI B IJITaHAX MHOTYX 0a3WINK Pa3HbBIX
pernoHoB. lllnpokoe nmpusHaHMe MOMy4YMIa Tak)Ke MOJYIbHAs CUCTEMA, CO-
ITaCHO KOTOPOJ B OCHOBY BCeX M3MepeHM IlaHa 6b1a monoxeHa 6azoBast Be-
IMYMHA — MOAY/b, KOTOPOMY JO/DKHBI OBITh KPAaTHBI BCe OCHOBHBIE pa3Mephl
nepksu (Ilomesoit, 1973; Cupemo-Ilerposuy, 1971; Jlocunkmnii, 1991). Teome-
TpUdeckye MPONOpIUK U MOAY/IbHAsA CUCTEMA YacCTO PAacCMaTPUBAIOTCA B CO-
YeTaHWY, JOMOJHSAA IPYT APYTA.

VIHyI0 TpOnOpLMOHATBHYI0 CUCTEMY, KOTOpas MOITa OBITh VCIIO/Tb30Ba-
Ha TPV MPOEKTUPOBAHUM Oa3WIMKANbHBIX 3MaHUI, BBIABMI XaHC DyxBasmb.
ITO — cuUcTeMa YUCIOBBIX IPOMOPLNII, KOTOpbIE, B OT/IMYME OT TeOMEeTPu-
YECKUX, COCTOST U3 OTHOIIEHUI IIe/IbIX YMCEeJI, BBIPAXKAIOIINX COOTHOIIEHNE

148



PasHbIX BEJIMYMH OAa3WIVKU VI ee COCTABISAINUX. UMCI0Bble TPOIOpLNK
HaO/TIOfIal0TCS B Pa3HBIX BapMalMsX B IJITaHAX MHOTVIX PAaHHEXPUCTUAHCKUX Oa-
suuk YepHomopckoro u CpennsemHoMopckoro 6acceitnos (Buchwald, 2012).

Pagmepbl U TIaHbl paHHUX 0a3WIMK XepCOHeca TaKXKe CBU[ETETbCTBYIOT
O TOM, YTO OHJ MOIJIY OBITH CHPOEKTVPOBAHBI C IPYIMEHEHEM YMCIOBBIX IIPO-
IIOPLINI, COCTAB/IEHHBIX U3 IIEPBBIX TPEX MU YEThIPEX YU Cel (1:2, 2:3, 1:3, 1:4)
(Buchwald, Zavadskaya, 2013). IloaToMy mpuMeHUTb UX MOI/IN Ja>ke CTPOMU-
TeNV C HaYaJbHBIM oOpasoBaHyeM. [Ipn pasbmBke mraHa 6a3uMIMKM HYXKHBI
ObUIM JTUIIb OCHOBHBIE VI3MEPUTE/IbHbIE IPUCIIOCOOIEH NS, BEPEBKY VI Peli-
KU1, ¥ IPOCTbIe IPAKTUYECKIe METO/IbI C MCIIOTb30BaHIEM HECKOTBbKIIX YUCETL.

Vcxops n3 mponopiuit 1 pa3MepoB 6asnmuky XepcoHeca MOXKHO PasiennTh
Ha TPM OCHOBHBIE Ipynmbl (YAIMHEHHbIE, CpefHue U YKopoueHHbIe). Hekoro-
pble 6a3VWINKM, CKOpee BCETO, IIOCTPOEHBI IT0 OTHOMY IIPOEKTY € HeOOMbIINMNI
BapUaLsAMI IIPU CTPOUTETbCTBE KOHKPETHOM 6a3mmvKy, 6marogaps yeMy OHI
npro6penyt MHAVBULYATbHbIE YEPTHL.

[Iporopriuu, a MHOTHA M pa3Mepbl XePCOHECCKUX 6asMIMK HaXonAT O/mM3Kme
aHasIOrMM cpeny maMATHUKOB KoHcTanTuHOMOMA, Manoit Asun u bankancko-
IO TIOMYOCTPOBA. ITO CBUAETEILCTBYET O TOM, YTO MX CO3aTe/NN XOPOIIO BJIa-
TIeJT CTPOUTENIBHBIMU METOJIAMU 3TUX PETVIOHOB U IPUMEHSIN UX B MECTHBIX
YCITOBUSAX.

BapraTuBHOCTD B MCIOTb30BAHNM IIPONOPINIT CBUETENIBCTBYET O TOM, YTO
OHU He NPUMEHSIUCh KaK >KeCTKMe HeM3MeHHble MIAa0IoHbl Wi (GpopMyIbl.
OmnpeneneHHas MPONOPIVIOHATbHAS CXeMa MOITIa OBITh CKOPPEKTUPOBaHA /I
Ka)KI0r0 KOHKPETHOT'O COOpY>KeHusl. BusanTuiickue Macrepa, yuacTBOBaBIIVE
B MPOEKTHPOBAHNY U CTPOUTENBCTBE 6a3MINK XepcoHeca, JOCTaTOYHO TBOP-
YeCKM IOXOAMIN K JAaHHOMY IIPOIeCCY ¥ IPUMEHSII apXUTEKTYPHBIE Ipue-
MBI, PACHIPOCTPaHEHHbBIE B APYTUX BU3AHTUICKUX PETMOHAX, C Y9€TOM MECTHBIX
YCITOBUIL U IOTPEOHOCTEIA.

Kntouesvie cnosa: XepcoHec, paHHEBU3AHTUIICKIE OA3VINKI, METOBI IIPOEK-
TUPOBAHUS, YNCTIOBbIE IIPOTIOPIINN
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Irina Zavadskaya
V.I. Vernadsky Crimean Federal University, Research Center of History and
Archaeology of Crimea, Russian Federation

On the Method of the Designing of the Early Byzantine Basilicas
of Chersonesos (Crimea)

The numerous Christian churches covering the city with a dense network gave
a Byzantine appearance to Chersonesos (Cherson). Eleven Early Byzantine ba-
silicas were the most monumental among them. Many issues related to their his-
tory and archeology have been actively studied and discussed. The issues related
to the initial design phase of their creation have been among the least researched.

The methods of designing and outlining the plans on land of Christian basilica
churches in the Early Byzantine world are not known quite reliably. There are
some extremely rare written evidence and it is some regularities in the planned
structure of the Early Byzantine basilicas preserved to a variable extent that al-
low us to state that a significant part of them was designed in accordance with
certain proportions.

In the study of the methods of designing basilicas, the theory of the use of
geometrical proportions constructed with the help of geometric patterns: rec-
tangles, squares, circles, and their derivatives is the most popular one. Various
geometrical relationships are revealed in the plans of many basilicas of different
regions. The modular system was also widely recognized. The geometrical pro-
portions and the modular system are often considered in combination, comple-
menting each other.

Another proportional system used in the design of the basilica buildings was
revealed by Hans Buchwald. This is the system of numeric proportions which
consists of ratios of integrals expressing the ratio of different values of the basili-
ca or its components, unlike geometrical proportions. Numeric proportions are
observed in different variations in the plans of many early Christian basilicas of
the Black Sea and Mediterranean basins.

The sizes and plans of the early basilicas of Chersonesos also indicate that they
were designed using numeric proportions composed of the first three or four
numbers (1:2, 2:3, 1:3, 1:4). Therefore, even the builders with elementary edu-
cation could apply them. Only the basic measuring devices (ropes or slats) and
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simple practical methods using several numbers were needed when the layout
of the basilica was outlined on land.

On the basis of the proportions and sizes of the basilicas of Chersonesos they
can be divided into three main groups: elongated, medium, and shortened. Most
likely, some basilicas were built according to single project with small variations
in the construction, so they could acquire individual features.

The proportions and sometimes the dimensions of the Chersonesos basilicas
have close analogies with monuments of Constantinople, Asia Minor, and Bal-
kan Peninsula. This means that their creators were well acquainted with the con-
struction methods of these regions and applied them in local conditions.

The variability in the use of proportions indicates that they were not applied as
rigid unchangeable templates or formulas. A certain proportional scheme could
be adjusted for each particular structure. The Byzantine masters who participat-
ed in the design and construction of the basilicas of Chersonesos were suffi-
ciently creative in their approach to this process. They applied the architectural
techniques common in other Byzantine regions also taking into account local
conditions and needs.

Keywords: Chersonesos, Early Byzantine basilicas, design methods, numeric
proportions

®omnnua Exarepuna OnerosHa
Tocyoapcmeentblii uHCMuUmMym uckyccmeo3Hanus Munucmepcmea
kynomypor PO, Poccuiickas Pedepayus

06 arpubyunu ogHolt Manoasuiickoi nepksu X-XI BekoB

Viccnenyemas nepkosb @ucanon (X-XI BB.) Haxoamnach Ha TEppUTOPUY BU-
3aHTUIICKOTO CpeHEBEKOBOro AHaronuka B Manon Asuu. Ha xpam Briepsbie
o6paTun BuuManue V. CTpxurosckuii, B 310 xe Bpems I. PorT pacumdpoan
HaJICh HaJ, BXOJ4OM B 1jepKoBb. A. Cipunrep, I. Ilumurpokannmc, JI. Popn,
C. Oitmxe, H. u M. Teeppu 1 P. OcTepxayT NpORO/IDKIIN N3ydeHe TAMATHIKA,
oOpairas BHUMaHVe Ha er0 OCOOEHHOCTM B CPaBHEHUN C APYTUMU HOCTPOI-
Kamu anoxn. HoBoe mcciegoBanme crnoco6HO 3HAYUTETBHO PACIIMPUTD IIPeEX-
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CTaBJIEHME O LIEPKBU U €€ MECTE B apXUTEKTYPHOI TPAAULIVN Ha BOCTOKe Bu-
3aHTUVICKOV IMIIEPUNL.

Teppuropuanphas 613ocTh mamMsaTHUKA Kanmagokuu o6bsicHsAET CXOICTBO
ero 0co0EeHHOCTeN ¢ KAMEHHBIMU ITOCTPOMKAMU 9TON NPOBUHINA. B cTpyKTy-
pe 3TOro Xpama THUIIa BIMCAHHOTO KpecTa Ha YeThbIpeX OIIOpax IPUCYTCTBYET
IOJKOBOOOpasHasA alcupa, XapakTepHas A apXUTEeKTYPhl PaHHUX IIeliep-
HBIX VI KaMEHHBIX XpaMoB Kanmajoxum 1 cOCeHero XpaMOBOIO KOMIIJIEKCA
Bun6mpxunmce. Takyto 0cO0€HHOCTD, KaK Ma/leHbKIe aIllCUMOJIBI 110 HOKaM
OT LEHTPA/IbHOM aIICU/bl HA BOCTOYHDBIX IIPOCTEHKAX HA0CAa, MOXKHO YBULETDH
KaK Ha OMm3jeXxanux TeppuTopusIx, Tak 1 B 60mee OTHaIeHHBIX pernoHax Ma-
noi Asum.

KacarenpHO [jekOpa, KOTOPbBINI HMKTO 13 BBILIENIEPEYNCIEHHBIX aBTOPOB TIIA-
TEeIbHO He aHa/IM3NMPOBaJ, HY)KHO 3aMeTUTh HEOOBIYHOE PAaCHONOKeHNE HEeBBI-
COKOTO psifia QpOYHBIX HUII B IIeHTPAJIbHOM peructpe dacasa. Xapakrep yCTyII-
YaTBIX OTMOAIONIVX BCe 3[jaHMe I[ePKBY CIENBIX HUII ¥ OKOH IepPeKINKaeTCsA
¢ opopmeHMeM XpaMoOB Y4ailsaK, YaH/Ibl Kummce, aMATHUKOB Tao, Hampumep,
OtxTa sKneccus. D7eMeHTbI apKaTypbl (KOMTOHKY 1 apKM Hafl HUIIAMJ) HAalIOMU-
HAIOT apMAHCKME XpaMbl AHK. HempepbIBHbBIN OMOACHIBAIOIINII KapHU3 XpaMa
DycaH[IOH CBA3BIBAET €ro ¢ MaMATHUKaMy Cupun 1 ApMeHNN.

B kayecTBe HOBOrO, paHee HEM3BECTHOIO MaTepuaa B Jokiazne OyzeT npen-
CTaBJIeH CWIbHO MOTEPTHIN, e[Ba Pa3IMUNMBIl pernbed ¥ COMPOBOXK/AIOIIAS
ero HafIVICh, KOTOPYIO YIAlIOCh Pa3INInTh. AHAIOTUM 3TOMY penbedy, aHanm3
KOMIIO3UIIMIOHHBIX OCOOEHHOCTEV XpaMa U CIienudUKy apXUTEeKTYPHBIX 3JIe-
MEHTOB II03BOJISIIOT aTPUOYTUPOBATD VICCIEAYEMBI TAMATHNUK B PaMKaX Periu-
OHAJIBHOM apXUTEKTYPHON TpaguLy Ha BOCTOKe Marnoit Asnm.

Knrwuesvie cnosa: Mamas Asus, apXUTEeKTypa, XpaM TUIIA BIIMCAHHOTO KPeCTa,
aTICUVOJIbI, HUIIIY, HAaK/TaHasI apKaTypa, penbed
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Ekaterina Fomina
State Institute of Art Studies, Moscow, Russian Federation

On the Attribution of One Asia Minor Church
of the 10"-11t centuries

The investigated Fisandon church was on the territory of Byzantine medieval
Anatolik in Asia Minor. J. Strzygowski was the fitst researcher to draw attention
to the church. At the same time G. Rott deciphered the inscription above the
entrance of the church, then A. Springer, G. Dimitrokalli, L. Rodley, S. Eyice and
R. Ousterhout used the previous data in their studies of Fisandon comparing it
with other monuments of that epoch. However, none of them put the Church of
Fisandon in the center of attention in their works. Our research can significantly
expand the data on the church and provide new information which will allow us
to put this church into the certain range of monuments and find its place in the
architectural tradition of the east of the Byzantine Empire.

The Fisandon church belongs to the inscribed-cross with four supports type,
but has a number of peculiarities, for example, the horseshoe apse. The post-Ar-
ab reconquista influenced the revival of local traditions, so this form of arches
and apses occurs in early buildings in the nearby Binbirkilise church complex,
as well as in the cave and stone churches of Cappadocia. Such a feature as small
apsidioles on the sides of the central apse on the eastern partitions of naos can
be seen both in the nearby territories and in the more remote regions of Asia
Minor.

As the mentioned authors didn’t analyze the exterior décoration in details, the
report underlines its unusual location in the central register of the facade, which,
however, occurs in nearby regions. The character of blind niches and windows
that concave and envelope the whole building of the Fisandon church gives us
a reference to the Cappadocian Church Ucayak, Canli Kilise, as well as to the
monuments of Tao, for example, Otkhta eklesia. The imposed arcature elements
(columns and arches above the niches) resemble Armenian churches of Ani. The
stove above the entrance to the church has a preserved Greek inscription (it was
deciphered by G. Rott). But none of the researchers paid attention to the heavily
worn relief and its hard-to-read inscription which today is barely discernible.
We deciphered the inscription and found close analogues to the relief. Consid-
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ering the traits of composition and architectural elements we can attribute the
monument with the greatest probability and put it into a row of regional archi-
tectural tradition of Asia Minor.

Keywords: Asia Minor, architecture, church of the type of inscribed-cross, apsid-
ioles, niches, imposed arcature elements, relief

Kasapsan Apmen IOpbeBuy
[ocyoapcmeentblil uHCMuUmMym uckyccmeosHanus Munucmepcmea
kynomypotr P®, Poccutickas Qedepauus

ApmsaHnckasa apxutekrypa Kppima B XIII-XV Bekax:
CPaBHUTEIbHBIN aHAMN3 C MECTHBIMMN TPagNLVAMU

CpenHeBeKkoBasi apMsHCKasl apxuTeKTypa KppiMa — siBlieHMe, B 3HAYNUTEb-
HOJI Mepe M3Y4eHHOe C TOUKM 3peHNs GopMupoBaHs pakTorpaduieckor 6aspl
IIAHHBIX ¥ BBISICHEHV, TJIABHBIM 00Pa3oM, COOCTBEHHBIX HAlMIOHATIBHBIX KOP-
Heit. [Tpy mpusHaHUM BK/Iaja 9TOTO 30[[4€CTBA B COBOKYITHOE apXUTEKTYPHOE
Hacenye TaBpUYeCcKoro ImoIyoCcTpoBa OTCYTCTBOBAJIO CTPEMJIEHNE K PAcCMO-
TPEHNIO aPMSIHCKUX CPEIHEBEKOBBIX ITOCTPOEK B KauyeCTBe COCTABHON YacTH
B HEKOTOPOM CMBICJIE 1IeIOCTHOTO PETMOHAIBHOTO SIBJIEHUS, 00beIVHABIIETO
TPaULMI HECKOJIBKVX HAPOOB, KOTOPBIE OCTIEZ0BATEIbHO 000CHOBBIBAIVICH
Ha 9101 3emiie u onpepensanu B XIII-XV BB. HENOBTOPUMYIO MO3aMKYy KPbIM-
CKOVI KY/IbTYPBI.

B mccnenoBaHny apMsAHCKME M pyTUe IOCTPOVKYU KY/IBTOBOTO M MEMOPMU-
aJIbHOTO 30/I4eCTBa MPEICTAHYT, IIPeX/ie BCEro, B KauecTBe IPUMEPOB, TeMOH-
CTPUPYIOLIUX CTEIIeHb Pa3MBbITOCTI IPAaHUI] MEX/Ty HAI[MOHATbHBIMU (KOHbec-
CMOHAJIbHBIMM) COCTAB/IAIOIIMMI B paMKaxX apXUTEeKTypsl KppiMa Kak HeKoero
00'beUHSIONIETO UX SIBJIeHMs. TeM caMbIM, IToKa MPUOIM3UTETBHO, OyeT 000-
3HAYeHO CaMO 3TO sIBJIEHME, KOTOPOe He MOXKET OBITh YIOCTOEHO XapaKTePUCTUK
eIVHOTO PETMOHAIbHOTO CTHJIA, HO JO/DKHO OBITh OLIEHEHO B KaueCTBe Pe3yilb-
TaTa MHTETPAIuy aKTVBHO B3aMMO/Ie/ICTBOBABIINX MEX Iy COO0IT TpaguIuil.

AKIIeHT B 3TOM CpaBHeHNM OyIIeT CIielaH He Ha TUIIOTIOTUM TIOCTPOEK (CTUIII-
KOM Pa3IMYHON MEX]y apMSHCKUMU U 30JI0TOOPIBIHCKMMI COOPY>KEHMAMI,
M TIOTHOY HEU3BECTHOCTY XPaMOB, IIOCTPOEHHBIX TeHY331jaMI), a Ha CTPO-
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UTENTbHON TEeXHMKE U, B OCHOBHOM, Ha OT/[/IbHBIX apXUTEKTYPHBIX (opmax
U pe3HOM yOpaHcTBe. POPMBI aPOK ¥ CBOZIOB, KalIUTeIeil I KAPHU30B, MOJKY-
IIOJIbHBIX IIEPEXOMIOB U KYIIO/IbHBIX IJIaB, OKOH M IIOPTAJOB apMAHCKUX Xpa-
MOB, MHOTTIa IPSIMO, MTHOT7]a KOCBEHHO HAIIOMIMHAast 00pas3Ifbl 30/YeCTBa KOPEH-
HOJ APMEHUN U apMAHCKUX LIePKBeN MATI0A3UICKUX IIPOBYHLINIA, IIPOABIIAIOT
TAaK)Xe OYEBUIHOE CXOMACTBO C JeTA/AMU KAaK BU3AHTUICKUX U UTAIbAHCKUX
XpaMOB, TaK U MeYeTell ¥ MaB30JIee€B, IOCTPOEHHBIX 10 3aKa3aM NpaBUTeIEN
3onotoit Opgsl. E. A. Ait6abuna u B. I1. Kupuiko packpbiBaroT CXOCTBO, MHO-
I7ja UAEHTUYHOCTh OPHAMEHTAIbHOIO [J€KOPA HA MMAMATHNKAX 3II0X). B oKIa-
ne OyIyT pasBUTHI UAeU, MIPU3BaHHbIE OOBSICHUTD 3TO cXOACTBO. IIpobnema
He MOKET OBITh pellleHa IpU3HAHMEM HEK)X BHEUTHUX BIAVSHMUI Ha KaXIYIO
HAaIlVIOHAJIbHYI0 BETBb KPBIMCKOJ apXUTEKTYpbl. CKOpee BCEero, BCe MMEBIINE
MeCTO IepecedeHus ObUIM 00YCTOBIEHBI CYIleCTBOBaHMEM 001IIell KY/IbTYPHOM
cpenbl ¥ OOIIMX Ha IOTYOCTPOBE MPEAINIOYTEHNI aPXUTEKTYPHBIX GOPM I [ie-
Kopa. BayxHbIM pakTOpOM OIM3KIX BOIUIOIIEHMIT STUX IPEAIIOYTEHUIT CTIEAyeT
CYNTATh U pabOTY MPEATIONOKUTETBHO OFHNUX U TeX >Ke MacTepOB Ha TIOCTPOII-
Kax pas3HbIX KoHpeccuil. [paHnmpl MeXX/Jy HallMOHA/IBHBIMU CTWISAMU JIeXaT
He B 00/1aCT apXUTEKTYPHBIX GOPM U OPHAMEHTOB, a B 00/macTu pentenus 60-
Jiee KPYIHBIX 33/1a4, CBA3AHHBIX C KOMIIO3UIVIAMY 30AHUI U ONpee/NaBIINX,
B KOHEYHOM HTOTe, CBOeoOpasue apXuTeKTyPHBIX 00pa3oB.

* VlccnmepmoBaHue IpOBOAUTCA NpU nopfepxke nmpoekrom PO Ne 17-04-
00643/18 «ApMAHCKOE apXUTEKTYPHOE U XYAOXKECTBEHHOE Haceye 1ora Poc-
CUI: XpaMbl ¥ MOHACTBIPY, UX JTUTYPrudecKue npegMeTsl u pykommucu XVII-
XIX BB. (o maTepmanam Komnekinii Mocksel, PoctoBa-Ha-JloHy, AcTpaxann
u Kpeima)» (2017-2019 rr., pyk. A.10. Kasapsn).

Knrwouesvie cnosa: cpeHeBEKOBbII KpbIM, apMAHCKasA apXUTEKTypa, B3aMMO-
[EeVICTBYE TpagULVIN, TPAHULIbI CTUIEN
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Armen Kazaryan
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The Armenian Architecture of Crimea of the 13"-15™ Centuries:
The Comparative Analysis with Local Traditions

The medieval Armenian architecture of Crimea is a phenomenon well-studied
in terms of the formation of the factual database and the understanding of its na-
tional roots. Recognizing the contribution of this architecture to the overall ar-
chitectural heritage of the Tauric Peninsula, Armenian medieval buildings were
not considered as part of the regional phenomenon that united the traditions of
several nations who settled in that area and participated in the development of
unique mosaic of the Crimean culture of the 13"-15" centuries.

The research is aimed at the analysis of the similarities between the Armeni-
an and other religious and memorial constructions, as well as at the national
(confessional) components of the architecture of Crimea as a certain unifying
phenomenon. Thus, yet approximately, this phenomenon will be indicated. It
can not be confirmed by the characteristics of a single regional style, but rather
evaluated as a result of the interaction between the traditions.

The emphasis of this comparison will be not on the typology of constructions
(it is very varied in Armenian architecture and the Golden Horde construc-
tion; also the Genoeses’ churches are unknown), but on the building technology
and, mainly, on individual architectural forms and carvings. Arches’ and vaults’
forms, the capitals and the cornices, underdome transitions and the domes, the
windows and the portals of the Armenian churches directly or indirectly recall
the monuments of Armenia itself and the Armenian churches of Anatolia. They
also bear resemblance with the details of Byzantine and Italian churches on the
peninsula, as well as the mosques and mausoleums built by the Crimean rulers
of the Golden Horde. E. A. Aybabina and V.P. Kirilko revealed the similarities,
sometimes the identity of ornamental decoration of the monuments of the era.

The report emphasizes the existing explanations of this similarity. The problem
can not be solved by recognizing certain external influences on each national
branch of the Crimean architecture. Most likely, all the intersections were based
on the existence of a common cultural environment and common for architec-
tural forms and décor on the peninsula fashion. That fashion could be explained
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by the work of the same masters in the buildings of different confessions. The
boundaries between national styles lie not in the field of architectural forms and
ornaments, but in the field of larger-scale problems associated with the plans of
the constructions which determined the uniqueness of architectural images.

* The research is sponsored by RFFI project Ne 17-04-00643/18 “Armenian
architectural and artistic heritage: churches, monastaries, their liturgical artifacts
and scripts of the 17"-19 centuries (on the contents of Moscow, Rostov-na-Do-
nu, Astrahan, and Crimea)” (2017-2019; A. U. Kazaryan, administrator)

Keywords: medieval Crimea, Armenian architecture, interaction of the tradi-
tions, boundaries of the styles

Muxkaenas JInnur llaBapmesna
Epesarickuii 2ocyoapcmeerHulli yHusepcumem, ApmeHust

K nHTepnperanumu o6pasa rak Ha3piBaeMoro «CeHMypBa»
Ha IpuMepe apMAHCKUX CPeJHEBEKOBBIX IAMATHNKOB

O6pa3s Tak HaspiBaeMoro «CeHMypBa» — (PaHTACTUIECKOTO KPBUIATOTO CY-
I[eCTBa C MMPOTOMOJ COOAKM U MaBIMHBMM XBOCTOM (MHOTZA PbIObMM) IIONTY-
41T HIMPOKOE PaclpOCTpaHeHNe B ITO3HeCaCaHUCKOM ucKyccTBe VI-VII BB.:
Ha cepeOpsHBIX COCYaX, TKAHIX, [EKOPATMBHOM CTYKe U T. I. VimeHTndnkanus
Cenmypsa ¢ mudnueckoit nruneit Casnoit (Casna-MypaBo) Asectsl u CeH-
MYPBOM ITO3JHUX 30pOaCTPUINCKNX VICTOYHUKOB OBIa BIEpBBIE IPeIIOKeHa
K. TpeBep B 30-x romax XX B. ¥ YKOPeHUIACh B HAYYHOM MBIC/IV BIIZIOTD IO KOH-
11a cronetns. COIIacHO 9TOV MHTepIIpeTanuy, B obpase CeHMypBa B UPaHCKOM
JICKYCCTBE BOIUIOIIAJIOCh 00XKeCTBO ITIOZOPOAVSA, KOTOpOe, B COOTBETCTBUM
C 30p0acTpUITCKOV MIQOJIOTEI, ABISANIOCh IOKPOBUTENIEM TPeX CTUXUI, 00M-
Tano Ha «/lpeBe Bcex ceMsIH», 0becIieunBas OIIOfOTBOpeHe npupopasl. Obpas
CenmypBa ObUT BCKOPe 3aIMCTBOBAaH PaHHEVCTIAMCKOV KYIbTYPOI, TOSBUIICS
B JICKYCCTBE XPUCTMAHCKIX CTpaH 3aKaBKa3bsA U Bu3aHTUM, U €ro CMMBOJIMKA
Ha MCIAMCKMX M XPUCTMAHCKUX IMAMATHUKAX IO HEJABHETO BpEMEHM paccMa-
TpUBaIach B paMKax TPEBEPOBCKON TEOPUML.

OpHako NMHIBUCTUYECKME UCCIENOBAHNA M APXEONOrnYecKyie HaXOgKu I10-
CIIEHUX ABYX NeCATUIETUI II0OKAa3a/Iy HECOCTOATEIbHOCTD TPAANLIVIOHHOM VH-
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TepIpeTaluy JTaHHOTO oOpa3a 1 BBIIBUIN eT0 CBSI3b ¢ XBapeHoit (PapHoM) —
00>keCTBOM yziault, HeOeCHOTO IIOKPOBUTENBCTBA 1 MpoBuaeHms. OnjeHKa 6b1a
IIOAKpeIUIeHa TAK>XXe HaIMCAMY Ha COIIUICKNUX KOHTpamapKax VII-VIII BB,
conpoBoXaomux nsobpaxenns CenmypBa. CeromHs cacaHmjcKme coba-
KO-TITUIIBI OONMBIIMHCTBOM CIELMAINCTOB CUYUTATCSA BoIUtoumeHusamMu dap-
Ha, Haps/ly C OBHOM, COKOJIOM U OTHEHHBIM HUMOOM. OHaKO HOBas IUIIOTe3a
He /TVIIeHa CIIOPHBIX MECT, B YaCTHOCTH, B CBA3M C HATMYMEM Pa3TUIHBIX UKO-
Horpadmyeckux Bepcuit HOJOOHBIX CyllecT B nckyccte Corpa.

B naHHOM KOHTEKCTe CTAaHOBMTCA OCOOEHHO aKTyalbHBIM pPacCMOTPEHUe
3TOrO 00pasa Ha apMIHCKUX, TPY3MHCKUX ¥ BU3aHTUIICKMX TaMATHMKAX B CBe-
Te HOBEJIIVX MHTepIpeTannii. BaxkHo yuecTs, uTo nepsoe n3obpaxenne CeH-
MYpPBa B XpUCTUAHCKOM UCKYCCTBe OBIIO HETaBHO 3a(pMKCMPOBAaHO Ha KaIuTe-
JIVl KOJTOHHBI 6apabana Jumman3uHckoro cobopa (A. Kazapsu). OHo oTHOCUTCS
KO BpeMeHU 0Koy1o 620 I. 1 ABIAETCS, TAKUM 00pa3oM, IIpOou3BeJieHIeM, OJJHO-
BpPEMEHHBIM cacaHuACKuM obpasnam. Crepyrouuit penbed ¢ n3obpa>keHueM
Cenmypsa (c pp16bUM XBOCTOM) BCTpedaeTcs Ha xpame CB. Kpecrta Ha ocTpoBe
Axtamap (915-921) B o6pase MOpPCKOTO YyHOBMUIIA B ClieHe ITpopoka VIoHBHI.
[Tocnegauit mMeeT BecbMa Ba)KHOE 3HAaY€HME /I PACCMOTPEHMUsS STUMOJO-
TV MPAHCKOTO CYI[EeCTBa OT aHTUIHBIX MOPCKMX MOHCTPOB. K X B. oTHOCATCA
TaKXXe M300paKeHNsA CeHMYPBOB Ha ¢acaje AreHckoro CHOHa, B leKOpe Xpa-
MoB B Omrke 1 Mapteumn. «CeHMypBbI» B MeJaTbOHAX M3BECTHHI Ha ppecKax
nepkBy Turpana Onenna B Auu (1215) u 1. 1. Ilogpo6HOE paccMOTpeHme 3TUX
00pa3oB B KOHTEKCTEe apMIHCKOI CpPeJHEBEKOBOV KY/IBTYPbI, UX CpaBHEHIE
C BM3AHTUICKMMIU oOpasliaMy IOKas3bIBaIOT, 4TO oOpa3 CeHMypBa ObUI Iie-
PEeHAT XPUCTUAHCKMM MCKYCCTBOM B KadecTBe OOIICTIOHATHOTO CUMBOIA 60-
YKECTBEHHOTO IPUCYTCTBUS U TIOKPOBUTENIBCTBA, OOTOM30PaHHOCTI U C/IaBBHI.
[TocnemHee mopTBEpKaeT TOUKM 3pEHNS COBPEMEHHBIX MCCIefoBaTesneit 06 mH-
TepIpeTalny CAaCaHUCKON cobako-nTuIbl Kak @apHa 1 TeM caMbIM IOMOTaeT
IaTbHENIIIeMY PacKpBITHIO ee 00pa3a B CAaCaHUICKON, pAHHEMCITAMCKOM 1 XPM-
CTUAHCKOII Cpefie.

Kniouesvie cnosa: Apmenus, cpeHeBEKOBasA CKynbnTypa, CenMyps, CacaHN-
ckuit Vpan, sopoactpusm, @PapH
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Lilit Mikayelyan
Yerevan State University, Armenia

To the Interpretation of the Image of the “Senmurv” on the Example
of Armenian Medieval Monuments

The image of the so-called “Senmurv’, a fantastic winged creature with a dog’s
protome and a peacock tail (sometimes a fish tail), was widely used in the late
Sasanian art of the 6™-7" centuries on silver vessels, textiles, decorative stucco,
etc. The identification of the Senmurv with the mythic bird Saena (Saena-Mura-
vo) of the Avesta and the Senmurv of the late Zoroastrian sources was made for
the first time by K. Trever in the 1930s. This idea was strongly fixed in scholar
tradition until the end of the century. According to that identification, the image
of the Senmurv in Iranian art embodied the deity of fertility which, according to
Zoroastrian mythology, was the protector of three elements. It lived on the “Tree
of all Seeds”, guarantying the fecundation of the nature. The image of Senmurv
was soon borrowed by the early Islamic culture and appeared in the art of the
Christian countries of Transcaucasia and Byzantium. Its symbolism on the Is-
lamic and Christian monuments was considered in the frame of Trever’s theory.

But the linguistic studies and archeological discoveries of the two last decades
showed the groundlessness of the traditional interpretation of that image and
revealed its tie with Khwarenah (Farn), the deity of fortune, divine protection,
and providence. The latter interpretation was also confirmed by the inscriptions
on Sogdian countermarks of the 7*-8™ centuries which accompany the depic-
tion of Senmurv. Today the majority of specialists agrees that the Sasanian dog-
birds are the embodiments of Farn, alongside with the aries, the falcon and the
fire nimbus. However, the new hypothesis is not without some disputable as-
pects, especially because of the existence of various iconographic versions of
such creatures in Sogdian art.

In this context, the examination of the image on Armenian, Georgian, and
Byzantine monuments is especially relevant in the light of the newest interpre-
tations. It is important to take into consideration that the earliest depiction of
Senmurv in Cristian art was recently testified on column’s capital of the drum
of the Echmiadzin Cathedral (A. Kazaryan). It dates back to 620 AD, and so it
is contemporary with the Sasanian images. The next relief sculpture depicting
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Senmurv (one with a fish tail) can be seen on the Church of the Holy Cross
on the Aghtamar Island (915-921), shown as a see monster in the scene of the
Prophet Jonah. This example has great significance for tracing back the origin of
the Iranian creature to Antic sea monsters. The Senmurvs dating from the 10"
century are represented on the facade of the church of Ateni Sion and on the
cathedrals of Oshk and Martvili. There are “Senmurvs” in medallions depicted
on the frescoes of the Church of Tigran Honents in Ani (1215), etc. The detailed
study of these images in the context of Armenian medieval culture and their
comparison with Byzantine examples have shown that the Senmurv was bor-
rowed by Christian art as the commonly understandable symbol of the divine
presence, protection, and glory. It confirms the view of modern researchers on
the interpretation of Sasanian dog-bird as Farn and, thereby, helps to further
reveal its image in the Sasanian, early Islamic and Christian milieus.

Keywords: Armenia, medieval sculpture, Senmurv, Sasanian Iran, Zoroastrian-
ism, Farn

EngonbpueBa Exarepuna IOppeBHa
Wncmumym Bocmoxosedenus PAH, Poccutickas Qedepauust

HekoTopbie 0c0OeHHOCTH MCKyccTBa AGXa3CKOTO IJapCcTBa
VIII-XI BeKOB Ha npuMepe apXUTEKTYPHOM IIACTUKU

B pesynbrate mccneoBaHNIi MOCTEHHUX IeCATUICTUN ObIIN BbIJIe/IEHBI U CU-
CTeMATU3MPOBaHbI PpParMeHThl APXUTEKTYPHOI IUIACTUKM, KOTOpbIe ¢ OO/Ib-
IO JOJIEN BEPOATHOCTI MOXKHO fgaTupoBarh nepuogomM ¢ VIII o XI B., To ecThb
BpeMEHEeM CYIIeCTBOBAHM HEe3aBVCHMOIO TOCYAAPCTBEHHOTO 00Opa3oBaHUA
A6xasckoe napcTBo. V306paskeHns Ha 9THX penbedax pasHOPOLHBI 110 CTUIIO
u ukoHorpadumn. CTunmncTudeckre u MKoHorpaduyeckue 0Co0eHHOCTH TUX
IIaMATHUKOB IO3BOJIAIOT Pa3fe/InTh UX Ha HECKOJIbKO TPYIIIL.

K mepBoii rpymme oTHeCeHbI TAaMATHNKY Hanbojiee CTI0XKHBIE C TOYKY 3peHNs
TeXHUKV UX VCIIOJIHEHUA UM KOMIIO3ULUY — TPU IUIUTHI IPENIIOIOKUTEIbHO
13 a/JITapHOI TIperpansl, 0OHapyKeHHbIe B I[epPKBU HENofaneky oT cena Onb-
TMHCKOTO, )parMeHThl aJITapHON Iperpajbl 13 LepkBu B cene [lpanpja, /e
a/JiTapHble IUIUTHI U (PparMeHThbl aJITApHOI Iperpajpl U3 cema AHyxBa U Jp.
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VIkoHOTpadmIecKuit M CTUIMCTUYECKUIT aHAIN3 STUX MaMATHIKOB IIO3BOISIET
oTHeCTU UX K cepepue X — XI B., mpudeM KaueCcTBO MCIIOTHEHUS M300paxe-
HUI 3aCTaB/IsAeT BULETh B HUX 00pas3iibl, OPMEHTUPYIOIMECs Ha JyYllye Ipy-
Mepbl BU3AHTUIICKON CTOVYIHO M300PasUTEeTbHON TPaiUITNIA.

Bropas rpymnma naMATHMKOB OTJIMYAETCS 110 CTWIIO OT IepBoiL. VI3obpaxe-
HUSI BBIIIO/THEHBI 00Jlee cCXeMaTMYHO — OBIK U JIeB Ha MCYe3HYBIIEM penbede
C KPeCTOM U TpedecKo Haanuchblo u3 nepksu Cs. Peogopa Ha rope AHaKomu:,
JIeB C BUXPEBBIMIU PO3ETKaMI U pbI0a ¢ ABYMs KUIIAPUCAMU M3 TOTO >Ke MeCTa,
penbed ¢ OBIKOM ¥ TbBOM Y MOJHOXMS KpecTa 13 A6Xa3CKOTo TOCy/JapCTBeH-
HOTO MYy3es, JBe IITUIIBI, pbIObI, BUHOTpagHas 1o3a u3 Mpam6s! n fp. Penbedn
BTOPOJI TPYIIIIBI CTUINCTIYECKN 673Ky maMaTHrKaM X-XI BB. ¢ ornpefeneH-
HBIX Tepputopuit Busantuiickoit nmnepun (Kanmagoxusa, Mamaa Asms, Ipe-
V1) U U3 PETMOHOB, HAXOAUBIINXCSA B TO BpeMs IIOJ ee HeTlOCPeICTBEHHBIM
Ky/nbTypHBIM BnusaHMeM (KuesBckas Pyco).

[TaMATHMKY TPeThel IPYIIIbI — MCYe3HYBIIIVIE KAIMTeV C OBIKOM, BUHOTPA/I-
HOTI JTO3011, IBe a/ITApHbIe TUINTHI U3 OMMHBI []e6enbibl U3 1lepKBU Ha BO3BbI-
meHHoCTH Apacapaxy okojo cena Okrombepu (BopoHOBCKast) feMOHCTPUPYIOT
CTWIMCTUYECKYI0 OIM30CTh C COCETHUMU pernoHamy 3akaBKasbs (ApMeHns,
Ipysns).

K 4erBepTOll IrpylIe MOXXHO OTHECTM IAMATHMK, HAXOMALIMICA B Ipel-
TOPHOJ TPYIHONOCTYIHOI 30He AGxasuu. Hapg 3amagHbpIM BXOJOM B 1[epPKOBb
Ha rope Jlamkengap (Tkyapuanckuit p-H) n300pakeHbI iBa 3BepsI B TepaIb/i-
YeCKOJ I103€ C HEM3BECTHBIM KPYI/IbIM IIPeIMeTOM MeXAy HuMu. HecMmorpsa
Ha [VCKYCCUM IIO IIOBOJY HNAaTMPOBKM 3TOTO IaMATHMKA, BEPCUA O JAaTUPOBKE
JIamkenpapckoro xpama XI B. MMeeT IpaBo Ha CyllecTBOBaHMe. Ecnu cunrarth
9TUX 3Bepeil cobakaMy, TO B JAHHOM C/Tydae BUHO BIVSIHUE TPafNLIVIOHHON
Ky/IbTypbl AlaH a1oxy CpefHeBEKOBbA.

Od4eBUHO, YTO B HGOPMUPOBAHNM XYIO>KECTBEHHOI KY/IBTYPbl AGXa3CKOTO
1JapCTBa, Cy[sA II0 MaTepuazaM apXUTEKTYPHON IUIACTUKM, YIaCTBOBA/IN pa3-
HOOOpasHbIe Xy/I0>)KeCTBEHHbIE BIMAHNA. Pelaroniyo ponb chirpaam KOHTAK-
ThI ¢ Bu3aHTUICKON UMIIEpUEN.

Kntouesvie cnosa: Abxa3ckoe IapCTBO, apXUTEKTYpHas IIacTuKa, Kanmagoknsa
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Ekaterina Endoltseva
Institute of Oriental Studies of the Russian Academy of Sciences,
Russian Federation

On Some Characteristics of the Art the Abkhazian Kingdom
of the 8"-11" Centuries: The Architectural Decor

As aresult of the recent research a number of artifacts which could be referred
to the period of the Abkhazian kingdom have been selected and systematized.
The images on these reliefs are very different in their style and iconography. The
stylistic and iconographic characteristics of these monuments allow dividing
them into several groups.

We refer to the first group as to the monuments which are the most compli-
cated in their technique and composition (three altar barriers from Olginskoje
village, fragments of the altar barrier from the village Dranda, two altar slabs
and other fragments of the altar barrier from the Anukhva village). The icono-
graphic and stylistic analysis of these monuments allows us to refer them to the
10*-11" centuries. They are close to the best examples of the Constantinople
artistic tradition.

Stylistically, the second group differs in many ways from the first one. The im-
ages are much more schematic (bull and lion on the disappeared relief from the
church on Anacopia mountain, lion with solar symbols and fish between two
cypresses from the same place, lion and bull near the cross from the Abkhazian
state museum, two birds, fish, grape vine from Mramba). The reliefs of the sec-
ond group stylistically are very close to the monuments of the 10"-11" centuries
from the certain territories of the Byzantine empire (Cappadocia, Asia Minor,
Greece).

The monuments of the third group (disappeared capitals with bull, grape vine,
two altar slabs from Tsebelda valley) show stylistic resemblance to the neighbor-
ing regions of the Transcaucasia (Armenia, Georgia).

The fourth group includes the monument located in the mountainous region
of Abkhazia.

In conclusion, we can confirm that different artistic trends influenced the cul-
ture of the Abkhazian kingdom (architectural decoration). Among the most im-
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portant are the contacts with the Byzantine empire. However, its artistic influenc
was not homogenous.

Keywords: Abkhazian kingdom, architecural decoration, Cappadocia

JlomxkapesBa Exkarepuna AHfjpeeBHa
[ocydapcmeeHHblli UHCIMUMY M UCKYCCME03HaHUus Munucmepcmea
kynomypwot P®, Poccutickas Dedepayus

PenbedHoe yopancTBo anniickux repkseit XI1I Beka c apkaTrypHbIM
nexopoM (mepkoBb Cyp6 Ipurop Turpana OHeHua, iepKoBb
baxrareka, iepkoBb MOHACTBIPSA AXUKabepy): CpaBHUTETbHO-
CTVWIMCTUYECKUI aHaIN3

B nmoknazme BIepBble pacCMaTpPMBAIOTCS IPUEMBI ¥ 3/IEMEHTHI penbeHOro
yOpaHCTBa TpeX aHMICKUX IiepKBell nepBoit momoBuHbl XIII cromeTus: mepk-
Bu Cyp6 Ipurop Turpana OHeHIja, epkBu baxTareka u IepkBM MOHACTBIPS
Axukabepn. brarogaps TIaTeTbHOMY aHAMN3Y CKY/IBIITYPHOTO JeKOpPa BBIIIIe-
Ha3BaHHBIX LIEPKBEI BBIWICHAIOTCS MTOBTOPSIOIINECS MOTVUBBI ¥ 0003HAYAIOT-
Csl yHUKaJIbHBIE J/Is1 JAaHHOJ IPYIIIIBI IIOCTPOEK 00PasuMKy Kak OpHaMEHTaIb-
HBIX, TaK U CIOXKETHBIX pefibeoB. Y TOUHAETCS JaTUPOBKA CaMUX MaMATHUKOB
Y O4YepeHOCTDb VX BO3BefeHUs B AHU. DTO CTAHOBUTCSA BO3MOXXHBIM O71aro-
napsi oOIIMPHOMY CpaBHEHUIO ¢ penbedamu nocTpoek KoHna XII — mepsoii
nonosuHbl XIII B., mpexxje Bcero, MMEIMMI TOYHYIO AaTUPOBKY (Makapa-
BaHK, ApuuaBaHK, [eraps u np.). PasHasa cTeneHb M3y4eHHOCTH NTaMATHUKOB,
a TaKKe VX COCTOSIHME Ha CeTONHANIHMI IeHb BBIHYKJAIOT 0c000e BHIUMAaHE
oOpamrate Ha JIeKOp LepKBY MOHACTHIPS Ax4ykabepp (CMIBHO pa3pyIIeHHON
VI C 3aTPY[IHEHHDIM B CUTY IPUTPAHNYHOTO PACIIONOXEHNA LOCTYIIOM) U LiepK-
B1 baxTareka (coxpaHuBIIeNiCs MUIIb B (poTOrpadmax pacKOMOK, PpeKOHCTPYK-
nusax u omcanuax). Ilocnemasas ocob6o mpuMeyaTenpbHa HanmM4reM TUMITaHa
CO CKY/IBIITYPHBIM [IEMICYCOM, YTO B KOHTEKCTE aHMIICKoro 3oadectBa XIII cro-
JIETVS1 YHUKA/IbHO, OFHAKO VMMEET MO3HENIIee B TPAHNIIAX SII0X) PACIIPOCTPa-
HEHVIE Ha TEPPUTOPUM KOPEHHOV ApMeHNN. IDTa TeMa OTHE/IbHO KPaTKO IIpef-
CTaBJ/IAE€TCA B JOK/IAJE.
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Xymo>kecTBEHHOE UCIIOMHEHE CKY/IbITYPHOIO IeKOpa BCeX TPeX MOCTPOeK
yIMeeT Pa3IMYHbI XapaKTep U oTpakaeT O0raTyi KapTUHY BKYCOB U IIPEJIIO-
YTEHNI MacTE€POB U 3aKa34MKOB 310XU. C TOYKM 3peHMA UX CTUJIA ONpefers-
eTCsl MeCTO pa3pabOTaHHOTO aHMIICKMMU MacTepaMu penbedHOro yopaHCTBa
B XygoxecTBeHHOM Iiponecce XIII B. kak B camomM AHM, TaK U B 3aXapuiCKON
ApMeHUI.

Kntouesvie cnosa: penbedHblii lekop, Auy, apMmsaHckue nepksu XIII B., 1jepkoBb
Baxrareka, nepkoBp Turpana OHeHIIa, IIepKOBb MOHACTBIPsI AXuKabepy, apka-
TYPHBIII IEKOP

Ekaterina Loshkareva
State Institute of Art Studies, Moscow, Russian Federation

The Relief Decoration of the Ani Churches of the 13" Century
with Blind Arcade Decor (the Church of Saint Gregory of Tigran
Honents, the Church of Bahtagek, the Curch of Ahchkaberd’s
Monastery): Comparative Stylistic Analysis

The report analyzes receptions and elements of the relief decoration of three
Ani churches of the first half of the 13" century: the St. Grigor Church of Tigran
Honentc, the Church of Bakhtagek and the Church of the monastery of Ahchk-
aberd. After the preliminary careful consideration of the sculptural decoration
of the above-mentioned churches, repeated motifs have been identified and the
samples of both ornamental and plot reliefs unique for this group of buildings
have been designated. It specified the date of the monuments themselves and the
order of their erection in Ani. This became possible due to the extensive com-
parison with the reliefs of the buildings of the late 12" — first half of the 13" cen-
turies, mostly the ones with exact dating (Makaravank, Arichavank, Geghard,
etc.). The study of monuments has different angles, therefore special attention
has been paid to the decoration of the Church of the Ahchkaberd Monastery
(badly destroyed and difficult for a visitors due to the border access) and the
Bakhtagek Church (preserved only in photographs of excavations, reconstruc-
tions and descriptions). The last has a tympanum with a sculptural deesis, which
in the context of the Ani architecture of the 13™ century is unique, but has later
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development within the territory of the indigenous Armenia, which has been
briefly presented in the report.

The artistic performance of the sculptural decoration of all three buildings has
different characters and reflects the rich spectrum of the tastes and preferences
of the craftsmen and patrons of the epoch. Stylisticlly, the origin of the relief
sculpture developed by the Ani masters in the artistic process of the 13™ century
has been determined, both for Ani and Zakharid Armenia.

Keywords: relief decoration, Ani, Armenian churches of the 13™ century, the
church of Bahtagek, the church of Tigran Honents, the church of Virgin Castle,
blind arcade decoration

Acpan ApnuHe ApryleBHa
Wncmumym opesHux pykonuceii umeru Mecpona Mawmona —
Mamenadapan, Apmerus

CKy/IbNITYpbI )KUBOTHBIX HAaJl 3alIaJJHBIM OKHOM MOHACThIpsA Ok
Y MIX TIapajienyn

Ourcknit MOHACTBIPb OBII HIOCTPOEH B IePMOJ, HAVBBICIIETO PacliBeTa KCTO-
pudeckoit apMsHCKo mpoByHIMM Tavik/Tao (cormacHO apMsSHCKNMM U TPY3UH-
CKMM MCTOYHMKAM), pAaCIOIOKEHHO B CeBepO-3alafiHOl 4acTu 3aKaBKasbs,
HbeiHe Typums. Ero xturopamm Opumm spucras barpar m JaBuj Maructpoc,
B 963-973 rr. B IX-XI BB. barpatugckue npasutenu Taiika/Tao uMenu TecHble
OTHOILEHNA C BU3AHTUIICKMMY IMIIEPAaTOPaMy, KOTOPbIE JapOBa/Iu UM BU3aH-
TUIICKUE TUTY/IBI M COXPAHWIN MX aBTOHOMMUIO, TIO/y4asi B OOMEH BOECHHYIO
TIOMOIIb /IS 3aIIMTHl BOCTOYHBIX I'PAaHUI] MMITepuu. Taiflk ObUT pacronoskeH
Ha OJHOJ 13 Ba)XHBIX TOPTrOBBIX OPOr MeXy BocTokoM n 3amagom. Mbl cyu-
TaeM, YTO 3TO Of{HA U3 IIPMYVH 0OHAPY>KMBAaEeMOTr0 3]IeCh KY/IbTYPHOTO PasHOO-
6pasus. boraToe ykpaiieHre MOHACTBIPEl JeMOHCTPUPOBAIO MOIIb ITPaBUTe-
JIeVl VI X CBA3Y C MIMIIEPUEIL.

Momnactbeipp Omika (10 IPy3MHCKUM UCTOYHUKaM — OmKu) ObUT afiMIHMN-
CTPAaTMBHBIM ILIeHTpoM npaButeneil Tajika. IlosTomy ero xpam oTindaercs
He TOJIbKO CBOVIMY BHYIIMTEIbHBIMM pa3MepaMy, HO 1 60raTcTBOM OpHaMeH-
TaJIbHOM ITACTUKY U HacTeHHBbIX poctrceit (1036). Oco6oro BHUMaHUS 3aCITy-
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XMBaeT opopMIeHe TIepeMbIYeK ABOMHBIX OKOH 3armagHoro dacaza TIaBHOM
IlepkBY, ocBAeHHoi Vloanny Kpectutento. Penbed cocTont n3 gByX pasHbIxX
CIIeH, TTOKA3bIBAIONIMX HACTOSMIMX U MUQPUIECKNX XMBOTHBIX. KOHIIBI nepe-
MBIYKJ C IByMA apOYHBIMU NPOPE3AMI ONMUPAIOTCA HA CABOEHHBIE KOJOHK,
a LleHTpa/JbHasA M1Ta — HAa OAVHOYHYIO KOJIOHHY. Kanurenu npucTeHHbIX KO-
JIOHH YKPalI€HBbI IIa/IbMOBBIMI BETBAMM X COCHOBbIMY IMIIKamu. ClieHa /1bBa,
Tep3alolero ObIka, n300pakeHa Ha IEBOCTOPOHHeN apke. C MpaBoii CTOPOHBI
BUIHBI 1Ba rpuOHa, CTOAIVX APYT Hepef APYroM, 1 GaHTACTIUIECKOe >KIBOT-
Hoe (cuMypr?); Bce OHM CTOJb TUIIMYHBI J/Is1 IPeBHUX 910X (cKmdckoro, caca-
HUJCKOTO, aHTMYHOTO U IPYTUX IEPUOZIOB).

Bcs komnosuiys opopmiieHa OpHaMeHTaMy U3 ITaJIbMETT U S-00pasHbIX 3J1e-
MeHTOB. VI300pa>keHnsI peanbHbIX ¥ GaHTACTUIECKNX KUBOTHBIX HE YHUKAIIb-
HBI 714 pernona. OJHOBPEMEHHO CO3/IaHHbBIX AHAJIOTMYHBIX )KMBOTHBIX MOXXHO
yBUJIeTb B yOpaHcTBe AxTaMapckoit iiepksu Cesaroro Kpecra (915-921) B Bac-
nypakaHe (HprHE Typ1ius), MoHacTBIpA Xaxy MocnenHel yeTBepTr X B. B Tajike
(uprHe Typnus), mepksu B MapTBumm BTopoit nonosuHs! X B. (Ipysus), a Tak-
K€ B MUHMATIOpaX HEKOTOPBIX PYKOIMCell BTOpoil momoBuHbl XI B. (Hampu-
mep, EBanrenne Morau (Marenagmapan Ms. Ne 7736), MaTtenamapan, Ms. Ne 963
u fp.). Ha mpoTskeHnm cTomeTuit OHM COXpaHsIN CBOE 3HAUeHMe Y CMBOJIN-
3MpOBA/IV BEYHOCTDb BpeMeHU, OeccMepTe, CUTy 1 cyacTbe. [losBrneHne penbe-
$OB € 9TMMM XMBOTHBIMU OBIJIO He CITy4YallHBIM, IMOCKONMbKY Taiik/Tao Haxo-
IVJICA Ha IJIABHOV Jlopore, coefuHsAmwLell BocTounbll Mup ¢ Busantumckon
uMnepueir: Tpanesyngom u Koncrantunononem.

Knwouesvie cnosa: Taiik, Tao, barparuppl, Omksank, OMmKM, OpHaMEeHTaTbHbIN
IeKOp, CKY/IbIITYPbI )KUBOPTBIX
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Arpine Asryan
Matenadaran Scientific Research Institute of Ancient Manuscripts named
after Mesrop Mashtots, Armenia

The Animal Sculptures of the Western Window of the Monastery
of Oshk: The Comparative Analysis

The Oshk Monastery was built in the most flourishing period of the historical
Armenian province of Tayk/Tao (according to Armenian and Georgian sourc-
es). Donated by Bagrat Eristav and David Magistros in 963-973, it is located
in the north-western part of Transcaucasus (nowadays Turkey). In the 9*-10%
centuries, the Bagratid rulers of Tayk/Tao had strong relations with the Byzan-
tine emperors from whom they got Byzantine imperial titles and preserved their
autonomy. In excange they were supplying military aid in order to protect the
eastern borders of the Empire. Tayk was also located on one of the important
trade roads which tied together the East and the West. We think that this is one
of the reasons for cultural variety which may be observed there. Rich decoration
of the monasteries was one of the ways to show the power of the rulers and their
connections with the Empire.

'The Monastery of Oshk (according to Georgian sources — Oshki) was the ad-
ministrative center of the Tayk rulers. Therefore, the monastery church stands
out not only for its impressive dimensions, but also for the richness of its or-
namental sculptures and wall paintings (1036). The ornamentation of the twin
windows’ lintels of the western facade of the main church, dedicated to John the
Baptist, is worthy of particular attention. It is composed of two different scenes
showing real and mythical animals. Both sides of the double-arched lintel are
laying on double columns and the center on a single one. The wall columns
capitals are ornamented by palm branches and pine cones. A scene of a lion
devouring a bull is sculptured on the arch of the left side. In the right side, one
can see two griffons standing face to face and a fantastic animal (simurgh?), all
so frequent in the ancient times (Scythian, Sassanid, Antic and other periods).

The entire composition is framed by palms and stylized S-shape vegetal orna-
ments. Those pictures of real and fantastic animals are not unique in the region.
Contemporary pictures of analogous animals can be seen in the décor of the
Aghtamar Church of the Holy Cross (915-921, Vaspurakan, nowadays Turkey),
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of the monastery of Khakhu (last quarter of the 10™ century, Tayk, nowadays
Turkey), of the Church of Martvili (second half of the 10" century, Georgia),
as well as in the illuminations of some manuscripts of the second half of the
11" century (for instance, the Gospel of Moghni (Matenadaran, Ms. Ne 7736),
Matenadaran, Ms. Ne 963, etc.). During the centuries they didn’t change their
meaning much. They symbolize the eternity of time, immortality, strength, and
happiness. The appearance of these animal sculptures was not accidental. First
of all Tayk/Tao was situated on the main road that connect the East with the
Byzantine Empire: Trapezund and Constantinople.

Keywords: Tayk, Tao, Bagratids, Oshkvank, Oshki, ornamental sculpture, ani-
mal sculpture

KyBaroBa Banepus 3ydaposHa
Hncmumym Bocmoxosedernuss PAH, Poccuiickas Qedepavus

PaHHeXpUCTHAaHCKME U NYEViCKIe YePThI B MKOHOTpadumn
«KeprBonpuHomeHnsa Appaama» B 3(PMOICKOI >KUBOMICK
XIII-XIV BekoB.

Sdmonusa — rKHas rpaHNUIa CPeIHEBEKOBOTO XpUCTHMAaHCKOTOo Mupa. OnHa-
KO Jo obpamenns B IV B. H. 3. AKCYMCKOro LIapCcTBa B XPUCTMAHCTBO B pe-
TMOHE, MO-BUAMMOMY, ObUI LIIMPOKO pacHpocTpaHeH mymausM. VICTOYHUKM
CBUMETENbCTBYIOT, YTO ITOC/Ie MPUHATHSA XPUCTUAHCTBA OOIIVHBI, COXPAHUB-
1€ IPUBEP)KEHHOCTb UYHAN3MY, IIOABEPraauch OIpPENeIEeHHOMY [aB/IEHUIO
CO CTOPOHBI XPUCTVAHN3VPOBAHHON BIACTU. BMecTe ¢ TeM, KOHTaKTbl AKCYM-
CKOTO LIapCTBa C MYHEVICKON TpaguIe IPOgO/KAINUCh, B YaCTHOCTY, B CBA3M
c 3aBoeBaHIMeM AKCyMoM B ItepBoii TpeTu VI B. Xumbspckoro mapcrsa (cospe-
MeHHbIi1 /eMeH), He3a/I0/ITO 10 3TOTO TIPUHSABIIETO UYAU3M.

Sdnonckas XMBOMUCHAS TPAOUIMs HaYMHAET Pa3BUBATHCA IO BIVSHNEM
BOCTOYHO-XPUCTUAHCKOTO VICKYCCTBA (B IIEPBYIO 04epefb, KOITCKOTO U CUPUIi-
CKOT0) C KHIDKHOM MyHUATIOphl. Coxpanusiieecs EBanrenne lapumsl, gatupy-
emoe VI B., IeMOHCTpUPYET SBHYIO IPUHAIEKHOCTD 3PUOIICKOI YXUBOINICU
K PaHHEBU3AHTUIICKOI XY[OKeCTBEHHOM napagurme. Camble paHHUE U3BECT-
Hble IAaMATHUKY MOHYMEHTA/JIbHON >XuBommcu patupyoorca XIII-XIV Bs,
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VI B HUX IIPOCIEXVBAETCA CUIbHOE BIMAHNE IIPOBUHIIMAIBHOTO BU3AaHTUI-
CKOro (T/IaBHBIM 00pa3oM, KOIITCKOTO MCKYCCTBA). XapaKTepHOIT YepToit au-
OIICKOM MOHYMEHTA/IDHON >XVUBOIVICH AB/IAETCA OIpefie/leHHasd apXauvHOCTb
MKOHOTpapmIecKoil IPOTrpaMMBbl, B YaCTHOCTY, MHTEPeC K OMOIeNICKNM CIoXKe-
TaM, IONY/IAPHBIM B PaHHEXPUCTMAHCKYIO 3110Xy. OJHMM U3 TaKUX CHOXKETOB
ABnAeTca «KepTBonmpuHoleHne ABpaaMa», KaK MUHUMYM TPVDK[IbI BCTpe-
qampllleecss B HEMHOTOYVC/IEHHBIX COXPAaHMBIINXCA MTaMATHUKAX, JAaTUPYEMbIX
XIII-XIV BB.

B 1ieiom, ukoHorpadus CiieHbl >KepTBONPUHOIIEHNSI ABpaaMa B 39UOTICKO
MOHYMEHTA/IBHOM >KVBOIIVICY TATOTEET K YHUBEPCAIbHOM PaHHEXPUCTNAHCKOM
dbopmyrne: ABpaaM B IJIMHHOM OfIeSTHUV CTOUT B TPEXYETBEPTHOM PasBOpPOTe,
Iiep>Ka OGHOV PyKOJ HOX, a BTOpOJI — T0JIOBY M Bostochl Vcaaka. Vicaak nso-
Opa’kaeTcsl KOJIEHONIPeK/IOHEHHBIM WU CTOSINM Tiepeq] antapeM. lomoBa AB-
paama noBepHyTa mbo K Vcaaky, 160 Ha3ajg U BBEPX, B CTOPOHY HECHUIIBI
Boxxpeii. Haiile Bcero KOMIO3UIINS BKTIOUAET TAKXKe M300pakeHye arHIIa 1 Jie-
peBa. Jta uKoHOrpadumdeckas Gopmysna, ¢ He3HAYNTETBHBIMU BapUaIUsAMI,
BCTpeYaeTCs MPaKTUYeCKN Ha BCeVl TeppuTopun ObIBIIEN PuMcKoit mMiiepun.

Busyanmsanus 3Toro 6m6/1eiickoro anm3ofa BCTPeYaeTcsl TakKe B Mypeli-
CKOM MCKYycCTBe. Ec/i B caMOM paHHEM M3BECTHOM UYAENCKOM ITaMATHUKE —
cunarore Jlypa-9Bponoc — KOMITO3UINSA VIMeeT MajIo 00IeTo C paHHEeXPUCTH-
aHCKMMU 00pasliaMi, TO B aMATHMKAX V B. y)Ke HaOIojaeTCss 3HAYNTEIbHOE
cOMmDKeHne NynecKoil M paHHeXpUCTUAHCKoi nkoHorpadun. Tem He MeHee,
Kak orMmevaeT P. Xaxmvu, s nypeiickoi nkoHorpadum xapakTepHa 6obInas
VITIOCTPAaTUBHOCTD U IIPUBEPKEHHOCTD TeKCTYy bubnmuu. B yactHOCTH, B 060-
uX maMATHUKax V B. (HammonbHble Mo3anKy cuHaror B bet Anbda n Cedopuce)
arHer; n3o00pakeH TakuM 00pa3oM, Kak Oy[TO OH BUCUT Ha BETBSX JiepeBa, 3a-
IENUBIINCh POTOM, B TOYHOM COOTBETCTBUU C 6ubneiickum tekctom (bubnus,
22:13). Ilomo6nas nkoHOTpadms He BCTpeYaeTCsA B M3BECTHBIX PaHHEXPUCTH-
aHCKUX U CPeTHEBEKOBbIX NaMATHMKAX, OJHAKO HaXOIUT CBOE MeCTO B adu-
OIICKOJM MOHYMEHTa/IbHOM >XUBOINCYU. VIMEHHO TaKyl0 TPaKTOBKY Mbl BUAUM
B [IBYX IIaMATHNKAaX U3 TPEX U3BECTHDIX.

Takum 06pa3om, B XpUCTMAHCKOM MCKYCCTBe Dduonny 06 beuHAIOTCS Yep-
TBI KaK TPAJUI[MOHHOV XPUCTUAHCKOM, TaK U UYeNCKoM nkoHorpadum. Victo-
K/l MHOTMX KOMIIO3UIIMIOHHBIX pelleHuil B clieHax «yKeprBonpuHomeHnsa AB-
paaMa» IMpPOCIEKUBAIOTCA B PAaHHEXPUCTUAHCKOM MCKYCCTBe. TeM He MeHee,
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sdmonckme Mactepa ObUIN, TIO-BUAMMOMY, 3HAKOMBI U C UYIENICKON XyHOXKe-
CTBEHHOMN TpaguLeNn.

Kntouesvle cnoéa: XpUCTHaHCKOE UCKYCCTBO Ddmonun, cpefHeBeKOBasi MOHY-
MEHTaJIbHas YKMBONNCH dQVONNN, pAaHHEXPUCTUAHCKAsI MKOHOTpadus, Nypei-
CKasA MKOHOTpadus, XepTBOIPMHOIIeHe ABpaaMa

Valeria Kuvatova
Institute of Oriental Studies of the Russian Academy of Sciences,
Russian Federation

The Iconography of the Sacrifice of Abraham in Ethiopian Wall
Paintings of the 13"-14"™ Centuries. Early Christian and Jewish
Impact

Ethiopia was once the southern boundary of the medieval Christian oecu-
mene. Prior to the conversion of the Axumite Kingdom to Christianity in the 4™
century, Judaism had been widespread in the region. After the Christianization,
the communities still devoted to Judaism suffered some social pressure from the
Christianized authorities. In the meantime, the Axumite Kingdom kept contacts
with Jewish traditions, especially after the conquest in the early 6™ century of the
Himyarite Kingdom (contemporary Yemen) which at that time had just adopted
Judaism.

The Ethiopian painting stems from the Eastern Christian artistic tradition
(primarily, Coptic and Syrian). It started as the manuscript illumination. The
Garima Gospels miniatures dated back to the 6™ century obviously belong to the
Byzantine artistic paradigm. The strong Byzantine influence is easily traced in
earliest known Ethiopian wall paintings that are attributed back to the 13*-14"
centuries. The Ethiopian artists tended to somewhat archaic iconographic pro-
grams. In particular, their interest lied in the visualization of Biblical episodes
popular in Early Christian art. One of such episodes — the Sacrifice of Abra-
ham — is included in iconographic programs of at least three churches dated to
the 13™-14" centuries.

Basically, the iconography of the scene in Ethiopian wall paintings sticks to the
universal Early Christian formula: Abraham is depicted in a three-quarter turn,
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dressed in long clothes. He grasps Isaak either by his head or hair, while his oth-
er hand holds a knife. The figure of Isaak is rendered either kneeling or standing
before the altar. The Abraham’s head is turned either towards Isaak or backwards
and slightly up, towards the Hand of God. Frequently the composition includes
images of a ram and a tree. Subject to some insignificant variations, this icono-
graphic formula can be seen throughout the former Roman empire.

The Jewish pictorial tradition also produced visualizations of the Sacrifice of
Abraham. While the iconography of the scene in the earliest known Jewish pic-
torial ensemble — Dura Europos synagogue — has very little in common with
the Early Christian version, the monuments of the 5% century witness a conspic-
uous similarity of Jewish and Early Christian iconographic types. In the mean-
time, R. Haklili argues that the Jewish iconographic type is more illustrative
and pays more tribute to the Biblical description of the episode. In particular,
in both 5" century monuments (floor mosaics from Beth Alpha and Sepphoris)
the scenes of the Sacrifice of Abraham contain depictions of a ram with its horns
close to the branches so it seems hanging in the tree crown, which refers to the
Biblical text (22:13). Early Christian and Medieval monuments lack this feature
but it can be found in the Ethiopian wall painting. Two of the three depictions
of the Sacrifice of Abraham contain this — presumably Jewish — iconographic
rendering.

To summarize, the Ethiopian Christian art of the 13"-14™ centuries mixed the
iconographic features borrowed from Christian and Jewish artistic traditions.
Many features of the Ethiopian iconographic formula of the Sacrifice of Abra-
ham go back to the Early Christian art. In the meantime, the Ethiopian artists
seem to have been well aware of the Jewish iconographic type of the scene and
to have used some of its findings in their own renderings.

Keywords: Ethiopian Christian art, Ethiopian medieval wall paintings, Early
Christian iconography, Jewish iconography, Sacrifice of Abraham
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ApakensaH Muxkaen IeramoBuy
DoHO passumust 60CMOYHOXPUCMUAHCKUX Ucce008aHUli « Yembipe peku»,
Poccutickas @edepayus

JIbBoBCKas numneBas bubmmsa Jlazapa ba6epganu 1616-1619 romos.
B KOHTEKCTe apMAHCKOI MUHUATIOPHOM >XuBonucu Peun
IMocnonmuroit 1 HoBoit [l xynbgbl

KynbTypHO-3KOHOMMYECKNIT paclBeT WCTOPUYECKUX LIEHTPOB ApMEHNUN
u apMAHCKMX 061mH B EBpomne, brmxuero n Cpepgaero Bocroka B XVI-XVII BB.
CIIOCOOCTBOBA/I BO3POXKIECHUIO apMAHCKOTO M300pasUTEeIbHOTO MCKYCCTBA.
HarnapgapiM IprMepoOM 3TOTO ABJIEHMS CIIYKAT CKPUNITOPUM APMAHCKUX MO-
HacTbIpent u nepksel JIboBa, CTtaHKcnaBoBa, 3aMocTbs, Kamenena u Cy4asbl,
a taxoke Hosoit [xynpder/Mcdaxana (Ilepcus). Cerogaa oxono 400 apMsH-
CKMX PYKOIMCeN, YKpallleHHbIX MUHMATIOPAMI B CKPUNITOPUAX BBIIIEYIIOMS-
HYTBIX TOPOJIOB, COCPEIOTOYEHBI B 36 pa3MMIHBIX 6MONMMOTEYHbIX, MY3€IHBIX,
MOHACTBIPCKMX KojteKuax Espomnsl, boxkaero Boctoka n CHIA.

B pamKax npoBefeHMsa Hay4HO-MCCIENOBATENbCKOTO Npoekra PoHpa pas-
BATUA BOCTOYHOXPUCTUAHCKUX MCCIENOBaHUN «YeTpIpe pekn» IO U3Y4EHUIO
HoBomxynbpuHCKOI MIKOIBI apMAHCKO MuHMaTIopHOM >XyBomncu (XVII B.)
ObUTa 0OHapy>KeHa CBA3b MeXAYy KoMmosuuysamu MactepoB Hosoit [lxymnbder/
Vcdaxana v npomsBeseHNAMY apMIHCKUX MUHUATIOPUCTOB Peun Ilocmonm-
TOJ. TO CXOACTBO OCOOEHHO XOPOIIO IIPEfCTaBIeHO B MKOHOTpadum mmie-
BBIX brbmmit, yKpalieHHbIX BeTX03aBETHBIMMI ¥ aIIOKaTUIICIeCKNMM CIOXKeTa-
MU B Tpagnuysax Bocroka u 3amaga. Tak, MMHMATIOPHI U3 apMAHCKO bubnym
(Marenamapan Ne 351) kuctu macrepa J/lazapa babepmaiu, co3maHHbIe B ap-
MAHCKOM MoHacTbIpe IIpecsaroit boropopuunt Bo J/IbBoBe B 1616-1619 rT., He-
IIOCPEACTBEHHO MOB/NAIN Ha Pa3BUTHE KOHOTPapMUeCKUX CXeM MUHUATIOP,
BBINO/THEHHBIX XyfoKkHMKaMy Hosoit [Ixynbger Bo BTopoit yerBeptu XVII B.
Takoe BnusHUE, B 0COOEHHOCTH, MPOCTIEKMBAETCA B TBOPUYECTBE MacTepa Aijl-
pamnera [I)xyraeun. Tak>ke ycTaHOB/IEHO, YTO PAJ, ApMAHCKUX MUHMATIOPVCTOB
lanuuum sToro ke Bpemeny, Hanpumep, OBanac Jlexanu n Xadaryp Jlexaumu mo-
cetriu Hosyto [Lxynbdy, rae ykpacuan MUHMATIOpaMy HECKOTTbKO PYKOIIMCETL.

Konodonsr J/IbBoBckoit bubnmmy momMoraoT yTOYHUTD aBTOPCTBO MUHMATIOP.
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Hamra npesentanmsa J/IbBoBckoit bubmum mpecTaBUT ManmoM3BeCTHBIN ITa-
MATHUK KHVDKHOTO MCKyccTBa Havana XVII B. 1 03HaKOMUT ¢ pe3ynbraramu
€ro KOMIIJIEKCHOTO MICC/IEJOBAH M.

PaccMarpuBaemblil MaTepuan MMEET CEpbe3HOE Hay4YHOEe 3HAa4YeHNe I
CIIEL[MA/IVICTOB B 00/IaCTV M3Y4YEeHMsI apMAHCKOTO XY[0’KECTBEHHOTO HAaC/Iefys,
B TOM 4ucie IpobmeM MKOHOrpaduu, apMsIHCKO MUHMATIOPHON >XMBOIUCK
Y OT/Ie/TbHBIX ACTIEKTOB OOTOCTTOBUL.

Kntouesvie cnosa: HOBOmXynbpuHCKas MIKO/IA apPMAHCKON MUHMATIOPHON XKI-
Bonuicy, Peus [locmomuras, XVII Bek, nkonorpadmns, MUHKATIOpA, KOTO(OHBEI

Mikayel Arakelyan
The Four Rivers Fund of Oriental Christian Studies Development,
Russian Federation

The Lvov Bible of Ghazar Baberdatsi of 1616-1619 in the Context
of Armenian Miniature Painting of Polish-Lithuanian
Commonwealth and New Julfa (Persia)

The rise of cultural and economic centers in Armenia during the 16"-17
centuries and the growth of Armenian communities in Europe engendered an
artistic revival in Armenian monasteries and churches of Lvov, Stanislawov,
Zamo$¢, Kamenez and Suceava, which were the most significant centers in
Eastern Europe. Today, around 70 Armenian manuscripts embellished with the
miniatures in the scriptoria of the aforementioned towns are housed in 26 dit-
ferent collections (libraries, museums, monasteries) of Europe, the Middle East
and the USA.

In the course of investigation of the New Julfa school of Armenian miniature
painting (17™ century) I discovered certain link between the compositions by
artists of New Julfa and the works by the Armenian masters of Polish-Lithua-
nian Commonwealth (the research project is carried out under the aegis of the
Four Rivers Fund of Oriental Christian Studies Development). This is especial-
ly presented in the iconography of full-page miniatures with the biblical and
apocalyptical scenes. Thus the miniatures of the Bible (M351) illuminated by
the master Ghazar Baberdatsi in the Monastery of the Holy Mother of God of

173



Lvov in 1616-1619 directly affected the development of iconographic schemes
created by the craftsmen of New Julfa. It is also established that some of the
Armenian miniaturists of Galicia like Hovhannes Lehatsi, Hakob Lehatsi and
Khatchatur Lehatsi visited New Julfa during the considered period.

The surviving colophons of the Lviv Bible helped to clear out a number of as-
pects related to the attribution of authorship of the miniatures.

Keywords: Armenian miniature painting of New Julfa, Polish-Lithuanian Com-
monwealth, 17" century, iconography, miniature, colophons

JIaBpenTbeBa Enena CepreesHa
[ocyoapcmeentblil uHCMuUmMym uckyccmeosHanus Munucmepcmea
kynomypor P®, Poccutickas Qedepanus

XpaM Bockpecenna Xpucrosa B VMepycanume mocie noxapa
1808 roga: BocctanHoBuTenbHbie padoThl H. K. KomHMHOCa

[lanHas paboTa MOCBAIEHa MaJION3YIEHHON TeMe BOCCco3faHma Xxpama Boc-
KpeceHus B Vepycanume nocne noxapa 1808 r. mog pykosogcrsom H. K. Kom-
HIHOCA. ECTb eIMHCTBEHHOE MAJIONOCTYIIHOE MKCCIEOBaHMEe, B KOTOPOM
OCBAIIIAIOTCA TOATOTOBKA, 3TAlbl M UTOTM BOCCTAHOBJIEHMA CBATBIHM, OIIY-
0/1MKOBaHHOE Ha rpedeckoM fA3bike (Mntpomovhog @. I'. O Iaviepog Naog tng
Avaotaocewg Tepooolvpwy. @eooalovikn, 2009).

B manHOM [OKIaze aHAIM3MPYIOTCA CTPYKTypPHbIE M3MEHEHNS, BHECEHHbIE
B 061K xpama Bockpecenus Bo Bpems pecraBpanun 1809-1810 rr., ¢ menbio
OIIpefieNINTDb CTeTIeHb YTPAThl CpeJHEeBEKOBOro 0bmuka cBATbIHM. [locTaHOBKa
JJAHHOTO BOIIPOCA IIO3BOJISAET aKTYaIM3MPOBATh MIPpo0/IeMy, KOTOpast He TOy-
q1J1a OCBELIeHMs B icTopuorpaduy, a UMEHHO, Kakue (parMeHThl 3/[aHNs yiie-
JIeNIV BO BpeMsI IToXKapa M KaK OHY OBLIM MCIIO/Ib30BAaHbI BO BPeMs ero IOC/Ie]-
HEero BOCCTAHOBJIEHNMs. BriepBble paccMaTpyBaIOTCA Manou3BeCTHbIE (aKTHI,
KOTOpBIE He HAIlIM OTOOpa’KeHUsI B HAYYHOI uTeparype (Kakye BUBI Mpa-
MOpa MCIOTb30BaMNCh IIPY PabOTaxX, 10 KAKOMY IIPUHIIUITY OPTaHM30BbIBAIACH
paboTa 10 BOCCTAHOBJIEHNIO, KaKlie I3MEHEeHV ObIIM BHECEHBI BO BHEIIHMIA
Yl BHYTPEHHUIT OO/NK U T. 1I.).
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IIo>xap HaHeC KONOCCANbHBIN YPOH 3MaHM0. 11oMHOCTBIO cropern fepeBsAH-
HBIT KYIIOJ1 pOTOH/BI BOocKpeceHMs: Harmo/moBuHy oOpymmics ee 6apabaH, mo-
BpeVB KOJIOHHBI I MPaMOPHBIN NOJI. bbl/I OBpeXX/ieH 1 BHEIIHMI BUL, KYBY-
knun. B xadbonkone mouTy mOTHOCTBIO 0OPYIINMIIACh BOCTOYHASA CTeHA. bpimn
IIOBPEXX/IEHBI CTEHBI IIeHTpaIbHOTrO Heda KadonmnKoHa, a TaK)Xe MasIblii KaMeH-
HBIVI KYIIOJT ¥ MOJiep>KIBAOIINe ero deThipe onopsl. lopen mpupen lonrodst
Ha BTOPOM spyce: ITOKap YHUYTOXWJI IECTHULIBL, JEPEBAHHYI0 PU3HALY, Mpa-
MOPHYIO JISITHVHY, II0YT! He COXPAHMIOCh MO3aldHOe YOPaHCTBO.

[Tepen H. K. KomHMHOCOM CTOs1a 3a7iada BOCCTaHOB/IeHMs XpaMa cB. [poba
B TOM BUJie, B KaKOM OH ObUT J10 TTo)kapa. Cutyarus 6bl1a OCIOKHEHA U TeM,
YTO OH KaK IIPeJCTABUTE/Ib IPeYeCKOI IIPaBOC/IABHOM LI€PKBY U OGHOBPEMEHHO
TYpeLKNil MOANAHHBIN ObUT eMHCTBEHHBIM apXUTEKTOPOM, BO3IIABIISABIINM
BOCCTAHOBJIEHIE CBATBIHY, C YeM ObUIM He COTTACHBI MPENCTaBUTENN APYTUX
XPUCTUAHCKUX KOHPeccnit. KOMHMHOC [TO/DKeH ObII OTCTPOUTH yTpayeHHbIE
dbparMeHTHI 3TaHNs, He HAPYIINB LIeIOCTHOCTY 00/IMKa XpaMa.

Opnako pu Bocctanosnennn H. K. KomunHOCY He yramoch nsbexarsb HeKO-
TOPBIX M3MEHEHNII BO BHYTPEHHEM U BHeNIHeM oOnyKe Xxpama Bockpecenns.
OH nHaye BBICTPOMU/I KOMIIO3UIIVIIO POTOHABI, PACIINPU/I IPOCTPAHCTBO [onro-
¢b1, yOpan 3aXOpOHEeHMS TaTMHCKUX KOPOJIeH, TIepeCTPOVIT CBOBI BOCTOYHO
YaCTy XpaMa, BOCCTAHOBIJI aIlCUALy KapONMMKOHa B CTHIE OCMaHCKOTO 6apOKKO
u 1p. BHeceHHbIe 3MeHeHN s BBI3BAIM OTPOMHOE BO3MYII[eHNe 00111eCTBEHHO-
CTU VM OTYACT! CTajIM IIOBOZIOM MCC/IEJOBATEeIbCKOTO MHTepeca K xpamy Boc-
KPEeCEHM U €r0 UCTOPUML.

Knioueswvie cnosa: Hukomnaoc Kandac Komuunnoc, lonroda, poronga Bockpece-

HUA, KadONMKOH, apXUTeKTYpa, Vepycanum, xpam [pobda fociopus, xpam Boc-
KpeceHus XpucTosa
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Elena Lavrentyeva
State Institute of Art Studies, Moscow, Russian Federation

The Church of the Holy Sepulchre after the Fire of 1808:
The Restoration Work by N. K. Komnenos

This work is devoted to the poorly studied theme of the last big reconstruction
of the Church of the Holy Sepulchre in Jerusalem after the fire of 1808 under the
leadership of Nikolaos Kalfas Komnenos. There is only one single study pub-
lished in Greek, in which the preparation, stages and results of the shrine resto-
ration are considered (Mntpomovlog ®. I'. O ITaviepog Naog tng Avaotaocewg
Tepooolvpwv. ®eocalovikn, 2009).

This report analyzes the structural changes made in the Church of the Holy
Sepulchre during the restoration of 1809-1810, in order to determine the degree
of loss of the medieval appearance of the shrine. The statement of this question
allows actualizing the problem that did not receive coverage in historiography,
namely, what fragments of the building survived during the fire and how they
were used during the last restoration. For the first time little-known facts are
considered that have not been reflected in the scientific literature (what marble
was used in the work, how the restoration work was organized, what changes
were made to the external and internal appearance, etc.).

The fire caused enormous damage to the building. The wooden dome of the
Anastasis rotunda completely burned down: its drum was half struck, damag-
ing the columns and marble floor. The appearance of the aedicule of the Tomb
was also damaged. The east wall almost completely collapsed in the katholikon.
The walls of the central nave of the katholikon were damaged, as well as a lesser
dome and four supports supporting it. Chapel of Calvary burned on the second
tier: the fire destroyed staircases, the wooden sacristy, the marble stucco work,
and mosaic decoration.

N.K. Komnenos had a difficult task to restore the Church of the Holy Sepulch-
er and at the same time to retain the form as it was before the fire. The situation
was complicated by the fact that he, as a representative of the Greek Orthodox
Church and simultaneously a Turkish patrial, was the only architect who led
the restoration of the shrine. Komnenos had to rebuild the lost fragments of the
building without violating its integrity.
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However, some changes were not avoided during the restoration. N. K. Kom-
nenos differently built the structural composition of the rotunda, expanded the
space of chapel of Calvary, removed the burial places of the Latin kings, re-
built the vaults of the ambulatory, restored the eastern apse of the katholikon in
the Ottoman Baroque style, etc. Such changes brought great outrage and partly
caused the interest to the Church of the Holy Sepulchre and its history.

Keywords: Nikolaos Kalfas Komnenos, Golgotha, Anastasis rotunda, katholikon,
architecture, Jerusalem, Church of the Holy Sepulchre, chapel of Calvary
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Bocko6oitnukoB Omner CepreeBuy
HauyuonanvHolii uccnedosamenvckuti yHusepcumem «Boicuas wixona
skoHomuku», Poccuiickas Qedepayus

«HyBcTBO Puma» B XII Beke: Hukomnait MaHbAKyI[M:A 06 UKOHE
Cnacurena us Sancta Sanctorum

JIarepaHckuit «Criacurtesnb», MKOHA, YKpaIlIarollasA IPeCcTOI IAIICKOM KaIleI-
7Bl, o0majjana 0coObIM 3HAUEHMEM, HauMHasA 110 MEHbBIIIel Mepe ¢ CepelHbI
VIII B. OHa y4acTBOBa/la B OTHOM 13 BOXHENMIINX PUTYa/IOB: B HOYb Ha Bos-
HeceHMe boromarepu, B cepefiiHe aBIycTa, HOHTU(UK HeC ee Ha CBOVX ILIe-
yax n3 Jlarepanckon 6asunuku B Canta Mapus Majpkope, Trie ee «BCTpedanar»
He MeHee 3HaYuMas OoropoauvHas nkoHa «CriaceHue prMcKoro Hapopa». B pe-
3y/IbTaTe MHOTOYVCIIEHHBIX IOHOB/IEHNI, KOTOPBIM «CIlacuTe/nb» MOABEpranacs
¢ Havyama X B., 3Ta €[jBa /M He APEBHENIIAs MKOHA, COXpaHUBIIaAca B Pume,
VI3MEHMJIACh MPAKTUYECKA [JO HEY3HABAEMOCTH, YTO JIe/IaeT CJII0KHON ee JaTu-
POBKY U ICTOPUKO-XYJOXXECTBEHHDBIN aHanmu3. OHAKO ee MCTOpUA, U3BECTHASA
10 1[e/IOMY PARY NMCbMEHHBIX CBUJETENbCTB, BAKHA KaK /11 peKOHCTPYKLIUY
PasBUTHUA XPUCTUAHCKOM >KUBONUCK B PuMe, Tak M 14 MCTOPUM MOJIEHHBIX
00pa3oB B IIe/IOM.

OpHyM 13 TaKUX CBUMIETENIbCTB ABJAETCA oMU Ha Bosnecenne boroma-
Tepy, HanmcanHaA B cepepube XII B. Hukomaem MaHbsaKynuen, nyucTepuyaH-
CKMM MOHAaXOM, ONM3KMM K KypuUM IpU IPOCBeElleHHbIX MOHTU(MKax EBre-
Hyu 111 n Anekcanppe III. 9TOT MOHaxX U3BECTEH B ICTOPUM CJIOBECHOCTY TEM,
4TO 3aJ0/IT0 [0 Basibl B3sA/ICA 3a MCIIpaB/ieHMe TEKCTA Bynbrarsl, mpexxzie Bce-
ro IlcasiMoB, OCHOBBIBAsACH Ha BIIOTHE JOOPOTHOI KPUTHKE pyKomuceir. Tpyp-
HO TIPEJICTaBUTH cebe 3ajjady A TOro BpeMeHU 6ojee 61arOpOgHYI0, OTBET-
CTBEHHYIO 1 mep3HoBeHHy. Ero “Tractatus de ymagine Lateranensis palatii”
IIOLIeNl B BAKHOM pyKomncy — Jlerengapum, cocraBieHHOM g Canta Mapusa
Mamxope B Tom xe XII cronetnm (BAV S. M. Maggiore, 2, fol. 237v-244r). On
He n3aBancs ¢ 1709 r., X0Ts U3BeCTeH CIeMaanucTaM 1o MKoHorpadum Xpu-
cta ot pou Jo61rtona o Bonbda u bavun.

3HaKOMCTBO C 3TUM TEKCTOM ITOKa3bIBaeT, YTO €r0 aBTOP, IITyOOKO Bepyro-
I, BEPHBII KYpUM U IO-CBOEMY IAaTpuOT PuMa, BOCIpMHUMAET MCTOPUIO
HEPYKOTBOPHOJ CBATBHIHY B TAKOM K€ KPUTUYECKOM KJII04€e, KaK U PyKOIIVICHYIO
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Tpaguuuio IIncanua. OH He upeT Bee MHOTOYMC/IEHHBIM JOCTYIIHBIM B €TI0
BpeMs amokpudam, HO co3fjaeT yOemnTeNbHbIN, PUTOPUYECKN BBICTPOEHHBIN
VICTOPMYECKNI PAcCKa3, HAYMHAOLMIICA C allIOCTO/IbCKUX BPEMEH, ITIOCKOIbKY
MIKOHA, KaK CYMUTAET aBTOP, HalMcaHa camuM borom, BoguBmmm pykoit JIyku.
Ero ThIcsIUeneTHAA MCTOPUA — Pe3yIbTaT paboThI C KUTUITHO TUTEPaTypOii,
pykomucsmu u3 6ubnmotek Kypun u Canra Mapus Mampxope. B atom otnune
CBUJIeTENbCTBAa MaHbAKYLMM OT MHOTUX IPYTUX PACCKA30B O YyAecax, TBOPUB-
IIVXCSI UKOHAMU, 00 VX «SIBJIEHUSIX», «00OpEeTeHNIX» M CTPAHCTBUAX. B 9TOM Ha-
CTpOe, OMHOBPEMEHHO 671aro4ecTMBOM ¥ KPUTNIECKOM, MaHbAKYIVS CPOJHN
6oree O3HEMY, HO HAMHOTO 00JIee M3BECTHOMY KaTaJIOTM3aTOPy M KPUTUKY
PUMCKUX JgpeBHOCTell — Marucrtpy Ipuropmuio, onmucasuiemy «daygeca Pumar»
B Hayase XIII B.

Kntouesvie cnosa: Hukomann Manbakynus, Jlatepan, Cnac HepykoTBopHblii,
puUTOpUKa, MOJIeHHBbIe 006pa3bl, Maructp Ipuropmit, Pum B CpenHue Beka,
Kypusa

Oleg Voskoboynikov
The National Research University “Higher School of Economics”,
Russian Federation

“Rome Feeling” in the 12" Century: Nicolas Maniacutia on the
Lateran Saviour Icon

The Lateran icon of the Saviour adorns the altar of the Sancta Sanctorum from
the Early Middle Ages. Its importance grew constantly, since, in the middle of
the 8" century, it participated in the procession from the Lateran Basilica to
Santa Maria Maggiore. For centuries, the August night of the Assumption of the
Vergin, it was carried by the Pope on his shoulders: the acheiropoiotes image of
Christ went to greet the most important image of His Mother, the famous Salus
Populi Romani. The venerated icon, though preserved in the Sancta Sanctorum
and probably the oldest in Rome, naturally suffered because of such manipula-
tions and passed through several, and severe, restorations from the 10™ century
onward. Under the silver 12™-century covering desk there is little left to allow an
analysis of the original image. But its vicissitudes, the ideas originated by its cult,
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known from a series of written testimonies, are important as well, because they
help us in reconstructing the development of Christian painting in Rome and
the history of medieval devotional images and practices in general.

One of these rather neglected testimonies is a kind of sermon on the Assum-
tion of the Vergin, composed in the middle of the 12™ century by Nicolas Mani-
acutia, a cistercian monk, linked to the Curia. He is now considered an eminent
Bible scholar: far before Lorenzo Valla he attempted a critical revision of the
Vulgate, in order to purge it from centuries of scribal errors. This was a honor-
able task, but also an audacious personal investment. His “Tractatus de ymagine
Lateranensis palatii” was included in the Legendary for the use of Santa Maria
Maggiore (BAV S. M. Maggiore, 2, fol. 237v-244r), never reedited after 1709 and
never translated completely in a modern language, even if it is known to histori-
ans of medieval iconography from von Dobschiitz to Wolf and Bacci.

The analysis of this text demonstrates that its author, deeply pious, faithful to
the Curia, and in his own way a patriot of Rome, is far from being credulous.
He perceives, and reconstructs, the vicissitudes of the icon with the same critical
humanistic spirit he reveals in his biblical studies. He does not follow apocryphal
stories that circulated around Lateran and its artistic treasures for centuries. His
work is a well build up, thousand-years long history, with rhetorically calculated
digressions on Christian images in general, a history that starts with Apostles
and Mary. It is a result of study in libraries of the Curia and, probably of the
Santa Maria Maggiore, as Marco Petoletti recently tried to demonstrate. These
are some characteristics making Maniacutia’s Tractatus a particular document,
quite distinct from other accounts on travelings, findings, thafts and marvels we
know in hundreds about medieval images. Maniacutia is surely one of the most
distinguished humanistically oriented minds of his age, and in his specific devo-
tion to Rome, to its antiquities, and to the Truth against futile “curiosities” and
anecdotes, he is the precursor of Magister Gregorius who critically described the
pagan marvels of Rome in the beginning of the 13" century.

Keywords: Nicolas Maniacutia, Lateran, Saviour Icon, rhetoric, devotional im-
agery, Master Gregorius, medieval Rome, curia, Papal court
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Kysnenosa Haranusa Cepreesna
Mockoscxuii zocyoapcmeernoiii yHusepcumem umeru M. B. Jlomonocosa,
Poccutickas @edepayus

OdopmieHne anTapHBIX MPOCTPAHCTB B PUMCKIX IEPKBIX
XII-XIII BekoB

AnTapHOE IPOCTPAHCTBO 3aHMMAET IJTABHOE MECTO B CTPYKType TH060ro
XpucTuanckoro xpama. Ocoboe cakpanpHOe IpeHa3HauYeHNe U CBsI3aHHAsA
c HuM crnenyuduka opopmieHNsT MO3BOMAIT pacCMaTpUBaTh €ro Kak OT-
IeIbHBIN 00BEeKT 1A M3ydeHus1. B mokmane Oymer paccMOTpeHa OffHa U3 OC-
HOBHBIX IIPO06/IeM, CBSI3aHHBIX C 9TON TeMOM, — MKOHOTpadus U CTPYKTypa
a/ITAPHBIX IIPOCTPAHCTB, TO €CTh OIpe[e/leHNe TeX IPUEMOB, C IIOMOLIbIO
KOTOPBIX aPXUTEKTOPBI ¥ CKY/IBIITOPBI BBIJIE/ISIIU €0 B 00IIIell KOMIIO3UIUK
Xpama, MOJYEPKMUBasI €ro MNEPBOCTEIIEHHOE MECTO B MEPAPXUYHOI CUCTEME
LIEPKOBHOTO 3aHVIA.

BreiOpanHbIe /151 aHanu3a xpambl PumMa u 3emerns [lanckoit o6nactu 3anuma-
I0T 3HaYMIMO€ MECTO B PE/IUTMO3HOM U XYOXKECTBEHHON JKU3HY CPEIHEBEKOBOM
Vrtamu. Co Bropoi nonosuHsl XII B. B/IaCTh NAIbl 3HAYUTETbHO YKPEIUIAET-
Cs1, YTO CIOCOOCTBYET MPUTOKY JeHEXHBIX cpefcTB. Kak crmefcTBme, 11epKOBb
CIIOCOOCTBYET BO3HUKHOBEHUIO MHOTOUVICJIEHHBIX ITPOEKTOB 110 0OHOBIEHUIO
Y YKpaIIeHVI0 PUMCK/X XPaMOB, U B YJC/IO JaHHBIX paboT BXOAUT U 0HOPM-
JIEHVI€ A/ITAPHBIX IPOCTPAHCTB. YTO MMEHHO CTAHOBUTCA XapaKTEPHBIM IS UX
APXUTEKTYPHOTO M CKY/IBIITYPHOTO 0OPMIIEHN I, KAKOE MECTO OHM 3aHMMAIOT
B MIHTepbepe 0asInKu?

VI3yueHue HeCKONMbKMUX Hambosee IMOTHO COXPAHVBIINXCS PUMCKNX ITaMsT-
HukoB XII (Cant Inmma 6mu3 Burep6o) n XIII BB. (Canta Mapus nn Kocme-
nuH, CaH Knemenre, Can Yesapeo ie Annma) o3BossAeT BbIJIe/TUTb OTAETbHbIE
COCTABJIAIOIINE M OMMCATh OOIYI0 CTPYKTYPY XapaKTEePHOTO IJisi BBIOpAHHO-
T'O perroHa IMPOCTPAaHCTBA AJTaps: C HU3KOI Iperpasioll, aMBOHOM, Kadenpoii,
K/MBOpYEM U ITacXaJIbHBIM TOoficBeyHNKOM. OtpepieneHne 061ero Ha mpumMepe
HECKOJIBKVX OIIOPHBIX ITIAMATHNKOB II03BOJIAAET UCC/IENOBATh PA3/INYHbIE BaPU-
AHTBI VICIIOJIHEHA CXOHBIX 3JIEMEHTOB ¥ KOMIIO3MLIMII Ha NIpUMepe LiepPKBell,
COXPaHMBIIVX JINIIb OTAE/IbHbIE COCTABIIANNLINE aITaPHBIX IpOCcTpaHCcTB: CaH
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Ixopmxo nH Bemabpo (XII B.), Can [Taomo ®@yopu ne Mypa (12851.), Canra
Yeunnmusa un TpacteBepe (1293 1.) 1 MHBIX.

VccnegoBanne psfga NPUMEPOB IIO3BOJAET YBUAETH PA3IMYHBIE CIIOCO-
OBl BBIJIe/IeHNsI aNTAPHBIX IIPOCTPAHCTB B MHTEpbepe. ANTapb MOXKeT OBITh
YacThIO IleHTpanbHOro Heda, kak B Canta Mapusa uH Kocmenus, niam oTHO-
CUTBCS K IPOCTPAHCTBY BOCTOYHOTO pyKasa kpecta u ancupsl (Can Yesapeo
ne Anmua, XIII B.). OH MOXXeT OYepKUBaThCs 0DOPMIIEHNEM Opfiepa OTop,
IPYMBIKAIOIINX K IMpocTpaHcTBy antaps (Can >koBanuu B Burep6o, XIII B.),
KOHCTPYKIMEl NepeKPhITHs CPeNOKPeCTUsi ¥ BOCTOYHOIO pyKaBa Oasmaukm
(Can ®naBmnano B Monrtednackone, XIII B.). [Ipu Bcem pasHoobpasum ¢popm
KaXXIOTO OT/e/IbHOTO 97IeMeHTa I 0COOEHHOCTY KOMIIO3UI[MIOHHOTO pelleHNs
KOMIIOHOBKY 97IEMEHTOB BHYTPU a/ITapsi MOTYT OBITH BBIZIETIEHbI HECKOIBKO 00-
VX XapaKTePUCTUK, KOTOPBIE TIO/KHBI OBITh 0003HAYEHBI 1 IIOAPOOHO OIIica-
HBL. DTO IPOHNIIAEMOCTb ¥ 0003PMMOCTD ATTAPHOTO IPOCTPAHCTBA, YCHUJICH-
HOe BHUMaHUe K TOP>KeCTBEHHOCTV OPOPMIEHNS €T0 COCTAB/IAIOIINX U 001Iee
CTpeMJIeHNe K YCIOKHeHUIo PopM, HaTIALHO MpossBuBIIeecs K KoHIy XIII B.

Kntouesvie cnosa: antapHoe NpOCTPaHCTBO, PUM, apxuTekTypa, fekopauns

Nataliya Kuznetsova
Lomonosov Moscow State University, Russian Federation

The Architecture and the Decoration of the Altar Spaces of the
Roman Churches of 12"-13" Centuries

The architecture of the Christian basilica is connected with the decoration of
its altar. The space of altar can be marked by the order decoration of the pillars,
by the vaulting of the east branch of the bassilica or by the windows on the east
apse. The space of altar can be inside of the space of the nave or can be separated.
So, itis possible to distinguish several methods of creating the altar spaces and to
find general features to describe the style and the iconography of Roman medi-
eval architecture in general and particularly of the altar spaces, which should be
interpreted as the most significant parts of the churches interiors. The religious
architecture of Rome and of the lands of Papal States occupy an important place
in the history of Italian art of Middle Ages. The pictorial tradition of Antiquity
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continued preserved through all this period in this region. Then it combined
with the features that were influenced by the Gothic style and the influences of
the Byzantine art. Rome was an important and celebrated center for piligrim-
age because of innumerous relics and receiving the blessing of the Pope. With
considerable assistance from the Church some of the Roman religious build-
ings were restored and decorated at that time. Among them a lot of altars were
constructed exactly in that period. The zone of the altar is the most significant,
the most sacred part of the interior of any Christian church. The architects and
sculptures should invent special methods to decorate the altar and to emphasize
its particular role in the composition of the building.

There are a few monuments that can be explored as the example of the typi-
cal altar space of Middle Age in Rome. They are Santa Maria in Cosmedin, San
Clemente, San Cesareo de Appia and Sant Elia near Viterbo. The description
of these churches allows us to define the general concept of the architecture
and decoration of Roman altars. It includes the altar stone, the altar barrier,
the pulpit, the ciborium and the candlestick for Easter worship. These general
principles we can reconstruct in those cases where only one element of them is
preserved. For example, in the churches San Paolo Fuori Le Mura, Santa Cecilia
in Trastevere, San Giorgio in Velabro, San Giovanni in Palombara Sabina and
others.

Keywords: altar space, Rome, architecture, decoration

®umnosa CHeXaHa
Ynusepcumem umenu Ces. Kupunna u Megpoous 6 Ckonve, Maxedorus

PoMaHCKO€ CKYCCTBO B CTaBAHOA3BIYHBIX CTPAHAX KaK 4acTh
ncTopun NCKycctBa CpemHuX BEKOB

XOTs1 pOMAaHCKO€ VICKYCCTBO Y Ha3bIBAIOT IIEPBBIM VIHTEPHAL[VIOHAIbHBIM €B-
POTIEVICKUM CPeIHEBEKOBBIM CTMJIEM, IOYTY HY B OFHOM oOmieM o630pe uc-
KyccTBa CpefHEBEKOBbs, BbIIIEIIEM 13-II0f IIepa yYeHbIX 3alaja, Mbl HE Ha-
XOIIM pasfiena, MocBsieHHoro pernoHam llenTpanpHoit EBponbr (ITosnbia,
Yexus, CnoBakus), bankan mnu Kuesckoit Pycu. Lenbiit pag npusHakos, B TOM
qyIC7ie BHELTHUIL IeKop ¢acajia, JeKOpaTMBHAS CKYIbITypa U QUTypaTUBHBIE
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penbedbl, Hau4ye KOMOKOIEH U T. II., IIOKa3bIBAIOT YaCTUYHOE MU JIaXKe TI0JI-
HO€ JVICIIO/Ib30BaHME fA3bIKa POMAHCKOTO CTU/A B MCKYCCTBE 3TUX PETVMOHOB.
He ynmomunaercs B o6mux Tpygax m mobepexxbe XopBaTuy, HaXO[qUBIIEeCs
IOl HETIOCPENCTBEHHBIM BysAHMeM VITannu. KakoBbl >Xxe IPUYMHBI 9TOTO IIpe-
HeOpexxeHus? Ha Ham B3I/IAM, 3TO SIBJIeHNME CPOJHU OTKa3y paccMaTpuBaTh
VTanuio B KayecTBe OFHON 3 30H PACIPOCTPAHEHNSA KOMHMHOBCKOTO CTU/IA,
YbJ CJIEibl B UTA/IbAHCKOI >XVBOIVICY BUHBI II0 MEHBLIEN Mepe CTONETHE I10-
crne ero yracanus B BusanTtun. Pesynbprar mogo6HOro ke OTHOIIEHUST — OTKa3
IPV3HABAaTh IEHHOCTb U CHEeNM(UKY HEKOTOPBIX XYZOXXECTBEHHBIX IIeHTPOB.
C nepsoit monmoBuHbI XIII B., Korjga 60nbIas 4acTb TEPPUTOPUN HBIHEITHIX
[peuyy u Anbanum mpeBpaTnaach B Majible CaMOCTOSTETbHbIE TOCYIAPCTBA,
HaMATHUKY PerroHa JO/DKHBI OBITh BKIIOYEHBI B 0011ie TPYABI IO UCKYCCTBY
CpenHMX BEKOB.

[l cpaBHEHM S, MICKYCCTBO 10>KHOM VTammm ¢ ero apabcKkuMu JeKOpaTUBHBI-
MU MOTMBaMU B yOpaHCTBe (acajjoB 1 BU3AHTUIICKMMI MO3auKaMy MHTEPb-
€POB CUMTAETCA MPUHAMLIEKAIMVM POMAHCKOMY CTUIK. B 3TOT Xe mepuop
(XIII-XIV BB.) B n306pasutenbHoM nckycctBe CeBepHot VTanmum odeBupHO
IpsIMO€e BJIVMSIHME ¥ BBICOKAsl IeHHOCTb BM3AaHTUICKUX 00pasnoB. B aHrmmii-
CKOJl POMAHCKOM apXUTEKTYpe BCTPEYAITCA IPUMEPHI HEBBICOKUX LIEPKBEN
¢ 0O PHBIM MOHOOPOM B LIeHTpe 3armagHoro dacaga U MUHUATIOPHBIMU Oa-
meHkamy. OHM penKo OBIBAIOT YKpalleHbl penbedaMy U BUTPAKaMU pOMaH-
CKOT'O TUIIA ¥ IaJIEKN OT ONMCAHVA TUIIMYHOV pOMAHCKOM LiepKBy BO PpaHnun,
neHTpanpHoi Vramuu wim Tepmanun. [Jo6aBuM K CIVCKY UCITAHCKME TIPeN-
MYIIeCTBEHHO O4YeHb HeOOo/Iblle LIePKBY C PsAJaMU CIeTbIX apKaj Ha dacaax
VI PEAKO BCTPEYARIVMMICA PO3aMM, YKA3bIBAOIIVMJ Ha IPUHAMIEKHOCTD
K POMaHCKOMY CTUIIO. Bce BblllleHa3BaHHOE NIPUBOAUT HAC K MBIC/IN, YTO KPU-
TEpPUM TAK HA3bIBAEMOIO IIEPBOrO MHTEPHALMOHAIBHOTO €BPOIEICKOIO CTU-
JIs1 TOJDKHBI OBITh MepecMOTpeHbl. OOIIHOCTD CTUIEBBIX IMPU3HAKOB CBJ3aHA
He TOJIbKO C 3aIla[ITHOEBPOIIENICKOI TeppuUTOpMEN, HO U ¢ bankanamu 1 BOCTOY-
HbIMU pernoHamu B XIII-XIV BB.

Kak n3BecTHO, poMaHCKMe CBOJbI He OBUIM M300peTeHneM POMaHCKO 3T10-
X1. 3044ye POMAHCKOIO IepMoja MCIOAb30BAMN TPAJULIVIOHHBI PUMCKUI
LVIMHPUYECKNI CBOJ, a II03XKE U PyTHe TUIIbl PUMCKIUX CBOOB. B ckanpu-
HaBCKUX CTPaHaX CTPOMIUCH CTaBKMPKY, NMEIOIIVe Majio 00IIero ¢ TPamuIu-
OHHBIM POMaHCKUM CTU/IeM. TaK, Mbl MOXKEM CKa3aTb, YTO POMAHCKMII CTU/Ib
XapaKTepU3yeTcA JIOKaJIbHbIMU IIPU3HAKAMI B KaXK/IOM OTHE/IBHOM PErVOHE.
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MHorne 13 9THX PeTMOHOB He YIIOMMHAIOTCA B OOIIVIX TPyAax IO MCTOPUM VIC-
KyCCTBa.

VITanpsaHLbl MpeNnoYnTant BU3AHTUIICKOE MICKYCCTBO POMAaHCKOMY, JIO/ITO
OBV paBHOAYIIHBI K TOTMYECKOMY CTVII0. Mexxry BocTokom n 3anmazom mpo-
VICXOIVII IOCTOSIHHBINT OOMEeH MOTMBaMM, MOZe/IAMY, 00pasnamMu CTUIA, 9TH
0071acTy HUKOTa He ObUIN M30IMPOBAHBI IPYT OT ApYyTa.

CBoeoOpasie pernmoHanbHBIX KO 3aCTaB/AET yMaTb, YTO KPUTEPUN PO-
MaHCKOI'O CTWJIA, CIIpaBe[/IMBble /I 4acTy EBpOIbI, He ClefyeT IpUMEHATD
K OCTa/IbHOV YaCTV XPUCTMAHCKOTO MUPA, Ie 3JIEMEHTHI 3TOTO CTUJIA VICIIOTb-
3YIOTCS IMILIb YaCTUYHO, B TOJ WIM MHOM Mepe. Tak 1 HellpoHMIaeMa rpaHu-
1]a MEXX/1y 3allaJJHO- ¥l BOCTOYHOXPUCTUAHCKUM MupoM? V He crenyer n yTo4-
HUTb TEPMUHOJIOTUIO OTHOCUTEIBHO CTWIS, Oepyliero Hadano B EBpore XI B.
U 3aBepuyBIIeroca Ha bankanax u B bpuranum B XIV B.?

Knroueswvie cnosa: POMaHCKO€ MCKYCCTBO, C/IaBsHE, BU3AHTUIICKOE MCKYCCTBO,
BOCTO‘IHOXPI/ICTI/IaHCKI/Iﬁ MUp, OIIpefieyicHne CTmiAd

Snezhana Filipova
Saints Cyril and Methodius University in Skopje, Republic of Macedonia

Romanesque Art in the Slavic Speaking Countries as Part
of Medieval Art History

Even though Romanesque art was the first international European style, al-
most never surveys of Medieval art written by Western scholars include the re-
gions of Central Europe (Poland, Czech and Slovakia), Balkans or Kievan Rus.
There are many features, including outer facade decoration, decorative sculpture
and reliefs, bell towers, that show partial or sometimes complete usage of the
Romanesque language in the art of these lands. Croatian coast art has direct
Italian influences in this style and it is still not mentioned in the surveys. What
could be the reason for this omission? For the same reason, it seems, thay do not
mention Italy as the country where Komnenian art was praised, used in painting
even a century after it stopped to be practiced in Byzantium. The same attitude
in comprehending art history does not allow the specific features of the art in
certain regions to be named according to their territorial or contemporary state
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name. Since large part of today’s Greece and Albania was turned into several
small states in the first half of the 13™ century, we are to expect at least these
states to be included in the international art surveys of Medieval art.

On the other hand, the art of southern Italy with the Arabic decorative mo-
tifs on the outer facade and the mosaics inspired by Byzantine art is considered
Romanesque proper style. The northern Italy at the same time in the 13" and
even 14" century follows direct Byzantine models and praises Byzantine art.

The English Romanesque architecture has examples of churches with very
large central window on the western facade, miniature towers at the ends, and
small height in general, with rare Romanesque reliefs or vitrages. It is far from
the description of typical Romanesque church in France, mid Italy, or Germany.
If we add here the small churches in Spain with only outer row of blind arcades,
with rare examples of rosettes, which indicate Romanesque style, it seems the
so called first international European style should be redefined. It was a style
common not only for the Western Europe, but also for the Balkan and eastern
countries in the course of the 13" and 14™ centuries.

Romanesque vault was not the invention of the time this style in art appeared
and lasted. It drew on the old form of barrel vault used by the Romans, and other
types of Roman vaults at later. Scandinavian countries built stave churches that
also have not much in common with Romanesque style definition. So, we may
say Romanesque style everywhere has local characteristics and it goes for the
lands that are not surveyed in the general art history.

Italians preferred Byzantine art to Romanesque art, disliked Gothic style. There
seems to be too many rotations of motifs, models, and transfer of inspiration be-
tween the East and West. These parts of the world were never isolated and were
following each other’s trends in art.

All the local differences accepted for certain parts of Europe considering the
Romanesque style, were not applied for the rest of the world that used it, partial-
ly or in fully. Is that possible in this time of such internationally spread knowl-
edge to define a style by simply omitting not so typical examples, no matter if it
is almost the same territory in surface as the one that is considered proper? Or
the problem is that these lands are considered foreign, and different or lands of
the mighty Orthodox world? Or, the name of style that started in Europe in the
11" century and lasted in the Balkans and Britain in the 14™ century shall be
reviewed?
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KoBanbuyk JIaga ViropesHa
Mockosckuii zocyoapcmeernoiii yHusepcumem umeru M. B. Jlomonocosa,
Poccutickas @edepayus

ITo Ty cTOopony: anTapb, aITApHOE IPOCTPAHCTBO U A/ITapHAA
nperpaja B UTAIbIHCKUX EPKBAX PaHHNX (PaHINCKAHIIEB

Jloknam mocBALeH paHHe(PAHIMCKAHCKON IPAKTUKE IIepKOBHOTO CTPO-
UITENIbCTBA Y YCTPOJICTBY XPAaMOBOI'O IIPOCTPAHCTBA B CBA3M C VI3MEHEHVAMU
B JINTYPTUYECKON CUCTeMe CpefiHeBeKoBO VTanmum Boobue n ppaHumckan-
CKOTO OOTOCTy)KeHUsI, B YaCTHOCTY, HayuHasi co BTOpoit monmoBuHbl XIII B.
BIUIOTB JIO COOTBETCTBYIOIMX peleHnit TpuaeHTckoro cobopa. Baumanne 6y-
IeT YZIeZIeHO IPEMMYIEeCTBEHHO PACIIONOXKEHNIO a/ITapeil M OpraHu3alum aj-
TApPHOTO IMPOCTPAHCTBA U IIPOCTPAHCTBA XOpa B LIEPKBAX YMOpunM (Kak eHTpa
bpaHLIMCKaHCKO apXUTEeKTYPHOM Tpaguuym) v TockaHbl (permoHa, B KOTOpOM
OBLIN ITpeJI0KEHbI B KOPHE VIHBIE CIIOCOOBI INTAHVPOBKY CAKPaTbHBIX ITOCTPO-
eK). [lefio B TOM, 4TO B IBYX COCEHUX PETMOHAaX OOHApYXKMBaeTCsl KOPEHHOe
pasinyye B IVIAHMPOBKE CAKPAJIbHOTO IPOCTPAHCTBA, MOTUMBMPOBAHHOE KaK
HaMepeHHBbIMM ITOIIBITKaMI OTPaHNYeHUs OpaTni, Tak U cyrybo 6orocmysxe6-
HBIM CTaTyCOM M IIPECTVKEM TON VIV MIHOM ITIOCTPOVIKML.

Hanpumep, nHTepecHbIe HAOMIOAEeHN MOXKHO CieIaTh, €C/V CPAaBHUTD PACIIO-
JIo>KeHNMe Xopa B yMbpumiickux nepkssax (Can-Opanuecko-anp-Ilparo B [lepyn-
xe, Can-Ppanuecko B Cancenonbkpo, Can-Opanuecko B Ynrra-gu-Kacrenno
U JIp.), OpMEHTUPOBAaHHBIX Ha npuMep 6asunuku CaH-Opandecko B Accusiy,
C TOCKAaHCKVMMM KOHHOTalMSIMM XOPa, OTPAHMYEHHOTO CIUIOLIHONM CTEHOI aJl-
TapHOI mperpanpl. B BepxHent nepksu 6asmnukyu CaH-PpaHuecko B Accusn
XOp pacHojarancs 3a aTapeM U ObUI IepeHeceH B IATUTPAHHYIO B IJIaHe allCy-
ny. Takoe pemreHue 6pI710 0OYCITOBIEHO TUTYPIUYeCKOl IPOTpaMMOoN 6asum-
K11, KOTOpas M3HAYaJIbHO BXOAWIA B KPYT IiepKBeli, Ifie 60rocy>keHne MOoIIo
COBEpIIATbCA HETOCPEICTBEHHO PUMCKMM HOHTU(PUKOM, YTO MJUTIOCTPUPY-
€TCA TaKXKe MAIICKMM TPOHOM Ha LIEHTPAJIbHOM OCYU U M3HAYJIbHBIM [eKOPOM
CTeH ancujbl. Briocmencrsmm, ogHako, 3TOT JIEMTMOTUB C/IETIO MCIIO/Ib30BaICA
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BO MHOTHX ITOCTPOITKax Anoiie3a Provincia Sancti Francisci, 06/magaommux mHbIM
IUTYPIUYECKMM 3HaYeHMeM. PemaromyM 3mech OKa3bIBAJICA TAKOV IPUHIII
OTpaHUYEHNs U TUCTAHI[MPOBAHMS OpaTheB OT KIUpPa U KOJJIETUATOB, TIOCPeI-
CTBOM KOTOPOT'O XOp IepeMelllaics B 3aa/ITApHOe IPOCTPAHCTBO IPAMOYIO/Ib-
HOVI M/IYi MHOTOTPAHHOM allCU[IbL.

KiroueBbIM 1 TOKa3aTe/TbHBIM 00Pa3IoM ISl TOCKAaHCKOTO PETMOHA, KOTOPBII
Hen30eXXHO IUTUPOBAJICS U KOIMPOBAJICS B 60JTee MO3THUX MaMSATHUKAX, CITpa-
Be[IMBO Ha3BaTh (ropeHTUickyio 6asmwmmky Canra-Kpode. B Canrta-Kpoue
y3HaBaeMbI MICTOKY (PPAaHIMCKAHCKO (M JOMMHMKAHCKON ) IPAKTUKM BO3Bee-
HUS CIIeUPUIECKUX aTaPHBIX MPerpaj tramezzo, KOTOpble PaKTUIECKU CO-
34aBany YC/IOBYA [T IPOBENeHNI HECKOIbKIX OOTOCTY)XeHIII OJHOBPEeMeH-
HO, POpMyNIMpyA [1Ba IOTHOCTHIO 3aMKHYTBIX IIPOCTPAHCTBA BHYTPU OFHOM
nepkBu. Ha BomHe KoHTppedopmarium takoro popa mpemantapHble 6apbepbl
YHUYTOXA/IUCh, B CBA3M C YeM PEKOHCTPYKLMA BHELIHETO BUJA M PACIIONO-
JKeHUs TMperpaji, pasfe/nsaBUINX IPOCTPAHCTBO LIEPKBY, OKa3bIBaeTCsA BeCbMa
3aTPYAHUTENIbHON U OJJHOBPEMEHHO IIpefCTaB/sAeTCA aKTyanbHOM. [Ipumeua-
TETIbHO, YTO YMO3PUTETbHOCTb PPAHIVCKAHCKOTO OOTOCTY>KEHMS I MOIUTBBI
coveTasach ¢ MyOIMYHOV OPUMEHTVPOBAHHOCTBIO UX MIPOIIOBENM, YTO BO MHO-
TOM IIPUCYIIIE X UX APXUTEKTYPHON IPOTPaMMe.

B cBeTe 3asAB/IeHHOI TeMbl KOH(MEPEHIINY YMECTHBIM KaXKeTCs TakXke KpaT-
KOe pasMBbIIIJIeHNIe O TOM, KaKIe MCCIeJoBaTeIbCKye (POKYCHI U MEePCIeKTUBBI
OTKPBIBAIOTCA Iepefl MICTOPUKOM MCKYCCTBA, YCTAaHABAMBAIOLIMM aCcCOLIALIVN
MEXJY ApXUTEKTYPHBIMU TUIIAMM M Pa3/IMYHBIMM, KaK KaXKeTcCs, YKa3blBalo-
MMM Ha HUX CMBICJIOBBIMI 3HAYEHNUSIMII.

Kntouesvie cnosa: ppaHIVICKaHIIBL, apXUTEKTypa GPaHIMICKAHI[EB, CPeJHEBEKO-
Bas IUTYPIUA, aliTapHasA Nperpaja, aaTapb
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Lada Kovalchuk
Lomonosov Moscow State University, Russian Federation

On the Other Side: High Altar, Altar Space and the “Tramezzo”
of the Early Franciscan Churches in Italy

This paper offers an analysis of specific building practices and church planning
of Early Franciscans, focusing on issues of a significant liturgical transformation
within the Roman Church and the Order itself, which began in the second half
of the 13" century. The discussion is mainly concentrated on two different types
of church arrangements and organizing the sacral space in Umbria and Tuscany,
which could be briefly illustrated by two examples.

After the appearance of groundbreaking and stimulative studies of Marcia Hall
in the early 1970s it became undoubted that practically every mendicant church
in Tuscany was bisected by the ambitious solid wall of so-called “tramezzo”. The
origins of such a radical partition are uncertain, however, they could be traced
back to the prototype of the Byzantine templon or more common and “open”
typology of chancel rood screens of the Western sacral architecture. The wide-
spread pattern of three-nave tramezzo was a mark of the Franciscan architecture
till the Tridentine decisions, when these altar walls were demolished. The phe-
nomenon of tramezzo stipulates the existence of two (or, regarding the plan of
the Dominican basilica San Marco in Florence, even three) separate structures
and liturgical spaces, both within the body of one building. Moreover, this ar-
rangement allowed the friars to stay invisible during private meditations and
public at the time of preaching upon the ambo.

Umbrian basilicas demonstrate another mode of space divisions and barriers.
Umbria was the region with highly influential example of the “basilica maior”
in Assisi. The basilica San Francesco possessed an apsidal retrochoir with papal
throne in the central axis and choir stalls for the friars. Transferring the choir
beyond the high altar was well correlated both with the liturgical status of the
papal basilica and the necessity of separating from laity or collegiate communi-
ty. This typology was widely repeated throughout the province of Umbria in the
variety of churches which were under direct jurisdiction of the Assisi diocese.
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Ilyrauésa Vpuna BsayecraBoBHa
Mockosckuii zocyoapcmeernoiii yHusepcumem umeru M. B. Jlomonocosa,
Poccutickas @edepayus

Axomo Memmope. IBomonusa o6pasa boromarepu
B Tockane XII Beka Ha mpuMepe TBOpYECTBA OJHOTO MacTepa

Axono Menmmope — GrnopeHTUnCKnit XygoKHNK, aKTUBHO padoTaBuinii B To-
ckaHe Bo BTopoit nonouHe XIII B. Haunnasa npmbmmsurensuo ¢ 1930-x ro-
OB €r0 aBTOPCTBY B pa3HOEe BpeMsI IPUIIMCBIBAIN B I1eJIOM OKOJIO 15 06pa3os,
Ka)XKZIBII 13 KOTOPBIX — C n300pakeHreM boromarepu, B TOM 4MCIIe, BEPOSATHO,
IepBBIi OsABUBIINIICA B VTanmum moccan ¢ monypurypHbIMU M3006paskeH-
MU B apKax — Criacurens B LIeHTPA/JIbHON YacTy C BO3BbILIEHMEM, boromarepu
u anioctonos (VMoanna, Ilerpa u [TaBma).

OpHako, Ipyu CpaBHUTENTHHO OOIBIIOM HACNIEUH, O XYIO’KHIKe Menmope n3-
BECTHO COBCEM HEMHOTO. ETo uMsA BCTpedyaeTcs B CIUCKE PEKPYTOB, IPUHAB-
myx yqactue B 6utse mpu MonTaneptu B 1240 1. [lockonbky nmuib mapa npu-
IICBIBAeMBIX eMy pabOT COXpaHMsIa TONINCY, OCTaNbHbIe OBUIN IIPUIIVICAHBI
€My Ha OCHOBAaHUM Pa3HOT'0 POjia MCKYCCTBOBENUECKNX M3bICKAHUIL.

Be3yc/oBHO, B HEKOTOPBIX C/Ty4yasix ero aBTOPCTBO BeChbMa CIIOPHO, HO Te 00-
pasbl, KOTOpble B pa3HbIe IEPUOJbI CBA3BIBANIN C €T0 VIMEHEM, IIPEACTABIIAIOT
co60i1 BecbMa 3aMeyYaTeIbHYIO IPYIIY IIaMATHUKOB 9TOTO ITEPIOJA. YHUKAIb-
Ha OHa XOTs OBl IOTOMY, YTO SIPKO OTPa’KaeT Hanbosee XapaKTepHbIe /IS BCeil
TockaHbl 4epThl pa3BUTKSA KUBOMUCY Ha JOCKaX BTOPOI nojnoBuHbI XIII B. —
oT Hambojee TaNJapHBIX, B AyXe MascTpo Aendb buramno (Magonna n3 Can-
To Credano), mo yxe 6osee 3penbix paboT, B KOTOPBIX ABCTBEHHO OLYIAETCs
IpUOIVDKEeHVe TOTO CAMOTO CTUJISA, KOTOPBIN JIOCTUTHET CBOETO aIoresi B TBOP-
gectBe yauo n Ynmabys.

TBopuecTBO Menuope HeceT B cebe KUBOIMCHBIE 97IEMEHTHI, B TON U/TU HOI
CTETIeHM TPUCYIIMeE M MU3aHO-TYKKCKOV Tpamuiun, cpopMIpoBaHHON I7IaB-
HBIM 00pa3oM IIOf BU3AHTUICKMM BIVSHMEM, U PIOPEHTUIICKOT, B iyxe Kor-
1o gy MapkoBajib/io, 0COOEHHO B MO3IHMI Nepuof. JoCTaTOYHO AIuTeIbHOE
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BpeM: B MICKYCCTBOBEAUECKOI TUTepaType U B L1eJIOM B MCTOPUY UTA/TbAHCKON
YKUBOIVCY IPUCYTCTBYIOT IIOHATHS O «ITYKKCKOV», «IM3aHCKOI» WM «I1o-
PEHTUIICKO» IIKO/IAX >KVBOINCYU 3TOrO Iepuoja. IBOpYeCcTBO XYHOXKHUKA,
00bEeIVHUBIIETO BOKPYT CBOETO MMEHU CTO/Tb pPas3Hble IO CBOWMM >KMBOIIVC-
HBIM KadecTBaM, CTWIK M S5MOLIMOHA/JIbHBIM BIIEYAT/IEHUAM IIPOU3BENEHMNA,
II03BOJISIET 33JyMaThbCs 00 9TUX YCIOBHBIX TPAHUIAX U MOMBITAThCA MTOHATD,
HACKOJIbKO aBTOHOMHBI OBITM 3TU TepPUTOPMAIbHbBIE pa3fielleHNs] Ha IIKOIbI
Y IPAaBOMEPHO /M B MPUHIINAIIE TOBOPUTH 00 uX 060cobneHHOM popmuposa-
HIY BO BTOpOI nnonoByHe XIII-ro Beka.

C gpyroit ctropoHsl, o6pa3 boromaTtepu, KOTOPBIN ABMIAETCSA, IO CYTHU, KITIO-
4eBbIM, B Hacnenyuy Mennope u OM3KMX K HEMY aBTOPOB, IIpeTepIIeBaeT CY-
IIeCTBEHHEIIINEe I3MEHEHNS B 9TOT IIePIOZ 11 Hanbosree HAI/IAAHO MTO3BOJIACT
IPOCTIEIUTD XapaKTepHbIe 9BOJIOIMOHHBIE TIPOLIECCHI B M300Pa3UTETbHOM JC-
KycctBe Tockannpl XIII B.

Kntouesvie cnosa: Menmope nn SIxomo, I[IpoTopeneccanc, 60ropoguaHble UKO-
nbl XIII Bexa, TockaHcKas >xuBonuch XIII Bexa, UTanbsAHCKME MKOHBI Jy4EHTO,
KVBOIIVCD Jy4eHTO B TockaHe

Irina Pugacheva
Lomonosov Moscow State University, Russian Federation

Meliore di Jacopo. Evolution of the Image of the Mother of God
in Tuscany in the 13" Century on the Example of the Work
of the Master

Meliore di Jacopo (circa 1255-1285) is a florentine painter active in Tuscany in
the second half of the 13" century. Beginning around the 1930s, his authorship
at different times about 15 icons were attributed, each of them containing the
image of Our Lady, including, probably the first in Italy dossale with half-fig-
ured images in the arches — the Savior (in the central part with an elevation),
Mother of God and apostles (John, Peter and Paul).

However, in spite of relatively large heritage we don’t know a lot about this
painter. His name is found in the book with a list of recruits who took part in the
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Battle of Montaperti in 1240. Since only a couple of works retained the signa-
tures, the rest were attributed to him on the basis of various kinds of art studies.
Certainly in some cases their authorship is very controversial, but those icons,
which in different periods were associated with his name, represent a very re-
markable group of monuments of this period. And this group is unique, because
it clearly reflects the features of the development of painting on the boards of
the second half of the 13™ century that are the most characteristic of the entire
Tuscany — from the lapidaries, in the spirit of maestro del Bigallo (Madonna of
Santo Stefano), to more mature works in which clearly felt the approach of the
very style which will reach its apogee in the works of Duccio and Cimabue.

Creative works of Meliore contain pictorial elements, to some extent from Pis-
ano-Luccian tradition formed mainly under Byzantine influence and Florentine
in the spirit of Coppo di Markovaldo especially in the late period. Quite a long
time in art criticism and in history of Italian painting there were concepts about
the different schools in such centers like Pisa, Lucca or Florence of this period.

The group of icons, united by Melior’s name, which is diverse in its artistic
qualities and emotional impressions, allows us to question these conditional
boundaries and try to understand how autonomous these territorial divisions
were and whether it is legitimate to talk about their separate formation in the
second half of the 13" century.

On the other hand, the figure of the Mother of God which is essentially the
central in the icons of Melior and the authors close to him undergoes significant
changes in this period and allows us to trace the characteristic evolutionary pro-
cesses in painting of the Tuscany in the second part of 13" century.

Keywords: Meliore di Jacopo, proto-Renaissance, 13" century Mother of God

icons, Tuscanian painting of the 13" century, Italian duecento icons, duecento
painting in Tuscany
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Tomy6eBa Vipuna

Canxm-Ilemepbypeckuii 20cyoapcmeeHHvLil akademuuecKuti UHCIMUumym
HUBONUCU, CKYNbNMYPbL U apxumexkmypuol umeru V. E. Penuna, Poccuiickas
Dedepayus

Pum i @nopenuua? Ilpo6nempr arpubynun ¢ppeckoBoro nukia
xxutna Cearoro PpaHuycka B BepxHen nepkBu Can-Ppanyecko
B Accusu B uccnemoBanmax XXI Beka

[TepecMoTp ycTOABIIMXCA aTpubynuit ppeckoBoro nukiaa >kutus CBATOTO
®Opannucka BepxHeil nepkBu Can-Opandyecko B Accusy MPOUCXOAUT HA PY-
6exxe XX-XXI BB. 1 cBs3aH ¢ AByMsA dakTopamn. Bo-mepBrIx, ¢ pectaBpamu-
OHHBIMU paboTaMu, KOTOpble ObUIM IPOBENEHbI HEIIOCPENCTBEHHO B ACCK3H,
a TakKe B puMcKuX 1epkBsax Canra Yeunnusa nH Tpacresepe, Can [xopmxo
uH Benabpo n Canrta Mapusa nH Apadeny U MOBIEKIN 32 COO0M HOBYIO apry-
MEHTALVI0 OTHOCUTEIBHO JATUPOBKM OCHOBHBIX MOHYMEHTA/IbHBIX IIPOM3BE-
neHuii mosgHero JlygdeHTo. Bo-BTOpPBIX, C IEPEHOCOM AKLIEHTOB B BOIIPOCAX AB-
TOPCTBA C IEPCOHAINI XYLOXKHVKOB Ha KOJUIEKTMBHOE TBOPYECTBO, YTO A/IO0
BO3MOXHOCTb HAMHOTO LIMPE B3IVIAHYTb Ha MICTOPUIO CO3[IaHMA BaXKHENIIErO
13 GPECKOBBIX IIVIK/IOB OA3UIVIKIN.

DopmupoBaHye HOBBIX UJeVl U IOATBEPIK/ICHIE HOBBIX TEOPUII CTAaHOBATCA
BO3MO>XHBIMU Oarofiapsi IpYMEHEHNI0 COBPEMEHHBIX TeXHUYECKUX CPefCTB.
BosHuKawT nccienoBanys, OCHOBHOM 3a/ja4ell KOTOPbIX CTAHOBUTCS ITOIIBIT-
Ka BOCCO3JIaTh TEXHOIOTMYECKMII TPOIecC PPECKOBBIX pabOT C TOYHOCTHIO
10 KXJIOTO [JHA, IO KOKAOTO KBaJ[paTHOro MeTpa. COBpeMEHHBIM YYEHBIM 3TO
1aJI0 BO3MOXXHOCTD IIOHATDb CAMy CXEMY OPTaHU3aLV/ CTEHHOM POCICH, KO-
TOpas cnoXxunach B CpeJHEBEKOBbE U IIPOAOJLKIIIA CBOE PAa3BUTHE B 310Xy Pe-
HeCCaHca.

B oTHOWIeHUN IepcOHa/NNii HOBble Hay4YHbIe pa3pabOTKU OPUEHTUPOBAHBI
Ha JOKA3aTe/IbCTBO y4acTUA PUMCKUX MAacCTE€pPOB B CO3[JAHUM LMKJIA >KUTKA
Cearoro @pannucka. TeM He MeHee, IPYHUNMIINAIBHO HOBOE Ka4eCTBO XKIUBO-
IVICK, TIOBJIEKIIee 32 CO0O0I CIO>KeHMEe HOBOTO SI3bIKa, OTIMYHOTO OT T'OCIOJ-
CTBYIOLIEN BU3AHTUVICKOV MaHepbl HECKOJIbKUX IPEAIIECTBYIOIINX CTONETNI,
A3bIKa, IIOCPELCTBOM KOTOPOTO XYAOKHMUKY Pellaj pa3iIndHble IITaCTUYeCKIe
VI )KVBOIIVICHBIE 3aJja4l, & TAK>XKe MPENIIPUHYMA/IN IIONBITKY IIePCIEKTUBHOIO
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OCBOEHMA IPOCTPAHCTBA, O-IIPEXXHEMY HEPa3PbIBHO CBA3bIBAETCA C MacTepa-
MU QIIOPEHTUIICKOI IIKOJIBI.

TecHoe B3auMoOpieliCTBIE XYJOXKHIMKOB Ha IIABHOV «CTpouIiomanke» I1po-
TOpEHEeCCAaHCa U B3a/IMOIIPOHMKHOBEHE XaPAKTEPHbIX CTUINCTUYECKUX IJIe-
MEHTOB U3 OFHON paboTBl B [PYIYI0 ABISAETCA 0€3yCTOBHBIM HOBIIECTBOM
II0 OTHOUIEHNIO K IaMATHMKAM MOHYMEHTAJ/IbHOM >XMBOMIMCH IIPOIIOTO.
ITO Ke 0OCTOATENbCTBO ABISAETCS U CEPbe3HOV MPOOIEeMO A MCTOPUKOB
VICKYCCTBA, TaK KakK Jje/laeT HEBO3MO>KHBIM He TOJIbKO YCTaHOBJ/IEH)E aBTOPCTBA
KOHKPETHOT'O MacTepa B TOV WINM MHON TPYyIIIe paboT, HO ¥ YeTKOe pa3rpaHi-
qyeHMe Pppecok 1o mKonaM. TeM He MeHee pasIMIHbIe TUIIOTE3bl, Kacaloluecs
0COOEHHOCTEN TOTO VI MHOTO aBTOPCKOTO «IIOYepKa», a TAKXe IOVCK PUM-
CKUX 1 (PIOPEHTUIICKUX TeHIEHINI B OTJeNIbHBIX pecKax IMKIa IpeCcTaBIa-
IOT JKMBOJ Hay4YHbBIN MHTEPEC.

B nmokmazse paccMaTpuMBAIOTCA aKTyaJbHble TOYKM 3pEHUS OTHOCUTEIbHO
arpubynyu nukia xxutus Cesitoro OpaHIcKa B BepXHeil LepKBY 0asmInKu
Can-®panyecko B Accusy, CylLIECTBYIOLVE B COBPEMEHHOM 3aI1aITHOEBPOIIEN -
CKOM MCKYCCTBO3HAaHUM. AKLIEHTBI C/I€JIaHbl Ha IIOINBITKE ONpENeIeHNA CTU-
MUCTUYECKNX TPAHUI] MEX]y IPONU3BENCHNMAMN PUMCKOI U (PIOpEeHTUIICKOI
IIIKO/I MOHYMEHTA/IbHOM >KUBOINACH.

Kniouesvie cn06a: MOHYMEHTaJbHAasA >KUBOIMCH, WTANIbAHCKOE MCKYCCTBO
XII Beka, Accusu, nuki xuTusa C. @panuncka, uckyccrso IlpoTopeneccanca

Irina Golubeva
Saint Petersburg Academy of Arts, Russian Federation

Rome or Florence? The Attribution Problems of Hagiografic Fresco
Cycle of Saint Francis in Upper Church of San Francesco in Assisi in
studies of 21* Century

The traditional attributions of hagiographic fresco cycle of Saint Francis were
reconsidered between 20™ and 21* centuries and it was connected with two main
factors: first — with recent restoration works in Assisi itself and also in Roman
churches of Santa Cecilia in Trastevere, San Giorgio in Velabro and Santa Ma-
ria in Aracoeli which have given birth to new arguments on dating mail mural
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decorative monuments of late “duecento”. Second, with fresh mind shift leading
the cycle’s authorship problem far away from personalities of artists but consid-
ering this painting more as a result of collective work, and this enables us see the
history of Saint Francis cycle’s creation in a broader perspective.

The formation of new ideas and the proof of new theories became possible due
to the modern technical achievements and were followed by new studies. Such
studies were mainly focused on technological procedure of fresco cycle’s crea-
tion and could show the whole painting sequence day by day, bit by bit. Thanks
to these works modern science came to understanding the mural decorating
process which had been established in medieval period and developed later in
the Renaissance.

Concerning the authorship some new researches are aimed at conforming the
Roman masters involvement in creation of Saint Francis fresco cycle. Never-
theless, the essential innovative art characteristic, entailed by formation of new
artistic language which was distancing from Byzantine manner of previous cen-
turies and by which the artists were solving the plastic, pictorial and space prob-
lems, is still connected with the masters of Florentine school.

Close collaboration of artists on main “construction site” of the Protorenais-
sance and mutual penetration of specific stylistic elements from one work into
another became an absolute innovation as compared with monumental art
works of the past. This fact at the same time became a serious problem for art
historians because of total impossibility to attribute precisely any group of fres-
coes to each school, to say nothing of a single authorship definition. However,
the various hypotheses regarding the main unique features of masters as well as
the presence of Roman and Florentine patterns in separate frescoes are still ac-
tual and quite attractive for scholars.

In this presentation some actual opinions of western art critics and the lat-
est tendencies in the attributive problems of hagiographic fresco cycle of Saint
Francis in the Upper church of San Francesco are considered. The main accent
of the research is made on examination of borders between works of Roman and
Florentine monumental art schools.

Keywords: mural painting, Italian art of 12™ century, Assisi, hagiorgafic fresco
cycle of St. Francis, Protorenassaince art
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[Mumonu SHpUKO
Yuusepcumem «/Ia Canuenya», Pum, Vimanus

ITanepmo B XIV Beke: MeXXAy TaTMHAHAMM U KaTa/IOHI[AMU

CpepgHeBeKOBOe MCKycCTBO CHMIVINKM XapaKTePU3yeTCsl 3HAYUTEIbHBIM
pasHooOpasyeM BIVSHUI U CTUIEN, CBA3AHHBIM C TeorpadmyecKuM MOJIoXKe-
HUEeM OCTpoBa MeXly BocTokom n 3amanoMm, B cpeiu3eMHOMOPCKOM Oacceii-
He, B 30HE B3aMM/[EVICTBYA HECKOIbKUX BAMAKINNX JPYT Ha OPyra KyIbTyp.
B HOpMaHHCKOM KOpOJIEBCTBE CIIOKWICA YHUKA/IbHBIN BapUAHT KY/IbTYPHOIO
CUHKPEeTN3Ma, BKII0YaBIINI HOPMaHHCKYIO APXUTEKTYPY, BUSAHTUICKNUIL BHY-
TPEeHHU JIeKOp 1 apabckue OpHaMeHTaIbHbIe 37IeMEHTBI U COCTaBIISABIINI OT-
JINYUTENIbHYIO YePTY PETMOHA BIVIOTH 10 XV B. ITO cMelIeHe TPASULIUIA CTa-
JI0O BO3MOYKHBIM B IIEPUOJ, KOTTIa Y BJIACTY HAXOAV/IACh HOPMaHHCKASA JUHACTAA
OtBuneti (1071-1198) n Bo BpeMs mpaBieHMs MBaOCKON MMIIEPAaTOPCKO u-
HacTuy (1198-1268). ITocne napenus lorenmraydenoB n CHIMINIICKON Be-
yepHU (1282), Korma HaceneHvie CHIIVIINY BOCCTAJIO TPOTUB AHXYIICKOTO JIoMa,
KopoHa CHUIymiickoro KoposneBcTBa 6puta oTgaHa Ilempo III AparoHckomy
(1273/74-1337). HoBblil KOponb He 06majjan peanbHOI BIACTBIO, M IIpaBIIe-
HYle MECTHBIX 6aPOHOB IOPOJVIIO PA3FOPBI MEXKY TATMHCKOI M KaTaJIOHCKOI
dbpakinsavn. Crroco60oM JeMOHCTPAIUU BJIACTYU CTAJIO JiIsA OAPOHCKUX PONIOB
COOPY>KEeHIE Pe3UIEHLII U BIOXKEHNA B CTPOUTENIBCTBO U YKpallleHVe HOBBI
LIEPKOBHBIX 30aHUI ¥ CEMEVHBIX KaIlel.

B ITanepmo mportmBocTOsHMEe Ppakinii 0COOEHHO omufymaeTcsa Omaromaps
VICIIO/Ib30BAHNIO TEXHVKM MHKPYCTALlMM U3 IJBETHOTO KaMHSA B IEKOP€ 4acT-
HBIX IBOPLIOB (HampuMmep, Bopra KespaMoHTH, TakKe 13BeCTHOTO Kak Crepi,
nocTpoeHHoro mocie 1306 r., u gBopua Ckradbanu, moctpoerHoro B 1330 r.).
TexHMKa MHKpyCTalMM MCIO/Ib30BaTach TAKXKe M B KY/IBTOBBIX ITOCTPOVIKAX,
CBSI3aHHBIX C YaCTHBIM 3aKa3oM. (dacap repkBu Cant Aroctnro Konna XIII B.,
karerta KanpBemmo Havana XIV B. B niepkBu Can-®pandecko). Vicronbp3osa-
HYe 3TOV TEXHVMKMU B 9TOT IEPUOJ ObIIO, BOSMOXKHO, 3HAKOM HMOTUTUYIECKOTO
IIPOTUBOCTOSHMA MECTHDBIX JIATMHCKUX apUCTOKPATUYECKUX CEeMel KaTaJIOH-
CKOJI 3HAaTV, MPUOBIBIIIEN Ha OCTPOB BMECTe C aparOHCKMM KoposneM. TonbKo
BO BTOPOI IIOJIOBMHE B€Ka PACIHPOCTPAHAETCA HOBBIV TUII apXUTEKTYPHOIO
IIEKOpa, TaK, HanpuMep, B 1epkBu CaHT AHTOHNO /10 CTepu, MOCTPOEHHOI
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Mandpengom III KeapamonTtu (ym. 1391), mHKpycTaIMs I{BETHBIM KaMHEM OT-
CYTCTBYeT U IIOSIB/ISIIOTCS HepBIOpHBIe cBOAibI Heda u arcuabl. Emne opye 3akas
cemencrBa Kpsapamontn — nepkoBb Canta Mapusa nn baiima — taxoke orMme-
YeHa KaTa/IOHCKUM FOTUYECKUM JEKOPOM.

B noxmazge OynyT HaMedeHbl KOHKpPETHBIE Iy TV BAVSHNII Pa3IMYHbBIX XY/0-
JK€CTBEHHBIX TPAJVLINIA, PACHIVPAIOIINX CTVU/IEBble TPAHUIIBI B ICKYCCTBE U ap-
xuTexkrype Cunmmmmn.

Knrouesvie cnosa: KaMeHHas MVHKPYCTalVA, KaTaJIOHCKAsA TOTUKA, HOPMAaHHCKOE
Hacnenue, [lanmepmo, Crunmnus

Enrico Pizzoli
Sapienza University of Rome, Italy

Palermo in the 14™ Century: Between Latins and Catalans

Sicily during the middle ages is characterized by a great plurality of influences
and styles due to the position of the island, between the West and the East, in
the Mediterranean basin making it a border land where different cultures lived
together influencing each other. The Norman dominion created a unique kind
of cultural syncretism, made from Norman’s architecture, Byzantine decoration
and Arabic art, which was typical of this region until the 15" century. This uni-
ty was due to the central power of the Hauteville family, in the Norman period
(1071-1198), and the Swabian dominion (1198-1268). After the end of the Swa-
bian dominion and after the Sicilian Vespers (1282), when the island revolted
against the Angevin dominion, the crown of the Sicilian kingdom was offered
to Peter III of Aragon (1273/74-1337). The new king had no real power and
the baronial families ruled the island causing a division from Latins and Cata-
lans fractions. Those families showed their power with the construction of their
residences and financing the realization of new ecclesiastical buildings, family
chapels or their redecoration.

In Palermo this division is visible, thanks to the use of the Arabic lithic inlaid,
or tarsia, in the decoration of private palaces, like the Chiaramonte’s palace, also
known as Steri, built after 1306 and Sclafani’s palace built in 1330. The lithic tar-
sia was also used in the religious buildings, like the facade of the St. Augustine,
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built at the end of 13" century, or the Calvello’s chapel in St. Francis built at the
beginning of the 14" century, both build by private commission. The use of this
kind of decoration in this period was maybe used as a political demonstration
of the Latins families against the Catalans, Iberian families, who arrived in the
island with the Aragon’ king.

Only in the second half of the century a new kind of architectural decoration
found its way in the structures, for example in St. Antonio at Steri built by Man-
fredi III Chiaromonte (11391) where the lithic decoration is abandoned and a
new language is used, like the ribbed vaults and a rib-vaulted apse. Another Chi-
aramonte commission St. Maria in Baida shows the use of the Catalan’s gothic in
the architectural decoration.

The focus of this paper is to underline how the island in its condition of border
land was subjected to the influence of other cultures that expanded its horizons
in the arts and architecture.

Keywords: lithic tarsia, Catalan gothic, Norman heritage, Palermo, Sicily

Ionnuum Hxynusa
Yuusepcumem «/la Canuenya», Pum, imanus

Y npenenos Heanonuranckoro koponesctBa. Kuaspa TapaHnTo
Opcunn genp bansno B Conero

KusxectBo TapaHTo Ha 10r0-BOCTOKe ATIIEHMHCKOTO MOTYOCTPOBA, CO3/IaH-
HOe B IEepUOJ TOCIIOfCTBA HOPMAaHHCKON AMHAcTUMU mocie cMepTu Pobepra
IBuckappa (ym. 1085), mMeeT MHOTOBEKOBYIO ICTOPUIO, CBSI3aHHYIO C JPYTUMU
rocypapctBamu Vramvm. Ipannns! u momags KHAXKECTBA O cTonuiei B Ta-
PaHTO IOCTOSHHO MEHS/INCh,  CAMO OHO CTAaHOBMJIOCH 30HOJ BIMAHUA pAfa
I0KHBIX KOpO/IeBCTB. [lepexonsa oT HOpMaHHOB K IIBabaM ¥, HAKOHell, K aH-
KYIIIaM, KHAXKeCTBO HaXOAVIIOCHh B 3aBYICMMOCTY OT BIACTH IIEHTPA, U KHA3DA
M36VpayCh 13 YIEHOB MpaBAMNX paMIInil. B TeueHre HeCKOMbKIX CTOIeTUN
KHSDKeCTBO BBIPA0OTA/I0 €CTeCTBEHHYIO reorpadiecKyio CTpaTerio, KOHTPO-
NMPYA NyTH, CBSI3aHHBIE C AIPUATHKOI ¥ BOCTOYHBIMY HampasneHusamu. Ox-
HAKO /I aHXKYIICKOI JUHACTUY TePPUTOPUs KHSKECTBA CTasla JUIIb MCTOY-
HUKOM TIONUTUYECKUX, VMHCTUTYIMOHAIBHBIX ¥ (MHAHCOBBIX CPEACTB A
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pacumpeHus COOCTBEHHBIX IPaHNI]. DTO ITOATBEPXKAAETCSA TEM, UYTO HEKOTOPbIe
KHA3bsI-(QpaHIy3bl XXMM HEe B caMOM TapaHTo, a B Tak Ha3biBaeMoM «OcnuTo
TapaHTUHO» B Heamnore, Bmanu ot co6ctBernHoro dbeda.

VckmodyeHneM 13 JUIMHHOTO CIICKA MTOJOOHBIX TIPaBUTENell CTalN TBOE IIpef-
crasutesneil poga Opcunn genb banbiio — Paitmonpgenno (ym. 1406) u ero colH
I>xoBanHM AHTOHMO (YM. 1463). VIx mpaBnenue, mpepoiBasieecs ¢ 1406 mo 1420 .,
KOT7Ia KHsDKECTBO MEPeXOIVIo B PYKM HeamoNMMTaHCKoro AoMa Jlypariio, 66110
TIOJTHOCTBI0 COCPEIOTOYEHO Ha CO3TaHMM COOCTBEHHOTO >KECTKOTO ¥ TOCTOSIH-
HO PaCIIMPSIOIET0Cs aMUHUCTPATUBHOTO, CyIeOHOrO 1 HA/JIOTOBOTO aIlapa-
Ta. VIMen MecTo psAf KOHPIUKTOB MeXAY deomanbHON U KOPOTEBCKO BIACTHIO
U SIBHO CEINAPATUCTKNE TEHAECHLIMM B KHKECTBe. B 3TOT mepuop, HavyaBIIMIICS
B 1399 r. Beibopamu Paiimonpenno Opcunn fenb banbiio kuasem TapaHTo, He-
OorbIiye ropoyia KHXKeCTBA CTAHOBYIINCH IIPOITBETAIOIIVIMIL XY/[0’KeCTBEHHBIMI
neHTpamu. Cpeny HMX MOXXHO BBIJIETIUTD IIpeKpacHyto 6asnmuky Canta Karepu-
Ha B [anmarune 6mm3 Jleuye, ocHOBaHHYIO0 PaiiMOH/Ie/I0, C CEMEITHBIM HEKPOIIO/IeM
¥ IIVPOKO M3BeCTHbIMM (ppeckamm Havana XV B. Pacrionoxennsiit BOmu3n [aa-
TVMHBI MaJIEHbKUI TPEKOSA3bIYHBIN Toponok CoseTo momyuni 6marogaps poxry Op-
CVHM Jienb basbIio HOBBIN CTATYC, PaKTUYeCK! CTaB CepALeBMHON rpadcTBa, 3a-
POAMBIIETOCA IIPY HOPMAaHHAX U JOCTUTLIETO MAKCUMAJIbHBIX pa3MepoB B XV B.
3[1eCb COXPaHWUICA PpAJ, MaMATHNUKOB, IIPOCIABIAIOMMX ceMeiicTBO OpCuHNA [ieNb
banbiio, — ot dpecok Hebonboit nepksu Canto Credano no repku CaHra
JIrouns, NOTHOCTBIO Pa3pyLIEHHOM M M3BECTHOV JMUIIb 110 ONMCAHMAM KOHIJA
XIX B. Hamnbonee nokasarenbHbIM MPON3BENEHIEM, OTPXKAIOIINM UIEI0 BIACTH
Panimonpento u [I)xoBanHuM AHTOHMO, HECOMHEHHO, C/IeAyeT Ha3BaTh «[yibio»,
KBaJpaTHYIO 45-MeTPOBYIO OaIHIO, YKpaIIeHHYIO CKYIbIITYPOIT 1 TepbamMu, HbIHe
npuMbIKaouyio K ¢acany nepksu Cantuccuma Accynra. B goxmaze 6yzmer npoa-
Ha/IM3MPOBaH JaHHbIN NAMATHUK, JATMPOBKU KOTOPOrO BapbUPYIOTCA OT KOHIIA
XIV po nepsoit nonoBuHbI XV B. MblI IIONIBITaEMCA IIPOCIEAUTD ITAIIBI COOPYKeE-
HVS1 OAIlIHY, IPUBJIEKas J/IsI 3TOTO apXVMBHbIE JOKYMEHTBI, COBPEMEHHbIE PUCYH-
KI Y peCTaBpalliOHHblEe MaTepyaJibl, a TAKXKEe CPABHUM IIOCTPOVIKY C aHa/IOTaMMU
B IPAHUIIAX KOPOJIEBCTBA U 32 €r0 IIpefie/laMi, YTO ITI03BOIUT HaM CYLUTb O PO/IN
KHsDKecTBa TapaHTo B AfjpraTideckoM bacceline.

BosBezieH1e CTONb 3HAYNTENIBHOM ¥ 3aMETHON ITOCTPOVIKM B HEOOJIBIIOM TO-
pone y mpefenos BAMAHN HeanonmMTaHCcKoro KOponeBcTBa CTAHOBUTCA BaK-
HBIM CBUJETEIbCTBOM 3HAY€HMA JAHHOTO LIEHTPa U KYJIbTYPHOV aKTUBHOCTHU
3IOXM.
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Knwouesvie cnosa: Anynus, kasoxkectso Tapanrto, Opcunn genb banbio, Cone-
TO, ['y/Ibs1, TOTMYECKAA CKYIBITYPA

Giulia Pollini
Sapienza University of Rome, Italy

At the Borders of the “Regnum” of Naples. The Princes of Taranto
Orsini del Balzo in Soleto

Founded already during the Norman domination, after the death of Robert
Guiscard (11085), the Principality of Taranto had a centuries-old history as
a state in the South-East of “Italian” peninsula. In fact, the Principality, with
Taranto as capital and with a variable territorial extension, was a satellite area of
the various kingdoms of the South. Passing to the Normans, Swabians and then
to the Angevins, the Principality was bound to the central power and its Princ-
es were chosen among the ruling families. The Principality had for centuries
a natural geographical strategy, especially for trades with the Adriatic Sea and
the East. However, especially for the Angevins, the territory was just a political,
institutional and financial vehicle to pursue broader intents. Symptom of this is
the fact that the same French Princes did not live in the city of Taranto, but in
the so-called “Ospitio tarantino” in Naples, far from their fief.

Exception to this long series of rulers was the Orsini del Balzo family, with its
two representatives Raimondello (+1406) and his son Giovanni Antonio (11463).
Their government, interrupted between 1406 and 1420 when Principality came
back to the hands of Durazzo house in Naples, was totally focused on making
the fief firmer with an extensive administrative, judicial and tax organization.
There were several conflicts between the feudal power and the Crown and there
were many separatist tendencies of the Principality. During this time, since 1399
after the election of Raimondello Orsini del Balzo as Prince of Taranto, many
artistic centres flourished in small towns. Famous is the magnificent basilica
of S. Caterina in Galatina (near Lecce) founded by Raimondello, which houses
Princes’ tombs and well known frescoes of the beginning of the 15" century.

A few kilometres away from Galatina, Soleto, a small centre of Greek language,
was invested with new importance thanks to the Orsini del Balzo. In fact, the city
was the core of the County born in Norman times and it reached its maximum
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territorial expansion in the 15™ century. Here there are several sites celebrating
the glories of the Orsini del Balzo family, from the small church of Santo Stefano
with its frescoes to the Church of Santa Lucia, today destroyed and chronicled
only by descriptions and drawings of the end of the 19" century. However, the
piece of art that mainly shows the power of Raimondello and Giovanni Antonio
is certainly the so-called “Guglia”, a square tower, approximately 45 m tall, dec-
orated with sculptures and coats of arms, today leant against the facade of the
Church of Maria Santissima Assunta. The speech will be focused on the analysis
of this monument, variously dated between the end of the 14" century and the
first half of the next one. We will attempt to understand its realization through
archival documents, modern drawings and restorations. Then we will compare
it with similar pieces of art in and outside the Kingdom, considering the role
played by the Principality in trades with the Adriatic Sea.

A monument so important and so visible as this tower in such a small down-
town, at the boundaries of the Kingdom of Naples reveals the importance of this
place and the cultural liveliness of that century.

Keywords: Apulia, Principality of Taranto, Orsini del Balzo, Soleto, Guglia, Goth-
ic sculpture

IloxxnpaeBa AnHa BnagumupoBHa
Hauuonanvhoiii uccnedosamenvckuti yHusepcumem «Bvicuas wixona
sxoHomuxu», Poccuiickas Qedepavus

Ot Nonmyeckoro mops 1o Maaca: rpaHuIbl pacIpOCTPaHEHU A
Tpagunuu leHesnca nopga KorroHa B 3amajHOEeBpONEICKOM
ukoHorpaguu Corsopennsa mupa B VIII-XII Bekax

[pymnma maMATHMKOB, MKOHOTpadmuecku cBszaHHasA ¢ lenesmcom Jloppa
Korrona (London, Br.M., MS Cotton Otho B.VI), rpaauiisr KoTopoit BriepBbie
ouyepuennl K. Barimmannom n X. Keccnepom, B mociemgHme Togpl 060raTniach
HOBBIM I OY€Hb 3HAYNMTETbHBIM MaMATHUKOM — (pecKkaMy TaK Ha3bIBaeMON
«Kpumntsl [pexonagenns» 6nm3 Marepst (760-770-¢), cTaBIINM HOBBIM CBSI3Y-
IOLIVIM 3BEHOM MEX[y PaHHEXPUCTUAHCKUM MPOTOrpadoM M MepBBIM CBI/e-
TEJIbCTBOM €T0 BIVSHMII — TPYIIION TypcKux Oubmmit cepenuunl [X B. AHa-
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mm3npysa n3obpaxkeHns nepconndnkanmit CBera n ToMbl B ppeckax Matepsl,
MBI MOYKEM CJie/IaTh BBIBOJ] O TeHETIYECKOI CBSA3M X MKOHOTpadm Kak ¢ 130-
opaxennsamu Tsopna u TBopenus B KOTTOHOBCKOM reHesuce, Tak 1 o psijie He-
3aBUCHUMBIX BIIMSAHUI MHBIX PaHHEXPUCTUAHCKUX IPOTOrpacdoB, B TOM UYKCIIe
IIVIKJIOB YyJieC B PAaHHEXPUCTMAHCKIX aBOPVSX I paHHEPUMCKON NKOHOTrpadum
ComrecTBMsA BO af]. ITOT PaKT YaCTMYHBIX, PparMeHTAPHBIX 3aIMCTBOBAHMI
Y13 PAHHEXPUCTUAHCKON CXeMbI, CTaBIINI JOKa3yeMbIM Jid naMATHKKaA VIII B.
(o aToro peys 11a 0 MOJO0OHOM (PparMeHTAPHOM LMTHPOBAHUM JINIIb C Cepe-
nuHBI [X B.) IeHeH TakXe U TeM, YTO JJaeT BO3MOXKHOCTb TOBOPUTb O paHHEM
U 3HaunTenbHOM BiussHUM leHesnca Jlopma KorToHa Ha manro6apackyo xymo-
JKECTBEHHYIO TPagULIIO, PACIIPOCTPAHAIOIIYIOCA BIUIOTh O MOHNYECKOTIO I10-
OepeXXbs ANIEHNHCKOTO MTOTyOCTPOBA.

[IpOTMBOIIONIOXKHYIO, CEBEPHYIO TPAHNUITY BAVSAHUI 9TOM NKOHOTPapIIecKon
TPaJULMI MBI MO>KeM 0003HAUNTh, BBIAB/IAA PaKT TaKMX XKe PparMeHTapHBIX
3a/IMCTBOBaHMI1 B 3aanbnmiickoit EBpome py6exxa XI-XII BB. Ha 6a3e ananusa
IIBYX MMaMATHUKOB — MHUIMana TBoperusa JIo66ckoit 6mbmvm (1084 r., Typ-
H9, 6ubnmmoreka cemmHapuy, Ms 1, f. 6r) ¥ KOHLIEHTPUYECKOV KOMITO3UIIVIN,
nocssamenHoit CoTBopernio mupa B Bepaernckom rommmmapun (Bepren, To-
ponckas 6ubmmoTeka, Msl, f. Jr, 1110-1114). B xommo3uiumu Tumm4yHble i
MIHMATIOPBI 3PETIOT0 POMAHCKOTO Iepuoza (CIOXKHBIN MHULIVAI U3 7 Meanbo-
HOB ¥ KOHIIEHTpUYecKasi cxeMa), «<KOTTOHOBCKMe» TUITBI n300pakeHns TBopia
1 TBOpeHMs BXOJAT HAPSAAY ¢ M300paKeHUSAMIU MHOI IPUPOABI, B TOM YKCIIe
MUGOTOTMYECKOTO ¥ KaJIeH[JAPHOTO MPONUCXOKAeHNA. CBA3YIOIUM 3BEHOM
3[1€Cb, Ha HAIl B3IJIA]], MOIJIA ABUTbHCS IaMATHUKI KHVDKHOM MUHMATIOPHI «Ka-
POJIMHICKOT'O BO3POXAEHUA».

Knroueswvie cnosa: paHHEXPpUCTUAHCKAA KHVDOKHAA MUHMATIOPA, XPpUCTNAHCKAA

UKOHOTpadus, UCKYCCTBO PaHHETO CPEIHEBEKOBBS, pOMaHCKas KHIDKHAS MU-
HaTIOpa
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Anna Pozhidaeva
The National Research University “Higher School of Economics”,
Russian Federation

From the Ionian Sea to Meuse: Limits of Extension of the Cotton
Genesis Tradition Influence in West-European Iconography of the
Creation of the World in 8*"-12% Centuries

A group of items, iconographically connected with the Cotton Genesis (Lon-
don, Br.M., MS Cotton Otho B.VI), whose borders were defined by K. Weizmann
and H. Kessler, in recent years was enriched by a new significant item — mural
paintings of so-called “Crypt of the Original Sin” (760-770s). These frescoes,
located near Matera, became a new link, connecting the Early Christian proto-
graph and the first proof of its influence — the middle-9* century Tours group
of Bible manuscripts. Iconographic investigation of personifications of Light and
Darkness in Matera frescoes has led us to conclusion about genetic connection
of their iconography both with the pictures of Creator and Creation in Cotton
Genesis and with a number of independent influences of other Early Christian
protographs including miracle cycles in Early Christian ivories and Early Ro-
man iconography of Harrowing of Hell. Also, the fact of fractional, fragmentary
citations from Early Christian scheme that has been proved for the 8" century
item (previously, such fragmentary citations were spoken of only according to
period after mid-9™ century) is valuable because it allows us to speak about ear-
ly and significant influence of Cotton Genesis on Longobard art tradition, that
spread up to Ionian coast of Italian Peninsula.

Northern border of influence of this iconographic tradition can be marked by
revealing the fact of similar fractional citations in Transalpine Europe in the late
11" — early 12" century based on the analysis of two items — the initial letter of
Creation of Lobbs Bible (1084, Tournai, Seminary library, Ms 1, {. 6r) and con-
centric composition of the Creation of the World in Verdun homiliarium (Ver-
dun, Town library, Ms1, f. Jr, 1110-1114). These compositions, which are typical
for the mature Roman period miniature (complicated initial letter, formed of
7 medallions and concentric scheme), include both “Cotton” types of Creator
and Creation pictures and the pictures of different nature, including those of
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mythological and calendar origin. In our opinion, manuscript illumination of
Carolingian Renaissance could be the next link here.

Keywords: Paleochristian book illumination, Christian iconography, Early Me-
dieval art, Romanesque book illumination

Puxkora Exarepuna BragummuposHa
Mockoscxuii zocyoapcmeernoiii yHusepcumem umeru M. B. Jlomonocosa,
Poccutickas @edepayus

BapuatuBHOCTD MHTEpIIpETALVI IIPOrPAMMbI JKUBONMCHOTO LIVIK/Ia
Kpunrhl nepksu cB. Hukonasa B TaBane

MonyMenTanbHasA >xuBonuch cepenyubl XII B. kpunhl nepksu cB. Hukomnas
B TaBaHe OTHOCUTCS K MaMATHMKAM CPeIHEBEKOBOTO MCKYCCTBa ¢ OeCKOHeU-
HBIM TOPM30OHTOM BO3MOXKHBIX MHTEPIIPETALU. ITa MHOKECTBEHHOCTb MO-
KeT OBITD BBISIBIEHA [IsI NKOHOTPapUYeCKOro MPOYTEHNS KaK OT/e/IbHBIX CIO-
’KETOB, TaK U IIOHVMMaHVA IIPOTPAMMBI B 1€/IOM.

Kpnnra uepksu cB. Hukonas B TaBane npepcraBisieT co60ii MpOCTPaHCTBO
3a/IbHOTO TUIIA, TPAAULIMOHHOE 11 KOHI[a XI — nHavana XII B., mepekppiToe
COMKHYTBIMM CBOZAaMM Ha BOCBMIU IVUIMHJPUYECKUX CTONOAaX M BOCBMH IIO-
JIYKOJIOHHAX, YTOIUIEHHBIX B CcTeHy. Ellle OffHa IMOTyKOJIOHHA pasfensaeT u3ruo
aricuppl. [IpenMyIiecTBEHHO MO OCHU ILIEeHTPATbHOTO Heda Y OCHOBAHMA CBO-
IIOB PacCIIONIOXKEHDbI ABAMLATD CEMb JKMBOIVCHBIX KOMIIO3ULIVIV PAa3HOM CTelle-
HJ 3aKOHYEHHOCTY U COXPAHHOCTM, KOTOPbIE€ TEMATUYECKN MOXKHO Pasfe/InTh
Ha TPU YC/IOBHbIE IPYIIIIbL: BETXO3aBETHYIO, EBAHT€/IbCKYIO U a/I/IETOPUYECKYIO.
OHM 3aHMMAIOT IOBEPXHOCTH CBOZIOB C YeThIPEX CTOPOH, 00pas3ys Mmaphl, eCu
IIBUTATbCS 110 OCY 3aIaJi-BOCTOK, VIV OJIOKV M3 YeThIpeX KOMITO3ULINIA, €C/IN
paccMarpuBaTh X 10 TpaBeAM. OTCYyTCTBME NMPUHUMIIA CUMMETPUM COXpPa-
HUBIINXCS GPAarMEeHTOB aHCAMOJIA He MO3BOJIAET MOAXOANUTH K YKMBOIVICHON
IEeKOpal Y, VICIIONb3ysA OfNVH BapMaHT pacCMOTPEHUS WM OfHY TOYKY 3pe-
HuA. KpuBonmHeitHOe OBVDKEHNE MEXY LIEHTPAJIbHBIMU OIIOPAaMI 33 BHOBD
Y1 BHOBD YCKOJIB3IOIIVIM CMBIC/IOM VTN, HA0OOPOT, 32 HOBBIMY COITOCTABJICHII -
MM 3aCTaBJIAET KPY>KUTh MEX/Y KOJTOHHAMM, IIOTEPAB OCHOBHOE HAaIIpABJIEHNE.
CIIOXXHOCTD ¥ MHOTOIUIAHOBOCTb 3TOrO JKMBOIIMCHOIO IIMK/IA OTKPBIBAETCA
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IIOCTEIIEHHO, BBOAA 3pUTE/ B HEKUI XOPOBOJ, IIOCTOSIHHO U3MEHAIOLNI CBOE
HampasiieHue. VI, TeM He MeHee, HECMOTPs Ha pparMeHTapHYI0 COXPAaHHOCTb
U He BCerjia SICHOe pa3MeleHne KOMIO3UINI, MKOHOTpadrieckas mporpamma
Ka>keTCs CBSA3HOIL.

B moksaze 6ypeT npencraBieHa peKOHCTPYKIMS aPXUTEKTYPHOTO IPOCTPaH-
CTBA KPUIITHI C HAHECEHHBIMM HAa CBOJbBI MAKETaMM >KVMBOIJCHBIX KOMIIO3M-
LI1JA, KOTOpas IIO3BOJINAT JIaTh IIOTHOE IIPELCTaB/IEHNE O PACIIOIOKEHUN CIOXKe-
TOB U UX B3auMogencTeunu. HecMOTps Ha TO, YTO KMBOIUCH KPUIITHI LIEPKBU
cB. Hukomnas B TaBaHe n3BecTHa Hay4HOI 001[eCTBEHHOCTH ¢ 1862 I, 1O HACTO-
AIETO BpeMeH! NKoHoTpadus 6omee TpeTu GUTyp 0CTaeTCs He OIpe/ie/IeHHOA.
B moxnaze mMbl mpuBeneM nctopuorpadudecknit 0630p Bcex BapMaHTOB IIPO-
YTEHMA OTHE/IbHBIX CIIOPHBIX CIOXKETOB ¥ BO3MOXXHBIX BAPMAHTOB IIOHVMaHUA
IporpaMmsbl B 1iesoM. [Ipocnenym pa3BuTue pasHbIX Ufei aTpuOyTUPOBaHMA
ajteropmdeckux Gpuryp u nepcoHndmKanyii, NpuBefIINX Kak K prKcrpoBaH-
HBIM Vi €I HCTBEHHO BO3MO)XHBIM OIIPeeIeHMsIM 00pa3oB, TaK U K KyPbe3HbIM
Y OITMOOYHBIM TPAKTOBKAM.

B moxmane 6ygyT IoCTaB/IeHBI C/IeyIolye aKTyaabHbIe JIsI COBPEMEHHOTO
VICKYCCTBO3HAHIA BOIIPOCHI: CYILIECTBYIOT /I TPAaHMLIbI I pAMKU /11 BO3MOX-
HOCTU MHTeprpeTanun ciokera? CKOMTbKO BapMAaHTOB MOXXET OBITb BbISIBIIE-
HO I y3HaBaHMA OJHOrO croxera?! Ecim 3Ty mMHTEpnperanuy IUIaBarollue,
TO MOXXET /I CYLeCTBOBATh TO/IBKO OffHA OCHOBHAsA JIMHYA IIOHMMAHNA BCEN
MKOHOTPa(UIeCcKoil IPOTrpaMMBbI, IV B 3aBUCUMOCTHU OT BapUAHTa TPOYTEHNS
CIIOPHBIX CHOXKETOB ITOAB/IAETCA HOBBIVI TOPU3OHT /I TPAKTOBKU BCeil IIPO-
rpaMMbI¢ Peub oiizieT 0 MHOYKECTBEHHOCTY CMBIC/IOB B paMKaX OJHOTO o0pa-
3a, KOTOPBII, He SAB/AACH 3apUKCUPOBAHHBIM, OYIydM eOVHOXK/bl Y3HAHHBIM,
MOYKeT IIPeAIIonaratb cBOOOY MHTEPIpeTalMyt ¥ MHOXXECTBEHHOCTb He VIC-
KJTIOYAIOLIVX JIPYT IpyTa aTpuoOyImii.

Kntouesvie cnosa: poMaHCKOe MICKYCCTBO, MOHYMEHTaJIbHas >KMBOIINCH, (pe-
CKU, MKOHOTpadms, 1iepKoBb cBAToro Hukonas B TaBane, TaBan
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Exarepuna Rikota
Lomonosov Moscow State University, Russian Federation

Cycle of Wall Paintings in the Crypt of the St. Nicolas Church in
Tavant: Variations of Interpretations

The wall paintings of the crypt in St. Nicolas in Tavant (mid. 12" century) are
among the examples of the medieval art that allow endless possible interpreta-
tions. Both separate scenes and the programme as a whole offer a possibility for
multiple iconographic interpretations.

The crypt in St. Nicolas in Tavant is a hall church traditional for the late 11" —
early 12" century covered with a type of groin vaults on eight cylindrical col-
umns and eight engaged columns. Another engaged column divides the curve
of the apse. Mainly along the axis of the central aisle by the bases of the vaults
there are twenty-seven compositions, completed and preserved to a various ex-
tent. Thematically these scenes can be divided into three groups: the Old Testa-
ment, the New Testament and allegories. Covering the surfaces of the vaults on
four sides they make pairs if one moves along the west-east axis or fours if one
considers them in bays. The remaining fragments do not follow any principle of
symmetry. Therefore, there is no single point of view from which the ensemble
should be considered. Moving nonlinearly among the central shafts, following
the ever evasive meanings or indeed searching for some new correlations one is
forced to wander among the columns without any given direction. The complex-
ity of this multifaceted ensemble unfolds gradually, inviting the viewer to join a
circle dance which is constantly changing its direction. However, even though
only fragments remain and the placement of some scenes is not always clear, the
iconographic programme seems to be coherent.

This paper offers an architectural reconstruction of the crypt with the outlines
of the scenes depicted on the vaults. It will allow providing a more comprehen-
sive idea of the layout of the scenes and their interconnections. Although the
frescoes of the crypt in St. Nicolas in Tavant are known to art historians since
1862, the iconography of about a third of the scenes still remains unclear. In this
paper we are going to give a historiographical review of various interpretations
of a number of controversial scenes and the ways in which the programme was
understood as a whole. We will show how the ideas concerning the identification
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of the allegories and personifications developed to become either fixed indisput-
able definitions of the images or curious false interpretations.

The paper raises the following problems of modern art history: are there any
limits to the interpretation of an image? How many versions can be discerned
to recognize a certain scene? If the interpretation is inconclusive, are we to take
only one standpoint in understanding the iconographic programme or does a
new horizon for the interpretation appear, depending on the version we choose
to read any controversial scene? In this paper we are going to talk about the va-
riety of meanings within one image, which, being not fixed and being once rec-
ognised allows freedom of interpretation and a variety of identifications which
are not necessarily mutually exclusive.

Keywords: Romanesque art, wall paintings, frescoes, mural paintings, iconogra-
phy, St. Nicolas in Tavant, Saint-Nicolas de Tavant, Tavant

IlospuaxkoBa Mapuna liropesHa
Mockosckuii zocyoapcmeernoiii yHusepcumem umeru M. B. Jlomonocosa,
Poccuiickas @edepayus

OcHOBHbBIE I3MEHEHN A OPEPHOI CUCTEMBI B IIO3JHETOTNYECKMIA
IePUOJ: IPUYNHBI U IOCTIEACTBUA

[lepuon 1mo3aHeV TOTUKY SBNISETCS HE TONBKO 3aBEPINAION[VM 3TAIlOM IS
VICTOPUY TOTUYECKOIT apXUTEKTYPbI, HO U BpeMeHeM ee uaMeHeHuit. Ho yacro
OKa3bIBaeTCs, YTO 3TO He Mopudukanuu, a pasBUTHE TEHMEHIUIl, KOTOpPbIe
ObUIM 3aI0)KeHBI B IpeflIecTBYyoOIIVEe epuoapl. Haie mucciegoBaHme mocBs-
I[EHO M3MEHEHUSM OPJEPHOI CUCTEMBI B Mepuo mo3aHel rotuku. OObrdHO
MBI 3HaeM YTO-TMO0 O K/TAaCCUYECKOI OP/IEPHOI CUCTeMe U Yepe3 ITU 3HAHUS
HOAXOAVM K BonpocaM ¢popmoobpasoBanus. Ml monpobyem czienaTb Ha000-
POT: Yepe3 BOIPOCHI aHa/M3a POPMBI TOTOBOPUM 00 0COOEHHOCTSIX MO3THETO-
TUYECKOI TPAKTOBKM Opfiepa.

Opaep B HOpMaHICKUX MaMATHMKAX MO3JHEN TOTUKM HEBEPOSITHO PasHO-
obpasen. Hampumep, B cobope Hotp-/lam B Kombek-an-Ko (1426-1484 rr.)
OOJBIION Opfiep MpefCTaB/lIeH IVIMHAPUIECKUMI CTONOaMuU apKajsl 6e3 mo-
IIOJTHUTENTBHBIX KOMIOHOK, HEPBIOPBI CBOJA MOJIEP>KMBAET OffHA KOJIOHKA, KO-
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TOpasi He MPOXOAUT B sApyC apkapbl. [Ipu aTom cobmomaeTcss Kmaccudeckoe
TPeXbsAPYCHOE Jie/ileHNe CTeHbl (apkaja, Tpudopuil u Kinepuctopuii). Llepkosb
Cen->Kan B Kane (nocnennsist uetBeptb XV B.) HU4eM He moxoxka Ha Komoek-
an-Ko: 37lecb MOHONTUTHBIE YCTOM TTO/Ie/IEHbI HA MHOXKECTBO KOJIOHOK, KOTOPBIe
OTHOCSTCS K apKaM apKaJibl MM HEPBIOPaM CBoOfA. SIpycoB Tpy, HO He B IIPEX-
HeM cMbIc/ie — BMecTo Tpudopus 6amoctpana. Ycrou cobopa Cen-Kepmen
B Ap>xaHTaHe (1410 — cepenuna XV B.) IpeACcTaBIAIOT cOO0IT KOMIPOMIICC-
HBIf BApMAHT: CaM IVUIMHIPWYECKUI CTOO ¥ KOTIOHK, KOTOPbIE COOTBETCTBY-
10T HepBIopaM cBofia. Ho u sipycHoe feneHe 37ecb KOMIIPOMUCCHO®: HYDKHSAA
9acTh TPUGOPUS HACTOTBKO CAMOCTOSTE/IbHA, YTO CTAHOBUTCS MPAKTUYECKU
elrje OffHOV TOPM3OHTAJIBIO IPYCHOTO Jie/IeHNsI — OamocTpaiol, MO>KHO TOBO-
PUTH 0 4eThIpex sApycax. [lake Takoe Oernmoe paccCMOTpeHNe TpexX TaMATHIKOB
IlaeT BO3MO>KHOCTD IIOHSATD, YTO MHAVBUIYATbHBIX PEIIeHN I MHOTO, & CICTEM-
HOCTY MaJIo.

Ho sty pasnmamsa nuip KaXXyIyecsa ¥ JIETKO CBOAATCA K o0IieMy 3HaMeHa-
Temt0. MBI BCIIOMHMM, KaKasi pOJ/Ib OTBOAVIIACH KXKIOMY OPIEPHOMY 3/IEMEHTY
B IIEpUOJ, JTYYMCTON TOTUKM, ¥ TIOCMOTPUM, OTBEYAET JIN CeIf9ac 3TOT /IeMEHT
cBOeil QYHKIUIL.

Haunnas ¢ CeH-JleHu, mnib 1Mo yCTOIO apKajibl MBI MOXKeM IOHSTH OpTaHu-
3anmio Bcero cobopa. Ho Hy>KHO MOMHUTB, YTO 9TO 0OEpPHYIOCH ITOTEpe Ie-
noctHOCTU cTonba. B Cen-Jlenu camoro ctonba apKajpl Mbl He BUIUM — JIXIIb
KOJIOHKU, KOTOPbIE MOAEP>KUBAIOT apKU apKafbl MM HepBIOphI cBoga. CraB
MeCTOM IIPOSIBJIEHNSI CMBICTIOB KOHCTPYKI[UM, YCTOV IIPY 9TOM IIepecTal 3asB-
JISITH O TOM, UL 9€TO OH CYI[eCTBYeT TeKTOHMYeCcKn. Tak, mo60ii yCTO B Iepu-
Off TTI03[JHEeYl TOTUKM — 9TO TOIBITKY IPOJIeMOHCTPUPOBATh pabOTy KOHCTPYK-
IV, HO TIPU 9TOM 3asBUTH O Hecymen ¢pyHknuy ycros. OTciofa 1 mpocCThble
numHapudeckue ctonbdbl Kombek-an-Ko, oTciofia 1 orpoMHble MOHOTTUTHBIE
yctou Cen-JKaH.

B Cen-JleHu KO/lOHKa HaKOHEI-TO MOJHUMAeTCs OT II0JIa [0 CBOfIa U CO-
OupaeT BCIO CTEHY — HO TeIlepb KOJIOHKY TaK MCTOHYAIOTCS, YTO OHY He CO-
OTBETCTBYIOT CBOUM (PYHKUVAM — ¥ I71a3 3pUTEN He BEPUT, YTO OHU MOTYT
HOJIePXKMBATh CBOJBI U CBHITPATh KaKyI0-TO POJIb B KM3HM CTeHbI. C KaKoii
TOTOBHOCTBIO OHUM PACXOAATCS MHOXXECTBOM HEPBIOP U CBOPAYMBAIOTCS
B €VIHYIO BEPTUKaJb, I C KAKON MITKOTEIOCTHIO OHU JIal0OT IepPeKPhIBATh
ce0s1 TOPM3OHTAJISAM SIPYCOB.
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[Tosromy B Kane mnm B Ap)kaHTaHe He sIPYChl BBOZISIT IOTIOTHUTE/IbHbIE TO-
PU3OHTaMN, YTOOBI CBEPCTATh CTEHY. VI MO9TOMY TaK MHOTO HepacUIeHEHHBIX
IIOBEPXHOCTEI CTeH B HAIIMX COOOPaX — €C/IM YCTOM Y KOIOHKY TEPSIOT CBOIO
yOemnTenbHOCTD, TO CTeHe (KOTOPYIo TOTMKA TaK He TI00uIa) IPUXOOUTCS 3a-
ABIIATH O cebe CaMOCTOATE/NbHO.

JIMEeHHO 3TMM BOIIpOCaM M3MEHEHMs Opfepa, HUKOIJa He OCBEIIaBIINMCS
B JINTEPATYPe, HO BaXKHBIM [I/Is1 BCEVl TOTUKY, MBI IJTAHUPYEM MTOCBSTUTD CBOIA
TTOKJTa],

Kniouesvie cnosa: mo3mHsis rotuka, opaep, Cen-Jlenn, Kogbek-an-Ko, rornye-
CKas apXUTeKTypa

Marina Pozdnyakova
Lomonosov Moscow State University, Russian Federation

The Main Changes of the Order System in Late Gothic: Reasons and
Consequences

Late Gothic is not only the final period for Gothic architecture, but also the
time of its changes. But it often turned out that it is not kind of modifications,
but the development of trends, which were laid down in previous periods and
define themselves with full clarity now. Our research is about the changes of
the order system in Late Gothic. Usually we know the basic principles of the
order and with this knowledge we clear up the problems of form development.
We will try to apply a different approach: with formal analysis we clear up the
principles of the order.

Norman churches show the diversity of the order solutions of the Late Goth-
ic. For example Notre-Dame at Caudebec-en-Caux (1426-1484) has the classi-
cal three-story elevation (main arcade, triforium, and clerestory windows). The
support of the arcade is a round pier without shafts, the plain ribs of vaults are
supported by the single shaft, and it does not descend into the arcade. The order
of choir of Saint-Jean at Caen (last quarter of the 15" century) is different: the
short monolithic pier is divided into a set of shafts, which support the arches of
the main arcade and the ribs of vaults. But in elevation triforium is replaced by
the balustrade. The support of the nave of Saint-Germain at Argentan (1410s

210



— ca. 1450s) is a compromise: round pier and shafts. The elevation is also a
compromise: the lower part of triforium is so independent, that we can speak
about four-story elevation. It may seem that there are a lot of individual deci-
sions without systemacity.

But these differences have the same origin. It is necessary to think what part
was played by each order element in the Rayonnant Gothic System and to com-
pare what changed.

In Saint-Denis we can understand the organization of the cathedral from the
cross section of support. But we must remember that it is possible because of
loss of the idea of a pier. In Saint-Denis we cannot see the pier itself, only shafts
carried the arches of the main arcade and the ribs of vaults. The support became
a place for manifestation of meanings of the construction (E. Panofsky, “Gothic
Architecture and Scholasticisme”), but the pier does not declare the function of
support any more. As a result in Late Gothic any pier is an attempt to show the
organization of church and announce the function of support at the same time.
It explains the appearance of the round piers of Caudebec-en-Caux or the huge
monolithic pier in Caen.

In Saint-Denis the shafts which supported the ribs rise from the floor to a
vault through all stories without interruption and organize the wall. But in Late
Gothic shafts are very thin and it is impossible to believe that they carry the
ribs of vaults and play the leading role on the wall. Now they are dispersed on
countless number of ribs and are turned in a single vertical. Moreover, shafts are
interrupted by horizontal elements of a triforium and clerestory.

For this reason in Caen and in Argentan a balustrade appears: the additional
horizontal is necessary to organize a wall. Supports and shafts lose their evi-
dence and wall surfaces appear therefore to declare themselves.

The paper examines these changes of the order system in Late Gothic. The Late
Gothic is a final stage of Gothic and these features of the order are very impor-
tant for the development of Gothic architecture.

Keywords: Late Gothic, order, Saint-Denis, Caudebec-en-Caux, Gothic architec-
ture
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Eroposa Anacracusa CepreeBHa
Mockoscxuii zocyoapcmeernoiii yHusepcumem umeru M. B. Jlomonocosa,
Poccutickas @edepayus

Komnosunusa «CeMnyacTHOE KOIECO» U €€ CBA3b CO CPENHEBEKOBOI
IIPOIIOBEJbIO

Komnexkuus mamoctpaunii-guarpamMm «3epuano teonorun» (Speculum the-
ologiae) — yHUKa/NbHBIN BMJ, KHVDKHOV MMHMATIOPBI MaTMHCKOro CpenHe-
BEKOBbs, KOTOPBIIl MpeNCTaBaseT COOOM MpelebHO KOHIIEHTPUPOBAHHOE
BJI3ya/IbHOE BOIUIOLeHNE KaTtonmdecKo aupakTuky XIII — XV BB. ITta nso-
OpasuTenbHas TUIIONOTHS TPENCTaBIsIeT OO0V MUTIOCTPATUBHYIO TaOMMILy,
B KOTOPYIO BIIMCaHBI M300pakeHNs U TeKCTHI. [losABeHne 3eprana Teomornn
B niepBoit momoBrHe XIII B. coBmano ¢ ocHoBanueM GpaHIMCKaHCKOTO Op/ieHa
U C HeOBIBA/IBIM MTOTBEMOM TTPOTIOBETHINYECKOI I MUCCUOHEPCKOIT eI TeTbHO-
CTU, BBI3BAaHHBIM PacIpOCTPaHEHMEM epecell Ha Tepputopun 3anagHoit EBpo-
IIbl. DTO COBIIAJI€HNE IIPEACTABIIAETCA HaM HEC/TyYallHbIM.

B nenTpe Hamero BHUMaHNMA HaxoauTcs «CeMUYacTHOE KOJIecOo» — OfHa
U3 IBEHAALATI MUHMATIOP KO/UIEKIUM «3epuano Teomorum». OHa mpefcras-
nsieT coO0¥ KOHIIEHTPUYECKYI0 TaOmuiy, pasOUTy0 Ha ceMb OKPY>KHOCTEI
VI TIOJIEJIEHHYIO PaliyCaMy Ha CEMb CEKTOPOB, B KOTOPbIE BIIVICAHBI OCHOBHbIE
JIOTMaTHYeCKye IOIOKEHNSI XPUCTMAHCKOIO BepoydeHMs (ceMb IpOLIeHUI
MO/UTBBI «OTYe Halll», ceMb TaMHCTB LIepKBYU, CeMb fapoB CBATOrO yxa, CEeMb
IIOPOKOB, CeMb TobpofeTeneli 1 T. i.). B jokmane Ha mpuMepe HECKOTBKUX ITa-
MSATHVMKOB IOPOOHO OMMCHIBAETCS CTAHOBJIEHUE U Pas3BUTHE MKOHOrpadum
«CeMI4YacTHOTO Kojieca». BriepBble IepeBefeHHbIe HA PYCCKUIL A3BIK TEKCThI
BHYTPU MMHUATIOPHI ITOMOTYT IOHATh MEXaHMU3M pabOThl MJUTIOCTPATUBHON
Tabmmubl 1 00BACHUTD ee pyHKuMIo. [Tpencrasnsercs, yTo nsobpaxenne «Ce-
MUYACTHOTO KOJIeCa» MBICIMIOCh CPEIHEBEKOBBIMU OOrOCIOBAMU HE TOIBKO
KakK yloOHas1 cxema JIsl XpaHeHUsA U CUCTeMaTHU3al[Uy BepOydeHNs, HO M MHe-
MOHMYECKO€ IIOAICIIOPbe [J1A IIPOIIOBEAHMKA.

Kntouesvie cnosa: MCKyccTBO 3anagHoeBpoIelickoro CpeHeBeKOBbs, KHIDKHasA
MUHUIATIOPA, MUKOHOTpaduisi, UCTOPUS UCKYCCTBA
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Anastasia Egorova
Lomonosov Moscow State University, Russian Federation

The Wheel of Sevens Illustration and Its Connection
to the Medieval Sermon

The “Mirror of Theology” (Speculum Theologiae) is a unique example of a book
miniature of the Roman Middle Ages. It embodies a purely visual representation
of Catholic didactics of the 13" — 15" centuries. The creation of the “Mirror of
Theology” in the first half of the 13™ century coincided with the founding of the
Franciscan Order and an unprecedented rise in missionary activity caused by
the spread of heresies in Western Europe. We believe the timings to be related.

The Wheel of Sevens (one of the miniatures of the “Mirror of Theology” col-
lection) is the focal point of this report. The illustration depicts seven concentric
circles split into seven segments by radii, creating a table. The cells of the table
contain the main statements of the Christian dogma (Seven petitions of Lord’s
Prayer, Seven Sacraments of the Church, Seven Gifts of the Holy Spirit, etc.).
Using an example of several monuments the formation and development of the
Wheel of Sevens will be studied.

For the first time the writings inside the miniature were translated into Rus-
sian, which helps further study the mechanics of illustrative table and explain its
function. It appears that the image of the Wheel of Sevens was not only thought
of by medieval theologians as a convenient way of storing and systematizing the
dogma, but also as a mnemonic help for the preacher.

Visual diagrams raise a wide plethora of questions and issues in the scientific
community. Unfortunately, there are no fundamental works that would cover
and analyze all issues related to the diagrams of “Mirror of Theology” in Russian
or in international historiography. This is what determines high relevancy of the
chosen topic.

Keywords: Medieval art, Medieval illuminated manuscripts, iconography, histo-
ry of art
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PoxxkoBa CBeT/tana AnekceeBHa
Mocxkosckuii eocyoapcmeenHblil akademuueckuti XyooxnecmeeHHvLi UHCMUMYm
umenu B. V. Cypukosa, Poccuiickas Qedepayus

VnmroMmynHNpOBaHHbIEe ATIOKATUIICVICHI VI X 3aKa34YMKI
B Aurnun XIII-XIV BB.

Ha py6exxe XIII-XIV BB. B Xy[JO’)KeCTBEHHOM IIPOU3BENECHNN HAaYMHAET BbI-
pa)kaTbCA BOJIA OTHAE/IbHONM JTUYHOCTUA. B CBA3YM C 9TMM CTaHOBUTCA BaXKHOI
pO/Ib 3aKa3yyKa IPOU3BENEHMs MCKYCCTBA. 1eMON [TaHHOTO MCCIIENOBaHNA
ABJIAETCA CBA3b VJUIIOCTPUPOBAHHBIX AHITIO-HOPMAHICKUX ATIOKAINUIICYICOB
I VX BIaJie/iblieB. Peub MoigeT He 0 KOHKPETHO IIPUHALIEKHOCTIA PYKOICH,
a 00 0COOEHHOCTAX IpefHa3HAYeHNUs VUTIOMUHUPOBAHHOTO AIIOKaauICHCa
VL €T0 CBA3Y C COLMOKY/IBTYPHON CUTYaLVel SI0X). XPOHOIOIMYeCKe paMKHI
VICCTIE[IOBAHMA OXBATBhIBAIOT Nepuof ¢ cepeguubl XIII B. — moAaBieHna nepBbIix
MI3BECTHDIX AHITIO-HOPMaH[CKUX allOKa/IMIICUCOB, [0 cepenyuubl XIV B. — Bpe-
MEHV CHVDKEHMA CIIPOCa Ha JAHHBIV TUII PyKOIMCHON KHUTH.

PaccmaTtpuBaemas mpobrreMa IpefcTaBsAeTCs NHTEPECHON, TaK KaK B OTe-
YeCTBEHHOM MICKYCCTBO3HAHUM AHIVIO-HOPMAHACKME ATIOKQIMIICYCDHI M3Y4EHbI
He B IIOJIHOV Mepe.

O6mmpHas TpyIIa aHITIO-HOPMaHICKUX VITIOMUHUPOBAaHHBIX ATIOKaINUII-
CICOB BO3HMKaeT BO BTOpoii nmonoBuHe XIII B., nMess MHOrOOOpasHbIX CIIEKTP
VICTOPMYECKUX U KY/IbTYPHBIX IIPEAIIOCHIIOK [/IA UX IIOABJIEHUA UIMEHHO B 3TO
BpemsaA. OmHON 13 0COOEHHOCTEN 3TUX PEMUTMO3HBIX MaHYCKPUIITOB SIBJISACT-
CA TO, YTO OHM IIPEJHA3HAYAINCD /1A CBETCKOIO JIMIIA, M 3aKa34MIaMI 4acTo
OBbUIN YKEHIMHBL. JTO CBA3AHO C psiioM mpu4uH. [locTerneHHOE BOBHMKHOBEHE
MUCTUI[M3MA M CTAaHOBJIeHMe O0ee MHAVBUAYATbHON PETUTTO3HOCTY MHUIN-
VIPOBAJIO CO3JaHMe OTAEIbHON VMUTICTPUPOBAaHHON KHUTYM OTKpOBEeHU, I
YaCTHOTO IIO/Ib30BaHVA. A HAIIVICAHHBIN HAa AHITIO-HOPMAHJCKOM $3bIKE KOM-
MEHTapuil K TeKCTy AnoKanuicuca xapakrepes gua curyanum XIII-XIV Bs.,
TaK Kak Jja)ke 3HaTHbBIE ¥ 0Opa3oBaHHbIE TaMbl He JONYCKAIVCh IO M3YYeHUs
JIATBIHMU.

ManyckpunTtsel, 6muskne Anokanmuncucy MopraHa, M3Ha4anbHO OBUIM CO3-
MaHbl KaK KHUTU C KapTUMHKaMMU, I[je TeKCT IIOMELIEeH BHYTPb WUIIOCTPALN.
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[JoMyHMpOBaHMEe BU3Ya/IbHOM COCTAB/IAIONIEN HAJl TEKCTOBOJ COOTBETCTBYET
IIpefHa3HAYEHNIO PYKOIVICEN [/IA OIPefle/IEHHOTO KpyTa JINLI.

Ipyroim acnexT — 3TO paclBeT pblllapcKoy KyabTypbl. B XIII B. KypTya3Has
nmI000Bb 00paIaeTcs Ha Ty Th MUCTUIIVI3MA U BTOPTAeTCs B PEIUTMO3HOE UCKYC-
cTBO. B HekoTOpBIX MmocTpanusax K OTKpoBeHMIO (HanpuMep, TaK TPaKTOBa-
Ha ciieHa CBajp6ObI arana (f22) us Anokanurmcuca TpuHUTI) MOXKHO BCTPETUTD
OTpa’KeHMe CBETCKOM XM3HM 31noxu. HekoToprple clieHbl IPUHUMAIOT TPAaKTOB-
KY, XapaKTEPHYIO CKOpee JJI1 pOMaHa WIN CKa3KM, a He [/ PeIUTMO3HOIO TPY-
Ia. OTO CBA3aHO u ¢ nomynapusanuent Jlerennpr o Kopone Aprype, Kotopas
B AHrMu mpuoOpena He TOTBKO MUCTUYECKUI CMBICH, HO ¥ TOTUTUYECKYIO
3HA4YMMOCTbD.

Bospocias ponb >)KeHIIMHBI HAaXOAUT OTPayKeHVe Ha CTPAHNLAX UJIIIOCTPU-
pPOBaHHBIX Amnokanumcucos. HekoTopble pykomcy 6bUTM BBITIOTHEHBI IO UX
3aKasy, [I03TOMY JaMbl IIPEJICTABIEHbl HA CTPAaHNUIAX B KadyeCTBe JJOHATOPOB.
B Anokanumncuce Jlam6et (f48) MOXXHO yBUeTh M300pakeHNe 3HATHON [JaMbl
(9neonops! ge Kymucu nnu >xe Maprapet @eppepc). B Anokanumncuce lettn
TaK>Ke IpeficTaBneHa JneoHopa ae Kyuncu ¢ poroseiM rep6om popa me Kynn-
cy. JKeHIMHBI NOABJIAITCA Y HEMOCPENCTBEHHO B AIIOKAIMIITUYECKUX Clie-
Hax, Hanmpumep, B Anokanuncuce Tpuantu (f14v) B 6UTBe MEX/y CBATHIMU
U 3B€pPeM, BBILIEJUIMM U3 MOPS IPEAIONIOKNUTE/IBHO y4acTBYeT JJI€OHOpA
IIpoBaHcKas.

KoneyHO, He BcCe pyKOmUCM TPYIIIBI AHITIO-HOPMAHICKUX ATOKaIUIICU-
COB aJJpeCOBAHBI KEHIVHAM, HO BO BTOpoii nojsosuHe XIII B. mMeHHO 3aKas-
YUK — CBA3YOLINE 3BEHO MEXJY TEOPETUYECKUMI IPEACTABICHUAMN U XY-
NO’KECTBEHHOM IMPAKTUKON. JTO ABIAETCA BAXXHBIM MOMEHTOM B M3yYE€HUN
VJUTIOCTPUPOBAHHBIX ATIOKJIMIICUICOB VM OIpEee/IeHNN UX MeCTa B KY/IbType
CpenHMX BEKOB.

Kniouesvie cnosa: Anokanuncuc, Cpegune Beka, Manyckpunt, AHIINA, KeH-
IIMHA
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Svetlana Rozhkova
Moscow State Academic Art Institute named after V. I. Surikov, Russian
Federation

[lluminated Apocalypses and Customers in 13™-14" Centuries
England

The will of an individual person begins to express itself in a work of art at
the turn of the 13™-14"™ centuries. In this regard, the role of the customer be-
comes important. The subject of this study is the relationship of illustrated An-
glo-Norman Apocalypses and their owners. It isn't a specific attribution of the
manuscript, but the mission of the illuminated Apocalypse and its connection
with the socio-cultural situation of the era. The chronological scope of the study
covers the period from the middle of the 13™ century until the middle of the
14" century. From the time of the appearance of the first known Anglo-Norman
Apocalypse to the time of reduction in the demand for this type of manuscripts.

The problem under consideration seems to be interesting, because in the Rus-
sian art studies the Anglo-Norman Apocalypse is not fully examined.

An extensive group of Anglo-Norman illuminated Apocalypses appears in the
second half of the 13" century. It has a diverse range of historical and cultural
preconditions for their appearance at this time. These religious manuscripts are
characterized by the fact that they were often made for secular persons, especial-
ly women. This is due to a number of reasons. The gradual emergence of mysti-
cism and the emergence of more individual religiosity initiated the creation of a
separate illustrated book of Revelation for private use. Anglo-Norman commen-
tary on the Apocalypse characterized the situation of the 13"™-14"™ centuries,
because even noble and educated ladies weren't allowed to study Latin.

Manuscripts close to the Apocalypse of Morgan were originally created as
books with pictures, where the text is placed inside the illustration. The pre-
dominance of the visual component over the text corresponds to the fact that
manuscripts were intended for a certain circle of persons.

The flowering of knightly culture is another aspect. In the 13" century cour-
teous love turns to the path of mysticism and it invades religious art. In some
illustrations of Revelation (for example, the scene of the Wedding of the Lamb
(f22) from the Trinity Apocalypse) one can find a reflection of the secular life
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of the age. Some subjects are interpreted as in a novel or fairy tale rather than
as in a religious work. It is connected with the popularization of the Legend of
King Arthur, which acquired not only a mystical meaning, but also a political
significance in England.

The increased role of women is reflected in the pages of the illustrated Apoca-
lypse. The ladies are represented on the pages as donators, because some manu-
scripts were made by their order. One can see the image of a noble woman (EI-
eanor de Quincy or Margaret Ferrers) in the Lambeth Apocalypse (f48). Eleanor
de Quincy with her family coat of arms is also represented in the Getty Apoca-
lypse. Either women appear directly in apocalyptic scenes. Presumably Eleanor
of Provence participates in the battle between the Saints and the Beast from the
Sea in the Trinity Apocalypse (f14v).

Not all the manuscripts of the Anglo-Norman Apocalypses are addressed to
women, but in the second half of the 13" century the customer was the link
between theoretical ideas and artistic practice. It is an important point in the
study of illustrated Apocalypse and determining their place in the culture of the
Middle Ages.

Keywords: Apocalypse, Medieval Art, manuscript, England, woman

CapgapoBa AHHa Anb6epTOBHA
Mocxkosckuii eocyoapcmeenHoiii yrusepcumem umenu M. B. J/lomoHocosa,
Poccutickas Dedepayus

HappaTtus B mo3JHErOTMYeCKNX pe3HbIX anTapsax bpabanra

PesHble anTapy, M3TOTOBNIEHHBIE OpabaHTCKMMU MacTepaMy KoHia XIV —
cepenuubl XVI B., BXOAAT B 4Mc/I0 Hambormee POCKOIIHBIX IPOMU3BEINECHMIA
CPefHEeBEKOBOTO VICKYCCTBA, TaK >Ke KakK M Hambosee JJOPOTOCTOSIINX TOBA-
POB CBOETO BpeMeH!. VIX 3KCIIopT 13 TOPTOBBIX IIEeHTPOB repliorctea bpadant
(oMHOBpEeMEHHO — ITIaBHBIX I[eHTPOB IIPOM3BOACTBA pPe3HBIX anTapeit: bproc-
cerns, AHTBepIleHa, MexeneHa 1 APYTUX TOPOAOB) IIeN B IPyTue CTpaHbl EB-
pombl 1o BceM HampapieHusAM. QKOO TpeX 4eTBepTeil IO3JHEeTOTUYeCKUX
anrapeit bpabaHnTta OpUIM IIPOIAHbI 3arPaHNYHBIM ITOKYHaTesAM U3 lepmanun
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u [onmbimm, @pannym n Mtanum, Vicmanum n [lopryrannu, Aurmm u [llornan-
I, CKAaHIVHABCKMX CTPaH.

ST IpON3BENEHNA Ha IPOTHKEHNY TTOYTH JIBYX CTONETVI IIPOYHO 3aHMMa-
I CBOIO PHIHOYHYIO HUITY O/1arofiapsi COXpaHEHMIO YeTKUX OT/IMYUIL OT TIPO-
IYKIMM KOHKYPEHTOB — KaK OT Pe3HBbIX ajTapeil HeMELKUX MacTepoB, TaK
Y OT HUZAEPIAHCKMX KMBOIVCHBIX anTapeil. XapaKkTepHbIe YePThl Pe3HbIX ajl-
Tapeit bpabanTa — ux ¢popm u nkoHorpadmy — O4EeBUIHO, BEIPAXKAIOT Hambo-
Jiee BaKHbBIE YePThI II03/[HECPEIHEBEKOBOTO 3CTETIYECKOTO BKYCa U Pe/IUTTI03-
HBIX ITOTpebHOCTeN Bepytoumux. KO>kHOHUAepnaHackue petabnu yxe ¢ XV B.
IIPOJaBaINCh Ha OTKPBITOM pPBIHKE, @ He M3TOTaBIMBANICh 110 CITEI[MaIbHOMY
3aka3y. MaccoBoe IpoM3BOICTBO TOBApa /I YPe3BbIYAIIHO MIVPOKOIL ay/IUTO-
UM TOJDKHO OBUIO YYUTBIBATh Hanbosee 061ye u pacIpoCTpaHeHHbIE TIPe]-
TIOYTEHNS MTOTEHIMATbHBIX ITOKYIIaTeNelt.

OpHUM 13 OCHOBOIIO/IATAIOINX ACIIEKTOB BKYCa, 0OHAPY)KMBAIOIINXCS B pe3-
HBIX aJITAPsAX, OBUIO SIBHOE MPeJIIOYTe e HappaTUBa: T/TaBHbIM 00pa3oM Opa-
O6aHTCKIe MacTepa CO3TaBajy TOBECTBOBATENIbHbIE CIIEHBl — MHOTOQUTYPHBIE,
1306MTyIoIIVe MOfPOOHOCTAMU — KOTOpBIe CKIAbIBANINCh B XPOHOJIOTIYe-
CKVMe IMKIBL. Takoyl IOJXOf MPOTHUBOIIONOXEH BTOPOMY M300pa3UTEIbHOMY
TUITy TOTO BPeMeHU, MKOHHOMY, T7ie BHUMaHUeE VJe/nsIeTcs CKopee Ipe3eHTa-
nuu o6pa3oB Xpucra, boromatepu MM CBATBHIX, HEXKENMN €TATBHOMY U 9KC-
IIPECCUBHOMY PacCKa3y O COOBITUAX CBSIIEHHO ucTopun. [IBa mopxopna 06b-
emMHSTUCH B TaK Ha3biBaeMblX Andachtsbilder (Hem. MonmuTBeHHBIX 06pasax),
0COOEHHO pacpoCTpaHeHHBIX B [epMaHVM 11 TECHO CBSI3aHHOM C Helo B cdepe
KynbTypbl CKaHMHABUMN.

OpHaKo Henmb3s CKa3aTh, YTO «MKOHHBIE» 37IEMEHTHI OBbI/IN BOBCE MCKTIOYEHBI
13 00pa3HoOIl CTPYKTYpPHI pe3HbIX antapei bpabanra. CBepxy Ha HUX MOIIN
IIOMENIAThCs OT/Ie/IbHBIE CTATy!, Ha OOKOBBIX (0OBIYHO >KMBOIVICHBIX) CTBOP-
Kax ¥ Tpefe/ie — HeIOBeCTBOBaTeNbHBIE M300pakeHMs. JIMIb B pegkux
CIy4asiX He HappaTUBHbIE, «<IKOHHbBIE» MU CUMBOIYECKUEe 00paspl U CIIeHbI
MOTJIV ITOMENAThCs He Ha MepudepuitHbIX YacTsAX, a B IIeHTPaJIbHOM KOpobe
petabmnsa. Hepenko antapu, B KOTOPBIX HETIOBECTBOBATE/TbHBIN 97IEMEHT 3aHU-
MaJI 3HAYUTeTbHOE MeCTO, SKCIIOPTUPOBAINCH MIMEHHO B HEMEI[KJe /I CKaH-
IMHABCKIIE 3eMJINA.

B noxmane 6yneT mpoBefieH aHaIM3 MeCTa HAppaTMBHON 0OPa3HOCTH B pes-
HBIX anTapsAx bpabaHTa, ee acTeTndeckoro M (yHKIMOHAIbHOIO 3HAYEHNS,
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a TaK>)Ke CBA3M NPUCYTCTBYIOIMX HEIIOBECTBOBATEIbHbIX 37IEMEHTOB C 9KCIIOP-
TOM OpabaHTcKoit mponykiyy B [epmanuio n CKaHIMHABUIO.

Kntouesvie cno6a: TIO3JHETOTIYECKOE MCKYCCTBO, MKOHOTpadus, pe3Hble ajTa-
pu, TepriorcTBo bpabaHT, SKCIOPT MPOU3BEREHMIT UCKYCCTBA

Anna Sadarova
Lomonosov Moscow State University, Russian Federation

The Narrative within the Late Gothic Carved Altarpieces of Brabant

The carved altarpieces produced in the towns of the Duchy of Brabant in the
late 14" to the first half of the 16™ century are among the most lavish and splen-
did examples of late medieval art, as well as among the luxury goods of that pe-
riod. Such works were exported from the main Brabantine trade centers (which
are at the same time the main centers of carved altarpieces production, such
towns as Brussels, Antwerp, Mechelen and others) throughout Europe. So the
vast majority of carved altarpieces — perhaps as much as 75 percent — was ex-
ported to buyers which came from an extremely wide region, including Germa-
ny, Scandinavia, Spain, Portugal, France, England, Scotland, and Italy.

Brabantine carved altarpieces established their market niche by defining them-
selves to contrast with other market competitors, both from Germany and from
Netherlands (as in case of painted altarpieces). The highly distinctive formal and
iconographic features of the carved retables of Brabant obviously express im-
portant strands of late medieval aesthetic taste and religious needs of believers.
Since the 15" century South Netherlandish retables were sold in large numbers
on the open market, not on a commissioned basis. Large-scale production and
successful marketing of luxury art commodities, on the one hand, depended on
their satisfying audience tastes, and, on the other hand, the form and content of
carved retables should be affected by the fact that they were manufactured for
market sale.

One of the most basic aspects of taste manifested within Brabantine carved al-
tarpieces is a preference for narrative. Artists produced mostly multi-figure, full
of details narrative scenes which were linked into cycles establishing a chrono-
logical unfolding of religious history. Such an approach differs from the iconic
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one in which attention is given to the presentation of the images of Christ, the
Virgin or saints, rather than a detailed and expressive story about the events of
sacred history. The two polarities of icon and narrative were merged to form an
image type called Andachtsbilder which was especially prevalent in Germany
and Scandinavia.

This is not to say, however, that iconic elements were always completely exclud-
ed from carved retables of Brabant. A number of altarpieces were designed with
statues placed on top, non-narrative images were sometimes depicted on the
wings or predella. So, for the most part, the non-narrative images appear only
in peripheral areas, but in some instances cult imagery (much of such content is
presented not by cult statues, however, but by scenes with symbolic character)
did actually infiltrate the central section of retablo. Quite often the altarpieces in
which such elements occupied a significant place were exported to Germany or
Scandinavia.

The report presents an analysis of the place of narrative imagery within the
carved altarpieces of Brabant, its aesthetic and functional significance, as well as
the connection of non-narrative elements with the export of Brabantine works
to Germany and Scandinavia.

Keywords: Late Gothic art, iconography, carved altarpieces, Duchy of Brabant,
export of artworks

Eropos Anppeit Cepreesny
Mockosckuti myseti cospemertozo uckyccmea, Poccuiickas Qedepayus

MonuTtBbl MarucTpaToOB: TUIIOIOTKA U IPOrpaMMa JeKopa Kalle/l
IIPU FepMaHCKUX U HupepnaHackux parymax XIV-XVI sekos

B cuMBonmmyeckoit Tororpaduy TUONYHOTO TOPOJCKOTO MOCETEHNS Ha Tep-
putopun CBAILIEHHON pUMCKOM uMnepuy nos3gHero CpeqHeBeKOBbs IOMUMO
IIPUXOZCKON IePKBY MM COOOpa BBIJETANIOCH ellle OJHO COOPY)KeHMe, KOTO-
pO€ OKa3bIBaJIOCh Ha IepeCeYEHNM ITOBCEJHEBHBIX TPAEKTOPUI KXK/IOTO XKI-
Tens, — paryma. OHa OblyIa He TOTbKO MECTOM pabOoTHI TOPOICKOTO COBETa, HO
Y1 MHOTOQYHKIIVIOHAIbHBIM IIEHTPOM CBOETr0 BpeMeH!. 371eChb OCYIeCTBIIS/IOCH
OTIIpaBJIeHNE TIPABOCYAVS, IPOXOANIN OPUIMATbHbIE IPYEMBI I TOPXKECTBA,
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Be/Tach TOPTOBJIA, C 6aIKOHOB OITIAIIANINCDH 3aKOHBI U MpokmamManym. CaMo ap-
XUTEKTYPHOE TE/IO «IOMa MAarucTPaTOB», 3a4acTyI0 IIPeACTaB/sABIIee COOOM
KOMIIIEKC Pa3/IMYHbIX 3MaHUI, CIY>XXUIO ONULETBOPEHMEM CIIOKHO YCTPOEH-
HOV TOPOJICKOM UIEHTUYHOCTH.

[IpakTudeckoy MHOTOQYHKIIMOHAIBHOCTY PATYIINM COOTBETCTBOBAI M He-
OSHOPOJHBIIL, AMCKPETHBIN XapaKTep 00pasHO CUCTEMBI ee IeKOpa, KOTopas
BKJIIOYa/Ia KaK L€/IbHbIE NEKOPALMOHHbIE IIPOTPAMMDI, TaK U CAMOCTOATE/Ib-
HblIe, HAIIPSIMYIO He CBsI3aHHBIE IPYT C ApyroM n3obpaxenns. [IpuHagnexariue
PasHBbIM IIEpUOAAM, OHM pa3MelaIICh BO BHEIIHNX I BHYTPEHHNX IIPOCTPaH-
CTBEHHBIX 30HaX — Ha ¢acafiax, B OTKPBITBIX apKafiaX, B OOJBIINX ¥ MaJbIX
3a71axX 3acefjaHuIl, B IOTA€HHBIX KOMHaTaX. HecMOTps Ha yTpaThl, UCKaXKeHUA U
IepeMeleHNs, MCCAe0BaTe/IAM 3BECTHA IPYIINa IIAMATHUKOB, BbIITOJTHEHHbBIX
B IIVPOKOM [iMalla30He MaTE€pPUATIOB M TEXHUK, BOCXOAAIIVX UMEHHO K 9TOMY,
YCIIOBHO T'PaKJaHCKOMY KOHTEKCTY. CI0XKeThbl, KOTOpble OOBIYHO BBIOMPAUCDH
IUIsT M300paKeHUsI B paTyllaX pacCMaTPUBaeMOil SIIOXM — ITOBECTBOBATENb-
HbIe «CI[eHBbl IPaBOCYAVI» M ucTopudeckue exempla, Ctpamnslit cyg n e-
BATb JOCTOMHENIINX, «MMIIepCKIie KBaTepHMOHbBI» ¥ T€HeaIOrN4ecKue psAbl
npaBuTeneit, purypsl ¢punocodoBs, anaeropun MPUBMICTUI VI MapTVHAINN, —
chopmupoBany 0co6yI0 TPaIUIMIO IIO3/JHECPETHEBEKOBON IPaXkJaHCKO MKO-
Horpadum.

BMmecTe ¢ Tem, KmaccupumpoBaTh paTyury Kak MCKIIOUYNTETHHO «CBETCKOE»
IIPOCTPAHCTBO OBUIO ObI He BIIOTHE KOPPEKTHO: Y3HaBaeMble XPUCTUAHCKIE
00pasbl COCEICTBOBA/IN 3/1eCh B 0011eM BI3Yya/IbHOM II0JI€ C CEKY/IIPHBIMMU CIO-
XeTamn. boree TOro, MarucTpaThl 4aCcTO MMeNM COOCTBEHHYIO Kanery (HeM.
Ratskapelle) — ona MorIa mpUMBIKaTh K parylie, ObITh OTAETHHO CTOSAIIEN NN
MaXke pasMeIaTbCcs B Omypkaiiier HepKBU. B HEKOTOPBIX Cy4asx 3/1eMeHTBI
IUTYPIUIECKOV 00CTaHOBKYM MHKOPIOPVMPOBAINCH HEMOCPEACTBEHHO B IIPO-
CTPaHCTBO 3aja 3acemanuit copera. Kamemnsl — OONMBIIMHCTBO 13 KOTOPBIX HE
COXPaHWIOCh WV >Ke TIPeTePIIeNio cepbe3Hble TPaHCHOPMALINY — VICTIONb30Ba-
JIACh 151 CTy>K0 mepes; odULIManbHBIMY COOPaHMAMMY, 110 CTy4Yalo BBEJIeHNS B
IO/DKHOCTD HOBBIX MaruCTPaTOB U IPOM3HECEHN UMY TOPXKECTBEHHDIX KJIATB.

B npepnmaraemom mokiazie OyZyT pacCMOTpPEHBI K/II0UYeBbIe TUIIOTOTMYeCKe
0COOEHHOCTV Kame/ll IpM TepMaHCKUX U HUJEPAaHACKuX parymax XIV-
XVI BB., CTPYKTypa UX UKOHOTpapuIeCKUX IPOrpaMM, a TakKe Te mepdop-
MaTVBHBIE 0OBEKTHI, KOTOPbIE ABJISINCh HOCUTELIMU CaKpa/lIbHBIX M300pake-
HUI ¥ UTPalN BOKHYIO POJIb B IIePEMOHMAIbHOM >KM3HYU TOPOJICKON OOIINHBI.
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B wactHOCTHU, «ANTaph Tpex BonxBoB» lllTedana JloxHepa, CO3maHHBIN UM OK.
1445 1. mna xane/wtsl npu paryie KenbHa, n cepebpsnas paka IpaxmaHckoin
npucsaru (Blirgereid-kristall) ns parymn JIrone6ypra (1443). Cpeny maMATHU-
KOB, KOTOpbIe OKa)KYTCS B IIeHTPe Halllero BHUMaHUs, — Kame/ibl B [ocrmape,
Dpaiibepre, Kenbne, [anne, JIonebypre, Jltob6eke u Tenre.

Kntouesvle cnosa: paryia, TOpoj, O3THee CpeHEBEKOBbE, Kalleylia, Tpak/laH-
CKasl MKOHOTpadus, MaruCTPaThl, CBETCKasA MKOHOTpadusl, XpUCTUAHCKAS VKO-
Horpadus, nepdopmaTuBHbIe 00BEKTHI, MKOHOTpadmyeckas mporpaMma, je-
Kopalus, obpasHas cucrema, lepmanus, Hupepnannbl, Csiennass PumMckas
VIMIepUs

Egorov Andrey
Russian Federation, Moscow Museum of Modern Art

Prayers of the Magistrates: Typology and Decoration Program
of German and Netherlandish Town Hall Chapels in the 14"~

16" Centuries

In the symbolic topography of a typical civic commune on the territory of
the Holy Roman Empire, there was, apart from the parish church or the
cathedral, one building positioned at the crossroads of every burgher’s day-to-
day trajectories — the town hall. Not only did it house the city council, but
it was also a multifunctional center of its age. Here, justice was administered,
official receptions and festivities took place, trade was carried on, laws and
proclamations were announced from the balconies. The very architectural body
of this house of the magistrates, often comprised of several buildings, stood for
the complex urban identity.

Such practical hybridity of the town hall was matched by the heterogeneous,
discrete nature of its pictorial system, which merged unified decorative programs
with independent, as if isolated iconic elements. Produced at different periods,
they were located in outer and inner spatial zones: on facades, in open arcades,
in large council halls, small chambers and concealed rooms. Despite the many
losses, distortions and dislocations, a group of monuments is known to scholars
to have originally belonged to this — conventionally — civic context. Themes
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usually chosen for depiction in town halls of the given period, among which
were the narrative “justice scenes” and historical exempla, the Last Judgment
and the Nine Worthies, the “Imperial Quaternions” and genealogical arrays of
rulers, figures of philosophers, allegories of privileges and marginalia, formed a
significant tradition of Late Medieval civic iconography.

However, it would not be correct to classify the town hall as an exclusively
“secular” space: here, recognizable Christian images were embedded in a shared
visual field with worldly subjects. Further still, the city fathers often possessed
their own chapel (in German, the Ratskapelle) — it could be adjacent to the
town hall, be a separate building or even be situated in a nearby church. In
certain cases, selected liturgical furnishings could be incorporated directly into
the council chamber. The chapels, most of which have not survived or have
endured major transformations, were used for celebrating masses before council
assemblies, commemorating the induction of new magistrates into office, and
swearing of solemn oaths.

The goal of the proposed paper is to consider the key typological features of the
town hall chapels in Germany and the Netherlands in the 14™-16™ centuries, the
structure of their iconographic programs, as well as those performative objects,
which carried sacred images and played an important part in the ceremonial
life of the commune. The latter include the “Three Kings Altarpiece” by Stefan
Lochner, executed ca. 1445 for the chapel of the Cologne town hall, and the
silver reliquary of the Civic Oath (Biirgereid-kristall) from the Liineburg town
hall (1443). Among the monuments that shall be the focus of our attention are
the chapels in Goslar, Freiberg, Cologne, Halle, Liineburg, Liibeck and Ghent.

Keywords: town hall, city, late middle ages, chapel, civic iconography, magistrates,
ratskapelle, secular iconography, Chistian iconography, performative objects,
iconographic program, decoration, pictorial system, Germany, Netherlands,
Holy Roman empire
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KameHHas rpakiaHCKaA apXUTEKTypa JOMOHIONbCKOI Pycu:
KPYT MCCIeoBaTeTbCKUX Mpo6ieM

MonymenrtanbHasa apxurtexkrypa pesnein Pycu X-XIII BB. mpepcraBieHa,
B OCHOBHOM, II€PKOBHBIMU ITIOCTPOIIKaMMi, KaMeHHbIe 0O0OpOHUTETbHBIE COOPY-
JKeHUs 9TOTO BPEeMEHM eJVMHMYHBL. PAN mocTpoek, KoTopble Helb3s CBA3ATh
C 9TUMM QPYHKUMAMU, OTHOCST K IPXKITAHCKUM, WU CBETCKUM, OOBIYHO 000-
3HaYas JIETOIMMCHBIMU TEPMUHAMMU («TepeM», «IajlaTa», «IPUTHUIA») UTU MO-
IIepPHU3MPOBAHHBIM TEPMUHOM «IBOpeL». VIX Konnm4ecTBO HeCpaBHUMO MEHb-
111€ LIePKOBHBIX IIOCTPOEK, IPMYEM B CTOALEM BUJE HE COXPAHVIOCH HY OJTHOI.
ITU 3[IaHNS BBISIBJIEHBI TIPU aPXEOJIOTMIECKUX VICCTIENOBAHMAX, IPU 3TOM OOJIb-
IIVMHCTBO M3 HMX He M3BECTHBI 110 MMCbMEHHBIM MCTOYHMKAM. Kak mmokasann
nocjenHue uccienoBanysi B Kuese, mepBbie OCTPONKY, He CBSI3aHHBIE C 60-
TOCITy>KeHIeM, ObUII BO3Be[eHbl OTHOBPEMEHHO C MTePBBIM MOHYMEHTAJIbHBIM
xpamoM cpasy noce Kpemmenns Pycn (cymectBoBanme 60ee paHHIX CBETCKIX
MOHYMEHTA/TbHBIX IOCTPOeK B KueBe noka He uMeeT MOATBepKieHNs). B kara-
nore maMATHUKOB 1. A. Pantmoniopra (1982) yureno 15 rpaXgaHCKUX IIOCTPOEK
X-XIII BB. B Knese, Yepuurose, Ilepeacnasie I0xxnom, CMonencke, Ilonouke,
Borono6ose, [pogHo, 3Benuropope, [lepemsinite. 3a mocnequue 35 neT KOp-
IIyC APXUTEKTYPHO-apPXEOTIOTMYECKNX VICTOYHMKOB IIONOJHWUICS BHOBb BbI-
ABJICHHBIMM IaMATHUKaMu B YepHurose, lanuye, Brnagummpe-BonbiHCKOM,
Hosropoge-CeBepckoM 1 ip. AHaMN3 MCTOYHMKOB IIO3BOJIAAET HAMETUTD KPYT
npo67ieM Ha HOBOM 3Tare 00001eHNs TIpeiMeTa UCCIeoBanms: 1) mpobe-
Ma VHTEpIpeTanuy apXeoJIorM4ecKX OCTATKOB. B pAge ciy4yaeB cocrosHue
TOKYMEHTALVV VIV apTyMEHTalUNy TAKOBO, YTO IMAMATHNMKY JO/DKHBI paccMa-
TPUBATHCA NIPYU CPABHUTEIBHOM aHa/lIN3e C KpalHell OCTOPO>XHOCTBIO MJIN BO-
o011e ObITh BBIBEIEHBI M3 KOPITyCa; 2) M3y4eHUe apXUTEKTYPHOTO KOHTEKCTa
IIAMATHUKOB, X COOTHOIIEHMA C LIE€PKOBHBIMU IOCTPOMKAMM, C KOTOPBIMMU
OHM HaXOIVIVICh B aHCaMO71e; 3) TUIIONOTHS MTOCTPOEK U MX KOHCTPYKTUBHBIE
0COOEHHOCTY, MO3BOJIAIONIVE BBIABUTD CBA3U MEXAY IMaMATHUKAMU, CIIEfO-
BaHIe MPECTIDKHBIM 00pasniam; 4) onpeneneHns pasnnunii GyHKIMOHAIbHO-
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ro Ha3HaYeHUs MOCTPOEK U €ro CBA3Db C apXUTEKTYPHBIMU OCOOEHHOCTSIMI;
5) ompefiesieHe CBA3€N ¢ BU3AHTUIICKOI 1 3aIa/{HOBPOIIETICKOI apXUTEKTYPOIL.

* VlccmenoBaHye BBINIOTHEHO 32 c4eT TpaHTa Poccuiickoro HayqHoOro oHza
(mpoekT Ne 18-18-00045).

Knwuesvie cnosa: apxurtexkrypa IpeBHent Pycu, rpaXpaHcKas apXWUTEKTypa,
CBETCKAS apXUTEKTYPa, BU3AHTUIICKAA apXUTEKTYpa

Denis Jolshin
Saint Petersburg State University, Russian Federation

Masonry Secular Architecture in 10*-13" Century Rus’:
The Research Challenges

The monumental architecture of the 10"-13"™ century Old Rus’ is presented
mainly by ecclesiastical buildings, and the masonry fortifications of this period
are few. The dozen of the monuments, neither churches nor fortresses, are
considered to have secular function, and are named in literature by the terms
used by chronicle (terem, palata, gridnitsa) or by the modern term “palace” The
amount of these monuments is much less than that of churches, and there is no
standing one preserved. All the buildings were revealed due to the archaeological
excavations, most of them had not been mentioned by written sources. As the
last research in Kiev shows, the first masonry secular buildings were erected
together with the first masonry church just after the Baptism of Rus” in 988
(the existence of the remains of the earlier stone secular buildings in Kiev has
still no firm proof). The catalogue of the 10"-13" century monuments of the
Old Rus’ (Rappoport 1982) considers 15 secular buildings in Kiev, Chernigov,
Pereyaslavl, Smolensk, Polotsk, Bogoljubovo, Grodno, Zvenigorod, Peremyshl.
The corpus of the monuments has been extended in the last 35 years with the
newly discovered sites in Chernigov, Galich, Vladimir Volynskiy, Novgorod
Severskiy. The new consideration of the subject reveals the following research
problems: 1) the interpretation of the archaeological remains. In a few cases, the
state of the field records doesn’t allow us to use it in comparison, and even makes
us to exclude the monument from the corpus; 2) the analysis of the architectural
context of the site, the interrelation of the secular buildings and the churches,
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erected in ensemble; 3) typology of the monuments and their construction
features, revealing the links with the distant monuments and the imitating of
the prestigious model; 4) defining the diversity of the functions of the secular
buildings and its correlation with architecture; 5) revealing the origins in
Byzantine and Romanesque architecture.

*'This research has been completed thanks to funding from the Russian Science
Foundation, project Ne 18-18-00045.

Keywords: architecture of Old Rus, secular architecture, Byzantine architecture

®pese AHHa AHfIpeeBHa
Canxm-Ilemep6ypeckuti 2ocydapcmeentuiii yHusepcumem, Poccutickas
Dedepayus

Murtpononutr Edppem IlepescraBckuii u ero crpoutenbHas
meATenbHOCTD B Ilepesacnasie Pycckom

Campblif TOgpoOHBIT pacckas O CTPOUTeNbCTBe MuTpononurta Edbpema B Ile-
pesicnaBie comepxutcs B Hukonosckom cBofe nop 6599 (1091) r. Jleronmcuas
CTaThsi COOOIaeT O BO3BEIEHUN OOJIBIIIOTO KOMYECTBA MMOCTPOEK: MMOCIIe 3a-
BepIIeHNs IIepKBY ApxaHrena Muxana, Oblia 3a/10’keHa HaJIBpaTHas IIepPKOBb
mydeHnKa Peogopa u nepkosb CB. AHJIpes «y BOPOT», KpelnocTHbIe cTeHbI [le-
pesiC/IaBisl, TAKXKe «CTpOeHre OaHHOe», «BpaueBe ¥ OOTHUIM» U MPOYMe 3/1a-
HUS.

CocTaB U KOMMYECTBO IE€PEUYNCIEHHDIX B JIETOIVCY 3[aHNI JaeT OCHOBAaHME
npennonarath Hamuare y mutpomnonurta Edpema IlepescnaBckoro macimra6-
HOJI I'PaIOCTPOUTEILHON IIPOTPAMMBI, CPABHMMOI C IeATENbHOCTBIO Apocna-
Ba Bragumuposuya B Kuese u Auppes I0OpbeBnua Bo Bragumupe va Knsasbme.
ComnocTapifas KOMIUIEKCHI, BBICTPOEHHbBIE 110 3aKa3y KMEBCKOTO KHA3A U IIe-
PesiCIIaBCKOTO MUTPOIONTA, OOBIYHO BBIJENAIOT (DAKT CTPOUTENBCTBA ITHU-
MU 3aKa3duKamy KadempaabHOro cobopa U 1epkBu, BO3BEIeHHON HaJ| BOPO-
TaMM KPEIOCTHBIX yKperyieHuii. OMHAKO TaKOe CpaBHEHME IIPENCTaBIIAECTCA
He 710 KOHIIa PaCKPBIBAIOIINM 0COOEHHOCTI KOMITIEKCa, 3a/10)KeHHOTOo B [lepe-
scnapye. VIHoI XapakTep MOCBAIIeHNIT M GYHKIMOHAIBHBIN COCTAB ITaMATHM-
KOB y>Ke IoJipa3yMeBaeT OT/INYHYI0 CEMAaHTHKY I CAMOCTOATE/IbHOCTD 3aMbICIIA.
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[TosToMy HEOOXOIMMO VICKATh U APYTHE UCTOYHMKY U MOTUBBI (POPMUPOBAHNA
TPaloCTPOUTENBHOM ITporpaMMbl MuTpononuta Edpema, yunteiBas Bech co-
CTaB IIOCTPOEK, YIIOMAHYThIX B HMKOHOBCKOI /1€ TONNCHL.

Hacepiennas 6uorpadus Edpema IlepescnaBckoro mpepmonaraeT 3HaKOM-
CTBO MUTPOIIONINTA C apXUTEKTYpoil He TonbKo KoHcTaHTMHONONA 1 Kuesa,
HO VI, BEPOATHO, I'PEYECKUX W/ MAJIOA3UICKNAX MPOBUMHINI BrsaHTUIICKO
umtepun. O6 3ToM CBUIETETbCTBYIOT I apXUTEKTYPHbIE 0COOEHHOCTH TIepesic-
JIABCKMX ITAMATHMKOB, OT/INYAIOIINXCA OPUTMHAIBHOCTBIO KOMIIO3MLIVIOHHOIO
pemeHus. TpafnnyoHHO cumMrTaercsa, 4to MuTponomut Edpem mombp3oBasnca
yCIIyTaMiy BU3aHTUIICKOTO 30/[9eT0 U BU3AHTUIICKIX MacTepPOB (C HEKOTOPBIMMI
OTOBOPKaMI), a IepeydC/IeHHbIe 3/JaHNs ObUIM BO3BEIeHbI B IOCTIEIHIIE ITO/ITO-
pa gecatunerus XI B.

IlepkoBp CB. Muxamma peKOHCTPYMPYeTCsA KaK MATMHEHBIN XpaM, UbU
cpenHre Hedbl cO0OIAMICh ¢ OOKOBBIMU 4Yepe3 TPOIHbIe apKajpl. [71aBHbIE
0COOEHHOCTV TaMATHMKA — MOIIHbIE KBaJpaTHbIE ITOAKYIIOIbHBIE OIIOPHI
U eIVHCTBEHHAs allCUa, aKI[eHTUPYIOIas yCTYMYaTyio B IIaHe popMy Boc-
TOYHOU yacTy. PaHee mccnemoBaTeny oTMevany 6/1M30CTh KOMIIO3UIIVIOHHOTO
pelleHNs IepesicIaBCKoro cobopa naMAaTHNKaM KoHCTaHTMHONOJA U ero 130-
NVPOBAaHHOCTD B VICTOPUY APEBHEPYCCKON apXUTEKTYPbI, HO IIOC/IEAHEE TI0/IO-
JKE€HJEe He KaXKeTCA HEeOCIOPUMBIM. XapaKTepHble aHAJIOIUM, IIPOCMATPUBAIO-
muecst Mexxay cobopom Cs. Codum B Ilomorke 1 MuxainoBckum cobopom
[lepescnasnd, NO3BOMAIT BKIOYUTH MOCIEAHNUI B HAYAJIO 3BOJIOLVOHHOIO
pAla ApXUTEKTYPHBIX peLIeHNI, IPUBEJIIETO K IOABIEHNIO B IPEBHEPYCCKOM
3omyecTBe peHOMeHa balHe0Opa3HOro Xpama.

O cux mop ocTaeTcs HepelIeHHBIM BOIPOC O HA3HAYEHUM T'PAXKAAHCKON
IIOCTPOVKM, HaMlJICHHOJM HEIOAaneKy oT MuxaiyloBcKoll 1epksu. [Jo mpose-
IIEHVSI HOBBIX apX€OJIOTMYECKNX MCCIEOBAaHNI HEBO3MOXXHO OKOHYATEIbHO
OTIpenenUTh, ObUIN U 3TO IBOPIIOBBIE 3aJIbI M/IM 3HAMEHNTAsA OaHsA MUTPOIIO-
muta Edpema.

He nocrapiieHa TOYKa 1 B pellieHNY IPOOIeMbl PeKOHCTPYKIUY I/IaHA LIEPKBA
Cs. Axzpes. HeaBHO BpICKa3aHHOE MPEJIIONIOXKEHNE O TOM, YTO XPaM MOXXHO
OTHECTU K TUITy KOMITAKTHOTO BapyaHTa OKTAaroHa, IPeACcTaBsAeTcs Hebe30c-
HOBAaTe/IbHBIM U IMIEPCIEKTUBHBIM C TOYKM 3PEeHMsI IPOOIeMbl apXUTEKTYPHBIX
3aIMCTBOBAHUII B IPEBHEPYCCKON apXnUTeKType KoHla XI B.

O6 ycTpoiicTBe HaJBPAaTHONM IIePKBM MOXXHO CYAWUTb TOJBKO IO JOLIEH-
VMM IO HACTOAIIETO BpPEMEHM XpaMaM C aHaJIOTMYHOM (YHKI[MEN, TaK Kak
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COXPAaHWICS JIUIIb CaM TMPOoe3] eMUCKOTICKUX BOPOT U HVDKHIE YaCTU JIeCT-
HUYHOI sT9eiiku. Bompoc 06 McToYHMKe TUIA HaIBPAaTHON I[ePKBM OCTAETCs
HO-TIPEeKHEMY aKTyaTbHBIM.

* VlccnemoBaHme BBITIOMHEHO 3a cYeT TpaHTa Poccuiickoro HayyHOro doH/
(mpoekT Ne 18-18-00045).

Knwouesvie cnosa: Ebpem [lepescnaBckuii, fpeBHEpyccKas apXUTEKTYpa, BU3AH-
TUIICKasA apXUTEKTYpa, XI BeK, TpaXkKIaHCKIe IOCTPOVIKY, pe3UeHIIY ePapXoB

Anna Freze
Saint Petersburg State University, Russian Federation

Metropolitan Ephrem of Pereyaslavl’ and His Building Activities in
Pereyaslavl’ of Russia

The Nikon Chronicle contains the most detailed narrative on the building
activity of metropolitan Ephrem in Pereyaslavl’ of Russia. The paragraph under
the year 6599 (1091) informs that a significant number of buildings were
constructed, namely: the church of Archangel Michael, the church of St. Theodore
above the gates of fortification walls and those walls themselves, the church of
St. Andrew near the gates, a bathhouse, hospitals and other edifices.

Number and functions of the listed establishments give ground to state
the existence of a broad-scale urban development initiative of metropolitan
Ephrem, which is comparable to the building programmes of princes Yaroslav
Vladimirovich in Kiev and Andrei Yurievich in Vladimir on Klyazma. However,
these comparison does not fully explain the peculiarities of the building
programme in Pereyaslavl. Different character of consecration and functions
of the monuments implies a distinct meaning and independence of design. It is
necessary to search for other sources and incentives of metropolitan Ephrem,
taking into account all the buildings, mentioned in the Nikon Chronicle.

Eventful biography of metropolitan Ephrem suggests his acquaintance not
only with the architecture of Constantinople and Kiev, but also with the one
of Greek islands and/or Asian provinces of Byzantium. This is testified by the
original designs of the monuments in Pereyaslavl’ It is assumed that Ephrem
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of Pereyaslavl’ had hired a Byzantine architect and master builders, who were
working on his projects for the last fifteen years of the 11" century:.

The church of Archangel Michael is reconstructed as a five-aisled building. Its
main distinctive features are the massive square pylons and the stepped design
of the eastern part with a single apse. Earlier the scholars stated the affinity
of the cathedral in Pereyaslavl’ with certain Constantinopolitan monuments
and its uniqueness in the history of Old Russian architecture. Yet the specified
architectural features, analogous between St. Sophia cathedral in Polotsk and
the church of Archangel Michael, allow us to incorporate the latter into the
evolutional succession of architectural developments, resulting in creation of
the phenomenon of the so-called “tower-like church”

Up to now it has not been decided whether the discovered civil building
was a bathhouse or palatial halls. Also both the actual design of the church of
St. Andrew and the source for the type of St. Theodore church are still debatable.

*'This research has been completed thanks to funding from the Russian Science
Foundation, project Ne 18-18-00045.

Keywords: Ephrem of Pereyaslavl, Old-Russian architecture, Byzantine
architecture, 11" century, civil architecture, residence of a church official

TpymnukoBa Anekcangpa BagumoBHa
Canxm-IlemepOypeckuil eocyoapcmeentoiii yHusepcumem, Poccutickas
Dedepayus

BusaHTHiickue ¥ poMaHCKIe 4epThl B apXuTeKType HepHurona
KoH1[a XI — nepBoit rpetn XII Beka

[TosiBeHue HOBOII i1l Pycy paBHOCTIONHON TeXHMKY K/TaJK/L B COYETAHUM
C POMaHCKMMM 9JIeMeHTaMu B mHocTporikax YepHurosa (YcmeHckmit co6op
Enenxoro monacteipss B YepHurose, bopucorne6cknii cobop, beccrommaas
VnbMHCKas LIepKOBb U IPaKJaHCKas IIOCTPOIIKA, IPEAIIONIOKUTENbHO, KHsDKe-
CKUII TepeM) CBA3aHO C IPMUXOIOM HOBOII apTenu. [Ipeptaranich pasHble Bapu-
AHTBI IPOUCXOXKIEHNSI MaCTEPOB: BU3AHTUIICKOE U CEBEPO-UTATIbSHCKOE.

Bepcus o pabore B UepHNUroBe TONBKO 3amafiHBIX MacTePOB KaXKeTCsA HaM
IMCKYCCUOHHO. Bo3BefieHne 4epHUTOBCKUX XpaMOB ObIIO HEBO3MOXHO 0e3
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ITyOOKOTO, YKOPEHEHHOTO B apXUTEKTYPHOU TPAIUIMM MacTepOB ITOHMMa-
HIA KOHCTPYKLIMM KPECTOBO-KYIIOJIbHOTO XpaMa, KOTOpas OTpasuiach Jaxke
B CTpO€ POMAHCKOI'O [EKOpa, He HA/IOXKEHHOI'O Ha IVIOCKOCTD CTEH, a IIOAYep-
KIBAOILETO KOHCTPYKLMIO 3aHNA.

Psap ocobenHocTel mocTpoek YepHUroBa BCTpeyaeTcss He TOJIbKO B aPXUTEK-
Type Jlombapauu u OMunuu-PoMaHby, HO U B CTPOUTENBHON MIPAKTHKE BU3AH-
tniickux 3oqunx XI B. B CanmoHukax n KoHcTaHTHHOIIONNE €CTh MPUMEPHI I10-
CTPOEK, COYETAIIMX KIAIKY CO CKPBITBIM PANOM U PAaBHOCIOMHYIO TEXHUKY.
KpecToBbie cBOJbI HE ABIAITCA YaCThIO VCKIIOYNTEIBHO 3aIIa{HON TPagVILIVINA:
B pAJ€e KOHCTAHTMHOIIONbCKUX NOCTpOoeK X—-XII BB. MMEHHO KpeCcTOBbIE CBO-
bl IIEpEKPBIBAIOT KaK YITIOBbIE AYEVKM, TaK M pyKaBa KpecTa. B HeCKO/IbKuX
13 3TUX XPaMOB BCTPEYAETCA MOsAC HEBBICOKMX [JBYXYCTYIIYaThIX apOYHbIX HI-
1reK 1o pacagam 1 oj KOHXaMI aTlCuz, aHaIOTMYHBIN fiekopy bopucorne6cko-
ro cobopa. @parmMeHTsI BUTpaXkeil B YcrieHCKoM cobope Enmerikoro MoHacThIps
00HapY>XMBAIOT CXOACTBO C BU3AHTUIICKMMU BUTPaXaMy MOHAcCThIpeit Xopa
u [TantoxpaTtopa. OpHameHT HabopHOI Mo3auky oMdanns bopucornedcko-
ro cobopa mpeacTaBsgeT BapualMio y30pa MHKPYCTUPOBAHHOTO T0JIa FOXKHO
nepkBu MoHacThIps [TaHTOKpaTopa. Busantuitcknit Tun 6eccronnHoit Vinpun-
CKOJI IIePKBU «KOMITAaKTHBIN BIIMCAaHHBIN KpecT» MpeXje ObIT HeM3BeCTeH
B UepHNUTOBe 11 OTCYTCTBOBAJI B apCeHasIe 3alaIHbIX 3044nX. Takum obpasom,
COOCTBEHHO K 0eCCIIOPHO POMaHCKMM YepTaM OTHOCSTCS apkarypa u 6emoka-
MEHHbI€ Pe3HbIe JeTall.

COBOKYIIHOCTb BU3aHTUIICKMX CTPOUTEIbHBIX IIPUEMOB, BK/IOYasd PaBHO-
CJIOVIHYIO TEXHUKY K/IaJKV, IIpEKpacHOe 3HaHME apXUTEKTOHUKN KPECTOBO-KY-
IIO/IbHOTO XpPaMa, KPeCTOBbIE CBOABI, BUTPAXKVL Y MO3aNYHBIE IIOJIb], YKA3bIBAET
CKOpee Ha CTONIMYHOE IIPOMCXOXKEHE MACTEPOB, CTPOVBILNX U YKpallaBIINX
yepHUTOBCKUE cobopnl. B miemom Berten 3a I1. A. PanmomopToM MbI He MOXKeM
VICK/TIOYATh BO3MOXKHOCTD COENVHEHN BU3AHTUIICKUX ¥ POMAHCKNX OCOOEeH-
HOCTell yKe B UepHNUToBe ¥ KOHCTaTMPOBAaTh HEOOXOMMOCTh HOBOTO OCMBIC-
JIEHVIS1 OPTaHM3AIUI CTPOUTENTBCTBA ¥ 0COOEHHOCTEN 3aKas3a IIOCTPOEK HOBOTO
3Tana YePHUTOBCKON apXUTEKTYPBHI.

* VlccmenoBaHye BBITIOTHEHO 32 c4eT rpaHTa Poccuiickoro HaygHoro ¢oHza
(mpoexT Ne 18-18-00045).

Kniouesvie cnosa: [peBHEPYCCKasA apXUTEKTypa, YepHUTOB, BU3AaHTUIICKASA ap-
XUTEKTypa, POMAaHCKas apXUTEKTypa
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Alexandra Trushnikova
Saint Petersburg State University, Russian Federation

Byzantine and Romanesque Features in Chernigov Architecture
in the Late 11" — the First Third of the 12 Century

The Dormition cathedral, St. Boris and Gleb church, the Prophet Elijah
church and the civil building (presumably the Prince’s palace) share the features
unprecedented in Chernigov and Old-Russian architecture. According to
different scholars, the new masonry technique and Romanesque elements were
introduced by the new master-builders: either from the Byzantine Empire, or
from the North of Italy. The point of view attributing the Chernigov churches only
to the West-European builders appears to be controversial. The construction of
Chernigov churches required deep understanding of the Byzantine architectural
tradition and knowledge of the cross-in-square type of church. The Romanesque
elements were not simply added to the walls, the decoration was applied to
render the construction of the whole and the hierarchy of the parts.

Rather than Lombardy and Emilia-Romagna the Byzantine building
practice could be the source of the Chernigov innovations. Thessaloniki and
Constantinople display the instances when the recessed brick technique was
used along with the technique without the concealed courses of brick in the
same buildings. The groin vaults were not exclusively western element, because
a number of Constantinople churches of the 10"-12" centuries have their corner
or main bays spanned with this type of vault. The stained glass fragments of the
Dormition cathedral have much in common with the stained glass from the
Chora and Pantokrator Monasteries. The mosaic Omphalos in St. Boris and Gleb
church resembles the ornament of the Opus Sectile floor in the southern church
of Pantokrator monastery. The atrophied Greek-cross church type of the Elijah
church was unknown both in Chernigov and in West-European architecture.
The Lombard band and carved stone elements hence are the only Romanesque
features beyond doubt.

The complex of Byzantine construction technique and decoration indicate
connection of the builders that worked in Chernigov with the architecture of the
Byzantine capital. As Pavel Rappoport suggested, the Byzantine and Romanesque
elements are likely to have been blended in Chernigov. Therefore we state that
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the building process and the history of commission remain under question and
require new study.

*This research has been completed thanks to funding from the Russian Science
Foundation, project Ne 18-18-00045.

Keywords: Old-Russian architecture, Chernigov, Byzantine architecture,
Romanesque architecture

MarseeB Bacunmit Hukomaesuy
Tocyoapcmeennviii Ipmumas, Poccutickas Pedepayus

raHMHKMC pCJIbe(l)HbIe IINTKN: CTUINCTUYECKNIT KOHTEKCT

Hoxman mpogo/mKaeT Cepuio MCCAefOBaHMIT, TOCBAIEHHBIX JOMOHTOTbCKUM
penbedHBIM IIMTKaM U3 [anmya. PaHee aBTOpoM yrKe ObUIM pacCMOTPEHBI BO-
IIPOCHI UX KacCUPUKALMY ¥ IPOUCXOXK eHUsT popMbl. B TaHHOM coobeHnN
aHAIM3VUPYIOTCA N300pakeHNs], pa3MellleHHbIe Ha Ta/INLKUX peibeHbIX IUINAT-
Kax. [Io/HBIX aHaJIOTOB MM HET, OHM BBITIOTHEHBI B 0C000I1, Cpa3y y3HaBaeMo
maHepe. Llenp mokmaza — paccMOTpeTh PUCYHKM Ha IUINTKAX B IIMPOKOM KOH-
TeKCTe MPOV3BENeHNI JeKOPAaTUBHO-IPUKIATHOTO MCKYCCTBA M apXUTEKTYp-
HOTO JIeKOpa, OIPeIeTUThb UX OMypKaiiye aHaIOT U MOTIBITaThCA MTOHATD, OT-
Kypga ObUIV 3aIMCTBOBAHBI M300paXKeHMA.

Becp MaccuB manTOK C penbedHBIM IEKOPOM Je/IUTCSA Ha [Ba TUIIA, Pa3/u-
qaromuxcs u Mopdonorndecku (pagmepamu, 0COOEHHOCTSMU TeCTa) U CTUIIU-
cTudecky. IIIMTKY mepBOro TuIa MeHbIe pa3MepoM, PUCYHOK Ha HMX CXe-
MaTUYHBIN, 0Opa30BaH BHEIIHEN KOHTYPHO ¥ HECKOIBbKMMU BHYTPEHHUMMU
nHUAMU. Bce MpOCTpaHCTBO MEXAy NMHUAMM TTOKPBITO IOTUBON, BHYTPU
KOHTYpa JeTasy MPaKTIIeCcKy He MpopaboTaHbl. Tako crioco6 M3roTOB/IEeHNUS
cOMVKaeT PUCYHKM Ha 9TUX IVIUTKAX C U3JEMUSAMHU, BBIIIOTHEHHBIMY B TEXHUKE
neperopop4aroi amanu. [lo dpopme 1 pasmMepam IIUTKY IIEPBOTO TUIIA XapaK-
TepHBI Jy1s1 Pycu. VIX M3roToB/IsA/IN peMec/IeHHVIKY, OTMPAOIINeCs HA MECTHYIO
XYOOXKECTBEHHYIO TPAJULMI0 U MMeBIINe mepeq co0oit o0pasubl — IMpex/e
BCETO0, B BUJIe IOBETMPHBIX U3Menuii (KOIToB, OpacieTos).

[Inutku BTOporo Tuna 6oblile 1o pa3Mepy, n3o0pakeHre Ha HUX y>Ke He KOH-
TypHOe, a IPeACTaB/AeT cO00Jl IOTHOLEHHBIN pefibedp — BCe ero 3/eMeHTH
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HOJHATHI HaJl IOBEPXHOCTHIO INUTKN. CaM PUCYHOK Topasfo 0osee TIiaTesnb-
HBIIT: TPOpabOTaHbI IeTasy, BUSHBI IIePbs Ha KPBUIbSIX I'PUQOHOB I IIaB/INHOB,
CKJIAIKM OfIeXKT, Y CUpeH. B 1eioM IIMTKM BTOPOro TUIA ABHO MIMEIOT CBA3b
C POMaHCKUM penbe@HBIM apXUTEKTYPHBIM JeKOPOM. Ba>XKHBIM apryMeHTOM
B II0JIb3Y 9TOTO ABNAETCA TOT (AKT, YTO HEKOTOPbIe M300pakKeHHbIE IepCo-
HaXM (maHTepa, BaCWINCK, CMpeHa) 0osblie He BCTpedalTcs Hurge Ha Pycu,
HO VX MHOTO Ha CTpaHUIjaX OecTmapueB M CTeHaX POMaHCKMX xpamos. [Ipu
5TOM HY>KHO OTMETUTb, YTO 1300pakeHHbIE TIEPCOHAXKN He SBJIAIOTCS KaTbKO
C POMaHCKUX penbed 0B, BCe OHM HEMHOTO OT/IMYAIOTCS OT 3allafHBIX aHA/IOTOB
(HampuMep, y CMpeH XBOCTHI MTePeIIeTAIOTCs, a He pacXOfATCS; Y BaCUINCKOB
HeT MeTYIIMHOTO IpebHs; MaHTepa BOOOIIe IOYTY ITOTHOCTBI0 CKONMpPOBaHa
¢ rpudona). [ImuTkn Broporo tua, 6€3yCcIoBHO, SB/ISIOTCS YaCThIO €BPOIeli-
CKOJI pOMaHCKOJ XYI0>KeCTBEHHOI TpaauIuu, TeM 6oee 4To nx Mopdonormsa
XapaKTepHa MIMEHHO /I €BPOIIEVICKON CTPOUTENbHON KepaMuKu. [lemanmm ux,
BEPOSATHO, IIPUe3K1e MacTepa, HO PV TOM OHM BbIPabOTaIN CBOVI CTUIIb, OT-
NMVYAOMIVI IUTUTKA OT 3alIaIHBIX IIPOTOTUIIOB, XOTS M300paKeHN A COXPAHAIOT
OCHOBHbI€ YEPTBHI, 110 KOTOPBIM MX MOXXHO OIIPEMIENINATh.

V3yueHue ocobeHHOCTEN M300pa>KeHNI, pa3MellleHHbIX Ha Ta/JIMIIKUX TITUT-
Kax, IIOATBEePKaeT BBIBOMBI, ITOTyYeHHbIe TPU aHanm3e nx Mopdomoruu. [mnt-
KI IIEPBOT0O TUIIA OTHOCATCA K MECTHOM, APEBHEPYCCKON TPaauLINU, IVINTKA
BTOPOIO TUIIa — K IIPYBHECEHHO, 3alIaJJHOEBPOIIEVICKON, POMaHCKOIL.

Kntouesvie cnosa: Kepammdeckne IINTKY, lanmy, mudnyeckue CyiiecTsa, po-
MaHCKUe penbedbl, IeKOp

Vasilii Matveev
The State Hermitage Museum, Russian Federation

Relief Tiles from Halich: Stylistic Context

The pre-Mongol relief tiles from Halich are explored in this paper from
the point of view of the style of images, represented on them. Such aspects
as classification and provenance of their shape have been studied before. The
aim of this report is to analyze the tiles in the wide context of applied art and
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architectural decoration, to find their closest analogues and to try to suggest
where the motifs of the pictures on tiles were adopted from.

Alltherelieftiles can be divided into two types, which differ in their morphology
(dimensions, peculiarities of clay mass) and style of images. The tiles of the first
type are smaller, the pictures are schematic, consisting of the outer counter line
and few inner lines. The space between the lines is covered with glaze, the inner
components are not defined. Such way of production makes the tiles looking
similar to the cloisonné technique. These tiles, typical for Old Rus in their size
and shape, were produced by the craftsmen who worked according to the local
art tradition and used the motifs which they could see on the kolts and bracelets.

The tiles of the second type are bigger. Instead of counter lines they bear a real
relief image, distinctly standing out from the tile. The drawing is made carefully,
with many elaborate details such as the feathers on the griffin’s and peacock’s
wings and the folds on the siren’s clothes. Generally, the motifs represented on
these tiles are definitely connected with the Romanesque architectural reliefs. It is
also necessary to add that some of the creatures, depicted on these tiles (panther,
basilisk, and siren), can’t be found anywhere in Rus, but are often seen on the
pages of the European bestiaries and on the walls of the Romanesque churches.
However, these characters are not directly copied from the Romanesque reliefs
because of some differences: e.g., the sirens on the Halich tiles have twisted
tales and not forked ones; the basilisks haven't got the cock’s comb. The tiles of
the second type are a part of the European art tradition, their morphology is
typical for the European architectural ceramic. They were made by the foreign
craftsmen, but in a special manner. That's why they are not totally similar to the
Western analogues.

The specific features of the images on the Halich tiles confirm the conclusions
obtained from the analysis of their morphology. The tiles of the first type are
related to the local tradition of Old Rus, while the tiles of the second type belong
to the imported, West European, Romanesque tradition.

Keywords: ceramic tiles, Halich, fantastic creatures, Romanesque reliefs,
decoration
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Co6ones Bnagucnas IOpbeBuy
Canxm-Ilemep6ypeckuti 2ocydapcmeentuiti yHusepcumem, Poccutickas
Dedepayus

PaHHecpemHeBeKOBbIe UKOHKU-IpUBecKu. O6pasiipl 1 mogpakaHus

«llepKOBHbIE IPEBHOCTI» — CPEIHEBEKOBbIE KY/IbTOBbIE IIPEAMETbI — BaXK-
Has Xy[J0>KeCTBEHHasA COCTABJIAIONIAs JPEBHEPYCCKOTO MCKYCCTBa. VIX nsyyenme
uMeeT OOIbIIOe 3HAYeHE /IS aHA/IN3a VICTOPUM Pa3BUTHA XYL0>KeCTBEHHO
MBIC/TV, OCMBICTIEHUSI XPUCTUAHCKUX 0Opa3oB M IyTell MX PacHpOCTpaHEHUs
1o Tepputopun [pesnen Pycu. Apxeonorndeckme Marepuabl JAIOT YHUKAIb-
HYI0 MCTOYHUKOBYIO 6asy I MOJOOHBIX MCCIefoBaHMI, TaK KakK Hambosee
IOCTOBEPHO OTPAXKAIOT MaTepuaabHYIO KYIbTypy. B pesynbrare apxeonoru-
YeCKMX MCCIeNOBaHMII OOHAPY)KEHO 3HAYMTE/IbHOE KOMMYECTBO INPEIMETOB
IMYHOTO O71aroyecTysi, MOSIBUBIINXCA B PYCCKOM TOCYZAPCTBE MOC/Ie MPUHS-
TUA XPUCTUAHCTBA U IIONY/ISAPHBIX B Cpefie TOPOACKOTO M CEIbCKOrO Hacesle-
HIA Ha NPOTKEHUM BCETO CPpefHEBEKOBbA. K HMM OTHOCATCA 3HKOJIINMOHBDI,
KpeCTBI PasHBbIX TUIIOB, TOABeCKM ¢ n3obpaxennsamu Cracurens, boromarepn
VI Pa3/INYHbIX CBATBIX.

KynbrypHblit cnoii Bennkoro Hosropopa, KpyIHeiiiiero afiMMHUCTPaTUBHO-
IO, IYXOBHOTO U IPOMU3BOACTBEHHOIO IjeHTpa [JpeBHEPYCCKOro rocymapcrna,
OT/INYAETCA NIPEKPACHON COXPAHHOCTBIO Belllell, M3TOTOBIEHHBIX 13 OpraHmye-
CKVIX MaTepuaoB I JeTKOIUIABKIX METa/IOB. VIMeHHO TaM 6bl1a cobpaHa 11o-
KazaTe/lbHasA KOJUIEKIVA IPEeAMeTOB JTMYHOTO O/1arouecTs, Cofepskamas Kak
9K3eMIILAPBI TOHKOJI pabOTBHI ¢ XOpoIel HpopaboTKOI jeTaneit M300pa>keHuIi,
TaK ¥ TpyOO BBHINIOTHEHHBIE, PACCUMUTAHHBIE, IT0 BCEIl BEPOATHOCTM, HA MacCo-
BOTO NOTpebuTesns ¢ 6omee HU3KUM YPOBHEM JOCTaTKa. LIeHHOCTD KOJIIeKINM
oIIpefieNsAeTCs elje U TeM, YTO CPeMi MacChl HaXOJOK MOTYT OBbITh BBIfI€/IEHBI
TpyIIIIa IPeJMETOB, CTaBIINX IPUMEPOM IJIA NOAPaXkaHNA U MOTYyYNBIINX LIV -
pOKoe pacnpocTpanenne B HoBropopckon semiie 1 3a ee rpejenamu, 1 TpyIa
00pa3oB, ofpakaHysi KOTOPHIM ITIOKa HUT/IE He BCTPEYaICh.

B morpe6anbhoit o6psimHocTy HaceneHust Hosropopckoit 3emnn XI-XIII BB.
Ha MPOTKEHNUM JIMTETbHOTO XPOHOIOTMYECKOIO MEPUO/IA IIMPOKO COXPaHs-
JTIach TPAgUIUs IOrpebeHs B KOCTIOMe, BKTIOYAIOIIeM feTaayu yoopa u mpen-
MeTbI IMYHOTO 6arodectya. OOHapy>KeHHBII B IPEeBHEPYCCKIX 3aXOPOHEHMAX
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HoBropopckoit 3emnm MHOTOYMC/IEHHBII MaTepua IMO3BOISAET OTAEIUTD 00-
pas1ibl MEKOJ IJIaCTUKY, U3TOTOBJIEHHbIE B TOPOJICKMX MAaCTEePCKUX, OT U3Jie-
JIVIA, BBITIOJTHEHHBIX IO «TOPOACKMM» 06pasljaM I0BeIMpaMI-peMeCTeHHIKa-
MU, KOTOpPBbIe paboTan B CEMbCKUX I[eHTPaX.

PacripocTpaHeHue mpefgMeTOB INYHOTO O61aroyecTs B [JpeBHEPYCCKOM rocy-
lApCTBe IIOKa3bIBAET CYIeCTBOBAHNE OOIIEPYCCKMX TPaUIINIA, IPEOIoIeBaB-
VX BHYTPEHHME IPaHNUIIbL, ¥ IOKAJIbHBIX KY/IbTOB, HE BBIXO[IMBIINX 32 IIpefie-
JIBI TOTO MJIV HOTO KHSKeCTBA.

Kntouesvie cn1064a: MKOHKMU-TIPUBECKY, TIPEAMETDI TMYHOTO O/1arodecTis, apxeo-
JIOTVA, CpeJHEBEKOBbE, [IpeBHAA Pych

Vladislav Sobolev
Saint Petersburg State University, Russian Federation

Early Medieval Icons Pendants. Model-Pieces and Imitations

“Church antiquities” — medieval religious objects — are an important artistic
component of the Old Russian art. Their study gives us an idea of the Christian
art development and the ways of its distribution on the territory of Medieval
Russia. Archaeological excavations provide reliable evidence of material culture,
therefore it is necessary to use them in such investigations. A significant number
of items of personal piety was discovered during the excavation of Old Russian
cemeteries and settlements. These include enkolpia, different types of crosses,
pendants with the images of the Savior, the Mother of God, and Christian saints.
All of them appeared in the Russian state after the adoption of Christianity and
continued to be popular throughout the Middle Ages in the cities and in the
countryside.

The cultural layer of Novgorod the Great, the largest administrative, spiritual
and manufacturing center of the Old Russian state, has well preserved artefacts
from organic materials and low-melting metals. A representative collection of
items of personal piety was found there. It includes a number of high-quality
metal products as well as the crudely made mass items, probably, designed for
relatively poor people. It should be also noted that in the Novgorod collection
there is a group of objects that became models for imitation throughout the
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territory of the Novgorod land and beyond. At the same time, the collection
contains many items, imitations of which have not been found anywhere.

The funeral rites traditional to the population of the Novgorod land in the
11*-13"™ centuries involved the burial in a traditional costume including the
details of dress and items of personal piety. Archaeological materials discovered
during the excavation of the Novgorod land burial complexes are very numerous.
The finds make it possible to separate samples, made in city’s workshops, from
copies of local rural craftsmen.

In general, private devotional objects were widely distributed throughout the
territory of Old Russia, but some subjects were popular in all principalities, while
the others — only within the boundaries of particular principalities.

Keywords: private devotional objects, icons pendants, archaeology, Middle Ages,
Old Rus

Ckob6uoBa [Japps AnmekcaHgpoBHa
Mexcobnacmnoe HayuHo-pecmaspayuoHHoe Xy0oxrecmeeHHoe ynpasieHue,
Poccuiickas @edepayus

IIpymanyns! oprannsanmuu cucrembl pocnncu XII Bexka B Crraco-
IIpeo6pakenckoii nepksu EBppocnaneBa monactoips B [lononke
(coOoTHOIIEHNE CTEHONNICH U IHTEepbepa Xpama)

XapakTtep cucteMbl ¢peckoBol fgekoparnuu Crmacckoro xpama B Ilomorke
(oxo7o 1161 I.) BO MHOTOM OIIpefie/ieH €0 CIOKHOOPTaHM30BAaHHBIM BHY TPeH-
HJM IIPOCTpaHCTBOM. MacTtepa, pacnucaBliye LepKOBb, PasMeCTI/IN KOMIIO-
3ULIMK B COOTBETCTBUM C APXUTEKTYPHBIMU YICHEHUAMU VHTEPbEPA, OTHAB
IIpEAIIOYTEHNE aPXUTEKTOHMYECKOMY TUITY JeKOpaluuy. APXUTEKTOHMKA IIPY-
CyIIa KaK aHCaMOJII0 CTEHOIIVICU B IIeJIOM, TaK U OTHE/TbHO B3ATHIM M300pake-
HJAM, BXO[AILIVM B €I0 COCTaB, YTO OTPakaeT CO3HATE/IbHYI0 YCTAHOBKY XY-
IO>)KHMKOB-MOHYMEHTA/INCTOB, PA0OTAaBIINX B IOJIOI[KON IIEPKBIL.

B ocHOBY cucreMbl pocnucy IOIOXKEH INPUHLIUII HE XPOHOIOTMYECKOro,
a CMBOJIMYECKOIO COOTHECEHMA CL[€H. ITO MO3BOINIIO IIPEACTAaBUTDh B KaMep-
HOM MHTepbepe HACBIIeHHYI0 MKOHOTpadMyecKylo IporpaMmy, B pa3paboTke
KOTOPOI1, 110 BCEVl BUAVIMOCTH, IPMHUMAJIa Y9aCTHe OCHOBATEeIbHUIA OOUTeNN
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U 3aKasumiia xpama npenogo6OHas EBdpocunus Ilonoukas. Bayrpn nepksu
BbI/le/IeHbl KOMIIAPTYMEHTBI ¢ MHAVBUYATbHBIMY IpOrpaMMaMy UM CaMo-
CTOATE/IbHBIMY TeMAaTU4eCKUMH IIMK/IaMy, KOTOpble HepeKO B3a/IMOCBA3aHbI
IPYT C IPyTOM.

Xotsa cxemy pexopauyy Craco-ITpeo6paskeHCKOro xpaMa OTIMYaeT CUM-
MeTpusl, pasInyme MacIITaOHBIX OTHOLIEHMII Y PUTMUYECKON OpraHU3alyn
KOMITIO3UIMIT BHOCUT B CUCTEMY POCIINCU OIPefie/IeHHYIO AMHAMUKY U HaIpsi-
KeHMe. BayKHOIT 4yepToil IOIOIIKOTO aHCaMOI SIBJIAETCS OOBITPBIBAHME B XKI-
BOIIVICY apXUTEKTYPHBIX 3JIEMEHTOB COOPY>KEHUs U BKJIIOUEHVE B M300paxke-
HUSI PeasibHOTO NMPOCTPAHCTBA MHTepbepa (B psjie CTydaeB CIIeHbI pasfie/ieHbl
OKOHHBIMI TIpOE€MaMI WM APOYHBIMU IIPOXOfIAaMM, KOTOpPble UTPAIOT POJIb
ne3yp; arocronsl [letp u IlaBen ns «EBxapuctum» HacTymawT Ha pasrpaHKK
OOKOBBIX OKOH a/ITAPHOM allCUIBI U T. I1.).

[IpogymaHHas M 4eTKO CTPYKTYPMPOBaHHas cucTeMa (PpecKOBOIl POCIN-
CUl TIOJYEPKHYTO OPMEHTMPOBAaHA Ha 3pUTess, UYbe IepeMelljeHle B UHTepbe-
pe perlaMeHTPOBAaHO CaMOV apXUTEKTYPOil U YKpalllalolell ee CTEHOIChIO.
Hanpumep, nossr cmotpsmux Ha «BosgBmkenne Kpecra», pacmonokeHHOe
B 3aI1aJJHOM pyKaBe HaJi apKoil MeX]ly HapTeKCOM M HaoCOM, BTOPAT I103aM
buryp, IpencTaBIeHHBIX B 3TOM CIIeHe Y aMBOHA, HA KOTOPOM CTOUT ITaTpUapx.
OCTaHOBUBIINCD B LIEGHTPAJIbBHOM KOMITAPTUMEHTE XOp, MOJIAIMeCs HaXOAAT-
Csl B OJJHOM YPOBHE C PerICTPOM HOBO3aBETHBIX CIIeH, B KOK/IOM 13 KOTOPBIX
XpHUCTOC HaMVICaH C 6/1aTOCIOBIIAIOIINM XXeCTOM. Takum o6pasom, mpuie/ime
B XpaM YHOROOJSAIOTCA JIEVICTBYIOIMM JIMI[aM KOMITO3UIMII U OKa3bIBAIOTCS
CONPUYACTHBIMU COOBITHSM, ITPENCTaBIeHHBIM B MHTepbepe Craco-IIpeobpa-
JKEHCKOM LIEPKBIU.

Kntouesvie cnosa: NpeBHEPYCCKOE MCKYCCTBO, MOHYMEHTa/IbHasl >KUBOIIKCH,
dbpecku, [Tomork
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Daria Skobtsova
Interregional Agency for Scientific Restoration of Works of Art, Russian
Federation

Principles of the Interior Decoration in the Transfiguration Church
of St. Euphrosyne Monastery at Polotsk (Wall Paintings and the
Church Space)

The highly sophisticated space arrangement of the Transfiguration church
in Polotsk (c. 1161) defined the unique character of the fresco ensemble.
The painters who worked here opted for a type of decoration subdued to the
structure of the building. The pictures were harmoniously incorporated into the
architectural frame of the church. The muralists adhered to this architectonic
principle both at general level and in individual images, showing that it was
their premeditated choice.

The sequence of the scenes is based on their symbolic meaning and breaks
the usual chronological order. It allowed packing a chamber-like interior
with rich and elaborate narrative. Inside the church there are compartments
with individual programs and independent thematic cycles which are often
interrelated. St. Euphrosyne of Polotsk, the founder of the convent and the donor
of the church, probably herself took part in the making of the iconographical
program.

Symmetry is the key to the decoration scheme of the Transfiguration church.
The contrast in scale and rhythm of the wall paintings, however, gives dynamics
and tension to the whole ensemble of the murals. The way the images reveal
the architectural elements and “involve” the real space of the building into two-
dimensional pictures is also significant (for example, some scenes are divided
by windows and arches which serve as caesuras; apostles Peter and Paul in the
Eucharist scene step on the borders of the side windows in the altar apse, etc).

The decoration scheme is not only carefully thought-out and well organized;
it is definitely spectator-oriented as well. The architecture of the church and its
murals dictate spectator’s movements inside the interior. For example, the real
persons looking at the “Exaltation of the Cross” (the west cross arm, above the
arch between the narthex and the nave) echo in posture of those depicted by the
patriarch’s ambo in the scene itself. When in the central part of the upper gallery,
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the congregation find themselves in front of the New Testament scenes, all of
them featuring Christ who gives his blessing. Therefore the worshippers are
likened to the characters of the New Testament and feel involved in the events
illustrated on the walls of the Transfiguration church.

Keywords: Old Russian art, mural painting, frescoes, Polotsk

Cmupnosa JHrennna CepreesHa
Mockosckuti eocyoapcmeenuiii ynusepcumem umeru M. B. JlomoHocosa,
Poccutickas @edepavus

O «3epKanbHBIX» U300paKeHNAX €BAHTENTNCTOB B PYCCKUX
pyKoOIucax

B pycckux pykonucHbix EBanrenmax XII — Havyana XV B. M3BeCTHBI MUHMU-
aTIOPbI, I7le MUIIYIIUI €BAHTeIMCT IIOBEPHYT HE BIIPAaBO, K Ha4ally COOTBET-
CTBYIOILIETO TEKCTA U B COIVIACUM C IIOC/IELOBATEIbHOCTbIO KHIVDKHbBIX JIMICTOB,
a, Ha060poT, BeBo. [Ipu aToM 06pa3 eBaHTe/NMNCTa OKAa3bIBAECTCA MHOTTA Ha JIe-
BOJ1, a MHOIT]Aa Ha IIPaBOJ CTOPOHE KHIDKHOIO Pa3BOPOTA, TEPASA PUTMUYECKYIO
cBA3b ¢ TeKcToM (3aparickoe Epanrenne 1401 1., PI'G, Pymsnn. 118; nckoBckoe
Epanremne 1409 r., TMIM, Cun. 71). BcTpedarorcs u cmydan, KOrja Bce 4eThI-
pe eBaHTe/niCTa N300paXkeHbl BMeCTe, Ha OJJHOM JIVCTe, TIOMIAPHO, B IOBOPOTAX
npyr K gpyry (rammackoe Esanrenue 1357 1., [TIM, Cus. 61; mockoBckoe EBan-
renre kKoHIa X1V B., [VIM, Yyn.2). Heo6branble n306paskeHNs €BaHTETICTOB,
oOpalleHHBIX TO BIIPABO, TO B/IEBO, UMEIOT CBOV KOPHU U ITapajUIeNii B BU3aH-
TUICKOV KHVDKHOCTM.

Cy1ecTByeT MHEHME, YTO PAcIOIOKEeHNE MIHMATIOp C MMUTYIIVMY €BaHTe-
JIMCTAaMU He Ha JIEBOI, a, BOIIPEKM TPaANULMY, HA IIPABOJl CTOPOHE KHIVKHOIO
pPasBOpPOTA IUKTOBATIOCH HEOOXOAVMOCTDIO 9KOHOMIY IIepraMeHa Ip IMOCTPo-
€H/Y KOMITO3MIVY KOHKpeTHON KHNUTM. OHAKO VHOI[A TAKOEe PACIIONIOXKEHE
MUHUATIOp U «3€pKajibHasi» OpMEHTAlus (UIyp eBaHTeINCTOB COYETAIOTCS
CO CBOOOITHBIMM JIMCTAaMM IlepraMeHa B TOM >ke pykomucu (Hampumep, Io-
6punoso Epanremne 1164 r., PI'b, ¢. 256, Pymsanir., Ne 103). B BusanTmitckom
EBanrenuu X B., AdoH, CraBpoHMKNUTA, cod. 43, MUCTHI ¢ GUTypaMy IUITYINX
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€BaHIe/IVCTOB IIOMEIEHbI B Hayajle PYKOIIMCH, IIPUYEM Ha OJJHOM U3 pa3BOpO-
TOB €BaHTI€/IMCThI OKA3bIBAIOTCA CIIVHOM SPYT K IPYIY.

B HoBropopckom Xnygosckom EBanrenun, I'VIM, Xnyg. 30, BTopoir yeTBep-
T XIV B. coueTaHue ABYX TPafiMIVIOHHBIX U ABYX «3€pKaJIbHBIX» M3006pake-
HUI CUMISINNX eBaHTe/NCTOB OOBACHASTCS KOHKPETHOI OpMEeHTAalMell MacTe-
Pa Ha KOMIIO3ULIM CO3JAHHBIX B TOT >K€ IIepUOJ MEOHbIX /IMXau€BCKUX Bpat
(I'PM), nmpudeM TOHKUI PUCYHOK KJI€/IM C €BaHTEMMCTAaMIM Ha BpaTax ABHO
HOCTYXWI 06pasioM [yIsi PUCYHKAa MUHUATIOP. MOXXHO HPEIONIOXUTD, YTO
U B pAJie IPYTUX CTy4aeB MMEHHO MKOHorpadums eBaHTrenucToB Ha Llapckux
BpaTax MKOHOCTACOB CIYXXMJIA MMIIYIbCOM [JI IOAB/IEHUA «3€PKalbHBIX»
13006pa>keHNIT €BaHTEeINICTOB B PYKOIINCSX.

Cremyer ydecth, uTo llapckme Bpara C 4eTBHIpbMS €BaHTEMCTaAMU ObUIN
0CO6EHHO MIMPOKO pacHpocTpaHeHbl Ha Pycu, a B BU3aHTUIICKOM MUpPe OHU
BCTPEYAIOTCS peXke: TaM IpeobrafaioT Bpara ¢ usobpakeHusmu biarosere-
HIIA, OTLIOB LIEPKBY, IIPOPOKOB U HEKOTOPBIX APYIUX CBATHIX. [lIoaToMy Ha Pycn
Komnosuuuu Llapckux BpaT co «BCTpEYHBIMI» €BAHTEIMCTAMI MOIJIA UTPATh
0osee BaKHYIO PO/Ib B KaueCTBe 00PasI[oOB /I KHVDKHBIX MIHUATIOP.

Eme ogHO JaBHO OTMEYeHHOE B JIMTEpaType MKOHOTpadUIecKoe COOTBET-
CTBUE JI/IA «3€PKATbHBIX» 00pa30B CUAAIINX €BAHTETMCTOB B PYKOIVICIX — 9TO
burypsl Ha yriax oknazoB EBanrenmii.

Kak oTmMe4anoch MCTOpMKaMy BU3AaHTUMCKOTO MCKYCCTBA, ICTOKM U Iapajl-
neny n3006paXkeHMAM NUINYIINX eBaHTe/TMCTOB — VM B MUHMATIOpaX, 1 Ha Llap-
CKUX BpaTax, i Ha KHVDKHBIX OKJIafIaX — 0OHapy>KMBAIOTCS B MOHYMEHTAJIbHOI
JKMBOIINCY, B KOMIIO3ULMAX, KOTOPble pacIiolaraaich B Iapycax Xpama, II0f
KYIIOJIOM, ¥ OBUTVI OPMEHTUPOBAHBI TO BIIPABO, TO BIEBO, YTO U MOTJIO TIOBJIN-
AThb Ha KOMIIO3UIIMY C €BAHTEe/IVICTAMI B IPYIUX BUIAX MICKYCCTBA.

[lJ1s1 pycckoit KynbTypsl, 1 60jiee BCero Ha paHHMX 9TalaX XpUCTUAHU3ALINN
Pycu, ak1leHT Ha TeMe Benn4uMd €BaHIe€/IbCKOIO TEKCTA U CLI€HaX €r0 HallVICAaHUA
ObI 0COOEHHO Ba)KeH, YTO CKa3ajoCh U B pacmpocTpaHeHuy Llapckmx Bpar
C eBaHTe/IMCTaMU, U B psAfie [PYTUX U300pasuTeIbHBIX pelieHnii (Ipociape-
Hue EBanrenusa B ukonorpadum «Crmac 3maras pusar», TeMa IepefaBaeMoro
c HeOec BIOXHOBeHMs B MuHMaTiopax OctpoMuposa EBanrenis).

Knwouesvie cnosa: NpeBHEPYCCKME PYKONMCHU, MUHMATIOPA, LJAPCKHUE BparTa,
€BAHT€/IVICTHI
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Engelina Smirnova
Lomonosov Moscow State University, Russian Federation

On the Reversed Images of the Evangelists in Old Russian
Manuscripts

In the miniatures of Russian manuscripts of the four Gospels from the 12™ to the
early 15" centuries the evangelists are sometimes represented turned to the left,
and not to the right, towards the beginning of the Gospels texts, in accordance
with the usual sequence of manuscript leaves. The images are sometimes placed
on the left and sometimes on the right one of the two pages of the book opening,
thus loosing the rhythmical connection to the text (e.g. Gospels from Zaraisk of
1401 in the Russian State Library, cod. Rumyants. 118; Gospels from Pskov of 1409
in the State Historical Museum, cod. Syn. 71). There are also miniatures where all
the four evangelists are depicted together on one page in couples, turning to each
other (e.g. Gospels from Galich of 1357 in the State Historical Museum, cod. Syn.
61; Gospels from Moscow of the late 14™ century in the State Historical Museum,
cod. Chud. 2). These unusual images of the evangelists turning to the left or to the
right originate and have some parallels in Byzantine book illumination.

An opinion has been expressed that placing the images of evangelists not on
the left but on the right side of the book opening in some cases could result
from the need to economize the parchment in the process of the manuscript
manufacture. Yet in other cases such placement of the miniatures and the
“reversed” postures of the evangelists are found in manuscripts with some leaves
left blank (Dobrilo Gospels of 1164 in the Russian State Library, f. 256, Rumyants.
103). In the Byzantine Gospels cod. 43 from Stavronikita monastery on Mount
Athos the folios with the images of evangelists are placed at the beginning of
the manuscript, and in one case two evangelists on the neighboring pages are
turning their backs to each other.

In Khludov Gospels from Novgorod of the second quarter of the 14™ century
(the State Historical Museum, Khlud. 30) there are two miniatures showing the
evangelists in traditional postures, and two others showing them in reversed
postures. This may be explained by the influence of the images from coeval
bronze altar doors, the so-called Likhachev doors in the State Russian museum.
The refined drawing of evangelists’ figures on these doors was the model for the
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miniatures. We may assume that in some other cases the iconography of the
evangelists depicted on the iconostasis doors was the source for the “reversed”
images of the evangelists in the manuscripts.

We should take into consideration that the iconostasis doors with the images of
the four evangelists were widely spread in Rus, whereas in Byzantium they were
quite rare, and more often the doors had the images of Annunciation, Church
fathers, prophets and some other saints. Therefore in Rus the composition with
the evangelists facing each other, as they were represented on iconostasis doors,
could have been a more influential source for manuscript miniatures.

Other iconographic parallels for the “reversed” evangelists that were pointed
out long ago, are the images on the corners of the Gospels bindings.

As some byzantologists suggest, the images of the evangelists in the manuscript
miniatures, on book bindings and on iconostasis doors could also originate or
have parallels in the monumental paintings: the evangelists usually shown in
the pendatives turning to the left or to the right could influence compositions in
other media.

On the early stages of Christianizing Rus the power of the Gospels text played
an important role in Russian culture. This factor contributed to the spread of the
images of evangelists writing their Gospels on the iconostasis doors and in some
other iconographies (the glorification of the Gospels in the image of Christ “the
Golden chiton” or the motif of Divine inspiration from above in the miniatures
of Ostromir’s Gospels).

Keywords: Old Russian art, miniature, iconostasis door, evangelists

Manykan AaHa MuxaitioBHa
Yacmnuwiti myseti pycckoti ukonvl, Poccutickas Qedepayus

O pacnonoxeHnu KiIeiM Ha CTBOPaxX I0KHBIX Bpat cobopa
PoxgectBa boromarepu B Cysgane

CoBpeMeHHBIIT MOPSAOK PACIIONOXEHIS IBAI[ATY Ye ThIPeX ITACTUH F0XKHBIX
BpaT Cy3/1aJIbCKOT0 c000pa, WTIoCTpupyouux kuuru CesienHoro [Incanus
VI IesTHUSL apXaHTe/1a, BBITJIAANT eCTIY He CTyYalfHbIM, TO ITy TAHHBIM C TOYKY 3pe-
HUA KAHOHUYECKOTO M3JIOXKEHMA OMOIEeNICKUX COOBITUI. DTO MOXKHO OBIJIO ObI
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OOBSCHUTD TO3THENIIVIMI PECTaBPAIIMOHHBIMU BMelIaTenbcTBamMu. OmHaKO
OTK/IOHEHJE OT BETX03aBETHOI XPOHOIOTMM 3aMETHO Y)Ke B MOPAKe IIACTUH
BEPXHETO Psifia, KOTOPBIE U3-3a CBOEI MHAVBULYATbHON (POPMBI HE MOT/IN OBITH
mepecTaBjieHbl, a 3HAYUT, COXPAHSKT IepBOHAYabHbIE MeCTa Ha CTBOpPAX.
[uxn orkpeiBaeT «[ocTenpunMcTBo ABpaaMar, IOKa3aHHOE He B BUJIe CUM-
BO/INYECKOIT « [ponIip», a Kak IOBECTBOBATE/IbHBIN 3MU30]], IO HESICHON MPU-
4yyHe noMelleHHbIN nepen «Ilagenuem catanbl» 1 «COTBOpEHNEM YeTOBEKay.
HexoTopsie criens! 10>kHbIX Bpat («Ilagenne caranb» u «Budesma») He nmeroT
TOYHOV BPEMEHHON IPUBSA3KY, IOTOMY CTIOXKHO OIIPENeNNTbh, ITe OHU JIO/IK-
HbI OBUTY OBl PACIIONIaraThCsl B paMKax «MCTOPUYECKOTO» IMOBecTBOBaHMsA. Ka-
YKETCsI, eCTU OBl aBTOPBI TPOT'PAMMBI XOTe/IN M300Pa3uTh UMEHHO ITOBECTBOBA-
TeJIbHBIN LIVIKJI, TO BBIOPAJU OBbI CIOXKeTHI, 60JIee OTHO3HAYHbIE C TOYKM 3PEHMS
XPOHOJIOTUIA.

Kpome Toro, Ha BepxHeM IToJie psifa IVIACTUH COXPAHUINCH OYKBBI, MCIION-
HEHHbIE B TEXHMKE OTHEBOTO 30/104eHms1. Hanbomee BeposATHO, YTO 9TO KUPWJI-
naeckye nudpel — MOPAKOBBIE HOMepa KileliM, HaHeCeHHbIe Ha VX JTUI[EBYIO
CTOPOHY s obnerdeHnst puHaNbHON cOOpKM. VI3 pasnmmummeIx ceiyac OYKB
MOYKHO YTaJjaTh «K», «B» MU «O» B BepxHeM I11ojie «[lajjeHus aHresioB», «3» WIn
“z” B IeBOM BepxHeM YTy kineiiMa «KauH youBaet ABensi», “i” BBepxy Kieiima
«boppba VakoBa ¢ aHrenom», «kr» («fIBneHne anrena Bamaamy») u «km» («fIB-
neHne apxanrena Vncycy HaBuny»). YauBuTenbHbIM 06pa3oM Bce MOPATKOBBIE
HOMepa COOTBETCTBYIOT COBPEMEHHOMY PAaCIIONIO>KEHNIO TUTACTIH, Ha KOTOPHIX
OHM YUTAITCA. ITO HABOJUT HA MBIC/Ib, YTO OPUTMHAIBHOE PACIIONOXKEHE
KJIEVIM, BO-TIEPBBIX, HE CWJIBHO OT/IMYAETCS OT COBPEMEHHOTO, & BO-BTOPBIX,
He OTBEYaJIo MOC/IeOBATeTbHOCTY YIIOMUHAHMA SMM30/I0B B KHUTax BeTxoro
3aBerTa.

Ecnu pacrnionokeHue CiieH K)KHBIX BpaT ObIIO HE XPOHOIOTUYECKUM, TO OHO
3aBHCEJIO OT aBTOPCKOVI JIOTVKM, KOTOPYIO U 3aMKCUPOBaNy HOMepa Ha KIIeil-
Max. Bo3MOXHO, K/1eliMa pacronaraacb He B JIVMHENHON MCTOPUYECKON I10-
C/Ief0BATEeTbHOCTY, @ CMBIC/IOBBIMY Iapamu. K TakoMy BBIBOZIY ITOATA/IKMBAET
IpeXXfie BCEro TO, YTO CaMa IMOBEPXHOCTh, HA KOTOPOV OHUM MOHTUPOBAINCH,
IpencTaBiseT coboif mapy cTBOp. B pacmaxHyTOM cOCTOSIHUM, KOTa CTBOPBI
ObUIM 0OpalleHbl BHYTPD I0)KHOTO MIPUTBOPA, MX K/IelIMa OKa3bIBa/INCh PACIIO-
JIOKEHHBIMM IPYT HAIIPOTUB [IPYTa, YTO IOFAYEPKUBAIO VX KOHIEITYaTbHYIO
B3aMIMOCBs3b. MHOTME 1300pakeHHbIE CIOXKETBI C YYacTUEeM OJHUX U TeX Ke
TIepCOHaXKel MU BOCXOISAIINE K OJJHOV U TOV >Ke OMbseiickoit KHure (MCTOpUs
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lMakoBa, Kanna u ABens, [JaHnmma n Tpex eBpeiiCKMX IOHOIIEN) y>Ke M3Ha-
9ajIbHO OOBEeAVHSAIOTCA B Iapbl B paMKaX XpUCTUAHCKON Tpaguiuu. B nuke
I0KHBIX BpaT KieliMa, o0pasys IBeHa/llaTb CEMaHTUYECKNX Iap, YCUINBAIOT
OTTEHKU CMBIC/IA, 3a/I0KEHHbIE B CLIEHAX, TPV IIOMOIIY IIOBTOPA VIU IPOTHU-
BorocTaBeHys. [lofoOHbIe TpueMbl XyZ0XXeCTBEHHOTO ITIOCTPOEHNS, XapaK-
TepHBIE [/Is1 aHTUYHON PUTOPVKM U BETX03aBETHOI MO33UN (TaK Ha3bIBaeMBbI
«OMOIeTICKMIT TTapaennn3M»), ObUTY BOCIIPUHSATDI B BUSAHTUICKON TUTEpaTy-
pé 1 UICKYCCTBE.

* VlccnemoBaHme BBIIOMHEHO Tpy ¢puHAHCOBOM noppepkke POONL. [Ipoekt
«3armagHble U 10>KHBIE BpaTa cobopa PoxxgectBa boromarepu B Cyspane — ma-
MATHUK PYCCKOI KY/IbTYpPbl IPEAMOHTO/IbCKOM amoxu (1227-1238 rr.)» Ne 17—
04-50127-OI'H.

Kniwouesvle cnosa: xpamoBble iBepH, 3o0Tble BpaTa, Cyspanb, apxaHren Muxa-
wi, bubnus, Berxuii 3aBet, 6ubeiickuit mapasienusm

Anna Manukian
Private Museum of Russian Icon, Russian Federation

On the Arrangement of Plates on the South Door of the Cathedral
of Nativity of Mother of God at Suzdal

The current disposition of twenty four plates on the south door from the
Suzdal Cathedral, depicting the deeds of angels or illustrating biblical passages,
looks if not random, then confusing in terms of Old Testament canon. It could
be a result of a later date restoration of the door leaves. However, even the upper
tier plates which can’t be removed due to their individual shape and thus keep
their original places show considerable shift in biblical chronology. The cycle is
opened by the “Hospitality of Abraham” which for an unknown reason precedes
the “Fall of Satan” and the “Creation of a Man”. Some events presented on the
door plates (the “Fall of Satan” and the “Pool of Bethesda”) dont have any precise
temporal reference, which hinders their placement within a historical narration.
It seems that in case of a narrative cycle chronologically more suitable episodes
would have been preferred.
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In addition, peculiar golden marks have been detected on the upper margins
of some plates. Most likely these are the Old Slavonic characters serving as
numbers meant to label the original sequence of the plates. All extant characters-
numbers correspond to the current position of the plaques. It may mean that
the authentic array of scenes on the door leaves does not deviate much from
the actual one and does not conform to the canonical succession of events in
the Holy Scripture. These observations have led us to a new version of plates’
grouping. Allegedly twenty four scenes on two door leaves were assorted in
semantic couples. This version is suggested by the double-leaf type of the door:
when it’s open, the correlation between the plates on the opposite leaves is
emphasized. Some episodes with shared characters or the same literary source
(the “Offering of Abel” and “Cain Killing Abel”, the “Jacob’s Ladder” and “Jacob
Wrestling with the Angel”, “Three Hebrews in the Fiery Furnace” and “Daniel
in Lion’s Den”) are already coupled in the Christian tradition. Complementary
relationship between the scenes aligned in twelve conceptual pairs aimed to
enhance and clarify the intrinsic meaning of each episode. Such stylistic device
common to antique rhetoric and biblical Hebrew poetry (the so-called “biblical
parallelism”) was adopted by Byzantine writers and artists.

* The research has been carried out with the financial support of the RFBR
(Russian Foundation for Basic Research) “The West and South Doors of the
Cathedral of Nativity of Mother of God at Suzdal as the monument of Russian
Pre-Mongol Culture (1227-1238)” Ne 17-04-50127-OTH.

Keywords: church doors, Golden Gates, Suzdal, archangel Michael, Bible, Old
Testament, biblical parallelism
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Maxanbko Mapus AnekcaHgpoBHa
LlepxosHo-Hayunviti uenmp «IIpasocnasras aHyuxnoneous», Poccutickas
Dedepayus

[paHNIBI BUSAHTUIICKOTO U TATUHCKOTO B CTIIE Y1 UKOHOTpadmmn
IPpEeBHENIINX XXUTUIHBIX UKOH cBATUTENA Hukonaa Yygorsopua
B Busautumu u J[IpesHen Pycu

Crenenb nountanusa ceaturena Hukomas, apxuennckona Mup JIMKuickux,
ObIyIa Ype3BBIYATHO BBICOKA Y)Ke B CpeJHEBM3aHTHMiicCKoe Bpems. Uypneca, sB-
JIEHHBIE CBATUTeNEM 1 3aUKCUPOBAaHHBIE B IIOCBAIIEHHBIX eMY aruorpadude-
CKUX TaMATHMKAX, fienany ero nogobmuem Criacurens. C mountanuem Hukomnas
UymoTBopla mcciefoBaTenn CBA3bIBAIOT BOSHMKHOBEHNE M Pa3BUTHE JKaHpPa
KUTUIHBIX MKOH. VIX [peBHenIye BU3AHTUIICKME IPUMEPbl COXPaHUINCH
Ha OKpanHax OBbIBIIE MMIIEPUN MU B 30HAX ee KYIbTYPHOTO BIVISTHMS U CO-
IIPUKOCHOBEHMA C MTHBIMH KY/IbTYpaMIU, IIPeXK/e BCero 1arnHckoi — Ha CuHae,
Kumpe, B Benmxoii Ipenuu (ro>xuas Vranus). Bupouem, camas paHHAS U3 HbIHE
M3BECTHBIX XXUTUMHBIX NKOH YynoTBOpLia, OTHOCAIAACA K KOHIY XII — Haua-
na XIII B. (CnHaiicknit MOHACTBIPh), BO3MOXKHO, ObI/Ia CO3[JaHa MaCTEpPOM, 3Ha-
KOMBIM CO CTO/IMYHBIM MICKYCCTBOM ¥ €rO BBICOKMMM JOCTVDKEHUAMMU.

Crnepymouye 0 BpPeMEHM >KUTHIIHBIE VKOHDBI, [JAaTUPyeMble B Ipefenax
XIII B., — n3 nepksu cB. Mapraputsl B butenbe, Aniynus (upiHe B [InHakoTe-
ke, bapn) n n3 nepksu cB. Hukomnas tuc Creruc 63 Kakonerpun na Kunpe —
IEMOHCTPUPYIOT CMELIeHVe BU3AHTUCKIUX U JIATMHCKMX IIPU3HAKOB. IIpy aToM
IIpOV3BENeHM A 13 IATMHCKMX PETrMOHOB (HalpuMep, MUKOHa 13 buirenibe) Morim
OBITH Ype3BBIYAITHO OJIM3KY 1O CTVITIO BUSAHTUIICKUM MTaMSATHUKAM, TAaKMM KaK
ukoHa 13 CrHasi, XOTs MpefHa3HAvYaINCh I IATMHCKOI ayanTopun (06 aToM
CBUZETENbCTBYIOT JTATMHCKYE HAJIIIMCY) I OCHOBBIBA/IVICh HA TEKCTaX, KOTOpbIe
B BU3AHTUICKON MKOHOTpadmy He HAIIM BOIUIOIIEHMS MU WUTIOCTPUPOBA-
NCh penKo (Iymo O Tpex eBUIlaX, n3bpaHme CBSATOTO B eNMNCKOIbI). B To ke
BpeMsA IPOU3BEeHNs, CO3[JaHHbIe Ha BOCTOKE apeajia BU3AHTUIICKOTO BJIVA-
HIA, /1A TPEKOA3bIYHBIX 3aKa34MKOB U IIPUXOXKaH, KaK MKoHa 13 Kakonerpun,
TPV BU3AHTUIICKOVI OCHOBE IKOHOTPAaUU M CTUIIS, @ TAK)Ke TPedeCcKIX Ha -
CSIX VIMEIOT 3HAYUTEIbHOE CXOJCTBO C JIATMHCKON MKOHOTPapUIeCcKo 1 CTH-
MUCTUYECKO TpaanIyer (KOCTIOMBI BU3AHTUIICKOTO MMIIEPATOpa, YyIo O Tpex
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mKoynsApax). Kpome Toro, B HMX 3aMeTHBI IIOMIBITKY COEIMHNUTD TOYNTAHIIE CBSI-
TUTENS B LIEHTPaX, C KOTOPbIMM OH OBUI HEITOCPEICTBEHHO CBSI3aH, — TAKOBBI
K7IeriMa ¢ M306pakeHneM TpoOHUITEI cBATOrO B Mupax JInkuitckux u B bapn.

[lomobHass cuHTeTMYeCKass, pasHOronocas arMocdepa CBUAETENbCTBYET
00 aKTMBHOM KY/JIbTYPHOM OOMeHe, He3aBepIIeHHBIX Ipolieccax popmuposa-
HUS XYI0>KeCTBEHHBIX 00pa3uoB. [logo6HOe cMeleH e 371eMEeHTOB Pa3TMIHbIX
CTU/INCTUK, BOCXOMAIIVX K PasHbIM KY/IbTYPHBIM IIOTOKaM — KJ/IACCULIVI3U-
pyIollleMy BU3AaHTUIICKOMY U SKCIIPECCUBHOMY JIATMHCKOMY, — CBOJCTBEHHO
U gpeBHeNmMM XUTUMHbIM MKoHaM Hukonada Yyporsopua B [IpeBHen Pycu,
KOTOPbIE TAKXKe ABIAITCA NaMATHUKaMI ¢ OKpaH — u3 Hosropopa, Pasann
u [IckoBa. DTO C/IO’KHBIE XYH0)KeCTBEHHbIE «TeKCThI», B KOTOPBIX MO>KHO OOHa-
PY>XUTb OTTOIOCKM CBA3€M KPYIHENIINX XYA0XKECTBEHHBIX, TOPIOBBIX U IIOJIN-
TUYECKUX LeHTpoB Pycu co CpennseMHOMOpbeM, C BU3AHTUIICKVIMUL U JIATVH-
CKMMU 06pasijaMu, ¢ KMBOU U IIPUBJIEKATETbHO CpeRoit 6e3 )KeCTKIX IPaHMNI]
¥ ¢ 6€CKOHEYHBIMY TOPU3OHTAMM B IIPefieaX y3HaBaeMbIX KOH(DeCCHOHATbHBIX
OTpeOHOCTETL.

Knruesvie cnosa: Caront Hukomnair Yymorsopew, >xuTtnitHas MKoHa, Busanrus,
JIaTuHCKasA uMminepus, JpeBHEPYCCKOe UCKYCCTBO, HoBropog, I1ckoB, Pasanb

Mariya Makhanko
Church Research Center “Orthodox Encyclopedia”, Russian Federation

The Boundaries of “Byzantine” and “Latin” in Style and Iconography
of the Most Ancient Vita Icons of St. Nicholas the Wonderworker in
Byzantium and Old Rus

Veneration of St. Nicholas, Archbishop of Myra in Lycia, was extremely
developed already in the Middle Byzantine period (10"-12" centuries). The
miracles performed by the saint and described in the hagiographical texts made
him look similar to the Savior. Researchers associate the cult of Nicholas the
Wonderworker with the emergence and development of the genre of vita icons.
The most ancient Byzantine examples of this type are preserved on the outskirts
of the former empire or in the zones of its cultural influence and contact with
other cultures, primarily the Latin one — in Sinai, Cyprus, and Great Greece
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(southern Italy). However, the earliest known vita icon of St. Nicholas, in the
Sinai Monastery, dated to the late 12" — early 13" centuries, may have been
created by a painter familiar with the art of the Byzantine capital and its high
achievements.

The pieces next in chronology were painted within the 13" century The vita
icons from the Santa Margherita church in Bisceglie, Apulia (now in Pinacotheca,
Bari) and from the church of St. Nicholas tes Steges near village of Kakopetria
on Cyprus, show a mixture of Byzantine and Latin elements. Nevertheless,
these works from the Latin regions (for example, the icon from Bisceglie) can
be extremely close in style to Byzantine monuments, like the Sinai icon, though
they were made for the Latin audience (judging from Latin inscriptions) and
were based on texts never or seldom illustrated in Byzantium (the miracle of the
three maidens, the election of the saint as a bishop). At the same time, the works
created in the eastern regions of Byzantine area for Greek-speaking customers,
like the icon from Kakopetria, in spite of their Byzantine-based iconography
and style, as well as Greek inscriptions, have much in common with the Latin
iconographic and stylistic tradition (cf. the clothes of the emperor, the miracle of
three schoolchildren). They even attempt to combine practices of veneration of
the saint in the centers with which he is directly associated, depicting the tombs
of the saint both in Myra of Lycia and in Bari.

Such a synthetic, polyphonic atmosphere indicates an active cultural exchange
and unfinished process of formation of artistic designs. This blending of stylistics
elements from different cultural streams — classic Byzantine and expressive
Latin art — is also characteristic of the most ancient vita icons of St. Nicholas in
Old Rus, which are again the provincial monuments from Novgorod, Ryazan,
and Pskov. These are complex artistic “texts” reflecting contacts of the largest art,
trade and political centers of Rus with the Mediterranean, with Byzantine and
Latin patterns, with lively and attractive environment without rigid borders and
with endless horizons within recognizable confessional needs.

Keywords: Saint Nicolas Wonderworker, vita icon, Byzantium, Latin Empire,
Old Russian art, Novgorod the Great, Pskov, Ryazan’
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AnTtunos nba Bragumuposuy
Canxm-Ilemep6ypeckuti 20cydapcmeeHHbili yHUsepcumem,
Poccutickas @edepayus

Axosnes [Imutpuit EBrenbeBny
Canxm-Ilemep6ypeckuti 2ocydapcmeenHublii yHusepcumem,
Poccutickas @edepavus

Cucrema oTonieHns B HOBropojckoi Brnagprynoi nanare 1433 1.

B 1433 1. mo 3akasy apxmenuckona EBpumus II Hemenkne mactepa Bo3BO-
IAT Ha HOBIOPOACKOM Brafpl4HOM ABOpe KaMeHHOe 3faHue — BiagbluHyIo
(IpaHOBMTYIO) anaTy, KOMIUIEKC, COCTOSIINIL 13 TPEX Pa3HOSTAKHBIX YacTel.
bosbiasg gyacTh 3TOr0 3MaHMA COXpAaHMIIACH 40 HaluX AHeN, B 2012 1. 3aBep-
IIVIICST MaCIITAOHBIV IIVKJT MCCTIEIOBATETBCKUX U PECTABPAIIMOHHBIX PadOoT.

B cTpyKType MOCTpOMKM €CTh IIOMEIEeHNA Pa3INYHOIO Ha3HAYEHNA: JKIJIO-
IO, XO3AMICTBEHHOTO, ITapafiHOrO. bosblllad 4acTh 3a710B U IE€PEXOAOB I1aIaThl
He OTaIlINBaIach, OHAKO HEKOTOPbIE IIOMEIeHUsI ObIIN TETTBIMMA.

Tak, oTannmBasicA MapagHblii OHOCTOJIIHBIN 3271, HAXOAALNIICA B BOCTOY-
HOVI yacTu masaTel. OTOMMTENIbHAS KaMepa, epPeKphITasi KOPOOOBBIM CBOIOM
C LIETTBITON CeBep-IoT, ObI/Ia YCTPOEHa Ha IMePBOM 9Ta>Ke BOCTOYHOI YacTH 371a-
HIA. ITO ITIOMeIlleHle He COeAVHSIOCHh C OCHOBHBIM 3a/I0M U MIMEIO OT/IETbHBIN
BXOJI C BOCTOKa. IIepeKkpbiTiie MeXy IEPBBIM 3TaXKOM U IIO[BAJIOM IIpELCTaB-
JISII0 cOOO1I JIepeBSAHHBIN HaKaT, IO3TOMY [/Is1 OTIOPBI BHYTPEHHMX CTEHOK Ka-
MepbI B ITojBajie OBV BO3BEIEHBI CTONO, apKM 1 CBOJ. BO/bIIyo 4acTh KaMe-
pBI 3aHMMaJIa Tedb U3 KUPIYa Ha [IMHE, IePEeKPhITasi COOCTBEHHBIM CBOJIOM
c mpopyxamu. [ToBepx cBofia OBIIN YIOXKEHBI BaTyHBI, KOTOPbIE SBJISIACH ITIaB-
HBIM TeIIoHOoCcKTeneM. Hay BamyHamMu B cBOJje KaMepbl Takke ObUIN yCTpoe-
Hbl OTBEPCTU, BBIXOAVIBIINE HEIIOCPELCTBEHHO B IIOMEILEHE OLHOCTO/ITHO-
IO 3aj/1a, 4Yepe3 KUPIUYHYIO BBIMOCTKY, CIe/ITaHHYIO IIOBEPX CBOAA. B mepenHein
YacTy I1e4y, Cpa3y 3a TOIOYHBIM OTBEPCTUEM, B CBOJi€ HAXOAUIOCh OTBEPCTIE
IBIMOBOTO KaHaJIa, KOTOPbIN IMOJHMMAJICA BHYTPU BOCTOYHOI CTEHBI M1ajIaThl,
a 3aTeM IIPOXOANII Yepes ToNaTKy GpoHTOHA.

OTonnenne paboTano 1o NPYHIVITY [Te4M-KaMEeHKI: OTBEPCTISA, BBIXOJAIIVIE
B OTaIUIMBaeMOe IIOMellleHle, Tepe]] Ha4yajoM TOIKYU ObUIM 3aKPBITHI KPBIIITKa-
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mu. I1edb mpoTannmBaack, ¥ BaJIyHbI Ha €€ CBOZe pacKasnuck. [locite mporo-
paHuA APOB U yHa/leH)A IbIMa AbIMOXO/, IIEPEKPBIBAJICH, a )KaPOBbIE OTBEPCTUA
HaJl BaJ[yHaMM, HA000POT, OTKPBIBAINCh. [opssunit BO3yX OT pacKajleHHBIX Ba-
JIYHOB OTAaIUIMBAJI 3aJl.

OcTarky of06HOI CCTeMBbI OTOIUICHNS HaliIeHbI B YPOBHE IIEPBOTO 3TaXXa
B CEBEPO-3aMaJHOM YITIy 3[IaHVA. 3[eCh TAK)KE YACTUYHO COXPAHM/IACh CBOMYA-
Tasl KaMepa, Te pasMellanach I1eub, HaliZleHbl OCHOBaHME I1e4) U Cebl ABEp-
HOTI'O IIpO€eMa, BEJIIEro B 3Ty KaMepy € 3amaja. Hax 1BepHbIM IpoeMOM Ha BCIO
BBICOTY 3[JaH)S paculllieH IIepBOHAY/IbHBIN ABIMOXO. TaK >Xe, KaK 1 Ha BOC-
TOYHOM acajie, IBIMOXO]] OTIE/ICH OT Y/INIIBI CTEHKOV B MonKyprimda. HasHa-
YeHye 3TOV Ie4y — OTOIIEHVIE JKVIOV Ke/IbU BIIa[IbIKIA.

OcHoBaHue ele OfHOI e, II0 TUITY CXOXeV C II€YbI0 B BOCTOYHOI TPeTu
3maHusA, 0OHAPYKEHO B XOfle apXeo/IOTMYeCKUX paboT B I0T0-3aMagHON YacTu
najaThl. 3[€Chb TAKXKe IeYb HAaXOAuIach B YpOBHe 1 3Ta)ka, OHa IOCTaBJIeHA
Ha CBOJYaTO€ OCHOBAHINE, ABJIABIIEEC YaCTbIO IIEPEKPBITUA NoABana. JlaHHas
[1eYb OTaIIMBasa 0eCCTOMMIHBIN 3a/1, HAXOMMBIINIICA Ha 2 3Ta)ke I0ro-3aral-
HOJI YaCTH I1aJ/IaThl.

CucremMa OTOIUIEHN ], UCIIO/Ib30BAHHAA B ITajate, B XIII-XV BB. mmpoko npu-
MEHS/Iach B )KWIBIX U 00IIeCTBEHHBIX 3[JaHNAX, 3aMKaX baTUIICKOTO pernoHa.
B IIpesueit Pycu XV B. go cTpontenbcTBa BragpraHoit mamaTsl MofoOHbIe IPK-
eMbl, BUAVMMO, He ObUIM M3BeCTHBIL. [JaHHas crcTeMa OTOIUIeHNs BO BragpraHoii
Iajiare, MO-BUAVMOMY, IIpocyllecTBOBata 40 XVI B., KOIrja ee 3/1eMeHThI I10-
CTEIIEHHO CTa/IM 3aMeHAThCA OObIYHBIMMY ITeyaMys; B X VII B. mossBmmCh nspas-
1[OBbI€ IIE€YIL.

Hanmame medeil mop ompefeeHHBIMY 3a7aMy TIO3BOJISET MPUOIU3UTHCS
K IIOHMMAHMIO Ha3HA4YEeHMA TeX WIM MHBIX IOMEILEHNUI 3[JaHUs U, COOTBET-
CTBEHHO, 60jIee OTYET/IMBO MPEICTaBUTh cebe MHOrooOpasue ero GyHKIUI.

* VlccnemoBaHme BBITIOMHEHO 3a cYeT TpaHTa Poccuiickoro HayuHOro doH/
(mpoekT Ne 18-18-00045).

Knrouesvie cnosa: HOBIoOpoOAcCKaA apXUTEKTYpa, KaMCHHbIC I'DaXKJaHCKNE I10-
CTpOfIKI/I, OTOIIVIEHNE
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Dmitry Yakovlev
Saint Petersburg State University, Russian Federation

The Heating System of the Archbishop’s (Faceted) Palace
in Novgorod (1433)

In 1433 Archbishop Evfimii IT ordered the construction of a new stone building
in the Archbishops Court in Novgorod. This year the German masters erected
so-called Vladychny (Faceted) Palace, a complex which consists of three parts.
The main part of this building has survived, in 2012 the research and restoration
works on the monument were completed.

There are rooms for different purposes (residential, economic etc.) in the
structure of the building. Most of the halls and passageways of the palace were
not heated, but some rooms had a heating system.

The main one-pillar hall, located in the eastern part of the palace, was heated.
The heating chamber, covered with a vault, was arranged on the first floor of
the eastern part of the building. This room was not connected with the main
hall and had a separate entrance from the east. To support the inner walls of
the chamber, a pillar, arches and a vault were erected in the basement, while the
other part of the basement had a wooden ceiling. The main part of the chamber
was occupied by a furnace built of bricks on clay and covered by its own vault.
The boulders, which were laid over the vault, were the main heat carrier. Special
openings were arranged above the boulders in the vault of the chamber. They
went directly into the one-pillar hall, through a brick pavement made over the
vault. In the front part of the oven there was an opening of the smoke channel,
which rose inside the eastern wall of the chamber, and then passed through the
wall-pier of the pediment.

The heating worked according to the principle of a hypocaust system: before
the start of the heating the openings that went into the room were covered with
lids. At the first stage the boulders situated on the vault were heated. Then after
burning wood and removing smoke, the chimney was blocked, and the holes
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above the boulders, on the contrary, opened. The hot air from the boulders
heated the hall.

Remains of a similar heating system have been found on the first floor in
the north-west corner of the building: the part of the vaulted chamber, where
the furnace was located; the base of the furnace and the traces of the doorway
leading to this chamber from the west. The original chimney, situated above
the doorway, was cleaned to the entire height of the building. The chimney is
separated from the street by a half-brick wall, just like on the east facade. The
purpose of this furnace is to heat the room of the archbishop.

The foundation of another furnace, similar in type to the furnace in the eastern
third of the building, was found during archeological work in the south-west
part of the palace. The hypocaust was situated on the first floor. It was placed on
a vaulted base, which was a part of the basement’s ceiling. This furnace heated
the hall, which was located on the second floor of the south-west part of the
palace.

The hypocaust heating system in 13"™-15" centuries was widespread in
residential and public buildings, castles of the Baltic region. Before the
construction of the Faceted palace, this type of heating was not apparently used
in Old Russia. The hypocaust system of the Faceted palace existed until the
16" century, when its elements gradually began to be replaced by conventional
furnaces; in the 17™ century tiled stoves appeared there.

The presence of furnaces under some halls allows us to approach the
understanding of the purpose of certain premises of the building, and, accordingly,
to understand more clearly the diversity of its functions.

*This research has been completed thanks to funding from the Russian Science
Foundation, project Ne 18-18-00045.

Keywords: Novgorodian architecture, stone civil buildings, heating system
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ITapesBckasa Tatbana IOpbeBHa
Canxm-Ilemep6ypeckuti 20cydapcmeeHHbili yHUsepcumem,
Poccutickas @edepayus

Cateian HoBropopa B mporpamme ¢ppeckoBoii feKopanun
Brnapgprunoin nanatel B HoBropopackom getuHue

[Tepuop npeObIBaHMsI HA HOBTOPOAICKOI apxueperickoit kKadenpe EBbumus 11
(1429-1458) xapakTepn3yeTcs Kak BpeMs TOP)KeCTBa MECTHBIX, KOHCEpBaTB-
HbIX TPAAVILIVIIL, 11 Y€TO CYLeCTBOBAJIN, KaK MI3BECTHO, BIIOJIHE CEpbe3HbIe I10-
AUTUYECKIE NPENIIOChUIKY. PYKOBOLCTBO CTpOUTENBHON U XYLOXKE€CTBEHHOI
KU3HBIO TOPOJa B 9TOT ITEPYOJ, ITOTHOCTHIO OBIZIO COCPEIOTOYEHO B PyKax BiIa-
IIBIKM, TOTJA Kak ellle B IepBoil TpeTu XV B. Cpeiy 3aKa34MKOB XPaMOBBIX PO-
CIIJICEV MOIJIV BBICTYIIATh ¥ YacTHbIE /INLA. [ToaToMy coxpaHuBIIMecs y4acTKA
CTEHONMCY BragpraHoOM manarel, pacucaHHON moBeneHreM EBpumus B 1434
u 1441 1., a TakKe y49acTKy Oosree IMO3He >KMBOIIVICH, BOCXO/ALIEN K ITePBO-
Ha4ya/IbHOMY 3Tally YKpAlleHNUA 3[aHNA, MOIYT CIY>XUTb OTIPABHOM TOYKOII
TUI TIOHMMAaHUA Ufieil 1 00pa3oB, KOTOPbIe BIOXHOB/ISUIM BIafbIKy EBdrmMmsa
B €r0 XY[OXKECTBEHHBIX M TEMATUYECKUX MPUCTPACTUAX U CIIYKUIN OIIOPON
JUIA €rO IOJINTUYECKO U EPKOBHO-CTPOUTEIBHOM AEATEIbHOCTIL.

IlepBoHaya/IbHO IOMEIEHMIE, IIPEABAPSABILIEE ITAPAMAHBINA 3a/1 BOCTOYHON Ya-
CTM TIaJIaThl, UMeNI0 0coboe yOPaHCTBO, YTO IOATBEpPXKAaeTcsi 0pOpPMICHM-
eM eIVHCTBEHHOV COXPaHUBIIENCA CTEHbI, KOTOpasd NEeKOPMpPOBaHA HUIIAMMU
C POCIMCAMU, pasMelleHHbIMM IO CTOpoHaM mopTana. Cpegu HUX 0co6oro
BHUMaHM 3aC/Ty>XKUBaeT pecka ¢ MOACHBIM U3006pakeHueM Xpucra — 06-
pas, Mo-BUAVMOMY, He CIy4aifHO IePEKINKABIINIICA C IeKOpaLien 3aajHOrO
dacaga Coduiickoro cobopa, Tak)ke MMEBIIETO HaJ BXOJOM (PPecKy ¢ Iosic-
HBIM n3o0pakeHneM Bcemepsknrerns. BaxHoe MecTo cpefiu pocnuceit 3aHIMa-
na gexopauus Tak HasbiBaeMmolnl «Kenmpy apxmennckona VoanHar, n3Ha4aabHO
ABJIABIIEVICS KIUJION Kenmbelt apxuemnickorna EBpumus. Ee ctenst yxe B XV B.
CIIOUIb MTOKpBIBasa ppeckoBast pocnuch. OT 9TOV YaCTy JeKOpaIUU COXPaHM-
nock nzobpaxenne Codun [Ipemynpoctu boxuert B ceBepHOIT HUIIIe BOCTOY-
Hoii cTeHbl. O6pa3 drmaHKMpoBamM Ha OTKOCAX PUTYPBI YTVMBIX HOBTOPOICKIUX
CBATBIX — emycKona HuUKNUTHI 1, IpeIonoKNTeNIbHO, apxuenyuckona VoanHa
(B HacTosmee Bpemss — mop 3anucbio XVII B.). [IpaBee packpeiTa 4acThb ere
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OITHOVI HUIIIV, B KOTOPOII yIjenen pparMeHT ppecku ¢ m3o0pakeHneM CI0>KHOM
APXUTEKTYPHOM KY/INMChl — BO3MOYKHO, YaCTh WITIOCTpauyy nputayu ComoMo-
Ha «[IpemyzmpocTp co3ma cebe xpam» (IIputd. 9:1), TeMaTudecku CBA3aHHOM
c o6paszom Codun [Ipemynpoctn. B mpocTeHke MeX/Ty HUIIaM¥ IIPOCMATpUBa-
eTcs u3obpakeHne H1MMOa ¢ nMeHeM Babiku EBprmmsa — sxuBonucs XVII B.

YacTp HIDKHeETo noMeleHnA nox Ctapoil KpeCcTOBOM ITanaToM, PaCIlONOoXeH-
Has K 3amajiy OT I[eHTPAJTbHOTO CTOJIA U MePeKPhITast HeOOIbIIIM CBOJIOM,
COXpaHWIa efjBa yragblBaeMble 110 Tpadbe crenpl pocrncu XVI B., cpegu Ko-
TOpPBIX — OrpoMHOe uzobpaxenne Crnaca HepykoTBopHOro, MemanboH ¢ BIU-
CaHHBIM B Hero M3obpakeHreM boromarepu, a Taxxe 06pas3pl MpenogoOHbBIX
VI CBATBIX, KOTOPBIE INPENCTABIAETCS BO3MOXXHBIM UIEHTUDUIMPOBATD. DTN
U300pa>keHNs, IO-BUJUMOMY, HACIENOBAIM TPAUIUIO IIPOC/TABJICHNSI HOB-
TOPOJICKIUX CBATBIHD U CBATBIX, 3aJI0KEHHYIO Branbikoit EBpummem n mpespa-
TUBIIYIO BrrafibluHyt0 Ianaty ApxmepericKoro BOpIia B CBO€0OPas3HbIN MeMO-
pUanbHbIN ITAHTEOH HOBIOPOJCKOM CBATOCTH.

* VlccnemoBaHme BBITIOMHEHO 3a cYeT TpaHTa Poccuiickoro HayuHOTro doH/A
(mpoekT Ne 18-18-00045).

Kntouesvle cnosa: MOHYMeHTaTbHAs KMBONNCH, GpecK, MKOHOTpadus, apXN-
eTIVICKOII

Tatiana Tsarevskaya
Saint Petersburg State University, Russian Federation

The Shrines and Saints of Novgorod in the Program of Fresco
Decoration of the Archbishop’s (Faceted) Palace in the Novgorod
Detinets

The time of archbishop Evfimiy II of Novgorod (1429-1458) is characterized
as the period of triumph of the local, conservative traditions, caused, as it is well
known, by quite serious political reasons. The control over building and artistic
activities in the city during this period was completely concentrated in the hands
of archbishop, while in the first third of the 15" century private individuals could
be found among the customers of the church murals. That’s why the preserved
parts of the murals of the Archbishop’s chamber (Vladychnaia palata) painted
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by the command of Evfimiy in 1434 and 1441, as well as fragments of the later
murals which followed the original decoration, can serve as a starting point
for understanding ideas and images that inspired archbishop Euthymius in
his artistic and thematic preferences, and supported his political and church-
building activities.

Initially, the compartment before the main hall of the eastern part of the
Chamber had a special decoration. It is confirmed by design of the only preserved
wall, which is decorated with painted niches flanking the portal. The fresco with
ahalf-figure of Christ is of special interest. Apparently, this image not occasionally
echoed the western facade decoration of the St. Sophia Cathedral, which also
had a fresco above the entrance with a half-figure of Christ Pantocrator. No less
important was the decoration of the so-called “Archbishop John’s cell”, originally
a residential room of archbishop Evfimiy. Probably, already in the 15" century
its walls were covered with fresco painting. The image of Saint Sophia Wisdom
of God is preserved from this part of decoration in the northern niche of the
eastern wall. It was flanked by the figures of Novgorod saints on the slopes —
bishop Nicetas and, presumably, archbishop John (now under the 17" century
painting). To the right, a part of another niche has been uncovered, where a
fragment with a complex architectural backstage has survived. Perhaps, it
illustrated the Solomon’s parable on the Wisdom Creating a Temple (Proverbs
9:1), thematically connected with the image of Sophia Wisdom of God. In
the space between the niches, one can see a halo with the name of archbishop
Euthymius; it is the painting of the 17 century.

Part of the lower room under the Old Cross chamber, located to the west of
the central pillar and covered with a small vault, has preserved the traces of
the 16™ century paintings, perceptible, though scarcely, thanks to the scratched
drawing. Among them there is a huge image of the Holy Face, a medallion
with the Mother of God, and also figures of saints, who can be identified. These
images, apparently, followed tradition of veneration of Novgorod shrines and
saints, laid by archbishop Euthymius, and turned the Vladychnaya chamber of
the Bishops’ Palace into a kind of memorial pantheon of the Novgorod holiness.

*This research has been completed thanks to funding from the Russian Science
Foundation, project Ne 18-18-00045.

Keywords: monumental painting, frescoes, iconography, archbishop
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ITanuna VMipuna AnekcangpoBHa
Tocydapcmeennviii Pycckuii myseti, Poccutickast @edepayust

VIkona BeTxo3aBeTHoI1 Tpouipl c iesHueM U3 YCIIeHCKOTO
co6opa TMXBUHCKOTO MOHACTBIPS: IPOOTEMBI JATUPOBKU
U MHTEepIIpeTalun

CnoXxeHne UTI0CTPAaTUBHBIX IUKIIOB «XOXKAEeHU» Tponiipl IPUHATO CBA3bI-
BaTh ¢ cepenuHoi XVI B., korga mocre nmoxkapa Mockosckoro Kpems (1547)
IUIsL IIapckoro braroBeleHCKOro cobopa ICKOBMYAM ¥ HOBTOPOALIAM ObUIN
3aKa3aHbl HOBbIe MKOHBI. CofiepKaHue KieiiM HOBOTo obOpasa BeTxo3aBeTHoI1
Tpoutipl cTano ofHONM U3 LIeHTPanbHbIX TeM «Jlena npska BuckoBaTtoro» u mno-
C/IeOBABILETO 32 HUM cobopHOTro pasbmparennctsa (1553-1554). «ComHeHMEe
U Bo3MyIeHue» V1. BuckoBaroro BeI3Bano nsobpaxeHme Xpucra B aHI€JTbCKOM
oOpase, BBIIETICHHOM BOCHBMUYTOTBHBIM «COQUITHBIM» HUMOOM IIpemympo-
CTM — UIIOCTacHOro obpasa Broporo nmuna Tponus! go Bormomenns. Bucko-
BaTBIil YBUET B 9TOM COOIa3H MmojaraTh, 4To [0CIoab BOCIPHUHSI aHTe/TbCKYIO
IIPUPOAY, paBHO KaK U 4estoBevyecKyro. HoBropopckas nkoHa He COXpaHUIIACD,
HO, KaK CUMTAETCs, ee TIOBTOPS/IN BCe M3BECTHBIE 00pa3bl TpOuIIbI B IeAHUN
cepegyHbl — BTOPOI o/10BMHBI X VI B. TpaIUIIMOHHO B X 4YMC/Ie pacCMaTpu-
BAIOT U MKOHY U3 cobpanusa ['TT, okpy>keHHYI0 24 K/1eiiMaMu, WJUTIOCTPUPYIO-
IIVIMY, ONHAKO, He TO/IbKO KHUTY bbITuA 1 «XOXIEeHUA» aHT€eI0B, HO U JKUTHE
Boropoaniiel, eBaHTe/NbCKME CIieHbl M AKaUCT.

Mexny TeM yHUKanbHOE MKOHOTpaduiecKoe pelleHye 3TOTO IaMsATHMKA,
ApKMe XyL0>KeCTBEHHbIe 0COOEHHOCTY €T0 CTWU/IS ITO3BOJISIOT HE TOIBKO CBS-
3bIBATb IIPOU3BENEHYE C IEATE/IbHOCTDIO IICKOBCKUX MAaCTEPOB, HO U CYUTATh
ero JIpeBHEeNIM cpenu momoOHbIX n3obpakeHuit. CoxpaHeHre 0O6bEMHOI
IUTaCTUKM, MATKOE JIMYHOE IMUCHMO, Iporopuny Guryp, KOIopuT u oouapHoe
VICIIOJIb3OBAHME aCCUCTa 3aCTaB/IAKT pacCMaTpUBAThb MKOHY B KOHTEKCTE JC-
KyCCTBa Havyajla — IIEPBOII YeTBEPTU CTONETUA. VIKOHA ciiefyeT TOMY Hallpas-
neHno B xuBomucu IIckoBa, KOTopoe NIpefcTaB/IeHO TAKVMM IaMATHUKaMU,
Kak «OrHeHHOe BocxoxpaeHne npopoka Vimum» (ITMM) nnn «Tponria Betxosa-
BeTHas» (I'TT), HO OoT/IMYaeTCs CAep)KaHHOI MATUTPON U TMOYTYU TIOTHBIM OT-
CYyTCTBMEM OPHAMEHTAIbHOCTML.
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Kak cpemHMK MKOHBI, TaK U CIIEHBl «JeSHUs» Ha TMOJAX MPeACTaBSIOT CO-
0011 YHUKaJIbHbIe VI3BOJIBI, M3BeCTHBIE TONbKO B IlckoBe. OpurnnHanpHas MH-
TepIIpeTalysl TeMbI BIIOJTHE OOBACHNMMA, YINTBIBAA MOCBAILIEHNE ICKOBCKOTO
Tponuxoro cobopa, mopgpasymeBarolee AIUTENTbHYI0 UCTOPUIO CTAHOBIEHMA
U pasBUTHUA ee XpaMOBON MKoHorpadum. Bce ciieHbl Ha MOMAX TeMaTUYECKU
pasmensaoTcsa Ha ABe 4acTu. bompiras n3 Hux (¢ 1 mo 14 x1eriMo) mocBsIeHa
pacckasy KHUTU DbITHA, a MeHbIass — eBaHTEeTbCKUM COOBITVAM U TIECHOTIE-
HusAM Axkaducra. Hajo gymarp, 4To cTONMb HEOOBIYHOE OOBEIVIHEHNE CIOXKe-
TOB, OKPY>KaoIInx n3obpaxenne Cpsroit Tponusl, ¢ KoHIa XV B. CIOXWUIOCH
uMeHHO B [IckoBe. KpaitHre 60KOBbIe KiTeiiMa HIDKHETO psijia ¢ M300pakeHeM
Codun I[Tpemynpoctn boxxuert n YcreHNs: COOTBETCTBYIOT ITOCBAIEHIIO BXO-
nusiero B HoBropoyckyro enapxnio YcrneHckoro co6opa TuXBMHCKOTO MOHa-
CTBIP:A, OTKYZa IPOMICXONNUT KOHA. JTO IA€T IIOBOJ, CBA3BIBATh €€ VICIIOTHEHNIE
CO THEM OCBAILEHMA KAMEHHOTI0 XpaMa YcreHuAa B 1515 1.

* PaboTa BBIOTTHEHA B paMKax Hay4HOro mpoekta POOI] Ne 18-012-00512
«TMXBMH KaK caKpajabHBIN IEHTP, [YXOBHBIN POPIIOCT U mamagnyM MocKoB-
CKOTO IJapcTBa. Xy0>KeCTBEHHOE yOPaHCTBO XpaMoB bonbuioro YcreHcKoro
MOHACTBIP 110 MVICbMEHHBIM MICTOYHMKAM M COXPAaHMBIIVMMCA TaMATHUKAMY.

Knrouesvie cnosa: MKOHa, Tpomua, TI/IXBI/IH, HCKOB, MKOHOIINCI bl

Irina Shalina
State Russian Museum, Russian Federation

The Icon of the Holy Trinity with Acts from the Dormition
Cathedral of the Tikhvin Monastery. Problems of Dating and
Interpretation

The origins of the illustrated cycles of the “wanderings” of the Holy Trinity
are usually connected with the mid-16" century, a time when after the Moscow
Kremlin fire (1547) new icons for the royal Annunciation Cathedral were
commissioned from the Pskov and Novgorod masters. The border scenes of the
new icon of the Old Testament Trinity became one of the central themes of
the Case of Diak Viscovaty and the conciliar sessions which followed (1553-
1554). The “doubts and outrage” of 1. Viscovaty were caused by the newly-
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painted image of Christ, depicted as an Angel, with the octagonal halo of Hagia
Sophia, the Wisdom of God (seen by some theologians as the ultimate depiction
of the Second Hypostasis of the Trinity before the Incarnation). Viscovaty saw
a fundamental flaw and temptation in such depictions, since they might have
presumed that the Lord took up not only the human nature, but also the angelic.
The original Novgorod icon did not survive, but it is widely believed that its
iconographic composition was replicated in all depictions of the Holy Trinity
with Acts, painted in the middle and second half of the 16" century. One of these
(as traditionally upheld in the academic world) was the icon from the collection
of the State Tretiakov Gallery, which is surrounded by 24 border scenes that
illustrate not only the Book of Genesis and the “wanderings” of the Angels, but
also the Life of the Theotokos, Gospel scenes and the Akathistos.

Yet it is worth noting that the unique iconographic composition of the given
piece, the striking traits of its style and artistry give us every reason not only to
attribute the icon to Pskov masters, but also to consider it the oldest among such
images. The iconographer clearly retains the volume and proportional balance of
the figures, the softness of the facial depictions, the color work, the generous use
of the gold hatching. All of these elements allow us to consider this icon a work
of art from the dawn or first quarter of the 16™ century. The icon in question
follows the same tradition in Pskov art that brought us the Fiery Ascension of
the Prophet Elijah (from the State Museum of History) and the Old Testament
Trinity (from the State Tretiakov Gallery), but stands apart in its subtle color
pallet and lack of ornamentation.

The centerpiece of the icon, as well as the border scenes of “Acts”, follows the
unique iconographic variations, known only in Pskov. The original interpretation
of these themes can easily be justified, since the dedication of the Pskov cathedral
to the Holy Trinity is clearly linked with the prolonged evolution of the Trinitarian
iconography. All of the border scenes can be split into two thematic categories.
The major part (border scenes 1-14) is dedicated to the Book of Genesis, the
lesser — to the Gospel narrative and Akathistos hymn. There is reason to
believe that this unusual combination of themes, surrounding the Holy Trinity,
originated exclusively in Pskov in the late 15" century. The outermost border
scenes in the lower tier — depicting Hagia Sophia (the Wisdom of God) and the
Dormition — coincide directly with the dedication of the Dormition Cathedral
in the Tikhvin Monastery, which was part of the Diocese of Novgorod. Since the
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icon originates from that exact monastery, one should believe that it was painted
for the consecration of the new stone Cathedral in 1515.

Keywords: icon, Trinity, Tikhvin, Pskov, iconpainters

ITonemyx [enuc BaneppeBuy
Tocyoapcmeentviii Pycckuti myseti, Poccuiickas Qedepaus

«Jocmopp B3eM AffaMa Ha paMO CBO€» — MOTUB U3BeleHNA IIPAOTLA
13 aJja B PYCCKOM MO3IHeCpeJHEeBEeKOBOM MKOHOTpa(puieCKOM
ussone Bockpecenna Xpucrosa

IInTara, BbBIHECEHHAA B 3aI/IaBUeE, ABAETCA YaCThIO TEKCTA HAJIIIVICY HAa UKOHE
Bockpecenusa Xpucra, gatupyemoit koHioM XVI B. (Museum of Russian Icons.
Clinton, MA, USA. MuB. R2012.11). [Togo6Has compoBoguTenbHasT HAAMCH
IIPUCYTCTBYET U Ha MUKOHE TpeThbeil 4eTBepTy X VI B., HEJaBHO BBICTAB/IABLIEN -
cs1 Ha sipMapke B Maactpuxte (mpogaBasach Ha TEFAF Maastricht 2018, akc-
noHeHT Morsink Icon Gallery, Amsterdam; my6nmkosanace: Catalogue TEFAF
Maastricht 2007. P. 284). 9Tu MKOHBI BMeCTe C ITaMATHUKOM OJIN3KOI MKOHO-
rpadun n3 cobpanns K. Bopornuna (Cobpanne K. Boponuna. Vkonst. Xymo-
>kectBeHHbIT MeTamn. XIII-XVI Beka. M., 2017. Kar. 43) — enmHCTBEHHbIE
UI3BECTHBIE IPMMEPBI BapMaHTa IO3[HEr0 M3Boja BockpeceHns, o KOTOpoM
IIOVJET PeYb.

B KpyT yKa3aHHBIX TaMATHUKOB HEOOXOAMMO BKIIOUNTD MKOHY 1571 T. 13 Be-
nukoro Yctiora (Vxonel crporaHoBckmux BoTuMH XVI-XVII BB. M., 2003.
Kar. 44), xoropas, Oygy4uu o6pa3ioM IpOCTPAHHOTO U3BOJA, OCTAETCS YHU-
KaJIbHOMI 110 MKOHOTPapmIecKoi IporpaMme.

O6paTuM BHMUMaHMe TONTBKO HA OJJHY 13 MHOTOYVCIIEHHBIX KOMIIO3UI[VIOH-
HO-CMBIC/IOBBIX JieTajiell MKOHBI 13 Benukoro Ycriora. Hac mHTepecyer peructp
B CpegHUKe, KOTOPBIl IpuMedaTeieH MKOHOrpadudIeckoil HOBalMell, paHee
He BCTpeyaBIerics B cxeMe Bockpecenns. CripaBa n3o6pakeHbl 0OpalieHHbIe
K LEHTPY IIPOPOKM ¥ IPAOTLBHI C MIOFHATHIMY B MOJIEHUY PyKaMU, OFHOBpeE-
MEHHO CJaBsIMe XpucTa, KOTOPBI M3BOAUT U3 afia U HeceT Ha cebe Amama.
Xpucrtoc n Afgam OMeIeHbl B MUHIAJIEBUIHYIO MaHJOPITY, KOTOPYIO BO3HOCAT
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aHTeJIbI, IIprYeM 1300paKeHHBIV (GPOHTATBHO U C TOJHSATON I'OJIOBOII IIPAOTeI]
pa3BepHYT K MKy Cracuresis, 61aroC/IoBIISIONIETO eT0 ABYMS IePCTaMIA.

YHUKa/IbHOCTD MKOHE IIPUJAET HA/IM4ye OTPOMHOTIO KO/IMYECTBA HAMIIVICEI,
OCHOBAHHBIX Ha Pa3HBIX MICTOYHMKAX. TeKCThI, OKpyXamwlue Xpucra ¢ AfaMoM,
B P€IaKTUPOBAHHOM BuJje B3AThI U3 «CroBa Ha Bosnecenne» Kupumia Typos-
CKOro. PacrnionoxeHHbIT HIDKE APYC, 3alI0THEHHDBIN HAAIVCAMY, TEMOHCTPU-
pyeT 3pyAMLMI0O MKOHOMNCLA Y VICIIOTHUTENS TEKCTOB. B mporecce nsyyenns
CTajla OYEBUIHOV OPUTVIHAJIBHOCTD HaAIIVICEN, OPraHM30BAHHbIX 110 KOMIINJIA-
TUBHOMY IPUHIUITY. VICTOYHMKY MOTYT OBITh YKa3aHBbI TOBKO IS OTJETbHBIX
dbpas u TEKCTOBBIX 6/IOKOB, HO CMBICTIOBBIE OTPE3KV COTKaHBI 13 HaHN3aHHBIX
OHA Ha IPYTYIO UTAT — IIABHBIM 00Pa3oM, U3 IICAJIMOB.

Vzob6paxenne Cmacutens ¢ AgamMoM, TOAAep>KaHHOE COOTBETCTBYIOLIUM
TEKCTOM Ha BosHeceHme XpuCTOBO, MUIIb OTYACTH 3aBMCUT OT COYMHEHMUA
Kupnnna TypoBckoro, 4by 00pasbl TeHeTUYeCK) CBSI3aHBbI C TMMHoOrpadumeit
IIpAa3IHMKA U €€ IEITMOTMBOM — TE€MOM BO3IBVDKEHNA NAIIero AjaMma 3 aja.
CaM HOBBIVI MKOHOTpaUIecKNii MOTUB HeceHMsI XpUCTOM AftaMa He 0OHapy-
KMBaeT NMPAMBIX CNI0BecHbIX napajienenn y Kupummia Typosckoro. Ero Bos-
MO>XHBIM VICTOYHVKOM C/I€lYET CYUTATDh TPOIAPh 6 MECHN KAHOHA BOCKPECHOM
yTpern n3 Oxronxa (Tmac 6): «AaM HU3BeIecs, TeCTUIO 3aIAT OBIB, KO aZloBe
IIPOIIACTH: HO VXK€ eCTeCTBOM bor >ke ¥ MUIOCTUB, CIIeN eC Ha B3bICKaHMeE,
I Ha paMy IIOHEC, COBOCKPECUII €CI».

MoTuB HeceHMA MaJIIero eCTeCTBA 4e/loBeKa Ha Ivteyax Cracurens, XOTs
u 6e3 yrmoMmuHaHuA Afama, COREep>KUTCA U B IIEpBOM KaHOHe IIpasgHuKa Bos-
HeceHys (mecHb 7, Tpomaps 2): «Ha pamy Crace, 3abmy>x/iiiee B3eM eCTeCTBO,
BOo3HeccsA, bory nu Oty npusen ecu». MHe N3BECTHO TONIBKO OJHO IIPAMOE CO-
OTBETCTBME JAHHOMY TeKCTy Ha uMKoHe Havyana XVIII B. «Bockpecenne Xpu-
CTOBO» C KJIeiiMaMU MacXaJlbHOTO IUK/Ia U3 cobpanus 6anka «/HTe3a» (Icone
russe. Collezione Banca Intesa. Catalogo ragionato. Milano, 2003. T. I. Ne 75).
B BepxHeM mpaBOM yIny, rje OOBIYHO IpefcTaB/ieHa MCTOpus pa3boiiHMKa
B palo, nosasiAeTca Cracurenb ¢ AJaMOM Ha pyKax, IPMHOCAILNI ero K locro-
ny CaBaody.

Vxons! n3 cobpanusa K. Boponnna, n3 Maactpuxra u KnnaToHa B 11e/10M 110-
MOOHBI TI0 KOMIIO3UIIMY, OJHAKO VIMEIOT CyIeCTBeHHble oTmmuus. [Ipu atom
BO BCEX TPeX NaMATHMKAX XPUCTOC Ha CBOMX IIIeYax BBIHOCUT AJJlaMa 13 aja.

Vxonp!l 3 Maactpuxra u KIIMHTOHA COXpaHWIN HAJINCH, PACIIOIOKEHHbIE
y ¢uryper Cracutensa ¢ AjaMoM 1 B CIieHe TIOPYTaHusA caTaHbl XpUCTOM. Tak,
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Ha UKOHe 13 K/IMHTOHA B ClleHe NOpyraHMs caTaHbl HAAMUCDh Iacut: «Mucyc
Xpucroc cBA3a» (OKOHYaHME He YUTAeTCA), a clipasa y Xpucrta ¢ Agamom: «Jlo-
criopb B3eM AflaMa Ha paMo cBoe». Ha nkone n3 MaacTpuxra HaJImich B TOM K€
mecte: «Ha pamo Bocripum [...]1ry npuHece|...] cBoemy». CrneBa, rje XpucTtoc
CBA3BIBAeT caTaHy: «loCIofab cBs3a AMABOMIA HepeluM [bIMI] y3[amu]».

Takum ob6pasom, mepeuyncieHHble MAMATHUKYU TEMOHCTPUPYIOT JTOBOJIBHO
penKnii MKOHOTpapIecKnii MOTUB, KOTOPBIN K TOMY JKe ITO-Pa3sHOMY BKIIIO-
4ajicsA B KOMIIO3UIMIO MKOH BockpeceHus.

Kniouesvie cnosa: Bockpecenne XpuctoBo, ColrecTBye BO afi, HAIIUCU

Denis Poleshchuk
State Russian Museum, Russian Federation

“The Lord Has Taken Adam on His Shoulders” as a Pictorial Motif
in the Russian Late Medieval Images of Anastasis (Resurrection
of Christ)

The title of this paper cites inscription on the icon of Resurrection of Christ
(Museum of Russian Icons. Clinton, MA, USA. R2012.11), dated to the end of
the 16™ century. A similar inscription is present on the icon of the third quarter
of the 16™ century, recently exhibited at the Maastricht fair (sold at the TEFAF
Maastricht 2018, exhibited by the Morsink Icon Gallery, Amsterdam; published
in Catalog TEFAF Maastricht 2007, p. 284). These icons and the piece of similar
iconography from the K. Voronin’s collection (Co6panne K. Boponuna. VIxoHsI.
XynoxxectBerHbiit MeTam. XIII-XVI Beka. M., 2017. Ne 43.) are the only known
examples of a special late version of Resurrection iconography. Another example
of this motive, the icon of 1571 from Veliky Ustyug (VIKOHBI CTpOTaHOBCKIX
BotumH XVI-XVII BB. M., 2003. Ne 44), represents an expanded scheme of the
composition.

The icon from Veliky Ustyug demonstrates a new iconographical motif with
Christ bearing Adam on his shoulders from the hell into heaven. The outstanding
feature of this icon is its numerous inscriptions. The figures of Christ and Adam
are surrounded with text from the Homily on Ascension of Christ by Kirill of
Turov. Nevertheless, the source of the motif “Christ bearing Adam” is troparion
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of the 6™ song of Sunday’s Orthros canon from Octoechos (mode 6): “being
deceived, Adam fell into the hell abyss, but God who, by nature, is merciful,
descendedinto the search,and carried on his shoulders, resurrected with himself”
(all translations of Church Slavonic texts and icon inscriptions are mine).

Christ who raised the sinful human nature on his shoulders during his
Ascension into heaven and presented it to God the Father is also mentioned in
troparion of the 7 song of the first Ascension canon. Though, here Adam is not
named literally, it is rather a metaphor: “On your shoulders, Savior, having taken
the erring nature, you ascended and brought it to the God and Father”. I know
only one parallel to this text in the early 18 century icon (Icone russe. Collezione
Banca Intesa. Catalogo ragionato. Milano, 2003. T. I. Ne 75). At the upper side of
this composition we can see a traditional image of Good Thief in the Paradise
and Christ carrying Adam and representing him to God the Father.

Theiconsfrom Maastrichtand Clinton have preservedinscriptions commenting
the images of Christ with Adam and Christ. For example, the inscription on the
Maastricht icon says: “Raised on the shoulders / brought to [Fa]ther”. It means
that Christ has raised Adam on his shoulders and brought him from hell to God
the Father.

Thus, the icons in question represent a very rare motif showing us variety of
late versions of the Resurrection iconography.

Keywords: Anastasis, Harrowing of Hell, Descent of Christ into hell, icon
inscriptions

byspiknna l0mna Hukomaesna
Mpy3zeu Mockoscxozo Kpemns, Poccutickas Dedepavus

O6pas Kak TMIepCcchbUIKA B CTEHONMNCH ApXaHTenbCcKoro cobopa
MockoBckoro Kpems

B coBpemeHHO 1MPOBOIT PeasbHOCTY BaXKHYIO POJIb UTPAeT IMIIEPTEKCT.
ITO CI0BA, 32 KOTOPBIMM CTOAT TEKCTHI, B KOTOPBIX, B CBOIO O4Y€pefib, TOXE
MOTYT OBITH TUIIEPCCBUIKN. TeM He MeHee, TOZOOHbIe IPYeMbI BHICTPaVBaHMA
HbOpManVy He HOBBI: OHU CYLIeCTBOBA/IN B IPYIVie SIOXM B CAaMBIX Pa3HBIX
Bugax tekcta. OqHuM 13 Hanbosee IPKMUX MIPUMEPOB STOTO SIBJICHUS SBISAETCS

264



pycckoe uckycctBo [losgaero CpenaeBexoBbsi. OCHOBHASA 4acTh €ro 00pa3HoO-
TO apceHajia MpenCcTaBisieT CO00M 00pas3bl-IUIEPCChUTKY, PO IO KOTOPBIM,
MOXXHO IIOTPY3UTbCA B BU3AHTUIICKNE peaNnN, a 4epe3 HUX — B IPEKO-PUM-
CKYIO aHTVMYHOCTb U BETXO3aBEeTHbIE BpeMeHa. B ciydae ¢ pocnucpio ApxaH-
re/IbCKOTO cobopa CUTYAIMIO TONOTHAET TOT (PAaKT, YTO CYLIeCTBYIOLIAs Po-
CIIJICD IIOBTOPAET IPEbIAYIIYIO, TO €CTb XXuBonuch XVII cronernsd ccolaercA
Ha ICKYCCTBO cepenuubl X VI B. Bpsap nmu atn mporpaMMbl aOCOMIOTHO MAEHTNY-
HbI, [I09TOMY IIpaBU/IbHEE TOBOPUTDH MEHHO O CCBIJIKE, @ HE O TOYHOM KOIINA.

Durypsl CBATHIX Ha CTOMIAX, aPKaX ¥ B OTKOCaX OKOH APXAaHT€/IbCKOIO CO-
60pa MOXKHO paccMaTpMBaTh Kak 00pas3bl-CCBIIKM, YKa3bIBAIOLIE CBENYIEMY
3PUTEI0 HA Pa3Hble peanny, HeOYeBUJHbIE IIPY IPAMOM IIPOYTEHUY IIPOrPaM-
Mbl. MHOTME U3 HMX — IaTPOHaJIbHbIE CBATHIE IOTPEOEHHBIX 3[]eCh rocypa-
pell, HO He Te, YTO M3BECTHBI BCEM I10 UX TMHACTUYECKNM MeHaM (Hampumep,
ViBan IV BacunbeBuu — Voansn Ilpenreya). 9To cBATbIE, COOTBETCTBYIOIME
BTOPBIM XPUCTMAHCKUM VIMeHaM KHs3el, MO0 CBATbIe, Ubsl MaMATh MPa3[i-
HOBAJIaCh B JIEHb POXKJIEHUS TOTO WM MHOTO KHsA3s (armocton Tut mns VBaHa
[posHoro). Takum 06pas3oM B >KMBOIMUCU OTPaKaeTCsl UCCIIEOBAHHBIN PUIO-
noramu A.®. JIuteunoi 1 O.b. YcrieHcknM peHOMEH PYCCKOV XPUCTMAHCKO
IIBYUMeHHOCTY. HeKOTOpbIe 13 CBATHIX YKa3bIBAIOT Ha BaYKHbIE COOBITHA B VICTO-
puy MOCKOBCKOTO LIapCTBA, IPOM3OLIEAIINE B [IeHb X ITAMATI — HaIpuMep,
B3aTKe Kasany npumnoce Ha geHb Kunpuana u VMyctunbsl. CTOUT OTMETUTD,
9TO camy 10 cebe 3TU GUTYPHI TOXKE COCTAB/IAIOT CMBICIOBOE IIeTI0e, IIPU BCel
HEOOBIYHOCTH BIVICHIBAOIIEECS B TPAAUIIIO IIPOTPaMM POCIUCY XPaMOB, THie
KaXXIOMY JIMKY CBSITOCTU Yie/leHO cBoe MecTo. OIucaHHOe OTHOIIeHYE K 00-
pasy Kak K O3HayalIlleMy, CBOETr0 POfa CJIOBY B paMKaX TeKCTa, OOBsACHAET
HEKOTOPYIO CYXOCTb pyccKoro Mckycctsa Ilosmnero CpefmHeBEKOBbs: BaXk€H
layke He CTONIbKO caM 00pas, CKOITbKO TEKCThI U UJIeU, CTosIMe 32 HuM. Ham
IIpENCTABIAETCA INIOFOTBOPHBIM TAKOM ITOAXO[ K M3YYE€HMIO II03JHECPEIHEBE-
KOBOT'O MICKYCCTBQ, IIOCKOJIBKY OH II03BOJIAE€T aHAIM3UPOBATb IIPOM3BEEeHN,
BBIXO/ISI 32 PAMKV CTWJIMCTUYECKOTO U MKOHOTPa(4ecKoro aHajIm3a.

Kntouesvie cnoéa: TUIEPCCHIIKA, JPEBHEPYCCKOE MCKYCCTBO, MOCKOBCKUII
Kpemib, ApxaHrenbckuil cobop, CTEHHbIE POCIIUCH
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Yulia Buzykina
Moscow Kremlin Museums, Russian Federation

Image as a Hyperlink in the Wall Painting of St Michael
the Archangel Cathedral of Moscow Kremlin

Hypertexts play an important role in our network reality. Some words in
the text are links, leading to other texts, which may contain links as well etc.
However, such methods of structuring of the information existed in different
epochs in different kinds of texts. A good example is Russian art of late Middle
Ages, considerable part of which is a hyperlink to Byzantine realities and then
into Roman and Greek antiquity as well as Old Testament. The case of Archangel
Michael cathedral of Moscow Kremlin is even more complicated thanks to the
curious fact that the paintings of mid-17" century repeat or, more probably,
refer to ones of mid-16" century, because they cannot be fully identical.

Figures of saints on the pillars, arches and in the windows of Archangel
Michael cathedral may be accounted not only as iconic images but as hyperlinks
as well. They demonstrate to a confided beholder some realities, which are not
obvious for others. Some of them are patron saints of the rulers buried here,
but they are not ones known by dynastic names (as John the Baptist for Ivan
the Terrible). These saints point at other, second names of the rulers or they
are saints of the day the person was born (apostle Titus for the same monarch).
This reflects phenomenon of double names in Russian Christianity, described by
philologists A.F. Litvina and F. B. Uspenskiy. Other figures point at significant
events of Russian history, which happened on their memory day, e.g. Cyprian
and Justine’s memory was celebrated on the day of capture of Kazan. However,
the saints compose a program (text), readable also without clicking such a link,
and this program is a part of tradition of wall painting in the churches, where
each kind of sanctity takes its place.

It is highly possible that such attitude to the image as to the signifier, to the
word in the text, but not as to something inherently valued, became a reason for
a certain coldness and formality of the Late Mediaeval Russian art. Approach we
offer can be very effective for Late Medieval Russian art, because it goes beyond
traditional analysis of iconography and style.
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Keywords: hyperlink, Russian mediaeval art, Moscow Kremlin, Archangel
Michael cathedral, wall paintings

Onydpunenko Makcum Onerosuy
Mockosckuii zocyoapcmeernoiii yHusepcumem umeru M. B. Jlomonocosa,
Poccutickas @edepayus

HekoTtopbie oco6enHOocTN MKOHOTpadum Bemnkoro Bxoga
B NaMATHUKaX pycckoi xusonucu XVI-XVII sBekos

Cuena Benmkoro Bxopa m306pakaeT OfiMiH U3 00PSJOB TUTYPIUM BEPHBIX —
nepeHecenye CBATBIX JaPOB C KEPTBEHHMKA Ha IPECTON /I UX MOCTIERYIO-
I1€TO OCBALLEHMA. [JOBONBHO MIMPOKO paclpOCTpaHEHHAs B PYCCKOM MCKYC-
cTBe mo3fgHero CpeqHeBeKOBbs, 9Ta KOMIIO3UIMA OOHApPY>XMBaeT 3aMeTHOe,
XOTS ¥ HETIO/THOE CXOZICTBO C BU3AHTUIICKMMU U IOCTBU3AHTUIICKUMU 00pa3a-
mu Hebecnoit mutyprum. [1oqoOHBIM Clo)keTaM IOCBSAIIEH P CIIe[MaTbHbIX
pabot, Bktouass MmoHorpaduio T. Iflomb6anuca o crenax HebecHoit mutyprum
B BI3AHTUIICKOM U IIOCTBM3aHTUIICKOM MCKYCCTBE, a Takxke crarbio E. M. Ca-
€HKOBOI1, 3aTParnBaloLyo 0COOEHHOCTN PYCCKMX IAaMATHUKOB. TeM He MeHee,
MHOT'Vi€ OT/IYNTE/IbHbIE YePThI PYCCKMX IIPOU3BeNEeHNIT TPEOYIOT JabHeliIIe-
IO M3y4EeHU .

B pyccknx nsobpakenuax Bemmkoro Bxopa, CIOXMBIINXCS He IT03)Ke KOH-
1a XVI B., mpoueccus CBALIEHHOCTYXNUTeNeN ¢ Japamu MOgXOANUT K IIPECTONY,
3a KOTOPBIM CTOAT Tpu cBATUTENA: Bacunuit Benukuii, Mloans 3naroyct u Ipn-
ropuit borocnos. B rpeveckux crenax HebecHolt mUTypruyu BXOf COBEpLIAIOT
AHTeJIbl B OfleIHMAX KIMPUKOB. Kak nmpaBuno, nx scrpedaet Criac Benuknit Ap-
xmepeit (nHorma OH MOXKeT M3006pa’kaTbCsl MHAUYE — COBEPIIAIOIIVIM TUTYPIUIO
3a [IPeCTO/IOM, MM BOooOIIe OTCYTCTBYeT). OOpassl TpeX CBATUTENEI B Ipede-
CKMX ITAMATHMKAX HE BCTPEYAIOTCA.

IlosBnenme cBATUTENEN B CLIeHE BeMMKOro BXOfa He ABJIAETCs YeM-TO HEOXKU -
IIAHHBIM, ITIOCKOJIBKY IO CMBIC/Ty OHa O/M3Ka TPAAVIIVIOHHON KOMIIO3MILIMK
«Crry>x6a CBATBIX OTell», KaK IPaBM/IO, BKIOYAOIIE) 60/blee KOMMYECTBO
nepcoHaxken. Mexxgy TemM B cljeHax Benmukoro Bxofia mIpuCyTCTBYIOT MMEHHO
00pasbl TpexX BCEEHCKUX MepapXoB. BUAMMO, 3TOT YCTONYMBBIN 0ObIYail BOC-
XOOUT K HETUIIVMYHBIM BU3aHTUVICKMM KOMITO3UILVIAM, TAKMM KaK YHUKa/IbHasA
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pocnuch 6apabana nepkBu Cracutens B Qeccanonnke (cepemnHa — BTOpast
nonosyHa XIV B.), IJie IUTYPIUIO COBEPILAIOT 3eMHble KIVPUKY, COCTTY>KaIlye
U30paHHBIM CBATUTEISM: 37iech B Masiom Bxopie yuactByet [puropmit borocnos,
a B puHaMBHOI YacTu CIyXKO6bI — cB. Hukomait. BoaMoxHO, B 3TOV pocmicy,
COXPaHUBIIECA C yTpaTaMy, IIepBOHAYa/IbHO PUTypupoBany Hamboee ITH-
Mble enyckonbl — Hukonain Yygorsopen 1 Tpoe BCEIEHCKMUX CBATUTETIEN.

[To-BUpyIMOMY, B PYCCKMX IIPOM3BENEHMAX OTPA3MJICA TOT K€ IIPUHINII BbI-
6opa caMbIX oYnTaeMbIX nepapxoB. OTHAKO cpeay HUX OTCYTCTBYeT cB. Hu-
KOJIa¥i, YTO IIO3BOJISIET TOBOPUTH 00 0COOOM aKIleHTe Ha o0pasax Tpex CBs-
tuteneit. K XVI B. jaBHO cnoxmimack Tpaguiya NX COBMECTHOTO ITOYNUTAHMS,
BO MHOT'OM CBsI3aHHas C TEMOVI COCTAB/ICHA VIV TOIKOBaHNA YMHA JIUTYPIUN.
Xorts Ipuropuit borocnos, B otnmune ot Bacunmsa Benukoro u Moanna 3nato-
yCTa, He OBII aBTOPOM YMHA TUTYPIUN, MY IPUIICHIBANIOCh «CIOBO O TUTYP-
TUI», CofieprKalliee MUCTYECKOe TOIKOBaHe BCeX pasfienoB Cmy>KObl. ClieHbl
Bennkoro Bxoga BO MHOTOM COOTBETCTBYIOT 3TOMY TOJIKOBAHUIO, PACKPbIBAs
cyTb nmuryprun. CiregoBarenbHo, Ipuropusa borocniosa MOXXHO CUUTaTh aBTO-
POM TE€KCTa, KOTOPbIN, pacKpbIBas 3Ha4eHIe TUTYPIUA, IPUPABHUBAET 3TOrO
CBATUTEIIA K COCTAaBUTE/IAM €€ YMHOB.

Pycckas ukonorpadus Benmkoro Bxoja He OrpaHMYMBAETCS OOPSITOBBIMU
peanusamu. Vzob6paxkenue paspepctoix Hebec ¢ Tocmogom CaBaodom, oceHs-
IOLIVIM BCIO CI[eHY, M HeOeCHBIX CYJI IPUJAET el TPaHCLefleHTaIbHOe 3HaYeHNe.
BMmecTe ¢ TeM Takue KOMITO3UI[MM BKTIOYAIOT 00pa3 3eMHBIX CBAIIEHHOCTYXI-
TeJlell, MOJIALLETOCA Hapoja U CBATHIX. VIHbIMU coBaMu, 3[ech IpefcTaBIeH
BECb MIUP, CBA3AHHDIN €MHBIM [EJICTBOM. B 3TOM KOHTEKCTE TpU CBATUTENA
BOCIPMHUMAIOTCS KaK yunTeny 3eMHol LlepkBu, obmamaromiye criacuTenbHOM
IUIS1 BEPYIOIMX 0/1arOfiaThIo, YTO POJJHUT MTOJOOHBIE CI[EHBI C CIOXKETOM «Yue-
HUe TpeX CBATUTENE». TakuM o0pa3oM, M3HAYATbHBIN BU3AHTUIICKII MOTUB
COCITY KeHUs eMVICKOIIOB 3/IeCch MpuobpeTaeT Oomee MIMPOKOe, TOYTH YHUBEP-
Ca/IbHOE 3HAYEHNE.

Kntouesvle cnosa: mOCTBU3aHTUICKOE ICKYCCTBO, Benmkuit Bxop, Hebecnast -
Typrus, Tpu cBATUTENA, Ipuropuit borocnos, muryprus
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Some Features of the Great Entrance Iconography in the 16™ —
17" Century Russian Art

The Great Entrance scene shows one of liturgical rites, namely the moving
of the Holy Gifts from the prothesis to the altar for their sanctification. This
composition, rather common for the late medieval Russian art, is not quite
similar to the Byzantine and Post-Byzantine scenes of the Divine Liturgy. There
are several studies about this subject including a monograph by T. Tsombanis
on the Divine Liturgy in Byzantine and Post-Byzantine art, and an article by
E. Saenkova discussing specific features of Russian art works. However, some
particular elements of Russian compositions require further examination.

The Great Entrance image formed in Russia by the end of the 16™ century.
It depicts the procession of clergy coming to the altar with the Gifts, and three
holy bishops (Sts. Basil the Great, John Chrysostom and Gregory of Nazianzus)
behind the altar. In Greece and in the Balkans the Entrance is performed by
angels in clerical vestments. They are met by Christ the High Priest (sometimes
He is depicted performing the Liturgy or is not represented at all). The three
holy bishops were not represented in such compositions in Byzantine art.

As long as the meaning of the Great Entrance scene is rather close to the
traditional composition with officiating Church fathers that usually includes
more than three persons, their appearance in this context is not unexpected.
However, the Great Entrance scenes include not just holy bishops but precisely
the Three ecumenical hierarchs. It seems that this stable motif has its origin in
some rare Byzantine compositions such as the murals of the Savior church in
Thessaloniki (mid.— second half of 14" century) where the clergy concelebrate
Liturgy with selected holy hierarchs. Here St. Gregory of Nazianzus takes part
in the Little Entrance, while St. Nicolas appears in the final part of the service.
Probably, this half-ruined composition originally depicted the most venerated
holy bishops — St. Nicolas and the Three ecumenical hierarchs.

Perhaps, the Russian compositions demonstrate the same principle of choosing
represented persons. However, here St. Nicolas is absent, and this fact makes
a particular emphasis on the image of the Three ecumenical hierarchs. Their
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common worship, formed long before the 16 century, was connected in many
respects with the theme of Divine Liturgy and composition and interpretation
of its rite. Although Gregory of Nazianzus, unlike Sts. Basil and John, wasn’t an
author of liturgical texts, he was considered as composer of the “Word on the
Divine Liturgy” that interpreted the rite in a very mystical way. The scene of
the Great Entrance follows this text disclosing the meaning of the Liturgy. So,
Gregory of Nazianzus could be seen as the author of the text revealing the spirit
of the Liturgy and acquired the status equal to the authors of liturgical texts.

The Russian iconography of the Great Entrance isn’t restricted to the liturgical
realia. The open sky with Sabaoth, who dominates the scene, and the Heavenly
host add transcendental meaning to the subject. At the same time these
compositions include images of common clergy, praying people and saints. In
other words, here we can see the whole world united in a universal act. In this
context, as well as in the scenes known as the “Teaching of the Three Hierarchs”,
Sts. Basil, John and Gregory are the Teachers of the earthly Church who possess
the grace of salvation and distribute it among the faithful. Thus, in Russia the
initial Byzantine motif of concelebrating holy bishops gets a broader, almost
universal meaning.

Keywords: Post-Byzantine art, The Great Entrance, Divine Liturgy, three holy
hierarchs, Gregory of Nazianzus, Liturgy

Yecnokosa Hanexxpa IlerpoBHa
Hncmumym eéceobuieti ucmopuu PAH, Poccutickas Dedepayus

IIncbMeHHBIE NICTOYHUKY O MUTPAX PYCCKOI pabOTHI A
BOCTOYHBIX maTpuapxoB (koHer XVI — mepBas monosuna XVII B.)

CoracHO apXMBHBIM JaHHBIM, B KOHIe XVI — nepsoit nonmosune XVII B.
B Poccum ObUIM M3TOTOB/IEHBI TPM MUTPBHI IJIsI BOCTOYHBIX ITaTPUAPXOB:
B 1589 1. — mna BceneHckoro marpuapxa Vepemmun II Tpanoca (1572-1579,
1580-1584, 1587-1595), xoTopblit moceTnn Poccuio 1 pyKOImOmIoXXmI MOCKOB-
ckoro matpuapxa JVosa (1589); B 1644 1. — 11 MepycaamMMCKOTO HaTprapxa
Deodana III (1608-1644), xoTopslit moceTnn Poccnio m pyKOmomoxmna mo-
ckoBcKoro marpuapxa @umapera (1619); B 1645 . — 11 aymeKCaHAPUIICKOTO
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natpuapxa Voanaukus (1645-1657). B 1655 1. ¢ mpocb60t 06 M3TOTOBIEHUN
MUTPBHI K L[apio Anekcero MuxaiioBuay oOpaTuIcs ¥ aHTUOXVUIICKUI TTaTpu-
apx Makapuwmit 111 (1647-1672), Ho ero mpocbba He OblIa YIOBIETBOPEHA.

I3 Bcex 9TMX Xy[OKECTBEHHBIX IMAMATHMKOB 10 HAIIVX JAHEV [OIIIA TO/Nb-
KO MUTpPa MEPYCaIMMCKIX MaTpUapXoB, IpeTepleBIlas 3HAYUTEIbHYIO Iiepe-
nenky. O cympbe MUTP KOHCTaHTMHOIIONMBCKOTO U ATIeKCAH/IPUIICKOTO TIepBO-
CBATUTEJIEN HUYEro He M3BeCTHO. OMHAKO COCTAaBUTH IPENCTABIEHNE O TOM,
KaK BBIIJIANENN 3TU MaMATHUKM IIPUK/IAJHOTO MCKYCCTBA, MOXKHO Omaromaps
PYCCKOM MUTpP€ CHMHAVICKUX apXMENNCKOIOB, MOABEPIIIeNICA INIIb HEe3HA4M-
TeJTbHBIM M3MEHEHUAM (XPaHUTCA B CMHAMCKOM MOHAacCThIpe cB. ExaTepumHbr).
Kak cBUJIe€TeNbCTBYIOT UCTOYHMKY, CMHANICKAA U MepyCalMMCKas MUTPBI Me-
nu o6yt obpaselr, xpanusiuiicss B MockoBckom Kpemite, uto u o0bsicHsieT
VIX TUIIOJIOTMYECKOE CXOACTBO. AJIEKCAaHJIpUIICKasA MUTPA BO BCEM IOXO[MIIA
Ha MEPYCaTMMCKYI0, IOTOMY YTO 00 9TOM IIPOCWUI aTeKCAaHIAPUIICKNIL TTaTpu-
apx Moannukmit. O TOM >Xe CBUJETENbCTBYET ONNCAaHVE MUTPBI B JOKYMEHTAaX.
ApxVBHBIE JOKYMEHTBI O MUTPe KOHCTAHTMHOIIO/IbCKOro Iarpuapxa Mepe-
MUV He COXPAHWINCD, HO CBEJEHNA O Hell eCTb B COYMHEHUN APCEHMUH, elu-
CKOITa J71acCOHCKOro. OHM BIIO/IHE COITIACYIOTCA C OIVICAHVEM MEPYCAIMIMCKOM
U AJIEKCAHIPUIICKO MUTP PYCCKO pabOTHL, a TAK)Xe C 0OTMKOM MUTPBI CUHAT -
CKOT'O apXMEeNNCKOIIA.

Vlcrionp3oBaHHbBIE HAMM MCTOYHVKM ITOKa3bIBAIOT, KAK BBIIJIAMIENIN PYCCKUE
MUTpPBI 1o maTpuapxa Hukona (1652-1666), ctaBume oOpas3mamMu Ipy U3ro-
TOBJIEHUY JIapOB JI/Is1 BOCTOYHBIX IMaTpuapxoB. Cam xe narpuapx HukoH B cBA-
3)1 CO CBOEV MHTPOHM3ALMeN Chenal CIelVaJAbHbIN 3aKa3 Ha M3TOTOBJIEHNE
MuTphl B KoHcTaHTHMHONONTE. OHA 3HAYNTE/IBHO OT/INYANIACH OT CBATUTETbCKIX
IIAIIOK €O MPeIIeCTBEHHNKOB. VIMEHHO TaKyIo MUTPY IPOCUI B 1655 I. y maps
Anexcess MuxaitnoBnya aHTnoxuiickui nmarpuapx Makapuii I11. IIpocp6a na-
TpUapxa OCTanach He YAOBIETBOPEHHOI O 0O BEeKTUBHBIM TPUIMHAM.

NccnegoBanne Mutp, orocmanubix B XVI-XVII BB. 13 MOCKBBI BCEJIEHCKIM
IaTpyuapxam, He TOIbKO BOCCTaHAB/IMBAET ICTOPUIO PYCCKUX XYI0KE€CTBEHHBIX
aMATHMKOB Ha IPaBOC/TaBHOM BocToKe, HO U [jaeT MpeficTaBieHne 06 3BOIIO-
VY narpuapiuert MUTpbl B camont Poccun ¢ konua XVI o cepepuubt XVII B.

Knrwuesvie cnosa: Poccusa, Xpuctuancknii BocTok, nmaTpmapxm, nMCbMeHHBIE
VICTOYHVKI, PYCCKJE€ MUTPDI
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Written Sources on the Russian Miters for the Eastern Patriarchs
(Late 16™ and First Half of the 17 Century)

According to the archival documents, during the late 16™ and the first half of the
17" century three miters were fabricated in Russia for the Eastern patriarchs: in
1589, for the Ecumenical patriarch Jeremiah I Tranos (1572-1579, 1580-1584,
1587-1595), who visited Russia and ordained the first patriarch of Moscow Job
(1589); in 1644, for the patriarch of Jerusalem Theophanes III (1608-1644), who
arrived in Russia and ordained the patriarch of Moscow Filaret (1619); in 1645,
for the patriarch of Alexandria Joannicius (1645-1657). In 1655, the patriarch
of Antioch Macarius III (1647-1672) submitted a request to tsar Aleksey
Mikhailovich for a miter to be made for him, but his request was not fulfilled.

From all those masterpieces, solely the miter of the Jerusalem patriarchs has
been preserved by now, with considerable alterations, though. What became of
the miters of the Constantinople and Alexandria hierarchs remains unknown.
Nevertheless, one can reconstruct the appearance of those artifacts thanks to
the Russian miter of the archbishops of Sinai. At present, it is held in the Sinai
monastery of St. Catherine and has been subjected to minor changes only.
According to the documents, the Sinai and Jerusalem miters were made by the
same pattern deposited in the Moscow Kremlin, which explains their typological
similarity.

The miter of Alexandria looked precisely like that of Jerusalem because such
was patriarch Joannicius’s request. The description of the miter in the documents
gives evidence for that.

The archival documents about the miter of the Constantinople patriarch
Jeremiah are no longer existent, but we are informed about it from the writings
of Arsenius, the bishop of Elassona, which are in complete accordance with the
descriptions of the Jerusalem and Alexandria miters made in Russia, and with
the shape of the Sinai archiepiscopal miter.

The sources used in the paper demonstrate what the Russian miters made
before patriarch Nikon (1652-1666) looked like, themselves having served as
models for gifts made for the Eastern patriarchs. Patriarch Nikon, though, on
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occasion of his enthronization, specially ordered his own miter to be made in
Constantinople. It differed a great deal from the headgear of his predecessors. In
1655 patriarch Macarius of Antioch requested from tsar Aleksey Mikhailovich
the very similar miter, which was not executed for some objective reasons.

The study of the miters dispatched from Moscow to the Eastern Patriarchs
in the 16™ and 17™ centuries not only reconstructs the history of the Russian
works of art in the Orthodox East, but also gives a notion of the evolution of the
patriarchal miter in Russia proper between the late 16" and the mid 17" century.

Keywords: Russia, Christian Orient, patriarches, written sources, Russian miters

CanunmoB Anekceit MaparoBuy
Hayuno-uccnedosamenvckuti UHCIMUMY M meopuu U UCOPUU apXumexkmypol
u epadocmpoumenvcmea, Poccuiickas Pedepayus

Ycnenckuii co6op TBepckoro JKéntnkoBa MmoHacThIps B 30-x romax
XVII Beka

AKTUBHas CTpOUTENbHASA [IeSITeIPHOCTh B TBEepCKOM KHSKECTBe Ha pyOexe
XIV-XV BB. mpuBena K IOABJIEHUIO LIEJIOTO psAfa KaMEHHBIX XpaMOB, B 4ICIIe
KOTOPBIX ObUT BO3BefleH U YcreHCKnit cobop JKéntnkoa moHacThips (1404
1407). CunpHO mocTpagasiias B nepuop CMyTsl Havana XVII B. mocTpoiika
ObUta pazoOpaHa 1 BO BTOPOIT mmosoBuHe 1630-X rofoB 3aMeHeHa HOBBIM OfI-
HOMMEHHBIM COOPY>KEeHMEM. IJTa LePKOBb NPOCYILIECTBOBAIa OKOJIO CTa JIET,
u B 1713-1722 IT. ee CMEHWU HOBBINI COOOPHBIIT XpaM, KOTOPBI ObII YHMYTO-
’KeH B KoHIle 1940-x rogos. [IpoBeneHnble Ha MecTe 3TOr0O amMATHMUKA B 2017 T.
PaCKOIIKY Jja/Ii OCHOBaHIE YTBEPXKIaTh, YTO COOOPHBIN KOMIUTeKC JKEnTukoBa
MOHACTBIpA Hadasia XV B. OT/IMYa/Ia ONpefeeHHasd KOMIIO3ULVIOHHAA CIIOX-
HOCTb. Ero JOMUHUPYIOIMM 3/1eMEHTOM OBUT OfHOI/IaBBIN YCIIEHCKMIT cOO0p,
K KOTOPOMY C I0ra U CeBepa MPUMbIKa/IM TAaK>XXe OJHOIIaBble IIpUIe/IbHbIE Xpa-
MBL. DTO >Xe 00'beMHO-IIPOCTPAHCTBEHHOE pellleHye, CYAs IO apXUTEKTYp-
HO-apXeOo/lOTMYeCKVM JaHHBIM U VICTOYHMKY 1652 I., pUKCUpYIoLieMy B 3TO
TBEPCKOV OOUTENN TPEXINIaByIo IepKOBb «BO MM YcreHus [Ipecsarera boro-
pOIUIIBI», OBITIO, BEPOATHO, MMOBTOpPeHO B 1637-1639 rr. B JKénTukose MoHa-
CThIpE.
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OTMeTNM, 4TO NOABJIEHME B MOCKOBCKOM 30[4€CTBE IIEPBOJ IIOJIOBVHBI
XVII B. Ky/IbTOBBIX COOPY>KEHUI C IByMs pa3MeIeHHbIMI Y BOCTOYHBIX YIJIOB
npupenamu (ITokposckas nepkosb B Pybriose, Kasancknit co6op Ha KpacHoii
wrommaau u Tpoutikuit Xxpam B HUKMTHMKAX) ompaB/iaHHO, Ha HAIIl B3TTIAT, CBSI-
3bIBAIOT C BIMAHMEM PsAfia MaMATHUKOB KOHIAa X VI cronetns. B 4ncio noctpo-
€K, Ha apXITEKType KOTOPbIX MOIJIO CKa3aTbCs BO3ENCTBYIE ABYXIIPULE/IbHBIX
COOPY>KEHUIT STON SIIOXM, C MOTHBIM MIPAaBOM MOXKET OBITb IOMEIeH U BBI-
CTPOEHHBINI BO BTOPOI 1onoBMHe — KoHIle 1630-x rogos cobop Kéntnkona
MOHACTBIps. OTHAaKO B OCHOBE €r0 KOMIIO3UIIMY MOXKET JIeXKaThb COOCTBEHHAs
pernMoHaNbHas TPafANUINA, Hadajo KOTOPOJ OBIIO TIOTOXKEHO ellle Ha pybexxe
XIII-XIV BB., Korpa K TBepckoMy kadenpanbaomy Craco-IIpeobpaskeHckoMy
cobopy mpuctpomwnm aBa npujena. B Hagane XV B. oHa monmyuymia pasBuTue
Ha 6ase cobopHoro xpama JKEnTnkoBa MOHACTBIPS U €CTECTBEHHBIM 00pa3oM
ObIIa 3aKpeIjIieHa ero IMpeeMHUKOM B 1630-e rofoB, BO3BEeIEHHBIM Ha MeCTe
pasob6paHHO MOCTPONMKN VE/TbHOTO Iepruopa. B momonHeHne oTMeTNM, 4TO
B OT/IYME OT OO/BIIMHCTBA BHIIIEHa3BaHHBIX MOCKOBCKIX XPaMOB, KOTOpBIE
MI3HAa4aJIbHO OBUIV BBICTPOEHBI C OfHUM IPUJIE/IOM, TBEpCKasl LIEPKOBb CTaja
IBYXIIPUEIbHOM Cpasy.

llexopatnBHBIe OenOKaMeHHBIE IeTany, HalifleHHble BO BpeMs PacKOIOK,
a TaKk>Ke CBelleHMsI 00 JICIIO/Ib30BaHUY IIPY CTPOUTENbCTBE B 1630-X rofjax HO-
Boro cobopa JKénrukoBa MOHACTBIPS PE3HOTO KaMHs, KOTOPBII TOJDKEH ObUI
IIOJMITY «HA ITOACHI ¥ Ha OfIBEPHbIE OK/Iafibl Y Ha MOACTABKY ¥ HA IBIHN», NAIOT
OCHOBaHIe€ IIPEAII0IAraTh, YTO TBEPCKOM XpaM NepBoit 1o1oBuHbI X VII B. nmen
6oraTblit hacaiHbIN TeKop.

Ba)KHO OTMETHUTb, YTO PYKOBOAUTETb CTPOUTENbHBIX paboT B JKénTukose
MoHacTbIpe B 1637-1639 rr. O6pocum MakcumoB, ObUI, IO BCEil BUAVMOCTH,
somquuM Kasanckoro co6opa B MocKkBe, OCHOBHYIO YaCThb KOTOPOTO BO3Be/IN
B cepepuHe 1630-x ropmos. IloaTOMY He MCK/IIO4EHO, YTO KaKye-TO 4epThl Ka-
3aHCKOT'0 XpaMa OTPa3U/IACh B apXUTEKTYPe TBEPCKOI ITIOCTPOMKIA.

Kniwouesvie cnosa: Teepb, XVII Bek, apxutekrypa
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Church of the Assumption of the Tver Zhyoltikov Monastery
in the 1630s

Large building activities in Tver Principality at the turn of the 15" century
led to the erection of several stone buildings among which was the church
of Assumption of the Tver Zhyoltikov monastery, built in 1404-1407. The
construction was badly damaged in the Time of Troubles and then in the second
half of the 1630s was replaced with a new building of the same consecration.
That church had stood for about a hundred years, then in 1713-1722 it was
followed by a new cathedral which was destroyed in the late 1940s.

Excavations made there in 2017 gave a reason to say that the composition of
the first cathedral complex of Zhyoltikov monastery was definitely complicated.
The church of Assumption with one dome was a dominating element, domed
south and north chapels were adjoined to it. Judging from the architectural
and archaeological data as well as from the document of 1652 which fixed in
Zhyoltikov monastery the three-domed church “consecrated to the Assumption
of the Virgin Mary” the same type of composition was repeated in the abbey in
1637-1639.

The appearance of church buildings with two chapels placed at eastern corners
in Moscow architecture of the first half of the 17" century (the church of the
Intercession in Rubtsovo, the Kazan cathedral in the Red Square and the Trinity
church in Nikitniki) is defensibly in my opinion connected with the influence of
some buildings of the late 16™ century. The cathedral of Zhyoltikov monastery
erected in the 1635s can be rightfully placed in the number of buildings whose
architecture could be influenced by the composition of the churches with two
chapels, built at that time.

But in the base of its composition can lie a self-regional tradition originated
yet from the turn of the 14™ century when two chapels were built at the Tver
Cathedral of the Transfiguration. This tradition given a development in early
15" century on the base of the cathedral of Zhyoltikov monastery was naturally
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consolidated by its successor erected in the 1630s in the place of the demolished
construction of appanage times.

In contrast to the majority of Moscow churches built at first with one chapel
the Tver church was erected as the construction with two chapels initially.

Decorative white stone details found in a course of excavations as well as data
on using carved stones designed “for belts and door casings, and pedestals, and
melons” in a course of a new cathedral of Zhyoltikov monastery erection in
1630s give a base to state that the Tver church of the first half of the 17™ century
had a rich facade decoration.

It's important to note that a head master of building activities in Zhyoltikov
monastery in 1637-1639, Obrosim Maksimov was evidently an architect of
Kazan cathedral in Moscow, the main part of which was erected in the middle
of the 1630s. Thus it can’t be excluded that some features of Kazan church were
reflected in the architecture of the Tver building.

Keywords: Tver, 17™ century, architecture

bapanoBa Cetnana V3maiiioBHa
Poccuiickuti 2ocydapcmeennuiti eymanumapHolii ynusepcumem, Poccutickas
Dedepayus

Pycckuit uspasen nosguero CpegHeBeKOBbA: Xy0KeCTBEHHbIE,
COLIMAJIbHBIE Y1 TEXHOIOTMYECKNE TEHIeHIIN

CpenHeBeKOBYIO MCTOPUIO PYCCKOTO M3paslja MOXXHO NPEACTABUTDH KaK P
IIONBITOK YCBOEHMS XY/IO)KECTBEHHBIX U TE€XHOJIOTMYECKUX 3JIEMEHTOB €BPO-
IIeJICKOTO peMec/Ia, BOJIHBI BJIMSHUA U OTJe/IbHbIe UMITY/IbChl KOTOPOTO 3aMeT-
HBI Ha IPOTSKEHNM Bcero no3gHero CpefHeBeKOBbA.

Oco0eHHO ApKO 3TO BO3JENCTBME IMPOABUIOCh BO BTOPOI IIOJIOBUHE
XVII B., korga B MockoBcKom Pycu cTanm mmpoKoO MCHONIb30BaTbCA MHO-
rolBeTHBIE U3paslibl. VI3BeCTHO, YTO MPaKTUIECKUI IIepEeHOC 3TOrO 3aMeva-
Te/IbHOT'O XYH0KeCTBEHHO-3CTETUYECKOrO 3/IEeMEHTa Ha MOCKOBCKYIO II0YBY
COBepIINICS Oarofapsi MacTePCTBY O€MOPYCCKMX (TaK MX IPUHATO Ha3bIBATh
B POCCUIICKOIL McTOpuorpadun) MacTepoB, KOTOpble 0Ka3anuch B MockoBun
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B pesynbrare BOVHbI ¢ Peubro IlocrionmnTon, BKIroYaBIIenl TEPPUTOPUIO HbI-
HemHen bemapycu.

Takoe, ka3amoch 6bI, He CTONb YK 3HAYUTETbHOE COOBITIE, KaK IOSBICHNE
TIOJIMXPOMUN B M3Pa3L0BOM IIPOM3BOAICTBE, 0003HAUNIIO BCTYIUIEHNE MOCKBBI
B IIEpUOJ, CBOCOOPA3HOTO MHIYCTPUAIbHO-XYL0>KeCTBEHHOTO Pacl{BeTa, BIIOI-
He CTPOro (/10 HECKOTbKMX JIeT) XPOHOIOTMYECKM 09epueHHbI. COIIPOBOXKaB-
IIIee STOT paclBeT BHE[peHNe N3pasiia B PYCCKUI OBIT CliefyeT pacCMaTpUBaTh
KaK COBEPILEHHO CaMOCTOATEIbHOE KY/IbTYPHO-MCTOPUYECKOE SABJIEHMIE.

[maBHBIEe cOOBITMS pasbirpamuch B HoBo-VepycannMckoM MoHacTblpe —
«pe3uaeHIM» aTpuapxa HukoHa, ryie ero Boseit Obl1a co3aHa M3pasoBas
Mactepckas. [larpuapine macrtepa He TOIBKO NPUBE3IN U3-3a IOIbCKO-JIN-
TOBCKOTO py0e)ka CeKpeTbl M3TOTOB/IEHUs PA3HOIBETHBIX IJTyXUX OJIOBSIH-
HBIX 3Majieil, HO ¥ BBIpaboTany HOBBbIE TEXHOMOTMYECKNE U XYH0KeCTBEHHbIe
npueMbl. BMecTe ¢ HUMM NPUIIIM M HOBbIE BEPCUN €BPOIIENICKNX, B OCHOBHOM
MAaHbEPUCTUYECKNX OPHAMEHTOB, a TAK)Ke TO IUIACTUYHOE Y BMECTE C TeM [Jpa-
MATUYHOE BOCIPUATHE IIOBEPXHOCTU XYLOKECTBEHHOTO U3MENNA, TO YYBCTBO
KOHTPACTa MEeXJY IVIOCKOCTBIO, IIPOEMOM 1 penbedoM, MeX/Ty CBeTOM I IiBe-
TOM, KOTOPBIe ObIIV CBOVICTBEHHBI €BPOIIENICKOMY 6apOKKO.

[Tocne mumenns Hukona marpmapirero cana (1666 r.) MacTepoB mepeBenu
B MOCKBY, CTaBIIYIO I7TaBHBIM LIEHTPOM IIPOM3BOJCTBA MHOTOLIBETHBIX M3Pa3-
110B. [la>ke mpocToi 0030p COXPaHUBILIVXCS Y YTPAueHHBIX COOPY>KEHUI BMe-
cTe ¢ mHpopMaIeit, MOMTy4YeHHO IPK U3y4YeHUN KYIbTYPHOTO CI0sI MOCKBBI
3TOTO BpeMEeHH, YOeXXaeT B TOM, YTO ITOJIMXPOMHBIE V3Pa3Libl IOTYIVIIN V-
poKoe pacrpocTpaHeHne. ITOT (AKT, a TAKXKe CUCTeMa IIPOU3BOJCTBA U3pa3-
1[OB U IAaHHbIE IVICbMEHHBIX UCTOYHUKOB CBUETE/IbCTBYIOT O POXKLEHUN HO-
BOJI BU3Ya/IbHOI CTPYKTYPbI rOpofa. Peskuil ppIBOK B pasBUTHUM U3PA3LL0BOrO
nesa 0ObsICHUM MHTEHCUBHBIM POCTOM CPEIHEBEKOBON CTONMUIIBI KaK L[eHTpa
pEeMeCIIeHHOTO TTPOM3BO/ICTBA ¥ TOCTETIEHHBIM yBe/TMYeHNEeM er0 MacIITabos.,
obecrieyeHHBIX 0COOEHHO KPYITHBIMY (MHOT/IA JeICTBUTENTbHO YHUKATbHBIMI)
3aKa3aMm.

HoBarun B o6macTit apXUTEKTYPHOV KepaMUKM, OTHOCAIIMeCs K armoxe Hu-
KOHa, MOCKOBCKME MacTepa YCBOWIN, IOCTABUB IIPOM3BOLCTBO HA IIOTOK.
Bo Bropoi nonosune XVII B. mony4aer passutue U NpuMeHeHMe M3pa3lia KaK
97IeMeHTa MasIol apXUTEKTYPHOI popMbl — dacajia M3pasLioBOIl 1€V, BBIIBH-
HYBILIEJICA Ha 3aMETHOE MECTO B MHTEpbepe.
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V3pasery, kak dacagHbIl, TaK U IIEYHOI, He TONBKO IOTYINII IINPOKOE pac-
IIpOCTPaHeHMe, HO CTaJl ApYaIINM 3JIEMEHTOM PYCCKOTO MCKyccTBa. HoBble
TeXHOOrVM (I[BeTHas 9Maslb, BBICOKMUIT penbed) M XyJ0’KeCTBEHHbIE 0COOeH-
HOCTY (TIOTTMXPOMUS, CIOKETHI, OPHAMEHTBI, CTIOYKHbIE KOMIIO3UIIVN) M3Pa3I[0B
BHEC/IM CYIIeCTBEHHbIe M3MeHeHNsA B (pacagHOe ¥ MHTepbepHOe yOPaHCTBO
3JIaHUIL.

Kniouesvie cnosa: narpmapx Hukon, Hoso-JepycanuMckuit MOHacTbIpb, KC-
KyccTtBo HoBOro BpeMeHM, UCTOPYS TEXHOIOT U, IIOIMXPOMHBIE V3Pa31ibl
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Russian Tiles of the Late Middle Ages: Artistic, Social and
Technological Tendencies

The medieval history of Russian tiles can be represented as a number of
attempts to master artistic and technological aspects of European handicraft
whose influence is evident during all the Late Middle Ages.

This influence is especially obvious in the 17" century when the Moscow Rus
started a large scale usage of multi-colored tiles. It is known that the practical
assimilation of this remarkable aesthetic element became possible due to the
skills of Byelorussian (the term used in Russian historiography) craftsmen who
came to Russia after the war with the Polish-Lithuanian Commonwealth (the
territory of present Byelorus formed its part).

The appearance of polychrome tiles, seemingly an unimportant event, marked
the beginning of industrial and artistic flowering in Moscow, a process with strict
chronological frames. A subsequent introduction of the tiles in the everyday life
should be considered as an original cultural and historical phenomenon.

The main events took place in the New Jerusalem monastery, residence of
patriarch Nikon, where he founded a tile workshop. The patriarch’s handcrafters
from the Polish-Lithuanian Commonwealth not only brought some secrets of
making the multi-colored tin enamels but also developed new technological and
artistic methods. They introduced new versions of European, mostly mannerist
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ornaments, as well as rhythmic and dramatic perception of surface, contrasts of
plane and relief, light and color, characteristic of the European baroque.

After patriarch Nikons dismissal in 1666 the craftsmen were transferred to
Moscow, which became the main center for multi-colored tiles manufacture.
A simple survey of buildings, still existing and lost, and the cultural layer of the
city of that time shows the growing popularity of the polychrome tiles. This fact,
the method of their manufacturing and references in written sources demonstrate
appearance of new visual structure of the city. This sudden jump in development
is connected with intensive growth of the Russian capital as a center of handicraft
and with increase in its scale due to important, sometimes unique orders.

The Moscow handcrafters mastered the novelties introduced in architectural
ceramics during patriarch Nikon’s period, exploiting them in wide scale. In the
late 17™ century the tiles were used as elements of small architectural forms like
stoves which got very important place in the interior.

The facade and stove tiles became not only widespread but also one of the
most striking elements of Russian art. New technologies (colored enamel, high
relief) and artistic peculiarities (polychromy, imagery, ornaments and complex
compositions) made a substantial change in the facade and interior decoration
of buildings.

Keywords: Nikon the Patriarch, New Jerusalem monastery, Early Modern art,
history of technology, polychrome tiles

Axosnes Bnagumup BacunbeBuy
Poccuiickuti 20cydapcmeenHbili nedazoeuueckuti yHusepcumern umeHu
A. . Iepuena, Poccutickast Qedepauust

XpamocTtpoeHnne B HoBropopackoi enmapxuy npyu MUTPOIIOINTE
KopHnmnu (mo MatepuanaM HOBrOPOJCKUX e TONMCE MOCIeTHeN
yeTBepTu XVII Beka)

IIpakTiyeckn BcA XKu3Hb Mutponommra Kopuunusa ceasana ¢ Hosropog-
CKOJI enapxuent. 3Aechb OH Ha4MHAJI CBOE LIepKOBHOE CIIY>KE€HVIE, IPUHAB IIOCT-
pur B Tpounkom 3e/leHELIKOM MOHACTBIpE, CTaI B 1665 I. apXMMaHIPUTOM
TuxBMHCKOrO MOHACTBIPS. [|Ba>k/Ibl OH ObUI OHUM U3 peabHbIX KaHAM/JATOB
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Ha TaTpuapmmit mpecton (Bbei6opsl 1667 u 1674 IT.), HO BCeTAa CTPEMUIICS
BEPHYTBCS B POJIHBIE MecTa. B 1668 T. «kemaHmeM >xe o0eXgaeMy MHOTUM
JI IPOLLIEHVEM HAlllMM», KaK et caM KopHumit B cBOell IyXOBHOM I'paMo-
Te, OBIT IepeBefileH 0OpaTHO yKe CTpouTeneM Tpouiikoro 3emeHerkoro Mo-
HACTBIPA, B KOTOPOM UM OCTaBaJICA BIVIOTh O 1673 1. 16 MapTa TOro >ke rojga
KopHunnit momy4uns nossiliieHne — OB TOCTaB/IeH B MUTPpOnonuThl KazaH-
ckue u CBusKCKMe, HO B Kasanb Tak 1 He moexain. B 1674 rony HOBbIM ITaTpu-
apxoM 6b11 1306paH HOBropoackuit Mutporonnt Voakum. Uepes nBe Hepenu
nocye aroro Kopaummii nomydaet HOBropojckyio kadenpy. Haunmnaercs 60-
7ee 4eM ABaAlaTuaeTHee ciyXeHre KopHmWIA B KadyecTBe HOBTOPOJCKOTO
MUTPOIIOINTA.

3a 9T rofipl UM OBIIO C/IeTAHO OYEHb MHOT0, KaK B 00YCTPOIICTBE IIepKOBHOI
KU3HU, YCTAaHOBJIEHNM OCOOBIX OTHOWIEHU! ¢ MOCKBOIL, TaK ¥ B XpPaMOCTPO-
enun. Kacaerca aro B nepsyro o4yepenb Hosropopma, B KOTOpOM B 3T TOfbI
IIPOBOAATCS OOMbIINE CTPOUTEIbHBIE ¥ BOCCTAHOBUTENbHbIE pabOThl. bob-
moe BHMMaHne Kopuumuit o6parmman u Ha Tponnkmit 3e/ieHeIKMiT MOHACTBIPb.
B cBOeM MONUTBEHHOM IIPOIIEHNN OH, B YaCTHOCTH, OTMEYaJI, YTO UM «ObUIN
CO3JIaHbI LIePKBY, Tpalre3HasA, KOMOKO/IbHA, Kelb! 1 Orpajia KaMeHHas1, 1 bpa-
TUY COOpanoch HeMaso Yncyo...» C ero uMeHeM CBsI3aH pacliBeT MOHACTBIPS.

B 1695 1. mo BO3pacTy OH yIIea Ha IOKOM U yeXas B CBOIO TIOMMYI0 00M-
TeJIb, B KOTOPOIT U CKOHYAJICS MOC/Ie [UTUTEebHO 60mesnu 26 dpeBpansa 1698 r.,
TaM ke ¥ ObUT orpebeH psAfKoM ¢ OCHOBaTereM o6uTeny npenogo6HbM Map-
TUpreM 3eleHelKMM. B cBoeM TyXOBHOM 3aBel]aHMM OH 0coOOe BHUMaHIE
VAeNMUI lajbHelell cyaqpbe MOHACTBIPS, CIPaBeyINBO OECIIOKOSCh, YTO €TO0
IIpeeMHVKN He OYIYT YAEIATh OOUTENM CTONMb MPUCTANTbHOE BHUMAaHME, KOTO-
poe Bcerga ygenan oH. Hamo ckasarb, 4TO ero onaceHus OIpaBAanIich IIOTHO-
CTBIO U IIPAKTUYECKU CPa3y IOC/IE €r0 KOHYMHDI.

Hecmotpsa Ha 10, 4TO Ha ponb KopHmImA B XpaMOCTPOEHUM HEOLHOKpAT-
HO oOpalany BHUMaHMe MCTOPUKY MCKYCCTBA, 9Ta TeMa IIOKa ellje He IIONMY-
qyJIa JOCTATOYHOTO MCTOYHUKOBENYECKOTO 00ocHOBaHMA. [Ipyn 9TOM MMeHHO
BO BpeMsI ero MpeObIBaHMUsI Ha HOBTOPOJCKON Kademnpe co3maeTcsl Meblil P
KPYITHBIX CTOPUYECKUX courHeHmit (Hampumep, HoBropopckas 3abenmmuckas
neronuch, HoBropopckas Tpetbs metonnch). A ofHa 13 HUX MTOTy4YnyIa Ha3Ba-
HIe B 4ecTb MuTpononuta — Hosropopckaa KopaunbeBckas netonuch. bomnb-
IIas VX YacTh He ONyO/IMKOBaHa BIUIOTb /IO CETOHSAIIHETO JHA, a MCCTIeoBaTe-
JIAMA TP PACCMOTPEHUN JAHHOTO BOIIPOCA MCIIO/Ib3yeTCA JAaBHO yCTapeBlIee
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usnanme Hosropopckoit TpeTnelt neTommcu, npepcrapsioniee co60it BTopmd-
HBIV1 ¥l HETOYHBII BApMAHT APYIUX MaMATHUKOB. IIpy 3TOM B HUX COfepXUTCA
IIOCTATOYHO VHTEpPeCHasA ¥ OpUTMHAIbHAsA MH(OPMAIVs, TOCBAIIeHHAs VICTO-
PUM HOBTOPOZCKOI apXUTEKTYpbI mocnegHen yerseptut XVII B., paccMoTpeHne
KOTOPOJI 00513aTe/IbHO TPeOyeT NCTOPUKO-TEKCTOIOTMYECKOTO M KPUTUIECKO-
IO aHaJIM3a JIETOIMCHOIO MCTOYHMKA.

ABTopoM froxmaga 6onee 30 et BemeTcA paboTa IO M3yUeHNIO HOBTOPOJCKO-
IO JIETOIVICHOTO Hacmenus BTopoit nonoBuHbI X VII — Havama XVIII B., 6maro-
Iapsi 4eMy IPeICTAB/IAETCsI BOSMOXKHBIM Ha OCHOBAaHUM HEOITyO/IMKOBAaHHBIX
JIETOIVICEVI HOBTOPOJCKOTO IPOUCXOXIEHNA PaccCMOTpeTb ponb KopHmma
B IIEPKOBHOM CTPOUTENILCTBE U BBECTU B HAYYHBII 0OOPOT paHee He M3BECT-
HbI€ ICTOYHVKIL.

Kniouesvie cnosa: mMutponomnt KopHManii, HOBrOPOACKas apXUTEKTYpa
XVII Beka, HoBropopackue neromucu XVII Beka, MCTOpUYECKUN MICTOYHUK,
Tpounknit 3eneHeriKuit MOHACTBIPb

Vladimir Yakovlev
Herzen State Pedagogical University of Russia, Russian Federation

Church Building in Novgorod Eparchy at the Time of Metropolitan
Korniliy (Based on the Last Quarter of 17 Century Novgorod
Chronicles)

The whole life of Metropolitan Korniliy was connected with the Novgorod
Eparchy. His services started there, when he took the monastic vows in
Zelenetsky monastery of the Holy Trinity, then in 1665 became Archimandrite
of the Tikhvin monastery. Twice he was a possible candidate for the Patriarchial
See (elections of 1667 and 1674), but always wanted to come back to his native
place. In 1668, “upon many wishes of my own and also pleadings”, as Korniliy
himself wrote in his spiritual missive letter, he came back and became the builder
of Zelenetsky monastery of the Holy Trinity, where he remained till 1673. On
March 16 the same year Korniliy became Metropolitan of Kazan and Svijazh, but
never went to Kazan. In 1674 Joahim, Metropolitan of Novgorod, was elected
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the new Patriarch. Two weeks later, Korniliy was appointed the Metropolitan of
Novgorod and held this position for the next twenty years.

During these years he did a lot for the Church, including church building.
In Novgorod large-scale building and renovation works were conducted. Great
attention he paid to Zelenetsky monastery of the Holy Trinity. In his devotional
pleading he mentioned that he “built churches, a refectory, a belfry, cells and
stone hedges, and monks gathered in great numbers...» The monastery blossom
was associated with his name.

In 1695 he retired due to his age, and went to his beloved monastery where
he died after a long illness on February 26, 1698, and was buried close to the
monastery founder, venerable Martiry. In his spiritual will he paid special
attention to the monastery future, being anxious that his successors would not
devote as much attention to it as he always did. His worries came true, though,
almost right after his death.

Arthistorians often mentioned the role of Korniliy in church building; however,
this topic has not been substantiated by proper historiographic analysis. And it is
worth keeping in mind that during his service as the Metropolitan of Novgorod
a number of important historical works were created (e.g., Zabelinskaya
Chronicle, the Third Novgorod Chronicle). One of them was named after the
metropolitan — the Novgorod Korniliyevskaya Chronicle. Most of them have
still not been published, researches dealing with the subject use an outdated
edition of the Third Novgorod Chronicle, which is an inaccurate derivative of
other historical sources. They contain very important data on the history of
Novgorod architecture of the last quarter of the 17™ century, the research of
which cannot be made without historical, textual and critical analysis of the
sources.

The speaker has been studying the heritage of the second half of the 17—
beginning of the 18™ century Novgorod chronicles for more than 30 years,
which gives the chance to examine the role of Korniliy in church building and
introduce new sources for scientific use.

Keywords: Metropolitan Korniliy, 17*-century Novgorod architecture, 17*-

century Novgorod chronicles, historical source, Zelenetsky monastery of the
Holy Trinity
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JKuBeTtbeBa AHHaA AleKCaHpOBHA
Cmaponaooxckuti UCMOPUKO-apXUmeKmypHboiil U apxeonozudecKuti my3eii-
3anoeedrux, Poccuiickas Qedepauus

Vkona «Ycnienue Ilpecsaron boropogunpi ¢ 16 xnennmamm»
u3 cobpanusa Myses-zanoBegunka «Crapas JIamora»: K BOIpocy
0 Mpo6neMax U3yYeHU MO3THEN PYCCKOI MKOHOMICH

Jsydenne pycckoin ukononucy HoBoro BpeMeHM OCIOXKHEHO MHOXXECTBOM
(baKTOpOB, cpemu KOTOPbIX — HENOCTAaTOYHAs CUCTEMAaTU3MPOBAHHOCTD CO-
XPaHVBIINXCA MAMATHUKOB, VIX YPE3BbIYATHO PAa3HOPOHBIN COCTAB, CTYPAHME
YeTKNX TPAHMUI] IIKOJI ¥ PeTMOHAIbHBIX TPaAuLuii. B cBA3M ¢ 9TUM Ype3BbIvali-
HO Ba)KHBI M3y4YeHVe M MyOMmKanys OT/[e/TbHbIX IPOVU3BEEeHUI 1 KOUIEKIINIA
KaK KPYITHBIX, TaK I HeOOJIbIINX PerOHa/IbHBIX MY3€eB.

IIpenmaraemplit JOKIaf MOCBALEH CTVIMCTUYECKOMY aHA/IN3Y VKOHBI U3 CO-
Opanusa Myses-3anoBenHnka «Crapas Jlagora». bBombion obpas «Ycnenue
IIpecBaron boropogunpl ¢ 16 knenimMaMu», NOCTYNUBIINIL B My3elnt B 1986 1.,
IO CUX IIOP OCTAaBaJICS HEMCCIeNOBaHHBIM. [lepBOHaYaIbHO OH OBUT OTHECEH
K KoH1ly XVIII — Havany XIX B., OfHaKO 3Ta 3aKpeNnmMBIIAACA JAaTUPOBKa Ka-
XeTcs ¢1abo 0O60CHOBAHHON U HY)XXAAIOIEVICA B YTOYHEHUN, TeM 6ojiee 4To
B Ipoljecce pectaBpanyy MKOHBI B 2010 1. ObUIM yhaneHbl ABa C/IOS 3aINCU
VI PacKpBIT aBTOPCKUI c1oi >KyBomycy. OJHOM U3 1je/1ell JAHHOTO VICCIIeN0Ba-
HUS SIBJISETCS IOCTAHOBKA BOIPOCA 00 YTOYHEHNM JaTMPOBKU U aTpUOyLnm
IMaMsATHUKA.

PaccmarpuBaemblit 06pa3 OTHOCKUTCS K TUITY KUTHUITHBIX MKOH boromarepu.
CpenHuK 3aHUMaeT n300pakeHne YCIeHns B «00auHOM» U3Bofe. B mectHa-
1JaTy K/IeIMaX, OKPY>KAIOIIVX CPEIHVK, IIPECTABIEHbI CLIeHbl XUTNA JIoakn-
Ma, AHHbI 1 Mapun. B 1e10M MKOHa IMPUHAMIEKNUT K YUCIY IIPOU3BENEHNI],
IIOCTATOYHO TOYHO C/IEAYIOIMX APEBHEPYCCKOV TPAAUIINM KaK B MKOHOTpadu-
YeCKOM, TaK I B CTWJIMCTUYECKOM IIaHe, OTHAKO VMeeT psij] HeOe3bIHTepeCHbIX
uKoHorpadpudyeckux ocobenHocreit. OHU, Kak ¥ 0COOEHHOCTU CTUIS >KUBOIIU-
CU, TI03BOJISIIOT CIE/IaTh BBIBOMIBI O COLIMAIBHO Cpefie, B KOTOPOIt Obla co3pa-
Ha MKOHA, 1, BO3MOKHO, O BPEMEHU €€ VICIIOTHEHNA.

CrummncTdecKnii aHaIn3 MKOHBI YKa3blBaeT Ha €€ IPUYACTHOCTD K KPYTY «ce-
BEpPHBIX MICEeM» B IIMPOKOM CMBIC/IE JAHHOTO MOHATUA. VIKOHOTpaduyeckme
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0COOEHHOCTY, TPAaKTOBKAa CIOYKETOB, KOMIIO3VIIMOHHBIN CTPOH, crieruduka
HaJIMCENl XapaKTEepPU3YIOT IIPOM3BEEeHMEe KaK IAMATHUK HAPOJHDBIX, «Kpe-
CTBSIHCKUX» ITIICEM, OPMEHTHPOBABIINXCS Ha O0Jee BBICOKME 00pasIpl. AHamu3
VIKOHBI TIOJIKPEIUISAET CBEIEHNA O €€ IPOUCXOXAEHNN U NI03BO/AET TOBOPUTD
0 CO3JjaHNM NTpou3BefieHNA Ha Tepputopun HoBomagosxckoro mim TMXBUHCKO-
ro yezna HoBropopckoii ry6eprun. COBOKYITHOCTb MKOHOTPadUIeCKIUX U CTH-
JMUCTUYECKUX IIPU3HAKOB JJaeT OCHOBaHMeE JaTUPOBaTh MKOHY HayasioM XVIII B.
BeposiTHee Bcero, 06pa3 MCIIONTHEH TPOBUHIMATBHBIM MAaCTEPOM, ITPOLIEIINM
BBIYYKY IIpM KAKOM-TO KPYIIHOM MKOHOIIVICHOM LIEHTPE — BO3MO>XHO, MOHa-
CTBIPCKOM.

OpguuMm u3 6mpkanimux K Jlajore KpymHBIX IIeHTPOB MKOHOIMCAHUA OBUI
TUXBMHCKMIT MOHACTBHIPD. [leATeIbHOCTD U TBOPYECKOe Hacjefiie TUXBVHIIEB
XVII-XVIII BB. — mOKa HEFOCTATOYHO M3Yy4YeHHas 067acThb. VI3BecTHO, 4TO
TUXBUHCKJE€ MKOHHUKM TOMMMO PpaboT B BOoropoauiikom MOHacThIpe aKTUB-
HO 3aHVMJIVIChb CBOMM IIPOMBIC/IOM KaK Ha II0CaJie, TaK I B OKPECTHBIX JEPEB-
HAX VI MOHACTBIPAX. KpynHyI0 XpaMOBYIO MKOHY MOIJIM 33aKa3aThb MIKOHOIIVIC-
1y u3 TuxBuHa 1M60 MECTHOMY MacTepy, IPOIIEALIEMY BBIYUKY Y TUXBUHIIEB.
B mocnemHeM ciydae TMXBUHCKasl TPAaAMIVA TAaKXKe JIO/DKHA OblIa IOBIUATD
Ha Xy/I0>)KeCTBEHHOe pelleHne obpasa.

lIxoHa «Ycnenne Ilpecaron boropopunpl» — LieHHBIN TaMATHUK, JOCTOMN-
HBIVl 3aHATb B)XHOE MECTO B VICTOPUM Pa3BUTUA MKOHOIMCAHUA pacCMaTpy-
BaeMOro pernoHa. besycnoBHo, TpedyeTcs manbHelilee N3ydyeHne TBOpYECTBa
ukoHonucnes B Hosropoackoit n Cankt-Iletepbyprckoit rybepuusx, pabota
C COXPaHMBIIMMUCS MAMATHUKAMY B MY3€MHBIX COOpaHMSX, apXUBHbIE MTOM-
cku. IlpemmaraeMblil TOKIAZ MOAYEPKMBAaeT BaXHOCTh OOpaIleHNs K HMaMsAT-
HJKaM II03/JHEV MUKOHOIIVICY, Ybs MCTOPUKO-XYHLOXKECTBEHHAA LIEHHOCTD CTaJIa
OCO3HaBaTbCS HAYYHBIM COOOIIECTBOM CPaBHUTE/IBHO HEJJABHO.

Kntouesvie cnosa: KoHa, MKOHOTpadus, >)KUTUITHAS NKOHA, PYCCKOE I[ePKOBHOE
uckyccrso HoBoro Bpemenn, Ycnenne, CeBepHble IICbMa
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Anna Zhivetyeva
The Museum of the Archeology of Staraya Ladoga, Russian Federation

The Icon of the Assumption of the Mother of God with 16 Border
Scenes from the Staraja Ladoga Museum-Preserve and the Problems
of Study of the Late Russian Icon Painting

The study of the late Russian icon painting is an intensively developing field
of research, though its process is complicated by many factors. That’s why it is
extremely important to study and publish the monuments and collections of
both major and regional museums.

The present paper deals with the stylistic analysis of the icon “The Assumption
of the Mother of God with 16 border scenes” from the Staraya Ladoga historical-
architectural and archaeological museum-preserve. The icon was initially dated
back to the late 18" or early 19" century. However, currently such dating seems
unreasonable and needs to be refined. During the restoration in 2010 the original
painting was cleaned and became available for analysis. One of the aims of the
research is an attempt to clarify the dating and the attribution of the icon.

The icon features the Assumption of the Virgin and 16 border scenes of life of
Joachim, Anna and Maria. In general, it closely follows the traditions of medieval
Russian art. However, the piece is characterized by some remarkable features
deserving a detailed research.

The sum of iconographic and stylistic features, as well as composition and
manner of making inscriptions, allows us to regard the icon as an example of
“peasant” icon painting, imitating professional art. We suggest that the icon was
created in the Novaya Ladoga or Tikhvin district of Novgorod province in the
early 18" century. It was most likely painted by a master who had been trained
in one of the large icon painting centers of the region, probably in a monastery
workshop. It could have been the Tikhvin Assumption monastery. The activity
and heritage of the Tikhvin iconographers is yet poorly explored, but we know
that they worked not only in Tikhvin, but also in surrounding villages and
monasteries. They used to teach icon painting as well, so the influence of the
Tikhvin tradition might be quite expansive.

The icon “The Assumption of the Mother of God with 16 border scenes”
is a remarkable artefact of Russian sacral art and deserves a special place in
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the history of art of the Ladoga region. Its study underlines the importance of
research of the late Russian icon painting, whose historical and artistic value has
been realized rather recently.

Keywords: icon, iconography, vita icon, late Russian icon painting, The
Assumption of The Mother of God

Tkauenko Anekcanpp Bragummuposuy
Tocydapcmeentbiii my3eti UCMOPUL POCCULICKOT Tumepamypvl UMeHU
B. /. [lans, Poccutickas Pedepauyus

K Bompocy o npoucxoxaeHnn u uKoHorpaduy opHaMeHTanTbHbIX
3aCTaBOK CTapOOOPAYECKUX MeBYECKNX PYKOIMCHBIX KHUT

[lossBnenne B koHne XVII B. B cTrapoobpsmueckoir cpeme 60rocmyxeOHbIX
PYKOIIVICHBIX KHUT OBIIO O0YC/TOB/IEHO HEXBATKOM Y CTapoobps/iLieB 60rocmy-
YKeOHBIX M3JJaHUIl «JOHUKOHOBCKOI» NevyaTy. [leBUeckme pyKonyucHble KHUTH
YKpallla/Jych OpHAMEHTaIbHBIMU 3acTaBKamy. OpHaMeHT MOABUICA OGHOBpE-
MEHHO C BO3SHMKHOBEHVEM CTapOOOPATIeCKMX PYKOIVCHBIX KHUT U IIPOCYIIe-
CTBOBaJI O60JIee ABYX CTOIETHUIA, O KOHIIA PYKOIVCHOV KHVDKHOV TPaJULIUNL.

Cpeny 371eMEeHTOB OpHaMeHTa BCTPEYAIOTCS CTUIM30BaHHbBIE M300paXKeHUs
pacTeHUil U 37IEMEHTDI B BUJE apXUTEKTYPHBIX JieTajell. B moctpoennn opHa-
MEHTA IIPOC/IEXXNBAKTCS ONPENEIeHHBIN CTVUIb VI KAHOHMYECKNE TIPaBIIa.

[losiBNeHMe TaKOTO CIIO>KHOTO OpHAMEHTa B CTAPOOOPATIECKIX PYKOMMCHBIX
KHUTAX IOCTABUIO IIEPeN MICCIENAOBATENAMI BOIIPOC O €r0 IMPONUCXOXKAECHUMN.
Ha ocHOBe momo6usi HEKOTOPBIX 37IEMEHTOB CTAPOOOPSATIECKOTO OPHAMEHTa
U 97IEMEHTOB APYTUX OPHAMEHTOB BBIABUTANNCH TUIIOTE3bl 00 amponpuanum
CTapOoOOPSAIIAMY 37IEMEHTOB U3 PA3TMYHBIX UCTOYHUKOB.

OCHOBHBIE TUTIOTE3bI CBA3BIBAIOT MPOUCXOXKIEHNE CTAPOOOPATIECKOTO Op-
HaMEHTa C OpHaAMEHTaMJl BU3AHTUIICKUX KHUI, IPEBHUX PYCCKUX PYKOIUCEI],
OpHaMEHTaMM HAapOJHBIX NPUKIASHBIX M3fenuil. o HacTOALEro BpeMeHMU
HJ OffHA U3 TUIIOTE3 He IOIy4N/Ia MOATBEPKIECHNA.

MHoro 6bI710 IPOBeieHO UCCaefoBaHme 00TOCTyXeOHBIX KHUT KUPVJIINYe-
CKOII IleYaTy, U3JaHHbIX B MOCKBe 1 Apyrux ropogax ¢ 1564 no 1653 r. Kunru,
HalevYaTaHHbIE B 3TOT MEPUO]], TPU3HABAINCH CTAPOOOPSIIIaMI KaK UICTVHHBIE
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Y VICTIONTb30BAIVICh UMI B 60TOCTY>KeOHOII [leATeNnbHOCTI. B pesynbrare nccre-
noBaHUsA OBUIO OOHApy>keHO, YTO B 0OPMJIEHNM 3aCTaBOK, GPOHTUICIICOB
Y WUTIOCTPALMIL COMEPXKUTCST OOMbIIOe KOMMYECTBO PasHOOOPasHBIX OpHa-
MeHTOB. YacTo mcronbp3yemble M300pakeHNsI apOK HMOKPBITHI OPHAMEHTAIb-
HBIM fieKopoM. Cpefiyt 371eMeHTOB 3TOTO JleKopa 0OHAPYXMIOCh OOBIITHCTBO
97IEMEHTOB OpPHaMeHTa CTAPOOOPSTYECKIX ITeBYECKIX PYKOIUCEIL.

VI3y4eHne BOmpoca 0 IPOUCXOXKIEHNN HeKopa Ha M300paKeHUAX apoK II0-
Ka3aJIo, 4TO NeKOPUPOBAHME aPOK, KaK M CAMMI [J€KOPAaTUBHbIE MOTUBDI, HE SAB-
JIIeTCSl COCTABHOM YacThI0 PYCCKOTO LI€PKOBHOrO MCKycCTBAa. JIKOHOmMCHbBIE
TpaguLIUM TOTO BPeMEeHMU, HallpUMep, He NONYCKalIu JeKOPUPOBAHUA apoK
Ha MKoHaX. O4eBN/IHO, YTO OPHAMEHTHI ObIIV 3aMIMCTBOBAHBI 3BHE.

Bb110 BBISICHEHO, 4TO 32 mepuof ¢ 1600 o 1652 1. B Opyxeriayto, Cepebpsi-
HYI0 ¥ 307I0TYIO ITajIaThl OBUIO IPUHATO 67 MacTePOB, U3 HUX 35 — MHO3EMIIbI,
OONIBIIMHCTBO — HEMIIBI U TOJUIAHALIBI. MOXKHO YTBEp)X/IaTh, YTO IIPOHUKHO-
BEHJE OPHAMEHTA/IbHOTO CTW/IA OPYTUX CTPAH MOIJIO IIPOUCXOAUTD Yepe3 He-
IIOCPE/ICTBEHHBIX HOCUTENEN UX KY/IbTYPHI.

Hupepnanpckuit apxutektop Xanc Bpenepman ge Bpuec (Hans Vrederman
de Vries, 1527-1607) B 1555 . u3fan KHUTY KapTylIei (TeTpagb apXUTEKTyp-
HO-OpHaMeHTa/IbHBIX MOTUBOB), a B 1630 I. B AMcTepjaMe BBIIIIa KHUTA 9CKU-
30B MebOenmn u uHTepbepa ero cbiHa [laymsa. Kuuryn 6 mmpoxo M3BeCTHBI.
B Hux 66111 06HAPY>KEHBI M300pa>KeHNUS APXUTEKTYPHBIX 9JIEMEHTOB, IIPUCYT-
CTBYIOIIMX B BUJe MKOHMYECKNX 3HAKOB B OPHAMEHTaX KHUI MOCKOBCKOII ITe-
YaTy, a 3aTeM 1 B CTApOOOPATIECKNX PYKOIVCAX.

Takum o6pa3oM, CTapoOOPSALBI 3aMMCTBOBAIM 3eMEHTbI OPHAMEHTOB
U3 KUPWIIMYECKUX U3TaHUI TOTO BpEMEHU U, UCIIONIb3yA CBOY MOTUBBI, PUTM,
IIOCTPOEHVIE ¥ OPTaHM3AINIO, CO3/Iai COOCTBEHHBIN KAHOH OPHAMEHTa IIeBYe-
CKJX PYKOIIVICHBIX KHML.

Kntouesvie cnosa: crapoobpsiguecKkas pyKOICHasA KHIUTA, IeBUYECKe PYKOINC-
Hble KHUTY, OPHAMEHT CTapOOOPSATIECKNX PYKOMMCHBIX KHIAT, CTapOOOpsiIye-
CTBO, CTapOOOPAALIBI, PYKONMCHBIE KHUTH, IPOUCXOXK/IeHEe OPHAMEHTa, KO-
Horpad s OpHaMeHTa, OpPHAMEHT
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Aleksandr Tkachenko
The State Museum of the History of Russian Literature named after V.I. Dahl,
Russian Federation

The Problem of the Origin and Iconography of Ornamental
Headpieces in the Old Believers’ Singing Manuscripts

The Old-Believers’ liturgical manuscripts appeared at the end of the 17" century
due to the fact that the Old-Believers were short of liturgical books printed
before patriarch Nikon’s reforms. Singing manuscripts were usually decorated
with ornamental headpieces. The ornaments appeared simultaneously with the
Old Believers’ manuscripts. This tradition lasted for more than two centuries,
until the end of the manuscript production.

The ornaments contain stylized images of plants and architectural motifs. They
were made according to a certain artistic style and strict rules.

The appearance of such complicated ornaments in the Old-Believers’
manuscripts raised a question of their origin. Some scholars argued that certain
ornamental elements were appropriated by Old-Believers from other sources
such as Byzantine and Medieval Russian book decoration as well as Russian folk
arts and crafts. None of these assumptions has been proved so far.

I have made a study of Cyrillic liturgical books printed in Moscow and other
cities from 1564 until 1653. The books of this period were recognized by Old-
Believers as correct ones which could be used for the church service. A great
variety of ornaments in headpieces, frontispieces and illustrations has been
discovered. Commonly used images of arches are decorated with ornaments,
which include a lot of elements characteristic of the Old-Believers’ singing
manuscripts.

My study has shown that the decorated arches, as well as the decorative motifs
themselves, are not an integral part of the Russian church art. Most likely, the
ornaments were taken from the external sources.

I have found out that 67 craftsmen were employed in the period from 1600
to 1652 for the Armory, Silver and Gold chambers; 35 of them were foreigners,
mostly Germans and Dutch. It can be said that the expansion of the new
ornamental style became possible thanks to the genuine bearers of Western
culture.
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Hans Vrederman de Vries (1527-1607), a Dutch architect, issued a book of
cartouches (a book of architectural and ornamental motifs) in 1555. His son
Paul issued a book of designs for furniture and interiors in 1630 in Amsterdam.
Those books were well known. The architectural elements discovered in old
Moscow printed books as well as Old-Believers liturgical manuscripts can also
be found in two Dutch books mentioned above.

So, the Old-Believers appropriated their ornamental elements from
contemporary Cyrillic printed books. Using their own motifs, rhythm, design and
principles of organization, they created a new tradition of singing manuscripts
decoration.

Keywords: Old Believers’ handwritten books, singing manuscripts, ornament
Old Believers’ handwritten books, Old Belief, Old Believers, handwritten books,
ornament origin, ornament iconography, ornament

PeixoBa Onbra OnmerosHa
Hayuonanvrouii Kueso-Ileuepckutl ucmopuxo-xkynvmypHoiii 30N08E0HUK,
Yxpauna

Vxononuce Kuea u Kueso-Ileuepckoii /IaBpbl koHIa XVII —
Havajna XIX Beka: maMATHUKU, UCCIEAOBAHNA U Pe3Y/IbTaThl

JloKa MOOBOMUT UTOTU MCCIENOBAHNMA MKOH U3 MKOHOCTacoB KueBo-Ile-
yepckoll maBpel 1 KmeBa konna XVII — Havama XIX B.: XpaMoB IIpenofo0-
Horo Bapmaama Ileuepckoro (1691) n Bosgsmxenus Yectuoro Kpecra (1700)
Ha BmDKHUX memepax /maBpbl; TPOUIIKOV HaJBpaTHON I[epKBU JIaBphI (1734-
1735); cobopa Codbun Knesckoit (1731-1745); nepkBeit mpenogobHoro ®eo-
nocus Iledepckoro (1760-1762) u PoxxpmectBa Xpuctopa (1802) Ha JanpHux
nelepax jgaBpsl. [JonoaHs0T 0630p UKOHBI ¢ PUKCUPOBAHHBIM KUEBCKUM VTN
JIABPCKMM TIPOUCXOXKTeHueM 13 koytekinii HarmmonanbHoro Kueso-Ileuep-
CKOTO MCTOPUKO-KynbTypHoro sanosegHuka (HKIIVMK3) n HanumonanbHoro
Xy/I0’KeCTBeHHOTO My3es: Ykpanusl (HXMY).

B kauecTBe 6230BOTO METOIOIOTMYECKOTO IPUHIIUIIA CCENOBaHS ObUT 13-
OpaH KOMIUIEKCHBIV MICKYCCTBOBeqYecKmit anamms. OcoOeHHOCTY MaTepuaib-
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HOJ CTPYKTYPbl IIPOM3BEJeHUI ONpeJie/IeHbl ¢ IOMOIbI0 KOMIIEKCHBIX TeX-
HJKO-TEXHOIOTMYECKIX VICCIIENOBAHMIA.

AHanu3 NaMATHUKOB B XPOHOJIOTMYECKOV IOCTIeJOBATEIbHOCTI IO3BOJINII
BBISIBUTb OCHOBHYIO TEHJIEHIIMIO B LIEPKOBHOM >KMBOIMCYU VCCIEYEMOTO IIe-
puopa. OTO Mapajle/IbHOE Pa3BUTHE U COCYLIECTBOBAHME «KOHCEPBATUBHOI»
MKOHOMICHU U «KVBOMMCHOTO» HAIIPaB/IeHN s (MKOHA « YCIIeHMe C TIPeCTOS I -
mu Autonnem u ®@eonocuem [lewepckumm», koner; XVII B. — 1714, HXMY).
KneBckas Xygo)xecTBeHHasA TpafgyLVA B MKOHOIVICH CK/Ia[bIBA/IACh C OpVEHTa-
et Ha o0pasibl eBPOIeiCKOro 6apokKo 1 MaHbepusMa (cp. ukony «Cs. Vo-
aHH borocmoB» n3 nkonocraca Codbun Kuesckoii, 1745), naBpckiue, rpedeckue,
adoHckume, Kunpckue nponsBenenus (nkona «Bosngsikenne YectHoro Kpe-
cta», 1700, HKIIMK3). B menom nmamMATHMKaM K1eBO-TaBPCKONM MKOHOIVCHU
IIPUCYIL TOTVCTAIA3M.

OpHyM M3 Ba)KHBIX NIPU3HAKOB KVEBO-TIaBPCKOJ MKOHBI ABJIAETCA UCIONb-
30BaHIe OIpefleIEHHBIX INTEPATYPHBIX ICTOYHNKOB — OOTOCITy>XeOHBIX, 60-
TOC/TIOBCKO-OTMAaTUYeCKUX U >KUTUMHBIX TEKCTOB, BBILIEAIINX U3 TUIOTPA-
¢uit Yepuurosa u Kuepo-Ileuepckoit maBper (nkona «IIpemomo6uslit Bapmaam
[Tewepckuit ¢ xxuTuem» U3 NKOHOCTaca nepkBu Bapmaama [lewepckoro, 1691).
[TapannenpHO MKOHOMMUCIIBI WCIIONMB30BAIM B KauyecTBe 00OpPasIloB I'paBIOPHI
U3 3alaJHOEBPOIENCKUX WUTIOCTPUPOBAHHBIX bubmuit (mkoHa «Vcuenenne
paccimabieHHOro» M3 IIOKOJIBHOTO psifjla MKOHOCTaca TpOMIIKOi HafBpaTHOI
nepkBu Kueso-Ileuepckoit maBper, 1735).

Bcero uccnegoano 137 mpousBefeHNIT JKVBOIIVICY, BBIIIOIHEHHBIX B CMe-
IIaHHOW (TeMIlepa, Mac/sgHbIE TeCCUPOBKM) ¥ MAC/AHON TeXHMKe Ha MeTal-
e (62), nepese (68) 1 xomncte (7). TuIbI 1 COCTaBBI TPYHTOB B M3yYEeHHHBIX I1a-
MATHMKAX aHAJIOTMYHBI IIPOM3BENEHUAM €BPOIEICKON M PYCCKON CTaHKOBON
>KMBOIICY TOIO >Xe mepuopa. HaesxHoi 0CHOBOI [/ JaTUPOBKU KCCIIERYe-
MBIX ITPOM3BENeHNUN ABJAIOTCA TaK Ha3bIBaeMble aTPUOYIIMOHHBIE TIUTMEHTHL:
CUHME — CMAaJjIbTa, a3ypuUT, BUBMAHUT, HATypPaJbHbIIl yIbTPaMapVH, UHAUIO
u Oep/IMHCKast 1a3ypb; 3eJIeHble — ITIAYKOHUT U SIPb-MeJTHKa; KeNIThle — aypu-
ITMEHT, CBUHIIOBO-0JIOBSHNCTAsA JKeJITasl, HealloJIMTaHCKas JKenTasd, CypbMs-
HO-OJIOBSTHUCTASI JKeTast; Oe/nia — CBUHIIOBbIE, COfleprKall[iie MUKPOIIPUMeCh
cepebpa. Macrepa MIMPOKO UCIIONIb30BAIN OpPraHNYeCKle IJBeTHbIE TUTMEHTBI
B KMBOIICH TIO CYCaTbHOMY 307I0TY U cepelpy.

ABTOp paboTHI O/MArOmAapUT 3a CONENCTBUE B NMPOBENEHNUM MCCIENOBaHUIA
rmaBHbIx xpaHuteneir HKITMK3 I B. [Tomomko (2008-2016) u M. O. Maptsl-
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HIOK (2016-2018), 3aBeyIOIIyI0 HAyYHO-VCCIEeOBATETbCKIIM CEKTOPOM COXpa-
HEeHMS TTAMATHUKOB M300pa3uTeTbHOIO VICKYCCTBA, KHUAT U JJOKYMEHTATbHBIX
marepuanos V1. 10. VIBakuHy; 3amecTtuTensa reaepanbHoro aupekropa HXMY
JI. B. ToncToBy 1 3aBefyI0I Y10 HAYYHO-MICC/IEN0BATEIbCKIM OT/ETIOM IPEBHETO
uckyccrBa I. A. benukosy. ViccnenoBanus rpyHTOB, IUTMEHTOB U CBA3YIOLIETO
IIPOBOJVIIVICH 3aBEAYIOIEeN OThesIoM (PM3MKO-XMMIIeCcKX uccnegopanmit Ha-
I[JIOHA/IbHOTO HAay4YHO-MCCIIEl0BATEIbCKOTO PECTABPALMIOHHOIO 1IeHTpa YKpa-
uHbI B. A. Pacnonnnoii.

Knrwouesvie cnosa: nkononuch, Knes, Kneso-Iledepckas JIaBpa, nccienosanue,
pe3ynbTaThl

Olga Ryzhova
National Kyiv-Pechersk Historical and Cultural Preserve, Ukraine

The Icon Painting of Kiev and Kiev Pechersk Lavra in the Late
17" — Early 19" Century: Monuments, Studies, and Results

During our research we have studied the late 17" — early 19" century icons
from the iconostases in the churches of the Kiev Pechersk (Cave) Lavra and the
city of Kiev, such as churches of St. Barlaam of Pechersk (1691) and of Exaltation
of the Cross (1700) in the Near Caves of Lavra; Holy Trinity gate church in Lavra
(1734-1735); St. Sophia Cathedral (1731-1745); churches of St. Theodosius of
Pechersk (1760-1762) and of Nativity of Christ (1802) in the Far Caves of Lavra.
The overview is supplemented with icons of documented Kiev and Lavra origin
from the collections of the National Kiev Pechersk Historical and Cultural
Reserve (NKPIKZ) and the National Art Museum of Ukraine (NHMU).

As a basic methodological research principle, a comprehensive art history
analysis was chosen. The material structure of icons was investigated by means
of complex technical and technological studies.

The analysis of monuments in chronological order allowed to us reveal the
main tendency in the church painting of the period under study: it is a parallel
development of traditional icon painting and of the “life-like” manner (see
the icon “Assumption with Sts. Anthony and Theodosius of Pechersk’, late 17*
century — 1714, NHMU). The Kiev artistic tradition of icon painting evolved
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with orientation to European Baroque and Mannerism models (“St. John the
Theologian” from the iconostasis of St. Sophia of Kiev, 1745), as well as icons
from Lavra, Greek, Athonite and Cypriot works (“Exaltation of the Holy Cross,
1700, NKPIKZ). In general, the Kiev-Pechersk icon painting is characterized by
its polystylism.

One of the important features of the Kiev Lavra icons was the use of liturgical,
theological and hagiographic texts, printed in Chernigov and Kiev, as literal
sources (“St. Barlaam of Pechersk with Life” from the iconostasis of the Church
of St. Barlaam of Pechersk, 1691). Simultaneously, icon painters used images
from Western European illustrated Bibles as models (“Healing the Paralytic” in
the socle row of the iconostasis of the Trinity gate church of the Lavra, 1735).

A total of 137 paintings made in mixed (tempera, o0il glaze) and oil technique
on metal (62), wood (68), and canvas (7) have been examined. The types
and compositions of primers in the studied monuments are similar to those
of European and Russian easel painting of the same period. The evidence for
the dating of the studied works is the so-called attributive pigments: blue —
smalt, azurite, vivianite, natural ultramarine, indigo and Berlin azure; green —
glauconite and yare-copper; yellow — auripigment, lead-tin yellow, Neapolitan
yellow, antimony tin yellow; white — white lead, containing micro traces of
silver. Masters widely used organic color pigments in painting on gold leaf and
silver.

The author of the paper thanks for assistance in carrying out the studies the
main curators of the NKPIKZ G. V. Polyushko (2008-2016) and I. O. Martynyuk
(2016-2018), the head of the Research sector for the conservation of monuments
of art, books and documentary materials I. U. Ivakina; deputy General director
of the NHMU L. V. Tolstova and the head of the Research department of ancient
art G. A. Belikova. Studies of primers, pigments, and binder were conducted by
V. A. Raspopina, the head of the Department of physical and chemical research
at the National research and restoration center of Ukraine.

Keywords: icon painting, Kiev, Kiev Pechersk Lavra, studies, results
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Baranosa Haranpsa AHaTto/lbeBHaA
IIpasocnasnoiii Ceamo-TuxoHo8CKULL 2yMAHUMAPHBITL YHUBEpCcUmem,
Poccutickas @edepayus

N3o6paxkenus nukon Codpun IIpemyapoctu boxueit B kaure orma
ITaBna ®nopenckoro «Cronmn u yreepxaenne VicTuHbI»: MICTOYHUKI
Y1 UX COBPEMEHHOE COCTOSHIIE

B pany pycckux mpiciureneit pybeska XIX-XX BB., 00paTUBIINXCA K PacCMO-
TPEHNIO PYCCKO MKOHOMCH, oTelt [TaBen @nopeHckuit 3aHNMaeT 0cobe MecTo.
B xaure «Ctonm n yTBepxjeHne Victuasl» (1914) oH BIlepBble IpefIpuHIMAa-
eT MacIITaOHYIO MIONBITKY 60rocIoBCKO-P1mocodCcKoro aHanm3a u MHTEpIIpe-
taryu nkoHorpaduu Codun IIpemynpoctu boxueii.

I3 Texcta OnopeHcKoro, a Takke 13 ¢(parMeHTApHBIX YIIOMMHAHWI, pac-
CesTHHBIX B IPUMEYaHMIX, CTIeyeT, YTO OH MMeJl fIefio C M300pasuTeTbHBIMU
VICTOYHVKAaMU TPeX BUJIOB. ITO, BO-IIEPBbIX, C/IOBECHBIE OIVCAHVA COPUITHBIX
MKOH (60 MPOCTO yKasaHUs Ha UX HaJM4Me B Xpamax), KOTOpble OH Halle
Y Pa3HBIX aBTOPOB. Bo-BTOpHIX, prcyHKM 1 doTorpaduy 13 OTe4eCTBEHHBIX
U 3apybexxHbIx nmyonmmkanuit. HakoHen, 3To 06paspl, KOTOpble OH HAOIMIOfA
HETIOCPEJICTBEHHO caM (B HacTosllee BpeMs MHOTME U3 HMX yTpadeHsl). Ilo-
aByIsgIoee OOMBIIMHCTBO M300PasUTENbHBIX ICTOYHUKOB, C KOTOPBIMU MMel
neno Onopenckuit, orHocATca K XVII-XVIII BB.

I3 aToro obmmmpHoro nkoHorpabudeckoro Mmarepuana OaopeHCKuUil BbIOU-
paeT Tpu IPOPUCK U OFHY YepHO-Oenyio poTorpaduio KOHKPETHBIX MKOH, KO-
TOpble OH BKJIIOYAaeT B CBOJ TEKCT B KayecTBe M/UTIOCTpaluil. Tpu pucyHKa
B3ATHI M U3 «O4epKoB PyccKol XpucTmaHckoit nkoHorpadpun. Codus [pe-
Myznpoctb boxnsa» (1874) I. [l. ®unumonoBsa, a pororpadus BocrponsBeseHa
110 AT/Iacy CHUMKOB K «MaTepuasnaM Ajis UICTOPUN PyCCKOTO MKOHOMMCAHM»
H.TII. J/IuxaueBa (1906). [IBe 3 3TUX YeTbIpeX UKOH COXPAHWINCH O HAIINX
THel, X UAeHTUUKANSA He TpeIcTaBsAeT HUKaKol mpobmembl. IlepBas
u camas gpeBHASA — 3T0 MKoHa Codun Ilpemynpoctu boxxneit us brarose-
meHckoro cobopa MockoBckoro Kpemms (Mysen MockoBckoro Kpems).
B ouepke ®unuMoHoOBa OHa OblTa BIepBBIE ONMyOMMKOBaHa B mpopucu. Yep-
Ho-6ermas ¢poTorpadums, BTopast WIIOCTpanysa B TeKcTe KHUrM OropeHckoro,
BOoCIpounsBoauT NKoHY «Codusa ¢ mpasgHMKamMm» mepBoit yersepTu XVII B.
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u3 cobpanms I1. M. TpeTpskoBa. B HacTos1Iee BpeMs OHa XpaHUTCS B TpeThs-
koBckoii ranepee (I'TT 852).

Cynbba eme 1ByX MKOH OKasajach Oosee cinoxHoit. [Ipopuce ogHOI 13 HUX
dunuMoHOB conpoBokpaeT Hagmuchio «Codusa Hosropopckas XVII B.» u co-
oOI1aeT, 4YTO OHA CHIeNaHa ¢ MKOHBI 13 KpecTOBO3IBMKEHCKOIT IIePKBU HOBIO-
ponckoro IOpbeBa MoHacThHIpA. O €€ MECTOHAXOXEHNY B HACTOAIILEEe BpeM:
HIYero He M3BECTHO — CKOpee BCero, oHa norubia mpu 3akpsitun OpbeBa Mo-
HACTBIPA U U3BATUM €Tr0 LeHHOCTe B 1920-€e ropnl.

[Tocnemunit pucyHOK B kHUTe OIIOPEHCKOr0 TakKe B3AT U3 myonukanyy Ou-
IMOHOBA, KOTOPBII IICaJI, YTO 3Ta MKOHA ObIIa CO3/IaHa 110 3aKa3y KMEeBCKOTO
mutpononuta Bapmaama Acunckoro (1627-1707) u oripaBieHa B MockBy. Tam
ona BHauase (mo 1849 r.) xpanunace B 1epkBu braroBemieHus Ha bepexxkax,
a 3aTeM, IMEHHO B TO BpeMs, Korjja OblyIa cfie/laHa MPOpPUCh, ObITa «IepefjaHa
B ['ycmuukuin EqyiHoBepYecKuil MOHACTBIPD, I€ U CrOpeia BMECTe C JPyTUMU
COKPOBUIIAMM PYCCKOV MKOHONUCK». TakuM 06pa3om, Kak ykaspiBaeT Oum-
MOHOB, Ty O/IMKYeMBII PUCYHOK — BCE, YTO OCTAJIOCh OT 3TOTO 3aMeYaTeTbHOTO
IIPOV3BECHMA.

Mexny TeM B HacTosllee BpeMs B TOTeMCKOM My3ee XpaHUTCs MKOHA, I10JI-
HOCTBIO upeHTn4YHas npopucu L. [I. ®unumoHosa. CoOBpeMEHHOE BOCIIPOU3Be-
neHue MKoHb! (PpibakoB A. A. Bonoropckas nkona. LleHTpBI XyoskeCcTBEHHOI
KynbTypbl 3eMmu Bomoropckoit XIII-XVIII Bekos. M., 1995. Ta6. 277) compo-
BOXK/IA€TCA KPATKVMM KaTaJIOKHBIM OIVICAHMEM, TZie YKa3bIBAe€TCA, YTO MKOHA
npoucxogut u3 leopruesBckoil 1epkBu ropopfa ToTbMbl, IOCTYNNIA B MY3€l
B 1924 1. u pectaBpupoBaHa B 1990 1. YKka3bpIBaeTca TakXe, YTO MIAMATHUK I1y-
OnMuKyeTcs BIepBbIe, 0 BOCpou3BeneHNAX y @unumonoBa u B KHure OnopeH-
CKOT'O B KaTajiore He ynnomMmnHaeTcs. Kak mojaraet aBTop HaCTOALLETO SOK/IAfa,
pedYb MOXKeT UJTY MMEHHO O TOV MKOHE, KOTOPYI0 PUIMOHOB B CBOEM OY€EpKe
OIVICHIBAET KaK YTPAuYeHHYIO.

Knrwuesvie cnosa: Pnopencknir, Cronn u yreepxpeHnue VICTUHBI, MKOHOTpa-
dus, Codun [Ipemynpocts boxns, PunmnMoHOB, TyOnMKaIs, MIPOPUCH
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Natalia Vaganova
Orthodox St. Tikhon Humanitarian University, Russian Federation

Images of Icons of Sophia the Wisdom of God in the Book
“The Pillar and Ground of the Truth” by Father Pavel Florensky:
Sources and Their Current State

Among Russian thinkers of the turn of the 19" and 20™ centuries, who turned
to Russian iconography, Fr. Pavel Florensky takes a special place. In his book
“The Pillar and Ground of the Truth” (1914), he made a first large-scale attempt
to theological and philosophical analysis and interpretation of the iconography
of Sophia the Wisdom of God.

From the text by Florensky, as well as from the fragmentary mentions scattered
in the notes, it follows that he dealt with pictorial sources of three types. First, these
were the verbal descriptions of the Sophia icons (or simply the indication of their
presence in the churches), which he found in different publications. Second, he
used drawings and photographs from domestic and foreign publications. Finally,
there were images he examined himself (at present, many of them are lost). The
overwhelming majority of pictorial sources Florensky dealt with belong to the
17" and 18™ centuries.

From this extensive iconographic material, Florensky chose three drawings
and one black-and-white photo of specific icons, which were included in his
text as illustrations. The drawings were taken from the “Essays on Russian
Christian iconography. Sophia the Wisdom of God” by G. D. Filimonov (1874),
and the photograph was reproduced according to the Atlas for “Materials on
Russian icon painting” by N.P. Likhachev (1906). The first and the oldest was
the icon of Sophia the Wisdom of God, located in the Annunciation Cathedral
of the Moscow Kremlin (now in Moscow Kremlin Museum). In the essay by
Filimonov it was first published as the iconographic scheme. The black-and-
white photography, the second illustration in the Florensky’s book, reproduces
the icon “Sophia with Feasts” dating from the first quarter of the 17" century
(currently in the Tretyakov Gallery).

The fate of two next icons turned out to be more complicated. Filimonov
accompanied one of them with inscription “Sophia of Novgorod of the
17™ century», and noted that it was an icon from the Holy Cross church at
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St. George’s monastery in Novgorod. The current location of the icon is unknown,
most likely it disappeared in the 1920s.

The last picture in Florensky’s book was previously published by Filimonov
who wrote that this icon was made at the request of the Kiev metropolitan
Varlaam Yasinsky (1627-1707) and sent to Moscow. There it was originally
(until 1849) kept in the church of Annunciation on Berezhki, and then, just
at the time when the iconographic scheme was made, was “transferred to the
Guslizy Monastery, where it burnt together with other treasures of Russian
icon painting”. Thus, as Filimonov points out, the published drawing is all that
remains of this remarkable work.

Meanwhile, at the moment, an icon is kept in the Totma Museum, which is
completely identical to that one of Filimonov. The modern reproduction of
the icon (Rybakov A. A. Vologda Icon. The Centers of Artistic Culture of the
Vologdaland of the 13""-14™ centuries. Moscow, 1995. P1. 277) isaccompanied
by a short description, which indicates that the icon, published for the first
time, came from the St. George church in Totma, entered the museum in
1924, and was restored in 1990. Filimonov’s reproduction and Florensky’s
book are not mentioned in the catalog. The similarity is so striking that, as
the author of this paper suggests, it can be precisely the icon that Filimonov’s
essay indicates as lost.

Keywords: Florensky, The Pillar and Ground of the Truth, iconography, Sophia
the Wisdom of God, publication, iconographic scheme

Bonkosa Enena Bragumuposna
Tocydapcmeennviii Pycckuii myseti, Poccutickast @edepayust

JIkoHa B My3€IHOI 9KCIIO3UIINN: K ICTOPUHU CIIOCOOOB IMOKa3a

VlcTopusa My3eltHOrO 9KCIIOHMPOBAHMA UKOHBI HACYUTBIBAET OKO/IO 150 e,
KaK U UICTOPUA AUCKYCCUIL BOKPYT CTaTyca MKOHBI B My3€lIHOM IIPOCTPAHCTBE.
BrpITOBaHMEe MKOHBI B My3ee M CIOCOOBI ee MY3€ilHOV MHTePIPeTalNyi MOTYT
CUMTATHCS MPOEKI[MEel OTHOIIEHUIT My3esl 1 00IecTBa, My3es M BIacTH U JaXKe
camoro ¢eHoMeHa My3est. [IoNBITKM pemaTh 9TM BOIPOCHI IIPEAIPUHMUMATINCH
y>Ke IIPY CO3GAaHNM CAMbIX IIEPBbIX MY3€/IHbIX 9KCIIO3ULVI MUKOH — My3esd mpa-
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BOC/TaBHOT'O MKOHOMVICAHVIA IIPU ITeTepOyprckoit Akagemuu XyroxxecTs (1856)
u Otnenenns XpucTMaHCKUX gpeBHocTell Pycckoro myses (1897).

B coBpemMeHHOI My3e0/mornm mpo61eMaTn3npoBaH GeHOMEH MY3€iTHOT O ITpei -
MeTa Kak 00'beKTa, IepeHeCeHHOTO 13 OJJHOTO KOHTEKCTa B IPYTOi U B CBA3U
C 9TVUIM yTPaTUBIIETO [TepBOHAYaIbHbIe POPMBI OBITOBAHNA, & TAKXKe (PeHOMeH
My3es, KOTOPbIil 6ojiee He BOCIIPMHMMAETCS KaK HelITpanbHasa Cpefia COXpaHe-
HUS TaMATHUKOB WM MHPOPMAIMN, HO KaK cpefa, akTUBHO (popMupymomras
cMbIcbl U 3Ha4eHus (Marstine J. (ed.). New Museum Theory and Practice: An
Introduction. Oxford, 2006. P. 2). Ba>kxHbIM MHCTPYMEHTOM MY3€lHOI peNH-
TepIpeTalni, a CJIefOBaTeIbHO, CIIOCOOOM ITPOM3BOZICTBA CMBIC/IOB CTaNl MY-
3elfHbII In3aifH. Ve Toro, Kak 00beKTH IepeceKalT IPaHUIIBI KOHTEKCTOB,
APKO WUIIOCTPUPYET IPUMEP MY3€MHOrO IOKa3a MKOHBI. [JoK/Iam mocsAleH
PO MY3€MHOTO AV3aiiHA B TOM, KaK IKOHA M3bIMAETCS U3 CAKPAIbHOIO KOH-
TeKCTa ¥ o0peTaeT CBeTCKYe 3HaYeHNs, KaK POPMUPYETCs IPOCTPAHCTBO «MY-
3€ITHON CaKpanbHOCTN», KaK TPAHCHOPMUPYIOTCA UCTOPUUYECKIE 3HAUYCHNA.

[IBa 607bIINX 3TAIIa MY3€ITHOTO OBITOBAaHMA UKOHBI (10 1917 T. 1 mociie) 00-
JIaJIal0T U3BECTHBIM Mapayyienn3MoM. Ha KaXK[joM 13 3TUX 3TaIoB CIIOCOOBI
IIOKa3a MEHSIOTCS OT IpeBpallleH)s] MKOHBI U3 CAaKPaJTbHOTO 00bEeKTa B MY-
3elHbIIT TIpeaMeT (T. e. lecaKpaan3amun) K CO3MaHNI0 C TIOMOIIBIO JU3aliHa
VJUTIO3UY XPaMOBOTO IIPOCTPAHCTBA (T. €. OMBITKE BO3BpallleH!sI CaKpab-
HOI'O KOHTEKCTA).

OO60CHOBaHMS TIPUEMOB JleCaKpaIn3alyy UKOHBI B aKco3niusax 1860-1880-x
1 1920-1930-x rof10B, KOHEYHO, OBIIV COBEPIIEHHO Pa3/INYHbI, HO 3TO HE Me-
IIaeT BUAETb TUIIOIOTMYeCKOe CXOICTBO obmux crparernit. K npuemam peca-
Kpaau3anyuy MKOHbI MOKHO OTHECTU €€ BU3YaJIbHOE YPAaBHUBAHNE C JPYTUMU
npenqMeTaMu (0COOEHHO MPU TaK Ha3bIBa€MOM KOBPOBOM CIOCOOE 3KCIIOHU-
pOBaHNA); MOJYMHEHME ITOKa3a OOIMM IPMHIIMIAM XYJOXKECTBEHHON KOM-
TIO3UITNI; BK/TIOUEHME B «Cepuio» (B pasIMIHOrO THUIA KIacCUdUKAIVIOHHBIE
pAAbI — OT TUIIOB IIPEIMETOB JIEKOPATVBHO-IIPUK/IAJHOTO VICKYCCTBA [0 XY-
TIO>)KECTBEHHBIX IIKOJ); TPAaKTOBKAa MKOHBI KaK XY/O’KeCTBEHHOTO IlefieBpa
(OT pasmMereHNs B OT/Ie/IBHBIX BUTPUHAX, 0QOPM/IEHNS B paMax, YCTPOIICTBA
HaIpaB/IeHHOTO CBETa JI0 IPMEMOB, O/IM3KUX 9CTeTHKe 6emoro Kyba).

K nmpmuemaM BO3BpallleHMs CaKpa/JIbHOTO KOHTEKCTa OTHOCATCA IIOCTPOEHME
9KCIO3MINY, NTEPEKIMKAIIIENICA CO CTPYKTYPOI LIEPKOBHOTO MHTEPbEPa, MY-
3eifHOe 000pyOBaHNEe B BUJIE aHAJIOEB, COOMIOfieHNe IPY Pa3BecKe CTPYK