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Haransa lllepenera

NMKOHA POCCHN,
y K P A M H bI C 30 mas o 13 urong 2008 ropa B IHxkeHep-
’ HOM Kopmyce TpeThsSKOBCKOW rajepeu npo-
XOJuJ1a BbICTaBKa, mpuypoueHHas Kk 1020-me-
B E ]I A P yC M o Kpewenust Pycu, kotopoe nonoskuno Ha-

HaJI0 XpUCTHAHU3aAUWN CJIABAHCKUX HAPO/JOB

Lozomamepo
2KusoHoCHblIl UcmouHuK

Poccun, Ykpannel u benapycu. B ee coctas oo 89 npoussepgennii ukononucn XIV-XIX L
BeKOB U3 My3eeB MockBbl, KueBa 1 Muncka. Cambie JpeBHUE NMaMSITHUKU, OTPAKAIOLME — Hawo XVIIls.

JlepeBo, Temnepa

MHOroo0Opa3ue UCKYCCTBa JPEBHEPYCCKUX XYI0XKECTBEHHbIX LEHTPOB B XIV—XVI cTone-  79:5xs2

HarmonansHerii

THSIX, NpejicTaBuia TpeThsKoBcKas ranepes. B npoussenenusix u3 coopanist HaupoHamb-  wosemeniwei
'€CITYOJIMKH beslapych

Horo Kwueso-Ileuepckoro mMCTOpUKO-KYJIBTYPHOIO 3alOBEHMKA IMPOCIEXKUBAIOTCS IYTH The Motho of God
e Mother of Gox

Pa3BUTHUSI MECTHON MKOHOMUCHU Ha NPOTsKeHMU X VI-XIX BEKOB — OT NOCTBU3AHTUNCKOTO  Life-giving Spring
Late 17th —

BPEMEHMU JI0 3MoXn 0apokko. HaupoHanbHbI Xy0oKeCTBEHHBbIA My3ell PecriyOmukn benma-  eary 18 century

Tempera on wood

pychb aeMoHcTpupoBall 9KCNOHAThI X VII-XIX BEKOB — OT MaMATHUKOB, COXPAHSIOLIMX BU- 795 by 82 cm

The National Art Museum

3aHTUICKUE TPAULIMU IO POU3BECHUI Neprojia 6APOKKO U KIIACCULIM3MA. of the Republic of Belarus
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Oma IKcnosuyus — nepeas 603MOICHOCMb
8 0OOHOM NPOCMPAHCMBe CONOCMABUMb XY -
00XHCECMBEHHOE HACACOUE MPEX CAABAHCKUX
Hapo008, 06 beOUHEHHbIX OOUUMU UCTIOKA-
MU, ONUPAIOWUMUCA HA €OUHDBL OYXOBHbIIL
opuenmup — Busanmuto. ITooo6noe cpasHe-
HUE NO3BOAAEN OCMbICAUMb U NPO1YECMBO-
8amb He MOAbKO C80e00pa3ue, HO U OAUIOCTb
6pamcKkux Kyabmyp, ONAOMUBUUUX 6 CEBOUX
NnpouU3eeOeHUAX HEYKAOHHOE CAO0BAHUE UC-
MUHHOI NPABOCAABHOIL 8epe BONPeKU OpamMa-
MU4eCcKUM CoObLIMUAM NPOULLOZ0.

CocmasHou 4acmuto 2paHOUO3HO20 NPOEKMA
cmaau nodzomoeaennwlii anepeeii coemecm-
HO € YKPAUHCKUMU U 6eA0PYCCKUMU KOANe2A-
MU Penpe3eHmMamueHblil Kamaaoz U Y6AeKd-
MeAbHBIIL PUAbM, BUOEOPAD KOMOPO0O BKAIO-
uaem Hamypmvle cvemku xpamos Kueea,

e

frRLsswsReEEYE

b L T

P
o
BTNk i

Boeomamepv Uavunckas

5 R e

Yepruzoscran. XVIII B. Muncka, Baaoumupa, Cysoanrsn u, KoHeuHO,

Kuen Mockosckoz0 Kpemas.

IepeBo, macno. 125x72,5

H Hauoramsstit Kiteso- Tpemvakosckas eanrepes Oaazo0apum 3a ¢u-

i Tedepekuit uetopiko- HAHCOBYIO NOOOEPIHCKY 6 OP2AHUSAUU BbICIAG-
)] KYJIBTYPHBIi 3aITOBEHNK
% Ku komnanuu «HMruzocempax» u «Cesepemann,
y Our Lady Ilyinskaya of Dono «O6ugecmeo noowPenUs Xyoonecme»
: Chernigov. 18th century u ebipaxcaem 400Kyl NPUSHAMENbHOCTb
; Kiev uneny loneuumenvcrozo cosema I'TI" B.J1.Ma-
* Oil on wood. 125x72.5 cm D

The National Klevo-Fechersky WYUUKOMY, HA YbU CPEOCMEA OCYU,eCMBACHO

Historical and Cultural Reserve. Cc030aHue KHU2U U 8UOeOPUAbMA.
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. THE TRETYAKOV GALLERY CURRENT EXHIBITIONS

bozomamepv ¥
Baaoumupckasn
Iepsas yetepTh XV B.
Mocksa
JlepeBo, Temnepa
87x62
rTr

Natalya Sheredega
Our Lady of Vladimir »
First quarter of the

THE TRETYAKOV
GALLERY UNVEILS
TREASURES OF

ORTHODOX ICONS

FROM RUSSIA,

UKRAINE

AND BELARUS

On May 30th 2008 the Engineering Building
of the Tretyakov Gallery opened an exhibition
celebrating the 1020th anniversary of the bap-
tism of Rus’. This landmark event started the
process of the Christianization of the Slavic
peoples of Russia, Ukraine and Belarus.

The list of exhibits includes 89 icons painted
in the period between the 14th and 19th cen-
turies from the major museums of Moscow,
Kiev and Minsk. The Tretyakov Gallery pres-
ents a collection of the oldest icons demon-
strating the variety of the art of Ancient Rus-
sia’s cultural centres in the period between the
14th and 16th centuries. The collection of the
National Kievo-Pechersky Historical and Cul-
tural Reserve reveals the evolution of local
icon-painting art in the 16th—19th centuries,
tracing it from the post-Byzantine period to
Barocco. The National Art Museum of the

Tpouya Hososasemnasn The New Testament Trinity

Ha oGopore: On the reverse: Republic of Belarus introduces a collection of
Bozomamepn, maadeney The Mother of God, . . ]

Hucye Xpucmoc the Infant Chris, 17th—19th century icons, including works
u npaseoHas AHHa and the Righteous Anna .. A L.

Koren XVII 5. Bonwis  Late 18th century. Volyn reminiscent of the Byzantine tradition, along-
Tepeso, Macino, Oil on wood, metal . . ..
werann, 79x71 79x71 em side those created in a manner characteristic
Haumonanbubiii Kneso- The National Kievo-Pechersky . .

TleuepcKuit NCTOPUKO- Historical and Cultural Reserve Of BaI‘OCCO al’ld ClaSSICISm.

KYJIBTYPHBIIi 3aMOBEIHNK
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Korna B 988 romy Pych mpunsina Kpe-
IeHNe, XPUCTUAHCTBO HAXOMMIOCH
Ha miopore paszaeneHusi LlepkBu Ha Boc-
TOYHYIO M 3amaaHylo (MTpaBOCIaBHYIO —
¢ ueHTpoM B KoHcTaHTMHOIIONE U KaTo-
JIMYECKYIO0 — ¢ LIeHTpoM B Pume), koTopoe
OKOHuareJbHO odopmusioch B 1054 romy.
CrieKTp MpUYMH, TPUBEIIINX K 3TOMY UC-
TOPUYECKOMY COOBITHIO, pa3HOOOpa3eH —
OT MOJIUTUYECKUX U TOTMATUYECKHUX MPO-
TUBOPEYMIA 10 POKOBBIX HEIOPa3yMEHUM.
OmHO W3 TPOTUBOPEUMiI OCHOBBIBAJIOCH
Ha TOJIKOBAaHHMU IorMaTa 00 NKOHOTIOYUTa-
HuM, chopMyJIUpoBaHHOro B 787 romy Ha
CenpmoM Bcenenckom cobope B Hukee.
Ha mpotsskeHwu Bceil Mctopuu Tociie
paznenenus llepkseit Pumcko-kaToanye-
cKasl 1IepKOBb (opMaibHO TpHU3HaBaa
JIOTMAT UKOHOTIOYNTAHUS, HO, YTO OYEHb
BaXXHO, HAITOJIHSLJIA €T0 CBOMM, OTJIMYHBIM
OT ITpaBoOCIaBHOTO cofepxkaHueM. Cyliect-
BO Pa3HOIJIACHIT COCTOSIJIO B MHTEpIIpeTa-
IIMM TIOHSITHS «TIounTaHue»: [1paBociaBHast
LIEpKOBb MoJpasyMeBasia MoJ 3TUM BKIIIO-
YyeHUEe MKOH B OOTroCiyKeOHYI0 MpaKTH-
Ky KaK MOJIMTBEHHBIX 00pa30B, KOTOPbHIE
SBJISIIOTCS BUAMMBIM U HEMPETOXHBIM
CBUAETEIBCTBOM borosorolieHus; Ka-
Tonyeckas LlepkoBb OTOXIECTBIISIIA €ro
C YBaXXEHUEM K N300pakeHNI0, UMEIOIIEMY
TUCIHUIIIMHAPHYIO U 3CTETUYECKYIO (PyHK-
11U, a TAKXKE CTATyC MCTOPUUYECKOM UILTIO-
CTparvi.

ITonoOHBIE pa3HOUTEHUS B TIOHUMA-
HUU CBSILIEHHOTO 00pa3a OINpeneanin Ka-
HOHUYECKOE 1 DCTETUIECKOE CBOeoOpasne
MPaBOCIABHOM JKUBOIUCH, C OTHOI CTOPO-
HbI, U TOCJEayIollee pa3BUTHE €BPOIeii-
CKOW PEJTMTUO3HOM KUBOTIUCHU — C IPYTOM.
CiieyeT OTMETUTB, YTO TIOCTE TaaeHUs
B 1453 rony KoHcranTuHornosst, uiau Bro-
poro Puma, KaK Ha3bIBaJld €T0 BO MHOTUX
oUIMaNTBHBIX BU3aHTUMCKUX TOKYMEH-
Tax, B PyCCKOM KyJbType MOsIBUJIaCh KOH-
uenuus «MockBa — Tpetuit Pum», Koto-
past 060CHOBBIBasIa 3HaYeHEe MOCKBBI KaK
€IMHCTBEHHOU TIOJHOIIPABHOM MpeeMHU-
1bl TTOJJTMHHON BOCTOYHO-XPUCTUAHCKOU
NPaBOCJIaBHON TPaAULINU.

OCHOBOI 171 pa3BUTUS KYJIBTYPBI
claBsiHCKUX cTpaH — Poccum, benapycu
1 YKpauHbl — cTaja Kyastypa Kuesckoii
Pycu. B xonue X — cepeamHe XI Beka
B COCTaB €IMHOTO TOCYIapCTBa C IIEHTPOM
B Kuese BXonuanM orpoMHbie TEPPUTOPUU
¢ HoBroponom Ha cesepe, [lomonkom Ha
ceBepo-3amnaze u SlpociaBieM Ha ceBepo-
BocToKke. B 310 Bpemst B KueBe B obOcra-
HOBKE AYXOBHOT'O MOIbeMa U TTOCTOSTHHBIX
KOHTAKTOB C BEIYIIIMMHU KOHCTAHTUHOIIOJb-

Lozomamepo
Ooueumpus. 1740
JlepeBo, Temnepa
109,5%x80,5

HarmonanbHerii

The Virgin
Hodegetria. 1740
Tempera on wood
109.5x80.5 cm
The National Art
Museum of the
Republic of Belarus

XYIOXKECTBEHHbII My3eil
Pecniy6mukn benapycs

CKMMHU MacTepamMu (OpMUPOBAIUCH Te
KauyecTBa, KOTOPbIE BIOCIEACTBUM CTaTN
OCHOBOM pycCKOI KyJbTYpbI. [paHnno3HbIe
noctpoiiku Kuesa ykpainanu ppeckamu,
MO3auKaMU U UKOHAMU.

[Tocne cmeptu fApocnaBa Myaporo
ObIBIIIee Morydyee rocymapctBo Kuesckast
Pych mocteneHHO pacnajioch Ha MajeHb-
KUe KHSDKECTBAa U, YTPaTUB C €AUHCTBOM
CBOE€ MOTYIIECTBO, OKa3aJloCh HECTOCo0-
HBIM TMPOTHUBOCTOSTh BHEIIHUM HaLIeCT-
BusiM. B 1223 rony pycckue Boiicka morep-
TIeJIA COKPYIINTETbHOE TIOPaXKeHNE OT MOH-
rOJI0TaTapCcKoi apMUU, YTO CTAJI0 HAYAJIOM
3aBoeBaHusl Pycu. B 1237 romy MoHroso-
Tatapel B3siM Bramumup w pazopunu
Cesepo-Boctounyio Pychk, uepes Tpu roma
3aXBaTUJIM M MPAKTUYECKU YHUYTOXWIU

Kues. TonbKo ceBepo-3anaaHble Mpeaesbl
OBIBILIETO MOTYIIIECTBEHHOTO TOCyIapCT-
Ba — Hosropoa u IlckoB — He monBepr-
JIUCh Pa3rpoMy, HO U Ha HUX HaJBUTalach
yrpo3a co cTopoHbl JIUBOHCKOTO pbILap-
ckoro opzeHa. CeBepo-BOCTOUHBIE TOPOIA
Pycu nexanu B pyuHax v ObUTM BbIHYXK/IE-
HBI JIATUTD 3aXBaTYMKaM JaHb. YUUThIBAsI
3TO KaTacTpo(UIECKOe COCTOSTHUAE PYCCKOIM
rOCyJapCTBEHHOCTH, CJIOXUBILIEECS K ce-
penune XIII Beka, a Takxke TTOMHS O TOM,
yto B 1203 rony KoHcTaHTHHOMOIb OBLT
B34T U pa3rpabjieH BoiiCKaMu KPECTOHOC-
LI€B, CTAHOBUTCSI MMOHSITHBIM PE3K0e ocJiab-
JIEHUE KYJIBTYPHBIX U 9KOHOMUYECKUX CBSI-
3eit Mmexny Pycbto n BuzanTueit.

OmHako, gaxke HaXOISICh TTOJ THETOM
MOHTOJIOTaTapckoro ura, Pyce Bce xke
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Tepsast Tpetb XIX B.
IlepeBo, Temnepa
T1x55

I'Tr

The Assembly

First third of the

19th century

Tempera on wood
T1x55 em

The State Tretyakov Gallery
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Hukoaa

Ilepsas nonosuHa
XIV B. fdIpocnasib
JlepeBo, Temnepa
114x74

ITr

St. Nicholas

First half of

the 14th century
Yaroslavl

Tempera on wood
114x74 cm

The State Tretyakov Gallery

Yyoo apxarneeaa Muxauaa
0 Daope u Jlaspe

Havano XVI B.

Hosropon

Jlepeso, Temrnepa

67x 52

rTr

Sts. Florus and Laurus
(The Miracle of Archangel
Mikhail)

Early 16th century
Novgorod

Tempera on wood

67x52 cm

The State Tretyakov Gallery
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A joint presentation in the framework of this exhibition provides a unique opportunity to
compare the artistic heritage of the three Slavic peoples, with their common roots spring-
ing out of the same spiritual legacy. Such a comparison enables seeing, thinking over and
feeling both the uniqueness and the affinity of the related cultures, which through the
works of art demonstrated an unswerving allegiance to the doctrine of true Orthodoxy

despite the cruel, dramatic events of the past.

As part of this grandiose project, the Tretyakov Gallery together with their Ukrainian
and Belorussian colleagues prepared a representational catalogue and fascinating film ded-
icated to the unique and truly landmark event. The film, not confined to the Gallery’s
halls, showed live images of the cathedrals and churches of Kiev, Minsk, Vladimir, Suzdal,
and, as obviously expected, of the Moscow Kremlin.

The Tretyakov Gallery would like to thank the Ingosstrakh and Severstal companies,
as well as the “Society for the Encouragement of Arts” Foundation, for their financial sup-
port and also to express their gratitude to Vitaly Machitski, a member of the Board of
Trustees of the Tretyakov Gallery, who financed both the publication of the catalogue and

production of the video.

ussia was baptised in 988. At that time,

he Christian world was about to be split
by the Great Schism, which divided the
medieval Church into Eastern (Greek) and
Western (Latin) branches, later known as the
Eastern Orthodox Church, with its centre in
Constantinople, and the Roman Catholic
Church, with its centre in Rome. In 1054,
the division was completed. The list of rea-
sons that led to this historical event is rather
wide, ranging from political and doctrinal
antagonisms to fatal misunderstandings.
One such misunderstanding resulted from
the interpretation of the article of faith on
the veneration of icons, as stated by the
Seventh Ecumenical Council of the
Catholic Church (The Second Council of
Nicaea) in 787. In the ages since the time of
the Schism, the Roman Catholic Church
formally acknowledged the article on the
veneration of icons. Yet — a factor of para-
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mount importance — it ascribed to the arti-
cle a meaning different from the one given
by the Orthodox Church. The disagreement
evolved around the term “veneration”.
According to the interpretation of the
Orthodox Church, icons should have
become part of the liturgic service, providing
a visible object of worship and incontestable
evidence of God’s incarnation. As for the
Roman Catholic Church, its interpretation
suggested that icons should have been treat-
ed with respect as images bearing discipli-
nary and aesthetic functions, as well as illus-
trations of historical events.

Those differences in the understanding
of the concept of the holy image determined
the dogmatic and aesthetic peculiarities of
Orthodox art on the one hand, and the evo-
Iution of European religious art on the other
hand. It is worth mentioning here that after
the fall of Constantinople, or the Second

Rome as it was called in many official docu-
ments of the Byzantine Empire, in 1453, the
idea of Moscow representing “The Third
Rome” appeared in Russian culture,
attributing special significance to Moscow as
the only fully legitimate successor of the true
East Orthodox tradition.

The cultures of three Slavic count-
ries — Russia, Ukraine and Belarus — are
rooted in the culture of Kievan Rus. In the
late 10th through to the mid-11th centuries,
Kiev was the centre of one state, which unit-
ed vast territories, with Novgorod in the
north, Polotsk in the north-west, and
Yaroslavl in the north-east. At that time Kiev
lived in an atmosphere of spiritual develop-
ment, with regular contacts with leading
Constantin-ople artists, thus developing the
basis on which Russian culture would later
evolve. Remarkably, the grandiose cathe-
drals in Kiev were decorated with frescoes,
mosaics, and icons.

When Yaroslav Mudry (Yaroslav the
Wise) died, the once powerful Kievan Rus
gradually disintegrated into smaller princi-
palities and, together with the loss of unity,
lost its power. Weak as it was, the country
could not defend itself against outside
attacks. In 1223, the Mongol-Tartar army
inflicted a crucial defeat on the Russians,
thus starting the occupation of Rus by the
Mongols. In 1237, the city of Vladimir fell to
the Mongols, who then ravaged Rus’ north-
eastern territories. Three years later, Mongol
invaders occupied and nearly demolished
Kiev. Only Novgorod and Pskov on the
north-western borders of the once powerful
state were not destroyed. Yet, they were

CyMeJia COXpaHUTh CBOU yXOBHbBIE U XyIO-
JKECTBEHHBIE TPAJIUIINY BO MHOTOM OJ1aro-
naps [1paBociaBHOU LEPKBY, €€ TyXOBHBIM
MOABUXHUKAM, €MUCKONATy U MOHACThI-
psam. Ha nporsxenuun Bcero XIII crone-
TUS TJIaBa enuHoil Pycckoit mpaBociaB-
HOI 1IEepKBU — MUTPOIOJIUT — HEOTCTYITHO
Haxomwics B Kuese, v Tonbko B 1299 rony
mutponoaut Kuesckuit Makcum nepeHec
CBOI0 pe3uaeHIMIo Bo Bragumup. Tam xpa-
HWIAaCch BeJIMYalIlas APEBHSISI CBSATBHIHS,
npuse3eHHas u3 Kuesa eute B 1155 rony, —
Bnagumupckas ukona boromatepu, — Ko-
TOPOI CYXIE€HO ObUIO ChIrPaTh OTPOMHYIO
POJIb B UCTOPUUYECKOU 1 TyXOBHOM Cyab0e
Poccun.

B 1326 rony npu mutpononaure Ilet-
pe Kadenpy riaBel Pycckoii 1iepkBu nepe-
Heciu U3 Branumupa B MockBy. UmeHHO
¢ 3Toro MoMeHTa MockBa, U3BECTHasI MO
MUCbMEHHBIM UCTOYHUKAM €ll1e C Cepelu-
Hel XII Beka (BpeMeHU TIpaBIeHUS KHSI3S
1Opus Jonropykoro), o6peTaeT poJib IO~
TUYECKOT0, TyXOBHOT'O U KYJIETYPHOTO LIEH-
Tpa BO3POXIAIOIIECHACA U UAYIIEN K JTyXOB-
HOMY ¥ TTOJINTUIECKOMY €NUHEHUIO CTpa-
Hbl. OOHUM W3 MCTOYHUKOB CJIOXEHUS
HPaBCTBEHHOTO U yXOBHOTO MJeala cTajia
MBICJTb O TIPEEMCTBEHHOCTH MOCKBOiI Ue-
pe3 Baagumup tpanuuuit KueBa, To ectb
TpaauLMii BpeMEeHU HallMOHATbHON He3a-
Bucumoctu. Ilpu kus3e MBane Kamwmre
(B 1325—1340 romax) B MockBe Havyanu
cobupaThCs Jydllre MacTepa, Kak Haluo-
HaJlbHbIE, TaK U Tpue3xue. BoccraHosne-
HUe KOHTaKTOB ¢ Buszantueit u bankaH-
CKMMHU CTpaHaMM BHOBb BKJIIOUMIO Pych
B OOILIMI TPOLIECC Pa3BUTHSI BOCTOUHO-XPHC-
THAHCKOTO McKyccTBa. Ha ¢popmupoBaHue
MOCKOBCKOTO UCKYCCTBa PELIAIOLIEe BIIUSI-
HME OKa3asa KyJbTypa CPeAHEPYCCKUX KHSI-
KecTB, Tae yxe ¢ KoHua XII1 Beka Bo3pox-
Jajiach XynoxkecTBeHHast ku3Hb. C mepBoit
nosioBuHbl XIV Beka B MKOHAX, TTPOUCXO-
nsux u3 PocroBa Benvkoro u flpociasis,
TIPOSIBUJTUCH OCOOBbIE KauyecTBa: CTpemiie-
HHUE K MATKOCTH M JINPUIHOCTU 0OPa30B;
HCMOJIb30BaHME KOJOPUTA, OCHOBAHHOIO
Ha COYeTaHUU COMMKEHHBIX TOHOB; Xapak-
TEepHOE [UTSI TUIHOTO TTMChMa JIETKOE CBET-
JIOe BOXPEHUE 10 TEMHOMY CaHKHpPIO. DTH
MPU3HAKY MO3BOJISTIOT CYUTATh MECTOM BO3-
HUKHOBEHMSI MKOHBI «HukKoIa» pocroBo-
SIPOCIIABCKUII PETHIOH 1 TaTHPOBATh ee Tiep-
Boii mosoBuHoM XIV Beka.

OrpoMHoOe 3Ha4YeHUe IS JaJIbHeil-
IIETO Pa3BUTHSI PYCCKOMN XYMOXKECTBEHHOM
KYJBTYpbl UMe nipuesa B MockBy B 1390-x
rozax Bblaarouerocs xynoxHuka MeocdaHa
Ipeka, ¢ YbMIM UMEHEM CBSI3aHO CO3/IaHUE
BBICOKOTO Pa3BUTOTO MKOHOCTaca — OIHO-
ro U3 JoCTUXeHUui pycckoro CpenHeBeKo-
Bbsl, — HE MMEIOIETO MPSIMbIX aHATOTHI
B €BpoIielickoii Kysbsrype. IMeHHO B ero Ha-
CBIIIEHHOM CJI0OXXHOUW CUMBOJIMKOI CTPYK-
Type 00pa3HO BOTUIOTUIACH TOTMaThYecKast
noHoTa yueHust LlepkBu o myTu ciaceHust
yeynoBeyecTBa. Pa3BUTHI pyccKuil MKO-
HOCTAaC COCTOUT U3 MATU YUHOB (PSIOB) —
MECTHOTO, IEICYCHOTO, TIPA3IHUIHOTO, TIPO-
POYECKOro, K KOTOpbIM ¢ cepenrHbl X VI Be-
Ka 100aBUJICS TPAOTeUeCKUI YMH, a B bosee

TO3[Hee BpeMsl — U Ipyrue sspychl. bosb-
IIWHCTBO UKOH, TIPEACTAaBICHHBIX Ha BbIC-
TaBKe, BXOJIWJIN WIX MOTJIM BXOIUTh B CO-
CTaB MKOHOCTACOB.

LleHTpanbHbIM cOOBITUEM 7151 Oymy-
ero MockBbl, a Takke cyap0bl Beeit Pycu
SIBUJICSI Pa3TPOM OOBETMHEHHBIM PYCCKUM
BOMCKOM TOJ TIPEIBOAUTEIHCTBOM MOC-
KOBcKoro KHs3s Jmutpus UBaHoBuua
noyiuuiil xaHa Mamast B ceHtsiope 1380 ro-
na Ha KynukoBoM mone. CTojeTueM mos-
Ke, oceHbio 1480 roma, OblTa omep:kaHa
OeckpoBHasl mobefa Ha peke Yrpe, o3Ha-
MEHOBaBLIAsl TMajJeHUE OPIBIHCKOTO MHra.
B 1395 romy Bo Bpems HamecTBust Ha Pych
MOHTOJIOTAaTapCKOTO BOICKa TIOJ TIPEIBO-
JIUTEIBCTBOM <«ITOKOPUTEJSI BCEJIEHHON»
Tamepnana, npubausuBIIerocs: K Mockse,
ukoHy boromatepu Bragumupckoii Briep-
BbIE TOPXXECTBEHHO MpUHecau u3 Brnanu-
MHpa U MOCTaBWIM B YCIIEHCKOM cobope
Mockosckoro Kpemis. B nens ee mpuobI-
TUSI YCTPAIIEHHBIH TPO3HBIMM BUICHUS-
My TamepsaH BHE3aIHO MOBEPHYJ BOMCKa
TPOYb U TTOKUHYJI TIpeaesibl MOCKOBCKOTO
KHsDKecTBa. [locrie 3Toro uyna npeBHSIs CBSI-
TBIHSI CTaJla CYUTATHCSI TOKPOBUTETbHULIEN
MockBbl, a ocoboe nountanue Baagumup-
CKO¥l MKOHBI TIPUBEJIO K CO3MaHUIO C Hee
OOJTBIIIOTO KOJIMYecTBa crcKoB. OmnHa 13
CaMbIX PAaHHMX JIOILIEIIUX 10 HAC MOCKOB-
cKkux «Komuit» «boromarepu Brammmup-
CKOW» BBIIIOJIHEHA B TIEPBO YETBEPTU
XV Beka. B aTOM crircke sIBHO OLLyIIAIOTCS
TpaguUUKu PYOJIEBCKOTO MCKYCCTBA: MSIT-
KOCTb ¥ OKPYTJIOCTh JIMHUI, TOHKOCTH KO-
JIOpUTA Y CBETOHOCHOCTb MaHEephl MChMa
JuKoB. U3-3a He3HAUUTETbHBIX U3MEHEHU I
nKoHorpacduun boromareps He ycTpemiseT
B30p Ha MOJISIIIETOCS, KaK Ha JIPEBHEM TTPO-
obpase, a MpeAcTaeT B YIIyOJIEHHOM MO-
JIUTBEHHOM COCTOSTHUM.

M cKyccTBO MECTHBIX XyTOKECTBEHHBIX
LIEHTPOB B XV BeKe CUJIbHO OTJINYAIOCh OT
MocKoBckoro. Hanborsee 3HaUMTeTbHBIM 5IB-
JIEHUEM TIPOJI0JKajia OCTABATHCS KUBOTTUCH
Hosropopa. [IpumedatesbHO, 9YTO Ha TIPO-
TSKEHUU JJOJITOTO BpeMEHU B XX CTOJIETUN
VMEHHO HOBTOpPOJICKasi MKOHOIUCH C ee
YETKOUW TepaIbAUIHOCTHIO KOMIIO3UIINI
M 3MOILIMOHAJIBHOCTBIO OTKPBITOTO LIBETa
BOCTIPUHUMAJIACh KaK HarboJ1ee COBepIlIeH-
HOE BOTUIONIEHNE 3CTETUYECKOTO uieasa
JPEBHEPYCCKOTO MCKYCCTBA. DTU KayecTBa
ONPEAETSIIOT XYI0XKECTBEHHBII CTPOIi Tpe-
KpacHOI UKOHBI, BBITTOJTHEHHOI B HoBro-
pone B XV Beke, — «KHs13b Bnagumup» u3
nevcycHoro unHa. HoBropozckast xynoxe-
CTBEHHasl cpenia Mo-TpexXHeMy co3laBaja
CBOM COOCTBEHHBIE BapHaHTBHI UKOHOTpA-
duyeckux cxem paHee M3BECTHBIX CIOXKe-
TOB. Tak, B ukone «ITokpos» XV Beka, B OT-
JIMYKe OT BIaAMMUPO-CY30aTbCKOM, a 3aTeM
¥ MOCKOBCKO# TPaIUITN i1, KOMITO3UIIHUS e~
JIUTCSl Ha YETKO BBIPAXKEHHBIE PETUCTPBHI.
MHorue croxeTsl (Hampumep, «Hymo Ap-
xaHresia Muxauna o ®@nope u JlaBpe») ObI-
JIV TOMTYJISIpHBL B XV BEKE U T03Xe UCKITIO-
yuteabHO B HoBropose 1 ero ceBepHbIX Mpo-
BuHLMSX. B koH1Ie XV — TIepBoii TosIoBUHE
XVI cronetus, nocie maaeHus B 1478 romy
BEUYEBON DPECIyOJMKM U MPUCOESAVMHEHUS

Knazv Baaoumup,
U3 0CUCyCHOR0 UUHA
Ilepas tpetb XV B.
Hosropop

Jlepeso, Temnepa
97x37

ITr
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Prince Viadimir, from
the Deesis tier

First third of the 15th
century. Novgorod
Tempera on wood
97x37 cm

The State Tretyakov Gallery
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threatened by other invaders — the Livonian
knights. The cities in the north-east of Rus-
sia were in ruins and paid tribute to the
occupiers. Given the catastrophic situation
of the Russian state and the occupation and
destruction of Constantinople by the Cru-
saders in 1203, the country’s cultural and
economic ties with Byzantium were dramat-
ically weakened.

Still, even while suffering under the
Mongol-Tartar yoke, Russia did preserve her
spiritual and artistic traditions, a fact that
was made possible largely due to the efforts
of the Orthodox Church, its spiritual asce-
tics, its episcopate and monasteries. The
head of the united Orthodox Church — the
Metropolitan — in the 13th century resided
continuously in Kiev; only in 1299 did the
Kievan Metropolitan Maxim move to
Vladimir, the city housing the greatest
ancient relic — the icon of Our Lady of
Vladimir. The icon was brought from Kiev in
1155 and later would play a tremendous role
in Russia’s historic and spiritual fate.

Under Metropolitan Peter in 1326, the
seat of the Russian Church’s head was
moved from Vladimir to Moscow. From that
time on, the city of Moscow mentioned in
written sources from the mid-12th century —
during the reign of Prince Yury Dolgoruky —
gained the status of the political, spiritual
and cultural centre of the reviving nation,
which was striving for spiritual and political
unity. The idea of Moscow becoming,
through Vladimir, a successor to the Kievan
traditions — namely, the traditions of the
period of national independence — was one
of the key concepts that helped build up the
nation’s moral and spiritual ideal. In the
reign of Prince Ivan Kalita (1325—1340),
Moscow attracted the best local and foreign
artists. The re-integration of Rus’ into the
mainstream process of Eastern Christian art
development was made possible due to re-
established ties with Byzantium and the
Balkan states. The Moscow art school was
highly influenced by the culture of the Cen-
tral Russian principalities, where artistic life
started to revive from the late 13th century.

From the first half of the 14th century
icons from Rostov the Great and Yaroslavl
manifested certain distinctive features, such
as a tendency to tenderness and lyricism in
images, colour schemes based on the combi-
nation of contiguous hues, and covering
dark underpaint with a lighter ochre flesh
colour typical for flesh paint. Thus having
considered those features, one may suggest
that the “St. Nicholas” icon from the
Tretyakov Gallery collection originates from
the Rostov-Yaroslavl region and dates back
to the first half of the 14th century.

The arrival of the great artist Theo-
phanes the Greek in Moscow in the 1390s
had a tremendous impact on the develop-
ment of Russian artistic culture. The name of
Theophanes is associated with the creation of
the high iconostasis — one of the true
achievements of medieval Russia, which has
no direct analogues in European culture.

The Church’s doctrine of the salvation
of mankind received its full visual represen-

tation through complex symbols in the
iconostasis’ structure. The full Russian
iconostasis consists of five tiers (or rows): the
Veneration tier, the Deesis tier, the Festival
tier, the Prophets’ tier, and the Patriarchs’
tier — the last was added in the mid-16th
century. Later, other tiers were added as well.
Most of the exhibits were or could be parts of
such iconostases.

The defeat of Mamai-khan’s hordes by
the Russian army under the command of the
Moscow Prince Dmitry Ioannovich in the
battle of Kulikovo Field in September 1380
became the turning point for the future of
Moscow and the whole of Russia. A century
later, in 1480, a bloodless victory won at the
Ugra River marked the downfall of the
Mongol yoke. Earlier, in 1395, when Tamer-
lan “the Conqueror of the Universe” invad-
ed Rus’ and approached Moscow with his
army, the icon of Our Lady of Vladimir was
moved from Vladimir to Moscow in a
solemn procession for the first time. The
icon found its new abode in the Assumption
Cathedral of the Moscow Kremlin. On the
day of the icon’s arrival, Tamerlan, disturbed
by threatening dreams he had seen before,
suddenly turned his army away, and the
Mongols left the territory of the Moscow
principality. After that miracle the ancient
relic received the status of Moscow’s saintly
protector, and numerous copies of that high-
ly venerated icon appeared, among them
one of the earliest surviving Moscow copies
dated from the first quarter of the 15th cen-
tury. This copy clearly manifests Andrei
Rublev’s style with its soft rounded lines,
delicate colours, and luminescent image
painting. As the result of slight iconographic
changes in the ancient antitype, the Mother
of God appears to be absorbed with devo-
tional prayer, rather than closely watching
the worshipper.

In the 15th century the art of icon
painting in the provincial centres differed
radically from that of Moscow. The Nov-
gorod the Great style of icon-painting is still
acclaimed as the most remarkable. It is
worth mentioning that during the 20th cen-
tury, for quite a lengthy period, Novgorod
icons with their precise heraldic design and
emotionality of open clear colours were con-
sidered the most perfect examples of the aes-
thetic ideal of Old Russian art. And these
very features are characteristic of the com-
position of the “Prince Vladimir”, a magnif-
icent 15th century deesis icon from Nov-
gorod. Novgorod art schools continued
developing their own iconographic designs
for old themes. For example, unlike icons of
Vladimir-Suzdal and later the Moscow
schools, the “Intercession” dated 15th cen-
tury is distinctly divided into registers. In the
15th century, as well as in later periods,
many subjects including “Sts. Florus and
Laurus (The Miracle of Archangel Mik-
hail)” were popular only in Novgorod and its
northern territories. In the late 15th to early
16th centuries, Novgorod joined the Mos-
cow principality as the result of the fall of the
“Veche” (people’s assembly) republic in
1478. Since then, the style of that ancient art

Hosropona k MockBe MCKYCCTBO 3TOTO
JIIPEBHETO XYIOXECTBEHHOTO LIEHTpa II0-
CTENEeHHO yTpauuBajao CBOeOOpasue U ero
pa3BUTHE TIPOUCXOIUIO B paMKax oOIe-
PYCCKOTO CTHJIS.

TunuyHble oOpa3libl HOBrOPOACKON
kuBonrcu XVI Beka — MKOHBI U3 IeHcCycC-
HOTO 4MHa, a Takke «BBemeHue Bo xpam,
¢ xxutuem boromarepu, Moakrma v AHHBI».
CBOICTBEHHbIE MCKYCCTBY TOTO BPEMEHU
yCUJIEHUE TTOBECTBOBATEIbHOCTHU U MHTEPEC
K MHOTOCOCTaBHBIM KOMITO3ULIUSIM GOTO-
CJIOBCKO-IMAaKTHIECKOTO XapaKTepa 00bsic-
HSIIOT IIIMPOKOE PacipoOCTpaHEHNE KUTHUI-
HBIX OOTOPOJNYHBIX UKOH TTOJOOHOTO TUTIA.
ConepkaHue CIOKETOB CpeIHUKA U LIMKJIa
KJIeHiM MPOU3BEICHUs TOIYEPKUBAET OCO-
Oy1o posb boromarepu, mociyXuBiieit Be-
Juvaiieit TaitHe boroBorutoeHus.

TBepb, BbLIEIMBIIASCS KAK CAMOCTOS -
TeJbHOE KHSKECTBO elle B 1240-x romax
¥ TIPETEHI0BaBIIAs Ha BETMKOKHSKECKUI
TIPECTOI, TTOTepsiia He3aBUCUMOCTh B 1485
romy. B XV Beke TBepcKoe MCKYCCTBO IOC-
TUTJIO HAaMBBICIIE TOYKU CBOETO Pa3BUTHS.
HMMeHHO 3TUM MEepHOIOM 10 PSIIY CTUJIU-
CTUYECKUX MTPU3HAKOB IaTUPYETCs 3HaAMe-
HUTasl uKoHa «YcneHue boromatepu», Ko-
TOPYIO 3a HACBHIIIEHHBIN CUHE-TOIyObIMU
TOHAMM KOJIOPUT YacTo HasbIBaloT «[omy-
0oe YcneHue». OONIMIT dMOLIMOHATbHBIN
CTPOi1 NKOHBI cIepKaH, CIIOKOEH, pa3MepeH.
LIBeToBOE pelIcHEe OCHOBAHO Ha M3BICKAH-
HOM COYETaHUU TEMHO-CUHUX, 3eJIeHOBA-
TBIX, CEPBIX U CEPEOPUCTO-TOTYOBIX OTTEH-
KOB KPacoK CO CBEPKAIOIINM 30JI0TOM (hoHa.
Kiaccraeckue mpornopiuu Guryp v Xoaoa-
HoBaTas KOJIOPUCTUYECKAsl TaMMa, JOTOJ-
HEHHasl pe3KUMU BCITBIIIKAMU KpPacHOTO
1BETa, OCTABAJIUCh XapaKTepHBIMU MPU3HA-
KaMM TBepckoit xxuBonucu u B XVI Beke.

B Ilckoge eliie co BTOpoii MOJOBUHBI
XIV Bexka ckJaapIBajics CTWIb, Topaxaro-
WM OPUTUHATBHOCTBIO M TPU3HAHHBIN O/T-
HUM U3 CaMbIX SIPKUX SIBACHUIN B KYJIbTY-
pe pycckoro CpenHeBeKoBbs1. OOpasbl, CO3-
JIAHHBIC B 3TOM XyJIO0XXECTBEHHOM ILIEHTpE,
001agal0T 0CO00it OCTPOTOM, JTUKU TTUIITYT-
Csl TEMHBIMM, TTOYTH KOPUYHEBBIMU OXpa-
MU C SIpKUMH BBICBETJICHHSIMM, TIPOH3U-
TEJbHOCTb B3IJISII0B MIEPCOHAXEH moayep-
KMBAETCsl TPEYTOJIbHBIMU Ma3KaMu OeJTuI.
Kpacounsle coueTtaHMsI COCTaBIISIOTCS U3
HACBIIIEHHBIX TYCTBIX 3€JICHBIX, PO30BaTO-
KPacCHBIX U XKeJThIX 1IBeTOB. boJibioe 3Ha-
YeHMe UMeeT OebIi LIBET, CUSIONINI TO Ha
TeMHOM (bOHe, TO B OeJIbIX OJeXIaxX, TO B
npobesiax, TO B XapaKTEPHbIX TS ICKOBCKO-
ro UCKYCCTBA «kKeMuyrax». MoH 1 HEKOTO-
phIe OeTau TICKOBCKUX UKOH 9acTO HaITH-
CaHbl 30JIOTUCTO-XKEJITBIM LIBETOM (aypH-
MUTMEHTOM, 3aMEHSIIOIIMM 30J10TO).

Heob6byaitHo BaXKHOI COCTABIISIONICH
HETIOBTOPMMOCTHU TICKOBCKOM KYJIBTYPBI SIB-
JISIeTCSl €€ CMOCOOHOCTh K MKOHOTpadhuye-
CKOMY TBOpUeCTBY. ONMH U3 IPKUX TTPUME-
POB TaKOTO TBOPYECTBA — IMPEICTAaBICHHAS
Ha BbICTaBKe HeOOJIbllIasi UKOHA KOHILIA
XV Beka «O Tebe panyercsi». Ee komno3u-
1S WLTIOCTPUPYET TEKCT TUTYPTUIESCKOTO
TMMHa, TTocBsIeHHOoro boropoauiie, a ca-
Ma MKOHA CYUTAeTCsl OJHUM M3 Haubosee

paHHUX U3 JOLIEIINX 10 HAC PYCCKUX MPO-
WU3BEIEHUIT TTOI0OHOTO THUTIA.

K nauany XVI Beka Bo IlckoBe cio-
>KMJI0Ch HECKOJIBKO BApUAHTOB MKOHOTpa-
¢un croxeta «Bockpecenne — ColecTsre
BO aji». J1ns1 Hanbosiee HANPSKEHHOU KOM-
MO3ULIMOHHOM CXeMBbl XapaKTepHO AMHAMUY-
HOE TPeXueTBepTHOE N300paXxeHne Xpucra
B MUHIQJIEBUIHOM claBe, 00eMMU pyKaMu
OYKBaJIbHO BBIPBIBAIOLIETO M3 a/1a K COHMY
MpaBeIHUKOB (DUTYPBI TTpapoauTesieil de-
soBeuecTBa Anama 1 EBbl. Criacurens mipes-
CTaBJIEH B SIPKO-KPACHBIX OJIeXKJIaxX, Haro-
MMHAIOIIMX 0 TpuHeceHHoi MM uckynu-
TEJIbHOU XePTBE U CUMBOIM3UPYIOLINX MO~
Oemy HaJl CMEPTHIO, UTO TaKXKe OTHOCUTCSI
K OCOOEHHOCTSIM [ICKOBCKOW MKOHOTpadhuu.

M3 Benukoro Ycriora mpoMCXOIUT
nkoHa «Crrac HepykoTBOpHBIii», cunTaB-
asicst, Mo MHEHUIO HEKOTOPBIX UCCIIEN0-
BaTesiell, 3HAMEHUTOW MECTHOI CBSIThIHEM.
Ilo nmpemanuto, YyaOTBOPHBIM 0Opa3 ObLT 3a-
KazaH YCTIOXXaHaMHW BO BpEMST SMUAEMUU
YYMBbI Y TIOMELIEH Ha BpaTax KPermoCTHOI
CTEHBI «BO CITaceHMe Tpaja». JleTonrucHbIe
CBeJIeHMsI COODIIAIOT, YTO NKOHA HalMcaHa
nepomoHaxoMm CeparnroHoM B 1447 romy.

Ha wuckyccTBO BTOpOIi TMOJTOBUHBI
XVI Beka okazaiu BAUSHIE TPOTUBOPEY NS
U CIIOXKHOCTU 3TOW UCTOPUYECKON IIOXMU.
B 1547 rony BeHuascst Ha iapctBo MBan IV —
TIEPBBIN PYCCKUI LIAPh, BIIOCJIEACTBAN UME-
HoBaBluuiics MBaHnoMm IposHbim. [MaBoit
Pycckoit 1iepkBy ObLT M30paH MUTPOTOJIUT
Hos, craBuinii nmepBbIM PyCCKUM MaTpU-
apxoMm. Takum 06pa3oM, B TOCYIapCTBe BO3-
HUKJTU JIBa IIEHTpa BJIACTH — CBETCKUIA U
JTyXOBHBII, — KOTOpble OOBEAUHUIN CBOU
YCWJINSI B OCYILIECTBIICHUY TOKTPUHBI « Mo-
ckBa — Tperuit Pum», o60ocHOBBIBatoLIEi
nosoxeHue MoOCKBBI KaK 3aKOHHOW Ha-
CJeMHULIBI BU3AHTUIMCKUX Tpaguuuii. yx
TOPKECTBEHHOCTU U BEJIMIUST OKPACUTT He
TOJIBKO MOJUTUYECKYIO, HO Y KYJBTYPHYIO
>KVU3Hb CTPaHbl, BOTUIOTUBILEH B Xpamax,
dpeckax 1 MKOHaX OOHOBIEHHOW WKOHO-
rpacduu Iep3HOBEHHBI B3JIET M IpaMaTU3M
SIOXU.

KUBOMHUCH «TPO3HEHCKOT0» BpeMe-
HU yXe He o0Jagana MpoCcBeTIEHHOM rap-
MOHHUEN M COCPENOTOYEHHOW YMHUPOTBO-
PEHHOCTbIO UCKYCCTBa MPEIIIEeCTBYIOLIEH
STI0X1, BO MHOTOM OTIMPABIIETOCS Ha Tpa-
nuuuu Pyonesa u Jluonucusi. B oopasHoit
CTPYKTYpe MKOH OLIYIIAETCsl CTpEeMJICHUE
K MHOCKa3aHUIO, MHOTOCJIOBHOW CHMBO-
JIVKE, K YCIOXHEHHOU crcTeMe HaMeKOB,
ajo3uil, ynomoosenuii. LleHTpanbHOI
(GUrypoii pycCKOit Xyl10XXeCTBeHHO KYJb-
TypsI BTopoit mosioBuHb! X VI Beka, Hecom-
HEHHO, SIBJISICSI MUTPOITOJIUT Makapwuii
(paHee — HOBIOPOJACKHWI apXMUEerucKom).
OH Bo3m1aBMJI MOCKOBCKYIO MUTPOITOJIMIO
u Bcio Pycckyro 1iepkoBb B 1542 romy u cTan
OCHOBHBIM «HJI€0JIOTOM» TOJIUTUYECKOTO
U KyJIBTYpHOTO npolueccoB. [1pu Makapuu
B MocCKBe co3maHbl MUTPOTIOJINIBY MKOH-
HbIE MAaCTEPCKHE, B COCTaBE KOTOPBIX ObI-
JIV HOBIOpoJcKKe UKoHomnucubl. M3 maka-
PBEBCKOI MacCTepPCKO¥ BhIIIITa 3HAMEHUTAST
ukoHa «Kupunn benosepckuit u Kupuin
Anekcanapuiickuit, ¢ xutuem Kupuina
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centre started losing its specific features and
continued evolving along general traditions
of the Russian style.

Deesis icons, as well as “The Presenta-
tion of Our Lady Theotokos into the Tem-
ple, with Scenes from Her Life and the Lives
of loachim and Anna” represent typical
examples of the 16th century Novgorod
style. The emphasis laid on the narrative part
and interest in multi-component designs of
theological and dogmatic nature explain the
wide popularity of hagiographic icons
depicting the Mother of God. The contents
of the centrepiece and border scenes accen-
tuate a special role, which the Mother of
God played in the greatest mystery of the
Divine Incarnation.

Independent since 1240s and once a
contender for the Grand Prince’s throne,
Tver lost its independence in 1485. In the
15th century the evolution of Tver’s art
reached its apex. The famous “Dormition of
the Virgin” dates from this very period given
certain stylistic features. The icon has been
frequently called “The Blue Dormition”
thanks to its colouring, full as it is with light-
and dark-blue hues. The icon’s emotional
setting is sober, peaceful, and ordered. The
colouring is based on the exquisite combina-
tion of dark-blue, greenish, grey, and silver-

/ THE TRETYAKOV GALLERY / #2'2008

blue tones with a glittering golden back-
ground. The images’ classical proportions
and cold colouring amplified with bright
sparks of red survived into the 16th century
as typical features of the Tver style.

Starting with the second half of the
14th century, the Pskov style was distin-
guished for its originality and acclaimed as
one of the brightest phenomena of Russian
medieval art. Pskov artists created images
of exquisite poignancy, using dark, almost
brown ochres with bright highlights. Trian-
gular dabs of white stress the intensity of the
eyes’ expression. Dense green, pinkish-red,
and yellow compose colourful combina-
tions. Special significance is attributed to
white, shining on the dark background, in
the images’ robes, in highlights, in “pearls”
which were characteristic of the Pskov
style. The background and some details of
Pskov icons are frequently painted golden-
yellow (with auripigment as a substitute for
gold).

The iconographic creativity of Pskov
artists is one of the essential elements of the
Pskov style’s uniqueness. One of the exhibits
— a small icon “In Thee Rejoiceth” dated
late 15th century — provides a spectacular
example of such creativity. The icon provides
an illustration to a liturgic hymn dedicated to

the Mother of God and is regarded as one of
the earliest Russian works of this kind.

By early 16th century, Pskov artists
developed a few iconographic versions of
“The Resurrection — Descent into Hell”
subject. The most compositionally intense
version depicts a three-quarter dynamic
image of Christ in mandorla. With both
hands He literally snatches mankind’s
ancestors, Adam and Eve, from the depths
of hell to deliver them to the assembly of
saints. The Saviour’s bright-red robes recall
His propitiatory sacrifice and symbolize
victory over death. These details are also
typical of Pskov iconography.

“The Saviour Not-Made-by-Human
Hands” icon originates from Ustug the
Great. In some researchers’ opinion, the
icon was highly venerated in the region as a
local relic. According to legends, the mira-
cle-working icon was created during the
plague outbreak on request of the town’s
population. It was placed on the gates of
the city walls to “deliver the city”. The
chronicles attribute the authorship of the
icon to hieromonk Serapion and date it to
1447.

The art of the second half of 16th cen-
tury was affected by the complexities and
contradictions of that historical period. In
1547 Ivan 1V, later known as Ivan the Terri-
ble, was crowned and became the first
Russian tsar, and Iov (Job) was appointed
the first Russian Patriarch to head the
Russian Orthodox Church. Thus, in Russia
two “power centres” appeared, joining the
efforts of secular and clerical authorities in
promoting the concept of “The Third
Rome”, which supported Moscow’s claims
to the position of legitimate heir to the
Byzantine traditions. The spirit of solemni-
ty and grandeur marked the events of Rus-
sia’s political and cultural life. It received
material implementation in cathedrals,
frescoes, and novel iconography reflecting
grand aspirations and the dramatic qualities
of that period.

The icons dated to the period of Ivan
the Terrible’s reign lack the enlightened har-
mony and intense tranquility of the earlier
works, which to a large extent followed the
traditions of Andrei Rublev and Dionysius.
The wider use of allegories, repetitive sym-
bols, complex system of hints, allusions and
assimilations in icon-painting reflects the
trends of the time.

Metropolitan Makarius, the former
Archbishop of Novgorod, undoubtedly
played the central part in the development of
Russian art in the second half of the 16th
century. In 1542 he was appointed the Met-
ropolitan of Moscow and the head of the
Russian Church and assumed the function
of an “ideological leader”, guiding Russia’s
political and cultural development.

Under Makarius, the Metropolitan’s
icon-painting workshop was opened in
Moscow and many Novgorod artists joined
it. The famous “Venerable St. Kyrill of
Belozersk and St. Cyrill of Alexandria, with
Scenes from St. Kyrill of Belozersk’s Life”
originates from Makarius’ workshop.

Benosepckoro», a ciioxxHble UKOHOTpadu-
YyecKue MporpaMMbl HEKOTOPBIX POU3BE/IE-
HU, pa3pabOTaHHBIC B KPYTe MUTPOITOIM -
Ta Makapusi, oJTyquIn pacripocTpaHeHUe
B PYCCKOII MKOHOTIMCH CO BTOPOIA MTOJIOBU-
Hbl XVI Beka.

B nauane XVII Beka Poccust Betymm-
J1a B mosiocy CMyTHOTO BpeMeHU, OTMEUYeH-
HYIO TIaJIcHUeM JipeBHel nuHacTuu Propu-
KOBUYEWN U TTOJIbCKO-JIMTOBCKOU MHTEPBEH-
1eil. DTOT CTPAITHBIN TTEPUOLT 3aKOHIMIICS
b B 1613 rony, Koraa mocie U3rHaHus
3aXBaTYUKOB HA PYCCKUIA TPECTOJ U30paiu
naps Muxauna ®@egopoBrua, MOJIOKUBIIIE-
ro Havajo nuHactuu PomaHoBbIX. Tak Ha-
yajach dM0Xa OKOHYATEJIbHOTO CIOXEHUS
pycckoii rocymapctBeHHOCTH, a XVII Bek
CcTaJl IepexXoIHBIM TiepronoM mexny Cpen-
HeBekoBbeM U HoBbIM BpemeHeM. Paciiu-
PUIMCh TIOJIMTUYECKHUE, SKOHOMMUYECKHUE
M KyJIBTYpHBIE OTHOIIIeHUST Poccuu co cTpa-
Hamu EBpOITBI, 4TO B 3HAYUTEIBHOU Mepe
MOBJIMSIO Ha €€ HayYHbIE M XyT0XKEeCTBEH-
HbIe BO33peHUsI. B o6macTi n300pa3utesinb-
HOTO MCKYCCTBAa 0CO00€ 3HaUeHMe ITProdpe-
na OpyxeitHast majata. OHa Obula co3aaHa
B Mockae nipu MiBaHe [po3HOM Kak XpaHU-
JINIIE OPYXMs, a B 1640-¢ To[bl K Heil IIpu-
COEIMHWIN «MKOHHYIO manaty». C 3Toro
BpeMeHM Opy:KeliHas majaTa, B CyIlIHOCTH,
PYKOBOIMJIA XYIOXECTBEHHOU >KU3HBIO
cTpaHbl. B Heil mpoxomwin aTTecTaruio
DPYCCKUE XyIOXHUKHU, KOTOPBIX BbI3bIBAIA

W3 CaMbIX Pa3HBIX TOPOIOB JJIST BHITIOHE-
HMS1 GOJIBIIMX MAaTPUAPIITUX U TOCYIAPEBBIX
3aKa30B; TaM paboTaau IpUIIAlleHHbIE
MacTepa M3 eBPOIEICKUX CTpaH, a TaKkKe
u3 YkpauHbl U benapycu.

HckycctBy XVII Beka mpucyim Kak
IOMCK HOBBIX CPEICTB BBIPA3UTEIbLHOCTH,
TaK Y MPUBEPKEHHOCTh TPATUIIMOHHBIM Ka-
HoHaMm. MkoHonucubl OpyxXeitHoi maja-
ThI, KAK M MHOTHE Apyrue Mactepa MOCKBBI
u SIpocnaBist, CTaau MOJIb30BaThCs 3aIla-
HOEBPOITEMCKMMHU TpaBlOpaMy B KauecTBe
MCTOYHUKOB KOMMO3UIMI. OITHAKO 3TO ObI-
JIM TOJIBKO MKOHOTrpaMyecKre IPOTOTH-
TBI, a He 06PAa3IIbl XyI0KECTBEHHOTO CTHIIS.
Takoe coueTaHue BO MHOTOM OIPEIEIIIO
IIBOMCTBEHHYIO IIPUPOILY PYCCKOTO MCKYC-
cTBa BTopoii nosoBuHbl XVII Beka, 3akiio-
YaBIIYIOCS B UCITOJIb30BAHMH HOBBIX XY10-
JKECTBEHHBIX (POPM MPU COXPAHEHMU TTOJI-
HOTHI TIPaBOCJIABHOTO COAepKaHUsI 00pas3a.
MMeHHO OHO OTKPBIIO MyTh K MPOHUKHO-
BeHuto B XVIII cronetuu B «pemnepTyap»
XYIOXECTBEHHBIX CPEICTB MKOHOIIMCLEB
CUHOIAIBHOTO MepHuoAa CTUITUCTUICCKUX
MPUEMOB CBETCKOT'O MCKYCCTBA.

Hcropuueckue cynbObl YkpauHbl 1 be-
JTapycy GBI BO MHOTOM CXOXH, 4TO OTpa-
3WJIOCHh Ha UX XyIOKECTBEHHOM HaCJICINH.
B 1OMOHTOJIbCKOE BpeMSsT TEPPUTOPUIO CO-
BpeMeHHo benapycu 3annManm TypoBckoe
(3arem Typoso-ITunckoe), ITosnoikoe, Bu-
Tebckoe u CMmosieHcKkoe KHskecTBa. [Tocie

HamrectBust B 1237—1240 romax xaHa ba-
Thisl Ha Pych MHOrMe KHSIXeCTBa, Haxo-
TIUBIIMECS HA TEPPUTOPUSIX COBPEMEHHBIX
VYkpaunsl (3a uckmoueHneM [amuiiko-Bo-
JIBIHCKOTO, ycTOsiBILEro a0 1259 rona) u be-
JlapycH, MOABEPIIMCH pa3rpablieHUIo, MpU-
LIIJTM B 3aITyCTEHUE W BITOCJICICTBUU OKa-
3aJIUCh B COCTaBe Benmkoro KHsKecTBa
JIutoBckoro, oopazoBaHHoro B 1240 rony.
[MomoOHBIEe TIEpenebl MPeXXHUX BIaAeHUI
XapaKTepHBI IS BCETO CPEeTHEBEKOBOTO
mupa. JocraToyHo penkasi 0COOEHHOCTb
KOHKPETHOI MCTOPUYECKON CUTyalluu 3a-
KJTI09aJIach B TOM, UTO JIUTOBCKUE KHS3bSI,
JUTUTETbHOE BPEeMsI OCTaBaBIINECS SI3bIYU-
HUKaMU, HEe TMPUTECHSUIM TPaBOCIaBHOE
HaceJIeHue, COCTaBJIsIBIlIee aOCOJIOTHOE
OOJIBIIMHCTBO kuTeieid Benukoit JIUTBBI.
DTa nopasureabHasi BEpOTepIMUMOCTb MO~
3BOJIMJIA TIPABOCIABHOMY 1LIEPKOBHOMY MC-
KYCCTBY TIPOJIOJDKUATH CBOM TIYyTh Pa3BUTHS
JaXke ToCJIe MPUHSTHSI KaTOJTNIeCTBa B JIN-
TOBCKUX 3eMJIsIX B 1387 u 1413—1417 ronax.
[MpoucxoauBime 3MeCh Xya0XeCTBEHHBIE
TPOIIECCHI BO MHOTOM HAaITOMUHAJIU T€, YTO
ObLIM XapaKTePHbI ISl CeBEPO-3amaaHbIX
PYCCKUX 3eMeJib TOTO XK€ BPEMEHU — IS
Tsepu, Hosropona, I1ckoBa, — u npusenn
K CJIOXEHMIO B KaXIOM W3 PETMOHOB He-
MOBTOPUMOTO XY/I0XKECTBEHHOTO SI3bIKa.
ITocTenmeHHO HapacTaBIIUI pPeU-
TMO3HBI aHTAarOHW3M MeEXIy IpaBOCIIa-
BHBIMM M KaTOJMKaMU CTajl BaKHEHIIUM

BbICTABKW

Poxcoecmeo Xpucmoso
Hauano XVI B.
JlepeBo, Temnepa
59%x47

T

The Nativity

Early 16th century
Tempera on wood
59x47 cm

The State Tretyakov Gallery

Tpouya ¢ boimuem
Koneny XVI —
nayaso XVII B.
TckoB

JlepeBo, Temnepa
137x110

IrTr

The Holy Trinity with
Genesis. Late 16th —
early 17th centuries
Pskov

Tempera on wood
137x110 cm

The State Tretyakov Gallery
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Cowecmesue 60 a0
Hauano XVI B.
Bounbab

JlepeBo, Temnepa,
THCHEHUE 110 JIEBKACy
113x77

Haunonanbhblii Kueso-
Teuepckuii KCTOPUKO-
KYJIBTYPHBIii 3a110BETHUK

The Descent into Hell
Early 16th century

Volyn

Tempera on wood,
imprint on levkas

113x77 cm

The National Kievo-Pechersky
Historical and Cultural
Museum Reserve
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Starting from the second half of the
16th century, complex iconographic designs
developed by Metropolitan Makarius” work-
shops were widely used by Russian artists.

At the beginning of the 17th century
Russia entered the period known in history
as “The Time of Troubles”, marked by the
fall of the ancient Rurik dynasty and Polish-
Lithuanian intervention. That dramatic
period lasted till 1613 when the occupiers
were driven out of the country and Mikhail
Feodorovich, the first ruler of the Romanov
dynasty, was crowned as Russian Tsar. Russia
was entering a new era — a period in which
the development of the country’s national
identity had been completed. The 17th cen-
tury was a transitional period between the
Middle Ages and the era of the Renaissance.
Russia developed stronger political, com-
mercial and cultural ties with European
countries, and in consequence established
views on science and art underwent signifi-
cant changes. The Armoury was to play a
new, far greater role in the development of
Russian art. Established in the reign of Ivan
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the Terrible as a storehouse for arms, in 1640
an “icon chamber” was added to the Ar-
moury premises. Since then, the Armoury
virtually became the main art centre of the
country, issuing approvals to Russian artists
invited from different cities to execute large-
scale orders from the Patriarch and even
from the Russian Tsar. The Armoury also
invited artists from Ukraine, Belarus, and
European countries.

The search for novel expressive forms,
together with an adherence to traditions dis-
tinguish 17th century art. The artists from
the Armoury as well as from other Moscow
workshops and also from Yaroslavl started
using Western European prints to source
new subjects . Yet those prints were used only
as samples of iconographic designs, and
their style was not copied. To a great extent,
such combinations accounted for the ambi-
guity of Russian art in the second half of the
17th century, which preserved the Orthodox
tradition of images but gave them a new
artistic interpretation. Due to such ambigui-
ty, in the 18th century icon-painters of the

Synodic period started employing in their
work some stylistic means taken from secu-
lar art.

Historically, Ukraine and Belarus
largely share the same fate, and the coun-
tries’ cultural legacy clearly points to this
fact. Prior to the Mongol invasion, the mod-
ern territory of Belarus belonged to the
Turovsky, later Turovo-Pinsky, principality.
Subsequently, it was taken by the Polotsky,
Vitebsky, and Smolensky principalities.
After Baty-khan invaded Russia, many prin-
cipalities, save for Galitsko-Volynsky that
lasted until 1259, located on the territories of
modern-time Ukraine and Belarus, were
ravaged and fell into desolation. Later, they
became part of the Great Duchy of Lithua-
nia established in 1240. In the Middle Ages,
such territorial rearrangements occurred
quite frequently. What made the situation
unusual was the fact that the pagan dukes of
Lithuania did not oppress the Orthodox
Christians who comprised the vast majority
of the country’s population. Thanks to such
amazing religious tolerance, Orthodox
Church art continued developing even after
Lithuania turned to Roman Catholicism in
1387, and later — in 1413-1417. In many
aspects, the development of religious art in
those lands resembled the process taking
place in North-Western Russia, namely in
Tver, Novgorod the Great and Pskov. As a
result, each of the regions developed its own,
unique style.

Yet, the factor that had the greatest
impact on the development of Ukrainian
and Belorussian cultures of the 16th century
proved the growing hostilities between the
Roman Catholic and Orthodox populations.
The conflict reached its apex in the period
following the Brest-Litovsk Union of 1596,
which made the Orthodox Church on
Lithuanian territory subject to the Pope. The
overwhelming majority of the Orthodox
Christians strongly resisted the Union and
formed some anti-Union fellowships, which
united Orthodox icon-painters and their
customers. And the late 16th century was the
very period when new trends and new tech-
nology were introduced into the Ukrainian
and Belorussian art of icon-painting, chang-
ing its style radically.

According to Ukrainian researchers,
the two icons originating from Western Volyn
and Kholmschina, “The Descent into Hell”
and “The Royal Doors”, date from the 16th
century and are considered the best exam-
ples of a conscientious adherence to the
Byzantine tradition

The Ukrainian and Belorussian art of
icon-painting is represented mostly by art-
works of later periods, namely the 17th—18th
centuries. To a lesser or greater degree, all of
them bear the features of the so-called
“Slavic Barocco” — a style, which smoothly
blends European mannerism and barocco
with national tradition. In both Ukraine
and Belarus, the iconostasis systems were
formed as early as the late 16th century, and
in some aspects they differed from the Russ-
ian Church’s iconostases. Usually, the art-
works of that period are distinguished by

(akTOpOM pa3BUTHSI YKPAMHCKOI 1 6e10-
pycckoii Kynstyp B XVI Beke, 0COOEHHO
nociie 1596 rona, koraa B pe3yJisTate bpect-
CKOI 1IlepKoBHOI yHUM [1paBociaBHas 1iep-
KOBb Ha TEPPUTOPUU KHSKECTBA JINTOBCKO-
ro 10JKHa OblTa MOAYUMHUTECS PuMckomy
MarcKOMYy TIPECTOTy. DTO BBI3BAJIO PE3KUIA
MPOTECT CO CTOPOHBI TTOIABJISIONIETO OOJTh-
IIMHCTBA TPABOCTaBHOTO HAceJleHWST —
BO3HUKJIM PEJIUTMO3HbIE OpaTCcTBa, MPOTH-
BOCTOSIBIIIE YHUM U OOBEITUHSIBIINE TIpa-
BOCJIaBHBIX MKOHOITMCIIEB W 3aKa34MKOB.
MwmenHo ¢ koHua XVI Beka B yKpauHCKOM
1 0eJI0PYCCKOM MCKYCCTBE HAYMHAIOTCS] HO-
BBIC XYIOXXECTBEHHBIC TIPOLIECCHI, BBOIUT-
Cs1 HOBas TEXHOJIOTHSI, YTO MTPUBOIUT K Kap-
JNMHAJIBHOMY M3MEHEHMIO MKOHOIIMCHOTO
CTUIISI. YKpauHCKUE MCCIICIOBATEe N JaTH-
pytor XVI cTojieTrieM TMPOUCXOISIINE U3
3anagHoit BosbiHM 1 XOJMIIMHBI UKOHbI
«Commectue Bo an» 1 Llapckue BpaTa. B Hux
HaunboJiee SIBHO OIIYIIAeTCs] CO3HATEIbHOE
cJieIoBaHUE BU3AHTUMCKUM TPAAULIUSIM.
Hxonomuck Ykpannsl u berapycu 6b1-
J1a TIpeICTaB/ieHa Ha BBICTABKE B OCHOBHOM
namsatHukaMu XVII—XVIII BekoB. B Hux
B TOI WJIM MHOM CTENIEHU OTPa3UINCh YepPThI
TaK Ha3bIBAEMOTO «CJIABSTHCKOTO 0APOKKO»,
OpraHMYHO BITUTABIIETO B ceOs Haceaue
€BpOIIEIICKOro MaHbepr3Ma 1 6apoOKKO U CO-

IIpenooobmwui Aspaamuii
Cmonenckuli u ceamol
Mmyuenux Meprypuil
Cmonencruii. 1723-1728
Mcrucnasns (?)

JlepeBo, Temnepa,

Mmacno. 165x96.5
HauuonanbHbiit
XYIOXECTBEHHBbII My3eit
Pecniyonuku Benapych

Reverend Avraamiy
(Abrahamy) of Smolensk
and the Holy Martyr
Merkuriy (Mercurius)
of Smolensk. 1723-1728
Mstislavl (?)

Tempera on wood, oil
165x96.5 cm

The National Art Museum

of the Republic of Belarus

€IMHUBIIETO VX C HAIIMOHAJIBHON TpaTUIIv-
eii. Yxe B koHue XVI cTonetusi okoH4YaTe/ b-
HO CKJIaJbIBaeTCsl CUCTeMa YKPAaMHCKOTO
1 OeJIOPYCCKOrO MKOHOCTAaca, MMEIOIEro
HEKOTOpPble OCOOEHHOCTH T10 CPAaBHEHHIO
¢ MKOHOCTacaMM pyccKMX LiepkBeil. Kak
MpaBUJIO, B 00Opa3ax 3TOro BpeMEHH! HCITOJTb-
3YIOTCSI POCKOIITHBIC PE3HBIEC 1 TT030JI0YECH-
HbIe (POHBI C PACTUTEILHBIM OPHAMEHTOM,
aKTHMBHO MPUMEHSIIOTCS SIPKME, HACBIIIIEH-
HBIC LIBETA.

OnuH U3 UHTEPECHEUIIMX MaMSITHH -
KOB Oejtopycckoit KynbTrypbl pyoexa XVII
u XVIII BexoB — nkoHa «boromarepn 2Ku-
BOHOCHBII UICTOUHUK». MHTEpecHo, 4TOo ee
OnuKaiias MKOHorpadguuyeckass aHajo-
rust Haxoautcs B coopanuu I'TT u cBsizaHa
C XKMBOTIMCHOI Tpaguuueit mactepoB Opy-
KeiHoi manatsl, rae B KoHle XVII Beka
00K 0 OOK TPYAMJIUCH PYCCKUE, YKPAUHCKUE
1 OeJIopycCKre MacTepa, pa3padaThIBaICh
HOBBIE MKOHOTpapUIeCKUEe CXeMbl Ha OC-
HOBE HOBBIX JIMTEPATYPHbIX UCTOYHUKOB.
MMeHHO TaKMM MCTOUHMKOM CTajla KHHUTa
W.Tongroeckoro «Hebo Hosoe», Bhimea-
mas Bo JIbBoBe B 1665 romy. B Heil mo-
IPpOOHO M3JIarajach UCTOPUS BpeMEH BU-
3aHTHIICKOTO MMITeparopa JIbBa I, KoTopslii
BCTPETUJI B OKPeCTHOCTSIX KOHCTaHTHHO-
MOJIsl CJIETIOro cTaplia M yCJbIlial roJjioc,

BEJIEBIIINII OTBECTU CTapiia K UCTOYHUKY,
MPOMBITH €My IJla3a U ITOCTPOUTh Ha TOM
MecTe XpaM B uecTb boromarepu, 4to 1 Obl-
JIO UICTIOJTHEHO. Y MCTOYHUKA TIPOUCXOIH-
JIU MHOTOUUCTIEHHbIe uclieneHust. [ToznHee
B yecTb OOHOBJIEHUS Xpama B BuzanTtuu yc-
TaHOBWJIM TIpa3nHuK «boromareps 2KuBo-
HOCHBIN UCTOUYHMK», a B Poccuu mpu ma-
Tpuapxe HukoHe B coctaB pycckoii LIBer-
HOW TpUOAM BKJIOUMIU CIyXO0y 3TOMY
npa3nHuKy. HoBast ukonorpadust moxyuu-
Jla IIUPOKOE pacipoCTpaHEHUE.

Ecnmu B xonue XVII Beka 1eHTpoM
XyIOXeCTBeHHOU xu3Hu Poccun siBmsiiach
OpyxXeitHasg majara, TO T YKpauHBI Ta-
KHM LIEHTPOM 0e3 cOMHeHUs Obl1a Kueso-
[Meuepckast maBpa, KOTOpasi Ha MPOTSKe-
HUU CTOJIETHI UTpajia OTPOMHYIO POJIb B JTy-
XOBHOUW WM KYJBTYPHOU XW3HU HE TOJBKO
YKpauHbl, HO U BCEro MPaBOCIaBHOIO MU-
pa. B MoHacTbIpe cyliecTBoBaia MKOHO-
MUCHas 1IKOJA, TNe MO CHeUUATbHO pas-
paboTaHHOIi mporpaMme 00yJaIuCh Xyo0X-
HUKU U3 YKpauHbl, Poccuu, benapycu,
Cepbuu. B kauecTBe 06pa3110B IIMPOKO UC-
TTOJIH30BAJIUCH 3allaIHbIe TPABIOPHI U KHU-
riu. B naBpe Benach akTHMBHAasl M3AaTelb-
cKas esaTesibHOCTh. Co3naHHbIe Ha OCHOBE
HOBBIX UKOHOTpa(OMUECKIX CXeM TPaBIOPhI
1 MKOHBI PACXOAMIMCH AAJIEKO 3a MPeelTbl
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ITpenooobmnvie Anmonuii
u Deooocuii Ieuepckue
Tocneynsist yeTBepTh
XVII B.

YepHurosipmHa

IlepeBo, Temnepa, Macio,
pesbba 1o neskacy,
mno3zonora. 131,5x82,7
Haunonasnbhbiii Knueso-
HC‘IEPCKHﬁ UCTOPUKO-
KYJIBTYPHBII 3aIIOBEIHNUK

Reverends Anthony and
Pheodosius of the Kiev
Cave. Late 17th century
Chernigov region
Tempera on wood, oil,
carving on levkas,

gilding. 131.5%82.7 cm
The National Kievo-Pechersky
Historical and Cultural Reserve
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Yenenue Boeomamepu
Kueso-Ileuepckoe
Bropas nonosuna XVII B.
Kues

Jlepeso, Temnepa,
cepe6po. 41,8x29,2
Haumonanbhslii Kneso-
Meuepckuit ncropuko-
KYJIBTYPHBIii 3a110BETHUK

The Dormition of the
Holy Virgin of the Kiev
Caves. Second half of
the 17th century

Kiev

Tempera on wood, silver
41.8x29.2 cm

The National Kievo-
Pechersky Historical

and Cultural Reserve
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magnificent carved and gilded backgrounds,
as well as bright, saturated colours.

Among the most remarkable monu-
ments of Belorussian culture at the turn of
the 17th and 18th centuries the icon of “The
Mother of God Life-giving Spring” should
be mentioned. It is of interest though that
the Tretyakov Gallery houses its most imme-
diate iconographic analogue pertaining to
the Moscow Armoury’s icon-painting
school. And it is worth mentioning here that
in the late 17th century the Moscow
Armoury was the workshop where artists
from Russia, Ukraine and Belarus worked
together and where new iconographic
designers were developed based on novel lit-
erary sources. One such source for Russian,
Ukrainian and Belorussian artists became
loannikiy Golyatovsky’s book, “Novoye
nebo” (The New Sky), published in Lvov in
1665. The book recounted a story dated back
to the times of the reign of Leo I, the Byzan-
tine Emperor. Once, on the outskirts of
Constantinople, the Emperor met a blind
old man. A voice commanded the Emperor
to lead the old man to a spring, to wash the
man’s eyes, and to build a cathedral there to
honour the Mother of God. The Emperor
did as he had been told, and great multi-
tudes were healed of their infirmities at the
spring. Later on, the Byzantine Empire
instituted a feast to commemorate the reno-
vation of the cathedral, and it was called
“the Feast of the Mother of God Life-giving
Spring”. Under Patriarch Nikon the festal
liturgy became a part of the Russian “Pen-
tecostarion”, and new iconography was
accorded wide recognition.
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For 17th century Russia, the Armoury
was truly the centre of artistic life. As for
Ukraine, the Kievo-Pechersky (Kiev Cave)
Monastery (Lavra) was without a doubt such
a centre, too. For centuries the Lavra played
a great role in the spiritual as well as cultural
life of Kiev, Ukraine, and even of the whole
Orthodox world. The Lavra housed an icon-
painting school, and many artists from
Ukraine, Russia, Belarus and Serbia studied
there, following a specially devised syllabus.
They frequently used Western prints and
publications as models. The monastery was
also actively involved in publishing. The
fame of prints and icons based on the new
iconographic designs spread far beyond the
Lavra’s walls. Of special importance were
the images of the founders of the Lavra and
Russian monasticism — Reverends Anthony
and Pheodosius of the Kiev Cave. A late
17th century icon originating from the
Chernigov region depicts the Lavra’s
founders as standing at the sides of the
Assumption Cathedral, which they estab-
lished in 1073. The cathedral’s image origi-
nates from the Lavra’s publications of the
late 17th century. As already mentioned, the
icon’s carved and gilded background was
nearly a mandatory feature distinguishing
Ukrainian and Belorussian artworks of that
period. Over the cathedral’s entrance the
artist placed the image of the Kievo-Pecher-
sky Monastery’s most venerated icon, “The
Dormition”. According to the Kievo-Pech-
ersky “Patericon”, the builders of the
monastery received the icon from the
Mother of God. Many copies of that miracle
working icon were made in the Lavra’s

workshops, “in conformity with size and
likeness”. The present exhibition features
“The Dormition of the Holy Virgin of the
Kiev Caves” icon, one of the earliest surviv-
ing copies of that famous artwork. As for the
original icon, it disappeared during the
occupation of Kiev in 1941—1943 Another
work of the Lavra’s artists, “The Assembly of
the Kievo-Pechersky Saints”, is remarkable
for the image of the Assumption Cathedral
positioned in the centre. Over the cathedral,
angels are holding “The Dormition of the
Holy Virgin” icon. The icon in a precious
diamond cover was kept over the royal doors
of the iconostasis. The artist copied the
sacred icon in detail, laying emphasis on the
image of the small silver door at the bottom,
which protected the relics of seven martyrs.
The images of the Pechersky saints and mir-
acle workers, as well as of Reverends Antho-
ny and Pheodosius, and of St. Vladimir —
the prince known as “the Baptizer of Rus’”,
are positioned at the sides of the Assumption
Cathedral. In fact, the cathedral has been
housing the head of St. Vladimir since it was
found back in 1636.

The future Prelate Dmitry of Rostov
the Great (1651-1709), who was born in
Ukraine and was known as Daniel Tuptalo
in the secular world started his great 20-year
work, “The Menology” (Lives of Saints) in
the Kievo-Pechersky Monastery. His spiritu-
al activity was accorded recognition in both
Ukraine and Russia. Peter the Great highly
valued Dmitry’s talents of an educator and
writer, and in 1702 he became the Metropol-
itan of Rostov and Yaroslavl. He was canon-
ized in 1757 when his body was found

MoHacThIps. Ocoboe 3HauYeHue TpuaaBa-
JIOCh CO3MaHuI0 00pa3oB OCHOBaTeseit
Kwueso-Ileuepckoro MoHacThIpsI M PyCCKO-
ro MOHAIIIECTBA — MPENOA00OHBIX AHTOHUS
u ®eonocus [Neuepckux. Ha nkone, co3-
naHHoii B koHue XVII ctonerust Ha YepHu-
TOBILIMHE, OCHOBATEeJM JIaBPbl MPEACTaB-
JIEHBI TIO CTOPOHAM OT YCTeHCKOTo cobopa,
3ajiokeHHOro uMu B 1073 romy. M306pa-
JKeHHe cobopa OpMEHTHPOBAHO Ha JaBp-
ckue u3naHus koHma XVII Beka, a pe3Hoit
30JI0YEHBIN (DOH SIBIISIETCS, KaK yke ObUTO
CKa3aHo, MOYTU 00513aTe/IbHOU MPUMETON
MaMsSITHUKOB YKkpauHbl 1 benapycu storo
BpemeHu. Han BXomoM B xpamM MKOHOIMU-
Ccell TOMECTIT U300pakeHe TTIaBHOM CBSI-
TeiHU Kueso-Ileuepckoil 1aBpbl — MKOHBI
«YcrnieHue», KOTopasi, COTJIACHO TeKCTaM
Kueso-Ileuepckoro narepuka, Oblia Bpy-
YyeHa CTPOUTENISIM MOHACThIpsI caMoii bo-
roMartepbio. B MKOHOMUCHBIX MacTepCKUX
JIaBPbI CO3/1aBATMCh MHOTOUNCIIEHHBIE CTTH-
CKU «B Mepy 1 TT01001e» 3TOr0 4yJ0TBOP-
Horo obpasa. Ha BbicTaBKke mpencraBiie-
Ha MKoHa «Ycrnenue boromatepu Kueso-
Tleuepckoe» — OMMH U3 CaMbIX PAaHHUX U3
JIOLLEAIIINX 10 HAIIero BPEMEHU CIHMCKOB
C TIPOCJABJAEHHOW CBITBIHU, MpOMaBllIei
OeccieqHo BO Bpems okKymannu Kuesa B
1941—1943 rogax. B maBpe Obla co3maHa
unkoHa «Cobop Kuepo-ITeuepckux cBITBIX»,
T/Ie TJIaBHOE MECTO 3aHMMAET N300pakeHne
YcrneHckoro codbopa, HaJ KOTOPbIM aHre-
JIbl iepkaT «Ycnenue boromarepu», Haxo-
JMBILEECs B IParolieHHOM OpUJIbSIHTOBOM
oxyazne Hax llapckumu BpatamMu MKOHO-
craca. MkoHomucell moapo6HO KOMUpPYeT
CBSITBIHIO, BBIIIEJISIS U300paKeHue cepedpsi-
HOW ABEpUBbl B HUXKHEW YaCTU MKOHBI, 3a
KOTOPOU XpaHWJINCh MOIIIY CEMU MyUeHU-
koB. ITo cropoHam oT YcrieHcKoro cobopa
1300pakeHbl Teyepckre YTOAHUKYU U Uy-
JIOTBOPIIBI C TIPENONOOHBIMU AHTOHUEM
u PeonocueM, a B LIEHTPE — CBSITON KHSI3b
Bnanumup — kpectutens Pycu. B Yenen-
CKOM co0Ope XpaHWJIach ero TyiaBa, oope-
TeHHas B 1636 romy.

B Kwueso-Ileuepckoii jgaBpe Hauvan
paboTy Ha/J CBOMM BEJIMKUM BaAIIATAIET-
HUM TpynoM «HeTbu MUHEU» (CKUTUSI CBSI-
TBIX) YpoXeHell YKpauHbl Oymyliuii CBsi-
tutenab Jumutpuii PoctoBckuit (B Mupy
Hanvun Tyntano). Ero nyxoBHast nesitenb-
HOCTh CBsI3aHa KaK ¢ YKpauHOU, Tak U C
Poccueii: B 1702 rony nipu Iletpe I, Bbico-
KO LIEHUBILIEM €TO IMPOCBETUTEBCKIE U JIU-
TepaTypHbIe TATAHTHI, JIUMUTpPUIf cTa MU-
TpornoauToM PoctoBckuM u fpociaBeckum.
B 1757 rony, yxe mociae oOpeTeHUs] HEeT-
JIEHHBIX MOIIIe#, OH ObUT MPUYINCIIEH K JI-
Ky CBITBIX. MHOTOYMCIEHHBIE N300paxe-
HUSI MATPOIIOJIUTA MTOJYYUIIM 0cO00e pac-
npoctpaHeHne B Poccum m YkpanHe BO
Bropoii nojsosuHe XVIII Beka. Ha BbicTaB-
Ke TIpeNCTaBiIeHbl [Ba o0pa3a CBSTUTENSI,
cosznanHbie B Kuese u LlenTpanbHoii Poc-
cum cpasy mociie ero kKaHoHu3auuu. OHu
MMEIOT CYLIECTBEHHBbIE HMKOHOTpaduyec-
KY€ 1 XUBOMUCHBIE pa3nuuus. B HuxHel
4acTU KUEBCKOI MKOHBI-TIOPTPETa TIOMe-
IIEHbI CTUXOTBOPHBIE BUPIIIN, TTIOBECTBYIO-
M€ O NESTHUSIX CBSITUTEJNSI, HA €ro rojo-

LI TE"

e rT el

Be — cepeOpsiHasi MuTpa. B ukoHe u3 co-
Opanus ['TT IumMutpuii uso0paxeH nepen
CBOUM KeJieitHbIM 00pa3oM «boromareps Ba-
Torneackasi» Ha hoHe PoctoBckoro Makos-
JIEBCKOTO MOHACTHRIPA, r1e B 1752 roxy npu
PEMOHTE ITPOU30IILIO OTKPBITHE HETJICHHBIX
MOILEH CBITUTEIS.
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B 1683 romy BbiiiIa B cBeT KHura du-
mutpust PoctoBckoro «Pyno OporireHHOe»,
B KOTOPOI MOBECTBYETCS O Yy/iecaX OT KO-
Hbl «boromatepp MnbuHckas YepHUron-
cKas». JItoOOIBITHO, YTO TIEPBOOOPA3 ObLIT
HarnucaH MoHaxoMm IeHHaaueMm B 1658 ro-
Iy, a yke ¢ 1662 roga oH Mo4yuTancsd Kak

BbICTABKW

Lapckue spama
Cepeauna — BTopast
nosoBuHa X VI B.
Bosnbinb

JlepeBo, Temnepa, pe3nda
138x34 (neBast cTBopa);
137,5x73 (npaBast cTBOpa).

Haunonanbhblii Kneso-
Tleuepckuii nctropuko-
KYJIBTYPHBII 3aMOBETHUK

The Royal Doors
Mid-16th century —
Second half of the
16th century

Volyn

Tempera on wood,
carving

138x34 cm (left);
137.5%73 cm (right)
The National Kievo-
Pechersky Historical and
Cultural Museum Reserve
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CURRENT EXHIBITIONS

Bacune
MAPKHWSHOBHNY
Tpouya (Focmenpuumcmeo
Aepaama). 1761

Crynx

Jlepeso, Temnepa. 108x95
HaumonanbHblii
XY/LOKECTBEHHBII My3eit
Pecnyoinku benapych

Vasil
MARKIYANOVICH
The Trinity (Abraham’s
Hospitality). 1761
Slutsk

Tempera on wood
108x95 cm

The National Art Museum
of the Republic of Belarus

Ieauxan

Tepsas nonosuHa XIX B.
Kuesiyna

Xouet, Macno. 72x46
Haunonanbhblii Kueso-
TleyepcKuii KCTOPUKO-
KYJIBTYPHBIii 3a110BETHUK

The Pelican
First half of the
19th century
Kiev region

Oil on canvas
72x46 cm

The National Kievo-
Pechersky Historical
and Cultural Reserve

incorruptible. In the second half of the 18th
century, the icons of St. Dmitry were among
those most frequently painted in both Russia
and Ukraine. The exhibition shows two
icons with this saint’s image: one is the work
of the Kiev school, another from Central
Russia. Both icons were painted in the peri-
od immediately following Dmitry’s canon-
ization. However, they differ considerably in
terms of iconography and scenery. The bot-
tom part of the portrait-icon of the Kiev
school features the description of the saint’s
deeds in a poetic form. Also, the saint’s head
is crowned with a silver mitre. The artwork
from the Tretyakov Gallery collection por-
trays St. Dmitry in front of his home icon,
“Our Lady of Vatoped”. In the background
there is the Rostov lakovlev (of Jacob)
Monastery where the incorruptible relics
were found in 1752, during repair works.
This scene is depicted at the bottom of the
icon.

In 1683, “The Fleece Bedewed”, a
book by Dmitry of Rostov, was published,
telling about miracles worked by the icon
“Our Lady Ilyinskaya of Chernigov”. Curi-
ously enough, the original icon was painted
by monk Gennady in 1658; however, in 1662
it was already venerated as miracle-working
and was widely copied. One such copy is the
icon from the Kiev collection. The author-
ship of the icon “Our Lady of Pochaev, with
Miracles” is attributed to the artists of the
Pochaevsky Lavra at Volyn. The centrepiece
contains the icon of Our Lady of Pochaev.
According to legend, in 1559 the Patriarch

30 TPETbAKOBCKASA TANEPEA

HE TRETYAKOV GALLERY #2'2008

of Constantinople gave it as a gift to Anna
Goyskaya, and the icon cured Anna’s broth-
er of blindness. Later, the Patriarch’s gift was
moved to the Pochaevsky Monastery and
became famous for its many miracles. It is of
interest to mention that the miracle-working
icon was venerated by both Orthodox and
Roman Catholic believers. Moreover, fol-
lowing the Pope’s decree, the formal coro-
nation of the icon took place in 1773. The
Ukrainian icon depicts the Mother of God
wearing a crown and surrounded by baroc-
co-style cartouches with scenes of miracu-
lous healings.

In fact, Ukrainian and Belorussian
icon-painters frequently turned to Western
traditions of religious painting. In their
works, the artists used the images or copied
the style and techniques: one example, “The
New Testament Trinity”, a two-sided pro-
cessional icon, on its reverse bears the
images of the Mother of God and the right-
eous Anna, nursing the infant Christ. Clear-
ly, it is a version of “The Holy Family”
imagery, so popular in the Catholic religious
painting tradition. The images of “Christ the
True Vine” also originate from 16th century
West-European Passion iconography. They
were so popular in Ukraine that they soon
became subject of prints and even common
pictures. A pelican tearing its own flesh to
feed its nestlings holds a special place in the
complex hierarchy of the allegorical images
of Ukrainian and Belorussian Barocco. It is
a symbolic representation of the Eucharist,

the sacrament in which Christians partake of
the body and blood of Jesus Christ. As the
symbol of Christ’s propitiatory sacrifice, the
image of the pelican was used independent-
ly (as shown in the icon from the collection
of the Kiev museum), and also as part of
“The Crucifixion” composition (on the
Belorussian icon the pelican is placed under
the Golgotha Cross).

Among Belorussian icons some bear
dates and the authors’ signatures. One such
example is “The Virgin Hodegetria” dated
1740; another one is “The Trinity” dated
1761. It was painted by Vasily Markiy-
anovich, an artist who had studied at the
Kievo-Pechersky Lavra’s icon-painting
school. Thanks to these facts, some icons
help to ascertain architectural ensembles
with some precision. Thus, the icon “Rev-
erend Avraamiy (Abrahamy) of Smolensk
and the Holy Martyr Merkuriy (Mercurius)
of Smolensk™ shows the Smolensk Kremlin
in the state it was in between 1723 and 1728.
To provide a place for the “Our Lady of
Smolensk™ icon painted in Moscow almost
two centuries earlier, a special recess was
made over the panorama of Smolensk.

However, in the 19th century Russian,
Belorussian and Ukrainian artists, especially
those executing official orders, started fre-
quently turning to classical art. Many icons
were painted in oil on canvas. Their imagery
was losing national features, and for many
years those features would survive only in
folk artists’ works.

YYJTOTBOPHBIN U C HETO AEJIaTUCh CITUCKU,
K YMCJTy KOTOPBIX TTPUHAJICKUT U UKOHA
U3 KMEBCKOTO cOOpaHusl.

B ukoHomnucHoii mactepckoii I[Toua-
eBcKoii JaBpel (BoiblHb) co3maHa MKOHA
«boromarepn [MowyaeBckasi, ¢ Uymecamm».
B cpennunke nzoopaxeHa [NouaeBckasi uko-
Ha boromarepu, coriacHo nmpeaaHuIo, To-
nmapenHast B 1559 rony KoHcTaHTHOMOMB-
CKUM MuTpononutom Heodpurom keHe
JIyLIKoro cynbi AHHe [01icKOii 1 MCLIeTUB-
IIast OT CJICTIOTHI ee Oparta. BriociencTsun
nKOHa ObuTa Tiepenana B [TouaeBcKuit Mo-
HACTBIPb, [IIe MPOoCcIaBUIach MHOTOUUCIECH-
HBIMU uynecamu. MHTepecHO, UTo 4ymoTBOP-
HBIIf 00pa3 MOYNTaICS KaK MPaBOCTaBHBI-
MU TakK M Katojukamu, a B 1773 romy 1o
nekpeTy Pumckoro mambl cocTosuiach €ro
TOp>KeCTBEHHast KopoHalusl. B ykpanHckoit
nkoHe boromatepb n306paxkeHa B KOpOHe
U B OKPY:KEHUHU OapOYHBIX KapTylleil co
CIIEHAaMU YyJIECHBIX UCIICTICHUIA.

YkpauHckue U Oe0pyccKre Xymaox-
HUKU aKTMBHO MCITOJIb30BaIU 3aMalHOeB-
porelickre 00pa3iibl U B KaueCTBE UKOHO-
MUCHBIX ITO[UTMHHUKOB, M B KAYECTBE 3TAJIO-
HOB XYIOKECTBEHHBIX CTHJICH U TTPUEMOB.
Taxk, Ha 060pOTE IBYCTOPOHHEN BHIHOCHOM
nkoHbI «Tponiia HoBozaBeTHas» rmomeliie-
HO M300paxkeHue boromarepu u TpaBen-
HOI AHHBI, JepXKalllMX Ha KOJEHSX MJa-

neHna Mucyca Xpucra, yto 6€3 COMHEHUS
SIBJISIETCS] BAPUAHTOM TIOTIYJIIPHOTO B Ka-
TOJIMYECKON Tpaauiuu uzoopaxenus: Cpsi-
TOrO CEMENCTBA.

N3 cTpacTHOTO TIMKIIA 3aMafHOEBPO-
reiickux rpaBiop XVI cronetnst 6buta 3a-
MMCTBOBaHa OCHOBa MKOHOrpapuu «Xpuc-
Toc — BuHorpamHas no3a», craBlieil momy-
JIIPHOU B YKpanHe He TOJTbKO B UKOHOITUCH,
HO M B rpaBlopax W Mepelieiieil oTTyaa
B HapoJHbIe KAPTUHKHU.

Ocoboe MecTo B CHUCTeME CIOXKHBIX
aJUIeTOPUUIECKUX 00pa30B, MCITOIb3YeMbIX
YKPAaMHCKUM U OesopycckKuM 6apoKKo,
3aHUMaeT M300paxkeHue MeIuKaHa, pas-
PBIBAIOIIETO KIIOBOM CBOIO TUIOTh, YTOOBI
HAaKOPMUTb NTeHUOB. OH SIBJISUICS CUMBO-
nom EBxapuctuu, Bo BpeMsi KOTOPOii Be-
pyIolue MPUIAIAIOTCS KPOBBIO U IJIOTHIO
Hucyca Xpucra. CUMBOJI UCKYITUTETbHOM
>kepTBbl CriacuTesst — MeJaruKaH — CyILecT-
BOBaJI B KAY€CTBE CAMOCTOSITETHHOTO 00pa-
3a (KaK B TaMSITHUKE 3 KUEBCKOTO My3esl)
U KaK CMBICJIOBOI KOMIIOHEHT KOMITO3M-
u «Pacnisitue» (B 6e10pyccKoit NKOHE OH
U300paxKeH MoJ roJro)CKuM KpecToM).

Cpenu UKOH, CO3MaHHBIX Ha TEPPUTO-
puun benapycu, BcTpevyaroTcsi OAMMCHbBIE
U JaTUPOBAHHBIE TTAMATHUKY. B nx uncie —
«boromateps Omurutpusi» 1740 romga u «Tpo-
nna», HanrcaHHasg B 1761 rogy Bacuiem

MapkusiHoBUYEM, 00YyYaBLIMMCSI B UKOHO-
nucHoii mactepckoit Kueso-Ileuepckoit
J1aBpbl. BpeMsi co3naHust HEKOTOPbIX UKOH
JIOCTaTOYHO TOYHO MOMOTAIOT YCTAHOBUTH
M300paXkeHMs apXUTEKTYPHBIX aHCAMOJIei.
Hanpumep, Ha ukoHe «[IpernomoOHbIi
ABpaamuit CMOJIEHCKMIA U CBITON Myde-
HUK Mepkypuii CmoneHckuit» CMoeH-
CKUIl KpeMJib 3ameyaryieH TakKUM, KaKuM
OH Obu1 B 1723—1728 romax. Han maHopa-
Moit CMoJieHCKa pa3MelieHa CrieluanibHast
HWIIIA, B KOTOPYIO BCTaBjieHa nkoHa «bo-
romarepb CMoJieHCKasi», co3naHHas B Mo-
CKBE MOYTH ABYMSI CTOJIETUSIMU paHee.

B XIX Beke Kak pycckue, Tak 1 yKpa-
MHCKUE U 0eJ0pYCCKUE NKOHOMUCIBI, pa-
OoTaBlIMe Hal UCIOJHEHUEM OhUIIMaTb-
HBIX 3aKa30B, HEPEIKO areuTupyloT yxke
K 9CTeTHKe KIaccuim3Ma. MHOTHE MKOHBI
MUIIYTCS Ha XOJICTAaX MacJIsIHBIMU KpacKa-
MU, a UX 00pa3HbI CTPOI yTpauuBaeT Ha-
LIMOHATTBHOE CBOe0Opasye, KOTOpoe Ha I0JT-
TU€ TOJIbl COXPAHUTCS B HAPOIAHOM KYJIBTYpe.

Pacnamue

Hauano XIX B.
Jlepeso, Temnepa
124x112.5
HaionanbHerit
XYIOXKECTBEHHbII1 My3eit
Pecny6nukn Benapych

The Crucifixion
Early 19th century
Tempera on wood
124x112.5 cm

The National Art Museum
of the Republic of Belarus
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Cobop Kueso-Ileuepcik
ceamblx

K
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Bropast nonosuna XVIII B.

Kues

Jepeso, macino. 40x36
Haunonanbherit Kueso-
TeyepeKuii MCTOPHKO-
KYJIBTYPHBIii 3aITOBEIHUK

The Assembly of the
Kievo-Pechersky Saints
Second half of the
18th century

Kiev

Oil on wood

40x36 cm

The National Kievo-
Pechersky Historical

and Cultural Reserve
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