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DTa KHHra SIBIISETCS PEOPUHTOM OpHUIMHAJIA, KOTOpblﬁ MbI CO3aaJIHU CIICHUAJIBHO JJIs Bac, HCIIOJIb3Ys 3allaTCHTOBAHHBIC
TCXHOJIOTHUH TPOU3BOACTBA PCIIPUHTHBIX KHUT U II€YATH I10 Tpe60BaHI/IIO.

CHavasna Mbl OTCKaHUPOBAJIM KKy CTPAHUIy OpPUTHMHAJA 3TOM PEAKOW KHHUIHM Ha NMPOPECCHOHAILHOM 000pYy/I0BaHHH.
3aTeM C MOMOIIBIO CHEUUATILHO pa3paboTaHHBIX MIPOrPaMM MbI TPOM3BEIH OYUCTKY M300payKeHUs OT MSATEH, KIISIKC, Iepe-
rH00B U MONBITAINCH OTOEINTHh W BBHIPOBHATH KaXIYIO0 CTpaHMIly KHUTH. K coXaleHHIo, HEKOTOpbIE CTPaHMIBI HENb3s
BEpHYTh B U3HAYAJIbHOE COCTOSIHHE, M €CJIM UX OBbLIO TPYIHO YMTaTh B OPUTMHAJE, TO Aa)Ke IpU LU(POBOH pecTaBpaluu
HX HEBO3MOYKHO YITy4IIHTb.

Pazymeercsi, aBToMaTu31MpoBaHHas [IPOrpaMMHasi 00paboTKa PENPUHTHBIX KHHUT — HE caMoe JIydlllee pelleHHe Ui BOCCTa-
HOBJICHUSI TEKCTa B €ro NEPBO3AAHHOM BHJIE, OJJHAKO, HAIA [1EJIb — BEPHYTh YNTATENIO TOYHYIO KONHMIO KHUTH, KOTOPOH
MOXET OBITh HECKOJIBKO BEKOB.

HOBTOMy MBI NpEAYIPEIKAACM O BOSMOXKHBIX HOTIPEHIHOCTAX BOCCTAHOBJICHHOI'O PECIPHUHTHOTO U3JaHHWA. B HU3JaHUU MOTYT
OTCYTCTBOBAaTh OJHA WJIM HECKOJBKO CTPAaHUIl TEKCTA, MOT'YT BCTPETUTHCSA HEBBIBOAUMBIC IIATHA W KIIIKCBI, HAAIITUCHU
Ha MOJIAX WU MOAYEPKUBAHU B TEKCTE, HCUNTACMBIC (bpaFMeHTbl TEKCTAa HJIH 3aTUObI CTpaHM1I. HOKyHaTI) WJIK HE ITOKYIIAaTh
HO,I[O6HLI€ H3JaHus — pelIaTh BaM, MBI K€ n€J1a€M BCE€ BO3MOXKHOC, 4TOOBI PEAKHUC U ICHHBIC KHUT'H, CIIC HEJABHO YTPpAa4UCH-
HBIE 1 HECIIPABEJINBO 3a6bITBIe, BHOBB CTaJId JOCTYITHBIMU JJIST BCEX quTaTeNei.

ﬁ(epvm KHmxHbIN PeneccaHc
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From the time of Peter the Great’s reforms to the beginning of the twentieth century
scarcely anyone showed concern for or interest in icons. At any rate their artistic
virtues remained unnoticed. The majority of old icons were covered with metal
mountings, age-old repaint and candle soot and because of that it was impossible to see
them properly. The discovery of early Russian icon painting is a matter of legitimate
pride for our century.

Rublev’s Old Testament Trinity was the first masterpiece of early Russian icon painting
to be restored. It emerged in the full glory of its colours before amazed contemporaries,
but after the restoration it was once more obscured with mounting. Soon afterwards
1.S. Ostroukhov began a regular “cleaning” of the icons in his splendid collection.
At the 1913 Exhibition wide circles of Russians had their first chance of seeing early
Russian, predominantly Novgorodian, icons in all their original beauty.

After the October 1917 Revolution, the collection and restoration of relics of early
Russian icon painting became a state responsibility. Lenin’s decrees on the nationalisa-
tion of masterpieces of art laid the foundation for the large repositories of early Russian
painting at the Tretyakov Gallery in Moscow and the Russian Museum in Leningrad.
As a result of scientific expeditions to old towns, and the restoration of old icons, our
museums continue to be replenished even today. The 600th anniversary of the birth
of Andrei Rublev was marked by the opening of a museum of early Russian art named
after him in the former Andronnikov Monastery in Moscow.

The discovery of icon painting means more than the revelation of hitherto forgotten
relics of early Russian art. It is at the same time a recognition of their aesthetic worth,
a discovery that was met with general approval. Even today our admiration has not
subsided and this continues to be of considerable help in the collection, preservation
and study of early Russian icons.

There are several trends in the approach to icon painting among scholars. Some authors
concentrate their attention on the factual side, on the time when various schools arose
and developed, and on their mutual influence. Others are drawn to the representational
side of icon painting, to iconography. Yet others consider the icon primarily as a paint-
ing, discovering true pictorial beauty in this ancient art. There have been scholars
who have attempted to read into early icon painting religious and philosophical meaning
born of the creative forces of the nation. Of the greatest importance for art historians
are attempts to discern the artistic merit of what was created by the early icon painters
by a close study of the icons themselves. That is the basis of this introductory essay.

In all its characteristics icon painting is so unlike the painting to which modern man
is accustomed, especially nineteenth century painting, that it is easy to believe that it
can be understood only through a teaching about icons formulated many centuries
ago by the originators of the Orthodox Church dogmas.

Certainly an icon is not a picture; the icon does not represent what the painter sees
before him, but certain prototype the painter has to follow. Reverence of an icon stems
from reverence for its prototypes. Icons are kissed, they are expected to heal and work
miracles. They are worshipped because they are representations of Christ, the Virgin
and the Saints. Icons play a part in Church ritual. Icon painting is to a certain degree
a ritual art.

The reverence shown icons and their creation were put on a strictly regulated basis
by the Seventh Ecumenical Council in Nicaea. The priests considered themselves the
true creators of icon painting, and the artists were looked upon only as the executors
of their ideas. The decisions of the Nicaea Council were confirmed as the stable founda-
tion for icon painting almost one thousand years later, at the Council of the Hundred
Chapters in Russia.

Theologians and Church historians take the view that icon painting is in fact the presen-
tation of Church dogmas in visual images. Icon painting has its traditional canons which
must, like religious dogma, be implicity obeyed, and in consequence icons are so like
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HkoHOMmUCb, N0 MHEHHIO OOrocMOBOB U HUCTOPHKOB LEPKBH, — 3TO, B CYLUHOCTH,
HEPKOBHBIE JOTMaThl, oOjledeHHble B 3puTebHble 06pa3bl. Tak xe kak B 6orocso-
BUM OOJDKHBI OblIM cobitomaThes HOrMaThl, TAK B MKOHOMUCH — TPaAMLMOHHBIE
KaHOHBI. DTHM OOGDBACHSETCS, NMOYEMY MKOHBI TaK MOXOXMW APYr Ha Apyra, Nopow
no4TH He oTiMuuMMbl. [o X BHeurHeMy BHOY He BCErJa JIEKO ONpPEJESIMTH BpeMS
UX BO3HUKHOBeHUA. HekoTophle MKOHBI NMPHU3HABAINUCH HEPYKOTBOPHBbIMU. CuuTa-
JIOCh, YTO OHM CO3JaHbl He 4enoBexoM. JlereHap! 06 UX YyECHOM SIBIEHHH HA 3eMile
3aHOCWJIHCh B JIETOMUCH HapsSiAy CO CBENEHHSMH O CaMbIX XU3HEHHO BaXHBIX CO-
OBITHSAX.

HeT Heo6xoaumocTu ocnapusathk cyulectBoBanue B [{pesHeit Pycu xysma uxon xax
CBAILLEHHBIX NpeAMeTOB. Henb3s OTpHLATH TOTO, YTO TAKOI B3rJIAM HA HMX HAJIOXHUII
CBOHl OTMeyaToKk Ha UKOHOMUCh. OQHAKO B LEPKOBHOM YHYEHHM 00 MKOHAX TPYIHO
HaWTH KJIFOY K TMOHMMaHHIO UKOHOMMCH KaK UCKyccTBa. Bce mkoHbl GbImM mpenme-
Tamu KynbTa. Ho juub Te U3 HUX, KOTOpble OQHOBPEMEHHO ABISAIOTCS NPOU3BeNe-
HHMAMH UCKYCCTBa, HHTEPECYIOT UCTOPHUIO UCKYCCTBa. MKOHBI, JIMILIEHHBIE XYO0XEeCTBEH-
HbIX JOCTOMHCTB, MOTYT MPEOCTABAATh UHTEPEC MUI HCTOPUKA KYJILTYPBI, HO He UCKYC-
cTtBa. OTUbI LEPKBH CYUTANM, YTO €CJIM MKOHA OCBSLLEHA, TO, HE3ABUCHMO OT CBOUX
XyHOOXXECTBEHHBbIX Ka4yeCTB, OHA 3aciy)xuBaeT No4nTaHud. Hac 3aHUMaroT B HKOHOMHUCH
ee XyHIOXKeCTBEeHHbIE LEHHOCTH.

llInpoko pacnpoCTpaHEHHBbIH U MOHBbIHE UKOHO2paguueckuii nodxo0 K UKOHE UMEET
HEKOTOpble OCHOBaHHA. MIKOHOMMCIBI 0OLIYHO HE MPHUAYMBIBAIIH, HE COUMHSAJIM CBOETO
croxeTa, Kak skuBonucusl. OHU citefoBaj BIpaGOTaHHOMY M YTBEPXKIAEHHOMY O6BbI-
YaeM U LIEPKOBHBIMM BJIACTAMH HKOHOTpahu4eCKOMY THHY. DTUM OOBACHAETCH TO,
YTO MKOHbI Ha OJHH CIOXET, JaxKe OTACNEeHHbIe BEKaMH, TaK NMOXO0XHU APYr Ha Apyra.
HekoTopble aBTOpbI HaxoHAT, YTO OTJIMYMTbL HX BOOOILE HEBO3MOXKHO. CHHTAJIOCh,
4TO Macrtepa 06s3aHbl CileAoBaTh 0Opa3uaM, cOOpaHHBIM B MKOHOIMCHBIX MOIIMH-
HHMKax, U MOTYT NPOABUTH cebst TONIbKO B koJiopuTe. B ocTasibHOM OHUM 6bLIIM BO BJIACTH
TPaAULIMOHHbBIX KAHOHOB.

Ecnu He orpaHU4MBaTBCS ONMUCAHMEM H KJaccH(pukauueid MkOHOrpadUYECKUX THIOB,
HO BHMKAaThb B UX BHYTPEHHHMH CMBbIC], TO MKOHOrpadus, ocobeHHO TaKk Ha3blBacMas
HMKOHOJIOTHSA, MOXET MHOTO JaTh IUIs TOHUMaHUA ApesHeit ukoHonucH. Ho 3T0 BOoBCE
He 3Ha4UT, YTO UKOHOTPa(HUs — 3TO €AUHCTBEHHBIH MY Th K H3Y4YEHUIO HKOHOMUCH.
Henb3s yreepxaaTh, 6yATO B MKOHOMUCH BCErAa MOCMOACTBOBAJIM MPU3HAHHBIE U Ka-
HOHU3UPOBAHHBIE THUIbI U300PaXKeHUHN, YTO XYXOXKHHKH BCEro JIMILUbL MOCIYLIHO BOC-
NpPOM3BOJWIM TO, YTO CYUIECTBOBaji0 A0 Hux. Mkonorpadus, mpunaras Ha Pycwu,
Oblla MIOAOM KOJUIEKTMBHOTO TBOPYECTBA MHOTHMX MOKOJIEHMA. PONb XyMOKHHUKOB
B HeM Obljia He MeHblLieil, YeM y4eHbIX 6OrocioBoB U LEPKOBHBIX MucaTeseid. KaHoHu-
3alUs UKOHOrpadUuECKUX TUNOB — MOAJIMHHUKY, BUAUMO, nosiBUIMCh Ha Pycu cpas-
HHUTENIbHO MO3AHO, KAK MPHU3HAK OKOCTEHEeHUs TPadHLHM, OCKYAEHHUS MKOHOrpaduye-
CKOr'0 TBOPYECTBA.

MHOTHe CIOXEThI JpeBHEPYCCKOl NKOHOMUCH MEPELLIM B Hee U3 MPOLIIOro, HO MHO-
roe ObUIO co31aHO 3aHOBO. Bo3nukHOBeHHe Ha Pycu u ucTopuyeckoe pa3BuTHE
Takou TeMbl, kak MokpoB Bboromarepu, MOXHO MpociaeOuTb MO PYCCKMM HKOHaAM
XIII—XVI Bekos. U306peTernem HoBropoackux macrepo XV Beka Obljla MKOHO-
rpadus uyna cs. ®yopa 1 Jlaspa. B To xe BpemMs BO3HHKJIa PeKpacHas KOMMO3HLMSA
«BuTBa HOBropo/Les ¢ cy3aajibuammu» («Uyno oT UKOHBI «3HaAMEHUEN).

OCo0eHHOr0 BHMMaHHSI B JPEBHEPYCCKOW MKOHOMMCH 3aclykMBAaeT TO, YTO Haxe
B paMKaX TPaAMLMOHHBLIX €BAHIEeJIbCKUX CHOXKETOB TPH BCEM MOYTEHHU K TPaIULMH
MacTepaMm BCera yaaBajloCh YTO-TO NMPUOABUTH OT cebs, 060raTuTh, MEPEOCMBICIUTH
CTapuHHBI 06pa3ell, co34aTh HEYTO HOBOE. [JlaBHBIE yCHIIHS UKOHOrpaduu OOBIYHO
HampaBJieHbl HAa TMOMCKM TPOTOTUIOB B OoJjiee paHHEM HCKYCCTBE U B JINTEpaType,
HO HeJb3sl HEAOOLEHHWBATb M TO HOBOE, YTO COAEPXKHUT B cebe efpa JiM HE Kaxablid
BapHUaHT.

B cpemHEBEKOBOM JMTEpaType Pa3jiMYaloT KAHOHUYecKue mekcmbsl U anokpugsl, Ha-
PORHbIE JIEreHabl, KOTOPbIE LIEPKOBBIO CYUTAIUCH JIOKHBIMH. IKOHOTHMCE — 3TO HEYTO
nono6Hoe anokpudam. U 310 He TOJIBKO MOTOMY, YTO XYJOXHHKH BAOXHOBJISJIHCH
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one another that at times it is scarcely possible to distinguish between them. Nor is it
always easy to determine their date just by looking at them. Some icons were considered
not to have been created by human agency but to be of supernatural origin. Legends
about their miraculous appearance on earth were recorded in chronicles side by side
with information about the most important events in the life of the people.

There is no reason to doubt that there existed in Ancient Rus a cult of icons as sacred
objects. Nor is there any reason to deny that such an attitude left its mark on icon
painting. However, it would be wrong to consider the Church’s teaching on icons to be
the key to understanding icon painting as an art. All icons were cult objects. But only
those of them which proved at the same time to be works of art are of importance
to art history. Icons devoid of artistic worth may be of interest to the historian of culture,
but not to the art historian.

The Church Fathers considered that if an icon was consecrated it merited reverence
regardless of its artistic quality. For us the point of interest is the icon’s artistic
worth.

There are some grounds for the iconographical approach to the icon—an approach
that is widespread even today. Icon painters did not usually invent their subject
as painters do. They followed an iconographical type, developed and established by
custom and the Church authorities. This is why icons representing the same subject,
even when centuries apart, are so alike. According to some historians it is absolutely
impossible to differentiate between them. The artist was considered to have a duty
to follow the examples gathered in the so-called podlinniki (manuals) and only the
choice of colours was at his discretion. In everything else he was supposed to be governed
by the traditional canons.

If one does not limit oneself to the description and classification of iconographical
types, but penetrates to the heart of the matter, then iconography, especially so-called
iconology, can contribute a great deal to an understanding of early icon painting.
But this is far from meaning that iconography is the only key.

It would not be true to say that only the approved and canonised types of representa-
tions.prevailed in icon painting, that artists only obediently reproduced what existed
before them. The iconography that became accepted in Rus was the outcome of the
collective work of many generations, and in this the painters played just as important
arole as the learned theologians and religious writers. The canonisation of iconographi-
cal types, the podlinniki, apparently emerged comparatively late as a sign of the
ossification of tradition, of the impoverishment of the creative iconographical app-
roach.

Many themes in early Russian icon painting came from the past, but many other were
created anew. The origination in Russia and the historical development of such a theme
as the Intercession of the Virgin can be followed in Russian icons of the thirteenth to
sixteenth centuries. Fifteenth century Novgorodian artists were responsible for the
iconography of the SS Florus and Laurus icons. The fine composition, The Battle
of the Suzdalians and the Novgorodians (The Miracle Worked by the Icon of the Vir-
gin of the Sign), originated in the same period.

The fact that even within the context of traditional biblical subjects, and with all due
respect for tradition, painters were always able to add something of their own, to enrich
and give a fresh interpretation to the ancient canons and to create something new
deserves special attention. The main aim in iconography was usually to seek out
prototypes in the art of earlier periods and in literature, but one should not overlook
or underestimate the new element to be found in virtually every new version of
a theme.

The distinction was made in medieval literature between canonical texts and the apoc-
rypha, folk legends which the Church frowned upon. Icon painting can be compared
to the apocrypha, and not only because artists often drew for their inspiration on these
legends (for example, in the Nativity of Christ or the Dormition). In the same way
painters themselves frequently created pictorial apocrypha. This is the most poeric
aspect of early icon painting.
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3THMMU Jlerednamu (Hanpumep, B «PoxxaecTse XpuctoBom», «YcneHun»). Camu Xynox-
HUKU liepelko co3aaBajv M300pa3uTeNbHble anoKpU(bl. DTO M ecTh camoe nodmir-
4eCK0e B IpeBHEH MKOHOITUCH.

Tema ycneuns boromaTepu monsepriach B MKOHOTHCU KOpeHHOH nepepaloTke ha
npoTsxenun cronetnit. HoBroponckas uxona XII Beka NpUMbIKaeT K KAHOHHUECKOMY
BU3AHTMHCKOMY THMY. ANOCTOJNbI M CBSTHIE, CTOSLIME BOKPYr JIOXXa yMHuparouleH
Mapuu, BbIrNAOAT OCHPOTEBLUIHMH, kaxaas (Gurypa norpyxeHa b rjaybokylo nevasb,
HO OocTaeTcsi oAHa co CBOMM ropeMm. B deodanobckom «Ycneuun» 6Gosce crpacTio
BbIPAXEHO OTYaslME aMOCTOJIOB, HO HAd JIOXEM YMHPAIOLIEH BBLICHTCA OI'POMHas
¢urypa Xpucra, u3 noaymMpaka TEMHO-CUHETO OpeoNa BbIPLIBAETCS [JaMeHeIOlMi
XEPYBHM.

B pycckux «¥Ycnenusx» XV Beka cuena npHobperaeT HOBbIH cmbics. Han meuwanbio
W TOpeM OTAEeNbHbIX MepcoHaXxeil MIOMHHUPYET BceoOliiee oayLLUEeBAEUE, PAAOCTb EH-
HEHUA Jrofed, cobpasLuuxcs K Joxy Mapuu W noloumx eif cnasy. Pycckne «Ycne-
HUA» — 3TO, B CYLUHOCTH, MHOToycTas noxsaia boromatepu, oxuaalnuve ee Bo3He-
cenus Ha 1ebo. M B 9TOM OHM PEILMTENLHO OTJHMYAIOTCH OT BU3AHTHUHCKMX MKOH HA
3TY TEMY, PUCYIOLIMX TAHHCTBO CMEPTHU.

AHanoruuHele U3MEHEHUs NPOMCXOAAT M B APYrUX Temax ukoHonucu. Onu rosopsar
0 3aKOHOMEPHOCTH pa3BUTHUsA HKOHOT paduu Ha Pycu.

HexoTopble 0COGEHHOCTH NPEBHEPYCCKOW MKOIOMHUCH OGDBACHAIOTCS €€ Gu3IaImMuli-
ckumu koprsmu. TepBble nKkonbl GblM npuBeselnl Ha Pychk n3 Llaperpana. Tepsoie
MacTepa-uKoHONUCUbI, paboTaBluue B cTpane, 6butn rpekd. B X1V Beke B Hosropoae
1 B Mockse npocnasusicst ®eodan pek U oka3an 3aMeTHOE BAMAHHME HA PYCCKHX
XY/IOXKHHKOB. BU3aHTHICKast MKOHOMHUCh OTJIMYACTCSl YTOHYEHHIOCTHIO CBOETO MacTep-
ctBa. Ha Hell nexuT oTneyaTok TO UAPCTBEHHON POCKOLLH, TO MOHALICCKOH CYypOBO-
CTH. Yepe3 BU3aHTHHLEB PYCCKME MKOHOMUCLBI Y3HANM BEJHKYHO JPEBHErPEUECKYO
TPaAULUIO U NPUMKHYJIH K HEil.

OnHako KaK HH CWJIBHO M IJIOAOTBOPHO 61110 BO3JEHCTBUE HA APEBHEPYCCKYIO MKO-
HOMHUCb BHU3aHTHHCKOM, 3TO He MCKJIOYANO MEXAy HMMM pacxoxieHuil. Ouu naroT
0 cebe 3HaTb yxe B HpeBueiimit nepuoa. «boromateps Bnanumupckas», ukowa,
BoiBeseHHas u3 Llapbrpana, npu Bceillt 0AyXOTBOPEHHOCTH CBOEro CKOpOHOro jiMka —
3TO XHBas MJOTh, MOYTU KaK B MO3AHEAHTHUUYHOM mopTpeTe. ¥ Boromartepn B HKOHE
«boromatepp Benukas IManarus» B Gosblieil cTeneHd HKOHOMUCHBIR JIMK, OoJiee OT-
pelIeHHbINA, BO3BBILLUEHHbIN U UACaTbHBI.

JlBe norpyaiisle MKOHBLI: apXaHresl HOBFOPOACKMI M apXaHres KUMpCKuii, o6a B ApKo-
KpacHbIX IUIalax ¥ co CMyIJIbIMU JHMLAMY, HA MEpBbIH B3rJsl MOX0XH, KaK pOAHBIC
OpaTbsa. Ho u mMexay HUMM ecTb pacxoxnaeHns. B BusanTuiickoit nkone 6osee cypo-
BLI/ JIMK, B HOBFOpPOJCKOIi BeIpaxkeHHe 6oJiee MArkoe. B HOBropoackoi HkOHE B YrJio-
BATbIX CKJIaJIKaX OAEXK bl OTKPBLITO BbISIBJICHA NKOHOMUCHAS YCIOBHOCTb.

IBe ukoubl Moanna IMpeareun naroT eule 60Jbliue OCHOBAHUIL A TOrO, YTOOLI TO-
BODHUTb O Pa3JMYUAX Mexny obeuMu wkonamu. Tem 6osiee YTO pycckas MKOHA OT-
HOCHTCS K MEPUOIY 3PEJOCTH PYCCKOI LIKOJBI M, BO3MOXHO, BBILLJIA U3 MacTepCKOi
Py6nesa. Moann [Ipenreda B oGOUX Ciyyasix — 3TO CYpOBBIH acKeT, OTLIEJIbHMK,
C MOHMKLLEH roJIOBOH M meyasibHbIM B3MsAOM. M Bce ke pycckuit MacTep CMATYHII
3Ty CYpOBOCTb BblpaXeHHEM HOGpOTHI, 4epThl Juua u ouvepTaHus ¢urypsl 6osee
3aKpyIJieHbl, BOJIOCHl MPUIJIaXceHbl, B JIALE NMPOrJIAAbIBaeT HeYTo pyOJieBCkoe, aH-
reJIbCKOe.

Mxona «bnaroseiienne» u3 3aropcka, BUOMMO, HamucaHa Ha Pycu, HO BhiOenseTcs
KJIACCHYECKOM Lapbrpaickoit YMCTOTOM (GOpM U npexne Bcero 3aTeiIMBOCTBIO CBOEH
NMOMMESTHCKOro TUMa apxuTekTypbl. Ho B uucTo rpeueckom «bnaroeelieHun» Tesa
nofei, B 0c06eHHOCTH GUrypa BHIMs/IbIBAIOILEI N3-3a KOJOHHBI CyXaHKH, B 60/b-
Ieif CTeneHu IUIOTCKUE, TSXKesble, XOYETCs CKa3aThb, A3blYECKHE. DTO NMOPOXKIAEHUE
BU32HTUIICKOTO KJIaCCMLIM3Ma, MOYTH NMACTULI, OAAeJKa N0 aHTUYHOCTb. B MOCKOB-
CKO¥M MKOHE aHTHYHOCTb MPOCBET/ICHHA, MPOLLe/lLIas CKBO3b FOPHUJIO UKOHHOM O1y-
xoTBopeHHocTH. durypa aHresa egsa CTymaeT Mo 3emule, Jierko mapuT. B Hem ecTh
y’Xe NpeaBOCXULLIEHUE I'PalK pyOJIeBCKUX aHTENIOB.
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The theme of the Dormition of the Virgin underwent radical changes throughout the
centuries of icon painting. The Novgorodian twelfth century icon comes close to the
canonical Byzantine type. The Apostles and the saints standing around the couch
of the dying Mary have a bereaved air; each figure embodies profound grief, but each
of them remains alone in his sorrow. In the Dormition by Theophanes the Greek, the
despair of the Apostles is expressed with greater passion, but above the couch towers
an enormous figure of Christ, and a brightly glowing cherub bursts through the half-
light of the blue mandorla.

In fifteenth century Russian Dormitions the scene acquires new meaning. Above the
grief and sorrow of individual personages there prevails an all-pervading sense of
exaltation, of joy at being united in gathering around Mary’s deathbed to glorify her
name. Russian Dormitions in essence amount to a choir singing alleluiahs to the Mother
of Christ prior to her ascension to Heaven. In this they differ radically from Byzantine
icons on the same subject, which depict the mystery of death.

Analogous changes take place in other themes in icon painting, testifying to the logical
development of iconography in ancient Rus.

Some features of early Russian painting can be explained by its Byzantine origin.
The first icons were brought to Rus from Constantinople, while the first master
icon painters who worked in the country were Greek. In the fourteenth century Theo-
phanes the Greek became famous in Novgorod and Moscow and exerted considerable
influence on Russian painters. Byzantine icon painting is distinguished by the finesse
of its technique. In some respect it bears the imprint of royal splendour, in others of
monastic austerity. It was through the Byzantines that Russian icon painters came
to know the great, early Greek tradition, and to follow it.

But however strong and fruitful the influence of Byzantine icon painting might be on
the icon painting of Ancient Rus it did not rule out certain differences between them.
These showed themselves even in the earliest period. The Virgin of Viadimir, an icon
brought from Constantinople, is in fact, despite the spirituality of the Virgin’s face,
a flesh-and-blood portrait, similar to those of late antiquity. The Virgin in the icon
popularly known as the Virgin Great Panagia of Yaroslavl presents a more traditionally
icon-like countenance devoid of any earthliness, more elevated and idealised.

The two half-length icons, the Archangel Michael from Novgorod, and the Arch-
angel Michael from Cyprus, both depicted the Archangel wearing bright red cloak,
and with swarthy countenance, looking very much alike. But there is a number
of differences. On the Byzantine icon the face is sterner, while the Novgorodian one
has a gentler expression. On the Novgorodian icon conventions of icon painting are
clearly expressed in the angular folds of the clothes.

The two icons of St. John the Baptist afford still stronger grounds for speaking of the
differences between the two schools. The differences are especially pronounced here
since the Russian icon dates back to the mature period in the Russian school of icon
painting, and possibly originated in Andrei Rublev’s workshop. In both cases St John
the Baptist is an austere ascetic, a hermit represented with bowed head and sorrowful
gaze. Nevertheless, the Russian painter managed to soften the severity of the counte-
nance, giving it an expression of kindness; the features of the face and the outlines
of the figure are rounded and flowing, the hair is smoothed down, and the [ace has
some features typical of Rublev’s angels.

The icon from Zagorsk, the Annunciation, was apparently painted in Rus, but displays
the classical purity of form, especially in the involved Pompeiian type of architec-
ture. But in the purely Greek Annunciation the figures of the personages, especially
that of the handmaiden peeping out from behind a column, are for the most part
quite heavy, fleshy, and one is tempted (o say, pagan. This derives from Byzantine
classicisin and is practically a pastiche, faking antiquity. In the Moscow icon the
classicism has come through the cleansing flames of the spirituality, associated with
icons, as it were, and is softer, purified. The figure of the angel seems to hardly touch
the ground, to hover lightly above it. These features are forerunners of the grace-
ful Rublev angels.
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Eute 6osiee pa3suTenbHo pa3jinuue MEXY aHTeJbCKUM JTUKOM 3BEHUTOpPOJACKOrO YMHA
U aurenoM u3 Bricoukoro uuHa, npusesenHoro B MockBy w3 Llaperpana. INMpasna,
Ha 3TOT pa3 CPaBHHUBACTCA MPOU3BEAEHHE PAAOBOr0 BU3AHTHIICKOro MacTepa C re-
HHabLHLIM TBOPEHHEM BeJIMYaLLIeEro MacTepa pycckoit kol — Py6nesa. Tun nuua
B 00eux MKOHax OoOUIMA: TOHKHI HOC, MeJikue ria3a, manenbkue ryosl. Ho B BU3aH-
THHCKOH MKOHE BBINMYKJIOCTh GopM noavepkHyTa npobenamu, pymsHuem iuek. Y Py6-
JleBa OHHM HEOCA3ACMBI, MPEAE/IbHO ONYyXOTBOPEHBl. XYN0XKHHK JIErko 0603HaYaeT Yep-
Tbl JIMLA, OTCIOJA BIEeYaTJ/IEHHE AHTEbCKOrO LEeJIOMYAPHUS U HEXHOCTH.

Cpean HKOH HEPYCCKOTO IMPOMCXOXAEHMs TOJbKO Ha BajxaHax BcTpeyaioTcs Takie,
B KOTOPLIX NMPEABOCXUILAIOTCA HEKOTOPbIE OCOOEHHOCTH PYCCKOM LIkoJibl. TakoBbl
nkoHbl «AMuTpuit Cosynckuit» u «Hyno B Xoxex» u3 Xunaugapa. B Hux MeHblie JIEMKH
(hopM, YeM B MKOHaxX PevecKUX, CHJIbHEE BbIAENICHBI CHJYIThl, FHOKHIL, NeByunii KOH-
TYp, kpacku 6osiee OTKpbITbIE U 3BOHKHE. IO CMUX MOP HEU3BECTHO, KAKMM 06pa3om
3TH UKOHbI 6AJIKAHCKOTO MPOUCXOXKICHUSA MOTJIH ObITh M3BeCTHbI B [IpeBlieit Pycu.
M3yueune BH3aHTHIACKUX U 6AIKAHCKUX KOPHEH NPEeBHEPYCCKOM MKOHOMUCH 3aCiyXH-
BaeT BiuManus. Ho ropasno saxuee TOT yucmo pycckuii omneuamox, KOTOPbIH NEXUT
Ha GOJIbIINHCTBE APEBHEPYCCKHUX HKOH.

B nocnentee Bpems CTanu HCCNEAOBATHCH CBA3U MEXAY APEBHEPYCCKHM MCKYCCTBOM
U KYJAbTYPO# 3moxu. OHu He MPUHMMAJIUCh BO BHUMaHWe cTapod UKOHOrpaduyeckoi
LUKOJION, KOTOpas BHAEIa B UKOHOIUCH JIUIUIb MOPOXAEHHE LIEPKOBHOCTH, PeJIMTHO3-
HOCTH M MOHALLECKOTO acKeTH3Ma.

M3y4enue ucropuueckux NpeamoChUIOK, HCTOPUKO-KYIbTYPHOM OCHOBBI APEBHEN KO-
HOITUCH MOMOTaET y1yOie MOHATb ee POJIb B XU3HU TOro BpeMeHu. KoHeuno, 310 He
3HaYUT, YTO KaxKAO€ MpOMU3BeAeHHE PYCCKOW MKOHOMUCH MOXHO BO3BOAUTH K OMNpe-
OeJIeHHbIM UCTOPHYECKUM HJIM UCTOPUKO-KYJIbTYDHBIM ApPEANoOchblikaM. B ee pa3pu-
TUM OblTa M CBOSA BHYTPEHHSS 3aKOHOMepHOCTh. Ho TeM He MeHee pycckash UKOHO-
IMCb — 3TO MCTOPHYECKOE SBJIEHHE, U MepBas 3aJaya UCTOPUKA — MOCTaBUTh €ro B
CBA3b C UCTOPHEN CTpaHbl U Hapoaa.

PacuseTt pycckoit MKOHONMCH MafaeT Ha BIIOJIHE OTpenesieHHoe BpeMs OT koHua XIV
u no cepeauubl XVI Bexa. Uto npeacrasnser co6oit 3TOT nepuon pycckoit ucropuu?
Ero moxHo onpenenuts cienyrouum obpasom. [poiias yepes TsxmKue UCTIBITAHUA
TaTapiluMHbl, PyCCKUA Hapod HaXOAMT CUJIbI HayaTh 6opbOy 3a He3aBUCUMOCTb, MpPHU
3TOM XPaHUT BEPHOCTb YHAC/JE€JOBAHHbIM Yepe3 BU3AHTUHLEB 3aBeTaM IpeyecKoi
AHTUYHOCTU M XpUcTHaHCTBAa. OH elle He CBEpLIMJ BCEro, YTO €My INpeaCTOAJIO
COBEPLUHTb HO YK€ Hayan 0O6beJUHATBCA paay yclellHoi 60pb6bI C BparomM 1 0Co3Ha-
BaTb CBO€ €JWHCTBO. B uckyccTBe, kak B NMpedBapUTENIbHOI MOIENH, OH BbIPaXKaeT
CBOM YasiHUA M CTPEMUJICHHUSA, OOLIeCTBeHHbIE, HPABCTBEHHbIE, PEJIMTMO3HbIE UAEAJIBI.
Pacuer MKOHOMUCH MpPEAIIECTBOBAJ BO3HMKHOBEHMIO CaMOAEPXKaBMS, BO MHOIOM
HOpOXIeHHOro Gopb6oit ¢ BocTOKOM M Mpu 3TOM NMPHOGPETILETO Y€PTHI BOCTOYHOTO
necnotusma. Pacuser mamaer Ha rompl ucTopuyeckoro kaHyHa. OTcioga B MKOHax
TaKk MHOTO yTONMKYECKOTO BO3BBILLIEHHO-HAEANIBHOIO, HECOBITOYHO MPEKPACHOrO.

I1

CoBpeMEHHOI0 YeJIOBEeKa He MOTYT He YAWBJATh pe3KUe MPOTHBOPEUUs MEXIY HKECTO-
KOCTbIO M TrpybocTbiO HpaBoB (eonanbioii Pycn U 61aropoacTBOM W BO3BBILIEH-
HOCTbIO HCKYCCTBAa, DTO BOBCE HE 3HAYMT, YTO OHO OTBOPAYMBAIOCh OT ApPaMbl
%U3HU. CUMTaTh, YTO T€HMH TOTO BPEMEHH TBOPHUJIM B MOJIHOH OTPEIIEHHOCTH OT
OKDY’KaIOLLIEro, 3Ha4YUT NEPEHOCUTD B MpoLIoe 60JIe3HN COBPEMEHHOT0 MOAEPHH3MA.
Pycckue nioau Toi 3MoXy BHHKAIM B X0 XHU3HH, HO CTPEMHUIINCH BJIOXHTb B UCKYCCT-
BO TO, Yero UM He XBaTaJio B HEHCTBUTESbHOCTH M K Y€MY MX BJIEKJIM YasiHUS HApoza.
YAUBUTENbHAA MMCTOTA M MOKOH, KOTOPbIMM OblLIAT co3naHus PybneBa, momoGHbI
THILKIE HA NoJie 605 MeXAY ABYMS KPOBOMPOJIUTHEIMU OUTBaAMMU.
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Even more striking is the difference between the face of the angel from the Zvenigorod
Deesis Range and the angel from the Vysotsky Deesis which was brought to Moscow
from Constantinople. True, in this instance we are comparing painting by a rank-and-
file Byzantine artist with something created by the greatest genius of the Russian
school—Andrei Rublev. The type of the face is similar in both icons: the fine straight
nose, small eyes and mouth. But in the Byzantine icon the modelling of the features is
heavily accentuated by highlighting and rosy tinting of the cheeks. In Rublev’s icon
the features are almost ethereal, spiritual in the extreme. The painter moulded the
features in a light, delicate way which leaves an impression of angelic chastity.

As regards icons of non-Russian origin only in the Balkans have I encountered any that
anticipate certain features of the Russian school. Such are the icons of St Demetrius of
Thessalonica and the Archangel Michael’s Miracle at Chonae, from Hilandar. They show
less modelling of form than the Greek icons, but the silhouette and the flowing con-
tours are more strongly accentuated, and the colours more bright and resonant. It is
not known how these icons of Balkan origin could have influenced the Russian school.
The Byzantine and Balkan roots of early Russian icon painting are worth studying.
But one should not forget that the purely Russian imprint which can be observed in the
majority of early Russian icons was of decisive significance.

Contacts between early Russian art and the general culture of the epoch have recently
been attracting the attention of historians. Such contacts were ignored by the old
school of iconography, which saw icon painting only as the product of the Church,
religious beliefs and monastic asceticism.

A study of its historical premises, its historical and cultural basis makes for a deeper
understanding of the role of early painting in the life of that period. This does not
mean, however, that every phenomenon of significance in Russian icon painting can be
traced back to and linked with certain historical or historico-cultural premises. The
development of icon painting also had its own inner logic. At any rate Russian icon
painting is a historical phenomenon and the first task of a historian is to find its proper
place in the history of the country and the nation.

The heyday of Russian icon painting occurred at a quite definite period dating from
the end of the fourteenth to the mid-sixteenth century. What, in fact, is this period in
Russian history? It can be described in the following way. After going through the
most taxing trials of the Tartar invasion, the Russians found the strength to begin fight-
ing for their independence while preserving faithfully the legacy of classical antiquity
and Christianity which had come to them via Byzantium. The Russian people had not
yet achieved what was to be accomplished later, but Rus was already beginning to unite
for its successful struggle against the enemy, and was growing progressively more
aware of its unity. In their art, as in a preliminary model, the people expressed their
hopes and aspirations, their social, moral and religious ideals. The heyday of icon
painting preceded the rise of autocracy which emerged in the struggle against the
Orient and acquired features of oriental despotism. The heyday occurred during a period
which might be termed a historical prelude. This is why the icons display so much that
is utopian, elevated, ideal and incredibly beautiful.

Il

Modern man cannot help but be amazed at the sharp contradictions between the
cruelty and crudeness of morals in feudal Rus and the nobility and loftiness of its art.
This does not mean, however, that art turned away from the drama of life. Anyone
who considers that the geniuses of that period created in absolute isolation is transfer-
ring to the past the afflictions of modern art in our time. The Russian people of that
period were well aware of contemporary events, but they aimed to achieve in art what
they lacked in reality, for which they were striving and hoping to achieve as a nation.
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M3 Bcex cokpoBulll ApeBHeH HKOHOMUCH UCTOPUKA, eCTECTBEHHO, IPHBJIEKAIOT GOJIblLE
BCEro Takue, B KOTOPbIX OYEBUAHO UX MPAMOE OTHOLIEHHE K HAPOAHON )XH3HH TOTO
BpemeHd. O6pa3bl My4yeHukoB bopuca m I'meba BoirisnesM TOTAa Kak yBelleBaHHe
KHA3el OTKa3aTbCA OT MEXIOYycoOMif, OT KOTOPbIX TaK CTpalajia Bcsi cTpaHa. « Mo-
JIALLMECA» HOBropodubl — 3TO MaMATIIMK CaMOCO3HaHUs HOBFOPOACKOM KyIeyeckoit
3HaTH U ee OnaroyecTud. B «BuTBe HOBropoAues ¢ Cy3maliblaMH» NPOSIBUJICA MeCT-
Hblif MATPUOTU3M TeX JIET, KOra HOBropoACkoW cBOOOLE CTallM YrpoXaTb MOJIKH
MOCKOBCKHX KHs3eil. MkoHbl [TeTpa M Anekcus — 3TO MpocCNaBiieHHe TpaXmdaHCKO
NoOaeCTH KHA3eH LEepKBH, CMOJABHXHHKOB MOCKOBCKMX KHs3eit. Hakowuen, «liepkoBb
BOMHCTBYIOLLIas» — cj1aBa uapcTeiioil Mockse ¢ mosonbiM MoaHHoM IV Bo rnase.
DTH HKOHBI MOTYT GBITh Ha3BaHbl MCTOPHYECKMMH, TPaXKAAHCTBEHHBIMH. UX MOXHO
ynoao6uTs ny6aMuucTHYeckoMy nocianuio crapua Eneasaposa Monactbips dunodes
Ha TeMy: «MockBa — TpeTHiH Pum».

Cpenu MKOH UMeeTCsl HeMaJlo TaKUX, B KOTOPbIX BOMJIOLIEHBI BO33PEHUS NYXOBEHCTBA,
kak Oesioro, Tak u yepHoro. M3 HauGoJiee M3BeCTHBIX JOCTATOYHO HAa3BaTh HOBropoa-
ckyto ukoHy «OteuectBo» XIV Beka u «Tpouny» Pybnesa. McTopuku BUAST B HHUX
3aUIMTY LIEPKOBHBIX AOrMaToB 0 Tpoule, KOTOpbie B T€ TOAbl NOJBEPrajiiChb COMHe-
HUIO epeTMkaMu. C Apyroi CTOPOHBbI, MKOHA «ATNOKAJIUIICUC» MOCKOBCKOIO YCIeH-
ckoro cobopa — He TOJIBKO OTKAMK Ha BOJNHOBABIIME OOLIECTBO OXHAAHUA KOHLA
Mupa. B Hell KOCBEHHO OTpa3HJIMCh M BO33pEHUs TAaK HA3LIBAEMOI €pecH XUIOBCTBYO-
umx. Ewe 6osee oueBHAHO NpsAMoOe BO3NEHCTBHE LEPKOBHOW NOTMATHKH B MKOHAaxX
BnaroseweHckoro co6opa, kotopsie B cepeauHe XVI Beka nanu nosom 1S Hananok
BuckoBaToro u ans nocraHosnenuit Ctoraasoro cobopa.

Cpenu ApeBHEPYCCKUX MKOH MOXHO BBIAEJIUTb OCOOYIO TpyNny TaKUX, B KOTOPBIX
NpPOABUJIMCh HaPOAHbIE UAealibl, CKa3ajla CBOE CJIOBO «3emiedeibyeckas Pyce». 310
B MEPBYIO Ovepelb MKOHLI, MOCBALLIEHHbIE MOKpOBHUTeNAM ckoTa [eopruio, ®iopy
1 JlaBpy, Bnacuto, MoxeT 6biTh, 1 Uiibe [popoky, koToporo u3obpaxanu Ha ipKoM
OrHeHHOM (hOHe Kak NMpeeMHHKA A3bl4YecKkoro 6ora rpoMa u mouuuu [Mepyna. B He-
KOTOPLIX CJly4asiX, BO3MOXHO, B MKOHONMCh NPOHUKAJIO WU HAPOOHOE [BOEBEPUE,
B YaCTHOCTH nountaHue Martepu Coipoit 3emin.

Hctopuky BaxkHa kaxaas BO3MOXHOCTb NPOTAHYTb COEOUHUTENIBHbIE HHTH MEXIY
3araJlo4yHbIM MCKYCCTBOM HMKOHOMUCH U TE€M, YTO HaM [JOCTOBEPHO U3BECTHO O BO3-
3pEHHSX, O BEPOBAHHAX U O cyeBepusiX JioaeH Toro BpeMmeHH. Ho 3To naneko He
BCerja ynaetcs caenath Oe3 Hatskek. Takue wenespwl, kak «Tpouua» PyGiepa
U «Anoxanuncuc» KpemiieBckoro mMacrepa, MMeroT 6oJiee LUMPOKUI CMBICIT, YeM TOT,
KOTOpBIH B HMX BKJIaAbIBAJIM JIIOOM TOro BpeMeHH. HenqapoM oHM M NOHBIHE BOJIHYIOT
Hac He MeHbllE, YeM Mpamopsl Puaus unu Mukenanmkeno. Heyxenu xe mias Toro
TOJILKO, YTOOBI OCIOPUTD epech, HYXHO GbINO co3maBaTh NuBHOe TBopeHue Pybiesa,
4TOObl MPOTHUBOAEHCTBOBATE MOCKOBCKKM NMpPHTA3aduMsAM Ha HoBropon — MKOHY Ha
TeMY BOMHCKO#H Jiererbl. CBOOOIOMBICIIHE UCKOPEHSJIOCh TOTAa KOCTPaMH, Ha Bpa-
XECKYIO paTh OTBEYaJIM paThbio. 3ana4a UCTOPUKA — IJIyOKe BHUKHYTh B IPEBHEE HCKYC-
CTBO, YACHHUTD cebe, kakuM 06pa3oM OHO CITYXKHIIO CPEACTBOM KYXOBHOT'O BOCTIUTaHHS,
MOHAThb, KAKOBbI ObUIM XYyOOXECTBEHHbIE LEHHOCTH, 6€3 KOTOPBIX B TO BpeMsi He MOT
00OHTHCD YesIOBeK.

XapakTepHass OCOOEHHOCTb [PEBHEPYCCKOM HMKOHOMUCH, OTBEYABIUIAs COLMAJIbHOM
cTpykType HpesHeit Pycn, — 3To HasM4ue B Heif CJIOA «rOCMOACKOTO» U «KPECTbAH-
ckoro». Cpein MKOH BBIAENAIOTCA, C OXHOH CTOPOHBI, POCKOLUHbBIE, MOPOH yTOHYEH-
Hble paboTbl MacTepOB U3 KH/KECKMX LIEHTPOB, a Takxe OJiM3kux k Gospckoil Bep-
XyLIKEe U, C APYroil CTOPOHBI, U3e/NHUA MOCAACKUX U KPECTbAHCKUX MacTepos, Gosee
GenHble MO MaTepuasny W MO KpackaM, 0oJiee He3aMBICIOBaThIe IO XapakTepy. ITO
HE 3HAYUT, YTO KaX1as CTOPOHA MMeJa CBOU CBATBIHM M TOJIbKO MX NouuTana. UkoHo-
rpa¢us Obina obuteit. [oponackue U ceabckue MacTepa COPEBHOBANUCH APYr € ApY-
roM B paboTax Ha OZHY U TY Xe TeMY, KOTOpPble ObUIN BBINOJHEHbI O OAHHUM H TEM e
obpa3uaM, NpopucAM.

«Bboromarteps Spocnasckas» u3 6piBiiero codbpanus M. C. OcTpoyxoBa — 3peiioe
COBepLUEHHOE MCKYCCTBO, B HEM MpPOABWIOCH TiyGokoe dunocodckoe ocMbICIEHHE
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The remarkable purity and peace pervading Rublev’s paintings can be likened to the
peace on the battlefield between two bloody battles.

Of all the treasures of early icon painting the historian is naturally attracted first of all
to those which display a direct link with the life of his time. The images of the
martyrs, Boris and Gleb, seemed to appeal to the people to fight against the inter-
necine strife from which the entire country suffered. The Praying Novgorodians
reflected the outlook of the rich Novgorodian merchants, their pride and piety.
The Battle of the Suzdalians and the Novgorodians reflected the local patriotism of those
years when the freedom of the city of Novgorod was threatened by the princes of
Moscow. The icons of St Peter and St Alexius are in fact glorification of the patriotic
endeavours of these princes of the Church, the collaborators of the Moscow princes.
Finally, the Church Militant is the lauding of Moscow as a kingdom with the young
Ivan the Terrible at its head. These icons can be called historical, of a secular nature.
They may be likened to the homily of Philotheus of the Yeleazarov Monastery on the
theme: Moscow, the Third Rome.

Among the icons there are many which represent the outlook of the clergy, both
monastic and pastoral. Of the better known ones I shall quote the fourteenth century
icon of the New Testament Trinity and Rublev’s Old Testament Trinity. Historians see
in these an attempt to uphold the Church dogmas on the Trinity which in those years
were doubted by heretics.

On the other hand, the icon of the Apocalypse in the Dormition Cathedral of the
Moscow Kremlin is not only a reaction to the expectation of the end of the world
which perturbed the nation, it indirectly reflected also the point of view of the “here-
sies of Judaism”. The direct influence of the Church dogmas is even more apparent
in the icons of the Cathedral of the Annunciation, which in the mid-sixteenth century
provided grounds for the attacks of Viskovaty, and for the decisions of the Ecumenical
Council of the Hundred Chapters.

A distinct group can be discerned among early Russian icons which reflects popular
ideals, and especially those of “the Rus of the tillers of the earth”. These are first of all
the icons representing the patron saints of domestic animals—George, Florus and
Laurus, Blaise and, perhaps, the Prophet Elijah, who was depicted against a bright, fiery
background as a successor to Perun, the pagen god of thunder and lightning. Perhaps
in some cases icon painting also reflected the duality of popular beliefs, especially
reverence for fecund Mother Earth.

Every possibility of finding connecting links between the mysterious art of icon painting
and what is reliably known about the world outlook, beliefs and superstitions of the
people of that time is very important to the historian. But this cannot always be done
—not by any means—without stretching a point. Such masterpieces as Rublev’s
Old Testament Trinity and the Kremlin Master’s Apocalypse have a much broader
meaning than that which the people of that time saw in them. No wonder these icons
still have power to stir people, even today, no less than the marbles of Pheidias and
Michelangelo. Surely it was not only with the aim of defeating heresy that Rublev
created his wonderful painting, or another artist his icon on the theme of a military
legend just to counteract the aspirations of Moscow to the Novgorod lands? Free
thinking was fought with witch-hunting, and wars were the answer to wars. The task
of the historians is to delve deep into early art and to find out in what way it served
as a means of spiritual education of man; to understand what were the artistic values
which were essential to man in those days.

A characteristic feature of early Russian icon painting, well in keeping with the social
structure of Rus at the time, is the existence of two layers, two strata, that of “the
lords”, and that of “the peasants”. There are those icons which are distinguished for
their splendour and at times extremely refined work by painters from centres of princi-
palities or close to the upper crust of society; on the other hand there are icons painted
by posad or village craftsmen, which are poorer in material and colour, and less pro-
found in character. It cannot be said that each side had its special holy relics and looked
only to them for assistance. The iconography was general. Quite frequently the painters

15
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(OpMBI MeHee OpraHM4Hbl U TUOKM, KOHTYpBI yIJIOBAaThl, HMcue3aeT 0ObeM, 3aTO
B HaKJIOHE roJioBbl MapHu CTOJBKO TEMIOTHl M UCKPEHHOCTH BLIPAXEHMS, YTO 3TO
HCKyMmaeT BCE «HeOOCTaTku». TpydHO peludTb, KakOMYy BapHaHTY CiledyeT OTAaTh
NpeanoYTeHHE.

«Apxanren Muxauin-Boeroma» u3 cobpanus I1. . Kopuna oTBevyaeT HapOAHBIM
NpeACTaBIeHUAM O Kapaiolled HebecHoit cune. UkoHa «ApxaHren Muxawi, monu-
parowmii apssona» C. YinakoBa — 60Jiee M3bICKAHHAS MO BLIMOJIHEHHIO, GoJlee 3a-
nanHuyeckasn. CnenosartenbHo, oHa Gostee mporpeccusHa. Ho Ha 3TOT pa3 HapoaHbIi
MacCTep BbILLEN U3 COCTA3aHUA MObeanTeIeM.

Mxonnr ceBeproit wixonsl XVIII Beka MeHee MCKYCHBI 1O PUCYHKY, YeM APOCIABCKHE
ukoHsl koHua XVII Beka. Ho B HapoaHbIX MKOHaX HepeAKo 6OJibllie O33UN KPACOK,
4eM B Cyxoi rpadMueckoif MaHepe SpPOCIaBCKMX MacTepoB, NpedBOCXULLAOLIEH BUD-
TYO3HOCTb NMO3AHEHLLIHX NaIeXCKHX JIAKOB.

IMpodeccuonanbioe u (GoONLKIOPHOE TeYEHHS COCTABJAIOT B LEJIOM HEOTAENMMblE
4acTH ApeBHepYycCKor MKoHOoMMCH. OIHO HeMBICIMMO 6e3 Apyroro.

N3yyeHue CTOPHYECKOrO pa3BUTHA APEBHEPYCCKON MKOHOMMCH MOMOTAET TIOHATD €€
cywHocTb. OHa MMesa M CBOe Hayajio M CBOM KOHeu. Mbl rOBOpMM O MoABEMeE, pac-
usete ¥ ynaake. Ho ot aToii mocnenoBaTesibHOCTH ObLIM OTKIIOHEHHS.

CoBpeMeHHBIE MCCNENOBATENM YAEISIOT MHOrO BHHUMAaHHS BBIAICHEHHIO BPEMEHH M
MeCTa BO3HMKHOBEHMS OTHEJ/IbHBIX MKOH. Ho maTupoBaTh X mo xapaxrTepy BbINOJ-
HEHHSI XOTsA Obl MO HECATHUNIETUAM OYEeHb TPYAHO. Pa3BuUTHe MpOTEKalo B pa3HbIX
MecTax ¢ pa3jmyHoil 6bicTpotoii. To, yto B HoBropoae u B MockBe mpoUCXOo1JI0
B XIV—XYV Bekax, B rinywu Ha CeBepe coxpaHssioch eiue 00 XVII n gaxe no XVIII
Beka. [IpocToil XpoHONOrHYeCkHit psAl NMaMATHUKOB HE AAeT NMPEACTABJIEHHA O TOM,
4eM ObUIO HCTOPUYECKOE PA3BUTHE HKOHOIKCH.

B XI—XII sexax Ha Pycu npeofyiafgaia MKOHONKCh BU3AHTHICKOrO XapakTepa, UKOHBI,
NpeuMyILECTBEHHO 6oJIbILIOro pa3Mepa, NoXoauau Ha ¢pecku. M3obpaxanuce Beau-
YECTBEHHO CMOKOiHBIE GUTYpBI, C YCTPEMJIEHHBIM Ha 3pHUTeNs B3rISIoM. B paHHuX
HKOHaxX LIapHT 3MMYeckoe crnokoiicTBue, B koHue XII Beka B nukax OGoJiblue apama-
Tu3ma. B cmsaruenHoctu BblpakeHus Cnaca ¥ apxaHrena «3jaTble Bjlaca» yrafbl-
BalOTCA YepThl cjaraBLueiics pycckoif wxonbl. Hukona HoBoaeBnunit — 310 mouT
XHUBOH, ncuxosoruyeckuit noprpeT. Jluuo Hukonsl HoBropoackoit wikonst u3 y-
XOBa MOHACTBHIPA — 3TO, kak 1 BO ¢peckax Hepeauusl, Bblpa3uTtenbHas Macka ¢ pac-
LUMPEHHBIMH TJIa3aMH M NOAYEPKHYThIMU MopuliHamu. KpemieBckas ukoHa «boro-
MaTephb» C ee 00HIIMEM 30JI0Ta — 3TO eLUe OTT0JIOCOK BU3AHTUIHCKOH MO3auKH ¥ 3MaJIH.
B «boromMaTepu benosepckoit» ¢ kpacHbIM HUMOGOM — MNepBble NPU3HAKH YUCTOTO
KOJIOpU3Ma PYCCKOM LIKOJIBL.

B XIII—XIV Bekax B HeKOTOpHIX paboTax COXpaHSeTCA M pa3BUBAETCA KHEBCKas
IOMOHroJibckasi Tpaauuus. HoBoe siBiexue 3T0ro BpeMeHH — BO3HMKHOBEHHE pYcC-
CKOro NpUMUTHBA. PaboThl XyqOXKHUKOB HAMBHBI M [aXe HEYKJIIOXKM, HO B HUX, OCO-
6eHHO B MUTHIAHBIX KJiefiMaX, NOAKYNaeT HeMOCPeACTBEHHOCTh BbIPaXeHHUS, APKOCTD
Kpacok, MJlaJleHYeCKOe MMpPOCTOAyLIHe. BbIHYXIeHHBI pa3pblB C AOMOHIOJIbCKUMH
TpaAULIHUAMU IOMOTaJI CIIOXKEHHIO HALIHOHAJIBHOH PYCCKOM LLIKOJIBI.

B xoune XIV Bexka Ha PycH momHMMaeTcs HOBas BOJIHA BH3aHTUNCKUX BJIIMAHHHA, Ha
3ToT pa3 3noxu INaneosoros. CaMbIM KPyMHbIM HX MPOBOOHUKOM ObL e HHANIbHBIH
mactep ®Peodan 'pek. Ero uckyccrBo-cTpacTHoe, ApaMaTH4HOE, MYOpPOE, CypOBOE,
MOPOIO TParM4ecku HaIPsXKEHHOE, HEPENKO BO3BLILIEHHO IPEKpacHOe — MPOU3BEJIO
CHJIbHELLee BIieYaTIeHUEe Ha PYCCKUX MacTepoB. BripoyeMm, pycckasi MKOHOMKCH MOlLIa
CBOMM IyTeM.

HxoHonucy PybeBa M ero COBpeMEHHUKOB — 3TO fIBJIEHME BBLICOYAMILIErO MOObEMA
MOCKOBCKO#H 1LKOJBI Hayana XV Beka. PyGiieB npeonosieBaeT ApaMaTU3M M CYPOBOCTD
®eodana u B ob6JMKke JIIOAEH, B BHIDAXKEHUH UX JIML, M B XapakTepe GOpM U Kpacok.
TBopuecTBo Py6neBa — oaHa U3 BEpIUIMH PYCCKOW HKOHOIHCH.

PsanoMm ¢ MockoBckoii 1ikosoi B XV Beke pacuBeTaeT UKOHONMUCH B BOJBHOM rOpoze
Hosropoae. MeHee co3epuatenbHasi, YeM MOCKOBCKasi, OHa 00JiajaeT He MeHbllei



