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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

www.samizday.ru/reprint






Hosropoackas CTaHKOBaA JKHBOMMCH TNpOLIAa
AAMHHBIA M CAOMKHBIA TyTh pa3suThd. Ee umctoxm
pocxonar K X Bexy, ee nepswifi pacuser ragaer
ta XI—XII croaeTus, e¢ BTOPOR H HAHBLICUIHHA
pacuser saxsatbisaer nosuuui XIV neecn XV sek,
MocAe 4ero HA4YHHAETCA €€ MELACHHOE yracaHue.
M xota B pajibHefiuieM Ha HOBrOPOACKONR noupse
€lle [MHCANHCh OTAEIbHBIE MPEKPACHHE HKOHH,
OHH BCE IKE HE BLIAEPKHBAIOT CPABHEHHA C TEM,
4To GBI0 cosdado B Goaee pannne ppemena. [la
370 M NOHATHO, HOO nocae yrpath Hosroposom
CBOEH CAMOCTOATELHOCTH H CBOHX BOABLHOCTCR
HCHE3AIOT NOCTENCHHO TC NPEANOCHIIKH, KOTOPBIC
ONPEACAHAH OACCTALLMA PACUBET €0 HCKYCCTRA.
CoBpeMeHtbie HCTOPHKH MODAT MOAYEPKHBATL,
uro Hoeropox Owia Ooapckoil pecnyOianiKod, rie
FOCTIOACTBOBAAA DOAPCKAR OJHTADXHI, YMENO HC-
NOAL3OBABIIA BEYE B CBOHX CODCTBEHHHX HHTE-
pecax. Ho ropa3po cyutectsennee to, uto Hoero-
POA ObL1 L0 NPHCOEAHHEH B K MOCKBE CBODOAHEIM
ropoaoM, 001a14BILEM CBOHM pecnyOIHKAHCKHM
YEALAOM JKHAHM, CBOCH OPHIHHAALHOR 3KOHOMH-
HECKOH CTPYKTYPOH, CBOHMH OOALIIMMH KYab-
TYpHEIMH TpajuiuaMy, OrpoMiLie TEPPHTOPHH H
H30OHALHLIE YIOABS, LIEAPbIE JapL NPHPOJLL, YME-
J0€ W pPA3YMHOE 4 CBOErO BPEMEHH XOSsHCT-
BOBAHHE — BCE 3TO CNOCOGCTBOHANO 3SKOHOMHUE-
ckomy pacusery ,[ocnoauna Beauxoro Hosro-
pona‘, crasuewerocy so seedt Boctounoi Espone
cBOUM OOraTcTBOM W CBOEH JeIOBHTOCTHIO,
Ecaun CPABHHMBATE HOBIOpPOACKOE HCKYUCTEO B 1E-
aoM ¢ uekycereom Kuesckoft Pycn, B.'lanHMMpU-
Cy31a0bCKOT0  KHSKECTRE M BEAMKOKHHKECKON
Mocksi, To fpocaercy B raasa ero ocodan noAHo-
KPOBHOCTH M NOYBCHHOCTh. B nem OYEeHL CHALHO
HPOCTYIANT HAPOAHBIE HEPTH, OHO  HEM3IMEHHO
MOJIKYNAET CBOEH CBEMECTHIO W HENOCPEACTBEH-
HOCThKD. CTHXHH HOBI‘DPUIECKOI:! HKHBONHCH — 3TO
HMILYILCHRHOCTH 00pasa, AOCTHIHYTAH COBCEM
OCOOKIM HBETOBHIM CTPOEM, TPKHM M GBOHKHM, Hog-
rOPOACKHE XYA0KHHKH HE JH0GAT CAOMHBIX, 3AMhKIC-
JOBATHX CHMEETOR, HM OCTanach *{ymmjﬁ roOA0BO-
JOMHaA CHMBOAMEA KaK BH3AHTHACKHX. TEOMOTOR,
TaK M sanajnoesponefickux cxoaactos. Onu npea-
MOYHTAOT H300PaNKaTh NOYHTAEMBIX MECTHBIX CBS-
tux (Paop u Jlasp, Haba, Anacracun, [lapackesa
[laTnyua v APYrHE), OT KOTOPBIX OHH OMHIAIOT
NPAMOF MOMOILH B CBOHX CEALCKHX padoTax v Top-
roeux aeaax. Bocrpausas ux B psid v pacnoaaras
HAl HHMH H3OGpaKenie IHaMens — 9T0M cBOe0D-

Novgorodian easel-painting has a long and complex
history. Its origins go back to the eleventh century,
Its first flourishing was in the twelfth-thirteenth
centuries, and the greatest, in the late fourteenth
and throughout the fifteenth centuries. Afterwards
the art gradually began to decline, and though in-
dividual icons of excellent quality continued to be
produced on Novgorodian soil, they nevertheless
fell short of the earlier work. This is understand-
able, for the loss of Novgorod's independence
and privileges led to the gradual disappearance of
the factors which had brought about the great
flourishing of its art.

Present-day historians like to stress the fact that
Novgorad was a bayar republic ruled by a boyar
oligarchy which had skilfully exploited the Council
of Citizens (Veche) to further its own interests.
What is much more important, however, is that
before its annexation by Muscovy, Novgorod
was a free city which had its own republican way
of life, its own economic structure, its own great
cultural traditions. A large fterritory, fertile soil,
abundant natural wealth and skilful economic ma-
nagement — all these factors had contributed to
the prosperity of “Gospoedin Velikiy Novgorod”
(Lord Novgorod the Great), which was famed
throughout Eastern Europe for its wealth and busi-
ness acumen,

If we _compare the art of Novgorod as a whale
with 'that of Kievan Rus', the Principality of Vla-

“dimir-Suzdal' and the Grand Duchy of Moscowy

we are immediately impressed by ifs full-blooded
nature, its strong affinity with life, its close kin-
ship with the peuple.rft is striking in its fresh-
ness and spontaneity. Novgorodian painting is
keynoted by the impelling force of its images,
achieved through an original colour scheme, vi-
vid and glowing. The artists of Novgorod did not
favour complicated, intricate subjects. The involy-
ed symbolism of both Byzantine '_theologian{; land
West European scholastics was alien to them, They
preferred to depict the most venerated local saints
(Florus and Laurus, Elijah, Anastasia, Paraskeva
Pyatnitsa, and others) on whom they counted to
help them in their fatming and their trade. Lining
the saints up in a row, beneath the image of the



Pastof sMOseMel ropoia, HOBropoisl oOpaina-
JUCH € MKOHOM 34OpocTo, Kak €O CBOMM 3aKa-
JuunbiM apyroM. OHH JoBepaaH efi 3aTaeHHBIE
MEIC/IH, H OHH HACTOMYHBO A00MBaIHCH OT Hee
NOJJEPIKKHM BO BCEM TOM, YTO NPeACTaBAAN0CH
UM BaXKHLIM W HeoTaoxHbM. Takol noaxom K
HKOHOMHCH B KAKOH-TO Mepe cOaHmal €e ¢ ¥Ku3-
ubio. Ho 6bi10 Gbl HeBepHBIM HELOOUEHHTL B HOB-
TOPOJACKOH HKOHE yMO3pHTEALHOe Hauano. B Hed,
IKAK M BO BCEM CPEIHEBEKOBOM HCKYCCTBE, O4YeHb
MHOrO OTEJEUYEHHOro, YCIOBHOTO, MHOI'O TaKoro,
YTO NEPEHOCHT BCe H3OOpaKaeMoe B COBCEM 0CO-
Oyl Cpely, B KOTOPOH COGBLITHS TMPOTEKAalOT BHE
BpCMEHH H BHE npocrpaHcrsa. B stom cBoeod-
PA3HOM COYETAHMH, Kasanoch Obl, HEMPHMHPHMbIX
NPOTHBOPEUHH KPOETCH HEYBHAeMas MpenecTb
HOBrOPOACKOH HKOHONWCH:  XOTS HOBOPOJCKHI
XYAOKHHK KDENKO CTOHT HA 3EMJe, MLICAL ero
B TO JK€ BPEMA B3BHBAETCH B NOAHENHEChE; OJHAKO
W 3/1eCh OH HE TepsAeT Aapa npeaeisHo 00pasHoro
1 KOHKPETHOI'0 BOMJOUIEHHS CDOHX MePemHBaiqi.

Or nosropoickof mxononucn X Bexa coxpa-
HMACH HA CErOAHSIIHMA JleHb JHLIL OJIHH [aMaT-
HHK — MOHyMenTannHas ukona ,[lerp u Ilasen®
ns Coduiickoro cofiopa (Hosropojacikufi mcro-
PHKO-pXHTEKTYPHBIL Mysef-zanoseannk), K co-
KANCHHIO, OT NEepBOHAYaILHOM WHBONHCH A0 Hac
JAOULTH JHUIL parMenTsl oenis U dona, JHKu
e, PYKH M CTONLl HOP yTpaueHbl (3jech He yja-
J0CHL 00HAPYHHTH KPACOUHbIF c10/ ipesHee XV se-
ka). Takag naoxas COXpaHHOCTL NPeNsITCTBYET
JIeNaTh BEIBOJLI O TOM, KTO OB aBTOPOM HMKO-
HEL - 38€3MKHA rpeyeckuil MacTep, NpHraaileHHbli
B Hosropoj kuesckuit XymomHHK HAH MECTHEI
ukoHonucell. Kax w Bce pannue uxoust Hosro-
poaa, 3TOT NaMATHHK TATOTEET K KpYyry MpoHs3-
REJICHHH BH3AHTHIICKOM cTaHKoBO#H wuBonucH., Ho
OT 9THX pPadoT €ro OTAHYAET HEeOOBIUHLIA A4
rpeueckHx HKoH Goapon pasmep (2,36 > 1,47).
YiKe 0HO 3TO OGCTOATENLCTEO YKA3LIBAET HA TO,
4TO HKOHa Obl1a He NPHBO3HOM, 4 BHINOJHEHA B
Hosropojae. Cesepraa Pych B H300HANH noCTas-
JHa 30/(4MM M JKHBOTIMCUAM HYXHOE WM JIepeBo,
H XVAOKHHKH He CKVIHIHCL HA PACXOAOBAHHE
JerKe JAOCTYMHOrO HM Marepdana. 1o, B vact-
HOCTH, OOBHCHAET OLICTPDE PA3IBUTHE Ha HOBIO-
POACKOH MOYBE ACPEBSHHLIX MHOTOSIPYCHBIX HKO-
nHocracos, cuaeaaswuxcs ¢ XI[II—XIV sexos raas-
HOM TOUKOM MPHJIOKEHHS TBOPUECKOA 3HEPTHH
HKOHOTHCIER,

Miona Tlerpa u [lasaa yikpamana Codmficknit
¢000p, MPOCTOABIIHA Ge3 POCIHCH OKOJO 1IeCTH-
gecat aer (1050—1109). Bepoathee scero, oHa
OH/IA , HACTOMMHOR® MKOHOH M BBHIOJHSAA 3TY
poik Hapsay € (ppecKOBHIMH MKOHAMM, pasme-
HIEHHBLIMH HA KpecTyaThix CTonddx Xpama. 3Has
X0/l pPa3BHTHs nosuTHUeckon xn3uu Hoeropoaa,
¥ Hac HET oCHoBaHua nonarath, uto B X sexe

Virgin of the Sign, which came to be regarded as
the city’'s emblem, Novgorodians treated the icon
without undue ceremony, as an old friend. They
confided their innermost thoughts to it, and they
fully expected it to help them in everything that
they regarded as important and urgent. This ap-
proach to icon-painting tended to bring it closer to
life. It woujld be wrong, however, to underesti-
mate the visionary element in Novgorodian icon-
painting. Like_ all mealevaf art it contains much
that is absfract, conveniional, much that trans-
plants all images onto a different plane where the
action takes place in a setting that is outside time
and space. This original combination of seemmg]y
itreconcilable elements is the source of the Nov-
gorodian icon's unfadm& charm: though the Nov-
gorodian artist stands foursquare on the ground,
his thought soars up into the sky. Even there,
however, he does not lose the gift of ledn_t,jing to his
visions an extremely vivid and concrete form.
Only one example of eleventh-century Novgoro-
dian icon-painting has come down to us, It is a
monumental icon of §S. Pefer and Paul ifrom
the Cathedral of 5. Sophia (now in the Novgorod
Museum of History and Architecture). Unfortu-
nately, only fragments of vestments and the back-
ground survive from the initial painting: the orig-
inal faces, hands and feet are all lost (here no
paint layer ‘earlier than the fifteenth century has
been Tound). Because of this poor state of pre-
servation, it is virtually impossible to establish
whether the icon was painted by an immigrant
Greek master, a Kievan artist invited to Novgorod
or a local painter. Like all early Novgorod icons,
it has much in common with Byzantine panels,
though it differs from them in size (2.36 > 1.47 m),
which is unusually Targe for Greek icons. This in
itseli iddicates that the icon was of local origin
and not imported. Northern Rus’ with it$ abun-
dant forests, supplied the architects and artists
with all the wood they needed, so that they did
not have to skimp on the material. This, indeed,
was ope of the reasons for the rapid development
of multi-tiered wooden iconostases in Novgorod,
on which, beginning with the thirfeenth-fourteenth
centuries, the icon-painters lavished most of their
attention.

The icon of SS. Peter and Paul adorned the Ca-
thedral of 5. Sophia which had remained unpainted
for nearly sixty years (1050—1109). Most likely
it was a, “pillar” icon decorating the temple's
cruciform pillars along with the fresco icons. With
our knowledge of Novgorod's political life, we
have no reason to think that easel-painting had
become af all widespread there in the eleventh
century. The conditions were not propitious. After



CTAHKORAY WHBONHCL NOAYUYHAIa 31eChL WHpoKoe
pacnpocTpatenue. OOCTAHOBKA AN 9TOrO DL
nedaaronpuathoil. [locae cuna Slpocaapa — Baa-
anMupa, ymepuiero B 1052 roay, HasHauaemiie
KuerOM KHA3LS He sacumwueanuck B Hoeropoae.
OHuH GLICTPO CMEHSAM APYT APYra, M y HHX He
GLIA0 BOIMOMKHOCTH OCYILECTBAAThL CTPOMTEALCTEO
xpamoe, He cayuafino mexay 1050 u 1113 ro-
JIAMH KH#13ksl He BOSBEIH B FOpOJe HH OJHOH N0-
crpofikn. Jluwe ¢ nossaenveMm B Homropone s
1096 roay Metuciasa BraaumupoBuua Hauanock
JAJHTEIBHO? KHAXEHHEe OJIHOrO JaHua, npﬂnu.n;«aa-
mieecs ABaANATL 0auH roi. M kak pas ua 31o Bpems
Ma1deT BOZOOHOBAEHHE KHIMECKOTO CTPOHTENh-
CTBA M CROMKEHHE NPHABOPHOH (?) MKHBOIMCHOR
MACTEPCKON, H3 KOTOpoR BeaM MeTHCIaBOBO
epaHrenHe H OJAH3KHE K ero MHHHATIOPAM DOCTHCH
kynoaa Cogmu Hosropoackoii] Cen Baagmmupa
MonoMaxa, H3BECTHOrO CBOMMH OTKPBITO I'PEKO-
(PHALCKHMH caMmaTHamu! MeTHeaas HEOJHOKPATHO
MOMOTa] CBOEMY OTILY B noxoaax u ¢ 1125 rona
HacaenoBaa kueBCkui croa, popeas ceoe jer-
ctao B UepHurose, OH, eCTECTBEHNO, JAOXKEH DL
OHTH TCCHO CBA3AH C BHIANTHACKOR H KHEBCKOR
KyabTypoi. Hepapom on OTHpaBHA  TICHEHHBIX
HM MOAOHKHX KHsizel 8 HoncrauTHnonoan (410
00 (B HEBO3MOKHO BE3 NPEABAPHTEALHOIO €O~
FABCOBAHHA), HEAGPOM €rd TPETEH J104UbL OLiA
BHjlaHa #a rpeveckoro mapesuua Axexces. [lo-
CKOALKY H3BECTHO, 4TO HMeHHO McTHCaas aaao-
wua s 1113 rony Huxoao-Ilsopuumenckuit cobop,
POCIHCE KOTOPOro o0HAPYHHBACT HECOMHEHHOE
CTHAHCTHUECKOE CX0ACTBO © dpeckamu Gapalana
Codmifickoro cofiopa, NOCTOALKY MHOIOE TOBOPHT
34 TO, UTO AESTEALHOCTH MHTEpPEeCYIOULeH Hac ma-
CTEPCKOf NPOTEKAnd NPH KHAKECKOM ABOPE H 4TO
8 OCHOBAHHH ITOH MACTEPCKOM PEIldiouLyio poib
JNOAMHE ORIK MrpaTh CHABL, NPUH3BAHHLIE C Ord.
Tax Ha¥WHHAKT HHPHCDBHBﬂTbCH I(ﬂi‘lTypr TOTO
BHAZHTHHHAH[YIOUIETO OMATd, KOTOPLI CAOKHICH
na nouse Hoeropona & nepeoi ueteepru Xl sea
H KOTOPHA RO MHOTOM OOBACHAET HAM [OfBAE-
HHE Ha ]'IP(JTE)KEHHH ITOTO CTOJAETHHA I"Pyﬂ!!hl BH-
l'_!ﬂHTHHH}prH_'lI]lHX HKOH, HECOMHEHHO OTpPA3HE-
IMHX HK:}E‘.I«I HEAHKOKHAMKECKOro H EEPXHETIHCI(()II-
CKOrD ABOPA.

Cpean 3THX HKOH, NO-BHAMMOMY, CAMBIMH Jpes-
HUMH HBISIOTCH JiBa u3oOpawenus cs. [eoprus:
oaHo B poct (Tpernskonckas raaepes), aApyroe
noayuryproe (Yeneuckuin codop B MoCKoOBCKOM
Kpemae). [leppaa uxona npoucxoaur us [Neop-
ruepckoro codopa Opoesa mouactups B Hos-
ropoae, asanoxednoro g 1019 roay W ocsiuieH-
HOTD, COMMIACHO HE BIOJAHE AOCTOEEPHOMY CBH-
aereascrsy Il Hopropoackoit aeronucu, 29 HioHs
1140 rona', Bropas, no-ewaMomy, OHIa npuBe-
aena B Mockry M3 3roro xe cobGopa. Msobpa-
wenne [eoprus B poct OHI0, HECOMHEHHO, TI4B-
HOMl XpPaMOBOF HKOHON, MPHHAAJEKALLEA K YHCTY
»HACTOATIHLIX® 00pagos, B NOALIY YEr0 rOBOPHT

the death of Yaroslav's son Vladimir (1052),
none of the princes, apponhted by Kiev to rule in
Novgorod remained there for long. They followed
one after another in quick succession, and natu-
rally had no time for church construction, It is
not surprising that not a single edifice was raised
in the city by the princes in the period between
1050 and 1113. The first ruler to stay in the city
for a considerable pe"]oa was Mstislay Vladimi-
rovich, who came to Novgorod in 1096, He reign-
ed for twenty-one years, and it was during this
period that construction was résumed, and there
came into being a group of painters, presumably
working for the’ ‘court, who were responsible for
the “Mstislayv Gospel” and the paintings in the
cupola of Novgorod's S. Sophia which were close
to its miniatures in style. The son of Vladimir
Monoemakh, who was known for his openly Grae-
cophile _sympathies, Mstislav helped his father
repéatedly in his military expeditions and in 1125
succeeded to the Kievan throne.jHaving spent his
childhood in Chernigov, he must have been in-
timately familiar with Byzantine and Kievan cul-
ture, It was not by chafice thatihe sent capturea
Polotsk princes to Constantinople) (wmceh could
not have been done without prearrangement), and
that his third daughter was married to a Greek
prince, Alexius. Since it was Mstislav who in
1113 started the construction of the Nikole-Dvo-.

rishchensky Cathedral, whose wall-paintings ofter

many points of similarity with the frescoes in the

«drum of the Cathedral of S. Sophia, there is ample

reason to believe that the workshep in question
was a court workshop, and that most of its artists
had come from the south. Such were the begin-
nings of Byzantinising painting which developed
on Novgorodian soil in the first quarter of the
twelith century and explains to a large extent the
appearance throughout that century of a whole
number of Byzantinising icons which unquestion-
ably reflected the tastes of the courls of the
Prince and the Archbishop.

The oldest among these icons, it would seem, are
two images of S.George, one full-length (Tre-
tvakov Gallery), and the other half-length (Cath-
edral of the Dormition in the Moscow Kremlin).
The former came from the Cathedral of S. George
at the Yur'yev Monastery in Novgorod, { which
was begun in 1019 and was consecrated, accord-
ing to the fairly reliable Third Novgorod Chro-!
nicle, on June 29, 1140°', The other icon was
apparently.. brought to Moscow from the same
cathedral. The full-length icon of S. George was
uiidoubtedly the prinéipal church icon, and must
have been a “pillar” image, as indicated by its
dimensions (2.30 > 1.42 m) which do not fit into



ee Ooapmoi pasmep (2,30 > 1,42), un p Kaxof
MEpe He COOTBETCTEYIOWMA (opme u Macwtady
NepBOHANANLHON aATapHoA nperpaas, Moryuas
(purypa CBETOrO BOMHA YETKO BBLIAEASNACK HA HEIHE
yTpaueHnom soactom (one. B npasoi pyke le-
OPrHA JIEPXKHT KONbE, 1eBOH OH CXal BHCALLMA
y Geapa wmed, H3s-za naeya suaHeeTcR Kpyrasid
UIHT, TIpHKpenjeHHHfA K pemuio. K comaiseduio,
MHOTOUMC/IEHHBIE VTPATH MEPBOHAUANLHOR M-
HOHHUCH, socnoaHeHHKe sanucamu X1V, XVI, XVII
1 XIX BeKoB, HE NOIBOJAROT TOYHO BOCCTAHOBHTH
THI THUA W IETAAH BOHHCKOrO oaeanns. Ho nepeo-
HEUAALHEI CHAYIT (HIypL H ee KpemkHe, CKO-
pee, NPHIEMHCTHE NPONOPLUHA OCTATHCE HEHAMEH-
nuMu, Beawuanas w ropwecrsennan urypa [e-
OPrH#  BOILIOUAET CHAY M BOWHCKYIO J0061ecTs,
BO MHOOM NEPEKAHKANCHL C FEPOHYECKHMH 00pa-
3aMH APEBHEPYCCKAX BOMHCKHX nosecteli. O Hee
HCXOJHT VX HEMOKOAeOHMMOR TBEPAOCTH, KOTO-
pas TOSBOANIE PYCCKOMY BOWHCTBY OJEPIKHBATL
NODEAL HAJL RAAEKO NPEROCXOANBIIHMH HX MO THC-
JEHHOCTH IPOTHEHHKAMU.

Hiona ws Yenenckoro coGopa, 38 HCKTIOUEHHEM
He OMEeHbL MHOTOYHCABHHLIX YTpaT, J0HIsa 0 Hac
B XOPOIIEM COCTOAHMKM coxpannoctH. [eopruii
npeacrasien no nosic, Ero ¢urypa neankom sa-
NOJHACT TE0E HKOHBI, TAK 4TO PYKH MOYTH BILAOT-
HYIO K4CAloTed 00paMaeHus. B NpapoA pyKe CBi-
TOR ACPIKAT KONbE, B JEBOH MEY, KOTOpHLIA OH
BLICTABAAET Kak Obl Hanokas, NoAoOHO JParoNeH-
HOW peanksnn. MapectHo, uro meu urpan y caa-
BAH cosceM ocolyw poab. Ero pacemarpueann
Kk cBoeofpasHyIo BoeHHYI0 smbacmy Pycn u kax
CHMBOJ BIACTH, B U3CTHOCTH KHAMECKOH BIACTH.
[Mo-pranMOMy, MKOHA 0L 3aKA3dHA KAKHM-TO
HOBFOPOJCKHM KHSI3EM B KauyecTBe HKOHL CO-
MMEHHOTO €My CEATONG, BRICTYUBIOUIET0 318Ch 8
POAH NATPOHA KHASA H ACPIKALIETD MEY KaK 3HAK
KHAKECKOrO ADCTOHHCTBA OXPaHACMOrO HM JHLE.
BeposaThee Beero, 3THM KHf3em OLLI MAGAMIKG
cui Anapes Boromodckoro — Feopruin Anape-
eprd. 1o npockGe HOBropoaueR OH Guld OTHpaB-
feH Ha kHmkedwe B Hosropoa, otkyaa 6
varwan 8 1174 roay. Eceam Ceopruit Aunapee-
BHY  JEACTBHTENLHO Obil  3aKA3UHKOM  Hawed
HKOHL, TO €€ CHRAVeT JATHPOBATL  HAYanoM
70-x ropos Xl Beka, HO He NO3AHEE BHUIEHAZRAH-
noro 1174 roaa.

Ha wxone ws  Yenewckoro cobopa  eoprii
BLICTYTEET B 00pdae Xpaiporo U CTORKOrO BOHHE,
nokposHTeas parHux moaed. Ocodenno Bupasn-
TEALHO €70 AHLO, cOoueTaioulee B cefe cBEmECTh
IOHOCTH € My:KecTBEHHON cuaof, [lpasuabneil
0BaA JHUA OOpaMJeH rycTol IMAnKoi KOpHUHEe-
BHX BOJLOC. Boaciude, npucTaibno ragaduine Ha
ApUTENH PAasa, TEMHBIE, KPacHRO H3OrHYTHe Opo-
BH, NPAMOA HOC, COYHBIE TyOLl — BCE 3TH YEPTH
TAK TPAKTOBAHLL XYAOKHHKOM, MTO OHH APHAXIOT
AHLLY HHCTO APXHTEKTY PHY IO NOCTPOEHHOCTh. Kowa
HMEET OUeHb CBETALI DeA0BATHA OTTEHOK, nepe-

the original altar screen either in shape or size.
The powerful figure of the warrior saint stood out
boldly against the gold background now lost
In his right hand he hold. 4 spear while his left
clutches a sword hanging by his side, A small
round shield, suspended on a belt, is visible be-
hind the shoulder. Unfortunately, the numerous
lacunae in the original painting, which were filled
in by overpainting in the fourteenth, sixteenth, se-
venteenth and nineteenth centuries, make it impos-
sible to reconstruct with any accuracy the type of
face or the details of the armour. But the original
silhouette of the figure and its strong, rather squat
proportions have remained unchanged. The ma-
jestic, solemn figure of 5. George is the epitome
of strength and military valour, and has much in
common with the heroic characters of Russian war
epics. 1t has about it an aura of the indomitable
staunchness thal enabled Russian warriors fo
score victories over enemies vastly superior in
numbers./

The icon from the Cathedral of the Dormition has
come down to us in a good state of preservation,
with little lost of the original painting. S. George
is shown half length. His figure fills the entire
space of the panel so that the arms almost touch
the edge. In his right hand is a spear, and in his
left @ sword, which he holds forth like a precious
relic. It will be recalled that the sword plaved &
special role with the Slavs. It was regarded as
the military emblem of Russia as it were, as the
symbol of sovereignty, notably princely sov-
ereignty. The icon was dpparently commissioned
by some Novgorod prince as an icon of his name
saint, who is depicted as the prince's patron and
who holds the sword as the symbol of his prince-
ly state. The most likely version is that the
prince in question was Georgiv Andrevevich, the
yongest son of Andrey Bogolyubsky. He was
made Prince of Novgorod at the request of the
Novgorodians, and was driven out by them in
1174, 1f the jcon was really commissioned by
him, it should pertain to the early seventies of
the twelfth century, and not later than the above-
mentioned year 11744

The icon from the Cathedral of the Dormition
shows S. George as a brave and staunch warrior,
a patron of fighting men. Especially expressive
is his: face, in which the freshness of youth is
combined with manly strength. The even oval of
the face is framed by thick brown hair. The eyes,
peering infently at the onlooker, the dark, beau-
tifully arched eyebrows, the straight nose and full
lips are all treated in such a way that they pro-
duce an almost architectural effect. The skin is
of a very light hue, with a faint flush of colour



KoM HA UeKax B onesknui pymsned, OT co-
cejicTea C 1‘}’CTHMH FEAEHUBATO-OJIHBKOBLIMH TE-
HAMH B SHEPrHIHOM KPACHOI ONHCLIO HoCa Geaosa-
Tl OTTENOK KoM npHoGpeTaet 0colyio npo-
3pAuHOCTb, MPHAABAT JHLY CHAIOUIMI XapakTep.
[pu Baragae Ha [eoprust HEBOALHO BCTIOMHHAITCH
Te sameuareqbHuHE caoBa u3 ,Ckasanus o Bopuce
u [nede, KOTOPLIMH COCTABHTENL 3TOrO CKasa-
Hust 0GpHCcoBan BHeWwHOCTL Bopuca: ,Teamb Gaue
KpachH BEICOK, JHIULM KpYraeMe, nieyu Beule. ..
otiuma A00Gpaama, BECeJ JMUBM. .. CBETACH Lecaph-
CKB, KPEMK TEAM, BCAYbCKH VKPalleH, aKbl UBLT
uBLTHIE B yHocTu cpoeit...t Kak W B JpeBHe-
PYCCKOf NOUBECTH, TAK W Ha HKOHE BOMJOWECH
NO3THYECKUH M€l NPeKpacHoro IOHOWH, HAX0-
JIALIErOCs B MOJAHOM PacuBeTe cuil

Ocofyio CTHAMCTHHECKYIO FPYTIIY COCTABIAIOT TPH
GAM3KHE 110 MaHepe NHCbMa MKOHL, JBE M3 KO-
Topsix npoucxoaaT u3 Hosropoaa. [epsas us
HUX — TaK HasuiBaeMoe ,YCTioKeKoe Oaaropenie-
nue*,. COraacHo CBHAETEALCTBY CTO/L aBTOPH-
TETHOTO MCTOUHMKA, Kak ,Podsiek Abaka Bucko-
BATOIO®, WKOHa Obuia Bhiseaena B Mocksy, no
npukazannio Meana [poatoro, us 10pnesa MO-
nactuipa 8 Hosroposge. Tounoe BpeMs HanHCaHUH
HKOHEL OCTAETCH CNOPHLIM, TAK KaK OHa Moraa
GEITE HANKMCAHA W BCKOPE NOCAE 3aBEPUIEHAA 10-
crpoiiku cotopa (1130 wam 1140 rop) n Hexo-
ropoe spema crnyers. Ha uione GaaropenieHne
AAHO B peAHAiieM HKOHOTPa(UIECKOM HIBOAZ —
€O BXOAAUIAM B JADHO boromartepu MJAdACHUEM.
Or pyku u300pamenHoro B noaykpysnu ,Ber-
xoro JIeHsMH® HAET npaMoi ayd K JOHY JCBhHI
Mapnu. Tem cambiM XYAOKHHK NOKasan ¢ npe-
AGALHON JUIS ero  BpeMEeHH HAIMAAHOCTLIO, HT0
LHENOPOUHOE 3auaTHe® mpoKsowo 1o soae Bee-
guitero. Ecau senomnuts npusetennsil 8 Hos-
ropodckofi Jeronuck noa 1347 rosom pacckas
0 nOe3jike HOBFOPO/ALER B ZEMHOM pail, KOTO-
pLifl OHH BO 4TO GHl TO HH CTAA0 XOTEJIH YBH-
JETH CBOMMH [/a3aM, TO CTAHET SICHON ray6o-
KAy BHYTPEHHAS CBA3L MEMIY 3THM 3MH30/0M
W OMAeAHLM 3aMbICIOM |, YeTomckoro Oaarose-
e Hnst .

B moHyMeHTaNLHEIX durypax apxanrena aBpHHIa
i Mapuu uyBCTBYETCS OCHOBATEALHOE 3HAHHE
aBTOPOM WKOHBI COBPEMEHHLIX €My 00pasios BH-
ganruiickoil usonucu. XoTs GUrypbl HECKOIbKO
TPY3HEl, UEM OHH OTAMYAIOTCS OT U30OPAKEHHN
Hd UUCTO TPEeYEeCKHN MKOHAX, MM CROACTBEHHA
CTPOrdst NPONOPUMOHAILHOCTEL. Y 0eAnTelsHO Bbl-
SBACH MOTHB JBHMEHHS apXaHrea, H3silHbIMH
CKAAAKAMH JOKHTCH €10 MAatl, He MEHee MasLIHLI
ckaaaky XuToHa. C TaAKHM Ke TOHKHM TOHHMY-
HWEM CTPYKTYpLL Apanuposkn obpadotan mado-
puit Boromartepn. Mojeadpopka Jui OTAHYEETCH
ocoboi MarkocThio. Temnas aeieHoBaTO-0AHBKO-
Bag OCHORA M0J0MEHA TOJAbKO B TeHax. [laabnen-
wag Jenka peibeda JOCTHrARTCS myTeM nocre-
HEHHOrO HAAO0NKEHHT TEMHO-KEATOH OXpbl C HpH-
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on the cheeks. The prmmmv of dense olive-green
shadows and the, v:gorous red lining of the nose
lend a special transparency to this whitish fue
of the skin and make the face glow as it were.
!ooking at S. George one is forcefully reminded
of the beautiful lines from the “Tale of Saints
Boris and Gleb" describing Boris as “tall and
handsome, his face round, his shoulders broad. ..
kind eyes, cheerful of mien... princely appear-
ance, strong of body, beantifully adorned, like
a flower in bloom..." The icon, like the ancient
tale, gives a poetic picture of 4 handsome youth
in the full flower of his strength,

A group apart stylistically is formed by three icons
similar in the manner of painting. Two of them
come from Novgorod. The first is the Usfyug
Annunciation. According to such a reliable
source as “Rozysk Dyaka Viskovatogo”, the icon
was brought to Moscow by order of Ivan the
Terrible from the Yur'yev Monastery in Novgo-
rod. The exact date of the icon is in question,
as it might have been painted soon after the con-
secration of the Cathedral (1130 or 1140), or some
time later. The icon gives a rare iconographic
version of the Annunciation, with the Child des-
cending to the Virgin's womb, From the hand of
the Ancient of Days in the upper part of the icon
there issues a straight ray which points to the
Virgin's womb. In this way the artist showed
with the utmost straightforwardness possible for
his time that the ,,immaculate conception' occur-
red by the will of the Most High. If we recollect
the story reproduced in a Novgorod Chronicle for
the year 1347 about a trip by Novgorodians
to the Earthly Paradise, which they wanted, at
any cost, to behold with their own eyes, we
can see the deep inner relationship between this
episode and the concrete concept behind the
Ustyng Annunciation.

The monumental figures of the Archangel Gab-
riel and the Virgin bespeak the artist's thorough
knowledge of contemporary Byzantine work.
Though the figures are somewhat massive, which
distinguishes them from the images on Greek
icons, they are well-proportioned, The Archan-
gel's movement is convincingly conveyed. His
cloak falls in elegant folds, and the folds of his
tunic are no less beautiful. The Virgin's veil is
depicted with the same sensitive feeling for the
texture of the material. The modelling of the faces
is marked by a special soitness. The dark olive-
green ground is visible only in the shadows. Fur-
ther modelling is achieved by the gradual super-
imposition of dark-yellow ochre, each subsequent
layer containing more white but in such propor-
tions that the transition from one layer to another



DABACHHEM B KAUIOM CACAYIOIEM CHOE BCE DOML-
Wero  KoanuecTea Geaut, HO € [OCAeH0BATE -
HOCTLIO CTOML BRUEPHAHHON, 4T Nepexon o
CAOR K CAGIO DCTAIOTCH NOYTH HeaaMeTHuMn. Ca-
MBIl BEPXHHA CAON, NOKPHBAOWHA Handoaee oc-
BELIEHHHE MECTa, He MNEPexOAHT B uHCTYIH fe-
JH3HY, COXpaHAd KeaTosaTui oTTeHok. [losepx
OXPhl NONOKEHE KPACHBIE PYMSAHE, MATKO OTTE-
HFIOUIME ILEKH, 100, WIeH W AuHHI0 Horca, Kodo-
put YeroMceKoro GaroBeueHHA® OTIHYARTCA B
LETOM HABECTHOM CYMPAYHOCTbLIO, uTO BOOGLIE
THIHYHO A8 HKOH JOMOHFOJLCKOPO BPEMEHH.
Haufionee sipku Kpackn BepxHero MzabpameHus,
FAg MBL BHAMM BOCCEAAIONIErD HA XepYBHMAX H
roccaas vemoro cepadmuany |, Berxoro Jlennyu®,
Sunech KHHOBADHLIE KDACKH CMEJO COMeTaTCs
C CHHHMM, roayObiMH, 3€1EHBIMM W GeanMH. 3T0
H300PaKEHHE, CONPOBONKAAEMOE  CAABAHCKHMH
HEITHCAMH, HECKObKO BHINAAALT PE3KOCTLIO CBOHX
KP4COK M3 0DLIEro UBETOBOrO CTPOA HKOHB. TyT
ywe JQaeT 0 cefe 8HATL HHAMBHAYAILHLI BKYC
HORFOPOACKOrO XY NOMHHKE, 0OHBAOLIENOCH DCO-
BON ABOHKOCTH UBETa, [Mo-prAHMOMY, OH HE GBI
CBHGAH B 3TOH YACTH MKOHH KAHOHHUECKHM 00-
paziom, modemy u o npuber He ToALKO K OGoaee
UBETHCTON raMMme, 110 U K Ooaee ¢roDOAHON Ma-
Hepe nuenma. Takoe mapaaseantoe cocyulecTno-
BHHHE JIBYX PaZAHUHBIX KHBOMHCHBIX  NPHEMOR
B OLHOA W TOM e MKOHE BCTPETUTCS W B ApY-
FAX NEMATHHKAX HOBrOPOACKON CTAHKOBOM WH-
BOIMHCH,

Boaswyio crancTiyeckyo Ganaocti Kk, Yerom-
CKOMY  GJaroBelICHHIO® BHILAET SaMedartennHas
ABYCTOpOHHSS  #HioHa Cnac  Hepyrkorsophui®
(Tpetnakorckan ranepes). Ee nponcxomaenue ua
Howropona takie He BLIBLIBIET HHKAKHX COMBE-
Huit. OF 3TOM CBHASTEALCTBYIOT W APKO BLIpa-
ACHHBIE HOBrOPOAHAMH B HOMHCAX HA 060POT-
HOM CTOPOHE MKOHDBI, MIE NPeACTaBACHO NPOCIaB-
ACHHE KPeCTd, H CXOMECTL aHre 0B U3 3TOH CUEHBL
C aurenaMmd B kynose Hepeauunl, HanucaHHbMM
B TAKOH e WHPOKON M WUBOTHCHON MaHepe, W,
HaKOHEW, TOT (aKT, YTO KOMOOSHUMH JHUEBROMN
CTOPOHEL HKOHBE (4 wacTHudo # ee 00OPOTHOM
CTOPOHB) BOCAPOMIBEAEHE B 3ACTABRKe  OAHOR
HOBPOPOICKOR pykonucn — 3axapuesckoro [Npo-
aora (Meropwuecknit wmysen, Xaya 187, a. 1)
Tax kak 9ra pyxonmcs namupyercs 1262 ro-
A0M, TO OTClola sscTaver, uto yae b Xl seke
uona Cnac HepykoTsopHmii® Guisa oauolt ua
NpoCHaBIeHHER N CBATHHL  HoBropoaa, wHa-
HE €€ HE Bocnpousread On B PYKONHCHOM 3a-
CTaBKe,

C MepBoro e Briia GpocaeTcs B raasa pasmm-
UHE B CTHAE MEMAY HI3OOPaWCHHAMH JHUEBON M
QDOPOTHOR CTOPOHK, HCNOJHEHHLMH PASHLIMH M-
CTEPAMH W, BOSMOMHO, B pasHoie 3n0xu. Jluk
Xpucta ¢ pasaelaniuMy TOHKUME S3070THMH HH-
TAMH BOAOCAMY HANHCAH B MITKOR ,CIA4BAEH-
HOM® MaHepe, ¢ NOMOLILI0 HEYADBHMLIX Nepexo-
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is almost invisible. The uppermost layer, covering
the lightest parts, is nowhere completely white
but retains a slightly yellowish hue. Pink paint
on top of the ochre sets off the cheeks, the
forehead, the neck and the line of the nose. In
general, the colouring of the Ustyug Annuncia-
tion is somewhat sombre, which, indeed, is ty-
pical of all icons of the pre-Mongoelian period.
The brightest colours are to be found in the
upper part of the icon which shows the Ancient
of Days supported by cherubs and glorified by
seraphs. Here cinnabar is boldly combined with
blue, azure, green and white. The harsh colour of
this part of the icon, with its Slavonic inscrip-
tions, is somewhat at odds with the overall co-
lour scheme. This is certainly a consequence of
the individual taste of the Novgorodian artist who
strove for a special “sonority” of colour. In this
parl of the icon he was nol, apparently, bound
by any iconographic canons, and therefore resor-
ted to @ brighter palette and a freer manner of
painting in general. This parallel existence of
two different manners of painting in one work
is typical of certain other Novgorodian icons.
Very close stylistically to the Ustyug Annwicia-
tion is a magnificent double-faced icon of the Holy
Face al the Tretyakov Gallery, There is no doubt
about its Novgorodian origin. This is attested fo
by unmistakable Novgorodisms in the inscriptions
on the reverse side, which shows the Adoration
of the Cross, the similarities between the angels
in this scene and the angels in the cupola of the
Nereditsa, painted in the same broad and colour-
ful manner, and, lastly, hy the fact that the com-
position on the obverse, and partially on the re-
verse side of the icon, was reproduced in a head-
piece of the Novgorodian manuscript known as
the “Zakhar'vevsky Prolog” (Historical Museum,
Khiud. 187, fol. I). As this manuscript is dated
1262, it is clear that already in fhe fthirteenth
century the icon of the Holy Face was one of
Novgorod's most venerated treasures, for other-
wise it would not have been reproduced in the
head-piece of a manuscript.

One is immediately struck by the difference of
style in the images on the two sides of the icon,
which were executed by different artists and pro-
bably at different periods. The face of Christ, the
hair with fine gold lines running through it, is
painted in a soft, “fused” manner with almost
imperceptible fransitions from light 1o shadow.
The colour scheme, meager and restrained, is
based on combinations of olive and yellow tints.
The main accent is on the large eyes, which are
tremendously expressive. For still greater expres-
siveness, the artist, a past master of line, took



/0B OT cBeTa k TeHun. B noadope kpacox Xyaox-
HUK KpaifiHe CAepiKan W JaKOHHYeH: ero cKynas
KOMOPHCTHHMECKAH FAMMa CTPOMTCH Ha cOYeTaHnH
OJHBROBBIX. H MEATHIX UBETOH. [ naBHbii AKUEHT
NOCTABJIEH MKOHONUCUEM HA SOMLUIMX TAa3ax, 00-
JAJAI0UIMY OTPOMHOM BEIpPasuTeaLHOCTLIO. B co-
BEPUIEHCTBE BAdJed JHHHEH, OH n03BoaHa cede,
paan AOCTHIKEHHS OOJbLIEH 3IKCNPECCHH, AaTh
aCHMMETPHYECKOEe MOCTPOEHHE JAHUA, 4YTO fApye
BCETO CKA3LIBAETCS B M0O-PAa3HOMY H3OTHYTHIX Opo-
BsiXx. TopmectBeHHast ,MKOHHOCTL® 3TOro JHKa
HATALIHO TOBOPHT O TOM, YTO Hanucasuwuil Cnaca
XYMOMHHE MMEJ Nepej riasaMy Xopouue BH3aH-
THiTCKHE 00pasin AH00 NMPoes BHYUKY Y BH3aH-
THICKOrO Macrepa.

CoBceM NO-HHOMY TPAKTOBAHO HI0OPAKEHHE Ha
o6opoTHOM cropoHe UKOHBL. B wmpokoi, cue-
701, CBOOOAHOM MAHEPE MHCLMA, B PE3KHX H CHJb-
HLIX COMOCTABAEHHAX CBETA W TEHH, B MHOrOKpa-
COYHOH MaauTpe ¢ €€ AMMOHHO-MEATHIMH, KHHO-
BAPHLIMH, PO3OBLIMM, CBETAO-CHHUMH B OeaLIMH
IBETAMHK JIEFKD OIO3HAETCH PYKa HOBFOPOJCKOTO
MACTEPA, COBPEMEHHMKI TEX XVAOKHHKOB, KOTO-
peie pacnuenivaad Hepenuny.

B 9Ty ke rpynmy HOBrOPOACKHX HKOH BXOAMT
H BEIHKOACNHAA HKOHA Pycckoro myses ¢ nosc-
HuiM H3oOpanennem apxanrena. Bepositnee Beero,
OHA SIBIMETCS (PPATMEHTAPHON YACTLIO YTpaveH-
HOTO ICHCYCHOTO YMHA. 3TO DAHO M3 npeKkpac-
HER KX TIPOHIBEICHUI JIPEBHEPYCCKOM IKHBONHCH,
[Mocrpoenne peaveda awna W pasiedxa poaoc ¢
NOMOILBK) 30JA0TBIX HUTEH 3/1ech Te e, UTO H
na ukonax ,Crac Hepykorsopuuii® w ,Yerion-

ckoe Oaaroseutenne”. Ho ukona Pycckoro myses,

NPEROCXOANT 3TH BEIUM TOHKOCTHIO HCHOJHEHHH
M KAaKUM-TO OCOOLIM GJaropojCTBOM SdMEICIA.
Tpyano nafiTh BO BCEM JAPEBHEPYCCKOM HCKYC-
cree (oaee OAYXOTEOPEHHBI WK, B KOTOPOM
Tak OB ¢BOEOGPAZNO COMETANACH YVBCTBEHHAS NIPe-
AecTh € raydokoll nevaanio. Orpomusie Oapxa-
THCTBHIE I1a3a aHrena Mo CHie IMOLUOHANLHOTO
BOB/JEHCTBHSI MOTYT CPABHHTLCS HIUEL C FI1a3aMH
Baagnmupekoin boromatepu. 3710 padoTa BLIAIO-
HIErocs MacTepa, OPraHuYecKH YCBOHBINETO BCE
TOHKOCTH BH3aHTHACKOTO MHCLMA.

Quens TPyAHO YTOUHHTL AaTV HCHOJHEHHsSE pac-
CMOTPEHHON 3nech rpynnsl ukon., He nekmoueno,
4TO ¥ CTIOHCKOE Gaaroselenne” DLII0 HAMHCEHO
BCKOpE Mocae ocsauleHns 'eopruesckoro codopa
(1130 audo 1140 roa), no AokazaTh 310 HEBOI-
MOWHO, TAK KAK OHO He ObII0 TJaRHBIM XpaMo-
BLIM 00pasoM (TaKoBHIM fBAsSIach HkoHa Ieop-
i) 1 O3TOMY MOFI0 ObITh G0Jee NO3AHHM BKJIa-
aom. Obopor ,Cnaca Hepykorpopuoro* viasni-
gaeT na wonet, Xl Bexa Kak BpeMs MCIOJAHEHHS
komnosuunn |, [lokaonenne kpecry*, Tem ne wme-
HEe y Hac HET FapaHTHH, YTO H300paKeHWe Ha
000pOTE MKOHBI HE BLIOAHEHO MO3JHEE, UeM H30-
OpameHue Ha ee aunesoil cropore, He nomoraior
H JOBOALHO IATKHE CTHAHCTHYECKHC AHAJOIHH

the liberty of an asymmetrical construction of the
face, which is especially pronounced in the dis-
similar curves of the eyebrows. The “iconlike”
solemnity of the face shows that the artist had
before him some good Byzantine examples or
had studied with a Byzantine master.

An entirely different style marks the image on
the reverse. The bold, iree, dashing manner of
painting, the sharp contrasts of light and shadow,
the multicolour palette with its lemon-yellow, cin-
nabar, pink, azure and white linls indicate the
hand of a Novgorodian master, a contemporary
of the artists who decorated the Church of Ne-
reditsa.

The last work belonging to this group is a magni-
ficent icon from the Russian Museumn bearing a
half-length image of an Archangel. It was, most
likely, a part of a now lost Deesis tier. The icon
is one of the most beautiful works of ancient
Russian painting. The modelling of the face and
the gold lines in the hair is the same as on the
icons of the Holy Face and the Usiyng Annun-
clation. The Russian Museum icon, however, is
superior to them in delicacy of execution and a
special nobility of conception. It would be hard
to find in all ancient Russian painting a more
spiritual face with such an original blend of sen-
suous charm and deep sorrow. For emotional
impact, the huge velvety eyes of the angel can
be compared only to the eyes of Our Lady of
Vladimir. This is the work of a great master who
had organically assimilated all the intricacies of
Byzantine painting.

It is extremely hard to date this group of icons
with any accuracy. The Ustyug Annunciation
could have been painted soon after the consec-
ration of the Cathedral of S.George (1130 or
1140), but it is impossible to prove this as it was
not the principal church icon like the icon of
S. George and could therefore have been a later
votive offering. The reverse of the Holy Face,
the Adoration of the Cross, bears traces of hay-
ing been painted at the end of the twelith cen-
fury. But there is no guarantee that the image
on the reverse was not painted later than fhe
obverse. Stylistic analogies (with the Monreale
mosaics, for example), are rather tenuous and of
little help. It is templing to associate this entire
group of Byzantinizing icons with the workshop
of the “Grechin (Greek) Petrovits”, mentioned in
a chronicle for the year 1197. Even then, howev-
er, many questions and doubts would persist
(M. K. Karger, and E. 5. Smirnova®, for example,
are inclined to regard the word “Grechin” as a
given name and not as an indication of national-
ity). Because of these contradictory facts, it would



(nanpumep, ¢ Mosarkamn Morpeaae). Brao Gu
BECHMA BAMAHYHBO BCIO 3TY TPYINY BH3ZHTHHH-
SHPYIOULHX HKOH CBASATL € MACTEPCKON YMoMu-
HaeMoro jgeromuceto nox 1197 rogom ,Ipuumua
MNerposuua®, OIHAKO W 31eCh OCTAETCA MHOTO
HescHOro W cnopHora (nanpumep, M. K. Kaprep
u 3. C. CMHpHOBA * CKAOHHN PACCMATPHBATE CAO-
BO ,IPbUMH® K&K JHYHOE HMA, & HE Kak obo-
SHaueHHe HauHoHaakHoctH). B cuay npoTtusope-
YHBOCTH H3JOMeHHHX (akToB OyleM 0CTOPORK-
Hee JaTHpOBaTL HHTEpPECYIOLIYH0 Hac Tpynny
uKOH B npeaenax 30—90-x rogos XII sexa.

K BHsanTUHEIADYIOULIEMY HATIPABIEHHIO B HOBFO-
Pil)li.'lﬁ_)n CTAHKOROI #HBONHCH NPHHAANEWHT Tak-
e HKOHA .uyCFIEHHC". NPOHCKOAAIaY M3 ILC])KHH
Pouanecrsa boropoanus B [lecatiiHom MoHacThipe
g Hosropone (Tperbsikosckan raiepen). Mekmo-
YHTEALHO KpPacnsas Mo CBOMM TYCTHIM, TNOTHBIM
KPACKAM, HO HECKOJILKO KECTKAA N0 KOMIO3H-
1iHH, 3Td MKOHA BLIAETCA CAONHOCTHIO HKOHO-
rpaduueckoil peaakupn, [1oMUMO OGCTYNHBIIHX
aoxe  Boromarepu  TPaIHUHOHHBIX  JABEHALATH
ANUCTOAOB, CHYTHTEAER W CTOHLIErD B HEHTpC
Xpucta, KOTOPLI ACPIKNT B PYKAX CHEICHYTOrO
MAAEHIE, CHMBOAHZHPYOmero aymy Mapuu, Ml
BHAHM B BepXHeld YaCTH HKOHB AHIEMOR # Ipu-
fAereswnx Ha obaakax AllOCTONOE, d TakiKe ap-
xaHreaa Muxauaa, BOSHOCALIErO Ha YCERHHOE
aseafiaMu nedo aywy Mapuu. B ronkux smiax
ANoCToA0s (OCOOEHHO B APABO YACTH KOMMIO3H-
IHH] UYBCTBYETCS OCHOBATENLHOE 3HAHUE XYJLOMK-
HHUKOM  BHIAHTHACKHX 00pa3U0B  KOMHHHOBCKOR
anoxu, B aesodl rpynne ueprot mMi e HOCHT
CTOAL SBHO BHPAKEHHOID TPEUECKOrD Xapakrepa,
It AHLA N0 CBOEMY BEIDAMEHHID MAIME, HMHTHM-
nee. Ocofienno skcnpeccHsna roioBa anocroaa,
CKACHHDBLUIErOCH Haa Teaom Mapuu n BHUMATENLHG
BIAALIBAKOUIEIOCH B €e Jauuo, ¢ KOTOPLIM  OH
MBICICHHO Tipouaercs. [1o cpaBHEHHIO C BH3aH-
THACKHMH HKOHAMH, C HX YTOHUEHHON KPacouHor
ARNKOR # OTHOCHTEABHON DOBEMHOCTHIO (POpM,
BUECH (PUTY DB BRITISAAT TOPa3A0 Goaee MIOCKHMH.
I1pu sTom Gpocaercs B raasa WX HEYCTOAYHBOCTS,
Onn He CTOAT KPenKko Ha 3emJe, 8 BABd KACAKOTCH
NOAOWBIMH HOP AMHMH 1OuBbl. B Takofi Tpak-
TOBKE, PABHO KAK W B YCHJACHHH JAHHEMHOTO Ha-
qana . MHTEHCHBHOCTH UBETAa, JAeT O cede aHAThH
OTXO/) OT BHIAHTHACKUX NPOTOTHNOB, ¢ TojaMH
NOABEPralOUIHXCH  Ha HGBI'UDOHCKOF{ noyse Bee
GDJEE PAAHKAILHOA TiepepadoTKe.

Tame ecau gonyeruts wMpokui Beoz B Hosro-
poa rpeyeckHx WKOH, 3TO CTOAL CHUIALHO BH3aH-
THHHAHPYIOLIEE MCKYCCTBO HYHUIAETCH BCe We B
o0bacHennn. B ceusn c stum ymectno Oyaer
BCNOMHATH O TEX OKHBACHHLIX KYAbTYPHBIX CHA-
anx, worvopele Hosropoa noanepxusan ¢ Kon-
cranruionoges. K Llaporpany tarorea rpecotnins-
CiKH HacTpoennwit enuckon Hudour. B 1186 roay
8 Hosropoi npuessan ABOOPOAHHE BHYK BH-
sanTHICKOro mMnepatopa Manyuaa Komunna —
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be safer fo attribute this group of icons to the
period between the thirties and the nineties of the
twelfth century.

Another work belonging to the Byzantinizing
trend in Novgorodian easel-painting is the icon
of the Dormition from the Church of the Nativ-
ity of the Virgin in the Desyatinnyy Monasiery
(now in the Tretyakov Gallery). This beautiful
icon, with its thick, opaque colouring, though
somewhat rigid composition, is distinguished by
the complex iconographic conception. In addition
to the traditional Twelve Apostles surrounding
the Virgin's couch, in addition to The Fathers of
the Church and Christ, who stands in the center
holding in his arms a swaddled child symboli-
zing Mary's soul, we can see, in the upper part
of the icon, a group of angels, Apostles horne
aloft on clouds, and also the Archangel Michael
soaring towards heaven with the Virgin's soul.
The sensitive faces of the Apostles, especially in
the right-hand part of the composition, bespeak the
artist’s thorough knowledge of Byzantine works
of the Comnenian period. The cast of the features
in the left-hand group is not so obviously Greek.
They are soiter, more infimate. Particularly ex-
pressive is the head of the Apostle bending over
the Virgin's body and peering intently into her
face as if saying the last farewell. Compared to
Byzantine icons with their delicate modelling and
relative depth of form, these figures are much
flatter. Another thing that strikes the eye is
their apparent instability. They do not stand
firmly on the ground, they scarcely touch the
soil with the soles of their feet. This interpreta-
tion, as well as the growing stress on line and in-
tensity of colour, marks a certain departure from
the Byzantine prototypes which in time, under-
went a fundamental fransiormation on Novgoro-
dian soil.

Even allowing for the fact that Greek icons were
braught to Novgorod in large numbers one is
hard put to explain this strongly Byzantinizing
art, It would be proper, therefore, to mention the
lively cultural relations which were maintained be-
tween Novgorod and Constantinople. Niphont,
Bishop of Novgorod, who had strong Graecophile
sympathies, gravitated toward Constantinople.
Alexius Comnenus, a grand-nephew once removed
of the Byzantine Emperor Manuel Comnenus, vi-
sited Novgorod in 1186, In 1193 and 1229 there
existed in Novgorod influential Graecophile par-
ties which wanted to have a Greek Archhishop.
Novgorodians frequently made pilgrimages to
Jerusalem, Constantinople and Mt Athos. Fi-
nally, at the end of the twelfth century, Dobrynya
Yadreikovich, the future Archbishop Antoniy,



Anexcefi Komuun, B 1193 u 1229 rosax s Hos-
ropofe CyLIECTBOBAIN TPeKOGHALCKHE [APTHH,
MEJdBIINE MMETL APXHENHCKONd M3 TPEKOB,
Hepeaxo wosropoaun nanomuuuany s Mepyca-
anm, [apwrpan, na Adoun. Hakonen, na pydewe
Xl w X1 sexos & Koncrantunomose nodnisan
HoGpuus Hapefikosny, Oyayuui  apXHenucKon
Antonuil. Bee aTH OmHBIEHHBIE CHOUICHHH OHAN
PEAILHBIMI KaHAIaMK A48 TPOHHKHOBEHHR B Hos-
ropoji BH3AHTHACKHX BakaHkil. Heodxoanmo tak-
KE YHHTHBATH, YTO HOBIOPOACKHE KHA3LA H B
Kl pee coxpansan kpenxue cpsan ¢ KHeBOM,
& NOCACAHHIA A0Ar0€ BPeMA NMPOI0/BKAT OCTABaThLCH
PACCAJIHHKOM BHAAHTHHHAKPYIOUHX opm. Heiye-
creo Buzaawtum B nepeyio ouepeinl NpHBACKAN0
BHHMAHHE KHSKECKOFO M @INHCKONCKOro JABOpA.
OAHaKo ero oUapoOBIHHID HE MOPIH HE NOJNATLCH
i GoJee WHPOKHE KPYTH HOBrOPOICKOrQ 00ue-
CTBA, HACTOALKO COBEPIIEHEH OB €ro XyRoxe-
CTBEHHBIN ABRIK,

PsiioM C BH3AHTHHUIUPYKIHM  HADABJEHHEM |
HOBIOPUACKOR  CTAHKOBOH MHBOMNHCH Xl seka
CYHIECTEOBANG M ApPYroe, B KOTOPOM MECTHHIE
YePTEL HOAYYAI0T PEHINTEALHOE Npeodiaananne naj
BHAAHTUACKHMH, 3aHECCHHBIMH H3BHE. 3TO BTOPOE,
doaee  camoOBITHOE W JIEMOKPATHUHOC TCHCHHE
ObLIO  CBHZAHO C YEPCIJICHHEM BEYEBOrO CTPOY,
OPHBCILIHM K OFpalHyentio  BeAHKOKISECKOR
gAacTH., POCAO CAMOCO3HAHHE KYHEUECKHX M pe-
MECAEHHEIX  KPYroB, NPHODPETABUIMX B KH3NH
Jocnoanna Beaskoro Hosropoaa® sce 0oJniiHi
vaeALER Bec, W, eCTECTREHHO, HX BKYCHI LOJAKHE
Oman HATH OTpakenHe B uekycerse. Tak nocre-
HEHHO CTAM0 KPenHyTh W HpHTLes B Hosropoae
sropoe tevenne, OHO ue NPHILIO HA CMEHY Tiep-
BOMY, d CYHECTBORAIO ¢ HHM OAHOBpemenHo. W
B KOHIE KOHIOR OHO NOO2AHI0.

XapakTepHuM 00pasHoM 3TOr0 HOBIOPOACKOro,
Gonee camofnrioro cruasn XIl pexa momer cay-
st wicona | Suamenwe”  (Hosropoackuit nero-
PHKO-XYADKECTBCHNBI MY3LA-3a1I0BE/AHHK), KOTO-
pas, COrAcHD JCFEHAE, NPHHHMAAG YUacTHe B
ofopone Hosropoia npun ocane ero cysgaabckumy
sofickams 8 1169 roay. Ha oboportioit cropone
HKOHBL (€ AHIeRAd CTOPOLA YTpaYeHa) NpeAcTan-
AeHA HECKOMBKO HeOOBIYHan KOMINOIHIHA — aMo-
croa Tlerp w myuennua Hartamms obpaumaiorea ¢
MOTHTBOMN 1K XpHCTY, PHIYpH KOPOTKHE, DoAbIIEe-
FOAOBLIE, MAHEpPa NUCHMA CBOOOJHAN H HHBOIHC-
Hasl, HAMOMMHAONLAY PPecKoBylo TEXHHKY. JIHIo
[Terpa € COUHBIMH SHEPrHYALIMH MPOOETAMH CBH-
AETEALCTBYET O CMAMEHHH. BH3AHTHHCKOR CTpO-
FOCTH M HOABJICHHH KAKOT0-TO HOBOTO MCHXOA0-
FUMECKOTD OTTEeHHZ — (0/1e¢ 3MOIHOHAILHOI0 |
BALYUICBHOTO,

Mepexons k XM sexy, MBl 10XKHL Cpazy e
NOAMEPKHYTL, 4TO 3To Obao u s Hosropoaa
JTeMHOe Croaetue’. Hawectsue tarap, XoTs no-
CAEAHMM HE YAAN0Ch 3aXBATHTL FOPOL, NPHBEIO
K CEPLESHBIM BHYTPEHHHM casHraMm Tawoke B Ce-

paid a visit to Constantinople. All such contfacts
provided channels for the penefration of Byzan-
tine influence into Novgorod. It should also be
borne in mind that in the twelith century Nov-
gorodian Princes continued to maintain strong
ties with Kiev, which remained for a long time
a source of Byzantine influence. The art of By-
zantium atfracted mainly the courts of the Prince
and the Archbishop, but its arlistic appeal was
so strong that it could hardly have failed to affect
broader sections of Novgorodian society,

Along with this Byzantinizing frend in lwelfth-
century Novgorodian easel-painting there existed
another trend, in which local features prevailed
decisively over the Byzantine features introduced
into the country. This second trend, more orig-
inal and democratic, was associated with the
strengthening of the Veche system which had led
to the curtailment of the power of the Prince. The
merchants and the craftsmen, who were beginning
to play an increasingly bigger role in the life of
“Cospodin Velikiy Novgorod™, became more and
more conscious of their power. And their tastes
were bound to make themselves felt in art. It
was in this way that another tendency gradually
began to grow and spread in the art of Nov-
gorod, It did not supersede the first bul existed
alongside with it. And in the end it won.

A typical example of this new and more orig-
inal Novgorodian style of the twelfth century is
to be seen in the icon ol the Virgin of the
Sign (Novgorod Museum) whose infercessory
powers, according to the legend, were invoked,
in the defence of Novgorod when the city
was besieged by the Surzdalians in 1169, The
reverse side of the icon (the obverse has been
lost) contains a rather unusual composition: the
Apostle Peter and Saint Natal'ya address a prayer
to Christ. The figures are short, with large
heads, The manner of painting is free and natural,
reminiscent of the fresco technique. The face
of S, Peter, with vigorous, dramatic highlights,
indicates a softening of Byzantine austerity and
the emergence of a new, psvchological element,
more emotional and intimate.

Passing on to the thirteenth century, we must at
once stress that for Novgorod, too, it was a
“dark century". Though the Tartars never actu-
ally occupied the city, their invasion had affected
the north of the country. Construction of stone
churches was almost discontinued, as fear of the
Mongol hordes had made people more cautious
and circumspect. Cultural relations with south
Russia and Constantinople were discontinued.
This isolation of Novgorod, which refained its
independence, spurred the development of local



seprof Pycu. oyt NPEKpaTHAOCL CTPOUTEL-
CTBO KaMeHHLIX XPaMOB, HCOYT Meped HeCMeTHLIMH
MOHPOJLCKHMH TIOMUHILAMH €147 MOJeH OCTO-
PORHEIMH H OCMOTPHTEALHEMH. [1PEpBAIHCE Ky Ib-
Typusie ceazu ¢ KOmuon Pyceio n Kowcrantu-
poroaeM, Takas UBOASUME  COXPAHMBILETD CBDIO
camoctoaTeankorth. Hosropona cnocoGeTeonaia
AKTHAHSAIMH MECTHEIX XYALOMECTECHHBIX TEUEHHI,
NUTABIHXCH POAHMKAMH #HEOTO HAPOAHOIO TEOP-
uecrsa, Ho 310 fie G3navaer, 4TO BA3AHTHACKIA
Tpaiuuui OB nOAHOCTLIO HaxuTa. Ona cyule-
erposana kak pacnenne Xl peka, u ecan owa He
ONpeAesAIa TRHEPL [YTEH pPA3BUTHA MECTHOTO
HCKYCCTEA, TO BCE e COXPAsig CBOE 3HAYEHHE
A5l OTACABHBIX MACTEpPOsn, O YeM, B YACTHOCTH,
canperTeasersyer nxona  Hukoaa® s Pycckom
Mysee.

Awrop aTofi HKOHB, npoucxoasued ns lyxosa
MOHACTHIPS 1 HANMCAHHOM yie D/MUKE K cepenie
XHI Beka, XOpOWO 31al KEBOMHCE NPEALECTEYIO-
uero erodetis. JIHK CBATOTO BO MHOIOM COXpa-
HHA BHBAHTHACKYIO CTPOrocTh ¥ cyposoctsh. Ho
B TPAKTOBKE JAMKd YIKE MHOTO HOBOTD, VKa3H-
BAIOWIEr0 HA TPRAYLIEE PAIBHTHE, DTHM HOBHIM
ARASETCH YOHIALHHE IHHEAHO-0DHAMENTAALHOTO Ha-
uana (ocoOeHno B 00padoTKe CRAANOK KOWH W
npaaeit sonoc). Jlunnn kaxk Op Bpesansl B mo-
BEPXHOCTL AOCKH, B HHX €CTh YTO-TO YEKAHHOE.
BuaanmuiiCknil Macrep HHKOPLa pe gaJ Obl Takof
rpadiueckol npopadotikn  gopmi. CopceM He
BHAAUTHICKHM XaPAKTEPOM OTAHUZETC M KOAO-
pHT, TOCTPOEHHBIA HA KOHTPACTE CHETABIX M #p-
kX kpacox. [lonycpesanusie GUIYpE CBATHIX Ha
noasx  (cpeam HAX MowHO onostath  Cuseona
Cromunka n Bopuca w Tieda) n noayduryph
Ha sepxHeM noie wKonbl (apxanreast Muxauwn n
[Caspuna) n & mepaasonax (Adanacuii, Anncum,
[lapea, Exarepuna) nanucanmt coobomnee H 1o
BWPAKEIHIO CBOEMY HAMHOO MArve, uem olpas
Hukoanl, ViMeHHO B STHX MaAeHLEKHX H300pae-
HHHX JaeT © cebe 0CONEHHO HBCTHEHHO 3HATL OT-
XOJ 0T BUZAHUTHACKHX 0Dpasios.

O cpoeotpasynom Oyure NPOTHE BHAGHTHACKON
TPALUIIN HATASAHO TOBOPHT 00JLIIAE KPACHO-
(honnag MroHa B Pycckom mysee, na KOTopoi
npeacrasichs B poct uryps HMoanna Jlecrsuu-
niia, ['eoprus u Baacus, Bee onn jansl B ne-
MOABHIKHLIX, JaCTLIBUINX TO3aX, HANOMHHAA pe-
SAHHBIC W3 JEpeBa 1 PACKPAIEHHLE HCTYKAHLL
Hoann Jlectenuamk 8 ABa ¢ AMLIMHM pasa Oodb-
e CTONHX N0 ero CTOPOHIM CRATHX, NOAGOp
KOTOPHX ORI HRCOMHEHHO NPOJHKTORAH  3aKa3-
UHKOM MAH 3aKaounKaMu HKoHBL Kak u na mkone
[eoprog ns Yenencxkoro cobopa, ['eopruf aep-
WHT Med, BHICTABAAA Cro Hanoxas, Bed komno-
SHILHA HOJAMHHENA ABYM HAMEPEeunaM, 6 urypax
HET HH MAajeiinero Hamexa na o0beM, XyJLomHuK
HAKAAJBIBALT KPACKH OONLUIHMH, POBHEIMH 1J10-
CKOCTSIMH, H30erag CBETOTEHEBOH MOAEAHPOBIH.
Tunst ami, kupo sanoMudawmue obpasst Hepe-

14

artistic movements fed by the springs of folk art,
This is not to say that the Byzantine tradition
had been completely forgotien. It existed as a
heritage of the twelfth century, and if it did not
determine the ways of the development of Nov-
gorodian art it retained its imporfance for indi-
vidual masters, as evidenced by the icon of §. Nich-
olas in the Russian Museum,

The painter of this icon, which came from the
Dukhov Monastery and which was painted clo-
ser to the middle of the thirteenth century, was
familiar with the art of the preceding century.
The face of the saint retains much of the Byzan-
tine austerity and grimness. But there are also
many new features in the treatment of the face,
which were later to be developed, nofably a great-
er stress on line and on ornamentation (espe-
cially in the rendering of the folds of skin and
locks of hair). The lines look as if they were
cul into the panel, as in etchings. The B}:zzmtinc
master would never have rendered form so ora-
phically. The colouring, too, with its contrasts of
pale and vivid tints, is distinetly un-Byzantine.
The partially cut off figures of saints at the mar-
gins (one can identify S, Symeon Stylites and SS.
Boris and Gleb) and the half-length figures in {he
upper part of the icon (Archangels Michael and
Gabriel) and in the medallions (Athanasius, Ani-
sim, Paul and Catherine) are painted in a much
freer way and have a much gentler expression
than 3. Nicholas, It is in these small images that
the departure from Byzantine originals is parfi-
cularly evident.

A rebellion of sorts against the Byzantine tradi-
tion is felt in the big icon from the Russian Mu-
seum showing S. John Climacus and SS. George
and Blasius full-legth against a red background.
All of them are depicted in stiff, frozen postures,
and resemble carved and painted wooden idols.
3.dohin Climacus is twice the size of the saints
on cither side of him, unquestionably selected
by the donor or donors. As in the icon from
the Cathedral of the Dormition, S. George holds
the sword as if showing il to somebodv. The
entire composition is flat, with no hint of a third
dimension, The artist applied the paint over large
flat surfaces, without any effort al chiaroscuro
modelling. The types of faces, vividly reminis-
cent of the images of Nereditsa, are typically
Russian. On top of the flesh tints the artist put
deep shadows and bright highlights rendered
by separale thin lines instead of the former
imperceptible shading and {hick daubs. We see
here the beginnings of an iconographic technique
which later was to become almost cananical,
The icon as a whole impresses one by its vivid



