point to the works by G. Vagner (“Canon and Style in Old Russian Art”) and by A. Nekrasov (“Essays
on History of Old Russian Architecture of the 11th-17th Centuries”).

Undoubtedly the closest contacts with the Western artistic tradition especially concerning archi-
tecture were taking place in the end of the 15th century and in the first quarter of the 16th century.
It was the time when Italian architects were invited by Ivan III and Vassiliy III to rebuild the Moscow
Kremlin and to construct cathedrals and churches in various Russian lands. Still the researchers have
not yet worked out an appropriate idea how to define this architecture in the context of the stylistic
analysis, which was noted by G. Vagner. The report deals with ideas and concepts of the authors men-
tioned as well as with revealing and explaining of the difficulties associated with formation of the consist-
ent comprehensive definition for the architecture of the late 15th century and up to the 1530s as a very
important period of the Russian architectural history.

Agnes Kriza
University of Cambridge, Great Britain

“GNADENSTUHL” ON THE FOUR-PART ICON — A WESTERN INFLUENCE?

Western iconographic adoptions of Russian icons are exceptionally rare up until the 16th century.
The famous Four-part icon of the Kremlin Annunciation Cathedral, however, painted between 1547 and
1551, contains a number of Western elements. The most controversial one amongst them is the so-
called Gnadenstuhl, the Trinitarian image of God the Father holding the Crucifix, with the curious
wings covering the body of the crucified Christ. The fact that the Western origin of the imagery was
evident even for the contemporaries is attested by the controversy between dyak Ivan Viskovaty and
Metropolitan Makary (1542-1563), erupted in Moscow in 1553. Ivan, protesting against some in-
comprehensible innovations of mid-16th century, Russian painting, focussed in particular on the
winged Gnadenstuhl. Interestingly, however, Makary, one of the greatest and most educated patrons
of medieval Russian Orthodox art, was not concerned by this alien detail on the Kremlin icon and
even defended this innovation whilst he rejected any possible link with the heretic Latins. Art histo-
rians are puzzled as to how to reconcile this contradiction, suggesting that Makary either was not
honest or “did not comprehend the theological content of the image”

In this paper, challenging both the dishonesty and the ignorance of Makary, I will scrutinize the
Metropolitan’s overlooked response to Viskovaty in which he explains the meaning of the Gnaden-
stuhl and Christ’s wings. The aim of this investigation is twofold. Firstly, I seek to decipher the mes-
sage of this imagery on the Four-part icon. Secondly, I intend to explore the motives behind Makary’s
defence which can shed new light on the problem of Western-Eastern interactions of this period.
At the end of my paper I will raise the question as to whether it is possible to speak about “Western
influence” in 16th century Russian painting.

Arnem Kpusa
Kembpuosckuii ynusepcumem, Benuxobpumanus

«GNADENSTUHL» Ha YeTbIpex4acTHOIN MKOHE — 3allaiHOE BIINMAHME?

3ama/iHble 3aMIMCTBOBAHMA B MKOHOTpauy pycCKMX MKOH 4Ype3BbluaitHo pepku o XVI B. Ox-
HAKO HECKOJIbKO TAKMX 3aMIMCTBOBAHMII €CTb Ha 3HaMeHUTO YeTbIpexdyacTHON MKOHe 13 baro-
BeljeHcKoro cobopa MockoBckoro Kpemss, Hanmcannoit mexay 1547 n 1551 r. Hanbonee cioproe
U3 HUX — TaK HasbiBaeMoe «Gnadenstuhl», uso6paxenne Cs. Tpouunt ¢ borom OTrom, fep>xarmym
PacrsTie, 1 cTpaHHOTO BUjja KPbUIbSAMI, TOKPBIBAIOIUMIY Telo pacnAToro Xpucra. O toM ¢dakre,
4TO 3allafiHOe IIPOMCXOKJEHNE 3TOro obpasa ObIIO OYEBUIHO HaXkKe JIsl COBPEMEHHMKOB, CBUJiE-
TENIbCTBYET CIIOP, BOSHUKIINMI MEX/Yy AbAKOM VIBanoM BuckoBarbiM 1 muTpononnrtom Makapuem
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(1542-1563) B Mockse B 1553 T. VIBaH, oCy>k/jaBIINii HEKOTOpbIE MAJIOIIOHATHbIE HOBAI[UN B pycC-
ckolt >xmBonvcu cepepnubl XVI B., B ToM uncie noppo6Ho ropopui o «Gnadenstuhl». Ognako nH-
TEPEeCHO, YTO MUTPOIIOINT Makapuit, OfVH U3 BeMYaillNX ¥ Hanbonee 06pa3oBaHHBIX IOKPOBH-
TeJleil UCKYCCTBA B PYCCKOI CPeJHEBEKOBOI MICTOPUY, He BBIKa3an 03a004eHHOCT 9TOM TyX/OM
IleTanbi0 Ha KPeMJIeBCKON MKOHe U JjayKe 3allMIaa 9TO HOBIIECTBO, IPU 3TOM OTpHIIasA T0ObIe
BO3MOXXHbBIE CBA3M C TATMHCKUMU epeTuKaMi. VICKyccTBOBENbI 3aTPYIHAIOTCA paspelInTh 3TO IIPO-
TUBOpeYVe ¥ IPeAIIoNaraoT, YT0 MUTpononuT Makapuit mi6o mykaBuil, mmbo «He IOHMMAI 60-
TOC/IOBCKMII CMBIC/T 9TOTO M300pasKeHU».

B mokmaze Mbl IpuBefeM CBU/IETE/IbCTBA, ONPOBEPraoliyie MPeANoNIoKEeHN O TYKaBCTBE MU
HeBeXecTBe Makapus, 1 MCCeyeM HEKOTOPbIe HEJOTIOHATbIE aCIIEKThl OTBETa MUTPOIIONNTA Bu-
CKOBAaTOMY, B KOTOPOM OH 00bsicHseT 3HadeHue «Gnadenstuhl» u xpeinbes y Xpucra.

ViccnepoBaHue npecienyeT aBe Lieny. Bo-TepBbIX, HY>)KHO BBIABUTb CMBIC/ 9TOTO M300paXKeHNs
Ha YeTpIpexyacTHOI MKOHe. BO-BTOPBIX, XOTe/IOCh 6Bl NOHATD, YeM PYKOBOACTBOBaiCcs Makapuii,
3aIuInas 3To u3oOpaxkeHue. ITO IIOMOXKET IIPOIUTH CBET Ha NMpoOIeMy B3auMOOTHoLIeHNs Boc-
TOKa 1 3amafia B JaHHBIN Iepuof. B kKoHIle mokmaga OyfeT MOJHAT BOIPOC O TOM, MOXHO JIM TO-
BOPUTD O «3aIaIHOM BIVAHUM» HA PYCCKYI0 Kupomnuch XVI B.

Milo$ Zivkovi¢
University of Belgrade; Institute for Byzantine studies of Serbian academy
of Sciences and Arts, Serbia

THE ICON OF ST. EUTHYMIOS OF SUZDAL FROM THE HILANDAR MONASTERY

Several very valuable Russian icons are kept in the treasury of the Hilandar monastery, where they
came as the gifts of Tzars of the Third Rome. Among them, one should focus special attention to an icon
of Euthymios of Suzdal the Wonderworker, probably painted by some muscovite painter in the mid-
dle of the 16th century. The work in question was already noticed by the researchers of the Hilandar
icon collection, but it was not published and studied adequately, so even the identity of the Russian
saint was not correctly determined. That would be the main aim of our communication. Apart from
it, the Hilandar icon of Euthymios of Suzdal will be treated as very valuable visual testimony of his
cult and iconography, bearing in mind the fact that it is one of the oldest preserved solitary depictions
of the saint in question.

Mwunomt JKuBkoBuy
benepadckuii ynusepcumem; VIHcmumym Uu3anmutickux ucciedo8anut
Cepockoii akademuu Hayk, Cepbus

Vxona cB. EBpumusa Cysganbckoro n3 XunaHEapCKOro MOHACTBIPS

Heckonbko O4eHb IIEHHBIX PYCCKMX MKOH XpaHATCA B pU3HMIE XMJIAHAAPCKOTO MOHACTBIPA,
KyZia OHU OBbIIM TIPYUC/IAHBI B KauecTBe japoB Hapsamu Tperbero Puma. Cpemy HUX criefyeT 0co60
BBIJIeINTh UKOHY CB. EBPumusa Cyspanbckoro YynoTBopiia, BeposiTHO, CO3TAHHYI0 MOCKOBCKVM
UKOHoOMMCIeM B cepeuHe XVI B. D10 pomsBeneHne y>xe ObIJIO 3aMe4eHO MCCTIef0BaTeIsAMY, I~
CaBIIMMI O XWIAHJAPCKOM COOpaHNUM MKOH, OfTHAKO OHO 0 CYX IIOp He ObIJIO OIy0/IMKOBAHO 1 U3-
Y4YEeHO JO/DKHBIM 00pa3oM, Tak YTO faXke M300paKeHHBII Ha IKOHE CBATOI He ObUT MAeHTUDUIIN-
poBaH. IT0 U O6yIeT OCHOBHOII Iieblo JoKaaga. Kpome roro, xmnanpapckas nkona cB. EBdumus
Cyspanbckoro OyfieT pacCMOTpeHa KakK IIeHHOe BU3ya/JbHOE CBUJIETEIbCTBO €ro Ky/IbTa M VKO-
HOrpaU4YecKoll TpajuIuy, YIUTBIBAsA, YTO STO OFHO M3 APEBHENIINX COXPAHMBIINXCS €JUHO-
JIYHBIX M300paXKeHNIT JAHHOTO CBSTOTO.
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