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3anmagHOeBpoONeNiCKIe MICTOYHUKHN Y CEMaHTUKA MKOHOTrpadmyeckoro Tumna «Bemmkmii
Apxuepeii ¢ PacisiTem»: K mpo6emMe MHOKeCTBEHHBIX M300pakeHnit Xpucra

B pmoxnmaze mogHuMaeTcs mpob6rieMa MKOHOrpaduYeKuX 3aMMCTBOBAHUII B ITO3JIHEN PYCCKOI
MKOHOMNCY. VccmenoBaHye MOCBAIIECHO BBIABICHNUIO ICTOYHUKOB PEKOIl IKOHOTPAQWI CepeHbI
XVII B. «Xpucroc Benmuknuit Apxuepeit ¢ Pactiatuem». VikoHorpaduyeckuit aHams NO3BOMNI CHie-
JIaTh BBIBOJ] O peIIAIoNleM BIVISTHMM Ha PYCCKUE VIKOHBI, COUETAIOIe HeCKONIbKO M300parkeHmil
Xpucra B e[IHOM CEMaHTIYECKOM II07Ie, 3aIIa{HOEBPOIIEICKOro MKoHorpadurdeckoro tuna Quinitas,
MOABMBHIETOCA OKO/MO 1390 I. KaK 4acTh a/ITApHOTO MOMITHUXA B LepKBM YcneHusa boropopguiibr
B I. Topyns (ITonbura). Ha ocHOBe MKOHONIOTMYECKOrO MeTOAA MPeIPUHATA MONbITKA IPOAHANIN-
3MpOBaTh 3alajHBI 0Opasel] B Ky/IbTYPHO-OOTOCIOBCKOM KOHTEKCTE ITOPOAVBIIEN €ro 3IOXI.

B pabote ocoboe BHMMaHYE yfie/leHO TeHETIYECKOII CBSA3Y Ha3BaHHOI IKOHOTPapIecKoil CXeMBbl,
M3BECTHON Omarofiapsi HeCKONMbKuUM coxpaHuBummcs obpasiam XVII-XIX BB., ¢ HOBBIM MKOHO-
rpaduyecKuM BOKaOy/IApOM MKOHOINCY HOBIOPOJCKOTO KPyTa, KOTOPBIil Yepe3 3aKa3Hble MIKOHDI
mutpononura Makapusa nponuk B cepeuHe XVI Beka B penepryap MOCKOBCKMX MKOHOIVCLEB.
ABTOp 0Ob6paiaeTcs K reHe3)Cy 1 9BOMIOLNIM MKOHOTPadUIecKX TUIIOB ¢ MHOXXECTBEHHBIMU 130-
OpakeHrsAMYU XpUCTa, YCTAHABIMBAECT VX CEMAHTUYECKYI0 OM30CTb ¥ CMBIC/IOBYIO MHBAapUaHT-
HOCTD, OIIpefie/IAeT CTENEHb aJjalTalliyi Ha PYCCKOM MaTepuajie 3alaJHOEBPONECKMX MOTUBOB,
HOCTTY)XVBIIVX MKOHOTpapUIeCKUM UMITYIbCOM. [lenaeTcst BBIBOZ 00 00beMHA0IEeM 06a IKOHO-
rpadpuuecknx tuna — Quinitas u «Benmuknit Apxuepeit ¢ PacriaTneM» — KOHI[eNITe BU3yalIn3alyun
aOCTPaKTHOI WUjjey ¥ MOCTPOeHUs M300paXKeHMsT KaK OOTOCTOBCKOM CEHTEHLMM Ha OCHOBe He-
CKOJIbKUX TPAJMLMOHHBIX MKOHOTPAapUUYeCKMX CXeM. AIOTOreTMYecKMil TpaKTaT-KOMMEHTapuit,
ob6Hapy>keHHBIIT B pykomucu [ocygapcTBeHHoro VicTopudueckoro Mysesi, IpoauBaeT CBeT Ha 60ro-
CTIOBCKOE OCMBIC/IEHME MKOH C JIBOHBIMMU ¥ TPOMHBIMM M300paKeHNAMY XpUCTa, CTaBlIee Teo-
peTudeckoit 6a3oit Ay MKoIbl MuTponomuTa Makapus. VsydeHne cBoeoOpasHON MKOHOIOTYe-
ckoll pedrnexcun cepegyHbl XVI Beka B COBOKYITHOCTH C aHA/IN30M Pa3BUTHA MKOHOTpadIIecKoi
CXeMBI IT03BOJISIET MOJONTY K TUIIOTOTU3ALMY MeTalCTOPUYECKIX M300pakeHui Xpucra.
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THE WESTERN EUROPEAN SOURCES AND THE MEANING OF THE ICONOGRAPHY
“CHRIST THE GREAT HIERARCH WITH THE CRUCIFIX:
ON THE PROBLEM OF THE MULTIPLE IMAGES OF CHRIST

This paper explores the problem of the iconographical borrowings in the late Russian icon paint-
ing. The study intends to reveal the sources of a rare iconography “Christ the Great Hierarch with the
Crucifix’, which emerged in the middle of the 17th century. Iconographical analysis confirmed the
argument that the Western European iconographic type of so-called “Quinitas”, which was created
for the altar in the Church of Assumption of the Blessed Virgin Mary in Torun about 1390, exercised
a significant influence on Russian icons with the multiple images of Christ. Using an iconological ap-
proach, the author analysed the Western European prototype within its historical cultural and theo-
logical context.

The study pays special attention to the genetic relationship between this iconographical scheme,
which is known only in a few icons from the 17th-19th centuries, and the iconographical innovation
in the Novgorod icon painting in the middle of the 16th century. The author illuminates genesis and
iconographic evolution of the iconographic types with the multiple images of Christ, explores their
semantic proximity and the notional invariance, and describes the degree of adaptation of the original
Western European motifs in Russian art. As a result, it is concluded that the concept of visualisation
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of an abstract idea and of creating a picture as a theological sentence by using several conventional
schemes is what connects both iconographical types — “Quinitas” and “Christ the Great Hierarch
with the Crucifix”. The apologetic treatise with commentaries which was found in the State Historical
Museum explains the theological perception of the icons with the double and triple images of Christ.
This approach becomes a theoretical basis in the icon painting school of the metropolitan Makary.
Studying an original Russian iconological reflection in the middle of the 16th century and the icono-
graphical scheme, the author sets up a typology of the metahistorical images of Christ.
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Pa3nmiyHble TUIIBI PEMMHICIICHIINI 3aNIafHBIX TPABIOP B MIUHUATIOPAX PYCCKUX
nmuneBbix AnmokamuicucoB XVI Beka. K moctanoBke mpo6meMsr

VixoHorpadmsa HECKONbKUX IVIK/IOB MUHVATIOP PYCCKMX JMIEBBIX ATOKAINUIICUCOB, CHOPMI-
poBaBmasAca K KoHy XVI B., OCHOBBIBaeTCs, IPeX/Je BCETO, Ha PYyCCKMX, ITOTOM Ha 3ama/HO-
eBPOIIEICKMX ¥ TOTBbKO B OOIeM IUTaHe Ha BU3AHTUIICKMX M MOCTBU3AHTUICKUX MCTOYHMKAX.
[IInpoKo M3BECTHBI ¥ OMMCAHbI B IMTEPAType 3alaiHble 00pasIbl OT€YeCTBEHHBIX XPAaMOBBIX PO-
crmceit Ha CioXeT Amokammicuca, oTHocsumxcs K XVII B. (mpexze Bcero, rpaBiopsl bubnnn
[Tnckaropa u cBA3aHHBIX ¢ Heil maganmit). OpHako eme @.V. bycmaeB oTMeTun ¢akr BbITeCHe-
HIS B OTHOM PYCCKOM KHIVDKHOM IIVIKJI€ 1[€/IOTO PAfia MYHMATIOP aHAJIOTMYHBIMM VIV IIapajijie/ib-
HBIMU JISI TOVL JKe IJIaBbl CIOXKETaMU U3 TPABIOP «CEHTAOPbCKOI» NMoTepoBcKoit bubmum. Kpome
TOTO, 3allaJjHble TpaBMPOBAaHHbIE U3JaHNA NepBoi nonoBuHbl XVI B. OKasamm BAMAHME Ha OT-
Ie/IbHbIe 97eMeHThl MKOHorpadum pycckux nuiesbix Anoxamuncucos (10.A. Ipu6os, I.II. Un-
HAKOBA). B okmane 6ymyT paccMOTpeHBI 00€ TeHJeHIVN PaclpOCTPAHEHNA 3allaIHbIX BIIVISHMIL.
basupyrommeca Ha pycckoil Tpaguuuy MOHYMEHTA/IBHONM >KMBOIMCH ¥ MKOHOIMCH MMHMATIOPbI
CaMOTO PaHHETro U3 JOLIeJUINX O HAaIlMX JHEN JNLEBBbIX AIOKA/INUIICUCOB, OTHOCALIMECS K Ce-
penvHe XVI B., MOTYT CIy)XUTb TeM «PYCCKMM KaHOHOM», IIPY CPaBHEHMMU C KOTOPBIM B Ooree
HO3IHMUX IUK/IaX WTOCTpauuii OTKpOBeHNUA Y€TKO BbIABIAIOTCA «MHOPOAHbIE» CIOM. ITO IO-
3BOJISIET YBUZIETb OCOOEHHOCTM (OPMMUPOBAHNS LMKIOB BTOPOI 1monoBuHbl XVI B. CKBO3b Ipu-
3MYy 3aIlaJIHOEBPOIIEIICKON KHVKHOM TPaBIOPHI.
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DIFFERENT TYPES OF WESTERN EUROPEAN PRINTS’ REMINISCENCES
IN ILLUSTRATIVE CYCLES OF RUSSIAN 16th CENTURY APOCALYPSE MANUSCRIPTS.
PROBLEM STATEMENT

Iconography of several cycles of miniatures in Russian Apocalypse manuscripts, formed by the
end of the 16th century, is based primarily on Russian, then on Western European and only in gen-
eral terms on Byzantine and post-Byzantine sources. Western models for the Russian 17th century
mural cycles of Apocalypse are widely known and described in literature (primarily engravings of the
Piscator’s Bible and related publications). However F.I. Buslaev already observed that some compo-
sitions in a certain cycle of Russian miniatures had been replaced by similar or parallel scenes from
engravings of the “September” Luther Bible. Furthermore, the Western 16th century engraved edi-
tions influenced some details of Russian Apocalypse iconography (Yu. A. Gribov, G.P. Chinyakova).
The paper will review both trends of Western influence. Miniatures from the earliest extant Russian
illustrated Apocalypse (mid.-16th century) based on Russian murals and icons will serve as the “Russian
canon’. In comparison with it, the “foreign” layers in later cycles of miniatures to Revelation can
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