Discovery of the revered replica of the icon resulted in well-known legend about the miraculous
image from Nizhny Novgorod transfered to Moscow in 1641. After that a church was built and Strast-
noy (Virgin of the Passion) monastery was founded (1654). In Western European tradition the cycles
of Christ’s Passion and symbolism of the Instruments of the Passion were by that time very popular.
The actualization of the Passion scenes in the middle — second half of the 17th century in Moscow
is absolutely understandable. It is in tune with the basic principles of Baroque art, which penetrates
into Russia with Ukrainian and Belarusian book culture. The Instruments of the Passion of Christ
in different iconographic versions become usual elements of different objects (for example, metal
crosses), in fine art (portrait engravings), and literary works. The theme of stoic resistance to the
trials and tribulations becomes urgent, being associated with complex cultural environment of Mo-
dern Time.

Haiipénosa [Jappsa BagumMoBHa
Canxm-Ilemepbypeckuti eocyoapcmeennuiii yHusepcumem, Poccus

INounTanme u nKoHOrpadmIecKne 0co6eHHOCTI cBATOro Xpucrodpopa
B ucKyccTBe [IpeBHel Pycu mosgHero cpegHeBeKOBbs

Ha 3amape caToit Xpuctodop cunTancss OGHUM U3 CaMBIX IIOMY/IIPHBIX CBATBIX M ObUI BKIIIO-
4eH B Ipynny «YeTbIpHaAaTy CBATHIX MOMOIIHMKOBY — 3allIUTHMKOB OT MOPOBbIX IoBeTpuit. Co-
IJIACHO TPeYeCcKOMY IIOBEpUIO, IOV YBUJEBIINE CBATOr0 XpucTodopa, B 3TOT IeHb MOI/IN He 60-
ATHCS 3apasHoll 60/1e3HY U BHe3anHoy cMepTy. HapounTo ruranTckmit o6pas cBATOro ¢ MIajieHIieM
XpucToMm Ha 1jiede pasMeljancs He TONbKO B IPOCTPAHCTBE XpaMa, HO ¥ Ha BHELTHNUX €T0 CTeHaX,
TOPOJICKMX BOPOTAX, YTOOBI KaXK/BII, JaXke M3/ajieKa, MOT YBUJETh €r0 CIIACUTEIbHBIN JIMK U TaKUM
obpa3om n3bexarb Oembl.

Ha Pycu o6pas cB. Xpucrtodopa nossiseTcs TONbKO ¢ cepenyubl XVI B. 1 monyyaer mmpo-
KO€ PacIpOCTpaHEeH)e B MOHYMEHTA/IbHOI M CTaHKOBOJ >kMBomycy. CBATOr0 M300pakamy Kak
B XapaKTepPHOM aHTPONOMOP(GHOM BIJie, TaK ¥ B HEOOBIYHOM 0Opase ¢ ro/IoBoi co6aKy, a MHOTAA
u nomayyu. Kak u Ha 3amazge Ha Pycu ero moumranyu B KauecTBe BpaueBaress, u3baBurens ot 60-
7TIe3Hell ¥ MOpa, OIHAKO B HEKOTOPBIX pernoHax —Ha Pycckom Cesepe, Ilepmckoii seme oH npu-
obpeTaeT COBEpIIEHHO Apyrue QYHKIVM, CIOKMUBIINECS Y>Ke Ha PYCCKON HOYBe.

B paHHOM [l0K/Iajie paccMaTpUBAIOTCS OCHOBHbIE MKOHOTpaduyeckye THIbI ¢B. Xpucrodopa
U 0COOEHHOCTM €ro IOYMTAHNA B OTHENbHBIX pernoHax Pycu cepepmupl XVI—mnavana XVIII B.
JlaHHBIe ITPO6TEMBI 3aTparuBaIiCh BO MHOTUX ITyOIMKALMAX, KaK PYCCKMX, TaK U 3allafHOEBPO-
HEVICKUX MCCIeoBaTeNell, HO KOMIUIEKCHOTO M3Y4YeHUs U CUMBOJIMYECKOTO OCMBIC/IEHMs oOpas
csatoro Xpucrodopa B uckyccrse JIpeBHeit Pycu Tak u He momyumI.

Darya Naydenova
Saint Petersburg State University, Russia

THE VENERATION AND ICONOGRAPHIC FEATURES OF ST. CHRISTOPHER
IN THE RUSSIAN ART OF THE LATE MIDDLE AGES

Saint Christopher was considered in the West as one of the most popular saints, being included in the
group of “the Fourteen Holy Helpers” — the defenders from plague epidemics. According to a Greek
belief people who saw St. Christopher that day should not be afraid of a contagious disease and sud-
den death. A deliberately exaggerated image of the Saint and the Christ child on his shoulder was
placed not only in the area of the temple, but also on its outer walls, city gates, so that everyone could
see his saving face even from a distance and thus avoid trouble.
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The image of St. Christopher appeared in Russia only in the middle of the 16th century and be-
came widespread in the monumental and icon painting. He was portrayed in a typical anthropomor-
phic form as well as in an unusual form with a dog’s or, sometimes, horse’s head. Like in the West,
in Russia he was revered as a healer and deliverer from disease and pestilence; however, in some re-
gions like in the Russian North and the Perm land he acquired different functions inherent in the
Russian traditions.

This report examines the main iconographic types of St. Christopher and especially the features of his
veneration in some Russian regions in the middle of the 16th— early 18th centuries. These issues have
been addressed in many publications by both Russian and Western researchers but the image of St. Chris-
topher in the ancient Russian art still needs to be comprehensively studied and symbolically interpreted.

Tamnuuknit Auapeit Bukroposua
HUM meopuu u ucmopuu usobpasumenvHvix uckyccme Poccuiickoii akademuu xydoxecms, Poccust

HoBoe 0 3amaiHOeBpONECKIX NCTOYHNKAX pyccKoro nckyccrsa XVII Beka

He nmopne>xuT COMHEHMIO BaKHasA POJIb MCIIO/Ib30BAHMA 3aIlaffHOEBPONEIICKON IIe4aTHOM rpa-
¢uxu B KagecTBe 00pa3LoB pycckoro nsobpasurenbHoro uckyccrsa XVII Beka. B kayecTBe Taxo-
BBIX Yallle BCETO MPUBJIEKA/NINCh aTbOOMBI I'PaBIOp Ha OMOIENCKYI0 TeMaTuKy (yBpaXki), U3JJaHHbIE
B KoHIle XVI—XVII Bexka B Hupepnanpax n [epmanum.

JJoKmasi MOCBAILEH MPAKTUYECKY HEe OCBEIEHHOMY BOIIPOCY O MECTE M 3HAaYEHNM JAHHBIX yBpa-
XKeil Ha OMOIeVICKYI0 TEMAaTHKY B 3aIa/{HOEBPOIIETICKON KY/IbType 1 ucKyccTBe. OOHapy>XMI0Ch,
YTO IOSIB/IEHME Ha CBET OYAyLIMX 00pasIjoB PYCCKOTO MCKYCCTBA OBIIO CBS3aHO C HAIIPSKEHHOI
penuruosnoit 60pb6oit B EBporne BTopoit nonosuusl XVI B. VIHMImaropaMu usfaHuii BEICTyIIaNN
CBOOOJOMBICTISIIIVIE PeIUTMO3HbIe UCCUAEHTHI (haMMUINCTBI, PEeMOHCTPAHTbI, MEHHOHUTDI), Op-
TOJIOKCaJIbHbIe Ka/JIbBVHUCTBI U ME3yNUThI, 4YTO HANPSAMYI0 OTPA3UIOCh Ha 00Pa3HO-IIACTUIECKOM
A3BbIKE UJUIIOCTPALIVIAL.

Taxoke BBISACHUIIOCH, YTO BCE 9TY M3JAHNUA aKTUBHO IPUMEHS/IICH B KauecTBe 00pa3LioB 1 B 3a-
nagHoit Espone, u B Asun. K ux mwimoctpanuam BOCXOAAT BUTPaXkyl, CTAHKOBasA I MOHYMEHTAJIb-
Has >KUBOIICD B XxpaMax AHrmmy, @pannum, lepmanun, penbedbl TOUIAHACKIX JOMOB, IIPeIMeThI
MaccoBOTO 00MXOfa ¥ JjaXKe KUTAJCKVe IPaBIOPbI Y )KMBOINCH TYIIBIO.

ConocTaBneHNe MOKa3bIBAET, YTO aHIIMIICKME NOCTCpefiHeBeKOBble MacTepa XVI B., pycckue
VIKOHOMVICIIBI VI KUTAVICKVE XY/IOXHIKI, BOCIIPOM3BO/A 00pasell, CO3/JaHHbIN B HOBOJI /I HUX XY-
JI0XKECTBEHHOII CHCTeMe, PYKOBOJCTBOBAJIVICh IIPUOIV3UTEIBHO OfVIHAKOBBIMM IpyHIMnamu. OHu
«IIEpEBOVIIN» €TI0 B IPUBBIYHYIO MM CUCTEMY Xy O)K€CTBEHHDBIX KOOP[MHAT, BBOJV/IN IPUBbIY-
Hble >KII3HEHHbIE peanni.

Taxum 06pasom, coOpaHHbIe aBTOPOM JaHHbIE ITO3BOJIAIT CYLIECTBEHHO CKOPPEKTMPOBATbH
M [aKe IOMHOCTBIO IIEPECMOTPETh CIOKMBIINECA B OT€YECTBEHHOM JMICKYCCTBO3HAHUM B3IVIAJIBI
Ha 3allaJiHble IPaBMPOBAaHHbIe 00PA3IIbl KaK HeKye Majl03HAaYUTeTbHbIe TAMATHNUKY 1 3aCTABJISIOT
HECKOJIbKO I10-HOBOMY B3IJISIHYTb Ha mporiecc obpamenus Poccun XVII B. Kk 3amagHOMY XyoxKe-
CTBEHHOMY OIIBITY.

Andrey Gamlitskiy
Research Institute of Theory and History of Fine Arts of the Russian Academy of Arts, Russia

NEW FacTs ABOUT WESTERN MODELS OF RUSSIAN ART IN THE 17th CENTURY

Nobody doubts the important role of the use of western prints as examples for Russian art of the
17th century. As a rule they were albums of engravings on biblical themes (ouvrages), published
in the end of the 16th-17th centuries in the Netherlands and Germany.
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