necessarily invent all of the details that they incorporated into it. They may well have collected them
from other sources and combined them with modern Romanesque motifs. This may account for
some of the obscurities in the decorations, because the vocabulary of one story is being used to tell
another.

Ilyrauyésa VMipuna BssuecmaBoBHa
Mockosckuii 2ocyoapcmeennuiii ynusepcumem umenu M. B. Jlomonocosa, Poccus

Tockanckue nkonbl XIII Beka 1 BUsaHTUIICKIe NIPOTOTUIIBI.
CTuab Kak AMCTaHIMA

brmaropmapsa noseimuM mccnegoBaHnAM TockaHckon >xuBomycu XIII B., panee He Bcerma fo-
CTYIIHON JyIst U3y4eHus (Hampumep, psifia YyZOTBOPHBIX MKOH), 3HAYUTE/IBHO PACHIMPWICS KPYT
MaMATHMKOB 3TOTO NEPUOJA.

B nauase Beka nKoHbI B TOCKaHe 3a4acTyl0 sIB/ISINCH CKPOMHBIMM KOIIVSIMM IIPUBO3HBIX 00pa3-
1JOB MICKYCCTBA, BK/IIOYasl M3MeNNA MEIKONM IUIACTUKY VM KHVDKHONM MMHUATIOpbl. CUTyanus Hadm-
HaeT pe3Ko MEeHATbCA Iocyie 4eTBepToro KpecToBoro nmoxopa, Korja Bce yalille 3/1eCh MOABIIAITCA
IIpOU3BeNeHNA IPedecKux MacTepoB. IIpuMepHO co BTOpOI1 4eTBepTH BeKa IPOLecC KONMPOBaHUA
BU3AHTUIICKUX MKOH, TI0 BCeil BUJMMOCTM, HauMHAeT MPUOOpeTaTh MOYTU MACCOBBIN XapakTep,
Y 9TOM CTWIb Y MaHepa MICbMa MOIJIM JJOBOJIIBHO CU/IbHO M3MEHATHCS B 3aBUCUMOCTH OT 00-
pasiia, KOTOPBII ObUT TIepef; XyHLO>KHIKOM.

C cepenyHbI BEKa HAYMHAETCSA CTPEMUTENBHOE YTy4lIeHNE XKMBOMMCHBIX Ka4eCTB MKOHBI, HO 1 BCE
6oree IBHBIMM OKa3bIBAIOTCS IIPU3HAKY OTXO/Ia OT rpedecKoro npororuma. Obwuie u pazHoobpa-
311€ NIPOM3BENEHNI TI03BOJIAET BBIE/IATh HECKOIBKO LIKOJ M aKe OTHEe/IbHbIE MacCTEPCKIE.

B ucropun nckyccrBa oco6oe BHMMaHME YAeIAI0Ch pobieMaM HaTUPOBKM U aBTOPCTBA IIPO-
M3BeJIeHNII, METOJ] aHa/IM3a KOTOPBIX OB, 110 IIPEVMYILEeCTBY, CYyry0o cTumucTideckuM. B pabore
IpeANpPUHSITA MONbITKA OOBENUHUTD ¥, BO3SMOXXHO, TOIOTHUTH STU Pe3Y/IbTaThl MCCIEOBAHM-
SMU KYJIBTYpPHO-PEIUTMO3HOIO XapakTepa. CTpeMUTENIbHBIN OTXOJ OT BM3aHTUIICKOI 0OpasHO-
CTM B TOCKQaHCKOM VICKYCCTBe, 0€3yCTIOBHO, MIMeTT CBOY IPUYVHBI, B OCHOBE KOTOPBIX — crienndu-
YecKoe OTHOILEeHME K CaKpalTbHbIM 00pa3aM B VTanmmu u MHOM XapaKTep MKOHOIIOYMTAHS.

IIpocnaBneHHas 1 9yfOTBOPHAsA VKOHBI U €€ JJePUBAThl; MKOHA, PeHa3HAaYeHHaA IS pas3ind-
HBIX PEIUTMO3HBIX (QYHKIMNIT; NKOHA — KONV, IKOHA — MTOApaXkaHle, NKOHAa — BOCIIPOU3BeieHNe
0c060 moynTaeMoro obpasa B HOBOM KaueCTBe — 3TO He TO/IbKO pasHble 00/IacTy KY/IbTYPBI, 3TO
pasHas XyHoXKeCTBEHHAs JKVM3Hb IAMATHUKA, PasHas UCTOPUA €ro IPOC/IABICHNS I OTOOPaXKeHNA
B CBOEM U B IO3/IHeliIIeM BpeMeH!. Takoil KOMIUIEKCHBII Iy Th UCCTIEeNOBAaHNUA TI03BO/IAET MOHATD
KOHKpeTHbIe (aKThbl, 000CHOBATh 3aBUCYMOCTb OJJHOTO IIAMATHMKA OT JAPYTOro — TO €CTh BOCCTa-
HOBUTb XPOHOJIOTHIO, 1 00JIee TOTO — YBUJIETh IaMATHUK B €T0 IOJIMHHOM >KM3HIL.

Irina Pugacheva
Lomonosov Moscow State University, Russia

TuscAN IcoNs oF THE 13th CENTURY AND BYZANTINE PROTOTYPES.
STYLE AS A DISTANCE

Recent research into Tuscan painting of the 13th century (previously not always available for study,
for example, miracle-working icons) has significantly increased the number of monuments of this
period.

At the beginning of the century, icons in Tuscany were often copies of imported art, such as small
relief images and miniatures. After the fourth crusade the situation changes when icons by Greek art-
ists begin to appear in Tuscany. Around the second quarter of the century Byzantine icons begin
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to be copied in great numbers, but the style and manner of these images could be very different
as they depended on the original image.

From the middle of the century a rapid improvement of icons’ pictorial qualities takes place, but at the
same time their deviation from the Greek prototypes begins. The diversity of icons allows us to identify
different schools and artists.

In the history of art, with its focus on the problems of dating and authorship, a stylistic method
of analysis is usually used. At the moment, this method has exhausted itself because the icon is insep-
arable from the religious function. That is why in this research we intend to combine the cultural and
religious studies with the aspect of the painting’s development itself. The rapid stylistic departure
from the Byzantine imagery of Tuscan art had its own reasons, which were based on a specific atti-
tude to the sacred image in Italy and the nature of the icon worship.

A famous and miraculous icon and its derivatives; the icon for various religious functions; the icon
as a copy; the icon as an imitation of another icon, all of these aspects are not only different areas
of culture but are the different aspects of artistic life of the icon, a different story of its glorification
and reflection in different periods of time. This complicated way of researching allows us to under-
stand specific facts and to justify the dependence of one image from another, and the means to re-
store the chronology and to trace the painting of the monument in its original life.

Elisabetta Scungio
Sapienza University of Rome; Vatican Museums, Italy

FrOM EARLY MONASTICISM TO LATER ASCETISM IN CENTRAL ITALY
(6th-11th CENTURY): ASCETIC LIFE AND ROCK ART IN THE GROTTOES
OF THE SUPPENTONIA VALLEY IN NORTHERN LATIUM

In Northern Latium (Italy), not far from Rome, there is a valley called Suppentonia, an isolated
beautiful natural place where an otherworldly atmosphere reigns. It is because of that feature, those
hermits, who first settled inside its previously excavated grottoes, chose it for their secluded life. Ac-
cording to the local tradition, some of them (Saint Anastasius, Saint Nonnosus) would have become
the leaders of later important monastic communities of the area.

This paper aims to investigate the process of occupation of pre-existing grottoes — dug in pre-Ro-
man times for living and funerary purposes — by 6th century anchorites, their way of life and the
continuity of attendance in those places. The research has focused on the grotto of Saint Leonard,
a three-room-artificial cave, looking to be a church used for common celebrations by the ascetics who
temporarily left their hermitages to share the cult. As a matter of fact, some liturgical furniture (two
altars, niches, a holy water font) is still kept, and by comparing it with other similar artifacts in the
Roman area, it has been possible to date it back to the 6th century. Furthermore, several traces
of Christian paintings are still preserved on its side walls, testifying its liturgical use. Following their
stylistic features, it has been said the earlier decorations date from the 11th century, a moment that
is highly probable because of the general renaissance of ascetism experienced in all Western Europe.
That happened after the crisis of the monastic system due to the enormous political and economic
power of great abbeys, which caused a detachment of many monks who wanted to rediscover the pu-
rity of the monastic phenomenon origins. Later, the grotto was still kept in use, as testified by the
panel depicting a gigantic Saint Leonard, probably painted in the 14th century, which gives its name
to the place.

This study also examines the oral tradition about the legendary meeting between pope Gregory
the Great (591-615) and Langobardic queen Teodolinda (589-624) in the grotto of Saint Leonard
itself, demonstrating there is no real historic proof of it in contemporary sources, but being impor-
tant for the comprehension of the strategic value of that area for the defense of early 7th century
Rome.
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