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.

ITopxoBpipoBa Bepa Ipuroppresna
bubnuomexa Poccuiickoti akademuu Hayxk, Poccust

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.

Vera Podkovyrova
The Library of the Russian Academy of Science, Russia

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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be clearly identified, allowing us to examine formation of such cycles through the prism of Western
European book engraving.

Kynakosa Vipuna IlaBnoBna
Mockosckuii 2ocyoapcmeentuiti ynusepcumem umenu M. B. Jlomonocosa, Poccus

CrpacTtHas ukoHa boxxueit MaTepu B pyccKoii Tpagymn:
AXTyanmusanys UKOHOTpaduy B 001eKyTbTYPHOM KOHTEKCTe

B poxmane paccmaTpuBaeTcs OGVH M3 IOYMTAEMBIX B NPAaBOCHAABUM TUIIOB MKOHBI boropo-
muubl — CrpactHas nkoHa boxxneit Marepu. Tema opyzanit Crpacreit XpUCTOBBIX BefIeT CBO€ HadajIo
co BpeMeH [IpeBHeit Pycu (o60opoTHas cropona nkonsl boromarepn Bragummpckoir). B XII-XIII BB.
TeMa IOK/IOHeHNA boropoanuiie gononuaercs temoir Ctpacteit XpuUCTOBBIX — GUTypaMy HOK/IOHA-
tfouuxcs Eit anrenos ¢ arpubyramun Crpacreil. 9TOT MKOHOTpadMYecKuil U3BOJ, aKTyaIn3UpyeTcs
B UTa/I0-KpUTCKON Tpagyuuyy XV B., IpexxJe Bcero B mpoussefeHuAx Augpeaca Puiioca. Paccmarpu-
BaeTcs JlereH/ia (3auKcupoBaHHasA B psjie MO3HIX MICTOYHUKOB) 00 OfHOM 13 criuckoB CTpacrt-
HOJ MKOHBI boxxneir MaTtepu, KOTOPBIN OCTaICA HEBPEAVMBIM B MOCKOBCKOM ItoXKape 1547 1., cra-
cas ofMH U3 foMoB Knraii-ropopa, 1 1o npukasaHuio Iaps ObUI HOCTAaB/IeH B MKOHOCTACE IIEPKBU
3avaTys cB. AHHBI. JVI3MeHeHMe OOLIeKYIbTYpPHOTO KOHTEKCTa IPVBOAMUT K PacHpOCTPAHEHMIO
CIOXKeTa.

C obpeTeHMeM YTMMOTO CIVCKA VIKOHBI CBsI3aHA M3BECTHAs JIET€H/IA O MOSABJICHNN B CTOMNIIE
ukoHbl n3-nog, Hiwkuero Hosropopa (ocraBneHa B Mocksy B 1641 1.). C Heil cBsi3aHa IOCTPOJIKa
LIepKBI, a 3aTeM U BO3HMKHOBeHMe CTpacTHOro MoHacTeIps (1654). B 3amagHOeBpoOMeiickoit Tpa-
IVIIVM CTPAcTHBIE LIMKJ/IbI M CMMBOJIMKA OPYAMI cTpacTell XpUCTOBBIX K 3TOMY BpeMeH! BecbMa
BOCTpeOOBaHbI. AKTyaM3alys «CTPACTHBIX» CIOXKETOB B cepefyiHe — BTopoii monosyHe XVII B.
B MockBe 00bsICHIIMa — OHA CO3BYYHA OCHOBHBIM IIPMHIIMIIAM MCKYCCTBAa 6aPOKKO, KOTOpOE Ipo-
HIKaeT B Poccuio mocpecTBOM Mpekfie BCero YKPAaMHCKON U 0eIOPYCCKOi KHVDKHOM KY/IBTYPBL.
Opynusa crpacteit XpUCTOBBIX B PAa3HBIX MKOHOTPadMYeCKMX M3BOJAX CTAHOBATCA YaCTBIMMU S7Ie-
MEHTaMI IPeJMeTOB PYCCKOTO JIeKOPAaTMBHO-NIPUKIIAJHOTO (MeTa/ndecKye KpecTsl) 1 u3obpa-
3UTE/IPHOTO MCKYCCTBA (KHVDKHASA TPAaBIOpa), MUTEPATYPHBIX NPONU3BEAEeHMIT. AKTYa/lIbHO CTaHO-
BUTCS Te€Ma CTOMYECKOTO COIPOTVB/IEHMS VICIIBITAHMAM Y HECYACTbSM, CBA3aHHASA CO CIIOXKHOI
OOIIeKyTbTYpHOI 0OCTAaHOBKOJ CTaHOBSIIENICS KyabTypbl HoBoro BpemeHn.

Irina Kulakova
Lomonosov Moscow State University, Russia

THE VIRGIN OF PASSION IN RUSSIAN TRADITION:
ACTUALIZATION OF ICONOGRAPHY IN CROSS-CULTURAL CONTEXT

The paper examines one of the revered in Orthodoxy types of icons of the Virgin — the Virgin
of Passion. The theme of the Arma Christi originates from Old Rus’ period (the reverse side of the
icon of Our Lady of Vladimir). Probably in the 12th-13th centuries the theme of veneration of the
Virgin was complemented with the theme of the Passion of Christ — figures of worshipping angels
with Instruments of the Passion. This iconographic variant was actualized in the Italo-Cretan tradi-
tion of the 15th century, primarily in the works of Andreas Ritzos. I consider a legend (recorded
in some late sources) about one of the copies of the Virgin of the Passion icon, which remained intact
in the Moscow fire of 1547, saving one of the houses of the Kitay-gorod, and by the tsar’s command
was put in the iconostasis of the Church of the Conception of St. Anna. Changes of the cultural con-
text led to the spread of the subject.
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