MunuctepctBo obpazoBanus Poccuiickoit deaepannn
SpocnaBckuii rocygapcTBeHHbI YHUBEpcuTeT uM. [1L.I°. Jlemuosa
Kadenpa nHOCTpaHHBIX S3BIKOB

CoBeplieHCTBOBaHUE HaBbIKOB
nepeBoaa TEKCTOB
no cneuunanbHOCTN "My3eonorna”

Memoouueckue ykazanus

Spocnasas 2000



BBK III 143.21573
C 56
CocraBurens T.B. lllyabaemona

CoBepuieHCTBOBaHHE HABBLIKOB IepeBOJa TEKCTOB MO CHeNHAIbHOCTH ''My3eoJorus':
Meron. ykazanus / Coct. T.B. lllynsaemosa; SApoci. roc. yu-T. Spocnasis, 2000. 16 c.

[Ipennaraembie METOIMUECKUE YKA3aHUSI COCTOST U3 2 yacTe: 1) aHTJIOS3BIYHBIX OPUTHHAIBHBIX
TEKCTOB IO JPEBHEPYCCKON >KUBOMHCH M 2) PYCCKOSI3BIYHOTO TOJKOBOTO CIIOBHHUKA 1O OMOIEHCKUM
TeMaM M CloKeTaM, Haubolsiee 4acTo BeTpevaromumcs B MKoHorpapuu. Tekctsl yactu 1 B3ATH U3
“Russian Icons”, Tamara Talbot Rice; yactu 2 - u3 “CnoBapsi-yka3aTeliss HMEH U TIOHSTHI 1O IpeBHE-
pycckomy uckycctBy” E.B. I'mamermeBoii, JI.B. HepcecsH u ip. TekcTsl B 00eWX 9acTsaX MOJ00paHBI
Ha OJIHY TeMYy M UX JIEKCUYECKOEe HaloJHEHHEe BO MHOroM coBmajaeTt. [Ipu pabore ¢ MeTonyecKuMH
YKa3aHHUSAMHU PEKOMEH/IYyETCsl UCTIONIBb30BaTh ““YUYeOHBIN PyCCKO-aHTIMICKUI CIIOBAaph I My3€0JI0TOB”
Y TIOMTyTHO COCTABIISITh CBOM aHTJIO-PYCCKUM CIIOBHHUK.

Penenszenr Ka(be;[pa HHOCTPAHHBIX S3bIKOB ﬂpOCHaBCKOFO ToCyAapCTBCHHOI'O YHUBCPCUTETA

© SpocnaBckuii rocynapcTBeHHbIN yHUBEepcuret, 2000
© T.B. lllynpaemosa, 2000

CoBeplLueHCTBOBaHME HaBbIKOB NepeBoAa TEKCTOB
no cneuyuanbHocTU "My3eonorua”

Cocrasutens lllynabaemona Tatbsina BacunseBaa
Penaxrop, koppekrop B.H. Uynkosa
Komnwrotepnas Bepcra M.H. MBanoBoit
JInuenszus Ne 020319 ot 30.12.96.

[Monnucano B nevats 7.06.2000. ®opmar 60x84/16. bymara tumn. [Teuats odcerHasi.
Ven-nieu. 1. 0,93, Yu-uzn. 1. 0,92. Tupax 50. 3akas.

OpI/IFI/IHaﬂ-MaKeT IMMOATrOTOBJICH B PCAAKIIMOHHO-U3AATCIILCKOM OTACIIC
ﬁpOCJ’IaBCKOFO rocyJapCTBCHHOI'O YHUBCPCUTECTA.

OtneuaTtano Ha pusorpage.
SpocnaBckuit TOCYIapCTBEHHBIN YHUBEPCUTET.
150000 Apocnasns, yin. Coerckas, 14.



Part 1

Tasks recommended:

1. Read the text from beginning to end without a dictionary and say what you have
understood from it. Then do the same with each paragraph until you feel ready to work
with a dictionary or a glossary.

2. Having made a literary translation try, translate one or two paragraphs back into
English.

Text 1

Key words:

Paragraph 1: icon(s), image, representations, metal.
Paragraph 2: wood, thick(ness), size.

Paragraph 3: panel, surface, layer.

Paragraph 4: names of colours, passive constructions.
Paragraph 5: specialization, experienced, pupils.
Paragraph 6: background(s)

Paragraph 7: embellishing.

The word "icon" is a Greek one meaning image or reflection, and it was in that
sense that it was applied to the portrative representations of holly personages, saints or
scenes taken from the scriptures. In 1650, when the schism which undermined the unity
and power of the Russian church resulted in the destruction of a large number of icons, it
was found easier to meet the heavy demand for replacement by producing metal moulds
from which bronze or brass examples could be cast quickly. These variants were like-
wise referred to as icons, and so, at an earlier date, were carved ivories, steatites, and
sometimes even stone sculptures. None of these was ever really large in size nor even
used in an iconostasis, but the ivories were often guilt and the later metal icons were fre-
quently embellished with pale blue and white enamel. Many of the original moulds pro-
duced in the seventeenth century continued to be used until present times, with the result
that metal icons of this type are exceedingly difficult to date. Very few of them, howev-
er, are able to hold their own in the artistic field beside the panels of even average quali-
ty produced by the painters of pre-Petrine Russia.

The wood which was intended for the painted icon had to be carefully chosen, well
seasoned and elaborately prepared. At first, only lime, birch, alder and oak were consi-
dered suitable, but later cypress was also used. The thickness and size of the panels va-
ried with the purpose for which icon was intended, as well as with the period and the
region in which it was made. Thus, in early times, icons coming from the more heavily
wooded districts were generally quite thick, and the painted surfaces were hollowed out.
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Later, they were comparatively thin, and the margins were painted in imitation of the
raised borders of the earlier ones. When necessary, the back of a panel was strengthened
against warping by having two hollows cut into it, with an exactly fitting wedge inserted
into each. Processional icons which were to be painted on both sides of the board could,
for that very reason, not be slatted, and had therefore to be made of thick, well-seasoned
and excellent pieces of wood.

The face of the panel had to correspond to the plastered surface of the church walls
displaying the mural decorations, of which the icons were in a sense the counterpart.
With this end in view the board was covered with a thin layer of gesso, into which pow-
dered alabaster had been worked, and sometimes a layer of canvas incorporated. When
the gesso had hardened, it was smoothed down and polished, and only when a glossy
surface had been achieved was the panel ready for painting.

The artists worked in tempera, using raw yolk of egg diluted in rye beer his me-
dium and employing a palette of twenty-four basic colours. His first task consisted in
outlining his picture in cinnabar. a coat of white lead paint burnt to a greenish tinge was
generally applied to the picture next and the faces painted upon it in a darkish brown, on
which the features were then outlined in a reddish ochre, which was in turn touched up
with a lighter brown. In this way the shading, or rather the modeling, was produced by
the first and darkest coat of paint and not by the topmost one, the process being known
as okhreniye or "ochring". Shadows in the Western sense were unknown, but corres-
ponding effects were produced by various forms of highlights or b/iki; on the faces these
highlights were occasionally carried out in a dark ochre paint mixed with white lead, but
more often in white lead paint alone. When they took the form of tiny curved lines, they
were known as ozhyvki or "enliveners", but when, as in later times, they consisted of tiny
parallel lines, they were called dvizhki or "flecks". the highlights on draperies were pro-
duced by a variety of colours and were known as probely.

Specialization was resorted to in the workshops from a relatively early date, with
the result that experienced painters became responsible for the faces only, and in conse-
quence these artists became known as lichniki or "facial artists", whereas their pupils,
who came to be called dolichniki or "pre-facial artists", produced the figures and the
backgrounds. The scenes were presented either in an architectural setting known as pala-
ty, meaning "chambers" or "buildings", or against a landscape defined as gorki, meaning
rocks, because mountainous crags invariably figured in it; interiors were unknown, a ca-
napy or cupola sufficing to indicate that the event had taken place indoors.

The background of an icon was filled in last. It was generally done in gold leaf laid
over a priming made of red wine, and was known by the name of svet or "light" because
it was meant to represent the radiance of heaven. Sometimes it was damascened, made
of blend of bronze and gold known as inokop. For a time, silver backgrounds were also
popular in Russia, and, in Novgorod, in the fourteenth century, red backgrounds were
used, but soon after, white or rather pale ochre backgrounds became characteristic of the
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region, whereas green ones were preferred in Pskov and brightish blue ones were some-
times used by the artists of Tver.

The custom of embellishing icons with such precious adornments as metal haloes,
jewels, cloisonne enamels and stamped metal sheets was already established in pre-
Mongol Kiev; with the passing years it became usual to encase an icon in a costly metal
cover or riza, in which openings were cut to show the essential sections of the painting.
It also became the practice to swathe the icons which were laid upon lecterns with elabo-
rately embroidered cloths which were intended to protect them from dust.

Text 2

THE VIRGIN OF VLADIMIR. Constantinopolitan work of the second half of the
twelfth century. Tretyakov Gallery, Moscow.

This rendering of the Virgin and Child is known in iconography as "Our Lady of
Tenderness". The icon illustrated on this plate is the earliest panel painting to show it; it
is also, assuredly, the loveliest icon as yet known to us. It was specially commissioned
from a Constantinopolitan artist, whose name has not survived, by Prince Izyaslav of
Kiev, not later than 1132, and reached the Russian capital very soon after that date. Its
fate has always been closely linked to Russian history, and it was a result of political de-
velopments that, in 1164, Prince Andrew Bogolyubski transported it to Vladimir, the
city from which it takes its name. In 1395, it was moved from the cathedral of the As-
sumption at Vladimir to the cathedral of the same name at Moscow, where it remained
untill 1919, when it was sent to the State Restoration Workshops at Moscow for much
needed cleaning and treatment. The work was carried out with great skill, and on its
completion the icon was sent to the Tretyakov Gallery in Moscow, where it is now on
permanent exhibition.

The original Byzantine panel measures 78.1 - 54.6 cm.; the margins were added to
it later in Russia and have increased its size to 93.5 - 68.5 cm. Today only the faces of
the original painting survive, but they are of such incomparable beauty that this master-
piece continued to exercise a powerful influence over Russian icon painters throughout
the succeeding centuries. The greatest, and they include Andrei Rublev, produced their
own renderings of it, and even in this century many have turned to it for inspiration, as
well as to admire it as an outstanding work of art.

Text 3

THE ARCHANGEL GABRIEL. Russian work of the twelfth century. Russian
Museum, St.Petersburg.

Victor Lazarev ascribes this superb painting, part of a Deesis group, to royal work-
shop. It does indeed show Russian painting at its very best, for the profound humanism
of this early icon is clearly inspired by the deeply compassionate, yet essentially unsen-
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timental spirit inherent in the Byzantine rendering of the Virgin of Vladimir. Although
the style must have been evolved from that of Constantinople, comparison of the two
quickly makes it abundantly clear that the icon under discussion, notwithstanding its ear-
ly date, is the work of a Russian and not of a Greek artist. The elaborate gold streaking
of the hair resulted in this profoundly moving, truly monumental painting often being re-
ferred to as the icon of "The Goldenheaded Angel"

Text 4

DEESIS. Late twelfth- or early thirteenth-century work of the Vladimir-Suzdalian
school. Formerly in the Cathedral of the Assumption, Moscow, now in the Tretyakov
Gallery, Moscow.

The Deesis rendering belongs to the cycle of the Last Judgement, for the figures on
the either side of the Savior are interceding with Him on behalf og the damned. It was an
extremely popular scene in Vladimir-Suzdalian Russia, where the Virgin came to be re-
garded, as "The Hope of the Damned". Nevertheless, it was precisely at this period that,
in the principality of Vladimir-Suzdal, the figures of te Virgin and St John, whom it is
usual to see standing on the either side of the Savior with their hands raised in an atti-
tude of supplication, were replaced by two angels. Frequently, too, artists of this school
and period were fond of representing the three central figures of the Deesis group on a
single panel, as is the case here, rather than on three separate ones.

Very few examples of Vladimir-Suzdalian painting of pre-Mongol invasion date
survive, but all that have are of high quality. The icon illustrated here is a characteristic
work - it 1s imbued with the grace and elegance that are so much a part of the Suzdalian
tradition, where they blend poetically with the clarity of conception and artistic integrity
which form the basis if every true masterpiece. This painting expresses great intensity of
feeling. christ is shown in early manhood. His delicate features are those of an aristocrat,
but the general character of His face stylistically resembles that of the Savior in the mo-
saic Deesis scene in the gallery of the Cathedral of Hagia Sophia at Istanbul. But the
icon, for all its patrician delicacy, displays a more marked determination to contend with
everyday problems than does the Byzantine mosaic. Both the Virgin and St John, though
manifesting deep compassion, also show a similar resolution and vitality. Indeed, the
painting may well be regarded as a study of human fortitude, expressed with the greatest
dignity and restraint.

Text 5

THE NATIVITY. Ascribed to Andrei Rublev; 1405. Tretyakov gallery, Moscow.

This icon has often been called the "Zvenigorod Nativity", because it came to Ca-
thedral of the Annunciation at Moscow from that city. It is assuredly the finest Russian
rendering of the scene. As prescribed by tradition, the Virgin is shown in the centre, ly-
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ing extended on a rug at the mouth of the cave, with the Child beside her. The ox and the
ass gaze on the Child, and angels guard Him while, above, other angels guide the three
kings towards the scene; below, Thyrses informs Joseph of the event while attendants
bath the newly born child. The spacing of the scenes, the proportions of the figures, the
arrangement and interrelationship of the various groups are admirably worked out. The
luminous and harmonious colours are particularly glowing, and the rocks and vegetation
are beautifully rendered, but it is perhaps the almost classic handling of the figures, an
element which is to be seen most clearly in the group of maidservants tending the Child,
shown at the bottom of the icon, and in that of the mounted kings, who appear at the top
of it, which endows this masterpiece with its peculiar beauty and distinction.

Text 6

THE ANNUNCIATION. Andrei Rublev; 1408. Lime board overlaid with can-
vas.Tretyakov Gallery, Moscow.

Originally painted by the artist for the festival tier of the iconostasis of the Cathe-
dral of the Assumption at Vladimir, the icon was transported in 1775 to the church of the
village of Vasilievskoe in the county of Ivanov -Vosnessensk, whwre it remained until
the outbreak of the revolution, after which it passed into the state collections.

In icon painting no scenes ever shown take place indoors; the facades of the build-
ings in which they are supposed to have occurred are used instead to form their back-
grounds. The Annunciation is one of the scenes which is always presented in this
manner. In this painting the Virgin's head may at first sight appear to be too much in-
clined, but closer study will soon show how, offset as it is by the complex, rectilinear
architectural forms in the background, the curved lines of her head and shoulders serve
to focus attention on the commanding figure of the angel, whose role in this scene is as
important, if not indeed more so than the Virgin's. The rounded roofs of the corner
building and the curve of the drapery suspended from one to another of them, maintain
the rhythm of the composition in much the same way that the Virgin's inclined body and
round halo offset and also harmonise with the architectural character of her throne and
the buildings behind it. the superb spacing and the admirable proportions of the figures,
their gentle nobility, their emotional power and also their serenity clearly reflect a mas-
ter's hand. The lovely colours are blended and balanced with equal skill, and a profound
and moving spirituality pervades the scene. This icon is as fine as a better known version
of the Annunciation, painted by Rublev in 1405 for the Cathedral of the Annunciation at
Moscow, and there is no reason for questioning the attribution of the present panel to the
same artist.



Text 7

THE CENTRAL ANGEL FROM THE OLD TESTAMENT TRINITY by
Andrei Rublev; 1411. Lime board overlaid with canvas. Tretyakov Gallery, Moscow.

The second half of the fourteenth century owed of its cultural and spiritual devel-
opment to the influence of three outstanding clerics; one of them, St Sergius of Rado-
nezh, founded in 1337, on a site to the northeast of Moscow, in the village which is
known today as Zagorsk, the Monastery of the Trinity and St Sergius. Under his direc-
tion it soon became the largest monastery in Great Russia and an important centre of
icon painting, for Sergius, who was anxious to foster a rebirth of the arts, provided it
with its own workshops. Andrei Rublev became a monk at this monastery while Sergius
was still its superior, and probably received most of his artistic training in its workshops.
He painted the icon of the Old Testament Trinity in1411, when he returned to the mo-
nastery after working in Vladimir and in Moscow, to commemorate Sergius, who had
died but recently. The icon was intended to occupy a place above the saint's tomb, with-
in a cathedral which was being built over the grave.

The painting is Rublev's masterpiece. It has often been reproduced in its entirety in
Western publications; this detail contains the essence of Rublev's magic, conveying a
clear impression of his profoundly spiritual yet restrained and entirely unsentimental ap-
proach. Its deeply emotional power depends largely on the skill with which Rublev se-
lected his soft yet deep and essentially luminous colours, blending them to produce
extremely harmonious effects while, at the same time, setting off the grace of his firm
yet delicate and flowing line. His artistic sensibility is easier to appreciate if the heart-
shaped modeling of his angel's face is compared with that of the Archangel Gabriel, for
Rublev has refrained from unduly emphasizing the convention, and has skillfully used
the shading round the eyes and along the sides of the face to express the angel's intros-
pective mood.

Text 8

A BIOGRAPHICAL ICON OF ST GEORGE. Novgorodian work of the four-
teenth century. Russian Museum, St Petersburg.

Biographical icons became extremely popular in the fourteenth and fifteenth-
century Russia. In some, the strictly iconic was adhered to; in others, the folklorist ele-
ment was allowed expression, when it was often combined with details of costume or
furniture drawn from contemporary life. The Novgorodian icon illustrated here is a spi-
rited example of the iconic style, enlivened by touches of genre elements. Each of the
small scenes is imbued with artist’s mastery of the problems of spacing and proportion,
and by his ability to invest his somewhat unsophisticated interpretations with clarity and
dignity. The central representation, as is usual in icons of this type, is considerably larg-
er in size than the scenes which frame it; it displays a greater elegance and subtlety than
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do the rather more archaic subsidiary scenes. It presents a lithe and graceful St George,
astride a prancing, extremely fine horse, being welcomed by the princess who holds the
lead of a vanquished, rather heraldic looking dragon, while her parents watch the scene
from the town's battlements. St George's face, like that of the princess and her parents,
is treated in a markedly naturalistic manner, and this naturalistic approach is reflected
anew in the period costumes worn by the princess and her parents, as well as in the cha-
racteristically Novgorodian appearance of the architecture.

The scenes forming the boarder are archaic in conception, but their genre elements
are in keeping with taste of their own time. Starting from left to right, in the top margin
we see 1.5t George distributing his possessions to the poor; 2. soldiers lead him bound;
3. they conduct him to the emperor; 4. they imprison him; on the left border 5. they tor-
ture him on a wheel; 6. they flay him with hooks; 7. they rub him with stones; on the
opposite border 8. St George casts down idols; 9. he is beaten; 10. he is burnt with
torches; along the lower margin 11. St George is boiled; 12. he is dismembered with a
sword.

Text 9

CHRIST ENTHRONED. Muscovite work of the early fifteenth century. Hann
Collection, USA.

This traditional presentation of the Savior enthroned must originally have formed
the central panel of a Deesis group. Christ is shown seated on a throne of a typically fif-
teenth-century type, holding in His left hand a bible open at the text, "Come unto me and
be justly judged". A mandorla surrounds Him, filled with cherubim, while the emblems
of the apostles occupy triangular sections protruding at the corners. The figure is noble,
indeed majestic, the drapery dynamic and splendidly modelled. Novgorodian influence
is responsible for the fine colour scheme and that of Theophanes the Greek for the faces
of the cherubim, but the Savior is given the small, rounded head and delicate features
characteristic of early fifteenth-century Muscovite work. This is a fine example of the
sort of icon which, following in the Rublev-Danila Cherny tradition, was probably typi-
cal of the early Muscovite school, but which is now a rarity, the majority of the panels
belonging to this period having perished in the great fire of 1547.

Text 10

THE VIRGIN OF TENDERNESS. Pskov; early fifteenth century. Hann Collec-
tion, USA.

This rendering of the Virgin and Child is derived from that introduced into icono-
graphy by the icon of the Virgin of Vladimir, but in the element of affection linking
Mother and Child is far more strongly stressed than in the original version. Here the use
of triple white lines to indicate the highlights recall those on the icon of four saints
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shown on Plate 23; but whereas the brilliant colours which appear in the latter are typical
of the Novgorodian school, the sombre tones of this panel and the modeling of the faces
are characteristic of Pskovian painting. The figures of the Virgin and the Child are sur-
rounded by those of thirteen saints. Starting from the top left-hand corner, those on the
top register represent St Nicholas, St George, St Demetrius and St Paraskevi; St Peter
and Elijjah appear on the left panel; St Paul and St John on the right; St Blaise,
St Anastasia, St Florus, St Laurus and St Cosmas along the bottom.

Text 11

THE TRANSFIGURATION. Novgorodian work of the second half of the fif-
teenth century. Formerly in the Tretyakov Gallery, Moscow, now in the Hann Collec-
tion, USA.

This lovely painting closely follows the traditional lines prescribed by Byzantine
iconography. Above, it shows Christ set against a six-pointed star, surrounded by a glo-
riole, with Elijah and Moses standing on rocky peaks on either side of Him. Three rays
emanating from behind Christ’s body direct attention to the startled apostles seen below.
The delicate yet firm character of the drawing is balanced in this painting by the truly
superb colours, the admirable proportions of the figures to the whole, and the spacing of
the two groups of people. The poses of the apostles and their startled expression contrast
with the quiet majesty of the figures shown above and produce a dramatic effect, but
much of the distinction of the painting is due to the skilful way in which their bodies are
foreshortened.

Text 12

THE DEESIS CYCLE. Novgorodian school; turn to the fifteenth century. Former-
ly in the Tretyakov Gallery, Moscow, now in the Hann Collection, USA.

Though the figure of the Savior flanked by those of the Virgin and St John symbo-
lise the Deesis, the customary cycle includes at least four additional figures, and often
many more. The four additional, basic figures consist of the archangels Gabriel and Mi-
chael, and the apostles Peter and Paul, the group of seven forming what is known as a
chin or "order". The chin shown here is an important work which closely adheres to tra-
ditional lines. The silhouette-like outlines and inclined heads of the outer figures reflect
the persistence of Rublev's influence in works where, as here, the faces follow Byzan-
tine tradition. The colours in all seven panels are good, but the schematic treatment of
the drapery and the look of alertness in the figure of Christ, as well as the decorative
considerations responsible for the manner in which He is presented, all reflect Muscovite
taste. The panels may well have been painted by a Novgorodian artist who had come
under Muscovite influence when the presence of Italian artists in the capital was arous-
ing widespread interest.
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Text 13

THE DORMITION. Novgorodian work of the turn of the fifteenth century. For-
merly in the Morozov Collection in the Tretyakov Gallery, moscow, now in the Hann
Collection, USA.

This is the customary rendering of the scene, showing the Virgin on her bier, sur-
rounded by saintly mourners, while the Savior in a mandorla, or glory, appears behind
her holding her soul in the form of a tiny child. The treatment of the subject is essential-
ly linear, the Virginls body forming a strongly marked curve, the movement of which is
reflected in the bowed figures of many of the mourners. The sombre colouring and the
profusion of gold hatchings, as well as the artist’s preoccupation with vestments and the
elongation to which the figures have been subjected, denote a relatively late work,
though one which closely adheres to earlier traditions.

Text 14

THE VIRGIN AND CHILD. Moscow; turn of the sixteenth century. Hann Col-
lection, USA.

Iconographically, this rendering of the Mother and Child is known by the name of
the "Virgin Hodegetria", or "Pointer of the Way", because she indicates the Child with
the right hand, while Christ performs the blessing with His. Though this closely follows
the form laid down by Byzantine tradition, the features of the Virgin's face clearly re-
flect the effect of the Western influences which were reaching Moscow from Europe at
this time. However, the Child's face continues to conform to the iconographic style, but
the profuse use of gold hatchings, used to indicate the folds of His robe, are characteris-
tic of later Muscovite painting. The beautiful silver filigree and enamel haloes are
adorned with precious stones, and display the fine workmanship achieved at that time;
the embossed metal frame is of a very slightly later date.
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Part 2

Some Facts and Notions about the Early Russian Art
(to be translated into English)

HekoTopble cBeaeHNs1 1 MOHATUSA U3 APEBHEPYCCKOro UCKYCCTBa

BJIATOBEILIEHUE - oquH u3 ABYHAAECATBIX XPUCTHAHCKUX MPa3qHUKOB, Ta-
narommx Ha 25 mapra (7 anpensi). Y CTaHOBJIEH B BOCHOMHUHAHHUE O BO3BELICHUM apXaH-
resioMm ["aBpumiom Jlese Mapuu Taiinbl BoruiomieHus: yepe3 Hee bora-Cnosa (JIk1, 26-
38). C mormaTuyeckoi TOUKHU 3peHus biarosenieHne - BaKHEUIIINIT MOMEHT CBSIIICHHOMN
HMCTOPHUU: TIPEKpaIIeHUEe JICHUCTBHS 3aKOHA M HAYalo JCUCTBUs Oyarogatv (CO CIIOB ap-
xaHrena "panyiics, bnaromaraas!"), T.e. cmeHa 3aBetoB. M300paxenus "bnarosemenus”
M3BECTHBI C V Beka; ukoHa "biarosemnienue" BXOIUT B COCTaB MPAa3JIHUYHOTO Psijla KO-
HOCTaca pyCcCKOro mpaBoOCIaBHOrO Xpama.

BOI'OABJIEHUE - onHO 13 Ha3BaHUM ABOMHOIO XpPUCTHAHCKOTO IPa3/IHMUKA, OT-
HOCSILETOCS K YUCITY JABYHAJIECIATHIX U YCTAHOBJIEHHOIO B BOCIIOMHMHAHUE O JIBYX OJIHO-
BpeMeHHO npousomenmux coositusax: Kpemenun Mucyca Xpucra B Bonax Mopnana u
aienun ipu Mopnane Bcex tpex il CB. Tpounbl. U300paxkeHus: kpeiieHust Xpucra B
HNopnane Hapsigy ¢ M300pakeHUSIMH HOBOOOPAILIEHHBIX XPHUCTHAH, HaJl KOTOPBIMHU CO-
BEpILIaeTCsl TAMHCTBO KPEILIEHUs, U3BECTHHI YK€ B JKUBOIMUCHU KaTakoMO; ukoHa "boro-
apienne" ("KpemeHnune") BXOAUT B COCTaB MPAa3gHUYHOTO PSLa UKOHOCMACA PYCCKOTO
IIPAaBOCIIABHOT'O Xpama.

BBEJIEHUE BO XPAM IlIpecBsToit boropoauiibl - OMH U3 JIByHAJECATHIX XpHU-
CTHAHCKHUX Mpa3JHUKOB, Majaloimux Ha 21 HOsOps (4 AexaOpsi) U yCTAaHOBJICHHBIM B
BOCIIOMHUHAHHE O BBeJIeHUM TpexieTtHen Jlessl Mapuu B Mepycanmumckuid xpam U I0-
cBaleHNU ee bory (Bo ncmoiaHeHue o0era, TaHHOTO 1o ee pokaeHun). Mkona "Baene-
HUE BO XpaMm'" BXOJHMT B COCTaB IMPA3IHUYHOIO psAda UKoHoOcmaca PyCCKOTO
IIPAaBOCIIABHOTO Xpama.

BEJIYM (nart. - napyc) - B IKOHOIMCH TKaHb (OOBIYHO KPAaCHOTO 1LIBETA), MEPEKHU-
HyTasi B BUJE IOJIOTa MEXIY JBYMs apXUTEKTYPHBIMH COOPY>KEHUSMHU. B HEKOTOpHIX
ukoHax ("PoxnaectBo boropoauis", "Beeaenue boropoauiiel Bo xpam", "bnaroseie-
Hue", "CpereHue") BeIyM CHUMBOJM3UPYET COOON MpeoOpa3oBaTEbHYIO CBSI3b MEXIY
Berxum u HoBbim 3aBetamu. Mkonorpadus BexymMa BOCXOAUT K aHTUIHOCTH.
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BO3JIBUKEHUE KPECTA T'ocnionHs - OIUH U3 JIBYHAJAECATHIX XPUCTHAHCKUX
Mpa3HUKOB, Najatoumx Ha 14 (27) ceHTsa0psi U yCTaHOBJICHHBIN B BOCLIOMHUHAHUE O YYy-
necHoM oOperennu roiarogckoro kpecta Cs. Enenoii B 326 roay, Bo BpeMst IKCIIEAUITUN
1o cBATHIM MecTamM. OOpeTeHHBIN KpecT ObUT BOSHECEH HaJ TOJMOW (BO3JIBUTHYT) MpU-
CYTCTBOBABIIUM TIpHU 3TOM coObITuM MakapueM, enuckonoMm HMepycanumckum. OTcrona
Y MPOUCXOIUT Ha3BaHue mpa3nHuka. Mkona "Boznemxenue Kpecra" BXoaut B cocTaB
MPa3JHUYHOTO PSIia UKOHOCMACA PYCCKOTO MPAaBOCIABHOIO Xpama.

BO3HECEHUE T'OCIIOJAHE - onvH U3 JBYHAJECATHIX XPUCTUAHCKHUX Mpa3Ji-
HUKOB, YCTaHOBJIEHHBINH B BocrioMuHaHue o Bosnecennn Crnacurtens BO IJIOTH Ha HEOO,
B npucyTcTBUM ero yueHukoB (Mkl6, 19, JIk24, 51, ean 1, 4-11) u orMeuaeMblil Ha
copokoBoit aeHb nocie [lacxu. Kanonnueckas nkonorpadus "Bo3Hecenus" ckiaapiBa-
eTcst yxe B IV Beke U JoCTaTOYHO BOCTIPOM3BOJIUT HOBO3aBeTHbIN TekcT ([esnl, 4-11).
HckiroueHne cocTaBisieT Jiniib n3o0paxkenne boromarepu-OpaHThl, MpeACTaBISIOMIEH
coOupaTeapbHbIM 00pa3 HOBO3aBETHOMU IIEpKBU. TakuM 00pa3oM pacKphIBAETCs TOTMaTH-
YECKUW CMBICI MPa3/IHUKA - POXKIACHUE LIEPKBU XPUCTOBOM, BOCIIPUEMHHUKAMU KOTOPOH
CTaHOBSTCS MpUCYTCTBYyIolue npu Bo3necenun anocronsl. Mkona "Bo3Hnecenue" BXo-
JIUT B COCTaB MPA3JHUYHOTO PsiJia UKOHOCMACA PYCCKOTro MPAaBOCIABHOTO Xpama.

BOXPEHME - B MKOHONKMCH NOCTENEHHBINA MEPEXO0] OT OCHOBHOTO TEMHOTO TOHA
(cankups) K Ooyiee CBETIBIM. JlocTHTaeTcs mociea0BaTeIbHBIM HAJ0)KEHHUEM CIIOEB OX-
pBI ¢ 106aBeHHEM Oenni (MHOTAa TOJIBKO OCIIHII).

BXO/JA B UEPYCAJIUM - o1MH U3 JBYHAJECATHIX XPUCTHAHCKUX IPa3IHUKOB,
YCTaHOBJICHHBIA B BOCIIOMUHAHUE O npuObITUH Xpucra B Mepycanum nepes cBoeit my-
YEHUYECKON KOHUYMHOM M BOCKpeceHrueM. OTmeuaercsi B MOCIEIHEE BOCKPECEHUE TIEPE/T
[Tacxoii. JIpyroe Ha3BaHHWe Tpa3gHUKa - Henenas Bawuii (T.e. MaJbMOBBIX BETBEH), IMO-
CKOJIbKY, COTJIaCHO €BAHTEJIbCKUM CBHUJIETENIbCTBAM, *)uTeau Mepycanuma BBIIUIM Ha-
BcTpeuy Mucycy ¢ majabMOBBIMH BETBAMH. B I1IEpKOBHOM pHTYyale, CIOXHUBIIEMCS B
Poccun, ponb manbMOBBIX BETBEH UTpaeT BepOa; oTcrona - BepOHoe BockpeceHbe. YcrTa-
HoBJieH ¢ III Beka. Mkona "Bxox B Mepycanum" BXOAUT B COCTaB MPa3JHUYHOIO Psiaa
UKoHocmaca pyccKoro MpaBOCIaBHOTO XpaMma.

TIINMKOD®UJIIYCA (rped. - cinaakoio03aroIias) - OJUH M3 CaMbIX PacIpocTpa-
HEHHBIX TUIIOB M300pakeHus boromarepu ¢ miajgeHeM: MiaaJeHel] cCuaIuT Ha pyke bo-
roMarepu, MpKUMasch IIEKOM K ee Ieke. B nmuTepaType M3BeCTeH MOJl Ha3BaHUEM
Eneycor (Ymunenus). C normarudeckoit Touku 3peHus [ nmukoduinyca npooOpasyer Kpe-
CTHY!0 >kepTBY Xpucta CracuTelns Kak BbIcIIee BbIpaskeHue no0Bu bora k mogsam. Ca-
Moe paHHee n300paxkeHue Takoro Tura oTHocutcs K 650 rony (dpecka B nepkBu Canta
Mapus Antuksa). [Tonyuaer mupokoe pacnpoctpanenue B XI - XII Bexax B cBsizu ¢ 60-
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TOCJIOBCKMMH CIIOPaMH O KPECTHOM JKEPTBE U HEKOTOPHIMU U3MEHEHUSAMU B MIPABOCIIAB-
HOM OorociykeHuu. K 3ToMy THITy OTHOCATCS Tak)Xe TaKHe ITUPOKO MOYUTAEMbIC B
Poccun ukonsl, kak Biagumupckas, ®egoposckas, J{oHckas u ap.

JABUKKHU (0xuBKH, OTMETKH) - OCIUIIbHBIC OJIMKH, MOJIOKEHHBIC TTOBEPX BOXpE-
HUS Ha JJUYHOM MMHUCHhME; MOTYT UMETh ()OpMY Ma3KOB, IISATEH, JJMHUHI U T.II.

JABYHAJIECSATBIE INPA3JIHUKMU - nBeHaauath OCHOBHBIX MPAa3JHUKOB, yCTa-
HOBJICHHBIX PYCCKOH MPaBOCIABHOM LIEPKOBBIO B BOCIIOMUHAHUE O COOBITHIX U3 JKU3HU
Xpucra, boromaTtepu, a TakKe 0 HEKOTOPBIX COOBITUAX M3 LIEPKOBHOM ncTopuu. Bruiro-
4aroT B ce0s JIEBITh HEMOABMKHBIX MPA3ITHUKOB, OTMEYAEMbIX B OJIHO U TO K€ BPEMSI:
PoxnectBo boropoauuel, Bo3asmxkenne Kpecra, Beenenue Bo xpam, PoxnectBo Xpu-
ctoBo, borosiBnenue (Kpemenue), bnarosemenue, Cperenue, [Ipeobpakenue u Ycme-
HUe boropoauupl - U TpU MOJABHKHBIX, CBSI3aHHBIX C MacXaJbHBIM IMKIOM: Bxon B
Nepycanum, Bo3necenue, ComectBue CB. [lyxa Ha anoctonoB. IKOHBI, TOCBSIIEHHBIE
JIBYHAJIECATHIM IIPa3IHUKaM, COCTABIISIIOT OCHOBHYIO 4acCTh IPA3JHUYHOTO PSAOA UKOHO-
cmaca PyccKOoro NpaBOCIaBHOIO Xpama.

JAEUCYC, neucycHbli 4uH (Iped. - MOJICHHE, MPOILIEHUE) - UKOHA WM TpyIIa
WKOH, MMeEIIIas B MeHTpe u3o0paxenne Xpucrta-Bcenepxkurens (IlanTtokparopa), a
CIpaBa U CjieBa OT HEro COOTBETCTBEHHO - boromarepu u Moanna Kpecrturens, npen-
CTaBJIEHHBIX B TPAJAMIIMOHHOM >KECT€ MOJIMTBEHHOI'O 3aCTyNHHUYECTBA. MOXKET BKIIIO-
4yaTh B ce0s aHAJIOTMYHbIE M300paKeHHs aroCTONOB, CB. OTIIOB, CB. MyYEHUKOB M IIp.
OCHOBHOM JTOTMAaTUYECKUN CMBICT MOJOOHBIX WMKOH - MOCPEIHUYECKass MOJUTBA, 3a-
CTYIIHUYECTBO 3a POJ JIIoJCcKoU mnepen auroM rpo3Horo Hebecuoro Lapsa u Cyauit (ot-
ctona [eucyc kak sapo xommosuimu "Crpamssii Cyn'). B mociaenkoHOOOpYEeCcKy o
amoxy ukoHa "Jleucyc" momemnianace Ha apXuTpaBe HEBBICOKOW alTapHOM Iperpaabl BU-
3aHTHICKOTO Xpama, a 3aTeM YK€ Ha PYyCCKOW MOYBE MPEBPATUIIACH B JACUCYCHBIA YMH
BBICOKOTO MKOHOCTAca.

3HAMEHMUME (boromareppr 3HamMeHHE) - HMIMPOKO PACTPOCTPAHEHHBINM THUIT H30-
Opaxxenuss boromarepu, OCHOBaHHBI Ha BaKHEWIIeM W3 TpopouecTB Mcaiin, HEOIHO-
KpaTHO MPUBOJAMMOM B HOBO3aBeTHbIX TekcTax (Mc7, 14): "Cam l'ocnoap nmact Bam
3HameHue: ce, /{eBa Bo upeBe npuMer u poaut CeiHa, U HapeKy uMs Emy: Ommanymit'.
[Ipencrapisier boromareps ¢ MOJHATBIMU PACKHUHYTHIMH B CTOPOHBI pykamu (OpaHTy),
HECYIIyI0 Ha Tpyau u300pakeHne Xpucrta-IOMMaHyuiaa (0OBIYHO B KPYTJIIOM MeEIaibo-
He). LleaTpanpHas Tema 3Toro uzoopaxenus - BortomnieHrne CoiHa boxxbero B uemoBeye-
ckoM obOpasze. W3obOpaxenus boromatepu 3HaMeHHE TMOJIY4YalOT  IIHPOKOE
pacnpoctpanenue B XI - XII Bekax kKak B BU3AHTHMCKOM, TaK U B JIPEBHEPYCCKOM HC-
KyccTBe. OIHAKO caMO HauMEHOBaHUE "3HamMeHue" U3BECTHO TOJILKO Ha PYCCKOW MOYBE
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U CBA3aHO, OYEBUIHO, C TEKCTOM BeTX03aBeTHOro mnpopouectBa Hcaiin ("T'ocnonp gact
BaM 3HaMmeHue..."). Bo Bcex ocTalbHBIX MecTaX MOAOOHBIM M300paKeHUSIM MpHUCBanuBa-
JIUCh CaMble Pa3HOOOpPa3HbIE AMUTETHI, 3aMMCTBOBAaHHBIE TJIABHBIM 00pa3oM U3 MOJIMT-
BEHHBIX TMECHOMEeHu! B yecTh boromarepu. M3 MKOH 3TOr0 TUma 0co0yr0 U3BECTHOCTh
npuoOpena Ha Pycu mkona boromarteps 3namenune HoBropojckas, okazapiias 4yjec-
HYIO IOMOIIF HOBrOPO/IIIaM BO BpeMeHa WX OMTBHI ¢ cy3aanbiiamu B 1169 roay. [lamsate
27 nosi6ps (10 nexabps).

NKOHOCTAC (rpeud.) - ycTaHOBIIEHHas MKOHAMU TIPErpaja, OTAEISAIOMIAs allTaphb
OT OCTAJIbHOT'O MPOCTPAHCTBA MPABOCIABHOIO Xpama; CKIIAJbIBAETCS B LIEPKOBHOM HC-
kycctBe [peBueit Pycu Ha pybexe XIV - XV BekoB. B HacTosiiiee Bpemsi BKIIOYAET B
ce0s AT OCHOBHBIX PSJOB: MECTHBIM - ¢ HKOHAMH, 0CO00 TTOYMTACMbIN B TAHHOW Me-
CTHOCTH, B TOM YHCJIE M C XpaMoBOi (BTopas cmpasa oT Llapckux Bpar); neucycHsiii;
Mpa3IHAYHBIN; TpOopoUecKuil (B IEHTpe - boromareps ¢ MiajeHIieM) 1 MpaoTeueckuit (B
IeHTpe Tak HazbiBaeMmas HoBozaBeTHas Tpowuiia); MKOHOCTAC BEHYAET pacrsTue. B mec-
TOM, JOIOJIHUTEIBHOM Py MOTyT uzoOpaxkatbcsi Ctpactu XpucroBsl, CoOop Bcex
CBATHIX U Np. B BuU3anTum nkoHOCTaCc 3aMeHsIa HEBBICOKAs alTapHas Mperpaja, Ha Ko-
Topyto, HaunHas ¢ VII Beka, craBuics kpect (CBunerensctBa Codponnst Uepycanum-
ckoro u l'eoprus Amaprona), a npu umneparope Bacunuu Makenonsaune (876 -
886 rr.) - uxona Cnacutens. [locreneHHo Kk HeMl cTanu J00aBIATHCS APYTUE JEUCYCHBIC
U Tpa3JHUYHBIE UKOHBI (COCAMHSBIINECS WHOT/Ia HAa OJHOW JOCKE - TaK Ha3bIBaeMbIU
TEMIUIOH), U3 KOTOPBIX YK€ Ha PyCcCKOM mouse chopmupoBaics ukoHoctac. Kak ciox-
Has CHCTEMa CBSIICHHBIX U300PKEHUM MKOHOCTAC MOXET OBITh MOABEPTHYT Pa3HO00-
Pa3HBIM CUMBOJIMYECKUM TOJIKOBAHUSAM.

MAHIOPJIA (utan. - MUHAQIMHA) - B MKOHOIIUCH CUsIHUE B (hopMe OBajia, B KO-
TOpOM H300paxanuch Xpucroc u boromareps.

OJUT'NTPUSA (rped. - myTeBOAUTEIBHUIIA) - OIUH U3 CAMBIX PACIIPOCTPAHEHHBIX
TUTIOB M300pakeHust boromarepu ¢ miazeHiem; MiaJeHel CUIUT Ha pykax boromare-
pH, TIpaBoOi pyKOH OH OJAroCiIoBIISET, a IEBOW JIEPKUT CBUTOK - PEKe KHUTY, UTO COOT-
BETCTBYeT HKOHOrpaduueckomy tumy Xpucra I[lantokparopa (Bcenepxurens). C
JIOTMaTUYE€CKOW TOYKU 3PEHUS] OCHOBHOW CMBICI 3TOro 0Opasa - sBienue B mup Hebec-
Horo Ll{aps u Cyauu v nOKIIOHEHHE HAapCTBEHHOMY MJiajeHIy. CylecTBYOT pa3InyHble
MPEANON0KEHUSI OTHOCUTENBHO MPOUCXOXKICHHS 3TOTO THUMa HM300paxeHus: boromare-
pu, 0€3yCJIOBHO, SBJISIONIETOCS OJHUM W3 JPEBHEHIINX (XOTS caMO HaMMEHOBAHUE
"Onurutpus" mosiBIseTca B UCTOUHUKaX He paHee [X Beka). [lo mpenanuro, camas mnep-
Basg mkoHa Oaurutpuu ObUTa UCIOJIHEHA eBaHTenucToM Jlykoi, mpuBe3eHa u3 CBATOU
3emnu EBpokueit, xxeHoil umnepaTopa @eonocusi, 0KOJIO cepeauHbl V BEKa, a 3aTeM I0-
MenleHa Bo BinaxepHckom xpame (10 IpyrMM MCTOYHUKAM - B Xpame MOHacTeipsa Onu-
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TOH, OTYEro, BEPOSITHO, U MPOUCXOAUT €€ HazBaHue). Ha ocHoBaHuUM 3TOro npengaHus
psa “ccneaoBaTene mouaraet, YTo THO OauruTpun chopMupoBaiCcs Ha XPUCTHAHCKOM
Bocroke u yxe ortyna Obut 3aBe3eH B Buzantuto. [lo Apyrum mpeanonokeHusM 1u30-
opaxxenue boromarepm OguruTpuu BbIIEIWIOCH W3 Kommnosunuu "lloxkmonenne Boi-
XBOB", IIHPOKO pacHpOCTPAHEHHON B PAHHEXPUCTUAHCKOM HCKYCCTBE: B IMOJb3y 3TOrO
MPENOJIOKEHHS CBUIETEIBCTBYET HE TOJBKO TUIIOJIOTUYECKask OJIM30CTh, HO U CXOJHBIH
CMBICIT 000ux n3o0paxeHuit. [1o Bcelt BEposSATHOCTH, cCaMble paHHHUE U300paKEHUS MPe/I-
CTaBJUIM boromarepp B pOCT, CTOAILIEH WM CUISIIEH, OAHAKO BIIOCIEACTBUH MPEAIIOY-
TEHHUE OTAABAJIOCH NOSICHBIM CIIUCKAM.

HNxona boromarepn OAUTruTpUu MOJIb30BAIACH YPE3BBIUANHBIM IOYUTAHUEM B Bu-
3aHTUU; CIIMCKHU C HEE MOJYYWIN IIMPOKOE paclpocTpaHeHue u Ha Pycu ¢ camoro Hava-
Ja ee XpucthuaHuzanuu. K 3ToMy TUIy OTHOCSTCSI TaKHE IIUPOKO MOYUTaeMble Ha Pycu
uKOHBI, Kak Cmonenckas, Mepycanumckas (I'py3unckas), Tuxsunckas, iBepckas u zip.
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