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The Golden Gates of Suzdal’s Nativity Cathedral, decorated in
a durable technique of copper gilding, is a unique example of 13th-
century monumental Russian art. The album contains a complete
set of plates showing Suzdal’s Golden Gates.

M3paTenbcTBO «McKyccTBO», 1978 T.



3naTble BpaTa Cy3[anbCKoro POX/[ecTBEHCKO-
ro cobopa npuHagnexar K uucny nNamaTHWKOB,
B CBOE BPEMS He W3Y4eHHbIX [eTanbHO U He OLe-
HEeHHbIX MO0 AOCTOMHCTBY. Mexay Tem Cy3fanbCkue
BpaTa, MCMOMHEHHble B [JONTOBEYHON TEXHUKe 30-
NOTO HaBOAKM Ha Meful He W3ypoAoBaHHble HU
BPEMEHEM, HW MO3AHEAWNMM  pecTaBpayuamMmn2,
ABNAIOTCA 3HAUNTENbHEALIMM NaMATHUKOM MOHY-
MEeHTaNbHOro WCKYCCTBAa W CBOEr0 POja YHWKaib-
HbIM atnacom ukoHorpagum XII—XIII  Bekos.
B uckyccTBe pycCKOro CpeAHeBeKOBbA B 3TOI
TEXHWKE HET HM OJHOr0 PaBHO3HAYHOro nNpousse-
feHns. Kak HW CTpaHHO, HO BpaTta PoxfgecTseH-
ckoro cobopa B Cysgane, efBa N He caMblii 3Ha-
YnTeNbHbIN  NamMATHUK  Bnagumunpo-Cysganbckoi
KyNbTypbl, B  WCKYCCTBO3HaHWM  ynoMuHancs
BCKONMb3b. O6GbIYHO BOMpoC O BpaTax Ae6aTupo-
BaNCA C TOYKW 3PEHWA UX UCTOPUM U AaTUPOBKN3.
Ewe yausutensHee, 4to CysaanbCKue BpaTta MpuHa-
TO OTHOCUTb K MNPUKNaAHOMY WCKyccTBy4. Takas
HefooLeHKa BpaT, HECMOTPA Ha CpaBHWUTENbHO
NONHYIO WCTOPUYECKYIO [OKYMEHTALW0, BPAf n
faeT BO3MOXHOCTb MNpPaBUbHO HaWTUM MecTo na-
MATHUKA B WCTOPUW MCKYCCTBa XOTA 6Gbl NOTOMY,
YTO WCTOPUYECKME [OKYMEHTbl B JyulleMm Ccry4ae
CTAHOBATCA /MWLWb BCMOMOraTeNbHbIM CPeAcTBOM
[LNA onpefeneHns ero WUCTopuuyeckoi Tomorpaguu
1 Janeko He Bcerga MO3BONAIOT MPOHUKHYTL B
[YXOBHYIO CYLIHOCTb Xy[O0XeCTBEHHOro o6pasa.
Mpexae yem 06paTUTbCA K aHanu3y BpaT, Hamnom-
HUM BKpaTLie 006CTOATENbCTBA WX CO3[aHMA.

N3 netonucu wn3BeCTHO, 4TO B 1222—1225
rofjax Ha MecTe paspyLUMBLUErocs YCneHcKoro co6o-
pa kHA3b FOpuii BceBonogosuy noctpoun B Cyspane
LIepKOBb  ,,KpPacHelilylo nepBbIA“ — 6GenokameH-
HbIi POXAECTBEHCKWIA cobop, Tpexrnaebli, yKpa-
LUeHHbI pe3b6oii No KamHio. [Mo cBoell KpacoTe
1 OPUTMHANLHOCTW cobop 6bin OAHUM U3 3ameva-
TeNbHbIX COOPY)XEHWA Cy3anbCKOro 3044ecTBa.
B 1233 rogy non xpama 6blin BbINOXEH LBETHbI-
MU MalONMKOBbIMW  NANTKAMW  ,,MOPOMOPOM
KPacHbIM  pPasHO/NMYHBLIM®, @ CTEHbl pacnucaHbl
pOCTOBCKMMUM MacTepamu5 B 3TOT nepuog 6bl-
NN cOo3haHbl UM 3HaAMeHWTble Cy3ganbckue 3na-
Tble Bpata. O TOM, C KakuM BHWMaHWeM W Nio-
60Bbl0 OTHOCWUNWCL K WCKycCTBY BO Bnagumupo-
Cy30a1bCKOM KHSXKECTBE, MOXHO CyAuTb MO ONu-
caHMAM XxpamoB B J1aBPeHTbEBCKOW U MnaTbeBCcKoi
netonucax. B NeTonucHbIX cBojax Apyrux KHsa-

Till recent time the Golden Gates in the Suzdal
Cathedral of the Nativity were not studied in detail and
the significance of this monument couldn’t be fully
understood. However the gates are important not only
as a masterpiece of monumental art but also as a
unique atlas of iconography of the twelfth-thirteenth
centuries. The Suzdal gates have reached us not
maimed by time or subsequent restorations, with a
well-preserved guilding made on copper in a technique
that was not used in any other comparable work of
mediaeval Russian art.I 21t is strange that such an
important monument of Vladimir-Suzdalian culture
was only casually mentioned in literature, the
discussion being usually confined to its history and
chronology.3Even more surprising is the fact that the
Suzdal gates are often spoken of as a production of
applied art.4 Such underestimation of the monument
can hardly help one to find its true place in the history
of art. The gates are mentioned in many historical
documents; but such materials, valuable as they are
for the reconstruction of the historical topography of
an old work, do not always disclose before us its
innermost essence. Our analysis of the work itself will
be preceded by a short account of events related to its
creation.

As chronicles tell us, in 1222—1225 Prince Yuri
Vsevolodovich had a church erected in Suzdal, on the
site of an old demolished church. The new church,

more fair than the first”, was consecrated as
Cathedral of the Nativity. It had six pillars and three
domes, was built of white stone and decorated with
carving. The beauty and originality of design made it
one of the finest pieces of Suzdalian architecture. In
1233 the floor was covered with majolica tiles,
“woundrous and variegated marble”, and the walls
were decorated with frescoes, the work of Rostov
masters.31t was in these years that the church received
its famous Golden Gates. The descriptions of churches
given in the Lavrentiev and the Ipatiev chronicles show
that in the Vladimir-Suzdal Principality the arts were
highly esteemed. While the annals of other



XKECTB fJaxe O KPYMHbIX MOCTPO/iKax YnoMUHaeT-
cA KpaliHe cpaepaHHO. MnaTtbeBckas e u JlaB-
PeHTbEBCKAs NIETOMUCU COOGLLAT O KaXAOM KHS-
XKECKOM CTPOWTENbCTBE, MPOCNABASIOT €ro 1 onu-
CbIBAIOT [JOCTATOYHO MOAPOGHO M APKOG.

dunococko-HasmaaTenbHas  nporpamma
3naTbix BpaT MOCBsLLEHa rNaBHbIM 06pasoM uaee
PYCCKOIi  rocyapCTBEHHOCTW, B TO BpEMS LEHT-
panbHoli. Ee 3HauMMmocTb 4 onpegenuna, ¢ OAHON
CTOPOHbI, MPUB/EYEHNe MNePBOKNACCHLIX MacTepos,
C [ipyroii — cepbe3HoOCTb 1 MPOHUKHOBEHHOCTb UC-
MNOHEHNS.

Bpems €O34aHMA KOXKHBIX W 3anafHblX Bpat
B Pox/jecTBeHCKOM co6ope Cysgans — 30-e rofbl
XIIl Beka. Bnagumupckass enuckonusi TOMbKO 4TO
BblAenunacb B camoctosaTenbHyto (1212); Bosrna-
BMBLUMIA ee enmuckon CumoH (1214—1226) — no-
CTPWKEHHNK KueBo-Meyepckoro MoOHacTbIps, rae
OH Mony4un npekpacHoe obpasosaHue, GAKaNLLINi
CMOABKHUK KHA3 Bnagumupckoro HOpus Bceso-
NO0BMYA, NPUHUMAN GONbLIOE yyacTie B KyNbTyp-
HOM WM MOMUTWUYECKOM HKM3HW  KHAXecTBa. B
rocnaHun K [llonukapny“ OH cam OTMevaer:
»/ KTO HM BECTb MeHs rpeluHoro enuckona Cumo-
Ha 1 ces COGOPHbIe LiePKBI KpacoTbl BAaAMMUPCKie
" ,qpyrme Cy3flaNbCKue LiepKBYU, toXe cam cosfgax™ 7.

CUMOH 6bIn  He3aypagHbIM nucatenem. O6
9TOM CBWAETENbCTBYET MpeX/e BCEro ynomsHyToe
focnaHne Kk [Monukapny*, cocTasnsioLiee Cy-
LLLeCTBEHHYI0 YacTb KueBo-lleuepckoro natepuka.

BrionHe BEPOATHO, Y4TO MMEHHO CUMOHY npu-
HaANeXNT MOAGOP CIOXKETOB Ha HXKHbIX BpaTax,
OCHOBaHHbIX Ha OMUCaHUAX [esHU aHrenos u
apxaHrena Mwuxauna, BCTPeYaloWMXCH B KPyMHeii-
WKMX NUTePaTYPHbIX NaMATHWKax KueBckoro nmne-
pvogsa (MoBecTb BpemeHHbIX nieT, MnatbeBckas
netonucs, Kneso-lMeuepckunii Matepuk).

Ha Pycu 6bin n3secteH (Tem 6onee CUMOHY)
N AQOHCKWIA NNLEBOIA MOANMHHWUK [EeAHUA apxaH-
rena Muxavna 1 aHrenos, NMPUHSBLUMIA CBOW OKOH-
yaTenbHble (opmbl yxe B XI| Beke8 Bnpouem,
BpA4 /M KOMY ApYyromy, Kak He CUMOHY, ypa-
nocb 6bl C TakKMM TakTOM W 3pyavuueid BBecTW B
Cy3[anbCKnii  MKOHOTpatuyeckuii. 06UX0f  BW3aH-
TUICKYI0 MKOHOTpaduio apxaHrena Mwxauna, rae
GONbLUMHCTBO CIOXETOB aKLEHTUPYIOT MOMEHTbI
MOMOLUM apXaHrena MMeHHO BW3aHTWUIICKOMY WM-
nepatopy. Ho y3ko ,npugsopHoed To/nKOBaHWe
[leaHnii  apxaHrena Muxauna B Bnagumupo-Cys-

principalities were laconic and reserved in their
accounts of newly built edifices, even the most
outstanding ones, the Lavrentiev and Ipatiev
chronicles described in detail and extolled every new
building erected by the prince.it

The philosophic and didactic programme of the
Golden Gates was mainly devoted to the central
problem of that time — the consolidation of the
Russian State. It was the importance of the subject
that was the reason why the commission was given to
the very best masters and their work was marked by
seriousness and real inspiration.

Both the south and the west gates were built in
the 1230s, shortly after the establishment of an
independent Vladimir bishopric (1212). From 1214 to
1226 its bishop was Simon, a highly-educated
ecclesiastic who had taken orders at the Kiev-
Pechersky (Crypt) Monastery. Simon was very close to
the Vladimir prince Yuri Vsevolodovich and played an
important role in the cultural and political life of the
principality. The following words are taken from his
“Message to Policarpos”: “And wasn't it I, the sinful
bishop Simon, who had these fine cathedrals of
Vladimir and other Suzdalian churches erected!”"

Simon was a talented writer and one of the
leading authors of the Kiev-Pechersky Patericon (a
collection of stories about the lives and deeds of
canonized monks).

It is very likely that the subjects for the panels of
the west gates were selected by Simon. These panels
represent the feats of angels and the Archangel
Michael, as they are described in the main literary
documents of the Kievan period: Povest VVremennikh.
Liet (Annual Records), Ipatiev Chronicle, Kiev-
Pechersky Patericon.

The eleventh-century Athos original describing
the acts of the Archangel Michael and angels was
known in Russia.8 There is no doubt that Simon was
familiar with it. Then there was hardly any other
person at the time who could introduce with such tact
and erudition the Byzantine iconography of the
Archangel Michael into the art of Suzdal. In most of
the Byzantine icons the main point is the archangel’s
help to the Byzantine Emperor. But this
interpretation, appropriate at the imperial court,



[anbCKOM KHsbKecTBe 6bl0 6bl HEYMECTHbIM U
npetuno 6bl ugee 0 XpUCTWaHCTBe O06LLEeMMPO-
BOM. Mpaes GOXECTBEHHOW MOMOLWN KHSKECKOMY
oMy BHeApsnacb Mcnogsonb. [fla ¥ nponacTb
MeXzy npaBuTeneM M HapogoMm Ha Pycu 6bina
Hen3MepumMo MeHblle, yem B BusaHTuu. Tonkosa-
Hue obpasa apxaHrena Mwuxauna Ha Bnagumupo-
Cy3panbCkoii nouse npuHANo 6Gonee [JemoKpaTy-
UECKYI0 OKPacKy W HECKONbKO WMHOE Harnpas/ieHue:
NOMOLLb apxaHrena pacnpocTpaHAnachb Ha BCex
XpucTnaH 6e3 wucknodeHns. [paBfa, Ha KHA3eid
0CO06EHHO, HO He OTAEeNbHO OT Hapoja. ,AHrenbl
npeAcTaBeHbl KO BCEM KPECTMBLUMMCA, nade e
K 6naroBepHbIM KHA3bAM Hawwmnm“ 9.

3aeck apxaHren Mwuxawn npejicTaeT Kak rno-
MOLWHMK 1 COYy4aCTHUK B YeNoBeYeCKUX Tpyfax W
CTpajjaHnax: OH obyuyaeT KonaTb 3eMAi0, ucuenset
60ne3Hn n T.4. OfHaKo cofepxaHue 60NbLIMHCTBA
KNeliMm uncto unocodickoe: Mactep CTPeMUTCA K
OCMbICNIEHNI0 GOXECTBEHHON CYTW Mupa U nouckam
CBA3N YenoBeka C 3TUM MWUPOM. B HekoTopbix
CIOXKeTax MOXHO YCNefuTb NOpULaHKe BU3aH-
TUACKON rereMoHWW. Ha 10XKHbIX BpaTax B LieNoM
page Kneiim, HaunHas c ,MpegocTepexenns J1oTy*
(Tema, K KOTOpOW XYAOXHWK ob6paijaeTca [Bax-
Ibl) 1 KoH4as ,,MotonneHvem Cogoma u Fomop-
pbl“, NOAPOGHO MANKOCTPUPYeTCA rnbenL ropogos-
OTCTYNHMKOBIO.

MpoMeXxKyToK BpemMeHW, pasfensiownii - Mo-
MEHTbl CO3[4aHMNA HOXHbIX W 3anafHbIX BpaT, Cpas-
HUTENBHO HeBenuK. CBATble, M306paXKeHHble Ha
cpegHeM Banuke 3anafHblX BpaT, COUMEHHbI C
NMuamMn onpefeneHHbIMN, B TOM YUCe W NpeeMHu-
koM CuMOHa — enuckonom MuTpodaHom (1227—
1237). B paTupoBKax BpaT HOXKHbIX K 3anafHbiX,
npeanoxeHHolx E. Megsegesoii u1 M. Tuxomupo-
BbIM, pasHOrnacuii Het *— oba aBTOpa yKasblBalOT
Ha fecatunetve mexay 1227 w 1237 rogamu. Ho
B paboTe akagemuka M. Tuxomuposa B Kpyr co-
6bITUIA, COBPEMEHHbLIX BpaTam, BOB/EYEHbl MOMEH-
Tbl, MO3BONAKOLME TOUHEE NPeACTaBUTb MPUYUHBI,
NOBAMABLUME Ha CO3[jaHWe 3anafHbIX W CEeBEPHbIX
Bpart. [lesTenbHocTb enuckona MutpodaHa, Hanpas-
NeHHas Ha npekpallyeHre heofanbHbiX pacnpei mex-
Ly BeMKUM KHszem HOpuem BceBosiofioBuMYeM 1 ero
6paTtom fpocnasom Bcesonogosuyem, B 1229 rogy
yBeHuanacb ycnexom. B 1229 rogy KHsXKeCKwii cbesg
coctoancs B Cysfane B npasgHuk PoxpaecTsa 6oro-
pOAULbI, TO €CTb B NPECTONbHbIV NPasAHUK Cy3fanb-

would not have been acceptable for the people of
Vladimir and Suzdal as it did not agree with their idea
of Christianity. Of course, the belief that the prince’s
house was under the divine protection was being
inculcated, but it was done gradually and subtly. It
should also be noted that in Russia the distance
between the ruler and the people was not so great then
as it was in Byzantium. The interpretation given to the
acts of the Archangel Michael in Vladimir-Suzdalian
art was more democratic: he gave help to all Christians
without exception; the princes received it before the
others, but not separately from them. “Angels
patronize every Christian, our orthodox princes in
particular”.9

Here the archangel is shown as the man’s helper
who does the same work, instructs the man how to till
the ground, shares his sufferings, cures diseases, etc.
But in many scenes the content is basically
philosophical: the artist tries to comprehend the divine
nature of the universe and man’s connection with it. In
some of the scenes you can feel his negative attitude to
Byzantine hegemony. A number of panels of the south
gates depict in detail the destruction of the apostate
cities Sodom and Gomorrah (“The Forewarning to
Lot” represented on two panels, “The Destruction of
Sodom and Gomorrah”).T’

The period of time between the construction of
the south and the west gates is comparatively short.
The saints portrayed on the middle vertical roll of the
west gates have the same names as some people living
at the time; among them is Simon’s successor Bishop
Mitrophanus who was in office from 1227 to 123/. The
chronology of the south and the west gates was
discussed by E. Medvedeva and M. Tikhomirov. Both
authors set approximately the same time limits:
between 1227 and 1237. In the work of Academician
M. Tikhomirov there is reference to some
contemporary events which could have relation to the
design of the west gates. Grand Duke Yuri
Vsevolodovich and his brother Yaroslav Vsevolodovich
were at feud with each other. Bishop Mitrophanus who
tried to reconcile the princes managed to do it in 1229,
when the princes had a meeting (“snem”) in Suzdal.
The meeting was held on the feast of the Nativity of the
Virgin, the consecration day of the Suzdal cathedral.



ckoro cobopa. Buaumo, ¢ 3TUM Co6bITUEM BMONHE
MOXHO CBfi3aTb MOMEHT, Korga B 1230 rogy ,,not-
WwaHnem cB. MwuTpochaHa“ Havata pocnucb Pox-
[leCTBEHCKOro co6opa. OueBMAHO, TOTAa Xe B YeCTb
NPUMNUPEHUS BOSHUKNW W 3anafHble BpaTa. Ha cBssb
C 3TUMM COGBLITUAMM YKa3biBaeT Halnune CBATbIX,
COMMEHHBIX UMEHHO C NKLaMi, y4acTBOBaBLUMMU B
3TOi pacnpe, HaunHas ¢ Spocnasa-Pegopa N KoHYas
€ro NnneMsAHHUKaMu, CbIHOBbSMU POCTOBCKOTO KHS3s
KoHcTaHTuHa BceBonofosuya: Bacuibka, BceBono-
fa n Bnagummpa” 11

Takum 06pa3oM, HOXKHble U 3anajHble BpaTa
ABNAIOTCA MOYTU OAHOBPeMeHHbIMKU. OCTaBnss B
CTOpPOHEe BOMPOC O MPOMCXOXAEHUM MacTepoB,
CO3/aBLUMX BpaTa, MOXHO C YBEPEHHOCTbIO CKa-
3aTb, 4TO W Te W fpyrve BpaTa — NaMATHNK
PYCCKOW KynbTypbl M MOFIN BO3HUKHYTb TOMbKO
Ha BNaAuMNPO-Cy3fanbCckoil mouse. VX OCHOBHas
yepTa — MoONMHOe npeo6nafaHne YNUCTO XYHOXKEecT-
BEHHOTO Hauana Haj MOMEHTaMu [AUAAKTUYECKM-
MU W UANKOCTPATUBHBIMU — XapaKTepHa Ans BCero
BNafMMMPO-CY3/a/lbCKOr0 UCKYCCTBa BOOGLLLE.

Kak Ha 3anafHbIX, TaK W Ha I0XHbIX BpaTax
HETPYAHO PasUUTb PyKy HECKONMbKUX MacTepos.
Ha I0XHbIX — TpWU, Ha 3anafHblXx — ueTbipe
BrOMHE WHAVBUAYaNbHBIX MoYepka. HecmoTps Ha
MHOXECTBO  MHANBUAYANbHbBIX  XYAOXHUUECKNX
MaHep, KOTopble YrafblBaloTcsi B Ka¥/OM namsT-
HWKe, Kak 3anafHble, TaK W HOXKHble BpaTa npefj-
CTaBNAOT 3aMKHYTble CTUAMCTUYECKME ABNEHNS.

Mepes Hamn ABa COBEPLUEHHO PasHbIX XyAo-
)KECTBEHHbIX MUPOBO33PEHUS, MPUBUTLIX K OAHOMY
CTBONY BNafMMUpPO-CY3[anbCKOro uckyccTsa. Of-
HaKo creuuduKy npousBefeHUsi BO3MOXHO McKaTb
TONbKO BHYTPU CaMOro MPOM3BEAEHNs, B CTPYKTY-
pe ero pUTMUYECKUX CUCTEM — OCOGEHHOCTAX
L{BETOBOIO W IMHEHOrO pUTMa.

Ecnv aHanu3nposaTb NOCNOIHY0 06paboTKy
obpasa B KMBOMUCKM  BOCTOYHOXPUCTUAHCKOIO
WCKYCCTBA, CHUMAas KaflbKy CHauyana C 31eMeHTOB
KOMMO3ULMW,  UCMOMHEHHbIX ~ 30710TOM,  3aTeMm,
yXe Ha [pyryw KanbKy, pasmellieHue KuHoBapu,
6enun 1 Tak fanee, nerko yb6eamTbcs, 4TO Kaxpas
Kanbka 6y[eT OTAeNbHbIM PUTMUYECKUM KOMM/EK-
COM W CTeneHb €ro 3aKOHYEHHOCTU onpegenset
TOYHOCTb COBMELLEHUS CO CRedylowum  CNoem.
TakoMy e pasnoXeHWto MOAJAeTCA W NuHelHoe
NOCTPOEHWE U BCE OCTaNbHbIE XY40XECTBEHHbIE

Evidently this event had bearing on the decision to
decorate the cathedral with frescoes. This work was
started in 1230, “under the care of St. Mitrophanus”.
It may be supposed that the west gates were also built
in honour of the reconciliation. The fact that the
names of the saints represented on the gates coincide
with the names of the people who had been involved in
the quarrel — Yaroslav-Fyodor and his nephews, the
sons of Rostov Prince Constantine Vsevolodovich-
Vasilyok, Vsevolod, Vladimir — also seems to indicate
that these events were connected. 1l

So the south and the west gates were made
contemporaneously. Whoever were their makers, one
thing is certain: both monuments are productions of
Russian culture and, more particularly, of Vladimir-
Suzdalian art. Their salient trait — the predominance
of purely artistic approach over the illustrative and
didactic elements — is characteristic of all Vladimir-
Suzdalian art.

On the west as well as on the south gates one can
easily discern the hand of several masters. At least
three individual mannners of execution can be seen on
the south gates and four on the west gates. But in spite
of individual peculiarities of execution each of the
monuments stylistically is a harmonious whole.

In these two works we observe two entirely
different artistic outlooks which, however, are
branches of one tree — Vladimir-Suzdalian art. But
the specific features of a work must certainly be looked
for inside the work itself: in its structure, the colour-
scheme and linear rhythms.

If we make a stratigraphic analysis of an east-
christian painting, tracing first the elements of the
composition painted in gold, then, separately, those in
vermilion, white, etc., we shall discover that each
tracing is an individual rhythmical complex. The more
complete is a complex the more precisely it will fit the
next layer. Such an analysis can likewise be made of



CpeAcTBa MpoW3BefeHUs, cocTaBnAlolne , AnuTepa-
TYpYy “ *2 Xu1BONUCHOTO 06pasa.

B BOCTOUYHOXPUCTMAHCKOM WCKYCCTBE MMeeT
pellaiolliee  3HauYeHMe PUTMWUYECKUIA Kapkac, Mo
CBOEMY OPraHW3yloLeMy HasHa4YeHWo  Janekuit
OT [JeKOpPaTUBHOCTW. $ICHO BbIP&XKEHHbIE PUTMU-
UeckMe CUCTEMbl  MPOW3BEAEHWS  BOCTOYHOXPUC-
TMAHCKOrO MacTepa WMenu Lenbilo 0coboe, Ma-
r1yecKoe BO3[JE/CTBME Ha 3pUTeNs, CBOEro poja
»3aBOpaXnBaHne4*13 nogo6Hoe MNOBTOPEHWIO MO-
NUTBEHHbIX WA 06PAAOBLIX (hopmyn. BbiweHas-
BaHHble MPUeMbl LIBETOBOrO W JIMHEHOro NocTpoe-
HUA npowssedeHnn B nepuog  XII—XIIl  Bekos
[OCTAral0T  CBOEr0  MaKCMMaNbHOIO0  PasBUTMA.
CTporasi 0CO3HaHHOCTb 3TWX MNPUEMOB CO3AaeT
CTUMb, Ha3BaHHbIi B WCKYCCTBO3HAHUM ,,KOMHM-
HOBCKMM4 (N0 UMEHN [MHACTUN BU3AHTUIACKMX WUM-
nepatopoB KomHuHoB — 1081—1185 rr.). Mo3To-
My [axXe MOBEPXHOCTHbIA Xy[0XECTBEHHbI aHa-
N3 Cy3fanbCKMX BpaT, MPOBEAEHHbI B CBA3N C
0C06EHHOCTAMM KOMHWHOBCKOTO CTWUNA, ybexpaer,
4TO BpaTa JaNneko He AeKOpaTMBHOE Npou3BefeHue,
YTO WMX MHUMO/JEKOPaTUBHasA MbILUHOCTb — pe3ynbTar
nepecasKki Ha PycCKyto NouBY NNHEIHOTO BU3AHTUIACKO-
ro uckycctsa. bonee rny6okwii aHanu3 npuYmH,
06yCNoOBMBLUMX TaKOe OpraHW4Yeckoe CAWAHME 3TO-
ro CcTuna C MOTOKOM  BNafuMUpO-Cy3AanbCKoii
KyNbTypbl, MO3BOAUT CO BPEMEHEM YACHUTb Xa-
paKTep pa3BUTMA KNacCUYECKOro Hayana B UCKYCCT-
Be 3anecckmx ropogos (Bnagumup, Poctos, Cys-
fanb, Mepecnasnb 1 Agp.).

JINHelHbIA CTUNb KOMHWUHOBCKOW 3MOXMW, Nofg-
rOTOBNEHHbIA ANUTENbHBIM Pa3BUTUEM XPUCTUAH-
CKOr0 MMWPOBO33PEHUA14, CNOXUACA KaK OKOHYa-
TenbHblA A3bIK BOCTOYHOXPUCTMAHCKOFO MCKYCCT-
Ba, BOCMPWHATBLIA W YCBOEHHbI BCEMU CTpaHamu,
BXOAVBLUMMY B Cthepy BU3AHTWUIACKOTO BAUSHUA.

HecmoTps Ha orpomHoe pasHoobpasne namsr-
HUKOB 3TOF0 CTUNA, BCE OHW OTMEYeHbl HacTONbKO
XapakTepHbIMW 4epTamu, 4TO 6e3 Tpyja pasnu-
UMbl CpeAM  BCEX  HanpaBneHuid  BOCTOYHO-
XPUCTUAHCKOTO MCKYCCTBA.

B anoxy KpucTannusalum OCHOBHbIX JOKTPUH
XPUCTNAHCKOW WAEoN0ruM UCKycCTBO MpUHWMAaeT
HanpasfeHue, B CamOil CBOeli OCHOBE MPOTUBOMO-
NOXHOe npeAblgyLiemy. MoNHOCTbIO OTPELIMBLUNCH
OT WNNIO3NOHNCTUYECKNX YepT WCKYCCTBA aHTUY-
HOCTW, MacTepa Y)Xe MPUHLMNUANLHO OTBEpranm
BUAUMYHO  ,,BELHYOH 060N0YKY SBNEHWHA, UX

the linear structure and other elements of the pictorial
image constituting its “literature”. 2

In works of east-christian art the decisive
organizing component is a rhythmical framework. The
rhyhmical systems easily traced in these works were not
merely decorative. They had a special function: to
produce a magic effect on the spectator which could be
compared to the effect of an incantation sung over in a
prayer or a ritual. 3These methods of colouristic and
linear composition were developed to the most in the
twelfth and thirteenth centuries. Their conscious and
regular use led to the appearance of a style which
among specialists is known as “Comnenus” (after the
Comneni, the ruling family of the Byzantine Empire in
the period of 1081—1185). That is why any analysis of
the Suzdal gates made with due regard for the
peculiarities of the Comnenus style will show that they
were conceived not as just a decorative work and their
outward ornamental splendour is the result of the use
of the linear Byzantine methods by Russian masters.
Further studies will be required to understand how this
style could be so organically absorbed by
Vladimir—Suzdalian culture and what was in general
the character of classical influences in the art of the
zalessky (lying beyond the forests) towns: Vladimir,
Rostov, Suzdal, Pereslavl, etc.

The linear style of the Comnenus epoch had been
prepared by a long development of Christian
ideology.#4 As the common language of east-christian
art it was accepted and mastered in all countries
which were within the sphere of Byzantine influence.

Though the manifestations of this style can be
found in extremely diverse works, there is something so
typical in all of them that one can easily tell them from
any other productions of east-christian art.

In the epoch when the basic doctrines of
Christianity were being crystallized art took a course
which was in many respects opposite to the one it had
followed before. Having fully departed from the
illusionism of antique art. the artists were in principle
renouncing the depiction of the visible “material”
aspect of things. They were seeking such techniques



€[IMHCTBEHHON LeNblo CTAHOBATCA MOUCKA Xy[0-
XKECTBEHHbIX  MPUEMOB,  OTPaXaloLWUX  TONbKO
flyxoBHoel15 ECTeCTBEHHO, 4TO HOBOE MWUPOBO33pe-
H/e NOB/EKNO 3a COo6OI KOpPeHHYH pedopmy Xygdo-
XKECTBEHHOrO A3blka, MPWU3BaHHYIO BbIPa3nTb B
MaTeMaTU4eCKn TOYHbIX (HOPMax BeYHble PUTMbI
MUPO3aHNA W TapMOHUYECKYI0 CBA3b ,,MWUPOBOV
aywmn“ (Hyc) ¢ Aywoii 4enosekald. MMoaTomy B
NPON3BEEHNAX KOMHUHOBCKOrO CTWUNSI KOHKPETHbIM
CTAHOBUTCA He MpeAMeT C WNNIO30PHLIM BOCMPOM3-
BEJlEHNeM ero BHELIHUX MpPU3HaKoB, a puUTM,
»3pUMas My3blka NUHWIALL, Bbipaxalowmx CTPOii-
HbIi M UCMOMHEHHbLI pasyma MUpOMopsAoK. Bee
BMAUMOE W NpejMeTHOe BO3HWMKAeT W3 ChneTeHms
3TWUX CUNOBbIX NNHWIA KaK OTAeNbHas My3blKanbHas
thpasa B 06Lweit nonmdoHum Mupa. K KOMHUHOBCKO-
My CTUO NpUMeHUMbI cnoBa JleiibHuLa 0 My3bl-
Ke: ,,. ..3TO eCTb CKPbITOE YNpaxKHeHWe B CueTe,
npou3sBoANMOe AYLION, He 3HallWel,, 4TO OHa
BbluncnsaeT4417.

C nepBOro B3rnfga B NPOU3BEAEHUAX KOMHU-
HOBCKOrO CTWNSR NOpaxaeT OCO3HaHHbIV CTporuii
NOPAA0K  XKMBOMUCHBIX  MPOLLECCOB,  TLjaTeNbHas
0TO6PaHHOCTL  CPeACcTB UM (paHaTUYeckas fAuc-
LMNNNHa TBOPYeCTBa.

Bnarojaps 4eTKOCTU PUTMUYECKUX CUCTEM,
pasrpaHuumMBaloOLLMX BCE 3NEMEHTbl W306paXKeHus,
HeKoTopble MccneaoBaTeNn YCMaTpUBaloT B NIMHENA-
HOM CTW/Ie KOMHWHOBCKOV 3MOXM TATY K OpHaMeH-
TanbHoe™ (B Poccum — K ,,y30poubto4)e«8s npu-
HUMas MOPAAOK CRNPUTYANMCTUYECKOrO0 WCKYCCTBa
3a JeKopaTuBHble npuembl. OfHaKoO TPyAHO nose-
pUTb, 4TO B 3MOXY OCO3HAHHON CO3epLaTeNbHOCTH 1
NOABVKHNYECTBA, OXBATUBLUMX BECb XPUCTUAHCKMIA
MUpP, MOFN0 BO3HUKHYTb Takoe BeueHne K aekopa-
TUBHOMY, 4TO [@Xe /IMKU CBATLIX NpespaLanicb B
OpHamMeHT19. XapakTepHO, 4YTO B BOCTOYHOXPUC-
TUAHCKMX CTPaHax, rAe BO3HUK W PasBWUACA NUHeid-
HbIl CTWUAb, OPHAaMEHTY B YMCTOM BUfe YAeNeHo
ropasjo 6onee CKpOMHOe MeCTO, YeM B MCKyCCTBe
3anagHoit EBponbl. Boobuie e 3anagHoe MCKyccT-
BO 3TOr0 nepuoja, MO-BMAUMOMY, W He CTaBWUno
nepey, co60¥i Lienn pacKpbITUA BHYTPEHHEro cocTos-
HMA obpasa B CBA3N CO BCENEHCKOW rapMOHMen.
Cnuwkom  yTunutapHas  cnyxe6Has ponb  Uc-
KyCCTBa B >KW3HW KaTONMYECKOW LiepKBM Aonyckana
KOMMUAALWIO BeCbMa PasHOPOAHbLIX CPeAcTs, Mo3-
TOMY NOYTW B K&X[OM NPOU3BEAEHUN 3TOr0 Bpe-
MEHN Heu3BexXHo runepTpothupoBaHO WM OpHa-
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and methods that would allow them to convey the life
of the spirit. B It is natural that the advance of new
ideas entailed a radical reformation of the art
language. Now it needed such formulas which could
express with mathematical precision the eternal
rhythms of the Universe and the harmonious unity of
“the world’s soul" (nous) and the soul of man.6For
those who worked in the Comnenus style the concrete
aim was not an object or an illusionary reproduction of
its outward signs but a rhythm, “the invisible music of
lines” expressing the harmonious and rational order of
the world. All visible and objective things emerge from
the interlacement of these lines like musical phrases in
the general polyphony of the world. The Comnenus
style could well be defined by the words which were
said by Leibnitz about music: “...it is mental
arithmetic of the soul which does not know what is
being counted.” 7

At first sight works performed in the Comnenus
style impress you by a conscious harmonious order of
composition, a careful choice of technical means and a
fanatical discipline of execution.

Some authors regard the clear-cut rhythmical
systems delimitating all the elements of the picture (the
old Russian word for it is “uzorochie”) as a proof that
the linear style of the Comnenus epoch was essentially
decorative.18 Obviously what they take for
ornamentation is an order inherent in a spiritualistic
art. Indeed it is difficult to imagine that at a time when
the dominant ideas of Christendom were those of
asceticism and conscious contemplation decorativeness
could have such an appeal for artists that even the
images of saints were represented in the form of
ornament. DIt may be noted that in the east-christian
countries in which the linear style had originated and
developed pure ornament was used far less extensively
than in west-european art. The western art of
that period evidently did not consider it im-
portant to analyse the inner life of the image
in its relation to universal harmony. The role
played by art in the realm of the Catholic Church was
so utilitarian and subordinate that it made it possible
to compile very different elements. That is why most of
the contemporary works showed hypertrophy of either



MEHTaNbHOe, WM HaTypanucTUyeckoe Hauano20,
npuyeM ¥ OpHaMmeHTanbHas paspaboTka u3obpa-
XKEHWA 1N HaTypanncTUyeckn TPaKTOBaHHble feTa-

M — nnua, Pykn, oGHaxeHHble Tena, — Kak
NpaBuno, NpeACTaBASIOTCA B COYETaHUM  SIBHO
MeXaHU4ecKoM,  CMOHTUPOBAHHBLIMU  HACWJILHO.

Takyl0 CUCTEMY MOXHO NpOCNeAUTb CO BPeMeH
ellle OPOMAHCKOro nepuoga2l, Torga Kak BHUMa-
TenbHOe HabnfeHne O0COGEHHOCTE BOCTOYHO-
XPUCTUAHCKOTO WCKYCCTBa MO3BONSET B YNOMSHY-
TOM ,y30poybe” yBWAETb He OpPHaMeHT, a 3aKOH-
YeHHble  (hOPMYNbl  FAPMOHUYECKOW  CTPYKTYpbl
BCEro CyLLero.

OfHaKo, HEeCMOTPS Ha YeTKOCTb Xy[OXecT-
BEHHbIX MPUHLMMNOB, KOMHWHOBCKWA CTUMb MO
Mepe CBOE accMMUnAuMM B TOW UM WHOW cTpaHe
[l0BONbHO CKOpPO npuo6GpeTan xapakTep, CBOMCT-
BEHHbIA  [aHHOR  KynbType. VIMeHHO noaTomy
HEeTPYZAHO NpPOBECTU TpaHuLy MexXay KOMHUHOB-
CKMM cTunemM KOHCTaHTMHONONA UM BankaHCKuMx
cTpaH, Kannagokuu n Poccuu.

CTONKKHOBEHME 1 OAHOBPEMEHHO  CNnsHe
[BYX XY[OXECTBEHHbIX HamnpaBneHuii B  OfHOM
NnamaTHUKE — Cy3fanbCKUX BpaTax — SBNeHMe
peAKoe B MOHYMeHTa/bHOM WckyccTe. MaHepa

VCMONHEHNs 3anafHbiX BpaT MMeeT BCe MPU3HaKu
I0XKHOCNABAHCKOrO  CTWUNA, COMPUKOCHOBEHWE KO-
TOPOro ¢ GankaHCKUM WCKYCCTBOM HECOMHEHHO.
CXOfiHbl 3THWYECKMe YepTbl MEepCOHaxeld, TexHW-
yeckue npuembl B MOCTPOEHUM KOMMO3NLMM, CTM-
NNCTMKA B MOCTPOEHUM Uryp U NnMkos. 3ITo
PO/ACTBO CTaHET OYEBUAHbBIM, €C/IM CPaBHUTL HaUGO-
Nlee TPAANLMOHHbIE U B TO e BPeMs BbipasuTeNb-
Hble KneiiMa 3anagHblX BpaT — ,YcneHue 6oro-
matepu® un ,BockpelleHne Jlasapsa“ — ¢ KOMNO3un-
LUMAMU 1 NnKamu (Ppecok Liepksu cB. MaHTenelimo-
Ha B Hepesn 1167 roga v thpecok Liepksu cB. [eoprus
B Kyp6uHose 1191 rofa22

KOHeYHo, Ha MepBblii B3rNAj Xy#OXecTBeH-
Hble MpUembl GanKaHCKOro MCKycCTBa HacTO/MbKO
6113KN  BU3AHTWIACKMM, 4TO BPeMeHami [0BO/b-
HO TPYAHO YCMOTPETb rpaHuLly Mexjy MupoBO33pe-
HWeM 3anafHOEBPOMeEViCKM 11 BOCTOUYHOXPUCTHAHCKUM,
OfiHaKO (POPManbHO U MEAaHTUYHO MOBTOPEHHbIE
nprembl B UCKycCTBe BaakaHCKWUX CTpaH Tak peako
CnnaB/eHbl B rapMOHKYECKOe Lienloe, YTO Ha MepBblii
MNaH BbICTYNaeT MMEHHO 3arnafHoeBporneiickas
MaHepa: MpeyBenMyeHre W WANO3UOHNCTUYECKAs
[IOKYMeHTa/bHOCTb ~ 3MOLMOHANLHOTO  COCTOSHUA
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ornamental or naturalistic traits.DThe combination of
these two principles — ornament and naturalistically
portrayed details (faces, hands, naked bodies) —
usually looked mechanical and artificial. This system
can be traced back to the pre-Roman period.2LOn the
other hand, a close study of east-christian art
demonstrates that “uzorochie” is not ornament but
complete formulas of the harmonious structure of the
world.

But the clear artistic principles did not prevent
the Comnenus style in the course of its assimilation in
different countries from acquiring characteristics of
the local cultures and one can easily distinguish works
produced in this style in Constantinople from those
produced in the Balkan countries, Cappadocia or
Russia.

Monumental art does not often provide examples
when two different artistic principles meet and blend
in one work. It did happen in the Suzdal gates. The
manner of execution of the west gates has all the
distinctions of the South-Slavonic style. Similarity can
be found in the ethnic types, the techniques of
composition, the stylistic peculiarities of figures and
faces. This affinity can be vividly demonstrated by
comparing the very expressive scenes of the west gates
with the traditional subjects “The Assumption of the
Holy Virgin” and “The Raising of Lazarus” with the
composition and images of the frescoes in the Nerez
Church of St. Panteleimon (1167) and the Kurbinovo
Church of St. George (1191).2

At first sight the art of the Balkans seems to be
so close stylistically to that of Byzantium that
sometimes it is not easy to differentiate its west-
european and east-christian elements. But borrowed
methods formally and pedantically used seldom blend
into a harmonious whole. In the art of the Balkan
countries the west-european manner characterized by
exaggerated illusionist and documentary representation



o6pasa23, B AanbHelillem nonyyuBLIas CBOE 3aBep-
WeHne B wucKycctBe [proHeBanbga u  KpaHaxa.
CTpemsieHNe K HaTypanuCTUYeCKOMY BOMOLLEHNIO
BuaHO yxe B XIII Beke B BOHHCKWX (hpeckax, 130-
GpaxkaloLwmx nopTpeTbl KTUTOpoB KanosHa u [e-
cucnaebl24. 3aeck yKe B MOMHOW Mepe onpegenu-
Nack CYLLHOCTb 3TOFO HanpaeneHns25.

Xy[0XKHUKaM  3anafHblX BpaT CBONCTBEHHO
CTpeM/eHre 3anofHNTb KOMMO3WLMOHHY Nnoc-
KOCTb MO BO3MOXHOCTM NMOTHO (B TON e Mepe
9TO OTHOCUTCA U K MOCTPOEHWIO OpHaMeHTa).
MacTep elle He MbICUT (JOH 3/1EMEHTOM KOMMO3M-
LMW, KaK Mbl 3TO BMAMM B K/eiiMax 10XHbIX BpaT.
Ero KOMMosvuus COCTOMT W3 OTAENbHbIX rpynm,
PUTMUYECKM He CBA3aHHbIX CO BCEMW 3neMeHTamu
KomMnosuumn. WM xoTs MacTepa 3anafHblX BpaT
NOCTOAHHO OPUEHTUPYIOTCA Ha CTO/MYHOE KOH-
CTaHTMHOMONBCKOE WCKYCCTBO HOXKHBIX BpaT (4TO
noATBePXAaeT 6Gonee MO3AHee  MPOMCXOXAeHMe
3anafHblX BpaT), CaMOCTOATENbHOCTb WX CTWAS,
CO BCEMM €ro XapakTepHbIMW OCOGEHHOCTAMY,
COXpaHAeTc  MONHOCTbIO.  [epeHacblleHHOCTb
KOMMO3ULMOHHOW MNOCKOCTU, BYPHbIA, HECKONb-
KO 6ecnopsiioyuHbIii Man, Hao6opoT, CXemaTuyecKunii
pPWUTM, NOPbLIBUCTLIA 1 rpy6oBaThbIii XapakTep W30-
6GpaXkeHWii [OCTaTOYHO crneuyuduyHbl, 4TO6bI CMe-
WwaTb MX C KakuM-M6o Apyrum ctunem. CBsssb
3anafHblX BPaT C HOXKHBbIMIA YUCTO BHELUHSS, OHa
BbIPQXAETCA NNLLb B TEXHNYECKNX MPUEMaX.

MpnMeyaTenbHo, 4TO MacTepa  3anafHblx
BpaT COBEPLUEHHO He MONb3yloTCA Mneiisaxem Mo
CBOE uHuupaTuBe. [lepeBbs U TOPKM M306paxa-
I0TCA TONbKO MO Tpeb6OBaHMIO KaHoHa. Ho rnas-
Hoe, 4TO o6pallaeT BHMMaHWe B CTWe 3anafHbIX
BpaT, — 3TO 3HEPTUS W XKN3HEHHas [OCTOBEPHOCTb.
O6pasbl  3anafHbIX BpaT  MOMHbI  CTUXMIAHON
,,3MHO“ cunbl; 4yBCTBa WX rpy6oBaThl, HO He
noadenbHbl.  JlOCTAaTOYHO  B3INSIHYTb  Ha  NINKK
anocTonoB B CUeHe ,YcneHune 6Goromartepu®.
Pe3ko XxapakTepHble, MOYTU KPECTbIHCKME NnLA
anocToNoB, OXBAaYeHHbIX CKOPGbIO,  BblpaxatoT
camble pasfMuHble CTpacTW. Llenko cxBayeHHble
MUMMKA 1 XecT MCYeprblBaloLLe NepefaloT CocTos-
He nepcoHaxeil. OCTpoe BHWUMaHWE Xy[OXHUKA
K BHELUHAM MPOSBNEHNAM HacTpOeHUit codeTaeTcs
C 3KCMPEeCCMBHOCTLIO PUCyHKa. Komnosuums nopa-
aeT CBOWM MOJA/IMHHBIM, XOTS U HECKO/MbKO HaumB-
HbIM peau3MoM. B TO e Bpems Henb3s He 3a-
METUTb  M3NULIHEA  ateKTMPOBaHHOCTU  3TOrO
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of human emotions usually prevails.23 Subsequently
this style was further developed in the art of
Grunewald and Kranach. The essential characteristic
of this trend, its naturalistic tendency is evident
already in the thirteenth-century Boyan frescoes
portraying churchwardens Kaloyan and Desislava.2+5

The makers of the west gates tried to fill the
surface with figures or ornament as densely as they
could. Here the background is not yet conceived an
element of the composition, as is the case in the scenes
of the south gates. The composition consists of
separate groups not connected rhythmically with one
another. Though the artists of the west gates draw on
the metropolitan Constantinople style of the south
gates (which is a proof of a more recent origin of the
west gates), their work remains stylistically
independent. Its peculiar traits — a very dense dispo-
sition of details, a forceful, somewhat irregular rhythm
in some places tending to become schematic, a vigor-
ous and roughish drawing — are specific enough to
make its style distinct from any other. The relation
between the west and the south gates is only
superficial; it is based mainly on the common
techniques of execution.

It is noteworthy that the landscape — trees and
hills — does not appear in the scenes of the west gates
unless it is required by the canon. But the most salient
features in the style of the west gates are vigour and
faithfulness to life. The images of the west gates are
full of primordial “earthy” force; their feelings may be
somewhat coarse, but they are genuine. Suffice it to
look at the faces of the apostles in the scene “The
Assumption of the Holy Virgin”. Their sorrowful
highly typical faces resembling the faces of peasants
express very different passions. Their inner state is
made exhaustively clear by their facial expression and
gestures. The master is very sensitive to the outward
manifestation of feeling. His drawing is highly
expressive; the composition strikes you by its true
though slightly naive realism. At the same time one
will not fail to notice the excessive affectation of this
style. The emotions depicted frankly and
straightforwardly sometimes appear exaggerated and



CTUNSA; Pe3Ko W MPAMONNHEHO MoAaHHbIE 3MOLN
nopoii CAULWIKOM O6GHaXeHbl M NPOU3BOAAT Tear-
panbHoe BrevaTneHue. Mpu 3TOM BCA CLEHa OKasbl-
BaeTCA pa3buTON Ha OTAeNbHble MCUXONOrMYeckue
MOMEHTbI, KOTOpPble He BCerga CKNajblBaloTcs B
efHOe JyXOBHOE Lienoe.

Tem >ke NpU3HaKamMy HajeneHo  Kneimo
€O CLeHoli ,BockpeleHne Jflasapa“, HO 3amoumo-
Ha/lbHOe MepeHanpskeHve 3aech ele ocTpee, Gna-
rogaps Gonee paspsKEHHOW KOMMO3NLMM  ficHee
pasMuMMbl OTAENbHblE NULA U VX MOBbILIEHHOE
B CUMe, HO [I0BOJIbHO €MHO06Pa3HOe COCTOAHME
CKOPGHOTO  M3ymneHus. MaHepa MOAYepKUBaTb
BbIPXKEHME MePCOHaXell 1 ICKU3HOCTb MpUEMOB
npUBOAAT K TOMY, 4TO MacTep TepseT rapmo-
HWYECKOE COOTHOLLEHME MeXAY YepHbIM (DOHOM 1
30/10TOM PUCYHKa, TepsieT U  KOHCTPYKTUBHYHO
COOTHECEHHOCTb B ABMXEHUU NNHWIA. [TONHOCTbIO
YTPauMBalOTCA K/acCMyeckne MNpoOMopuun B JMKax
1 hurypax, rge YepHblii pucytoLmnii KOHTYp 1 30/10-
TOW WITPNUX MOAYNHEHBI CKOpee AMHAMUKe Moyepka,
UeM pUTMUKe W306paXKeHMs B Lenom. Bugumo,
OTClOfjla M BO3HMKaeT MOTPe6HOCTb MacTepa BO
BHELLHEM YMOPAAOYEHUN 1 CXEMATUUHOCTU KOMMO-
3uLmm.

KOMMO3MLIMOHHOE  pelleHre  HoXHbIX — BpaT
NPUHLUMNMANLHO  OTAWYHO  OT  3amajHbIX  BparT.
CTpemneHne BCKpbITb W MepefaTb WMEHHO Ay-
XOBHYIO CYLIHOCTb COGbITUS SBNSIETCA  [NaBHOM
LieNblo Npon3Be/eHus.

B KkneiimMax 0XHbIX BpaT Cy3fanbckoro co-
60opa, COXPaHWBLUMX B YMCTOTE BeCb apCceHan Xy-
[IOXKECTBEHHBIX MPUEMOB KOMHWHCKOTO  CTUNSA26,
MOXHO YBWZETb, UTO Kpyr/ble AMHUM (338 WUCKNHO-
YeHNeM LMPKYNbHBIX HUMBOB) MOYTW OTCYTCTBY-
0T. Camble Kpyr/ible W NAacTUuHble MOBOPOTbI
COCTOAT W3 [/INHHBIX M KOPOTKWUX NPSMbIX, MaB-
HO COMPSXKEHHbIX MeXAy co6oi. Takas cucTema
HayepTaHus M306paxeHWi i NpAMbIMKU  OTpe3kamu
3akntoyana B ceGe HemcueprnaeMble BO3MOXHOCTU
npy opraHm3aLmy NNoCKocTW, 6narogaps e mactep
MOT fJepXaTb B MOCTOIHHOM HabAleHUN  BCHO
PUTMNYECKYIO KOHLENUMIO NPOU3BEAEHUs, COXpa-
HSIS ee MPUHLMN B KXZOI feTanu.

CneflyeT cKa3aTb, YTO B CTpaHaxX XpUCTWaH-
cKoro 3anafa 3Ta MaHepa nepepoxjanach B rpa-
(p1ueckoe  OKOHTYpUBaHME WUMEHHO  KpYrnbimu,
bonee ,,eCTECTBEHHBLIMU** IMHUAMM, [NaBHas 3a-
flaya KOTOpbIX 3aK/toyanacb B TOM, 4TOGbl KOH-
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theatrical. The separate episodes into which the scene
is divided are not always psychologically connected.

“The Raising of Lazarus” shares many
characteristics of the previous picture but emotional
strain in it is even higher. The disposition of details is
not so dense and you can better see the faces with their
intense though rather uniform expression of sorrowful
amazement. The accentuated facial expression of the
characters and sketchiness of drawing do not allow the
master to achieve a complete harmony between the
black background and the gold of the drawing or a
due correlation of lines. The faces and figures lose
their classical proportions. The golden strokes and
black contours are subordinated rather to the
movement of the hand than to the general rhythm of
the picture. It is evidently the reason why the master
tries to make the composition outwardly balanced and
schematic.

By their general composition the south gates
differ greatly from the west gates. Here the principal
aim of the artists was the depiction of the inner
spiritual content of the event.

On the south gates of the Suzdal cathedral you
can find in their pure form the whole range of
techniques and methods peculiar to the Comnenus
style.BYou can see that round lines (with the exception
of circular nimbi) are practically not used. Even the
most rounded and plastic of the curves consist of long
and short straight lines smoothly conjugated between
themselves. This system of drawing provided
inexhaustible possibilities for organization of a flat
surface allowing the master to see at any given moment
if the general rhythmical conception of the work was
observed in each detail.

It should be noted that in the Christian countries
of the West this manner was gradually reduced to the
practice of contouring details with the use of more
“natural” round lines. Its purpose was to show the



CTaTUpoBaTb  [PaHULy [aHHOTO  M306paxeHus,
a He NCKaTb COOTHOLLEHME C My3bIKalbHON TKaHb0
KOMMO3WLMKM; ecin ke 1 nosBnsnack (opmanbHas
PUTMMYECKas KOHLENLMS, TO BHe BCAKOWM CBA3N C
BHYTPEHHUM COCTOsHMEM o06pasa. OpHako Ans
KOMHMHCKOTO CTUNS XapaKTepHa He TO/bKO CO3Ha-
TenbHas /MHeliHas opraHWsauys KOMMosvuuW, B
TakKyl >e CaMOCTOSTeNlbHYl0 cucTeMy Gblna Bbi-
fleneHa n ,reometpusa LBeTa“. YeTKue KOHCTPYK-
LM PUCYHKa 1 Npo6enoB npespaLiany Kaxjoe Lie-
TOBOE MATHO B 3aKOHYEHHbIV W Nerko ynpasnsembiii
anemeHT. CTporas AuddepeHLMpPoOBaHHOCTb W 3a-
KOHYEHHOCTb KaXAO0ro npouecca npu fanbHeiLeit
06paboTke >KMBOMWCHOW MOBEPXHOCTM MO3BONANA
Ha Nnto6oii cTagum paboTbl JOCTUraTb MakCUManb-
HOro CcoBeplUeHCTBa. Kaxzas nocnegylowas cTy-
neHb 6blna HOBOW CTYMeHbI B MOAENMPOBaHUM 06-
pasa, W MacTep Mor MocfefoBaTeNbHO 1 CBOGOAHO
cOoBepLUeHCTBOBaTL paboTy 6Ge3 onacHocTU ,,3acy-
WKNTb eé“. ECTECTBEHHO, 4TO MPU TakKWX YCNOBUAX
XKWBONUCHL  6blNa MAOCKOCTHOW, MOCKONbKY Npu
o6LLeli OpMeHTaLMN XXUBOMWUCHOFO CTUNS Ha BOM/O-
LLieHWe CNUPUTYaNUCTUYECKNX WAEN, BCAKWIA Hamek
Ha  WINIO3NOHUCTUYECKYIO TPaKTOBKY oGbeMa 1
npocTpaHcTBa npeTun 6Gbl, Kak MpsMoe 3BYKO-
nojpaxaHue, BK/IIOUEHHOE B My3blKarbHOe MpPoOn3-
BefleHMe.

B UeNoM NMHENHbI KOMHWHOBCKUIA CTWUNb
NpeACTaBAAN YAUBUTENbHO CTPOWHYIO W PasBUTYHO
cucTeMy, TpebOBaBLUIYylO OT MacTepa Takoill fic-
HOCTW NpeACTaBNeHNA W [yXOBHOW AUCLUMNIUHBI,
4TO CO BPeMeHeM ANl MHOTUX XYZAOXHWUKOB OH
CTaHOBUNCH HEMOCUNbHbIM. [103TOMY, HecmoTps
Ha TO, YTO BO3HWKHOBEHME, Pa3BUTWE M OTMUpa-
HMe 3TOr0 CTWNA OXBaTblBaeT OrPOMHbIV Mepuop
BPEMEHW, ero Haubonee CNOXMBLUMECS W XapakTep-
Hble 06pasubl npuxogatcs Ha XI — Havano XIII
BEKa; MpUYeM NyuyllMe M3 HUX HaxoAsTCs Ha Tep-
putopumn Poccun2r.

B 10XXHbIX BpaTax, KoTopble SIBASIOTCA OfHUM
13 Taknx MamMsTHUKOB, BOMMOTUNAcL B Gonee
BEPLUEHHOW W NWLEHHON Aormatusma opme
3aHTUiiCKas TPagnums, YXoAslias KOPHAMU B
JIMHCKYIO Ky/bTypy 1 BOCTOYHOE Marnyeckoe
KyCCTBO.

Ho npexpje 4em roBopuTb O CTWIEBbIX 0CO-
GEHHOCTSX HOXKHBIX BpaT, HYXHO OTMeTWUTb [ny-
GOKyl0 WHAMBUAYANbHOCTb TOHKOTO M BAYMYMBOIO
MacTepa, 0fapeHHOro pefkuM YyBCTBOM My3biKaslb-
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border of the object rather than to make it part of the
musical structure of the composition. In cases when a
formal rhythmical conception did appear it was not in
any way connected with the inner import of the
picture. However a consciously organized linear
composition was not the only distinctive feature of the
Comnenus style. It included another equally
independent system: “the geometry of colour”. Due to
a clear-cut disposition of drawing and void space every
colour spot became a finished and easily controllable
element. Strict differentiation and completeness of
every process enabled the master to achieve a high
degree of perfection at every stage of his work. Each
ensuing stage was a new step in modelling the picture
and the master could consistently and freely perfect his
work without the risk of withering it. It is natural that
in this situation painting was two-dimensional,
because in a style conformed to the depiction of
spiritualistic phenomena any trace of illusionist
representation of volume and space would have been
out of place like direct onomatopoeia in a musical
composition.

Taken as a whole the Comnenus style was a
surprisingly harmonious and developed system which
required from the master such clarity of thought and
inner discipline that many artists eventually realized
that these requirements were beyond their scope.
The period of time during which this style originated,
developed and died off was extremely long. However its
most mature and typical productions date from the
eleventh — the early twelfth century, the best of them
being found on the territory of Russia.Z

Among such monuments are the south gates
which in a most perfect and nondogmatic form
embody the Byzantine tradition whose roots were in
Hellenic culture and oriental magic art.

Speaking about the stylistic peculiarities of the
south gates we should first of all like to note a
thoroughly individual fine talent of a thoughtful
master who had a remarkable sense of music. His



HocTU. Mo CBOEi 30pKOCTW W 3HAHWIO MPUPOJbI OH
He ycTynaeT co3gaTensM 3anafHbix Bpat. V3o6pa-
aemble WM JIIOAN, VWX HEeNpUHYXAeHHble 1 rpa-
L{MO3HbIE KECTbl HaCbILLeHbl AYXOBHbIM COAEpPXKa-
HMWeM, a NaKOHWYHbIA MCUXONOrNYeckuidi  pucy-
HOK €eCTECTBEHHO BMeTaeTcs B O06LLyI0 My3bl-
Ka/lbHyl0 TKaHb KOMMNosnuuu. Bce CLeHbl, rapmo-
HUYHblE faxe B CBOEM [JpamaTi3Me, MOrpyxeHbl
B CKa30uHyl0 aTmoctepy NpuuyfnnBoro neiizaxa,
npuyeM Mesax He CNyXMUT MpocTo (hOHOM, — W
B 9TOM, HECOMHEHHO, CKasblBaeTcsi Bepa MacTepa
B rapMOHWYECKOe efMHCTBO Mupa28. Meiizax ,,06-
NekaeT* niofieil, kaK BO3AYLUHblE BOJHbI, U PUTM

3TUX BOMH CO3BYYEH M3MEHEHUSIM  BHYTpeHHeii
XU3HM  YenoBeka. aHTaCTUueCKuMe [epeBbi —
TPaANLMOHHBI  CUMBON  PafocTM — 3aBeplialoT

MOITUYECKYIO KPacoTy Mupa.

B Kkneiime ¢ u3obpaxeHnem Apama,
LaroLLero 3Bepeid, BMOMHe HarnsgHO BUPTYO3HOE
yMeHMe MacTepa C€O034aTb  MNei3axem  TOUHBbIN
aKKOMMaHeMEHT CMbIC/IOBOMY COCTOSHUIO  CLiEHbI.
,»BO30yLWHbLIA nonor* rop, MArkue BOMHbI 3eMAu,
KOTOpbIE MOKOAT Ha cebe NOYTU HeBecoMble (ury-
pbl NOAeid, — BCA 3Ta ynpyras cuctema NMHWUA
creTaeTcsi B 30/10TOE KPYXKEBO M Haxoautcss B
CTPOrOM paBHOBECMM C TeMHbIM MPOCTPaHCTBOM
He6a. B 3TOM yMeHUM Tak pasHoO6pasHO coyeTaTb
NpOCTPaHCTBO (hOHA W MPO3pauHyto BA3b K306pa-
XEHUA O0COBEHHO YeTKO MposBMnach KynbTypa U
VIHAVNBUAYaNbHOCTL MacTepa.

Ero poBepve K BblpasuTeNbHOM cune ane-
MEHTOB Meii3aa TaKoBO, 4TO MHOrAa neisax
NoYTWN MOMHOCTbIO NpeAcTaBnseT co6oii CUMBONN-
YecKWii 3aMbICen TeMbl.

B knelime ,Anren [ocnogeHb noTonnseT
Copoma u [omoppy“ He W306paKeHO HU OAHOW
yenoseyeckon Gurypbl. Cpefy OFHEHHbIX BOMH W
najalolmnx 3haHUin efBa pasnuuMMbl TONbKO NvLa
nocnegHux nornbatowmux. CTpallHas Hagnucb K
OfMHOKMIA B YepHOM MPOCTPaHCTBE HeGa CuayaT
KapaloLLero aHrena 3aBepLuialoT KapTUHY KaTacTpo-
(bl, NpuaaBas el BHEBPEMEHHON CMbICH.

BHMMaHWe 1 N06OBb XY[OXKHMKA K YyBCT-
BEHHOMY MWpY BrONMHE OYeBWAHbI, HO MacTep He
VAET MO NNHUM BHeLLHell [OCTOBEPHOCTU. B 3ToMm
CKasbIBAETCA He TONMbKO BW3aHTWIACKas, HO M AaB-
HSIl TPAANLMA TPEYECKOrO MAeanbHOro UCKyccTBa —
CTPEMNIeHWe K BEYHOW, Henpexogsllen peanb-
HOCTU.  3[ecb  peanncTUyeckas  rPaMOTHOCTb

Hapn-
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sharpness of sight and knowledge of nature allow us to
compare him with the makers of the west gates. The
unconstrained and graceful gestures of his characters
vividly reflect their emotional state; the laconic strokes
characterizing them psychologically are naturally
intervolved in the general musical texture of the
composition. In all the scenes, dramatic but very
harmonious, the atmosphere is largely created by a
fantastic landscape. The role of the landscape is not
confined to being the background, and this is,
undoubtedly, a sign of the master’s belief in the
harmonious unity of the world. 8B The landscape
“envelops” the people like air waves, the rhythm of
these waves being consonant with inner changes in
human life. On top of the poetically beautiful world
are fantastic trees —a traditional symbol of joy.

The master’s virtuosity in using the landscape as
an accompaniment accentuating the inner significance
of the episode is manifest in the scene which shows
Adam giving names to animals. “The canopy of air"
over the mountains, the soft undulation of land, the
weightless figures of people scattered about — all this
emerges from a flexible system of lines resembling a
golden lace and brought into equilibrium with the dark
expanse of the sky. The diversity of combinations
made by the master of the background space and the
open-work drawing is a proof of his high culture and
individuality.

He so fully believes in the expressive force of
landscape that sometimes makes it the main symbolic
element conveying the meaning of the subject.

There is not a single human figure in the scene
“The Angel Destroying Sodom and Gomorrah”: only
the faces of victims are vaguely seen among the flames
and the collapsing buildings. The dreadful inscription
and the solitary silhouette of the chastising angel in the
dark sky make the picture of the catastrophe complete
giving it timeless significance.

It is obvious that the master loves and eagerly
studies the sensual world. But he does not try to
achieve outward authenticity. The traditions of
Byzantium and of Greek ideal art make him turn
towards eternal nontransitional reality. Here his



macTepa SMWb NOYBa AN1A LUMPOKUX (NNOCODNCKUX
0606LLeHNIA.

B 3amevartenbHOi komnosvuun ,,KauH yb6u-
BaeT ABeNns“ HeT W cnefos Toil addekTauum, Ko-
TOpyl Mbl BUAMM B KieiMax 3anafHblx BpaT.
MacTep He nyraeT Hac My4MTeNbHbIM OMMUCaHUEM
ybuiicTBa, M KaxeTcs, 4TO WM CKOpee ABMXET
UyBCTBO COCTpajaHus, 4em rHesa. CleHa cfenaHa
6e3 Maneiero ,,MCUX0ONOTMYECKOr0 Haxuma" wu
B TO )Xe BpemMs 6GecnomolyHas, TporatenbHo 6es-
3alWMTHas (urypa ABeNs, ero ABMKEHUS, MOMHble
yXxaca W YAUBNeHWUs, NOTPACAIOT CBOEA XN3HEHHOI
npasgoii. Ho pgpama He orpaHu4MBaeTcs [AByMms
nepcoHaamu, — OHa MpPOAO/MKaeTCs M B nNeidsa-
Xe. KaxeTcs, 4to B cleHy GpaTtoy6uiicTBa BOB/e-
UeHbl CTUXWUIAHbIE CWNbI: TPO3HO 3bI6NIOTCA Hap
KanHOM ropbl, roToBble O06pPYLIMTLCA BMeCTe C
ero ypgapom, ¥ 6eccunbHO 3aTuxaloT B Mpasoii
4acT  KOMMO3WLMW, BTOPS [BUXKEHMIO MNafjatoLLero
Asensa. U camo 6patoy6umiicTBO BOCMPUHWMAeTCA
Kak 6opbba ByX MWUPOBbIX Hauan — fobpa u 3na.
BcneacTeie 3TOr0 B KOMMO3MLMSAX IOXHbBIX Bpat
MeHbLLE aHann3a 1 Gosblue No33nN.

LLnpoTa (rnocodpckoro M1poBO33peHUs Mac-
Tepa I0XHbIX BpaT 06ycnoBuna ero CMenocTb K
CBOGOJY B OTHOLIEHUM K KaHOHWUECKUM CXemaMm.
HenosTopumo opurMHaibHa Komnosuuus ,KepT-
BOMpuHOLLeHWe ABensa”. To oCyXfeHue Hacums,
KOTOpOe CKBO3UT BO BCEX OCTa/lbHbIX CLiEHaXx,
3/eCb MpUBENO XYAOXHUKa K CBOEOGpasHoMY,
MOYTU CUMBO/MYECKOMY peLleHuto: ABeflb He npu-
HOCWUT XepTBY B GYKBa/ibHOM CMbIC/ie 3TOr0 Cno-
Ba, TO eCTb Yy6uBas29. TporaTeNbHbIM, MOYTH
3aCTEHUMBBIM XKECTOM OH MOAHMMAET XMBOr0 KO3/eHKa
K Heby, CNOBHO nepefasas ero B pyku 6ora. Bcs
thurypa ABens NosHa YUCTON UM HaMBHOW NpenecTu.
Takoe >e yrny6neHHoe MPOHWKHOBEHWE BO BHYT-
PEHHWUIA CMbICN ClOXETa Mbl BUAUM U B Kieiime
~bopbba MakoBa C aHrenom", BHYTPeHHAS upaes
KOTOPOro packpbiTa B KOMMO3MLWW HOXHbIX BpaT
Tak nonHo30, Kak HWrge BO BCell BU3aHTUIACKOWN
MKOHOrpathun. B HanpsKeHHOW HemoABUXXHOCTU
(uryp TpyaHO YNOBWTb MPEUMYLECTBO  KaKoi-
Nn6o CTOPOHbI. beccunue 3emHoro nepes Hebec-
HbIM OLLYTUMO NNLWb B CTPEMUTENbHOM MNepeTeka-
HAW 30M10TbIX LITPUXOB Meii3axa. Tsxenas Macca
rop, XNbiHyBlIas B CTOPOHY aHrena u 6e3
Tpyfa OCTaHOBNeHHas ,,60XKeCTBEHHOW" cunoi,
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intrinsic realism is only the foundation for broad
philosophic generalizations.

Unlike the scenes of the west gates, the excellent
composition “Cain Killing Abel” shows no trace of
affectation. The master does not try to frighten you by
picturing the cruel murder. He is moved rather by
compassion than by anger. The scene is performed
without any “psychological pressure”, though the
helpless, pathetically defenceless figure of Abel, his
gestures telling of terror and surprise strike you by
their reality. But the drama is not confined to the
fratricidal act itself, it is felt in the landscape: the
mountains heaving ominously over Cain are ready to
crush him the moment he strikes his blow, and then,
on the other side of the picture, the surge of the
elements fades away together with the movement of the
falling Abel. The fratricide is conceived as an
embodiment of the universal struggle of good and evil.
This is the predominant idea of the south gates which
makes this work less analytical and more poetical.

The master’s daring and freedom in regard to
canonical schemes testify to his broad philosophical
outlook. A very original interpretation is given to the
subject “The Offering of Abel”. A negative attitude to
violence strongly felt in all his scenes here led the artist
to an unconventional, almost symbolic solution: Abel
does not sacrifice in the literal sense of the word, i.e.,
by killing.D He only raises the living kid towards
heaven as if giving it over to God. His gesture is
touching, almost timid, and his whole figure is
charmingly pure and naive. The same profound
understanding of the subject is shown in the scene
“The Wrestling of Jacob with the Angel” in which the
significance of this episode is revealed more completely
than anywhere else in Byzantine iconography.3By the
tense immobility of the figures you can hardly tell
which of the sides is superior. The impotence of the
earthly combatant before the heavenly one is only felt
in the impetuous flow of golden strokes. The massive
mountains rushing against the angel are easily stopped



TONbKO MOAYEPKMBAET TLUETY YeNOBEYeCKOro npo-
TMBOGOPCTBA MUPO3AAHWIO.

Ho rnaBHbli  npuem, KOTOpbIM  MacTep
[OBOAWT CMbICN M306paXeHNs 40 MepornMduyeckoii
4eTKoCTH, B3rNsL apxaHrena, pasmelleHHbIi
TOYHO, Ha MEpPeceyeHUn AnaroHaneil KoMmo3uLMoH-
HOro nons. 3TOT TMNHOTUYECKUIA B3rNsg — CU/o-
BOI LIEHTP KOMMO3ULMWW, BCE OCTa/NbHble MOMEHTbI
KOTOpPO/ NpeACcTaBNfOTCA MNOAYUHEHHBIMU  BbIC-
weii Bone. ApxaHren no6expaeT eauHCTBEHHO
[YXOBHbIM ycunuem W, noGexaas, CNoBHO Noaaep-
XuBaeT B 06bATMAX obGeccunesero Makosa.
3fecb 0TPasnnCh NPeACTaBNeHNs 3MOXU O COOTHO-
LLIEHWWN YeNOBEYECKON CWNbl M GOXECTBEHHOW BONM.
Bopb6a 34eCb — MWL 31eMeHT MUPOBOW Fapmo-
HUM, W MOpaxeHue MakoBa BO3BbILIAET €ro, BefeT
K COrMacul C MWpPOM, K [AYXOBHOMY CAWSHWIO C
HUM. daHTacTU4eckve [AepeBbs, oGpamnsioLine
KOMMO3WLMIO, ONULETBOPAIOT ee  (unocotckuii
BHYTPEHHE PafOCTHbIN CMbIC.

Koro ToT aHren no6eaun,
TOT NpaBbiM, He FOPASCH COGOIO,
BbIXOAMT 13 TaKOro 605
B cO3HaHbe 1 pacyseTe cun.
He cTaHeT oH uckatb notes.
OH XAeT, 4T06 BbICLLEE HAYano,
Ero Bce ualue no6exaano,
YTOGbI pacTu emy B OTBET.
PeiiHep Mapus Punbke
Cosepuanue
(nepesop b. MacTepHaka)

[oBops 0 Tpaguumax BusaHTuM, Hago ocTta-
HOBUTLCS Ha [IBYX OCHOBHbIX ee MOMeHTax. [lep-
Bbli — 3TO OTrONOCOK MarMyeckoro McKyccTsa
BocTOKa, BOCTOYHbIV  Penurno3Ho-Gunocodckuii
ngeanvsm, paccmMaTpuBaloLMUin BeLW Kak 060/104KY
CKPbITbIX TAMHCTBEHHbIX SIBEHWIA, KOTOPbI/A Haluen
CBOE OTpaKeHWe W B MCKycCTBe. lpeanonoranock,
UTO  XY[OXECTBEHHOMY M306paKeHuio  npucylla
CBOSI BHYTPEHHSA XU3Hb, 1 3TO OMpefensino oco6oe
MWUCTMYECKOE OTHOLLEHME XYJOXKHUKA K CBOEMY
TPYAY, YyX[oe MCKycCTBY eBponeiickomy, Gonee
paLoHanbHOMY 1 06L4eCTBEHHOMY MO CyTW.

C 3TOif TOUKM 3PEHUS UHTEPECHO COMOCTaBUTb
XOTA 6bl (Urypbl (HaHTACTUHECKUX XXMUBOTHbIX B UC-
KyccTBe BOCTOKa W eBpOMeicKoro cpefHeBeKOBbS.
Takune n3o6paxeHns ecTb Ha 0601X Cy3aanbCKUX Bpa-
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by the divine force. This detail serves as a symbol of
vainness of man’s opposition to Heaven.

But the focal point of the picture making its
meaning almost hieroglyphically distinct is the
archangel’s gaze. Placed exactly at the intersection of
the compositional diagonals, this hypnotic gaze is the
power centre of the composition. All other elements
appear to be subordinated to its supreme will. The
archangel wins solely by using his mental effort and,
having won, he looks as if supporting the enfeebled
Jacob in his arms. The scene reflects the notions of that
epoch about correlation of human strength and the
divine will. Their struggle is but a manifestation of
universal harmony. Jacob’s defeat only exalts him
opening for him the way to concord and union with the
world. The fantastic trees which make the framing of
the composition embody the joyous signification of the
scene.

Speaking of the Byzantine traditions one
should take into account their two impotrant sources.
The first of them is the magic art of the East. The
eastern religious and philosophic idealism regarded
things as the outer covering of hidden mysterious
phenomena. In art it was reflected in the belief that
an image had its inner life. This explained the mystic
attitude of oriental artists to their work. Such an
attitude was alien to European art which was more
rational and socially orientated.

In this respect it would be interesting to compare
the figures of fantastic animals in oriental art and the
mediaeval art of Europe. There are such pictures on
both Suzdal gates. European chimeras, even those



Tax. EBponeiickue xumepbl Npu camoii GyiiHON thaH-
Tasnn XYA0XHWKa HeCYT B Cebe UepTbl paLMoHanbHO-
ro, NOYTM HAYYHOrO, HO BHELLHEro aHanusa. VIx Hepe-
aNnbHOCTb, NO/ACKa3aHHas BOOGpaxeHneMm, cocTase-
Ha 13 BMOMHE peaNbHbiX, NOPOA A0 Hey3HaBaeMoCTU
e(OpPMMPOBAHHbIX 3/1EMEHTOB. [leKopaTuBHble W
ycTpallatoLie, OHU yXe B CU/Ty CBOEro HasHaueHus
ABNAOTCA NPOM3BEAEHUAMU YUCTO (POpManbHO
NNACTUKM, NNLIEHHbIMWA BHYTPEHHERA XU3HU. Mex-
[y Tem npu NepeBOM e B3rnsge Ha U3obpaxeHus
BOCTOUHbIX XWNBOTHbIX — CaCaHNACKMNX, aCCUPUIACKNX
1 Jpyrux — nopaxaeT X ,,KONAOBCKas“ >XU3HeH-
HOCTb, 6AM3Kas MUPY HapOAHbIX NOBEPUii O Ayxax
1 060POTHSAX, XOTA B 3TUX U30BPAXKEHUAX OTHIOAbL
HEeT U3OLLPEHHON (haHTa3nu, peannusm WX [JOBeJeH
noutn go wunnosopHoctu3dl Mx nnactuka — 3To
He MexaHU4eckoe COeAMHEHWe YBWJEHHbIX Mnn n30-
6peTeHHbIX AeTaneil, a NWWb BHELHAA 060M104Ka,
NnojA KOTOPOW KPOeTcs Heno3HaBaemblil, HO O4eBUA-
HbIA ANA XYAOXHMKA MpoLecc B3aMMOAEACTBUA W
NepeBONOLLEHNA MPUPOAHLIX (opmM. W3o6paxe-
HUA  [e/iCTBEHHbI, KaK 3aknuHaHua. OTronocku
yrny6neHHoro B3rnffga Ha npupogy CkasblBatoTcs
1 B BM3AHTUIACKOM MCKYCCTBE U B HOXHbIX BpaTtax
Cy3fanbckoro cobopa. BHewHss ,CueHuYeckas*4
060/104Ka KOMMO3NLMKN B NpeACTaBNeHNN MacTepa —
TONbKO CPEACTBO  ANA  PacKpbiTUA  FAY6UHHbIX
MUPOBbIX NPOLLECCOB, BbIXOAALLMX 3a Npeaenbl TONb-
KO )KM3HEHHOW [0CTOBepHOCTW. HOBENUpPHOCTb, C
KOTOPOI4 BOCTOUHbIA MacTep, npecnegys Maruyeckue
Lenu, npopabaTbiBaeT KaXAylo Yellyiiky ApakoHa,
3fleCb npefcTaeT nepej HamMu Kak toBenupHasa 06-
paboTka [yXOBHOTrO COAEPXaHWA  KOMMO3NLMK.
Mcuxonornyeckue ABMKEHNS repoeB, PacTBOPEHHbIE
B PUTMUYECKOM [BVXKEHWWN NUHWIA Neiisaxa 1 ap-
XUTEKTYPbI, OYMLLEHHbIE OT BCEro GbITOBOMO U XKaH-
pOBOro, CTAHOBATCA TOPXKECTBEHHO PUTYanbHbLIMK,
MOMHbIMKU ~ Tly60KOr0  ,,BHEBPEMEHHOTO**  3Haue-
HuA. Ho ewe 60onblue, YeM BOCTOYHbIA Marusm,
B VCKYCCTBE HOXHbIX BpaT, CKasanacb Apyras CTO-
pOHa KynbTypHOW Tpaguuum — aHTUYHOE Knaccu-
yeckoe Hauano. bpocaeTca B rnasa YNCTO BHeLLHee
CXOACTBO C aHTUYHbIMM o06pasuamu: 6naropoa-
Hble, KpacuBble, KNacCuueckn npaBUnbHble ULa, rap-
MOHWYECKIE NPONOPLN, OPHAMEHTbI, AEPeBbs, XKUBOT-
Hble, CIOBHO MepeHeceHHble C rpeyeckmx Bas, — Bce
3TO BbI3blBAET B NaMATU W[eanbHYI0 KpacoTy rpe-
YeCcKOro UCKyccTBa.

Bonee Toro,

noxanyi, Becb CTpOil 3TOro
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produced by a most imaginative artist, always have the
features of a rational, almost scientific but superficial
analysis. Their unreality suggested by imagination was
based on quite real details which sometimes were
deformed beyond recognition. These fearful creatures
by virtue of their very purpose are purely formal
decorative pieces devoid of inner life. But the animals
represented in oriental arts — Sassanid, Assyrian, etc.
— strike you by their “sorcerous” vitality, similar to
that of folklore ghosts and werewolves. However they
are not only product of imagination: their realism
verges on illusionism.3 Their plastic forms are not
mechanically composed of details which were seen or
imagined. They are only an outer covering for natural
forms. The process of interaction and reincarnation of
these forms is not observable, but the artist is aware of
it. These pictures have the efficacy of invocations. This
inward view of nature left its traces in Byzantine art.
Such traces are discernible in the south gates of the
Suzdal cathedral. It was the master’s conception that
the outer, “scenic” aspect of the composition must
serve to reveal the innermost universal processes which
exceed the limits of ordinary earthly authenticity. An
oriental master pursuing his magical aim made a
jeweller’s work of every scale of a dragon. In the
Suzdal gates we observe an equally minute elaboration
of the inward content of the composition. The
psychological characterisation of the heroes is
dissolved in the rhythmical motion of lines of
landscape and architecture. It isrid of all common and
genre traits, ritualistivally solemn, full of profound,
“timeless” significance.

Nevertheless the art of the south gates does not
so vividly show the traces of eastern magic as it shows
the influence of the other cultural source — the
tradition of classic antiquity. Outward similarity to
antique examples catches the eye. The noble faces
with classical features, the harmonious proportions



namaTHUKa ropasgo 61vxe K CBETNOW W nevanbHoi
3NNMHCKOI unocodum 1 thaHTasum BocToka, uyem
K CTPacTHOM W CympauHOi noasum Bubaun. Top-
)KECTBEHHOE CMOKOWCTBME W BHYTPEHHAS rapMOHUs
COCTaB/IAKOT AyLUY 3TOr0 NPOU3BEAEHUS.

HOXHble BpaTa He eNHCTBEHHOe Cy3-
[anbCKoe MpOM3BEAEHME, Bbl3bIBAOLLEE B MaMATU aH-
TUYHOCTb. MATKOE U YpaBHOBELLEHHOE, NOHOE Yeno-
BEYECKOro [0CTOMHCTBa, Bnagmmumpo-Cyspansckoe
MCKYCCTBO ~ SIBUIIOCb  MPEEMHUKOM  K/accu4eckoro
nckyceTBa. OfJHO U3 YLeneBLUMX CBUAETENbCTB ITOl
NpeemMCTBEHHOCTN — Cy3fanbckue 3naTble BpaTa.

KakoBbl e OblIM MPUYMHBI W YCNOBKA pac-
LiBeTa 3TOro CTUNSA Ha Cy3AanbCKoii nouse?

HakaHyHe TaTapckoro HallecTBWs, Korga
Bnagumupo-Cysgansckas Pycb HauuHana npuobpe-
TaTb YepTbl HaLMOHaNbLHOro rocygapctsa, B 1204
rofly KpecToHOCLbl pasrpoMunit KOHCTaHTUHOMOb.
Monb3ysick ocnabneHneM BNaCTU KOHCTAHTUHOMO b=
CKOIl MmaTpuapxuu, BnagMMMpoO-Cy3fanbckne KHA3bSA
SHEPTMYHO M YMHO 3aKNa/iblBaloT OCHOBbI COBCTBEH-
HO rocypapcTBeHHOCTW. KoHewHo, ocnabneHve
Bn3aHTUM He 6bIN0O FNaBHON NPUYMHON, HO MECTHbIE
NoAUTUYeCKMEe  YCNoBUA  GblM  MOATOTOBAEHHOI
NOYBON, BOCMPUHABLLEA CO6LITUA B KOHCTAHTUHO-
none Kak CUrHan s yCuneHus ceoeil iesTenbHoCTy.

Moxanyil, HM ofiHa U3 KHFKECKUX AUHACTUM
B CBOEA MONMTMKe He flenana Takoro ynopa Ha 3aoe-
BaHMe [yXOBHON BNacTV Haj HapofoM. ,,MeHbluve
NN 4acTo NOAJEPXKMBaNKM KHA3A B Gopbbe ¢
peakuMOoHHbIM 60ApCTBOM. VcKyccTBO 6bin0 MOry-
UAM CpeACTBOM BO3EWCTBMA, U MeLeHaTCTBO Cy3-
[anbCKNX KHsA3el JOCTUrano MouCcTWHe MMmnepaTop-
cKkoro pa3maxa32. Ckasanocb U T0 06CTOATENLCTBO,
4TO BHYTPU MOMOAOrO W CUMLHOFO KHSXKECTBA ellie
He OTBepfen 6ropokpaTuyeckuii annapar. dTOMy
Cnoco6cTBOBANO TakXe U TO, YTO LepKOBb B 60/b-
IO Mepe 6blna MNOAYMHEHA KHSKECKOW Bnactu,
B pesynbTaTe /MUHAA MHULNATUBA XY/OXHUKOB He
CKOBbIBA/IACh HIYEM.

K navany XIIl Beka Bnagumupo-Cysaanbckoe
KHSDKECTBO [JOCTUI/IO BbICLIEro pacuyseta. KynbTy-
pa ero Mmena ypoBeHb YXe HacTONbKO BbICOKMUIA,
UTO HaBblKM NPUEKMX MACTEPOB NIETKO yCBaUBaAMCh
macTepamu Bnagnumupo-Cy3[anbcKoro KHXecTsa,
Ha MoYBe KOTOPOro KOHCTAHTUHOMOMBCKOE WUCKYCCT-
BO C/IOBHO 3aHOBO 0GPETano SHEPrul N CBEXeCTb,
pefiKue B Ty 3MOXy 1 ANs camoii BusaHTuu.

Maii 1969 r.
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remind you of the ideal beauty of Greek art. The
ornament, trees and animals look as if they had been
transferred from Greek vases.

And the general impression of the monument is
that it stands much closer to the clear sorrowful
Hellenic philosophy and the fantasy of the East than to
the passionate and obscure poetry of the Bible. The
soul of this work is in its solemn tranquility and inner
harmony.

The south gates are not the only Suzdalian relic
awakening reminiscences of antiquity. The soft,
balanced and dignified art of Vladimir and Suzdal on
the whole was a successor and the last echo of classical
art. This succession is vividly illustrated by the Golden
Gates as well as by other surviving monuments.

What were the prerequisites for the successful
development of this style in Suzdal?

In 1204 Constantinople was ravaged by the
crusaders. At that time the Vladimir-Suzdalian Rus,
not yet shaken by the Tartar invasion, was beginning
to take shape as a national state. Taking advantage of
the weakening of the Constantinople patriarchy the
princes of Vladimir and Suzdal took energetic and
judicious steps to consolidate their own power. Of
course the fall of Byzantium was not the only reason
for their success, but the news from Constantinople
was a signal for action.

There was hardly any other princely dynasty that
attached so great importance to gaining and
maintaining spiritual control over the people. These
“minor” people often helped the prince in his struggle
against the boyar opposition. Art was a highly effective
instrument by means of which one could exercise
influence upon the masses. Being aware of this the
Suzdal princes encouraged it with generosity that
would do honour to an emperor.2 In the young and
strong principality the arts were comparatively free
from the pressure of bureaucracy. The church, which
was largely subordinated to the power of the prince,
could not fetter the personal initiative of the artists.

By the beginning of the thirteenth century the
Vladimir-Suzdal principality had reached the highest
point of its development. Its culture was mature
enough to assimilate easily the art of foreign masters,
and on the local ground the art of Constantinople was
regaining vigour and freshness which at that time it did
not often show even in Byzantium.

May 1969



MPUMEYAHUA

NOTES

TexHuWKa ,OTHEBOro 30/104eHWUs", WAW ,,30NM0TOW HaBoOAKW",

6bina M3BECTHA B BW3aHTMM C [JpeBHEIMX BpeMeH. Yxe B

1076 r. KOHCTaHTUHOMONLCKOMY MacTepy CTaBpakuio Hekum

uTanbsiHUeM [aHTeneoHoM M3 AManb(u, XuBWWM B BusaH-

TUM Ha MpaBax KoHCyNa, GbiMM 3aKasaHbl NOAOGHbIE BpaTa C

1306paxeHneM JesHuii apxaHrena Muxauna Ans Lepksu CaHT-
Amxeno B MoHTe-lopraHo. VX coBeplieHHOe WCMONHeHne —
pesynbTaT pasBUTUS ITOW TEXHUKN.

A. YBapos, C60pHMK Menkux Tpyaos, 4. I, M., 1910, cTp. 58—61,
Ta6n. 1X (112);

W. ToncToit m H. KoHaakos, Pycckue gpeBHOCTW, Bbin. VI,

Cn6., 1899, cTp. 78—80.

TexHMKa 30710TOI HaBOAKM B MPUHLUME HAMOMUHAET TEXHUKY

ohopta. Ha MeAHbIX NNACTUHAX, MOKPbITLIX OCOGLIM NaKoM,

OCTPbIM ~ MHCTPYMEHTOM  BbICKaGNMBAETCA  PUCYHOK.  3aTeM

30710TOM, PacTBOPEHHBIM B PTYTU M HaXOAALMMCA B 3aMLIEBOM

MELIOYKe, HaTMPAIOT CUAbHO HAarpeTylo nnactuHy. B mectax,

rAe NaK yjaneH, 3010TO MPOYHO CMauBaeTcs C Megblo. Brepsble

OnucaHue ITON TEXHUKM BCTpeyaeTcss B MaHyckpunte Wpaknus

CxeMbl BpaT (3anafHblX W 0XKHbIX)
co6opa Po>kgecTsa 6oropoguubl (X111 8.)
n BpaT B xpame MoHTe-lopraHo (X1 B.)

1 The “fiery guilding” or “gold fusion" technique had been known
in Byzantium for a long time. In 1076 gates with pictures represent-
ing the acts of the Archangel Michael were commissioned for the
Church of Santo Angelo in Monte-Gorgano by an Italian from
Amalfi named Panteleon who lived in Byzantium as a consul. The
work was done by a Constantinople master Stavrakios who made a
perfect use of this technique showing thereby how highly developed
it was at that time.

A. Ysapos, CG6OpHMK Menkux Tpygos, 4. I, M., 1910, cTp.
58—61, Tabn. 1X (112);

W. ToncToit u H. KoHpakos, Pycckue papeBHOCTM, Bbin. VI,
Cn6., 1899, cTp. 78—80.

The technique of gold fusion has very much in common with
the technique of etching. The design is scratched with a sharp
tool on a copper plate covered with a special varnish. Then the
plate is heated and the master rubs it with a small shammy bag
containing gold dissolved in mercury. In the places where the
varnish has been scraped off gold gets solidly soldered with
copper. The earliest description of this technique was found

Schemes of the West and South gates in the

Cathedral of the Nativity of the Virgin (13th century)
and gates in the church of Monte-Gorgano (11th century)



06 uckycctBax U Kpackax pumnsH VIII—IX BB. (nepesojg
A. BuHHepa n H. Enuceesoii. — Coo6uenus BLHWIKP,
Bbin. 4, M., 1961, cTp. 41). OnucaHne 3TUX MeTOAOB B COBpe-

MEHHOW NUTepaType MOXHO HaiiTu B cTaTbe ®. Muuwykosa
., K BOMpoCYy 0 TexHWKe 30N10TON W CepeGPsiHONi HABOAKW MO
KpacHoit megn B [pesHeit Pycu* (,,Kpatkue coobuieHus NHCTU-
TyTa WCTOPUM MaTepuanbHoOW KynbTypbl", Bbim. XI, 1945,
cTp. 111—114)

Kpome pectaBpayun B 1750 r. npu cy3ganbckom enuckone rMop-
(Upun, KOrAa AepeBsHHAas OCHOBA BPaT Gbina 3amMeHeHa enes-
HOW, MpWU MEpPeMOHTMPOBKE HEKOTOpble Knedima Gbinn nepe-
nyTaHbl, HO CaMble M30OPAKEHNS COXPAHUAUCH B MEPBOHAYANb-
Hom Buae (A. ®epopos, McTopuueckoe cobpaHue o 6Gorocna-
caemom rpage Cyxpjane. — ,BpemMeHHUK 06ujecTBA WUCTOPUM
W [peBHOCTell poccuifcknx”, kH. 22, M., 1885, cTp. 43, 44).
MoaTBepXaeHMeM K onucaHuio A. ®ejoposa MoOryT mocny-
KWUTb 3aMeYaHns, BOHMKLIME Y MEHS MpU CHATUAW Kanek ¢ KoM-
nosuyuy 3anajHbIx Bpat. OGHAPYXWUNOCK, YTO Knelima ¢ CloXKe-
Tamun u3 xusHn Xpucta (,KpeweHnue", ,MpeoGpaxeHune",
~Bockpewenue flasapsa”, ,Bxop B Wepycanum™, ,Pacnatue”,
,BOCKpeceHMe") BbIAENAIOTCA MaHepoi MCMonHeHus. CTunb
vx 6onee MOHYMEHTaNbHbIM, Gonee rpaduuHbIi M 3aKOH-
UeHHbIM. OAHAKO 3TW Pa3nnNumMs He BbIBOAAT MX W3 06WeEro
CTUNSA, MPUCYWEro 1 GOTOPOAMYHBIM KNeiiMam, 4TO AaeT BO3-
MOXHOCTb CUNTATh WCMONHEHWE CEBEPHbIX W 3anafHbIX BpaT
0AHOBPEMEHHbIM. KpOMe CTUANCTUYEKOI PasHULbl NepeyuncreH-
Hble Kneiima oTnuyaroTcs 66nbLIeli BenMUMHON. Hagnucu (cm.
~Bxog B Wepycanum™), HUMGbl (cMm. ,MpeobpaxeHune™), yactn
Ghuryp u nunumM, 06BoAALLME KOMMO3ULAN, NOCTOAHHO MEPEKPbI-
BAIOTCA HAKNaJHbIMW MONOCAMN OPHAMEHTANbHBIX BaiMKOB W
yMBOHaMU. Takux SPKO BbIPAXEHHbIX Ae(eKTOB, Takoii cTec-
HEHHOCTU KOMMO3NLMA Ha GOTOPOAMYHBIX KneiiMax He BCTpe-
yaeTcs. Ha OCHOBAHMW BCEro CKA3aHHOrO BO3HWKAET BbIBOA,
4TO CeBepPHble M 3anajiHble BpaTa, No-BUANMOMY, CUNbHO yTpa-
UeHHble M 0GBETWABLWIME KO BPEMEHW YXe YNOMSHYTOM pec-
TaBpauuu, 6b1n pazobpaHbl U cobpaHbl B OAHW (CM. npum. 32).
HOXHble BpaTa OCTaNUChb B NPEXHEM COCTABE, XOTS Ha WX LEHT-
PanbHOM Banuke HEKOTOPbIE CBATHIE UCMONHEHbI B MaHepe, Gonee
CXOAHOI C MOYEPKOM CeBepHbIX BpaT (CM. W306paxeHne
c8. ®eopopa TupoHa, cB. deogopa CTpaTunarta, cs. Hecropa,
cB. EBcTaus, cB. Knpa ucs. MloaHHa 3natoycra).

Auncceptayns E. MesBeJeBoii, C A0CTaTOYHON MONHOTOW pas-
61paiolan OCHOBHbIE BOMPOCHI UCTOPUM BPAT, K COXaneHuio,
He u3gaHa. K ee WCTOpUYECKOMY MaTepuany aBTOp CTaTby
o6paiaeTca NocTosHHO (E. Megsedesa, STIOAbI O Cy3AanbCKUX
Bpatax, 4. |, N3a-Bo MHcTUTyTa nctopumn uckyccts AH CCCP,
Foc. 6ubnunoTteka um. flenuHa, 4. .K. 48 ).
3311

[laTupoBKa e BpaT Haubonee [0KA3aTENbHO BLIFNAAUT B
ctatbe B. /1. fAuuHa ,O patuposke BpaT Cysganbckoro co6o-
pa" (,CoBeTckas apxeonorus”, 1959, Ne 3)

S1. JleBWHCOH, V3aenns M3 LBETHOTO M YepHOro MeTanna.—
~Pycckoe aekopaTuBHoe nckycctso”, 1. I, M., 1962, cTp. 293—
294, unn. 202, 203, 204.
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in a manuscript by Iraklios in which he wrote about the arts
of the Romans in the eighth—ninth centuries and the pigments
used at that period. The text was translated into Russian by
A. Vinner and N. Eliseyeva and published in: Coo6ueHuns
BUHWANKP, Bbin. 4, M., 1961, cTp. 41. In the present-day
literature these methods were described by B. Mwuwykos, ,K
BOMPOCY O TeXHUKE 30M10TO M CepeBpsHON HaBOAKW MO Kpac-
Hoil mean B [lpeBHeii Pycn" (,KpaTkue coobuieHuns WHCTH-
TyTa MUCTOPUM MaTepuanbHOi KynbTypbl”, Bbim. XI, 1945, cTp.
111—114).

2 With the exception of the restoration of 1750 carried out under
the Suzdal Bishop Porphyry. In the course of the work the wooden
base of the gates was replaced by an iron one. When the gates
were reassembled some of the panels were misplaced, but the
designs on them remained intact.

(A. ®epopos, McTopuueckoe cobpaHue o GorocnacaeMom rpa-
fe Cyxjane — ,BpemeHHUK 0611eCTBA UCTOPUN W APEBHOCTEN
poccuiickux”, kH. 22, M., 1885, cTp. 43, 44).

The description given by A. Fyodorov is confirmed by my own
observation. When tracing the pictures of the west gates | found
that the scenes representing episodes from the life of Christ
(“Baptism”, “Transfiguration”, “The Ral of Lazarus”,
“Entry into Jerusalem”, “The Crucifixion”, “Resurrection”)
differ from the others in that their manner of execution is more
monumental, graphic and finished. These dissimilarities, how-
ever, do not make their style considerably different from that
of the scenes depicting the life of the Virgin Mary so that there
are grounds to believe that the north and the west gates were
produced at approximately the same time. Besides being different
stylistically the above -mentioned panels are bigger in size. The
inscriptions (see: “Entry into Jerusalem”), the nimbi (see:
“Transfiguration"), the figures and the contours of the com-
positions are overlapped in many places by laid-on strips of
ornamental rolls and umbones. Such obvious defects and
impairment of composition cannot be found on the panels
portraying the Virgin. All this leads us to the conclusion that
probably the north and the west gates, which had become
decayed and partly destroyed by the time of the restoration, were
dismantled and afterwards assembled in one piece. The com-
position of the south gates remained unchanged, though some
images on their central roll resemble the style of the north gates
(as, for instance, the images of St. Theodore Tiron, St. Theodore
Stratilates, St. Nestor, St. Eustachios, St. Chir and St. John
Chrysostom).

3 Unfortunately the dissertation by E. Medvedeva dealing with
the basic problems of the history of the gates has not been
published. The author of the present article constantly refers
to its historical material.

E. Megseaesa, OTioAbl O Cy3fanbCKUX BpaTtax, u.
WHcTutyTa muctopum uckyccte AH CCCP, Tloc.
nm. B. W. Nenuna, A.K. 48

3311
The chronology of the gates is most conclusively discussed in:

B. N. SAnuH, ,,O patuposke BpaT Cysganbckoro co6opa”
(,,CoBeTckas apxeonorus™, 1959, Ns 3).

I, wn3g.
6ubnnotexa

S1. JleBUHCOH, M34enus W3 LBETHOTO W 4YePHOro MeTanna.—
~Pycckoe paekopaTuBHOe wuckycctso”, T. I, M., 1962, cTp.
293—294, wnn. 202, 203, 204.



5 Cwm.: A. . BapraHos, ®peckn XI—XIIl BB. B Cy3gansckom
cobope. — ,KpaTkie COOGLIEHNA WHCTUTYTa MCTOPUNM MaTe-
puanbHoii KynbTypel AH CCCP", Bbin. V, /1., 1940, cTp. 39—
40.

*> JlaBpeHTbeBcKas netonuce"”
1234, 1237 rT.

7 ,,Kuescko-Meuepckuit Matepuk"”, Cn6., 1910, cTp. 76.

8 Cm.: A. Ysapos, C6opHuK Menkux Tpygos, 4. |, M., 1910,
Tab6n. 1X (112).

9 ,Ce xe Begomo 6yau, sko B XpecTbsiHex [He] oAuH aHren,

HO €NVKO KPEeCTUWAcs, Mmave e K 61aroBepHbIM KHasem Ha-

wum". — ,MnatbeBckas netonuce™ nog 1111 r.

Onnosuuynsa rereMoHUn BU3aHTUACKOW LiPKBU BO3HWKNA elle

B XI B. B Kuese. Kuesckuit mutpononut Wnnapuon B ,Cnose

0 3akoHe M 6narofaT" [o0Ka3biBa/l PaBEHCTBO BCeX Kpec-

TUBLWIWMXCA HAPOJOB M NPopounn KOHCTaHTUHOMONIO CyAbby

Viepycanuma, NasLUero u3-3a PeNurmo3HoM 3aMKHYTOCTH.

A. JNuxaues, HauwoHanbHoe camoco3HaHue [lpeBHeit Pycu,

M., 1945, cTp. 24—30.

nog 1175, 1194, 1222—1233,

3

a

M. Tuxomupos, [peBHepycckue ropoga, M., 1956, ctp. 400—
401.

12 ,NinTepatypa" B XNUBOMUCH — B JaHHOM C/lyyae TEPMUH YCNOB-
Hblif, MOCKONbKY MMEeTCA B BUAY PasBUTUE HE NUTEPaTypHOI
(abynbl, a NOCNEAOBATENbHOCTb XYAOKECTBEHHbIX MPUEMOB,
VX KOHLLeNUus,NPOANKTOBaHHAA XapakTepom o6pasa.

12 ,CnoBo BO3/EiiCTBYeT Ha uMTaTeNs He CTONbKO CBOE Nnoru-
UeCKOi CTOPOHOW, CKOMbKO OBW{MM HanpsKeHUeM TanHCTBEH-
HO MHOTO3HAYNTeNbHOCTY, 3aBOPAKMBAIOWNMU CO3BYUUAMN 1
puTMuyeckumun nosTopeHnamn” (4. C. Ninxaues, Mo3Tuka Apes-
Hepycckoii nuTepatypsl, J1, 1967, cTp. 117).

OTU Npuembl XapaKTepHbl ANs BCEX BUAOB BOCTOYHOXPUCTMAH-
CKOTO WCKYCCTBA W B TOW WM WHOM CTeNeHN NposiBAsAuCE 1 dop-
MUPOBANUCH B TEUYEHNE BCErO ero CYLIeCTBOBAHMS.

14 ®OpMUPOBaHME NMHEHOTO CTWUAS Hayanochb ropasfo paHblue
TOTO MOMEHTA, KOTOPbI MPUHAT B WMCKYCCTBO3HaHWN (T.e.
X—XI BB.). Yxe B paBeHHCKUX Mo3aukax LepkBu CaH-Butane
(oK. 547 r.) 1 Mo3amKax LepkBu cBATOW Coduu B CanoHukax
(842—850/5 r.) xapakTep HOBOr0 MWPOBO33PeHUA OMNpeAenuncs
BNOMHE, M BPSA NN 060CTpeHne rpaduyeckoro Hauana MOXHO
06BACHUTL CTPEMAIEHUEM YNYUWNUTL BUAUMOCTb WU306paxXeHus
npy CO34aHNM MO3aNK, ,PACCUMTAHHBIX HA BOCTPUATUE C OTAa-
NeHHOW Toukw 3peHns” (cm.: B. H. Nlasapes, ®pecku Crapoii
Napgorn, M., 1960, cTp. 80). AHTMYHAs MO3aWKa B TaKOh Xe
CTeMeHn Hyxpjanach B 4eTKOCTW 06pasa, noatomy (opMuposa-
H/e NIMHEHOTO CTUNS He CnejyeT OGBACHATb TEXHUUYECKAMN
NPUYMHAMK, a NPUHATUEM ero Kak camoro HarfifgHoro npuema
Ny BOMMOLEHUI CIUPUTYANUCTUYECKOTO MUPa,

&

.1 - . CIMPUTYanncTMyecKoe MCKYCCTBO PACCMATPUBAIOT OTHbIHE
KaK eUHCTBEHHO MpUeMnemyto (hopMy XyA0XKeCTBEHHOTO MUPO-
Bo33peHus" (cm.. B. H. Jlasapes, WcTopus BuzaHTuiickoi
xusonucu, T. 1, M., 1967, cTp. 104).

8, Hyc (rpey. nous — ym, pasym) — ofHa W3 OCHOBHbIX KaTe-
ropuil aHTUYHOI thunocodun, npeacTaBnstowas coboit 06061we-
HWE BCEX CMbIC/IOBBIX, PA3yMHbIX U MbICUTENbHBIX 3aKOHOMEP-
HocTeid, uapswmx B Kocmoce u B 4enoseke" (cm. ,dunocod-
cKytlo aHuuMknoneguio™ T. IV, M., 1967, cTp. 104). Ana Bbipa-
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5 A. [I. BapraHos, ®peckun XI—XIIl BB. B Cy3gansckom co6ope.
— ,KpaTkue COOGLIEHUS WHCTUTYTa MaTepUanbHoil KynbTy-
psl AH CCCP", Bbin. V, /1., 1940, cTp. 39—40.

6 ,/laBpeHTbeBckas netonuce™ of 1175, 1194, 1222—1233, 1234,

1237.

~Kuneso-Meuepckuii Matepuk”, Cn6., 1910, cTp. 76.

8 A. YBapos, CG60OpHMK Menkux Tpygos, 4. |, M., 1910, Ta6n.
1X (112).

9 ,MnaTtbeBckas netonuce”, of 1111.

~

10 Opposition to the hegemony of the Byzantine Church had been
voiced in Kiev back in the eleventh century. In his “Discourse
on Law and Blessing" the Kiev Metropolitan Illarion argued
that all Christian peoples were equal and predicted that
Constantinople would share the fate of Jerusalem which had fallen
by reason of its religious exclusionism.

A. Nuxaues, HauuoHanbHoe camoco3HaHue [ipeBHeii Pycw,
M., 1945, cTp. 24—30.

nwm. Tuxomupos, [peBHepycckue ropoga, M., 1956, cTp.
400—401.

12 Here the term “literature” does not imply the development of
a literary plot but connotes the sequence of pictorial devices
and their conception determined by the character of the image.

13 “It is not the logical content of the word that affects the reader,
but rather the intensity of its mysterious importance, the
bewitching consonance and rhythmic iteration™.

(4. C. Nuxayes, [MMo3aTuka ApeBHepycckol nutepatypsl, J1.,
1967, ctp. 117).

These methods are peculiar to all branches of East-Christian

art. They were formed and displayed themselves at every stage

of its existence.

The linear style began to take shape long before the tenth-
eleventh centuries — the period usually mentioned in art
literature. Already in the Ravenna mosaics from the Church
of San-Vitale (about 547 A.D.) and in Thessalonian mosaics
from the Church of St. Sophia (842—850/5) the character of the
new outlook was quite obvious. The prominence given to graphic
elements can hardly be explained by the desire to make mosaics,
“designed to be looked at from afar”, more clearly visible (see:
(B. H. Nasapes, ®peckn Ctapoii Jlagorn, M., 1960, cTp. 80).
The clearness of the design was equally important in the
antique mosaics. Therefore the appearance of the linear style
was hardly motivated by technical considerations: it was
accepted as the most suitable method in depicting the spiri-
tualistic world.

is “...from that time on the spiritualistic art was regarded as
the only acceptable approach for an artist” (see: B. H. Nlasa-
peB, Wctopus BusaHTuiickoit xusonucu, T. I, M., 1967, cTp.
104).

[

16 “Nous” (the Greek word for “mind, reason”) is one of the basic
categories of antique philosophy geheralizing all semantic, mental
and intellectual concepts pertaining to the Cosmos and the man”
(see: ®unocodckas aHunknoneaus, 1. 1V, M., 1967, cTp. 104).
In the East-Christian countries, more often than anywhere else.




5

B %

:d

N

8

KeHUs ugen Hyca B CTpaHax BOCTOUHOXPUCTMAHCKOrO MUPO-
BO33PEHNA ualle, uYem rfAe-nM6o, 06pawannch K CpeAcTBam
M306pa3nTeNbHOrO UCKYCCTBA, HO HE C LieMlbio UANK0CTPUPOBATL
(UNOCOMCKYIO KOHLENLNIO, a PaAN OCO3HAHWUSA €e CYLYHOCTH.

Niopsur ®eiiepbax, Mctopus dunocodumn, u3NoxeHwe, passu-
TWe W KpuTnKa unocoduu Jleii6Huua, M., 1967, cTp. 385.
B. H. Naszapes, ®pecku Ctapoit Slagoru, M., 1960, cTp. 90
LMKoHa 6bina ANs BU3AHTHIALA He WAONOM, HO Nogo6ueMm, cuM-
BO/MOM. BHelHe mMaTepuanbHas, CO3/\aHHas M3 JOCOK W KPacku,
OHa TeM He MeHee Gbina COMPUYACTHA W306paKaemMoMmy U cny-
Xuna, Takum 06pasoMm, CPeACTBOM, CBA3YIOWMUM 3eMHOe U
HeszemHoell (cm.: A. M. KaxkaaH, BusaHTuiickas KynbTypa, M.,
1968, cTp. 118).

®peckn 1181 r. ,MN36neHne mnageHuesll n ,berctBo B Eru-
netll (KactenbkacTaHbsi, CaHTa-Mapus POHUaHO) M MO3auku
X1l B. ,/36ueHne wmnageHuesIl u ,OnnakuBaHne Xpuctall
BO nopeHTuiickom 6antuctepun (cm.: Ferdinando Bologna,
Die anfange der italienischen Malerei, Dresden, 1964, unn. 38,
39, 90, 91).
Cm. ,,Bceobuyto uctopuio uckyccrsll, 1. II,
nnn. 26,160, 161, 162, 208, 323, 324, 399.

KH. |, M., 1966,

CM. XypH. ,tOrocnasuall, 1958, Ne 15, cTp. 20, 21, 22, 24,
164, 166.

AHTOHWTe Hukonosckn, ¢pecke y Kyp6unoBy 1191 roga,
Beorpag, 1961.

Millt Gabriel, La peinture du mogenage en Yougoslavie, 1—2 t.,
Paris, 1954.

,Katonuueckas MUCTUKA LeHWNa ranlioLMHaLMio BEL|ecTBeH-
HYI0, KOHKPETHYIO, WN/IO3MOHUCTUYECKYIO, Ha BocToke Xe
WNMIO3MOHM3M  TONKYeTCS Kak CyeTa, CBOEl BHellHell peanb-
HOCTbIO YBOAAILAA OT NOCTUXEHUS JYXOBHOI CywWHOCTU 06pasa.
Kpome TOro, cnoBo ,3KCTasll B Bu3aHTUM WMeENo 3adacTylo
nopULaloLMii CMbICN 1 PacCMaTPUBANOCh Kak MOBOA, MOTYIuii
yBeCTW yM B epecbll

. C. AsepuHueB, O cpefHeBeKoBOii acTeTuke. floknag B WH-
CTUTYTe UCTOPUM U Teopumn uckyccts 25 tespans 1969 r.
KpbcTio MuaTes, 1961, wnn.
46, 48, 49

HyXHO 0TMETUTb, 4TO Aae B MOrpaHNUuHoOi BusaHTun Bonra-
pUM Hapsigy C WCKYCCTBOM, [0BOMIbHO CeEno MOBTOPSBLIMM
BM3AHTUICKME KAHOHBI, YXE HA CaMblX PaHHUX MOpax HauuHaeT
Pa3BMBaTLCA IMHNA UCKYCCTBA 3aNaJHOEBPONENCKOTO.

BosHckuTe cteHonucu, Codus,

CpaBHeHMe (hpecok Feoprmesckom cobopa B CTtapoii Jlagore
(04HOM 13 COBEPLIEHHENWMX NaMATHUKOB KOMHWUHOBCKOTO CTU-
N5) C KNeiiMamn 10XHbIX BpaT 06GHapy)XWBAeT MOMHYIO WAEH-
TUYHOCTb He TONMLKO B XapakTepe 06pa3oB, B HauepTaHuu
rNa3s, pyK v np., HO U BO BCEX 6e3 WUCKMIOUYEHNA MPUHLMNAX Nn-
HeiiHOro cTUNS.

Mo3savnku MuxaiinoBckoro moHacTeips B Kuese 1108 r., thpecku
[AmuTpuesckoro co6opa Bo Bnagumupe 1194 r., tpeckn CTapoii
Napgorun cepeannbl XI11 B. u Cy3panbckue BpaTa B MOMHOW Mepe
N03BONAIOT MPeACcTaBUTL XapakTep KynbTYpHOW aTmocdepsl,
BOCTIPUHSABLUE 3TOT CNOXHbIA W BLICOKMiA CTUN.

OCHOBHas W/est BOCTOYHOXPUCTUAHCKOTO MMPOBO33PEHNA O rap-
MOHUYECKOM eAMHCTBE MUpa yxe y [puropus Hucckoro (oK.
335—394 rr.) o6peTaeT OKOHYaTenbHylo (opmy. ,,. .. Yenosek
€CTb HeKU MUKPOKOCM, 3aK/ioualowmii B cebe BCe, 4TO MOXKHO

23

the idea of Nous was expressed through the medium of imitative
arts. This was not done for the illustration of a philosophic
conception, but as a means of grasping its essence.

Niogsur WcTtopua ¢ pas-
BUTWE W KpUTWKA (unocodum NerbHuua, M., 1967, cTp. 385.
B. H. Nasapes, ®peckn Ctapoii Jlagorn, M., 1960, ctp. 90.
“For a Byzantine an icon was not an idol but a likeness, a
symbol. Material in its outer form, made of boards and paints,
itwas nevertheless part of the image and thus served as a link
between the earthly and the heavenly”, (see: A. M. KakpaaH,
BusaHTuiickas KynbTypa, M., 1968, cTp. 118).

N
3

See the frescoes of 1181: ~ “The Massacre of the Innocents” and
“The Flight to Egypt” (Castelcastagna, Santa-Maria Ronzano)
and the thirteenth-century mosaics “The Massacre of the
Innocents” and “Pieta” in the Florentine baptistery. (Ferdinando
Bologna, Die Anfange der italienischen Malerei, Dresden, 1964,
illustr. 38, 39, 90, 91).

See: Bceobuwas uctopus uckyccts, T. I,
nnn. 826, 160, 161, 162, 208, 323, 324, 399.
See: XXypH. ,tOrocnasmall, 1958, Ne 15, cTp. 20, 21, 22, 24,
164, 166.

AHTOHMUTE HMKONOBCKHM,
Beorpag, 1961.
MHW Gabriel,
t., Paris, 1954.

“Catholic mysticism valued a material, concrete, illusionist
hallucination whereas in the East they regarded illusionism as
vanity because its outer realism prevented one from cognizing
the inward essence of the image. Besides in Byzantium the word
“ecstasy" often had a disapprobatory sense, as this notion could
lead one’s mind to heresy."

S. S. Averintsev, "On Aesthetics in the Middle Ages"
read on the 25th of February 1969 at the
History and Theory of Art.

kH. |, M., 1966,

N

®pecke y Kyp6unoBy 1191 ropa,

La peinture du mogenage en Yougoslavie, 1—2

B

a paper
Institute  of

KpbcTo MuaTes,
46, 48, 49.

It must be noted that even in Bulgaria which bordered on
Byzantium, from very early times the art that followed blindfold the
Byzantine canons was not the only school: side by side with it
there developed west-european influences.

Acomparison between the frescoes in the Old Ladoga Cathedral
of St. George (a monument vividly illustrating the Comnenus style)
and the south gates panels displays their full identity both in the
characteristics of the faces, eyes, hands, etc. and all other
manifestations of the linear style.

BosHckuTe cteHonucu, Cotms, 1961, wnn.

N
2

27 The mosaics in the Kiev Monastery of St. Michael (1108), the
frescoes in the Vladimir Cathedral of St. Demetrius (1194), the
Old Ladoga frescoes of the mid-twelfth century and the Suzdal
gates show us very graphically in what cultural atmosphere this
high and complicated style was being assimilated.

28 The baslc cosmologlcal concept of Eastern Christendom had

y formulated already by Gregory Nissky (about

: “...man is a certain microcosm containing every-

thing that can be found in macrocosm; whilst the Creation is a
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HailTM B Makpokocme. Mexay Tem MOpPsAOK MUPO3AAHNA ecTh
HeKas My3blKa/bHasi rapMOHUS, B BENUKOM MHOro06pasuu cBOMX
NPOSBAEHWUA MOAYMHEHHAR HEKOTOPOMY CTPOIO U pUTMY, npu-
BefeHHas B cornacue cama c coGoii, ceGe camoli CO3By4Has
M HUKOTAA He BbIXOASLAs U3 3TOW CO3BYYHOCTW, HUMANO He Ha-
PYLIaeMOii MHOT00GPa3HbIMU Pa3NUUMAMI MEeXAY OTAeNbHbIMU
YacTAMU MUPO3JaHNs. Begb KOTAA My3blKAHT TporaeT CTPyHbI
NNeKTPOM, OH WM3BNEKAET MENOANI0 MMEHHO M3 pasHooGpasus
3BYKOB, W MPUTOM, eCnu Obl BCE CTPYHbl WM3JaBanit OAUH
¥ TOT Xe 3BYK, Menoaus BooGuie He Morna 6bl poanTbea™ (,Bu-
3aHTUiicKas nuTepatypa IV—IX BB.“, 1968, cTp. 85).

Tax Tenewy NeXWT Ha 3emne He YGUBaeMbId, Kak 3TO cnejyeT
N0 MKOHOTPA(hUUYECKOMY KaHOHY, HU ABPaamMoM, HU CIyrolo.

XapakTepHo, YTO UKOHOTpadus cCloxeTa ,,ABENb NPUHOCUT Aap
K 6ory“ B WCKycCTBe XpuUCTWAHCKOro BocToka C ApeBHeiLunx
BpeMeH OCTaBanach 6e3 M3MeHeHWit (cp. Mosauky VI B. uepksn
CaH-Butane B PaBeHHe). CM.: H. B. MokpoBckuii, LiepkoBHas
apxeonorus, Mr., 1916, cTp. 53, wam: Gioseppe Bovini, Ro-
dolphe Gotland, Mosaiques de Ravenne, Milano, 1957, PI. 41.

CpaBHUTE MOYTI OJHOBPEMEHHYIO HalUeii KOMMO3ULMIA MO3anKy
nepeoii nonoBuHel XI11 B. co6opa B MoHpeane (B. H. Jlasapes,
WcTopus BusaHTuiickoii xmusonucw, T. II, M., ,MckyccTeo™,
1947, wnn. 232). BmewaTensCTBO CULMANIACKAX MAcTepoB (CMm.
ykas3, coy., T. I, cTp. 148—149) BHecno COBEPLIEHHO MPOTMBO-
NONOXHBIA 33jaHHOMY CIOXETOM CMbICN: [NAAA Ha 3puTens,
apxaHren noyTh XeMaHHbIM XeCTOM OTCTPaHseT pyky Makosa,
VAYWero 3a HAM. BMAMMOCTM €MHOGOPCTBA HET HM BO BHeLU-
HEM, HIt BO BHYTPEHHEM COCTOSHUM MepCOHaXeil, Ho, HeCMOTps
Ha (POPManbHYI0 COXPAHHOCTb KOMHUHOBCKOTO CTUAS, M306paxe-
HUE MPOHW3AHO PeanuCTUYECKO KaHPOBOCTbIO, CBOMCTBEHHOI
3anajHoeBPONECKOMY UCKYCCTBY.

W. ToncToii, H. KoHgakos, Pycckue gpeBHocTu, Bbin.VI, Cné
1899, cTp. 45, 47.

Jl0CTaTOUYHO yKa3aTb Ha TO, YTO TaKUe rPaHANO03HbIE U POCKOLIHO
yKpalleHHble co60opbl Kak PoxgecTBeHckuit B Cysgane (1222—
1225) n [eopruesckuii B tOpbeBe-Monbckom (1234), NocTpoeHbl
noyTu OAHOBPEMEHHO (,/laBpeHTbeBCKas netonuch” nog 1222,
1233, 1234, 1237 rr. A. ®eaopos, ykas, coy., npum. Ne 2). Ykasa-
HO, 4TO Mo co6OpPHOIF onuck 1609 r. B LEPKBU UMENNCH U CeBEpHbIe
BpaTa, a Takxe KPeCT 1 aMBOH C M306PAKEHNAMI NPa3HNKOB FoC-
NOAHMX 1 GOrOPOAMUHbIX, WCMONHEHHbIX B TOW )€ TeXHuKe,
uTO HOKHbIE W 3anagHble Bpata (CM. ,BpemeHHMK o6uiecTsa
mc)Topmm [peBHOCTeli poccuiickux”, kH. 22, M., 1885, cTp. 43—
44).
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certain musical harmony subordinated in all its numerous
manifestations to a definite structure and rhythm, brought into
accord with itself, self-consonant and never transgressing this
consonance, not disturbed in the least by any dissimilarities
between its different parts. Indeed, when a musician strikes the
strings with his plectrum it is the diversity of sounds that enables
him to produce a melody, and if all the strings sounded in unison
no melody could be born.” (,BuzaHTuiickas nutepatypa IV—
IX BB.“, M,, 1968, CTp. 85).

Even in the south gates composition representing the Old
Testament Trinity the calf lying on the ground, contrary to the
iconographic canon, is not being slain either by Abraham or by
his servant.

It is noteworthy that in the art of Eastern Christendom the
iconography of the episode “Abel’s Offering to God” had
remained unchanged from the earliest times (compare the sixth-
century Ravenna mosaics in the Church of Santo-Vitale). See:
H. B. Mokposckuii, LiepkoBHas apxeonorus, Mr., 1916, cTp. 53.
or: Giuseppe Bovini, Rodolphe Gotland, Mosaiques de Ravenne,
Milano, 1957, plate 41.

Compare this composition with the early-thirteenth-century
mosaic from the Montreal Cathedral, (B. H. Jlasapes, WcTtopus
BusaHTuiickoii  xwueonucu, T. W, M., ,MckyccTeo", 1947,

nnn. 232). The interference of Sicilian masters (ibid., Vol. * pp.
148—149) resulted in an essentially different interpretation of the
subject: with his face turned to the spectator the archangel by
an affected gesture is putting aside the hand of Jacob who is
walking behind him. Neither the external appearance of the
figures nor their inner characteristics show any trace of their
being in combat. In spite of the fact that the work is formally
done in the Comnenus style, it possesses realistic genre traits
peculiar to west-european art.

W. ToncToit, H. KoHaakos,
Cn6., 1899, cTp. 45, 47.
Sufficeitto say that such big and richly adorned churches as
the Nativity Cathedral in Suzdal (1222—1225) and the St. George
Cathedral in Yuryev-Polskoi (1234) were built contemporaneously
(,/laBpeHTbeBCKas netonuchb” 1222, 1233, 1234, 1237; A. ®e-
Aopos, ib., Note 2). According to the church inventory of 1609,
there were also north gates as well as a cross and an ambo
with pictures representing the feasts of Christ and the Virgin
and executed in the same technique as the south and the west
gates (,BpemeHHUK 06ljeCTBA WUCTOPUM [PEBHOCTENl  poCCii-
CKuX", KH. 22, M., 1885, cTp. 43—44).

Pycckue pgpesHoCTH, Bbin. VI,



HAAMNCWN HA N3OBPAXEHUAX CBATbIX
HA LEHTPANIbHOM BAJIMKE 3ATTIAOHbIX BPAT

INSCRIPTIONS ON THE CENTRAL ROLL

OF THE WEST GATES

1 Arunoc Hukona 1. St. Nicholas

Arvnoc Bacunuii St. Basil
2. Arnoc eopruii 2. St. George

Arvoc MuTpuii St. Demetrius
3. Arnoc MutpodaH 3. St. Mithrophanus

Arunoc VoaHH St. John
4. Arnoc ®eogop 4. St. Theodore
B ueTblpex HWKHWUX Kneiimax repanbauueckune The four lower pictures represent heraldic griffins and

1306paxkeHns rputoHoB 1 6apcos. panthers.



HALMUCU HA KNEAMAX
SATAOHbBIX BPAT

INSCRIPTIONS
ON THE WEST GATES PANELS

1. Becegepxutens.
2. Arna Tpoumua. bbiTue, | kH., rn. 18, cT. 6—7.

3. Cepadum. KHura npopoka Wcaiis, rn. I, cT. 2.

4. XeposuM. KHura npopoka Wesekuuns, rn. I,
Anokanuncuc, rn. |, ct. 8—9.

5. 3auatue. Bennkue Yetbn-MuHen, 9 geka6ps.

6. PoxxgecTBo cB boropoaunupl. Benmkune Yetbn-
MuHen, 8 ceHTAGPA.

7. BBegeHvie. Benvkue YeTbn-MuHen, 21 HOAGPS.

8. bnaroselyanne. EBaHrenve ot Jlyku, rn. |,
cT. 28—33.

9. PoxpaecTBo XpuctoBo. EBaHrenve ot Martces,
rn. 1, cT. 18—25; EBaHrenve ot Jlyku, rn. 2,

cT. 1—7.

10. YcTpeTeHbe [ocnogHe. EBaHrenue ot Jlyku,
. 2,CT. 22—32.

11. KpeuweHve FocnogHe. EBaHrenve o1 Martdes,
. 3, cT. 13—17.

12. Mpeo6paxeHue. EBaHrenve ot Martdes,
rn. 17, c1. 1—8; o1 Jlyku, rn. 9, cT. 28—36.

13. BockpelueHve JlasapeBo. EBaHrenve ot MoaHHa,
rn. 11, cT. 43—44.

14. Bxog B Wepycanum (6e3 Hagnwcu). EBaHrenve
oT Mapka, rn. 11, c1. 1—11; oT Martdes, rn. 21,
cT. 8—10.

15. Pacnatue Xpuctoso. EBaHrenve ot Mapka,
rn. 15, ct. 25—26; oT WoaHHa, rn. 19, c1. 23—27.

16. M'po6 MocnogeHb. EBaHrenve ot Matdes,
rn. 28, ct. 1—6; oT Mapka, rn. 16, c1. 1—7;
oT WoaHHa, rn. 20, cT. 1—2.

17. BockpeceHne ocnogHe. EBaHrenve ot Mardes,
rn. 27, ct. 52—53.

18. Cowwectsme cB. lyxa. EBaHrenve, [eaHus
AnocTtonos, rn. 2, cT. 1—4.

19. Kneiimo yTpaueHo.

1. The Almighty.
2. The Holy Trinity. Genesis, Chapter 18, verses 6—7.

3. Seraph. The Book of the Prophet Isaiah, Chapter 1,
verse 2.

4. Cherub. The Book of the Prophet Ezekiel, Chapter
1; The Revelation, Chapter 1, verses 8—9.

5. The Conception. The Great Menology, Decem-
ber 9.

6. The Nativity of the Holy Virgin. The Great
Menology, September 8.

7. The Presentation. The Great Menology, Novem-
ber 21.

8. The Annunciation. The Gospel According to St.
Luke, Chapter 1, verses 28—33.

9. The Nativity of Our Lord. The Gospel According to
St. Matthew, Chapter 1, verses 18—25; St. Luke,
Chapter 2, verses 1—7.

10. The Purification. The Gospel According to St.
Luke, Chapter 2, verses 22—32.

11. The Baptism of Our Lord. The Gospel According
to St. Matthew, Chapter 3, verses 13—17.

12. The Transfiguration. The Gospel According to St.
Matthew, Chapter 17, verses 1—8; St Luke, Chapter
9, verses 28—36.

13. The Raising of Lazarus. The Gospel According to
St. John, Chapter 11, verses 11—15.

14. The Entry into Jerusalem (without inscription).
The Gospel According to St. Mark, Chapter 11, verses
1—10; St. Matthew, Chapter 21, verses 8—10.

15. The Crucifixion. The Gospel According to St.
Mark. Chapter 15, verses 25—26; St. John, Chapter
19, verses 23—217.

16. The Sepulchre of Our Lord. The Gospel
According to St. Matthew, Chapter 28, verses 1—6;
St. Mark, Chapter 16, verses 1—7; St. John, Chapter
20, verses 1—2.

17. The Resurrection. The Gospel According to St.
Matthew, Chapter 27, verses 52—53.

18. The Descent of the Holy Ghost. The Acts of the
Apostles, Chapter 2, verses 1—4.

19. The panel is missing.



20. YcneHbe npeceATble boropoauLbl. Benvkue
YeTbn-MuHen, 15 asrycra.

21. MNonoxeHne 4YecTHble pu3bl. Benukve YeTbun-
MuHen, 2 nions.

22. CATble BoropoauLbl TeNo HecyT KO rpoGy.

23. MonoxeHwve nosca. Bennkne YeTbn-Muren,
31 aBrycra.

24. Mokpos cBATble boropoaunubl. Benvkve YeTbn-
MuHen, 1 oKTAGPS.
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20. The Assumption of the Holy Virgin. The Great
Menology, August 15.

21. The Deposition of the
Menology, July 2.

22. The body of the Holy Virgin is carried to the tomb.

23. The Laying of the Girdle. The Great Menology,
August 31.

24. The Intercession of the Holy Virgin. The Great
Menology, October 1.

Robes. The Great



VI.

MN30BPAXEHWA CBATbIX

B MELA/IbOHAX HA BAJIMKE HOXHbIX BPAT
(Hapgnucm)

IMAGES IN MEDALLIONS
ON THE SOUTH GATES ROLL
(inscriptions)

Arvoc eopruii. Benukue YeTbu-MuHen,
23 anpensl
Arvioc iMuTpunii. Bennkve YeTbn-MuHen, 26
OKTABPA2.

. Arnoc ®eopop (TupoH). Benukwe

YeTbu-MuHen, 17 despanald
Arnoc ®eogop (CtpaTtunart). Benukue
YeTbu-MuHen, 8 despansd

. Arnoc Hectep. Bennkue Yetbn-MuHen,

27 oKkTA6pA5.

Arvioc Vesctaduii. Bennkue YeTbn-MuHen,
20 ceHTA6PS6.

. Arnoc Kup. Bennkue YeTbn-Munen,

8 AHBapA’.
Arunoc MoaHH 3natoycT. Benukue YeTbu-
MuHen, 13 HoA6pA8.

Arvoc OaHnnnQ Arnoc AHaHua.
Arunoc Asapus. Arnoc Mucannl0. Benvkue
YeTbu-MuHen, 17 gekabps.

B nocnegHem 3BeHe:
a) CaMCOH pasfupaeT nbBa.
6) MputhoH. KHura cypelt nspaunesbix, rn. 14,
cT. 5, 6.

MEAANBOHbI HA CTBOPKAX:

HA NIEBOW CTBOPKE

Arvoc MoaHH (MunocTtuBblii). Benukue
YeTbu-MuHen, 12 Hosbpsll

Arvoc Bnacuii (Enuckon ceBacTUACKWIA).
Benukune YeTbn-Muren, 11 despansl2
Arvoc Bacunuii (Benukwid). Benukue YeTbu-
MuHen, 1auBapald

HA MPABOW CTBOPKE

Arvioc Mpuropuii (Benukuii). Benukue YeTbu-
MuHen, 25 aHBapsld

Arvioc Neenatwii (TaHrpckuii). Benvkue
YeTbn-Muren, 31 mapTtals.

Arvioc KnumeHT (Mana pumckuii). Benukue
YeTbn-MuHen, 25 HOA6pA16.

B ueTbIpex HUMKHWUX KneliMax repanbguueckue
1306paXxkeHns rpudoHoB 1 6apcos.

VI.

I- St. George. The Great Menology, April 23

St. Demetrius. The Great Menology, October

St. Theodore (Tiron). The Great Menology,
February 173

St. Theodore (Stratilates). The Great Menology,
February 84

St. Nestor. The Great Menology, October 275
St. Eustachios. The Great Menology, September
20",

St. Chir. The Great Menology, January 8 .
St. John Chrysostom. The Great Menology,
November 13/

St. Daniel4 St. Hananiah, St. Azariah,
St. Mishaelld The Great Menology, December 17.

In the last section:

a) Samson rending the lion.

b) Griffin. The Book of Judges, Chapter 14,
verses 5; 6.

MEDALLIONS ON THE LEAVES:

ON THE LEFT LEAF:
St. John (the Benevolent). The Great Menology,
November 12¢.

St. Vlasios (the Bishop of Sebastia). The Great
Menology, February Il 12

St. Basil (the Great). The Great Menology,
January 113

ON THE RIGHT LEAF:
St. George (the Great). The Great Menology,
January 2514

St. Eupathios (of Gangra). The Great Menology,
March 315

St. Clement (the Pope). The Great Menology,
November 25u»

The four lower pictures represent heraldic
griffins and panthers.



HAAMNCN HA HOXHBIX BPATAX
POXAECTBEHCKOIO COBOPA

INSCRIPTIONS
ON THE SOUTH GATES

1 Arva Tpouua. bbeitue, | kH., rn. 18, cT. 6—7.

2. CBepXeHb 6bICTb caTaHa apxaHrenom Muxaunom
€O OCTYMHBLIMW €ro cunamu n Gecu HapeueHu GbiLuia.
Benukvie YeTbn-MuHen, Hosbpb 1—12.

3. CtBopu bBorb yenoseka no o6pasy cBoemy u rno
nojo6MI0 N AyHY Ha NuLe ero fyxXb XWUBOTEHD U
6bICTb YenoBeKb B AyLIO XMBY, BbiTue, | KH.,

rm. 2,ct. 7.

4. AHrenb MocnogeHb u3ronuts Agama n Esy u3
Pas. BbiTue, | kH., rn. 3, cT. 23—24.

5. OT apxuctpatura Muxanna Hay4yaemb AfjaMb
pbiNbLieMb 3eM/0 Komnasi, NOTOMb U TPYAOMb
nuTaTecs OCYXfeHb 6bICTb. Benukue YeTbu-
MuHen, Hos6pb 1—12.

6. ABefib NPUHOCUTL fapb K bory. bbiTue, | KH.,
. 4, cT. 4.

7. Y6usaeTb KanHb Asens 6pata cBoero. bbiTue,
| KH., . 4, cT. 8.

8. AfjaMb HapuLaeTb UMeHa 38epeM. bbiTue, | KH.,
rn. 2, ct. 19—20.

9. Buge VISKOB NeCTBULIIO 1 aHTIN BOXMU CXOXKaXy
BHW3b, X0Xaxy MO Heil 1 rocnofb ykpennswecs
Ha HUXb. BbiTue, | KH., rn. 28, cT. 12

10. ApxaHrens FocnogeHb 6opeTcs ¢ NAKoBOM®b.
BbiTne, | KH., rn. 32, cT. 24.

11. borb sBKCS ABpamy Bb TPOMLM nog Ay60M
Mawmspuiickumb. BbiTue, | kH., rn. 18, cT. 12.

12. Yypo apxuctpatura Xpucrtosa Muxanna.
Benvkue YeTbn-MuHen, 6 CeHTABPL.

13. ApxaHrenb [focnofeHb CHUZAE B MeLlb Kb 0Tpo-
KOMb M OTbA NnameHb OT newy. KHura npopoka
Janunna, rn. 3, cT. 49—50.

14. ApxaHrenb [C0CMofieHb ABUCA C MHEMa [iBeMa
aHrenoma Jlotoen fa usberHetb ot Cogoma.
BbiTue, | kH., rn. 19, cT. 12—15.

15. laBnAb Lapb Ha TpenneTHyo Bepy Tpoule
yNoBaBb TPN Bb3f KaMeHU Ha bpaHb. Mepsas
KHUra uapcTs, rn. 17, c1. 40, 45. Benukue YeTbn-
MuHen, Hos6pb 1—12.

1. The Holy Trinity. Genesis, Chapter 18.

2. The Archangel Michael cast down Satan and his
apostate host, and they were given the names of
devils. The Great Menology, November 1—12.

3. And the LORD God formed man of the dust of
the ground, and breathed into his nostrils the breath
of life; and man became a living soul. Genesis,
Chapter 2, verse 7.

4. Therefore the LORD God sent him forth from the
garden of Eden. Genesis, Chapter 3, verses 23—24.

5. The Archangel Michael is instructing Adam to till
the ground with a spade as it is his lot to get his food
by working in the sweat of his brow. The Great
Menology, November, 1—12.

6. And Abel, he also brought of the firstlings of his
flock and of the fat thereof. Genesis, Chapter 4,
verse 4.

7. Cain rose up against Abel his brother, and slew
him. Genesis, Chapter 4, verse 8.

8. And the man gave names to all cattle, and to the
fowl of the air, and to every beast of the field.
Genesis, Chapter 2, verses 19—20.

9. And Jacob dreamed, and behold a ladder set up
on the earth, and the top of it reached to heaven:
and behold the angels of God ascending and
descending on it. Genesis, Chapter 28, verse 12.

10. And Jacob was left alone; and there wrestled a
man with him. Genesis, Chapter 32, verse 24.

11. And the LORD appeared unto him by the oaks
of Mamre. Genesis, Chapter 18, verse 1

12. The miracle of Michael, the Archangel of God.
The Great Menology, September 6.

13. The archangel of God delivers the youths from
the burning fiery furnace. The Book of Daniel,
Chapter 3, verse 25—26.

14. And the two angels came to Sodom at even; then
the angels hastened Lot, saying, Arise, lest thou be
consumed in the iniquity of the city. Genesis,
Chapter 19, verses 1, 15.

15. King David having faith in the Trinity takes
three stones for the fight. The First Book of Samuel,
Chapter 17, verses 40, 45. The Great Menology,
November 1—12.



16. ApxaHrens FocnogeHb BCXUTU Ambakyma ¢ nu-
weto oT Mepycanuma Bb BaBuioH ga npenutaeTsb
[anuna. Kuura npopoka faHuuna, rn. 14,

cT. 31—37.

17. ApxaHrenb locnogeHb Muxannb Bb3MyLLaeT
Kyneb fa ucuennTb 6onswas. EsaHrenvne ot
WoaHHa, rn. 5, ¢T. 2, 3, 4.

18. AHrenu 6oxxum npugoLla nosegats J10ToBM
na M36erHetb oT Cogoma. Bbitue, | kH., rn. 19,
cT. 4—8.

19. AHrens FocnogeHb notonnsete Cogoma u Mo-
moppa. Benukue Yetbu-MuHen, Hosbpb 1—12.

20. flBuca Anrens FocnofeHb efleoHy nosenesas
emMy Bb KPenocTu cBoeli No6efnTH CbiHbl ArapuHsbl.
KHura cygeit U3paunesbix, rn. 6, cT. 11—12.

21. WNcweawb ¢ Hebecy apxaHrens MocnogeHs Mu-
Xaunb y6u 0T nonka apypuinckoro ThiCALLb CTO U
0CEMb/ECATb U NSATb.

22. HathaHb npopokb 06nunyaeTb [laBnaa o crpetue-
HUW. BTopas kHura uapcts, rn. 12, ct. 1—14.

23. ApxaHrenb MocnogeHb Muxauns 3anpetyaeTb
Banamy Bb/bXBY, {1a He NPOKNNHAETH CbIHOBb
uspaunesb. YeTsepTas kHura Mouceesa, Yucna,
rn. 22, ct. 31

24. flBucsa apxucTpaturb Muxauns Mucycy Hasu-
Hy Bb VlepnxoHe ykpennssaii Ha 6paHb. KHura
Wucyca HasuHa, rn. 5, cT. 13—15.

30

16. The archangel of God carries Ambakum with
food from Jerusalem to Babylon to give the food to
Daniel-. Daniel (Greek version).

17. The archangel of God. Michael troubles the pool
and cures a sick man. The Gospel According to St.
John. Chapter 5.

18. The angels hastened Lot, saying. Arise, lest thou
be consumed in the iniquity of Sodom. Genesis,
Chapter 19.

19. The angel of God destroys Sodom and
Gomorrah. The Great Menology, November 1—12.

20. And the angel of the Lord appeared unto
Gideon; go in this thy might and thou shall smite
the Midianites as one man. The Book of Judges,
Chapter 6, verses 12, 16.

21. Descending from heaven Michael, the Archangel
of the Lord slew of the host of the Arurites one
hundred and eighty and five thousand.

22. The Prophet Nathan rebukes David for his sin.
The Second Book of Samuel, Chapter 12, verses
1—14.

23. And He said unto Balaam, Thou shalt not go
with them; thou shalt not curse the people: for they
are blessed. Numbers. Chapter 22, verse 12.

24. And it came to pass, when Joshua was by
Jericho, that he lifted up his eyes and looked, and,
behold, there stood a man over against him. The
Book of Joshua. Chapter 5, verses 13—15.
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MPUMEYAHNA K N3OBPAXEHUNAM CBATbIX B MEAAJIbBOHAX
HA BAJIMKE KOXHbIX BPAT

NOTES TO THE IMAGES IN MEDALLIONS
ON THE SOUTH GATES ROLL

A. Kupnuunukos, CesaToil Feopruit u Eropuit Xpabpsiii, Cn6.,
1879.

Y6ut okono 306 r.

®depop TupoH (rpey. HoBoGpaHew). MocTpagan B 306 r. B ropoge
Anacum.

®epop Ctpatunat B 130 r. 3amyyeH npu JINUMHUN.

BouH myueHuk. MocTpagan B ConyHu ok. 306 r.

BouH myueHuk EBcTacmii Mnakuga. Mpu umnepatope AgpuaHe
GbiN OCYX/EH BMECTe CO CBOEeii CeMbeil. Bce OHM 6binN GPOLLEHbI
B PACKaNeHHOT0 MeHOTO BbiKa.

MaTpuapx KOHCTaHTMHOMONMbCKWIA. YuacTBOBan Ha 5—6 BCe-
neHckom cobope B 6opbbe ¢ MoHo(enuTamn. B 712 r. Hu3BeAeH
C npecTona, yAanuncs B XOPCKWI MOHACTbIPb, TAe BCKOpe
ymep.

Cs. apxuenuckon KOHCTaHTMHOMONbCKUA (344 wnm 354—407).
Cm. ,MamAaTHWKW BusaHTwuiickoit nutepatypsl IV—IX BB.“,
M., 1968, cTp. 87—108.

Mpopok [laHunn npoucxoaun u3 MyauHa Konewa, nocnefHuit
M3 4eTbipeX BENMKMX €BPEMCKUX MPOPOKOB, KUN U [AeiCcTBOBAN
npu HaByxopgoHocope, Bantacape, [lapun, Mugenure n Kupe.

AHaHusa, Asapua U Mwucaun — 1HOWMK, B3ATbIe BMecTe C [la-
HUNANOM 3aNM0XHMKaMI BO BPEMS HawecTsus HasyxogoHocopa
Ha Wepycanum. — ,,KHura npopoka faHuuna**, rn. 1, 2, 3.

Matpuapx AnekcaHgpuiickuit. XXun B Hauvane VII B. B pguccep-
Taumm E. C. MegBefeBoii 0 cy3ganbCkux BpaTax (CM. npum.
Ne 3) B MeAanboHe Ha neBoit cTtBope HOXHbIX BpaT CB. MoaHH
(no cxeme Ne 8) Ha3BaH MloaHHOM 31aTOYCTOM, HO WKOHOrpapus
1306paxeHns COBMajaeT, ckopee, C (hpeckoli [eopriuesckoro
co6opa B Ctapoii Jlagore (cm.: B. H. Jlasapes, ®pecku CTapoii
Naporun, unn. 4), rae VloaHH MunocTuBbIi NpejcTaBieH cTap-
ueMm, Toraa Kak WMoaHH 3naToycT M306paxaeTcs CPefoBeKOM.
Mockonbky o6pasbl Bacunus Benukoro, Mpuropus Borocnosa u
VoaHHa 3naToycTa, Kak NpaBuio, HeoTAeNUMbI Apyr OT Apyra
(namaTb ux Bcex Tpoux oTmevaeTcs 30 sHBaps. Cm. Benukue
YeTbu-MuHen), To E. C. MepaBegeBa, eCTECTBEHHO, NpuUHsANa
VoaHHa Munoctuoro 3a WoaHHa 3naToycta, HO MeJanboH
¢ MoaHHoM 31aTOyCTOM, MO BCelt BUAMMOCTM, yTpadyeH BO Bpe-
MS MepeMOHTMPOBKM BpaT (cm. npun. Ne 2), To e u3obpa-
KeHue WoaHHa 3naToycTa, KOTOpOe HaxoAuTCs Ha Banuke BpaT
(no cxeme Ne IV), BMECTe C APYrUMU M300paXKeHUMU MO BCemy
Ba/MKy, HABEPHOE, MOXHO CYMTaThb Gonee MO3AHUM, TakK Kak
XapakTep 06pasoB U MaHepa WCMONHEHUs ropasao Ganxe K Tex-
HIKE MacTepOB 3anajHbiX BPaT,

CKpbIBANCA B MyCTbIHHLIX FOPax BO BpeMeHa JINKNUHMEBA THeBa,
B 316 r. yceyeH MeyoM.

Bacunnii apxuenuckon Kecapuiickuii, ok. 330 r. — 1 sHBaps
379 r. cm. ,MamaTHWKu BuzaHTuiickoii nutepatypsl, IV—IX
BB.“, cTp. 45—69.

Cpuropuit HasnaHsuu (ok. 329—390) B LiePKOBHOI Tpagnumm —
[puropwii Borocnos, poauncs B Kannagokun. BmecTte ¢ Bacu-
mem Bennkum v VI0aHHOM 31aTOyCTOM BK/IOYEH LiepKOBbIO B
UnCcno Tpex, 0Co60 MouMTaeMblX CBATUTENeW (CM. yKas. COY.
cTp. 70—83).

Enuckon laHrpckuii — yuyacTHUK | BceneHckoro co6opa. Kas-
HeH B 316 T.

B | B. no noseneHnto TpasHa cocnaH B XepcoH W YTOMneH
B MOpe.

n Patriarch of Alexandria in the early seventh century.

14 George Nazianzin (about 329—390),

1 A. KnpnuyHukos,
1879.

2 Killed about 306 A.D.

3 Theodore Tiron (Gr. for a recruit). Martyred in 306 in the town of
Anasia.

4 Theodore Stratilates was martyred in 130 near Lisinia.

5 Awarrior martyred in Thessalonica about 306 A.D.

6 The martyred warrior Eustachios Plakida. He was condemned to

death by Emperor Adrian and thrown into a heated copper ox
together with all members of his family.

7 Patriarch of Constantinople. Took part in the 5th—6th oecumenical
councils directed against the Monophysites. Deposed in 712 after
which he retired to the Khor Monastery and soon died there.

CaAToi [eopruit u Eropuit Xpa6pslii, Cné.,

8 Canonized archbishop of Constantinople (344 or 354—407). See:
,MamsaTHuku BusaHTuiickoi nuTepatypbl IV—IX BB.“, M.,
1968, cTp. 87—108.

9 The Prophet Daniel, the last of the four great Hebrew prophets,
descended from Judah. He lived in the reigns of Nebuchadnezzar,
Belshazzar, Darius, Midenine and Chir.

10 Hananiah, Azariah and Mishael — the youths taken together with

Daniel as hostages during the conquest of Jerusalem by
Nebuchadnezzar. See: The Book of Daniel, Chapters 1, 2, 3.

In the
dissertation on the Suzdal gates by E. S. Medvedeva (See: Note 3) the
image of St. John (scheme No 8) in the medallion on the left leaf of
the south gates is referred to as St. John Chrysostom. However its
iconography is very much like that of the St. George Cathedral fresco
in Old Ladoga (See: B. H. Jlasapes, ®peckun Ctapoii Jlagoru,
illustr. 4) which portrays St. John the Benevolent as a very old man
while St. John Chrysostom is shown as a middle-aged person. The
images of St. Basil the Great, St. George the Divine and St. John
Chrysostom are, as a rule, represented together (all the three saints
are commemorated on the same day — January 30. See: The Great
Menology). It is natural, therefore, that E.S. Medvedeva could
mistake St. John the Benevolent for St. John Chrysostom. The
medallion representing St. John Chrysostom was evidently lost when
the gates were taken apart and then reassembled (See Note 2). The
image of St. John Chrysostom represented on the gate roll (Scheme
No 1V), as well as the other images on the roll, were probably
produced at a later time, their character and manner of execution
being much closer to the style of the west gates.

12 Was hiding in the mountains at the time of the Lycian wrath.

Decapitated by a sword in 316 A.D.

13 Archbishop of Caesarea, about 330 — January 1, 379. See:

LMamMATHUKN  BU3aHTWIiCKOK NnTepaTtypbl,
45—69.

IV—IX BB., cTp.
born in Cappadocia. In
religious texts usually called St. George the Divine. One of the three
most highly venerated prelates, the other two being St. Basil the
Great and St. John Chrysostom. Ibid., pp. 70—83.

15 Bishop of Gangra, participated in the 1st Oecumenical council.

Executed in 316.

16 In the 1st century A.D. was exiled by Trajan to Kherson and

drowned in the sea.



CMUCOK UTKOCTPALNI

HA ®POHTUCMUCE
Co6op Poxpaectsa 6oropoguubl. XI1I B.

B MPUMEYAHNAX
CxeMbl BpaT (3anafHblIX U HOXHbIX)
co6opa Poxpectsa 6oropoaunubl (X111 B.)
v Bpat B xpame MoHTe-IopraHo (XI B.)

B AlbbOME

1. 3anagHble BpaTa co6opa PoxpaecTsa 60ropoauLbl.
X1 8.

Cxema 3anagHbIX Bpar.

3anagHble BpaTa. P parmeHT.

3anagHele BpaTa. ®parmenT.

XepyBum. 3anagHbie BpaTa.

BcegepxuTens. 3anagHble BpaTa.

Tpouua. 3anajHble BpaTa.

Cepatum. 3anagHble Bpata.
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3auatue. 3anagHble Bpata.
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. 3auaTue. ®parMeHT. 3anajHble BpaTa.

-
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. POX/ecTBO 60ropoAnLbl. 3anagHsle BpaTa.
12. BeepieHne. 3anajHble BpaTta.

13. bnaroselyeHne. 3anagHble BpaTa.

14. PoxxgecTBo XpucToBo. 3anagHble Bpata.
15. CpeTeHue. 3anagHble BpaTa.

16. CpeTeHue. ®parmeHT. 3anagHble Bpata.
17. KpeljeHue. 3anagHble Bpata.

18. KpelueHune. ®dparmeHT. 3anajHble BpaTa.
19. Mpeo6paxeHune. 3anagHble BpaTa

20. Nazsaps. 3anag Bpata.

21. BockpelueHue flazaps. ®parmeHT. 3anagHble Bpata.
22. BockpelueHue Jlasaps. ®parmeHT. 3anagHble Bpata.
23. BockpelueHve Jlazaps. ®parmeHT. 3anagHble BpaTa.
24. Bockpeluenue Jlasaps. ®parmeHT. 3anagHble Bpata.

25. Bxopg B Mepycanum. 3anagHble Bpata.

26. Bxopg B Mepycanum. ®parmeHT. 3anagHble Bpata.
27. Bxog B Mepycanum. ®parmeHT. 3anajgHble BpaTta.
28. Bxog B Wepycanum. ®parmeHT. 3anagHble Bpata.
29. PacnsaTue. 3anagHble BpaTa.

30. PacnaTue. ®parmeHT. 3anagHble BpaTa.

31. PacnaTve. ®parmMeHT. 3anajgHble Bpata.

32. F'po6 MocnogeHb. 3anagHble Bpata.

33. [po6 MocnogeHb. ®parmeHT. 3anagHble Bpata.
34. BockpeceHue. 3anagHble Bpata.

LIST OF PLATES

ON THE FRONTISPIECE
Cathedral of the Nativity of the Holy Virgin. 13th century.

IN THE NOTES
Schemes of the West and South gates in the Cathedral of the
Nativity of the Virgin (13th century) and gates in the church
of Monte-Gorgano (11th century).
IN THE ALBUM
1. Cathedral of the Nativity of the Virgin. West gates.
13th century.
. Scheme of the West gates.
West gates. Detail.
West gates. Detail.
Cherub. West gates.
The Almighty. West gates.
The Trinity. West gates.
Seraph. West gates.
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. The Conception of the Virgin. West gates.

10. The Conception of the Virgin. Detail. West gates.
11. The Nativity of the Holy Virgin. West gates.
12. Presentation of the Blessed Virgin. West gates.
13. Annunciation. West gates.

14. The Nativity of Our Lord, West gates.

15. Purification. West gates.

16. Purification. Detail. West gates.

17. Baptism. West gates.

18. Baptism. Detail. West gates.

19. Transfiguration. West gates.

20. The Raising of Lazarus. West gates.

21. The Raising of Lazarus. Detail. West gates.
22. The Raising of Lazarus. Detail. West gates.
23. The Raising of Lazarus. Detail. West gates.
24. The Raising of Lazarus. Detail. West gates.
25. Entry into Jerusalem. West gates.

26. Entry into Jerusalem. Detail. West gates.

27. Entry into Jerusalem. Detail. West gates.

28. Entry into Jerusalem. Detail. West gates.

29. The Crucifixion. West gates.

30. The Crucifixion. Detail. West gates.

31. The Crucifixion. Detail. West gates.

32. The Sepulchre of Our Lord. West gates.

33. The Sepulchre of Our Lord. Detail. West gates.
34. The Resurrection. West gates.



. Ycnenue 60ropoauLbl
. Ycnenve 60ropognLbl.
. Ycnenve 60ropoauLbl.
. Ycnenve 60ropoamLbl
. Ycnenue 60ropoauLbl.
. YcneHve 60ropoanLbl.
. Ycnenve 60ropoanubl

. CBepXKeHne caTaHbl

. XKepTBonpuHoweHue Asens
. XKepTBonpuHoweHune Asens.
. XKepTBonpuHoweHune Asens.
. XKepTBonpuHoweHune Asens

. BockpeceHue. ®parmeHT. 3anagHble BpaTa.
. BockpeceHue. dparmeHT. 3anajHble BpaTa.
. BockpeceHue. dparmeHT. 3anajHble BpaTa.
. BockpeceHue. dparmeHT. 3anagHele Bpata.
. ColuecTBue cB. Ayxa. 3anajHble BpaTa.

. 3anagHble Bpata.

®dparmeHT. 3anajgHble BpaTa.
®dparmMeHT. 3anagHble BpaTa.
. ®parmeHT. 3anagHble Bpata.
®parmeHT. 3anajHele Bpata.
®parmeHT. 3anagHble Bpata
. ®parmeHT. 3anagHble BpaTa.

. MonoxeHue pu3. 3anagHble BpaTa.
. MonoxeHue pus. dparmMeHT. 3anagHble Bpata.
. HeceHue Tena 60ropoaunLbl. 3anagHble BpaTa.

Hecetue Tena 6oropoaubl. dparMeHT. 3anagHble BpaTa.

Monoxexue nosica. 3anajHele BpaTa.
MokpoB 60ropoAnLbl. 3anagHsle BpaTa.
Mokpos 6oropoanubl. ®parmeHT. 3anajHble BpaTa.

. Mokpos 6oropoguubl. ®parmMeHT. 3anagHble BpaTa.
. /les. 3anagHble Bpata.

. CpudoH. 3anagHble Bpata.

. Nes. 3anajHble BpaTa.

. TputoH. 3anagHble BpaTa.

. FOxHble BpaTa co6opa PoxpaecTBa 60ropoaunLibl

XIIl B. leBas cTBOpa.
CXema 10KHbIX BpaT.
HOXHble BpaTa. dparmeHT.
HOXHble BpaTa. ®parmeHT.

. Tpouua. FOXHbIe BpaTa.

apxaHrenom Muxaunom. HOxHble

Bpara.

. CoTBopeHue Agama. FOxHble BpaTa.

. VisrHauue 13 pas. KOxHble BpaTa.

. Tpyabl Apama. KOxHble BpaTa.

. Tpyabl Ajama. dparmeHT. FOXHble BpaTa.
. Tpyabl Afama. ®parmeHT. FOXHble BpaTa.

. KOXHble BpaTa.

®parmeHT. FOXHble BpaTa.
®parmeHT. FOXHbIE BpaTa.
. ®parmeHT. FOXHble BpaTa.
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. The Intercession of the Holy Vi

. The Resurrection. Detail. West gates.
. The Resurrection. Detail. West gates.
. The Resurrection. Detail. West gates.

. The Resurrection. Detail. West gates.

. The Descent of the Holy Ghost. West gates.

. The Assumption of the Holy Virgin. West gates.

. The Assumption of the Holy Virgin. Detail. West gates.
. The Assumption of the Holy Virgin. Detail. West gates.
. The Assumption of the Holy Virgin. Detail. West gates.
. The Assumption of the Holy Virgin. Detail. West gates.
. The Assumption of the Holy Virgin. Detail. West gates.
. The Assumption of the Holy Virgin. Detail. West gates.

. The Deposition of the Robe. West gates.

. The Deposition of the Robe. Detail. West gates.

. The Carrying of the Body of the Holy Virgin. West gates.
. The Carrying of the Body of the Holy Virgin. Detail.

West gates.

. The Laying of the Girdle. West gates.
. The Intercession of the Holy Virgin. West gates.

in. Detail. West gates.

. The Intercession of the Holy Virgin. Detail. West gates.
. Lion. West gates.

. Griffin. West gates.

. Lion. West gates

. Griffin. West gates.

. Cathedral of the Nativity of the Virgin. South gates.

13th century. The left leaf.
Scheme of the South gates.

. South gates. Detail.

. South gates. Detail.

. The Trinity. South gates.

. The Casting Down of Satan by the Archangel Michael.

South gates.

. The Creation of Adam. South gates.

. The Expulsion from Paradise. South gates.
. The Toils of Adam. South gates.

. The Toils of Adam. Detail. South gates.

. The Toils of Adam. Detail. South gates.

. The Offering of Abel. South gates.

. The Offering of Abel. Detail. South gates.
. The Offering of Abel. Detail. South gates.
. The Offering of Abel. Detail. South gates.
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98.

99.

100.

101.
102.
103.
104.
105.

. Kann y6usaet Asens. KOxHble BpaTa.
. KanH y6usaet ABens. ®parmeHT. KOXHble BpaTa.

AJam HapuuaeT uMeHa 3BepaM. KOXHble BpaTa.

Afjam HapuLaeT UMeHa 38epsimM. G parmeHT. KOXHble
Bpara.

. AflaM HapuLaeT uMeHa 38epsM. dparmeHT. KOXHble

Bpara.

. AflaM HapuuaeT uMeHa 3BepsM. PparmeHT. HOXHble

Bpara.

AfjamM HapuLaeT UMeHa 3BepsM. PparmeHT. KOXHble
Bpara.

CoH MakoBa. KOxHble BpaTa.
CoH MakoBa. ®parmeHT. KOXHble BpaTa.

. CoH MakoBa. ®parmeHT. HOXHble BpaTa.

. Bopb6a NakoBa ¢ aHrenom. HOxHbie BpaTa

. bopb6a Makosa caHrenom.®parmeHT. FOXHble BpaTa.

. siBneHue Tpouubl Aspaamy. KOXHble BpaTa.

. siBneHue Tpouubl ABpaamy. ®parmeHT. KOXHble BpaTa.

siBneHve Tpounubl ABpaamy. ®parmMeHT. FOXHble BpaTa.

siBneHve Tpouubl ABpaamy. ®parmeHT. KOXHble BpaTa.

. Uyao apxaHrena Muxanna. KOxHble BpaTa.
. Yypo apxaHrena Muxavna. ®parmeHT. KOXHble BpaTa.

Yypo apxaHrena Muxauna. ®parmeHT. FOXHble BpaTa.
Yypo apxaHrena Muxauna. ®parmeHT. FOXHbie BpaTa.

. Yypo apxaHrena Muxauna. ®parmenT. FOXHble BpaTa.
. Tpu 0TPOKa B OFHEHHOI neun. KOXHble BpaTa.
. Tp1 OTPOKa B OTHEHHOI neun. PparmeHT. FOXHbIe

Bpara.

. TpW OTPOKa B OTHEHHOW Meun. dparmeHT. KOXHble

Bpara.

TpW 0TPOKA B OTHEHHOI Meun. PparmeHT. FOXHbIe
Bpara.

ApxaHren npegynpexpaaeT Jlota o ruéenu Cogoma.
HOHble BpaTa.

ApxaHren npeaynpexpaaet JloTa o ruéenu Cogoma.
®parmeHT. HOXKHble BpaTa.

Liapb fasupg nepes 6UTBOIA. KOXHblE BpaTa
JlaHuun Bo pBY NbBUHOM. HOXHble BpaTa.
Cunoamckas kynenb. KOxHble Bpata.
Cunoamckas Kynenb. ®parmMeHT. HKOXHble BpaTa.
Cunoamckas Kynenb. ®parmeHT. KOXHble BpaTa.
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76.
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78.

79.

98.

99.

100.

101
102.
103.

1
1

S o
& R

Cain Killing Abel. South gates.

Cain Killing Abel. Detail. South gates.

Adam Giving Names to Animals. South gates.

Adam Giving Names to Animals. Detail. South gates.

Adam Giving Names to Animals. Detail. South gates.

Adam Giving Names to Animals. Detail. South gates.

. Adam Giving Names to Animals. Detail. South gates.

. The Dream of Jacob. South gates.

. The Dream of Jacob. Detail. South gates.

. The Dream of Jacob. Detail. South gates.

. The Wrestling of Jacob with the Angel. South gates.

. The Wrestling of Jacob with the Angel. Detail. South gates.
. The Apparition of the Trinity before Abraham. South gates.
. The Apparition of the Trinity before Abraham. Detail.

South gates.

. The Apparition of the Trinity before Abraham. Detail.

South gates.

. The Apparition of the Trinity before Abraham. Detail.

South gates.

. The Miracle of the Archangel Michael. South gates.

. The Miracle of the Archangel Michael. Detail. South gates.
. The Miracle of the Archangel Michael. Detail. South gates.
. The Miracle of the Archangel Michael. Detail. South gates.
. The Miracle of the Archangel Michael. Detail. South gates.
. Three Youths in the Fiery Furnace. South gates.

. Three Youths in the Fiery Furnace. Detail. South gates.

. Three Youths in the Fiery Furnace. Detail. South gates.

Three Youths in the Fiery Furnace. Detail. South gates.

The Archangel Forewarns Lot of the Destruction of Sodom.
South gates.

The Archangel Forewarns Lot of the Destruction of Sodom.
Detail. South gates.

King David before the Fight. South gates.
Daniel in the Lions’ Den. South gates.
The Pool of Siloam. South gates.

The Pool of Siloam. Detail. South gates.
The Pool of Siloam. Detail. South gates.



106.
107.

IS

108.

109.

110.

111.
112.

113.

114.

115.

116.

11

]

118.

119.
120.

121.

122.

123.

124.

125.

126.

Cunoamckas Kynenb. ®parmeHT. FOXHble BpaTa.

AHrensl u3sewarT JloTa o ruéenn Cogoma. HOxHble
Bpara.

AHrenbl n3sewarT flotao rubenn Cogoma. dparmMeHT.
tOxHble BpaTa.

AHrenbl nssewaroT Jlota o rubenn Cogoma. dparmeHT.
HOHble BpaTa.

AHrenbl u3sewarT Slota o rubenn Copgoma. P parmeHT.
HOxHble BpaTa.

néens Copoma u Fomoppsbl. FOXHbIe BpaTa.

n6ens Cogoma u Fomoppbl. ®parmeHT. KOXHblE
Bpara.

n6enb Cogoma u Fomoppbl. ®parmeHT. HOXHble
BpaTa.

Anren npusbiBaeT efeoHa Ha 60pbEy C arapsiHamu.
HOXHble BpaTa.

AHren npusbisaeT efeoHa Ha 6opb6Yy C arapsiHamu.
®parmeHT. HOXHble BpaTa.

ApxaHren Muxaun n36usaeT nonku apypuHcKme.
HOxHble BpaTa.

. ApxaHren Muxaun n36usaeT oK apypuHcKue.

®parmeHT. HOXHble BpaTa.

ApxaHren Muxaun n36uBaeT nosiku apypuHcKue.
®parmeHT. HOXHble BpaTa.

Mpopok HadaH o6nuyaeT uaps flaBuga. FOxHble BpaTa.

Mpopok HacaH o6nunyaet yaps fJasuga. ®parmeHT.
tOxHble BpaTa.

Mpopok HacaH o6nnyaet yaps fasuaa. ®parmeHT.
HOxHble BpaTa.

Mpopok HadaH o6nuyaet yaps fasuga. ®parmeHT.
HOHble BpaTa.

ApxaHren Muxaun 3anpeuiaet Boixsy Banaamy
NPOKANHATL CbIHOB W3pauns. HOXHbie BpaTa.

ApxaHren Muxaun 3anpeujaeT BoixBy Banaamy
NPOKNNHATL CbIHOB V3pauns. dparmeHT. FOXHble BpaTa.

ApxaHren Muxaun 3anpeujaeT BO/SXBy Banaamy
NPOKANHATL CbIHOB V13panns. dparmeHT. HOXHbIe BpaTa.

siBneHue apxaHrena Muxauna Mnucycy HasuHy B
ViepuxoHe. KOXHble BpaTa.

127. /leB. HOXHble BpaTa.

128.

FputoH. KOXHble BpaTa.

129. /leB. HOXHble BpaTa.

130.

FpuchoH. HOxHble BpaTa.
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121

122

123

124.

125.

126.

127.
128.
129.

130.

9.
120.

The Pool of Siloam. Detail. South gates.

Angels Forewarning Lot of the Destruction of Sodom.
South gates.

Angels Forewarning Lot of the Destruction of Sodom.
Detail. South gates.

Angels Forewarning Lot of the Destruction of Sodom.
Detail. South gates.

Angels Forewarning Lot of the Destruction of Sodom.
Detail. South gates.

The Destruction of Sodom and Gomorrah. South gates.

The Destruction of Sodom and Gomorrah. Detail. South
gates.

The Destruction of Sodom and Gomorrah. Detail. South
gates.

The Angel Calling Gideon to Go and Smite the Midianites.
South gates.

The Angel Calling Gideon to Go and Smite the Midianites.
Detail. South gates.

The Archangel Michael Fighting against the Arurian Hosts.
South gates.

The Archangel Michael Fighting against the Arurian Hosts.
Detail. South gates.

The Archangel Michael Fighting against the Arurian Hosts.
Detail. South gates.

The Prophet Nathan Rebukes King David. South gates.

The Prophet Nathan Rebukes King David. Detail.
South gates.

The Prophet Nathan Rebukes King David. Detail.
South gates.

The Prophet Nathan Rebukes King David. Detail.
South gates.

The Archangel Michael Prohibits the Magian Balaam
to Curse the Children of Israel. South gates.

The Archangel Michael Prohibits the Magian Balaam
to Curse the Children of Israel. Detail. South gates.

The Archangel Michael Prohibits the Magian Balaam
to Curse the Children of Israel. Detail. South gates.

The Appearance of the Archangel Michael before Joshua
by Jericho. South gates.

Lion. South gates.
Griffin. South gates.
Lion. South gates.
Griffin. South gates.
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3AMNAOHbIE BPATA COBOPA 1 CATHEDRAL OF THE NATIVITY
POXAECTBA BOrorPOANLbI OF THE HOLY VIRGIN.
X111 8. WEST GATES.
13TH CENTURY



Cxema 3anagHbix BpaT 2  Schemeofthe Westgates



3anagHble BpaTa. 3 Westgates.
®dparmMeHT Detail



3anagHble BpaTa. 4  Westgates.
®dparmeHT Detail



Xepysum. 5  Cherub.
3anagHble BpaTa West gates



Bcegep>kuTens. 6 The Almighty.
3anagHble BpaTa Westgates



Tpouua. 7  The Trinity.
3anagHble BpaTa West gates



Cepacum. 8  Seraph.
3anagHble BpaTa West gates



3auaTue. 9 The Conception ofthe Virgin.
3anagHble BpaTa Westgates



3auyaTue. 10 The Conception ofthe Virgin.
®dparmeHT. Detail.
3unaOHble BpaTa West gates



Po>kpecTso 6oropoanubl. 11 The Nativity ofthe Holy Virgin.
3anagHble BpaTa West gates



BeegeHne. 12 Presentation ofthe Blessed Virgin.
3anagHble BpaTa West gates



Bnarosewenne. 13 Annunciation.
3anagHble BpaTa Westgates



Po>kpecTso XpucToso. 14 The NativityofOurLord.
3anagHble BpaTa Westgates



CpeTenne. 15 Purification.
3anagHble BpaTa Westgates



CpeTenne. 16 Purification.
®dparmeHT. Detail.
3anagHble BpaTa Westgates



Kpewenne. 17 Baptism.
3anagHble BpaTa West gates



Kpeuwenne. 18 Baptism.
®dparmeHT. Detail.
3anagHble BpaTa Westgates



Mpeo6pa>kenne. 19 Transfiguration.
3anagHble BpaTa Westgates



Bockpewenne /lazaps. 20 The Raising of Lazarus.
3anagHble BpaTa Westgates



Bockpewenue flasaps. 21 The RaisingofLazarus.
®dparmeHT. Detail.
3anagHble BpaTa Westgates



Bockpewenne /lasaps. 22 The Raising o fLazarus.
®parmeHT. Detail.
3anagHble BpaTa Westgates



BockpelweHne /lazaps. 23 The Raising ofLazarus.
®dparmeHT. Detail.
3anagHble BpaTa Westgates



Bockpelwenue Jlasaps. 24 The Raising ofLazarus.
®dparmeHT. Detail.
3anapgHble BpaTa West gates



Bxop B Mepycanum. 25 Entry into Jerusalem.
3anagHble BpaTa West gates



Bxog B Mepycanum. 26  Entry intoJerusalem. Detail.
®parmeHT. Westgates
3anapgHble BpaTa



Bxog B Wepycanum. 27  Entry intoJerusalem.
®dparmeHT. Detail.
3anagHble BpaTa West gates



Bxog B Mepycanum. 28  Entry intoJerusalem.
®dparmeHT. Detail.
3anagHble BpaTa Westgates



PacnaTue. 29 The Crucifixion.
3anagHble BpaTa West gates



PacnaTue. 30 The Crucifixion.
®dparmeHT. Detail.
3anagHble BpaTa Westgates



PacnaTue. 31 The Crucifixion.
®dparmeHT. Detail.
3anagHble BpaTa West gates



[po6 MocnogeHb. 32 The Sepulchre ofOur Lord.
3anagHble BpaTa. West gates



006 FocnogeHb. 33  The Sepulchre ofOur Lord.
®parmeHT. Detail.
3anagHble BpaTa West gates



Bockpecenue. 34  The Resurrection.
3anagHble BpaTa Westgates



Bockpecenne. 35 The Resurrection.
®parmeHT. Detail.
3anagHble BpaTa West gates



Bockpecenne. 36 The Resurrection.
®dparmeHT. Detail.
3anagHble BpaTa West gates



Bockpecenne. 37 The Resurrection.
®dparmeHT. Detail.
3anagHble BpaTa West gates
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Bockpecenne. 38 The Resurrection.
®dparmeHT. Detail.
3anagHble BpaTa Westgates



CowecTBsue cB. gyxa. 39 The Descent ofthe Holy Ghost.
3anagHble BpaTa Westgates



Ycnenue 6oropoanybl. 40  The Assumption ofthe Holy Virgin.
3anagHble BpaTa West gates



Ycnenue 6oropoanybl. 41 The Assumption ofthe Holy Virgin.
®dparmeHT. Detail.
3anagHble BpaTa Westgates
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Ycnenue 6oropoanybl. 42 The Assumption ofthe Holy Virgin.
®dparmeHT. Detail.
3anagHble BpaTa West gates



1

Ycneuune 60ropoauLbl.
®dparmeHT.
3anagHble BpaTa

43  The Assumption ofthe Holy Virgin.
Detail.
West gates



Ycneune 60ropoauLbl.
®dparmeHT.
3anagHble BpaTa

44 The Assumption ofthe Holy Virgin.
Detail.
West gates



Ycnenue 6oropoamnubl. 45  The Assumption ofthe Holy Virgin.
®dparmeHT. Detail.
3anagHele BpaTa West gates



Ycneuve 6oropoanubl. 46  The Assumption ofthe Holy Virgin.
®dparmeHT. Detail.
3anagHble BpaTa West gates



Mono>kenne pus. 47 The Deposition ofthe Rohe.
3anagHble BpaTa West gates



Mono>kenne pus. 48 The Deposition ofthe Robe. Detail.
®parmeHT. West gates.
3anagHble BpaTa



Hecenue Tena 6oropoaunubl. 49 The Carrying ofthe Body o fthe Holy Virgin.
3anagHble BpaTa Westgates



Hecenue Tena 6oropoaunubl. 50 The Carrying ofthe Body ofthe Holy Virgin.
®dparmeHT. Detail.
3anagHble BpaTa West gates



Mono>keHne nosca. 51 The Laying ofthe Girdle.
3anagHble BpaTa Westgates



Mokpos 6oropoguybl. 52  The Intercession ofthe Holy Virgin.
3anagHble BpaTa West gates



Mokpos 6oropoanubl. B3  1lhe Intercession ofthe Holy Virgin.
®dparmeHT. Detail.
3anagHble BpaTa West gates



Mokpos Goropoouubl. 54 The Intercession o) the Holy Virgin.
®parmeHT. Detail.
3anagHble BpaTa Westgates



Nes. 55 Lion. FpuchoH. 56  Griffin.
3anagHele BpaTa West gates 3anagHble BpaTa West gates



Nes. 57 Lion. FoucoH. 58  Griffin.
3anagHble BpaTa West gates 3anagHsie BpaTa West gates



IOXXHbIE BPATA COBOPA 59 CATHEDRAL OF THE NATIVITY.
SOUTH GATES.

POXJECTBA BOrOPOANLbI
13TH CENTURY.

X111 8.
JIEBAA CTBOPA THE LEFT LEAF



Cxema 10>KHbIx BpaT 60 Scheme of the South gates



tO>kHble BpaTa. 61  South gates
®parmMeHT Detail



tO>kHble BpaTa. 62  South gates.
®dparmeHT Detail



Tpouua. 63  The Trinity.
HO>KHble BpaTa South gates



Csep>keHue caTaHbl 64  The Casting Down ofSatan
apxaHrenom Muxaunom. by the Archangel Michael.
HO>KHble BpaTa South gates



CoTsopeHne Agama. 65 The Creation ofAdam.
HO>KHble BpaTa South gates



W3rhanwne uspas. 66 The Expulsionfrom Paradise.
tO>KHble BpaTa South gates
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TPVA AA ma 67 The ToilsofAdam.
aaaaaaaa South gates



Tpyabl Agama. 68  The ToilsofAdam.
®dparmeHT. Detail.
HO>KHble BpaTa South gates



Tpyabl Agama. 69 The Toils ofAdam.
®dparmeHT. Detail.
tO>KHble BpaTa Soutg gates



XepTsonpuHowenue Asens. 70 The Offering ofAbel
HO>KHble BpaTa South gates



JXXepTBonpuHowenue Asens. 71 The Offering ofAbel.
®dparmeHT. Detail.
HO>KHble BpaTa South gates



XepTBonpuHowenue Asens. 72  The Offering ofAbel.
®dparmeHT. Detail.
HO>KHble BpaTa South gates.



XepTBonpuHowenue Asens. 73  The Offering ofAbel.
®dparmeHT. Detail.
HO>KHble BpaTa South gates



KauH y6usaeT Asens. 74 Cain Killing Abel.
HO>KHble BpaTa South gates



Kaun y6usaeT Aens. 75 Cain Killing Abel.
®parmeHT. Detail.
HO>KHble BpaTa South gates



Apam nopuuyaeT umeHa 3BepaM. 76 Adam Giving Names to Animals.
HO>KHble BpaTa South gates



Apam HapuuaeT umeHa 3Bepsm. 77 Adam Giving Names to Animals.
®parmeHT. Detail.
tO>KHble BpaTa South gates



Apam HapuuaeT umeHa 3BepaM. 78 Adam Giving Names to Animals.
®dparmeHT. Detail.
HO>KHble BpaTa South gates



Apam HapuuaeT umeHa 3BepaMm. 79 Adam Giving Names to Animals.
®parmeHT. Detail.
HO>KHble BpaTa South gates



Apam HapuuaeT umeHa 3sepsm. 80 Adam Giving Names to Animals.
®dparmeHT. Detail.
HO>KHble BpaTa South gates



CoH Makosa. 81 The Dream ofJacob.
HO>KHble BpaTa South gates



CoH MNakosa. 82 The Dream ofJacob.
®dparmeHT. Detail.
HO>KHble BpaTa South gates



CoH Makosa. 83 The Dream ofJacob.
®dparmeHT. Detail.
tO>KHble BpaTa South gates



Bopbba Nakosa ¢ aHrenom. 84  The Wrestling ofJacob with the Angel.
HO>KHble BpaTa South gates



Bopbba Makosa ¢ aHrenom. 85  The Wrestling o fJacob with the Angeh
®dparmeHT. Detail.
tO>KHble BpaTa South gates



fiBneHne Tpouubl ABpaamy. 86  TheApparition ofthe Trinity before Abraham.
tO>KHble BpaTa South gates



fiBneHne Tpouubl Aspaamy. 87 The Apparition ofthe Trinity before Abraham.
®dparmeHT. Detail.
HO>KHble BpaTa South gates



fiBneHne Tpouubl ABpaamy. 88 The Apparition ofthe Trinity before Abraham.
®dparmeHT. Detail.
HO>KHble BpaTa South gates



siBneHune Tpouuybl ABpaamy. 89 The Apparition ofthe Trinity before Afraham.
®dparmeHT. etail.
HO>KHble BpaTa South gates



Yypo apxaHrena Muxauna. 90  The Miracle o fthe Archangel Michael.
HO>KHble BpaTa South gates



Yypo apxaHrena Muxauna. 91  The Miracle o fthe Archangel Michael.
®dparmeHT. Detail.
HO>KHble BpaTa South gates
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Yypno apxaHrena Muxauna. 92  The Miracle o fthe Archangel Michael.
®dparmeHT. Detail.
HO>KHble BpaTa South gates



Yypno apxaHrena Muxauna. 93  The Miracle ofthe Archangel Michael.
®dparmeHT. Detail.
HO>KHble BpaTa South gates



Yyno apxaHrena Muxauna. 94  The Miracle ofthe Archangel Michael.
®parmeHT. Detail.
HO>KHble BpaTa South gates



Tpu oTpoka 95 Three Youths
B OTHEHHOM neun. in the Fiery Furnace.
HO>KHble BpaTa South gates



Tpu oTpoka 96 Three Youths
B OTHEHHOIi neyu. in the Fiery Furnace.
®dparmeHT. Detail.
HO>KHble BpaTa South gates



Tpu oTpoka 97 Three Youths
B OTHEHHOM neun. in the Fiery Furnace.
®dparmeHT. Detail.
HO>KHble BpaTa South gates



Tpu oTpoka 98 Three Youths
B OFHEHHOIi neun. in the Fiery Furnace.
®dparmeHT. Detail.
HO>KHble BpaTa South gates



ApxaHren npegynpe>kgaeT Jlota 99 TheArchangel Forewarns Lot
o ruéenn Cogoma. ofthe Destruction ofSodom.
HO>KHble BpaTa South gates
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ApxaHren npepgynpe>kaaeT JloTa 100 The Archangel Forewarns Lot
o ruéenn Copoma. ofthe Destruction ofSodom.
®dparmeHT. Detail.
HO>KHble BpaTa South gates



Liapb flaBug nepeg 6uTsoil. 101 King David before the Fight.
HO>KHble BpaTa South gates



[fianunn Bo pBy nbBMHOM. 102 Daniel in the Lions' Den.
HO>KHble BpaTa South gates



Cunoamckas kynenb. 103 The PoolofSiloam.
HO>KHble BpaTa South gates



Cunoamckas kynenb. 104 The Pool ofSMonT.
®dparmeHT. Detail.
HO>KHble BpaTa South gates



Cunoamckas kynenb. 105 The PoolofSiloam.
®dparmeHT. Detail.
HO>KHble BpaTa South gates



Cunoamckas kynenb. 106 ThePoolofSiloam.
®dparmeHT. Detail.
HO>KHble BpaTa South gates



AHrensbl ussewatT JSloTa 107 Angels Forewarning Lot
o ruéenn Cogoma. ofthe Destruction ofSodom.
tO>kHble BpaTa South gates



AHrenbl ussewatT Jlora 108 Angels Forewarning Lot
o rubenn Cogoma. ofthe Destruction ofSodom.
®dparmeHT. Detail.
HO>KHble BpaTa South gates



AHrenbl ussewat T Jlora 109 Angels Forewarning Lot
o rnéenn Cogoma. ofthe Destruction ofSodom.
®parmeHT. Detail.
tO>kHble BpaTa South gates



Anrensbl ussewaoT Slora 110 Angels Forewarning Lot
o rnéenn Copoma. ofthe Destruction ofSodom.
®dparmeHT. Detail.
HO>KHble BpaTa South gates



Fn6enb Cogoma n Fomoppsl. 111 The Destruction ofSodom and Gomorrah.
HO>KHble BpaTa South gates



Fn6enb Cogoma n Fomoppbl 112 The Destruction ofSodom and Gomorrah.
®dparmeHT. Detail.
HO>KHble BpaTa South gates



Fn6enb Cogoma n Fomoppbl. 113 The Destruction ofSodom and Gomorrah.
®dparmeHT. Detail.
tO>KHble BpaTa South gates



Anren npusbiBaeT efeoHa 114 The Angel Calling Gideon
Ha 60pbby c arapsaHamu. to Go and Smite the Midianites.
tO>KHble BpaTa South gates



Anren npusbiBaeT legeoHa 115 The Angel Calling Gideon
Ha 6opb6y Cc arapsHamu. o Goand Smite the Midianiles.
®dparmeHT. Detail.
HO>KHble BpaTa South gates



ApxaHren Muxaun 116 The Archangel Michael
n36uBaeT NONKKU apypuUHCKuMe. Fighting against the Arurian Hosts.
HO>KHble BpaTa South gates
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ApxaHren Muxann 117 The Archangel Michael
n361UBaeT MONKN apypuHCKMe. Fighting against the Arurian Hosts.
®dparmeHT. Detail.
tO>KHble BpaTa South gates




118 The Archangel Michael

ApxaHren Muxaun
n36nBaeT MONKN apypuHCKMe. Fighting against the Arurian Hosts.
®dparmeHT. Detail.

HO>KHble BpaTa South gates



Mpopok Hachan 119 The Prophet Nathan
obnuyaeT yapsa [laBuaa. Rebukes King David.
HO>KHble BpaTa South gates



Mpopok HachaH 120 The Prophet Nathan
obnuyaeT uaps fasuga. Rebukes King David.
®dparmeHT. Detail.

HO>KHble BpaTa South gates



Mpopok Hacpan 121 The Prophet Nathan
obnuyaeT uapsa flasuja. Rebukes King David.
®dparmeHT. Detail.
tO>KHble BpaTa South gates



Mpopok Hadax 122 The Prophet Nathan
obnuyaeT yaps flasuga. Rebukes King David.
®dparmeHT. Detail.

HO>KHble BpaTa South gates



ApxaHren Muxaun 3anpewjaeT Bonxsy Banaamy 123 The Archangel Michael Prohibits the Magian Balaam
NPOKNMHATb CbIHOB U3panns. to Curse the Children of Israel.
tO>KHble BpaTa South gates



ApxaHren Muxaun 3anpeuwjaeT sonxsy Banaamy 124 The ArchangelMichael Prohibits the Magian Balaam
NPOKNMHATb CbIHOB W3panns. to Curse the Children of Israel.
®dparmeHT. Detail.
HO>KHble BpaTa South gates



ApxaHren Muxaun 3anpewjaeT Bonxsy Banaamy 125 The Archangel Michael Prohibits the Magian Balaam
NPOKNNHATb CbIHOB V3pauns. to Curse the Children of Israel.
®dparmeHT. South gates
HO>KHble BpaTa
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fiBneHune apxaHrena 126 The Appearance
Muxauna Nucycy HaBuHy of the Archangel Michael
B MepnxoHe. before Joshua by Jericho.
HO>kHble BpaTa South gates



Nes. 127 Lion. FpucpoH. 128 Griffin.
tO>KHble BpaTa South gates tO>KHble BpaTa South gates



Nes. 129 Lion. FpuchoH. 130 Griffin.
HO>KHble BpaTa South gates tO>kHble BpaTa South gates
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