LiepkoBb NokpoBa 8 Punax
Church of the Intercession at Fili



B uctopun pycckon KynbTypel XVIl BeK
3aHumaet 0coboe mMecTo. CoBpeMeHHN-
KW Ha3LIBanu ero «OyHTalWHbIM» — U He
TONLKO U3-3a HapOoaHbIX BOWH W OYHTOB,
WWPOKON BOMHOW NPOKaTUBLLUXCA MO
Pycu. MeHHO B8 370 BpemA Hawancs
rnyBoKwin, 3aTparmsBasBllinini 8ce cdepsb
PYCCKOW XXWU3HW fnepenom: B Heapax
CPeAHEeBEeKOBON KynbTypbi, OCHOBaH-
HOW Ha PEenuUruo3HOM MUPOBO33peHuH,
3apoXAanacb HOBARA CBETCKAA KyNeTy-
pa. 3T0T Nepuos OTMEYEH BOSHUKHOBE-
HUEM TeaTpa, KHUXHOM NO33uu W, OQHO=
BPEMEHHO, pacLseTtoM u OBHOBNEHUEM
TpaguUUOHHBEIX  BUAOB  NUTepaTyphbl,
n306pa3nTenEROro WCKYCCTBa, apxu-
TEKTYPbI.

Nocnepnne pgecatuneTtua XVIl seka no-
paxalT HebbiBanbiM Pa3MaxoM UepPKOB-
. HOTO cTpouTenscTea. Bee yate xpamsi
BO3BOAUAKCH MO 3aKa3y YaCTHLIX NUL, —
60Ap, BoraTeiX Kynuos, ANA KOTOPbLIX
nofao6Hoe CcTpoMTENbCTBO ObINO Cpel-
CTBOM YTBEPXAESHWUA CBOSro BENUYuA.
QcobbiM BENUKONENWEM N HAPAQHOCTLIO
OTNnHanNuMCe UEpKBu, BbBICTPOEHHbBIE B
CTUNE «HAPbILUKWHCKOTO GapoKKo», No-
ny4uBlLIero Ha3BaHWe 1o amunuu

- LUepkoBb lNokpoBa 8 Punax
Church of the Intercession at Fili

The seventeenth century holds a place
of its own in the history of Russian cultu-
re. Contemporaries called it “rebel-
lious™ not anly due to numerous popular
wars and rebellions that swept over Rus.
[t was then that a radical change in ali
spheres of Russian life started: a new
secular culture was being born in the
womb of medieval culture based on a
religious outlook. Those times saw the
beginning of new arts-—theatre, printed
poetry and, simultaneously, the flourish-
ing and renovation of the traditional
ones: literature, fine arts, architecture. °

The last decades of the seventeenth
century were unprecedented in the
scope of church construction. Fre-
guently churches were erected on pri-
vate orders—those of boyars, rich mer-
chants, for whom it was a way to conso-
lidate their greatness. Particularly ma-
gnificent were the churches designed in
“Naryshkin baroque''—called so by the
name of Naryshkin who ordered a lot of
churches in that styie. The architecture
of “Naryshkin baroque™ was the out-
come of ancient Russian architects’
age-long quest. The Church of the Inter-
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3aKa34MKOB MHOFUX XpamMoOB B 3TOM
cTune, — HapbiwknHeix, ApxutekTypa
«HapbIWKUHCKOro 6apokko» ABWUNACH
3aBepuwieHnemM AONTUX UCKAHUM ApeBHe-
PYCCKAX 30A4UX. KNnaccuyeckuM namart-
HUKOM 3TOro CTUNA HalbIBAOT LEPKOBL
Mokposa Boropoanubl «4T0 B OUNAX->.
ApeeHee ceno Qunv GbINo HEKOrAa UeH-
TpoM KyHUEBCKOW BOTHUHbLI, KOTOPAA B
1688 roay O6bina noxanoBaHa Uap-
ckomy nwobumuy JieBy Kupunnosudy
HapblwkuHy, poaHomy gage Metpa Mep-
BOro. HapbilWkuH OTCTpaueaeTr 3gechk
HOBbl€ XOPOMbI, pa3buBaeTr OBLMUPHLINA
nNapk ¢ npygamuv. Ha Mecre seTxon ae-
peBAHHOW uepkBr (1613) oM BOIBOAWUT
BEeNMYECTBEHHbIN KaMeHHbIW Xpam.
B nepsom 2aTtaxe -— nogknere —
yCTpaMBaeTCcA 3UMHAR (OTarnnnBaemasn)
uepkoseb INokpoea boropoauuel, coxpa-
HWBLLUARA HasBaHne AepeBAHHON LUSPKEM,
a Haja Hel, B OCHOBHOM NOMELLeHnn, —
uepkoBe Cnaca HepykorBopHoro. Mo-
ceAlWleHne xpama Cnacy HepykoTBop~
HOMY CBRA3LIBASTCA C TEM, 47O NO npe-
naHnio BO BpPeMA c¢Tpeneuxoro GyHra
1682 ropga, korga nocrpagann MHorme
CTOPCHHWKM HapbllWKKWHLIX, JTes Kupun-
noBwY, CNPATaBLHNCL B MOKOAX Lapuubl,
MonuncA nepen obpasom Cnaca Hepy-
KOTBOPHOrO, MWNOCTY KOTOPOro v npwv-
NUCbIBAN BNOCNERCTBUN cBOe uiabaene-
HUE OT CMepTH.

To4Hble rogbl CTPOUTENLCTBA UEPKBMU
HeU3BECTHBI. HO Ha COXpPaHWBLIWXCR

namnapax, M3roTOBRNEHHLIX cCneuranbHoO -

ANA HOBOro Xpama, yaanocb Npo4ecTb
gary — 1694 rofa. CneaosarenbHO, HE
nosaHee aToro ropaa o+ W 6binN BoaseneH.
Ha crpoutensbCcTBO uepkeu fles Kupun-
NOBUY HE Pa3 Nony4an AeHbLrM U3 Ka3Hb).
Metp MepebiAn Ha ykpaweHwne xpama
noxanoBan KpYnNHyo ANA TOro epemMern
CyMmy ~— YyeTelpecTa HepBOHUESB.
B 3Hak 61M30CTW XO3AMHA NOMECThA K
LapCKOMY [OMY UEeHTpaneHaA U 3anan-
HaA rNaBb! XpaMa YKpalLeHbl KOPOHOW ¥
ABYrnasbim opnomMm — cuMBoOnNamu
PYCCKOro camMoAepXxasun, -

Liepkosb NokpoBa 8 Dunax
dDparMendT

The Church of the Intercession at Fili
Derail

cession of the Virgin in Fili can be refer-
red to as a classical monument of that
style.

The ancient village of Fili used to be the
centre of Kuntsevo patrimonial estate
which was in 1689 granted to the Tsar's
favourite Lev Naryshkin, Peter the
Great's uncle. Naryshkin built a new
mansion there and set up a large gar-
den with ponds. On the site of the ram-
shackle wooden church (1619) he had
a magnificent stone one erected. The
podiiet ground floor, or the cellar, hou-
sed a heated winter Church of the In-
tercession of the Virgin which retained
the name of the wooden church, and
the main premises above—the Church
of Veronica’s Veil. It was dedicated to
a Veronica image because, according
to the legend, during the mutiny of
Streltsy (soldiers in the regular army)
in 1682, when a great many of Narysh-
kins' supporters suffered, Lev Nary-
shkin hid himself in the tsarina's cham-
bers and prayed to the icon of Veroni-
ca, which he subsequently considered

to be his saviour.
The exact date of when the church was

built is not known. But the image-lamps
made specially for the new church still
carry the date—1694. Lev Naryshkin
had got repeated donations from the
treasury for the construction of the
church. Peter the Great himself granted
four hundred goid pieces for the de-
coration—a large sum by that time’'s
standards. To mark the landiord's pro-
ximity to the royal family the central and
western domes were decorated with-
a crown and a double-headed
eagle—the symbols of Russian autocra-
cy.

The bright Church of the Intercessicn of
the Virgin is just like a fairy-tale vision
on the bank of the Moskva River. The
central dome runs up to the skies sup-
ported by an octahedral drum and an
eight-corner belfry. It is joined by the
domes crowning the altar and porches.






Uapckan noxa. @parmenr
The Tsar's Pew. Detail

TopXecTeeHHO BLICMTCA Ha Bepery Mo-
CKBbLI-PEKM CKA304HO-HAPAAHAR uep-
koBb [Mokpoea Boropoanubi. Jlerxo
BO3HOCHTCA K HEOyY UeHTpaneHbIin Kynon,
nogaepxXnsaembl BOCbMUrpanHbim Ga-
pataHoOM U BOCBMEPHUKOM-KONOKONBHEN.
3a HMM TRAHYTCA Kynona, BeHYawuue
antapb ¥ NPUTBOPbLI. YeTsepuk C npwm-
MbIKAIOWMMKM K HeMy npuTBOopaMu no-
CTasneH Kaxk Ha NbeaecTan Ha BbICOKMN
NOAKNET, OKPYXEHHbIA ranepeen-rynb-
Guem. MepHbIn rOPU3OHTANBHbBIR PUTM
apoKk ranepev C WHUPOKO PACKUHYBILIM-
MHCA NecTHUUuamn (nepsoHa4anbHO Ka-
XAAA N3 HUX UMEena OaunH CcxXoa) nogyep-
knpaer adpPeKkT ABMXEHUA apXUTeKTyp-
HbiXx 00beMo8 BBepX. YeTKOCTh WU puUT-
MHUYHOCTH 3TOT0O ABUXEHUA Onpegenner-
CA APYCHbLIM NOCTpoeHuem xpama. Ka-
XAb APYC Kak CTyneHbKa yeBnexaer
B3rnNAAQ 3pMTENA BBEPX, OMapoBsbiBan Bce
HOBbLIMW APXUTEKTYPHbIMKW OopMamMK,
DETanAMKM  OTAENKW, NoKa, HakoHeu,
B3rNAQ HE OCTaHasNMBaETCA Ha UeHT-
pansHOM Kynone ¢ peaxkMM no Kpacore
aXypPHbIM KPECTOM.

Lapckan noxa. Koneuy XV|| sexa Lens nanukaguna. Koney XVIl sexa. @parmMeHT
The Tsar's Pew. Late 17th century Chain of the Chandlier. Late 17th century. Detail



T Ll T

5 - I 'l‘

- f
e LILLILISL

T

A
l( r .r

e

D 2
Ay

¥e

ALsLh0e
Y
“:fci

>

y‘u.f.-

st
A
\

....,_.\
\
i
| 2
.

)

e,
"

-

P - (TP n - 'l
L IANIRNE e BO00000000 4

N




Heu3ssecTHbin Macrep Wcnonb3osan e
CBOEM TBOPEHHMN MHOMrMe BNONHe Tpaan-
UMOHHBLIE APXMTEKTYPHLIE MAGHM U KaHO-
Hol. LUlepkoss [Mokposa Boropoawnub
nPUHaAaNexWT Kk WM3sectHoMmy Ha Pycw
APXUTEKTYPHOMY TUNY «BOCbBMEPWUK HAa
Yyerpepuke=, KOTOpbiA cran ocobeHHo
NONynApeH 8 KyNbTOBOM KaAMEHHOM 304~
YeCTBe KOHUa CeMHaguaTtoro Bsexa M,
npexae BcCero, 8 «HapbilWkuHckom BGa-
POKKO=. Xpam yBeHYaH NATLIO rNasamu,
OKpyxeH ranepeen, o6beauHeH ¢ Kono-
KONbHeR B8 eauHoe uenoe (ApesHUA TMN
Xxpama «uxe noa konokonei»). Ho sce
3T NPUBLINHLIE MOTHUBLI 00 LEAMHEHbI B
uepksn lMokposa Boropoamubl cosep-
WEeHHO NO-HOBOMY. CNOXHAA MHOroo6b-
eMHaA KOMNO3UUMA C NOAYEPKHYTOW
BEPTUKANBHOW OChIO NPUBNeKaeT uenb-
HOCTBIO M XWMBONWUCHOCTBIO. 30AQ4eMmy
yAGNOCh CO3AATE APXMTEKTYPHbIA 06-
pas, 4YpessuLivanHo AWMHaAMUYHBLIA, non-
Hbin panocTHOM YCTPEMNEeHHOCTH
BBbiCb. [lepea HaMu Xpam-MOHYMEHT,
TOPXECTBEeHHbIA NAMATHUK HOBOMY MH-
POOLYWEHHN IO, XNIHEYTBEPXAaWEMY,
napagHomy, MNPOHU3AHHOMY CBETCKUM
AYyXOM.

Ocoban ponb B CO3RAHUM XYROXECTBEH-
Horo obpasa uepksw [okposa kKak u
ApPYrMx NaMATHUKOB «HAaPbIWKMHCKOro
6apokxko», OoTBOAMNACE Benomy KaMmHio.
Ha xpacHom kupnuyHom oHe cTeH
AParoueHHbIM Y30pPO4bEM CMOTPATCA
fenokaMeHHble pe3Hbie geranv. Ma-
crepa-6enokamMeHllMK Wwenpo ykpacu-
nn xpam GenocCHeXHbiMW TPeyronbHm-
KaMU-PPOHTOHYMKAMU, AXYPHbIMK NO-
ACaMu rpebHen, 3aTennNUBbLIMM HANUYHM-
KaMn, CTPOWHLIMKM KONOHKaAMK. Yausu-
TeNbHbLIA XYQOXECTBeHHLIR TAKT 30A44e-
ro ¥ MaAcTepos — TBOPLUOB KAMEHHOro
KpyXxesa xpama — no3sonun UM HanTH
TOYHO@ COOTHOLEHME MEXAY anemMeHTa-
MW AeKoparueHoro oopMneHuA M ca-
MOW apxXuMTexKTypOW, CO3AaTe UEPKOBb,
NPO KOTOPYKD MOXHO CKa3lars cnosamu
TOM0O BPEMEHW: «4ecTHa, MmepHa, CTpon-
Ha, GnarouMHHa».

LIeHTPUYHOCTE aPXHMTEKTYPHOrO NOCTPO-
€HUA XpaMa, 3an0oXeHHanA B CaMoOMm nna-
He, notpebosana oAMHaKoBOro opopm-
neHuA scex pacanos. Moaromy uamexHe-
HAE OeKOPaTUBHLIX MOTHUBOB MAaer
TONLKO NO BepTHKanK: sce 6onee naow-

UHTEpBLED
The interior

UYapckue spara. Koney XVI| Bexa. ®parmMenT
The Holy Gate. Late 17th century. Detail

PeHHBIM CTAHOBUTCA PUCYHOK Hanuy-
HUKOB, obner4awwTcA NPONOPUMKM KONO-
HOK, peasba crawosutcAa Gonee nno-
ckoW. Peanbie GenoxameHHsie napane-
Tol MACKMPYIOT Mepexoa OT O[HOro
Apyca K ApYyromy, CKpbiBas noruky ap-
XUTEKTYPHOR KOHCTPyKumu. Crena npu-~
obperaer xapakTep TOMKOW neperopoa-
KW, 3aKNiO4YeHHON B pamy M3 KONOHOK W
KapHu30B, MaccuBHbii Xpam KaXxeTch
YPE3BLINARHO NEerkuMm, nNPOHU3aHHBIM
BO3AyxOM W cBetom. llosgHee okono
uepksu Gbin pas3bur perynfApHbiA napk
(YacTUNHO BOCCTAHOBNEHHbIA) C pa3HO-
06pa3HbiMK ras’oHamMuM — OBANbHLIMMK,
KBAApPAaTHbLIMKU, 4Y4eTbIPEeXNenecTKoBbIMM,
NOBTOPAWMMK (DOPMY nNnaHa camon



«[lpegcra yapuua»
Kowey XV sexa
Oparment

The King of Kings
Late 17th century
Detail

UEPKBH, C KacKaaHbiMU Npyaamu, cny-
ckaswumucA x Mockse-pexe. MNopob-
HbIE APXHTEKTYPHO-NAPKOBLIE aHcam-
614, B8 KOTOPLIX NPUPOAHAER CPEAA BKNIO-
yaercA B OOWMA apXUTEKTYPHbIA 3aMbi-
cen, NOAYUHAGTCA BMY, XapaKTepHsl ANR
uckyccrsa 3anagnoesponeickoro Oa-
POKKO, INEMEHTBl KyNnbTypbl KOTOPOro
nonyyunu Ha Pycn 80 BTOPOW NONOBKUHE
XVIl 8. wupokoe pacnpocrpaHeHue,
TecHbi@ KyNnbTYPHbI® CBA3K C YKPaUHOH
“ Benopyccuen, OXHUBNEHHBIE KOHTAKTbI
¢ Monswen, lMonnawguen u ApPyruMu
3anafHbIMU CTPAHaMH NPUBENK K TOMY,
yT0 Ha Pycw, rnagHbim ofpasom B8
Mockee, paboranc MHOXECTBO HHO3eM-
HbIX MACTEPOB CAMbIX PA3NUYHLIX Cne-
ynanoHoCcTen. Kpome Toro, 3HaKkomMcrey
C KynsTypoW cocepe# cnocobersosanu

yHaCTUBLIMECA MOGIAKH PYCCKUX NO-
CONBCTB HA 3anaf, MHOMOMUCNEeHHbIE
3anagHoeBponenckue xHuru, 8 60Nb-
WOM KONU4ecTBe NpuBo3umbie B POC-
CHI0. 30Q4Me U XYAOXHMKM NONL3OBA-
NACh PA3NUYHLIMKA MNNICTPUPOBAHHBI-
MW U3AHUAMM — BPXUTEKTYPHbIMK
ancbomamu, rpasiopamu v 1. A. Heyau-
BUT@NBHO, NTO 3NeMEeHThl apXUTeKTyp-
HOro 6apoKKO OTHETAWBO OLYLLAIOTCH
8 AEKOPaTMBHOM OMOPMNeHUU Xpama
Nokposa BOropoanusl, B ero 06bemHO-
NPOCTPAHCTBEHHOW KOMNO3uUuM. Ho
HYXHO NOAYEPKHYTh, NTO BCE HOBOE,
“UHO3EMHOE», TBOPYECKU nepepabarei-
BanOCh PYCCKMMM MACTépamu B COOT-
BETCTBMM C HAUMOHANBHLIMKA BKyCamu
U Tpaguumamu. Ha Pycn Gapokko cny-
XWNO CBOEro POAa CTUMYNOM PA3BUTUR



HOBOW CBETCKOWM KynsTypsi. Hapaag-
HOCTb, napapHafR TOPXEeCTBEeHHOCTS,
BEEAEHUE INEMEHTOB OpAepa NPUMAAINT
UePKOBHOM apXMTEKTYpe 3TOro Nepuoaa
Bce 6onee MUPCKOW xapakrep.

JdhdexkTHbie 6ENOKAMEHHBIE NeCTHUUbI!
BeayT 8 BepxHuA xpam Cnaca Hepyko-
TBOPHOro. X HeToponnuesik pUTM Nog-
roTasnuWeaeT, HacrpauWsaer K BOCNPW-
ATUIO «Yyhar» — WHTEepbepa Xpama, Ko-
TOPbLIA OTNU4HANCA 0COOBLIM BENUKONENHK-
eMm. MArkWi, NpUrnyWweHHsin 3eneHosa-
TeiM CTEKNOM BUTPaxen cser u3 Hons-
WHX OKOH 3anvMBan xpam, CKOnbaun no
BbINYKNBIM BUHOrPAAHLIM FPO3ALAM, NK-
CTBAM aKAaHTa, KapHM3aMm WM Kaprywam
MKOHOCTACA, BCNLIXMBAN Ha 3o0nore
HMKOHHbIX (hoHoB. Wrpa 6nukos npdaon-
Xanach Ha Knupocax, peansix obpamne-

HUAX apok, BOrarbiX KMOTAX TPHUNTUXOB,
Ha8 POCKOLWHOM UApPCKOW NOXEe, CaA3LI-
pan sce pervanu ybpaHcrsa B eAuHOE
uenoe. 3onoTo pe3dslbsl HAa YePHOM Naxko-
BOM (poHe npuobperano HeobbiKHOBEH-
HYK) CBETOHOCHOCTb. [llawukaauno co
MHOXECTBOM CBEYeMl, BUCeBWee Ha ce-
pebpAHOA uenuK, AOPOrue TKaHW — CyK-
Ho, 6apxar — ykpawanu xpam. Bensie ¢
TOHKUM CHHUM PUCYHKOM U3pa3susl, nNo-
KpbiBaswmne WHPOKHMEe NOAOKOHHUKM
NPUTBOPOB, BHOCKUNM eWe OAHY HOTY B
CNOXHLIA WBETOBOW aKKOpA. KOoMnoau-
u1A «HososaserHan Tpouuar Ha csope
uepksu 3asepwana aWcambne. B atom
pasHoobpasun AeKOoPaTUBHLIX MOTHBOS,
Aeraned, ysera raseHCcTeoBan BeNuKo-
nenHblA AeBATUAPYCHLIA MKOHOCTAC, AB-
NAOWHUHUCA CMBICNOBBIM UBHTPOM Xpa-

Hkoxocrac
Korney XV|| sexa
@parMeHTsbi

The [conostasis
Late 17th century
Details



The tetrahedron with the adjoining por-
ches is placed, as if on a pedestal, on a
high podklet surrounded by a prome-
nade gallery. The measured horisontal
rhythm of the gallery arches and stret-
ched out staircases (originally, each of
them had only one way down) further
stresses the upward sweep. This ener-
getic verticality is so precise and balan-
ced because the church is made up of
several tiers. Each tier, like a step, takes
the onlooker's eye further up, charms
him with more architectural shapes,
decorative elements, until, finally, his
eye comes to rest on the central dome
with a tracery cross of rare beauty on
top.

The unknown master made use of many
traditional ideas and canons of architec-
ture in his work. The Church of the Inter-
cession of the Virgin belongs to a well-
known in Russia architectural type "“oc-
tahedron on tetrahedron” which be-
came especially widely-spread in the
architecture of stone churches in the
late seventeenth century and, particu-
larly, in “Naryshkin baroque”. The
church is crowned with five domes, sur-
rounded with a gallery, and together
with the belfry makes up a single whole
(an ancient type of church called “'rest-
ing under the bells”). But all these con-
ventional features are combined in the
Church of the Intercession in an altoge-
ther new way. The complicated multivo-
lume composition with its stressed verti-
cality is striking in its integrity and pictu-
resqueness. The architect managed to
create an extremely dynamic architectu-
ral image full of joyful upward sweep.
This is a monument of a church, a
solemn monument ot the new out-
look—life-asserting, cheerful, imbued
with a secular spirit.

White limestone was of particular
importance for the artistic image of the
Church of the Intercession, as well as of
other monuments in “Naryshkin baro-
que”. Carved details in white limestone
look like precious jewelry against the
red brick background of the walls.
Masons lavishly adorned the church
with snow-white triangles, pediments,
tracery belts of combs, intricate plat-
bands, slender columns. A rare artistic
tact of the architect and masters—those
who created the stone lace of the

-
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Knupoc. Koneu XVI| sexa. @parMent
The Choirs. Late 17th century. Detail

HMkonocrac Koweu XVII sexa
Qparment

The Iconostasis. Late 17th century
Derail






church—enabled them to find a perfect
balance between the decorative ele-
ments and architecture itself, to create a
church that can be described, using the
words of those times, as “honest, mea-
sured, well-proportioned, seemly’.

The centricity of architectural design
laid down in the plan itseif necessitated
the same decaration of each fagade of
the church. That is why ornamentation
changes only vertically: the platbands
become more elaborate, the columns
lighter, the carving flatter. Carved para-
pets in white limestone disguise the pas-
sage from one tier to another, thus con-
cealing the logic of the structure. The
wall looks like a thin partition put into a
frame of columns and cornices. The
massive church seems exiremely light,
full of air and sunshine. Later on a for-
mal, geometrically laid-out Baroque
garden was set up beside the church
(part of it has been restored)} with lawns
of various shape: oval, square, four-
petal—duplicating the layout of the
church itself—and ponds cascading
down to the Moskva River. This kind of
architecture—parkland ensembles in
which landscape is part and parcel of
the general architectural idea—are typi-
cal of Western European barcgue, ele-
ments of which became very common in
Russia in the second half of the seven-
teenth century. Close cultural ties with
the Ukraine and Byelorussia, animated
contacts with Poland, Holland and cother
Western countries brought a large num-
ber of foreign craftsmen to Russia,
mainly to Moscow. Besides, recurrent
visits of Russian embassies to the West,
numerous books brought in abundance
from Western Europe introduced to Rus-
sia still new elements of her neighbours’
cuiture. Architects and artists had an
access to various illustrated publica-
tions—albums on architecture, prints,
etc. No wonder that elements of archi-
tectural barogque are quite apparent in
the decoration of the Church of the
Intercession, in its spacious layout. But
it has to be made clear that everything
new, foreign, was aesthetically redone
by Russian masters in conformity with
national tastes and traditiens. In Rus
baroque elements were a kind of incen-
tive for the development of new secular
culture and humanization of Russian
society. Brightness, festive solemnity,

active interaction with the surrounding
landscape, orderliness made the church
architecture of that period ever more
secular in its character.

imposing staircases in white limestone
lead way to the upper church of Veroni-
ca's Veil. Their unhurried rhythm puts
one into the right mood for the percep-
tion of a “"miracle”—the interior of the
church which was particularly splendid.
Soft light dimmed by the greenish
glass of large Swedish windows flo-
aoded the church, giided along the sali-
ant grapes, the acanthus leaves, the
cornices and cartouches of the icon-
stasis, sparkled on the golden back-
grounds of icons. The play of light con-
tinued on the choirs, carved arch fra-
mes, rich icon- cases of triptychs, and
gorgeous tsar's pew, thus bringing all
the elements of ornamentation into a
whole. The golden carving icoked unu-
sually fuminous against the black |lac-
quer background. A chandelier with
numerous candles hanging on a silver
chain, expensive fabrics—broadcloth,
velvet—enhanced the beauty of the
church. White tiles with a fine blue
design on them that covered the
window-sills in the porches added
another element to the harmony of
colours. The New Testament Trinity on
the vault completed the composition, In
this wvariety of decorative mdctives,
details, colours the main role was play-
ed by a magnificent nine-tier iconstasis
which was the semantic centre of the
interior and dominated the whole en-
semble. .
The iconstasis takes up the eastern wall
and separates the main premises from
the altar. The iconstasis is divided in
accordance with the two-tier structure
of the interior of the church. Both the
carving and the iconstasis are based on
the same motives; that is why the latter
seems to be growing before one’s eyes,
iosing definite outlines. The Feast
Range sees its continuation in the side
icon-cases, the Local Range—in the
icons with splendid carved frames situa-
ted above the icon-cases. The passage

Mpopok Assaxym. KoHey XVil sexa
Prophet Abbacum. Late 17th century






MOBOFO MHTEPbEPA, NOAYUHAKWNA Cebe
B&Cb aHcambne.

WNkoHocTac 3anonHAeT coBon BCO BOC-
TOYHYIO CTEeHy, OTAENAR UEHTPanbHoe
noMeuleHne OT anTapr. YneHeHNA UKOo-
HOCTaca COOTBETCTBYKT ABYXbAPYCHO-
MY NOCTPOGHUIO BHYTPEHHEro NPOCTRaH-
cTBa UepksWw. bnaronaps TOMy, H4TO B
foratoM pe3HoM yBpaHcTRE UepKBU UC-
NONb30BAHLE TE€ XE MOTUBEI, 4YTO ¥ B
CaMOM UWKOHOCTace, KaXeTcf, WUKOHO-
ctac kak Obi paspacTaeTcs Ha rnasax,
TePAN HeTKNE KOHTYPbl. MECTHbLIU {HUX-
HAW) PAA HAXOQWT CBOE NPOAOTXEHUE B
BOKOBRIX KWOTax, NPa3fHUYHbIN — B
VIKOHAX € NbIWHLIMW PE3HLIMK paMamu,
PACNONOXEHHBIMY HaA KWoTaMu. Pes-
HOoe obpamMneHue NPOXOAHbLIX apoK W
POopPMOr CBOEN N XapakTepom aexopa-
TMBHOTO OOPMIEHNA — PRAOM CTUIN-
30BAHHDBIX NMUCTbEB — NepeknMkKaeTcAa ¢
uapckumu ppatamu ukorocrtaca. dopma
apky npuobpeTaeT B UHTEPLERE LEPKBM
3Ha4YeHme CBOL.ro poaa NeNTMOTUBRA, KO-
TOPbLIA, NOBTOPARCH BECYUCNEHHOe KO-
ANYECTBO pPas, BapbUpyRCb, NOMoraer
06veauHuTL BCe 3NEeMeHTe aHcamons,
Hap NpOXofHbIMKM apkamMu pacnonoxe-
Hbl TpEX4acTHbIE KWOTBI U Uapckan
noXa, KOTopaA BblAENAETCA KpacoTon
CBOEro gexopatuBHoro ybpancrea. 370
HACTORUEE apXUTEKTYPHOE COOpYXe-
HWUE, HANOMWHAIWEE MUHWATIOPHDbIW
XpaMuK. Hag TpexrpaHHonw nNoxen
YCTPOEH BbICOKWMA warep, Hafl HWUM
HEBONbLWOW, TakXe TpexrpaHHbld 6Gan-
KOHYMK, YBRHYAHHK LI LAPCKOW KOPOHOWN,
NOCTaBNEHHOW Ha ManeHbkun BapabaH.
Kaxnaa rpaHe noxun u 6ankoHumuka
3aBEPLIACTCA PE3HLIMU (PPOHTOHAMW W
KapTyllamu, AONONHRIWUMUA CXOACTBO
LapckCn AOXW C BEPXHEW 4acTblo
camorg xpama. CHU3y NoxXy noaaepxu-
GaeT UEeNbi  MYyYOK BENWKONENHbIX
KPOHWTENHOB. NoaYepKUBEA UX iEKOPa-
TUBHYIO PONk, MacTep nNOABELIVBAET B
TOM MECTe, rage CXOARTCHA BCE KPOH-
WTeNHbl, BMHOrPagHytw rpo3ab. [pe-
KpPacHO rapmMoHWpPOBANW CO CKA304YHbLIM
XapakTepom NOXK 3aTennnsan u apkas
POCNUCE NOZ «NaBNUHMY Na3» U QOPO-
rwe TKaHu, MepeoHaYanbHO ykpallas-
wne ee. NOMEWEHHaR NPOTUB MKOHO-
¢raca Ha 3anafHou CTeHe, roe B apes-
HEPYCCKUX  xpamax pacnonaranuceb
XOpbl (MEBCTO AR KHAXECKOW CembM),
noXa nNpegHasHavanace ANA snagensua
MOMECTbLA M era UapCTBEHHLIX TocTen.

MNaer TakOro OTAGNEHUA KHAXECKOW Cce-
Mby OT 0OWEen maccel BEpylWUX He
HOBA, HO 3Aeck OHa nony4aer ocoboe
3ByYaHue. B uapckux noxax Hapbiw-
KUHCKUX UepKBen peanbHoe NUUo de-
ofana nonyyano takoe xe obpamneHue,
470 WM NWKKU CBATHLIX HA MKOHaX (Te xe
CUADILMEe 30N0TOM BUHOTPaAHbIE TPO3-
AW, BUTBIE KONOHKW, KAPTYWMK), O4HO KaK
6k yNogoONANOCEL ApYyromMy. 3ToMy Bne-
YatneHu cnocobCTROBaNM U «CBETO-
BWAHBLIE » NONHOBECHLIE PUTYPbI CBATLIX
n Goraroe y3opodbe WX o4exa, HanoMu-
Hapwux yapckue, QnpepeneHHble acco-
uaauum BoI3biBana u wmkoHa «llape
Llapem», 3aMEHUBWAN TPaANLUVOHHBI
cpeaHuk pevcycHoro prga «Gnpac B
Cunax» W noayunewan BO BTOPON NONO-
guHe XVl BeKa 04EHb WUPOKOE pacnpo-
CTpaHeHne. Ha 3TOW UKOHe XPpUCToC M
Boropoavua NpeacTasneHbl B POCKOL-
HbiX uUapckux obnavyeHuax. llonynap-
HOCTL TAKOro BsapmaHra AeUCyTHOTO
pAfia CBA3bIBANACb C pa3BuTUEM Ha
Pycw abconwotuama. He Cny4anHo, 410 B
370 BPEMA NPUBNEKATENbHOW TEMON ANA
NPUOBOPHbLIX NAEONOTOB CTAHOBWTCA CO-
nocraeneHne oBpasa uUapA IEMHOrO W
uapa HebecHoro:

«[la4e e uMA Bora OHbIM BO3HaeTCA,
A BCAK uUapb BO kHurax ©Gor 3emeH
30BETCA.

Bo eropow nonosuHe XV]l Bexa WUpokKo
pacnpocTpaHAeTca 06b4an NOMeLaTs B
Xpamax MKOWbl € U3o6paxeHuem
CBAThIX, COUMEHHbLIX HYNeHam LapcKoro
cemMencTea. MecTHeiM PAA PUNEBCKON
UEPKBU MNONHOCTBIO COCTOUT W3 WUKOH,
CBA3AHHLIX ¢ UCTOPUEN cembu Hapbi-
KMHBIX N UX UAPCTBEHHbIX POACTBEHHK-
KO8, da MHOTrune MECTHbLIE UKOHBI
COMMEHHbl 4neHam 3TUX CeMEWcTB —
uapto Anekcero Muxannosuuy 1 uapuue
Haranee Knpunnoere, Netpy llepsomy,
camomy NbBy Kupunnosudy u apyrum.

ABTOPOM NLIWHOrQ pesHoro ybépancrsa
cunesckoro xpama 6ein Kapn MeaHosu-
3onotapes, UHTEPECHLIN MacTep
XVIl seka. Ero noanncb CTOUT HA Pes-
HOM PacnaTunk, 3aBepalotieM WKOHO-
ctac. UvAa Kapna 3onorapesa Ao Helai-
Hero spemeHu 6bINO ManNo W3RECTHO
WWPOKOMY kpyry niobutenel gpesHe-
PYCCKOro CKyccT8a. TONbKO Tenepb Ha-
YUHAET MPOACHATLCA TBOPYECKUHA 0BNNK
3T0r0 Macrepa, otgenbHble (DakTel €ro
XU3IHM cknapbiBalTca B Guorpaduio.
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arches resemble the holy gate of the
iconstasis by the form and character of
the carving—a row of stylized leaves.
The shape of an arch becomes a sort of
leit-motit in the interior of the church
and, repeated over and over again in
various combinations, helps unite all the
elements of the ensemble.

Situated above the passage arches are
the three-part icon-cases and the tsar's
pew. The tsar's pew catches one’s eye
by its decor. This is a true piece of archi-
tecture which looks like a tiny church.
Above a trihedral box there is a high
tent, and above it a small, atso trihedral
balcony with a royal crown on top put on
a little drum. Each side of the pew and
balcony ends in carved pediments and
cartouches, which makes the tsar’'s pew
still more like the upper part of the
church itself. From below the box is sup-
ported by a bundie of beautifu! corbels.
To stress their decorative purpose the
master hangs up a bunch of grapes to
the place where they all come together.
Iintricate bright painting in the peacock
eye style and expensive fabrics that ori-
ginally decorated the pew went perfectly
well with its fairy-tale look. Situated on
the western wall, opposite the iconsta-
sis, where in ancient Russian churches
the gallery (place for the princely family)
used to be, the pew was intended for the
owner of the estate and his royai guests.
The idea of the princely family sitting
apart from the crowd of worshipers is
not in itself new, but here it acquires a
new aspect. In tsar's pews of Naryshkin
churches a feudal lord's face was "fra-
med™ in the same way as the holy ima-
ges {the same bright golden grapes, twi-
sted columns, cartouches), the former
becoming similar to the latter. The
impression was intensified by “secular-
looking" full-weight figures of saints and
their rich festive robes that looked like
royal ones. Particularly meaningful was
the icon King of Kings which replaced
the usual central icon of the Deesis
Range Christ in Majesty and gained
great popularity in the second half of the
seventeenth century. The icon features
Christ and the Virgin wearing magnifi-
cent royal vestments. This interpretation
of the Deesis Range was connected with
the development of absolutism in
Russia. No wonder that the court ideolo-
gists so often drew a parallel bet-

ween the earthly tsar and the tsar of
heaven:

“They are often given the name of
gods,

And in books every tsar is referred to as
God on Earth.”

In the late seventeenth century it
became very common to have in chur-
ches icons of the saints bearing the
same names as the members of the
royal family. The Local Range in the Fili
church consists of icons linked up with
the history of the Naryshkin family and
their royal relations, and most of the
iocal icons are named after the mem-
bers of these families—Tsar Alexci Mik-
hailovich and Tsarina Natalia Kirillovna,
Peter the Great, Lev Kirillovich himself
and others.

The carved ornament of the Fili church
was done by Karp Zolotarev, an intere-
sting master of the seventeenth century.
He put his signature on the carved cruci-
fix completing the iconstasis. Karp Zolo-
tarev's name was not, until recently,
known to many ancient Russian art
lovers. Only now does the master's
creative image become clear, and sepa-
rate facts of his life fall intc a biography.
The discovery of the Fili monument was
a prominent landmark in the study of his
crealive work.

Karp Zolotarev's many-sided activity
was connected with most important art
centres of Russia: The New Jerusalem
Monastery, the Armoury in the Moscow
Kremlin, artistic workshop at the
Embassy Department, the leader whe-
reof he was for many years. Being an
extremely versatile and bold artist he
decorated the Tsar's charters, books,
carved iconstands, icon-cases, furnitu-
re, was "incessantly busy filling the
Tsar's artistic orders”. The decor of the
Fili church is one of his masterpieces.

A new type of carving—high re-
lief—becomes popular in Russia in
the second half of the seventeenth cen-
tury. This type of carving required a spe-
cial technique and instrument. Byelorus-
sian masters working in Moscow at that
time promoted the development of high
relief. Their influence accounts for new
terms and notions that enriched the
vocabulary of Russian carvers. Karp
Zolotarev, who probably learned from
Byelorussian craftsmen, succeeded in
mastering the complicated technique of
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BaxHoW BEXOW B W3Y4YeHMH ero Teop-
Yyecrga cCrano OTKpPbiTHE PUMNEBCKOro
naMATHMKE. MHororpasHas fgeATenb-
HocTe Kapna 3onorapesa Owina
CBA3aHa C BaXHEWWHUMK XyAOXeCTBeH-
HbiMKU UeHTpamK Pycn — Hoso-Hepyca-
NUMCKUM MOHacTbipem, OpyxenHon na-
NAaTon, XYAOXECTBEHHOW MAacCTepcKow
npu MoconbCKOM Npuka3se, pykosoauTe-
nem KOTopown oH BbiN B TENEHWE MHOMMX
nert. XyRoXHWK YPe3BbiYanHo pasHoCcTo-
POHHUKW, CMENbIK, OH ykpawan uapckue
rpaMoThbl, KHWMM, pesan MKOHOCTACHI,
KMOTbl, MéBenb, BbLINONHAN «BCAKWE ro-
CYAAPR XMBONUCHbIE aena Becnpecran-
Ho». [lekoparusHoe ybpancTeo dunes-
CKOro Xxpama — OQHO M3 NyYlWwMX ero
TBOPEHUA,

Bo sTopow nonosuHe XVIl sexa Ha Pycu
CTAHOBMTCA MNONYNAPHLIM HOBLIA BUA
peablbl — ropenced (BuiCOKMA pe-
nesed). 3tor eua peasbel Tpebosan oco-
6o TEXHONOMMKU U MHCTPpyMeHTa. OcBo-
eHUI ropencedHon pesubbl BO MHOroMm
cnocobcreosanM macrepa u3 Benopyc-
cun, paboraswme B IT0O BpPeMA B8
Mockse. Ux snrMAHMEeM OGBLACHAEGTCA M
NOABMNE@HUEe HOBLIX TEPMUHOB U NOHATUNA,
oborarMBliMX CNOBapk PYCCKMX PE34M-
x08. Kapn 3onorapes, yNMSLMACA, Be-
POATHO, y Oenopycckux Macrepos,
yCNEeWwHO OCBanBaeT CNOXHYK TeXHMKY
CKYNbNTYpHO-00bE8MHOW pe3blbbl, npwu
KOTOPOA 4acCTH pPe3HOro opHamelTa
NOAHMMANUCE Ha Pa3Hy BbICOTY OT
thoHa, doH abibupancs, otyero peabba
CTaHOBMNACL CKBO3HOW. Boicota #
CNOXHOCTL penseda cospnasanu Bora-
TYIO Wrpy CBeTOTeHW. B (uNesckom
MKOHOCTACE OTAENbHbLIE PACTMTEeNbHbLIE
MOTHUBbLI Oﬁben,HHHiOTCﬂ B TMPNAHAWL, NEe-
PesuTLIe NeHTaMH, yKpalweHHbie banTa-
My, PaasomacwrabHeie pambl U KONOH-
KM, kak Osi npopacralouwmMe Bcioay opHa-
MEHTaNbHbLIE POPMbI paspywaT crpo-
roe ropu3oHTanbHOe YNeHEeHWEe MKOHO-
craca, CTupans rpaduusl mMexay apyca-
mu. Mpuyyanueon POpPMbl KAPTYLWHK, BO-
MOThi, PAKOBUHBLI 3ANCNHAKT BCE CBO-
6oaHoe NPOCTPAHCTBO, NOAYUHAIOT cebe

Anocronei [eTp u Masen, PparmeHT

Kapn 3onorapes. Anocrone [etp # Nasen

Kowey XV|| sexa

The Apostles Peter and Paul. Detail

Anocrons lNertp u Masen, Asrorpag

Karp Zolotarev. The Aposiles Peter and Paul.

Late 17th century

The Aposiles Peter and Paul. Signature






sculpture-like carving: different ele-
ments of the carving were projected in
different measure from the background,
the background was removed, so the
carving alternated solid designs and
spaces between them. The height and
complexity of the relief brought forth a
play of light and shade. In the Fili icon-
stasis separate floral elements are
joined together in garlands interweaved
with ribbons and decorated with bows.
Frames and columns of different size as
if growing forth, destroy the strict hori-
sontal division of the iconstasis, oblite-
rate the borders between tiers. Cartou-
ches, volutes, shells of whimsical shape
take up the free space, subordinate the
shapes of icons changing at will their
size and outline. United together with
the carving into one intricate decorative
organism, the icons cease to be flat and
limited. Heavy frames in high relief lead
the viewer's eye deep onto the image,
and the icons thus become a sort of win-
dows "‘onto the world".

Realistic trends that appeared in Rus-
sian icon-painting in the mid-seven-
teenth century become especially pro-
minent towards the end of the century.
The effect of light and shade on the
faces and bodies, interest in the real
landscape and interior, a wish “not to
sin against the original™ (i.e. nature) gra-
dually destroyed the canonically cir-
cumscribed world of the icon. The works
of Ilvan Bezmin, Bogdan Saltanov, their
apprentices and other artists of the last
three decades of the century reveal the
new features that were further develo-
ped in the eighteenth century art. The
artists of this school make more exten-
sive use of chiaroscuro, introduce ele-
ments of direct perspective, often work
in oils on canvas—a new technique in
Russian art. At first they carried out no-
thing but secular orders—murals in the
Tsar's mansions and chambers, por-
traits. However, their art with its optimi-
stic outlook connected with gala cere-
monies and rituals of the court was so

Poxgecteo boropognusi. Koney XVil sexa
The Nativity of the Virgin
Late 17th century The Nativity of the Virgin. Detail

Poxgecrao boropoguusi. @parMeHT



Cperenne. Koneu XVl sexa

The Presentation in the Temple

Late 17th century



attractive that they got increasingly
often entrusted with icon-painting. In the
late seventeenth century the so-called
“secular-like” painting which met the
tastes and aesthetic demands of the
feudal and court nobility became very
widely spread.

Restoration of the Fili iconstasis started
in 1972. The removal of the dark layer of
drying oil on two icons of the Local Ran-
ge—The Apostles Peter and Paul and
John the Forerunner and St. Alexius
the Man of God-—suddenly revealed
Zolotarev's signature. Put almost
in the centre of the terra, against
the goiden background, it provides an
evidence of the artist's new attitude to
his work—nhis understanding of the
value and originality of his creative
“self”, According to the remaining
documents Karp Zolotarev, a prominent
artist of his time, was one of the best
apprentices of Bogdan Saltanov and
painted a lot of icons to order, However,
not a single original work by this master
was known until the restoration of the
icons in Fili. The discovery of icons
signed by the artist throws the first light
on his creative activity in painting.

The works by Zolotarev can hardly be
called icons in the proper sense of the
word. They are rather monumental pain-
tings on religious subjects. The figures
of saints are majestic and striking. The
rich palette of the icons is based on a
combination of deep contrasting co-
lours. Hard lines between light and
shade shape out broad folds of clothes,
develop the expression of faces, model
the hair. Faces with large dark, some-
what bulging eyes, a massive nose,
bright full-lipped mouth are typical of
Zolotarev's works and are sometimes
found in other icons of the Fili icon-
stasis painted by other artists of his
workshop. The extensive Western in-
fluence in Russian art resulted in new
compositions of icons and changes in
traditional scenes. Similarly to the West,
they started depicting saints with attri-
nutes of their passions. Thus, in the Fili
icon the Apostles are holding a cross
and a sword, and on the terra below the
icons there are scenes of their execu-
tions; the crucifixion of Peter and the
scene of Paul's head being cut off. The
terra is covered with herbs, leaves and
flowers painted in an almost realistic
way.

Cperenne. ®parMeHT

The Presentation in the Temple
Detail
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Ycenenne boropoguusi. Knesmo
The Dormition. Border Scene

GOpMbl MKOH, NPOU3IBONBHO MEHAR MX
O4EePTaHUA W paamepsl. Q6 veanHeHHbIe
¢ pe3nbon B OAMH CNOXHbLIA AeKOpaTHB-
HbiA OPraHuam, MKOHbI TEpPRIT ObiNy
NNOCKOCTHOCTE U 3aMKHYTOCTb. Mny6o-
Kne ropensedHbieé pambl YBOAAT BArNAQ
apurens Brnybb, ynogoONAR WKOHBLI
CB0E06PAIHBLIM OKHAM «B MUD»,
PeanucTuyeckne TeHAEHUWH, NORBMB-
WHEeCA B PyCCKOW MKOHONWCH B cepe-
Aune XVIlI sexa, Kk KOHUY CTONEeTHA Npo-
ABNAKTCA 0cobenHo Apko. Ceerotene-
BaR MOAENUPOBKA NUKOB U (PUryp, UHTe-
Pec K peanbHOMY NeR3axy v HHTepbepy,
CTPEMNeHHe «He NOrpewnTs NPoOTHB
opurMHana» (HaTtypbl) nocrenesHo pas-
pywano KaHOHM4ECKM 3aMKHYTbIA MWUP
MKOHbl. B NDOM3BEAEHNAX XYQOXHMKOB
nocnegxen tpetu XVIl sexa, rakux, Kax
Msan BeamuH, borgaH CantaHos v ux
Y4EHMKOB, BNepBbie NOABNAIOTCA T€ HO-
Bbl@ YepThl, KOTOPLIE NONY4aKT Aans-
HeAwee paslsute B8 wckyccree XVil
gexa. XyaoxHuku 3toro kpyra Gonee
CMEeNo NPUMMEHAIOT CBETOTEeHb, BBOAAT
INEMEHTHI NPAMON NEPCNEKTUBLI, HACcTo
paboTaloT B8 HOBOW ANA PYCCKOro UCKYC-
CTBA TEXHUKE MAcnom no xoncry. Nep-
BOHAYanbHO OHW BLINONHAKT TONLKO
CBETCKUE 3aKadbl — POCNUCH LAPCKUX
XOpoM W nanar, noptpetel. OAHako
npuTAratensHaA cuna Mx Mckyccrsa C
€ro napagHbiM MUPOOLLYLEHWEM, CBA-
38HHBIM € TOPXECTBEHHO-UEePeMo-
HMANbHLIM PUTYanoM Uapckoro Asopa,
Gbina CTONb BENWKA, YTO BCE Halle UM
nopyvalT W MKOHONUCHbIE padoTsl.
B xoxue XVIl sexa HoBaR «CBETOBMA-
HaA» XUBONUCL, YROBNETBOPABLUAR BKY-
caM WM acretMNecKkum 3anpocam de-
OAaNbHO-NPUABOPHOW 3HATH, Nony4aer
WUPOKOE PpacnpocTpaHeHue.

B 1972 roay wa4anach pecraspauus
(OuUnesckoro ukoHocraca. flocne CHATUA
TeMHOro CNoA onudsl Ha ABYX UKOHAX
MECTHOro pRga — «Anocronsl lMNetp u
Masen» u «M0aHH MNpeareva n Anexcen
Yenosex Boxui» — Gbin O6HapyxeH
astorpad Kapna 3onorapesa. flocras-
NEeHHbIA NOYTH B CAMOM LUEHTpe no3ema,

Kupunn Ynawos. Ycnewne 5oropognusi
1694 rog
Kirill Ulanov. The Dormition. 1694






Ha 30NOTOM hOHe, OH ceUaEeTEenbLCTBYeT
0 HOBOM OTHOLIGHUMU XYAOKHAKA K CRO-
EMY NPOM3BEASHUIO — OCO3HAHWKU UM
LEHHOCTU W HENOBTOPUMOCTM CBOEro
TEBOPYECKOTrD «A=, OouH na NYyHLIAX y4e-
HUKOoB BorgaHa CanrtaHoBa, NepeaoBon
XYAOXHUK ¢BOero epemern Kapn 3ono-
TApPEeB, KaK CBUASTENBbCTRYIOT COXPAHMB-
WNECA A0KYMEHTbI, BbIMQAHAN MHOrue
MKOHOMUWCHLIE 3aka3el. OaHako Ao
pPacHucTky MWUNEBCKUX WMKOH He Bhino
WU3BECTHO HM 0GHOM NOGNUHHON paboTsl
MacTepa. QTKpEITME MNOANWCHBIX WKOH
XYAOXKHWUKA BNEPBbLIE NPONUBAET CBET Ha
€ro XUBONUCHOE TBOPUECLTEO.
MpownzseaeHua Kapna 3onoTtapesa
TPYAHO Ha3BRaTb MKOHaMW B cobCTBeH-
HOM CMbICNe choBa. CKOPEE 3T0 MOHY-
MEHTaNbHBLIS XUBOMUCHLIE KAPTUHLI, Ha-
MUCEHHLIE Ha PENUTuO3HbIN CHIXKET. Be-
NUYECTBEHHBI WM 3HAYUTENbHB! hUrypbi
cBATbIX. BoraTta Kkpaco4Has ramma UKOH,
NoOCTpOEeHHAaA Ha CoYeTaHVK I'J'IyﬁOKI-‘IX
KOHTPACTHbIX TORHOB. Pe3Kan CBETOTEHb
QUEPYMBALST WWPOKUE CKNAOKN OACXKAbI,
EbIABNAST NNACTUKY NUKOB, MOAENUPYET
BONOCH: TUNbI MWL ¢ BONBILWMMN TEMHbI-
MU, 4YTb HABLIKATE rrNas3aMu, KPyNHbIM
HOCOM, APKAUM NyxXnbiM PTOM Xapak-
TepHbl AnA TBOpYecTBa Kapna 3onora-
DEeBAa N BCTPEYAKTCA B APYrHdX WKOHAax
h1NeBCKOrc MWKOHOCTAaCa, CO3QaHHbIX
XYAOXHUKAMW erc Macrtepckon. LWupo-
KO& WMCNOoNb30BaHWE 3anafHblx obpas-
LOB fIPWUBENO K NOABAEHMIO B PYCCKOM
WCKYCCTBE UKOMOTrpathuHeckn HOBbIX
KOMNO3ZULUWMA U BHECEHUIO W3MEHEHNA B
TpagnuuoHHble cueHbl. C 3anaga npwu-
Wwno wnaobparkeHue CBATbIX C aTpulby-
TamMu UX CTpacTe: B Pykax anocTonos
Ha (OUNEeBCKON UKOHS KPEeCT U Mey, a Ha
No3eMe BHU3Y WKOH U30BPpaXeHb! CLUEHb|
MX Ka3Hern — pacnaTMe [NeTpa n YCeKHo-
geHne rnaabl Nasna. Moaem pacnucad
TpaBamu, NUCTbAMK, UBeTaMu BNU3Ko K
HaType.

PaccMmaTpuBan MKOHbLI OUNEBCKOro MKO-
HOCTaca B UeNoM, C YBEPeHHOCTHI
MOXHO CKa3aThk, 4HTO UMEHHC Kapn 3ono-
Tapeg — aerTop obwero 3aMmbicna Wko-
HOCTata — CNPeASnUN M XapakTep ero
WKOH, CO3AAaN UeNOCTHbIN AeKOPaTUBHO-
XUBONMUCHBIA aHcamMGnk. MKCHBI dunes-
CKOro UKOHOCTACa HaNWCaHbi_B Hernpu-
BbIHHOM ANA WKOHOMNMCY CMELWaHHON
TeXHUKe (Temnepa, macno). MNpumMmexHe-
HWE MAaCNAHBLIX KPACOK 3Ha4YUTENBHO
pacwmping BO3MOXHOCT peanuiTuye-

Locking upen the icons of the Fili icon-
stasis as a whole one can say with confi-
dence that it was Karp Zolotarev—the
author of the general idea of the iconsta-
sis—who defined the character of its
icons as well, and created an integral
decorative and pictorial ensemble. The
icons of the Fili iconostasis are dong in
a mixed technique—tempera and
oils—unusual for icon-painting. The use
of oil opened up greater opportunities
for conveying visual impressions in a
realistic manner. The masters now
strove to convey the texture of clothes
and objects. They worked meticulously
at the golden designs of brocade and
folds of heavy satin, at the transparency
of filmy veils and glitter of precious sto-
nes. (King Solomon). They lovingly .
depicted interiors with the decor typical
of those times: checkered cak-wood
floors, heavy curtains, fine ornate iron-
bars—exactly like, in the church itself
(The Presentation in the Temple). The
passion for the world of things brought
forth still lifes in icons, where the
masters wished to convey the ma-
terial nature of objects, develop their
smallest details by means of chiaros-
curo (The Nativity of the Virgin),
Realistically painted flowers and herbs
on the terrae of icons betray the artists'
interest in nature. Frequently a lands-
cape pictured with elements of direct
perspective serves as a background for
evangelic events. The icon is greatly
influenced by the carving which consti-
tutes a frame for it, and together with the
icon makes up a single decorative who-
le. The gold of the carving is repeated in
the radiant backgrounds of icons, in the
golden covers and the rich patterns of
the robes. The icons are decorated with
floral designs taken from the iconstasis
which is so rich in ornamental motives
(King of Kings). The border scenes of
icons are surrounded with cartouches of
various shape (The Dormition, A Vero-
nica lmage).

The main icon—A Veronica Image—a
place for which was to the right of the

Bockpecenue, Kovel XV sBexa
The Resurrection. Laie 17th century






CKOW nepepasun 3puTenbHbIX BNE4aTne-
Huid. MacTtepog Tenepb yBnexkaer nepe-
aava hakTyps 0Ae XA 1 npeameTos. OHu
TWATENbHO BbINUCHIBAKT 30A0ThIE Y30~
pbi Napyv U Nepenuebl TAXENOro atna-
ca, NPO3PaYHOCTh TOHKMX NOKPbIBAN U
6neck AparoLeHHbIX kaMHewn («Lfapb Co-
nomMoH»). [110608HO U306paxaldT UHTE-
DbepPbLl C XapakTepHbalM ANR TOMQ Bpe-
MeHu yBpaHcTeoM: ¢ AyboBBIMKU B
WAaWKy nonamu, TAXENbIMU 3aHABECA-
MW, TOPOSHaTLIMU PELIETKAMMU Ha OKHaXx,
TOYHO TaKMMW XE, KAK B CAMON LEPKBY
(«CpeteHue»). YeneyeHue npeameTHbIM
MWPOM CKA3aN0Ch W B NOABMNEHUM B MKO-
HaX HaTIOPMOPTOB, B KOTOPbLIX Macrepa
CTPEMATCA nepejate MarepuanbHyi
npupoay BeWed, BbIABUTL Menkyavwne
MX AeTanu, UCNONbB3YA KOHTPACThl CBe-
TOTEeHW («PoxaecTtso Eoropoauvusi»).
Peanuctnyecku HaNUCAHHLIE LBETHl U
TpaBbl Ha NO3eMax WKOH TFOBOPAT 06
MHTEpece XYAOXHUKOB K XWBOY NPUpPO-
pe. oHOM ANA eBaHrenbekux cobLITUi
HEepeaKo CTaHoBUTCA nemnsdax, uaobpa-
XEHHbI C MPUMEHEHUEM 3INEMEHTOR
NpAMON NepcnekTuebl. Honbwoe Bnn-
AHME Ha XxapakTep WKOH oOKa3biBaer
pe3bba, obpamnaas nx, cocTasnAa ¢
nKoHaMy kKak bbl eaMHOe 4eKOopaTuBHOE
uenoe. 3onaty peabfibl BTOPAT CUAKGLLUKE
(PCHLI MKOH, I0NOTOW acCUCT U Y30Dh
oAexd. NKoHb YKpalalTcA pacTuTena-
HbIMK OpHaMEHTaMK, 3aUMCTBOBAHHbBIMU
U3 BOraToro AeKOpPaTUBHLIMU MOTWBAMM
uKoHocTaca («Llaps LUapem»). Kneama
WUKOH OKPYXAKTCA pasHoo6pazHoin hop-
Mbl KapTywamu («Ycneume», «Cnac He-
PYKOTBOPHLIN»).

Xpamoeaa nkcHa Cnaca HepykoTBOPHO-
ro (cnpasa 0T UapCKuX BpAaT) He coxpa-
HWnacb. Nepsa NOCTAHOBKOM B UKOHO-
cTac Ana Hee Owina caenaHa cneuvans-
HafAd pama, ykpaweHHas Kiewmamu, B
KOTOpPLIX  pacckasbiBacTea  UCTOPUA
Cnaca HepykoTesopHOro. Cpeay npuyya-
nuBBIX N3rMboB 30MQThIX KapTywen, Me-
XAY Kneamamu, obHapyXeHa BUTUEBA-
Tafs NOANUCb aBTOPa 3TOW  UWKOHBI
M3BECTHOrC WKoHonucua QpyxenHon
nanatet Kupunna YnaHosa W gaTta —
1694 roa. Mo Apyryo CTOPOHY UapCKuUX
BpaT CTOMT UkoHa «YcneHwe Boropoan-
Ubl», TakKxXe npuHagnexalwans KUCTH
3Toro macrepa. Ctune “UKoH Kupunna
YnavoBa 6nuxxe K CTapon MKOHOMUCHO®
Tpaguunn. BapodHbie MOTUBBI {KNYyBA-
wmech obnaka, CNOXHbLIE aPXUTEKTYp-

Hble (POHbI C KONOHHaMW u T. 4.} opra-
HUYHO CNMBAKOTCA B MKOHaX YnaHoea C
TON TArOW K Y30POYLK, UBETUCTOCTY,
HapAAHOCTYA, KOTOPAA CBOWCTRBEHHa Tpa-
AULMOHHOW MKoHonueu XVIl pexa. Ma-
CTep He nNPpUMEHAeT CREeTOTeHb, @
NONb3yeTCA XapakTepHoW ANA MKOHONN-
CH CUCTEMOIN BOXpPEeHWA, NUWb Ccnerka
BMAOU3MEHAR €e, genan bonee KOH-
TpactHo. O6BEMHOCTL NUKOB CoCed-
CTBYET B €ro WKOHax ¢ NNOCKOCTHOW
TPAKTOBKOW 0fexAd. MHOXecTsBo Twia-
TENbHO BbLINWCAHHBLIX MENKUX Uryp M
getanen, MWHWATIOPHEA TOHKOCTL WC-
NOSIHEHMA OTNMYAIT WKOHbI YNnawosa.
Cam xyfoxHKK Kkorga-to nucan o cebe,
YTO «MHbIX MKOHONWCLUEB-MENOYHUKOB B
ero KupunnoBy BepCTy MACTEpCTBOM B
OpyxenHon nanare Hev».

N3 BPYrux MKOH MECTHOro pRga Hanbo-
nee nHTEepecHb! 4Ba N306paXKeHA apxu-
avakoHoB — CtedbaHa 1 NlaspeHtus —
Ha anTapHbIX AsepRx. B yeptax nuka
apxuanakoHa CredhaHa ya3HawoTcA Xxa-
pakTepHole 4epTbl monogoro fletpa |.
BoamoxHO, 4TO cam 8bI6Op apxuanako-
HOB (aeHb namATh CtedaHa oTmedancs
2-ro, a JlaspenTA 10-ro asrycra) Ha-
noMuHan o nobege, ofepXkaHHon 8 ae-
rycte 1689 roga monofsiMM LapAMK
WBanomM u MeTpom Hag uapesHon Codb-
el. Ita nobega OTKpbINA NyTh K Ha4any
CaMOCTORTENbLHOro LAPCTBOBAHUA
MeTpa. FopAC noaHATas ronosa, sone-
BaA CKNajnka y pTa nogYepkuBaloT pe-
(WUTENbHOCTE U BHEPruiYHOCTE 06NKKa
CredaHa. HepTel nvKa J1aBPEHTUA, Ha-
NPOTWUB, OTNUHAIOTCA HEXHOCTBIO ¢
XPYnKocTbo., OOBOCTPUBLUMUCA B 3TC
BPEMA WHTEPEC K WHAWBMAYANbHBLIM
OCOOEHHOCTAM YenoBeka NPpUBOAUT K
TOMY, 4TO MWKOHHbIE NWUKA CMEHAIOTCA
XapakTepHbIMKA NOPTPETHLIMU NULAaMK.
Tenepb, nocne BonbwWxX pecrasBpa-
UWOHHEIX paboT, NpoBEAEHHbIX B LEPKBU
Nokpoea B8 dUNAX, MHOTUM Npon3Beae-
HWAM WCKYCCTBA BO3BPAlEH WX NEPBO-
HaYyanbHbI BUA: PaCYNWEHbl UKOHbI, pe-
cTaBpupoBaHa pes3eba, BOCCTaHOBNEHA
uene naHwkapguna, seayrcA paboTwl nNo
BOCCO3QAHUID BUTDAXEN W NOMWBHBIX
M3pasucB. YHMKanuLHas COXPaHHOCTL
WHTepbepa BEpPXHENW LUepkBu No3BonAeT
NPeAcTaB1TL Ero NepBoHaYansbHbIi BUA,
NMOHATL T€ XYAOXECTBEHHLIE NPUHLMNI,
KOTOPbIMW PYKOBOACTBOBaNMCL macre-
pa koHua XVIl Bexa npu oopMNeHuU
MHMTEpLEpA. ¥



Holy Gate, has not been preserved.
Before it was installed in the iconstasis
a special mounting was made for it, with
border scenes telling the story of a Vero-
nica image. Amidst intricate curves of
golden cartouches, between the border
scenes an ornale signature was
found—that of Kirill Ulanov the author of
the icon, the famous icon-painter of the
Armoury—and the date, 1694. To the
other side of the Holy Gate stands the
icon The Dormition, also by the same
master. The style of Kirill Ulanov's icons
is closer to the old traditions of icon-
painting. In Ulanov's icons baroque fea-
tures (rolling clouds, complicated archi-
tectural backgrounds with columns in
them, etc.) are in full conformity with an
aspiration for the bright, colourful, festi-
ve, which is typical of the seventeenth
century icon-painting. The master works
without chiaroscuro, but instead uses a
method of applying ochre peculiar of
icon-painting, though he changes it a
little and makes it more contrasting. In
his icons the faces which are done in
fullness, present a contrast with the flat-
ness of the clothes. An abundance of
carefully done small details and extreme
fineness are characteristic features of
Ulanov's icons. The artist himself once
wrote that “in the Armoury there existed
no icon-painters who could equal his
dexterity and expertise”

Among other icons of the Local Range
the most interesting are two images of
archdeacons—Stephen and Lauren-
ce—on the Holy Gate. The image of
Archdeacon Stephen resembles Peter
the Great as a young man. Probably the
very choice of archdeacons (St. Ste-
phen’'s day was celebrated on August 2,
and St. Laurence's—on August 10) was
to remind one of the victory scored by
the tsars Ivan and Peter over tsarevna
Sophia in August, 1689. This victory
paved the way to Peter's independent
reign. So, Stephen is portrayed with a
proudly raised head and a firmly set
mouth; he looks determined and ener-
getic. Lawrence's image, on the contra-
ry, is tender and fragile. The interest in
individual features becomes so great
that holy images are replaced by reali-
stic portraits.

Now that most of the reconstruction
work has been done in the Church of the
Intercession in Fili, most objects of art

Canaran Exarepuna. Koney XV/| Bexa
St Cacherine. Late 17th century






Apxugnakox Cregan. @parmMenr Apxugnaxon llaspentun. Korney XVl sexa
Archdeacon Stephen. Detail Archdeacon Laurence. Late 17th century
Apxugnakox Creghan, Koney XVI| sexka

Archdeacon Stephen. Late [7th century




Uape Conomon. Koney XV|| sexa
King Solomon. Late 17th century



3HAYUTENBHO XYXEe COXPAHWNCA MHTe-
peep HUXHER uepxksu. MHoroe wua ero
ybpaHcrtaa norubno BO BPEeMA BOWHLI
1812 roaa, Koraa HanoneoHoOB8CKWe con-
AaTbl YCTPOUNU Tam KOHIOWHK. NKOoHO-
CTac, HaXOAAWMWACA Cenvac B xpame,
MHOIMMEe MKOHBI, HACTEHHAR POCNUCHL OT-
HOCATCA yxe K XIX sexy. OaHako Koe-
4TO M3 nepsoxavansHoro ybpaMcTsa
Xxpama BCe-TakM COXpPaHunocs, B8 yacr-
HOCTH, XpamoBsand ukoHa «lNokpos Boro-
POAnLbI*, MKOHA «TpWu PAAOCTH» M HEKO-
Topbie apyrue. BonbLwon nHTepec npea-
crasnAer crapuHrbid  ay6oeniAa npe-
cTON — OfUH K3 ApesHenlmnx coxpa-
HUBLUMXCA NPEcTonos.

Bnaronapn Tpyay COBETCKMX pecraspa-
TOPOB CTAN0 BOAMOXHbIM rnybokoe sce-
CTOpOHHEe u3yyeHue uepksu Mokposa
Boropoanubl 8 @UNAX — NPeKpacHoro
NaMATHUKA ee COo3[aTenAM: 3004UM,
pe3ynKaMm, XyAOXHMKaM, MMEeHa KOoTo-
pbix noka Gonblwen 4acTbi0 HEeW3secr-
Hbl. Haxoaka NOANUCAHHBLIX XWBONWUC-
HbiXx pabor Kapna 3onorapesa, AsByX
paHee HeM3BeCTHbIX UKOH Kupunna Yna-
HOB& — BO3MOXHO, TONbKO HA4YAN0 WH-
TEPECHBIX OTKPbITUIA, KOTOPbLIE NPpUHeceT
Gyaywee.

have regained their original look: the
icons have been cleared, the carving
renovated, the chain of the chandelier
repaired. At present the Swedish win-
dows and tiles are being restored. The
interior of the upper church has been
preserved so well that it makes it possi-
ble to visualize its original appearance
and understand the artistic principles
the masters of the late seventeenth cen-
tury had in mind while decorating the
interior.

The lower church is in a much worse
condition. Most of its decor was
destroyed during the war of 1812 when
Napoleon's soldiers made a stable out
of it. The present-day iconstasis, most of
the icons and murals date back to the
nineteenth century. Still some objects of
the original decor have remained, in
particular, the main icon of the church
The Intercession of the Virgin, the icon
The Three Joys, and some others. Of
particular value is an ancient oak-wood
communion table—one of the oldest
preserved.

The work of Soviet experts made it pos-
sible to study in every way the Church of
the Intercession in Fili, which stands as
a worthy monument to its creators:
architects, carvers, artists whose names
are largely unknown so far. The finding
of signed paintings by Karp Zolotarev
and two previously unknown icons by
Kirill Ulanov is probably the first of many
new discoveries to come.
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