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MKoOHOMNUCL — coBpemeHHOe NCKYCCTBO

NN MaplrmMHa/1bHAA I'IpaKTMKa?

UpuHa lopbyHosa-/lomaKc

Co3HaBaA Ba)KHOCTb CTATyCca MKOHOMUCKU B MUPE COBPEMEH-
HOW KyNbTypbl, A BCE e no3sosto cebe npeaBapuTb CBOM pas-
MbILIIEHMA Ha 3Ty TeMy HEDONbLIMM, HO XapaKTePHbIM aHeK/10-
TOM.

B 3TOM roly MHe NpULLIAOCH BbICTYNaTb Ha MeXAyHapOaHOM
60Oroc/I0BCKON KOHPEPEHLMN, OPraHM30BaHHOM PUMO-KaTONMKa-
MW A1 03HAKOMAEHUA GPaHLLYy3CKUX U BeNbrMIACKUX CeMUHapU-
CTOB Cc npaBocnasmem. OaMH U3 BONPOCOB, 3aJaHHbIX MHe nocne
O0KNaAa, 3ByYan Tak:

— BbickasbiBaeTca v [paBocaaBHan LLePKOBb O COBPEMEHHOM
ncKyccTee?

Al BblAeprkana naysy W 3aTem CKasana, M3obpasms Ha nuue
YOANBNEHWNE N YKOPU3HY:

— [loporne ApysbA, BOT A, Cynpyra KAMPUKa U MKOHOMMCeL,
TONbKO YTO B TeYeHMe CopoKa MUHYT C 61arocnoBeHUA mMoero
apxuepes, 34e NPUCYTCTBYIOLWEro, paccKkasbiBasa Bam 06 MKOHO-
NMUCK, O COBPEMEHHOM B TOM YMC/le — 1 MOC/e 3TOro y Bac NoBo-
payMBaeTCcs A3blK 3a[aBaTb TaKOW BOMpPOC?

MoBucna TUWMKWHA, a 3aTeM ayaAUTOpUA OTBEYana MHe ApPYHK-
HbIM XOXOTOM M ana0ANCMEHTaMMU.

MHe 6bl10 NPUATHO, YTO CEMUHAPUCTbI MFHOBEHHO MOHAN
M OUEHWNM 3KCMPOMT, 3aCTaBMBLUUMA UX BCMOMHUTb, YTO MKOHO-
MUCb — 3TO UCKYCCTBO, M YTO COBPEMEHHAA MKOHOMWUCH eCTb Co-
BpeMeHHOe MCKYCCTBO. HO BCE-TaKM — HACKONbKO CU/IbHA AypHaA
MHEepLMA, HAaCKONbKO 3anylleHO LUEepKOBHOE XYAO0XeCTBEHHOe
CO3HaHMWe, ecn TaKoe HaNoMWHaHWe O HOpMe — BCEro NNlb O
Hopme! — npousBeno snevyaTneHne BAeCTALLErO NapanoKeca, He-
0XXWAaHHOro NOBOPOTA MbIC/NIN, ECAIN XOTUTE — METAHOMMU, Nepe-
MeHbl CO3HaHuA. [la, mou cnywartenn, monoaple byayuine cea-
WeHHWKM 3anafa, BApPYr oTaanu cebe OTYET, UTO OHW KMBYT B
CTPAaHHOM U ANKOM ABOEMbICANU. OHU NMPUHUMALOT KaK akCMomy
TO, YTO ABAETCSA BCEro /JMb NOCTMOAEPHMUCTCKOM UANIO3NEN,
HaBA3aHHOW LlepKBM M3BHE: MCKYCCTBO — 3TO OZHO, @ MKOHO-
NMUCb — 3TO COBCEM ApPYroe.

Yto — ppyroe? MapruHanbHasa MpPaKTUKa? TexHONOrMYyecKumi
npouecc? poA pykoaenva? nocobue B meautaummn? M, c apyron
CTOPOHBbI, YTO $Ke TOraa eCTb 3TO CaMOe UCKYCCTBO, EC/INM MKOHOMMUCH
6o/blie He CYMTAETCA TAKOBbIM, Kak OHO HbIJI0 MO YMOAYaHNIO NpK-
HATO BM/IOTb 0 Ha4yana XX seka’?

[a, oToenaTb MKOHY OT BCEro MPOYero MCKycCTBa — He CBs-
TOOTeYecKas TpaamuUma, a BCero vlib AypHas MOAa, 3apoamBLLa-
ACA B NEPBOM NOMOBMHE MPOLLIOTO BEKa B yMax Tex, AJ/18 KOro cpa-
3y 3a MOPOromM aKaemMmnyecKkoro peasiMama HaunmHanacb SK30TMKa.
ToNbKO NOA0BHBIM HEBEXAAM MOr/Ia NPUIATM B FONI0BY MbIC/b HE
NPOCTO OTAENMUTb, HO MPOTMBOMOCTABUTL MKOHY — KMBOMWUCK, MKO-
HOMUCLLA — XYAOMKHUKY.

A BOT a1 cBB. Bacuaua Benmnkoro u Mpuropma Hucckoro (IV Bek)
3TV NOHATUA BblAN CMHOHMMamK:. OTubl LlepKBM MOCTOAHHO ymno-
TPeOAAT TEPMUH «KMUBOMMUCEL» BMECTO KMKOHOMMUCEL», «KUBO-
MUCb» BMECTO «MKOHOMUCb» U Aaxe — 0 yKac! — «KkapTuHa» BMecTo
«MKOHa», T. €. Ha3blBaOT CBALLEHHblE M30OPaAKEHMA TEM CaMbIM
C/I0BOM, KOTOPOE MPUHANO NONPOCTy BpaHHbI OTTEHOK B M3BECT-
HOW WKone 6orocsoBua MKoHbl. CB. MoaHH 3natoycT (IV Bek) Takxe
ynoTpebaaeT TEPMUHbI «XKMBOMUCHY», KKAPTMHA», «M300parkeHmne»
B TOM CMbIC/1€, B KOTOPOM Mbl yNOTpebaaem C/I0BO «MKOHa», 1 NpK-
3HAET 32 TaKOBbIE, T. €. 32 MKOHbI, TBOPEHMA 3HKAYCTOB, CKY/bNTO-
pOB, OBE/IMPOB, YEKaHLIMKOB, GPECKMCTOB — M BCEX WX, COOTBET-
CTBEHHO, MPU3HAET 33 MKOHOMUCL,EB?.

Cs. Kupunn Anekcanapuincknin® n ce. Codponnin® (VI Bek) ye
ynoTpebAlT CNOBO «MKOHAa» — HO He B MPOTMBOMOIOMHOCTb, a
HapAZy C ero CMHOHMMaMMW, KaK-TO: «obpas», «u30bparkeHmney,
«nonobue», «kapTnHa». B noctaHosneHuax V 1 VI BceneHckux Co-
O0OpPOB Mbl CHOBa BCTpeYaeM BCE 3TV TEPMUHbI B Ka4ecTBe paBHO-
3HAYHbIX M B3aMMO3aMEHAEMbIX.

Tonbko B VIII Beke cB. MoaHH [lamackMH B CBOEM Tpyae «Tpu
C/10Ba B 3aLLMTY MKOHOMOYNTAHUA» HAYMHAET ynoTpebnaTb TepMUH
«MKOHa» B Ka4yecTBe AOMUHMPYOLLEro ana 0603HaYeHWA CBALLEH-
Horo obpasa. Ho u 3TOT KNacCMYecKnin aBTOpP He U3roHAEeT CoBep-
LeHHO M3 cBoero obuxoda CNOBa «KapTUHa», «MU30bpaxkeHmey,
«noaobue», a NPOAOKAET BPeMA OT BPeMeHM ynotpebaaTb Ux B
KayecTBe CMHOHMMOB C/10Ba «MKOHa». AHTOHUM Y MOHATUA «UKO-
Ha» TOXe MMEeEeTCA — HO 3TO He KKApPTUHAa», a KUA0A» (ecin pedb
3aXOAMT O CKY/JIbMTYype, OH Ha3blBAETCA TaKKe UCTyKaHom). OYeHb
BO3MOXXHO, YTO CamMO 3aKpensieHne 3a TEPMMHOM «MKOHa» cre-
UMaNbHOTO 3HaYeHUs «CBALLEHHOE M30bpaxeHue» — creactsue
MKOHOBOPYECKOM MONEMUKKN, HEOBXOAMMOCTM KPaTKO M TOYHO
BbIPa3nUTb MOHATME «KapTuHa (M30b6paxeHne, obpas, dppecka, Ka-
Mes, Mo3auKka U T. A.), npeacTasaatowan bora u ceaTbix». CooT-
BETCTBEHHO, M0/ eCcTb KapTuHa (M3obparkeHue, obpas, dpecka,
Kames, Mmo3aumKa W T. A4.), NpeacTasaatowan bora noxHoro, Jlyka-
Boro, Bpara, [y6utena. BoT onpeaneneHune cB. /leoHTMA Kunpckoro:
«Bedb udosbl cyme nodobusa nxceumeHHoix 60208, npentobodees
u ybuly, u mex, Kmo npuHocum 8 xepmay oemeti, U mex, Komo-
pble cymb n1t00U U3HexeHHble, —a He [Ipopokos u Anocmosos. M
0719 mo2o, Ymobbl MHE omyacmu npedcmasums Kpamxuli u eep-
Heliwul npumep omHOCUMENbHO XPUCMUAHCKUX U 3/AUHCKUX NO-
0obull, — nocnywal! Xandeu umenu 6 BasusoHe 8CEB03MOMCHbIE
MY3bIKG/16HblE UHCMPYMeHMbl, NOCPeEACMBOM KOMOPbLIX OHU NO-
Yumanu usobpaxceHus 0emoHo8. M CoiHbl M3paunsa makxie ume-
71U UHCMpPYMeHMebl, NpUHECEHHbIE U3 Vlepycanuma, Komopele OHU
nosecunu Ha eepbax. Ho 00HU npousowinu 014 cnassl boxcuel,
a Opyaue, no0obHbele mem, 07149 noYuMaHuli 0emMoHo8. TaKum 80-
obuwe 0bpa3om pasmeluwiaal u 06 UKOHAX U U30OpaHeHUAX 3/11UH-
CKUX U XpUCMUQHCKUX, MO ecmb Ymo me ycmpoeHsl 014 C1asbl
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ouasosna u BOCNOMUHAHUA 0 HEM, a amu — 0414 caassl Xpucma, u
anocmorsos, U My4eHUKo8, U c8aAmsix E20»°.

MIMeHHO TaKoe, a He KaKoe-TO MHOE, COOTHOLLIEHWE MEXKAY KapTu-
HOM, NKOHOWM M MA0N0M OTpaxKaeTca B noctaHosneHusx VIl BceneH-
ckoro Cobopa. «KapTuHa», «M300parkeHmne» cyTb obLiMe NoHATUA.
MHble KapTUHbI CYyTb MKOHbI, OCTaBasACb NPU 3TOM KapTUHaAMMU,
MHbIe CYTb UA0Nbl, NpebbiBas KAPTUHAMM Ke, a UHbIe CYTb NPOo-
CTO KapTUHbI, M306parKeHUsa He CBALWLEHHble U He 3anpeTHble,
co3aaBaemMble B AUAAKTUYECKUX LienaxX, Un B BOCNOMUHaHUE O
N[AX U COBLITUAX, MU ANA YKPALLEHUA NOBCEAHEBHOMW KU3-
HU — NPOCTO OT U36bITKA TBOPUECKOI IHEPTrUMN.

MonpocTy roBOps, MKOHA MbIC/IUNACH KAaHPOM, BO3MNaBAAOLLMM
NepapxmIo }KaHPOB M306pa3nTENbHOIO MCKYCCTBA — MO TOW NpUYK-
He, YTo NpeameTom eé nsobparkeHuns OblI0 camoe BbICOKOe U ca-
Moe NoA/IMHHOEe Cpean BCEro Cylwero. 3Ta Mepapxms KaHpos Mo
YMOJIYAHUIO MPUCYTCTBOBANA B XYAOMKECTBEHHOM CO3HAHMM Kak
BOCTOYHbIX, TaK M 3aNafHbIX XPUCTMAH, 6BN1aroTBOPHO CKa3blBaACh Ha
BCEM cUTyaumum B n306pasmTelbHOM UCKYCCTBE, ellé CToNneTe TOmy
Ha3af. lNoayepkmnBato — 370 HblNa Mepapxms MMEHHO XaHpPOB, a BO-
BCE He CTW/eil: NPeBOCXOACTBO CPEeAHEBEKOBOM CTUNCTUKM HaZ,
aKaZleMMYecKom ellé He c1enanocb Yem-To BPOAE LEePKOBHOrO A0r-
MaTa, U HUKOMY ellg He NPUXOAMIO0 B FTONIOBY TUTY/IOBATb NEPBYHO
«KaHOHWYECKOM», a BTOPYO [epaTb 3a «mnpodaHHyto». Bayma-
eMCs — BCero nib CToNeTne TOMy Hasaz! He Tonbko BO BpemeHa
HEMELKUX PEIMTNO3HbBIX POMAHTUKOB, UM aHIIMINCKOM HEOTOTUKM,
nnn ceT. rHatna bpAaHYaHMHOBA, HO AaXe elwé B Hayaie NpoLwaoro
BeKa /1000 XYAOKHUK-XPUCTUAHMH, HE3aBUCMMO OT ero LIKOAbI U
CTUINCTUYECKOM OPUEHTALLMM, BCE eLé MbICIMACA KaK NOTEHUMANb-
HbIM MKOHONMCel, [la)ke ecnn OH BCH KM3Hb YMPAXKHANCA B MHbIX
aHpax — OH TEM He MeHee 0CTaBa/icA Kak Obl BOMHOM B 3anace,
BCEraa roToBbiIM K MOBWAM3ALMM U pacronaratoliMm BCEMU He-
00XOAMMbBIMWU HaBblKaMuW. Xy[OXKEeCTBEHHAA LWKoNa BCE elwé bbina
TaKoBa, 4YToObl MOBUAM3ALMA XYOAOKHMKA Ha paboTty ans Llepksu
He cocTaBuaa nNpobsem 1 He nosaekna 3a coboit HeobxoaMMOCTH
nepeyymBaThCca C HyNA. PasButme MHAMBUAYANbHOTO CTUAA KaXA0ro
XYOO0KHMKA, B KAKOM Dbl }KaHpe OH HM paboTan no NnpeumyLLecTsy,
BCE ellé NpoTeKasno TakK, YToObl CMeHa KaHpa Ha 6onee BbICOKUN,
Ha Camblll BbICOKMI He 3acTana XyA0XHWKa Bpacniox. He 3acTaBmna
€ro No/IHOCTbIO MEHSATb CBOK CTUJIUCTUKY, TO ecTb ybu1BaTb B cebe
OZIHOTO XYAOXHMKA, YTODbI pOAUACA APYrON.

[a, y»Ke BCMbIXMBAN «reHnasibHble NPO3peHmsa» 3ano3aanblx oT-
€4YEeCTBEHHbIX POMAaHTMKOB O TOM, YTO SIKODbI TONIbKO CpefiHEeBEKO-
BaA CTUIMCTMKA ABNAETCA NPUTOAHON ANA cakpanbHoro obpasa. [a,
BblAAtOLLMECA MKOHOMMUCLbI aKaZIEMUYECKOTO HanpaBAEHMA YKe Ha-
YMHAM NPUCMATPUBATLCA K CPeHEBEKOBbIM NMAaMATHMKAM U OCTO-
POXKHO, 064yMaHHO BBOAUTb B CBOWM CTU/Ib HAXOAKM APEBHMX MacTe-
poB. [a, yKe NoABMANCH 3aKa34MKM, TOTOBbIE NPEeOCTaBUTb CTEHbI
XpamoB v TAbaa MKOHOCTAcoB NEPBbLIM OMbITaM OTEYEeCTBEHHOM, TaK
CKa3aTb, KHEOTOTUKMY», Ha NONIBEKA NPUNO3AHUBLLIENCA NO CpaBHe-
HMIO CO CXOAHbIM NpoLIeccom Ha 3anaze (He 3abyaem, oaHaKo, 1 O
BCTPEYHOM MpoLLecce — O CTPEMIEHUN PYCCKUX KycTapen-boroma-
30B NPOWTH aKaZleMMYECKYIO LKOAY). HO BCe 3TW ABNEHMA HUKaK He
HapyLaau MaBHOro: BNJIOTb A0 CAMOro OKTAGPbCKOro nepesopo-
Ta B LLEPKOBHOM KY/IbTYPHOM CO3HaHUM Poccum u gpyrux npaso-
CNABHbIX CTPAH COXPAHANCA HOPMa/ibHbI, UCKOHHbIA, BEKaMM
CNOXKMUBLUUNICA U UCMBITAHHDbIN KOHCEHCYC O TOM, YTO MKOHONUCb
eCcTb UCKYCCTBO, U MPUTOM camoe F1aBHOe UCKyccTBo. Camoe
KOMMJIEKCHOE U CNO0XHOoe, camoe 6oratoe TEXHUYECKU U CTUNU-
CTUYECKU, Hanbonee AOCTOIHOE MMEHU TBOpYECTBA, Hanbonee

The Descent into Hell, egg tempera on cardboard

rnybokoe no AyXxOBHOMY, NCUXONOTMYECKOMY, UHTENNEeKTyaNb-
HOMY M HPABCTBEHHOMY COAEpPXKaHUIO, Haubonee WUPOKoe No
oxBaTy peHOMEHOB, UccesyeMblX Yepes XyA0XKeCTBEHHbIU 06-
pa3. Tpebylowiee oT XyA0XKHUKA Haubonblueii OTBETCTBEHHOCTH,
Haubonee BAUATENbHOE, MOCTOAHHO 3KCNOHUPYeMoe, Haubonee
cocpeaoToYeHHO co3epuaemoe, Hanbonee CUIbHO anenaunpyto-
Lee K 3pUTeNIbCKOMyY BHUMAHMUIO, COYHaCTUIO U e4UHOMbBICNINIO.

Ha Temy cyllecTBoBaHMA TaKOro KOHCEHCyca MOXXHO 6bl10 Obl
HanucaTb QyHAAMeHTanbHOe uWccaenoBaHMe, NOAKPenaéHHoe
COTHAMM CBUAETENbCTB, MOYEPMHYTbIX B XYA0XECTBEHHON NnTEpPa-
Type, Memyapax v Apyrux AOKyMeHTax. Y MeHA HeT HMKaKoM BO3-
MOYHOCTW CcAenaTb 3TO B PamMKaxX KOPOTKOWM CTaTbM, HO, MOXKanyw,
B 3TOM HET W HYXAbl: Aa*Ke NOBEPXHOCTHO 3HAaKOMbIN C AOPEBO-
JIIOUMOHHOMN KyNbTYpol Poccum YenoBek npeKkpacHo NMoHMMAeT, O
YEM peyb.

HuKoMy ¥ B ron0By He NpUXoAmMNo onpeaenaTb MKOHOMUCH KaK
He-NCKYCCTBO, MKOHOMMUCL,EB — KaK He-XyA0KHUKOB, MKOHY — KaK He-
XYZAOXECTBEHHbI 06pa3 060KEHHOTo YeN0BEeKa UM BOYEI0BEYNB-
weroca bora. XyaooKHMKamM HasblBaAUChb NWlUa, BRagewlme pe-
MeC/IOM B PaMKaXx TOM UAN MHOM LLIKO/bI, UKOHOMMUCLAMM CHNTANUCH
TE U3 XYZ0XKHUKOB, KOTOPbIE — ONATL XKe B paMKax 000 WKoAbI, OT
aKaZeMMYeCcKon A0 KyCTapHO-pemec/ieHHOW — n3bupanm cealLeH-
HbI XaHp. /Ito6oNbITCTBO, NPOABAAEMOE HEKOTOPbIMM 0Dpa3oBaH-
HbIMW XYOXHMKAMM K PYCCKOMY W BM3AHTUICKOMY CpeaHeBeKo-
BblO, @ MHOIAA Aaxe CepbEe3HaA MUX YBAEYEHHOCTb, O4aPOBAHHOCTb

5 Cs. /leoHTUI KMNPCKKIA, U3 5-I1 KHUTM NpOTUB nyaees. LnT. no: MoaHH [amackuH. Tpy cnoBa B 3aWnUTy MKoHonouuTaHua. CMN6, 2001. C. 148.
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CTUNUCTUYECKMMM AOCTUNKEHMAMMN NPEAKOB BMNOJIHE YKAA4blBaNACh
B PAMKM 3TOTO KOHCEHCYCa, He pBasa ero, He paspyllana, He oTae-
NANa «arHues» (Tex, KTO Bbibpan CpeiHEBEKOBYIO CTUAUCTUKY) OT
«KO3MMLLY» (Tex, KTo paboTas B akaeMMYeckon maHepe).

STUM 61aroTBOPHbIM KOHCEHCYCOM, WX eAMHOMBbICNEM, MO
nosoAy CTaTyca MKoHonucK obecneynBanmch cpasy [Be npekpac-
Hble BellW: BO-NepBblX, MKOHA B Poccuu Bcero crtonetve Hasag,
HaxoAuNacb Ha BeplUUHE KynbTypbl obuwectBa. To ecTb Tam, rae
OHa Haxoamnacb M Npu nmnepatope KOCTUHMAHe, U Npn MoaHHe
[NamackuHe, n npn ®eonope MetoxuTe, 1 Nnpu AHapee Pybnése, u
npwn Kapne bptonnose. M, BHE BCAKOrO COMHEHMA, 3TO ObIZI0 04YEHb
none3Ho A/ MKOHbl. A BO-BTOPbIX, KynbTypa obwectBa 6bina
BO3rNaBAsieMa MKOHOM — KaK 3TO Oblflo, C KpaTKMM nepepbiBOM
Ha MKOHODOpYecKkMe nepTypbaLmn, Ha NMPOTANKEHUN BCEM NCTOPUM
NleranbHOro XpUCTUAHCTBA. Heyero v roBopmTb, HACKO/IbKO NOaes-
HO 3TO BbIN10 ANA KYALTYPbI.

Mbl 3Haem, 4To KynbTypa Poccum 6blna apamaTnyeckmn obe-
3[r71aB/IeHa B XO4e M3BECTHbIX COObITUI. MaHp, KOTOpbIKM npexae
BbiCTynan B ponm MckycctBa ¢ 6onbwoi 6yksbl, VickycctBa par
excellence, 6bln HAaCUNLCTBEHHO aAHHYAMPOBAH, BbIYEPKHYT U3
CNUCKa A03BONEHHDBIX. JIMLWb 1BA MOKOMIEHWA CMYCTA KaHP MKOHbI
BHOBb MOCTEMNEeHHO Ha4an Neraan3osBaTbca. Ho BO3poxaeHue 3To,
BMECTO TOro YTODObl BEPHYTb MKOHE €€ rMaBeHCTBYHOLLY MNO3NLMIO
B MCKYCCTBE, — BbIBE/10 €€ 13 chepbl MCKYCCTBA U Ky/bTypbl BOOOLLE.
Cneno cneays POMaHTUYECKMM KOTKPLITUAMY AUAETaHTOB-Teope-
TMKOB, 04APOBAHHbIX «MHAKOBOCTbIO» U «3K30TU3IMOM» PYCCKOro
CpeaHeBeKOBbS, MX MAEMHbIe nocaeaoBaTenn camm obpeknn cebsa
Ha pPOJib MaprmHanos.

Mbl — A TOBOPHO «MbI», MOCKObKY M CaMa Mpollaa 4Yepes 3To
3ab6nyRaeHNE — N03abbINK, UTO XYAOXKHUKM U 3pUTENN XPUCTUAH-
CKOTO MMpa Bceraa onpeaenanu cneundurKy MKoHbl Yepes eé 06-
paWEHHOCTb K bory, Ko Bcemy, 4To CcBATO. Mbl CTanin onpeaenaTb
cneumounKy MKOHbI — Yepes oTanuYMe eé oT KapTWHbI, cneundury
MKOHOMWUCK — Yepes OTInYMe e€ OT CBETCKOro MCKYCCTBA, MKOHO-
nucua — Yyepes OT/IMYME ero OT XYAOXKHMKa. BmecTo eamHoro me-
PapPXMYECKM OPraHM30BaHHOIO MMPA KyNbTYPbl, BEPLUMHHbBIM ABNE-
HMEM KOTOPOro ABAAETCA CaKpasbHOE MCKYCCTBO, Mbl AOMYCTUAN
pa3ABOEHME CBOEro XYAOXEeCTBEHHOrO CO3HaHWA Ha ABe AKOObI
HeconpuKacatolwmeca cdepbl, Aa ewé U NPUBLIKAN ONpeaenaTb
CaKpanbHYylo — Yepes HecakpasibHyto, BbICLIYO (TO ecTb A npeano-
flarato BCE ke, YTO OHa A/1A Hac BbiCLIAs) — Yepes HM3LWYyto!

B cywHOCTK, 33 NOMIBEKA, EC/IN CHUTATb C MOMEHTA BbIXOAa B CBET
KHUrm J1. YcneHckoro «Quepku no 6orocsoButo MKOHbI B [paBo-
cnaBHOW LiepkBu», a TO 1 3a Lenoe CToneTne, ecam BecTu CYET oT
ny6AMKaUMM M3BECTHbIX POMAHTUYECKMX cTaTel KH. EBreHus Tpy-
6euKoro, nocnefoBaTeNn MX y4eHUA He BblpaboTanm HUKaKMX no-
NOXUTENBHBIX onpefeneHnin. Ecnv He cumTaTb onpeaeneHuamm
KpacuBble NapagoKchl Bpode «borocnosme B Kpackax», KCUMBOY,

a TO M MPOCTO «TEKCT», TO MPUXOAMTCA MPU3HATb, YTO Ha HACTOALIMIA
[EeHb B MAaCCOBOM LIEPKOBHOM M OKO/IOLEPKOBHOM CO3HAHMU MKO-
Ha — 3TO NpeX/e BCero He KapTMHa, MKOHOMMUCb — 3TO MPEeXKe BCero
He MCKYCCTBO, @ MKOHOMMCEL, — 3TO HUKOMM 06Pa30M He XYA0MKHMK.

CTOUT AN NOCAe 3TOTO YAMBAATLCA, YTO HayKa 06 MKOHe y Hac
HaXoAMTCA B yOOKOM TymuKe? YTo KpUTEPUM CYXKAEHMA O KaHO-
HWUYHOCTK, @ MOMPOCTY FOBOPA, O NMPaABUAbHOCTA, TO €CTb MPUEM-
NIEMOCTU MKOHbI A1 MOIMTBEHHOTO COCPEAOTOYEHUA He TO/IbKO
OCTaBNAOT XenaTb Aydllero, Ho NOMPOCTY He CyLLecTBYOT BOOO-
we? Y7o MUANNOHBI BEPHbIX, BMECTO TOro YTOObI MOyYaTb Yepes
MKOHHble 0bpa3bl MOMOLLb W MOAAEPKKY B CBOUX MOSMUTBEHHbIX
YCUANAX, COBEPLIEHCTBOBATb CBOE OOrono3HaHWe, co3epLaTtb B
MOHOM CepAeYHOM COrlacun 1 A0BEPUM 0Opa3Libl CBATOCTU BCA-
KOro YMHa, — NPUHYXKAatoT ceba K cosepuaHmnto obpas3os, Bbi3bl-
BAlOLLMX Y HUX BHYTPEHHEE OTTOPMKEHWE, MM «OTKa3blBalOTCA OT
OLEHOYHOTO CYKAEHMA», UKW AaxKe MPOCTO UTHOPMPYHOT MKOHbI
Kak 06pasbl, OCTaBAANA 3@ HUMW TONbKO GYHKLMIO HEKMX TPAAMLM-
OHHbIX CaKpa/ibHbIX 0OBEKTOB? A BeAb BCAKMI YeN0BEK, He Hallea-
LM KPacOoTbl XyA0XKECTBEHHOM M KPacoTbl Ye/I0BEYECKOWN B Xpame,
HenpemeHHo HanaéT eé Ha CTopoHe. To ecTb, B CYLULHOCTH, pasae-
JINT W pa3aBounT cBOto 1t0608Bb 1 CBOO Bepy. CUIbHENLLIME Xya0Ke-
CTBEHHblE BMevyaT/ieHns Takol Bepyowmii byaeT noaydaTb — npo-
Wy NPOLEHMSA, Y3Ke NOMyYaeT — B My3eax M Ha BbiCTaBKax. B xpame
YKe OTHOLIEeHMeE ero K MKoHam byaeT He NnpaBocaaBUEM, @ CMeCbio
npoTtectaHTU3ma (paBHoaylwue K ob6pasy) u asbiuectsa (NoKno-
HeHue CBALEHHOMY 06beKTy 63 MbICcIu 0 TOM, YTO coobuiaeT
3TOMY 06BEKTY CTaTyC CBALLEHHOrO0).

TaKOBbl CyTb YXe Ha/M4yHble, YyXKe CTaBlUMEe pPeasibHOCTbl U
AYPHOW Tpaguumen naodbl OTCTYNAEHUS LEPKOBHOM MbICAM OT
TpaaMUMM MOOJMHHOM, OT TPaAMUMW NOYMTATb MKOHOMUCb WC-
KYCCTBOM, @ MKOHY — XYZ0XeCTBEHHbIM 06pa3om. EAMHCTBEHHOE,
YTO yAEpPKMBAET HAC OT OKOHYATE/NbHOW AEeBMALMKW — 3TO YCUIMA
COBpPEMEHHbIX MKOHOMMCLEB. He BceX, KOHEYHO. TONbKO Tex, KTO
OEeNCTBUTENbHO ABNAETCA XYAOXHUKOM W BCEPbE3 OTHOCKTCA
K cBoel paboTe. Tex, A1a KOro BHYTPEeHHe Npu3HaTb CO34aBaeMbil
MMM CBALLLEHHbBIN 006pa3 3a «TEKCT», UM KCUMBOY, MU «PacKpa-
LUEHHYO AOCKY, KOTOPasA Nocae OCBALWEHNA NPEBPaTUTCA B 0ObEKT
NoYMTaHMA» O3Ha4yaeT — conratb CeATomy [lyxy. [oKa y Hac ewé
€CTb TaKMe XYA0XKHWKN, OKOHYATeIbHOro NaZleHMA MKOHbI He Npo-
M30MaeT. Ho oyeHb xoTenochb bObl, YTOObLI KM3Hb M paboTa TaKux
NOABUXKHUKOB HE OC/IOXKHANACH AOMONHNTENbHBIMW TATOTaMM, NO-
POXAaeMbIMM Ha KaXKOM LLary BOT 3TOM HeNenomn cutyaumen ¢ He-
BbIACHEHHbIM CTaTyYCOM MKOHbI, MKOHOMMCU 1 MKOHOMMCLLA.

MNopa oTaatb cebe OTYET B TOM, YTO HEBbISCHEHHOCTb 3Ta — Ha-
Yano 1 KopeHb MKOHODOPYECTBA, Y NMPUNOKUTL HEKOTOPbIE YCUIUA
K CO3,aHMI0, @ BEPHEE, K BOCCO3/1aHWIO LLEPKOBHOTO eZIMHOMbICNA
B 3TOM CTO/Ib BaXXHOW A1A NpaBocaasua chepe.
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lcon-painting: modern art
or marginal practice?

By I. Gorbunova-Lomayx, translated by deacon Michael Lomax

Conscious though | am of the importance of the status of icon-
painting in contemporary culture, | nevertheless take the liberty,
by way of introduction to the following subject, to tell a little story
that carries a very strong underlying message.

Last year | gave a paper at an international theological
conference which was intended to make French and Belgian
seminary students a little more familiar with Orthodoxy. After
| had finished my paper a student asked: “Does the Orthodox
Church have an opinion about modern art?”

It was a long pause before | answered — my face no doubt
reflecting both surprise and reproach. “Dear friends”, | said, “I, an
icon-painter and the wife of a cleric, have been talking here for
more than half an hour about icon-painting, including modern
icon painting, with the blessing of my bishop — you can see him
here —and now you are going to insult me by asking a question like
that?” After a moment of complete silence the audience burst into
applause and hearty laughter.

Ireally appreciated the priests-to-be’s reactionto myimpromptu
performance which, no doubt, made them re-collect the fact that
icon-painting is art, and that modern icon-painting is modern art.
But it also brought home to me just how powerful the bad inertia
is , and how neglected the Ehurelsartistic consciousness, if such
an understanding of the norm —and nothing more than the norm —
came across as a brilliant paradox, a sophisticated wordplay, if you
like, a metanoia, a change of consciousness. The young Western
priests-to-be of whom my audience consisted suddenly realized
that they live with a strange and stupid situation of double-think,
accepting as axiomatic what is no more than a postmodernist
illusion, imposed on the Church from outside: that art and icon-
painting are two absolutely different phenomena.

If icon-painting is not art, what is it then? A marginal practice?
A technological process, a type of handicraft, a meditation tool?
Or, putting the question the other way round, what isart then,
if icon-painting is automatically excluded, despite having been
understood as such until the beginning of the 26 century?

Considering the icon as ‘non-art’ is by no means the patristic
tradition. At best it is a tasteless fashion, born in the first half of
the twentieth century in the minds of people for who exoticism
begins on the threshold of academic realism. Only ignoramuses
could come up with the idea of not only separating but opposing
the icon and painting, jeor=paintingad art, and the iconographer

. A
and the artist.

And yet ‘artist’ and ‘icon-painter’ were synonyms for both
St.Basil the Great and St.Gregory of Nyssa (IV™" century)l. The

Church Fathers constantly use the term ‘artist’ instead of ‘icon-
painter’, ‘painting’ instead of ‘icon-painting’ and even — don’t
stone me to death for this — ‘picture’ instead of ‘icon’, that is they
use for a holy depiction the same term that has become a ‘bad
word’ for a well-known school of the theology of the icon. St. John
Chrysostom (V" century) also employs the words ‘painting’,
‘picture” and ‘image’ with the same meaning as we do the word
‘icon’. He considers as such, i.e. as icons, the works of sculptors,
jewellers, goldsmiths, engravers and fresco painters, whom
accordingly he refers to as ‘icon-painters’.? St.Cyril of Alexandria
(V™ century)® and St. Sophronius (VI™ century)?® start to use the
word ‘icon’ , however not as an antonym but as a synonym for
‘image’, ‘likeness’, ‘picture’. The same attitude can be seen in
the decisions of the V" and VI™" Ecumenical Councils — all those
terms are considered to be absolutely synonymous and can easily
replace each other.

It was not until the VIII™ century that St. John Damascene in his
book On Holy Images begins to use primarily the term ‘icon’ for the
designation of holy images. But this classical author does not reject
the words ‘picture’, ‘representation’ and ‘likeness’, and continues
to use them from time to time as synonyms for ‘icon’. There is also
an antonym of ‘icon’. However, this is not the word ‘picture’ but
‘idol’ (a picture or a statue). It is quite possible that the fixing of
the term ‘icon’ with the special meaning of ‘sacred representation’
is the result of iconoclastic disputes, with the need to convey
succinctly and accurately the concept of ‘picture (representation,
image, fresco, cameo, mosaic, etc.) presenting God and the saints’.
Correspondingly, an idol is a picture (a representation, image,
fresco, cameo, mosaic, etc.) presenting a false god, the evil one,
the enemy, the destroyer.

Here is the definition by St Leontius of Cyprus: “For idols are
likenesses of false gods and adulterers, murderers and child-sac-
rificers and effeminates, not of prophets or apostles. Listen whilst
| present a telling and most true example of Christian and heathen
images. The Chaldeans in Babylon had all sorts of musical instru-
ments for the worship of the effigies of devils, and the children
of Israel had brought musical instruments from Jerusalem, which
they hung upon the willow trees. But the ones were used for the
praises of God, and the others for the service of devils. This is how
you must you look upon the icons and representations of Hellenes
and Christians, that is that the former are made for the glory and
remembrance of the devil,and the latter for the glory of Christ, and
of the apostles and martyrs and saints™.

This is exactly the attitude of the Seventh Ecumenical Council —

1 St. John Damascene. On Holy Images. The references are to the Russian edition: WoaHH [amackuH. Tpy cnoBa B 3aWWTy MKOHOMOYMTAHUA.
St. Petersburg, 2001. pp. 110-116. An English translation exists by Mary H. Allies. London: Thomas Baker, 1898.

Op. cit. pp. 122-123.
Op. cit. pp. 132-123.
Op. cit. p. 169.
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St Leontius of Cyprus, from the ‘5th Book Against the Jews’. Quotation taken from op. cit, p. 148.
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no more, no less — concerning the inter-relationship between
picture, icon and idol. ‘Picture’ and ‘depiction’ are general
concepts. Some ‘pictures’ are icons (but nevertheless they are
pictures!), other ‘pictures’ are idols (and they are also pictures!).
There are some pictures which are simply pictures, representations
that are neither holy or forbidden, produced for didactic purposes,
as memorials of persons or events, or for the beautification of
everyday life — simply out of the abundance of creative energy.

In short, icon-painting was regarded as the highest and noblest
W speaking, the reason being that its subject was

he highest and the most authentic in existence. The silent presence

of this ‘hierarchy of genres’ can be sensed in the artistic mentality
of both Eastern and Western Christianity. This undoubtedly had a
positive effect on the situation in the depictive arts up to just one
century ago. | would emphasize that this was a ‘hierarchy of gen-
res’, not ‘hierarchy of styles’. A fortiori no one tried dogmatically to
place the medieval style hierarchically higher than the ‘academic’
style of painting. Neither was the first called ‘canonical’, nor the
second despised as profane. Just think — only a century ago!

Any painterwho was a Christian was considered as a ‘potential
icon-painter’ — and not just in the period of German religious
romanticism, English Gothic Revival or the time of St. Ignatius
Bryanchaninov or even in the beginning of the X>5\th- century —
regardless of his school or style. No matter if he spent his life
working in other genres — the artist-Christian still was a sort of well-
trained and skilled reservist, ready to be mobilized at any time. The
schooling the artist underwent was enough to serve this purpose;
there was no need for him to start from scratch again, as he was
developing his individual manner in any genre in such a way that
leaving his genre for a higher (the highest!) one would not come as
a shock for him. There was no need for him to change completely
his style, to kill one artist in himself for another to be born.

Around the turn of the XXth century there began to appear
‘general insights’ by late-in-the-day Russian romanticists to the
effect that only the medieval style is fitting for the sacred image.
True, some prominent icon-painters of the academic manner were
beginning to pay attention to medieval memorials and cautiously
introduce into their styles some elements of the old masters. There
were sponsors ready to allow the Russian ‘Gothic Revival’ into the
new-built churches and onto the iconostases in them (this process
started in Russia about half century late than in the West). Nor
should one forget the traffic in the other direction — the eagerness
of poorly uneducated Russian craftsmen-icon-painters to access in
this way academic artistic schooling.

But none of this should detract us from the essential fact: that up
until to the Russian Revolution there was preserved in the church
and cultural consciousness of Russia and other Orthodox countries
a primordial, centuries-long consensus about icon-painting being
atrart. More than that, it was considered to be the most important
art form, the most difficult and complex, the most technically
and stylistically rich, the most noble form of creation, the one
possessing the greatest psychological, intellectual and moral depth
and the widest gamut of phenomena perceived via the artistic
image, demanding of the artist enormous responsibility, the most
resplendent, on permanent exhibition, the art form contemplated
with the greatest concentration and making the greatest call on the
spectator’s attention, participation and like-mindedness.

There is no need to prove this ‘consensus’ thesis, although a
monograph could be written with hundreds of references taken
from belles-lettres, etc., something impossible within
the bounds of a short essay. Nor is it necessary: any reader with
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no more than a superficial acquaintance with pre-revolutionary
Russian culture will easily understand what | am talking about.No-
one would have thought of defining icon-painting as ‘non-art’, icon-
painters as ‘non-artists’ and the icon as a ‘non-artistic image’ of a
deified human or the incarnate God:z The name of artist was applied
to those individuals who had a command of their trade, whichever
school they belonged to, while the name icon painter was applied
to those artists,from any school, from the Academy down to the
humblest icon workshop,who opted for the sacred genre.

The curiosity displayed by certain educated artists in the
Russian and Byzantine Middle Ages, and even deep involvement
into Russian and Byzantine iconographic achievements within the
same consensus, did not destroy the consensus itself. The classical
painters were not stigmatized for just working in classical manner
and separated like goats from ‘medieval:-mannered’ sheep.

This fruitful consensus or common-mindedness concerning the
iconographer’s status secured two excellent things. Firstly, the icon
until a hundred years ago held the highest position in the culture of
society, the same position that it held in Emperor Justinian’s epoch,
in St. John the Damascene’s epoch, in Theodore Metochites’
epoch, in St. Andrey Rublev’s epoch, and in Karl Brullov’s epoch. No
doubt this was good for the icon itself. Secondly, society’s culture
was headed and crowned by the icon; that is how it was during the
whole history of the Church as religio licita, with a short interval for
the iconoclastic perturbation. There is no doubt either how good
it was for culture.

The Botskrevik’s period decapitated Russian culture. The art par
excellence which icon-painting used to be in pre-Soviet times was
violently removed from the scene and proclaimed ‘non licet esse’.
It took around two generations for icon-painting to become ‘licit’
again. This revival, however, instead of returning the icon to its
leadership position of old, took it outside and apart from art and
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culture in general. Following blindly the romantic ‘revelations’ of
theorizing amateurs, charmed by the difference and exoticism of
the Russian Middle Ages, the followers of their theory condemned
themselves and their icon-painting to a life on the margins.

We almost forgot (I dare to use the plural as | too passed through
this crucial misunderstanding,) that the artists and spectators
of the Christian world always defined the sphere of the icon in
terms of jtsiyeing turned towards God, towards everything holy.
Instead, we began to define the specificity of the icon in terms of
its difference from the picture, and the specificity of icon-painting
in terms of its difference from secular art, the icon painter in terms
of his difference from an artist. Instead of a single, hierarchically
organized world of culture, with sacred art at its summit, we gained
a sort of ‘schizophrenia’ of our artistic consciousness into two
purportedly non-contiguous spheres, defining the sacred by the
non-sacred and what is highest (and | maintain completely that this
type of art is the highest for us) by the lowest.

The fact is that for half a century (taking Leonid Ouspensky’s
Essai sur la théologie de I'icone dans I’Eglise orthodoxe as the

starting point), and even for a century (if one takes the romantic
articles Contemplation in Colours by Prince Yevgeniy Trubetskoi
as the startingpoint), the followers of their teaching have failed
to any decent definitions. One cannot consider splendid
paradoxes (‘theology in colours’, ‘the icon as symbol’, even ‘the
icon as text’) to be definitions. As a result of all this, nowadays
in the consciousness of the large majority of church people and
those who are interested in church art, the icon is above all not
a picture, icon-painting not art and the icon-painter by no means
an artist.

No wonder that the science of the icon has reached a dead end.
No wonder that not only do the criteria for defining whether or not
anicon is ‘canonical’ or, put better, its correctness, its acceptability
for prayerful concentration and meditation in front of it, leave
much to be desired, if indeed they exist at all. No wonder that
millions of believers, instead of receiving through the images on
icons help and support in their efforts to pray, of perfecting their
knowledge of God, of contemplating full-heartedly trustworthy
images that concord with the fullness of holiness, force themselves
to contemplate images that they consider to be repulsive or ‘refrain
from judging’, or simply ignore icons as images and relegate them
to the function of traditional sacredﬁbjects#person who does
not find the beauty of art and the beauty of man in church will
certainly find them elsewhere. Which means, in essence, divided
love and divided faith. Museums and exhibitions will provide
such believers — and already do — with strong artistic emotions.
These persons’ attitude towards the icons in church will not be an
orthodox one but a mixture of Protestant indifference to the image
and pagan adoration of a sacred object without thinking of what
gives this status of sacredness to jt;

Those are the fruits (already hardened into a bad tradition in its
own right) of a departure of church thought from the full tradition,
from the tradition that considers icon-painting to be art and the
icon to be an artistic image. The only thing preventing the final
deviation is the hard work of contemporary icon-painters. Not all,
of course. | mean only those people who are real artists and who
are serious about what they are doing; people for whom to view
the sacred image they are creating as ‘text’, ‘symbol’, ‘a painted
board to be an object of veneration after the priest’s blessing’ is to
‘lie to the Holy Spirit”. So long as we have such artists among us, the
final downfall of the icon will not take place.

| only wish that the life and work of artists, whose labour takes
the form of a genuine ascetic endeavour, were not made more
difficult by the additional troubles caused at every step by this
absurd situation of lack of clarity as to the status of the icon, of icon
painting and the icon painter. We have to realize that this absurdity
is the root of iconoclasm. We have to labour to create, or rather, re-
create, a unified perception within the Church in this sphere that is
of such vital importance for Orthodoxy.
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