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Abstract. The article is devoted to the coloristic and iconographic-
compositional schemes of the iconostasis of the Church of the Nativity of the
Blessed Virgin of Zagoriv Monastery (1722). As a result, the key accents in
the symbolic program of the specified iconostasis complex have been clarified.

The article uses the materials of Andrey Sheptytsky National Museum in Lviv.
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Formulation of the problem. The key issue of the study is the analysis of
the iconostasis of the church of the Nativity of the Blessed Virgin of Zagorivsky
Monastery, which is a monument of Ukrainian sacral art, and belongs to the
creative work of an outstanding icon painter Yov Kondzellewicz and the masters
of his circle. The iconostasis ensemble has been restored by experts of the research
restoration department of Andrey Sheptytsky National Museum in Lviv. It has been
conducted under the leadership of V. Mokriy. The reconstruction of the iconostasis
by O. Brindikov and R. Zilinko was presented within the framework of the
exhibition dedicated to the 350th birth anniversary of Yov Kondzellewicz [3]. The
reconstruction is the basis for completing the history of the genesis of the Ukrainian
high iconostasis of the XVII XVIII centuries. On the basis of the work carried out
by the specialists, it was possible to conduct a systematic study, namely to find out:
the coloristic, iconographic-compositional, symbolic scheme of this iconostasis. As
aresult, probable changes in the system of artistic techniques by Yov Kondzellewicz
and his circle masters have been detected. The reconstruction might not fully
reflect the authentic appearance of the original iconostasis, that belonged to the
architectural space of the Church of the Nativity of the Blessed Virgin of Zagoriv
Monastery as a part of the architectural scheme, because of the collisions that have
occurred in its fate, namely the movement from one church to another and the loss
of pravician rank. As it was impossible to cover all the aspects of the coloristic and
iconographic-compositional and symbolic schemes of the iconostasis complex in one
article, we continue the consistent analysis and note that this article is the publication
of a part of the study results of the genesis of the Ukrainian high iconostasis and its
interaction with the paintings of wooden churches in the XVII =X VTII centuries.
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Actuality of the study. The end of the XVII — the first half of the XVIII century is an
extremely interesting period for contemporary researchers. It is the exceptional stage
in the development of the Ukrainian high baroque iconostasis complex. The profound
changes, that have affected almost every aspect of life, have been reflected in art.

The article’s connection to the research tasks. The article is a part of the
publications within the scope of the author’s work to determine the peculiarities
of wall paintings of wooden churches and baroque iconostasis complexes in
Ukraine, and is executed in accordance with the plan of scientific work of the
department of arts examination of National Academy of Culture and Arts Management.

An analysis of the latest research and publications. This study would not be
possible to implement without a sufficiently large volume of works of historians
and theorists of art who devoted their researches to the history of the discovery
and study of the iconostasis ensemble, such as V. Aleksandrovich, B. Voznitsky
[1; 2]. As for the bibliographic, iconographic material, the main works are ones of
V. Alexandrovich [1], T. Otkovych [9; 10]. Traditionally, the problem of colorful
decision of icons and personality of manners was addressed by V. Ovsiychuk [7; 8].

The novelty of scientific research is due to the need to supplement the
complex of scientific literature on the history of the development of the Ukrainian
high iconostasis of the late XVII — first half of the XVIII century, namely to give
the definition of the colorful, iconographic-compositional, symbolic scheme of the
iconostasis of the Church of the Nativity of the Blessed Virgin of Zagoriv Monastery.

The main material. The main and most impressive part of the decoration of the
church of the Nativity of the Blessed Virgin of Zagorivsky monastery was probably
the iconostasis made by Yov Kondzelevich and the masters of his circle. It was later
transferred to the Church of Saints Peter and Paul in Voshchatin (now — Volyn
region). The identification and attribution of the monument belongs to the famous
Ukrainian art critic B. Voznitsky. Today the iconostasis, in its incomplete form, is
stored in Andrey Sheptytsky National Museum in Lviv and it consists of more than
twenty icons of various sizes and three gates decorated with icon-painting images.

The royal gates of the iconostasis ensemble of the Church of the Nativity of
the Blessed Virgin of Zagorivsky Monastery have openwork, relief and through-
carving (the authorship of a schnitzler Ivan Karpovich) with traditional baroque
motifs of vine and flowers acanthus. Undoubtedly, Deesis rank is the main content
center of the iconostasis complex [12, p. 224]. It consists of seven icons that reveal
the image of the coming Judgment. The central icon of the «Pantocrator» of the
iconostasis complex depicts a quotation from the Bible, Apocalypse 3.21, which was
used by Yovom Kondzeliewicz in the icons of «The Savior Pantocrators, the end of
the seventeenth century, from the Trinity Church in village Gorodyshche, Volyn
region; «Deisis», 1698-1705 from the iconostasis of the Exaltation of the Holy
Cross by Skit Maniavsky. The image of the Savior surrounded by angelic forces in
the central part is combined with the unified compositional scheme in the image
of the Virgin Mary, John the Baptist, praying. The figures of the Apostles, in the
established iconographic composition, are enriched with a variety of colored accents
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and psychologically sharpened images [8, p. 99]. The echo of the Northern Renaissance is a
landscape background that organically combines the icon of the Apostles with a prayer
line in a single ensemble and focuses attention on the central icon of the Pantocrator.

The treatment of the image of Christ as the source of the Divine Light is
enhanced by the golden pattern of the clothing and glass encrustation. It should
be noted that inlay glass is not repeated in other icons of the iconostasis ensemble.
Due to the exclusivity of this artistic method, there are assumptions about later
additions [10, p. 47]. The theme of the Divine Light is accentuated in the artistic
masterpiece through the use of a golden background on three key icons that form
the symbolic center of the iconostasis wall: Deisis (in the prayer tier) and the icons
of the Virgin, Spas (in the local tier). The icons of the local tier «The Virgin» and
«Spas» are enriched with carvings and silvering. There is gilding in all the icons
except for the two «Archangel Michael» and «Angel of the Guardian», the ocher
background of which serves as an artistic technique for combining the symbolical
golden background of the local tier and lush carving of the Tsar’s Gates with the
common plan of the icon «The Nativity of the Theotokos» and the blue sky on the
icon «The Entry of the Virgin to the Temple». The use of the golden background
as an artistic technique for gradual transition to the upper tiers of the iconostasis
complex remains undefined due to the absence of a festive tier. Instead, in the
iconostasis complex of the Church of the Exaltation of the Honest Cross of Skyt
Maniavsky, gold and carvings are dominant artistic techniques combined with an
exceptional coloring solution. The above facts give grounds for the conclusion that
according to the chronological boundaries of the creation of the given iconostasis
complexes, the change in the artistic and aesthetic style of the icon painter-
hieromonk Yov Kondzelevich and his entourage is evident.

It is believed that the acceptance of the Union by the monastery (1719)
was an impetus for the free use of the iconographic type «Salvator Mundi» by
iconographers, «Theotokos» (the iconographic type «The Mother of God of
Rome») and «The Immaculate Conception of the Blessed Virgin Mary» [3]. As
V. Ovsiychuk noted about the creative activity of Vasyl Petranovich, «In the image
of the saints, the symbolic-hieratic bases with all necessary attributes are preserved,
but the figurative solution is based on new expressive possibilities, consistent with
artistic norms of Western European art» [8, p. 99]. Thus it should be noted that
the XVII-XVIII centuries icon painters belonging to the Orthodox centers used
patterns of Western European traditions and boldly transformed them according
to the needs of a high iconostasis wall. One of the most prominent iconostasis
complexes, in which iconographic-compositional scheme the craftsmen exquisitely
adapted the Western European engravings, was the iconostasis of the Assumption
Church of the Stauropegian Brotherhood in Lviv [5; 13].

Instead, the proximity to the religious center of Orthodoxy — the Kyiv-Pechersk
Lavra — was accentuated thanks to the icon «Saints Antony and Theodosius
of the Pechersk». The iconography was borrowed from the headpiece of the
Pentecostarion, in 1642, woodcut «B. @». [4, p. 125]. The source of the iconography
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of two icons «Prayer of Joakim» and «Prayer of Annie» was probably the work
«The conception of Anna» from the «Hourly», in 1642, woodcut «B. ®». [11]. The
icon of «Saint Anthony and Theodosius of the Pechersk», located in the section
under the icon of the Virgin of Odigitrii, iconographic type «Roman», associates
the iconostasis ensemble with the Orthodox center. It is also evident that in the
iconostasis complex of the Exaltation of the Holy Cross of the Skit Maniavsky the
icon «The Saints Anthony and Theodosius of the Pechersk» (in which frame the
scenes of the monastic life of the saints are combined with the biblical scenes) is
integrated in the complex with the icon «The Assumption of the Blessed Virgins.
They strongly indicate the belonging of this iconostasis complex to the monastic
environment and the center of Orthodoxy of the Kiev-Pechersk Lavra. It is not
accidental that in the first half of the XVII century (1620 1640), a painting «The
Virgin of the Pechersk with the monks Antony and Theodosius» appeared in the
temple space of the church of the Holy Spirit in Potalich. According to the research
of L. Milyaeva, that consolidated the direction of the Orthodox communities on the
basis of spiritual and aesthetic factors, namely, the center of Orthodoxy — the Kiev-
Pechersk Lavra [6, p. 150]. The close ties with Kiev, namely with the Kyiv-Pechersk
Lavra, could not but affect the artistic and aesthetic circles of artists close to Yov
Kondzeliewicz. The icon «Saints Anthony and Theodosius of the Pechersk» is
combined with the icons «Joachim’s Prayer», «Anna’s Prayer», «Introduction
to the Temple of the Virgin», «Immaculate Conception of the Blessed Virgin»
and temple icon «Nativity of the Mother of God» in the iconostasis ensemble of
the Church of the Nativity of the Blessed Virgin of Zagoriv Monastery. It points
to one of the accents in the iconostasis ensemble, namely the dedication of the
Virgin. The theme of the patronage is accentuated with the icon «Angel-guard».

Icons of the iconostasis of the Church of the Nativity of the Blessed Virgin of
Zagoriv Monastery continue the artistic and iconographic traditions of Ukrainian
icon painting of the seventeenth and eighteenth centuries. But the introduction of
the personal attitude elements to the psychological image of Baroque art creates
a holistic ensemble of the masterpiece [7, p. 622; 8, p. 99]. The Great Sphere (the
state) in the hand of the Savior (a symbol of power derived from the art of the
Netherlands and the Italian Renaissance) has become a dominant colorist spot,
which is continued in the depicted figure of the Virgin. This artistic technique
required from the artist a new coloristic decision for the figure of the Savior.

Conclusions. The key issue of the study was the analysis of the iconostasis of
the Church of the Nativity of the Blessed Virgin of Zagoriv Monastery, which is a
memorial to the new Baroque style solution. The article mentions the exclusivity of
compositional-iconographic schemes of a prominent iconostasis ensemble and notes
the colorful integrity of the ensemble.

The author marks the probable influence of the Kyiv-Pechersk Lavra on
the iconography of the iconostasis of the Church of the Nativity of the Blessed
Virgin of Zagoriv Monastery.

The refinement, expression and individuality of the artist’s manner,
embodied in the icons of the iconostasis of the Church of the Exaltation of the
Holy Cross from the monastery Skit Maniavsky, were completed in the images
of the iconostasis of the Nativity of the Virgin church of the Zagoriv Monastery.
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Prospects for the use of research results. The aforementioned research, with
the discovery of an unknown and little-known scientific material, can be used for a
more complete disclosure of the chosen theme in line with the new paradigm of the
value of the Ukrainian high iconostasis of the blossoming period of the Baroque style.

Methodological significance. The materials of this and subsequent studies
in the field of study of compositional-iconographic and symbolic schemes of
Ukrainian iconostases of the XVII-XVIII centuries can become the bases for
addition and disclosure in the light of a new paradigm of the value of Ukrainian
iconostasis complexes XVII-XVIII centuries.
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MkoHorpacpuyeckne 0Co6€HHOCTU UKOHOCTACHbIX
aHcam6neii aeTopcTea MloBa KoHg3senesuya

Buktopusi Masyp

AHHOTauusa. B ctatbe naeT peyvb O KOMOPUCTUMHECKOM U MKOHOrpadmye-
CKO-KOMMO3MLIMOHHOM CXeMax MKoHocTaca Lepksu PoxpecTea MNpecesaTon Boro-
poauLbl 3aropmBCKOro MoHacTbIps (1722). Kak cneacTaure BbIACHEHbI KIOYEBbIE
aKLEHTbI B CMMBOJIMYECKOW NPOorpamMme yKasaHHOro MKOHOCTaCHOro KOMIMeKca.

B ctatbe ncnonb3oBaHHble MaTepuarnsl HaumoHaneHoro myses 8o JibBoBe
mmeHn Angpes LLenTtuukoro.

KntoueBble cnoBa: MKOHOCTAC, KONIOPUCTMYECKOE peLleHne, MKOHOorpa-
P1YEeCKO-KOMMOIMULMOHHAs CXema, CUMBOSIMYECKas nporpaMma.

IkoHorpacphiuHi 0co6aMBOCTI iIKOHOCTACHUX
aHcamb6niB asTopcTBa MloBa KoHp3enesuya

BikTopis Masyp

AHoTauUif. Y cTaTTi NogaHo KOPOTKUIA aHani3 KOMopUCTU4YHOI Ta ikoHorpa-
hi4uHO-KOMMO3KLINHOI cxeM iKoHocTaca Lepksu Pizgsa Npecesatoi Boropoaudi
3aropiscbkoro MoHacTups (1722) astopctea Mosa KoHazenesuya Ta maiicTpis
noro kona. 3HayHy yBary npugineHo Kno4oBUM akLueHTaM y po3KpUTTi CUMBO-
NiYHOI NporpamMu BKasaHOro ikOHOCTaCHOr0 KOMIIEKCY B KOHTEKCTI PO3BUTKY
yKpaiHCbKOro BMCOKoro ikoHoctaca gpyroi nonosuHu XVI-XVIIl cT. V crarTi
OOCNIOXEHO YHiKanbHUA Ta caMOOBYTHIN TBOP4YMIA Crnagok Mosa KoHpa3senesu-
ya, Lo BTINIEHUN Y BUHATKOBUX IKOHOCTACHUX KOMMJIEeKcax, KOTpi cTany ogHu-
MU 3 (POPMOTBOPHMX A1 PO3BUTKY YKPAIHCLKOIO BUCOKOIO iKOHOCTaca enoxu
6apoko. YBary 3ocepefkeHO Ha OCOBSIMBOCTSAX MOr0 >XMBOMUCHOrO TanaHTy
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Ta rMUOVMHHOMY PEeniritHOMY HanOBHEHHIO BiAOMMX iKOHOCTACHUX aHcamobnis
asTopcTea Vlosa KoHaseneemua, a came iKOHOGTACHMX KOMMMEKCIB LIEPKOB
Bo3znsuxeHHs YecHoro Xpecta 3 MmoHactmpsi Ckuty MansiBcbkoro (1705) Ta
Pisgsa Boropoguui 3aropiecbkoro MoHactups (1722). lNMpoaHanizoBaHo Xy-
JOXHbO-KOHLENTyanbHi 0CO6/IMBOCTI MUCTELTBA €MoXu 6apOKO Yy KOHTEKCTI
BM/MBIB 3axiAHOEBPONENCLKOro MncTeuTea. BukopuctanHsa 3onota y 3aropis-
CbKOMY iKOHOCTaci Hagano 3Mory XyaoXXHUKOBI HaGNN3UTK ikoHorpadivHi B3ipLi
3axigHOEBPONENCbKOro MMUCTeLTBa A0 Tpaguuii BUCOKOI iKOHOCTaCHOI CTiHW.

Y cTaTTi BUKOpUCTaHi maTepiany HauioHansHoro myseto y J1bBOBi iMeHi
Angpes LenTuubkoro.

Knioyosi cnosa: ikoHocTac, KONIOPUCTUYHE BUPILLEHHS, iKOHOorpadiy-
HO-KOMMO3ULiHa cxema, CMMBOJSiYHa nporpama.
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YIK711.4-122

lOpin Eropos

KaHaupgaT apXiTeKTypu, OLEeHT

CTaH iCTOPUKO-KYJIbTYPHOI Ta NPUPOJHOI
cnaawmHu YepkawmHu

AHoTauis. CTaTTio NPUCBAYEHO NUTAHHAM OOCTIIKEHHSA MICTOOYLiB-
HOro yKnagy CTapOBMHHMX HACeNeHuX Miclb YepKaLumHu, iXHbOI KynbsTyp-
HOI Ta NPUPOAHOI cnafLLMHK, 36epeXeHHI0 Ta BIATBOPEHHIO cepeaoBuLLa.

KnroyoBi cnoBa: YepkaluyHa, cnafmHa, 36epexxeHHsi, CepefoBuLLE.

Iocranoska npo6aemu. Cepenl HaBaKIMBIIINX YHHHUKIB, SKi BU3HAYAIOTH
HAMpsiM MIiCTOOY/IBHIUX TIONIYKIB, € TMUTAHHS CTBOPEHHS TOBHOIIHHOTO CEPEIOBHUIIA
CTapOBUHHUX HacesieHuX Miciib. [Topyd 3 mpobiieMaMul ILIaHYBAIBHOTO YITOPSIIKY BAHHST
PO3BHTKY iCTOPUYHHUX TIOCEJIEHD TTOCTAIOTH MPOOJIEME XY/IOKHBOTO CUHTE3Y CTAPOTO i
HOBOTO, TPAJAMIIIHOI i Cy4acHOI IIPOCTOPOBOI CTPYKTYPH, JIaHIA(TY ii apXiTeKTypH ic-
TOPUYHUX MICT; BIIPOJIKEHHST apXiTeKTYPHO-JIAHIA(T-HOTO TToTeHIiany YepKamHu.

AKTyaJbHICTh TOCTIPKEHHsI. BaXKIMBOIO CKJIAZIOBOIO TIPOIECIB HAI[IOHATIBHO-
KYyJIBTYPHOTO BiIPOJIZKEHHSL, 10 HAOYJ/I B YMOBAX OHOBJIEHHSI CYCIIJIBHOTO JKUTTSI
PErioHy HEe3BOPOTHOTO XapakTepy, € 30epeKeHHsT Ta PO3BUTOK iCTOPUKO-KYJIBTYP-
HUX Haa0aHb. Y 1IbOMY KOHTEKCTI 0COO/IMBE 3HAUEHHS MAIOTh JIOCJI[KEHHS 3aTrallb-
HOHAIIIOHAJIbHUX, ICTOPUYHUX Ta KYJBTYPHUX MicIlb YepKamuHu — yHIKaJIbHOTO
iCTOPUYHOTO PETIOHY JepKaBH, Jie PO3MIIIEHO BUIATHI MaM STKU apXiTeKTypHu i
MicTOGY /Iy BaHHSI.

38’5130k po6OTH 3 HAYKOBUMH Ta MPAKTUYHHMH 3aBAaHHsAMH. [[OCIijKeHHsS
6a3yeThesl HA YHMHHUX 3aKOHOABCTBAX Ta HOPMATHBHO-TIPABOBHX aKTaxX y Trajy-
31 apxiTekTypu, cepesl AKUX 3akoHu Ykpainu: «[Ipo ocHOBU MicToOyLyBaHHS»,
«ITpo apxiTekTypHY mislibHiCTb>, «IIpo peryoBaHHsg MicTOOYAIBHOI AisIbHOCTI»,
«IIpo oxopony KyabTypHOI caammuny, moctanoBu KMY «IIpo 3arBepmkents
Crucky icTOpHYHUX HaceJeHUX Micib YKpaiuu». PoGora BUKOHYBajach y
KOHTEKCTI PO3BUTKY JIEPKABHOI IIporpaMu «30J10Ta HijiKoBa YepKainuu» 3a
HaIPSIMOM BIIPOBA/IKCHHS B IPAKTUKY KPAIOT0 BITYU3HAHOTO Ta CBITOBOTO JIOCBI/IIB.

Anania rociizzkenb. B Ykpaini apxitektypHO-JTan/madTHe cepeioBUIIe icTopuy-
HUX MiCITb IOCJTKYBaIU Taki BizoMi Haykosili, sik 0. C. Acees, B. B. Beuepcbkuii,
M. M. /Ivomin, €. €. Bongurcnskmii, J1. B. IIpuGera ta i, Ly K0C/TiKeHHAMEI 0BEIEHO,
1110 ICTOPUYHE MiCIIe — T1€ TIOCEJICHHS 3 IIIHHUM YHIKAJIbHUM Cepe/IOBUILIEM, ICTOPUKO-KYJTh-
TYPHOIO i IPUPOIHOIO CHAMIIMHOIO, SIKA Bijlirpae B HboMy MicTodopmyiouy poJib [1-3].
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