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Benukoe He BO3HWKaeT ciy4alHo W He GbiBaer
Karnpu3HOM BCMbILWKON: OHO eCTb CI0BO, K KOTOPOMY
CXOAATCA BecyncneHHble HUTW, AaBHO HaMevaBLuve-
cA B ucTtopun. Benukoe ectb cuHTe3 Toro, 4To Mo
yacTaM (ochopuyeckn Mepuano Bo BCEM Hapoae;
OHO He cTano Gbl BeNVKWM, ecin Bbl He paspeLuano
co6oto TBOpYECKOe TOM/IeHMe Beero Hapoaa'.

Masen ®nopeHckuli

Hatanua lWepepera

1929 ropy B locynap-

CTBEHHYl0 TpeTbAKoB-

CKylo ranepeto Obina

nepesaHa u3 3arop-
CKOr0 UCTOPUKO-XYAO0XECTBEHHOTO My3es
ukoHa Awngpes Py6neea «Tpouua», no
npaBy CYUMTAIOLLAACSH CaMblM BbICOKUM CO3-
AaHMeM PYCCKOMN KynbTypbl, CAMOI 3HaMe-
HUTOW pycCKOW MKOHOM. C Tex nop MKoHY
6epexHO XpaHAT B CTEHAX My3ef: OHa Haxo-
AUTCA MOA MOCTOAHHBIM HabntojeHneMm
XpaHuTenein n pectaspatopos. K py6nes-
cKo «Tpouue» NpUXOAAT ThICAYM NtOAeN
pa3nunyHbIX BepoucnoBefaHuii, npodec-
CUIA, BO3PacTOB, €lMHbIX B CBOEM CTpemsie-
HUM NPUOBLLUTLCA K MAeanbHoO KpacoTe 1
MOANNHHON AYXOBHOCTMU.

PasroBop o nobom npousseseHUn
nckycctea, bByAb TO MCKYCCTBO CBeTCKOe
WU WCKYCCTBO LIepKOBHOe, TeM Gonee o
TaKov MpoCNaBfieHHON WKOHe, Kak «Tpou-
Lia», HauMHaeTCA C BOMPOCOB «rae?» (MecTo,
locus), «korga?» (Bpems, fempus), «KTO?»
(nMuHoCTb, persona), «noyemy?» (npuynHa
JencTylowwasn, causa activa), «gna yero?»
(npuuvHa KoHeuHasn, causa finalis). Mpw
oTBeTe Ha Bompoc: «[fe 6bina co3paHa
nkoHa CeaAToi Tpouupl?» - pasHornacui
MeXAy CreumuanucTaMm npaKkTUYecKW HET;
BCE eAVHOAYLLUHbI BO MHEHWW, 4To AHApen
Py6nes Hanucan ee B Tpouue-Cepruesoin
naspe. MiMenncb NWLb pasHOYTEHWA OTHO-
CUTENIbHO MECTOPacMOoNOXeHUA UKOHbI BHY-
Tpu naBspbl. PaHee cumTanu, 4to MKOHa pac-
nonaranacb B KauecTse MaBHOMO MECTHOIO
o6pa3sa B nepBoM spyce nKoHocTaca CBATo-
Tpouukoro cobopa Ha npaBoit CTOPOHe OT
uapckux Bpat. Ho B.AHToHOBa Aokasana,
4TO MepBOHaYanbHO MKOHA HaxoAwnacb B
Horax rpo6Huubl npen. Ceprus, cnyxa Kak
6bl «3anpecTonbHbIM 06pa3oM» Mo OTHOLLe-
HUIO K pake npenogobHoro®. B XVI Beke c
py6neBCKON MKOHbI Bblna caenaHa Konus‘.

Oo0pa3
CBsiTON
Tponupr
AHjpes
PyO0ieBa

B 1600 ropny Bopuc logyHoB ykpacun nkoHy
30/10TOI PK30iA C APAroLeHHbIMU KaMHAMM®.
Okono 1626 roga ee nepeHecin Ha MecTo,
onpejeneHHoe A [NaBHOW XpaMOBOW

< Tpouya. 1420-e
Mocksa
Anapen PYBJIEB
(ok. 1360-1430)
[JepeBo, nesKac,

TeNbHasi PacymMcTKa MKOHbl «Tpoumuar®,
Mocne pacyMcTKu Mpu3Hanu HepomnycTu-
MbIM 3aKpbIBaTb OKNAZOM «eLMHCTBEHHOE,
Mo 3HaYeHWI0 CBOEMY, B MUpE NMpou3Bese-

MKOHbI (BO3MOXHO, B pe3ysibTaTe ee Yyfec-  Temnepa HWe WCKyCCTBa», NMpuHagiexatiee KuUCTU
HOro npocnaefieHus)’, Konus e 6bina 142 x 114 Anzpes Pybnesa’.
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O6uienpr3HaHHOro oTBETa Ha BOM-
poc: «Koraa 6bina co3aaHa nkoHa CeaToi
Tponubi?» - noka HeT. CTOPOHHWKMN paH-
Hel JaTUPOBKM cumTatoT, 4to «Tpouua»
co3jaBanacb AnA ilepeBAHHOr0 TponLKoro
cobopa, Bo3BegeHHoro B 1411 roay u
nosxe Oblna mepeHeceHa B KaMeHHbIi
xpaM. [pyras TouKa 3peHunA 3aKnoyaeTca B
TOM, YTO MKOHa Bbina HanucaHa OAHOBpe-
MEeHHO ¢ MKoHocTacoM B 1425-1427 ro-
Aax ANA HOBOrO KaMeHHoro Tpouukoro
cobopa, yKpalleHHOro apTenbio MacTepoB
Bo rnaBe ¢ AHzpeeM Py6neBbiM 1 [laHu-
unom YepHbiM. Ha ceroaHAwWHWI AeHb
Hay4yHas oleHKa npobaeMbl AaTMpPOBKU
3BY4MT Tak: «Bonpoc... MoxeT BbITb peLeH
TONbKO Moc/e NPOBeAEeHNA KOMMIEKCHOro
nccnefoBaHNA BCeX UKOH, CBA3bIBAEMbIX
c TBopuyectBoM AHapes Pyb6nesa»™.

nomelleHa Ha BTOpoe MecTo cieBa OT Lap-
CKUX BpaT (cpasy 3a uKoHoW boxwen . o4
Matepu «Ogurntpus»). Moyt NATbCOT NeT
MKOHa Haxogunacb B Tpouukom cobope
Tpouue-CeprvieBoii naBpbl U HEOAHOKPATHO
noxHosasAnack. B 1904-1905 rogax no nHu-
LmaTBe W3BECTHOTO XYAOXHUKA, KOMNeK-
uMoHepa ¥ noneymTenA TPeTbAKOBCKON
ranepen /.C.OctpoyxoBa, noa HabnogeHW-
em MockoBcKoro Apxeonornyeckoro obiue-
CTBa U C pa3pelleHns NaBpCcKOro Hayanb-
cTBa MKoHonucew-pectaBpatop B.IM.Typbs-
HoB BMecTe ¢ B.A. TionvHbiM 1 A.N.M13pasuo-
BbIM PacH/CTVI UKOHY OT BEPXHUX Hacioe-
Hui. Cpasy mocne pacyvcTKM caenanu
hoTorpadnyecKmnin CHUIMOK COXpaHMBLLEro-
CcA  nepBOHayanbHoOro M3o6paxeHns’.
B 1918-1919 ropax otpeneHvem LIIPM
npu 3MXM 6bina npousBeseHa OKOHYa-

Testament Trinity
1420s. Moscow
Andrei RUBLEV

(c. 1360-1430)
Levkas and tempera
on wood

142 by 114 cm
State Tretyakov Gallery

®nopenckuti 1. Tponue-Cepruesa naspa u Pocena. T. 2. M, 1996. C. 360.

lonybuncku E. Mpenogo6Hbiin Cepruit PagoHexckui n cozganHas um Tpouukas Jlaspa. M., 1909. C. 185. B aToi e paboTe npuBeseHo 1306paxeHue MKoHocTaca.

w

Armonosa B. O nepBoHauanbHoM Mecte «Tpouubi» AHapes PyGnesa // foc. TpeTbAKoBCcKan ranepes. Matepuansi 1 ncenegosanus. Bein. 1. M., 1956. BoamoxHo, Ha 370, Kak
cymnTaeT AHTOHOBA, YKa3bIBalOT U C/10Ba «B Noxaary... Cepruto 4yaotsopLy». OTPbIBOK, OTKyAa B3ATbI 3TV C/10Ba, 13 CTPOraHOBCKOTO MKOHOMMCHOTO MOA/IMHHUKE (KOH. XVI B.),
¥ 3By4nT OH Tak: «[1penogobHbIn oTew, AHapeit PagoHexckuin, MkoHonwucel, npo3saHneM Py6nes MHOMe CBATbIE MKOHBI HAanUcal, BCe YyA0TBOPHbIE... 3 MPEXAE XuBALLe B
nocsywaxuu y npenogo6Horo otua Hukona PagoHexckoro. OH nosene npu cebe o6pa3s Hanucatn npecssATbiA TpouLbl, B NOXBaly OTLy cBoemy, cBAToMy Cepritio uyaoTBOp-
uy.» (cMm: bycnaes @.U. VcTopuyeckne o4epKu pycCKoii HapoaHo cnoBecHocTh U nekyceetsa. T. 2. M., 1861. C. 379-380). B HekoTOpbIX MCCNef0BaHNAX CTPOraHOBCKMIA
NOA/IMHHVK Ha3biBaeTcs «KIMHLOBCKUI NOATMHHIKY, TaK Kak nMeHHo B KnuHuosckom nocage (6. Hosropoa-Cesepckoro HamecTHuyecTBa) Gbina HaifeHa APeBHAR PyKo-
nych, KOTOpas TONbKO MO3)Xe cTana npuHaanexatb rpady CrporaHosy. Ha ocHoBaHuM 3Toii pykonuen B 1786 T. 6binio Briepeble M3aaHo «Kutue npenogo6Horo HukoHa Pago-
HEKCKOTo». B 3701 e pyKonucy MoMelLieH 1 MKOHOMMUCHbI MOAJIMHHUK.
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Iypesaros B.I1. [lse mecTHble nkoHbl CeaToit Tpouubl B Tpoutkom cobope Caato-Tpouuroi Cepruesoit Jlaspsl 1 nx pectaspauus. M., 1906. C. 5.

El

KoHdakos H.I1. Pycckue knaabl. MiccneaoBanve apeBHOCTeN BenMKoKHsxeckoro nepuoaa. T. 1. M., 1896. C. 175.

Tonybunckul E. Yka3. cou. C. 185-186. [leiicTBUTENbHO, y)Ke B ONMcY MOHacTbIpA 1641 I IKOHa Ha3bIBAeTCA «4y0TBOPHOIY.

~

Iypbaroe B.I1. Yka3 cou. Tabn. 1, puc. 2.

Pacunctky npoussoaunu F.O.Mupukos (pacuunwan auku), N.N.Cycnos, EN.Bparun, BATionuH. B 1926 r. EMN.BparvuH nponssen AoBbIGOPKY 3anuceil 1 pecTaBpaLyoHHbIX
TOHWPOBOK (cM.: CnoBapb pycckux nkoHonucue XI-XVII sekos. M.: napuk, 2003. C. 543).
® Oncygues F0.A Onuics vkon Tponue-Cepruesoit Slaspsi. Ceprues, 1920. C. 15.

1 CnoBapb pycckux nkoHonucues... 2003. C. 544.
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Andrel
Rublev:

“Holy
Trinity”™

n 1929, the Zagorsk History and
Art Museum passed over the
most acclaimed Russian icon, the
“Holy Trinity” by Andrei Rubley,
which is considered the acme of
Russian national art, to the State
Tretyakov Gallery; since then the
icon has been kept under the
constant attenfion of its curators and
restorers. Rublev's “Holy Trinity” has attract-
ed thousands of people of every creed, pro-
fession and age with a common desire to
worship this ideal of beauty and true spiritu-
ality, executed with perfect artistic means.
Any discussion about any work of art,
whether secular or religious - all the more
so when the subiject is the “Holy Trinity” of
Rublev - starts with certain questions:
Where? (the locus), when? (the fempus),
who? (the persona), why? (the causa activa),
and what for? (the causa finalis).
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“The great never occurs by accident, and never comes as a flash of fancy:
it is the word that makes countless threads long pre-planned in history
meet together. The great is a synthesis of the whole that, in its parts, had
gleamed with a phosphoric light amongst the entire nation; it would have
never become great unless it had met the creative yearning of the entire

people.” !

WkoHocTac Tpouukoro
cob6opa B Tpoue-
CeprueBoii naBpe

Iconostasis of the Trinity
Cathedral at the Trinity-
St Sergius Monastery

Oknao ¢ «Tpouysi»
AHOpes Pybnesa.
XVI-XVIII Beka
3onoro, cepebpo,
AparoLeHHble KaMHU,
IMaNu, Kemuyr

Ceprueso-Tocaacknii rocyaap-

CTBEHHbIi NCTOPUKO-XYA0Xe-

CTBeHHbIN My3eii-3anoBeAHNK

Setting frame of Andrei
Rublev’s icon “Holy
Trinity’. 16th ~18th cen-
turies Gold, silver, pre-
cious stones, enamel,
pearls.

Sergiev-Posad Art Museum
and Ancient Monument

Father Pavel Florensky

The question of where the icon was
created has raised very little debate among
art historians; all are unanimous that Andrei
Rublev painted the icon in the Trinity-
St. Sergius Monastery. Has there been any
difference of opinion between art historians
about the place the icon occupied inside the
Lavra? In the past, the icon was thought to
have been originally situated, as the prin-
ciple icon of the Trinity Cathedral, in the first
tier of the iconostasis to the right of the Holy
Doors.? But Valentina Antonova has raised
quite reliable evidence that the icon was
originally placed at the foot of the shrine of
St. Sergius of Radonezh, viewed like the
altarpiece behind the Holy Table?® In the
16th century a copy of Rublev's “Trinity” was
created.* While the original, adorned with a
gilt oklad (setting frame), richly enstudded
with jewels on Boris Godunov's instruction in
1600,> was moved to the place due to the

principle icon of the cathedral (possibly fol-
lowing its glorification as miraculous) in
1626°, the copy was placed fo the left of the
Holy Doors, next to the icon of the Mother of
God (the Hodigitria). For about 500 years
the original icon occupied its place in the
Trinity Cathedral of the Monastery, and was
restored more than once.

In 1904-05, the well-known painter,
art-collector and Tretyakov Gallery frustee
llya Ostroukhov suggested cleaning the
original image from its later layers of paint,
with the Moscow Archeological Society sup-
porting the proposal and offering its super-
vision of the project. That first uncovering
was done, with the consent of the Lavra
authorities, by Vasily Guryanov, an icon
painfer and restorer, assisted by Vladimir
Tyulin and A. Izraztsov. As soon as the task
was completed, a photograph of the original
image was faken as it was revealed to the
painfers.” The final restoration was complet-
ed by a joint team of the State Central
Restoration Workshops and the Zagorsk
History and Art Museum in 1918-19:¢ It
was also recognized as unacceptable to
hide with a frame what was an “exclusive, in
its worldwide importance, work of art” from
the palette of Andrei Rublev.

Unlike the question as fo where the
icon was created, no answer to the issue as
to when exactly the “Holy Trinity” was cre-
ated has been found to date. Those
inclined to think that the icon was original-
ly meant for the wooden Trinity Cathedral
erected in 1411 think that it was taken to
the stone church later. Art historians who
disagree insist that the “Holy Trinity” was
painted at the same time as other icons
from the iconostasis in the new cathedral
that is known to have been decorated by
the workshop of Rublev and Daniil
Chyorny in 1425-27. At present, the prob-
lem of dating the “Holy Trinity” can be sci-
entifically summed up as: “The dispute ...
can only be resolved after complex
research on all icons relating to the work
of Andrei Rublev.""

Florensky, Pavel. Collection of works, vol. 2. Moscow, 1996, p.360.
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See: Golubinsky, Yevgeny. “Prepodobny Sergei Radonezhsky and sozdannaya im Troitskaya Lavra” [Reverend Sergius of Radonezh and the Trinity Lavra that He Created],
Moscow, 1909, p.185. This oeuvre features the Trinity Cathedral iconostasis.
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See: Antonova, Valentina. “O pervonachalnom meste Troitsy’ Andreya Rubleva [On the initial position of “The Holy Trinity” by Andrei Rublev]. The Tretyakov Gallery Materials
and Research. Issue 1. Moscow, 1956. According to Antonova, it was, probably, indicated by the words: “8 noxsany... Cepruto uygoteopuy” [to the praise... of Sergius the Won-
derworker]. The extract the words have been taken from belongs to the Stroganov Iconographic Original (late 16th century). Its text can be translated as follows: “Reverend
Father Andrei of Radonezh, the icon-painter named Rublev who painted many holy icons, all of them miraculous ... had earlier lived in obedience with Reverend Father Nikon
of Radonezh. He ordered an image for the Holy Trinity fo be painted in his time, to venerate His Holy Father, St. Sergius the Wonderworker...” (See also: Buslayev, Fyodor.
“Istoricheskiye ocherki russkoi narodnoi slovesnosti i iskusstva” [Historical Essays of the Russian Folk Literature and Art], vol. 2. Moscow, 1861, pp.379 -380). Some
researchers refer to the town of Klintsov of the former Novgorod-Seversk vicariate where the ancient manuscript was found. It was much later that it became the property of
Count Stroganov. The manuscript enabled writing “The life of St. Nikon of Radonezh” published in 1786. The manuscript also contained the Iconographic Original.

See: Guryanov, Vasily. “Dve mestnye ikony Svyatoi Troitsy v Troitskom sobore Svyato-Troitskoi Sergiyevoi Lavry i ikh restavratsiya” [Two Local Icons of the Holy Trinity in the
Trinity Cathedral of the Holy Trinity-St. Sergius Lavra and their Restoration]. Moscow, 1906, p.5.

See: Kondakov, Nikodim. “Russkiye klady. Issledovaniye drevnostei velikoknyazheskogo perioda” [Russian Buried Treasures. Research of the Antiques of the Time of the Grand
Principalities], vol. 1. Moscow, 1896, p. 175.

o

See: Golubinsky, op. cit., see note 2, pp. 185 -186. True, it was as early as 1641 that the icon was referred to as “miraculous”.

See: Guryanoyv, op.cit., see note 4, table 1 and fig. 2.

The cleaning was made by Grigory Chirikov (of faces), lvan Suslov, Yevgeny Bryagin and Vladimir Tyulin. In 1926, Bryagin made the final uncovering of later layers of paint and
restoration colouring. See: Dictionary of Russian icon-painters of the 11th-17th centuries. Moscow: Indrik, 2003, p. 543.

©

Olsufiev, Yury. “Opis ikon Troitse-Sergiyevoi Lavry” [Inventory of the Icons of the Holy Trinity-St. Sergius Lavra]. Sergiyev, 1920, pp. 15, 25.

' See: Dictionary, op. cit. see note 8, p.544.




" LinT. no: Boporos /1., npog.
npomoueped. Anapen Py6-
NeB — BENKUI XyAOKHUK
[lpesHeir Pycu // Boro-
cnoBckue Tpyapl. 1975.
Ne14. C. 86. Ccbinka aaHa
Ha: PosuHckul [.A. 06o-
3peHne MKOHOMUCAHWUA B
Poccum o koHua XV Beka.
Cne., 1903. C. 40.

12 CoBpaHme MHeHMiA 1 0T3bI-
BoB ®unapera, muTpono-
nuta Mockosckoro 1 Kono-
MEHCKOro, no y4e6HbIM 1
LepKOBHO-TOCYAapCTBeH-
HbiM  Bompocam.  C6.,
1887. on. . C. 331-342.

" Nluxaves  H.. MaHepa
nucbMa Awgpes PyGnesa.
Cne., 1907.C. 104.

" TonybuHckul E. Yka3s cou.
C.185-186.

'® ®noperckud 1. Ykas cou.
C.362-364.

16 Cs. Moann JamackuH. Tpn
3aWNUTUTENbHBIX  CNOBA
npoTVB MopuLaloLMX CBA-
Tble MKOHbI UV 1306pare-
Hus. CM6., 1893.C. 8.

7 Tam we.

18 Cepeuti, apxuen. bBoro-
C/IOBCKMe njen B TBOpYe-
ctBe AHgpes Pybnesa //
Borocnosckue TpyAbl.
1981.Ne22.C. 5.

@

Takoe uccnefoBaHue npo-
BezeHo B patote: O30/1uH H.
«Tponua» unn «Matuge-
cAThuua»? // ®unocodma
PYCCKOrO  pennrio3Horo
nckycetea.  Bwin. 1. M,
1993.C.375-384.
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Hanpumep, Mpokonwii Ma3-
ckunit B VI B. KOHCTaTMpyeT
cyllecTBoBaHMe Kak Obl
Tpex mapannenbHbIX MHe-
Huit: «4T0 Kacaetca Tpex
Myxel [aBuBlIMXCA ABpa-
aMmy], - NULLET OH, = TO OfHK
YTBEPKAAIOT, 4TO 370 ObiAN
TPV aHrena; apyrue, 4to
oAuMH u3 Tpex - bor, a
octanbhble Ero awrens:; a
eule apyrue, 4To 3aech
rosoputca 0 npooGpase
NpecBATON U eanHoCyll-
Hoit Tpowubr (PG, t. 87,
363).

L

Jlebedes A, csauy. Betxo-
3aBeTHOe BepoyyeHne BO
BpeMeHa naTp1apxos.
Bbin. 2. CM6., 1886.C. 122.

2 Tam . C. 128.

2 ¢noposckuti I, npomoue-
peti. Myt pycckoro 6oro-
cnosua. Mapwx, 1937.
C.508.

% Cs. WoanH JamackuH.
Ykas. cou. C. 127.

MonHoe epmHopywwue Habnopaetca
npv oTBeTe Ha Bonpoc: «KTo aBTOpP UKOHbI
Ceaton Tpouubl?» Ee co3pgan AHppen
Py6nes. CnpaBeannBOCTV paau Hajo Bce
K€ OTMETWTb, YTO BbINN NOMLITKU B 3TOM
YyCOMHUTbCA. TakK, elle BO BTOPOI NONOBU-
He XIX Beka [.A.POBMHCKWUI, cyMTaBLIKIA
3Ty MKOHY Npov3BefeHNeM UTanbAHCKOro
MacTtepa, yTBepxaal, 4To, BEPOATHO, NKLIb
nspectme KAMHLOBCKOro MNOANNHHUKA,
nosTopeHHoe B xuTuu npen. Ceprua Pago-
Hexckoro, «nogano nosog N.M.CHernpesy
npunucatb ukoHy Ceatoi Tpouubl Pybne-
By»". OagHako MuTpononut MocKoBCKUIA
@unapet ([po3aoB) cyen Hy)KHbIM TBEPAO
OMpPOBEpPrHyTb 3TO MHEHWe, CKa3aB, YTo «B
CeprvieBoii naBpe NOCTOAHHO COXpaHAeT-
csi npefaHue, uTo ceit 06pa3s nucaH AHgpe-
em Py6nesbiM npu np. Hukoxe»™. [ocne
npoBeAeHUA pecTaBpaLMOHHbIX paboT
H.M.Jlnxayes Hanucan, 4to «HabnogeHus,
cpenaHHble [ypbAHOBBLIM, noaTBepXAaloT
NpeanonoXeHve o ToM, 4To nKoHa CeAToN
Tpouubl npuHaanexuT nucbMy Pybnesa»®.

Y10 KacaeTcs MpWYMHbI AeNCTBYLO-
Lwei, Kotopas nobyavna AHapes Py6nesa
Hanucatb MKOHY «Tpouua», To ee MOXHO
pa3fennTb Ha HenocpejCcTBEHHYI M OMo-
cpefoBaHHyt. HenocpeacTBeHHas AcHa 1
MOHATHA — 3TO 3aKa3 CO CTOPOHbI Mpen.
HukoHa PapoHexckoro, 4To noatBepxaa-
€TCA C/I0BaMU M3 UKOHOMWCHOTO MOAJNH-
Huka: «OH [npen. HuKoH] nosene npu cebe
06pa3 HanucaTtu npecBATbiA Tpouubl, B
noxsany otuy csoemy, cBatomy Cepruto
yypoTBOpUy..»" . Ha onocpeaoBaHHyto npu-
YMHy yKa3san B cBoe Bpems [1.dnopeHcKuii:
«Ho ecnu xpam 6bin nocesLweH MNpecsATon
Tpouue, To AomkHa Bblna CTOATb B HEM U
xpamoBasa uKoHa [lpecBaTon Tpouupl,
Bblpaxawllas [JyXOBYK CyTb CaMoro
XpaMma - TaK CKasaTb, OCYLLeCTBJIEHHOe B
Kpackax MMA xpama. TpyAHO npu 3ToM
npeacTaBuUTh, YTOObI yueHUK yueHuKa [Mpe-
nopo6Horo Ceprua, Tak ckasatb, JyXOBHbIN
BHYK €ro, Mo4TV eMy COBPeMeHHbIM, pabo-
TaBLUWIA YK NMPU €ro XM3HWU U, BEPOATHO,
JIMYHO 3HABLLUWIA ero, ocMenunca 6bl 3aMe-
HUTb KOMNO3ULMIO TPOMYHO UKOHBI, BbiB-
wyto npu Npenofo6HOM 1 1M yTBepXAaeH-
HY0, CAMOYMHHOWM KOMMO3MLMeN Toro e
nepsoo6pa3sa. Munuatiopbl Enundanuesa
XKWUTUA NpeacTaBnaloT MKoHy Tpouubl B
kenuu MNpenopo6Horo Ceprus He ¢ camoro
Hayana, a Nvlb C CEepeAVHbl XU3HW, Te.
CBWAETENbCTBYIOT O BO3HUKHOBEHWUW ee
MMeHHO cpeaun AeATtenbHocTn Mpenofo6-
Horo... B ukoxe «Tpouua» AHgpenn Py6nes
6blN1 He CaMOCTOATENbHbIM TBOPLOM, a
JILWb reHNanbHbIM OCYyLLeCcTBUTENEeM TBOP-
4ecKoro 3ambicfla U OCHOBHOW KOMMO3u-
LMW, AaHHbIX MpenosobHbiM Cepryiem»®.

Tenepb cnepyeT NpoAcHWTL camoe
C/IOXHOE - TNaBHY0 MPUYMHY CO3AaHUA
nKoHbl CBATO TpouLibl, ee 3aaayy, ee 3Ha-
yeHve anAa «mupa cero». BcAkasa MKoHa
MMeeT A0rMaTUYeCKUIA CMbIC1, HPaBCTBEH-
HO-VAEO0NOrMYEeCKY0 NPOMnoBesb W XNBO-
MUCHO-XYA0eCTBEHHbIe 0COBEHHOCTMW.

JlorMatnyeckuii cMbICN OCHOBbIBaeT-
CA Ha TOM, YTO «Hanuume B Mupe obpasa
ecTb Aeno boxbero npegonpesenequns, nbo
B boxbem HensmenHom CoseTe npeasey-
HOM, KaK Obl B Uee, cofepxatcs nsobpaxe-
HUA 1 06pa3Libl TEX BeLLeil, KOTopble UMetoT
6bITb 0T Hero»'*. O HpaBCTBEHHO-MAE0NOMU-
YecKoW MpornoBeav rOBOPUTCA B AeAHMAX
Ceabmoro BceneHckoro cobopa: «Myctb
pyKa VCKyCHeMLIero X1WBONMCLa HanoaHnT
xpam uctopusamm Betxoro n Hosoro 3aBerta,
yTOGbI TE, KOTOpbIE HE 3HAKT rPaMoThbl U He
MoryT umtaTb boxecTBeHHbIX Mucanui,
paccMaTpuBas XUBOMWUCHble U306paxe-
HUA, npusoaunn cebe Ha NaMATb Myxe-
CTBEHHble MOABUMM WCKPEHHO MOCHYKWB-
Wwux uctrHHoMy Bory n Bo3byxpanuch K
COPEeBHOBaHWIO AOCTOCAABHBIM W MPUCHO-
namATHbIM gobnectam»’. XusonucHo-
XYAOXKeCTBeHHble npueMbl 06HapYKMBatoT-
CA NpW TWaTeNbHOM aHanvse npov3sese-
HWA, U MpU 3TOM, B Cjy4ae LIEPKOBHOMO
WCKYCCTBA, CIelyeT MOMHUTb, YTO €rOBOPS O
topmax BonnoLeHns 06pa3a, CBATbIE OTLbI
He CTO/IbKO 3a0CTPAIOT BOMPOC O XapaKTepe,
CKONbKO O XWBOW, HemnocpeAcTBeHHON
nepepaye nepsoobpasa, nyTeM peanbHON
nepeAayu AeiCTBUTENbHOCTUN ™.

PackpbiTne gormatuyeckoro cmbicna
nKoHbl CBATON Tpouubl, NpUHaANexallei K
MKoHorpaduyeckomy Tuny BerxosaseTHoin
Tpouubl, HaYMHaeTCA € CIOXKETHOro nepBo-
uctoyHvka. B 18- rnaBe KHurm bBbitna
YnTaeM o TOM, Kak ABpaaMy y Ay6paBbl MaM-
Bpuiickon Aswnca locnogb. YBuaes Tpex
Myxxelt, ABpaam nobexan K HUM HaBCTpeuy,
MOKNOHWUACA W cKasan: «Bnagpika, ecnm A
obpen 6naroBoneHue npes oyamu TeomMmu,
He npoiau Mmumo paba Teoero» (bbiT. 18. 3).
[lanee rosoputca o npurotoBneHun Aspa-
amom 1 Cappoii Tpanesbl. 3a Tpane3oi npo-
ucxoput becesa Mexay focnogom u Aepa-
amoM, B KOTOPOI NpeAcKasblBaeTca poxae-
Hve y ABpaama n Capbl cbiHa Wcaaka. Mo
OKOHYaHMW Tpanesbl ABpaaM npoBoXaeT
Tpex Myxel, OTNpaBnAlWMXCA B ropoja
Copom 1 Tomoppy. Kak 3a Tpanesoi, Tak 1 B
nytm ABpaam nonyyaet u3selleHune ot [oc-
noza 06 ncTpebaeHnn xuTtenen 3Tmx ropo-
[l0B, Morpaswmnx B Hevectun. Bo Bpemsa
Gecefibl ABOE CMYTHWUKOB OMEPEXaloT UX, 1
ABpaam ocTaeTcAa HaeaunHe c [ocrnogom.
Mocne npocb6bl ABpaama NowaanTb Kute-
new npu nssectHom ycnosum focnogb oTxo-
AUT OT Hero, 1 ABpaaM Bo3BpalliaeTcA B
csoe xunuue. Ecnm npocneanTs ToT fonruin
N CNOXHbIW MyTb, KOTOPbIA BeAeT OT caMoi
Ay6paBbl MaMBPUICKOW M PUMCKUX KaTa-
Komb uepe3 PaseHHy, Matmoc, Cuuunuio,
Kannagokuio un  KoHcTaHTMHOMONb B
[OpesHioto Pycb, Kuesckyto, Bnagumupo-
Cyspanbckyto, HoBropoacKyto v, HakoHeu, B
MOCKOBCKMe 3emnu, K obutenn npen. Cep-
rA, TO 3TO HaM NO3BOJIT YCTaHOBUTD, KaK,
Korja u rae usobpaxenue «loctenpumm-
cTBo ABpaama» cTasno BOCNpUHMMATLCA KakK
«BeTtxo3aBeTHas Tpouua»®. BcnoMHUM, uto
Bor sBnAerca ABpaaMy, KOTOpbIA BMAUT
Tpex Myxeli, a noTom y3HaeT B HUx focnoga

B COMPOBOXAEHUM ABYX JIUL, O KOTOPbIX
CHayana roBOpWTCA, YTO OHW MYXW, @ YyTb
Aanee, YTo OHW aHrenbl. HUKTO M3 cBATbIX
oTUOB 1 yunTeneii Llepksu He comHeBancs,
4TO B 3TOM paccKase CKPbIBAaeTCA OfHO U3
ObiBwMx ABpaamy borosenenuii. OgHako
CyLWeCTBOBaAN pasHornacua: ABUACA v
ABpaamy [ocnogb ¢ AByMA aHrenamu, uam
370 BblAM TPU aHrena, ClyXuBLUINE CPeA-
CTBOM K BHellHeMy 0GHapyXeHuio yepes
Hux BoxectBa, nnu xe 310 Bee Tpu Jlnua
CasToit Tpouubl B 06pase aHrenos?.

PestomMupys Bce BbiluecKasaHHoe, CBS-
weHHUK AJlebepeB nuwer: «[pu conocta-
BNIEHUN BCEX 3TUX BO33PEHWUN AOMIKHO
NPYATYN K TOMY 3aK/I0YEHWIO, YTO, XOTA OAVH
13 AsmBLIMXcA ABpaaMy, Kak Verosa, AcHO
oTnyaerca ot nocnaHHbix B Cogom AHre-
JI0B, TEM He MeHee caMoOe 4UCNOo «Tpu»
HECOMHEeHHO YKa3blBaeT Ha TPOWYHOCTb
Jlny B Bore»?'. K ToMy e MHEHWI0 CKNOHA-
etcA 1 cBATUTENb MockoBckuit ®unaper.
«O6bikHOBeHWe LlepkBu, - roBopuT OH, -
npeacTaBnATb Ha WKOHax TailiHy CAToi
Tponubl B obpa3se Tpex AHrenos, ABWB-
wuxcs ABpaaMy, MoKasbiBaeT, 4To 6naroye-
CTVUBasA peBHOCTb TOYHO B umnce cux Axre-
nos nonarana cumeon CeAtoin Tponub»?,

Wtak, BHauane B Llepksu, Buaumo,
rMaBeHCTBOBANO MOHWMaHWe YyKa3aHHOro
6ubneiickoro TekcTa B cMbicie borossne-
HuAa Aspaamy locnoja v ABYX aHrenos.
MocTeneHHO OT NpAMOro TonKoBaHUA 0bpa-
3yeTcA OTHOCUTENbHOE XeNaHve BUAETb B
3ToM bBorosaBneHun Tpex aHreno., CBOUM
4MCIOM «TPU» CUMBOJIMYECKW BbIpaxato-
wmx TpumnoctacHoctb boxectsa. Hambo-
Nlee OTXOAALWMM OT HenocpeAcTBEHHOrO
NOHVMMaHWA Bubneiickoro TeKcta crepyet
cuunTaTb B3MAA4 Ha 310 boroAsneHne Kak Ha
ABneHne Aspaamy Bcex Jluu Ceaton Tpou-
bl B BUAe Tpex CTPaHHWKOB. VIMeHHO 3T0
NOHVMaHWe CTafo [aBeHCTBYOLWMM Ha
Pycu, a ero packpbiTvie B XWBOMUCHOW
dhopMe M ecTb [JOrMaTU4eCKUin CMbICh
nKkoHbl CeaTol Tpouubl. Bonee Toro, nmen-
HO 3Ta jorMaTuyeckas AOMUHaHTa B pyc-
CKOM LiepKOBHOM CO3HaHWM, ABUBLUAACA
pe3ynstatoM nogsura npen. Ceprusa v TBop-
yectBa AHzpes Pybnesa, ybeperna Pycb ot
cobnasHa YHun 1 nomorna TBepAo oTcTau-
BaTb 6Oroc/i0BCKMe MO3ULMKM B BOMPOCE O
filioque.

Kakumy ke WKoHorpaguyeckummn u
XMBOMVCHBIMX MeToAaMU yaanocb AHapeto
PybneBy focTMYb TaKoW AorMaTtuyeckomn
CMbIC/IOBOM Harpysku B MKoHe «Tpouua»?
bynem pykoBoacTBoBaTbCcA  eBM30M
o. leoprua ®noposckoro: «BepHbiit nyTb
60roc/I0BCTBOBaHWA OTKPbIBAETCA TOMbKO B
ncTopuyeckon nepcnexktnee»®, Ewe Bo Bpe-
meHa EBceBus Kecapuiickoro (IV B.) y ayba
MaMBpUINCKOro Haxoaunacb KapTuHa, 130-
GpakaBluan ABNeHVe ABpaaMy Tpex CTpaH-
HuKoB*. Kak cBupetenbctByeT EBceBuit,
turypbl, N306paxeHHble Ha Hel, «<Bo3nexa-
Av» No 06blYal IMNMHUCTUYECKOTO MUpa.
[Janee EBceBuit nuwer: «/lea no ogHoMy ¢
KaXKaol 13 ABYX CTOPOH, a B cepeauHe —
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There is complete unanimity in the
answer fo the question of who is the author
of the "Holy Trinity” - undoubtedly, it is
Andrei Rublev. Although there have been
other suggestions questioning that attrib-
ution: in the second half of the 19th century
Dmitry Rovinsky, who believed the icon had
been created by an Italian master, would
assert that is was probably nothing but the
news about the Klintsov original, also men-
tioned in the “Life of St. Sergius of
Radonezh”, that “enabled Ivan Snegirev to
attribute the icon of the Holy Trinity to
Rublev.”" But St. Philaret (Drozdov), the Met-
ropolitan of Moscow, felt it necessary fo con-
test such an assumption, refering to the
long-established legend in the monastery
that the image had been painted by Andrei
Rublev in the fime of St. Nikon of
Radonezh.™ After the initial cleaning of the
icon Nikolai Likhachev wrote: “Observations
made by Guryanov confirm the belief that
the icon of the Holy Trinity belongs to the
brush of Rublev."

As for the motive in painting the “Holy
Trinity” (the “causa activa”), it remains both
direct and indirect. The direct impetus is
clear: St. Nikon of Radonezh gave a commis-
sion for, according fo the words of the Icono-
graphic Original, “an image for the Holy Trin-
ity to be painted in his time, fo venerate His
Holy Father, St. Sergius the Wonderwork-
er..”* The indirect motive was indicated by
Pavel Florensky: “Since the cathedral was
dedicated to the Holy Trinity, there should
have been an icon of the Holy Trinity in it as
its principle one, that would convey the spir-
itual essence of the cathedral - its name
embodied in colour. It is impossible fo imag-
ine, though, that the disciple of Reverend
Sergius’ disciple, almost his spiritual grand-
son, almost his contemporary, who was
already painting icons when Reverend
Sergius was alive, and probably knew him
personally, should have dared fo substitute
the composition of the Holy Trinity icon that
existed at the time of Reverend Sergius, and
was approved by him, for a composition of
his own copied from the same authentic
image. The miniatures of the ‘Life of St
Sergius of Radonezh’ performed by Epipha-
nius the Wise do not show the ‘Holy Trinity
icon in St. Sergius’ cell during the first half of
his life, but only during the second; thus, the
miniatures testify fo its creation during the
middle period of St. Sergius’ life ... In the
iconography of the “Holy Trinity” Andrei
Rublev was not an independent creator,
but only an executor who followed the
creative design and the original composit-
ion suggested by Sergius."®

Now we face the most complicated
task of discovering the major reason - the
“causa finalis” - for which the icon was
painted, its goal, and its significance for the
world in which we live. Any icon combines a
dogmatic philosophy as well as an ethical
and ideological exhortation and the artistic
features of a painting.

Dogmatically, the sense of the icon is
based on the postulate that “the existence of
the image in the world is a matter of God’s
pre-ordination, for in God's eternal and
unchanging counsel, as if in the conception,
there are depictions and samples of those
things which are to exist because of Him."*
About the ethical and ideological exhort-
ation St. John of Damascus spoke in his
“Apologies against Those who Decry Holy
Images”, with which he addressed the
Seventh Ecumenical Council calling on
renowned painters for brave deeds, to set
forth in their art the images of the Old and
New Testaments, so that those who were not
learned and could not read the Holy Scrip-
ture, would be able - by examining those sto-
ries - to enjoy the lives of holy men and their
good deeds, for “what a book is to the liter-
ate, that an image is to the illiterate...””
The artistic language of iconography reveals
itself as a result of thorough analysis of the
work of art and, in the case of religious paint-
ing, it should also be remembered that
“speaking of the forms the image may take,
the Church Fathers do not accentuate so
much the importance of the character as
that of the live, spontaneous conveyance of
the original image achieved through a fact-
ual projection of the reality.”®

Any interpretation of the dogmatic
sense of the Holy Trinity as it is realized in
the iconographic tradition of the Old Test-
ament Trinity image should start with a
glance at the original biblical story. The
18th book of Genesis narrates the story of
how the Lord appeared to Abraham in the
plains of Mamre when he was sitting at his
tent door. As he looked up and saw three
men standing at a distance, Abraham ran to
meet them, bowed and said: “My Lord, if now
| have found favour in thy sight, pass not
away..” (Gen. 18.3) Further the Bible relates
the meal Abraham and Sarah hastened to
make and set before their guests. At the
meal the Lord promised the couple, well-
stricken in age, the birth of a son, Isaac. At
the end of the meal Abraham showed them
the way to Sodom and Gomorrah. And on
the way the Lord told Abraham the terrible
fate that awaited the two towns, “because
their sin is very grievous”. As the men turned
their faces away, Abraham approached the
Lord with a plea to spare the inhabitants of
the sinful cities on certain conditions. Then
the Lord went away, and Abraham returned
to his dwelling.

“If we follow that long and difficult
route from the plains of Mamre and the cat-
acombs of Rome, to Ravenna and the
islands of Patmos and Sicily, through
Capadoccia and Constantinople, then to
the old Russian principalities of Kiey,
Vladimir and Suzdal, Novgorod, and, finally,
Moscow, to the shrine of Reverend Sergius,
it enables us to find out why, when and
where the scene of the ‘Hospitality of Abra-
ham’ became understood as the Old Test-
ament Trinity.”” None of the Apostolic
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Fathers had ever doubted that the episode
narrated the story of one of the two known
apparitions of God fo Abraham. There had,
however, been dissidence about the follow-
ing: firstly, whether it was God accompa-
nied by two Angels that appeared before
Abraham; secondly, were they just three
Angels whose images enabled the faithful
fo see the Godhead in them; and thirdly,
perhaps the three Angels were to symbol-
ize the three persons of the Holy Trinity -
God the Father, God the Son and God the
Holy Ghost.»

Summing up these three inferpretat-
ions, priest A. Lebedev wrote: “Comparing
all these three points of view, we can come
fo the conclusion that, although the one
who appeared before Abraham as Jehovah,
is clearly different from the other angels
who were later sent to Sodom, the very
number ‘three’ evidently points fo the friune
of the persons in the Godhead.”” St. Phi-
laret, Mefropolitan of Moscow, expresses
the same point of view. “The iconographic
tradition of the Church,” he says, “to portray
the mystery of the Holy Trinity as three
Angels who have come fo Abraham’s tent,
reveals that the pious anfiquity saw in the
number of those Angels a symbol of the
Holy Trinity."2

Nevertheless, it was the third of these
interpretations that proved predominant in
Russia, and its portrayal created the dog-
matic Orthodox meaning of the “Holy Trin-
ity” icon. Moreover, it was nothing else but
that dogmatic dominant embodied, thanks
fo St. Sergius’ deeds and St. Andrei Rublev's
icons, in the Russian religious mentality and
practice that saved Russia from the temp-
fation of separating into a Uniate Church,
and helped the Russian Orthodox Church to
advocate its theological views in the debate
about the doctrine of Filioque.

Finally, what are the iconographic and
painterly skills and methods that enabled
Andrei Rublev to convey such a high pitch
of dogmatic meaning in his “Holy Trinity"?
Let the homily of Father George Florovsky
help us to understand it: “The right way of
theologizing is only to be perceived through
the perspective of years.”? It was back in
the time of Eusebius Caesariensis (c. 330
AD) that at the foot of the Oak of Mamre
there was a picture showing the three
Angels who appeared to Abraham.?
According to Eusebius, the figures in the
picture were accumbent, as was traditional
in the Hellinistic world. Eusebius wrofe:
“Two, each at either side, with the mightier
one, whose rank was higher, in the middle.
The one shown in the middle is Our Lord,
the Saviour ... He, who has taken unto Him-
self the appearance and shape of Man,
revealed Himself as He was fo the pious
arch-father Abraham and He also confided
fo him the knowledge of His Father™™ A
similar story about the picture at the foot of
the Oak of Mamre was also related by Julius
Africanus (c.160-240 AD). #

" Quoted by Prof. Archpriest
LVoronov. “Andrei Rublev -
veliky khudozhnik Drevnei
Rusi” [Andrei Rublev: The
Great Artist of the Ancient
Russia] in: “Theological Oeu-
vres”, No.14, 1975, p. 86. Ref-
erence fo Dmitry Rov-insky.
“Obozreniye ikon-opisaniya v
Rossii do kontsa XVII veka”
[Review of Icon-painting in
Russia before the late 17th
Century].St Petersburg,
1903, p.40.

'2See: “Sobraniye mnenii i
otzyvov Filareta, mitropolita
Moskovskogo i Kolomensko-
go, po uchebnym i tserkovno-
gosudarstvennym voprosam”
[Collection of Accounts and
Reviews by Philaref, Metro-
politan of Moscow and
Kolomna, on the Matters of
Education, Church and the
State]. St Petersburg, 1887,
accessory vol., p. 331-342.

'3 Likhachev, Nikolai. “Manyera
pisma Andreya Rubleva”
[Andrei Rublev's Manner
of Painting]. St Petersburg,
1907, p. 104

' See: op. cit. note 2,
pp. 185 - 186

" Florensky, Pavel. op. cit.
note 1, pp. 362 - 364.

'65t. John of Damascus. “Tri
zashchititelnykh slova protiv
poritsayushchikh  svyatyie
ikony ili izobrazheniya” [Three
Apologies against Those who
Decry Holy Images]. St
Petersburg, 1893, p. 8.

"7 Ibid.

'8 Archbishop Sergius. “Bogos-
lovskiye idyei v tvorchestve
Andreya Rubleva” [Theolog-
ical Ideas in Andrei Rublev's
Oeuvres] in “Theological Oeu-
vres”, No. 22, Moscow, 1981,
p.5.

"9 Such research was made in
“Troitsa” ili ‘Pyatidesyat-
nitsa”?” by Nikolai Ozolin in:
“Philosophy of Russian Reli-
gious Art”, issue 1, Moscow,
1993, pp. 375-384.

2 Procopius of Gaza (6th cen-
tury), for example, alleges the
existence of the following
three parallel accounts: “As
for the three men who
appeared to Abraham,” he
writes, “there are some who
assert that they were three
Angels; others think that one
of them was God while the
others were His Angels; and
other ones see the prototype
of the Holy and Co-essential
Trinity” in: Procopius of Gaza,
vol. 87, p.363 (PG, t. 87,
363).

' Priest A. Lebedev. “Vetkho-
zavetnoiye veroucheniye vo
vremena patriarkhov” [The
Old Testament Beliefs at
the Time of the Patriarchs],
issue 2. St Petersburg, 1886,
p.122.

2 |bid, p. 128.

2 Florovsky, George.
“Puti russkogo bogosloviya”
[Ways of Russian Theology].
Paris, 1937, p. 508.

2 st. John of Damascus, op. cit.
note 16, p. 127.

% John of Damascus, op cit. see
note 16, p. 127.

26"Tn:uitse»Sergiyeva Lavra”
[The Holy Trinity-St. Sergius
Lavra]. Collection of articles.
Sergiyev Posad, 1919, p. 127.
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There is a story of how Emperor Con-
stanfine the Great destroyed the pagan
altar near the oak of Mamre in Palestine in
314 AD, the altar being placed in front of
a picture of Abraham’s hospitality.?” Follow-
ing the Second Ecumenical Council, which
approved the dogma of the Holy Trinity,
the image of the Old Testament Trinity
became quite common. The mosaic of the
great Basilica of Santa Maria Maggiore in
Rome (dating from the mid-5th century)
shows three figures seated next to one
another, with trianqular-shaped pieces of
bread in front of them. The central figure
is depicted with a cross-shaped nimbus
over his head, which may mean that the
ancient Church favoured the idea that
Abraham received Jesus Christ accompa-
nied by two Angels.?

The miniature image in the Oktoih
(from the 11th-12th centuries) kept in the
Vatican portrays the three Holy guests as
wingless, with the figure in the centre
wearing a cross-shaped nimbus. More, the
characters are not placed according fo the
principle of isocephalia, in other words,
they are not presented in line, and have the
same height, but make a half-circle. Such a
depiction of characters became customary
in the Eastern provinces, probably in Syria.
The isocephalic composition is more likely
to pertain to the earlier period of Christian
art and to its Western branch, for it con-
veys the equality of the characters, which
agreed with the teachings of St. Augustine
and other Holy Fathers of the Western
Church.” The Eastern Church, especially in
the provinces, interpreted the subject dif-
ferently and Orthodox iconography tended
fo see it as the appearance of God accom-
panied by two Angels, which, consequently,
led to the traditional composition of the
“Holy Trinity” generally accepted in Russia
- although there were rare exceptions, like
the Pskov “Old Testament Trinity”. The
round compositions of later periods reveal
some details which testify fo the fact that
the icon-painters tended fo portray more
often the Three Persons of the Holy Trinity,
than the appearance of Christ in the com-
pany of two Angels. Thus, the fresco in
Karakilis (from the 11th century) shows
each of the three figures with a cross-
shaped nimbus over their heads. Such
nimbi can be found on the icon “Otechest-
vo [Fatherland]” (from the 16th century, in
the Tretyakov Gallery). Further evolution of
the “Holy Trinity” composition displays the
idea of the triune Godhead - God the
Father, God the Son and God the Holy
Ghost - on a growing scale. The table, for
instance, portrayed as semi-circular in the
earlier icons, with the aim of focusing on
the central figure of the Trinity, acquired, at
the time of the Paleologues, a tendency to
be depicted as rectangular, as there was a
tendency to encircle the whole compos-
ition and to give the images of the Angels
the same height.
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Andrei Rublev achieves the same
effect in his “Holy Trinity” by depicting the
central Angel figure with a bowed head (in
earlier images only the right and the left
Angels were bowing their heads). This
brings the impression of the circular move-
ment, which is essential in presenting the
Godhead as a friune without portraying
each of the Holy Trinity individually. The
Three are seen as a unity, not as separate
three figures. The iconographer achieved his
goal both dogmatically and as a painter. His
palette, full of light with a predominance of
gold, the shining ochre, delicate shades of
green, pink and violet, and his inimitable sky-
blue, too, in combination with the fine
rhythm of lines and perfect composition pro-
duces an image of unearthly beauty, heav-
enly harmony. The Orthodox Church accept-
ed the “iconographic dogma” of Rublev's
image of the Holy Trinity in the mid-16th
century when the “Stoglavy Sobor” [the
One-Hundred-Head Council, a meeting of
100 senior church figures] canonized it as
the authorized model image obligatory for
other icon-painters to copy and paint “like
Andrei Rublev and the famous Greek artists
of the preceeding fime”*
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# See: Ainalov, Dmitry. “Mozai-
ki IV i V vekov" [Mosaics of
the 4th and 5th Centuries].
St Petersburg, 1895, p. 112.

% |bid. p. 111.

® See: Malitsky, Nikolai. “K
istorii kompozitsii vetkhoza-
vetnoi Troitsy” [On the His-
tory of the Old Testam-ent
“Trinity” Composition].
Prague, 1928, pp. 34 - 36.

* The Life of Saint Reverend
Andrei Rublev. In: “Canon-
ization of the Saints”.
Troitse-Sergeiyeva Lavra,
1988, p. 58.

3! See: Likhachev, Dmitry. “Kul-
tura Rusi epokhi obrazo-
vaniya Russkogo natsion-
alnogo gosudarstva” [The
Culture of Russia of the
Time of the Russian Nation-
al State Formation]. OGIZ,
1946, pp. 15, 33.

2 Archbishop Sergius, op. cit.,
see nofe 18, p.9.

% |bid, p. 363.

The period of the 14th-15th cen-
turies, the life and work time of Andrei
Rublev, was of paramount importance in
the history of the Russian state: national
culture was on a rise, echoing the Russian
people’s aspiration for unity that was a pre-
requisite for casting off the yoke of the
Mongols.* “The Russian Orthodox Church
played the greatest role, at the time, in forg-
ing the Russian state and Russian national
unity. The Metropolitan, head of the
Church, moved from Vladimir to Moscow,
thus stressing the importance of Moscow
as not only the capital city, but as the cen-
tre of Russian Christianity as well.”®

Such was the historical background
in which Andrei Rublev created the icon of
the “Holy Trinity”. Florensky wrotfe: “We
melt with reverence, we are amazed at and
almost stung by neither the subject of
Rublev's oeuvre, nor the epitome of the
Three or the Cup on the table, nor the
wings, but by the veil of the noumenal
world suddenly switched off ... Among the
flouncing circumstances of the time,
among quarrels and feuding, general bar-
barism and Tartar depredations, among
that profound non-peace ... your mind’s
eye sees the indisturbable, inviolable
peace, the ‘Godly peace’ of heaven. The
antagonism and hatred which reign on
earth are set against a mutual love flowing
in perpetual agreement, in a perpetual
silent conversation, in the perpetual unity
of heaven.”® There comes the conclusion
that the “Holy Trinity” was, on the one
hand, the result of the spiritual and his-
toric progress of the Russian people, and
encouraged them on the way to a new
spiritual and historic endeavour, such as
national unity and mutual love; and a pref-
erence for heavenly values over earthly
ones, on the other hand.

The developments of the 14th centu-
ry made it obvious that the future Russian
state would be multi-national, as was seen
in the deeds of St. Stephan of Perm who
worked to educate the Zyryan people. As
peoples never come to live together unless
they have some common interest, it forms
the common memory and common tradi-
tion of the past without which a nation
cannot exist. But memory is not all: a viable
nation must have a general programme
and general idea for its future. The ethical
and ideological significance of Andrei
Rublev's oeuvre is that the image of the
“Holy Trinity” managed to blend the past
and present spiritual experience of the
people and its future which made up the
fundamental idea of the nation-state.

When Rublev was canonized in 1988,
the Russian Orthodox Church confirmed
that great significance of the “Holy Trinity”
for Russia as well as for the whole Ortho-
dox world in the iconographic image of
St. Andrei Rublev holding the “Holy Trinity”
in his hands, and in the words of his
Troparion [Saint's day anthem].

6onee MOryLlecTBeHHbI, NPeBOCXOAALLNIA
no caHy. [loKasaHHbIN HaM B cepeaviHe ecTb
focnoab cam Haw Cnacutens... OH, npuHAB
Ha Cebs n yenoseyeckuit Bug, u Gopmy,
oTkpbin Cebs, kakoB OH ecTb, BGnaroyectu-
BOMYy npaoTuy ABpaaMy v TaKxe nepegan
emy 3HaHue o Coem OTue»®. O nogo6HOM
nsobpaxeHun y ayba MamBpUiACKOro yno-
muHan n tOnuin Adpukan®. Cywectsyert
NoBecTBOBaHWe 00 YHUUTOXKEHUN UMMepa-
TopoM KoHcTaHTHOM Benukum B 314 rogy
A3blyeckoro antaps B [lanectrHe y ay6a
MaMBPUWICKOro, CTOABLUEro nepes KapTu-
HOW ABneHuA aHrenos Aspaamy?. [locne
Btoporo BceneHckoro cobopa, yTBepams-
wero gormat o Ceaton Tpouue, nsobpaxe-
Hue «BeTxo3aBeTHow TpoumubI» BCTpeyaeTca
AOBONMbHO yacto. B mMosamke 6asmnuku
CaHta-Mapua Maaxope B Pume (V B) Tpu
cupAwme B pag GuUrypbl vMelT nepep,
coboin TpeyrosnbHble xnebubl. B 3ToM n30-
HpaxkeHnn cpefHAA Gurypa MMeeT KpecTya-
ThbIi HUMB, UTO yKa3bIBaeT Ha TO, YTO B ipeB-
HocTn LlepkoBb coxpaHAna MHeHue o
ABneHnn ABpaamy Xpucra u iByX aHrenos?.
Kpbinba y Bcex Tpex ¢wuryp mmetotca B
mMuHunatiope bubnun Kotrona (V B.)%. Asne-
Hue ABpaaMy 1306paxeHo TaKKe Ha MO3a-
ke uepkswu Ca. Butanus B PaBexHe (VI B.)®
N B rpeyeckon pyKomnmcu KHuru «bbitne»
An-®ununnu, otHockumoit TeweHzopdom K
V Beky. Ha MuHuatiope B «OKTaTeBxe» B
BatukaHe (XI-XIl BB.) Tp BoxecTBeHHbIX
roctsi U3obpaxeHbl 6e3 KpblibeB, CpeaHUit
e = C KpecTyaTbiM HUMGoM. Mpu 3ToM nep-
COHaXW yXKe He pa3MeLLalTcsA No NpUHLK-
ny usokedanum (no nNpAMOA AUHWUMK), a
nonyKkpyrom. Takoe pacronoxeHue nonyya-
€T pacnpocTpaHeHe B BOCTOYHbIX MPOBUH-
umMsAx 1, Bo3moxHo, B Crpun. Ckopee Bcero,
n3oKedanbHbI TUM KOMMNO3WLWKN ABAETCA
paHHeXpUCTMAHCKUM 1 3anajHbIM, TaK Kak
nofobHoe pacrnonoxeHue 03Hayano pas-
HOe [JOCTOMHCTBO, YTO HenocpejCcTBeHHO
BbITEKaNo M3 yyeHns 65. ABrycTHa n apy-
rmx 3anagHbix oTuos®'. Ha Boctoke B npo-
BUHLIMANbHbIX LUKONAX YTBepXAanochb Apy-
roe MOHWMaHWe CloXeTa, VKOHorpaguye-
CKW CKOHABLLeecA K TpakToBKe borosaene-
HWA Kak XpyCTa 1 iBYX aHrenos, BbIInBLLe-
eca BnocneacTBMKN B KoMnosumumio «CeaTtan
Tpouua». 3TOT MKOHOrpaU4ecKnin croxet
W NpoHUKaeT Ha Pycb (xoTs ecTb pepKue
npumepbl n3okedanun - «Tporua Berxosa-
BeTHaa» u3 [lckosa). BnocneactBum Ha
13006paXKeHNAX KPYroBOro TWMa Mbl Haxo-
AVM JeTanu, KoTopble rOBOPAT O TOM, 4TO
VKOHOMKCLbl XOTENIN NOKa3aTb He ABfeHne
Xpuvicta n AByx aHrenos, a Bce Tpu Jluua
CaaToi Tpoumubl. Tak Ha dpecke B Yapaku-
nucce (XI B.) BCce Tpn urrypbl MMeIOT KpecT-
yatble HUMGLI. lNMogo6HOro poja HMMOBI
n3obpaxeHbl B KoHe «OTteyecto» (XIV B,
['Tr). JanbHeiwan 3BonloLMA Kpyrosow
Komnosuumn Ceston Tpouubl Bce Gonee
packpbliBaeT uaeto TpueauHcrea bora. Tak,
HanpvMep, ecin B paHHWX KPYroBbIX M30-
OpaxkeHNAX CTON BbINMUCHIBANCA MONYKPY-
MbIM, C LeNblo BblAeNeHNA LeHTpanbHow
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¢urypsbl, To B 3noxy Maneonoros, xapakTep-

HYIO CKJIOHHOCTBIO BNMCAHWA MHOMMX KOM-
no3uuuin B Kpyru, cton nsobpaxaerca nps-
MbIM, MPUYEM C TaKUM pacyetoM, 4Tobbl
BCEX TPEX aHres0B YPOBHATL Mexay COBOM.
7o e uenn JocTuraet Ha KoHe AHgpes
Py6neBa u cKnoHeHHas ronoBa LieHTpab-
HOro aHrena (B paHHWX M300paxeHnax
rofIoBbl CKJIOHAAM TO/MbKO OOKOBbIE aHre-
Nbl), 4TO K nopoxaaeT 3hdeKT KpyroBoro
LBVKEHWA, TOTO XM3HEHHOro [BVXEHWS,
KOTOpOE NPUBOAMT K MOHUMaHUIO eANHCTBa
BoxecTBeHHOM CyLWHOCTH, @ He K Bblgene-
HUIO XapaKTepa Kaxaoro n3 Tpex nuy Ces-
To Tpomubl. M306paxatoTca TpU B eAuH-
cTBe, a He Tpoe. CBETOHOCHbIV KONOpUT ¢
MCMoNb30BaHWeM 30510Ta, CUSHUEM OXPp,
HEXHbIX OTTEHKOB 3e/1eHOro, po30BOro U
cupeHeBoro, HebecHbIl (pybnesckuii) rony-
6el, TOHKWIA pUTM NINUHWUIA B €AMHCTBE C
COBEpLUEHHOW KOMMO3WULMEelN MOpoXAatoT
obpa3 HeseMHoOW KpacoTbl, HebecHoit rap-
MOHUW. Pa3nnyHble MHeHUs uccnefoBate-
nei 06 naeHTUdUKaLUM Kaxkaon Gpurypbl B
nKkoHe AHapes PybneBa cB/AETENbCTBYIOT O
TOM, YTO WMKOHOMMCLY YAanocb AOCTWYb
MocTaBeHHON Lenn: n3o6pasntb TpUMNo-
cracHocTb bora, a He Tpu unoctacu. B atom
M COCTOWUT AOrMaTUYeCKU CMbICST UKOHBI
KaK 06pa3Horo BblpaxeHus gormara o Ces-
Toi Tpouue, BOMJIOLWEHHbIV UAeanbHbIMU
XyaoxectBeHHbIMK cpeacTBamu. CobopHoe
co3HaHue LlepKBU 3aKpenuio «MKoHorpa-
¢uyeckuii gormar» pybneBCKON WKOHbI B
cepeanHe XVI Beka, korga CrornaBbiii
cobop «Bo3Ben ero Bo Bceoblymit obpaseL,
npeanucae nucatb 06pa3 «Ceatoin Tpom-
ub» Kak nucan AHgpeir Pybnes n “npecno-
BYLLME rpeyecKmne }X1BonucLbl »*2

noxa koHua XIV - Hauvana XV cTo-
NeTVsA, B KOTOPOM Xun un TBOpUN AHapen
Py6nes, Gbina Bbijalowencs no cBoemy
WCKNIOYNTENIbHOMY 3HA4YeHUI0 B UCTOPUU
Pycckoro rocyaapctBa. OHa 3HameHoBana
€000 BO3POXK/AEHNE HALMOHANBHON KyNbTy-
pbl B CBA3Y C CO3PEBLUMM B CEPALIAX PYCCKMX
NOAEN CTpeMeHeM K 0ObearHeHNo Beel
Pycn ana cBep)KeHWA MOHrofo-TaTapcKoro
ura®. «Pycckan LlepkoBb urpaer B 310 Bpems
KpynHenLyto ponb B fefe co3uAaHus pyc-

CKOW rocyAapCTBEHHOCTM U HAaLMOHANIbHOTO
o6beauHeHuA. Ee rmaBa - MUTpoNonuT nepe-
e3xaeT u3 Bnagumupa B MockBy n Tem
CaMbIM Nofi4epKMBaeT 3HaYeHre MoCKBbI He
TO/IbKO KaK roCcyAapCTBEHHOM, HO U KaK Liep-
KOBHOW cTonuub»*. B TakoMm ncropnyeckom
KoHTeKcTe AHzpei Py6neB co3paer MKoHY
Ceatoin Tpouupl. .OnopeHcKuii roBopuT:
«Hac ymunser, nopaxaet 1 o4ty 0Xuraet B
npou3sBeseHnn PybneBa BOBCe He CHOXKET, He
YMCIO TP, He Yallia 3a CTOSIOM U He Kpuna,
a BHe3arHo cfiepHyTas Mnpej HaMu 3aBeca
HoyMeHanbHoro mupa... Cpean Metywmxca
06CTOATENbCTB BPEMEHW, CPeAn pasfopos,
MexnayycobHbIX pacnpeit, BceobLuero oagnya-
HWA 1 TaTapCcKUX Haberos, cpeau 3Toro ry-
6okoro 6e3mMupus... OTKPLUICA LyXOBHOMY
B30pYy GECKOHEYHbIN, HEBO3MYTUMbIN, Hepy-
WAMBIA MUP, €CBbIWHWIA MUP» TOpPHero
mupa. Bpaxae v HeHaBucTW, LapALlem B
AO/bHeM, MPOTMBOMOCTaBMAachL B3auMHasA
Nto6oBb, CTPYALLAACA B BEYHOM COIacum, B
BeYHO 6Ge3MonBHON Gecede, B BEYHOM
efuHcTBe cep ropHuUx»*. M3 3Tnx BbiCKa-
3bIBaHUI cnegyeT BbIBOA: MKoHa CBATOM
Tpouubl, C 0AHO CTOPOHBI, ABWIACH pe3ysib-
TaTOM [lyXOBHOW W WCTOPUYECKOW MM3HU
pycCKOro Hapoja, a C Apyroi - 3ajaBana
Lenb AyXOBHbIX U UCTOPUYECKUX yCTpemsie-
HUWIA K eAMHCTBY, B3aMMHOW Nt0OBK, K Npeo-
61aaHMI0 FOPHUX LIEHHOCTEN Hag, AONbHEM.
B XIV Beke cTaHOBUI0CH NOHATHO, YTO BYyAy-
Liee rocysapctso OyAeT MHOrOHaLMOHaNb-
HbIM (BOCTATOYHO BCMOMHUTb JEATENbHOCTD
cB. CrecbaHa MepmcKoro no mpocseLieHno
3bIpAH). Ho Hapoabl HUKOrAa He XUBYT B
COBMECTHOCTV NPOCTO TaK, OHW Bcerga npo-
XKUBaIOT BMecTe AN yero-To. ’KMBbIM 1 co3u-
AaTeNbHbIM HayaaoM, HanpaBAAOLMM Becb
XOA, CMIOYeHUA, BbICTyNaeT NPOEeKT COBMe-
CTHOW u3HW. Hauum Het 6e3 Tpaguumm, 6e3
npownoro, 6e3 namMaTM. Ho 3Toro HepocTa-
TOYHO — HaLMW GOPMUPYIOTCA U XKMBYT NINLLb
MOCTOJIbKY, MOCKONbKY BOMnowaT B cebe
CTpeMmJieH1e OCyLeCTBUTb 0BLLYI0 Nporpam-
My rpAAyLiero, JocTWYb obuien uenwn. Benu-
4yme HpaBCTBEHHO-UAEONOMMYECKOro 3Haye-
HUA TBOpeHus AHgpes Pybnesa B ToM u
cocTomT, 4to 06pa3 CesToit Tpouupl coean-
HW NPOLUIOE HAPOAA, ero yXOBHbIN OMbIT 1
Oyayluee Kak obLuee HaUMOHanbHO-rocyAap-
CTBeHHoe LenenonaraHue. pu KaHoHu3a-
umv B 1988 roay Auapes Pybnesa cobopHoe
co3HaHue Pycckoin npaBocnaBHON LEepKBU
MoATBEPAMIO OFPOMHOE 3HauyeHve obpasa
CsaToit Tpomupl ana Poccun 1 Bcero npaso-
CNaBHOTO MWpa TeM, YTO Ha MKOHe mper.
Angpeit Pybnes unsobpaxeH fepxalym B
pykax mkoHy CssToi Tpowmubl, a B Tponape
CKasaHo:

«boxectBeHHaro CBeta nyyamu 06nu-
cTaeMblii, npenofobHe AHzpee, Xpucta nos-
Han ecu - boxuto Mpemyapocts 1 Cuny un
nKkoHoto CBATbIA TpowuLbl BceMy MUpy npo-
noeegan ecu EamHereo Bo Cesten Tpouue,
Mbl e CO YAMBJIEHWEM U PaJiOCTMIO BOMNEM
TU: UMeAn fep3HoBeHue Ko [MpecsATert Tpo-
uLe, MOV NPOCBETUTM AYLUIN HaLLay.
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