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CopouuHCcbKMi
iKOHOCTAC (JeTaib)

The Sorochynskyi
Iconostasis (detail)

Buxop pyiliHyBaHb MaM'ATOK apXiTEKTYpU Ha Te€peHaxX YKpalHW, KOJM 3aTUHYJIMU Be-
an4Hi ikoHOocTacu xpamiB Kuesa, Yepnirosa, Hixuna, Pomen, Mrapa, Ilorrasu Ta
IHIIMX MicIb, HA IACTH 1 HA JUBO OOMUHYB OJIHY 3 HalsICKPaBiMMX NMaM'TOK YKpaiH-
cpkoro 6apoko 30-x pokis XVIII ct. — Craco-IIpeo6paskeHCbKy IIEPKBY 3 YHiKaJIbHUM
ikonocTacom 3 c. Beanki Copounniii Mupropozacbkoro paiiony IlonrraBcbkoi o61acTi.
Henepesepmenuii piBeHb (paxoBoi, MUCTEIbKOI MAalICTEPHOCTI BiATBOPEHUI B apXi-
CTaH AK KOHCTPYKI[IM CIIOPYAH, TaK 1 )KMBOIIACY TA JEKOPY IKOHOCTACY, 3aCB1JYEHUI HA
noyaTky 1960-x pokiB, CIIOHyKaau SO KOMILJIEKCHOI pecTaBpallii XpaMy Ta iKOHOCTa-
Cy, IO TPUBAJA OJJHOYACHO 3 JOCTIJPKEHHSMU Ta PECTABPAIIE€IO YHIKAJIbHUX ITaM ATOK
3 iHTep'epiB KUIBCHKUX XpaMiB y mpogos:x 1960-80-x pokis.

Ha momeHT mowaTky poOIT icHyBaJu NOOJAMHOKI Hapucu Ta 3rajgku npo Cmaco-
IIpeob6paskeHChKy IEpKBy i ii ikOHOCTAc, X04a y HAayKOBUM OO0Ir maM'ATKy BBEJH IIe
ny6rikanii kinng XIX — mogatky XX cT., a came crarTi A. Kcenzenka B «KueBckoi
crapune» 3a 1887 pik [1] i J. EBapHunskoro B xxypHaii «HMcropuueckuil BeCTHHK»
1902 pixk [2]. B 3rajjanux maTepiajax ImojaBajloCh 3arajbHe BPaKEHHs IPO 1HTEp'ep
IEPKBH, 3Ta/yBajJoCs MPO 1KOHOCTAC, CKJen rerbMaHa Tomo. Ilpo cmopymxenns
Craco-TIpeo6paskeHCbKOI IEpKBU 30€pErIoCh HACTYIIHE JOKYMEHTAJIbHE CBIJUEHHS:
«...micreuka Copounnni, IlpeobpaxeHncbka iepkBa, MypoBaHa, 3 OKPEMOIO I PEB'THOIO
JI3BiHMIIEI0, XOJIOAHA, OOy J0OBaHA B 1734 poui crapaHHsM i Ha BJACHI KOIITH MaJO-
pociiicekoro rerbMaHa Jlannra ITasnosa Anocrona» [3]. Micnie ciopyakenns Craco-
IIpeobpaskeHChKOI IIEPKBU HE BUIAJKOBE, 3yMOBJIEHE BHOOPOM KHMBOIMCHOI Tepu-
Topii Ha 6epesi piuku Ilcboi, B MeKaxX yKpillJIEHb € TbMAaHCHKOI'O MA€TKY Y MICTEUKY
Bennkux CopounHIIsAX — BEJIETIOHOMY aJMiHICTPAaTUBHOMY IeHTpi Mupropoacbskoro
HOJIKY, Ha Joui sikoro JI.Aniocros nepe6ysas 3 1678 p. [4].

MucrenrBo3HaBui po3BiJJKU 3 BUBYECHHA IEPKBM 1 IKOHOCTACY aKTUBI3yBaJIUCh 3
kinnga 1950-x poxkis. Liit Temi 6ysn npucBAYeHi AOCTIJPKEHHS MPOBITHUX BUCHUX:
I'H. Jlorsuna, II.M.JKoxroscekoro, I1.0. binxenwvkoro, JI.C. MinsgeBoi, — 3aBia-
KU HAIIOJATAHHIO AKHUX i 6yJI0O po3noYaTo IUTAHOMIpHY apXiTeKTYypHY pecTaBpaliio
mam'saTeu [b].

3axomene cupuiHATTA IIpeobpaxeHCcbKOro Xpamy 3HAXOAMMO B HyOsiKaIlii
I"H. Jlorsuna 1960 poxy: «..B 1732 pori 6y:1a 36yroBana IIpeoGpaxeHcbKa 1epkBa —
OJIMH 3 HAl61/1bII CaMOOYTHIX TBOPIB yKpaiHCBKOI apXiTeKTypH, ii Oy/[iBHUYOMY JaBaIu
HATXHEHHs1 00pPa3u PifHOro MUCTeNTBa. FIOT0 yBary MOJOHUIH CIIOPYU CYBOPOT TIeH-
TpuuHOi KomMno3unii. Tomy BiH 06paB xpemaruii 1eB'aTuAiIbHUI 1IaH. XpaM, nepsic-
HO YBIHYaHHUU JieB'ATbMA OaHAMMU, 36€pir Tinbku n'aTh. biuni kamepu B MixpykaB'ax
XpecTa MaIOTh JIBA APYCH.

Poaramosani ycTymaMu Macu BAajio TPynyIOThCsA HABKOJIO IIEHTPATILHOI 6aHi, yTBO-
pIOIOYM ACKPABO BUABJIEHY HEHTPUYHY KOMIIO3MIIiI0. Bona symoBuIa ojHaKoBe BUpI-
HMIEHH$ apxXiTekTypH acais. Yci rpani xpamy opoOpMIEHHI 0JHAKOBO ITUPOKUMHU ITiJIs-
CTPaMM, IO 3aKIHUYIOThCA HEPO3KPINIOBAHUM KAPHU3OM. Y JPyroMy sIPyCi KOKHA TPaHb
IpopisaHa BIKHAMH, 4 B IEPIIOMY — BIKHAMU T1JbKUA MI)KPYKaBHUX IIPUMIIIEHDb TA IIOP-
TaJIiB B IOOOBUX I'PAHAX — 3aXiJHIH, NiBHIUHIN, miBgeHHUI. [lepeBakaoTh BEpTUKAID-
Hi YWIEHYBAaHHs, JiHII YMCJIEHHUX I'PaHEM, NJIACTPIB HAJUYHUKIB BiKOH. BoHu cTBOpIO-
I0TD KBaBUI 1 cuibHUM pyx Bropy. lllo6 nocuanTu ypoducTicTh, MaiicTep nepeTBOPIOE
CKpoMHi 6pamu y Tpiymdanbsi 6pamu. Tpusonaresnii oTBip 06B€JIEHO KPYIIHUM Ha-
JUYIHUKOM i 03J06JIEHO OPHAMEHTAIBHOIO ITOPi3KOIO 10HIKAMH Ta HAMUCTUHAMM. .

ButonueHe 32 KOMIIO3UIIi€IO i IOBETIpHO MepexyaTe 6ijse rpoMaasa OyAiBIi HEMOB
BUPOCTAE 3 HEBUCOKOTO YPBUCTOT'O O€PEra i INHE B TEMHY OJIAKUTD. 3a11aM'STOBYIOThC S
I BeJIMYHUM 1 BOAHOYAC MAJIbOBHUYMMI CUJIYET 1 4y JOBUNA TEHITHUN JEKOP.
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Yci npodini — kapHU3M, PPOHTOHYMKU, HAUTMYHUKU BiKOH 1 ABEpPE, MiasAcTpH Ol
IOPTaJiB T2 KAPHU3 HA PiBHI XOpiB meApo BKpUTi pizbboio. Criopy/a 1eryisiHa, IOTUHD-
KoBaHa...» [6].

Ha nymMKy HaykoBLiB, cICT€Ma KOHCTPYKIIN CIIOPYAM BKA3ye Ha MPSMY 3aJI€KHICTD
BiJl IPUIIOMIB AEpPEB'SHOTO HAPOJHOIO 3044YecTBA. Bpakae rapMoHis moegHaHHS
006'eMHO-IIPOCTOPOBOTO BUPIMIECHHS 3 HENEPECIYHUMHU 3pA3KAMH ILUTACTUKH YKpaiH-
CBKOTO 6apOKO B Jekopi ¢acafgiB. Aje TOJOBHUA MHUCTEILKUI HArojJoc 3po0JeHO Ha
iKOHOCTACI, AKMH, Ha MACTs, MailKe He IMOCTPpaXK/Jas 1 yac noxesxi 1811 poxky.

CopouYnHCBKHUH IKOHOCTAC € YHIKQJIBHUM 3 6araTbox acnekris. KoxHa 3 Tpbox Horo
YACTUH Ma€, 3arajoM, CaMOJOCTATHIO KAHOHIUYHY CTPYKTYPY Ta TEMATUYHY IPOTPAMY.
IIpu niboMy ikOHOCTACH IPUJIIJIIB IOEHYIOTHCS 3 IIEHTPAJBHUM apXiTEKTOHIYHO Ta Te-
MaTU4HO. /IMHAMIYHUI CTPili KOMIIO3ULII iIKOHOCTACY, XapaKTep Pi3bOJE€HHS, KUBO-
IIC BUCOKOT'O IaTYHKY CTBOPIOIOTh HEMOBTOPHY CYTHICTb COPOYMHCHKOIO iKOHOCTA-
CYy — YHIKQJIBHOI IaM'ATKH JJOOM 3piJIoro yKpaiHCBKOTO 6apoKo.

3a BiJICYTHOCTI CTIHONUCY B iHTEP'epl XpaMy, iIKOHOCTAC CTaB HENEPECIUHUM XYAO0K-
HiIM BUTBOPOM, II[O YBiGpaB NIMPOKY 6OTOCIOBCHKY Ta TEMATHUYHY IIPOrPAMy XPaMOBOTO
xusonucy. IT'arusapycunii ikoHocTac Mae BucoTy 18 M, a oBKMHA HOrO CTAHOBUTD 22M.
HenTpanbHa itoro yactuHa npucssiueHa Ilpeo6pasxkenHio I'ocriogabomy, miBHIYHA —
IToxposam IlpecBaroi boropoauni, a mipgenna — Csariit Tpiini. Ikonn jpiaa ikoHo-
CTACy BUTOTOBJISJIMCH 32 TPAJUIIFTHOIO TEXHOJIOTI€I0, HA IUIIOBUX JIOIIKAX, 110 JIEBKACY
oMiHUMH papoamMu.

Ha MoMeHT cTBOpeHHs B iKOHOCTaci 6yJI0 CTO TPUALATH iKOH, a Ha YacC IEPHIOro
INOBHOIIIHHOTO ob6cTexXeHH: y 1960-Xx pokax ABaHAAIATH 3 HUX OyJM BTpAdeHi, Ha Bi-
ciMHaaIATH OOpa3ax JeBKac i3 papOOBUM IMAPOM 3a3HAB 3HAYHUX IOIIKO/KEHb 1 4acT-
KOBHUX BTpaT. bysin BTpadyeHi ikoHN IeHTPaJIbHUX APCHKUX BpPaT Ta IIOBHICTIO ITAaPChKi
BpaTa Ipu/ijaiB. 3a BiJICYTHOCTI JleTaJIbHUX OIMCIB IEPBICHOI TEMAaTUYHOI IpOrpaMu
iIKOHOCTACY, CYTTEBY KOPUCTD Y aTpUOYLii iKOH, KpiM KoJ1a 36€peXeHNX aHAJIOTiB Ta 60-
rOCJIOBCBKUX TEKCTiB, JAIOTh HAIIUCH HA iIKOHOCTACI T JOKYyMEHTAILisl IOJO JOCTiIKEeH-
Hs Ta pecraspaunii ikony 1960-1980 poxax. [7].

IxoHU BikKOHOCTACI pO3MiIEHO B HACTYITHIN OC/Ii JOBHOCTI, IOYMHAIOYH 3 IEHTPaJlb-
Hoi yacTuHu. CTpUKHEM i1 KOMIIO3UIIiT Ta TEMATUYHOI IPOTPaMH € IEHTPaJbHi iIKOHI
Ta €JIEMEHTH KOKHOTO SPYCy — [IOYUHAIOYH 3 IIAPChKUX BPaT, 3 PO3TAIIOBAHUMU 062614
ixoHamu «Bcenepaxurenns» Ta «boropoaung Hes'anyunii L{BiT», 1ani Hag ikoHocTacoMm
ixoHa «Crac HepykoTBopHmii», BUIE y CBATKOBOMY psji «l'aeMHa Bedepsi», Hax HEIO
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«Xpucroc-Apxiepeit», «boropoaunsa-3HameHHs» Ta BiHIleBa Komnosullis «Posn‘arra»
3 npucTosuuMu obpaszamu boropoauni ta loana Ilpeareui Ta po3ramoBaHuMu 06a-
6iu gHroMamu 3i 3Hapaagamu crpacreit 'ocnmognix. Jlo ckiany ikoH HAMiCHOTO psAxy
IEHTPATbHOI YacTUHU yBiinum obpasu: «Ceara YasHa», «Ycnina Ilp.boropoaui»,
«Apxanren Muxain» (Bpara ;kepTOBHMKA), «ApxaHren ['aBpuin» (IUAKOHCBHKI BpaTa),
«IIpeobpaxkenns I'ocnogne» Tta «IIpopok Jlanuiro». AHTENEH/iyM HEHTPaJbHOI Jac-
THUHPHU MICTUTH TpU repbu poay AnocrtosiB — ¢yHAaTOpiB XpaMy Ta ikoHy «IIpopok
Janmio y posi 3 1eBamu». Ilapcpki Bpara yBiHuye o6pa3 «Craca HepykoTBopHOTO».
TpeTiil CBATKOBUI psiJi B NEHTPAJbHIA YaCTHUHI MiCTUTb 300pa’KEHHS CIEH i3 3eM-
Horo xuTTA Xpucra: «[loksoHiHHA BOAXBiB», «CTpiTeHHS», «XpelleHHs», «Bxin
Jo €Epycaaumy», «Bockpecinna l'ocnogne», «Bosnecinnsa», «3imecttss Cs.Jlyxa»,
«BosnsBrkennss Yecnoro Xpecra». /Io anmocTONbCHKOTO YMHY YBIHILIN 300paskeHHS
12-tn YuniB Xpucra, 3aKOMIIOHOBaHi B iKOHaX MapaM# Ta PO3TAIIOBAaHI 06abid IleH-
TpaJbHOro ob6pasy «Xpucroc Apxiepeit»: «Cp. Anocronu Xoma ta Bapdomomiii»,
«CB. Annoctonu CumeoH Ta Anjpiii», «CB. Annocroau Ilerpo i IlaBno», «Ce.AnmocTonmn
Axie 3aBegeis Ta loan», «CB. Anocrosmn Marsiii Ta Mapko», «CB. Anoctonu Iluaun
ta Taxeit». [Ipopounii, BiHnesuit paa cpopmoBanuii 06adiu «boropoxauni-3HameHH >
€JIICOBUHUMH 32 abpucaMu ikoHaMmu y pisbbiaeHux kaptymax: «I[Ipopok Aapomn»,
«ITpopoxk Moiiceitr», «[Ipopok 3axapis», «IIpopok Jlasun». Kaprym y Burnaai asoro-
JIOBOTO OpJia 3 06pa3oM «boropojurii — 3HaMeHHs» TPUMA€E BiHEIIb KOMIIO3UILii iKOHO-
cracy — «Posn'arTs».

Ixononuc IlokpoBCbKOro NMpUALTY iKOHOCTACY NMPUCBAYEHUH KUTIHHOMY IMKIY
Ta ycJaaBJIeHHIO boropojuili, Mos'a3aHuUM 3 HEIO CUMBOJIAM Bipd, IPOPOKaM, arioCcTo-
JIaM Ta CBATUM, IO MEPEAPEKIN Ta MponoBigyBaau ii cBaticts. KBiHTeceHnnis 6oro-
CJOBCBKOI ijiei, BUABJIEHOI B iKOHOIMCI, BTiJIeHA y II€HTPAJbHUX iKOHAX KOKHOT'O
apycy: HamicHa «Ilokposa Ilp. boropoauni», «<boropoauis y xMapax» B CBATKOBOMY
pani, «lapuns Hebecna» 3 amocToabCbKOTO YMHY, BiHIeBUil o6pa3 «KoponyBanHs
boroponuni». B mamicHoMy psaxy s6epermuchk ikoHm: «CB. Hukozum ta Poman
Conoxkocnibenb», «C.Credpan» (AusAKoHCBKI BpaT), «ApxaHren Muxain» (Ha 3aJ0-
Mi MiX HiBHIYHOIO Ta IIEHTPAJBHOIO YACTUHOIO iKOHOCTACY), «BBefeHHS IO Xpamy»,
«bnaroBimeHHsA» (IOB'A3yl0Ya JAHKA MIXK IMPHJIJIOM Ta II€HTPAJIBHOIO YaCTHHOIO).
HoxonbHuit pag mictuthb ikonu «Crpara Cs.Bapsapu», «<Aznam i €sa». CBaATKOBUI psij
npucsadeHuil crenam 3 xxkUTTA CB. loakima Ta AHHM Ta ycaasiaeHHIO boropoauni, aki
PO3TamoByIOThCA 062614 06pa3y «boropoauIg B xMapax», a came: «Breua jjo €runty»,

IIpopox Januno.
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«O6pyuenna Mapii Ta IU/IOCI/IHa», «MoninHsa npo nocoxu», «I[lepmocBsAmenHUKY 3 Iyp-
nypom, mo BuTkana Mapia», «llinrysanna Mapii Ta €1uszaBeTn», «XpUCTOC y Xpami»,
«boropoguns y cnasi», «baarosimenns» [8]. B annocroabcbkomy paai 06a6iu o6pasy
«[lapuni HebecHoi» MiCTUTBCS 3006paK€HH IMiCTHOX AIIOCTOIB 3 KOJIA 70-tu (0 TpuU
B ofiHi# ikoHIi): «CB. AntocTomnm lociit Bapcasa, KaumenT, Cocinarp», «Cs. Amocronu
Owmiciit, Craxiit, Apxinm». Janxi nmogai6Huii 3a KoMnosumnieio o6pa3 posmimeHuil Ha
MOB'AI3YIOUIM JaHI[I MiX HNPHUJIJIOM Ta IEHTPaJbHOIO 4YacTHHOI — «CB. AmocToan
Kneona ta Kingpar i Cs. /lioniciit Apeonarit». ¥ BiHIIeBOMY IPOpPOUYOMY SIPyCi po3Ta-
HIOBYIOTBCS, 064614 neHTpaibHOI ikoHn «KoponyBanusa boropoauni», 06pasu B pisp-
6nenux kaprymax: «IIpopok ABakym», «IIpopok I'ijeon», B cuMeTpUIHUX KapTyIIax
10 iHIIi# GiK IIEHTPATBHOI IKOHM 0Opa3u BTPAUEHi, a MOB'I3yI0Uy JIAHKY BiH4a€ o6pa3
«ITpopoxk Lmns».

B miBpenHili yacTuHi ikoHOCTacy, npucssadeHiil Cpariit Tpiiini Temaruka iKOHO-
IHICY TAaK CaMO PO3TOPTAETHCA Bijl NEHTPATbHUX, CTPUKHEBUX 0Opa3iB: HAMiCHOTO
«CraposasiTna Tpiiinsg», nenTpaabHOro y csarkosomy paji «Hexina Beix Ceartux»,
Jleicicy anmocTonbChKOTO psAfy Ta BiHeBoro oopasy «bora Casaodga». /lo ckragy Hamic-
HOTO SIpyCy YyBilinan ikoHU: «3imecTTsa XpUucTa B IEKJI0», «BockpeciHHA» (MOB'A3y0ua
JAHKAa MIXK LEHTPAJIbHOIO YaCTUHOIO Ta iKOHOCTacoM npupiny), «3imectrrtsa Cs.
Jyxa», «Ilepmocsamennunk Menbxicenek, map CamiMcbKuil» (JUSAKOHCBKI BOPOTA),
«boropoaunsa 3 HEMOBIAM» (06pa3 HoBuil), «CB. Peonociii». B anTenenaiymi 36epe-
rinach ikona «Crpara C. Karepunu». Cepes iKOH CBATKOBOrO SApyCy CJiJ 3raJaTH:
«YBipyBaHHSA XOMU», «3IIJIEHHS GiICHYBATOT0», «XPUCTOC 1 CAMAPUTAHKA», «3IIJT€HHS
cainoro». Jlo anocToabCbKOro, Aeicicnoro apycy ypiiinuim ikonu: «Cs. Anocrosnu Tajeit,
Tumodiii, Cumon» (Ha BUTHHI o 06xoanThcA cToBm), «CB. Annoctonu Baprasa, lakis,
Mardeii», «Cb. Anocronu Cuna, lakis, nesifomuii» . B mpopouomy sipyci 06a6iu o6pasy
CaBao@a posramosyoThcs ikonu: «IIpopoxk lesekinb», «IIpopox Conomon», «I[Ipopoxk
Codonnii», IIpopox locis», IIpopok Mixeii».

TEXHIKO-TEXHOJIOI'TYHI OCOBJMBOCTI YHIKAJBHOI TAM'ATKU

ITepmi cipo6u peTenbHOrO JocaiakeHHs ikoHocTacy Criaco-TIpeobpaxkeHcbKoi riepkBu
maTyioThca 1962 pokowm i BigOyBammch B X0/ BiApsAKeHH CIiBpOOITHUKIB [HCTHTYTY
icTopii Ta Teopii apxiTekTypu i 6yaiBenbHOI TexHikn. Toxi 6ynm 3pobieHi nepiri BUCHO-
BKU IIOZIO aBTOPCTBA iKOH Ta HOTPe6u y IeTaIbHOMY AOCTiKEeHH] Ta pecTaBpanii [9].

Halikpamumu ymMoBamMu 1 BUBYEHHS XYJOKHBOTO TBOPY € HOro pecTraBparisi.
¥ 1968 porii BUHHKJIA IPONO3UITisl 3a//11 TOBHOIIIHHOTO BiIHOBJIEHHS iIKOHOCTACY I1e-
penaTtu ikoHu B YKpaiHCbKe cIelliajibHe HayKOBO-pecTaBpalliiine BUpoOGHUYE yIIpaB-
aigHa Jlepx6yny YPCP. Heo6xifHiCTh TPOBOAUTH pecTaBpPaIliio JKMBOIKICY 3HOMHHUX
iKOH B yMOBaX CTaIliOHApHOI pecTaBpaiiiiHoi maiicrepHi y Kuesi nigrpumana s 1969 p.
pimenaaMm Buenoi Pagn JlepxO6yny Ykpainu. 3 MeTOO IOBHOIIIHHOTO BiJIHOBJIEHHS
6JIM3BKO CTa JBAAIATH iKOH Ta Pi3bOJE€HHS BEIMYE3HOI CTIHM IKOHOCTACY OyJI0 CTBO-
peHO GpuUrasy XyJ0KHHUKiB-pecTaBpaTOpiB 1 MUCTeINTBO3HaBIiB. Ovyonus ii poboTy
pectaBpaTop Bumoi kpaiigikanii Boiitko I1.I., npeacTaBHUK KOJEKTUBY HAyKOBIIiB
JlepxaBHOI HayKOBO-IOCIIJHOI pecTaBpamiiiHol MalicTepHi MiHicTEpCTBa KyJIbTypu
YPCP. [lo cknay TBOPYOro KOJEKTHUBY 3 BiIPOAKEHHS BUJATHOI HaM'ATKH YKPATHCHKO-
ro MucrtenTsa ysilman xygroxuauku Ilogkomaesa B.1., binait A.X., MmucrenTBo3HasIli
IOcum PM., Crninuenko H.I. Ta ximiku — texnonoru Hamusanko O.M., Tepnuiao B.1.
Ta iHmi. 3aBJaHHAM IEPIIOro €TaNy CTAJIN OOCTEKEHHS, MATOTOBKA 10 TPAHCIOPTY-
BaHHA 1KOH /10 KneBa, BUBUEHHA 1 CKJIAJJaHHA IPOEKTHUX NPOMNO3UIINA Ta METOJAUKHN
pecrasparnii ikonocracy. 3 1970 poxy TBopua rpymna 3 pecraspaiiii COpO4HHCHKOTO iKO-
HOCTACy yBIHIILIA IO AiBHUIN 3 peCTaBpaliii MOHYMEHTAJIBLHOTO KUBOIIMCY Ta IIpeaMe-
TiB IEKOPATUBHO — NPUKJIAJHOr0 MUcTenTBa KuiBchkoi Mixko61acHOI pecTaBpaniiiHoi
marictepsi. [loganbmi pob6oTu 3 pecraspanii COpouMHCHKOro iKOHOCTACy OYOJIMIA
kepiBHUK JinpHUI Jlopodienko LII., pecTraBpaTop CTaHKOBOTO XHWBOIMNCY BHINOI
KBaTiikariii.

JKoxen MucTenbKuii TBIp HE MOKHA YIBUTH 11032 TOrO MaTEPiaJbHOIO CTPYKTYPOIO,
a TeXHIKy BUKOHAHH# BIJJOKPEMUTH BiJ| 3aCTOCOBaHUX MaTepianis. CaMma K TeXHIKa BU-
KOHAHHS TiCHO IOB'A3aHA 13 BTIIGHHAM 00pa3y B XyJJO)KHbOMY TBOPi. «CTHJIb B )KUBO-
IUCI, K 1 B TiT€paTypi € OBOJIOAIHHAM MaTepiaJaMy — 91 TO CJI0Ba, YU papodu, 3a J010-
MOT0I0 AKMX IE€PEJAEThCS 3aiyM, a00 ouyTTs», — ropopus /I. Peitnonbc.

Jlo Hamoro 4yacy B Ykpaini 36eperiucs sunre jisa ikonocracu 1730-x pokis — 1ie iko-
nocrtac Tpoinbkoi Hagopamuoi nepksu Kuepo-Ileuepcokoi naspu Ta CopounHCbKiit
iKoHOCTAC, AKi CTBOPIOBAJIUCH Maiizke oJHOYAcHO. JIpyre HapoaxeHHa OOU/ABI HaliBi-
JIOMiII MepanHN YKpaiHCBKOTO 6apoKo oTpuManu opgHodacHo —y 60-80 pp. XX cr.
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i 3aBASKY 3yCUJIAM OJJHOTO TBOPUYOTO KOJEKTUBY XyJAOXKHUKiB-pecTaBpaTopin. Takmit
HeIMepeCciuHnii JOCBiJ| JaB MOXINBICTh MPOBECTU MOPIBHAIBHY XapaKTEPUCTUKY TEX-
HIKO — TE€XHOJIOTIYHUX OCOOIMBOCTEN IUX MaM'ATOK.

O6cTexeHHd iIKOHOCTACY BCTAHOBUJIM, II[O OCHOBY HOTO CKJIIaI0Th JIUIIOBI JOIIKHI
3 PiBHOIO TOBEPXHEIO 3aBTOBIIKU BiJ 2 /10 4 cM., mo(ap6OBaHi y CMHIH KOJIip, CHHE TJIO
IOKPUBAE aKypHa JAy’Ke TOHKA 32 MAJIOHKOM HAaCKpi3Ha pi3bba, Ky CTBOPIOIOTH CTU-
JIi30BaHI POCJMHHI OPHAMEHTU: T'POHA BUHOTPaJy, fI6/IyKa, IpylIi, MaKOBi TOJiBKH,
Ay6oBe, BUHOTPAJHE Ta aKaHTOBE JUCTA. Pi3bOIeHHA iIKOHOCTACY HE HECE KOHCTPYK-
TUBHUX HaBAHTAKEHD, A € JINIIE JCKOPATUBHUM O3/I00JIEHHAM, [0 BKPUBAE BCIO H1OTO
HOBEPXHIO. BOHO BUKOHAHE 3 JTUIM i BKPUTE IIIJILHUM IIAPOM JIEBKACY Ta MO30J0THU
(«HA TOTIMEHT»).

JIpi6GHi 32 po3MipOM iKOHH CBATKOBOI'O Ta IPOPOYOro sIpyCiB BUKOHAHIi SIK OJHE
1ijie 3 pi3bOIEHNM OOpaMJICHHAM Y BUIVIAAL KapTymriB. CTiHA iIKOHOCTACY CKIaga€ThCs
3 OKpEMUX IIMTIB, 3'€/[HAHNX IOMiXK COOO0IO 1 KApKAaCcOM 3a JOINOMOTOIO radyKiB Ta IBH-
XiB KOBaJIbCbKOro BUroTosaeHHd. 11i niBaxu 36epernucd y apyromy apyci. Bci ikonn
CopoYNHCBKOTO iIKOHOCTACY BUKOHAHO Ha JTUIIOBUX JOIIKAX B OJIHHIN TeXHili, JOMKN
1KOH CKJIEEHI 3 IBOX YaCTHH, 3pijKka 3 3 1 3'eiHaHI pyX/IMBUMU NIITIOHKAMU 110 /1Bl 3yCTpiy-
Hi. 3BOPOTHIH 6ik 06pO6IEHO 3eH3ybeIeM, a Ha CTUKAX JOIOK 3aKJIE€HO MPATUBOM,
KOHOILJIEIO BiJIIOBIJHO JIO YKpaiHCcbKol Tpaaunii. Ha nesknx ikoHax crocrepiraloTbcs
3aKJIe€HI KOHOILIEIO JIONKH i 3 TUIOBOTO OOKY, IO JOOpE BUIHO 3aMiCTh TABOJOKU Ha
micni BTpaTu Ha ikoHi «CB. ITpopok Jlanunio».

JleBkac Ha iKOHAX KJIe€KpEHASIHMII 6araTomapoBuii 6i710ro KOJbOopy, TOBIIUHOIO 1O
2 MM, 37€61IbIIOr0 KPUXKHI, a B A€IKUX BUIAJKAX 3 BiJIIapyBaHHAM BiJi OCHOBH IO
kpaax. Pap6oBaHMii map UiJIbHUI 3 IVIaJKOIO TOBEPXHEIO, ;KUBOINC GaraTomapoBUit
i3 3aCTOCYBaHHAM JIeCYyBaHb. BiTbIl KOPIYCHO NPONUCAHO JIUKH, PYKHU, CKIATKU O -
ry. Ili€lo 03HaKOIO BUPI3HAIOTHCA IPOPOUYUI APYC, Jie KUBOIKIC Ma€ BUPA3HY (PaKTypy,
BOYEBHU/Ib 3 PO3PAXYHKY HAa CIPUMHATTA i3 3HauHOI BucoTu. IIpukpacu i opHameHTH
BUKOHAHO 30JI0TOM.

Ha MoMeHT miiIrOTOBKM iKOH JI0 TPAaHCIOPTYBAaHHS MOKPUBHUM Map M'AKOTO JaKy
3TEMHiB, OyB IIJIbHO 3a0py/JHEHHI, IO HE AUBHO, J/[Ke JIOBTUI yac XpaM rnepedyBaB
y 3aHen6aHoMy cTaHi. /lepeBuHa ikOHOCTAcy Oysa BpakKeHa ;KyKaMH-TOUMIbHUKAMM,
micHsABoIO. ITo Bchomy papboBaHOMY HmIapy criocTepiraBcs KpyImHO, CEPEIHBO i ApiGHO
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Bosuecinus.

Y nporeci pecraspariii.

(L. Ne30)

The Ascension.
During restoration
(inv. no. 30)
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CiTYaCTUI KpaKeJIop I'PYHTOBOTO MOXOJKEHHs, 110 KpadxX KpaKegiopa — IPOTEePTTs
¢apb6osoro mapy. 3B'a30k ¢pap60BOro mapy i J€BKacy 3 ocHoBow nopyuenuii. Ha mic-
IAX CKJIEHKU JOIOK IIPOCTEKYBATIOCH 31yTTH JIE€BKACY.

B xoxi pecraspanii cranmo 3po3ymiso, IO BUKOHABISAMHU iKOHONHUCY OyJIO KiJbKa
MaMCTpiB, IpsIME CBiJUEHHSI TOMY — BiJJMIHHOCTI Yy >KMBOIIMCHINI MaHepi BUKOHAHHSI.
MucTernTBo3HaBIl NPUIYCKAJN AYMKY, IO aBTOPAMH iKOH Oy/IH XyZO0KHUKHA MaicTep-
Hi Kueso-Ileuepcokoi saBpu IBan Makcumosuu ta ®eokrtuct IlaBioBcbkuii, mup-
ropojcekuii skxuponucens Jlyk'su bopoBuk — 6aTbko B. bopoBHKOBCBKOTO, 2 TaKOX
Bacuniit PeknHCbKUN, IEH3IIIO SIKOI'0 MOTJIN HaJIeKaTH iKoHM «Ycrinsa boropoauiti»,
«boromarip — 3namenns», «Cs. YigHa». Ha KopucTbh OCTAHHBOI'O MUTIIA NIPAIIOE MIPs-
Ma aHaJIOTisl MiXK ikoHOIO «/leicyc» COpOYMHCHKOro iKOHOCTACY Ta MOJAIGHUM 0Opa3oM
3 aIIOCTOJIBCBKOTO sApycy MukosaiBcbkoro cobopy y Hixkunni Ta BozHeceHncbkoi riepkBu
c. bepesna YepHniriBcbkoi o6macTi. Im's Bacuiisa PeximHcbkoro, mo nucas iKOHH JJIs
HIKIHCBKOTO co6opy vy 1734 p. nokymenTaipHO 3adikcoBane [10].

3arajbHOIO PUCOIO JJIsl BCIX BUKOHABIIIB iKOHOCTACY € IOSIBA TAKUX OCOOJIMBOC-
Tell MUCbMa, K CBITJIOTIHD, JiHiliHA IIE€PCIEKTUBA, O3HAKU MHUCTEITBA IIOPTPETHOTO
JKMBOIIHUCY.

METOJIMKA PECTABPAIIII IKOHOCTACY

¥ 1969 p. nepexn TpancnopryBanHsaM ikoH 3 Crraco-IIpeo6paskeHChKOI IIEpKBH 10 pec-
TaBpaliiinoi MalicrepHi B Knepi moBepxHIo ikOH 6yJI0 3aKJI€€HO IUTAaPKOBUM ITAIlEPOM
Ha 3-8 % oceTpoBoMy KJiel, OKpeMi 3 ikoH 6yyin 3aKjIe€eH] TPOpIIAKTUYHOIO 3aKJIEHKOIO
me y 1948 p. XapakTepHoIo 115 611bII0CTi iIKOH GyJ1a BTpaTa 3B'I3Ky OCHOBH i (hapbOBO-
ro mapy y BUIISAI KPUXKOTO KJIeeKpeiasaHoro geskacy. OTxke, roJJOBHOIO ONepali€io,
IiCJI OYUIIEHHS BiJ| HOBEPXHEBUX 3a0PYHEHD CYXMM CIIOCOOOM T2 06pOOKY Ae3iH(pek-
tantamu 1,5% po3dnHOM KaTaMiHy 6akTepunuaHoro i 1,5% posunnom nenraxiaopde-
HOJIATY HaTPiio 3 BOAOIO, 6yJ10 yKpirnieHHs geBKacy 3-10%> po3unHOM 0CeTPOBOro KJICIO
3 HACTYITHUM IIPAcyBaHHAM rapsdoio npackoio. Jlingaku BigmapyBaHHs ¢apO0oBOToO



IIapy JOJATKOBO 3aKPiIlIIOBAJUCS HATypPaJbHUM OJKOJIMHHUM BOCKOM. Micig BTpar
(pap6oBoro mapy i JieBkacy ZOIOBHSIN KJI€EKpeuasaHuM jeskacoM Ha 10%> po3unni
oceTpoBoro kieto. [IpoMuBky BiJ HoBepXHEBUX 3a0pylHEHb BUKOHYBAIN €MYJIbCI€IO:
cnupt — I vacTuna, aneron — I wvactuna, Boga — 3-5 wacTus Ta 3-5 Kkpaneygb HamATHUP-
HOro cnupTy. Perenepaitiro raky poouau napamu eTuaoBoro cuupty. Iicis sHaTTsa un
3TOHIIEHHS 320PYAHEHOTIO JIAKY €MyJIbCielo cupT — niHeH (1:1) BUkonyBaau BUGOPKy
MexaHiuHO. 3piJika Ha iKOHAaX TPAIUISJIMCD 3AIIUCH, AKi 3HIMaJIM €eMYJIbCi€I0 CIUPT, Ii-
HeH, aneToH (3:5:2). /g BUKJINKY TOHY IOBEPXHIO IPOTUPAIN gaMapHUM JakoM (1:1)
3 MiHEHOM, TOHYBAHHS MiCIb BTPAT BUKOHYBAJU OJiliHUMU (papbaMu, a Micas BUCHU-
XaHH iIKOHU TOKpUBAIN JaMapHuM jgakoM (1:1). Ha nepmomy eTani nposeeHHs po6iT
3BOPOTHIH 6iK iKOH 06POOGJISIN BOCKOM, Bijl 4Oro Mi3Hillle BiIMOBUJINCH, BPAXyBaBIIN
JIOCBi/l IEHIHTPaJICbKUX pecTaBpaTopis, 3okpeMa M.B. Ilepniesa, cnocTepekeHHd KO-
ro 32 JIOLIJIbHICTIO METOJUKHU TIOKPUTTA BOCKOM HE BUITPAB/AINCE.

TakyuM 4MHOM, rOJIOBHUMM INPUHIIUIIAMU IIPOBEAECHHS poOIT Oy KOHCEpPBaLiiHO-
pecTaBpamniifHi 3axXo1, 10 BiJIIOBia10 BUMOTaM 30€PEKeHHS aBTEHTUYHOI ITaM'ITKH.
Ile Topkanocs i pecTaBpamnii JeBKacy 3 IMO30JI0TOI0 «HA MOJIMEHT», 110 MOKJIHUBOCTI,
36epekeHHs Horo npodimo. /loMoBHIOBAJINCS JTUIIE MICIsI BTPA4E€HOTO Pi3bOJeHHS,
AKi He BKPUBAJIMCS JIEBKACOM 1 He 3o0Tuancsa. Micig Api6GHUX BTpAT MO30J0TH TOHY-
BAJIM aKBapeJIbHUMU (pap6aMu, 3 METOIO IPUTAIICHHS BTPAT JIEBKACY.

PecraBpariio pisp0I€HHSI iIKOHOCTACy B CTalliOHAPHUX yMOBaX BUKOHAHO B TaKii
nocaijoBHOCTi. Ilepmodepropo mpoBeaeHO AE3MHCEKIII0 K KOHCTPYKTHUBHUX eJIe-
MEHTIB, TaK 1 pi3boH, 6€3 JEMOHTAKy KOHCTPYKIlil, BpaXOBYIOUM HACKPI3HUN XapaKTep
pi3b6eHHsA. BogHouac ykpinoBagach caMa KOHCTPYKILiS, KA 3 4aCOM 3a3HaJIa Jes-
KHUX J€CTPYKTUBHUX 3MiH.

BinpecraBposani ikonu Buepure 6yau ekcnoHosasi y CogilicbkoMy 3aIoBigHUKY Ha
BucTasili y 1985 p. CreniasbHe rpadiuHe 3aIpoIIeHHs HA BUCTABKY PO3POOUB XyTOXK-
Huk I.B.bareuxo. Ily6riune BinkpuTTs meaeBpiB COpOYMHCHKOIO iKOHOCTACY MAJIO
BEJIMKHUI PO3roJIoc i CXBaJEHHS NIMPOKOTO KOJIa KUAH i roctedt crommui. Iicas nosep-
HeHHA ikoHonucy xo Crnaco-IIpeo6paxkeHcbKol epKBU BOHA CTAJIA MiCIleM IAaJOMHHU-
ITBA YHUCJIEHHUX Bi/iBiyBadiB 3HaMeHUTOro COpOYNHCHKOIO ApMapKYy, 10 TPaAUIiN-
HO BifOyBaeThcs y ['ororiBcbkomy Kpai BoceHU.

bamkue Mo3HaloOMUTHCH 3 BUJATHOIO MTaM'SITKOIO YKPaiHChKOr0 6apOKOBOI'O iKOHO-
IHICY YUTAYEBI JO3BOJIATH IPEACTABJICHI B 2 TbOOMI LTIOCTPAaTUBHI MaTepiaim.
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Inna Dorofiienko, Olha Rutkovska

By a stroke of good fortune, the whirlwind of destruction that obliterated so many
architectural monuments throughout Ukraine, resulting in the irretrievable loss
of magnificent iconostases in the grand churches of Kyiv, Chernihiv, Nizhyn, Romen,
Mhar, Poltava, and other cities, bypassed one of the most superb monuments of Ukrainian
religiousarchitecture: the Transfiguration Church (Spaso-Preobrazhens'katserkva). Located
in the village of Velyki Sorochyntsi, in the Myrhorod district of the Poltava region,
the church was built in the 1730s. Restoration work on the Transfiguration Church was
launched in the late 1960s, after scholars conducted a study of the interiors of various
churches in Kyiv, and was completed in the 1980s. At the outset of the restoration work
there were several extant sketches and references to the Transfiguration Church and
its famous iconostasis, which had become the object of scholarly examination at the
turn of the nineteenth century. Figuring prominently in the corpus of publications
devoted to this monument were two articles: the first, by A. Ksenzenko, was published
in 1887 in Kievskaia starina (Kyiv Antiquity), the scholarly Russian-language monthly
devoted to Ukrainian studies; the second, by the preeminent Ukrainian historian of
the Zaporozhian Cossacks, Dmytro Yavornyts'kyi (pen name: Evarnitskii), appeared in
Istoricheskii vestnik (Historical Bulletin) in 1902. Both authors describe the interior of the
Transfiguration Church, its iconostasis, the hetman’s burial vault, etc.

The church is described in the following fragment from an archival source:
. [situated in] the small town of Sorochyntsi [is] the Transfiguration Church, [it is
made of] brick, with a separate wooden belfry, unheated, built in 1734 through the
efforts and with the personal funds of the Little Russian [i.e., Ukrainian] Hetman Danylo
Apostol.” The construction of the church took place against the background of several
crucial events in the history of Ukraine, including the restoration in 1727 of limited
autonomy in Left-Bank Ukraine, with a hetman administration. The new hetman of
Ukraine, Danylo Apostol, chose the village of Velyki Sorochyntsi in which to build the
Transfiguration Church because his manor was located in this populous administrative
center of the Myrhorod Regiment, which he had headed since 1678. The church, one
of a number of structures erected on the territory of the local fortress, was designed
to be the burial vault of the Apostol family. This tradition eventually spread to other
locales: the Church of Three Saints in the village of Lemeshi, in the district of Kozelets,
Chernihiv oblast (1755); the Cathedral of the Nativity of the Mother of God in Kozelets
(1752-63); the Church of the Nativity of the Mother of God in the village of Sedniv
(1690, 1796-1814); and other eighteenth-century monuments located in the lands of
central and northern Ukraine.

In the second half of the twentieth century, a group of eminent Soviet Ukrainian art
historians and academicians — Hryhorii Lohvyn, Pavlo Zholtovs'kyi, Platon Bilets'kyi,
and Liudmyla Miliaieva — conducted research on the Transfiguration Church and its
iconostasis, which marked the beginning of systematic restoration work.

In an article published in 1960, Lohvyn described the church in Velyki Sorochyntsi
that had so captured his attention: “The Transfiguration Church, built in 1732, is one
of the most original examples of Ukrainian architecture. Its builder was inspired by
images of his native Ukrainian art. Captivated by structures with a severe centrical
composition, he chose a cruciform design consisting of nine sections. Only five of the
original nine cupolas remain, and the side chambers in the transepts are two-tiered.

“The spaced [architectural] masses are expertly grouped around the central
cupola, creating a brilliantly executed centrical composition that is also reflected in
the architecture of the facades. All the facets of the church are formed identically with
broad pilasters, each topped with an unadorned cornice. On the second level each facet
features windows, while on the first level there are windows only in the chambers of the
transept and in the portals on the frontal facets—the western, northern, and southern.
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IIpeo6paxenns locnoawne.
3araJbHUN BULVISA

JI0 pecTaBparii.

Ha 3uimIii BusiBjIeH1 MicIis,
IIOKPUTI Gyrpamu (JeBKac),
ta xpaxemop (Ius Ne27)

The Transfiguration.

General view before restoration.

Photo shows buckling
of priming mixture

as well as craquelure
(inv. no. 27)

Vertical divisions formed by the lines created by numerous facets, pilasters, and window
frames predominate, all of which produce a dynamic and powerful upward movement.
In order to intensify the feeling of solemnity, the church builder transformed the modest
gates into triumphal arches (gates). The tripartite entry way is encompassed by a heavy
frame embellished by ornamental cutouts, Ionic sculptural elements, and beadwork.

“Sophisticated in its composition, the jewellike openwork of the white structure
seems to rise from a low, steep bank into the dark blue sky. Its imposing yet picturesque
silhouette and marvelous, delicate décor are unforgettable.

“All the profiles —the cornices, pediments, window and door frames, the pilasters next
to the portals, and the cornice on the choir-loft level — are covered with woodcarvings.
The structure itself is made of brick and plaster work.”

Scholars are convinced that the system underlying the construction of the church is
closely linked with the techniques of Ukrainian folk wood architecture. The décor of the
facades is a harmonious blend of spatial decisions and examples of Ukrainian baroque
sculpture. But the main artistic emphasis is on the iconostasis, which, luckily, was not
damaged during a fire in 1811 that destroyed the church’s small corner cupolas.
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During the first half of the eighteenth century, iconostases unmistakably recreated
the aesthetics of the “mature” baroque period. They had a monumental structure, and
in most cases concealed the altar area, extending across the breadth of the church,
creating a multipartite composition whose exquisite arches encompass the pillars of
the altar area. The Sorochynskyi iconostasis is unique in many aspects. Each of its three
sections has a self-contained canonical structure and set theme. In addition, the side
iconostases are unified architectonically and thematically with the central one. The
dynamic order of the composition of the iconostasis, the character of the carvings,
and the exquisite paintings all come together to create the unforgettable essence of the
Sorochynskyi iconostasis, a unique monument of the Ukrainian baroque period.

The masterfulness of the church painters and the obvious traces of European baroque
art naturally led the group of Ukrainian art historians to conclude that the iconostasis
in the Transfiguration Church was created by representatives of the Kyiv School of
icon painting. The Tarasevych brothers and Alimpii Halyk are mentioned among the
individuals involved in developing the techniques of this school of icon painting during
this period. Thanks to their talent and European education, they trained an entire pleiad
of Ukrainian painters and icon masters at the workshop of the Kyivan Cave Monastery.
The masterfulness of both the composition and the carvings on the iconostasis has led
some art historians to affirm that this artistic gem in Velyki Sorochyntsi is an example
of early High Rococo.

With the absence of wall paintings in the interior of the Transfiguration Church, the
iconostasis was the main work of art in this place of worship. Comprised of five tiers, it is
18 meters high and 22 meters wide. The central section of the iconostasis is dedicated to
the Holy Transfiguration; the North side, to The Protection of the Mother of God; and
the South side, to the Holy Trinity.

The iconostasis originally had 130 icons, but by the time the first comprehensive
study was launched in the 1960°, 12 had been irretrievably lost, and on 18 other images
the priming mixture of alabaster and chalk was seriously damaged and partially
crumbled. The icons on the central Royal Doors and the side doors have not survived.
In the absence of detailed descriptions of the iconostasis’s original set of themes, the
inscriptions on the iconostasis and documentation on the research and restoration of
icons undertaken in the 1960°~1980° helped in the attribution of the icons.

The icons in the iconostasis are placed in the following order, beginning with the
central section (left to right). The bottom tier depicts the three coats of arms of the

IIpeobpaxkenns.

Jerann ikonu 10 pecTaspartii.
Ha 3nimii BugHO BTpaTH JIEBKACY
Ta kpakemopy (Ias.Ne27)

The Transfiguration

of Our Lord.

Detail of icon before restoration.
Photo shows loss of priming
mixture as well as craquelure

(inv. no. 27)




Apostol family (the church founders) and the icon, The Prophet Daniel in a Moat with Lions.
The “Sovereign” tier in the central section contains the following icons: Saint Juliana
(Uliana), The Dormition of the Mother of God, The Archangel Michael (on the Deacons’ Doors),
The Mother of God and Child, Christ the Savior, The Archangel Gabriel (on the Deacons’ Doors),
The Holy Transfiguration, and The Prophet Daniel. The Royal Doors are emblazoned with the
image of Christ the Redeemer Not Wrought by Hand (Spas Nerukotvornyi). The third, “Feasts,”
tier in the central section contains depictions of scenes from Christ’s life on earth:
The Adoration of the Magi, Christ’s Presentation at the Temple, The Baptism of Christ, The Last
Supper (in the center, above Christ the Redeemer Not Wrought by Hand), The Resurrection,
The Ascension, The Descent of the Holy Spirit, and The Exaltation of the Cross. The fourth tier,
known as “The Apostles,” features icons of the twelve disciples of Christ, composed in
pairs and situated on both sides of the central image of Christ the Priest: The Apostles
Thomas and Philip, The Apostles Simeon and Andrew, The Apostles Peter and Paul, The Apostles
Matthew and John, The Apostles Mark and Luke the Evangelists, and The Apostles James and
Bartholomew. The “Old Testament Prophets” tier (top row) features elliptically contoured
icons mounted in carved cartouches: The Prophet Aaron, The Prophet Moses, The Mother of
God of the Sign, The Prophet Zachariah, and The Prophet David. The image of The Mother
of God of the Sign is mounted in a cartouche in the form of a two-headed eagle holding
the crowning icon of the iconostasis, The Crucifixion. On both sides of The Crucifixion are
the acolytes, John the Baptist and The Mother of God.

The North side of the iconostasis — Pokrova (The Protection of the Mother of God) —
is dedicated to the life of the Mother of God and associated symbols of the faith, as well
as the prophets and Apostles who prophesied and preached about her holiness. The
bottom tier contains the icons of The Execution of Saint Barbara and Adam and Eve.
The following icons have survived in the “Sovereign” tier: Saints Nicodemus and Roman the
Melodist (Solodkospivets), Saint Stephen (on the Deacons’ Doors), The Protection of the Mother
of God, The Archangel Michael (on the indentation), The Presentation of Jesus at the Temple,
and The Annunciation (linking the North side with the central section). In the “Feasts” tier
are icons depicting scenes from the life of Saints Joachim and Anna and the adoration
of the Mother of God, which are located on both sides of The Mother of God in the Clouds.
In the “Apostles” tier, on both sides of the icon of The Heavenly Empress, are images of
six Apostles (three in each icon): The Apostles Joseph called Barsabus, Clement, and
Sosipater and The Apostles Onisius, Stachius, and Archippus. The icon depicting The Apostles
Cleopas, Dionysius the Areopagite, and Codratus (Ukr.: Kindrat) is situated on the connecting

3imecTs 10 meka.
(Tas Ne29)

Christ’s Descent into Hell.
(inv. no. 29)
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link between this section and the central one. In the top tier, “Old Testament Prophets,”
are icons mounted in carved cartouches: The Prophet Avakum, The Prophet Gideon, and the
central image—The Holy Trinity. The images that were once mounted in symmetrical
cartouches on the other side of the central icon have not survived, and the connecting
link is crowned with the image of The Prophet Elijah.

The bottom tier of the South side, dedicated to the Holy Trinity, features the icon
of The Execution of Saint Catherine. The “Sovereign” tier contains the following icons:
Christ’s Descent into Hell, The Resurrection (the connecting link between the central section
and the southern section), The Descent of the Holy Spirit, The Prophet Melchizedek (on the
Deacons’ Doors), The Mother of God and Child (a new image), The Holy Trinity, and Saint
Theodosius. The “Feasts” tier contains the following icons: Christ Appearing to Saint Peter of
Alexandria, The Healing of the Madman, Thomas Delivered of His Unbelief, The Ascension, Christ
and the Samaritan Woman, The Raising of Lazarus, The Sermon at the Temple, Christ Healing
the Blind Man, and The Myrrh-Bearing Women. The third tier contains the following icons:
The Apostles Thaddeus, Timothy, and Simon (on the indentation surrounding the pillar),
The Apostles Barnabas, James, and Matthew, The Redeemer with the Acolytes [list: Christ with]
John the Baptist and the Mother of God, and The Apostles Silas, James’s Brother, and Unknown.
The following icons are situated in the “Old Testament Prophets” tier, on either side of
the icon of The Lord of Sabaoth (Almighty): The Prophet Solomon, The Prophet Sophonias, The
Prophet Jonah, and The Prophet Micah.

TECHNICAL AND TECHNOLOGICAL FEATURES
OF THE SOROCHYNSKYI ICONOSTASIS

The first thorough study of the iconostasis at the Transfiguration Church dates to 1962,
when a group of researchers from the Institute of History and the Theory of Architecture
and Construction Techniques reached preliminary conclusions about the identities of
the icon painters and the need to conduct further studies and restoration work.

The best way to study an artistic work in depth is to restore it. Thus, in 1968, in the
interests of conducting a full-scale restoration of the iconostasis, it was proposed that the
icons be transferred to the Ukrainian Scholarly-Restoration Directorate at the Ministry
of Construction Policy of the Ukrainian SSR. The following year, the ministry’s Scholarly
Council formally agreed to support the crucial need to restore the icons at a restoration
workshop in Kyiv. The full-scale restoration of the nearly 120 icons and the woodcarvings
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on the panels of the iconostasis called for the creation of a team of art restorers and art
historians led by one of Ukraine’s preeminent art restorers, P. I. Voitko, who was a member
ofagroup of scholars working at the State Scholarly-Research Restoration Workshop under
the Ministry of Culture of the Ukrainian SSR. Among the members of this group were
the artists V.I. Podkopaieva and A. Kh. Biliai, the art historians R. M. Yusyn and Natalia
Slipchenko, and the technical chemists O.M. Nashyvanko and V.I. Terpylo. The main
task during the first stage of work was to test and prepare the icons for transport to Kyiv
and to formulate draft proposals and the methodology governing the restoration of the
iconostasis. In 1970 the group of scholars and restorers began working in the department
responsible for restoring monumental paintings and decorative and general-use art
objects at the Kyiv Inter-Oblast Restoration Workshop. Further restoration work on the
Sorochynskyi iconostasis was overseen by the department head, Inna P. Dorofiienko, a
specialist in the field of easel painting.

No work of art may be considered apart from its material structure, nor can
the techniques behind its execution be separated from the materials used to create it.
Technique is closely connected to the creation of an image in a work of art. According to
the influential eighteenth-century English portraitist Sir Joshua Reynolds, style in both
painting and literature is the mastery of materials, whether words or paints, which help
to convey the design or an emotion.

Only two Ukrainian iconostases dating to the 1730 have survived to the present day:
the iconostasis of the Gate Church of the Holy Trinity at the Kyivan Cave Monastery
and the Sorochynskyi iconostasis, both of which were created almost simultaneously.
As well, both iconostases received a new lease on life in the 1960°-1980°, thanks to the
efforts of the same group of art restorers. This unprecedented event in the history of
Ukrainian restoration enabled art historians to carry out a comparative analysis of the
techniques and technological features of these monuments.

Tests showed that the Sorochynskyi iconostasis is constructed of planks of linden
wood with a smooth surface between 2 and 4 cm wide and painted blue; the blue
background is covered by a very thin layer of azure-blue carvings in the form of stylized
plant ornamentation: clusters of grapes, apples, pears, poppy heads, as well as oak,
grape, and acanthus leaves. The carvings on the iconostasis do not add any substantive
weight, but are only a decorative feature that covers its entire surface. The linden wood
carvings are covered by a solid layer of priming mixture of alabaster and chalk, as well
as gilding (“as poliment”).
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The small icons in the second and fourth tiers were executed as one piece with
carved embellishments in the form of cartouches. The wall of the iconostasis consists
of individual shields joined to each other and to the framework by hooks and nails, the
latter forged in smithies. Such nails are evident in the second tier. All the icons of the
Sorochynskyiiconostasis were executed in oils on linden planks; the two, and sometimes
three, planks of every icon are glued together and joined by two movable dowels, one
opposite the other. The reverse sides were grooved by a rabbet (rebate) plane, and
the joints of the icons were sealed with spun yarn—hemp, in keeping with Ukrainian
tradition. The art restorers observed that the planks of some icons were sealed even on
the frontal sides with hemp (instead of pavoloka, a costly fabric that was imported during
the Kyivan Rus' era); this is clearly evident on the icon of Saint Daniel.

The priming mixture consists of alabaster and chalk; it is multilayered and white
in color, up to 2 mm thick, and crumbly; in some areas, scaling is evident from
the foundation along the edges. The painted layer is solid and has a smooth surface; the
painting is multilayered and shows the application of thin layers of transparent paint
used to strengthen or change the tone of the other paints. The faces, hands, and folds in
the clothing are limned more substantially. It is precisely this feature that distinguishes
the “Old Testament Prophets” tier of icons, where the painting has a vivid texture.
This was clearly done in order for these icons to be seen from a considerable height.
The decorations and ornaments are fashioned out of gold.

By the time the icons were ready to be transported, the top layer of soft varnish
had darkened and was very dirty—hardly surprising given the lengthy period of time
during which the church stood neglected. The wood of the iconostasis was damaged by
woodboring beetles and mold. The entire painted layer showed large, medium-sized,
and fine patterns of cracks, known as craquelure, originating in the base; at the edges of
the craquelure the paint layer was rubbed away in places. The link connecting the paint
layer and the priming mixture with the foundation was violated. In certain places where
the planks were glued together the priming mixture had buckled.

During the restoration it became evident that the icons were painted by several icon
masters, as attested by the different painting styles. The art historians concluded that
the icons were created by Ivan Maksymovych and Feoktyst Pavlovs'kyi, artists from the
workshop of the Kyivan Cave Monastery; the Myrhorod painter Lukian Borovyk (the
father of the icon and portrait painter Volodymyr Borovykovs'kyi); and Vasyl' Reklyns'kyi,
who may also have painted the icons of The Dormition of the Mother of God, The Mother
of God of the Sign, and Saint Juliana. The attribution to Reklyns'kyi is borne out by the
clear-cut resemblance between the icon of The Deisisin the Sorochynskyi iconostasis and
a similar image in the “Apostles” tier of the iconostasis in Saint Nicholas’s Cathedral in
Nizhyn and an icon in the Ascension Church in the village of Berezna, Chernihiv oblast.
The name of Vasyl' Reklyns'kyi, who painted the icons in the Nizhyn cathedral in 1734,
is recorded in archival documents.

The trait shared by all the icon painters is the presence of such techniques as
chiaroscuro, linear perspective, and elements of portrait painting. In the late 1960° the
faces in the icons of The Prophet Daniel and Saint Juliana were identified as the facial
features of the church’s founder, Hetman Danylo Apostol, and his wife Uliana.

RESTORATION METHODS

In 1969, before the icons were transported from the Transfiguration Church to the
restoration workshop in Kyiv, the surfaces of the icons were covered with cigarette
paper glued with 3-8 percent isinglass (transparent, colorless, water-soluble fish
glue made from the boiled swim bladders of sturgeons). Prophylactic glue had been
applied to some of the icons in 1948. The majority of the icons showed the loss of the
link between the foundation and the paint layer — the crumbly, gluey-chalky priming
mixture. Thus, once the surfaces were cleaned using the dry method and disinfected
with a 1.5-percent solution of bactericidal ketamine and a 1.5-percent solution of
sodium pentachlorophenate and water, the main operation was to strengthen the
priming mixture of alabaster and chalk with the application of a 3-10-percent solution
of isinglass, followed by the passing of a heated iron. Spots where the paint had been
rubbed away were additionally strengthened with natural beeswax. Spots of missing
paint and priming mixture were filled in with a gluey-chalky priming mixture in a 10-
percent solution of isinglass. Surface dirt was washed away with an emulsion made of
one part alcohol, one part acetone, three to five parts water, and three to five drops
of liquid ammonia. The varnish was regenerated with ethyl alcohol steam. After the
dirty varnish was removed or thinned out with an emulsion of alcohol and pinene (1:1),



sampling was done mechanically. Occasionally, marks on the icons were removed with
an emulsion of alcohol, pinene, and acetone (3:5:2). To bring out the tone, the surface
was wiped with dammar varnish and pinene (1:1); the toning of missing spots was done
with oil paints. After they dried, the icons were covered with dammar varnish (1:1).

During the first stage of the restoration work, the reverse sides of the icons were
treated with beeswax, a process that was subsequently discontinued because Leningrad-
based art restorers, particularly Nikolai Pertsev, had observed that the beeswax method
was not justified.

Thus, the main principles behind the restoration work were conservation-restoration
measures to meet the requirements of preserving the iconostasis. The same principles
were applied to the restoration of the priming mixture with gilding (“for the poliment”)
wherever possible and the preservation of its profile. Only spots with missing carvings
that were not covered with priming mixture or gilded were filled in. Small spots of
missing gilding were toned with watercolors in order to tone down the missing priming
mixture.

The restoration of the woodcarvings on the iconostasis was executed in the following
order: the first step was the de-insectation of both the structural elements and the wood
carvings without dismantling the structure, given the ubiquitous nature of the carvings.
At the same time the structure itself, which over time had been subjected to various
destructive changes, was strengthened.

The restored icons were first exhibited at the Saint Sophia Architectural Preserve
in 1985. The exhibit of the masterpieces of the Sorochynskyi iconostasis drew an
enthusiastic response from Kyivites and visitors to the Ukrainian capital. After the
icons were returned to the village of Velyki Sorochyntsi, the Transfiguration Church
became a popular pilgrimage site for people visiting the famous Sorochyntsi Fair, which
is traditionally held in the autumn in the birthplace of the great Ukrainian-born writer,
Mykola Hohol, known throughout the world as Nikolai Gogol.

The illustrations in this album will help readers gain a better appreciation for this
distinguished monument of Ukrainian icon painting from the baroque period.
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