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MPOBJIEMbI TEKCTOJ10I M U TTO3TUKU ®
APEBHEPYCCKOU JINTEPATYPbI

HayuHas cTatbd

B0O3MOXXHbIN UCTOUHUK U306paXKeHUs nowageun
Ha KOHHbIX nopTpeTax uapeu B XVII B.

O.K. Yo
YHusepcuteT wrata BawmHrToH, Cuatn, CoeguHeHHble LLTaTel AMepukn
dwaugh@u.washington.edu

AHHOTaumsa. Pa3Butne NOPTPETHOrO NCKYCCTBA, Ha KOTOpPOe 3HauYnTeNbHOE B/IUA-
HWe OKasanu Xy[0XXeCTBeHHble NpuemMbl MacTepoB 3anagHon EBponbl, ABNSETCH OQHUM
13 Hanbonee BaXXHbIX aCMeKTOB U3MeHeHUs KynbTypbl Poccun HakaHyHe HoBoro Bpe-
MeHU. Cpen U3BECTHbIX NPUMEPOB TaKUX NMOPTPETOB (MapCyH) MOXHO Ha3BaTb KOH-
Hble n3obpaxkeHus Lapen Muxauna Gegoposuya n Anekcess Mmnxamnosuya. CumtaeTcs,
4YTO OHM BblNKN co3f[aHbl ¢ cepeamHbl 1670-x A0 NepBon NoAoBMHbI 1680-X . Xy[0X-
Hukamu Opy>KelHON NanaTbl, KoTopble nAnCcTpupoBanu «Llapckuin TUTYRApHUK» 1672 T.
M ero cnucku. B Hay4yHoun nuTepaTtype, NOCBALLEHHON KOHHBIM NopTpeTaM, Kak npasuso,
aHanu3unpyoTca n3obpaxkeHns BCagHUKOB — Lapen. B ctaTbe uccnepytotcs nsobpa-
XXEHWUsI Nowaaen, BoiABUraeTca rmnotesa o TOM, YTO UX XYLOXHWKN MOMAN YacTUYHO
nogpaxartb rpastopam B KHUrax AHTyaHa ge NntoBunHenst o6 NCKyccTBe BEPXOBOWN e3/bl.
Ero 6orato nnntoCcTpupoBaHHble KHUMM nonann B MOCKBY M TaM Xe 6binn nepeBefeHbl
B 1670 1 1677 rr. POCKOLUHbIE PYKOMUCU NepeBOAOB BK/IOYaNM rpaBropbl, Bblpe3aHHble
N3 KHUT, 1 BblX packpalleHbl Xy[0XHUKaMU LL@apCKOro CKPUNTopus, NOAroTOBUBLLMMMU
NOJHOCHbIE 3K3eMNAPbl TUTYNAPHUKA.

Kniouesble cnoBa: pycckum noptpeT XVII B., napcyHa, KOHHas XXMBOMUCb, AHTYaH
pe MNnoBuHenb, OpyxenHas nanata, TutynapHuk, . B. Hukonaes
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Abstract. One of the significant cultural changes taking place in Early Modern
Russia was the development of portraiture influenced by the artistic tastes of Western
Europe. Among the well-known examples of such portraits (generally termed parsuny)
are equestrian portraits of Tsars Mikhail Fedorovich and Aleksei Mikhailovich. There
is a consensus that these images were painted in the 1670s or early 1680s, most prob-
ably by artists working in the Moscow Armory (Oruzheinaia palata) who also were
illustrating the Tituliarnik, first produced in 1672 and known in subsequent presentation
copies. Scholarly analysis of the royal equine portraits has focused on the depictions
of the tsars. However, little attention has been devoted to the horses on which they ride
and the possible sources for the equine imagery. This article focuses on the horses and
argues that the artists who depicted them may well have been inspired at least in part
by the elegant engravings in Antoine de Pluvinel's book on equitation. The Pluvinel books
(two different editions) had been obtained in Moscow and were the source for Russian
translations whose presentation manuscript copies were illustrated the original engrav-
ings and illuminated by the artists in the Kremlin's royal workshop.
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The 'transitional period' in Russian culture of the sixteenth and espe-
cially the seventeenth centuries provides a seemingly inexhaustible source
of material for new scholarly interpretation. Among the areas of inquiry are
the changes in the visual arts: new themes in painting within the Orthodox
canon and the emergence of secular portraiture, developments which
frequently can be explained at least in part by acquaintance with the art
of Renaissance and Baroque Europe. For example, the mural decoration of the
church of Elijah the Prophet in laroslavl’ clearly reflects the artists' knowledge
of the engravings in the so-called Piscator Bible published in the Netherlands
[Hekpacosa, 1964]. Arguably, the interest of such examples is not so much
to demonstrate that there was slavish cultural borrowing but rather that they
may illustrate creative adaptation to established tradition by artists whose
training and skills had not necessarily prepared them to replicate the current
style and content of the Western imagery. The emergence of ‘western-style’
portraiture was a slow and uneven process, beginning with what clearly
are 'icon-portraits’ (posthumous images of the subjects; parsuny), and only
gradually arriving at representations which quite fully embodied the realism
in contemporary European portraiture of living people. A particularly valu-
able presentation of that development was in a major exhibition organized
by the State Historical Museum (FocygapcTBeHHbIN NCTOPUYECKUA MY3EN,
M) in Moscow in 2003-2004, whose elegantly published catalogue is now
a fundamental resource for any subsequent study of the material [Pycckui
nctopnyecknn noptpet, 2004]. Among the paintings included in that exhibit
and catalogue are equestrian images of the first two Romanov tsars, paintings
which, surprisingly, seem to have received relatively little scholarly attention.
The present article, whose author is not an art history expert, is an attempt
to stimulate further study of those images by suggesting some new hypoth-
eses about their history and possible sources.

The Moscow exhibit catalogues seven equestrian images: the three in Russian
collections include one painting of Tsar Mikhail Fedorovich (FTMUM 32936/WI-
3459) and two of Aleksei Mikhailovich ()-2015/1 [collection of the Moscow
Kremlin]; TUM 32935/M1-3460). The other paintings, now in the National
Museum in Copenhagen, include depictions of Mikhail Fedorovich (KMS 1402)
and Aleksei Mikhailovich (KMS 1401), and images traditionally (if, apparently,
incorrectly) identified as depicting Ottoman Sultan Bayazid | (KMS 1403) and
Tamerlane (KMS 1400)". The Copenhagen paintings of Aleksei Mikhailovich and
Tamerlane have not been reproduced in the Moscow catalogue. We shall focus
on the images in the Moscow collections, since they seem to embody the ear-
liest stages in the creation of the series; for convenience we shall refer to the
pictures by their inventory numbers (Fig. 1). According to the exhibit catalogue,

1 The catalogue of the Danish royal collection depicts the paintings there of Tsar Mikhail Fedorovich
(Inv. 1402), a ‘nobleman on Horseback'’ (i.e., ‘Bayezid', Inv. 1403), and ‘'Tamerlane’ (Inv. 1400) [Gundestrup,
1992, 352, 354, 355]. | am grateful to Claudia Jensen for providing me with copies of the relevant pages
in the Copenhagen catalogue and for her comments on a draft of this article.

M



MpobneMbl TEKCTONOMMU U MO3TUKKN iPEBHEPYCCKOMN MTepaTypbl
Issues of textual criticism and poetics of old Russian literature

Fig. 1. The equestrian images of Tsars Aleksei Mikhailovich and Mikhail Fedorovich
in the Moscow collections / KoHHble nopTpeThl Lapern Anekcess Muxannoeuya
n Muxavnna ®egoposBuya, xpaHsiwmecs B MockoBckux cobpanusax. After:
[Pycckuin uctopuueckuin noptpeT, 2004, c. 124, 122, 121 (NeNe 38, 37, 36)]

all seven paintings are attributed to the ‘Armory [Opy>enHasa nanatal School’
and date between the second half of the 1670s and first half of the 1680s2.
The pioneering monograph on the parsuny by Ekaterina Sergeevna
Ovchinnikova discussed but briefly the two Russian royal portraits (FTMM 32936;
MM 32935) [OBunMHHUKOBAE, 1955, c. 78-79]. Ovchinnikova noted similarities
between the depiction of Mikhail Fedorovich and the ‘portrait’ of him in the
Tituliarnik of 1672, an elaborately illustrated compendium of royal portraits and
titulature (with accompanying descriptive text) which was produced in the Armory
workshop (Fig. 2)3. In her interpretation, the equestrian portrait must have been
produced at the same time as or soon after the Tituliarnik in the 1670s. There
is a curious juxtaposition of 'real’ portraiture in the face of Mikhail Fedorovich
with sketchy renderings of hands and feet. Of course, one may argue that the
likeness of the face in the equestrian portrait to that in the Tituliarnik is at best
approximate. Ovchinnikova concluded that both images must have been the work

2 The current descriptive captioning on the web pages of the State Historical Museum for T'MM
32936 (Available at: https://catalog.shm.ru/entity/OBJECT/3022843?query=napcyHa&index=44) and
MM 32935 (Available at: https://catalog.shm.ru/entity/OBJECT/3022850?query=napcyHa&index=42),
accessed 18 November 2023, reiterate the captioning in the 2004 exhibition. The collections
web page for the Kremlin museums (Available at: https://collectiononline.kreml.ru/entity/
OBJECT/8499?page=15&fund=2766569&index=725), accessed 18 November 2023, identifies X-2015/1
as the work of an unknown (possibly Dutch) artist painted between the second half of the 1670s and first
half of the 1680s.

3 Unless otherwise specified, our illustrations from the Tituliarnik are from the publication of its
images in the primary, large-format manuscript (PFALA. ®. 135. N2 401) [MopTpeTsl, 1903]. We include
also a few images from the somewhat later presentation copy, now in PHB, SpmuTaxHoe cobpaHune No.
440 (Available at: https://nir.ru/manuscripts/RA1527/elektronnyiy-katalog?ab=E43F34DE-AB4B-4891-
9B5F-DDB52238975F), accessed 18 November 2023. On the Tituliarnik, for a summary description and
references, see [KaraHn, 2004].
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Fig. 2. The depictions of Tsar Mikhail
Fedorovich in the Tituliarnik of 1672
(RSAAA, f. 135, no. 401) and in the equestrian
portrait SHM 32936 / N306paxkeHuns Laps
Mwuxauna ®egopoBunya B TuTynspHuke 1672 r.
(PFAOA, ¢. 135, N2 401) u Ha KOHHOM NopTpeTe
MM 32936

Fig. 3. The emblem on the Muscovite state
seal: engraving on the title page
of the Moscow Bible of 1663; the seal of
Grand Prince Ivan lll /| 3mbnema Ha neyaTu
MoCKOBCKOro rocyaapcTBa: rpaBtopa
Ha TUTyNbHOM nncTe MocKoBckon bubnum
1663 r.; neyaTb Ben. KH. MBaHa lll

of Russian artists. The pigments
are egg tempera, but applied to
canvas, not (as in the case of
icon painting), to the prepared
surface of boards. The artist(s)
likely were in the employ of the
Armory or the workshop of Simon
Ushakov. The inscriptions on the
paintings, identifying the royal
equestrians with what arguably is
standard calligraphy of the period,
are additional evidence for the
suggested date of the paintings.

Ovchinnikova's attempt
to identify a possible inspiration
for depicting the tsar on a horse
was limited to a comment about
depictions on coins and, as she
illustrated, an engraved image
on the title page of the Moscow
Bible printed in 1663. The en-
graving shows the Russian im-
perial eagle, on whose chest
is a heraldic shield depicting
a crowned ruler slaying a dragon
(Fig. 3). Ovchinnkova identifies
that image from 1663 as Tsar
Aleksei Mikhailovich. However,
we would stress that this imagery
may be of limited value for ex-
plaining the equestrian portraits
we are studying. The horse and
rider of these heraldic images
tend to be shown galloping in
profile and attacking a dragon or
serpent with a spear. Our eques-

trian portraits show Mikhail Fedorovich on a sedately striding mount and, in
a very different pose, Aleksei Mikhailovich on a rearing steed that leaps out
toward the viewer. Certainly the older Russian artistic representations of horses
and mounted warriors, well known from icons and manuscript miniatures — for
example, icons of SS. Cosmos and Damian or depicting St. George slaying
the dragon, and the countless scenes of mounted warriors in the famous
sixteenth-century ‘llluminated compilation’ (nnueson ceoa) — would appear to
be of little relevance here as models for the paintings which are our subject.
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In his important book on the imagery of Russian rulers, Frank Kampfer dis-
cussed some of the antecedents to our equestrian portrait of Aleksei Mikhailovich,
emphasizing the legacy from the Byzantine tradition of depicting emperors
as secular military leaders [Kampfer, 1978, pp. 198-199, 221-224]. His evidence
for the Muscovite period includes a relief image of Tsar Fedor Ivanovich on the
so-called 'Tsar Cannon’ cast in 1586, which one can see in the Kremlin to this
day. The image shows the tsar wearing a closely fitting crown-cap and holding
a scepter as he rides on a galloping horse. Kdmpfer also illustrates two of the
coins of Aleksei Mikhailovich minted in 1654, a copper one with an image of the
tsar on a striding horse that is similar to the image from the 1663 Bible, and a sil-
ver one with the tsar on a leaping horse that is a closer analogy to the image in
our painting. In both of these, the tsar holds a scepter. As Kdmpfer notes — here
supporting the view of Ovchinnikova - it seems that the norm for such eques-
trian ruler images in Russia was to depict them mainly on coins or seals; so our
painting is somewhat unusual, evoking the image perhaps of the holy martyr
saint holding a cross.

Indeed, one of the important features of our royal equestrian images is that
both of the tsars hold Orthodox crosses as their ideologically most important
identifying attributes. This fact appears to be the main reason S. B. Mordvinova, in
her dissertation on the parsuny (which we have not been able to consult directly),
argued that equestrian portraits should be dated between 1658 and 1666 and
are a response to the conflict between Aleksei Mikhailovich and Patriarch Nikon
[MopaeuHoBa, 1985, c. 85-89, cited from Pycckui nctopuyeckum nopTperT,
2004, c. 120]. That is, the tsars are depicted as the true defenders of Orthodoxy,
and, at least by implication, this is an assertion of the primacy of the secular
ruler over the Church. Mordvinova’'s argument seems not to have been widely
accepted. However, if we were wishing to place at least the image of Aleksei
Mikhailovich in such an earlier context, it could be of interest to juxtapose it with
images of his contemporary rulers and military leaders (Fig. 4), depicted in en-
gravings on leaping horses and brandishing either swords or scepters. Such
imagery was common fare in the imprints of the time; certainly in the depictions
of the horses one can see a kind of common artistic cliché that also is evident
in the picture of the tsar. That Aleksei Mikhailovich bears a cross, rather than
brandishes a sword or scepter, would suggest he is the leader of a crusade
for the true religion (Orthodoxy). This could be a specific reference to the fact
that, unlike his father who never participated in a military campaign, he actu-
ally marched out at the head of the Russian army in the early stages of the war
against the Polish-Lithuanian Commonwealth in the 1650s. This is a tempting
hypothesis and one which retains some interpretive value (even if the paintings
cannot be dated as early as Mordvinova has posited).

Were we to search in Russia for analogues of an equestrian ruler bearing
a cross in a military procession, the obvious comparison which comes to mind
is in the famous icon of the ‘Church Militant’, depicting the procession of the
victorious armies that celebrates the conquest of Kazan' in 1552. In the center
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Fig. 4. The equestrian portrait of Aleksei Mikhailovich (SHM 32935) compared with
engravings depicting his contemporary military and political leaders (clockwise from
lower left: Count Nikolaus Zrinyi, Elector Johann Georg | of Saxony, Emperor Leopold |,
Elector Maximilian | of Bavaria, King Jan Il Sobieski) / KoHHbIN nopTpeT uaps Anekcest
MwuxannoBunya B CpaBHEHWM C rpaBropamMm, U306paxkatoLLMMm COBPEMEHHBIX EMY
BOEHaYaslbHUKOB M NONUTUYECKUX GUryp (Mo YacoBOM CTpeske, C TEBOW CTOPOHDI
BHM3Y: rpad Hukonayc 3puHu [Hukonait 3puHCKUit], CakCOHCKMIA Kyp@ropcT MoxaHH
leopr |, umnepatop Jleononba |, 6aBapckun kypdpropct MakcummnmaH |,
nonbckum koposnb AH Il Cobeckuin)

of the massed troops rides a prominent figure bearing a cross, now commonly
believed to depict the first Christian Emperor Constantine | (Fig. 5). The icon
was prominently displayed in the Cathedral of the Dormition in the Moscow
Kremlin; at least one much truncated copy of it is known. Of course, in terms of
artistic conventions and context, there is no real parallel here to the equestrian
portraits we are discussing.

To the best of my knowledge, the most detailed analysis of our equestrian
images, presenting some intriguing new hypotheses about their origins and
who the artists most likely were, is in the work of Pavel Vladimirovich Nikolaev,
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Fig. 5. Detail from the icon of the "Blessed Host of the Heavenly King" (“Church
Militant”) / deTanb MkoHbl «bnarocnoBeHHo BoMHCTBO HebecHoro Llaps» («LlepkoBb
BOMHCTBYtoLWas»). After: icon-art.info

whose focus is on the material objects depicted in the paintings [Hnkonaes,
2011; 2014, c. 20-24]. Nikolaev argues that all seven of the equestrian images
represent illustrations prepared for three different ‘editions’ of an illuminated
book, the Vasiliologion (BacunuonorunoH). Its text was compiled by the erudite
Nikolai Spafarii Milescu, and the first illuminated presentation copy was prepared
by the artists of the Armory at the behest of Tsar Aleksei Mikhailovich in 1673.
There is documentary evidence that the artist responsible for illustrating that
copy was an Armenian émigré from Persia, Bogdan Saltanov. As we know, only
from the written evidence, the book included pictures of Russian rulers among
26 illustrations of rulers from the ancient Near East up through Classical Greece
and Rome. Unfortunately, the verbal description of what those pictures may
have been is so cryptic as to leave some uncertainty, in my mind, whether our
equestrian images were among them. In Nikolaev's argument, Saltanov was
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uniquely qualified to do a series of paintings which would incorporate ‘Oriental
features’, with which he would have been familiar at the court of the Safavid
shahs before he came to Russia. Unfortunately, Nikolaev does not attempt
to provide comparative examples to illustrate what 'Oriental features' in Safavid
painting might have inspired specific elements in the paintings done in Moscow.
An artist at the Safavid court would certainly have had experience in producing
equestrian imagery. However, stylistically the norms of Islamic painting meant
that such depictions come across as two-dimensional and differ in other ways
from what we see in the paintings which are our focus here (see below).

Two additional copies of the Vasiliologion were ordered by the tsar; their
illustration was done by one or more associates or pupils of Saltanov, in par-
ticular Karp Zolotarev. In this hypothetical scheme, which clearly is based
in part on some unprovable assumptions, Nikolaev argues that only the eques-
trian image X-2015/1 is Saltanov's work. The reasoning for this is that it was
a portrait done in the tsar’s lifetime, which would have meant the tsar could be
depicted in clothing he would actually have worn (an elegant red caftan), not
in the imagined gilded ‘Classical’ armor with which the Russian rulers were
attired in the later copies of Saltykov’s original paintings. The paired images
MM 32936 and N'MM 32935 are from the slightly later second ‘edition’ of the
book, and the Copenhagen images are the last to have been painted, for the
third ‘edition’ of the book. Stylistic differences and variation in some of the
decorative features of the several pictures reinforce these groupings. At some
point, the paintings were removed from the book, mounted, and framed. The
exact history of how they came into the collections where they are now housed
is difficult to establish®.

Nikolaev discusses in a general way the several observations which others
have made about possible artistic sources for the parsuny. Apparently he did
not seek out (or at least did not find) specific sources; he is satisfied merely
to summarize that the models were some kind of friazhskie listy (Western
engravings) — such were known to have been available in Moscow during
the seventeenth century. One should emphasize here that, apart from these
seven paintings Nikolaev associates with the work on the Vasiliologion, no other
images from its illuminated manscripts have survived, and there apparently is no
indisputably attributed work by Saltanov or any of his putative collaborators with
which to compare the paintings we have.

Whatever the weaknesses of his evidence, Nikolaev's hypotheses none-
theless provide a good framework for further investigation of the paintings.
His chronology and explanation for his groupings of the images and the sequence
of their development makes a lot of sense. The artist(s) responsible for the later
versions of the images very likely were copying from the earliest renderings,

4 The two images now in the Historical Museum were purportedly bought in the market in the 1890s.
Nikolaev disputes the contention (advanced in the exhibit catalogue and the catalogue of the Copenhagen
collection) that the Copenhagen images entered the Danish royal treasury at the end of the seventeenth
century; he argues that they had remained in Russia much later than that.
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rather than beginning de novo to create a new set of pictures. So there are
stylistic differences and different choices of detail, but the basic iconography
is the same. Nikolaev's interpretation reinforces the views of earlier scholars
in situating the work in the Armory and somewhat narrows down the date range
to the period between 1673 and 1680. However, he leaves open the possibility
that we might be able to say more concerning the sources for the imagery. Both
in his work and in the earlier scholarship, the depictions of the rulers and their
accoutrements seem to have attracted the greatest attention. Least of all have
the depictions of the horses been analyzed. What follows here is an attempt
address in particular that issue. The evidence which emerges may deepen our
knowledge about the artistic production of the royal atelier in Moscow.

Antoine de Pluvinel’s books on equitation and their translations in Russia

In a seminal article which retains its value to this day, I. M. Kudriavtsev wrote
about the ‘publishing activity' of the Ambassadorial Chancery (Posol’skii prikaz)
in the second half of the seventeenth century [Kyaopsgsues, 1963]. In the late
years of the reign of Tsar Aleksei Mikhailovich, the staff in the chancery began
producing a series of large-format, elegantly illustrated presentation manuscripts
for the tsar and members of his family. Some of the books were translations
of foreign books; the illustration and decoration of the manuscripts involved the
artists of the Armory. Several of these manuscripts had attracted the attention
of earlier scholars and had been reproduced in facsimile: the Tituliarnik of 1672
is one example, its text first published by Nikolai Novikov in the eighteenth
century and the illustrations published in 1903 [KaraH, 2004; NopTpeTsl, 1903].

Until recently, less well known and studied amongst these lavishly pro-
duced volumes from the royal workshop are the translations from the illustrated
equitation manuals' attributed to a famous French master of equitation at the
court of King Louis XIll, Antoine de Pluvinel. Thanks to the recent work by
Prof. Ingrid Maier (Uppsala University), we now know precisely which of the
Pluvinel books were obtained and translated in Russia, and we know a great
deal about the history of their translation and the production of the presentation
manuscript copies [Mawep, 2021a, 2021b; Manep, Pycakosckuin, 2019; Manep,
fAAHccoH, PycakoBckuit, 2021; Waugh, Maier, 2023, pp. 246-253]. As Maier has
established, two different bi-lingual (French and German) editions of the work
attributed to Pluvinel were acquired in Moscow, each serving as the source for
a different translation®. Pluvinel himself may not have been fully responsible
for the text of the earlier edition and certainly not much of what is in the later
edition, but for simplicity we shall designate the books as his. With the excep-
tion of a few epigrams and introductory verses, the translations are from the
German texts. Both books were lavishly illustrated with engravings — based on

1

5 The books, both of which may be viewed online via the database of seventeenth-century German
publications (Available at: http://www.vd17.de), are: Maneige Royal, 1626 (VD 17 3:315740C); L'Instruction
du Roy, 1629 (VD 17 39:126115S).
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the work of Crispin de Passe the Younger — which were cut and pasted into the
manuscripts of the Russian translations.

So far there is little archival documentation about the first of the Russian
translations, made from the edition of Pluvinel published in Braunschweig
in 1626 in lavish landscape format. The translation was made in 1670, very likely
the work of the multi-lingual Ivan Tiazhkogorskii on the staff of the Ambassadorial
Chancery. How the book came to Russia is not known. It seems that the pres-
entation copy of the book (now in RNB, OSRK, FXI.1), whose illumination may
have taken some time to complete, was still in the library of the Ambassadorial
Chancery in the 1680s, illustrated with the elegant original engravings of the print
book. The translation was commissioned, most likely, for the young Tsarevich
Fedor Alekseevich, who is known to have developed a passion for elegant
horses. A dressage master, Taras Stepanovich Rostopchin, was hired to run
the tsarevich'’s stable.

The second translation — from a different, expanded but more modestly printed
edition of Pluvinel, published in Paris in 1629 in portrait format with copies of the
original engravings — is very well documented. While it is not known how the
book was acquired, the print edition was delivered to Tsar Fedor Alekseevich's
chambers in December 1676, and at the beginning of March 1677, he ordered
a translation be made for a presentation copy, the work to be completed
by the beginning of June. The book was large, the timeline short; so the work
was assigned to several of the most experienced translators, each responsible
for a part of the volume. There were delays when some of the translators failed
to do the job and their portions needed to be reassigned. The book was finally
finished, illuminated, and bound only in mid-autumn 1677. As with the earlier
translation, the engravings from the print book were cut out and pasted into
the presentation manuscript, and a separate set of very elegant Renaissance
engravings depicting horses ([Equile loannis Austriaci, 1580] or a later reprint)
was bound in the book as an appendix.

We can only speculate on why the young Tsar Fedor Alekseevich com-
missioned the translation and specified a date for its completion that was quite
unrealistic, given the complexity of the task. One theory is that the deadline
(Trinity Day, 3 June) is somehow particularly venerated by ‘horse fanciers’, al-
though what exactly that means is difficult to establish. More generally it is a day
commonly celebrated in connection with the arrival of summer and associated
with popular beliefs concerning fertility®.

A more plausible explanation for the tsar’s interest is this: since he had
been been seriously ill, confined to the palace all winter (when he could have
been leafing through the print version of the book), as his health was improv-
ing in the spring, he looked forward to getting outside with the onset of warm

6 In discussing the translation, A. V. Lavrent’ev and E. N. Matveeva simply note that Trinity Day was
"especially venerated by ‘horse fanciers' [/laBpeHTbeB, MaTeeesa, 1992, c. 243]. Ethnographers have
recorded in the Volga and southern Russian areas processions of mummers (who wear horse masks)
on Trinity Day [BuHorpapgoga, MNnotHukoBa, 1995, c. 391]. However, it is extremely improbable that Fedor
Alekseevich would even have known of this, much less associated it with the Pluvinel book.
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weather, perhaps in time to celebrate his birthday just a few days after Trinity
Day. The book, after all, has nothing to do with folk custom involving fertility
rites. Rather, it celebrates the sophisticated culture of a royal court at which the
ruler is receiving instruction about the mastery of one of the courtly skills asso-
ciated with ideas of chivalry. Quite apart from its text, the illustrations in Pluvinel
illustrated not simply the processes of training a horse to be able to perform
fancy pirouettes and leaps but show how the royal patron learns to guide the
animal through the same maneuvers. Furthermore, at least at the French court
of the early seventeenth century, as the book illustrates, there still was at least
ceremonial jousting in armor and demonstrations of the skill of a rider who could
even spear a small target ring with a lance when at full gallop.

Pluvinel is shown explaining the training of the horse to his young (16-year-old)
royal patron, the master's pupils demonstrating the fancy maneuvers. Then Pluvinel
helps the king to mount and instructs him through the steps toward mastery of the
equestrian arts. In the end we even see the king in the jousting lists displaying his
skill to an appreciative audience of his teacher and some of the courtiers. We know
that the horses in Fedor Alekseevich's stable were being trained to perform what we
may assume were some of the same maneuvers, possibly guided by the program
described in Pluvinel's book. Even though Fedor Alekseevich suffered from some
physical disabilities, at least in part due to his having fallen from a horse some years
earlier, he could still ride. Maybe as he was feeling healthier with the approach
of spring in 1677, he dreamed of being able to emulate what the book depicted.
At very least, the book could have lifted his spirits, as he once again contemplated
being well enough to leave the palace and visit his stables. Granted, this is but
another hypothesis about the tsar's interest in having the new translation, but one
that seems to me more plausible than to think of some association here with the
folk fertility rituals that greeted summer in some places remote from the Kremlin.

In any event, the important thing to emphasize is that the Pluvinel book(s) and
their elegant engravings were available in Moscow and were known to the offi-
cials and artists who worked for the Ambassadorial Chancery and in the Armory.
So, here we have a source of engravings with horse images, available in Moscow
at the time our royal equestrian ‘portraits’ were being painted. The engravings
could therefore have provided some models for the artists who produced our
paintings and at the same time were illustrating the Tituliarnik. We should stress
that the Pluvinel pictures were not necessarily the only possible ‘source’ for horse
imagery, and even assuming they were drawn upon, the artists exercised consid-
erable freedom in interpretation. Let us now look at concrete comparisons. We will
use the engravings from the 1626 Braunschweig edition, since that is the one
known to have been in Moscow at the time when the Tituliarnik and (according
to Nikolaev) the earliest of our royal equestrian ‘portraits’ were being painted.
The images in the Pluvinel editions show horses with riders, whereas those in the
set of engravings appended to the second Russian translation (Equile loannis
Austriaci) show somewhat idealized images of horse breeds — with one exception,
riderless — posed against detailed backgrounds of imagined landscapes. It is not
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inconceivable, of course, that those finely detailed engravings also were seen
by the artists who created our equestrian images.

The possible influence of the Pluvinel engravings in workshop of the Armory

We might start with the several images of horses in the Tituliarnik. All of them
are found in depictions of heraldic ‘arms’ of the various regions of the tsar's
empire and selected coats of arms of some of the other states whose rulers
are represented in the book. Here is a composite image of these depictions
from the large-format original archival volume of the Tituliarnik of 1672, which,
apparently, was kept in the Ambassadorial Chancery (Fig. 6). The work on the
Tituliarnik was part of an effort precisely at this time to elaborate more fully
the heraldic imagery of the Muscovite state’. The Russian heraldic emblem for
the Muscovite state can be traced back at least to the fifteenth century, when
we first find it used on the seals of Grand Prince Ivan Ill [KameHLeBa, YcTioros,
1974, c. 122-128]. Depictions of St. George and the dragon are found centuries
earlier on Russian coins and princely seals; obviously they were then adapted
in the creation of the emblem that became a standard part of the the Muscovite
state seal. Until the eighteenth century in Russia, that emblematic image was

Fig. 6. lllustrations in the Tituliarnik of 1672 with depictions of horses on heraldic
‘arms’. In the top row, center, the arms of the Muscovite state, flanked by seals
for two of the chanceries. In the bottom row, seals for various regions, the image
on the far right the arms of the Grand Principality of Lithuania, and next to it an
image for the Grand Prince of Lithuania, bearing a shield with the double cross
of the Jagiellonian Dynasty / UnntocTpaumu rep6oBs, n3obpaxatowmx nowagen,
B TuTynsipHuke 1672 r. B BepxHeMm psigy B LeHTpe rep6 MocKoBCKOro rocygapcrsa
1 no 6okaM neyaTun ABYX NpUKa3oB. BHU3Y, nevaTu pasHbix obnacten, BKoYas
(kpanHasa cnpasa) repbbl Bennkoro kHaxecTBa JIMTOBCKOrO U BEIMKOro KHA3A
JlnToBcKoro (psaom), ¢ KpecToM AnHaCTUKN ArennoHoB Ha WuTe

7 The Tituliarnik depictions would seem to be the earliest ones known for many of the ‘regional’ coats
of arms. The ones including horse images (except for the Lithuanian arms) were all reproduced in the
well-known sketch made of of the seal of the Muscovite state which was published in Johann Korb's diary
of the Austrian mission to Moscow at the end of the seventeenth century [[ep6bi ropogos, 1900, c. XI].

21



MpobneMbl TEKCTONOMMU U MO3TUKKN iPEBHEPYCCKOMN MTepaTypbl
Issues of textual criticism and poetics of old Russian literature

always identified as a prince or tsar. Thus it is plausible to suggest, as did
Ovchinnikova, that the reproductions of the emblem in the time of Tsar Aleksei
Mikhailovich should be understood as depicting him.

The heraldic symbols of Lithuania also have a long earlier history, the depiction
of the armed horseman with the shield dating back at least to the the fourteenth
century (Fig. 7)s.

More generally in Rus' there are similar images of mounted warriors on coins
and seals of various princes from at least as early as the thirteenth century
[KameHueBa, YcTioros, 1974, c. 122-128]°. In the Tituliarnik, it seems that the artist
responsible for the depiction of the several coats of arms with horsemen simply
created a prototype image and then copied it with minor variations, his most
likely inspiration some illustration of the Lithuanian heraldic arms (Fig. 8).

The poses in most of the smaller arms of the regions are almost identical,
down to the armor, even if there is some differentiation in detail. Presumably the
choice of a ‘Lithuanian model’ for the emblems for Vitebsk, Polotsk and Mstislav
was deemed appropriate for the ‘West Russian’ regions which were now claimed
by the Muscovite state. Even though the rider in the image for the Circassian
and mountain region wears the same helmet, he is distinguished by his fur cloak
and by carrying a spear instead of a sword.

Fig. 7. The seals of Moscow Grand Prince
Vasilii Il and his father-in-law, Lithuanian
Grand Duke Vytautas / NeyaTtu Benmkoro
KHS3 MOCKOBCKoro Bacunua Il u ero
CBeKpa BeIMKOro KHsA35 IMTOBCKOro
ButoBTa

Fig. 8. The Lithuanian coat of arms from
a manuscript dated ca. 1555 / IlutoBckuni
rep6 (u3 pykonucu ok. 1555 r.).
Wikimedia

8 The Lithuanian heraldry shows the mounted warrior wielding a sword, as we can see in this image
of the seal of the Lithuanian ruler Vytautas (Vitovt). Grand Prince of Vladimir Vasilii ll, Vitautas' son-in-law,
copied that seal for his own, the example here attached to his will of 1423 [Jlakuep, 1990, c. 76].

9 See [fHuH, Manaykos, 1998], in which the images can be searched via the index for 'vsadnik’.
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It is tempting just to assume that the artist responsible for these several
images might not have needed to consult a source other than the Lithuanian
heraldry to draw a somewhat simplified depiction of a galloping equestrian knight.
However, if Nikolaev's hypothesis about Saltanov is correct, that inspiration
could have come as well from Persian painting, in which depictions of galloping
horses are common (Fig. 9). Might we not also find some possible association

Fig. 9. Scenes of the royal hunt painted on the west wall of the Qaysariyyah
Gate at one end of the central square (the maidan), Isfahan, early 17" century
| N306parkeHne KOponeBCKOM OXOThbl Ha 3anagHon cTeHe Kancapumnckmx
BOPOT Ha OKpawuHe LieHTpanbHon nnowaan (Mangan), NcdaxaH, Havano XVII B.
Photo by D. Waugh
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with images in the Pluvinel book? One of its engravings shows in miniature
several stages of a rider galloping in the jousting lists, and then on subsequent
pages, enlarged images depict the king astride the galloping horse, in one
case spearing a target ring and in another striking the head of a dummy with
the point of the lance (Fig. 10). The horses in these images convey the action
and ‘lightness’ of the galloping animal better, one might argue, than do the other
possible sources which could have inspired the artists of the Tituliarnik. Among
other features, they have remarkably bushy tails which flow out behind them.
Granted, the correlations here are imprecise, given the stylized miniaturization
in the Tituliarnik, which very much simplifies its drawings. However, it seems
at least possible that there could have been some inspiration from Pluvinel.

Another of the heraldic images in the Tituliarnik might have been inspired
by Pluvinel’'s dramatic horse engravings (Fig. 11). It depicts a rearing horse
(no rider), the inscription rendering this part of the tsar’s titles as the ‘Sovereign
of all the Northern lands' (Bcest ceBepHbisi cTpaHbl nosenuTenb). While one could
hypothesize any number of analogous images of a rearing horse, the pose in this
particular engraving from Pluvinel is strikingly similar to that in the Tituliarnik
images. Note, inter alia, the very bushy, detailed tail and the flowing mane.

Of particular interest among the heraldic depictions in the Tituliarnik with
mounted riders, given the very different composition, is the image for the rulers
of Georgia (KapTanunckux un rpysmHckmnx uapen — Fig. 12). Here, unlike in the
case of the emblem of the Muscovite state, the horseman spearing a dragon
is clearly St. George, with a halo and a cross on the breastplate of his armor. The
perspective shows the horse moving toward the viewer, rather than appearing
mainly in profile. The horse's head angles inward toward the dragon; the de-
tailed mane flows out and the tail, only partially concealed behind a wing of the
dragon is a detailed and bushy one. It is interesting to compare these images
with a detail from an icon attributed to another of the artists of the Armory, Nikita
Pavlovets, and painted around the year 1670 (Fig. 13)™. Even though there is an
iconographic tradition of depicting the ‘warrior saints' George and Demetrius
of Salonika which can be traced back to Kievan times, this painting, which in-
corporates some of the elaborate architectural details typical in Russian icons
of the seventeenth century, is of interest for its composition, with St. Demetrius
in the foreground spearing an enemy, the saint's horse partially concealing an
image of St. George spearing the dragon. We cannot see all of St. George's horse.
However, its protome (foreparts) suggests a perspective very similar to what
we see in the Tituliarnik images, if lacking some of the detailing in the latter.

There is reason to hypothesize that the depictions of St. George in the
Tituliarnik and the two saintly images in Pavlovets' icon could reflect an ac-
quaintance with the Pluvinel engravings, even though it may also be possible
to find analogues among the many other Russian icons depicting these saints.
In Fig. 14, we compare Pavlovets' St. Demetrius with two of the images from

10 On Pavlovets, see [Hukonaesa, 2012, c. 218-220; bptocoea, 1984, c. 47]. The reproduction of the
icon is from [Eprocosa, nnn. 28].
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Fig. 10. Engravings showing galloping horses in the Pluvinel book, ills. 38, 43 /
CkauyLue nowagm Ha rpastopax KHUru rNnrosuHens, unn. 38 n 43

Fig. 71. The heraldic images for ‘all the Northern lands’ of the Muscovite state -
in the Tituliarnik of 1672 (RSAAA, f. 135, no. 401) and RNL, Hermitage coll., no. 440;
the possible “source” for the depiction, Pluvinel, ill. 10 / Tepbbl «BCEX CEBEPHbIX
cTpaH» MOCKOBCKOro rocyfapcrea — B TutynspHuke 1672 r. (PTALA, ¢. 135, N2 401)
n PHB, SpmutaxHoe cobp., N2 440; BO3MOXHbIN UCTOYHUK B KHUIe TNtoBUHENS,
unn. 10

Fig. 12. Images of St. George from the Tituliarnik and from the icon painted
by Nikita Pavlovets / U3o06paxeHust cB. leoprus B TUTYNSPHUKE N Ha UKOHe,
HanucaHHon H. MaBnoBUeM
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Fig. 13. Nikita Pavlovets' icon of SS. Demetrius of Thessaloniki and St. George,
ca. 1670 / nkoHa cBB. 'eoprusa un Oumutpua ConyHcKoro, HanucaHHas H. Maenosuem,
oK. 1670 r. After: [BprocoBa, 1984, unn. 28]

Pluvinel, the poses of the horses quite similar even though the positioning of the
legs (which can be seen in other engravings in the book) is somewhat different.
The more interesting comparison is what we find for the images of St. George,
since these lead us directly as well to our equestrian image of Tsar Aleksei
Mikhailovich. At least three of the Pluvinel engravings depict the rider and his
horse in a position that bears an uncanny resemblance to that which we see
in the pictures of the tsar (Fig. 15). If we zoom in on the head of the horse, the
details, to my mind, make this comparison even more convincing (Fig. 16).
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Fig. 14. Comparison of Nikita Pavlovets’ icon image of St. Demetrius of Thessaloniki
and two of the analogous horse engravings in Pluvinel, ills. 15, 13 (reversed
horizontally) / CpaBHeHue nsobpaxeHus cB. AMuTpusi CoNyHCKOro Ha UKOHe
H. MaBnoBua c rpaBtopamu nowagen B KHure MNnroBUHens
(Mnn. 15, 13 [pa3melleHa ropmMsoHTanbHo])

Fig. 15. Comparison of the equestrian images of Tsar Aleksei Mikhailovich with
analogous engravings from the Pluvinel book (llls. 26 [reversed horizontally], 15,
27a) [ CpaBHeHMe KOHHbIX MOPTPETOoB Laps Anekcesa MuxannoBuya ¢ aHanorMyHeiMm
rpaBropamMu n3 KHuru MNnroeuHens (unn. 26 [pasmelleHa ropmsoHTanbHol, 15, 27a)

27



MpobneMbl TEKCTONOMMU U MO3TUKKN iPEBHEPYCCKOMN MTepaTypbl
Issues of textual criticism and poetics of old Russian literature

Fig. 16. Details of the horse protomes in
the Russian portraits and in the Pluvinel
engravings (ills. 15, 26) / OeTanu npoTom
nowaen Ha PyCCKMUX NopTpeTax
1 rpastopax MnrosuHensa (unn. 15, 26)

The frontal gaze, the ears, the mane
and forelock, and the nose strap are
telling details (especially as shown in
Pluvinel'sill. 15). We can also take a de-
tail from that engraving, reverse it hori-
zontally to have the horses all oriented
in the same direction, and compare
it with the St. George images in both the
Tituliarnik and in Pavlovets' icon (Fig. 17).
Here too, there is a striking correlation.

A comparison of the horse de-
pictions in the picture of Tsar Mikhail
Fedorovich and in Pluvinel engravings
is also very suggestive of imitation
(Fig. 18). The bulky bodies of the horses
are similar, as is the angle of the head
and and neck (in the Pluvinel ill. 24). Even
though the stride of the horse is reversed
(that is, in the Russian painting, right
leg forward, in the engravings, left leg
forward), one can see how the artist of
the tsar's portrait could easily have found
a model for his depiction of the legs™.

Of course, none of our comparisons provide iron-clad proof that the artists
in the Armory were in fact consulting the engravings in the Pluvinel book. There
could, after all, have been other options: observation from life, or inspiration

Fig. 17. Details of the horse protomes: in Pluvinel (lIl. 15), in the St. George images
in the Tituliarnik of 1672, and in the icon painted by Pavlovets / [letTanu npoTtom
nowage: y MntosuHens (unn. 15), usobpaxeHuii cB. Meoprus us TUTynapHuKa 1672 r.
M Ha UKOHe, HanncaHHoun H. Maenosuem

n For an engraving that shows the horse striding with its right leg forward (as in the image of Mikhail
Fedorovich), compare in [Equile loannis Austriaci, 1580] the plate illustrating ‘Eqvvs Germanvs’, although
the plate depicting 'Phryso’ (with the left leg forward) is otherwise the one most resembling the pose in

our image of Mikhail Fedorovich).
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Fig. 18. Comparison of the horses in the equestrian portrait of Tsar Mikhail Fedorovich
(SHM 32936) and two of the Pluvinel engravings (ills. 24, 39 [reversed horizontally]) /
CpaBHeHVe n3obpaxkeHni nowanen Ha KOHHOM nopTpeTe Lapsa Muxauna Gegoposuya
(TIM 32936) v rpaBtopax B KHure MntoBuHens (unn. 24, 39
[pa3meLLeHbl ropn3oHTanbHOJ)

from horse images that were common in the art of the time and in poses that
very much replicate one another. We do need to recognize that many artistic
representations of striding horses (for example, in the Islamic miniatures produced
at the Safavid court) show analogous images, the horse raising one foreleg as
it moves forward [Shahnama, 2016, p. 122] (Fig. 19). In a recent estate auction,
there was an image identified as that of the Spanish King Philip IV, whose leap-
ing horse is posed in a very similar way to that of Aleksei Mikhailovich [Spanish
School] (Fig. 20). It is not inconceivable, of course, that the painter of that
portrait in Spain consulted Pluvinel for his model, which then could explain the
similarities we see.

| think what adds some force to our hypothesis regarding the possible
inspiration from an acquaintance with the Pluvinel engravings is that there are
several different points of intersection between his images and the depictions
of horses in the work of the artists at the Armory. We are looking at work pro-
duced there in a relatively narrow span of years when the Pluvinel book surely
was available. We are not just talking about some detail in a single image jux-
taposed to a single engraving.

As Nikolaev's work reminds us, there certainly are significant differences be-
tween our paintings and this putative Western model. After all, the Russian rulers
are not attired as were the courtiers and rulers in the Baroque courts. The painter
of the paired images of the tsars now in GIM chose to dress them in Antique
armor. Nikolaev's emphasis on how it would be inconceivable for a mounted
soldier in the late seventeenth century actually to have worn such armor may
not be accurate. At least breast-plate cuirasses were around for a long time,
and, even if not actually worn in battle, were part of the iconography of military
leaders. The important point here is that in these paintings, the attire of the tsars
is a figment of the painters’ imagination. We know that at the Muscovite court
in the time of Aleksei Mikhailovich and his son there was an interest in Roman
history, and the ideology of the state emphasized how Moscow was the Third
Rome. Surely, as Nikolaev suggests but without identifying any specific ex-
ample, there could have been other sources for that armor imagery and what
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Fig. 19. Rustam, the hero of the Persian Shahnameh - detail from miniature painting,
Isfahan, 1640-1650 / PycTtam, repon «lllaxHama» — getanu MuHuaTtiopsbl, MichaxaH,
1640-1650. The David Collection (Copenhagen), Inv. No. 147/2006. Photo by Pernille
Klemp. After: [Shahnama, 2016, p. 122, pl. 25]

he characterizes as ‘Oriental’ details in the paintings (notably, of course in the
Copenhagen images of ‘Bayezid' and ‘Tamerlane’).

It is tempting to posit a connection between the work of our artists and
the first theatrical productions at Aleksei Mikhailovich's court in the 1670s. The
'ballets’ performed in 1672 included characters garbed, perhaps, as ‘Romans’.
The plays, orchestrated by Artamon Matveev, the head of the Ambassadorial
Chancery, and employing a large team of artists and artisans, depicted famous
'‘Oriental’ royalty, including Assyrians, Bayezid and Tamerlane. The costuming
included armor and weapons [Jensen et al., 2021]. There even are directorial
notes suggesting horses, or at least models of them, would have appeared on
stage. So there may well have been many opportunities for our painters to have
found sources of inspiration when working on the equestrian portraits.

The bejeweled gold horse harness is not in the Pluvinel. Yet the artists surely
could have seen some very similar breast straps and forehead pieces (‘headstalls’)
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Fig. 20. Equestrian portrait of King Philip IV of Spain, 17" century / KOHHbIN nopTpeT
ncnaHckoro kopons ®ununna IV, XVII B. After: [Spanish school]

in the Armory collection, work probably crafted in the Ottoman Empire. Examples
on display in the Kremlin museums today belonged to the boyar N. I. Romanov
(d. 1654), a cousin of Tsar Mikhail Fedorovich™ [[NapagHoe koHCKoe y6paHCTBO).
In the paintings, these are not decorations created simply out of the artists’ im-
aginations, even though, as Nikolaev points out, there was a conscious effort
to standardize the style evident in the jewelry across both the horse decoration
and that on the cap and garment of the ruler.

To summarize: the artists responsible for the equestrian images were il-
lustrating some of the most exquisite books produced in late Muscovy. There
is substantial evidence about how the painters were consciously drawing on
artistic traditions from outside of Russia, some at least imagined as Oriental,

12 MapagHoe KoHckoe y6paHcTBo // Moscow Kremlin museums : website. Available at:
https://www.kreml.ru/en-Us/about-museums/museum-collection/paradnoe-konskoe-ubranstvo (accessed
18.10.2024).
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others Western. Their adaptations of equestrian imagery deliberately were
intended to convey a particular vision about of the place of the Russian mon-
archs amongst the great rulers of earlier times and empires. In doing this, the
artists were not slavishly replicating what they had in the way of possible foreign
sources. The images in the Tituliarnik, for example, are very much simplified and
standardized, to suit the format and purpose of the illustrations and in keeping
with what previously had been done to create seals and coins. The paintings
which have been the focus here certainly show a great deal of artistic invention,
at the same time that the artists likely had been looking closely at engravings
or other depictions in order to paint subjects such as horses, which may not
previously have been in their repertoire of subject matter.

At very least we can hope that the hypotheses presented in this essay may
encourage further research to identify what the artists of the Armory could have
seen and and to see how they creatively adapted it in their work. Even though
there has long been an interest in identifying the possible Western sources
which fed into the transformation of Russian artistic culture in the seventeenth
century, there is much more to be learned.

ABTOp npoynTan un OAO6pM}'I OKOHYATEe IbHbIN BAPUAHT PyKoruncu.

KoHpnnkT nHtepecos. []. Yo BXOAUT B pegaKLMNOHHbIN COBET

XXypHana Scriptorium slavicum, HO He UMeeT HUKAKOro OTHOLLEHUS]

K peLueHuto pegkosierun onybankoBaTb 3Ty cTaTbro. CTATbS MpoLUId
MPUHATYIO B XXYpPHase npouyeaypy peyeHanpoBaHus. O6 MHbIX KOHGINKTAX
MHTepecoB aBTOp He 3asBJIs/I.
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