REZUMAT

Lucrarea intitulat TEOLOGIA ICOANEI IN PICTURA MEDIEVAL A
ROMANEASCA ofera un subiect de dezbatere extrem de geneyiosle
complex, care neces$ito abordare la fel de complexsi din perspective
multiple. De aceea am structurat lucrareadse capitole care cuprind dezbateri
pe teme de istorie, teologie, iconografiede tehnid, fira a omite, la final,

exemplific cu lucéri din creaia persona.

In pagina de inceput am citat din Sf. loan Damasctgolog de seainal
secolului al 1V-lea, cel care s-a ocupat in mod st de icoah in cele trei
Tratate in aprarea sfintelor icoang scrise Tmpotriva iconociélor, care
confundau imaginea cggna cu un idol si, deci, venerarea icoanelor cu
idolatria. Acest pasaj mi s-aiqut extraordinar de gitor In ceea ce priwte
posibilitatea de a exprima realitatea spirituptin mijloace artisticesi am si-I

citez din nou:

..-.Cum @ faci un chip Celui Nedzut? Cum 8§ reprezini trasaturile
Aceluia care nu are cu nimeni asemare? Cum &L infatisezi pe Cel care nu
are nici cantitate, nici #arime, nici margini? Ce forthsi se atribuie Celuidra

de formi? Cum & zugrivesti taina?

Daa ai inteles @ Cel Netrupesc S-aaéut om pentru tine, atunci
este evidentZpoti zugravi chipul SSu omenesc. PentriadNevazutul a devenit

vizibil luand trup, este firescigedai chipul Celui care a fostiaut.

Intrucat Cel care nu are trup, nici fatmnici marime, care
depiseste toati maretia prin dedvarsirea naturii Sale, intrucéat El care, de natur
dumnezeiasc fiind, a luat asu@-Si conditia de robsi S-a migorat pe Sine,
luand chip omenesc, posa-L zugravesti si tu pe lemnsi sa-L infatisezi spre

contemplare ca pe Cel care a binevaiSe faé vazut”

! SFANTUL I0AN DAMASCHIN, Trei tratate contra celor care atacsfintele icoang(vezi traducerea in
romanate ficuta de Pr. D. Fecioru, Bucuytg, 1935)



Sfantul loan Damaschin (P.G. 94, col.1239)

In partealNTRODUCTIVA a lucerii am afirmat @ icoana face parte
integrand din Tradtia Bisericii, fiind prezeri atat in Biserig, unde este
indispensabd cultului, catsi in fiecare ca% de cratin, unde, de asemenea este

pusi in locul cel mai de cinste.

Icoana s-a dezvoltai s-a impus impreuncu Liturghiasi Dogma, adiéa
Tnvatatura Bisericii, Dogmi care a fost adoptata SinodulSapte Ecumenic de
la Niceea din anul 787. Acest Sinod, convocat #teecConstantin al Vl-lea,
cere reintroducerea in cult a icoanelor, @duge Tmgratul Leon al lli-lea
convocase Tn anul 726 un Sinod care interziceatio&asicoanelor, acesta fiind
si Tnceputul luptei iconoclaste. Aceastupti Tmpotriva cinstirii icoanelor a
durat, cu mici intreruperi panin anul 843, cand, Tnapateasa Teodora
condami Tn mod categoricsi definitiv iconoclasmul, aceastvictorie fiind
marcali pam astizi in Biseri@a printr-o sirbatoare a icoanei nunditTriumful
Ortodoxiei, dug cum vedem, icoana fiind asociain mod automat cu Tag
esema ortodoxiei. Aceadt perioad a luptelor iconoclaste a Tnsemnat
distrugerea a mii de opere de aaricoane sau picturi murale, dar odat
terminat a dus la o adevata rengtere a imaginii in arta religiodspictura de

icoam capatandsi ea un avantafra precedent.

Avand 1n vedere & materialele constitutive ale icoanei sunt foarte
perisabile, multe din operele vechi deaaau disprut, la fel cum au disput si
unele hcasuri pe care acestea le impodobeau. Astfel, nu npaavenit icoane
din perioadele foarte vechi, dar, din fericire sqaistrat suficiente dovezi in
documentele vremii, pentru ca noi, cei de aZipatem aprecia urga valoare
artistici, istorica si cultural, pe care aceste operénrase anonime in marea lor

majoritate, o poaiit

Pentru cercetarea icoanei rométnepregitirea actului de secularizare a
averilor manastiresti din timpul domnitorului Alexandru loan Cuza danul

1863 a constituit un mare ajutor, datdrfaptului & numergi cercettori si



oameni de cultur ai timpului s-au ocupat de studierea pe teren aunentelor
si, pe lang datarea acestorsgi citirea inscrigiilor, au semnalati prezena

icoanelor acolo unde le-au Tntalnit.

Unul dintre cei mai fervem cercetitori ai monumentelor a fost
Alexandru Odobescu, care a publicat In mod sistematudii despre
monumentei opere de a#t lui alaturdndu-i-se Tn anii uratori valorcsi oameni
de cultua precum Cezar Bolliac,Stefan Bilciurescu, Grigore Tocilescu,
savantul Nicolae lorga, care a incercat chiafasi o sintez a evoluiei icoanei
romangti in volumul intitulat lcoana roméaneast Virgil Draghiceanu, I. D.

Stefanescu, Victor Bitulescu, Gheorghe Babi multi altii®.

Dupa cel de-al Doilea Bzboi Mondial s-a extins studiul asupra artei
feudale romangi si au aprut implicit tot mai multe informgai despre icoana
romaneast, mai ales & acum apasi publicaii de specialitate, publiga ale
mitropoliilor si reviste ale muzeelor, in carégym studiile unor mari cercabpri

caresi-au Tnchinat activitatea studierii istorigiartei romangti.

Primul capitol este intitulaDEFINIREA ICOANEI si am considerata
trebuie structurat in dausubcapitoleA. Distincria faga de pictura murat si B.

Specificul icoanei romans.

Am pornit de la explicarea termenuligbani, care provine din grecescul
eikon si care se traduce Tn rom&mte prin imagine, chip sau chigrortret.
Asadar, icoana este un portedar nu unul realist, ci unul spiritualizat, cane
ca scop ceva mult mai greu de realizatanume, surprinderea n imagini a
imaterialului, a necuprinsului. Arta sacexprimi, inainte de orice, Triatura
Bisericii si corespunde intru totul textelor sfinte, scopulnei fiind acela de a
reflecta viaa cotidian, reak, ci acela de a-i da un noutéhes, izvorat din textul
Evangheliel. Aceasta este posibil datdritaptului ¢ icoana este prodasntr-o
lume cratina pentru unpublic cu dedvarsire crestin, care o percepe ca fiind

mai mult decat un simplu obiect decorativ, ea fifotbsita in cult, venerdit si

2 ALEXANDRU EFREMOV, Icoane romangi, Meridiane, Bucurgi, 2002, p. 17.
% CorINA NICOLESCU, Icoane vechi romané, Meridiane, Bucurgi, 1976, p. 7.
* LEONID USPENSKY, Teologia icoanei in Biserica OrtodéxAnastasia, Bucugé, 1994, p. 29.



cinstiti in mod deosebit deatre tai crestinii. Alaturi de pictura mural de
arhitectura religioas de muzica bizantihsi de imnografie, icoana formeaz
un ansamblu inseparabiirf de care nu s-ar putea oficia culiil cu

sigurana, nu ar mai avea acegaolemnitate specific

Spre deosebire de pictura muralcare este congonati de formele
arhitectonice ale monumentului, icoana este o Dpde ari care taieste
independent de mediul in care a fostuti, avand lumina ei proprie, care
izvoraste din interiorsi care este spotitde stilucireasi pretiozitatea foiei de
aur. Cand vorbim despre icaan percepem ca fiind un gen al artei medievale,
apanaj al lumii ortodoxe, care folgse strict tehnica picturii pe panouri mobile
de lemn, chiar dacau existat la Tncepuyt icoane in encaustic mozaic sau alte
tehnici diferite, care Trisnu au ficut tradiie. Ficand o compatg intre pictura
murak si cea de icoah trebuie & avem in vedere o serie de factori specifici
fiecarei tehnici, materialele de lucru diferite, sauarhsuportul diferit ducand la
posibile modificiri stilistice sau de compaé®. Tocmai datorit faptului ¢
icoana este destingtcasi pictura desevalet, 4 fie privita de aproape, pictorul
se simte obligat & trateze cu mare atga detaliile, acordand o importgn
deosebit fiecarei trasaturi de penel, fiegrei tuse, pentru a crea acele efecte
uimitoare de culoargl lumina care indluie icoana in mister. Dadn pictura de
perete pictorul are la dispa® o suprafga extrem de vadtde desfsurare a
scenelor, icoana va fi privitca o lucrare de sineasitoare, care trebuieas

gaseasé singuf calea de exprimare a mesajulédtre cel ce o privge.

Chiar dad initial au existat numeroase int&pnderi cu pictura mural
— putem vedea reproduceri ale unor icoane veche asizi nu se mai
pastreaz, reprezentate in pictura mufab unor monumente (biserica Sf.
Dumitru din Salonic, in Ravena sau Rofh@au numeroase compgridin
pictura de perete care au fost preluate de pictoomari, care de multe ori erau

cei care realizau pictura icoanelor didcdsirile pe care le impodobeau, noi

® ALEXANDRU EFREMOV, ,Probleme ale cristalizii stilului in pictura de icoane in sec. al XVI-Igieo
«noui» icoard din Epoca lui Neagoe Basarab”, p. 89.

® |.D. STEFANESCU, Iconografia artei bizantingi a picturii feudale romangi, Meridiane, Bucurgi,
1973, p. 37.



tratam icoana Tn mod aparte, separand-o atat de pictuweak, cat si de

celelalte forme de attreligioas.

Icoana necesitun studiu aparte datofitmultiplelor dimensiuni pe care
le are, fung@a liturgica a icoanei fiind foarte bine fixatin cult, dimensiunea
esteti@ fiind si ea recunoscatchiarsi de cei mai ptin credinciai, cat despre
dimensiunea de cungi@re sestie ci a fost evidenata din cele mai vechi
timpuri, despre ea vorbind unii dintre cei mai mé&blogi. Dad am face

abstragie de oricare dintre ele nu am putegelage pe deplin sensul icoahei

Datorita faptului & icoanasi-a gasit locul Tn sanul artei bizantine, o vom
intalni in toateinuturile Imperiului Bizantin, precungi in zonele ce gravitau n
jurul acestuia: Grecia, Bulgaria, Serbia, ltaliatet@, Asia Mi@, in Tarile

Romane, Rusia, sudul Polonigiestul Slovaciél

Icoana romanea&dsi are obagia Tn arta bizantif, comuri cu cea a altor
popoare a aror teritorii au suferit influeta marelui Imperiu, dezvoltandu-se n
cadrul acestor determinante artistice bizangnenanifestandusi creativitatea
prin adiugarea unor elemente specifice. Icoana romaieagce deosebire de
cele ale altor popoare, de exemplu cele gye@au rusgti, este mai accesilil
datoriti expresiei umanizate pe care o dégajewind totodai si pastreze
echilibrul dintre corinutul de ideisi forma in care particulatitile naionale
sunt evidentai dominante. Generalizand, putem sputigpdncipalele tasaturi
ale icoanei roman# sunt legate de culoarg de expresia chipurilor; coloritul
viu, dens, dand senga de mgcare contind. Expresia chipurilor pierde din
ascetismul sever al prototipurilor, devenind astfiehi apropiat de sufletul

credinciosului.

Pastrand caracterul general, fiecare provincie romm8gea dat ngtere
unor opere cu #saturi proprii, destul de gor de recunoscut. InTara
Roméaneasticoanele se caracterizéaprin monumentalitate, expresia auster
si coloritul sobru. In Moldova icoanele sunt pline draie, cu figuri elansatei

elegante, cu expresia mai tpu seved si coloritul mai discret, emanand

” EGON SENDLER, Icoana, chipul nevazutuluSofia, Bucurgti, 2005, p. 6.
8 Ibidem



rafinament. Tn Maramugentalnim icoane cu un desen grafic, liniar, cu o
cromatici cu acorduri surde. In Transilvania icoanele awgtafism vigurossi o
cromati@ violenta, spre deosebire de Banat, unde desenul este nsnfer, cu

un duct curgtor si un colorit temperat

Evolutia picturii de icoaa in tarile roméane a fost mereu legate
mersul istorieisi al artei, am putea spune chiar impwke evoldia acestora, cu
influente puternice legate de fluctuige politice, de pozia domnitorilorsi a
Bisericii, dar nu numai atat. Pictura romaneasie icoad a fost mereu
receptivi la sugestiile venite din afar Fie & ne referim la influeta lumii
grecati si a scolii italo-cretane ce agruns la noi prin intermediul Athosului,
fie ca ne referim la Tnraurirea Occidentului ce s-a ekatcprin lediturile
domnitorilor in special cu ltaligi Austria®, sau la ptrunderea artei ruse
datorad Tmprumutului de mgeri iconari, icoana romaneasa reyit, datoriti
iconarilor diruiti, care nu s-au rezumat la a fistg simpli copsti ai unor
modele vechi, & acumulezesi si-si Insuseasd toate aceste elemente cu care a
Tmbogitit fondul artistic existent pentru a ajunge lataisinteze originalai

valoroase, care au dus la concretizarea unui stérdic.

Despre viga, activitatea sau préfjrea pictorilor iconari s-au gstrat
para astizi putine date datorit faptului G acetia erau man@ de concepa de
umilinta crestina, ceea ce-i négnea $-si semneze operele. De aceea avem doar
putine nume de iconari, fie apute in vreun document al vremii, fie o dfitura
discret in cokul icoanei, mai ales in secolele XVII, XVIII, drturie despre

activitateasi iscusirta lor fiind operele care le-au supraii'”.

La Tnceput, majoritatea pictorilor iconari erau rabin tradiia Bisericii
si cea a zugravilor pretindea ca stie sa fie profund credincig si traitori ai
crestinismului, de aceea majoritatea icoanelor @paau unor biserici sau
manastiri. Aceeai pictori iconari erawi cei care realizau pictura cu subiect laic

care impodobea casele voievozilor, casele maéfitest instituiile publice, sau

® ALEXANDRU EFREMOV, Icoane romangi, Meridiane, Bucurgi, 2002, p. 19.
10 |bidem p. 59.
1 CorINA NICOLESCU, Icoane vechi romané, Meridiane, Bucurgi, 1976, p. 22.



chiar caselaaranilor simplt? ,Taina” zuggvirii icoanei se transmitea de la
maestru la ucenic, intrarea in cercul iconarilazéindu-se foarte anevoie, dup
0 Tndelungat ucenicie. Cungtintele acumulate erau conservate intr-o tiadi
tehnico-artistid de mai multe genetig care se imbogtea cu experig@ proprie
a fiecirei generdi®®, cunatinte care au ajuns a fiptrate In culegeri de pictiur
numite Erminii, @rti dupd care se ghideazpictorii de icoanesi in zilele

noastre.

Capitolul de TEOLOGIE A ICOANEI este structurat Tn cinci
subcapitolegsi anumeFundamentul biblic al icoanei, Teologia prezein Icoana
siLiturghia, Icoana — expresie a Frumuse si Canoanele si libertatea
creatoare.in partea intitulat Fundamentul biblic al icoaneam pornit de la
explicarea interzicerii orior reprezeriri, dat prin Decalog poporului lui
Israel, interdicie care avea ca scop protejarea monoteismuluiliszas in faa
pericolului idolatriei. Dar aceasinterdigie vechitestamentara realizrii unei
infétisari materiale a lui Dumnezeu ,nu trebuie disogide prezeta iconia a
lui Dumnezeu in Noul Testament’ Fiul intrupat #mane nedesptit de
Dumnezeu —Tat, dar reveleaz lumii un chip, Se face azut, este ,icoana
Dumnezeului Celui neizut” (Coloseni 1, 15) prin care se indrgpste nagterea
icoanef®. De aceea interdiiile Vechiului Testament nu sunt aplicabile dup
Intrupare, pentrux Fiul, ca icoaa a Tatlui, face reprezentarea Sa imagistic
posibili. Tn subcapitolulTeologia prezefi am aitat ci icoana este o ,imagine
a newizutului si totodat prezema Newizutului®. Temeiul reprezeatilor
iconografice 1l constituie actul Intrég@i Fiului lui Dumnezeu, astfel incat
.icoana nu este o proide omeneast ci are legtura cu Chipul pe care
Dumnezeu L-a #cut vazut prin Intruparea Sa” Icoana inftiseaz ipostasul
Fiului lui Dumnezeu intrupat, al lui lisus Hristgsnu natura Sa dumnezeiasc

Din aceast perspectid, icoana constituie un argument Tmpotriva

12 MIHAIL MIHALCU, MIHAELA D. LEONIDA, Din tainele iconarilor romani de afdat, Eikon, Cluj-
Napoca, 2009, p. 129.

13 |bidem p. 11.

* DUMITRU STANILOAE, O teologie a icoaneiAnastasia, Bucusé, 2005, p. 223.

5 DANIEL ROUSSEAU Icoana, lumina fei Tale Sofia, Bucurgti, 2004, p. 22.

5 EGONSENDLER, Icoana, chipul nevazutuluSofia, Bucurgti, 2005, p. 43.

" DANIEL ROUSSEAU Icoana, lumina fei Tale Sofia, Bucurgti, 2004, p. 49.



monofizitismului, pentru £ ea ,nu nfitiseaz nici firea omeneasg nici firea
dumnezeiast ci persoana Cuvantului cunosgih amandod firile, pe care le
asumi In chip neamestecat netmpirtit” %, Am vazut pe parcursul ludrii ca
dimensiunea estetica icoanei este dubkatle o dimensiune liturgi; prin care
icoana contribuie la misiunea Bisericii de a gfimtreaga crege, despre reksa
dintre icoas si Liturghie vorbind pe larg in subcapitolul intiatl chiarlcoana

si Liturghia.

Prezema lui Hristos in icoal inseama prezema Frumusei, conform
Sfantului Dionisie Areopagitul care 1l nugte pe Dumnezeu Frumuse
.datorita slavei pe care o revardn fiecare fiind” si pentru @ vede in El
,cauza armonieii vesmantul stélucitor al fiecirei creaturi, pentru & El pe
toate le lumineaz ca lumina, re¥rsand frumusg din acel izvor luminos care
tasneste din Sine Tnsgi”'®. Preocuparea pentru armonia dintre toautul
mesajului spiritualsi forma sa de expresie nu eliminmportana maiestriei
iconarului, care, prin slujirea sa trebuie fg&e capabil &8 sporeast frumuseea
Bisericii. Pentru a implini acest functie, ,icoanele trebuie agxprime
frumuseea duhovniceasic mai degrab decat pe cea fizié°. In incheierea
capitolului de teologie am considerat necesammiintescsi despre problema
Canoanelorsi a libertarii creatoarg toate formele plastice stabilite pentru a da
expresie dimensiunii spirituale a persoanelor repnéate in icoaneiéand parte
din ceea ce se nuite canon iconografic. Existeaunui canon iconografic nu
limiteaz libertatea artistului. Mgerii iconari nu se simeau niciodat ingraditi
de elementele fixate prin trati®’, ci erau ancong prin ele, In viga Bisericii,
care le oferea un alt tip de libertate — libertade@ovniceas, la care se ajunge

pe calea ascuitii asceticesi a rugiciunii contemplativé,

Capitolul intitulat PRELIMINARII ISTORICE prezin& sintetic

situgia icoanei pe teritoriultarii noastre in perioada Evului Mediu si

18 |bidem p. 69.

19 srANTUL DIONISIE AREOPAGITUL, Despre numele divineap. 4, sec. 7, PG 3, col. 7Cdmud LEONID
USPENSKY, VLADIMIR LOSSKY, Calauziri Tn lumea icoanegiSofia, Bucurgti, 2003, p. 49.

20 CONSTANTINE CAVARNOS, Ghid de iconografie bizantify Sophia, Bucurgi, 2005, p. 228.

2L pauL EvDOCHIMOV, Arta icoanei. O teologie a frumugie Meridiane, Bucurgi, 1993, p. 188.

22 LEONID USPENSKY, ,Icoana, vedere a lumii duhovnii in vol. Ce este icoana®. 22.



demonstreZ prin textsi imagine @ icoana romaneasocup un loc de seain
in arta noastr veche, constituind totodaun preios mijloc de reconstituire a

mediului artistic din epac®® .

Cronologia Evului Mediu are o valoare orientativin conseciti,
reperele in funge de care este fixataceasta sunt variate, lucru valabkil
pentru teritoriul roméanesc. Fiind o sinfeintre antichitatesi crestinism, Evul
Mediu reprezirt o perioad de mari transfordri pe plan politic, economic,
cultural si social, cu puternice ecouri asupra artelor. @ipalaritate a Evului
Mediu roméanesc o constituie faptud,pe lang influenta bizantird si slava a
existat, pe la mijlocul secolului al XVI — lea orpeadi a suzeraniiii otomane,
de toate aceste rediljt sociale, politicesi economice fiind datoriastinem cont

in analizarea evotiei artei acestei perioade.

Perioada Evului Mediu roméanesc este foarte &astiprinde intervalul
dintre secolele XIVsi XVIII, aproape cinci secole de istorie zbuciuma
romanilor, evenimentele sociaje politice ale perioadei reflectandu-se in mod
semnificativ in ait, Tn special in pictdr, culturasi arta necunoscand acegea
limite cronologice casi evenimentele de factérpolitici, economid sau

administratia®*.

Analizarea icoanelosi incadrarea lor intr-o perioadstilistica sau alta
poate fi deseori foarte difici) pe de o parte datoiifaptului &, fiind opere de
arta calatoare, au circulat impregdrcu meterii lor de la o provincie la altgi de
la otara la alta, pe de altparte datori faptului a au existat mereu influga
de la o perioadlla alta sau de la o zamgeografid la alta. InTarile romane se
gasesc, pe lang icoanele mgerilor locali, icoane timpurii aduse de la
Constantinopol sau din alte centre; de asemenean&arecgi de scoahk
atoniti sau cretain au circulat &ra intrerupere in nuar foarte mare, iar in
secolele XVI — XVIII numeroase icoane de provemerstraiina apar in
monumentele din Moldovai Transilvani&®, datorit relaiilor pe caretirile

romane le-au avut n special cu vecinii. De acaszuia fenomenului icoad

23 CoRINA NICOLESCU, Icoane vechi romané, Meridiane, Bucurgti, 1976, p. 14.
24 CoRrINA NICOLESCU, Mogtenirea artei bizantine in RomaniBucurati, 1971, p. 14.
%5 CoRINA NICOLESCU, Icoane vechi romané, Meridiane, Bucurgti, 1976, p. 14.



pe teritoriultarii noastre este destul de greu de &ty cauzele fiind multiplesi
foarte variate. De la conjuctura istatjccare de cele mai multe ori a fost
nefavorabil, pari la cauze de ordin tehnic, toate au avut arirdevastatoarsi

de durai asupra artei.

Chiar dad@ in aceste perioade tulburi arta nu a incetat ataxiba din
conti, chiar am putea spunei @ insemnat o fortnde rezistetd, nu s-au
pastrat icoane din perioadele foarte vechi, de-abiaeasit sa supraviguiasa
cateva monumente de piatsau de zid din zona Hunedoarei, precum biserica
din Densy, Gurasada, Sairhirie Orlea, Strei, toate de o importarmajoia

pentru istoria artei romagg®.

Despre icoane romaste deci ficute de zugravi romani,aci icoane
facute sau aduse dinafiaau existat pe teritoriukirii noastre din cele mai vechi
vremuri ale crgtinismului, putem vorbi cu certitudinegadar, de la juitatea
secolului al XIV-lea, oddtcu constituirea statelor feudale rométité. Atat in
cnezatele transiinene, cat mai ales iffara Romaneadc caresi céstigase
independeta in anul 1330, erau conili prielnice pentru dezvoltareai
inflorirea artei. Cele dau edificii marcante care deschid istoria picturii
medievale romangi — biserica Sanmarie Orlea din Hunedoara, pictafn
fresai Tn anul 1312 si impunitorul monument de la Curtea de Asgéiserica
Sfantul Nicolae, a @rui pictura interioati este datdtintre anii 1352-137%7 si
care reprezirit cel mai amplusi cel mai préios ansamblu iconografic din
perioada timpurie a artei medievale romghe vor avea ecouri peste secole

para tarziu, marcand arta religioade pe intreginutul tarii.

Numirul de icoane din secolele XIV — XV este destul réeus, fapt
datorat mai multor cauze; pe de o parte fragildatg perisabilitatea

materialelor constitutive, pe de alparte repictrile grosolane sau restauile

6 \/asILE DRAGUT, VASILE FLOREA,DAN GRIGORESCUMARIN MIHALACHE, Pictura
roméaneasé& in imagini Meridiane, Bucurgi, 1970, p. 10.

27 ALEXANDRU EFREMOYV, Icoane romangi, Meridiane, Bucurgi, 2002, p. 15.

28 \/asILE DRAGUT, VASILE FLOREA,DAN GRIGORESCUMARIN MIHALACHE, Pictura
roméaneasg in imagini Meridiane, Bucurgi, 1970,p. 10.

29 |storia artelor plastice in Romani@oord. Acad.prof. GEORGE OPRESCU, Meridiane, Bugijre
1968, p. 162.



defectuoase care au dus la distrugereaatiicoriginale, repiciri din cauza
carora, de multe ori, vor dpea intre speciafii probleme legate de datarea
lucrarilor, cum este exemplul icoanelor Maicii Domnuldbdighitriasi a Sf.
Nicolae, ambele de la biserica Sf. Nicolae din edwmara, sau a icoanelor Sf.
loan Bote#torul din Budagti-Josani, judeul Maramureg, Tripticul de la
Brukental, lisus Pantocrator de la lsapsi multe altelé®. Apoi nu trebuie %
scipam din vedere un aspect important al vregnianume & tampla bisericilor,
cea care era principala pitare de icoane, era mult mai resti@na nunar de
registre, abia din secolul al XVll-lea crescanddimensiunt* si ajungand &
aiba toate cele patru registre de icoanga @um o0 cunogem si noi astizi,

inmulkind astfel nunirul de icoane din biserici.

O alta posibili cauz a dispariiei icoanelor vechi ar fi aceeai enulte
dintre ele, fiind Tmbicate in ausi argint, sau Tmpodobite cu pietre pgoase,
au constituit o tentge pentru hd, sau din potrid, din dorirta de a fi salvate au
fost depozitate Tn locuri improprii ceea ce a dus-in final la pierderea 187
Si nu uiim s amintim aici numeroasele biserigi monumente distruse in
valtoarea istoriei, care au fogtele cu siguratdi impodobite cu toate odoarele

trebuitoare cultului.

In secolului urnitor, secolul al XVI-lea, avem informiadespre dorima
domnilor moldovenisi munteni de aine pasul cu arta rafinata Occidentului,
care la junitatea secolului al XVI-lea se afla in pliRengtere artistid, pentru
aceasta aducand atti din Italia®®, sau intrénand pictori de curte, Tnafara
zugravilor de subre sau a iconarilogi miniaturistilor. Avem totwui documente
care atest existena, in anul 1570, a unei bresle a pictorigoiconarilor locali
la Suceav¥, ceea ce dovede ci la acea vreme iconarii erau destul de
numerai si de puternici pentru a se asocia intr-o br&asteasta presupunand

existena unei tradii indelungate panla acea dat ceea ce explicsi apartia

30" ALEXANDRU EFREMOYV, Icoane romangi, Meridiane, Bucurgi, 2002, p. 121.

1 |bidem p. 19.

%2 D. STEFANESCU, Iconografia artei bizantinei a picturii feudale romangi, Meridiane, Bucurgi,
1973, p. 35.

33 ALEXANDRU ALEXIANU, Acest ev mediu romanesderidiane, Bucuresti, 1973, p. 38.

3 VAsILE DRAGUT, VASILE FLOREA,DAN GRIGORESCUMARIN MIHALACHE, Pictura
roméaneasé& in imagini Meridiane, Bucurgi, 1970, p. 79.
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in secolul al XVI-lea a numeroase icoane de o atditartistid si tehnic

deosebi.

Printre primele icoane care vestesc gandirea urttaaisRenaterii, cu
mesajul ei umanizat, nemaiintalnit gadacum, sunt icoanele de la Curtea de
Arges — Plangerea lui lisusimportans nu doar prin inoviga iconografi@, cisi
prin umanizarea reprezeii, icoana Sfirvilor Simeongsi Sava la picioarele
carora se afl ingenunchedat Doamna Despinai cele doa fiice ale ei, unde
intdlnim o redare remarcabila materialiitii vesmintelor si anatomiei
principeselor, precumgi icoana Coboréarii de pe crucenu mai ptin celebi
prin inddazneala concefei si anume compataé dintre durerea Mariegi a
Doamnei Despina cg- tine fiul mort in brae®. Chiar daé stilistic nu se
renuna la tradtia secolelor trecute, principalele mijloace de egpwe raméanand
cele tradiionale, cominutul Tn schimb se umanizeazsentimentele omege de

durere, dragostg mila atingandsi persoanele sfinte.

In secolul al XVIl-lea pictura dimirile romane va avea un traseu sinuos,
influentat de evenimentele istoriei. Zugravii sunt tot nmawlt interesd de
observareasi redarea realittii cotidiene, pictura &patand astfel un tot mai
puternic caracter decorativ, cu comiginaromatice vii, cu preocuji evidente
pentru tratarea plastica volumelorsi sublinierea formelor prin efecte de
lumina si umbra. Tendina de p@rasire a bidimensionalitii si imaginea ce
urmareste sugerarea formei fac parte din procesul de daBaare a imaginii,
tot mai evidert n pictura secolului al XVII-leai pe deplin afirmat in secolul
urmator, anticipand pictura modex?;. Din fericire pictura de icoane a secolului
al XVll-lea va fi ceva mai conservatoare decéat piat de zid,si chiar daa
ncera sa se fstreze n limitele tradionale, 1i va fi tot mai greu in condle
in care decorativismwi narativismul, atat de prezente in arta perioadear
cuprinde Tincet-incetsi arta icoanei. Decorativismul aprunde, la icoanele
moldovengti de exemplu, prin fundalurile bogat decorate cuotine

ornamentale vegetaleamate in grosimea grundulyi apoi aurite, sau prin

% |bidem p. 47.
% ANA DOBJANSCH| VICTOR SIMION, Arta in epoca lui Vasile LupMeridiane, Bucurgi, 1979, p. 16.
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chenarul icoanei decorat el cu motivul franghiei #sucite, iar mai apoi este
accentuat deitgirea gamei cromaticé In Tara Romaneagcvoluia artei va fi

mai unitad si mai conservatoare, prétind marea inflorire ce va urma.

Mijlocul secolului coincide cu epoca lui Matei Bash, un alt mare
sprijinitor al artelor, perioadin care se statornig noul stil muntenesc, in
care formele noi occidentalg orientale sunt absorbite in fondul tradnal,
perioad care prefgeaz epoca de situcire din vremea luBerban Cantacuzino
si Constantin Brancoveanu. De acum vom intalni taf multe icoane semnate,
sau chiar autoportretele pictorilor, gain cazul lui Parvu Mutu, unul dintre
primii artisti moderni romani. lconarsi zugrav de biserici, Parvu Mutu,
corstient fiind de valoarea sai-a pictat autoportretul in mai multe biserici, cel
mai valoros fiind acela executat Tn anul 1700 laebica din Bordgi, jud.
Buziu. De acum artistul este tot mai gtient de rolul du de furitor de
culturd, alituri de ceilafi carturari ai vremit®. Perioada ce urmeazeste
caracterizat de o deosehit putere de sintéz Elementele s#iine orientalesi
occidentale se contopesc in fondul autohton, fodmdmimul stil artistic
romanesc — este epoca lui Constantin Brancoveatilul &rtei brAncovengi
iradiaz intreg teritoriul locuit de romani, arta religigakiand si ea parte la
acest proces cu tamplele sale sculptatgoleite, cu icoanelgi pictura murai,

tntrezirind prin ele inceputurile Romaniei modethe

Daci in Tara Roméaneadcsi Moldova micarea artistig era finanati si
suginuta de curte, marii dregori si biserici, aliturandu-li-se mai tarziu marea
negustorimesi micii boierngi, in Transilvania situga era diferis, dictad de
circumstarele istoriei, situga populaiei romanati fiind cu totul alta decat in
celelalte doa provincii istorice. Cuceririle coroanei maghiaresugra
voievodatelor locale au avut consgeireconomice, culturalg artistice timp de
aproape o mie de #fli Cei care se luptau aici pentru nieerea propriei culturi

si arte erau fruntgi satelor,taranii mai insiriti, pregii si uneori cei care se

3" |bidem p. 58.

38 V/asILE DRAGUT, VASILE FLOREA,DAN GRIGORESCUMARIN MIHALACHE, Pictura
roméaneasé& in imagini Meridiane, Bucurgi, 1970, p. 92.

% |bidem p. 94.

0" ALEXANDRU EFREMOV, Icoane romangi, Meridiane, Bucurgi, 2002, p. 120.

12



intorceau de lacolile moldovengti*!, pentru @ trebuie § amintim & legaturile
Transilvaniei cu Tara Roméaneadc si in special cu Moldova, au fost

neintreruptei pe multiple planuri.

Pictura secolului al XVlll-lea poate fi considetato adevrata
introducere a picturii moderne, care se vaasasi in secolul urmtor si nu
face altceva decataspregiteasd@ desprinderea artei de canoanele religioase.
Odati cu schimbarea autodiii ctitoricesti, obstile sitesti si breslele
mestesugiresti au devinit responsabile de demersul artistiggt fpaentru care
pictura murai si cea de icoahdecade treptat din categoria artelor culte, irdran

n sfera cregei popularé?

Cel de-al patrulea capitol al ldcii este intitulatICONOGRAFIE S|
ERMINIE si prezinti o istorie succirit a aparniei acestor Carti de pictuw,
numite Erminii dupa grecescul ,erminea”, care se traduce prin talguire
talmacire, explicaie; asadar aceste Erminii suntgié cirti sau culegeri de mai
multe texte care-l inva pe pictor ce trebuigi mai ales cum trebuieagicteze
chipurile sfinte. Ele au existat din cele mai vetimpuri, atat in Rsarit, catsi
in Apus, chiar datnu au avut de la inceput aspectul de carte deigicti au
circulat sub form de manuscrise mai mult sau maitipucomplexe, dar care
incercau % fixeze cungtintele despreaina picturii, cungtinte Tmbogitite cu
experiena fiecirei generdi. Tratatele de pictdrapusene sunt total diferite de
Erminiile de pictui bizantine. Dag cele dintai se ocupexclusiv de partea
tehnica a picturii, adi@ vorbesc despre amesteaulintrebuintarea culorilor,
Erminiile de pictud bizantine cuprindsi ele o parte tehni; dar aceasta
formeaz doar o mid parte din cotinut. Cea mai ampl parte o formeax
Tnvataturile si indrumarile asupra compogilor scenelor, asupra Tafisarii
sfintilor si a chipurilor acestora, altfel spus iconogr&tidapt de o importai
deosebit, deoarece aceasstandardizare iconografice ajui la formarea unei

parerei despre tra¢a bizantiri. Parte iconograficteologici a Erminiilor este

L CoRINA NICOLESCU, Icoane vechi romané, Meridiane, Bucurgi, 1976, p. 22.

“2 \/asILE DRAGUT, VASILE FLOREA,DAN GRIGORESCUMARIN MIHALACHE, Pictura
roméaneaség in imagini Meridiane, Bucurgi, 1970, p. 102.

3 VasILE DRAGUT, Dicfionar enciclopedic de aftmedieval romaneasé, edstiintifica si
Enciclopedid, Bucureti, 1976, p. 4.
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foarte bogat, cuprinzdnd aproximativ 800 de reprezentmai mult sau mai

putin complicatesi aproximativ 600 de chipuri de sfi*.

Erminiile roméaneti care ne-au parvenit nu sunt multe la riwrgi au
dimensiunisi continut diferit. Acestea sunt in nuinredus datorit, pe de o
parte, vechimii lorsi a faptului @ nu au supravigit timpului, dar in special
datoriti faptului & circulau doar in cadrul restrans al pictorilor neoi,
informatiile, considerate taine, neputand fi delwte inafara acestui cerc
privilegiat. Cu toate acestea, cele mai organizatenai complete informgi
apar in erminiile romarné si cele grecsti, care cofin cam acelgi gen de

material, organizat in daunari pirti — partea de tehnicsi cea de iconograffé.

Este adedrat ca, Erminia de proveniga athonifi, care estgi cea mai
complex si sistematid, are o oarecare Hisare de carte sfamt deoarece
incepe cu o rugriune de inchinareatre Maica Sfart, dar aceasta nu face
altceva decéat as ne indice exact mentalitatea vremii. Erminiile geéctura
bizantira, desi pastratoare a tradiei vechi canonice in pictura bisericeasau
sunt scrieri canonice oficialegsacum s-a crezut la un moment dat. Cu toate ¢
pictorul bizantin nu trebuiaas se abat de la tradiie, avea todt libertatea de
a-si arata iscusinma, talentulsi virtuozitatea Tn exeqie si, in oarecare &suri in
compoziie. De aceea pictori mari ca Manuil Panselin, Taofarecul sau
Frangos Catelanos au compus Erminii in car@u expus experiaa si
metodele proprii, strand neschimbatpartea tipid, de tradjie, fixata de
biseric.

Partea de iconografie a capitolului pre#inizvoarele iconografiei
bizantine, a &rei baze catiinta au fost puse de Taweati francezi in secolul al
XVll-lea si care s-a dezvoltat mult incepand cu a douaijabe a secolului al

XIX-lea pari in zilele noastre, avand un cadru de studiu foaast, studiind tot

*4 VAsILE GRECU, Erminii de pictuei bizantini, Cerriiuti, 1942, p. 5.
5 MIHAIL MIHALCU, MIHAELA D. LEONIDA, Din tainele iconarilor romani de afdati, Eikon, Cluj-
Napoca, 2009, p. 16.
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ceea ce inseamndecoruri Tntr-un spéu destinat cultului religios: picturi

murale, icoane portative, miniaturi, gravuri, brodeceramic etc®.

Capitolul al cincilea este dedic&ICLURILOR ICONOGRAFICE si
are un subcapitol care prezintdmpla sau catapeteasma, cea care este
principala puritoare de icoane din bisedigi care este unul dintre cele mai
importante elemente ce caracterizedziserica ortodox. Este peretele ce
desparte altarul, locul unde se si#vé@seste Sfanta Tail a Euharistiei, de
partea central a edificiului, naosul, locul in care stau credogdi Stiut fiind
faptul & Tntreaga compartimentare a bisericii este pfivsimbolic, adié
pronaosul repreziitcele ce sunt peamant, naosul cerul, iar altarul cele mai
presus de cerut} tampla repreziat prin icoanele sale, poarta de trecere dintre
cele dod lumi, cea material si cea spiritual, cea divia si cea umaa, cea
vesnica si cea tredtoare, asfel Tncat credinciosul, care in timpulveaului
divin sta cu faa la catapeteasinsi realizeze & nu poate ajunge in lumea de
dincolo decat prin intermediul sfitor. La fel ca intregul ansamblu pictural al
unui edificiu, tampla nu este un conglomerat de gmapuse arbitrar pe un
suport, ci face parte dintr-un sistem ct3rbine definit de iconografia ortodax

pe care il regsim in fiecare biseric

Icoanele se clasifig in fungie de subiectul reprezentat, in icoane
dogmatice, care prezihinvatatura sau dogma Biserigji care vor forma Ciclul
dogmatic, icoane praznicale, care prezimtarile girbatori ale Bisericiisi care
vor alatui Ciclul praznicalsi icoane liturgice, care, evident, vor face parie d
Ciclul liturgic si care se leayy de simbolismul Sfantului Altagi a Sfintei
Liturghii, de ale d&rei rugiciuni este inspirat. Pe catapetedasapar icoane din

Ciclul dogmaticsi cel praznical, repartizate in futhe de importam lor.

O parte foarte ampla acestui capirol am acordat-o prezeintprin text
si imagine, a icoanelor prezente pe tammgrecumsi a variantelor iconografice

a icoanei Maicii Domnului. Dat fiind faptukiceste prima fiiph omeneastcare

4 1 D. STEFANESCU,Iconografia artei bizantingi a picturii feudale romangi, Meridiane, Bucurgti,
1973, p. 48.

*” CONSTANTINE CAVARNOS Ghid de iconografie bizantify Sophia, Bucurgi, 2005, p. 30.

“8 L EONID USPENSKY, VLADIMIR LOSSKY, Caladuziri in lumea icoaneiSofia, Bucurgti, 2003, p. 92.
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s-a Indumnezeit, reprezénte Maicii Domnului se deosebesc de cele ale altor
sfinti atat prin varietatea tipurilor iconografice, cétprin cantitate, dar mai

mult, prin intensitatea cu care sunt cingfite

Vorbind despre icoany am considerataceste necesai® abordezi din
puct de vedere tehnic, de aceea amitalt un capitol cu DATE DESPRE
MESTESUGUL ICOANEI , prezentandsi particularititile tehnice specifice
fiecarei zone de care m-am ocupat. Tehnica picturiiabaii este specifig si
complex, fiind elaborai Tn vechimesi transmig iconarilor din genenge in
generaie, de la maestru la ucenic fie prin viu grai, fign Tnsem#ri care au
ajuns 4 se constituie insa-zisele Erminii, cei care o preiau avand objigale
a respecta intocmai imaginea trgaiala, precumsi etapele algtuirii icoaneisi

de a 0 da mai departe neschimiBat

In incheierea ludirii, In CONCLUZIE, am subliniat faptul & icoana
romaneast isi are obagia Tn arta bizantif, la fel ca celelalte popoare &ror
teritorii au suferit influepa marelui imperiu. Ea se dezvolin cadrul acestor
determinante artistice bizantine, manifestagdwreativitatea prin atligarea
unor elemente specifice, ti@nale, devenind astfel, spre deosebire de icoana
altor popoare, mai accesifjl degajand o expresie mai umanizatrewind
totodati sa pastreze echilibrul dintre camutul de ideisi forma in care
particulariitile naionale sunt evidentei dominante. impreun cu pictura
murak si cu broderia, icoana intregie preiosul tezaur de ait veche
romaneast, impodobind atat bisericilg manastirile, catsi palatele domngi,
curtile voievodalesi boierssti. Ele sunt nelipsitesi din casele modeste ale
taranilor, aflandu-se &turi de poporul roméan in toate momentele lui deusiec
sau de restgte si stand narturie pastrarii traditiei artistice de facturbizantira

pani tarziu, in pragul secolului al XIX-lea.

La final am adugat o prezentare a ctes personale in domeniul picturii
de icoane. In cadrul acesteia am prezentat at@iriiia tehnica tradional, cat

si 0 transpunere a icoanei in tehnica vitraliuligtat.

9 LEONID USPENSKY, Teologia icoanei in Biserica OrtodéxAnastasia, Bucugé, 1994, p. 21.
0 MONAHIA IULIANA, Truda iconaruluj Sofia, Bucurti, 2001, p. 63.
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ABSTRACT

This PhD thesis entitleiCON’S THEOLOGY IN THE ROMANIAN
MEDIEVAL PAINTING offers a debate subject extremely generous and
complex, which requires an approach equally compdexd from multiple
perspectives. Therefore, | have organized thisishi@ssix chapters, containing
debates on issues of history, theology, iconograginy technique; at the end, |

gave some examples with works of my own creation.

The first page contains a quotation from St. JohamBAscene, a
remarkable theologian at the end of the seventhucgmand the first half of the
eight century, who wrotédpologetic Treatises against those Decrying theyHol
Images namely against the iconoclasts, who confounded Ghristian image
with an idol, therefore the veneration of the icovigh idolatry. This quotation
is extremely illustrative for the way in which thepiritual reality may be

expressed through artistic means, therefore itrdeseo be rendered here:

“How depict the invisible? How picture the inconeable? How give
expression to the limitless, the immeasurable,itkéesible? How give a form to

immensity? How paint immortality? How localise menst?

It is clear that when you contemplate God, who miee spirit, becoming
man for your sake, you will be able to clothe Hinthwthe human form. When
the Invisible One becomes visible to flesh, you nitagn draw a likeness of His

form.

When He who is a pure spirit, without form or limitnmeasurable in the
boundlessness of His own nature, existing as Gaddes upon Himself the form
of a servant in substance and in stature, and & bbflesh, then you may draw
His likeness, and show it to anyone willing to cemplate it” (St. John
Damascene, PG 94, col. 1239).

In theINTRODUCTIVE part of the thesis | have asserted that the ison
an integrant part of the Church’s Tradition, beipgesent both inside the
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Church, where it is indispensable to the cult, anside the house of the

Christian, where it occupies the most honorablegla

The icon developed together with the Liturgy and Bogma, that is the
teaching of the Church adopted at the Seventh EnwgakeCouncil in Nicaea in
787. This council, summoned by Constantine the I5ixasks for the
reintroducing of the icons into the cult, after Lédwe Third has forbidden the
honoring of the icons. This struggle against ictasded, with few interruptions,
until 843, when Theodora the empress categoricatlg definitely condemned
iconoclasm. This victory is celebrated until nowdar Church in the so-called
“Orthodoxy Sunday”, the feast’s icon being autoroaliy associated with the
very essence of Orthodoxy. This period of iconoglaseant the destruction of
thousands of works of art, icons and mural pairgjrigut once it was closed, it
was followed by a true revival of the image in thaigious art. The icon

painting knew an unprecedented development.

Considering the fact that the constitutive materiaf the icon are very
perishable, many of the old works of art have dpegred, along with the
churches in which they were placed or painted. Tiwesdon’t have icons from
the very old periods, but there are sufficient itashies in the documents of
that time, so we can appreciate the huge artisistorical and cultural value

these works, most of them anonymous, have.

For the investigation of the Romanian icon, thepareng of the act of
secularizing the monasteries’ properties in 18@8an the reign of Alexandru
loan Cuza, was of great help, due to the fact thamnerous contemporary
researchers and men of culture studied the monwsremd, except their dating
and the reading of the inscriptions, recorded thes@nce of the icons in the

places they found them.

One of the most fervent researchers of the monusnesats Alexandru
Odobescu, who systematically published studies atbmnuments and works of
art. In the next years, he was joined by valuab&nrof culture such as Cezar
Bolliac, Stefan Bilciurescu, Grigore Tocilescu, Nicolae lorgaho tried to

write a synthesis of the Romanian icon’s evolutiorthe volume entitledrhe
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Romanian Icon Virgil Draghiceanu, I. D.Stefinescu, Victor Bitulescu,

Gheorghe Baland many other§

After the Second World War, the study of the Romanfeudal art
extended and implicitly more information about tRemanian icon appeared,
especially because now appear publications of sgftgcipublications of the
Metropolitan bishoprics, museums’ reviews, in whisle find the studies of
some great researchers who dedicated their activitthe study of Romanian

history and art.

The first chapter is entitleHE DEFINING OF THE ICON and it is
organized in two subchapterA: The distinction to the mural paintingnd B.

The specific of the Romanian icon

| have started from the explaining of the terron, which comes from
the Greeleikonand meansmageor evenportrait. Thus, the icon is a portrait
not a realistic, but a spiritualized one, with therpose of pointing out the
immaterial, the infinite. The sacred art expresseshe first place, the teaching
of the Church and entirely corresponds to the he#ts, its purpose being not
that of mirroring the real, daily life, but that gfving it a new meaning, came
from the text of the Gosp&l This is possible because the icon is made in a
Christian world for goublic which is entirely Christian and receives is asgei
more than a simple decorative object: the icongeduin cult, is honored in a
special way by all the Christians. Together withe tmural painting, the
religious architecture, the Byzantine music andBlygantine hymnography, the
icon forms an inseparable ensemble required forctHebrating of the cult and

for its specific solemnity.

Unlike the mural painting, which is conditioned blye architectonic
forms of the monument, the icon is a work of artiehhlives independently of
the environment in which it was made, having itsndight, which springs from

the inside and is intensified by the glitter of tp@d leaf. When we speak about

L ALEXANDRU EFREMOV, Romanian IconsMeridiane, Bucurgi, 2002, p. 17.
2 CORINA NICOLESCU,0ld Romanian IconsMeridiane, Bucurgi, 1976, p. 7.
%3 LEONID USPENSKY The icon’s theology in the Orthodox Churé@nastasia, Bucugé, 1994, p 29.
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the icon, we perceive it as a kind of medieval ar,attribute of the Orthodox
world, which uses the technique of painting on wemanobile panels, even if
there were at the beginning icons in encaustic, aiwo®r other different
techniques, which nevertheless didn’t become tiaalitComparing the mural
painting and the icon painting, we must considsedes of elements specific to
each of the techniques, the different materialseeen the different support,
which determine possible stylistic or compositidranged®. Because the icon
is meant to be contemplated from near, as the gasi@ting, the painter is
obliged to pay attention to all the details, in @rdo create those amazing
effects of colour and light which make the icon teysus. If in the case of the
wall painting, the painter has an extremely vastfezie for developing the
scenes, the icon will be regarded as an independerk, which must find the

way of expressing the message to those who contamiil

Even if at the beginning there were numerous attsrop mural painting
— we may see copies of some old icons which do exast any more,
represented on the mural painting of some monum@itsDemetrius Church in
Thessaloniki, in Ravena or in Rom®&y numerous compositions of the wall
painting which were taken over by the icon painteve consider the icon in a
special way, separating it both from the mural gam and other forms of

religious art.

The icon requires a special study because of thiipteidimensions it
has: its liturgical function is well observed inetleult, its esthetic dimension is
acknowledged even by those who are not believerggaching dimension was
pointed out from the very beginning. We could nailyf understand the

meaning of the icon if we leave aside any of thesgect¥,

Due to the fact that the icon has found its platéhie Byzantine art, we

will find it in every region of the Byzantine Empir as well as in the areas

> ALEXANDRU EFREMOV, “Problems regarding the style’s crystallization in the paigtof icons in
the XVI" century and a “new” icon in the age of Neagoe BasardbCMI, 1971, p. 89.

% |.D. STEFANESCU, The iconography of the Byzantine Art and of the Romanian feudal napinti
Meridiane, Bucurgi, 1973, p. 37.

6 EGON SENDLER[The icon, image of the unse&vfia, Bucurgti, 2005, p. 6.
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around it: Greece, Bulgaria, Serbia, Italy, Crefgsia Minor, Romanian
Countries, Russia, the south of Poland and theafeSlovakia’.

The Romanian icon has its origin in the Byzantintg @mmon to that of
other peoples whose territories suffered the infaee of the great empire. It
developed in the framework of these Byzantine actisoordinates and it
manifested its creativity by adding some specifieneents. Unlike the icons of
other people — for example the Greek or the Russians — the Romanian icon
is more accessible because of the humanized expre#tsgives, because it
maintains the balance between the content of ideasthe form in which the
national peculiarities are obvious and dominantalgeneral way of speaking,
we may say that the main characteristics of the &dan icon are determined
by the colour and the expression of the facesinitsnse and dense colouring,
giving the impression of continuous move. The espien of the faces is not so

severely ascetic as the prototypes, so it is claséhne heart of the believer.

By keeping its general character, each Romaniarvipce produced
specific works of art, easy to recognize. In thenfRRmian Country, the icons are
characterized by monumentality, austere expressioth sober colouring. In
Moldavia, the icons are full of grace, with elegdigiures, with a less austere
expression and a more discrete colouring, whichegithe impression of
refinement. In Maramugke the icons have a graphic, linear outline and a
chromatic with soft accords. In Transylvania theons have a vigorous
graphism and a violent chromatic, unlike in the B&arnwhere the drawing is

graceful, with a flowing line and a temperate calng®®.

The evolution of the icon painting in the Romani@ountries was
always connected to their history and the develapnoé art, even imposed by
these, with strong influences from the politicaldluations, the status of the
political rulers and of the Church; and this is radk The Romanian art of
painting icons was always receptive to the suggestifrom the abroad. Either

we refer to the influence of the Greek world andtlod Italian-Cretan school,

>’ MARIUS PORUMB, Icons from MaramureDacia, Cluj - Napoca, 1975, p. 5.
% ALEXANDRU EFREMOV, Romanian IconsMeridiane, Bucurgi, 2002, p. 19.
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came to us through the agency of Mount Athos, te thfluence of the
Occident, made possible through the connectiongsuofrulers especially with
Italy and Austrid’, or to the penetration of the Russian art duéheodoming of
the Russian icon painters, the Romanian icon susExk e assimilating all these
elements which enriched the existent artistic flamdl realized some original

and valuable syntheses, which in the end producealighentic style.

We have few information regarding the life, actyitr training of the
icon painters, because they were animated by am ed€Christian humility and
didn’t want to sign their works. This is why we leawenly few names of icon
painters, recorded in some document or a discrigieatire in a corner of the
icon, especially in the XVIt and XVIII™ centuries. An evidence of their

activity and skillfulness are their works which camown to u?.

At the beginning, the majority of the icon painterere monks; the
tradition of the Church and that of the painterquieed that the icon painters
should be profoundly religious and this is the metwhy most of the icons
belonged to churches or monasteries. The same paarters painted also the
houses of the voivodes, the wealthy houses, thdiguistitutions or even the
houses of the simple peas@ht§he secret of making an icon was handed over
from master to disciple and it was required a Ipegiod of apprenticeship until
a new icon painter was acknowledged as such. Thavladge was preserved in
an artistic-technical tradition of more generatioesriched by the personal
experience of each generatidrand was kept in painting collections called

Erminia, which remained until today the painting guide floe icon painters.

The chapter entittedHE THEOLOGY OF THE ICON is structured in
five sub-chaptersThe biblical basis of the icQimhe theology of presenckeon
and Liturgy lcon — expression of Beaugnd The canons and the creative

freedom In the first sub-chapteilhe biblical basis of the icorl have started

%9 |bidem p. 59.

50 CORINA NICOLESCU,Old Romanian IconsVieridiane, Bucurgi, 1976p. 22.

1 MIHAIL MIHALCU, MIHAELA D. LEONIDA, Some of the secrets of old Romanian icon painEken,
Cluj-Napoca, 2009, p. 129.

2 |bidem p. 11.
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from the explanation of the interdiction of any regentation, as we find it in
the ten commandments given to Israel, an intemlictvhose purpose was that
of protecting the Israelite monotheism against da@ger of idolatry. But this
Old Testament interdiction of making a material gaaof God “must not be
dissociated from the iconic presence of God in Nmv Testamenf®. The
incarnated Son remains inseparable from God thbefabut reveals a face to
the world, He makes Himself visible, He is “the mcof the unseen God”
(Colossians 1, 15), thus the icon may e€XistAfter the incarnation, the
interdictions of the Old Testament are not applieadny more, because the
Son, as an icon of the Father, makes His imagrgjicesentation possible. In
the sub-chapter entitletihe theology of presendehave argued that the icon is
“a image of the unseen and at the same time th&epoe of the Unseet’ The
basis of the iconographic representations is theofithe Incarnation of God’s
Son, thus “the icon is not a human projection, isutonnected to the Image
God made visible through His incarnatiéh’The icon represents the hypostasis
of the incarnated Son of God, of Jesus Christ, moidHis divine nature. From
this perspective, the icon is an argument againshophysitism, because it
“does not represent either the human nature, nerdivine nature, but the
person of the Word known in both natures, whichadsumes inconfusedly and

"67 \We have seen in our thesis that the esthetic miéioa of the icon

indivisibly
is doubled by a liturgical dimension, through whi¢he icon brings its
contribution to the mission of the Church of safyetig the whole creation; on

this topic we have largely written in the sub-chlapgntitledicon and Liturgy

The presence of Christ in icon means the preseh@&eauty, according
to Saint Dionysius the Areopagite, who names GoduBg “due to the glory He
gives to each being” and because he sees in Himmc#use of the harmony and
the brilliant vestment of each creature, becauséidgigs everything as the light

does, pouring forth beauty from that bright sprimghich gushes from

53 PR. DUMITRU STANILOAE,, A theology of icon Anastasia, Bucugé, 2005, p. 223.
64 DANIEL ROUSSEAU Icon, the light of Your FageSofia, Bucurgti, 2004, p. 22.

% EGON SENDLER[The icon, image of the unse&vfia, Bucurgti, 2005, p. 43.

% DANIEL RoUSSEAU Icon, the light of Your FagéSofia, Bucurgti, 2004, p. 49.

7 DANIEL ROUSSEAU Icon, the light of Your FagéSofia, Bucurgti, 2004, p. 69.
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Himself"®®. The concern for the harmony between the contérthe spiritual

message and its form of expression does not rerttvémportance of the icon
painter’s skills, who must be able to increaselibauty of the Church. In order
to fulfill this function, “the icons must expresket spiritual beauty rather than
the physical oné®. At the end of this theological chapter | have sidered

necessary to remind about the problem regarding canons and the creating
freedom because of the plastic forms established in otdegive expression to
the spiritual dimension of the persons represemmdadons are part of what it is
called the iconographic canon. The existence atanographic canon does not
limit the freedom of the artist. The icon paintelisin’t feel any king of limits

from the part of traditioff, but were anchored, through them, in the life o t
Church, which offered them another kind of freederthe spiritual freedom, to

which one can reach through ascetic obedience anttmplative prayét.

The chapter entitledHISTORICAL PRELIMINARIES presents in a
synthetic way the situation of the icon in our ctrynin the Middle Ages and
proves, through text and image, that the Romarsan has an important place
in our ancient art, at the same time being a vdRiateans of reconstructing the

artistic environment of that epoh

The chronology of the Middle Ages has a guidinguealtherefore its
landmarks are varied, and this is also true for Rwmanian territory. As a
synthesis between antiquity and Christianity, théddie Ages represents a
period of great transformations on an economicalitipal, cultural and social
level, with great impact on arts. There is a paifacity of the Romanian Middle
Ages, namely the fact that, beside the Byzanting @lav influence, there was
in the middle of the X\WI' century a period of Turkish domination. We must
take into consideration all these social, politicatonomic realities when we

analyze the evolution of art during this period.

8 SAINT DIONYSIUS THE AREOPAGITEOn the divine namesap. 4, sec. 7, PG 3, col. 701c, apud
LEONID USPENSKY, VLADIMIR LOSSKY, Calauziri in lumea icoaneiSofia, Bucurgti, 2003, p. 49.

%9 CONSTANTINE CAVARNOS, A Guide of Byzantine iconographyophia, Bucurgi, 2005, p. 228.

" PAUL EVDOKIMOV, The art of the icon. A theology of beaueridiane, Bucurgi, 1993 , p. 188.

"L LEONID USPENSKY, "lcon, a view of spiritual world"in vol. "What is Icon? ", p. 22.

2 CORINA NICOLESCU,0ld Romanian IconsMeridiane, Bucurgi, 1976 p. 14.
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The Romanian Middle Ages is a very vast periodween the XIV" and
the XVIII™ centuries, almost five centuries of tumultuoustdrg. The social
and political events of this period were signifidgureflected in art, especially
in painting. We must say that culture and art didr@ve the same chronological

boundaries as the political, economical or admiatste event§.

Analyzing the icons and framing them in a styligteriod may be a very
difficult task, and this because of two reasonsoaoe side, they were carried by
their painters from one province to another or frone country to another, on
the other side there were always influences from period to another and from
one geographical area to another. We may find & Romanian Countries,
except the icons of the local icon painters, sont@ icons brought from
Constantinople or other centers; likewise, a lotGrkek icons from Athos or
Crete circulated in great number, and between the€™and XVIII"" centuries
numerous icons from abroad are to be found in tbeuments in Moldavia and
Transylvanid®, because of the connections of the Romanian Cimsto their
neighbors. This is why the evolution of tln phenomenom our country is
very difficult to follow, because the causes arenifdd and varied. From the
historical circumstances, most of the times unfaabie, until to technical

causes, all had devastating and durable effectson

Even in this period art didn’t stop to exist — dretcontrary, it was a
form or resistance — we have no icons from the mldmes, still some
monuments of stone or wall survived around Huneapoauch as: the churches
from Densy, Gurasada, Sa&imarie Orlea, Strei, all having a major importance

for the history of the Romanian &tt

We may speak of Romanian icons made by Romaniamtgyaionly from
the second half of the XI¥ century, when the Romanian feudal states were

constituted®. There were favorable circumstances for the dewaknt of art

 CORINA NICOLESCU, The inheritance of the Byzantine art in RomaBacursati, 1971, p. 14.

" CORINA NICOLESCU,Old Romanian IconsVieridiane, Bucurgi, 1976, p. 14.

S \/asILE DRAGUT, VASILE FLOREA,DAN GRIGORESCUMARIN MIHALACHE, The Romanian
painting in imagesMeridiane, Bucurgi, 1970, p. 10.

S ALEXANDRU EFREMOV, Romanian IconsMeridiane, Bucurgi, 2002, p. 15.
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both in Transylvanian principalities and in the Raman Country, which
became independent in 1330. The two outstandingicedi which open the
history of the Romanian medieval painting — therchufrom Santmarie Orlea,
painted in fresco in 13T1and the impressive monument from Curtea de Arge
Saint Nicholas church, whose interior painting iatedl between 1352 and
1377°® - and represent the most valuable iconographiembse from the early
period of the Romanian medieval art, will echo ogenturies and will mark the

religious art of our country.

The number of the icons pertaining to XI\and XV" centuries is very
low, and this is due to many causes: on the one, dilde fragility and the
perishable character of the constitutive materiatsthe other side the rude re-
paintings or the deficient restorations which calugbke destruction of the
original work. These re-paintings will cause funthéebates regarding the
dating of the works, such as the example of thenscef God’s Mother
Hodighitria and St. Nicholas, both from St. Nich®l@hurch in Hunedoara, or
the example of the icons of St. John the Baptisimfr Budeti-Josani,
Maramureg district, the triptych from Burkental, the icon désus Pantokrator
from Lupsa and many othef$ Then, we must not forget an important aspect of
that period, namely the fact that the iconostatsie, main bearer of icons, was
much smaller and only in the XVlcentury it became bigg®r having the

dimensions it has today.

Another possible cause of the disappearance oblttiecons would be
the following one: many of them, being plated witbld and silver or adorned
with precious stones, were a temptation for thiewen the contrary, the icons

were lost because people wanted to secure themvaregldeposited in improper

" \/asILE DRAGUT, VASILE FLOREA,DAN GRIGORESCUMARIN MIHALACHE, The Romanian
painting in imagesMeridiane, Bucurgi, 1970, p. 10.

®The History of the plastic arts in Romané@ord. Acad.prof. GEORGE OPRESCU, Meridiane,
Bucurssti, 1968, p. 162.

9 ALEXANDRU EFREMOV, Romanian IconsMeridiane, Bucurgi, 2002, p. 17. p. 121.

& |bidem p. 19.
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place§'. Let not forget the numerous churches and monusnaitich were

destroyed during time and which certainly were a@adrwith valuable icons.

As for the next century, that is the X¥Icentury, we have information
about the Moldavian and Muntenian hospodars’ wishkeep up with the
refined art of the Occident, which at the middletloé XVI™ century was in full
artistic Renaissance. For accomplishing that, teeyght artists from Itafi7 or
instructed court painters. We have documents whéedtify the existence, in
1570, of a corporation of local painters and icainpers in Sucea¥3 which
prove that at that time the icon painters were momg and powerful enough to
associate in a corporation. This situation provasits turn, that there was a
long tradition until then, which also explains theistence, in the XWi

century, of numerous icons of an exquisite artiatid technical quality.

Among the first icons which announce the humankishking of the
Renaissance, with its humanized message, are ¢ iitom Curtea de Arge-
The weeping of Christa work important not only for its iconographical
innovation, but also for the humanization of theresentation, the icon @t.
Simeon and Savyaat whose feet is kneeled Princess Despina andtwer
daughters — this icon is also important for how djdbe materiality of the
vestments and the anatomy of princesses are rethdettee icon ofThe descent
from the cross famous for the boldness of the conception, namiblg
comparison between the grief of Mary and that ah&ss Despina, who hold
in her arms her dead s8nEven if from the stylistic point of view the trididn
of the past centuries is preserved, the main meé&mxpression remaining the
traditional ones, the content is humanized and lthmane feelings of grief,

love and pity touch the holy persons as well.

In the XVII"™ century the painting from the Romanian Countrieil w

have a sinuous course, influenced by the histormadnts. The painters are

81|.D. STEFANESCU, The iconography of the Byzantine Art and of the Romanian feaif#ing
Meridiane, Bucurgi, 1973, p. 35.

82 ALEXANDRU ALEXIANU, This Romanian Middle AgeBucuresti, 1973, p. 38.

8 VAsILE DRAGUT, VASILE FLOREA,DAN GRIGORESCUMARIN MIHALACHE, The Romanian
painting in imagesMeridiane, Bucurgi, 1970, p. 79.

% Ibidem p. 47.

27



more and more interested in observing and renddtiergdaily reality, and thus
the painting receives a stronger decorative charaawith vivid chromatic
combinations, with obvious preoccupations for tlhespic treatment of volumes
and the pointing out of forms through light and dtna effects. The tendency of
giving up to two-dimensionality and the image whiaims at suggesting the
form are part of the process of secularizing thags more and more evident
in the painting of the XVII' century and fully asserted in the next century,
anticipating the modern paintiffg Fortunately, the icon painting of the XVl
century will be more conservative than the wallnpgig and even if it tries to
remain within the traditional boundaries, it wiktdome more and more difficult
to do so, because the decorative and the narrativeent influence more and
more the art of icon, too. The decorative curresnvbservable in the Moldavian
icons, for example, in the backgrounds abundantgodated with vegetal
ornamental motifs or in the frame of the icon deted with the motif of
twisted rope, then underlined by a wider chromatingé®. In the Romanian
Country the evolution of art will be more unitarywda more conservative,

preparing the great flourishing which will follow.

The middle of the century concurs with the epochMdtei Basarab,
another great supporter of arts. During this perdodew Muntenian style is
fixed, in which the new occidental and oriental migr are absorbed in the
traditional substance. This period prefaces thecsssful epoch ofSerban
Cantacuzino and Constantin Brancoveanu. Startiognfthis period we will
find more and more signed icons or even the salftrpits of the painters, as in
the case of Parvu Mutu, one of the first Romaniandern artists. Icon and
Church painter, Parvu Mutu, being aware of his galpainted his self- portrait
in many churches, the most valuable of them beireg painted in 1700 in the
Church from Bordgti, Buziau district. From now on, the artist becomes more

and more aware of his role of creating culture nglavith other learned men of

8 ANA DOBJANSCHI, SIMION VICTOR,The art in the epoch of Vasile Lupueridiane, Bucurgi,
1979, p. 16.
% |bidem p. 58.
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that timé’. The following period is characterized by a partic power of

synthesis. Oriental and occidental foreign elememix themselves in the
autochthonous substance, creating the first Romaaréistic style — it is the
epoch of Constantin Brancoveanu. The style of Bo&eanu art irradiates the
entire territory dwelled by Romanians and the rielig art is also part in this
process, creating its sculpted and placated icasest its icons and mural

painting. These represent the beginnings of thearmo&omanif¥.

In Romanian Country and Moldavia the artistic moeatwas financed
and supported by the court, the high officials #mel Church, joined later by the
merchants and the small boyars, but in Transylvémeéasituation was different:
due to the historical circumstances, the situatérthe Romanian population
was different than in the other two Romanian proest The conquests of
Hungarians had for almost a thousand years econoaultural and artistic
consequencé$ Those who fought for the preservation of theimosulture and
art were the wealthy peasants, the priests and tom®e those who had
returned from the schools in Molda¥igthe connections between Transylvania

and the other two Romanian provinces had been emuyited and manifold).

The painting of the XVII' century may be considered a true
introduction into the modern painting, improved ihe next century, and
facilitates the detachment of art from the religgatanons. Together with the
changing of the building authority, the rural commties and the artisan’s
corporations became responsible for the artisttvitg, thus the mural painting

and the icon painting turned also into a popul@ation’.

The fourth chapter of this thesis is entittéeGONOGRAPHY AND
HERMINY and presents a succinct history of how these pdmtguides

appeared (the name of these painter’'s guides cdmoes the Greek word

87 VasILE DRAGUT, VASILE FLOREA,DAN GRIGORESCUMARIN MIHALACHE, The Romanian
painting in imagesMeridiane, Bucurgi, 1970, p. 92.

% |bidem p. 94.

8 ALEXANDRU EFREMOV, Romanian IconsMeridiane, Bucurgi, 2002, p. 120.
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91 VasILE DRAGUT, VASILE FLOREA,DAN GRIGORESCUMARIN MIHALACHE, The Romanian
painting in imagesMeridiane, Bucurgi, 1970, p. 102.
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hermeneiaand means “interpretation”, “explanation”; thu$iese books are
manuals which instruct the painter how he shoulthtpthe holy images and
faces). They existed since immemorial times bothhi@ East and West; they
circulated at first as manuscripts more or less mem trying to give
instruction regarding theecretsof painting. The Western painting treatises are
totally different from the Byzantine painting Hemms. The first ones deal
exclusively with the technical part of paintingaths the mixing up and the use
of colours, while the Byzantine painter’'s guidesfegused on the teachings
regarding the composition of the scenes, the aspettthe saints and their
faces, in a word, on iconograpRyalthough they have also a technical part.
This is of main importance, because it helps uiming an opinion about the
Byzantine tradition. The iconographic-theologicarip of Herminies is very
rich, containing approximately 800 representatiomgre or less complicated

and approximately 600 faces of saffits

The Romanian Herminies we have now are not mamumber and have
different dimensions and content. The small nunbetue, on the one side, to
their old character and to the fact that they didwnirvive in time, on the other
side to their limited circulation, only among icopainters, because the
information was considered to be secret and coutt be divulged.
Nevertheless, the most organized and complete nmtion appears in the
Romanian and Greek Herminies, which contain almibet same kind of
material, organized in two large parts — the techhpart and the iconographic

part”.

It is true that the Herminy of Athonit provenanaghich is the most
complex and systematic, has a certain appearankelptook, because it starts
with a prayer to the Mother of God; nonethelesss thnly indicates the
mentality of that time. The Herminies for Byzantimminting, even they

preserve the old canonic tradition of the Churchnfiag, are not official

92VASILE DRAGUT Encyclopedic dictionary of Romanian medieval &dituraStiintifica si
Enciclopedid, Bucureti, 1976p. 4.

9 VASILE GRECU,Herminies of Byzantine paintingerriuti, 1936, p. 5.

% MIHAIL MIHALCU, MIHAELA D. LEONIDA, From the secrets of former Romanian icon paint&ikon,
Cluj-Napoca, 2009, p. 16.
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canonic writings, as it has been considered atraicepoint in time. Although

the Byzantine painter should not deviate from tiiadi he had all the freedom
to show his skills, his talent and his virtuosity éxecution and, to a certain
degree, in composition. This is why great paint®ssManuil Panselin, Teofan
the Greek and Frangos Catelanos composed Hermimiedich they exposed
their experience and their own methods, at the stame preserving unchanged

the ritual norms, fixed by the Church.

The iconographical part of this chapter presents sources of the
Byzantine iconography, whose foundations as scidrase been laid by French
scholars in the XVII' century and which developed consistently startiith
the second half of the XI% century until nowadays. It has a very vast study
framework, studying all aspects regarding ornanmlentak in a space destined
to the religious cult: mural paintings, portativeons, miniatures, engravings,

embroideries, ceramics &tc

The fifth chapter is dedicated to tteONOGRAPHICAL CYCLESand
has a sub-chapter which presents the iconostdsiantin bearer of icons in the
church, one of the most important elements whicliinds the Orthodox
Church. The iconostasis is the wall which separ#tesaltar, the place where
the Holy Eucharist is celebrated, from the cenpralt of the edifice, the nave,
the place where the believers stay. Knowing tha whole division of the
Church is regarded symbolically — the narthex repnés those on earth, the
nave those in heaven and the altar those abovéigheer® - the iconostasis
represents, through its icons, the passing gatevdset the two worlds, the
material and the spiritual one, the divine and hlsenane one, the eternal and
the temporary one, in order that the believer, whoturned towards the
iconostasis during the religious service, may mmlihat he cannot reach the
other world except with the help of the saints. wall as the whole painting

ensemble of an edifice, the iconostasis is not atuné of images arbitrary

% |.D. STEFANESCU, The iconography of the Byzantine Art and of the Romanian feudal napinti
Meridiane, Bucurgi, 1973, p. 48.
% CONSTANTINE CAVARNOS A Guide of Byzantine iconograpt§ophia, Bucurgi, 2005, p. 30.
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placed on a support, but is part of a clear sy$femell defined by the

Orthodox iconography, which is to be found in evehurch.

The icons is classified according to the represtsigbject in dogmatic
icons, which present the teaching or the dogmahef@hurch and which form
the dogmatic cycle, feast icons, which present ithh@ortant feasts of the
Church and form the feast cycle and liturgical isowhich form the liturgical
cycle and is connected to the symbolism of the Halyar and the Holy
Liturgy, by whose prayers is inspired. On the icstagis there are icons from

the dogmatic and feast cycle, distributed accordmtheir importance.

A very extensive part of this chapter is dedicatedthe presentation,
through text and image, of the iconostasis’ icoasvall as to the iconographic
variants of the icon of the Mother of God. Due be ffact that she is the first
human being who became deified, the representatbtise Mother of God are
distinct from those of other saints, both by theiety of the iconographic types

and by quantity, and even more by the intensity the honouret.

Speaking about icon, | have considered that an acgmbr from the
technical point of view was also needed; this isywhhave made a chapter
entitted DATA ABOUT THE ICON'S PROFESSION in which | have
presented the specific technical peculiarities athe area | analyzed. The
technique of icon painting is specific and complbrjng elaborated in the old
times and handed over to the icon painters fromeggion to generation, from
master to disciple either orally or through writjrige last way turning later into
the so-called Herminies, implying the obligation observing exactly the
traditional image as well as the steps of makingi@n and transmitting it

unchanged.

In CONCLUSION | have underlined the fact that the Romanian ibes
its origin in the Byzantine art, as well as theatpbeople whose territories have

felt the influence of the great empire. It develoygthin the framework of these

97 LEONID USPENSKY, VLADIMIR LOSSKY,Guidance in the world of icorsofia, Bucurgti, 2003,
p. 92.

8 LEONID USPENSKY The icon’s theology in the Orthodox Churénastasia, Bucugé, 1994, p. 21.
% MONAHIA IULIANA , The effort of the icon painteBofia, Bucurgti, 2001, p. 63.
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Byzantine artistic determinants, manifesting iteativity by adding some
specific, national elements, thus becoming, unligms icon of other people,
more accessible, with an expression more humantheatame time succeeding
in keeping the balance between the content of ideasthe form in which the
national characteristics are obvious and domindimgether with the mural
painting and embroidery, the icon completes thecipies treasure of Romanian
old art, embellishing both the churches and the asteries, on one side, and
the courts of princes, voivodes and boyars. Thascare present even in the
humble houses of peasants, at every important mbofgoy or sadness of our
people and testifying for the preservation of thgz&tine artistic tradition

until the beginning of the XIX century.

In the end | added a presentation of my persoredtan regarding icons
painting. | have presented works in the traditiot@thnique, as well as a

transposition of the icon in the technique of tlaenped stained-glass.
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1994

Bacalaureat

Universitatea de atti design, Cluj-

Octombrie 1994 — iulie

Licenta in arte plastice (1994

Napoca 1999
Universitatea BabeBolyai Octombrie 1997- iulie Licenta in teologie-arte
Facultatea de Teologie Ortodo&luj- 2001, plastice

Napoca

Universitatea BabeBolyai
Facultatea de Teologie Ortodo&luj-
Napoca

Octombrie 2003-iulie
2004

Master in teologie

Universitatea de atti design, Cluj-
Napoca

Octombrie 2005

doctorand

Titlul stiin tific: doctorand
Experienta profesionah:

Perioada: Septembrie 2000 - iulie Octombrie 2002 — | Februarie 2005 - prezent
2001 februarie 2005
Locul: Cluj - Napoca Cluj - Napoca Cluj-Napoca
Institutia: Liceul de arte plastice Facultatea de Teologigniv. Babg-Bolyai
Ortodoxa Facultatea de Teologie
Ortodox
Funaia: Profesor suplinitor Preparator Asistent titula
Descriere: specializarea desen,
culoare

Locul de munca actual si functia: Universitatea BaleBolyai, Facultatea de Teologie

Ortodox —asistent titular

Vechime la locul de muné actual:

2002 - 2011
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Lucrari stiin tifice

o Nasterea in iconografia crestin orotdgXdedicii si Biserica, vol IV, Renasterea,
Editor: Dr. Mircea Gelu Buta, 2006, P. 197-204

o Erminia - indrumator in pictura de icoana bizantinganuarul Facultatii de Teologie
Ortodoxa, Tom VIIl, RENASTEREA , CLUJ-NAPOCA, EditdPr.prof.univ.dr. loan
Chirila, 2007, P. 79-92

o Cateva referiri asupra ansamblului pictural al Bigsi Sf. Nicolae Domnesc din
Curtea de ArgesAnuarul Facultatii de Teologie Ortodoxa, Tom RENASTEREA ,
CLUJ-NAPOCA, Editor: Pr.prof.univ.dr. loan ChirilaD08, P. 137-143

o Cum se picteazo icoani? lcoana - tehni& straveche, aid actuali., Anuarul
Faculttii de Teologie Ortodax Tom XI, RENASTEREA , CLUJ-NAPOCA, 2009, P.
399-405

Limbi str daine cunoscute; Francei si Englez.

Alte competerte:

» responsabil de practicpentru specializarea ArtSaci, In cadrul proiectului
.,convergema pregtirii universitare cu viga actid” , contract POSDRU/
712.1/S/1;

» coordonator al cursurilor de pictupe stich pentru studetii straini din UBB.

Experienta acumulati in programe ngionale/internationale:

Programul/Proiectul Furia Perioadale la... paa
la...
Poiecte de cercetare igara :
Stiinta si Ortodoxie membru 2007- prezent
Metode moderne de investigare, Membru 2008 -2011

autentificare, conservagepunere in valoars
a icoanelor din patrimoniul Muzeului
Etnografic al Transilvaniei, contract nr.
92095

A1%

Activit ati expoziionale:
Participari la manifestari artistice internationale

Gemalde moderner Kunst und Ikonen Rumaenischertléungcoane pe stiélsi lemn ,
Spitalul Clinic de Oncologie, Wiener - Neustadt,s#ia, 2005

Rumaenischer moderner Kunglamantsi rosu , Erste Bank Austria , Modling, 2005

Expoziie de icoad si fotografie religioag, Invierea Domnului, Facultatea de Teologie
Ortodox , Alba lulia, 200

Participari la manifestari artistice nationale

Expoziia "Fragmente! Inserare, Casa de culiurPiatra Neam 1999

Expoziia profesorilor Liceului de Arte Plastice "Romuluadea’; Perspecti¥ asupra
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infinitului, Palatul Parlamentului, Bucuti 2000

Expoziia "Arta si sacralitate”, Uimire , UBB, Bucursti, 2000

Expoziia "Re-activ’, Metamorfoze, Galeria "Galla", Bucygte 2002

Expoziia proiect "Atelier", Crucifix, UBB, Cluj-Napoca, 2002

Expoziia "Comunicare; Dialog, Casa de cultauf'Friedrich Schiller”, Bucurgi, 2003
Expoziia proiect "Atelier II", Sfanta Treime, Casa Universitarilor, Cluj-Napd2@03

Expoziia proiect "Sfanta Treime'Replici, Muzeul Ngonal de Ar#, Cluj-Napoca,
2004

Expoziia "Studiisi finalitate Tn spaul sacru”, Variante paralele , UBB, Cluj-Napoca,
2004

Expoziia proiect "Atelier - ingerii, Sfanta Treime intr-o ipostamediti, Muzeul
National de Arti, Cluj-Napoca, 2005

Expoziia "Daruind vei dobandi" in cadrul Salonului icoanei atelee, Icoana , UBB,
Cluj-Napoca , 2005

Expoziia "lconostasul; indemn la credigi, Muzeul Etnografic, Cluj-Napoca, 2006
Expoziia "Altarul luminii”, Contribuie, Muzeul Etnografic, Cluj-Napoca, 2006

Expoziia "Tradisionalismgi modernitate in registrul bizantin"Pledoarie pentru trecut ,
UBB, Cluj-Napoca, 2006

Expoziia "Frumusegea interioaw; a femeii, Mama, Galeria "Sala Ambient", Cluj-
Napoca, 2007

ReMemoria Incursiuni in spagu, UBB, Cluj-Napoca, 2009

Iconografia Tnvierii,Icoana Tnvierii, UBB, Cluj-Napoca, 2010

Icoanele Tnvierii,Crucifix, FSEGA, Cluj-Napoca, 2010

Iconografia Maicii DomnuluiMaica Domnului Tndurerét FSEGA, 2010
Angels and Demonéngerii mei, Galeria Mig, Piga Uniiri, Cluj-Napoca, 2011

Ipostaze Iconograficdcoana Maicii Domnului, Galeria de arta ByzantiBucurati,
2011

Icoanesi praznice roméangi, Sfantul Nicolae, Muzeul Nenal al Unirii, Alba-lulia,
2011
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Membru Tn comitete de organizare a activitilor expozitionale

Expoziie de icoane pe sticl'in asteptarea Giciunului”, Orasul: Cluj-Napoca, Institutia
organizatoare: Colegiul Academic UBB, Anul: 200dnEtia: Organizator

Expoztie de icoane in cadrul zilelor facitit, Orasul: Cluj-Napoca, Institutia
organizatoare: Facultatea de Teologie Ortéadéxul: 2008, Functia: organizator

Expoztie de icoane "Ngerea lui lisus", Orasul: Cluj-Napoca, Institutiganizatoare:
Facultatea de Studii Economice UBB, Anul: 2008, dtian Organizator

Icoana pentru Ingerul meu - expozitie de icoanstiota, Orasul: Cluj Napoca,
Institutia organizatoare: Casa Universitarilor, Ar2009, Functia: organizator
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