B obymacty Ky/nbTypbl 1 uckyccrBa (2012), xaBanep Oppena cB. Auusl III crenenu Poccuiickoro
Vmneparopckoro [foma (2014), 3onoras meganp PAX (2002), kaBanep Oppena cB. Ceprus Papmo-
Hexxckoro III crermenn (2000), Oppena cB. Augpest Py6nesa III crenenn (2004), Oppaena cB. VH-
HokeHTMsA MockoBckoro III cremenn (2008), a Takxe nMeeT Mefanu u movetHsle rpamotsl PIILI.

Yulia Markelova
Moscow State Academic Art Institute named after V. 1. Surikov, Russia

THE LINK OF TIMES. BYZANTINE IN CONTEMPORARY ART.
ON THE EXAMPLE OF MAKSIMOV’S WORK

Our time, the beginning of the 21st century, is characterized by an increased interest of society
in questions of spirituality, religion. There are plentiful books on personal growth and psychology,
countless “spiritual centers” and “centers for personal development” and popularization of “spiritual”
practices. All this clearly demonstrates the desire of a modern man for self-knowledge. The eternal
questions of being, truth and the meaning of life take on a new relevance in the context of modernity.

The history of Christian religion and Orthodox art deserves special attention. People turn to icons,
frescoes, trying to understand the deep meanings implied by artists of the past. Church community
is increasing every day. There is a rapid revival of religious art.

Construction of Orthodox churches and creation of their painted decoration is a complex, la-
bor-intensive and time-consuming process, requiring participation of specialists from various fields,
including those in the field of monumental painting. Evgeny Nikolaevich Maksimov is a recognized
authority on modern religious art. He was one of the first artists involved in revival of centuries-old
traditions of frescoes, mosaics and other classical techniques of monumental art in the 1990s.

In his work E. N. Maksimov is rethinking the legacy of Byzantine and old Russian school, most of-
ten referring to the 16th century. How powerful the impact of Byzantine culture on modern culture
is can be seen from several works by Maksimov, namely murals of the Church of St. George in Cy-
prus, murals of the dome space of the Kazan Cathedral of Svyato-Vvedenskaya Optina Poustinia,
as well as the murals in the Church of St. Modest of Jerusalem on Athos, Greece. They allow us to ana-
lyze the development of the painter’s career from its origins to the present.

Maximov is also a teacher, professor, who has won numerous awards, such as the Moscow Prize
in the arts (2002), Russian Federation Government Prize in the field of culture and art (2012), the
golden medal of the Russian Academy of Arts (2002) as well as medals and diplomas of the ROC.
He is a Knight of the Order of St. Anne of the Russian Imperial House of the 3d degree (2014), Knight
of the Order of St. Sergius of Radonezh of the 3d degree (2000), Knight of the Order of St. Andrei Ru-
blev of the 3d degree (2004) and the Order of St. Innocent of Moscow of the 3d degree (2008).

AHnppeeBa Anekcangpa IOppreBHa
[lepecnasnv-3anecckuti UCMopuKo-apxumexkmypHoLii U Xy00xecmeeHHblil
Mmy3eti-3anosedHux, Poccus

ITpo6ema SKCIOHUPOBAHNS COBPEMEHHOI CKYIBITYPBI B IPOCTPAHCTBE KYTBTOBOTO
komiekca. Ha mpumepe BoictaBouHoro npoekra «bJIATOBECTNOW»

BrictaBounblit mpoekT «BJIATOBECTNOW» mpopmmics ¢ 22 aBrycra o 22 okta6ps 2014 .
Briepsbie IlepeciaBckiit My3seli-3aIlOBeHUK IIPECTAB/Is/T MACIITAOHBII apT-IIPOEKT B popMaTe CHH-
Te3a IIOCTOAHHON MY3eMHOM 3KCIIO3ULMY C KOHIENITYa/TbHOM aBTOPCKOI BBICTABOYHOM CUCTEMOIA.

JlaHHas BbICTAaBKa ObIIa He IIPOCTO COKPAIIEHHON PeTPOCIEKTUBON paboT M3BECTHOTO MOCKOB-
CKOTO CKY/IbIITOpa AJleKcesa barobecTHOBa, HO ¥ Pa3MbIIJIEHNEM O POIM MICKYCCTBA KaK OlyXOT-
BOPAIOIIIET0 Havasla Ji/id COBPEMEHHOIO YeI0OBeKa.
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Arnexceit braroBecTHOB — pefKuii, MOXXeT OBITb, €VIHCTBEHHBIII B CBOEM ITOKOJICHUY XY[OXK-
HUKOB HOHKOHQopMUCT. Pommicsa on B MockBe B 1974 T. B ceMbe CKY/IBIITOPOB. Y>Ke B JIeTCTBE,
B XYyJO>KECTBEHHOJI HIKOJIE M IIOC/Ie, B MHCTUTYTE, €r0 OTAMYA/IN IleNeyCTPEMIEHHOCTb M IOJI-
HOe paBHOAYIINE K 00IiecTBeHHOMY npu3Hanuio. [Ipu atom Asnekceit braroBecTHOB — aBTOp MHO-
TVX AMATHUKOB, YCTAaHOB/ICHHBIX B IIyO/IMYHOM NIPOCTPAHCTBe (TaMATHUK BblmycKHuKaM BI'TIKa,
naMATHUK BsuecnaBy TuxonoBy Ha HoBopeBuubem kimanbuine B Mockse n Anekcanapy A6my-
noBy B XaHTbI-MaHcuiicke). TN [Be CTOPOHBI €r0 TBOPYECKON JIMYHOCTY COCAVHSAIOTCA I1apa-
TOKCa/IbHO JII1 OKPY>KAIOIIMX, HO COBEPUIEHHO €CTECTBEHHO JIIl CAMOTO XY[O>KHMKA. BbicTaBka
B IlepeciaBckoM Mys3ee-3allOBEIHMKE CTaa HEOOBIYHON M /I XYHOXKHUKA, U I My3es: Ipak-
TUYECK) BCe SKCIIO3MIIMOHHbIE IIOMANKNA My3es CTali MECTOM 3KCIEPUMMEHTA, TOTUYHbBIX, HO OT
3TOr0 HE MEHee HEOXKMIAHHBIX CONOocTaBeHM. BoicTaBka brarosecTHOBa cTama CBA3YOIINM Be-
I[eCTBOM, OOIIVMM CIOKETOM M CKBO3HBIM MapIIPyTOM OOJBIIMHCTBA 9KCIO3WUIINIL, ITPUIIAIIAs
3puUTENA OCMOTPETh Cpa3y BCe YacTM My3es — HauMHas C OTJeNa IPUPOJbl, PaCIONaraBIIerocsa
B HuKobCKoiT HafiBpaTHOI LIepKBY, VM 3aKaH4YMBasl YCIEHCKUM COOOpPOM.

Ype3BbIYaiiHO MHTEPECHBIM B IIpoLiecce pa3paboTKM U MOHTaXa 9Kcro3uiuy npoekra «bJIATO-
BECTNOW» okasanoch pelleHMe 3afladyl — BIJMCAaThb B aKTMBHbIE KY/IbTOBble IIPOCTPAHCTBA ap-
XUTEKTYPHOTO KOMIIJIEKCa YCIEHCKOTo JOpMIIKOro MOHACThIps, B KOTOPOM celfdac pasMelaercs
ITepecmaBckuit My3eii-3allOBeHNK, COBpeMEHHbIe, C/IOKHbIe 110 (opme, Kommozuuuu u ¢ady-
NaM CKynpnTypsl Anekcess biaaroBecTHoBa. CKyIbITYPBI OBLIN pacIipefie/ieHbl 110 9KCIO3UIIMOH-
HBIM IIPOCTPAHCTBAM, U KaXk/loe MPOCTPAHCTBO MME/IO CBOIO KOHIIENIINIO, PAaCKpPbIBAEMYIO Iepef
3pUTeIEM CONPOBOAUTENBHBIMU TEKCTAMM, aBTOPOM KOTOPBIX AB/IAETCA M3BECTHBIN MCKYCCTBO-
Befi H.B. Toncras, a ofMH 13 TeKCTOB HalMcaH KypaTOpoM BbicTaBKu OT IlepecmaBckoro myses
A.IO AnppeeBoii.

Alexandra Andreewa
Pereslavl-Zalessky Historical, Architectural and Art Museum-reserve, Russia

THE PROBLEM OF EXHIBITING CONTEMPORARY SCULPTURE IN THE SPACE OF A CULT
CoMPLEX. ON THE EXAMPLE OF THE EXHIBITION PROJECT « BJIATOBECTNOW »

The exhibition project “6/IATOBECTNOW?” lasted from 22 August 2014 to 22 October 2014. For
the first time Pereslavl Museum-reserve has presented a large-scale art project in the format of syn-
thesis of the museum’s permanent exhibition and a conceptual authorial exhibition system.

The exhibition was not just an abbreviated retrospective of the work of a famous Moscow sculptor
Alexei Blagovestnov, but also contemplation on the role of art as a spiritual source for the modern man.

Alexey Blagovestnov is a rare, perhaps the only nonconformist artist in his generation. He was
born in Moscow in 1974 to a family of sculptors. As early as in his early years at art school and later
at the Institute, he was determined and completely indifferent to public recognition. Nonetheless,
Alexey Blagovestnov is an author of many monuments located in public space (a monument to the
graduates of VGIK, a monument to Vyacheslav Tikhonov on the Novodevichy cemetery in Moscow
and to Alexander Abdulov in Khanty-Mansiysk). Coexistance of these two facetes of his creative per-
sonality seems paradoxical, but it is perfectly natural for the artist. The exhibition in Pereslavl Muse-
um-reserve was unusual both for the artist and the museum: almost all exhibition grounds of the mu-
seum became a place of experiment, thus eliciting logical, though unexpected comparisons. Exhibition
“Blagovestnov” became a binder, general plot and route of most of the displays, inviting a viewer
to inspect all parts of the museum — from the Department of nature, located in the Gate Church
of St. Nicolas and ending with the Assumption Cathedral.

In the process of devising and installation of exhibition “B/TATOBECTNOW? of special interest
was fitting modern sculptures by Alexei Blagovestnov complex in their shape, composition and fab-
ulas in active cultic space of the architectural ensemble of the Dormition Goritsky monastery, which
now houses the Pereslavl Museum reserve. The sculptures were placed in exhibition spaces and each
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space had its own concept revealed in accompanying texts written by a renowned art historian N. V. Tol-
staya and exhibition curator from Pereslavl Museum A.Y. Andreewa.

IOcum Codusa IpuroppreBHa
Canxm-Ilemep6ypeckuii 2ocyoapcmeenHulil Aka0eMu1ecKuti UHCHUMYym JHUsonucu,
ckynonmyput u apxumexmypul umenu V. E. Penuna, Poccus

Vixonorpadmus TaitHol Beyepy B CBeTe XPUCTHAHCKOI OHTOIOTMY ¥ aHTPONO/IOTHN

B HacToseit paboTe paccMOTpeHbI ITTaBHbIE BeXV CTaHOB/IeHMs nKoHorpaduu TaiiHoit Bedepu
(OT paHHeXpUCTMAHCKUX KaTakoM6 10 XX B.), 0003HaueHBI ee OCHOBHBIE TUIIBI.

[TapannenbHO IPUBOAATCA Pe3yNbTaThl aHAMNM3a TEKCTOB, PACKPhIBAIOLINX OTHOIIeHNE K boro-
4e/I0BEKY 1 YeTOBEeKY, MeCTO 4e/I0OBeKa B MUpe B Ty WIN MHYIO 310Xy («Pedb 0 JOCTOMHCTBE Yero-
Bekar IIuko pmenma MupaHziona ¢ ee yCTAaHOBKOJM Ha PeHECCAHCHBIN aHTPOIOLEHTPU3M, «MbIcm»
b. ITackana u gp.).

CMbICT 0OHApY)XMBaeTCsA IIPY COIIOCTABIEHNUM C/IOBA ¥ 00pasa — IOKa3aHO, KaK BBLAB/IAIVICH
B JKVMBOIIMICY — B K/IIOYEBOM [JIs1 €BPOIENICKOM TpafyuLMM CIXKeTe — IIPOrOBapyBaeMble B TEKCTe
YCTAaHOBKM TOTO VUIM VIHOTO T€YEHUA B KY/IbType.

Pannne msobpaxenus TaitHot Bedepy (PKMBOINCH paHHEXPUCTMAHCKUX KaTaKOMO, MO3amka
n3 Cant AnomHape Hyoso B PaBenHe) mimocTpupyioT Tesuc anocrona [lasma «IJepkosb — Temo
XpUCTOBO».

CoBepiieHCTBO GOpPMBI BU3AaHTUIICKMX Mo3auK «[IpuyaiieHne amocTonoB» U ApPeBHEPYCCKOI
uKOHBI «TajiHas Beyepsi» MIPU3BAHO CBUJETE/IbCTBOBATh O HETIIEHHON KpacoTe XXVU3HM OyRyliero
BEKa.

Ocoboe BHIMaHNMe yIe/IeHO peHeCCAaHCHBIM MacTepaM oT [upnanpmaiio no TuHTOpETTO M CBA3U
UX JKMBOIIMCYU C P€HECCAaHCHBIM MHAVBUAYA/IN3MOM U aHTPOIOLEHTPU3MOM.

B XX B. axcnpeccus 3. Homppie n C. CrieHcepa criocoOCTBYeT CO3TaHMIO SIPKUX U yOemuTeNb-
HBIX 00pa3oB TaifHOI Bedyepy; aKIleHT — BHOBb Ha COTe/IECHOCTM XpMCTa M anoctonos. Pabora
C. Mamu «TaitHas Beyepsi» MPEACTAB/IACTCS IONBITKOMN (CMIIKOM — YBbI! — YeoBeYecKoll) 3aris-
HYTb 3a IpaHb BockpeceHus u Oymyuieit >KU3HIU.

Takum o6pa3oM, HamboIee IIOZOTBOPHBIM NEPUOAOM /IS CTaHOB/IeHMs MKoHorpadum Taii-
Hol Bedepn sBjsieTcs nepuop XI-XV BB., permonamy — Busantus u [peBuss Pyce. (B pannyto
30Xy COBepIIeHHbIe 0 GopMe 06pasipl U B IVIAHE COEP)KAHNUA OCTAIOTCA B PyC/ie XPUCTUAH-
CKOJI OHTOJIOTMY U QHTPOIOJIOTUN).

YHUKaNbHOCTD Clo)KeTa TailHOI Be4epy B TOM, YTO OH «IIype ce0s caMoro», T. €.— B CUJIY Ha-
CBILIIEHHOCTY 6OTOCTIOBCKO-GUIOCO(PCKUMY CMBICIAaMM — HEPEKO II03BOJIACT fie/laTh (PyHIaMeH-
Taj/IbHbI€ BBIBOJIbI O KY/IBTYpP€, IOPOJAMBILEN TO UM MHOE €0 BOIUIOLIEHME.

Sofia Yusim
Saint Petersburg Academy of Arts, Russia

THE ICONOGRAPHY OF THE LAST SUPPER IN THE LIGHT OF CHRISTIAN ONTOLOGY
AND ANTHROPOLOGY

The article examines major milestones of formation of iconography of The Last Supper (from early
Christian catacombs to the 20th century) and defines its main types.

At the same time, the work provides analysis of texts of the same era which reveal the attitude to-
wards the God-man and man, man’s place in the world. (The Oration on the Dignity of Man by Pico
della Mirandola with its attention to the anthropocentrism of the Renaissance, The Pensées by Blaise
Pascal, and others.)
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