ITO MOKA3bIBAET, YTO IBOMIOLMSA Xy[JOKECTBEHHOTO A3bIKa, CBSA3aHHAA C MISMEHEHNEM B OTHO-
LIEHUM K MUCCUM VICKYCCTBA O3HAa4aeT He OTKA3 XyJOKHUKOB OT CBOEI IYXOBHOI CBA3Y C PyCCKUM
PemMrno3Ho-PpruocoCcKUM peHECCAHCOM B YTOAY YCHMIMBAIOMIEVICA ITO3UTUBICTCKOI VMIEOTOT L,
a pa3paboTKy ero ujeil B pasHbIX pakypcax: B Hadaje 1920-X IT. 6o/blilee BHUMAHUE YAeTAeTCA
o01eMy, uiea/IbHOMY, B€YHOMY, B KOHIIe — MHAVBY/[yaTbHOMY, U3MEHYMBOMY, BpeMEHHOMY, Ofi-
Hako 6e3 IoTepy MepCreKTVBbI BeYHOCT.

Daria Bogolyubova-Kuznetsova
Moscow State University of Printing Arts, Russia

THE HUMAN IMAGE IN THE GRAPHIC HERITAGE OF ASSOCIATION “MAKOVETZ”

The ideas of the association “Makovetz” (1921-1927, Moscow) which were declared in its pro-
gram, appear to be akin to the philosophy of Russian Religious-Philosophical Renaissance.

The analysis of graphic works of the members of the association reveals that an image of a human
is a very important theme for them and is tackled in different ways: as a generalized overpersonal im-
age, which expresses the unity of humans and as a portrait, which shows a sitter’s individual inner
world. Such kinds of a human image coexist in their art, but by the end of the 1920s “psychical por-
traits” start to dominate.

In the beginning of the 1920s there were two attitudes to the mission of art. While according to the
one, art should unveil ideas, embodied in nature, according to the other —art should express ideas,
which can be materialized in no other way than by human creative activity. Whereas artists who
shared the first point of view tended to construct the space in the system of the perceptive perspec-
tive and preferred portrait image of a human, those who shared the latter — used the systems of cub-
ism and rayonism and worked both in a genre of a generalized and individual portrait. The change
of a perspective on this question causes the change in artistic means.

The diversity of attitudes to the expression of human image among the members of “Makovetz”
can stem from the aspiration to completeness, to the expression of not only temporal but also eternal
dimension of a human being. The necessity of this was manifested by P. Florensky.

The paper demonstrates that the changes in the artistic means and ways of expression of a human
image in art of “Makovetz” members were changed not because they adopted the reinforcing positiv-
ism ideology, but because they kept strong links with the ideas of the Russian religious-philosophical
Renaissance.

Ounnyea Hagexxga BukropoBHa
Cankm-IlemepOypecKkuil HAUUOHANLHBLTL UCCTIE008AMENbCKULL YHUBEPCUEM
UHPOPMAUUOHHDBIX MEXHOI02UL, MeXAHUKU U onmuku, Poccust

ABaHrapp (1910-1920-x rogoB) B KOHTEKCTe AYXOBHO-3CTE€TUY€ECKON TP
Ha npuMepe TBopYecTBa K. IlerpoBa-Boakuna

ABaHrapgHOe MCKYCCTBO HbIHE BOCIIPMHIMMAETCS KaK KIacCuyeckoe Hacyeye, IKoa, 6e3 Ko-
TOPOII He MBIC/IUTCS COBPEMEHHOE MCKYCCTBO. B aBaHTap/lHOM MCKYCCTBE «OTMEHS/INCD KIaccuye-
CKJe IIEeHHOCTW», HO Celfl4ac OHO BUJUTCA He KaK COKPYILIEeHMe KIaCCUKY, He KaK ee OTMEHa, a KaK
OpraHMYHOE PasBUTVIE U NIPOLFOJDKEHNE TOTO CO3MAHNUsA, KOTOpoe ObIIO NMPUCYILe MIPOBOMY VIC-
KYCCTBY C MOMEHTA €TI0 BO3HVMKHOBEHV U M3HAYATIbHO 3aJI0)KEHO TBOPIIOM B CBOII «06pas u 1o-
nobye» — yemoBeKa. ABaHTapy ObUI TMMHOM BO C/IaBY CHJIBI M KPAacOTHI 1IIBeTa, POPMBI, INTACTHKIL,
puTMa, pasHOOOpasusa GaKkTyp >KMBOII MaTepuy, TMMHOM BO CJIaBy 4YelTOBEKa-TBOPLA.

Cpeny Xyo)KHUKOB PYcCKOTo aBaHrapyia focroitHoe Mecto 3anumaeT K. C. Ilerpos-Bopknu — mac-
Tep ITyOOKO CaMOOBITHBII ¥ OPUTVHAJIBHBIN. VICXOMIA M3 PeMIMO3HO-HPaBCTBEHHBIX HALlMOHA/IbHBIX
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TPASUINIL, XyTOXKHNUK-PUIOCOd CTPEMIICS MOHATD M IPEeTBOPUTD B CBOEM JMICKYCCTBE YeTIOBEKa,
npenMeT, BeceneHHYI0 BO Beell X C/IOXKHOCTY U ITTyOVHe, IIOCTUTast 3aKOHBI LIe/IOCTHOCTY OBITHS,
XY/IO)KECTBEHHOIO TIO3HAHMA MUPA.

Kapruna K.C. IlerpoBa-Bogkuna «Kymanme kpacHoro xoHsa» (1912) — «3HaMeHMe BpeMeHI».
B 3TOM MajleHbKOM MMpe-TIPOCTPAHCTBE — HEYKPOTUMOE OYIICTBO, «[MOHVCUIICTBO» KPAaCHOI'O — CVIM-
BOJIa A3BIYeCKOl Pycu, ee aHTMHOMMIL: CMMBOJIA >KePTBEHHOCTH, TI00BM, BOXXeCTBEHHOTO OTHA,
CTpacTeil, BIACTH, COBECTU U KPOBU. B 3TOM 11eieBpe MacTepa — pas3jyMbe, pasMBbIILJIEHNE O Cy/ib-
6ax cTpaHbI, «ee BEYHOI OpaHm».

YyBCTBYS «JyXOBHOE OCKYyZeHNe» B MUpe HEHABUCTH U 371a (PEeBOJIOLNI, MUPOBAsl ¥ TPaXK/jaH-
CKasi BOVIHBI), XYIO>KHUK CO3/]aeT 0COOYIO TEMy MaTepMHCTBa, cepuio cBoux «boropopuip»: «Matb»
(1913, 1915), «Ymunenne 3nbix cepperp (1914-1915), «1918 rop B Ilerporpazme» (1920).

Kaptnna «Matp» (1915) oTnmdaeTcsi 0co60i KOMIIO3UIIIOHHOM SICHOCTBIO U MPO3PAaYHOCTHIO
KPacoK, Cpefiyi KOTOPhIX JOMUHMPYIOT IbUIAIOLIE-ApPKasd KPacHasd M PasAM4Hble OTTEHKU Y/IbTpa-
MapMHOBO-CHHUX. VI B penurnosnom croxere («boromatepp YMmienme 3nbix ceppen», 1915), rae
[TeTpoB-BoaxuH ncCronp3oBaa MKOHHBIM 00pa3 [Is CTAaHKOBON KapTHMHBI, 67IarOPOJHO TapMOHNY-
HOJI B IIBETE 1 OTMEYEHHOI BHYTPEHHEN IIPUTATATENbHOCTDIO, XYIOKHMUK BOIUIOIIAET COBEPIIEHHO
3€MHO€ Ye/I0BEYECKOE YYBCTBO, HO MJE€AIbHO-BO3BBIIIEHHOE B CBOE NYXOBHOM YMCTOTE M CUJIE.
OTU KapTUHBI — I'MIMH CEMETHOMY CYaCThI0, PaIOCTI U CBATOCTY MaTE€PUHCKOI JII0OBM CTaIN 3Ha-
YUTEIbHBIMU ABJICHMAMY MUPOBOTO MCKYCCTBaA.

JlyXOBHO POJCTBEHHbIE UCKYCCTBO U PENUTMA €IVHBI B TOM, YTO OXPaHAIT YelI0BEKa, ero Ia-
MSATb, IO3BOJISIOT IIOHATD TPATMYeCKIUIT OIBIT HALVM, 3aIleYaT/IeHHBIN B KY/IbType. BapiBas K mo6B,
MUJIOCEPAINIO M COCTPAfAHMIO, XYIOKHUK HAIlOMMHAeT HAM O BEYHOM — HPAaBCTBEHHOI KpacoTe
U IYyXOBHOV YUCTOTE.

Nadezhda Filicheva
Saint Petersburg National Research University of Information Technologies,
Mechanics and Optics, Russia

THE AVANT-GARDE (1910-1920) WITHIN THE CONTEXT OF THE SPIRITUAL
AND AESTHETIC TRADITION ILLUSTRATED BY THE ART OF K. PETROV-VODKIN

The Avant-garde is now appreciated as an artistic school which belongs to the classical cultural
heritage; this is an inherent part of the contemporary art. Though initially the avant-garde contra-
dicted traditional values, nowadays it is no longer considered to be destructive to the classics. It nat-
urally developed the idea of creativity, which is intrinsic to the art and was originally infused by the
Creator in his “image and likeness” — human. The avant-garde glorified the artist, the beauty of colo-
urs, shapes, figures, rhythm and the diversity of patterns and textures.

One of the honourable representatives of the Russian avant-garde is Kuzma Petrov-Vodkin, who
created his works in a very authentic and distinctive manner. Petrov-Vodkin is not just an artist,
whose art is based on religious and moral traditions, he is a philosopher. He sought to understand
and to put into his art the idea of an individual, a thing and the universe in all their complexity, thus
comprehending the laws of the objective reality.

“Bathing of a Red Horse” by K. Petrov-Vodkin is “a sign of the time”. The painting represents
a small universe where we can see the riot of the red colour, which symbolizes pagan Rus’ and its an-
tinomies: the symbol of sacrifice, love, the Holy Fire, passion, power, conscience and blood. This mas-
terpiece of the artist expresses his reflection on the fate of the country, “its eternal battle”

Feeling “moral poverty” of the world of hate and evil (revolutions, the First World War and the
civil war in Russia), the artist creates a special theme of motherhood, a series of his Madonnas: “Mother”,
“Tenderness of Evil Hearts”, “1918 in Petrograd”

The painting “Mother” (1915) is characterized by a distinct clarity of composition and transpar-
ency of colours. Petrov-Vodkin took the iconic image for the easel painting in his religious-theme
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work (“The Mother of God of Tenderness of Evil Hearts”). The artist embodies an earthly feeling,
which becomes sublime in its purity and strength. These paintings-hymns to family life, joy and ho-
liness of motherly love are appreciated as significant for the world art.

The art and the religion are morally related in their mission to protect people and their memory.
They enable us to understand the tragic background of the nation, embodied in the culture. The art-
ist appeals to our love, mercy and sympathy, and reminds of the eternal values — the moral purity and
beauty.

OnopkoBckass AHHa KoHCTaHTMHOBHA
Mockosckuii 20cyoapcmeeHHblll axademudeckuti xy0onecmeeHH bl UHCMUMYm
umenu B. V. Cypuxosa, Poccus

AkTyanbpHoe UCKyccTBO MockBbl. Penurnosnnie nmpoekrsl 2000-x rogos

B akryanpHOM MckyccTBe MockBel B 2000-€ IT. peurno3Hble TeMbl (CBsI3aHHBIE C XPUCTUAH-
CKOJI Tpajyumeri), Kak OTfe/lbHble pabOThbl, TaK U BBICTABOYHBIE IIPOEKTHI, 3aHMMAIOT 3aMeTHOe
Mecto. Ilepuon 2000-X IT. MOXHO BBIIEIUTb KaK CAMOCTOATE/NIbHBIN C TOYKM 3PE€HNA 3BOIOLNUI
PEeUTMO3HBIX TeM B oTedyecTBeHHOM ucKyccTBe XX-XXI BB. Ilepuop 1917 — konua 1980-x rr., xa-
PaKTepU3YIOIIVIICA 3alpeTOM Ha IyOIYHOe SKCIIOHMPOBAHME PEIUTMO3HOIO MCKYCCTBA, CMEH-
eTcsa 1990-Mn IT., KOTZIa K PETUIMO3HBIM TeMaM 00paIlaloTcs XySOKHNKY CaMBIX PasHBIX HAaIIpaB-
JIeHUJ, B TOM YNCJIe U aKTyajbHble. B TO BpeMs penurnosHble TeMbl 4Yalle ObUIM MOBOJOM s
XYLOKECTBEHHOI IPOBOKALIMI; CXOXKUI MOAXO0[, XapakrepeH u And 2010-x rr. B aToM KOHTeKcTe
VIHTEpIIpeTalis PEIUTMO3HBIX TeM B MOCKOBCKOM aKTya/JbHOM MCKyccTBe 2000-X IT. OTAMYaeTcsa
IIOIIBITKAMU ¥ OIIBITAMIV JMAJIOTa MEXAY aKTyaTbHBIM MCKYCCTBOM U LIEPKOBBIO KaK OOIIeCTBEeH-
HBIM MHCTUTYTOM. ITpoXoauT psAs KpynHBIX BbICTaBOYHBIX TpoeKTOB «Deisis / IIpencrosnner», 2004;
«Bepro!», «EBanrenbckmit mpoext» [I. Bpybensa u B. Tumodeesoit, 2008; «[IBoecnosue/ [Juamor»,
2010 u pap gpyrux. VIHTepec mpencTaBiadeT BOIPOC O IMOHMMAHUM M TPAKTOBKAX IIpeICTaBUTE-
JIAAMM aKTYaJIbHOTO MICKYCCTBA «00Opa3soB CBAIIEHHOIO», [UAIIA30H KOTOPBIX MIMPOK: OT MaHMITY-
AUMM VKOHOTpadudeckyMu ob6pasaMyl M CUMBOJIaMY, BBIPBAHHBIMU 13 CMBICIOBOTO KOHTEKCTA
XPUCTUAHCKON TPajylIM) O OIBITA IIOTPYXKEHWUs B ITyOMHBI TMYHOCTHOTO NEPEXMBAHUA U OC-
MBICTIEH)sI CAaKpalTbHOTO 0bpasa. PenmnrnosHele TeMbl B aKTyanbHOM MCKyccTBe B 2000-€ IT. ABIIA-
IOTCSL OIIBITOM OOpallleHNs K ABYXTBICAUYETeTHEN KYIbTYPHON TPajfUIViM, CIIOCOOHOI OOHOBUTDH
COBpPEMEHHOE JVICKYCCTBO KaK Ha CMBICJIOBOM, TaK 1 Ha (pOPMaJIbHOM ypOBHe.

Anna Florkovskaya
Moscow State Academic Art Institute named after V. 1. Surikov, Russia

Moscow CONTEMPORARY ART. RELIGIOUS PROJECTS OF THE 2000s

In Moscow contemporary art of the 2000s religious subjects (connected with Christian tradition),
both separate works and exhibition projects, take a noticeable place. The period of the 2000s can
be defined as independent from the point of view of religious subjects’ evolution in Russian art of the
20th-21st centuries. The period from 1917 to the end of the 1980s, characterized by a ban on public
exhibition of religious art, is replaced with the 1990s, when artists of different artistic directions in-
cluding even the actual one, turn to religious subjects. At that time religious subjects were more of-
ten a reason for the art provocation; similar approach is characteristic for the 2010s. In this context
interpretation of religious subjects in Moscow contemporary art of the 2000s differs from the previ-
ous period as there are attempts to start dialogue between actual art and the church as a public insti-
tute. A number of exhibition projects were made, such as “Deisis/Predstoyaniye”, 2004; “I Trust!”, “The
evangelical project” by D. Vrubel and V. Timofeeva, 2008; “Dvoyesloviye/ Dialogue”, 2010 and others.
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