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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Of considerable interest are various interpretations of “images of the sacred” by the representatives
of contemporary art: from manipulations with the iconographic images and symbols taken out of a se-
mantic context of Christian tradition to experience of immersion in depths of personal experience
and comprehension of a sacral image. Religious subjects in contemporary art of the 2000s are the ex-
perience of the appeal to the two-thousand-year cultural tradition capable of updating the modern
art both on semantic and the formal level.

Illexypuna /Irogpmuna Inogoposna
Canxm-Ilemepbypeckuii eocyoapcmeenHulii uHcrmumym xynvmypot, Poccust

I peBHue esponerickne cuHaroru B pucyHkax I. K. JIykomckoro

B rpadmueckom tBopuectse I. K. Jlykomckoro (1884-1952) sanmagHo-eBpoIerickas apxuTeKTypa
3aHMMajla OTPOMHO€E MECTO, KaK B JIOPEBOJIIOLMIOHHBIN NIEPUOJ, TaK U B IEPUOJ, SMUTPALUNL.

Xy/IO>)KHMK HEOJHOKPAaTHO COBepIIas MyTellecTsus o EBpore, 3anedarieBasd B CBOUX PUCYH-
Kax JM aKBape/sAX CTapMHHble NaMATHUKM Kuesa, Bapmasbl, IIparu, Kpakosa, Kenbna, Ilapimxa,
Puma, Beneunn u gp. VIHTepec K apXUTEKTYpPHOI CTapyHe Y apXUTEKTOpa-XyAOXKHMKA U TOTfA
VI TIO3)Ke COYeTasl B cebe M3ydeHMe apXUTeKTYPHBIX pOPM C HEYCTaHHBIM >KeJIaHVeM 3alledaTyIeTh
UX B PUCYHKaX.

C ¢despansa 1934 r. no monb 1935 1. B Jlonpone u Ilapike cocTosimach cepust BbICTaBOK [. Jly-
KOMCKOT'O, HEOXKM/IAHHBIX II0 CBO€il HOBM3HE — BBICTABKM [PEBHMX €BPOIENCKMX CHMHAror. Bol-
CTaBKJ IIPOLIIN B Lie7ioM psifie rajnepeit: Leicester Gallery, The Royal Institute of British Architects,
The Wildenstein Gallery, The Batsford Callery University Colledge (mmox arupoit Espeiickoro ucro-
pUYecKoro o61ecTna).

BbIcTaBKIM MMeIy OTpPOMHBIN yCIleX, TONTy4YMB MIMPOKOe OTpakeHMe B nevyaTu. JInsa camoro xy-
JIOXKHVKA VIHTepeC K CMHArorajbHOI apXUTeKType He Obl1 HOBBIM. Ellje B eTCTBe, IPOBEJEeHHOM
Ha YKpauHe, eMy 3allOMHMIACh OfHA CTapas e€BpeiiCKas CHMHArora, Iopasusllasg €ro CBOEil Opu-
ruHanbHOCTHI0. Ha BpicTaBke «Mupa mckycctBa» B IletepOypre (1917) um ObIIO IpefcTaBIeHO
8 PUCYHKOB YKpamHCKUX cuHaror. Ofep>KUMBbIi IIOMCKOM CTapMHHBIX apXUTEKTYpPHBIX ¢opm, Jly-
KOMCKIII PelnyI OTIPaBUTbCA «B TYILIy BOCTOYHO-EBPOIIENICKOT0, IOTbCKO-PYCCKOTO €BPEICTBAY.
[TpoHukHYB B 3abpoieHHble U OegHble yronky Bombiamy, Tanuiuy, [Tonechs, Xygo>KHUK 0CMOTpen
144 cynarory 1 O6bI1 BOCXWIIEH OPUTMHAIBHOCTBIO OTAE/IbHBIX 3aMedaTe/IbHbIX XpaMoB. [Iperectsb
3TOTO MICKYCCTBA OH BUJE B €T0 «HEMOCPENACTBEHHOCTN, B HAMBHOM apXaYHOCTN».

[TopasutenbHO TO, 4TO (PPeCcKM CTAPUHHBIX MOTbCKO-PYCCKMX CYHATrOTL, 0OC/TeOBaHHbIX 1 3a-
pucoBanHbIX . K. JlykoMckMM, 1o XapakTepy U TUITY YTBapy, Gpecok U eKOpaLuy ABWINCDH HOJ-
JIMHHBIM OTK/IMKOM (pecok u fexopaumit eBpevickoit cunaroru III cronerus.

Ycnex ero T0HJOHCKON BBICTABKU ABUJICA JI/I1 HETO CEpbe3HOI U 3acTy>KeHHOI Harpagoit. Kon-
JIEKIVIA ero paboT 6blIa mpruobpeTeHa IPYIIION KPYITHBIX eBPeICKMX MEIeHAaTOB C Jja/IbHEeNIINM
HaMepeHNeM IOAPUTh ee MaleCTMHCKOMY MY3el0.

Ludmila Shekhurina
Saint Petersburg State University of Culture and Arts, Russia

THE OLD FUROPEAN SYNAGOGUES IN G. K. LUKOMSKI’S DRAWINGS

Western European architecture occupied an important place in graphic works of G. K. Lukomski
(1884-1952) both of the pre-revolutionary period and of the period of emigration.

The artist often traveled to Europe capturing in his drawings and watercolors ancient monuments
of Kiev, Warsaw, Prague, Krakow, Cologne, Paris, Rome, Venice, etc. His interest in architectural
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