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B SCULPTURE: IMAGE AND SPACE

According to Leon Battista Alberti, classical sculpture is related to the creation

“of images and likenesses of natural objects”. It is significant that the renowned
Renaissance theoretician and practician of art, who preferred rationalism and life-
like forms over abstraction and sensuality, put the uncertain notion of “image” first.
Indeed, the image in sculpture cannot be reduced to simple illustrative specificity
and visual resemblance. Slavishly imitating nature is especially dangerous here
because of the risk of turning a tangible material object into a look-alike of reality,
a dummy in a shop window, or an exhibit in a Panopticon. Whereas the image

is @ material transformed by the artist’s will — it is a new, artistic reality. Like any
other type of visual art, sculpture is the product of such a creative act. To such
general conditions one should add the generic feature of sculpture, which puts

it in the same family as architecture: the life of volume in space. Sculptural forms are
intended to organize and aesthetically saturate the widest environment, whether
an interior or a city square; they can become the key to identifying the hidden
symbolical meanings of architecture.

One of the current prejudices is connected precisely to the relation between classical
visual forms and modern urban spaces. Their incompatibility is usually explained

by significant differences between the images, means of expression and modes

of influence. Firstly, there is an implication that the elements “disagree” with one
another: one of them is demonstrably material, another abstractly artistic. Secondly,
there are differences between the dynamic qualities: the imagery of classical
sculpture is slow-moving and requires pauses and concentrated contemplation,
while the imagery of modern architecture is eye-catching and designed to be
reviewed in motion. All these considerations are fairly theoretical, while the empirical
experience is not so extensive as to make one definitely embrace or reject the
opinion that a marriage of classical and non-classical art forms is impossible.

This illustrated album of Ivan Korzhev offers an interesting take on these (as well

as other) issues. Traditionally for a monograph of this kind, the pictures in it are
arranged by group, genre and subject, but the book’s editors have added an
unusual approach. Korzhev's pieces are represented not only in photographs taken
in a studio, but also in environments in which they are likely to be placed in the
future. This experimental presentation is all the more interesting because it features
different art forms: sculpture (statues, sculptural groups, busts, figurines and reliefs),
as well as graphic works. In addition, the pieces are stylistically heterogenous. Most
of the works are linked to the classical visual tradition, but some are abstract forms,
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M CKYNIbMTYPA: O6PA3 N MPOCTPAHCTBO

CornacHo ¢popmynuposke JleoHa batTncrta Anbbeptn, Knaccnyeckasa CKynbnTypa
CBA3aHa C co3gaHnem «obpa3oB n Nnogodum npupoaHbIX Ten». BeCcbma nokasaTesnbHO,
4YTO OTBJIEYEHHOE MOHATME «0Opa3» BUAHbIN TEOPETUK N NPAKTUK MCKYCCTBA SMOXN
Bo3poxpaeHuns, 6onee CKNOHHbIN K pauVoOHaNn3My 1 xKn3Henogobuio, uem

K abCcTparnpoBaHuio N YyBCTBEHHOCTU, CTaBUT BCE Xe Ha NepBOe MeCTO.
HencTBuTtenbHo, 06pas B CKyNbNType Bbile MPOCTON HAarNAQHON KOHKPETUKN

N y3HaBaeMoCTn n3obpaxeHuna. TouHoe cnefoBaHMe HaType 34eCb 0COOEHHO OnacHo,
NOCKONbKY rpO3nT NpeBpaLLeHnemM ocAa3zaemMon npegMeTHon GopMbl B CNENOK
AeNCTBUTENbHOCTUN, B BATPUHHbBIA MAaHEKEH UM SKCMOHAT NaHoNTUKyma. Torga

Kak 06pa3s — 3To npeobpakeHHasA BONe MacTepa MaTepusa, HOBas, XyA0XKeCTBEHHas
peanbHOCTb. Kak n ntobon gpyron sng n3obpasmtenbHOro NCKycCcTBa, CKybnTypa
ABNAETCA NPOAYKTOM TaKOro TBOpYeCKOro akta. K atum obwum ycnosuam cnegyet
Npn6aBuUTb BUAOBY OCOOEHHOCTb CKYNbNTYPbl, CONMXKAIOLWLYIO €€ C apXUTEKTYPON:
XN3Hb 06bema B npocTpaHcTBe. [TnacTtuka ¢opm npmnsBaHa OpraHM3oOBbIBATb

N 3CTETUYECKN HACbIWATb CaMYHo LNPOKYLO cpeay, Oyab TO MHTEpbep Unu ropoackasn
nnowanb, CNOCo6Ha CTaTb KOYOM AJ1A ONO3HAHWA CKPbITbIX CUMBOJIMYECKNX CMbICIIOB
APXNTEKTYPbI.

OOHO 13 HblHe CyLecTBYOWNX NpeaybexaeHnin CBA3aHO Kak pa3 C OTHOLEHWAMM
Krnaccnyeckom n3obpasntenbHom GpopmMbl 1 COBPEMEHHOIO YPOAHNCTNYECKOTO
NPOCTPaHCTBA. VIX HECOBMECTUMOCTb MPUHATO OOBACHATL CYLLECTBEHHOW Pa3HULEN
06pa3oB, CpeacTB BbiPa3nUTENbHOCTM 1 CNOCOO0B Bo3aencTeuA. Bo-nepsblx,
NoApa3syMeBaeTCA Hecornacme CTOPOH: B OA4HOM C/lyyae HarnAgHaa npegMmeTHas,

B APYrom — abCTpaKTHaA XygoKeCcTBeHHaA Nnpupoga. Bo-BTopbix, — pasnnuune
ANHAMNYECKMX KauecTB: 3aMesIeHHbIX, TPebyoWwmx OCTaHOBKU 1 Yrnyb6neHHOro
co3epuaHna 06pa3oB KacCMYeCKon CKynbnTypbl, U 6POCKUX, pacCUYNTaHHbIX Ha 0630p
B ABUXEHMN, 00pPa30B COBPEMEHHOWN apXMUTEKTYpbl. Bce 3TN npeacTaBneHnsa gOBONIbHO
YMO3PUTENIbHbI, @ peasibHasa NpPaKkTuKa He CTOJb WKpPOoKa, YTOObl OAHO3HAYHO NPUHATD
NN OTBEPTHYTb MHEHNA O HEBO3MOXHOCTM COt03a KNAaCCMYECKNX N HEKTAaCCUYECKNX
dbopm nckyccTs.

NHTepecHOn Bepcmen pasmMbllWeHN, B TOM YMCsie HaL STUMN BONPOCaMu, ABNAETCA
npennaraembin anbbom ViBaHa Kop»keBa. [NloMnmMo TpaguLMOHHOIO A/ Takoro poja
MOHOrpaduyeckux ngaHmm nogbopa NponsBeaeHnin No rpynnam, XaHpam 1 Temam,
B anibbome npepnaraetca HeobblYHbIN Xoh4. ABTOPCKME paboTbl NpeacTaBnEHbI

He TONbKO Ha CTyAnnHbIX poTorpadumsax, HO N B CBOEM BEPOATHOM ObITOBaHMN. [laHHaA
3KCNepuMeHTaNbHaA Npe3eHTauna Tem 6onee NO6OMNbITHA, YTO NPON3BEOEHNSA
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sometimes quite distanced from verisimilitude. The interested viewer is afforded
an excellent opportunity to scrutinize and independently reflect on the offered
variants of the individual objects’ existence in a specific environment. Although
debatable, these variants are acceptable, and this novel freedom and polemical
thrust are undoubtedly positive features of such a presentation.

Mustering the courage for so bold a step, Korzhev had to take into account different

levels of perception, where a sculpture’s visual qualities per se are not at all the most

important ones. The main thing to do then was to seek a mutually beneficial form
of interaction with real-life space. Of course, the already-created sculpture was

of paramount importance, with the environment to suit it chosen later. But in
making choices, the familiar types of mutual subordination of sculptures and
spaces, such as similarity (the principle of analogy), contrast (disregard for styles,
images and meanings; confrontation), and arrangement (bringing into uniformity
through adaptation) could not be ignored. Free of obligations to accommodate

a preselected environment, the artist had the happy opportunity to explore each
of the available paths.

The simplest and most obvious one - through similarity — is suggested by the
historical genre. A character placed within a fitting context - the ruins of antiquity,

a pagan temple, Buddhist or ancient American architecture, a fortress, Russian palaces
and churches - becomes more emotionally compelling. Stories and characters from
the Bible and myths are presented in a similar fashion. It is precisely his nuanced
appreciation of an image’s historical meaning that has helped Korzhev in his work

on such prestigious assignments as the muses now gracing the facade of the Bolshoi
Theatre. Such conflict-free mutual subordination does not imply the simplification

of a sculptural image but, rather, allows variation and a deepening of its tone.

Arguably, this type of connection includes not only stylistic, but also semantic
(significative-conceptual) similarity, as is the case with sphinxes placed in a library
or as twin images flanking the entrance to a building. The style of the architectural
environment per se is not very important in this case - what matters is the
conceptual aspect of an individual image. A sphinx connotes a contest of wisdom
because it is ingeniously placed in a room of books. It also serves as a guardian

of the place, like the statues of sentinels past which everyone who enters a room
or building has to walk. An obvious rational logic of the statues’ placement makes
it possible to ignore the formal-visual incongruity between sculpture and
architecture. One only has to fulfil the condition necessary for easy recognition

of the subject: a sculpture’s style has to be straightforwardly illustrative in a classical
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OTHOCATCA K pa3HbIM BMAAM UCKYCCTBa — CKy/bNTypa (CTaTysA, rpynna, 610cT, KabuHeTHas
nnacTtuka, penbed) n rpadpmnka. Kpome Toro, OHM HEOQHOPOLHbI CTUITNCTUYECKM.
OcHoBHas Macca paboT cBA3aHa C KNacCnyeckom n3obpasntenbHoOM Tpaanuumnen,

HO HEKOTOPbIE U3 HUX ABNAKT cobor abcTparnpoBaHHble GpOPMbl, TOPO COBEPLUEHHO
[aneKkne oT BCAKOro XKn3Henoaobmsa. 3anHTepecoBaHHbIN 3pUTeNb NoayyaeT
3amMeyaTesibHY0 BO3MOXHOCTb PACCMOTPEHUA U CAMOCTOATENIbHOIO OCMbICIEHUA
npeanaraeMbix BapnaHTOB ObITOBAHMA NPON3BEAEHN B KOHKpeTHOM cpefe. OHun

He 6eccnopHbl, HO BNOJIHE AONYCTUMbI, M 3Ta OTKPbIBatoWwaaca ceoboaa, nonemmyeckas
OCTpOTa ABNAIOTCA 6€3yCNOBHbIMY MONOXUTENbHBIMM KauyeCTBaMM 3TON Npe3eHTauunm.

Pewanacb Ha Takom cmenbln war, Kop>keBy He06xoamMmo 6bi1/10 yunTbiBaTb pPa3Hble
YPOBHU BOCMPUATKA, rae COOCTBEHHO NIacTUYeCKME KauyecTBa CKYbNTypbl
OKa3blBalOTCA OTHIOAb HE Ha NepBOM MecTe. [TaBHOW 3afa4yen CTAHOBUTCA NOUCK
B3aMMOBbIFTOAHON GOPMbl B3aMOAENCTBUA C peasibHbIM MPOCTPAHCTBOM.

KoHeuHOo, nepBOCTENEHHOW 34eCb ABAANACL CaMa YXXe CO3[aHHaA CKynbnTypa,

nog KoTopyto nogbupanacb COOTBETCTBYIOLWAA XKenaTtenbHaa cpeda. Ho npu Takom
nogbope Henb3s 6bI10 He YyUMTbIBaTb N3BECTHbIE CMOCOObI UX CONOAUYNHEHNA, TaKne
Kak nogobue (NpuHUMN aHaNnorun), KOHTPacT (MrHopUpoBaHMe cTunen, obpas3os

N CMbIC/IOB, MPOTUBOCTOAHNE), aPaHXXUPOBKa (NprBeaeHme K e4UHCTBY Yepes
ajantauuto). He nmea oba3atenbCTB Nnepe 3afaHHOM 3apaHee cpefomn, aBTop Noay4vun
CYACTNMBYIO BO3MOXHOCTb NONPO60OBaTb KaXAbl N3 NpefCcTaBfeHHbIX NyTEN.

Hanbonee npocTon n oyeBMAHbIN NYTb Yepe3 nogobre noackasbiBaeT UCTOPUYECKINN
XaHp. [NepcoHax, NoMeLeHHbIN B COOTBETCTBYIOWNN eMy KOHTEKCT — aHTUYHbIe
PYWHbI, Kanuiie, OyaancTckana unu gpeBHeaMepurkaHCKaa apxuTeKkTypa, AeTuHel,
pyccKume nanatbl 1 XxpaMbl — oboralaeTca CUAoM SMOLMOHANbHOIo BO3AENCTBIA.
AHanornyHbim 06pa3om npes3eHTyrTCcA bubnenckmne, MMPponornyeckmne CloXKeTbl

N NePCOHaKN. IMEHHO TOHKOE MOHMMaHne NCTOPUYHOCTM 0bpa3a nomoraeT Kopxey
B paboTe Haj TaKMMM CTAaTyCHbIMW CKYNbATYypamu, Kak GuUrypbl My3 Ana LeHTPaabHOro
dacapa locypapcTtBeHHOro Akagemmyeckoro bonbuworo teatpa Poccun. NMogobHoe
6eCKOHQNNKTHOE conofgunHeHne He O3HaYvaeT ynpolleHne obpasa CKynbnTypbl,
HanpoTMB, NO3BOJNIAET ero MHTOHNUPOBATb, Aenatb rnybxe.

K BaHHOMY TNy CBA3EeM MOXKHO OTHECTWN He TOJIbKO CTUJIEBOE, HO N CEMaHTUYecKoe
(3HaKOBO-CMbIC/TIOBOE) NoAobue, Kak B Npumepe co COMHKCAaMN, Pa3MeLeHHbIMU

B 6nbnmoTeke, v NapHbIMN N3BaAHNAMU, GIAHKNPYIOLW MMM BXOA B 34aHMeE.
Co6CTBEHHO CTUNb aPXUTEKTYPHOW Cpefbl B AAHHOM CJly4yae He NPUHLUUNNANeH,

HO BaKHa Ta CMbIC/IOBasA CTOPOHA, KOTOpPas 3anoKeHa B OTAeNbHO B3ATOM obpase.

3a MOTUBOM COUMHKCA CKPbIBAeTCA TeMa COCTA3aHUA B MYAPOCTU, MOTOMY OH OCTPOYMHO
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way. Humanistic by nature, this language also easily ensures the relatively conflict-
free inclusion of small busts and table-top figurines into the traditional residential
interior. The elaborate “literary” subjects of historical, religious and mythological
sculptures allow them to be easily chosen for a fitting environment, whether
architectural or spatial. And the environment does not have to be straightforwardly
illustrative - sometimes an implication is sufficient: deserted epic landscapes are
an appropriate background for Biblical characters, lending them a sense of
absoluteness and timelessness. But here, too, different variants are possible. The
conceptual and visual texture of such artwork is often quite self-sufficient and does
not necessarily require a scenographic design of the space turned by the artist into
a stage set. Thus, the other modes of mutual subordination of sculpture and space
proposed by Korzhev - contrasting and arranging — appear equally productive.

In the contrasting method, the obvious objective is to counterpose the alienated
technicality of the modern city with the sculpture’s profoundly humane imagery
that addresses eternal, existential questions. Deliberately using tools from different
cultural models - in-depth examination and a cursory, superficial glance, multi-
dimensional reflection and “advertisement clip”-thinking — the artist provokes
conflict. This conflict is not even about sculptural forms per se — it is about imagery.
The narrative behind the image becomes a metaphor, a symbol. Undoubtedly,

the acquired allegorical nature complicates the object’s visual idiom. Sculptural
forms become a code for identifying ideas “hanging in the air” which are solidified
in some particular image - Judith, Sisyphus or Pilate. In such circumstances, social
motifs and allegories look as persuasive and compelling as “literary” narratives.
Counterposed to the “assertive geometry” of modern architecture, the sculptures
in this group take on new meanings suggested by the supposed environment,

in which they are to exist.

Bringing into uniformity different sculptural and architectural images within the
arrangement paradigm is also an appropriate tactic for different genres — from

the religious and allegorical to portraiture and genre scenes. Agreement in such cases
is achieved by different means. It can be achieved through a general context of one
or several qualities of form itself — for instance, texture, structure of shapes, rhythmic
lines (“Moirae”, “lvan Efremov”). The use of analogies by metaphor (“The Prodigal
Son”) and by general emotional tenor (“Pushkin”) produces successful adaptations.
A separate group is formed by art objects — the sarcophagus, throne or totem pole:
their nature makes them easily adaptable to practically any environment and they
require only a unifying composition. The same degree of adaptability is typical for
reliefs, which are graphic, slightly geometrized, and most often, with an abstract
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nomMmewlaeTca B KHUroxpaHunumuwe. OH Xe CNyXuT 34eCb OXpaHUTENEM, KaK 1 M3BaAHUA
CTpaXen, pacnoNOKEHHbIE Ha MYTW BCAKOrO BXOAALEro B MOMELeHMe UIn 34aHune.
OueBngHaA pauMoHanbHas NOrnKa pasMeLleHns nNepcoHaen No3BoNsSeT He 3aMedaTb
BO3MOXHOe GOopManbHO-NacTUYeCKoe HeCOBNAAEHME CKYNbNTYPbl N apXUTEKTYPbI.
CTounT TONbKO CO6MI0CTM YCI0BME, HEOOXOAUMOE A1A NIEFKOTO pacno3HaBaHMWA

CloXeTa — KJTaCCUYECKNI HarnAagHo-n300pasnTeNnbHbIN A3blK CKYNIbMTYPHbIX
npousseneHnin. bnarogapAa cO6CTBEHHOMY FN'YMaHUCTUYECKOMY XapaKTepy 3TOT

A3blK TakXe cBOOOAHO obecneuynBaeT OTHOCUTENbHO 6ECKOHGNNKTHOE BKIOUYEHNE

B TPAANLWNOHHbBIN XXNNOWN NHTEPbEP KaMepHbIX 6I0CTOB 1 AleKOPATMBHOWM NNACTUKM
«KabMHETHOro» XaHpa. Pa3BuTble «nTepaTypHbIe» CIOXKETbl UICTOPUYECKNX,
PENUIMO3HbIX, MUPONOTNYECKNX CKYNbNTYP NIErKo N03BONAT NogobpaTb
aHaNIOMNYHY0 UM Cpefy — apXUTEKTYPHYIO NN NPOCTPaHCTBEHHYIO. [Tpu 3TOM

He BCerfga ymecTHa ee yKasylowas posb, MOPON OCTAaTOYHO N1wb 0O6pa3HON aHanormu:
MNYCTbIHHbIE MNYecKMe NaHawadpTbl Cy»KaT yagauyHbiM GOHOM Ana 6nbnenckmnx
NepCcoHakeln, Haaenaa nx abCcontTHbIM, BHEBPEMEHHbIM 3ByYaHuemM. Ho 1 3gecb
BO3MOXHbl BapuaHTbl. aenHo-06pa3Hasa TKaHb TaKUX MPOMN3BEAEHUI 3a4acTyHo
BMOJZIHE CAMOAOCTaTOUYHa U He TpebyeT HenpeMeHHON cueHorpadum NPOCTPAHCTBA,
npeBpaLeHHOro aBTopckou Bosien B gekopauuto. [loTomy Becbma NpoayKTUBHbIMU
NpeAcTaBAATCA U gpyrne cnocobbl CONOAUYNHEHUA CKYNbNTYPbI U Cpefbl,
npeanoeHHble Kop»XeBbIM — Ha KOHTpacTe NM60 No NPUHLUMNY apaHXUPOBKN.

B nepBom cnyyae Hannuo 3agayva NPOTUBOMNOCTaBUTb OTUY>KAEHHOMY TEXHULIU3MY
COBPEMEHHOIO ropoaa rnyboko yenoseyHble 06pasbl CKYNbNTYpbl, OOpaLLeHHbIe

K U3BEYHbIM ObITUNHBIM BOMpOcaM. HamMepeHHO NCnonb3ysa MHCTPYMEHTAPUN pa3HbIX
KYyNbTYpPHbIX Mogenen — yrnybneHHoe BocnpuaTre 1 6ernbiil, CKONb3ALWNMI

MO NOBEPXHOCTW B3rNA4, MHOTOMEPHY0 pepneKkcmio N KNMnoBoe MblilieHE — aBTOP
npoBouupyeT KOHPNUKT. Ha ocTpure 3TOoro KoHPNMKTa OKasbiBaeTCA AaKke He cama
no cebe ckynbnTypHasa ¢opma, a Co6CcTBEHHO 06pa3. 3aN0XKeHHOE B HEM
NOBECTBOBaHMe NpeBpaLaetca B Mmetapopy, cumeosn. besycnoBHo, obpeTeHHas
MHOCKA3aTeNbHOCTb YC/IOXKHAET 06pa3HbIn CTpon nponssegeHna. CKynbnTypHas
dbopma CTaHOBUTCA KOAOM A/A pacNoO3HAHMA «BUTAOLWMX B BO3AYyXe» Naen,
KOHKPETM3UPOBAHHbIX B TOM nnu nHom obpase — l0gndn, Cnsnda, Nunata. Hapagy

C «IMTEepaTYPHbIMUY CIOXKeTaMU B TaKUX YCIIOBUAX APKO U Bblpa3nNTeNibHO 3aABNAIOT

0 cebe couymanbHble MOTUBDLI U anneropun. MpPoTMBONOCTaBNEHHbIE KHACTONYNBOWN
reomeTpumn» COBPEMEHHOWN apXUTEKTYPbl, MPOM3BEAEHNA STOW rpynnbl NpupacTatoT
HOBbIMW CMbICIaMU, NOACKa3aHHbIMW Npeanofiaraemon cpeaomn nx 6bIToBaHUA.

MpuBeneHne K e4UHCTBY Pa3HbiX 06pa30B CKYNbATYPbl Y apPXUTEKTYPHOIO
NPOCTPAHCTBA MO NPUHLUMNY apaHXUPOBKM TaKKe YMECTHO B Pa3HbIX XaHpax —
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background - such properties allow to curtail the encroachment of even the most
active image and do not demand much from the arrangement of space. What matters
here, again, are the rules of constructing a composition. In this sense the simplest
thing to do is juxtapose a specific environment and series of graphic pieces. This
kind of visual art exists on a flat surface and does not feature an individual physical
three-dimensional space. The images in graphic art reside in a different, abstract
artistic reality. Therefore, including them in an interior requires nothing more than
their competent arrangement on the walls, with due consideration given to size,
proportions, rhythm and other compositional principles.

The only thing complicating the achievement of such designated goals is any pre-
determined duration of contemplation. This is explained by the fact that the graphic
pieces are grouped by series. These drawings can be looked at both as a single

unit and as separate items. Alongside the most obvious solution - hanging the
pieces on the wall in a simple order — Korzhev proposes another, more interesting
variant, displaying the works in a chain-like fashion on separate partitions. This new
arrangement, with a partial superimposition of images, becomes intriguing and
compels the viewer to move in his mind deeper into the interior. Abstractness

of images on flat surfaces, fragmentariness, and ostentatious simplification
of lines and forms unite in the viewer’s mind with the notion of a single but
atomized image in time and space. Within this paradigm, the object and its
architectural environment do not have to be similar in style, but the artist,
as an additional “insurance”, chooses a depersonalized environment.

Compared to the rich environment in which sculptures in a classical style exist,
graphic pieces and reliefs, as well as art objects, meet with least resistance. The
tactics of mutual subordination of non-figurative sculptures and the geometry

of architecture appear to be equally free of conflict, even unconditional. With the
principle of straightforward similarity at work, the only limitation is a closed space.
It is hard to judge how necessary this technique is in this situation and whether

it is bound to achieve a congruity between size and proportions. It is quite possible
that the squares and wide streets of a modern city would respond with equal felicity
to such abstract sculptural forms and even bring out the monumental quality
inherent in them. But even in this version of placement the sculpture demonstrates
its strong potential for contact with the environment. The sculpture becomes

an emotional “tuner” that directly influences the viewer.

This most important question — influencing viewers and establishing direct contact,
in other words, communicating - is directly related to the goal of opening up the

016

OT PENINTNO3HOIO U aNNIEroOpPMNYECKOro A0 NOPTPETHOro 1 6biIToBOro. Coto3Hoe
3ByYaHMe 34eCb AOCTUIAeTCA Pa3HbIMM CNOCobammn. DTO MOXKeET OblTb OOLHOCTb
OLHOIO UM HECKOJIbKMX KauecTB camon ¢opmbl, Hanpumep, GakTypbl, CTPYKTYpbI
06bemoB, putMmuyeckom nuHum («Mownpeol», «<MBaH EGpemoB»). YcnewHyo agantaumio
AaeT NCNOoNb30BaHME aHAaNoOrnmm No metapopmnyeckomy 3HauyeHumo («bnygHbin

CbiH») 1 N0 obLwemMy SMoLMOHaNnbHOMY HacTpoto («[TywKuH»). B otgenbHyto rpynny
obbeanHATCA apT-00beKTbI — capKodar, TPOH, TOTEMHbIN CTONG, KOTOPble NO CBOEN
npupoae Nerko aganTupyTCca NPakTMYeCcKk B nobon cpeae 1 TpebyoT NnWb eAUHON
KOMMO3MLUMOHHON OpraHn3aumn. Takom e cTeneHblo aganTUBHOM cBO6oAbl obnagaoT
n penbedbl — rpadnUHbIE, HECKONbKO reOMeTPn30BaHHbIE, Yallle BCero —

C YCIOBHbIM POHOM, UTO NMO3BONAET CHU3UTb NPETEH3UN Aa*Ke CAMOro akTUBHOTO
obpasa 1 He NpPeabABNATb 0COOEHHbIX TPeOOBaHWI K apaHXNPOBKE NPOCTPaHCTBA.
30eCb BaXKHbl ONATb-TaKW NpPaBuiia NOCTPOEHNA KOMMO3NLUN.

B 3TOM CMbICne nerye Bcero COOTHECTM KOHKPETHYIO Cpeay M NNCTbl rpaduuecknx
cepuin. JaHHbIN BUA N300pa3nTenbHOro NCKYcCcTBa paboTaeT Ha MNIOCKOCTH

N He NpepnonaraeT CO6CTBEHHOTO GpU3NYECKOro TPEXMEPHOro NPOCTPAHCTBA.
Co3pgaBaemble 06pa3bl NPebbIBAOT B MHOW, YC/TOBHOWM XYA0XKECTBEHHOM pPeanbHOCTHU.
lNoTomMy nx BKNIOUYEHME B UHTEPbEP CBOAUTCA K FPAMOTHON pa3BecKe, rae AONXKHbl
ObITb YUTeHbl MacLWTab, Nponopunn, pUTM 1 4pyrne KOMNo3nLMoHHbIe MPUHLUIbI.
EOVHCTBEHHbBIM OCNOXKHAIOLWMM pelleHne NOCTaBIeHHbIX 3afay YC10BMeM ABnAeTcA
npeponpeneneHHas gamMTeNbHOCTb CO3epLaHnA. ITO 00YCNOBIEHO TEM,

yTo rpadurueckme paboTbl CKNaAbIBalOTCA B LUKIbl. PacCMaTpuBaTtb INCTbl MOXHO

KaK eaquHbIM 6/10KOM, TaK 1 NO OTAENbHOCTU. HapAgy C caMbiM OYEBUAHBIM PELLEHUEM —
pa3BeCcKoW Ha OHON CTeHe B NPOCTON NocsiegoBaTelbHOCTN — KopKeB npegnaraet
NoOOMNbITHLIA BapUAHT pa3MeLeHna paboT LenoYvyKkon Ha OTAENbHbIX NeperopoaKax.
Bo3HuKalowasa cntyauma ¢ YaCTUUYHbIM HANIOXKeHUeM 1306 paKeHunn BbIrAQNUT
NHTPUTYIOLLE 1 3aCTaBNAET 3pUTENA MbICIEHHO NPOABUraTbCA Brnybb MHTEpPbepa.
YCNOBHOCTb MNIOCKOCTHbIX N3006pakeHnn, pparmeHTapHOCTb, HAPOUYNTOE YNpPOLLEHNE
NMHUN 1 GOPM COeANHAETCA B 3pUTENIbCKOM BOCNPUATUN C NPeACTaBIEHMEM O XKN3HN
€JMIHOr0, HO Pa3/IOXKEHHOTO Ha 31eMEHTbI XyA0XeCTBEHHOIo obpasa BO BpeEMEHMU

n npoctpaHcTee. CTuneBoe nogobre NnponsBefeHNA U apXUTEKTYPbl, B KOTOPYIO

OHO BKJ1I0YAETCA, 34eCb He 06A3aTeNIbHO, HO aBTOP BCE »Ke NOACTPAXOBbIBaETCA
obpalleHrem K 06e3n1nyeHHON cpege.

Mo cpaBHEHUIO C HACbILWEHHbIM CPeAOoBbIM OKPYXKEHNEM, B KOTOPOM HaxoanTCS
CKYNbNTYpa Knaccuuyeckon nsobpasntenbHon Tpaanuummn, rpaduka n penbedol, apT-
006BbEKTbI BCTPEYAIOT HaMeHbLLee ConpoTuBeHne. Takum e 6eCKOHGNNKTHbIM

N faxe 6e3ycnoBHbIM NPeACTaBNAETCA NYTb CONOAUYMHEHNA BecnpeaMeTHON
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sculpture’s imagery in the best possible way. Obviously, the message of the work

is very important in such a case. It is intentional that a book’s division into sections
emphasizes genres rich with meaning - historical, religious and social. It should be
noted that a specific pre-determined theme does not at all require from a work

of art a “literary” narrative. It would be naive to think that the viewer is offered a simple
and straightforward visualization of a subject. This sort of “malignant” conservative
academism can only become irritating in its one-sided didacticism. Regrettably,

in the 20th century the reputation of classical art was thoroughly undermined by
exactly such so-called “realist” artworks. Their straightforwardly illustrative forms did
not hide any real visual depth - there was only a void. Whereas abstract non-figurative
imagery by itself determined the metaphorical nature of an artistic statement.
However, this did not prevent the creation of art which hid behind its flashy exterior

a void similar to the one found in pseudo-classical works.

Korzhev regards the classical visual tradition as vibrant and multifaceted, with rich
potential for metaphor. Any image arising from a narrative is a starting point for
reflections about important universal values and for conceptualizing their particular
chosen aspects. A multiculturalism of sorts is very important in this context.

Just slightly stylizing forms or using evocative attributes and details, the artist
transports the viewer to different historical eras, presenting history through
personalities. The choice of characters is not accidental: they are complex figures who
absorb into themselves the achievements and conflicts of their era, and represent
different facets of the conceptualization of reality.

If a sculpture is straightforwardly illustrative, this is not an obstacle to transplanting it
into an allegorical dimension. Combining within one form different impulses -

the timeless and classical with the recognizable and specific — Korzhev achieves a truly
multilayered imagery. This imagery opens itself up not through a logical agreement
with the viewer but on the basis of reflection and a personal emotional involvement.
This method of “education” through art, free of any pressure and pre-determined
opinion but gradually suggesting a general conclusion, is arguably very productive.
Even when viewers, in response, do not want to immerse themselves in reflections
about a particular sculpture and reach certain meaningful conclusions, the sculptor’s
efforts are not in vain. Just the simple fact of contact with eternal narratives, which
pre-supposes a knowledge of their sources, achieves a certain goal, even if it is

a simpler, educational one.

The metaphorical nature of Korzhev’s art is conditioned by its lasting desire to ponder
universal problems in the area where different eras, as well as different knots of
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CKYNbNTYpPbl U FEOMETPUN aPXUTEKTYPbI. EAMHCTBEHHBIM OrpaHNYeHNEM,
BO3HMKAOLWMM B 3TUX YCJIOBUAX NPAMOro nofobusa, okasbiBaeTcA 3aMKHYTOe
NPOCTPaHCTBO. TPYAHO CKa3aTb, HACKONbKO B JaHHOM Cjlyyae Heob6XxoAnM 3TOT NpUuem,
BEAET JIN OH K COOTBETCTBUIO MacwTaboB 1 nponopuunii. BnonHe BO3MOXHO,

YTO MJIOLWAAM U WMPOKUE YNNLbl COBPEMEHHOIO ropoaa 6biin 6bl He MeHee
6narogyLlWwHbl K Tako abCTpaKTHOWM NnacTuyeckon Gpopme 1 gake no3Bonunnm 6ol
BbIABUTb 3aJIOXKEHHbIe 34eCb KauyeCTBa MOHYMEeHTanbHOCTU. HO 1 B NnpeacTaBNeHHOM
BapuaHTe pa3MelleHnA CKYNbnTypa AEMOHCTPUPYET BbiICOKME KOHTAKTHO-CpeaoBble
BO3MOXXHOCTW. OHa CTaHOBUTCA SMOLMOHANbHbIM KAMEPTOHOM, HaNpPAMYO
BO3JENCTBYIOWMM Ha 3puTens.

DTOT Ba*KHeunLW N BONPOC BO3JAENCTBUA Ha 3pUTENIA, YCTaAHOBMEHNA C HUM MPAMOro
KOHTaKTa, TO eCTb KOMMYHMKaLUNW, HanpaAMYyto CBA3aH C 3aavyein HannyJwero
pPacKpbITMA CO6CTBEHHOrO 0bpa3a ckynbnTypbl. OUEBUAHO, YTO CMbIC/IOBAA CTOPOHaA
Npoun3BeAeHNA B JAaHHOM C/lyyae HeobblyalHO BakHa. He cnyyanHo

B CTPYKTYpPE KHUIM NpUHATa pyobpuKkaymsa, akLueHTUpYoLWwaa cogepXaTtefibHO eMKue
NCTOPUYECKUN, PENTIUTNO3HbIN, COLMANbHbIN XXaHpbl. CnegyeT OTMeTUTD,

UTO KOHKpPETHaA 3afaHHaA Tema OTHIOAb He 00A3blBaeT XyJ0XKeCTBEHHOE

Npoun3BeAeHMe K «INTepaTypHON» NOBECTBOBATENbHOCTU. bbI1o 6bl HAMBHbBIM CUMTATD,
4TO 3pUTENIO NpeanaraeTca NPoCToe N HarnaAgHoe NnacTnyeckoe BonaoLWeHne CloXxeTa.
Takoro poga «gypHasa» NPOrpaMMHOCTb KOHCEPBAaTMBHOMO akageMmnyeckoro TosKka
cnocobHa nuuwb pasgpakaTb CBOMM OAHOCTOPOHHMUM AMAAKTU3MOM.

K coxkaneHuio, 3a fBagLaToe cToNieTre penyTauma KNnacCMyeckoro NcKyccTaa obina
OCHOBAaTENbHO NOAMNOPYEHA UMEHHO T.H. «peanncTUYeCKUuMmn» NponssefeHNAMMN.

3a nx HarnAgHo-n306pa3nTenbHbIMN GOPMAMN HE CTOANO HUKAKOWN AeCTBUTEIbHOWN
obpa3Hou rnybuHbl — TONbKO NycToTa. B TO BpeMsA Kak abcTpakTHoe becnpeameTHoe
n3obpakeHne camo no cebe onpenenano MeTapoprUYHOCTb XYLOKECTBEHHOTO
BblCKa3blBaHUA. YTO, BNIpoYyem, He MeLlano NOABNEHUIO NPOU3BELAEHNI, CKPbIBAOLWMX
3a 3TM OpocKknm dpacagom TaKylo XKe, Kak 1 B NCeBAOKIacCnYecKnx paboTax, NycToTy.

Ana KopxeBa Knaccuyeckasa nsobpasmTtenbHaa Tpagmuna npeacTaBnaeTca X1UBo

N MHOroMepHoWn, obnagatowen 6oratoiMu MeTapopPUUYECKUMN BO3SMOXKHOCTAMM.
Jliobon cloXKeTHO 06ycNoBNeHHbI 0O6pa3 — oTNpaBHaA TOYKa AN pPa3MblIEHWN

O 3HAYMMbIX 0O eYeNnoBeYeCcKNX LEHHOCTAX, X OCMbICIIEHMA B TOM U NHOM
BbIOpaHHOM acrnekTe. Becbma cylecTBEHHbIM B laHHOM KOHTEKCTE ABNAETCA
CBOE06pPa3HbIN MyNbTUKYNbTYPann3m. JInwb cnerka ctunmilya nnactnuky Gopm nnm
Ncnonb3ya aTpubyTbl, FOBOpALLME AETaNN, aBTOP NEPEHOCUT 3pUTENA B Pa3Hble SMOXMY,
npencTaBnAsa UCTOPUIO B N1Uax. Bbibop nepcoHaxenm He cnyyvyaeH: OHW ABNAKOTCA
dnrypamm HeogHO3HaYHbIMM, BOMpatoWwmmMmmn B ceb6a JOCTUXKEHNA N NPOTUBOPEUNSA




meaning, overlap with one another both in straightforwardly illustrative and abstract
forms. In some cases such symbolism of thinking allows him to foresee the contours

of future socio-cultural realities, as was the case with the collage “Omen”. Most
symbolically, its central section, in the form of an album featuring creatures tearing the
globe apart, fits within the interior of one of the halls of the UN building.

The environment, in this case, makes concrete the associations suggested by the relief.
In line with classical tradition, this piece, like other stylistically diverse works,

is invariably loaded with an ethical message. Korzhev believes that art should not be
just a simple adornment for reality. It can be noticed that, for all the diversity

of variations, in addition to an understandable desire to present in a favourable light
precisely sculptural images, the definitive ambition is to transform the space

of alienation into a human element, both in form and in substance. In search

of different methods of coexistence and communication between an artwork, on

the one hand, and its environment and viewers, on the other, Korzhev undoubtedly
put at risk sculpture’s inherent expressive power. However, the lofty goal of reviving
interest in this art form and securing a place in modern reality for ethically significant
images balances out all such risks.

Alla Vershinina
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3NOXN, NPeACcTaBNAWMMN Pa3Hble rPaHN OCMbIC/IEHNA peanbHOCTU. HarnagHaa
N300pa3nTENbHOCTb CKYIbNTYPbl HE ABNAETCA NPEnATCTBUEM A/1A ee nepeBoja

B MHOCKa3aTesNbHY0 NN0CKOCTb. CoegnHAA B OQHON NiacTnyeckonm popme pasHble
NMMYNbCbl — BHEBPEMEHHbIE KNlacCnyeckne n ysHaBaemo KOHKpeTHble, Kopxkes
AobneaeTca eNCTBUTENIbHON MHOIOC/IOMHOCTM 06pa3a. OH uMTaeTca He no
NOrNYeCKon f,OrOBOPEHHOCTM CO 3puUTeNieM, a Ha OCHOBe pednekcumn, CybbekTUBHOIO
JINYHOCTHOTO conepexmnBaHua. Takon cnocob «BOCMUTAHUA» NCKYCCTBOM, CBOOOAHbIN
OT KaKoro-n1mbo HaBA3bIBaHWUA, NPeAyCTaHOBEHHOIO MHEHUA, HO UCNOABOJb
HanpaenAWMN K 0606LatowMm BbiBOAAM, MOXHO CYUMTATb BECbMa MPOAYKTMBHbIM.
[laxxe 6e3 OTBETHOrO »KeflaHUA 3pUTeNna NOrpy3nTbCA B COOCTBEHHbIE Pa3MblILLIEHUA
No NoBOAY TOW UKW MHOW CKYNbNTYpPbl M NOABECTU UM HEKME 3HAUMMbIe UTOTU, YCUUA
aBTOpa He 6ecnnofgHbl. Yke cam ¢paKT CONPUKOCHOBEHUA C N3BEUYHBIMU CIOXKETaMU,
npegnonarawWwmnin 3HaHNe NCTOYHMKOB, peanunsyeT onpegeneHHyo MUCCuo — NyCTb

n 6onee NpocTyto, obpasoBaTeNbHylo.

HeunsmeHHOe XenaHune pa3mbllWiATb Haf oblevenoBeyeckumMmim npobaemamm B none
COMPUKOCHOBEHUSA 3MOX, Y3/10B CMbICNIOB, Kak B HAarNsa4HO-1N306pa3nTeNbHON,
Tak 1 B abcTparupoBaHHOM popMme, onpeaensieT MeTadpopuUeCcKuin xapakrtep

TBOpUYecTBa KopkeBa. B oTaenbHbIX Ciyyasax Takon CUMBOIM3M MblLWIEHUA NO3BONAET
eMy npeayrafblBaTb KOHTYpbl OYAyLMX COLMOKYNbTYPHbIX Peanni, Kak, Hanpumep,

c Konnaxem «lpeasHameHoBaHme». Becbma CUMBONMYHO, YTO €ro LieHTpasibHaA 4acTb
c durypamu, pasguparoiumm 3eMHON Wwap, nomewaeTtca B popmate anbboma

B UHTepbep ogHoro 13 3a508 OOH. CpefoBOMN KOHTEKCT B JAHHOM CJlyyae
KOHKpeTn3npyeT acCcouMaTUBHYIO CMbICIOBYIO NporpaMmmy penbeda. B npogonxkeHne
Knaccnyecknx Tpaguumm 31o, Kak 1 npoyme pasnmyHble No CTUANCTUKE NPOou3BeaeHNs,
HagenAeTcA HenpemeHHbIM 3TUYeCKNM 3HayeHneM. [1pocTbiM yKpaleHnem
AENCTBUTENIbHOCTM, MO MbIC/IX aBTOPA, UCKYCCTBO ObITb HEe AOMKHO. MOXHO 3amMeTuTb,
4YTO NPY BCEM MHOroobpasnn Bapraunn, MOMUMO MOHATHOTO XefaHuA NpeacTaBnTb

B BbIFOJHOM CBeTe MMEHHO 06pa3bl CKYNIbNTYpPbl, ONpeaendAowmm okasbiBaeTca
HamepeHne npeobpa3oBaTb NPOCTPAHCTBO OTUYKAEHUA B CTUXMIO YETOBEYECKOTOo —

1 no ¢opme, 1 No cogepkaHunio. B nonckax pas3nnyHbix cnocoboB 6bITOBaHUA

N KOMMYHMKaLMM Npou3BefeHnin C OKpy»KeHnem, co 3putenem, Kopxes, 6e3ycnoBHo,
PUCKOBas CMIoM COOCTBEHHOM BblPa3nTEeNbHOCTM CKyNbATypbl. OQHaKO BbiCOKas Lenb
BO3POXAEHMA NHTepeca K STOMY BMAY NCKYCCTBA U 0OpeTeHnA Ana STMYeCKM 3HaUYNMbIX
06pa3oB mecTa B COBPEMEHHOW AeNCTBUTENbHOCTN NCKyNaeT BCe 3TU PUCKMN.

A. |0. BepwuHunHa




B HISTORICAL SCULPTURE B VICTOPUYECKAA CKYJIBITYPA

NcToprnueckue cloxeTbl 1 06pa3bl HE MPOCTO XXUBYT B rMyO6MHE BEKOB 1 MOMOTatoT
NOrpy3nTbCA B MUHYBLLEE — OHU N CaMU BIMAAbIBAlOTCA B HAaCToALLee, B3biBaA
K 4enoBeyecTBY 1 YCTaHaBNMBaA CBA3b BPEMEH.

Historical narratives and images do not simply live in the distant recesses of history
and help us to immerse ourselves in the past — they also stare into the present,
appealing to humankind and establishing connections between historical periods.
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B The historical genre has invariably
occupied a high place in the hierarchy
the arts. Drawing on the remote and

not so remote past has always been

an important element in artistic life,
acquiring a special importance during
critical periods of society’s development.
Depending on the particular cultural
model, attitudes to certain events and
personalities, as well as the means and
forms of artistic statement on historical
topics, have been changing. The
allegorical, symbolical artistic vocabulary,
and any forms of allegory helped to
optimally connect the veracity of fact
with the artist’s personal attitude, which
is necessary to raise an object to the level
of significant art.

lvan Korzhev's sculptures are among
artworks that connect the past and the
present through the symbolization of
images. The leading role is assigned to

a real personality, whose influence on
the course of history is beyond dispute.
Although the characters are easily
recognizable, portrait-like similarity is not
an end in itself for the sculptor. It is much
more important for him to put together
recognizable details of appearance to
form a metaphorical image which causes
the viewer to reflect, along the broadest
lines, on universal human issues. So that
the stream of history comes to have knots
of meaning concentrated in a particular
iconic personality. Without limiting
himself to the military and political
aspects of the process, the sculptor
provides a socio-cultural perspective
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which accommodates military leaders,
monarchs, philosophers and monks.
Connected with the most diverse
countries and epochs, the sculptures
convey the attitudes of their creator, who
is free from both Eurocentricism and any
ardent patriotism.

The timelessness of the images and
stories is combined with paradoxical
combinations of historically accurate
details and modern attributes -
accessories, hairstyles, and the
appearance in general. Brought into

the limelight, the historical figures’
individual qualities dissolve the
limitations of abstract historicism with
its unapproachable pantheon of heroes.
A communication based on trust, akin to
empathy and personal involvement, is
established. In appealing to viewers who
are not just educated but also receptive
and intelligent, such an approach
warrants calling Korzhev’s historical
works elitist.

B l/cTopryeckuin XaHp 3aHUman
HEN3MEHHO BbICOKME MeCTa B nepapxmu
nckyccts. ObpalleHre K NnpoLwnomy —
LaNneKoMy 1 He oYeHb — Bcerga 6oino
BaXXHOW COCTaBNAKOLWEN XyAOXeCTBEHHOM
XKW3HU, CTAHOBACb 0COOEHHO aKTyaNbHbIM
B KpUTMYeCKue 3Tanbl pa3BuTUA counyma.
B 3aBMCMMOCTM OT TOMN UIN NHON
KYNbTYpPHO MOAeNn MeHANOCb 1 Camo
OTHOLWEHUNE K COObITUAM, OTAENTbHbIM
NINYHOCTAM, 1 cnocobbl, Gopmbl

Xy[O0>KeCTBEHHOrO BblCKa3blBaHUA
Ha NCTOPUYECKNE TEMDI.
Anneropuyeckun, CUMBONINYECKNI A3bIK,
nobble popmbl MIHOCKa3aHWA MOMOranu
HannyJywmnm obpasom CoeanHNTb
AOCTOBEPHOCTb paKTa C NMYHON
no3numen XxygoxHuka, 6es Kotopoim

nponm3sseaeHne He MMeeT LaHCOB
COCTOATbCA KaK 3Ha4YUTeJIbHOE ABJIEHNE.

Ckynbntypa ViBaHa Kop»eBa 3aHnmaeT
MeCTO B pAady npounsseneHun,
OCYLLeCTBAALWNX CBA3b NPOLNOro

N HacToALWEero NnoCcpeacTBoM
cnmBonusaymm obpasos. Begyian

pONb OTBOAUTCA peasibHOM JINYHOCTN,
Ube BINAHUE Ha XO4 UCTOPUN He
NOANEXUT COMHeHMAM. [Mpun 6e3ycnoBHOM
Y3HaBaeMoCTU repoes, MOPTPETHOCTb

He ABNAeTCA OJ1A aBTOpa camoLuenblo.
[opa3po BaXHee COCTaBUTb U3
y3HaBaeMbIX LWUITPUXOB K NOPTPETY
meTapopuyecknin obpas, HanpaBAALWNN
3puTena K pa3mblIEHUAM CaMoro
LWMPOKOro — obLeyenoBeyeckoro
cBoncTBa. Tak 4TOObI NOTOK

NCTOPUX MMeN Y3Mbl CMbICNA,
CKOHLIEHTPUPOBaHHbIe B OTAE/IbHOWN

3HaKoBOW ¢urype. He orpaHmumBasco
BOEHHO-TMOJINTUYECKON CTOPOHOM
npouecca, aBTop AaeT COLNOKYbTYPHbIN
cpes, B KOTOPOM eCTb MecCTO

N NoNKoBoALaM, U NpaBUTENAM,

n punocodpam, n NOABUKHUKAM.
CBA3aHHble C CaMbIMW Pa3HbIMU
CTpaHaMu 1 3MoxXamu, OHU
npeacTaBnAlT cBoeobpasme aBTOPCKON
no3unynm, cCBOOOAHOM OT OObIYHOTO
eBPONOLUEeHTPU3Ma, PaBHO Kak 1 OT
NaTPNOTUYECKOWN UCKTIOUYNTENbHOCTN.

BHeBpeMeHHOWN xapakTep obpa3os

N CIOKETOB [I0MOJIHAETCA
napajoKcanbHbIM COeINHEHNEM
NCTOPUYECKN JOCTOBEPHbIX

neTanen n NPUMeT COBPEMEHHOCTMU:
aKceccyapoB, NpuYecok, 06nmka

B LleSIOM. BblABUHYTblEe Ha NepPBbIN MaH
NIMYHOCTHbIE KauecTBa NepcoHaxen
CHMMAIOT OrPaHNYEHNS OTBIEYEHHOTO
NCTOPU3Ma C ero HeoCATraeMbIM
NMaHTEOHOM repoes. YcTaHaBNMBaeTCA
[oBepuTeNibHaA KOMMYyHUMKaumaA

Mo NPUHLUUMY conepeXxnBaHus-
coyyacTtua. Takor noaxon paccumTaH
He NPOCTO Ha 06PAa30BaHHOrO, HO Ha
BOCMPUMMUYMBOIO 1 AYMatoLEro 3puTens,
YTO NO3BOJNIAET FOBOPUTb 00 SNUTAPHON
HanpPaBNIEHHOCTN NCTOPUYECKON
CKyNnbnTypbl KopxeBa.
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MARCUS AURELIUS B MAPK ABPEJTNW

SEVERINUS BOETHIUS B CEBEPWH BOSLUUN
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MAXIMILIAN VOLOSHIN B MAKCUMUNIWNAH BONOWWH
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NIKOLAY NOVIKOV B HUKOJTAN HOBWMKOB
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B RELIGIOUS SCULPTURE B PEJIMTNO3HAA CKYNbITYPA

ObpalueHune K pennrmo3HbiM CloXXeTam NO3BONAET NPUCOEANHNUTBCA K BEUHOMY
pa3rosopy 06 abCoNoTHbIX 0bOLeYenoBeYeCKUX LEHHOCTAX N HaNPaBUTb MbITAMBOIO
3puTensa K «aenaHunto cebsa» Nnog 3HaKOM BbICLLErO MOPaAsSIbHOMO 3aKoHa.

Religious narratives in art allow connection to the eternal discussion about absolute
universal values, causing inquisitive viewers to “make themselves” in accordance with

the supreme moral principle.
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B Sculptures based on religious
narratives, like historical ones, imply a
distance of time, but one falling under
the impact of the universal moral
absolute. The supposed existence of this
absolute sets the tone for the narrative
and characteristics of the individual
represented. Religious sculptures,
addressing the eternal existential
problems of humankind, tends to have its
field of action maximally saturated with
symbolical meanings. What is important
here is understatement, capable of
provoking an intense expectation of
further development of the narrative’s
message. This is the crucible of the
Biblical chronotope, the image of the
“eternal moment”. Sculpture’s objective
is to capture time by all means - using
power rhythms, compositional lines,

the visual properties of forms and, finally,
the idea incorporated into the sculpture.

It is not for nothing that Korzhev in most
cases prefers the genre of parable -

a condensation of the most
comprehensive messages — or addresses
the key moments of the New Testament,
which are related to the points of
“absolute temporal intensity”, the high
points of the narrative. Thus, having risen
above the everyday and mundane, the
viewer enjoys an opportunity

to join in reflection on eternal ideals.
Depending on his personal receptivity
to the aphoristic messages of this kind,
he can either experience them or only
feel “the breath of eternity” emanating
from them. The imagery of religious
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sculpture is especially profound when

it is neither illustrative nor didactic,

but when it leaves room for broad
associations, drawing the viewer into
the process of crystallization of thought.

Unobtrusively suggesting clues necessary
for independent comprehension

of the age-old universal human values,
the sculpture opens up yet another path
of “working on oneself”, which, according
to Fyodor Dostoevsky,

is a form of self-inclusion into the
“universal human” tradition. Addressing
motifs and images with an extensive
iconography in the history of world art,
the sculptor undoubtedly makes

a serious commitment. But this is
precisely what the ahistoric nature

of these narratives leads to — each era
finds in them the nuances that suit it.

In one way or another, the artist lends
these narratives a personal touch
conditioned by the time in which he lives,
and in doing so joins the times together.

B CkynbnTypa, 6epyLiad 3a OCHOBY
PenUrno3Hble CloXKeTbl, NogobHO
NCTOPUNYECKON, NoApa3ymeBaeT
BPEMEHHYI0 ANCTaHLUMIO, HO NOA 3HAKOM
AENCTBUA YHUBEPCANIbHOrO MOpPasbHOro
abcontoTa. Ero npegnonaraemoe
CyLeCcTBOBaHMe 3a4aeT TOH

Pa3BUTUIO CIOXKETa, XapaKTepucTmke
n36paHHOro NnepcoHaa. PennrmnosHas
CKynbnTypa, 3aTparmBas n3BeuHble
ObITUIHbIE NPOGNEeMbl UeNOBEYECTBA,
CKJIOHAETCA K MaKCUManbHOM
HACbILWEHHOCTM NPOCTPaAHCTBA AeNCTBUA
CMMBOJIMYECKMMM CMbICITaMn. 34eCb
BaKHa HeOCKa3aHHOCTb, CNOCOOHan
CO3[aBaTb HANPSKEHHOE OXnaaHue
Pa3BUTUA CMbIC/a CloXeTa. Tak
BblpabaTbiBaeTCca 6Mbnencknin xpoHorton,
obpa3 «BeYHOro MrHOBeHMA». 3afaua
CKYNIbNTYPbl COCTOUT B HEMPEMEHHOM
yAEPKAaHUW BPEMEHUN — MPY MOMOLLM
CUNOBbIX PUTMOB, KOMMNO3ULMOHHbIX
NVHWIA, NNacTUYECKNX KauecTB GOpmbl,
HaKoHeL, CAaMOI 3aJIOXKEHHOMN

B MpOun3BeAeHNE NAEN.

He cnyyanHo KopxeB valle obpaltaertcs
K XaHpy nputun, nogpasymesatoLien

B C>kaTon ¢opMme camble WNPOKMe
CMbICJIbl, UATN K KNIOYEBbIM MOMEHTaM
HOBO3aBETHOM NnTepaTypbl, CBA3AHHbIM
C TOYKaMU «abCONTHOM BPEMEHHOW
MHTEHCUBHOCTU», C KYIbMUHALUAMMN
ctoXkeTa. Tak, BO3BbICMBLUUCb Haf
0ObIAEHHON CUIOMUHYTHOCTbIO, 3pUTENb
nosly4aeT BO3MOXKHOCTb NPMOBLLMTLCA
K OCMbICIEHUIO U3BEYHbIX NOeanos.

B 3aBMCMMOCTM OT NNYHON FOTOBHOCTU
K BOCAPUATUIO TAKOro poAa

apOpPUCTUYHDBIX NOCNAHUIA, OH MOXKET
nnbo No3HaTb X, MO0 TONbKO OLWYTUTb
CBA3AHHOE C HUMW «[blXaHNe BEYHOCTUY.
O6pa3bl penurno3Hom CKynbnTypbl
NonyyaTca 0COO6eHHO ryboKMmM
MMEHHO TOoraa, Koraa He npeacTaBnAT
cobon nnncTpaunio Unn AngakTUYHoe
NocsiaHne, a OCTaBAAIOT MeCTO AiA
LIMPOKUX accoumraL i, BOBNEKaa 3puTens
B CaM Npouecc KpucTannmsaunm MbiCin.

Mpeanaraa HeHaBA34YMBbIE MOACKA3KM

K CAMOCTOATENbHOMY OCO3HaHMIO
N3BEYHbIX ObLeyenoBeyecknx npobnem,
CKyNbNTypa OTKPbIBAET ele OAMH NyTb
«TpyAa Hag cobom», KOTOPbIN, MO MbICN
®.M. JocTtoeBcKoro, aABnAetTca ¢popmon
NPUoOBLLEHNA K «BCEUYENOBEYHON»
Tpaauumun. ObpalleHne K MOTUBaM

n obpasam, MMeLNM OBLLNPHYIO
NKOHOrpaduio B UICTOPUN MUPOBOTO
NCKYyCCTBa, 6€3ycnoBHO, 06A3bIBaeT
aBTopa. Ho B TOM 1 cocTonT
BHENCTOPUYECKUI XapaKTep 3TUX
CIOXEeTOB, UTO Ka)kas 3noxa HaxoguT

B HMX CBOM HIOAHCbl. XyAOXKHUK,

Tak UAn NHaye, NPUBHOCKUT B HUX
NINYHOCTHOE Hayano, obycroBfeHHOE
CBOEeV 3MOX0N, TEM CaMbIM OCYyLLEeCTBAAA
CBA3b BPEMEH.
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KNEELING FIGURE B KOJIEHOMPEK/TOHEHHDbIN
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B COUNATIbHAA CKYJIBITTYPA

B SOCIAL SCULPTURE
MeTadopuruHble 06pa3bl coumanbHOM CKYNbNTYPbl, TOAHVMMAACH Bbllle MPOCTOro
OoTOOpaKeHnA peanbHOCTU, HE CTONbKO UCCenyIoT XN3Hb, CKOIbKO BO3BbILIAIOT ee

oTaeNibHble NpPOABNEHNA 0O CMMBOJTNMYECKOTIO 3BYyYaHUA.

The metaphorical images of social sculpture, rising above the level of simple
reflection of reality, do not so much explore life as lift some of its aspects to the level

of symbols.
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BMThe metaphorical images of social
sculpture, rising above the level of simple
reflection of reality, do not so much
explore life as lift some of its aspects

to the level of symbols. The group

of objects titled “social sculptures” does
not fit into the traditional system

of genres. On the one hand, its
protagonists are our contemporaries and
the scenes concerned could be attributed
to the social genre, which came into
being as early as the 17th century

and has enjoyed unchanging popularity
ever since. On the other hand, the idiom
of Korzhev’s social sculptures takes

on allegorical qualities that are far from
the everyday. And the issue here is not
only the sweeping artistic generalizations
which artists have applied at different
periods. The indirect didactic element
here stems not from the desire to use
narrative for edification or instruction,
but from the intention to generalize

an isolated incident into a universal
principle that exists out of time.

In this sense, the so-called “social
sculpture” turns out to be similar to the
tools and artistic idiom of classicism,
which seeks common ground with the
ancient world and the Renaissance - eras
that fascinate by their harmonious ideals
as well as heroic conflicts. Finding in our
times subjects that inspire reflections
about universal human values, Korzhev
emphasizes narratives and personalities
involving conflict. He puts together
what one might call a gallery of heroes
and anti-heroes who are undoubtedly

098

recognizable and typical, and thus stirs
in viewers a sense of emotional
involvement in the stories that are
mentally unfolding in front of them.
Moreover, the storyline is supposed

to evolve from a narrative into

an abstract intellectual construct that
rises above its simple content. This sort
of personification of abstract notions
through illustration is the essence

of allegory.

Yet, this is hardly a case of complete
self-identification because one of the
key methods of allegory-building

- personification — remains outside
Korzhev’s artistic ambitions. What we see
at work here is an experience

of symbolism, which avoids
straightforward messages, as well as

the modern language of semiotic
systems, which establish complex
connections between images and ideas.
Arguably, the tenet of “social sculpture”
is the appeal to seek real universal human
values.

H[pynna npon3BeneHnin, obo3HaueHHasn
KaK «coumanbHaa CKynbnTypay,

He yKNaAblBaeTCA B PaMKN TPaAULNOHHOWN
XaHpoBou cnctembl. C O4HOW CTOPOHDI,
ee NepCcoHan NoOACMOTpPEHbI

B COBPEeMEeHHOWN LeNCTBUTENbHOCTH

1 Mornu Obl 6bITb OTHECEHBI K 6bITOBOMY
XaHpy, cnoxuslwemycsa ewe B XVII Beke
N C TeX NOpP HEU3MEHHO NONYNAPHOMY

B M3006pa3nTeNIbHOM UCKYCCTBE.

C opyrovi CTOpPOHbI, A3bIK 3TON
CKynbnTypbl NpnobpeTtaeTt y Kopxesa
Aaneknn ot 6bITOBM3Ma anfieropnyeckuni
XxapakTep./l peno 3pgecb He TONbKO

B LUMPOKUX XYOO>KECTBEHHbIX

0606 eHNAX, K KOTOpbIM Npuberanu
MacTepa UCKYCCTB B pa3Hble BpeMeHa.
OnocpepoBaHHOe Mopanusupytouee
Hayano 34ecb UCXOAMUT He OT »KeflaHuA
npencTaBUTb CIOXKET Kak Noy4vyeHune

NN HaKa3, a U3 HAMepeHNA BO3BECTU
YaCTHbIV CNlyYan B YHUBEPCAJbHYIO
3aKOHOMEpPHOCTb BHENCTOPUYECKOTO
CBOMNCTBA.

B 3TOM cmbiCne TaK Ha3biBaeMas
«CoLManbHas CKyNbnTypa» OKa3blBaeTcA
CXOOHOW C MHCTPYMEHTapuem

N Xy[OXEeCTBEHHbIM A3bIKOM
KNnaccuymsma, Uyuero nepekanyek

C @aHTMYHOCTbIO U Bo3poxaeHunem —
3MnoxaMu, NpuTsraTesbHbIMM CBOVMMU
rapMOHMNYECKMMW Uheanamm, paBHo

KaK U reponyeCcKUMn NPOTUBOCTOAHUAMN.
Haxonsa B coBpeMeHHOCTN NoBOAb

ANA Pa3MblLWIEHNN O LLEHHOCTAX
obuieyenoBeyeckoro 3ByyaHua, Kopxes
AenaeT akLeHT Ha KOHONMKTHbIX CloXKeTax
n obpaszax. OH cocTaBnAeT cBOeo6pa3Hyto

ranepeto repoes N aHTUrepoeB, KOTOPbIe,
6e3yCnoBHO, y3HAaBaeMbl, XapaKTepHbI

N MOTOMY POXAAIOT Y 3pUTENEN YYBCTBO
COMPUYACTHOCTK pa3BOpaYnBatoLLEMYCA
Ha WX rnasax MblICIEHHOMY CloXeTy. Mpu
3TOM ClOXKeT npeanonaraeT

B CBOEM pPa3BUTMU TpaHCchopMaLuio

13 NOBECTBOBAHUA B OTB/IEUEHHYIO
YMO3PUTENbHYO KOHCTPYKL IO,
BO3BbILIAOLYOCA HaJ NPOCTbIM
cogepxaHuem. Takoe onnueTBopeHme
OTBJ/IEUEHHDbIX MOHATUIN B HAarNAQHbIX
dopmax 1 ecTb CyTb anfieropumn.

Bnpouem, 0 coBepLueHHOM
OTOXAEeCTBNIEHNN 3[4eCb FOBOPUTH

He CTOWUT, NOCKOJIbKY OA4UH

N3 KJIOYEBbIX METOAOB anneropusma —
nepcoHndmnKkauma — octaeTca BHe Nons
TBOpUYeCKNx HamepeHninn Kopxkesa 3gecb
CKa3blBaeTCA 1 ONbIT CUMBOJIN3MA,
nsberaroLwero NPAMbIX CMbICNIOBbIX
yKa3aHun, N akTyanbHbIN A3bIK
3HAKOBbIX CNCTEM, YCTaHaB/INBAKOLWMX
CNOXHble CBA3U N300pakeHna n ngeu.
[MaBHbIM e NOCTYNaToOM «COLNaNbHOW
CKYNbMTYPbI» MOXXHO CYUTATb NPU3bIB

K NMONCKaM peanbHbIX 06LeyenoBeyeckmx
LeHHOCTeNn.
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SALE B SALE

HE AND SHE /SERIES OF RELIEFS/ B JBOE /CEPWA PEJIbEDOB/







B DECORATIVE SCULPTURE B NEKOPATUBHAA CKYJIbIMTYPA

He 3apaBasicb napocom «crnaceHma mmupa KpacoTomy», AeKopaTUBHAs CKyNbNATypa
BbINOMHAET CBOIO PaboTy NO 3CTeTU3aunmM cpedbl Tak, YTo Nnobas, Aaxke Manas aetasnb
cnoco6bHa npeobpazoBaTb 0ObIAEHHOCTb B NHYI0, XYAOXECTBEHHYI0 peanbHOCTb.

Not intended to accomplish the noble mission of “saving the world by beauty”,
decorative sculptures serve to aestheticize their environment in such a way that even
the smallest details can transform everyday routines into a different, artistic reality.
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B There are many categories of sculptures

that serve to adorn the most diverse
environments - from urban spaces

to separate elements of furniture and
the interior. They all serve the same
purpose — to aestheticize life. As is

well known, in some historical periods
the idea of “bringing beauty to the
world” was designated the main aim

of creative work. Enriching the tool-kit
of artistic techniques and methods of
expression, these general stylistic goals
contributed to an expansive approach
to the interpretation of the notion of
the aesthetic, which was supported
and developed by many artists in their
work. Korzhev’s sculptures introduced
in this album convey his individual
understanding of the grand purpose

of serving beauty, namely — beauty’s
universal capability to transform life-
styles. Taking on the form of moral
principle, the aesthetic element receives
an infusion of the ethical dimension.
This dimension is not necessarily
something that catches the eye - it can
influence people subliminally, bringing
harmony into the environment in
general. One of the methods of attaining
this harmony is to include into everyday
realities works that are connected with
the humanistic tradition and convey
positive messages.

As a visually active form, sculpture has
every chance to become a“code” of sorts
for comprehending the general spirit

of the classics as well as a specific image

irrespective of the size of its environment.
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Korzhev has chosen his path because he
wants to place conceptual highlights
and establish harmonious cross-
references, while avoiding emotional
outbursts over a lack of congruity
between realities and desires. Function,
form and meaning are invariably
interconnected in a complex way. Thus,
reliefs on a wall not only adorn the
interior but also inject it with meanings
(hedonism, or spiritual asceticism, or
historical allusions).

Every time, emphasizing a particular
intonation, the sculptor achieves

a unique harmony between the
hand-made form and its designated
environment, creating a solid and
evocative image. The sculpture here
brings the joy of exposure to beauty,
and the sense of affiliation with the
multi-faceted harmony of being.

BWO6nacTb CKYyNbNTYypbl, CBA3AaHHAA
C NIACTMYECKNM YKpaLleHMeM CamMOo

pa3HoOW cpeabl — OT MPOCTPAHCTBA ropoja

[0 OTAENbHbIX 3/1IEMEHTOB MHTEPbEpPaA

n mebenu — BKNoYaeT B ceba MHOXKECTBO
BUAOB. Bce oHM 06benHeHbl 3aa4en
3CTeTM3aunm XunsHu. IseecTHo,

YTO B OTAENIbHblE 3MOXU naesn
NPUBHECEHUSA «KPACOTbl B MUP»

Ha3Hayanacb rnaBHOW Uenbto TBOpYeCTBa.

Oborawlas apceHan XyaoXeCTBEHHbIX
CpeacTB 1 Bblpa3nTeNbHbIX
BO3MOXHOCTEN, 3TN obuecTunesble
HamepeHnsa cnocobcTBoOBaNM
paclMpPEHHOMY TOJIKOBAHMIO MOHATUA
3CTETMYECKOTrOo, YTO Haxoaunno
NOAAEPXKKY N pa3BUTUE B TBOPYECTBE
MHOIrMX MacTepoB. [MpeacraBneHHble
CKYNbNTypHble Npoun3seneHna Kopkeea
paCcKpbIBalOT ero cobCcTBeHHOE
NOHMMAaHWe CBepX3afayun CNyKeHunA
KpacoTe, @a UMEHHO — ee yHUBepCalibHble
BO3MOHOCTW B Npeobpa3zoBaHUM CTUNA
Xun3HW. NMprHMMaa opmMy MOpanbHOro
NPUHLMNA, 3CTETUYECKOE HaYyaso
NPOHNKAETCA 3TUYECKUM NapoCoM.

OH mMoXeT 6bITb COBCEM

He feKnapaTMBHbIM, HO MOACMYAHO
AENCTBYIOLWMM Ha YenloBeKa 3a cyeT
co3gaHuA oblien rapMoHNYHOMN
atmocdepbl. OanH 13 cnocobos

ee NOCTUXKEHUSA — BKJIIOUEHMNEe

B 0ObIAEHHYO Cpeay NPOn3BEeAEHNN,
CBA3AHHbIX C TYMAaHUCTUYECKOM
Tpagnunen n Hecywmnx NO3NTUBHbIN
CMbIC/TOBOW 3apAa.

CkynbnTypa, Kak popma nnacTnyeckm
aKTMBHaA, UMeeT BCe WaHCbl CTaTb

CBO€06pPa3HbIM KOJOM B NPOYTEHUN

N obLero Knaccnyeckoro ayxa,

N KOHKPEeTHOro obpasa He3aBNCMMO

OT MacwTaboB NpoCTpaHCTBa
6biTOBaHMA. N36paHHbIN KopXeBbiM NyTb
06yCnoBNEH XefaHNeM YyCTaHOBNEHUSA
CMbICJTOBbIX aKLlEHTOB 1 FaPMOHMNYECKMX
COOTBETCTBUMN, 6e3 Kakoro-nn6o
ApamMaTMyeCcKoro HaapbiBa

B HECOOTBETCTBUM PeanbHOro

n xenaemoro. PyHkumnaA, popma 1 cMmbicn
HEN3MEHHO HAaXOAATCA B C/IOKHO
B3auMoCBA3W. Tak penbedbl Ha CTEHE He
TOJIbKO YKpaLlaoT UHTEPbEp,

HO W HACbILWAIT €ro CMbICNamm
(repoHM3M, N yXOBHAA ackesa,

NN NCTOPUYECKIME anio3unn).

Bcaknin pas, genada akueHT Ha TOW Unu
NHOW MHTOHaLUWK, aBTOp AobuBaeTcs
YHUKaNbHOIO CO3BYyUYNA PYKOTBOPHOM
$opMbl 1 3alaHHON Cpefbl, CoO3aaBas
LenbHbIA N eMKKin 06pa3. CKynbnTypa
34€eCb JapyeT pagoCcTb NpuobeHns

K KpacoTe, olyLlieHne BOB/IeYEeHHOCTH
B MHOTFOrpPaHHY0 rapMoHuto 6bITuA.




LIFE PHILOSOPHIES M XWU3HEHHbIE MO3NL NN IN MEMORY OF JOAN MIRO B IMAMATN MUPO

142 143



B "

¢ T LR "*_-. o
4 DOLESCENT GIR CARNIVAL B KAPHABAJ
a 7 b




TRANSFORMATIONS 1,2 B TPAHCOOPMALWN 1,2 BELLES 1,2 W KPACABULbI 1,2
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TREACHERY | UNITY | COURAGE | AFFLICTION | INSINCERITY
DESIRE | HURT | SOLITUDE | REVERIE | HOPES
LOVE | ENVY | INEBRIATION | PRAYER B INDIFFERENCE

CONFIDENCE | FEAR | INFIDELITY | JOYy | IRE

STATES OF THE SOUL M COCTOAHMA AYLWW

MPEAOATEJIBCTBO N ObWHOCTb | CMENOCTb | FOPE B HEWCKPEHHOCTb
KENAHUE | OBUNAA B OAWHOYECTBO M MEYTbI | HAJDEX bl
JNNIOBOBb | 3ABUCTDb | OMNbAHEHWE | MONNTBA | PABHOOYLWWE

YBEPEHHOCTb | CTPAX | U3IMEHA | PAOOCTb | MHEB
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ZEUS M 3EBC HERACLES AND ANTAEUS B TEPAKJT N AHTEN
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AMAZONOMACHY @ AMA3OHOMAXWA
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B GRAPHIC PIECES B TPAOUNKA

B rpaduuecknx cepuax naen, nanoxeHHas «ppasamm» Ha OTAENbHbIX INCTAX,
oborawaeTca AMHAMNKOM XN3HW BO BPEMEHUN U HAUMHAET YBNIeKaTeNbHYIO NTpy
OTTEHKAMUN CMbICJ1a, BO3BbILEHHOTO HaZ, KOHKPETUKON N306pakeHuns.

In the graphic series an idea, set forth in “phrases” on separate sheets, becomes
enriched with the dynamics of living across time, and starts a fascinating game
juggling shades of meaning that are elevated above the particular qualities of the

imagery.
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BKorzhev's ambitions in graphic art are
the same as in sculpture. Arguably, what
is most essential here is the desire

to involve the viewer in the discussion
of universal, eternal topics and in
reflection on the paths of spiritual
development. That said, the graphic
pieces do not lead the viewer into

a world of abstract notions. Images

of reality, motifs and stories glimpsed
in contemporary life become starting
points for consideration of important
humanitarian issues.

As an independent art form, graphic art
undoubtedly has its original means

of expression, with emphasis on

the properties of line, background,
spotting and shades. It is equally certain
that sculptors’ drawings are distinct

in that sculptors pay special attention

to the fluidity of forms and the neatness
of silhouettes while also remaining
sensitive to volume. Sculptors’ graphic
pieces also reflect their original artistic
idiom. One can see this connection
especially clearly comparing reliefs,

as a sculptural form closely linked

to the flat surface, and drawings. Both

in his sculptures and graphic pieces
Korzhev applies techniques such

as fragmentary composition, scaling-up,
the density of readable spotting and
active voids, and diagonals of the power
lines of rhythm. Separate stories narrated
in reliefs as well as graphic pieces

are grouped into series that dynamically
unfold the messages.
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In the graphic pieces, there

is an additional element - polychromy:
sometimes restrained, sometimes
intense, it serves to enhance

the emotional and sensual aspect

of the imagery while preserving its
symbolical character. The flat surface

of the sheets, retaining different degrees
of cleanness, serves the same purpose
of lofty symbolization. The only liberty
the artist takes sometimes is to include
certain attributive hints or signs,
including inscriptions. The abstractness
of the artistic space, free of any indicative
pointers, allows the raising-up

of a recognizable illustrative motif

to the level of an abstract concept

with meanings that exist out of time.

M 3agaun, BOo3Nlaraemble Ha aBTOPCKYIO
rpadurky, coBnagatoT c Temu, 4to Kopxes
CTPEMUTCA peann3oBaTb B CBOEN
ckynbntype. OcHoBOMoNarawmm

30ecb cneayeT NPU3HaTb XKenaHue
NPMoGLWNTbL 3pUTENA K Ppa3roBopy

Ha obLleyenoBeyecKkne, BeYHble TeMbI,

K Pa3MbILLSIEHNAM O NYTAX AYXOBHOIO
pa3BuTuA. NMpun 3Tom rpadnyeckmne NUCTb
He YBOAAT B MMP abCTparnpoBaHHbIX
noHATNI. O6pa3bl peanbHOCTH,

MOTMBbI U CIOXETbl, MOACMOTPEHHbIE

B COBPEMEHHOW XXN3HW, CTAaHOBATCA
OTNPaBHbIMWN TOYKAMM B OCMbIC/TIEHUM
60NbLMX F'YMaHUTAPHbIX BOMPOCOB.

[padmKa, Kak caMOCTOATENbHbIN BUJ
NCKyccTBa, be3ycnoBHoO, obnagaet

CcOO6CTBEHHOW BbIPa3nTENbHOCTbIO,
Aenaa akueHT Ha CBOWCTBAX JIMHWW,
doHa, NATHa, TOHa. TakXXe HeoCNopPMMoO,
4YTO PUCYHOK CKY/IbNTOPOB MeeT CBOO
cneunduky, rae ocoboe BHUMaHMe
yaenaeTca nnacTMYHoOCTn Gopmbl,
ACHOCTWN CUMYy3Ta C COXPaHEeHneM
4YyBCTBa CTPYKTYPHOCTU obbema.

Mpwn 3TOM rpadunyeckme onbiTbl
CKY/IbNTOPOB CNefyT CaMOObITHOCTY
NX TBOpYECKOon MaHepbl. C Hanbonblen
HarNAQHOCTbIO 3TO POACTBO BbICTYyMNaeT
B COMOCTaBNeHNN penbedos,

Kak nnactunyeckom Gopmbl, TECHO
CBA3AHHOW C NJIOCKOCTbIO, 1 COOCTBEHHO
rpadpukn. Kopxes B 060mx cnyyanx
NCNOoNb3yeT Takme npuembl,

KaK pparMeHTapHOCTb KOMMNO3nLKUK,
YKPYMHEHHbIN MacwTab, NIOTHOCTb
YnTaeMblX NATEH U aKTUBHbIX NMYCTOT,
ANAroHammM CUNOBbIX PUTMUYECKUX IVIHUNA.

OTaenbHble CloXKeTbl U B penbedax,

N B rpapuyueckux nucrax, CoCTaBnAaoTCA
B Cepuu, falowmne AuHammyHoe
pa3BepTbiBaHME CMbIC/IOB.

B rpaduke nobaBnsetca nonnxpomumsa —
TO cAepaHHaA, TO HaCblWEeHHas,
HanpaBfieHHAA Ha yCUNeHne
3MOLMOHaNbHOIO, YyBCTBEHHOIO
acnekTa obpasa C CoOXpaHeHMEM ero
CUMBONINYECKOW NPpMpoabl. DTOWN Xe
LleNn — BO3BbILWEHHOW CMMBONN3aLN —
CNY>XUT NAIOCKOCTb CAMOrO JINCTA,
COoXpaHAeMas B TON NN UHON CTeNeHu
YNCTOTbl. ABTOP MHOrAa NO3BONAET

cebe nuwb HeKOTOpble aTpMOYTMBHbIE
HaMeKWN Un 3HaKN, B TOM Yncne
HaANMCK. YCNOBHOCTb Xy[O>KECTBEHHOIO
NPOCTPAHCTBA, CBOOOAHOIO OT KakoWn-
NGO HA3bIBATE/IbHOW KOHKPETUKN,
NO3BONIAET BO3BECTU HArMAAHbIN
Yy3HaBaeMbIll MOTUB K 3HAUYEHWNIO
abCcTparnpoBaHHOrO MNOHATKA, B KOTOPOM
XKUBYT BHEMCTOPUYECKME CMbICTIbI.




PRAYERS M MOJINTBbI
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HANDS AND THINGS /GRAPHIC SERIES/ B PYKW W BEWW /TPAOUYECKAA CEPNA/
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ARROGANCE W TropPblHA

IRE W THEB

ENVY B 3ABUCTb

DESPONDENCE M YHbIHUE

AVARICE B AJTYHOCTb

LUST m NOXOTb

GLUTTONY B YPEBOYIOAWUE




THE EMERGENCE OF LILITH INTO THE WORLD M ABJIEHWUE NWUAWNT B MUPE
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PORTRAITS OF MY CONTEMPORARIES W MOPTPETbl COBPEMEHHWKOB
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B SKETCHES W 5CKW3bl

I'Iy6n|/|Kau,vno 9CKN30B — «4ePHOBWNKOB MbIC/TN» — MOXHO CHNTATb aKTOM
NMPNMNPUTESTIbHOTO €ANHEHNA 3PpUTENA N XYOOXKHWKA, KOrAa Ha6mo,n,eH|/|e 34
KOJUTN3NAMW POXKAEHNA UOEN, NX NePpEXNBaHNE NepepacTaeT B COMPNYHACTHOCTb U

COTBOpPUECTBO.

The publication of sketches - “blueprints of thoughts” - is arguably an act of
reconciliatory unification between the viewer and the artist, when observation and
emotional response to the collisions of the birth of an idea become transformed into a

sense of emotional involvement and co-creation.
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WAy serious artwork is born from
reflections which are conveyed in croquis,
outlines, sketches — in other words,

in works that are distinguished,

to different degrees, by their
completeness and conceptual
elaboration. Although they are accessory,
preparatory works on the path

to the realization of the main idea,

these pieces nevertheless have particular
value in themselves. The charm

of the croquis consists in their
fleetingness, understatement and elusive
imagery. Sketches, while preserving

the air of freshness of a quickly captured
impression, are distinguished by a greater
definiteness and depth of idea. Presented
as a series, sketches allow us to trace how
the idea crystallized over time

and to identify the moment of its birth

— from the brief moment of epiphany
through the long period of gestation

In addition, sketches represent
independent versions of the future
image, each highlighting its particular
individual properties with varying
degrees of expressiveness.

Usually these “drafts of ideas” are
distinguished by greater emotionality,
sensual vibrancy and personal touch
than the finished works. The artist’s
preparatory works reflect his spirit more
forcefully because they capture

the beating of the thought, the anguish
of the creative process. Further along
the road, rational selection and reflection
shape these sketches into the final
artistic product, “cleansed” from the husk
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of all things superfluous. Displaying
sketches for his future works — an artistic
“kitchen” of sorts — the artist runs the risk
of demystifying the mystery of creativity,
but at the same time establishes a deeply
personal contact with the viewer, partly
reducing the distance between

the creator and consumer of art.

The viewer receives the opportunity

to directly participate in the artist’s
efforts “to tweak the idea”. The same
intonation that is so endearing

in conversation is at work, and raises a
genuine shared interest. This is why the
opportunity to contemplate

and peruse sketches can be regarded
as a special form of the presentation
and appreciation of art.

MJ/lio60oe cepbe3HOe Npon3BeaeHne
pPOXAaeTcs B Pa3MblLLSIEHNAX, KOTOpPble
peannsyTca B HAbPOoCKax, 3apnCoBKax,
3CKM3ax, TO eCTb B M306pa3nTenbHbIX
dbopMax, UCMNONHEHHbIX C TOWN UK

NHOW CTENEeHbI0 3aKOHUYEHHOCTH,
npopaboTaHHOCTX 3amMbiCha.

ABnAACb BCMOMoOraTenbHbIMU,
NOAroTOBUTENbHBIMW 3TanamMu

Ha NyTW peanun3ayum OCHOBHOW ngeun

B OKOHYaTeNbHOM BUje, TAKOro poaa
Npoun3BeAeHNs, TEM He MeHee, obnagatoT
onpeneneHHon CamoLEeHHOCTbIO.
MNpenectb HAbpPOCKOB B X 6ernocTu,
HeJOCKa3aHHOCTU, YCKOJb3atoLen
006pPa3HOCTN. DCKU3bI, XOTA N COXPaHAIOT

CBeXeCTb BNeyvaT/ieHns, OTAMYalTCA
6onblen onpeaeneHHOCTbIO U ryONHON

noen. NpeacraBneHHble B COBOKYMHOCTMH,
OHW NO3BONAT NPOCNeANTb

BO BPeMeHU NyTn Kpuctannmsauum ngewu,
YCTAaHOBUTb CPOKW €€ POXKAEHUSA —

OT KPATKOCTX 03apeHns A0 ANNTENbHOCTHU
BblHalLMBaHUA. Kpome Toro, 3cKu3bl

[aloT pa3HoobpasHbie No cunie
BblPa3nNTENbHOCTUN OTAENbHbIX KauecTB
camocToATeNbHble Bepcuu byayLiero
obpas3a.

Kak npaBnno, SMOLMNOHANbHOCTb,
4YyBCTBEHHAA aKTUBHOCTb, IMYHOCTHOE
Hayano B 3TUX «YePHOBMKAX 3aMbIC/IOB»
BblLUE, YeM B 3aKOHUYEHHOI paborTe.
MNoaroToBMTENbHbIE NPON3BEAEHNA

B 6onblleln cTeneHun BblparkatoT
NHONBUAYANbHBIV AYLWEBHbIA CTPOW
XYOOXHMKA, MOCKONbKY CBA3aHbI

C dmKcaumen XKXnNBoro 6GUeHNA MbICNN,
MyK TBOpuYecTBa. /3 KoTopbix yke

BrnocneacTtBnm nytem paunoHaJIibHOIo

oTO60pa N OCMbICNEHMA NOABNACTCA
«OYUNLLEHHbI» OT BCEro HAHOCHOTO
KOHEUYHbIN Xy[,0XeCTBEHHbIN

NPoAyKT. BoicTaBnaa Ha o603peHmne
3CKU3bl ByAyLWMX NPOEKTOB — CBOEro
pofa «KyXH» npoLecca, aBTop
O[lHOBPEMEHHO pUCKyeT pa3BeHYaHnem
TaHbl TBOPYECTBA U B TO e BpemA
yCTaHaBnMBaeT rnyboKo NMYHOCTHbIN
KOHTaKT CO 3puTeniemM, oT4yacTu
HUBENUPYA ANCTaHLUMIO, pa3fensatowyto
TBOpUa-co3gartena n notpeburens
NCKYCCTBA.

3puTtenb noayvyaeT BO3MOXHOCTb
NPUHATb HenocpeaCcTBEHHOe yyacTue
B HAMEpPEHNMN XYAOXKHUKA «NOKPYTUTb
MbIC/ib» CO BCEX CTOPOH. YCTaHaBNMBaeTCA
Ta CaMaA JoBepuTesibHaA MHTOHaUMA,
KOTOpas Tak NpuBneKkaeT B 06LeHNN

1 Bbl3bIBaeT B3aMMHbI HENOAAENbHbIN
nHtepec. MMeHHO NOTOMy co3epuaHue
N U3yYeHUe 3CKU30B MOXKHO CYMTATb
ocobon popmon npeseHTaunu

N BOCMPUATUA XYJOXKECTBEHHOIO
TBOpPUECTBA.
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