Gormley prefers to generalize his forms, to dissect them into fragments, and to bring them closer
to symbolic state.

For Gormley, sculpture is not so much a physical object as a way of revealing the trace left in space
by a human being. This is why many of his works can be understood only in relation to the landscape
and environment for which they were created. Antony Gormley’s figures interact actively with their
surroundings and the viewer, overcoming the classical distance between an artwork and a person
who perceives it.

Gormley is constantly in a dialogue with the classical heritage. On the one hand, his own academic
training and deep interest in the best examples of the past (for instance, Greek archaic sculpture or
Vitruvian theory of proportions) motivated the artist to turn specifically to the issues of the body,
to capturing the visible presence of humans in the world. On the other hand, Gormley is not afraid
to argue with the old masters, as he is convinced that at a certain point sculpture took the wrong path
in its attempts to convey the fleeting moments, movements, and conditions in inert and weighty ma-
terials.

Gormley maintains that sculpture should not aim at narrative but rather at calm and static con-
templation, which would make the viewer stop and get a new sensation of his or her own self in space.
As the artist puts it, his figures “are being, not doing, and they are waiting. They have time, we have
consciousness, and they are waiting for the viewer’s thoughts and feelings. This is the absolute antith-
esis of heroic sculpture” (fragment of an interview for The Telegraph, 2012).

Kamenko Enena CepreeBna
Canxm-Ilemep6ypeckuii eocyoapcmeennoiii yHusepcumem, Poccus

«MenpHuna u kpect» (2011): CoBpeMeHHBIIT B3ITIA Ha XyAoKHNKa X VI cToneTns

OunbM «MenpHULa U KpecT» pexuccepa Jlexa MaeBcky NMOCBALLEH 9MM304y U3 KU3HU BeNN-
KOTo Hupepnanzckoro xuponucna IInrepa bpeiirena Crapmero. Kak usBecTHo, JOKyMeHTa/IbHbBIX
CBUJETENbCTB ero Ouorpadum coXpaHUIoch HeMHOro (cM., Hanpumep: Kapen Ban Manpep «Kuura
0 XY[OXXHMKAX»), HO COBPEeMEHHbIe aBTOPBI NPEANPUHMIMAIIY TONBITKUA «PEKOHCTPYKIMM» COOBI-
tiit. O@pannyscknii ucropuk K.-A. Poke B 1987 r. Hanmcan kHury «bpeiirenp, unm Macrepckas
CHOBMJIEHWIT»; IOIbCKMIT KMHOpexxyccep JI. MaeBCKY CHA BBILIEYHOMAHYTHIN (unbM. Uto npu-
B/leKaeT B TBopuecTBe bpeiirens spurens XXI B.?2 BoamoxxHa /i afiekBaTHas oljeHKa paboTsl 6e3
TOYHBIX Omorpagudeckux cpefieHuit o Macrepe? UTo mpepnoyTUTe/IbHEE: JOKYMEHTAIBHBIN VN
XyJOKECTBEHHBIN NPOEKT, KOIJa Peyub UJIET O MacTepe Kaaccuyeckoit anoxu? HakoHern, nsmMeHn-
JINCh I CO BpeMeHeM OTHOLIEHMS 3aKas3uMKa U XY[OXKHMKa, aBTopa 1 ayguropuu? JJo ¢unrbma
MaeBcKM ypadHble IONBITKM KyHeMaTorpaduyeckoil MHTepHIpeTanuy Ouorpaduil Xymo)KHUKOB
ocymectsumu V. Crenmmnr (1977) u [T, Ixkapmen (1986). Uem oT/myaeTcs OT IpeXXHUX GUIBMOB
IPOEKT IO/IbCKOTO pexxmccepad

Elena Kashchenko
Saint Petersburg State University, Russia

“THE MILL AND THE CRrOSS” (2011):
A MODERN VIEW ON THE ARTIST OF THE 16th CENTURY

“The Mill and the Cross”, a film directed by Lech Majewski, is dedicated to the episode from life
of the great Dutch painter Pieter Bruegel the Elder. It is widely known that his biography is almost
obscure (see, for example: Karel van Mander’s “Het Schilderboeck”), but modern authors have at-
tempted to “reconstruct” events. A French historian K.-A. Roque wrote a book “Bruegel: ou I'Atelier
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des songes” (1987); a Polish film director L. Majewski directed the above-mentioned film. What at-
tracts a 21th-century viewer in Bruegel's art? Is it possible to assess the artist’s works adequately without
accurate biographical information about him? What is preferable when it comes to a master of a clas-
sical epoch —a documentary or an artistic project? Finally, has a customer’s relationship with an ar-
tist, and that of an author wihe th an audience changed? Before Majewski’s film successful attempts
of cinematic interpretation of the artist’s biographies were made by Jos Stelling (1977) and Derek Jar-
man (1986). What's the difference between them and Majewski’s work?

bapromr Hatanba IOpbeBHa
Hosocubupckuii HayuoHanv oLl ucciedo8amenvckuti 2ocyoapcmeennuiii ynusepcumem, Poccus

OcBoeHnue HacreguA MOAEPHA B COBPEMEHHOI KHIDKHOM KyIbType

CoBpeMeHHO€ MCKYCCTBO KHIDKHON WUTIOCTPALy IPeSOoCTaB/seT MpoYaiiiiee oje /s Ha-
y4HOI pedrekcuy. B wyacTHOCTHM, ABHOe M HesIBHOE BIMsAHNE MOJIEPHA, KOTOpOe IpOoCcMaTpuBa-
eTcsl B paboTax TaKMX XyZO>KHMKOB KHUTH, Kak AmaH JIu, Yapnps Becc m MHOTMX Apyrux, MeHee
MI3BECTHBIX, 3aCTAB/ISIET ellle Pa3 3aAyMaTbCsl O MPUUYMHAX aKTYaTbHOCTH CIennUIeCcKUX OAXO0-
JI0B MOJiepHa K VJUTIOCTPMPOBAHUIO XYLOXKECTBEHHOTO TeKCTa. B JaHHOM ciry4ae peub mpet 06 mi-
mocTpupoBaHuy Muda, 3moca ¥ CKasky: Kak MPaBWIO, pacCMaTpyBaeMble XYLOXXHUKY 3ajjeil-
CTBOBaHBI B BU3ya/M3allMy XPOHOTOIIOB KeJIbTCKON 1 CKaH[MHABCKOM MM(OIOTNM, PhILAPCKOTO
pOMaHa, eBpOIIelicKoil BOIIeOHOI cKasku. B aToil obmacTu Hambomee [UHAMUYHO PasBUBAETCA
HaIpapjieHye, TpaH(OpMuUpyoliee TPagUIMY MOflepHa HOJ BIMSHUEM XY[OXKHMKA, 10 OTHOLIe-
HUIO K MOJIepHY IOTPaHNYHOro, — ApTypa Pakxema. ITOT OpMEHTHP MMO3BOJISIET 0OOTATUTD IIPU-
CyLIMil MOZIepHY IPYMHIUII MEePAPXNIECKOr0 COIOJIOKEeHNUs (PUIYPAaTUBHBIX ¥ HepUIypaTHUBHBIX
CeKIIMIil TOV CMEeCBI0 pean3Ma U IpOTecka, KOTopas obecledrBaeT WITIOCTpauuaM Pakxema He-
IPeXOAAIIYI0 MOMY/IAPHOCTb. OCBOEHME HACTIeaNsi MOfiepHa Yepes IPU3MY ero TBOpPYeCTBa oIpe-
JieTIsIeTCs BYMsI OCHOBHBIMM ITyTSIMY Pa3BUTHsI CKa30YHOTO XaHpa B XX B.— paboToit ¢ Happa-
TUBOM (¢ MUQOM; IIPUMEpPOM SABJIAETCS CO3JaHNe TONKIHOBCKOJ HEIIPOTUBOPEYNBOII BTOPUYHON
pearbHOCTH) ¥ pabOTONl C MeTaHAppaTMBOM (CO3aHMe CKA3KM O CKasKe, VWUIIOCTPALVIN WJUIIO-
cTpanuu). B paMkax mepBoro HampaB/IeHNs, OOBIYHO CBS3AHHOTO C >KaHpPOM (aHTe3M, paspada-
TBIBAETCS IIPOCTPAHCTBO TOTAJIBHOIO aHMMM3MA, IZie OfYIIEBICHO BCe, YTO OKPY>KaeT Ye/loBeKa.
BTopoit myTb, CBAI3aHHBIII CKOpee C )KaHPOM Maru4eckoro peanansma, Hanbosee U3BeCTeH CErOIHsA
10 MHTepMeananbHbIM IpoektaM Hua Teiimana. Tak, B komukce «COH B JIETHIOKO HOYb» BU3Y-
amusanus creHapus leitMaHa, KOTOpBI caM 10 cebe siBsercs auanorom ¢ lllekcnmpom, ctaHo-
BuTCA guanoroMm Yaprmpsa Becca ¢ PakxemoM kak aBTOpoM Hambojiee M3BECTHBIX M/UTIOCTPALUIL
K 9TOMY TeKCTy. Takoit Ayasor CTAaHOBUTCS YaCThIO TOCTMOEPHUCTCKOTO HTEPME/anbHOrO IIPO-
eKTa, B KOTOPOM TeXHOJIOTMM PabOThl M/ITIOCTPATOPA AKI[EHTVPOBAHbI IO CAMOVPOHIIA.

Natalya Bartosh
Novosibirsk State University, Russia

ASSIMILATION OF THE ART NOUVEAU HERITAGE IN THE MODERN BOOK CULTURE

The modern art of book illustration offers a wide field for scientific reflection. In particular, the ex-
plicit and implicit influence of Art Nouveau, which can be observed in works by such illustrators
as Alan Lee, Charles Vess and many other less famous ones, sets us thinking again about the reasons
of the topicality of the specific Art Nouveau approaches to illustration of fiction. In this case the matter
concerns the illustration of a myth, an epic and a fairy tale — as a rule, illustrators visualize the chrono-
topes of Celtic and Scandinavian mythology, chivalric romance, European fairy tale. The direction
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