KouerkoBa Exarepuna CepreeBna
Mockosckuii 2ocyoapcmeentuiti ynusepcumem umenu M. B. Jlomorocosa, Poccus

Iurtonn lopmmi: IlepeocMpbicienne Knaccukn
1 BO3BpALlI€HMIE TEIECHOTO HAYa/Ia B CKYAbBIITYPY

Coap duronn fopmu (pox. 1950) — ofMH 13 CaMBIX 3HAUUTETBHBIX CKY/IBIITOPOB COBPEMEHHO-
ctu, maypear [Ipemun Téprepa (1994) n gpyrux mpecTIDKHBIX Harpaj, KaBanep OppeHa bpuran-
ckont Vimnepun (2014).

Ero TBOpYecTBO — SIpKMil IpUMeEpP IOCIEfOBATENBHOTO YXOfia OT OeCIpeIMeTHOCTH MUHMMA-
JM3Ma ¥ HeMaTepualbHbIX IPAKTUK KOHIIENTYaaN3Ma, C TeM YTOOBI BHOBb OTKPBITh B VICKYCCTBE
TYMaHICTIYeCKOe Hadaslo, IIacTIYecknii 06pas yeoBeka. CBOMM IVIABHBIM CIOKETOM 1 OIHOBpe-
MEHHO MCC/IeI0BAaTeIbCKUM MHCTPYMeHTOM [opM/IN fefiaeT cBoe COOCTBEHHOE TEIO — TO, YTO €My
XOpOIIO 3HAKOMO ¥ BCerfa AOCTYNHO. EMy mpmHaIeXXuT ocobas TEXHONOIMS CO3[aHMSA CKY/Ib-
HTYP € VICIIO/Ib30BaHMEM CJIETIKOB € >KMBO Mozenu. B To jxe BpeMs JOCTVDKeHMe HaTypannucTide-
CKOJl JOCTOBEPHOCTY — He IJIaBHaA Lie/ib [OpM/IN; OH NpeANoYnTaeT CUMBOINYECKOe 06061IeHe
dopMbl, pasnoxeHne ee Ha GpparMeHThl, MPUOIVDKEHNE K YCIOBHOMY 3HAKY.

Ina Topmmy CKynbnTypa sBIAETCA HE CTONBKO (U3MYECKMM OOBEKTOM, CKOIBKO CIIOCOO0M
OOHAPY>XUTH CJIefl, OCTABJIsIEMbIil YeJIOBEKOM B NPOCTPaHCTBe. [109TOMy MHOIMe ero paboThl He-
BO3MO)XHO PacCMaTpuBaTh B OTPBIBE OT TOTrO JaHAmadTa U TON CPefbl, Al KOTOPBIX OHU IIpef-
Ha3HadeHbl. [IponsBenennsa DHTOHM [OpMIM aKTVBHO B3aMIMOZEVICTBYIOT CO CBOMIM OKPY>KEHMEM
VI CO 3pUTeTIeM, IIPeofoIeBast KIaCCUYecKyIo UCTAaHIMIO MEXIY IPeIMeTOM MCKYCCTBA M BOCIIPH-
HVMAIOLIVM €er0 YeI0BEKOM.

Topmu MOCTOSHHO HAXORUTCA B Jyajore ¢ KiaccuueckuM HacnepyeM. C OIHOI CTOpPOHBI,
ero coOCTBeHHasl aKafieMudecKasl BbIyYKa JM IPUCTAJIbHOE BHYMaHNeE K JIy4LIMM obpasiaM Ipo-
1UToro (Hampumep, K IpeYecKoil apXamdecKoil CKY/IbITYype WIN K BUTPYBUAHCKON TeOpUM IpPO-
nopuuit) o6ycnoBun obpaiieHne XyfL0o>KHIKa UMEHHO K ITpo0JieMe TeIeCHOTO, K pelpe3eHTalnn
3pMIMOTO IIPUCYTCTBUA YesioBeKa B Mupe. C Ipyroit cTopoHsl, Jopmn He 60UTCA CIOPUTD € KITac-
CUKaMU ¥ CYMTAET, YTO B KAKOJ-TO MOMEHT MICKYCCTBO CKY/IBIITYPBI MOLIIO [I0 HEBEPHOMY IyTI,
IBITasICh 3aUKCUPOBATh B IHEPTHOM, TSDKEJIOM MaTepuaje YCKOIb3akoliyie MOMEHTBI, IBVKEHISI
VI COCTOSTHVA.

[To muenuto Topmnn, cKynbnTypa JO/DKHA CTPEMUTHCSA He K ITOBECTBOBATENIBHOCTM, a K IIO-
KOIO, CTaTUKe, CO3epIIaHNI0 — TOTJjda OHA CIIOCOOHA 3aCTaBUTDL 3PUTESI OCTAHOBUTHCS U IMO-HO-
BOMY OLIYTUTb CaMoro ce6s B mpocTpaHcTBe. I1o cloBaM XymOXKHMKA, C ero (GUrypaMyu HIYETro
He IPOMCXORUT — BMECTO 3TOTO OHY IPOCTO «CYIIECTBYIOT M JKAYT. Y HUX €CTb BpeMs, a Y Hac
€CTh CO3HAHNMe — VI OHM XKIYT MBIC/IEN ¥ YYBCTB 3PUTEIA. .. DTO MOTHAS IPOTUBOIONIOXKHOCTD Te-
poudeckoit cKynbnrype» (¢pparmMeHT nHTepBbio razere «The Telegraph», 2012).
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ANTONY GORMLEY: REINVENTING THE CLASSICS
AND BRINGING THE BOoDY BACK TO SCULPTURE

Sir Antony Gormley (b. 1950) is one of the most significant contemporary sculptors, winner
of the Turner Prize (1994) and many other important awards, Knight of the Order of the British
Empire (2014).

His work is a brilliant example of the continuous break with the abstract minimalism and imma-
terial conceptual practices, with an aim to rediscover humanistic grounds of art, and the visual im-
age of the human being. Gormley uses his own body as his primary subject and research instrument,
as it is well familiar and always available to him. He has developed a special sculptural technology that
involves casts from living models. However, achieving naturalistic accuracy is not his main goal;
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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).
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«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
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“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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