Wynuan
PyxaBuuinukon
doro

Tulian
Rukavishnikov
Photo

4« Popmysa boimus. 1997
Bponza
110 x 60 x 48

« Formula of Being. 1997
Bronze
110 x 60 x 48 cm
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MNOPTPET XYOOXHUKA

PykaBuimHukoBa

[TopnmHHOrO MacTepa OT PEMECIIEHHUKA OTIMYAET CTPEMIICHUE
K Makcumaimsmy. Y Mynmana MutpodaHoBnua PykaBuiHm-
KOBa 3TO CTpPEMJIEHHE ObLIO MPEJONPEAEIIEHO MACIITAOHOCTBIO
JIMYHOCTHU U TAJIaHTA, BbICOYANILE NPpOgeCCUOHANBHON KYJIb-

Typoil. OH 0Ge3yCJIOBHO MPUHA/JIEKUT K OJIECTSIIEMY COHMY
MacTtepoB uckyccTtBa XX BeKa, KOTOpble OOyCIOBWIA OCHOB-
HbIE€ HOBATOPCKME BEKTOPbI €ro pa3BUTHsA. XYHAOKECTBEHHOE
Hacieque MynmaHa PyKaBUIIHMKOBA PaBHOBEJIMKO TBOPEHUSIM
Ienpu Mypa un [Ixxakomo Manny, Koncrantuna bpankymm

1 AnekcaHyipa ApXUIEHKO.

CCCpeJIMHH 1970-x B TBOpUECTBE ITOTO
BBIIAIONIETOCS] CKYJIbIITOPAa — aBTOpa
W3BECTHBIX MOHYMEHTAJIbHBIX aHCaM-
0Jieli, NaMSATHUKOB, XXaHPOBBIX KOMITO3U-
LM, MOPTPETOB — MPOM30LLIN PaTuKab-
HblEe TIEPEeMEHbl, KOTOpble B KOHEUHOM
cyueTe TO3BOJIWIIM PACCMATPUBATh €ro
HMCKYCCTBO KaK CaMOLIEHHOE, B HOBOM pa-
Kypce, He3aBUCUMO OT OTAENbHBIX XYIO-
JKECTBEHHBIX TEUYEHWil, HaINpaBlIeHUH,
LLIKOJT U TPAAUIIUNA.

OcTaBasicb HEMOAPAXKAEMbIM, BEJIH-
KOJIETTHBIM MacTEepPOM pearCTUYeCKOi
mwactuk, Uynan PykaBUITHUKOB Heo-
>KUIAHHO ISl CBOMX KOJIJIET M ToYuTaTe-
Jiell BBOOUT B cepy BbICOKOTO MCKYCCTBA
HOBYIO CHCTEMY 3CTETUYECKUX U 00pa3-
HbIX TOMUHAHT. OH TOABEPraeT peBU3NU
MOHITUIHBINA annapat (GOpMUPOBaHUS
uaeana, OpUeHTUpPOBaHHbIE Ha Homo
Sapiens — YenoBeka pasyMHOro, U3BEUHO
TEP3aI0LIErocsi B TOMCKAaX UCTUHBI MEXIY
JIOOpOM M 3JI0M. XyJIOXHUK (DOKYCHUpYET
BHUMaHNME Ha IIEHHOCTSIX IPYroro pona,
JIUILIEHHBIX UIIE0JIOTUYECKO, Teponyec-
KOI1, HpaBCTBEHHOI M HAallMOHAJIbHOM OK-
packu. MnmeanbHoe eMy BUIWTCS B WHBIX
dopmax xu3Hu 1 3Bosmorn. dopa u da-
yHa Bce 0oJblie 1 00JbllIe 3aHUMAIOT €ro
TBOpUecKoe BooOpaxeHue. OH uccienyer
JKMBOTBOPSIIYIO Cpely OOMTaHMSI He Kak
HaTypaJIMCT-eCTeCTBOUCIIBITATE b, A KaK
XyHAOXHUK-MBICIIUTENb. PyKaBUIIHUKOB,
MEHsISI MECTAMU MaKpO- U MUKPOKOCMOC,
JIeJIaeT aKIeHT Ha OCOObIX, Ka3ajloch Obl,
HETIPUBBIYHBIX, C 3CTETUYECKUX MO3ULIUH,

LIEHHOCTSIX MMPO3IaHUsI, Ha TapMOHUU
[EPBUYHOIO, €CTECTBEHHOTO pPa3BUTUS
JKW3HU, CTaBs MPU 3TOM OTHIOAb HE KO-
JIOTUYECKKMe, a Kyma OoJiee m1oOalbHbIC
3agaud, IMpexiae BCero 3agadyud YUCTOro
HCKYCCTBa, OCBOOOXIEHHOTO OT IOIM U
CTEPEOTUIIOB YHUBEPCATBHOTO TYMaHM3-
Ma. [lpomsBeneHust macrepa TpaHcdoOp-
MHUPYIOT B CO3HAHUU 3PUTENIST YCIOBHBIE
MPEICTaBICHUSI O OECKOHEUYHO MaJloM W
0GECKOHEYHO BEJIMKOM, O CYeTHOM, OpeH-

A ussaanvs, CO30aHHbIE MHOIO,
Hlaznyau 6 6euHoCmb.

Muxkenanpkeno byonapporu

HoM 1 BeuHoM. [Tpuberast K rutactTuueckoi
aJUTUTepalli OJHOPOMHBIX, TEPBUYHBIX
(opM XKU3HU, OH CJIeI0BA HE TIPOTUBOPE-
YUBbBIM, CITIOPHBIM TEOPHUSIM O TTPOUCXOXK-
JIEHUW BUIIOB, a COOCTBEHHOI TBOPUYECKOI
WHTYWIUU. XyIOKHUK OTXOOWUT OT Ipe-
CJIOBYTOTO MCTOPU3Ma, BUIS B3aMMOCBSI3b
yeJoBeKa W MPUPOIbI, BPEMEHU U TIPO-
CTPaHCTBa B TApMOHUM YaCTHOTO U 1IEJIO-
TO, BO BHYTPEHHEM JIBVDKCHHMH TIACTHYC-
CKOI1 (hOpMBbI, CKYJBITYPHOro o0ObeMa,
CMJIySTHOTO PHCYHKA, POXIEHHBIX HE
MMPOCTO BOOOpaXkKeHWEM, a YHUKAJbHOM
CITOCOOHOCThIO MacTepa K OTOXKIECTBIIC-
HUI0O OECKOHEYHO MaJloro ¢ 0eCKOHEYHO
BequkuM. B uckyccrBe Mynumana Pyka-
BMIITHUKOBA HE CJIeIYeT UCKATh BBIMYUYECH-
HOI1 MeTahOPUYHOCTU, HAlyMaHHBIX (hU-
JIOCO(CKUX MHOCKA3aHUM, COMpPSIraeMbIX
C HEKUMU peaMsIMU IeWCTBUTETbHOCTH.
OHO HOcuUT Kyna Oosiee TJTyOOKMIi, Bce-
O0BEMITIOIIMIA CMBICJI, 3HAKOBBIN XapakK-
Tep KOTOPOTO BOCXOIUT K CBOEOOpa3HO-
My TTOHUMAaHUIO CYIIIET0, K UIee CO3MaHuUsT
COOCTBEHHOI MOJIEIU MUPO3AaHUS Cpell-
CTBaMM WCKYycCTBa. JIyXOBHBIII MHUp Xy-
IOXHHMKA 3HAYUTEIBHO IIMpE, MHOIO-
rpaHHee KOHKPETHOrO MCTOPUYECKOTO
BPEMEHH, €r0 HPAaBCTBEHHBIX 1 3CTETUYE-
CKHUX TIapaMeTpoB, MpOOJeM COoLMymMa W
MHOT'OT'0 APYTroro CToJIb 3HAKOMOTO U IPU-
BBIYHOTO /7151 OOBIIEHHOTO BOCTIPUSITHS.
IIpousBeneHNnsT 3TOr0 YAUBUTEIBHO-
ro, ObITb MOXET, JaXe MPeXkIeBPEMEHHOTO
XyIOXKHUKA, OObeIUHEHHbIE OOIIUM aB-
TOpcKUM HasBaHueM «[Ipuponma. DBoito-
LM ¥ TIPEBpAlCHUsI», — 3TO HE 3aKOIM-
pOBaHHBIE CUMBOJIBI BEPhI B HEUTO HEBE-
JIOMOE, He TMOJBIACTHOE YyBCTBY U pa3yMy,
a CIocod OHTOJIOTMYECKOTO MCCIIeIOBa-
HMSI Yepe3 UCKYCCTBO OOIIMX OCOOEHHO-
CTeil OBbITHSI, IBUXKEHUS OT BBICILIMX CTYTIE-
Heli yHuBepcyMa K HUBIIKMM, MEHee COBep-
LIEHHBIM, ¥ HA00OPOT, YTO AaeT BO3MOX-
HOCTb ayTeHTUYHOTO, paBHO3HAYHOI'O IO~
HUMaHUs pa3IuIHbIX (DOPM KUBHMU.
PykaBUIITHUKOB, KaK HUKTO JIPYTOiA,
yMeJT BBISIBJISITh M MCIIOJIb30BaTh BbIpa3H-
TeJbHBbIE KayecTBa pPa3IMYHbIX MaTepua-
snoB. OH HUKOIZa He pempoayLUpOBa
MPUPOAY, He MyOJMpOBasl, HE IOIpaKayl
eif; cosepliasi ee, HacJIaxaasiCh €10, CKYJIb-
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Boosanwbte uacot. 1990
Bpousa, antomunuii,
CTEKJIO

50 x 68 x 24

Water clock. 1990
Bronze, aluminium,
glass

50 x 68 x 24 cm

Xpam. 1996 »
Bponza
100 x 65 x 68

Temple. 1996 »

Bronze
100 x 65 x 68 cm
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PORTRAIT OF THE ARTIST

The Phenomenon of
[ulian Rukavishnikov

Maximalism distinguishes a true artist from a craftsman. Iulian
Rukavishnikov was a maximalist because he had both great
personality and great talent, and the highest level of profes-
sional culture. He undoubtedly belongs to the host of brilliant
20th-century artists who set him on the path of innovation.
Rukavishnikov’s artistic legacy is as important as that of Henry
Moore and Giacomo Manzu, Constantin Brancusi and Alexan-

der Archipenko.

n the mid-1970s this exceptional sculp-
tor and creator of famous monumental
groups, memorials, genre compositions,
and portraits experienced some major
changes which eventually carved out for
his art an autonomous place that does not
depend on separate artistic directions,
trends, schools and traditions.
Ever an unmatched, superb Realist
sculptor, Rukavishnikov, unexpectedly for
his colleagues and admirers, introduced a
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new system of aesthetic and representa-
tional priorities. He audited the stock of
concepts, relating to the formation of the
ideal, which was intended for “Homo
Sapiens” — Knowing Man, forever torn
between good and evil in his quest for
truth. The artist focused attention on dif-
ferent values, free of political, heroic,
moral or national characteristics. He
looked for the ideal in different forms of
life and evolution.

Statues I created
Made a leap into eternity...

Michelangelo Buonarotti

Flora and fauna came to assume
increasingly more space in his artistic
imagination — he explored the life-giving
habitat as an artist and thinker, rather than
as a natural scientist. With macro- and
micro-cosmos exchanging places, Rukav-
ishnikov emphasized special universal val-
ues, which seemed aesthetically unusual,
as well as the harmony of the elemental,
natural course of life; the set goals were
not ecological, but more global — they
were related to pure art freed from the
dogmas and stereotypes of ecumenical
humanism. Rukavishnikov’s works trans-
form viewers’ conventional ideas about
the infinitely small and the infinitely
great, about vanity and transience, and
eternity.

Using the sculptural alliteration of
homogenous, basic forms of life, he
applied, not the controversial, dubitable
theories of the origin of species, but his
own creative intuition. The artist forsook
any stale historicism — he was aware of the
interrelations between Man and Nature,
and between Time and Space, within the
harmony of the individual and the whole;
within inner movements of plastic form,
sculptural volume, and silhouette drawing
which were not simply an offshoot of
imagination but the product of the mas-
ter’s unique ability to identify the infinite-
ly small and the infinitely great. One
ought not to look in Rukavishnikov’s art
for strained metaphors or far-fetched
philosophical allegories coupled with cer-
tain realities. His art has a deeper, gener-
alizing meaning, the symbolic nature of
which derives from the distinctive under-
standing of existence and the resolve to
create an individual model of the universe
with artistic means. The artist’s inner
world is far wider and more versatile than
a specific historical time with its attendant
moral and aesthetic standards, social
problems and numerous other dimensions
familiar and habitual for the average
mind.

His works, belonging more to the
future than to the present, were given a
generic name by Rukavishnikov himself —
“Nature. Evolution and Metamor-
phoses”; they are by no means coded
symbols of faith into something unknown
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and ungraspable by reason or the senses —
they are the instrument of ontological
inquiry, by means of art, into the general
laws of existence; and into the descent
from the upper reaches of the universe to
the lower, less evolved, reaches, and in an
apparently contrary mode, the instrument
enabling one to understand different
forms of life authentically and adequately.

Like no other artist, Rukavishnikov
could bring out and use evocative qualities
of different materials. He never repro-
duced, or replicated, or emulated nature;
the nature, which the sculptor watched
and enjoyed, was for him a source of
inspiration giving a powerful impetus to
the artistic imagination. Rukavishnikov’s
sculptural objects such as “Spider” appear
as aliens from outer space, extraterrestrial
objects; “Landing Seagull” looks like a
Goddess of Victory; “Protozoa” appears
as a hymn to the naissance of life on earth,
which is performed with a verve and
evokes pre-historical cultic rituals. Works
such as “Saxifrage”, “Evolution”, “Sak-
toria” make viewers aware of the greatness
and infiniteness of the world around us.

Seemingly non-real, these images,
although modest in size, impress with
their monumentality. As a rule, a big
object can be scaled down without harm
to its quality, while small objects often
look worse when scaled up. This is not a
question of proportions but of the magni-
tude of sculptural thinking, craftsman-
ship, representational concept, and Iulian
Rukavishnikov possessed in full measure
each of the three characteristics of talent
and consummate competency. His statues
fit well into any environment, both exteri-
or and interior, because they themselves
“fashion the space”, which makes an inte-
gral part and irreplaceable component of
the artist’s sculptural concept. This is one
of the main features of Rukavishnikov’s
artistic method and style: the world of his
sculptural images is replete with meta-
morphoses — real-life objects, motifs and
look-alikes miraculously transmogrify into
virtual visions and expectations and remi-
niscences of the future. Perhaps such inver-
sions, changes in the normal order of
things occur without the creator willing it —
they introduce a novel understanding of
the essence of a specific work which
already has its own, self-sufficient life.
Maybe a key to the puzzle can be found in
this poem of Michelangelo:

When the sculptor has a divine insight,

He sees in the rock a reflection of his thoughts,
And a modest mould is full of inspiration
When it is created, not by hand, but by soul.

The beauty of the expansive, sublime
emotion can fascinate us and provoke
seemingly outlandish associations, even
associations with distant parallel worlds.
Individual images created by Rukavish-
nikov are probably also endowed with a
special virtual memory which eludes defi-
nition and escapes the grasp of pragmatic,

MOPTPET XYAOXHUKA

TITOP BOCTIPUHUMAJT HaTYpy KaK UCTOYHUK
BIOXHOBEHMSI, NAIOIIMI MOIIHBIE M-
MyJIbChl TBOPYECKOMY BOOOpaxkeHU1o. Ta-
Kre, Hampumep, paboThl MacTepa, Kak
«[layk», BOCTIpUHUMAIOTCSI TTOIMOOHO He-
3eMHOMY TPUILEIbLLY, HEKOEMY KOCMUYe-
CcKOMY 00beKTy, a «Cazsiiascs Jaiika» —
cnoBHo OoruHs [loGensl, wiu «Ilpocreii-
mee» — TUMH POXIECHUIO XWU3HU Ha
3emiie, UCTIONHEHHBIN ¢ ApaMaTUYeCKuM
mapocoM, HATTIOMUHAIOIINIT O TOUCTOPU-
YeCKMX KYJBTOBBIX puTyanax. [isans Ha
«Caxcudpary», «Dpomoiuio», «Cakro-
pUIo», HAUMHAEIIb OCO3HABAThH BeIUYNE U
0eCKOHEYHOCTh MUPA, HAC OKPYKAIOIIETO.
BrieyaTyisier MOHYMEHTaJIbHOCTb 3THX,
KazaJuioch Obl, OTBJIEYEHHBIX OT PEalbHO-
cT! 00pa3oB, MPUTOM, YTO OHU HEBEJTVKU
mo pasMepaMm. Bosblnyio Bellb MOXHO
YMEHbLIUTb, KakK MpaBuio, 6e3 motepu
KauecTna, a BOT pabora majnoro dopmara
JAJIEKO He BCET/a BBIIEPKUBACT YBeJINIe-
HMe. DTO BOMPOC HE MPONMOPLIMOHATIBHO-

CTH, a MacCIITaOHOCTHM IIJIACTHUYECKOTO
MBIIIICHNS, BUPTYO3HOCTU WCTIOJTHEHMS,
00pa3HOl KOHUEMIINUKY, U UMEHHO TAKUMU
TpeMsI TIPU3HAKaMM TaJlaHTa, BBICOKOTO
npodeccruoHaIM3Ma B MOJIHOU Mepe obJia-
nan Mynuan PykaBuniHukos. [Tpoussene-
HUS, CO3MaHHBICE MM, MOTYT BITMCATHCS
B J1I00OYIO cpelly — Kak Ha HaType, Tak U B
MHTEpbepe, — MOCKOJIbKY OHU camu ¢hop-
MUPYIOT TIPOCTPAHCTBO, SIBJISIOIIEECS He-
OTBEMJIEMOI COCTaBJISIIONIEl, OeccMeH-
HBIM KOMITOHEHTOM TUTaCTUYECKOW WIen
aBTOopa. B aTOM — 0oHA M3 MIaBHBIX 0OCO-
OCHHOCTEI TBOPYECKOTO METO/Ia, CTUJIH-
ctuku Wynuana PykaBuiiHukoBa. Mup
€ro CKYJIBIITYPHBIX 00pa3oB IMOJOH MeTa-
Mopdh03, YAUBUTEIbHBIX IPEBpaIlICHUM
peallbHBIX CYOBEKTOB, MOTHBOB, CJICTTKOB C
HATypbl B BUPTYaJIbHbIe BUICHUS, OKUIA-
HUS M BOCIIOMMHaHUs O OymyiieM. Bos-
MOXHO, TTOTOOHBIE UHBEPCUM, UBMEHEHUS
TPUBLIYHOTO TTOPSIIKA TIPOUCXOIAT He3a-
BUCHMO OT TBOPYECKOH BOJU aBTOpA,

Kopaana. 1987
Bbponza
40 x 45 x 7

Coral. 1987
Bronze
40 x 45 x 7 cm

4 [Ipomozoa. 1991
Bponza
70 x 40 x 25

4 Protozoa. 1991
Bronze
70 x 40 x 25 cm

MPUBHOCSI OTJIUYHOE OT TIPUBBIYHOTO
MOHUMAaHNE CYTU KOHKPETHOTO TPOU3BE-
JIEHUSI, YXe >KMUBYILIEro COOCTBEHHOM
CaMOJIOCTaTOUYHOU Xu3HbI. CBoeoOpas-
HBIM KJIIOYOM K pasrajke TaHHOro (heHo-
MeHa MOTIyT CTaThb MO3TUYECKUE CTPOKU
MukenaHIKeo:

Koeda easamens ceviuie ozapen,

OH 8UOUmM 8 KAMHe MbICAU OMPAJICeHbe,

A CKpoMHbLIL CAeNOK NOAOH 8600XHOBEHDS,
Koav ceéemnoio dyworo comegopet...

Kpacora OTKpBITOro, OZyXOTBOPEH-
HOTO YYBCTBa CIIOCOOHA TUICHUTHL Hallle
BOOOpaxkeHue, BbI3BATh aCCOIMALINH,
Ka3ajJoch Obl, HEMBICIMMbIE, Oaxe C
IajeKUMU TlapajuleIbHBIMA ~ MUPaAMU.
OtnenbHble o0Opasbl, co3gaHHbie Pyka-
BUIITHUKOBBIM, BUIMMO, HaJleJIeHbI el 1
0Cc000I1 BUPTYaJIbHOM IMMAMSITBIO, KOTOpast
He TofaeTcs AePUHUIIUSAM — OTIpeesie-
HMSM TIParMaTU4ecKoro, 3a3eMJICHHOTO

HE TRETYAKOV GALLERY / #32009 103



PORTRAIT OF THE ARTIST

MOPTPET XYAOXKHUKA

TMayx. 1989
Bponza, 70 x 40 x 30

Spider. 1989
Bronze
70 x 40 x 30 cm

earthbound reason. We can only guess
about it looking at and trying to analyze
such works as “End of Summer”,
“Bramelis”, “Formula of Being”, “Apis”
and others.

The art of a master with such a large
range of faculties is undrainable — it sug-
gests and opens up more and more new
ideas and horizons, and brings about most
amazing associations. The narrative and
spiritual content, the elegance of the art
does not depend on any single motif —
rather, it is predicated on the level and
character of its realization in images and
philosophical interpretation of the object.
Perhaps not every work of art can sustain a
multifold scaling-up — and dominate an
open space while keeping its parameters
and significance commensurate to just
that open space. There is an immediate
correlation of the gradual process of opti-
cal, visual inclusion of a specific sculptur-
al object into the live environment offered.
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Rukavishnikov was endowed with
this all-encompassing gift from his birth.
Not accidentally, viewers tend to initially
perceive many of his small sculptures as
monumental images with a requisite mass
of energy, philosophical polysemy, and
transcedental allure. Rukavishnikov clear-
ly saw and accurately estimated the poten-
tial and characteristics of a sculpted object
depending on the visual motivation of the
piece in the making, which often was not
intended for a big scaling-up.

He had a rare sense of proportion,
and professional knowledge and experi-
ence, which allowed him to unmistakably
select optimal means of expression to real-
ize his ideas, which were conceptually
complex. Thus, “The Karate Salaman-
der”, “A She-guest. Big Lemur”, “Jer-
boa”, in their initial, clearly set size, fully
correspond with the creator’s concept,
and no scaling-up or scaling-down is
called for.

Because the degree of anthropomor-
phism of these creatures and their repre-
sentational characteristics are emotionally
certain and stylistically circumscribed,
they perfectly match the size given them
once and for all when they were cast in
bronze. However, different from the above-
mentioned works, such figures as “Golden
Beetle”, “Chrystal Butterfly” or “Spider”,
in spite of their superficial recognizability
and definiteness, are intimate in terms of
their narratives, and realistic quality; they
epitomize different ideas, which transcend
the limits of actual time and space of spe-
cific manifestations of fast-flowing life.
And whereas, looking at the pieces such as
“The Karate Salamander”, “A She-guest.
Big Lemur” and “Jerboa”, we relish the
brilliantly captured emotional aspects and
admire the consummate materialization
thereof in art, works such as “Golden Bee-
tle”, “Chrystal Butterfly” or “Spider” pro-
voke a different understanding of the

Ckeaem. 1988
Bponza
97 x 40 x 30

Skeleton. 1988
Bronze,
97 x 40 x 30 cm

pasyma. O6 3TOM JIUIIbL MOXKHO HOTaIbl-
BaTbCsl, pacCMaTPUBasl U MbITAsICh aHATU-
3UpOBaTh TaKWe ero MpOU3BEAECHUS, KakK
«Konen nera», «bpamenuc», «Dopmyna
OBITUSI», «ATTUC» U IPYTUE.

TBopuecTBO MacTepa TaKOro nuarna-
30Ha HEHWCYepraeMo, OHO TOACKA3bIBAET
W OTKPBIBAaeT BCE HOBBIE M HOBBIC WIEU
W TOPU30HTHI, POXAAET CaMble HEBEPOSIT-
Hble accoumanuu. Ero comepxkarenbHast,
JTyXOBHAsT HATIOJTHEHHOCTbh, N3bICKAHHOCTh
HE 3aBHUCAT OT KOHKPETHOTO MOTHBa, a
00yCJIOBJIEHBl YPOBHEM U XapaKTepoM
00pa3HOro MpeTBOpeHUsI, (PUIocopCKoit
WHTEPTIpETaliuu 00beKTa M300paKeHUSI.
Enga nu xaxxnast padota criocodHa BbIIEP-
KaTh MHOTOKPATHOE yBEJIMYeHUE, OBbITh
COMacHITaOHO! IT0 CBOMM ITapaMeTpaMm
W 3HAYEHUIO OTKPBITOMY MPOCTPAHCTBY
U ONHOBPEMEHHO JOMUHUPOBATh B HEM.
CyltecTByeT mpsiMasi 3aBUCUMOCTH T103-
TAITHOTO TIpollecca OITUYEeCKOTO, BU3Y-
aJbHOTO BKJIIOUEHUSI B TMpeajiaraeMylo

JKUBYIO Cpely KOHKPETHOTO TUIACTUIeCKO-
ro uzobpaxenus. Mynuan PykaBuiiHu-
KOB OT poXaeHusi O0bl1 borom ormeueH
otuM mapoM. He ciy4aiiHO MHOrue ero
Hebosble paboThl U3HAYAIBHO BOCTIPU-
HUMAIOTCsl KaK MOHYMEHTaJIbHbIE 00pa3bl,
obJaarolnre HeoOXOMMMOM SHepreTuye-
CKOIT Maccoit, pumocodCcKoit MHOTO3HAY-
HOCTBIO, TYXOBHBIM MarHETU3MOM.
PyKaBUIIIHUKOB SICHO BHAET U pac-
CUYUTHIBAJI BO3MOXHOCTH U OCOOEHHOCTU
IJIaCTUIECKOM (DOPMBI B 3aBUCUMOCTHU OT
M300pa3uTeIbHOM MOTHUBALIMKM Oymyllei
paboThI, pa3Mep KOTOPOI JaIeKO He BCer-
Ja TIpedrojiarayl ee MacliTabHoe YKpy-
nHeHue. OH o0janan peaKuM YyBCTBOM
Mepbl, MPOGhEeCCUOHAIbHBIM 3HAHUEM U
OIBITOM, TIO3BOJISTIOIIUM €My Oe301In-
0GOYHO HAXOIWTh ONTUMAJIbHBIC BBIpA3H-
TeJIbHbIE CPEICTBA JJIsI BOIUIOILIEHMS HEO-
JMTHO3HAYHBIX TI0 COAEpPXKATeIbHOI KOH-
mermu 3aMmbIciioB. Tak, «CajamaHmpa-
Kapatuct», «loctbsi. Bonblnoii nemyp»,

«TyIIKaHYMK» TIOTHOLIEHHO COOTBETCTBY-
FOT aBTOPCKOW HIee B TIePBOHAYAIBHOM,
YeTKO 3aJaHHOM pa3Mmepe, U 3[eCh HeT
HEOOXOIMMOCT HU yOaBUTb, HU IIprba-
BUTH B IJIaHe U3MEHEHUsT MacITaba naH-
HBIX CKYJIBNTYDP. [10CKOJIBKY CTENeHb 0Ue-
JIOBEUCHUST HAa3BaHHBIX CYILECTB, MX 00-
pa3HbIe XapaKTePUCTUKU SMOIMOHATHHO
KOHKPETHBI, CTUJIMCTUYECKU perjaMeH-
THUPOBaHbI, OHU aOCOJIOTHO COOTBETCTBY-
0T MacIITady, B KOTOPOM OBUTM €IIHOX-
JIbl U HaBceTaa OTJIUThI B OpoH3e. Harpo-
TUB, B OTJIMYUE OT 3TUX KAMEPHBIX IO CO-
JIepKaTeJIbHOM aMIUIUTYAE W PearCThY-
HOCTM paboT, TaKWe MPOU3BEICHUS, KaK
«30J10TOM XKYK», «XpycTajibHass 06abou-
Ka» win «[layk», HECMOTpsI Ha BHEIITHIOIO
Y3HaBa€MOCTb U OIIPENeIEHHOCTh, HECYT
B ceOe MHBIE WIEH, BBIXOMSIINE 3a IMpe-
JIeJIbl PeaJbHOrO0 BPEMEHU M IIPOCTpPaH-
CTBA KOHKPETHBIX IIPOSIBIEHMII CKOPO-
TedHoU Xu3Hu. Y ecmi B Tex paboTax Mbl
corepexkuBaeM OJiecTsIe CXBaueHHbIE
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PORTRAIT OF THE ARTIST MOPTPET XYAOXXHWK

Yoaumxu.1987
Bponza
78 x 68 x 32

Snails.1987
Bronze,
78 x 68 x 32 cm

Yaiixu. 1998
Bponza
68 x 110 x 70

Seagulls. 1998
Bronze
68 x 110 x 70 cm
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images; they run contrary to the
traditional one — the understand-
ing dominated by the irrational
element, and the cosmic meaning,
and the incognizable planetary
energy, of the formula of being.
Premonition of that which has not
come to be, aspirations to attain
the limitless expanse of other
worlds, and engrossing mystery
define the distinctive representa-
tional narrative and the spiritual
significance of these essentially
monumental statues.

This is why “Golden Beetle”,
“Spider”, and “Chrystal Butter-
fly” belong to the group of Rukav-
ishnikov’s select creations that do
not have a definite size determined
once and for all — in these works,
the scale and multifold replication
were conceived by the sculptor as
one of the characteristics of the

#3'2009

new topology of the monumental-
ity of an image, based on philo-
sophical hyperbole and associative
mentality, in search of the formula
of eternity and the prosody of lim-
itlessness.

Highlighting all these unique
qualities of Rukavishnikov’s works
and their substantive and philo-
sophical range, we do not equate
his artistic worldview to the meta-
physical nature of certain analyti-
cal constructs which are requisite
instruments for conceptualization
and exploration of his diverse
artistic legacy. Rukavishnikov’s
formal techniques are so universal
that they empowered him to maxi-
mally achieve his goals. Thus, even
his monochrome pieces evoke
colour owing to the qualities of
texture, and the combination of
embossment and filing, and per-

mutations of form. At the same
time, they are symphonious and
polyphonic, and each has a dis-
tinct sound and melody. There is
another consideration, too, not to
be ignored: the master’s statues
give viewers a freedom of choice —
their content is so polygamous that
they anticipate the most fantastic
expectations. lulian Rukavish-
nikov’s thinking was pivoted on
cosmic categories, and he was a
stranger to vanity and idleness,
hypocrisy and bigotry, obsequious-
ness and conformism.

The art of this outstanding
master probably still waits for its
time to come; the ideals he
preached are bound for the future;
and the style he fashioned
remains, and will long remain, a
unique example of professional
culture and universal humanism.

SMOLIMOHAJIBHBIC PaKypChl, BOCXUIIAEMCS
WX BUPTYO3HBIM BOIUIOIIEHHWEM, TO 3IeCh
BO3HMKAET ApPYyroe, NpOTUBOIOJOXHOE
TPAIULIMOHHOMY TIOHMMAHUIO BOCIIPUSI-
THe o0pa3a, B KOTOPOM TIpeBaupyeT
MppalMoOHaIbHOE Hayajllo OTBJICUYEHHOM
OT 3eMHOU CcyeTbl (hOPMYJIbI OBITHS, €€
BCEJICHCKUIA CMBICT, HeTIO3HaBaeMas KOc-
MudYeckass Hepretuka. IlpeadyBcTBUe
HECBEPIIUBIIETOCS, YCTPEMJIEHHOCTb B
OEeCKOHEYHEBIH MPOCTOP MHBIX MUPOB, BCE-
MOTJIONIAOIAsT TallHa OMPEACIISIIOT 0CO-
Oyl0 00pa3Hyl0 aApaMaTypruio, AyXOBHYIO
3HAYMMOCTh 3THX MO CyTU CBOEH MOHY-
MEHTaJIbHBIX TTPOU3BEICHUIA.

Bor mouemy u «3070TOi KYK»,
n «Ilayk», n «XpycrtaibHasa 0abouka»
OTHOCATCS K TeM OTAETbHBIM TBOPEHUSIM
PykaBUIIHMKOBA, B KOTOPBIX HE MOXKET
OBITH pa3 M HaBCeraa 3aJaHHOIO MacllTa-
0a, BeJIMUMHA M MHOTOKPAaTHOE YMHOXKe-
HUE KOTOPBIX OBUIM TPEIYCMOTPEHBI
aBTOPOM KaK OJMH M3 MPU3HAKOB HOBOM

TOITOJIOTU MOHYMEHTAJIbHOCTU XyIOXKe-
CTBEHHOTO 0Opa3a Ha ocHOBe (puocod-
CKOI1 rurep0oan3aiuy U acCOLMaTUBHO-
IO MUPOBO33PEHMS B ITOUCKAX (POPMYIIBI
BEUYHOCTH, TTO3TUKHU OE3rpaHUYHOTO.

OTMeuast Bce 9TU YHUKAJIbHbIE Kadye-
CTBa IMMPOU3BENEHMIT PyKaBUIIIHUKOBA, MX
colepXaTeIbHbIN, (QrIocOpCKUil auara-
30H, MBI HE CTAaBUM 3HaK PaBEHCTBA MEXKIY
€ro TBOPYECKMM MHUPOBO33PEHHEM M Me-
TaU3NIECKOI TIPUPOIOI OIpeaeIeHHBIX
AHAJIMTUYECKUX TTOCTPOCHUM, 6e3 KOTO-
PBIX TPYAHO OOOMTHUCH MPU OCMBICTICHUU U
aHajJM3e €ro MHOroOOpa3sHOro XymOoxKe-
CTBEHHOTO HaCJICINS.

®opMasIbHbIe TTPUEMBI, HCITOJIb3Ye-
Mble PyKaBUIIIHMKOBBIM, HACTOJIBKO YHU-
BEPCAJIbHBI, YTO IO3BOJISLIA €MY C MaKCH-
MaJIBHOM TTOJTHOTOM JTOOMBAThCSI NCKOMO-
ro pesynabrata. Tak, Jaxe MOHOXPOMHbBIE
paboThl CKYJBNTOpPA IIBETOHOCHBI W 3a
cYeT UTphl (haKTyphl, M 3a CYET COUCTAHUS
MpoYyeKaHKW U LIMGOBKUA, U Oiarogapst

reperekaHuio ¢hopM. OTHOBPEMEHHO OHM
MY3bIKAIBHBI, TTOMMGOHUYHBI, U KaXKIOMN
MPUCYIIX COOCTBEHHOE 3BydyaHUE, CBOSI
MeJionus. Ellle oqHO BakHOE 00CTOSITEIb-
CTBO, KOTOPOE HEBO3MOKHO OOOWTH BHU-
MaHMEM: CKYJBITYPbl Ma3CTpO IapyloT
3pUTEITIO CBOOOIY BHIOOPA, OHM HACTOJIBKO
coIepKaTeIbHO TTOJIUTAMHBI, UYTO CITOCO0-
HbI MPEIBOCXUTUTh CaMble HEBEPOSITHBIE
OXUIaHUSI.

Wymman MutpodaHoBuu PykaBuiir-
HUKOB MBICJTWII BCEJICHCKUMM KaTeTOpHsI -
MU, eMy ObUIM 4YYyKAbI cyeTa W Ipas-
IIHOCTb, JIMIIEMEpHUE U XaHXeCTBO, pabo-
jiene v rnpucriocodieHuectBo. Mckyc-
CTBO 3TOTO BBIJAIOLIErOCsS MacTepa, BO3-
MOXHO, U IO CUX TOpP MPEXAECBPEMEHHO,
uIeanbl, KOTOpPbIe OH IIPOITOBEIOBAI,
yCTpeMJICHBI B Oyayliee, a CO3AaHHbI UM
CTWJIb OCTAeTCsl U elle OJITo OyaeT ocTa-
BaThCsl YHUKAJbHBIM SIBJICHUEM TIpodec-
CHOHAJIBHOM KYJIBTYPBI M YHUBEPCAJTbHO-
ro ryMaHu3Mma.
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