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MONUMENTAL RELIEFS BY ZURAB TSERETELI

Summary: The article focuses on the work of Zurab
Tsereteli, an outstanding artist, President of the Russian
Academy of Arts. The author highlights the exception-
al role of relief in the work of Tsereteli, who consistently
and innovatively addresses this complex type of plastici-
ty, overcoming its historical conservatism and revealing
the individuality of a modern master.

Tsereteli’s sculptures are distinguished by the scale of
the concept, expressiveness of forms, and bold use of col-
our and materials. The fact that his reliefs and large com-
positions are installed in Russia, France, Italy, Spain, the
USA, Serbia, Greece, illustrates Tsereteli’s international
significance. Particular attention is paid to the synthesis
of artistic traditions and modern trends, expressive inte-
gration of relief with the architectural environment and

Zurab Tsereteli is an outstanding artist and public
figure who left an indelible mark on world art with
his extensive and diverse activities. His works are
distinguished by large scale, innovative forms, and
expressive emotionality, owing to which Tserete-
li came to represent a new era of monumental art.

Tsereteli became famous for creating monumen-
tal sculptures in different countries of the world. His
works adorn Russia, France, Italy, Spain, the USA,
Serbia, Greece, and other places.

Reliefs and large-scale compositions, in which he
used bright colours, rich forms, and innovative ma-
terials, occupy a special place in the master’s work.
Many reliefs are an example of the synthesis of tra-
dition and modernity, where the expression of col-
our enhances the drama and symbolism of images.
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landscape. The author emphasises Tsereteli’s unique abil-
ity to create an artistically meaningful space, where re-
lief becomes not an entity separated from architecture,
but an organic part of the overall artistic image.

The author concludes by stressing Tsereteli’s role as a
major cultural person of international recognition in ad-
dition to his artistic career, actively advancing humanis-
tic concepts, supporting young talents, and implementing
large international projects. Tsereteli’s work becomes a syn-
thesis of tradition, individuality, and social service, signif-
icantly influencing the development of contemporary art.

Keywords: President of the Russian Academy of Arts
Zurab Tsereteli, sculptural reliefs, monumental mosaic
relief, Gospel subjects in the work of Tsereteli.

In the work of Russian sculptor Zurab Tserete-
li, relief holds a unique position. It can be said that
among modern sculptors, rarely does anyone turn
to this type of sculpture with such consistency.

Il 1. Zurab Tsereteli. Relief frieze. 1980. Izmailovo Hotel
Complex in Moscow, cinema and concert hall.

Il 2. Zurab Tsereteli.

Despite the fact that the specific rules for con-
structing relief sculpture have been defined for a
long time and have become so stable that art his-
torians have already placed them in the Procruste-
an bed of types and kinds, artists invent new forms
every time. However, the concepts and rules for
constructing reliefs are mainly of interest to pro-
fessionals. For most viewers, the issues of connect-
ing volume and plane are not interesting. Indeed,
relief is a type of sculpture that is quite difficult to
perceive and study. As a rule, the description of re-
liefs is mostly devoted to explanations of the plot,
rather than to an analysis of plastic forms. The spe-
cifics of spatial connections, the peculiarity of the
mutual influence of volumes and planes are often
not discussed at all. Nevertheless, relief is a special
type of plastic art, historically developing in paral-
lel with round sculpture; it has established itself as
an independent plastic phenomenon.

By our time, the art of relief has come with a
number of constants, formed in the ancient period.
Even then, the logic of its application in certain sit-
uations, in the interior or exterior of buildings, on
objects of decorative and applied art, in glyptics,
influenced the consolidation of various types of re-
lief in practice. The established stable types of sin-
gle-plane and multi-plane reliefs, bas-relief, relief,
high relief in unchanged forms, protected by cen-
turies-old practice, have reached the present time.
Basically, these are the forms that were associat-

ed with the inclusion of reliefs in architecture. Be-
ing in the system of architectural space, relief has
adopted, as a guarantee of harmonious existence
in synthesis with architecture, the need not only to
reveal the idea of the building in plots and images,
but to continue the theme of the dialogue of the
supporting and supported parts, the relationship of
heights and depths, the alternation of rhythms of
architecture in its own structural and plastic model.

During the Renaissance, another type of relief was
included in the short and, it would seem, unshaka-
ble list of types. Although its acquisition is associ-
ated with the name of Lorenzo Ghiberti, it can be
assumed that several sculptors came to this result
in one detail or another and in one form or anoth-
er. Bound by the rules of the perspective reduction
created for a two-dimensional picture plane, per-
spective relief, as a three-dimensional object with its
own plastic space, was never able to exist organical-

Il 3. Zurab Tsereteli. Relief frieze. 1980. Izmailovo Hotel
Complex in Moscow, cinema and concert hall.
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Il 4. Reliefs in the Zurab Tsereteli Art Gallery, Moscow.

ly in an artificially created system. Perspective relief
remained within the framework of door and furni-
ture inserts, in small plastics of medal art. In mon-
umental forms, this type is used extremely rarely.
This brief review has presented the historically
established system, according to the rules of which
works made in relief exist to this day. However, how
can it be integrated with the modern development
of art? Individual style was declared when the 20th
century entered art history. Characteristics, person-
al style, stably existing in time and recognisable in
any context as an original brand, have become a
necessary condition for successful existence in the
world of art. Nevertheless, the very conservative art
of relief practically does not accept individual pro-
grams. Therefore, the analysis of this type of sculp-
ture on the example of a modern artist's works is
interesting and relevant. A great impression is made
by the grandiose monumental mosaic relief created
by Tsereteli for a public building on Plekhanov Av-
enue in Thilisi (1980). The sculptor found not only
an active rhythmic and plastic way, but also a form

Il 5. The Zurab Tsereteli House-Museum in Peredelkino,
Moscow Region.
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of existence of a relief composition in architecture,
having created a monolithic relief wall that deter-
mined the artistic image of the building.

The composition of the children’s resort town in
Adler (1973) is among the works executed in this
technique. It is especially attractive for its plastic mo-
bility of abstracted vital forms, organically included
in the natural landscape. Different-sized planes de-
veloping in space, textured relief decorated surfac-
es of red shades, are placed at different angles to
each other and grow out of the water surface like
rocks. Here Tsereteli demonstrated a unique abil-
ity to create an artistically transformed landscape.
Owing to this, the entire space of the surrounding
environment received not only an expressive artis-
tic image, but also an emotional accent.

The combination of monumental architectural
forms and relief became a characteristic feature of
Tsereteli's individual creative style. He demonstrat-
ed this in a number of works, including the sculp-
tural decoration of the Cinema and Concert Hall of
the Izmailovo Hotel Complex, the relief friezes of
the Yalta Hotel (1978), the Monument to the Chil-
dren of the World in Brockport, USA (1979), where
relief figures are located over the entire surface of
symbolic brutal forms. The sculptor used the same
technique, filling the stele of the Victory Monu-
ment on Poklonnaya Hill in Moscow with reliefs.
The architectural and sculptural ensemble on Pok-
lonnaya Hill is an interesting example of the synthe-
sis of arts and deserves a separate topic of study;
however, in the context of this work, some details
are of interest. These are relief inserts of the large
doors of the museum.

The theme of decorating the gates of a cathe-
dral or significant public building has always excit-

Il 6. Zurab Tsereteli. The Monument «History of Georgia», 1985. Tbilisi, Georgia.

ed artists. Historical examples include the famous
competition of 1401 to create the Florence Bap-
tistery doors and the rivalry between Brunelleschi
and Ghiberti, the doors of the Old Sacristy of San
Lorenzo by Donatello. Moreover, there are Rodin’s
The Gates of Hell for the Museum of Decorative
Arts in Paris, which turned into a myth of his life
and work and were never completed. It is interest-
ing to consider Tsereteli’s reliefs in the context of
this tradition. Undoubtedly, taking into account the
experience of great predecessors, he, like every art-
ist, sought to find his own form of expression. Each
composition has a large central group surrounded
by smaller rhythmically organised plastic elements.
Diverse in subjects, but consistent in form, the re-
liefs of the doors of the museum on Poklonnaya Hill
are intended to support the logical connections of
sculpture and architecture in the synthesis of arts.

Works on Gospel subjects are a large theme in
Tsereteli's creative work. Many modern artists face
a certain difficulty in solving problems associated
with combining individual creative style with strict
canonical frameworks.

The centuries-old tradition of executing sculptur-
al works on religious themes by outstanding mas-
ters also imposes a huge responsibility. We see that
here Tsereteli strives to maintain a dialogue with
tradition, adhering to canonical images and cre-
ating works that combine round and relief forms.

The complex composition, Knowledge of Good
and Evil, is among Tsereteli's most iconic works. It
is a sculpture that you can enter, finding yourself in
the centre of endless allusions, philosophical para-
bles, mythological contexts. The sculptor presents

Il 7. Reliefs in the Zurab Tsereteli Art Gallery, Moscow.
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a naked man in such a way as myths creators in-
terpreted. Nudity here is as a sign of the epic, it is
free from physiology. The creation of feeling un-
folds as the creation of the world.

The possibility to see the reverse side of the re-
liefs, which the artist presented as an independent
work of art, is a special touch of this multifaceted
work. This gesture of emphasising the plastic idea
of the relief as a three-dimensional object, as a spa-
tial form that prevails over the narrative of the plot
is one of the great successes of the artist.

Zurab Tsereteli is not only an outstanding art-
ist. He especially vividly demonstrated his talent in
the international cultural space, carrying out ac-
tive creative, educational, and social activities. He
was a UNESCO Goodwill Ambassador, a member
of foreign academies, actively promoted the ideas
of culture and humanism, opened new museums
and supported young artists around the world. His
entire career is proof of a unique combination of
talent, energy, and scale of thinking that changed
the idea of contemporary art.
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MOHYMEHTAJIbHbIE PEJ/IBE®BI 3YPABA LLIEPETESIA

AHHomayusa: Cmames noceswjeHa meop4yecmsy 8bi-
Oarowjezocs xydoxHuka, npesudeHma Pocculickoli akade-
muu xydoxecms 3ypaba Liepemenu. Aemop ommedaem
UCK/IIOYUMesbHyo posib pesibecba 8 meopyecmse Liepeme-
/U, kKomopeili nocredosamesibHO U HOBAMOPCKU obpauja-
emcsi K 3momy C/I0XHOMY 8udy naacmuku, npeodosieeas
€20 ucmopuyeckuli KOHCep8amu3M U packpelgas UHOU-
8UdyaIbHOCMb COBpeMeHH020 Macmepa.

Ckynenmypel Llepemenu omaudaromes macuwmad-
HOCMbIO 3aMbIC/A, 8blpA3UMeNbHOCMbIO POPM, CMeso-
CMbIO UCNO0/I308AHUSA Ysema u mamepuanos. Hanrudue
e20 pesibeho8 u kpynHsix komnozuyuli 8 Poccuu, ®par-
yuu, Umanauu, Yicnaruu, CLUA, Cepbuu, Mpeyuu csude-
mesibcmayem o Mex0yHapoOHOM 3Ha4YeHUU Mmeop4yecmea
Liepemenu. Ocoboe sHUMaHue ydensemcsa cuHmMesy Xy-
doxecmeeHHbIX mpaduyuli U cospemMeHHbiX meHOeHYuU,
gbipasumenHol UHMe2payuu peaseda 8 apxumekmyp-
Hyto cpedy u aaHowagdmel. Aemop noduépkusaem yHuU-

3ypab Llepetenn — BblAAKOLLNNCA XYAOXKHUK U
06l eCcTBEHHbIN AeaTeb, OCTaBUBLLUIA HEU3TNaAN-
MbI C/les, B MMPOBOM MCKYCCTBE CBOEW MacLLUTabHOM
M pa3HOMNaHOBOW AenaTeNbHOCTbIO. Ero npomsse-
JAEHNS OTANYAKOT KPYMHbIM MacwTab, HoBaTopckme
bopMbI 1 BbipasutesbHas 3MOLMOHAAbHOCTb, UTO
nossoauno Liepetenn ctaTb CUMBOJIOM HOBOU 3M0O-
XU MOHYMEHTa/IbHOFO MCKYCCTBa.

Llepetenn npocnaBuics co3faHMeM MOHYMEH-
TaJlbHbIX CKYAbMATYP B pa3HbIX CTpaHax mupa. Ero
paboTbl ykpatatoT Poccuto, ®paHumto, Utannro, Uc-
naHuto, CLUA, Cepbuto, Mpeunto n gpyrue cTpaHsbl.

kaneHoe ymeHue Liepemenu co30asame xydoxecmeeHHoe
npocmpaHcmeo, e0e pesbegh cmaHosUMCs He OMOPBaH-
HbIM OM apxumexkmypel 06pasoeaHuemM, a op2aHu4Hol
yacmetro obuje2o xydoxecmeeHHo20 obpasa. B 3akto-
yeHue asmop noduépkusaem pose 3.K. Lilepemenu kak
KpynHo2o Oessimesis Ky/ibmypbl, NOAy4HUBUWEe20 MexOyHa-
pOOHOe Npu3HaHue, akmugHo20 NPodsu2asLwie20 2yMaHu-
cmudyeckue udeu, noddepxasuiezo Mo00ble ManaHmei.
Teopuecmeso Llepemenu cmasio cuHmesom mpaduyuu,
UHOUBUOYANLHOCMU U 06WeCMBeHHO20 C/yXeHUs U 0Kd-
30710 cyujecmeeHHoe 8/UsIHUe HA passumue cospemeH-
HO20 uckyccmea.

Knrouesvsle cnosa: Mpe3udeHm Pocculickoli akademuu
xydoxecme 3ypab Llepemenu, ckyienmypHele pesoedsl,
MOHYyMeHmMasbHell Mo3auyHsIl pesved, esaHzesbckue
croxxemsl 8 meopyecmee Liepemenu.

Ocoboe MecTo B TBOpYECTBE MacTepa 3aHVMa-
tOT pesnibedbl 1 KpynHOMacLITabHble KOMNO3ULUK,
B KOTOPbIX OH MCNOJ/Ib30BaA APKNIA KONOPWUT, HaCbl-
LeHHble GOpPMbl U MHHOBALMOHHbBIE MaTepuansbl.
MHorune penbedbl — NprUMep CMHTE3a TPAAULIUA U1
COBPEMEHHOCTM, FAe 3KCNpeccus LpeTta ycunmeaet
4pamMaTtv3M U CMMBOAMYECKOe 3ByYaHne 06pa3os.

B TBOpUecTBE poccuinckoro ckynbntopa 3.K. Lle-

petenu penbed 3aHMMaeT ocoboe MecTo. MOXHO
CKa3aTb, UTO CPean COBPEMEHHbIX CKYNbMTOPOB pes-
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KO KTO C Takoi nocnesoBaTeNbHOCTbIO ObpallaeT-
€Sl K 3TOMY BUAY CKY/NbMNTYPbI.

HecmoTps Ha TO, uTO cneynduryeckne npasm-
Na nocTpoeHns pesbedHOW CKYAbNTYpPbl ONpeseny-
NINCb M3aBHa U CTaiu HaCTOJIbKO YCTOMUMBBLIMY, UTO
y>e NnoMeLleHbl UCTOPMKaMW NCKYCCTBa B MPOKPY-
CTOBO JIOXE TUMOB W BUAOB, XYAOXHUKN KaXKabll
pa3 nsobpetatoT HoBble popmbl. OfHaKO, KOHLEenN-
LWW 1 NpaBuaa NOCTPOeHNA penbedoB B OCHOBHOM
WHTepecytoT NpodpeccnoHanoB. Ansa 6oNbLIMHCTBA
3puTenen BONPOChl COeAMHEHNs 0bbema U NI0CKO-
CTV He MHTepecHbI. JelcTB1UTeNbHO, penbed - TOT
BWA CKYAbMTYPbl, KOTOPbIA JOBOJBHO CAOXEH AN1f
BOCMPUATUA 1 n3ydeHuna. Kak npaeuio, B onuca-
HUW penbedoB 6O/bLIYHO YacTb 3aHUMatOT 06bsAC-
HEeHWA CHoXeTa, a He aHaau3 naacTuyecknx Gopm.
Tema cneundrKm NPOCTPaAHCTBEHHbIX CBS3EM, 0CO-
6eHHOCTb B3aMMOBANAHNA 06 bEMOB 1 NIOCKOCTEN
3a4acTyto He NoAHMMaeTca coBceM. TeM HU MeHee
penbed 370 0COObIN BMA NAACTUKU, UCTOPUYECKHU
Pa3BMBaBLUMIACA NapaNieNbHO C KPYraon CKyAbnTy-
POV 1 yTBEPAUBLLENCA Kak CaMOCTOATe/IbHOE Na-
CTUYeCcKoe fBNEHME.

K Hawemy BpemeHU ncKyccTBO penbeda noso-
A0 C HEKOTOPLIM PAAOM KOHCTaHT, KOTOpble CNo-
XWINCh eLLe B aHTUYHBIN NEPUOA. YKe Toraa noruka
NPUMEHEHWA €ro B TEX UM UHbIX CUTyaLMsX, B UH-
Tepbepe Uan 3KCTepbepe 34aHWi, Ha NpegmMmeTax
AEeKOPaTUBHO-NPUKNAAHOIO UCKYCCTBA, B MNMTU-
Ke, MOBAMANA Ha 3aKpenjeHne B NpakTuke pasHbixX
BMAOB penbeda. CNOXMBLUMECA YCTOWUYNBBIE TUMbI
OAHOMNaHOBOrO U MHOroMN/1IaHOBOro pesnbedos, ba-
penbeda, cobcTBEHHO penbeda, ropenbeda B Hens-
MeHHbIX GopMaX, 3aLLMLLEHHbIX BEKOBOK NPaKTUKOM,
AOLAN O HACTOALLEero BpemeHu. B oCHOBHOM 3T0
Te GopMbl, KOTOpble ObIM CBA3AHbI C BKAHOUYEHN-
eM penbedoB B apxuTekTypy. Haxogsack B cnucteme
apPXUTEKTYPHOro NPOCTPAHCTBA, peabed ycBowu,
KaK 3a710r rapMOHMYHOTO CyLLEeCTBOBAHUA B CUH-
Te3e C apXMTeKTypor, HeobXoAMMOCTb He NPOCTO
B CrOXKeTax W obpaszax packpbiTb NAEH 34aHNA, HO
NPOAO/IKUTD TEMY AManora HecyLUmnX U HECOMBbIX
yacTel, OTHOLIEHWIA BbICOT U FyBuH, YepesoBa-
HWe PUTMOB apXUTEKTYPbl B COBCTBEHHON CTPYK-
TYPHO-MaCTUYECKON MOAENN.

B nepvog Bo3poxgeHus B He6obLLION U, Ka3a-
NoCb Obl, He3bIBNEeMbIV MepeyeHb TUMNOB peabeda
BOLIEN elle OAMH. Ml xoTa obpeTeHne ero cBa3sbl-
BalOT C MMeHeM JlopeHuo MmbepTn, MOXHO npea-
MONOXWTb, UTO K ITOMY pe3y/bTaTy B TeX AN UHBIX
aetanax n dopmax NpuLLAM cpasy HECKONbKO CKYb-
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nTopoB. CBA3aHHbIN NpaBMaaMU CUCTEMbI NepCrek-
TUBHOIO COKPALLEHWS, CO3AAHHOM ANS ABYXMEPHOM
KapTUHHOW NAOCKOCTW, NEPCMNEKTUBHbIN penbed, kak
06BEKT TpexMepHbIA, 0b61asaroLWmii COBCTBEHHBIM
NnAacTMYeCKUM NPOCTPaAHCTBOM, Tak U He CMOT Op-
raHM4YHO CyLLEeCTBOBaTb B UCKYCCTBEHHO CO3/aH-
HOM cucTeme. MepcnekTuBHbIN penbed ocTancs B
pamkax 3aMKHYTbIX K1eiM ABEPHbIX N MebesbHbIX
BCTaBOK, B MENKOW NAacTuke B MeAabepHOM NC-
KyccTBe. B MOHyMeHTanbHbIX GOpMax 3TOT BUA UC-
nosib3yeTcs KpaniHe peako.

S10T HeboNbLLIOW 0630p NpeacTaBu Ty UCTO-
pUYeCcKn CNOXMBLIYHOCA CUCTEMY, MO NpaBuaam
KOTOPOMN M A0 HacCTOSLLLEro BPeMEHM CyLLLeCTBYHOT
npow3BefeHns, BbINOJHEHHbIE B penbede. Ho kak
coueTaTb ee C COBPEMEHHbIM Pa3BUTUEM UCKYCCTBA?
XX BeK npuLLen B UCTOPUIO UCKYCCTB C Aeknapaum-
el 06 HAMBUAYaNbHOM Noyepke. XapakTepHOCTb,
JNINYHOCTHBIM CTUb, YCTOMUMBO CYLLECTBYOLLNE BO
BPeMeHW 1 y3HaBaeMble B JI06OM KOHTeKCTe Kak
aBTOPCKMI BpeHs, cTann HeobXxoAMMbIM YCI0BU-
€M YCMeLIHOro CyL,ecTBOBaHUA B MMPe NUCKYCCTBa.
Ho Becbma KOHCepBaTMBHOE UCKYCCTBO penbeda
NpakTU4eckn He NpUemMaeT MHANBUAYaNbHbIX MPO-
rpaMm. Mo3TomMy aHanM3 3Toro BUAa CKy/AbNTypPbl
Ha nNpumepe NpPon3BeAEHNN COBPEMEHHOIO aBTo-
pa vHTepeceH v akTyaneH. bonblioe BneyataeHne
NPOW3BOAMUT rPaHANO3HbIA MOHYMEHTaNbHbIN MO3a-
NYUHbIN pesnbed, co3aaHHbir 3.K. Liepetenn ans ob-
LLLeCTBEHHOrO 3aHna Ha npocnekTe [nexaHoBa B
Téunmcm (1980). CkynbnTOp HalLen He TOAbKO aK-
TUBHBIN PUTMUYECKUI U NAACTUYECKUA XOA, HO U
bopmy cyLLecTBOBaHUA pesibePHOW KOMMO3NLNN B
apXUTEKType, CO3/aB MOHOIUTHYIO penbedHyto cTe-
HY, ONpeaenBLLYHO XyA0XKECTBEHHbIV 06pa3 3aaHus.

Cpeaun paboT, MCNONHEHHbIX B 3TOW TEXHWKE
— KOMMO3ULMS AeTCKOro KypOpPTHOrO ropoaka B
Apnepe ( 1973). B Helt ocobeHHO npuBaeKaTeb-
Ha niacTuyeckas NOABUXHOCTb abcTparmpoBaH-
HbIX BUTasIbHbIX GOPM, OPraHNUYHO BKIHOUEHHbIX B
€CTeCTBEHHbIV aHawadT. PasHoBENNKME pa3BUBaA-
HoLLMecs B MPOCTPaHCTBE NAOCKOCTM, C GaKTypHbI-
MU penbedHO AEKOPUPOBAHHBIMU NOBEPXHOCTAMM
KpacHbIX OTTEHKOB, NOCTaBAEHbI MOA Pa3HbIMU yria-
MU APYT APYrY W BblpacTatoT U3 BOAHOW FNaAn Kak
ckanbl. 3aech Llepetenv nposeMoHCTprpoBan yHu-
KasbHY0 CMOCOBHOCTb K CO3MAAHMIO XYAOXEeCTBEH-
HO npeTBOpeHHOro faHgwadTa. Bce npoctpaHcTeo
OKpY>KarolLlen cpeabl Noay4mao 6aarogaps 3Tomy
He TO/IbKO BblPa3nTe/IbHbIN XyAOXECTBEHHbIN 06-
pa3, HO M 3MOLIMOHAJIbHbIN aKLLEeHT.

CoefnHeHne MOHYMEHTaNbHbIX apPXUTEKTYPHbIX
dopMm n penpveda cTano xapakrepHbIM NPU3HAKOM
WHAMBWAYaNbHOrO TBOpUeckoro novepka Liepetenn.
OH NpoAeMOHCTpMpPOBa 3TO B LieJIOM paje Npouns-
BEAEHWIA, Cpean KOTOPbIX CKYbMNTYpHOE yKpaLleHne
KMHOKOHLEPTHOro 3ana roCTUHUYHOrO KOMMAeKca
WN3maiinoBo, penbedHble Gpursbl FOCTUHMLBI «AnTa»
(1978). MoHymeHT CuyacTbe geTsM BCEro Mupa B
bpoknopte, CLUA (1979), rae penbedbHble durypsi
pacrnonoXeHbl NO BCEV NOBEPXHOCTN CUMBOANYE-
CKMX 6pyTanbHbIX GOPMbI. ITOT XKe NPUeM CKy/bNTop
ncnosb3yer, HacbiWwas penbedamu cteny MoHyMeH-
Ta MNob6eapbl Ha MoknoHHOW rope B MockBe. Apxu-
TEKTYPHO-CKYbATYPHbIN aHcambb Ha MoKJIOHHOM
rope sBASEeT COOON MHTEPECHbIN NPUMEpP CUHTE3a
NCKYCCTB W 3acNy>KMBaeT OTAENbHOM TeMbl nccae-
[0BaHWs, HO B KOHTEKCTE AlaHHOM paboTbl MHTepec
npeacTaBaseT HebobWOW 06beKT. ITO penbedHble
BCTaBKM OObLUMX ABepel My3es.

Tema gekopupoBaHua BpaT cobopa nam 3Haum-
MOro o6LLeCTBEHHOro 3aHnA BCerja BOAHOBaNa
XYAOXHUKOB. VIcTOopryeckumMm npumepamMmm ctanm
3HaMeHUTbIA KOHKYpc 1401 roga Ha co3gaHuve Bpat
®nopeHTUINCKOro BanTUCTEPUS U COMEPHUYECTBO
mexay bpyHeneckn n f'mbeptu, asepu Ctapou Ca-
kpuctum CaH JlopeHuo [JoHaTteno. B atom xe pagy
«BpaTa aga» PoseHa gna Myses gekopatuBHbIX UC-
KyccTe B Napwvxe, KOTOpble NpeBpaTUANCL B MU ero
>KVU3HW 1 TBOPYECTBA M TaK U He BblIM 3aKOHYEHbI.
VHTepecHO B KOHTEKCTE 3TOM TpajuLMM paccMo-
TpeTb penbednl 3.K. Liepetenn. HecomHeHHO, yuun-
TbiBas OMbIT BENNKMX MPeALLECTBEHHNKOB, OH Kak
KaXkAbll XyJOXHUK CTPEMUICA HANTU COBCTBEHHYIO
dopmy BbipaxkeHMA. B KaXao KOMNO3nLmm npu-
CyTCTBYET LieHTpasbHaa KpymnHaa rpynna B okpy-
XeHun bonee Menkmx No Macwtaby pUTMUUeCcKm
OpraHn30BaHHbIX MJaCTUYECKNX d1eMeHTOB. Pa3-
Hoobpa3Hble Mo CIOXEeTY, HO eAnHble MO dopme,
penbedbl fBepeln My3es Ha [TOKNOHHOM rope Npu-
3BaHbl NOAJEP>KaTb NOTMYECKNe CBA3M CKYAbMTYpbI
N apXUTEKTYpPbl B CUHTE3€ UCKYCCTB.

Bosbwon Temolt B TBOpUecTBe 3. LiepeTenu cta-
N1 Npov3BeAeHs, BbINONHEHHbIe Ha EBaHrenbckme
ctoxetbl. [Tepes MHOTMMU COBpPeMEHHbIMM aBTOpa-

MW CTOUT onpeAeneHHas CNOXHOCTb B PELLIEeHMM 3a-
fay, CBA3aHHbIX C COeJMHEHMNEM UHANBUAYANbHOTO
TBOPYECKOro noyepka ¢ XXeCTKMMMN KaHOHUYECKN-
MW pamkaMu. MHOroBekoBasi TpaguLmns UCMOHe-
HWS CKYNbNTYPHbBIX NPOW3BEAEHWNIA Ha PENTNO3HbIE
TeMbI BblAaOWMMUCA MacTepaMu TakxKe Haknadbl-
BaeT OFPOMHY0 OTBETCTBEHHOCTb. VI Mbl BUAMM,
uTo 3gechb 3.K. Lpetenn ctpemMuTbCa nogaepxatb
Ananor ¢ Tpaguunen, NpuaepXmnBascb KaHOHUYe-
Cknx 06pa3oB 1 co3zaBas NPOU3BEAEHUS, COEAM-
HAKOLWMWe Kpyrablie n penbedHbie Gopmbl.

Cpean Hanbonee 3HakoBbIX Npou3segeHnii 3.K.
Llepetenn — cnoxHococTaBHasa komno3snyma «lo-
3HaHWe fobpa U 3n1a» - CKyNbMTYpPa, BHYTPb KOTOPOW
MO>HO BOWTW, OKa3aBLUMNCb B LLeHTpe HeCKOHeUHbIX
annto3nin, Gunocodckmx NPUYIT, MUEGOAOrNYECKMX
KoHTekcToB. CKy/IbNTOP NpeacTaBaseT obHaXeH-
HOro yenoBeka Tak, Kak TPakToBan ero cosgartenu
MundoB. HaroTa 3aech Kak 3HaK 3rmoca, cBobogHa oT
dusnonornyHoctn. CoTBOpEHME UyBCTBa pa3Bep-
TbIBA€TCA Kak COTBOPEHME MUpa.

OcobbIli WTPUX 3TOrO MHOTOrPaHHOro NPouns-
BeJleHNA B BO3MOXHOCTW yBUAETb 0bpaTHYHO CTO-
pOHY penbedoB, KOTOpas Npe3eHTOBaHa aBTOPOM,
Kak caMoCToATeNbHOE XyA0XXeCTBEHHOe Npon3Be-
JeHre. ITOT XeCT NoAYepKMBaHNA NAacTUYeCcKom
naev penbeda kak TpexMepHoro obbekTa, kak npo-
CTPaHCTBEHHOM GOPMBbI, KOTOpas NPeBaanpPyeT Haj
NMOBECTBOBATE/NbHOCTbIO CHOXKETa - OfHa 13 60/b-
LIMX yaay aBTopa.

3ypab KOHCTaHTMHOBMY He TO/IbKO BblAAOLW M-
€ XyfoxHUK. Ocob0o ApKO OH NPOABMA CBOM Ta-
NaHT B KyNbTYPHOM MeXAYHapOAHOM MPOCTPaHCTBE,
OCYyLLLeCTBAAA aKTUBHYIO TBOPYECKYHO, MPOCBETU-
Te/IbCKYIO 1 0BLWECTBEHHYO AeATeIbHOCTb. OH Bbin
nocnom gobpoin soan KOHECKO, uneHom 3apybex-
HbIX akaseMWUi, akTVBHO NPOABWIan UAen KyabTypbl
W rymaHu3Ma, OTKpbiBajl HOBble My3eun 1 Noajep-
XNBaN MONOAbIX XYAOXKHNKOB BO BCEM Mupe. Bes
ero Kapbepa — A0Ka3aTenbCTBO YHUKaIbHOrO Co-
eANHeHNA TanaHTa, SHeprum 1 MacwTtaba mbiLine-
HWS, U3MEHMBLLEro NpeAcTaBJeHNe O COBPEMEHHOM
nckyccTse.
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