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Summary: This article examines the hieroglyphic sign of
“emptiness” (liu-bai) as a shared conceptual framework
within which two artistic approaches — incompleteness
and suggestive understatement — are juxtaposed as two
nuances of this sign. Such an approach makes it possible
to trace cultural resonances and to reveal subtle distinc-
tions in the logic of meaning formation.

By comparing the artistic practices of the Russian sculptor
A.Y. Rukavishnikov and the Chinese sculptor Li Xiangqun,
the study focuses on how “emptiness” functions as
a mechanism for the generation of meaning in different
cultural contexts. In easel sculpture — most notably in
Goddess Archer (1979) and Swimmers (1986)—Rukav-
ishnikov minimizes form, retaining only fragments of the
body, key nodes of gesture, and vectors of movement.
As a result, incompleteness is transformed into a driv-
ing force of narration. In two memorial ensembles — in
Madrid and Moscow — the broken arch, the absence of
lions, and the column of figures dissolving into perspec-
tive materialize historical rupture, turning the monument
into a portal through which lived experience and collec-
tive memory enter the spatial field.

With the appearance of the ancient Greek sculp-
ture Venus de Milo in the first half of the nine-
teenth century ',[1] a form that had previously been
regarded merely as damage to an archaeological
artifact gradually entered the aesthetic system of
sculpture: “emptiness” ceased to be perceived as
a flaw and became an object of contemplation, in-

1. Venus de Milo. Circa 130-100 BC. Marble. Louvre Museum,
Paris. URL: https://collections.louvre.fr/ark:/53355/
cl010277627 (Date of access: 23 Nov. 2025).
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By contrast, in the easel works Traveler (Xingzhe) (2012)
and The Way (Dao) (2013), Li Xiangqun creates an image
open to interpretation: softened facial features, blurred
gender attribution, and the mirror-like surface of stain-
less steel render meaning dependent on the viewer's
gaze.

The study demonstrates that both sculptors seek to ar-
rive at meaning through emptiness; however, at a cer-
tain stage their approaches acquire different tonalities.
In the work of A.Y. Rukavishnikov, emptiness manifests
itself as incompleteness of form, where rupture becomes
a continuation of movement and history. In the practice
of Li Xiangqun, emptiness operates as suggestive under-
statement — a philosophical space for the generation
of meaning, in which significance arises not from form
itself but from its deliberate silence. Thus, “emptiness”
appears not as absence, but as an alternative mode of
wholeness: incompleteness and understatement emerge
as two artistic models of plenitude shaped by different
cultural systems.

Keywords: Sculpture of the 20" and 21¢ centuries, China,
Russia, liu-bai, Rukavishnikov, Li Xiangqun.

terpretation, and even admiration. This approach
resonates with the tradition of Chinese painting,
in which the principle of liu-bai (suggestive under-
statement) operates — an intentional use of emp-
tiness, where meaning is generated through what
is absent rather than what is depicted.

Shifting our perspective from the nineteenth cen-
tury to the present, this study examines certain fea-
tures in the work of two sculptors who belong to
the same historical period but to different cultural

traditions: A.Y. Rukavishnikov and Li Xiangqun. Their
comparison makes it possible to clarify how dif-
ferent national contexts and aesthetic orientations
shape the understanding of “emptiness” as an ar-
tistic device that generates meaning through the
absence of the “visible.”

In this context, we first turn to Goddess Arch-
er (1979) 2(Ill. 1),[2] a work created by A.Y. Rukav-
ishnikov in bronze and granite. The sculpture does
not present a complete figure of a mounted arch-
er, but rather a construction composed of selective-
ly emphasized and compressed bodily fragments
that capture a moment of taut force and the ten-
sion of facial muscles. As Rukavishnikov himself not-
ed, "here | referred to the legend of the Amazons:
the breast interferes with shooting, and therefore
Amazons, as a rule, got rid of it.” 3[3] Within this
context, the artist deliberately preserves only one
female breast, minimizing the volume of anatomi-
cal information and thereby not only indicating the
gender of the figure, but also referring to the im-
age of the woman archer rooted in ancient myth-
ological tradition. The right arm, extended for the
shot, is rendered in full, with the lines of its mus-
culature corresponding to the vector of movement,
while the left arm holding the bow is truncated at
shoulder level. The leg is also presented only par-
tially — as a fragment of the thigh interacting with
the saddle —yet it is precisely this minimized vol-
ume of plastic form that makes the image function-
ally complete: posture, trajectory of movement, and
inner energy do not require an intact body and in-
stead emerge through the incompleteness of form.

This logic of form-making finds a clear con-
tinuation in A.Y. Rukavishnikov's work Swimmers
(1986) 4(Ill. 2).[4] The sculpture is cast entirely in
bronze, and through the treatment of the surface an
expressive contrast emerges between rough, mas-
sive planes and smooth areas reminiscent of skin.
The figure appears to be “sealed” within an incom-
pletely worked metal block: only half of the head,
the right side of the chest, a fragment of the torso,
and partially released arms protrude from the mon-
olith. In particular, the raised right arm, the slightly
open mouth, and the barely perceptible expansion
of the ribcage unmistakably point to the moment of
a lateral breath taken by a female swimmer: lifted

2. Goddess Archer. A.Y. Rukavishnikov. 1979. Bronze, granite.

3. Private conversation between the author and
A.Y. Rukavishnikov. Moscow, December 2025.

4. Swimmers. A.Y. Rukavishnikov. 1986. Bronze.

IlL. 1. Goddess Archer. A. Y. Rukavishnikov. 1979. Bronze, granite.
Photograph taken by the author of the article; taken in February
2020 at the exhibition "Sculptor Aleksandr Rukavishnikov” in the
New Tretyakov Gallery

. 2. Swimmers. A. Y. Rukavishnikov. 1986. Bronze.
Photograph taken by the author of the article; taken in February
2020 at the exhibition "Sculptor Aleksandr Rukavishnikov” in the
New Tretyakov Gallery

shoulders, the expansion of the chest, and the rota-
tion of the body — these carefully preserved visual
cues allow the viewer to mentally reconstruct the
entire stroke and the rhythm of movement.

By contrast, those elements that do not play
a key role in the “narrative of movement"—the legs,
the full contour of the torso, and the other half of
the head — are deliberately left by Rukavishnikov
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Ill. 3. Monument to the Soviet Volunteers who Fought in Spain
during the Civil War. A. Y. Rukavishnikov. 1986. Bronze, granite.
Madrid, Spain. Photograph provided by the sculptor.

L. 4. Monument to Alexander Il. A. Y. Rukavishnikov. 2005.
Bronze, marble. Moscow, Vsekhsvyatsky Proyezd. Photograph
taken by the author of the article; shot in June 2024.

within the rough bronze mass, as if the figure has
not yet been fully released from the material. The
artist "liberates” from the solid block only those
nodes that are critically significant for the percep-
tion of gesture and, through a limited set of visual
markers, creates a sense of dynamic wholeness and
gender identification of the image. Thus emerges
an aesthetic of incompleteness grounded in selec-
tive partiality.
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In memorial projects with a more complex narra-
tive structure, we likewise find A.Y. Rukavishnikov's
use of the device of incompleteness. The Monument
to the Soviet Volunteers Who Fought in Spain dur-
ing the Civil War (1886) >(lll. 3),[5] located in Ma-
drid, takes the form of an unfinished triumphal arch:
the ruptured vault and broken edges create not so
much the trace of an uncompleted intervention as
a sense of a threshold — a passage from the ma-
terial to the eternal. The figures of the volunteers,
stretched into a line and gradually disappearing
into the mass of the rock, can be read as a meta-
phor for departure into immortality and dissolution
into history: they seem to become the very flesh of
the stone, continuing their movement beyond the
limits of the visible.

A similar ruptured structure can also be traced in
the Moscow Monument to Alexander Il (2005) é(lll.
4),[6] yet here it points not to the incompleteness
of an event, but to the fate of the monarch himself
and the trajectory of state history. A.Y. Rukavish-
nikov noted: “One needs to know a great deal in
order to understand all of this. For instance, in the
monument to Alexander Il there are sculptures of
lions: usually they face the four cardinal directions,
but only two are installed. The broken semicircular
rotunda surrounding the monument was originally
intended to be complete. Alexander Il seems to be
standing at the edge of an abyss, and the cut sur-
faces of the granite symbolize collapse.” ’[7]

The four lions, which traditionally signify the
four cardinal directions and stability, are reduced
to only two; together with the fragmented rotunda,
the exposed cuts of stone, and the barely percep-
tible inclination of the emperor’s figure, this cre-
ates a pronounced sense of incompleteness, as if
Alexander Il were standing on the brink of an ep-
ochal collapse.

| personally asked Rukavishnikov why there are
only two lions in the monument, whereas in West-
ern Europe — for example, at Nelson’s Column —
there are four. He replied that the ruptured circle

5. Monument to the Soviet Volunteers who Fought in Spain
during the Civil War. A.Y. Rukavishnikov. 1986. Bronze, granite.
Madrid, Spain.

6. Monument to Alexander Il. A.Y. Rukavishnikov. 2005. Bronze,
marble. Moscow, Vsekhsvyatsky Proyezd.

7. Maryanovskaya O. The Archetypes of the Rukavishnikovs
as the Hidden Meaning of Cuts: A Conversation with
A.Y.Rukavishnikov [R] // Official website of A.Y. Rukavishnikov.
August 2, 2021. URL: https://rukavstore.ru/2021/08/02/
arhetipy-rukavishnikovyh-kak-tajnyj-s/ (Date of access: 23
Nov. 2025).

of the colonnade, the stepped cuts of the pedes-
tal, and the slight tilt of the figure reveal the fate
of the ruler. Four lions usually symbolize all direc-
tions and stability, but here there are only two —
and, in his understanding, after Alexander Il Russia
was only beginning its search for a correct and sta-
ble path of development&.[8]

As noted by Erika Doss, “since the late twenti-
eth and early twenty-first centuries, memorials have
functioned less as ‘official’ sites of political author-
ity and more as repositories of public feeling, re-
flecting changing ideas about national identity and
cultural values.” °[9] Proceeding from this obser-
vation, it can be seen that both the Monument to
the Soviet Volunteers Who Fought in Spain during
the Civil War (1889) and the Monument to Alex-
ander Il (2005) demonstrate how A.Y. Rukavish-
nikov employs incompleteness not as rupture, but
as a metaphorical transition — from form to lived
experience — where partiality becomes a media-
tor of the viewer's emotional engagement. In this
way, “incompleteness” emerges as a mechanism
of affective co-presence, a mediator of collective
memory, and a site in which the past re-enters the
experience of the present.

As already mentioned, since antiquity China has
cultivated an aesthetic orientation toward the delib-
erate understatement of form, which in traditional
painting is defined by the concept of liu-bai (sug-
gestive understatement)—a principle according to
which meaning is generated not in the applied line,
but in what is consciously left unrepresented and
entrusted to the viewer's imagination. In his easel
sculptures, Li Xiangqun consistently develops this
aesthetic tradition: rather than striving for exhaustive
elaboration of form, he creates a space of meaning
through the selective presentation of material and
structure, a space that the viewer completes through
perception. Thus, in the works Traveler (Xingzhe)
(2012) ™(lll. 5)[10] and The Way (Dao) (2013) "'(lll. 6)
[11], the primary material is unpolychromed stain-
less steel; the facial features of human and animal
figures, as well as chromatic and textural distinc-
tions of the surface, are deliberately softened or

8. Private conversation between the author and
A.Y. Rukavishnikov. Moscow, September 2025.

9. Doss E. Memorial Mania: Public Feeling in America [M].—
Chicago: University of Chicago Press, 2010.— p. 2.

10. Traveler (Xingzhe). Li Xiangqun. 2012. Stainless steel.
T&) . F28 2012. LEHN.

11. The Way (Dao). Li Xiangqun. 2013. Stainless steel.

(E) . Z=%% 2013. FHN.

Il 5. Traveler (Xingzhe). Li Xiangqun. 2012. Stainless steel.
Photograph provided by the sculptor.

eliminated. The reflective metallic surface and un-
filled volumes generate an open narrative structure
in which understatement becomes a condition for
meaning-making.

Traveler (Xingzhe) (2012) takes as its proto-
type the image of Confucius. Li Xiangqun himself
noted: "Making the image as feminine as possi-
ble was a conscious choice: the face is polished
to an even softer finish, and the delicate hands,
crossed and barely touching the chest — this is
all connected with my intention to convey the
image of the Teacher beyond gender bounda-
ries. ‘Confucius’ is not a specific individual, but
a spirit of aspiration endowed with time: it has
a past, a present, and a future. This is the impres-
sion the spirit of Confucius made on me — as if
a wayfarer who has come from history, is walk-
ing through the present day, and is oriented to-
ward tomorrow.” 2[12]

The scale of the figure is slightly smaller than
that of an adult male; the eyes on the face are not
delineated. However, the mirror-like surface of the

12. He Cai. “Li Xiangjun: Words Exhaust but Meaning Endless”
[A] // Contemporary Art, 2012, No. 8.
BE. (F2# . SARMELH) [Al/ (HHEK) ,
2012, N2 8.
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Ill. 6. The Way (Dao). Li Xiangqun. 2013. Stainless steel.
Photograph taken by the author of the article; shot in August 2025
in Li Xiangqun’s studio in Beijing.

stainless steel reflects the viewer's face, transform-
ing the "gaze of Confucius” into the gaze of the
beholder. In this way, an effect of the observer's
self-projection into the image emerges, creating
a subtle resonance with a thought from the Lunyu
(Analects): “I examine myself three times daily,” '3[13]
where the act of looking is directed outward and
inward simultaneously.

As He Cai aptly noted in the article Li Xiangqun:
Words Are Finite, but Meaning Is Infinite: “A good
poem is completed in words, yet inexhaustible in
meaning. This aesthetic orientation is also evident
in the work of Li Xiangqun: he understands that
clarity excludes ambiguity — the more explicit the
expression, the less space remains for suggestion.
In poetry, what matters most is often what is not
said directly, and it is precisely this that the at-
tentive reader apprehends. Perhaps any image of
Confucius should be elusive, and if we make it too

13. Confucius. The Analects [B]. Shandong Pictorial Publishing
House, 2021, p. 11. ALF. (18i8) [B]. LUWAREIR LR
$1.2021:11.
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Il 7. "Our Old Rector” Li Xiangqun. 2015. White bronze.
Central Party School, Beijing

definite, we inevitably lose part of its inherent mul-
tilayered quality.” *[14]

This commentary precisely reveals the author’s
strategy in Traveler (Xingzhe) (2012): Confucius is
not “brought to completion” here, but is deliber-
ately left in a state of suggestive understatement.
The more indeterminate the form, the more mul-
tifaceted the meaning; the broader the interval of
“emptiness,” the freer the thought. Incompleteness
thus becomes not a shortcoming, but a condition
for the unfolding of a philosophical space in which
the image exists not as a fixed figure, but as a field
for the generation of meanings.

In The Way (Dao) (2013), Li Xiangqun trans-
lates the principle of liu-bai into another register
of expressiveness. The figure riding a hybrid crea-
ture is deprived of a definite gender and individual
specificity; the face is left entirely blank, allow-
ing the image to be associated both with a his-

14. He Cai. "Li Xiangjun: Words Exhaust but Meaning Endless”
[A] // Contemporary Art, 2012, No. 8. ¥, (Z=2E : =5
RTEEFES) (Al // (HRER) , 2012, N0 8,

Il 8. “Flag.” Li Xiangqun. 2017. Bronze. Central Party School, Beijing. Photograph provided by the sculptor.

torical persona and with a person of any era. The
creature beneath is equally ambiguous: it com-
bines the wings of a bird, the head of a herbi-
vore, and the body of a predator, yet is devoid of
eyes — as if it gathers traits of multiple forms of
life while simultaneously excluding any univocal
reading. This “neither-man-nor-woman / neither-
bird-nor-beast” structure embodies a mode of
thinking that transcends species-based and clas-
sificatory boundaries.

A key role here is played by stainless steel. Its
mirror-like surface reflects space, the viewer, and
light, causing the image to change depending on
its environment: the figure and the creature are
not fixed, but are generated anew at the moment
of observation. Such mutability resonates with the
words of the Dao De Jing: “The Dao that can be spo-
ken is not the constant Dao; the name that can be
named is not the constant name,” *[15] suggest-
ing that the path cannot be exhausted by naming
and that form resists definitive fixation. The reflec-
tive surface releases the sculpture from a state of
stasis, transforming it into a flow — a fluid, ev-
er-changing vision.

15. Laozi. The Dao De Jing [B]. Beijing: China Federation
of Literary and Art Circles Publishing House, 2025, p. 1.
EF. (BREEZ) (Bl PESEAHRTL.2025:1.

The absence of facial features, the blurring of
gender, the hybridity of species, and the mirror-like
optics together generate a state of suggestive under-
statement in which meaning is completed through
the viewer's gaze. Li Xiangqun does not “carve” phi-
losophy; rather, he allows it to manifest through
the material itself: emptiness becomes a bearer of
thought, and the Dao is not what is modeled, but
what comes into being in the act of looking.

Sun Zhenhua once observed that prior to the pe-
riod of Reform and Opening Up, modern Chinese
sculpture can be provisionally divided into two stag-
es: before 1949 it was largely oriented toward the
French tradition, while after 1949 it turned toward
the Soviet model. Subsequently, relations between
China and the USSR deteriorated; nevertheless, the
influence of the Soviet school in the field of sculp-
ture continued to persist '.[16]

Within this context, the monumental practice of Li
Xiangqun inevitably acquires a relatively stable visual

16. Sun Zhenhua. The Influence of Soviet-style Sculpture on
Chinese Sculpture [A] // Shenzhen News — Shenzhen
Commercial Daily. 18 June 2014. URL: https://collection.sina.
com.cn/plfx/20140618/1618155035.shtml (Date of access: 23
Nov. 2025). #MRIE. (HXMEXN PEREBROFIT) [Al//
I IFT BN - Y158 18.06.2014. URL: https://collection.sina.
com.cn/plfx/20140618/1618155035.shtml (zaTta obpaLyeHus:
23.11.2025).
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IlL. 9. Monument to Eduard Streltsov. A. Y. Rukavishnikov. 1998.
Bronze. Moscow. Photograph courtesy of the sculptor.

character. Works such as Our Old Rector (2015) "7(lIl.
7)[17], Flag (2017) "8(lIl. 8)[18], and The Soul of the
Red Army (2019) ™[19] are distinguished by the in-
tegrity of form and clarity of narrative, possessing
legibility and a symbolic structure close to that of
monuments of Soviet socialist realism.

In contrast to his easel works — Traveler (Xingzhe)
(2012) and The Way (Dao) (2013)—where openness,
liu-bai (suggestive understatement), and the view-
er's participation in meaning-making predominate,
monuments in public space demonstrate a tenden-
cy toward visual closure and semantic definiteness.
This difference is obycnosneHa not by a change in
the artist’s creative stance, but by the functional na-
ture of the monument within Chinese public space:
it is oriented toward collective perception, nation-
al memory, and state narrative, which necessitate
a more unambiguous image and a stable seman-
tic structure.

At the same time, both artists are distinguished
by the multidimensionality of their artistic language,
and the oeuvre of A.Y. Rukavishnikov likewise in-
cludes works that correspond to broader tenden-
cies in the development of sculpture in the twentieth
and twenty-first centuries. This is evident in his re-
alistic and formally complete works — such as the
monuments to Eduard Streltsov (1998) 2°(lll. 9)[20]

17. "Our Old Rector.” Li Xiangqun. 2015. White bronze. Central
Party School, Beijing. (FAJAIEREK) . =S8 2015. 4. 46
R PHORTER,

18. “Flag.” Li Xiangqun. 2017. Bronze. Central Party School, Beijing.

(HEIR) . ZF%%f 2017. /8. bR - PHPRER.

19. The Soul of the Red Army. Li Xiangqun. 2019. Bronze. Guangxi,
China. (£IZ5E) . %8 2019. 8. FET 7.

20. Monument to Eduard Streltsov. A.Y. Rukavishnikov. 2015.
Bronze. Moscow.
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Il 70. Monument to Konstantin Rokossovsky. A. Y.
Rukavishnikov. 2015. Bronze. Moscow. Photograph courtesy of the
sculptor.

and Konstantin Rokossovsky (2015) #'(lll. 10)[21]—as
well as in his easel sculpture, including Woman with
a Shovel (1984) 2(lll. 11)[22], the series Summer in
the City (1975-1984), and other works in which the
artist employs finished form and classical figuration.
Conclusion
Analyzing the Venus de Milo, Tessa Adams noted
that “"the fragmentation had been transformed as
the agency of sufficiency, and thereby the agency
of the sublime.” 2[23] This insight provides a con-
ceptual framework for understanding the artistic
strategies of A.Y. Rukavishnikov and Li Xiangqun.
On the basis of the material examined, a preliminary
conclusion may be drawn: both artists employ empti-
ness as a means of extending meaning — form is not
brought to completion, narrative is not closed, and in-
formation is not carried to a final point. Absence, rup-
ture, and silence thus become stimuli for the viewer’s
imagination, which completes the image independently.
It may be suggested that, having inherited and prac-
ticed a realist manner, both artists subsequently turn
toward the search for their own plastic intonation, in
which recourse to “emptiness” becomes one of the key
devices. However, when this device is transferred into
different types of artistic practice and cultural contexts,
the direction of its operation diverges significantly.
In easel sculpture, emptiness is read in oppos-
ing ways. In the work of A.Y. Rukavishnikov, it ac-

21. Monument to Konstantin Rokossovsky. A.Y. Rukavishnikov.
1998. Bronze. Moscow.

22. Woman with a Shovel. A.Y. Rukavishnikov. 1984. Bronze.

23. Tessa Adams. The Threshold of the Real: Canalizing the Body
as Object Art [A] // Interpreting Ceramics, Issue 8. URL: http://
interpretingceramics.com/issue008/articles/01.htm (Date of
access: 6 Dec. 2025).

centuates corporeality, gender determination, and
the dynamics of gesture: his works resemble a com-
pact and compositionally lucid Western novella, in
which character, action, and emotional impulse are
clearly delineated, while the viewer reconstructs
not identity, but the trajectory of effort, the logic
of movement, and the tempo of unfolding action.
Li Xiangqun, by contrast, deliberately blurs sexual
attribution, allowing the image to oscillate between
the masculine and the feminine. His conception is
close to the Chinese taiji model of thought: yin con-
tains yang, yang is embedded in yin, and opposites
are fluid and mutually transformative. Like an an-
cient Chinese poem, such sculpture does not pre-
suppose a single interpretation — meaning arises
in the very process of perception.

In the memorial sphere, the distinction becomes
even more pronounced — although it is not tied
to an aesthetic opposition, but rather to differenc-
es in context and genre-specific demands. In the
work of Li Xiangqun, the device of liu-bai (sugges-
tive understatement), which he actively employs in
easel sculpture, has not yet been integrated into the
monumental format. Under conditions of state rep-
resentativeness, public legibility, and a high degree
of semantic determinacy, he favors a finished, fig-
urative, and easily interpretable image that largely
inherits the models of socialist realism. The situ-
ation with A.Y. Rukavishnikov is more complex:
his memorial projects are diverse, and not all of
them rely on the device of incompleteness. How-
ever, in a number of ensembles this strategy be-
comes a key expressive mechanism. Incompleteness

is transformed into a visualization of historical rup-
ture: the broken arch, the absence of lions, and the
column of figures dissolving into perspective form
an open-ended temporal structure, within whose
“cracks” the viewer encounters themes of fate, war,
and collective memory. In such cases, incomplete-
ness becomes an emotional point of entry, shifting
the monument from narrative grandeur toward an
experience that can be appropriated by society and
embedded within national memory. Thus, the dif-
ference between the two artists is explained not by
opposing creative attitudes, but by divergent me-
morial tasks: easel work allows for open interpre-
tation, whereas the public image is often obliged
to be unambiguous.

Thus, two artists operating within different cultur-
al spaces demonstrate a structural convergence —
both arrive at meaning through “emptiness,” yet at
a certain stage their trajectories diverge. One extends
movement and history through rupture; the other
reveals philosophy through emptiness. Emptiness
is not equivalent to absence, nor is it an endpoint;
rather, it represents different models of wholeness
within different civilizational systems. Why and how
emptiness becomes compelling admits of no sin-
gle answer: what we encounter is not a completed
line, but a branching path. Perhaps these differenc-
es arise not from sculptural form itself, but from
context, institutional frameworks, and cultural log-
ic. Emptiness is capable of becoming beauty —but
when, why, and in what manner remains to be re-
thought across diverse social spaces.
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N TN CAHBL3KOHb: MPUHLN «/1FOUV-BAW» U ETO
BOMNOLWEHWE

AHHoOTauums: B cTaTbe neporamounyecknin 3Hak «nycro-
Ta» («1roN-6ali») paccMaTpUBAETCA Kak OBLLMIA KOHLENT,
B paMKax KOTOpPOro comnocTaB/ieHbl ABa XyA0XeCTBEHHbIX
nosxoAa — He3aBepLUEHHOCTb U HeJ0CKa3aHHOCTb —
KakK JBa OTTeHKa 3TOro 3Haka, YTO Mo3BOAAeT yBUAETb
nepekanYKy KyabTyp U BbIAIBUTb HHOAHCbl JIOTUKW CMbIC-
noobpasoBaHus.

B conocraBneHnmn onbiTa poCcCUNCKOro ckyabmnTopa
A. V1. PyKaBUWLIHMKOBA W KMTANCKOTo ckyabntopa Jn CaHb-
L3tOHA aKLLeHT JenaeTcs Ha TO, Kak B Pa3/INUHbIX KyJlb-
TYPHbIX KOHTEKCTaX «MyCcToTa» CTaHOBUTCA MEXaHU3MOM
reHepaLumun cMmbicna. B ctaHkoBoW nnactuke — npexge
Bcero B pabotax «Jlyunuua» (1979) n «Mnosupi» (1986) —
PykaBULIHMKOB MUHUMU3NPYET GOPMY: OCTaBAAET NNLLb
dparmeHThbl TeNa, KtoUeBble y3bl XecTa 1 HarpasieHus
ABUXKEHUA, BCEACTBME Yero He3aBepLIEHHOCTb NpeBpa-
LaeTca B ABWUraTesib NOBECTBOBaHMA. B AByx Memopuans-
HbIX aHcambaax — B Magpuge n Mockse — pa3opBaHHas
apka, OTCyTCTBME IbBOB W PacTBOPAIOLLAACA B Nepcrek-
TVBE KONOHHa GUIyp MaTepunanmsytoT MCTOPUYECKMI pas-
pbIB, MpeBpaLLas MOHYMeHT B NopTas, Yepes KOTOpbI
B MPOCTPaAHCTBO MPOHMKAET NepexnBaHne n Konnek-
TMBHasA NamATb.

C nosBneHnem B nepBon nonosuHe XIX Beka
APeBHerpeyveckon ckynbntypbl «BeHepa Munoc-
ckas»',[1] popma, KOTOpyto Npexae MOXHO 66110 Obl
paccMaTpuBaTh NNLLb Kak NOBPEXAEHNe apxeoso-
rmyeckoro aptedakTa, MOCTEMNEHHO BOLLIA B 3CTETU-

1. «BeHepa Munocckas». Okono 130-100 rr. go H. 3. Mpamop.
JNlysp, Mapwx. URL: https://collections.louvre.fr/ark:/53355/
cl010277627 (pata obpaLyeHus: 06.12.2025).
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B npoTMBONONOXHOCTL 3TOMY, B CTaHKOBbIX paboTax
«MyTHUK (CnHBbYX3)» (2012) 1 «[yTb (Jao)» (2013) fin
CAHbL3IOHb CO34aET 06pa3, OTKPLITbIN A5 UHTEPPeTaLLMN:
ocnabsieHHble YepThbl NLA, pa3mblTas FreHAepHas aTpu-
6yLMs 1 3epKanbHas NOBEPXHOCTb HEPXKaBeoLLLen cTa-
SN leNatoT CMbICA 3aBUCUMbIM OT B3r/isAa Habarogartens.

WNccnepoBaHme nokasbiBaeT, 4to oba ckynbnTopa cTpe-
MATCA NPUIATU K CMbIC/TY Yepe3 NyCcTOTY, O4HaKO Ha onpe-
AEeNéHHOM 3Tarne MX MoAXoAbl MPMOBpPETAlOT pasHble
oTTeHkn. ¥ A. V. PykaB/LWHWKOBa NycTOTa NpoABaseTca
Kak He3aBepLEHHOCTb GOPMbI: pa3pbiB CTAHOBUTCA MpPO-
AOKEHNEM ABMXKEHMNA U uctopun. Y Jn CAHbL3IOHA Xe
nycToTta AencTByeT Kak Hef0CKa3aHHOCTb — MPOCTPaH-
CTBO $1A0COPCKOro NOPOXKAEHNA CMbICNA, FAe 3Haue-
HVe BO3HWKaeT He U3 popMbl, a U3 eé ymonyaHus. Takum
06pa3om, «nycToTa» NpeAcTaeT He OTCYTCTBMEM, @ ab-
TEepHaTMBHOW GOPMOW LLeNIOCTHOCTU: He3aBePLLUEHHOCTb
W HeJ0CKa3aHHOCTb CTAaHOBATCA ABYMS XY0XKECTBEHHbI-
MU MOZENSMMU NOJHOTbI, POPMUPYEMbBIMU PA3ANUYHBIMU
KYyNbTYPHBIMW CUCTEMAMMU.

KnroueBble cnoBa: Ckyrenmypa XX u XXI eeka, Kumat,
Poccus, «nroli-6ali», PykasuwiHukos, /lu CaHbY3H0Hb.

YeCKyH CUCTeMY CKYbMNTYpPbl: «MyCTOTa» nepecra-
/1a BOCMPUHUMATBCSA KaK U3bAH U CTasla 06 bEKTOM
CO3epLaHus, MHTeprpeTaLmm 1 Aaxe BOCXMLLEHWS.
TOT NOAXOA NEPEKNNKAETCA C TPAZULMEN KMTANCKON
>XMBOMWUCK, B KOTOPOI AENCTBYET MPUHLUM «JIHO-
6all (HefoCKa3aHHOCTb)» — HaMEPEHHON MyCTOTbl,
CO3JaHMs CMbIC/A Yepe3 OTCYTCTBYHOLLEE, a He ye-
pe3 n3obpaxeHHoe.

MepeHecs B3rnag n3 XIX seka B COBPEeMEHHOCTb,
B HacToslLLLEel paboTe pacCMOTPYM HEKOTOPbLIE YEpPTbI
B TBOPYECTBE ABYX CKY/NbNTOPOB, NPUHaANEXALLNX
OA4HOMY NCTOPUNYECKOMY BPEMEHM, HO Pa3INYHbIM
KyNbTypHbIM Tpaamumam: A. V. PykasuiwHunkosa v Jln
CAHbL3IOHb. VX conocTaBaeHve NO3BOANT NPOAC-
HWUTb, KakuM 06pa3oM pas/inyHble HaLMOHa bHblEe
KOHTEKCTbI 1 3CTeTUYecKne yCTaHoBKN GopmMunpy-
FOT MOHUMaHMeE «MNyCTOTbl» — KaK XYJ0>XXeCTBEH-
HOro Npréma, Co34aroLero CMbICN Yepes OTCyT-
CTBYE «BUAMMOTO».

B a3ToM nnaHe Mbl Npexae Bcero obpalaemca
K co3gaHHon A. . PykaBUWHUKOBLIM 13 BPOH3bI
W rpaHuTa pabote «JlyuHunua» (1979)%(Puc. 1).[2]
CkynbnTypa npeactaBaset coboi He LLeNoCTHYH
burypy BcagHuLbI C TYKOM, @ KOHCTPYKT 13 BbI6O-
POYHO BblfeNIeHHbIX N CKaTblX GparMeHTOB Tena,
burKCMpyoWwmMx MrHOBEHME HATAHYTOW CUAbI U Ha-
NPAXeHUA MUMUYECKMX MbIlwL. Kak oTMeyan cam
A. . PykaBUMLWHWKOB, «34ecb A obpallanca K npe-
JaHuo 06 aMasoHKax: rpyab MelaeT cTpenbbe,
MO3TOMY aMa30HKMW, KaK NpaBuio, OT Heé n3bas-
nannce» 3.[3] B 3ToM KOHTEKCTe Xy[0XHUK CO3Ha-
Te/IbHO COXPaHAET /INLLb OAHY XXEHCKYHO rpyab, MU-
HUMU3NPYs OOBEM aHaTOMMUUECKON MHbOPMaLmK
M TEM CaMbIM He TONbKO 0b603Hauas reHaep oury-
pbl, HO 1 OTCbI1as K 06pa3y >KeHLWMNHbI-NYYHULLbI,
YKOPEHEHHOMY B aHTUYHOM MU OOrMyeckon Tpa-
anumn. Npaeas, BbITAHYTas 418 BbICTpena pyka Bbl-
NoJIHeHa MNONHOCTbIO, IMHUK €€ MYCKyAaTypbl CO-
OTBETCTBYHOT BEKTOPY ABUXXEHUSA, TOTAa Kak feBas,
Jep>kalan nyk, obpblBaeTCs Ha ypoBHe naeva. Hora
TakXXe AaHa 4acTMYHO — anwb dparMeHT Hegpa,
B3aMMOJAENCTBYIOLWMNI C CEAIOM, — OHAKO UMEH-
HO MUHWMW3MPOBAHHBIN O6BEM MAACTUKK fenaeTt
06pa3 GyHKLMOHaANBHO COCTOATENbHBIM: N03a, Tpa-
eKTOpUA ABUXKEHNA N BHYTPEHHAA SHEPrus He Tpe-
OyIOT LLesIoro Tesla n poxaarotcs baarosaps Hesa-
BePLIEHHOCTN GOPMBbI.

JTa noruka ¢opmMoobpazoBaHUsA HAXOANUT AC-
Hoe npogoxeHue B pabote A. /. PykaBuLIHNKOBa
«[MnoBubi» (1986) 4(Puc. 2).[4] CkynbnTypa LeAnKoM
oTAuTa 13 6POH3BbI, U 3a CHET 06pPaboTkM NoBepx-
HOCTW BO3HWKAET BbIPa3UTE/IbHbIN KOHTPACT MeXay
rpy6bIMY MacCMBHBIMW MJIOCKOCTAMU U TNaAKUMM
yJyactkamu, HanoMuHaroLWmmMm koxy. Obpas coBHO
«3arevaTaH» B He A0 KOHLLa pa3paboTaHHOM meTan-

2. «Jlyynunua». A.W. PykaBuwiHunkos. 1979. bpoHsa, rpaHuT.

3. YactHas becepa aBTopa ¢ A. . PykaBuLIHMKOBBIM. MOCKBa,
Aekabpb 2025 roga.

4. «Mnosupbl». A.W. PykaBuwwHmnkos. 1986. bpoHsa.

Nnyeckom 6a0Ke: NLb NONOBMHA rO/I0BbI, NpaBas
YacTb rpyAHON KIeTkU, GparMeHT Topca 1 YacTuu-
HO BblICBOBOXAEHHbBIE PYKW BbICTYNarOT U3 MOHO-
nunta. OCcobeHHO NpuUnoaHATas nNpaBas pyka, YyTb
PacKpbITbIA POT M eABa 3aMeTHas aMnAnTyaa rpya-
HOM KNeTKN HeABYCMbIC/IEHHO YKa3blBatOT Ha MO-
MEHT HOKOBOrO BA0Xa Y XXEHLNHbI-NA0BLA: NPU-
NOAHATbIE MAEYM, paclUMPEHME TPYLHOM KAeTKM,
NMOBOPOT KOPMyca — 3T TLLATENbHO COXPaHEHHbIE
3puUTeNbHble NPU3HaKM MNO3BOASIOT 3PUTENHO MbIC-
NeHHO JOCTPOUTL BECb rPeboK 1 pUTM ABMXEHMA.

B NpOTMBOMNOAOXHOCTL 3TOMY 3/IEMEHTbI, HE UT-
paroLine KAKYEeBON Pon B «HappaTuBe ABUXKE-
HWS»: HOTW, MOJIHBIN KOHTYpP TOpCa, BTOpas NON0BU-
Ha ronoBbl,— PyKaBWLIHWMKOB HaMEPEHHO OCTaBAsET
B rpybori 6poH30BOI Macce, CNoBHO durypa eLé
He 0 KOHL@ 0CBOBOXAEHa OT MaTepuana. XyAox-
HUK «BbICBODOOXJaeT» U3 LIeIbHOro 610Ka TONbKO
Te Y3/bl, KOTOPble KPUTUUECKM 3HAUMMbI A5 BOC-
NPUATUA XeCTa, N C MOMOLLbIO OFPaHUYEeHHOrO Ha-
60pa BU3yasbHbIX MapkepoB GOpMUPYET OLLyLLeHME
ANHaMNYeCKOW LLleNOCTHOCTU U TeHAEPHON UAEHTU-
durkaumm obpasa. Tak BO3HUKAET 3CTETMKA HE3aBep-
LWEHHOCTMW, OCHOBAHHas Ha BbIGOPOUYHOWM HEMONHOTE.

B 6onee coXHbIX MO NOBECTBOBATENbHOW CTPYK-
Type MEMOPVa/bHbIX MPOEKTax Mbl Tak)xe 0BHapyXm-
BaeM rnpumeHenve A. V. PykaB1LIHWKOBbLIM Mpunéma
He3aBepLUEHHOCTU. «[TaMATHMK COBETCKUM A06pO-
BOJIbLIaM, BOEBaBLUMM B VcnaHuu B rogbl rpaxgaH-
CKOW BOWHBbI» (1886) >(Puc. 3),[5] pacnonosxeHHbIN
B Magpuae, npeacraBaseT cO60M HeAOCTPOEHHYHO
TprymMdanbHyro apky: pa3opBaHHbIi cBOA 1 06710-
MaHHble Kpas CO34atoT He CTONbKO ciej HesaBep-
LWEHHOrO BO3AENCTBUS, CKOJIbKO OLLYyLLEHME MOPO-
ra —nepexoja 13 MaTepuanbHoro B BeyHoe. durypel
[06POBOBLLEB, BLITAHYTbIE B IMHWIO U MOCTEMEHHO
ncyesarollme B MacCMBe CKasbl, MOTyT BbITb NPO-
ynTaHbl Kak MeTadopa yxosaa B beccmepTme n pac-
TBOPEHWUS B UCTOPUM: OHWN CIOBHO CTAHOBATCA Ca-
MOW MAOTbIO KaMHS, NPOA0XKasA CBOE ABMXKEHUE
3a npegen BUAMMOrO.

AHanornyHas pasopBaHHas CTPYKTypa npocie-
KMBaETCA Y B MOCKOBCKOM «[lamsATHWKe AfekcaH-
apy I1» (2005) ¢(Puc. 4),[6] ogHako 3aecb OHa yKa-
3bIBAET Y>Ke& He Ha He3aBepLIEHHOCTb COObITUS,
a Ha cyAbby camoro MoHapxa 1 TpaekTOpPUIO rocy-

5. MamATHUK coBeTCKMM J06POBO/IbLLAM, BOEBABLLNM
B MicnaHuw B rogpl rpaxaaHckow BOMHbI.
A.N. PykaBnwHmkos. 1986. bpoHsa, rpaHut. Vicnanus,
Magpwa.

6. MamatHuk AnekcaHgpy Il. A.W. PykasuwHukos. 2005.
BpoH3a, Mmpamop. MockBa, BcexcBATckmin npoe3a.
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AapcTBeHHon nctopum. A. V. PykaBuLIHMKOB OTMe-
Yyan: «Hago o4eHb MHOrO 3HaTb, YTO6bI BCE 3TO MO-
HATb. CkaxxeM, MamaTHUK Anekcanapy || —Tam ectb
CKYNbNTYpPbl NbBOB, OO6bIYHO OHW CMOTPSAT B YeTbl-
pe CTOPOHbI CBETA, HO YCTaHOB/IEHbI TO/ILKO ABe.
Oxpy>atowana namaTHUK CIOMaHHasa NoyKpyriaas
POTOHAA NepBOHaYaNbHO AOAXKHA Oblna ObIThb Le-
noin. Anekcargp |l kak 66l cTouT y 06pbiBa, Cpesbl
rpaHuTa CMMBOAM3MPYIOT 06pyLIeHne.» 7[7]

YeTbipe NbBa, TPaANLMOHHO O3HaYatoLLMe YeTbl-
pe CTOPOHbI CBETa U YCTOMYMBOCTb, CBEAEHbI INLLb
K A BYM; BMecTe ¢ GparMeHTMPOBaHHOW POTOHAOMN,
OTKPbITbIMW Cpe3aMn KaMHSA 1 efBa 3aMeTHbIM Ha-
KAOHOM burypbl MMnepatopa 310 bopmMumpyeT Bbl-
paXKeHHYr He3aBepLUEHHOCTb, CNoBHO AsekcaHap Il
CTOVT Ha rpaHu obBasna 3Moxu.

A "MuHO cnpawwnBan PykaBULIHMKOBA: nNoye-
My B NaMATHWKe TO/bKO ABa JbBa, TOr4a Kak B 3a-
nagHow EBpone — Hanpumep, y KosoHHbI Henbco-
Ha — nx yeTblpe? OH OTBETWUJ, UTO Pa30PBaHHbIN
KPYr KONIOHHaAbl, CTyneH4YaTble Cpe3bl MoCTaMeHTa
N NErknii HakAoH GUrypbl packpbiBatoT cyabby ro-
cysapa. YeTbipe fbBa 0ObIYHO CMMBONN3MPYIOT BCE
HanpaB/eHNs N YCTOMUYMBOCTb, HO 34€Chb UX ANLLb
fBa — 1, NO ero NOHMMaHwuo, nocne AnexkcarHapa i
Poccua Tonbko BCTynana Ha NyTb NOMCKa BEPHOTO
N cTabunbHOTO HanpasieHusa pa3Butma .[8]

Kak oTmeuaeT Ipmka [occ, «<HaumHaa ¢ KoHLa
XX — Hauyana XX| Beka MemMopuaibHble 0OBEKTbI
BCE MeHbLUe QYHKLMOHNPYIOT Kak «0puLmanbHbie»
3HaKW NOJIUTUYUECKOM BAaCTU 1 BCE Bonblle — Kak
«peno3utopun nybanyHoro adpdekrta», oTpaxatro-
LMe M3MEHAOLWMECA NPeACTaBAEHNA O HaLMOHaNb-
HOW MAEHTUYHOCTMN U KYNbTYPHbIX LEHHOCTAX 06LLe-
ctBa» °.[9] Ncxoaa ns aToro HabatoaeHUsa, MOXHO
YBWAETb, UTO KaK «[1aMATHMK COBETCKMM J0OPOBO/b-
Lam, BoeBaBLUMM B /IcnaHnmM B rofbl rpaXkaaHCKoM
BOVHbI» (1889), Tak u «[MamATHMUK AnekcaHapy |1»
(2005) pemoHcTpumpytoT, kak A.W. PykaBWLLIHWKOB MC-
NoJ/ib3yeT He3aBePLUEHHOCTb He Kak pa3pblB, a kak
meTadopuyecknii nepexos — oT GopMbl K nepe-
>XXMBaHWIO, FAe HeMOJHOTa CTAaHOBUTCA MeAnaTo-
POM 3MOLMOHA/IbHOTO BKAOYEHMSA 3puTens. Takum
06pa3om, «He3aBepLUEHHOCTb» CTAHOBUTCA Mexa-

7. MapbsHoBckas O. ApxeTunbl PykaBULIHMKOBBIX Kak TalHbIN
CMbICA ceyeHuin: 6ecega ¢ A.W. PykaBuwHukosbiM [R] //
OdwuumanbHbin cant A. /. PykaBuwHukosa. 02.08.2021. URL:
https://rukavstore.ru/2021/08/02/arhetipy-rukavishnikovyh-
kak-tajnyj-s/ (aata obpatueHus: 23.11.2025).

8. YactHas 6ecepa aBTopa ¢ A. V. PykaBuwHuKoBbIM. MOCKBa,
ceHTa6pb 2025 roga.

9. Doss E. Memorial Mania: Public Feeling in America [M].—
Chicago: University of Chicago Press, 2010.—p. 2.
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HU3MOM 3MOLMOHANbHOMO COMPUCYTCTBUSA 3pUTENS,
MeAMaToOPOM KOJNEKTUBHOM NaMsATh U TEM MECTOM,
rAe NpoLioe BHOBb BCTYMaeT B OMbIT HACTOALLErO.

Kak y>xe ynomuHanocb, B Kutae ¢ gpeBHoOCTH
yKOpeHunacb 3cTeTnyeckasa ycTaHOBKa Ha Hame-
PEHHYH HEeA0CKa3aHHOCTb GOPMbI, UTO B TPaAu-
LMOHHOW XMBOMUCK OnpesensieTcsd NOHATUEM
«ton-6an» (HeaoCKa3aHHOCTb) — KOTAa CMbICA
poxzaeTcs He B HAHECEHHOW NMHWUK, @ B TOM, YTO
CO3HaTes/IbHO He M306paXxkeHo 1 nepesaHo BOOO-
paxeHwuto 3putens. JIn CaHbL3OHb B CBOUX CTaH-
KOBbIX CKy/bMTypax nociefoBaTeNbHO pa3BmnBa-
€T 3Ty 3CTETUUECKYH TPaAULMIO: OH He CTPEMUTCA
K McuyepnbiBatoLLein npopaboTke popMbl, HO € No-
MOLLbHO BbIBOPOYHOrO NpeabsABAEHUA MaTepuana
N CTPYKTYPbl CO34aET NPOCTPAHCTBO CMbIC/A, KO-
TOpOe 3puTeNb 3aBepLUaeT CBOMM BOCMPUATUEM.
Tak, B pabotax «[MyTHuK (CnHbUXK3)» (2012) (Puc.
5)[10] n «MyTb (Jao)» (2013) "(Puc. 6)[11] ocHoB-
HbIM MaTepunasioM BbICTyMNaeT Hep>XKaBeroLLas cTaib
6e3 NoANXpPOMUMK, YepTbl UL, PUTYP U KMUBOTHbIX,
TaKk>Xe Kak 1 LiBeToBble U paKTypHble pasanyms no-
BEPXHOCTUW, HaMepeHHO ocnabneHbl NV yCTPaHEHbI.
OtpaxatoLas meTannmyeckas noBepxHOCTb U He-
3ano/iHeHHble 06BEMbI POPMUPYIOT OTKPLITYHO MO-
BECTBOBATE/IbHYHO CTPYKTYpPY, rAe HefoCKa3aHHOCTb
CTaHOBUTCS YC/IOBMEM CMbIC1I006pa3oBaHMs.

«MyTHWK (CnHbUX3)» (2012) nmeeT cBOMM Mpo-
ToTUMnNom o6pa3 KoHdpyumsa. Cam JIn CaHbL3IOHb OT-
Meuan: «Caenatb 06pa3 MakCMMaabHO XEHCTBEH-
HbIM — 3TO OblJ1 CO3HaTe/bHbIA BbIGOP: AMLO ByaeT
oTwandoBaHo ewwé Honee MArKo, a Takxke TOHKME
PyKM, CKpeLLEHHbIe 1 e/Ba Kacatowmecs rpyam, —
BCE 3TO CBf3aHO C TEM, UTO 5 CTPEMJIOCh NepesaTb
0bpa3 yumTtens BHe reHaepHbIX rpaHunL,. «KoHpy-
LMI» — He KOHKPETHbI YenoBek, a Ayx cTpemae-
Hus, obnagaroLLmii BpeMEHEM: OH UMEET NPOLLOE,
HacTosLwee n byayllee. OTO BreyatseHne, KOTo-
poe ayx KoHdyuns Nnpon3Bén Ha MeHAa — CI0BHO
NYyTHUK, NPULLEALLINIA U3 UCTOPUY, UAYLLNIA CKBO3b
CErOAHALWHUI AeHb U YCTPEMIEHHbIV B 3aBTpalLl-
HUM» 2[12]

MacwTab ¢urypbl HECKONBKO MEHbLLEe pocTa
B3POC/0ro My>UMHbI, I1a3a Ha AnLie He 0603HayeHb,
0/iHaKO 3epkafbHas NOBEPXHOCTb HEPXKaBeIOLLEen

10. «MyTHMK (CuHBYX3)». JIn CaHbu3toHb. 2012. HepxxasetoLuan
cranb. (178&) . THE 2012. FEN.
11. «MyTb (Jao)». /in CaHbu3toHb. 2013. HepxaBsetowwas cranb.
(B) . =55 2013. FHH.
12. He Cai. «Li Xiangjun: Words Exhaust but Meaning Endless»
[A] // Contemporary Art, 2012, No. 8. Zi¥. (=28 . 558
RmEEXF) [Al// (HHRZEK) , 2012, Ne 8.

CTaAn OoTpakaeT IMLLO 3puUTeNs, NpeBpalLLas «B3op
KoHdyuwma» Bo B3op cmoTpsaLLero. Takum obpasom
BO3HMKaeT 3¢ deKkT camonpoekLmn Habatogatens
BHYTPb 06pa3a, UTo 06pasyeT TOHKYH NepPeKanYKy
C MbIC/IbIO U3 «JTyHb HO» — «5 eXXeAHEBHO TPUXAbI
ncnbiTbiBato ceba» 3,[13] rae akT B3rns4a Hanpas-
JleH BOBHE U BOBHYTPb OHOBPEMEHHO.

Kak cnpaBegameo 3ameTtuna X3 Llan B cTaTtbe
«JIn CAHbL3IOHb: CIOBa KOHEYHbI, HO CMbIch bec-
KOHeueH»: «Xopollee CTUXOTBOPEHME 3aBEPLLEHO
C/10BaMW, HO HerncYyeprnaemMo CMbICIOM. JTa 3CTe-
TWYeckas yCTaHOBKa NpPOCMaTpuBaEeTCs U B TBOP-
yectBe JIn CAHbL3IOHA: OH NOHMMAET, YTO ACHOCTb
NCKAOYaeT MHOFO3HAYHOCTb — YeM OTUETInBee
BblpaXkeHne, TeEM MeHblLe OCTaeTcs Ala HaMéka.
B no33uu camoe BaxKHOe HepeaKo TO, UTO NPSAMO
He CKa3aHo, 1 MIMEHHO 3TO CUUTbIBAET BHMMATE/b-
HbIX YMTaTenb. BepoAaTHo, ntobor obpas KoHdy-
Uus JOKEH ObITb HEYNIOBUM, U €C/IN Mbl CAENaeM
€ro C/IMLKOM ONpeAenéHHbIM, TO HEN3BEXHO yTpa-
TUM YacTb NPUCYLLE EMY MHOTOCNOMHOCTU» .[14]

3TOT KOMMEHTapuii TOYHO packpbiBaeT cTpaTe-
ruto aBTopa B «[1yTHMKe (CuHbUX3)» (2012): KoHy-
LI 38eCb He «OBEAEH 0 3aBepLUEHUs», @ CO3Ha-
Te/IbHO OCTaB/leH B COCTOSIHUM HEeA0CKa3aHHOCTH.
Yem 6onee pacnabiByaTa popma, TeM MHOroob-
pasHee CMbIC/I; YeM LUMPE NMHTEPBa «MyCTOTa», TEM
cBOob6OAHEE MbIC/b. HEnpopaboTaHHOCTb CTAaHOBUT-
CSl HEe HeJoCTaTKOM, a YCNOBUEM PackpbITUsa Guno-
codCKOro NPOCTPaHCTBa, B KOTOpOM 0bpas cyLe-
CTBYeT He Kak duKcMpoBaHHas ¢urypa, a Kak none
AN POXKAEHNSA CMbICNOB.

B «[MyTb (Jao)» (2013) J/in CAHbL3IOHb NEepeBo-
AWUT NpUHLMA NtoK-6all Ha MHOW NAacT Bbipasu-
TenbHocTu. durypa, eayLas BEpPXOM Ha rTM6puAHOM
CyLlecTBe, ANLLeHa onNpesenéHHOro nosa v UHAM-
BUAYabHON KOHKPETHOCTU; IMLLO OCTaBEHO MOJI-
HOCTbO NyCTbIM, Baarogaps yemMy obpa3 MOXeT co-
OTHOCUTBCS KaK C UCTOPUYECKMM NMEePCOHaXeM, TakK
N C YenoBeKOM Ntoboi anoxm. CyLecTBo Noj HUM
CTOJIb XK€ ABYCMbIC/IEHHO: OHO COYeTaeT B cebe Kpbl-
NbSi NTULbI, FONOBY TPABOALHOIO W KOPMYC XMULLHW-
Ka, HO JINLIEHO a3 — CIOBHO COBMpaeT NpusHakm
MHOXeCTBa GOPM >XXM3HU N OJHOBPEMEHHO VNCKIIHO-
YyaeT OAHO3HAUYHOEe NPOYUTEHME. ITa KHU-MYXUM-
Ha-HU-XeHLLMHa / HU-NTULA-HK-3BEePb» CTPYKTYpa

13. Confucius. The Analects [B]. Shandong Pictorial Publishing House,
2021, p. 11. #LF. (i) [B]. WARBER L RFL.2021 : 11.

14. He Cai. «Li Xiangjun: Words Exhaust but Meaning Endless»
[A] // Contemporary Art, 2012, No. 8. 2R¥. (%% . 55
RMELS) [Al// (HREAR) , 2012, N2 8.

BOMJIOLLAET MbILL/IEHME, BbIXOAsLLEE 3a Npesebl
BUAOBBIX W KNACCMOUKALMOHHbIX FPaHuLL.
KntoueByto posib 34ecChb UrpaeT HepxKaBetoLas
cTanb. E€ 3epkasbHas NOBEpPXHOCTb OTpaXkaeT npo-
CTPaHCTBO, 3puTensa u cBeT, baarogaps yemy obpas
MEHAETCHA B 3aBUCUMOCTLN OT cpeabl: dUrypa un xu-
BOTHOE He 3apMKCMPOBaHbI, @ POXKAAIOTCSA 3aHOBO
B MOMEHT HabatogeHna. Takasa M3MeHUYMBOCTb CO-
3By4Ha cioBaMm 13 «/lao 43 usuHa»: B 038 - IEF
B ; BolE - IEEE» °[15] — nyTb Heb3a Ucuep-
naTb UMeHeM, GopMa He NMOANEXMNT OKOHYATEIbHOW
dukcaymn. OTpaxarowas NOBEPXHOCTb BbIBOAUT
CKY/NIbATYPY U3 COCTOSIHMA 3aCTbIIOCTH, NpeBpaLLas
eé B MOTOK — TeKy4ee, MU3MeHAeMOoe BUAEHNE.
OTcyTCTBME YepT LA, Pa3MbITOCTb reHaepa,
rTMBPUAHOCTL BUAA W 3epKasibHas onTuka Gopmu-
PYHOT COCTOSAHNE HEeAO0CKa3aHHOCTH, r4e CMbICA 0~
CTpavBaeTca B B3rnage Habarogatens. Sin CAHbLU3OHb
He «BblcekaeT» GpMNOCOPUO — OH NO3BONSET el
NPOABUTBLCS Yepe3 MaTepman: NyctoTa CTaHOBUT-
CA HOCUTENEM MbICAH, a «[lao» — He TeM, YTO Bbl-
NenseHo, a TeM, YTO POXAAETCA B akTe CMOTPEHUS.
CyHb Y>xaHxya ogHaXx bl OTMeYan: 40 Havana pe-
HOpPM 1 OTKPBITOCTV COBPEMEHHAsN KUTACKas CKyJbM-
Typa YC/IOBHO AenvTcs Ha gBa 3Tana — 4o 1949 roaa
OHa B OCHOBHOM OpWeHTMPOBanack Ha GpaHLy3CKyto
Tpagmumio, a nocae 1949 roga — Ha coseTckyto. Brio-
cneacTemm oTHoweHua mexay Kutaem n CCCP yxya-
LWNANCB, OAHAKO BAUSAHME COBETCKOW LIKOAbI B 06-
NacT CKyNbNTYpPbl NPOAOAXKAN0 COXPaHATLCA 6.[16]
B 3TOM KOHTEKCTe MOHYMeHTanAbHas NpaKTu-
ka JIn CAaHbL3tOHS Hen3bexHo npunobpeTaeT oOT-
HOCMTENbHO YCTOMUMBBIN BU3yanbHbIlA XapakTep.
Takve npomusBeeHus, Kak «Hal cTapbiii peKkTop»
(2015) "(Puc. 7),[17] 6 «®nar» (2017) "®(Puc. 8),[18]
«ywa KpacHon apmumn» (2019) '°,[19] otanyatoT-
€Sl LLeIOCTHOCTbHO GOPMbI U ICHOCTbIO MOBECTBO-

15. Laozi. The Dao De Jing [B]. Beijing: China Federation of Literary
and Art Circles Publishing House, 2025, p. 1. F. ((B82&)
[B]. REICEXH AR*L.2025 : 1.

16. Sun Zhenhua. The Influence of Soviet-style Sculpture on Chinese
Sculpture [A] // Shenzhen News — Shenzhen Commercial
Daily. 18 June 2014. URL: https://collection.sina.com.cn/
plfx/20140618/1618155035.shtml (Date of access: 23 Nov.
2025). PMRIE. (FHAREXIPEMEBRTNE) [Al/ RN
EIR- %31, 18.06.2014. URL: https://collection.sina.com.cn/
plfx/20140618/1618155035.shtml (gata obpalueHus: 23.11.2025).

17. «Haw crapbiin pektop». JIn CaHbu3toHb. 2015. benas 6poH-
3a. LienTpanbHas napuiiHas wkona, Mekun. (FAIHER
) .28 2015. 4. bR - PHPRAZR.

18. «®nar». Jin CanbystoHb. 2017. bpoH3a. LleHTpanbHas nap-
TwitHaa wkona, Mekun. (FEMR) . 2L 2017.48. b= - &P
HPRTR.

19. «[ywa KpacHoi apmuwm». Jin CaHbu3toHb. 2019. bpoHsa. y-
aHey, Kntaid. (Z1FERE) . F2E. 2019. 6. PE/A.

41



BaHWA, obnasasn YMNTaeEMOCTbHO U CUMBOJIMYECKOM
CTPYKTYpPOW, BAN3KOM K MaMATHMKAM COBETCKOro
COLMaNNCTNYeCKoro peanamsmMa.

B oT/mume ot ero ctaHkoBbIX paboT — «[yTHKKe
(CvHBYXK3)» (2012) 1 «[yTb (Jao)» (2013), rae gommn-
HUPYIOT OTKPbLITOCTb, NtON-6alt (HeA0CKa3aHHOCTb)
W yyacTue 3puUTens B CMbICIOCTPOEHUM, MOHYMEH-
Tbl B Ny6JAMYHOM NPOCTPaHCTBE AEMOHCTPUPYIOT
TEHAEHLMIO K BU3yaNbHOW 3aMKHYTOCTM N CEMaH-
TMYecKol onpeaenéHHoOCTU. 3Ta pasHuLa obycnoBs-
JleHa He CMeHOW aBTOPCKOW YCTaHOBKW, a QyHK-
LMOHaNbHOW NPUPOAOM NaMATHUKA B KMTAaNCKOM
06LLeCcTBEHHOM MPOCTPAHCTBE: OH OPUEHTUPOBAH
Ha KOJIIEKTMBHOE BOCNPUATME, HaLMOHaNbHYHO Na-
MSATb U FOCYZ@apCTBEHHbIA HAppaTKB, YTo TpebyeT
6osee ogHO3HaYHOro obpasa 1 cTabunbHOM CMbIC-
JIOBOW KOHCTPYKLMM.

C apyrov cTopoHbl, oba MacTepa OT/M4YatoTCs
MHOTOrPaHHOCTbHO XYAOXECTBEHHOIO A3blKa, 1 TBOP-
yecTBo A. V. PykaBULLIHMKOBA TakXe BKKOUYaeT Npo-
N3BeAeHUs, COOTBETCTBYIOLLME OBLLUM TEHAEHL M-
M pa3BuTUA ckyabnTypbl XX—XXI Bekos. 3T0 BUAHO
B €ro peasmcTM4ecKmnx 1 LenoCTHO BbIMOJHEHHbIX
Npoun3BeAeHMAX — TaKMX, Kak NaMATHUKKW Sayap-
ay Crpenbuosy (1998) 2°(Puc. 9)[20] n KoHcTaHTu-
Hy Pokoccoeckomy (2015) 2'(Puc. 10),[21] a Takxke
B CTAHKOBOW MN/acTuke, BKAOYas «XKeHLMHY C N0-
naton» (1984) 22(Puc. 11)[22], ceputo «JleTo B ro-
poae» (1975-1984) n gpyrune paboTbl, rae mactep
MCnosb3yeT 3aBepPLUEHHYI0 GOPMY U KNaCCUYECKYHO
buUrypatmBHoOCTb.

3akntoueHune

Tecca Agamc, aHanmnsnpys «BeHepy Munocckyro»,
oTMeYana, 4Yto dpparmMeHTaumsa 6bina npeobpaso-
BaHa B MeXaHWM3M JOCTaTOYHOCTK, a ClefoBaTeb-
HO — B UCTOYHWK BO3BbILLIEHHOrO 22.[23] 3Ta MbICab
3a1aéT NOHATUIHbBIN KapKac A/s NOHUMaHUs XyA0-
XECTBEHHbIX cTpaTternii A. V. PykaBuwwHukoBa v Jn
CAHbL3IOHA.

Ha ocHoBaHUM paccMOTpeHHOro MaTepuana Mox-
HO caenaTb NpeaBapuTebHbIV BbIBOA: 0ba MacTe-
pa UCNONb3YHT NYCTOTY Kak cNocob npogoske-
HWA CMblCcia — popMa He J0BOAUTCS A0 MOJHOTHI,
NoBeCTBOBaHWE He 3aMblkaeTcs, a MHbopmaums

20. NamatHuk Sayapg Crpenbuos. A. . PykasuwHnkos. 1998.
BpoH3a. Mocksa.

21. MamaTtHnk KoHcTaHTnH PokoccoBckmin. A. W. PykaBULLIHUKOB.
2015. bpoH3a. Mocksa.

22. «XKeHwmHa c nonatoii». A. . PykaBuiuHmkoB. 1984. bpoHsa.

23. Tessa Adams. The Threshold of the Real: Canalizing the Body
as Object Art [A] // Interpreting Ceramics, Issue 8. URL: http://
interpretingceramics.com/issue008/articles/01.htm (Date of
access: 6 Dec. 2025).
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He A0BOAUTCA A0 KOHEUHOW TOUKW; OTCYTCTBUE,
pa3pbiB 1 YMOSYaHWEe CTaHOBATCA CTUMYJ/IOM A8
BOOOpaxeHWs 3puTens, KOTOpbI 4OCTpanBaeT 06-
pa3 caM. MOXHO NpeAnonoXuTb, YTO, yHacAe40-
BaB W MPaKTMKOBAB peaancTuyeckyro MaHepy, oba
MacTepa 3aTeM NnepexoAnT K MOUCKY COBCTBEHHOM
NAacTUUECKOM MHTOHALUUK, FAe O4HUM U3 Katoue-
BbIX MPMEMOB CTaHOBMWTCA obpalleHne K «MyCcTo-
Te». OZiHaKo Npwn nepeHoce 3TOro npuéma B pas-
Hble TUMbl XyA0XECTBEHHOW NPAKTUKN U KYAbTYpPHble
KOHTEKCTbI BEKTOP €ro AeNCTBUSA 3aMETHO PacXOAMNT-
ca. B ctaHkoBOW cky/nbNTYpe NycToTa NPOUNTLIBAET-
€A MPOTMBOMOIOXHbLIM 06pa3om. Y A.W. PykaBuiu-
HWKOBa OHa NOAYEPKMBAET TeJECHOCTb, FTeHAEPHYHO
onpeaenéHHoOCTb N ANHAMUKY XKecTa: ero Npoms-
BEAEHUS CPOAHN KOMMAKTHON U KOMMO3ULWNOHHO
SCHOV 3anajHoON HOBeJIe — MEepPCOoHaXx, AencTeme
1 3IMOLMOHaNbHbIV MMNYAbC 0H603HaUYeHbl YETKO,
a 3puTesib BOCCO3AaéT He UAEHTUYHOCTb, a Tpaek-
TOPVIO YCUAINS, TOTUKY ABUXKEHWSA U TEMN Pa3BUTUA
aencteua. Jin CAHbL3IOHb, HaNPOTMB, HAMEPEHHO
pa3MblBaeT MNOJMIOBYHO aTpnbyLMO, NO3BOAAS 06-
pa3y CKOMb3UTb MeEXAY MYXCKUM U XXeHCKM. Ero
KOHLLenums 6an3Ka K KUTANCKOM TalL3UHCKOW MO-
AEeNN MbILUNEHWUS: NHb COAEPXKUT SIH, SIH 3aK/IFOUEH
B WHb, MPOTMBOMONOXHOCTM TEKy4YM 1 B3aumonpe-
BpalLaeMbl; NOAO6HO ApEeBHEMY KNTalNCKOMY CTU-
XOTBOPEHUIO, Takas CKyNbNTypa He npeanonaraet
€4 MHCTBEHHOW MHTepnpeTaLmnm — CMbICA POXKAa-
eTca B NpoLecce BOCAPUATUS.

B MmemopuanbHoOn chepe pasnmumne nposBaseT-
CA eleé OTUETIMBEE — XOTA OHO CBA3AHO He C 3cTe-
TUYECKOM ONMNo3unLMeN, a C pa3InyMeM KOHTEKCTOB
1 TpeboBaHW xaHpa. ¥ JIn CAHbL3IOHA NPUEM NtoIA-
6al (HefoCKa3aHHOCTb), aKTUBHO UCMOJb3yeMbIN
WM B CTAHKOBOW NAacTMKe, NoKa He MHTerpnpoBaH
B MOHYMeHTabHbIl popmarT. B ycnosusx rocyaap-
CTBEHHOW penpe3eHTaTUBHOCTM, NyBANYHOrO Npo-
UTEHMS N BbICOKON CEMAHTUYECKON onpesenéHHo-
CTV OH NPeAnoYnTaET 3aBEPLUEHHDBIV, UTYPaTUBHbIN
W JIEFrKO MHTEPNPETUPYEMbIV 06pa3, BO MHOTOM Ha-
CnesyoWwmii MOAENN COLMANUCTUYECKOTO peanns-
Ma. Y A V. PykaBULLHNKOBA CUTYyaL s CIOXKHee: ero
MeMopUanbHble MPOeKTbl pa3HOO6pPa3Hbl, N He BO
BCEX U3 HMX OH Npuberaet K NPUEMY He3aBepLLEH-
HocTn. OgHako B psage aHcambaeli 3ToT cnocob cTa-
HOBWTCA KNHOYEBbIM BblPa3nTeNbHbIM MEXaHN3MOM.
He3zaBepLluéHHOCTL NpeBpaLLaeTcsa B BU3yaansaumio
NCTOPUYECKOro pa3fioMa: packoioTas apka, OTCyT-
CTBME NbBOB W PaCTBOPAIOLLAACA B MEPCreKTUBE KO-
NOHHa dUryp GopMMpyrOT HE3aMKHYTYHO BPEMEHHYHO

CTPYKTYPY, B «TPeLLnHax» KOTOPOW 3puTeNb Conpu-
KacaeTca C TeMamu CyAbbbl, BOMHbI U KONIEKTUB-
HOM NamMATK. B Takmx cnyyasx He3aBepLIEHHOCTb
CTaHOBUTCS 3MOLMOHAAbHBIM BXOAOM, MepeBOAA
MOHYMEHT OT NMOBECTBOBaTE/IbHOM BENMNYABOCTH
K MepexxmBaHunio, KOTOpPoe MOXET ObITb MPUCBOEHO
06LEeCTBOM M BCTPOEHO B HaLlMOHaAbHYO NaMATh.
Taknm 06pazom, pasnmume Mexay XygoXXHUKamm
06BbACHAETCA HE NPOTUBOMOJIOXHOCTBIO TBOpPYE-
CKWUX YCTAHOBOK, @ pasimynemMm MeMopuasbHbIX 3a-
fay: cTaHkoBas paboTa AonycKaeT OTKPbITYH WH-
TepnpeTaumto, Torga kak nybanyHeli obpas yacto
063aH 6bITb O4HO3HaUEH.

WTak, ABa XyA0XKHMKA, CyLLECTBYOLWMNE B Pa3HbIX
KyAbTYPHbIX MPOCTPaHCTBaX, 4EMOHCTPUPYIOT CTPYK-
TypHOe coBnageHne — 0ba NPUXOAAT K CMbICAY Ye-

pe3 «MycToTy», OAHaKO Ha onpeAenéHHOM 3Tane ux
TpaekTopun pacxoaatca. OAnH NpoaseBaeT gBuxKe-
HVE 1 NCTOPWIO Yepes paspbiB, APYrol packpbiBa-
eT ¢punocoduto vepes nycroTy. [ycToTa He paBHa
OTCYTCTBUIO U TeM bosiee He ABNAETCA KOHLLOM; 3TO
pasHble MOZAE/N LLeIOCTHOCTU B Pa3HbIX LMBWIN3a-
LIMOHHBIX cucTeMax. lMoyemy 1 Kak oHa CTaHOBUTCSA
npuTAraTeNbHOM — He MeeT eNHCTBEHHOrO OTBe-
Ta: nepej Hamu He 3aBepLUEHHasn INHUA, a pa3BeT-
BAAOLLMIACA NMYTb. BO3MOXHO, pa3nnuma poxaatotcs
He 13 GOpPMbI CKY/IbMTYPBI, @ U3 KOHTEKCTa, NHCTUTY-
LMOHANbHON Cpesbl U KyNbTypHOM formku. MNycro-
Ta CNocobHa 6bITb KPacoTol — HO Korga, moyemy
N Kakum 06pa3om — eLé NpesCTonT OCMbICINTb
B Pa3/I4HbIX COLMaANbHbIX MPOCTPaHCTBAX.
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