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OnekcaHap ApX1NeHKo Ta Moro CnafkoeMLu

“Tam, fie € 3MiHW, - € XUTTR”, - CTBepAXyBaB OnekcaHAp ApPXWUMNEHKO, Bif4yBaloun
“KOCMIYHUIA AUHAMI3M” SiK TOTanbHWIA 3aKOH icHytoqoro csity (1). BiH GyB yneBHeHwin B ToMmy,
WO XyAOXHUK € HacTKOIO LbOro CBiTY, skWi nepebyBae y HECKIHYEHHOMY MPOLECi TBOPEHHS.
Voro ocobucTictb BusBnana cebe 4epes NOCTIMHWIA TBOPYMI PyX, Yepe3 OnaHyBaHH: PI3HUMM
IMNyNbCamu, Hepes 3aCBOEHHS HOBUX MaTepianie, eKCNepUMEHTYBaHHS 3 HOBUMU TEXHOMOTAMM.

Marcrep cMInMBO MOpyLIyBaB ycCTaneHicTb yni3HaBaHOro iMigXy, Haronoluyioun: “f
3anepeyylo CTepeoTUnHe BUPOBHWLTBO, fike YacTo € (iPMOBOIO 03HaKOK MUTLSA. MOCTIMHI 3MiHK B
MO poBOTI MOXYTb 36EHTEXWTU KOHCEPBATUBHOIO CMOMAAAYa, ane s BBaxalo, Lo NepeTBopeHHs
Y NPVPOAI 3aBXAK € OCHOBHOIO MPUHMHOIO SKUTTS | CTAHOBNATL CYTHICTb MUCTeLTBa” (2).

MparHeHHst BUSBUTA BHYTPILLHIO KOCMIHHY €Heprilo Yepes 30BHILLHi (GOpMU BENO XYA0XHWKa,
BIiOVBAIOYMCL Yy 1OTO CKYNbMTYPHUX Ta rpadidHMx TBOpax. 3MIHIOBANOCH iHTYITMBHO-4yTTEBE
CNPURHATTSA CBITY, AOTO aHaniTM4He OCMUCIIEHHS, MeTaMopdo3u BIABYBaNWUCA Y NNACTUYHIA MOBI,
ane e nparHeHHs 3anuwanocs ik NepLiooCHOBa, BOHO TOPYBANo LWNSX MaAcTpa.

TBOpYY CBIAOMICTb  XY[JOXHMKA, 3@ MOTO BNACHUM BU3HAYEHHAM, 3anouvaTkysana
cKynbnTypHa poborta 1912 poky “XiHka, wo rnae”. Came B Ui CKynbnTypi OTpUMana AoBepLIeHy
opmMy nocTiiHa pobota ApxvneHka 3 NPOCTOPOM, 3 MOPOXHeYelo, ki BiA4yBaloTbCA
HaMoBHEHUMU  HEBUAMMUMK, ane Oe3yMOBHO iCHylouMMK eHepriamn. LA ckynbnTypa Mae
CMMBONIMHE 3HaYeHHsl, 30Mpae B COOI Pi3Hi inei MancTpa: ifelo NAacTUYHOro PO3ropTaHHs PyXy B
NpOCTOpi, iAelo CTBOPEHH: OTBOPY, LLO BIAYYBAETHCA AK CyAWHA eHeprii, iAelo 3aMiHn B TiNecHin
CKYNbNTYPHI (hOPMI BUMNYKNOTO YBIrHYTUM, ifielo XIHOYHOCTI fiK NPOBIAHOT TeMW TBOPYOCTI.

KiHKa, >iHOYe TiNo CTasno rofloBHOI TEMOIO YMCIEHHUX CKYNbMTYPHUX Ta rpadiqHnx pobit
OnekcaHapa Apxunerka. opMu XIHOHOrO Tina XyA0XHWK TpakTyBas sik BCECBIT, fie BCe BUAUME
N HeBUMME CTBOPIOETHCA Yepe3 B3AaEMOAIIO eHeprii YOMOBIYOro i XIHOYOro, HanoBHEHOro i
NOPOXHBOrO, YBIFHYTOrO 1 OMyknoro. lMpu BC NapafoKCanbHOCTI Moro obpasu 34aioThes
LINKOM NPUPOAHWMU, OCKINbKI BOHWU BUABNAIOTH, K ckasanu 6u  myapeui Kutaio, “nynbcauiio
eavHoTinecHocT lao”.

Y rpadiyHmnx pobotax O.ApXMNEHKO Mule Tino fK nersax - Tak CTBOploBant
KOMMO3ULiT “ropu-Boan” Kutanceki manctpu. Qirypa HabyBae AumxaHHA yepe3 nynbcatfio i
B3AEMONPOHUKHEHHS CBITNOrO | TeMHoro. “Men3ax Bupaxae hopmy i AnHamidHy cTpykTypy Heba
i 3emni. (...) Po3kupaaHicTb i 3rpynoBaHicTb, rMmbuHa i po3nnacTaHicTe — Le Hitka NOCNIAOBHICTb rip
i BOA; BepTviKani i ropusoHTani, BNagmMHu i BUCTYNM obpasosyioTb pUTM nemnsaxy. TiHb i CBITNO,
LWNLHICT [P | MAVHHICTL BOZ, CTBOPIOIOTL [lyXOBHE HArMpyXeHHs; iK1 i XMapuHu, wWinbHi abo
pos3cifHi, NepebyBaloTb y €AHOCTI; KOHTPACT BMAAUH i BUCTYNIB HapOAXYE YepenyBaHHA PyXy i
CroKoi”, - TaK NiAcyMoByloT GaratoBikoBKI [OCBIA A@BHIX KWTaMCbKMX MancTpiB “beciam npo
XuBonuc MoHaxa lipkui rapbys”(3).

Y cKynbnTypax Maictep OKPecsioe CTiky TPUBUMIPHY (DOpMy XiHO4oro Tina, pobuTh
OTBOPU — MOPOXHeYi B cepefuHi ii. TakuM YUHOM BiH NOEAHYE BUAWUMY MaTepiio i HeBUAVMY
eHepriio, Wo CTPyMeHUTb Mif 0DOMOHKOIO Tina, HanoBHIOE COBOIO MNOTb. A OO 3HaMeHWTI
"KOHKeVBW" — yBIrHYTOCTI, WO 3aMiHIOTL CODOI0 BUCTYNaloyi 4YacTWHW Tina, TeX 3HaxoAaTb
CUMBOSIIMHY  CMOPIAHEHICTL 3 inocodielo nemrsaxHoro xusonucy: “LLlo x cTocyetbes rip Ta
oKeaHiB, TO X 3BMYaNHO PO3YMIIOTb SIK MepLLy CXemy OnyKocTi Ta yBirHyTocTi”. — nucae LLn-tao
(4). OnekcaHap ApXUNEHKO Ha LMX neplioenementax Gyaysas kiHoui dirypu. “MopaenioBaHHs
yBirHyTOCTi, 1i 0BpUCiB i BCiEI (DOPMU CTano CKNagoBoIO YaCTUHOIO, HE MEHLL BaX/IMBOIO LWOAO
CUMBOJIMHOCT], HIX (hopma NigHeceHnx YacTuH. (...) KoMBIHaLLs NO3UTUBHIMX Ta HeraTMBHUX GopM
PO3BVHYNACA B HOBUI Cy4acHW CTUMb”, - BU3Havae ApxuneHko (5).

TpakTyBaHH: XiHKM K KOCMOCY Byno CroBHEHO y rpadiyHvx Ta CKynbnTypHWUX poboTax
ApXuneHka CBITNIOM, AyXOBHICTIO, MPUPOAHOIO C1nolo. BapTo 3rapaty, wo obpas XiHkn 3ariMas

3HaYyHe Miclle y MucteuTsi Big 3namy XIX i XX cTonite i BIPOAOBX ycboro XX cTonitrs. XiHka-
BaMM, BTNEHHA CMOKYCW, AMABONbCbKA CWNa, yOCODNeHHs Kpacw, NPUMXVBOI, MarHeTu4Hoi,
eemepHoi — igean anonoreTis MoAepHy. JKiHka-ifon, apxai4Huin CUMBOS POLIOHOI NPUPoOaM,
ippauioHanbHOi NpucTpacTi — Takolo MocTaBana BoOHa y TBOpax KybicTie, HeonpuMITKBICTIB,
eKcnpecioHicTie.

APXMNEHKO NPOWLLOB Yepes 3axXOmnneHHs apxaikolo. - LLIyKaHHs BN MUTLIA aBTOMaTU4HO
[0 BENVKMX MUCTELTB MWHYIOTO, MUCTEUTB apxaiyHoro Tuny, fKki npeactasnanu pagile
nnactuyHy ineio pedi, Hix ii GesnocepeaHio iMitawjio” (6). Ane y cninkysaHHi 3 obpasamu-inonamu
ApXVMEHKO 3Mir MOCTYMoBO MOAoNaTV CTpax nepef MICTUYHAMW CUNamu, Lo Tak BPasuiu 1oro
e B AUTMHCTBI y CTapofasHin ckynbntypi (7). BiH BiAKPUB iHWe Big4yTTA TaiHW CBITY,
CMOBHEHe He TEMHOIO Marieo, a CBiTnoio obos’o.

Y voro rpadiui, 9K i y CKynbnTypi, MOTUB XIHOHOrO Tifla CTaB He NULLE BTINEHHAM
KiHKK, @ CUMBOSIOM B3aEMOAi [IBOX Hayar, XIHOYOrO | HOMOBIHOrO. 3 apxaiYHOi CUMBOIKM
Marictep Gepe 06pa3s XiHKK sk CUMBON 3eMni, Yepes oTBOpY eAHae noro 3 Hebom. BoHun
B3aEMO/IONOBHIOIOTb OJIHE OJIHOTO. 3HKKae BopoTbba, a Yepes Te — CTpax, arpecuBHICTb,
NEeMOHI3M.

OnekcaHap ApXUNeHKo, BIOMNI K CMINMBUIA eKCriepuMeHTaTop, BiAKpUBay HOBUX
LUNAXIB Y MUCTELTBI, TROPHICTb AIKOTO BUKMKaNa CNpPaBXHIO PEBOSTIOLLIIO Y CKynbnTypi XX
CTONITTA, OYyB BNEBHEHWIN B TOMY, LLO BiH HIYOrO He BUrafae, He CTBOPWB HIHOTO 30BCiM
HOBOrO. MOro Lwnsx nexas Yepes camorizHaHHs, Yepes camoro cebe — [0 NisHaHHs CBITY,
Kocmocy. [locBin, TBOPHOro XUTTS BiAGMBCA y NakoHi3mi BUcnosy: “O4eBUAHO, NIOAUHA He
3/aTHa CTBOPIOBATU AKICb HOBI 3aKOHW; BOHA 3[aTHa Tinbku Binkpvsatu ix y cobi” (8).

Kutresun i TBopunia wnsx O.Apxunerka bys nos‘ssaHui 3 YkpaiHowo. Mawncrep
HapoavBcst y Kuesi, 3poctaB y cTiHax KuiBcbkoro yHiBepcuteTy, [e npatioBas HAoro
6aTbko. BNpoaos Tpbox POKiB BiH HaB4aBCs y KMIBCbKOMY XyA0XHBOMY YUMAMLL pa3oM
3 OnekcaHapom boromasosum, BosnoanmMupom bypniokom, Apuctapxom JIeHTynosum,
Abpamom MaHesuyeM. Ko X ApXuneHko OyB BUMHaHUA 3 yymnuuwia 3a yyactb y
CTYOEHTCbKUX CTpankax, BiH MPOAOBXWB HaBYaHHs Yy CTyAii BIAOMOro yKpaiHCbKoro
nemsaxwucra Cepria  CeitocnaBcbkoro. [laBHi apxaiuHi nam’atku, Tpaauvuii  BisawTii,
KuiBcbkoi Pydi, ykpaiHcbkoro 6apoko 3akapbyBanuca B TBOpUin nam’aTi MaincTpa pasom
3 XMWBOMUCHUMY NaHaLwadTamMm yKpaiHCbKoi 3emi. BOHW He pa3 Haamxann XymaoxHuKa
y nanekomy 3apybixi, B Mapuxi, bepnini, Hblo-Vopky.

baxaHHs Onekcanfapa ApxuneHka MOBEPHYTW 3HauyHy 4acTky cCBOix pobiT B
YKpaiHy HaTukanocs Ha Cepvio3Hi nepenoHu. TBopy abo Mo-BapBapcbky  3HULLYBanu,
abo ix Byno “HebBaxaHo" BMMCyBaTW B pafsHCbKe MUCTELbKe XUTTA. | Bce X Taku
TBOpHICTL ApxuvneHka Oyna, €, i Byae nos's3aHolo 3 MuUCTeuTBOM YKpaiHW. TBOpHMi
cnafok Manctpa Habys ocobnvBOi akTyanbHOCTI B NOCTPAAAHCHKI 4ack. 3BEPHEHHS [0
MOJEpHI3MYy noyaTky XX CTONITTA CTafio O3HaKOoIo YKPaiHCbKOI KyNbTypW OCTaHHLOrO
fecatunitta. laei Apxunerka Oynv 3aHOBO 3aCBOEHI 1 [iCTan PO3BUTOK Yy CydacHOMY
MucTeuTsi YkpaiHu.

TBopuictb OnekcaHgpa Cyxonita i AHatonis TBepaoro nNpofoBXye ApxuneHka
came Ha piBHi inen, kpeatmeHocTi. “[lyx Bie Ae xo4e” — Le BU3HAYeHHS HanbinbLl TOYHO
BiANOBIAAE B AaHOMYy BWMafKy cuTtyali AyXOBHOI cnafwmHu. PoboTn umx Mancrpis
faneki Bif, MNacTUYHOTO PeayKLIOHIZMY, TOBTO HETBOPYOro MOBTOPEHHN 3HaMAEHUX
ApxuneHkoMm ¢opm. binbll 3a Te, Ui XYA0XKHWKW HaBiTb | He 3[0rajlyBanncs, HacKinbkun
XHI poboTK MOXYTb BYyTV cniBcTaBneHi 3 HaabaHHAM Benvkoro MeTpa. Ane Yepes BCIO
TBOPHICTE OnekcaHapa ApxuneHka nNponsrae WRsx Bif ogHiel inei Ao iHWoi, Ymano noro
pobiT B3arani bynu 3agymari sk NpoekTn.

OpHi€lo 3 Ty4yHUx NOAIN Yy BWUCTABKOBIA AiANbHOCTI ApxuneHka crana nosea Woro




KONbOpoBUX ckynbntyp. liiom Anonniep B ornsgi CanoHy HesanexHwx 1914 poky nmcas:
“Towykn HalHOBIWI | HAaNPUBABAMBILL, HA MO0 AyMKY, Lie — Moyku ApXuneHka, aKuii
CTBOPIOE MOMIXPOMHI CKyNbNTYPU 3 PI3HMX MaTepianis: ckna, hepesa, 3ani3a, KOMGiHyloun ix
HaMCyHacHiLIMM Ta HakpawmM 4uHoMm.."(9). Y 1912 poui Byna cTBopeHa MancTpoM nonixpoMHa
CKynbnTypa, HabpaHa 3 pisHUX MaTepianis —"MeapaHo-1", aHTPONOMOPMHMIA MexaHi3M, YacTVHM
fAKoro pyxanuca. A “Kapycenb M'epo” 3aranom Gyna cxoxa Ha AUTAYY irpaLuky.

Bia4yTTs rpy MpUBHOCWTL y CBOI MOHyMeHTaslbHi 3@ PO3Mipamu CKybNTYpU AHaTonin
Teepani. Moro Tpumetposa “HenanionetudHa Berepa” — [aBHi/ inon, NOKPUTUM Cy4acHUM,
BIANONIPOBaHUM A0 BrKCKyY, MeTanoMm, Harafye BenvnyesHy irpaluky, sky 3 pagicTio po3roiayioTs
AT, komnosvuia “3onoto Enbaopafo” Takox casna i KpyTunaca sk CBATKOBa irpatlka Ha
pi3aBAHin NpesenTaLyii. Moro komnosuuis “lnon” B3arani Haragye MaekeH, de 3amicTb HIMBY
3aCTOCOBAHO KPULLKY YHiTasa, a nopsg — 30n0TaBi Gapokosi Aetari, MeTanese nneTviso, Lo B
uinomy cTeopioe 0bpa3 reposi: BpyTanbHU, epoTUYHWIA, IrpoBUIA. IHOAI CKyAbNTYpU AHaTonia
TBEpAoro nepeTBOPIOIOTLCA Ha BENMKI MexaHidHi irpaluky, Ak 1oro “ronosu” 3i CKAAHUMM
ByXamy 1 30710TMMM O4aMK, OCHaLLleHi MOTOPYVKaMM, BOHW PyXaloTbCA CMOHTAHHO, 30BCiM
HEKOHTPONbOBAHO.

Niobos ATeepaoro Ao KOMGIHyBaHHS pPi3HKX MaTepianis Haibil odesugHa y ioro
acambnsxax, sKi BiH CTBOPIOE 3 PIBHOMAHITHWX CTapMX peueit, Lo NPOXMUAN AOBre XWUTTA B oceni
noanHK. MiuHo 361Ti B €AMHY apXiTeKTOHIYHY KOMMO3WLIO, Li pevi HabyBaloTb CyTO ecTeTUYHIX
AKocTen, 3bepiraioum B cobi Mpu LLOMY TeNmo, CMYTOK i PadicTb, SKUMM iX HANOBHUMM NIOAW.
BoaHo4ac XyAOXHUK ANs CTBOPEHHS CKyMbMTyp BUKOPWCTOBYE HOBI MaTepianu N HOBITHI
TexHonorii — nonieipHi cMoaK, akpunoBe CKo, BiH BIAKPWBAE B HUX HOBI eCTETUYHI pakypcy,
MO>K/IMBOCTI, HANOBHIOE iX Xy[I0XHIM 3MICTOM, Ik Lie poBrB CBOro Yacy O.ApXUNeHKOo, NpaLioym
3 M1aCTMacolo Ta NNeKCUrnacom.

B ckynbntypax AHaTonis TBepAOro ONyKAi W BUMHYTI NOBEPXHI 3i Ckha CKnafaioTh
MOHYMeHTasbHi CKYMbNTYpHI aHTPOMOMOpGHI 060M10HKU. B cepeamHi 060M0HKM — MopoxHeua
4 cBiTno, abo KocMidHa eHeprin — KOXeH Moxe 6auuTn Te, Wo Moxe. Mpo3opicTb He BiAMIHAE
Henepes6a4yBaHOCTI i1 TalHu NIOAMHI. IHKONW CKNAHi, ynoaibHeri A0 BiTpaxis, 06ONOHKM MOXYTb
6yT1 HanosHeHUMM MaTepieio, sik y “XKIHOuIV dirypi” 3 30M0TUM 06AIMY4AIM Ta KONIOM “KiHOBapHOrO
nons”, ae obepraloTbes 3010Ti AApakoHM. B poBoTi 3HOBY Taku HeMae TBOPEHH: KymMupa, a € rpa,
AKa Npy TOMY He NOPYLIYE 3AaTHOCTI BIPUTK B ICTUHY.

OcranHiM 4acom ATBepaui npawjioe Hap, CTBOPEHHAM KiHeTUYHOI ckymbnTypu. Lle,
NepeBaxHo, penbedHi NoBepxHi, BKPUTI cpibnacTum abo 3010TaBUM MeTanom, BOHW 30ai0Tbcs
BINbHUMM Bif, pearnii Yacy i npoctopy, BiA ByAb - AKWMX (I3NYHUX 3aKOHIB, WO YCKMAAHIOOTL
ICHYBaHHS IOAVHW. BOHM MIHIMBI y nepeTikaHHAX OMYKIOCTEN i YBIFHYTOCTER, y MepexTiHHi
HIOAHCIB KONbOpY. PenbechHi NOBEPXHI HECMILLHO PyXaloTbCs, HAPOAXYouM acoujauii 3i CBITOM
3MIHHMX  ABULLL, WO iCHYIOTb HAaBKOMO HAac i BCepeAwHi Hac. MW MUMOBOMI Npuraayemo
“ApxvneHTypy”, B AIKii 3@ JONOMOrOI0 eNeKTPOMEXaHi3My PyXanucs MofoTHa 3 hparMeHTamu
KMBOMMCY, WO NOCNIAOBHO 3aMiHIOBanu ofHe OAHOrO: ““ApXuneHTypa” 306paxye 4ac i BUcTynae
AK HOBa (hopMa B MWCTeUTBI, WO BIAOMBAE 3MiHM B NpOCTOPi M Matepiani’, - CTBepAXyBas
O.ApxuneHko (10).

OnekcaHap Cyxonit NpofoBxye APXMNeHKiB WNAX HOBAL Y KyNbTypi NAacTu4HOro
MCTIEHHS, NCUXONOrii TBOPYOCTI B3arasi. oro TBOPYMIA PO3BMTOK BIAOYBAETLCSH, 3Aa€TbCs, 3a
3aKOHOM Tpiafn: Tesa, aHTuTe3a, CMHTes. Vloro nepwa BucTaska HasuBanaca "OdikyBaHHA"
(1987), neMoHCTpyBana nnoau po3ayMmis Haf TUM, SIKMM YUHOM B CKYNbNTYpi OCENseTbca “Mylia
XyAOXHUKa". fonoBHoo B ekcnosui Byna xiHoda dirypa, Wo CUMBOANI3yBana XuTTs, ake NoCTinHo
nepebysac y 3MiHHOMY CTaHi. Toai ckynbnTypHi 06pasu O.Cyxonita Bpaxany KOHTpacTaMu, BOHM
Hecnm B cobi kpacy peHecaHCHUX MafoHH, NPUCTPACTb i TaiHy AaBHIX iIROMIB, rPaLLio ErMNeTCHKMX
diryp.

A 1OTIM XY[OXHVK BiAMOBMBCA B irypaTvBy i 3aHypwBcs y CBIT abcrpakuii abo
nepLiono4aTkie, BTiNeHMX y rpaciyHux obpasax 3emni. B oro odoprax oaHa fiHia cTBOploBana
0bpuck 3emnii Heba, y fizepkanbHOMY BinobpakeHHi, Lo CyXoniT HasvBae “ayXOBHUM NOPTPETOM
Bytra”. Ham BuLle Bropy — Tim Bnrxye 1o Heba, a Hebo came onycKaeTbea B rNBUHK. MpocTip
HaTOfli CMPUMMABCA XYAOXHUKOM AK CaMOLOCTAaTHS MaTpuus CKynbnTypu, To6TO ik cdepa
ineansHoro. Y 1992-1993 pokax CyxosiT CTaB opraHi3aTopom “cemiHapis 3 npocTopy”, BHacnifok
AKX HAPOAMBCA KONEKTUBHWM NPOEKT “lepapxis NpocTopy” — KOHUENTyanbHW NOLLYK ifeanbHux
naacTu4HUX cep.

Y nepcoHansHomy npoekTi “MogynbHui npoctip” (1994p.) y 3aMKHeHoMy 3arii “npatyosanc”
MOBITPS — MOPOXHEYa, NPOMIPAHa MOAYNbHUMK OD'€KTaMu, AyXOBHO po3LMpeHui npocTip. Lie
6yna miHiManicTcbka nnactuka, “iHTenekTyanbHa ckysbnTypa”, asTop BBaXas, WO “4nM NpOCTille
NoeTMYHE 3BY4aHHA, TUM NerLe NoTpanuTU B CyTHICTB".

[ani O.Cyxonit noeepraeTbcs [10 BaromocTi, NAoTi, CTBOpIoE Kam'aHe “Macosuiie”. BiH
nparte Bia4yTVi Ta MaTepianizyBat “crigy nomucnie AasHix niofen”. Moro kamewi HaragyioTs Mpo
naneoniTuiHi CToAHKM, NPo opmysaHHs 3emni. A CKymbNTypy HacTynHoro uukny “3onote tens”,
BMILLLIOTBCA Ha I0MOHI, X04a 1 y HUX 30epexeHo 0bpasu, HaBigHI NaNeonTMYHUMK po3nucamu
neyep. BinwniposaHnin Mopem KamiHb TUCHE Ha NNacTUHy B (OPMI MyLNi i 3anullae nevarky,
KOHTPpesibed Ha KaMmeHi CTae onyknMM penbedhom Ha mMywni. Mu 6aurmo nevats i BinbuTok, Asa
CTaTVYHMX CTaHW, a AiA € YMOINAAHOIO, TOMY Be3mexHoIo, ii Npobyaxye eHepris (GopMyBaHHs
marepii

B ckynbnTypHUX poboTax OCTaHHOrO Yacy O4EeBUOHUM € NOAONAHHS HOBOFO, CUHTE3HOTO,
etany TBopdocTi. Onekcanapy Cyxonity 6nmsbka ines Npo 3aranbHy OAyLeBNeHICTb peyen i
ABULL, BIH BIPWTL y Te, IO YyTTEBE i PeNiriiHo-ifeanHe NoBUHHI ByTn po3unHeHi ofHe B OAHOMY.
MpocTip AN HHOTO € 3HauYLIM, BiH CUMBONI3YE NEBHY AyXOBHY CybCTaHLjio. CyxoniT noseprae
CKYJbNTYPHOMY TBOPY XyAOXHbO-ECTeTUYHY BapTICTb “06'eKTy”, HEPO3UNHHOTO B HABKOMMLLIHBOMY
cepefloBULL, KnacuiHy (hopmMy TPUBUMIPHOT CKYNLMTYPU.

XYAOXHMK 3HaXOAWTb LWNAAX NOAONAHHA KPU3W Cy4acHOT KysbTypu Yepes CTBepaXKeHHs i
CNajfIkoEMHOCTI 3 apXaiiHUMM | KNacUYHUMU KyNbTypamu, 3 MucTelTBoM Erunty, Mpewji, BizaHTii, 3
npajasHbOoI0 NEPBICHOIO KYNLTYPOIO II0ACTBA. oro po6oTu cUMBONIZYIOTL HerepexiaHi MUcTeLbK
W [lyXOBHI LIHHOCTI, TBOPHi i CYTO MAacTUYHO-CKYNbNTYPHI. | Ler wnax Bys HanpauboBaHui B
CKynbATypi XX cronitra OnekcaHapomM ApXMneHKoM.

“O4eBnaHO, NMiofAVHa He 3[aTHa CTBOPIOBATW fKiCb HOBI 3aKOHWM; BOHa 3aTHa TibKU
BiakpvBaTth ix y cobi”...
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Alexander Archipenko and His Successors

Where there are changes there is life, stated Alexander Archipenko perceiving “cosmic
dynamism” as a total law of existing world (1). He believed that the artist is an element of the
permanently forming universe. His personality realized itself through the permanent creative
process, getting control over various impulses, mastering new materials, and experimenting with
new technologies.

The artist bravely breaks with his established image, emphasizing: | rejects the stereotyped
production that is often seen as artist's trade mark. Constant changes in my work can
astonish a conservative viewer, however | think that nature’s transformations have always been
the main cause of life and essence of art. (2)

The artist was led by the aspiration to reveal the inner cosmic energy through exterior
forms. It is reflected in his sculptural and graphic works. His intuitive perception and analytical
comprehension of the world were changing, his plastic language metamorphosed, but that
aspiration remained basic; it paved the way for the master.

According to Archipenko, his creative consciousness began with Walking Woman sculpture
(1912). It is in this sculpture that Archipenko’s continual work with space and void, perceived as
ones filled with invisible but undoubtedly existing energies, reached the perfection. The sculpture
has a symbolic sense, combining different Master’s ideas such as the idea of plastic unfolding
of motion in space, the idea of creating a hole perceived as the vessel of energy, the idea of
replacing convex with concave, the idea of femininity as a main topic of his art.

The woman, female body is a principal subject matter of numerous Alexander Archipenko’s
sculptural and graphic works. The artist considers female body’s forms as the universe where
everything visible and invisible is created through interaction of male and female energies, full
and empty, concave and convex. Despite their paradoxicality, Archipenko's sculptures seem quite
natural since they reveal, as Chinese sages would say, “the pulsation of the single corporality of
Tao."

In his graphic works Archipenko paints the human body as a landscape (like Chinese
masters of Mountains-and-Waters painting). The human figure becomes alive through the
pulsation and interpenetration of light and dark. “The landscape expresses the form and dynamic
structure of Heaven and Earth. [..] The sparseness and cohesion, depth and flatness are the
clear consecution of mountains and waters; the verticals and horizontals form a landscape’s
rhythm. The shadow and light, solidity of mountains and fluidity of waters produce spiritual
tension; rivers and clouds, dense or rarefied, are in unity; the contrast of hollows and ledges
creates the alternation of movement and rest,” Tao Chi summarizes the centuries-old experience
of ancient Chinese masters in his treatise on painting. (3).

In his sculptural works Archipenko deliniates the steady three-dimensional form of
female body, makes holes and voids within it. In this way he combines the visible substance and
invisible energy streaming under body's skin and filling the flesh. And his famous concaves, the
substitution for salient parts of body, also have symbolic similarity to the philosophy of landscape
painting. “As for mountains and seas they are usually seen as the first scheme of convexity and
concavity,” Tao Chi writes (4). Basing on those primary elements, Alexander Archipenko built
female figures. Modelling of concavity, its contours and the whole form, became a component
no less significant for symbolism than the form of prominent parts [..] The combination of
positive and negative forms developed in the new modern style, noted Archipenko (5).

Considering Woman as a cosmos, Archipenko charges his sculptures and prints with
the light, spirituality and natural power. It should be noted that images of Woman hold the
prominent place in the art from late 19" century to the end of 20™ century. The woman vamp
— an embodiment of temptation, devilish force, a personification of beauty, whimsical, magnetic,

ephemeral — is the ideal of Art Nouveau apologists. The woman idol, an archaic symbol of fertile
nature and irrational passion, emerges in Cubist, Neo-Primitivist or Expressionist works.

Archipenko also went through enthusiastic studying the archaic art. “The searches
automatically led the artist to the great art of the past, to the art of archaic type that presented
rather a plastic idea of object than its direct imitation” (6). When communicating with idols
Archipenko could gradually overcome the fear of mystic forces that had impressed him in the
old sculpture in his childhood years(7). He discovered other feeling of mystery of the world, one
full of lucid love, not dark magic.

Both in his graphic and sculptural works the female figure became not only a personification
of Woman, but a symbol of interaction of two elements, the female and male. From archaic
symbols the artist takes the image of woman as a symbol of Earth and joins it to Heaven by
using the openings. They complement each other. The struggle between them disappeared and
along with it did the fear, agressiveness, demonism.

Alexander Archipenko — widely known as an artist-inventor, a pioneer of new ways in art
whose work carried out a real revolution in the 20" century sculpture — was sure that he did not
devise and create anything new. He just went — through knowing himself — to understanding
of the world, cosmos. That creative experience is reflected in a laconic phrase: “Obviously, a man
is not able to create any laws; he is able only to discover them in himself” (8).

Archipenko’s life and art was closely connected with Ukraine. The master was born
and grew up in Kyiv (his father worked at Kyiv St Volodymyr University). During three years
he studied painting and sculpture in the Kyiv Art School along with Oleksandr Bohomazov,
Volodymyr Burliuk, Aristarkh Lentulov, Abram Manevich. After being expelled from the school
for participation in student protests, Archipenko continued his education at famous Ukrainian
landscape painter Serhiy Svitoslavsky's studio. Traditions of local archaic, Byzantine, Kyivan Rus
and Ukrainian Baroc art were stamped in his mind along with Ukraine’s picturesque sceneries. Not
once they later inspired him abroad, in Paris, Berlin, New York

Archipenko's desire to donate a large portion of his works to Ukraine encountered serious
obstacles. The works were barbarically destroyed or considered “unwanted” within the Soviet
art context. Nevertheless Archipenko's work was, is and will be connected with Ukrainian art. His
art has become highly applicable in Post-Soviet Ukraine: studying early 20" century modernism
is typical for Ukrainian culture in the last decade. Archipenko’s ideas have been absorbed and
evolved by contemporary Ukrainian artists.

Oleksandr Sukholit and Anatoliy Tverdy follow Archipenko on the level of creative ideas.
“The spirit blows where He wants,” this definition is most relevant to the case of spiritual
heritage. Works of these artists are far from the plastic reductionism or non-creative replication
of Archipenko’s forms. Moreover, the sculptors even did not suspect how much their works
could be comparable with the great master’s heritage. But Archipenko’s art itself is like a way
from one idea to another; many of his works were conceived as projects.

One of the prominent Archipenko’s exhibitions was that where he showed his coloured
sculptures. Guillaume Apollinaire in his review on a show at the Salon des Independents wrote:
“The newest and most attractive, in my view, are searches pursued by Archipenko, who creates
polychromic sculptures from materials such as glass, wood, metal, combining them in most
modern and refined way .” (9). In 1912, Archipenko produced Medrano 1, a polychromic
sculpture, made of various materials, a kind of anthropomorphic mechanism with movable parts.
And Carrousel Pierrot was generally similar to a children’s toy.

The element of play emerges in monumental sculptures by Anatoliy Tverdy. His three
meters Non-Paleolithic Venus sculpture — an archaic idol covered with the polished metal —
reminds of a huge toy that children like to push. The composition Gold of Eldorado also radiates
and rotates like a festive toy at a Christmas tree party. Idol reminds a mannequin with the water-




closet seat instead of a nimbus over his head, gilded Baroc-style decorations, and metal weaving:
all this makes the personage brutal, erotic, playful. Sometimes Tverdy transforms his sculptures
into the big mechanical toys. His glass ears and gilded eyes Heads are equipped with inside mini-
engines and moves absolutely spontaneously.

Tverdy’s passion for combining various materials is most evident in his assemblages
constructed of old things that lived long life at one’s house. Well-combined in the unified
architectonic composition, those things acquire merely aesthetic qualities while retaining warmth,
sadness and joy with which people filled them. At the same time the artist uses new materials
and technologies (polyester resins, acrylic glass), demonstrates their previously unseen aesthetic
aspects, fills them with artistic meaning, as Archipenko did with plastics and plexiglass in his
time.

In Anatoliy Tverdy’s sculptures the convex and concave glass surfaces forms monumental
anthropomorphic envelopes. Inside the envelope there is void, light or cosmic energy — everyone
sees what he/she is able to see. The transparency does not exclude unforeseeability and mystery
In human consciousness. Sometimes, the glass envelope, similar to a stained glass piece, could be
filled with substance (as in Female Figure with golden face, cinnabar field) and flying dragons
inside the envelope. There is no idolization here, just a play that does not deny one’s ability to
believe in truth.

Now Anatoliy Tverdy works on kinetic sculptures. They are largely relief surfaces covered
with silvery or goldish metal which seem to be free of temporal and spatial realities, of any
physical law that burdens human existence. They are changeable in the fluidity of convexities and
concavities, in flickering nuances of colour. The relief surfaces slowly move generating assodations
with _the world of variable phenomena around and within us. One can unintentionally recalls the
Archlpentura, an electromechanical apparatus for displaying changeable pictures. “Archipentura
depicts time and emerges as a new form in art,” Archipenko stated (10).

Oleksandr Sukholit follows Archipenko’s way in modifying plastic thinking and psychology
of art on the whole. It seems to me that his art has developed according to Thesis-Antithesis-
Synthesi§ triad. His first exhibition Expectation (1987) demonstrated results of his meditations on
how artist's soul settled down in the sculpture. The main item of that exhibition was a female
figure that symbolized constantly changing human life. Sukholit's sculptures struck by their
contrasts; they combined the beauty of Renaissance madonnas, passion and mystery of ancient
idols, grace of Eqyptian figures.

~Later the artist rejected the figurative representation and sank into the world of abstraction
or primary elements embodied in graphic images of the Earth. In his etchings, one line creates
contours of Earth and Heaven like mirror images of one another; Sukholit calls it the “spiritual
picture of Being.” The higher upwards, the closer to the Heaven it is, and the Heaven itself
descended into the depth. At that time the artist saw space as all-sufficient sculptural matrix, like
the.area of ideas. In 1992-1993, Sukholit organized “seminars on space” resulted in a collective
project Hierarchy of Space, the conceptual search for ideal plastic spheres. |
~In"another project, Modular Space (1994), Sukholit “exploited” the air — the void o
Ex.h%bl'{lf.}ﬂ hall was measured by module objects creating a spiritually enlarged space. That was
minimalist art, “intellectual sculpture”; “the more simple a poetic sound is, the more easier one
gets to the essence”, the sculptor thought.
~Then Oleksandr Sukholit returns to the weightyness, flesh, creating the stone Pasture.
He tries to perceive and reify “traces of ancient people’s thoughts.” His stones remind us of
Paleolithic sites, formation of Earth. Sculptures of his next cycle Golden Calf can be exhibited
at a palm, although they retain images called up by Paleolithic cave paintings. The sea water
polished stone presses on a shell-shaped plate, leaving the print: the counter relief on a stone
becomes the convex relief on a shell. We can see the stamp and print, two static states; the

action is speculative and therefore infinite — it is generated by the energy creating substance.

Sukhalit’s recent works demonstrates that he enters the synthetic stage of his art. The
artist shares the idea of general spirituality of things and phenomena; he believes that the
sensual and religiously ideal worlds should be dissolved one in another. For Sukholit the space
is meaningful: it symbolizes a certain spiritual substance. He gives the sculptural work back its
artistic and aesthetic value as an “object” distinct from the external environment; he restores the
classic form of three dimensional sculpture.

The artist sees the way to overcome contemporary culture’s crisis in af firming its relationship
with archaic and classic cultures, ‘with Egyptian, Greek and Byzantine art, with primitive society
culture. His works embody the imperishable artistic and spiritual values, both creative and purely
plastic. And in the 20™ century sculpture this way was found by Alexander Archipenko.

“Obviously, a man is not able to create any laws; he is able only to discover them in
himself” ...

Notes
1. ApxuneHko O. TeopetunyHi HotaTku // Xpodika 2000. -5(7).- 1993. —C.220, -C.208.
2. ApxuneHko O. TBopui HoTaTkw...-C.229.
3. "becegbl 0 XmBonucKu MoHaxa [opbkasa ToikBa”. — K kH.3aBanckas E.B. “Beceabl 0
xusonucm “ lWn-tao. —M.: Hayka, 1978. —C.69-70.

4. "Becegbl 0 xmBonncn mMoHaxa lopbkasn ThikBa”...-C.68.

5. ApxuneHko O. TeopeTnyHi HoTaTku... -C.242.

6. lopauHcbkun C. Mucteubkmin cait ApxuneHka // TepeM. —=4.10. — [1eTpowT, KBiTEHb
1990. —C41.

7. Topbayvos [. | apxaicT, i byTypuct // Xporika 2000. —5(7).-1993. —C.198.

8. ApxuneHko O. TeopeTniHi HoTaTku...-C.C.226.

9. Uur. 3a: Aceea H.IO. laei OnekcaHgpa ApxuneHka y MUCTeLBKIA NpakTuL XX cTonims.

—B kH.. ApxuneHko | cBitoBa kynbTypa XX cronitta-K., 2001. —CA4.
ApxuneHko O. TeopeTnyHi HoTatku... -C.225.




HaTiopmopT 3 kHWroto Ta Ba3oio Ha cTofi
1918
n e Kca H A p 6poHsa ToHoBaHa
i

46x35,5

THeNauwQ

OMHIUMNXdY

10




usi chopmut
nitorpadis

JKusi chopmn
nitorpacis

OMHIUMNXdY difHedN21Q




Xugi chopmut

nitorpadis

Kusi chopmn
nitorpacis

ONHIALMNXAY ¢

THeMauQ




Kuei chopmn
nitorpadis

Kuei hopmn
nitorpacpis

ONHIAUNXAY difHe3uwQ




APXMUNEHKO

Kusi chopmut
nitorpacis

®irypatiBHa KOMMO3WLLis
1913

KOnboposa kpeiaa
37x30,3




Hlnel(ca HLE CYXONIT

lonosa

1985

nanip, syrinns
50X35




ABpaam 3 XepTOBHUM arHuem

Marun

1999
BpoH3a

1982

30X12

BpoH3a
60X20







