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Haranpsa AmumHckas — Yro TbI 0€3 ycTaIu Konaelllb KAMEHb,

CKyJIbITOP - Do
Jlazapp lanaen
Cara o yeJjioBeke

Jlazapsb [ajaeB — OflvH U3 CaMbIX MHTEPECHBIX U CAMOOBITHBIX COBPEMEHHBIX CKYJILITOPOB €BPO-
MENCKOr0 YPOBHSI C OCOObIM MJIACTUYECKUM MBIIIEHUEM — MPUHAJJIEXKUT K TTOKOJIEHUIO XY/I0XK-
HUKOB, 3asiBuBLIMX O cebe B 1970-e roapl. Ero BbicOKMil npodeccuoHanu3M — opraHuyecKasi
COCTABJISIFOLIAs1 MOCKOBCKOI IIKOJIbI CKYJIBITYPbl. OIHAKO UCTOKU CAaMOOBLITHOCTHU XY/IOXKHHUKA —
B NIPUPOJIE U KYJIETYPE, B IPEBHUX NpefaHusX 1 noa3uu popgHoit Ocetun. Mup oOpa3os Jlazaps
[amaeBa mpocT U CTpOr: YesloBeK, 3eMiisl U HeOO, JTF0OOBb, CTPACTh, OJIMHOYECTBO U COCTPAJaHKE,
OoTYasiHue U MOJbOa. MacTep TOHKO NepefaeT CAOXKHYIO TaMMy MEPEKUBAHUI CBOMX MEpPCOHa-
Keil, 3a4acTyro BeYLLIMX MEKIYy co00i 6e3MouBHbIN inasor. CKynasi, HOMHOTOCJIOBHASI, JIUILIEH-
Hasl BHelIHel 3¢peKTHOCTH, HO MOJIHASI BHYTPEHHE! AMHAMUKKU MaHepa CKYJIbIITOpa OTpakaeT
LEJTBHOCTD €r0 HATYPbl, OTBEPratOLIE KOMIPOMUCCHI.

[lepconanbHas BbIcTaBKa-peTpocnekTrBa Jlazaps [agaeBa, mpoxoauBilas B CEHTSIOpe 3TOro roja
B TpeThIKOBCKON rajiepee, rje XpaHuTcs OoJibllias KOJUIeKlus paboT MacTepa, OXBaThIBajia BCE
aranbl ero TBopuecTBa. OHa cTaja MOCHEAHEW NPUKU3HEHHON SKCMO3UILIMEN MPOU3BENCHUN
BbIJIAIOIIETOCsl CKYJIBIITOPA.

Jlazaps [amaeB

Hounout 2ocmb. 1984
Kepamnka
70x50x30
MHHHCTEPCTHO KYJIBTYPbI

Poccuiickoit depepauyn

Night Guest. 1984
Ceramics
70x50x30 cm

Ministry of Culture of Russia
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BKaKoﬁ—To Mepe KIIOYOM K TTOHUMa-
HUIO TBOpuYecTBa [amaeBa Moryr ciy-
>KUTb IBE €T0 paHHUE Komro3ulmu. B ox-
HOW, Ha3BaHHOU «HouHoit rocTh» (1984),
K CKYJIBIITOPY SIBJISIETCST HEKTO, HAITOMU-
Harowuii cepaduma Bpyoensi. B otnuue
OT BEJIMYABOTO «TOCTST», CKYJIBIITOP TTOKa-
3aH CMUPEHHBIM, C OMYIIIEHHO! TOJIOBOM,
HO CJIBILIALIUM TAWHCTBEHHBI FOJIOC U TO-
TOBBIM OTBETUTb Ha HETO CBOMM TBOpYE-
cTBOM. HeBOTbHO BO3HUKAET accOIMaIus
C aBTOIOPTPETOM JIoouMoro lamaeBbIM
Kopxa Pyo — «[Tommacrepbe», — B KOTO-
poM (ppaHIly3CKU XyTOXKHUK YITOAO0OSIT
cebst Oe3BIMSIHHBIM CTPOUTEJISIM CpEIHe-
BEKOBBIX cOOOPOB. BcrioMuHaercst Takke
M3BECTHOE BbICKA3biBaHWE AHpuU Maruc-
ca: «Korma st mosoH cMupeHust 1 KpoTo-
CTH, ST 9YYBCTBYIO, YTO KTO-TO HEPTUIHO
MOMOraeT MHe, 3aCTaBisisl AeaTh BELlH,
BBIXOISAIINE 3a TPeaesbl MOETO TTOHUMA-
Hus». Bo BTOpoil padote — «XymoxXHUK
U MOJIEJTb» — MEPCOHAXU CTOSIT PSIIOM, HO
XyZOXHHUK HE CMOTPUT Ha MOJENb, a TO-
IPy’XeH B pa3MmblliuieHre. Bce mckyccTBO
lanaesa siBasieTCsl UMEHHO Pa3MBbILITIEHH-
€M 0 «MoJeNn». TBOPUECTBO OCETUHCKOTO
MacTepa — CBOeoOpa3Has TIacTUUecKast
1o3Ma O YeJIOBeKe, O ero IpeaHa3Hayue-
HUMU, TOJBIACTHOCTH CyAb0E U OCBOOOXK-
NIEHUU OT Hee, KOTOpPOoe NMaeT XPUCTHAH-
ckasg Bepa. CBoux mnepcoHaxeil [amaes
noMellaeT MexXay HeOOM U 3emjeil, HO

B KOHKPETHOM BPEMEHU U MPOCTPAHCTBE.
DTO MOTYT OBITb OCETMHCKUE KPECThsIHE,
COXpaHSIOIINE CBSA3b C TTaTpUapXabHbIM
YKJIAJIOM C HETTPEJIOXKHBIMM JIISI CKYJIBITTO-
pa JDyXOBHO-HPABCTBEHHBIMHU LIEHHOCTSI-
MM, & MOXET OBITh LIEJTMKOM TIPUHAJIJIeXa-
WA Hallel 3MoXe OAWHOKUIA 4YesIoBEK,
3aTePSIHHBIM B MUpPE, HO TaKXKe HaxXo.sl-
LM OTIOPY B YCTPEMJIEHHOCTHU K HEOY.
Jlazapw lamaeB pomwics B 1938 romy
B oceTuHcKol aepeBHe Cypx [Iuropa He-
naneko oT BranukaBkaza. OH BO MHOTOM
YHacCJIeIOBaJI TAaJIaHT OT OTIIa, OAPECHHOTO
pe3unKka 1o aepesy. [lepBoHaYaIBHYIO TTPO-
(beccrOHaAIbHYIO MOATOTOBKY MpOIIe] Ha
rpapu4yeckoM OTAEICHUN XyIOXKEeCTBEH-
HO-TIEIaTOrMYECKOT0 YUMInIa Bo Biuamuy-
kaBkaze. B 1960 romy moctyrmun B Moc-
KOBCKUM rOoCy1apCTBEHHbIM XyI0XKECTBEH-
Hblii nHCTUTYT MMeHN B.U.CypukoBa, raoe
peMeciy BasTesist ero ooydan Matseit Ma-
HU3ep — CTOJIIT COBETCKOIO CKYJIbITYPHO-
ro akagemMu3ma. OTHAKO TBOPUYECKOMY
hOopMUPOBAHUIO MOJIONON XyTOXHUK OBLT
00s13aH IpyruM yuutenssm. B 1960-e roasr
3TO ObLT Tpexkae Bcero Asiekcanap Mar-
BEEB — OIWH U3 BBITAIOIIMXCS BasTelei
XX Beka, YbM OOHaXXEHHbIE XEHCKUE
durypsl cranu s lagaeBa oOpasLiom
MOCTPOEHHOI, TAPMOHUYHOU U TIPU 3TOM
WCITOJTHEHHO! XXU3HEHHOTO TpeTieTa Tiac-
Tuku. [To3xe OH OTKpbUT IS ce0sl aBaH-

TapIHYI0 UTATbSIHCKYIO CKYJIBITYpPY cepe-
IIMHBI CTOJETHsI, HO HE MEHee BaKHbIM
ObUTO M oOpallleHue K TaMSITHUKaM Ha-
LIMOHAJIBHOTO HCKYCCTBA: TaK Ha3bIBae-
MbIM «KOOAHCKUM» U3ACIUSIM U3 OPOH3bI,
caMble paHHHUE U3 KOTOPBIX OTHOCATCS K
1 ThicgueneTuio 10 H. 3., U U3BASTHUSIM U3
KaMHsI M JepeBa, CO3JaHHbIMU B Hayaje
XX Beka omapeHHbIM MacTtepoM CocliaH-
6exoM EnsmeBBIM — CBOETO poia OCETHH-
ckuM [Mupocmanu.

Bce 1O, HE3aBUCMMO OT BpeMEHM
BO3HMKHOBEHUS M HALIMOHAJILHOTO TIPO-
UCXOXIeHMs, TToMorio [amaeBy BbIpaboO-
TaTh COBPEMEHHOE TTOHMMAHME CKYJIbITY-
pbl KakK TUIACTUYECKOTO 1IeJI0r0, BOILIO-
IIAOLIETO MBIC/Ih aBTOPa U XKHUBYIIIETO 110
COOCTBEHHBIM aBTOHOMHBIM OT HATYPhI
3aKOHaM, ITPY TOM 4YTO HaTypa (B KOHKPET-
HOM M IIIMPOKOM CMBICJIE CJIOBA) OCTACTCS
IMOYTH €IMHCTBEHHBIM HCTOUHUKOM BIOX-
HOBEHMUSI XY/IOXKHUKA.

OnuHaKoOBO CBOOOIHO Biajesl SI3bI-
KOM KaMHS W JiepeBa, OH IPEIITOYMTAT
paboTath B Oojiee IJIaCTUYHOM OpOH3e.
OTIMyurTeNIbHast 0COOEHHOCTD €r0 CTHIIS —
APXUTEKTOHUYHOCTb ¥ OMHOBPEMEHHO MH-
TYUTHUBHAS LIEJIOCTHOCTb M300pakeHU,
MOJHOBECHOCTh OOOOIIEHHBIX O0OBEMOB
1 IOCTaTOYHO CBOOOIHASI M OKCIIPECCUB-
Has Jjienka ¢dopmbl. Haiing cBoil ckysib-
nTypHbiii cTwiib B 1970-e roawl, Tamaes

Omuasnue. 1992
Bponsa
80x40x50

Despair. 1992
Bronze
80x40x50 cm

TPE

MOYTU HE MEHSUI €ro B MOocieayloue
NECSITUIICTHSI.

Kak u mnst apyrux ero 3eMIISIKOB
(cpeay HUX, MOMMMO YroMmsiHyToro En-
30eBa, — PaHO YUISAIIUI U3 XU3HU [IMUT-
puii Tomaes, Bnamumup CockwmeB, Oner
Lixyp6aeB), OCETMHCKOE MPOUCXOXKICHUE
siBisieTcst 1J1st [amaeBa pakToM He TOJBKO
ouorpaduu, HO U TBopuecTBa. [IpoKuB
MHOTO JieT B MOCKBe, OH TTOIIepKUBAI
TECHbIE KOHTAKTbI C POIHBIM KpaeM U Mo-
CTOSIHHO co3/aBajl o0pa3bl ero oourare-
JIelt, OTpaXxalolye emie He yTpadeHHOe IO
KOHIIA PEJTUTMO3HOE OTHOLLIEHUE K XKU3HU
U CBSI3b C MPUPOAOIA.

TamaeB, Mo COOCTBEHHOMY IpM3HA-
HUIO, JTIOOWJT YATATh HAITMOHAIBHBIN 3T10C
Y CJTylIaTh HapOJHOE XOPOBOE MIEHUE, YTO
HaxXOJWJIO OT3BYK B €r0 MCKYCCTBE.

B oaHoit u3 paHHuX paboT, Ha3BaH-
Holi «IlecHst» (1978), Tpu BbIpe3aHHbIE U3
nepeBa (GUTypbl MOKa3aHbl 3HAUYUTETbHbBI-
MU, HETIOXOKUMHU APYT Ha Apyra, HO 00be-
JMIMHEHHBIMU TIPUYACTHOCTHIO K BBICIIIEMY
Hayay.

TieaymHbIii HEMOJIOAONM OCETUH
BOpOYAET TIOUTH PaBHEII cede TI0 BeTIn-
HEe KaMeHb, JEMOHCTPUPYSd MaclITaObl
HEKOEro XMW3HEHHOIo «ypoka» («CTpou-
Tenb», 1986). st Tpex KpecTbSHCKUX
JIEBYIIIEK BAJISHUE BOIJIOKA CTaHOBUTCS
MOBOAOM JUIsI OOLLEHUST APYT C JPYroM —
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Bopona ¢ coipom. 1991
Bponza
25x40x15

Crow with a Piece of
Cheese. 1991

Bronze

25x40x15 cm
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- Why are you so incessantly pushing the stone?
To find what is in it?
- I wish to pass all the pain hidden in my heart into it.

Lazar Gadaev

Natalya Apchinskaya

The Sculptor

Lazar Gadaev:
The Saga of Man

Lazar Gadayev, who is one of the most interesting and original modern sculptors of European
level with a highly individual sculptural style, belongs to the generation of artists who made a
name for themselves in the 1970s. His art and consummate professionalism are an integral com-
ponent of the Moscow school of sculpture. Yet, the artist’s originality is rooted in the nature and
culture, ancient legends and poetry of his native Ossetia. The world of Lazar Gadayev’s images
is simple and austere: man, earth and heaven, love, passion, loneliness and compassion, despair
and prayer. The maestro never fails to express very delicately all the depths of the emotional tur-
moil and sufferings of his characters who often conduct a voiceless dialogue between them-
selves. The sculptor’s style — lean, terse, free of glitz but full of inner dynamism — accumulates
the integrity of his uncompromising character.

Lazar Gadayev’s retrospective solo show, hosted last September at the Tretyakov Gallery, which
is a keeper of a big collection of the maestro’s oeuvres, covered all the stages of his creative
career. It became the prominent sculptor’s last exhibition held during his life-time.

'wo early compositions by the Ossetian

sculptor Lazar Gadaev may, to some
extent, serve as a key to an understanding
of his art. In one of them, “The Night
Guest”, the sculptor is visited by a being
that resembles Vrubel’s seraphim. Unlike
his majestic “guest”, the sculptor is
depicted as humble, with a lowered head,
but he hears a mysterious voice and is
ready to respond to it with his art. Unwit-
tingly, one feels an association with the
self-portrait by George Roux, “The
Apprentice”, much loved by Gadaey, in
which the French artist likened himself to
the anonymous builders of medieval
cathedrals. The well-known words of
Henri Matisse come to mind: “When I am
full of humility and meekness, I feel that
someone is energetically helping me,
making me do things beyond my compre-
hension.”

In the second work, “The Artist and
the Model”, the characters stand side by
side, but the artist is not looking at the
model; he is lost in thought. It is precisely
a “model” that is an object of reflection in
all of Gadaev’s art.
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beaywue. 1988
Bponza
80x80x60

I

Runners. 1988
Bronze

80x80x60 cm
Tretyakov Gallery

Cmpoumean. 1986
Bponza
80x60x50

Yacthoe cobpanne, ITapik

Builder. 1986
Bronze
80x60x50 cm

Private collection, Paris
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Gadaev’s work is an original sculp-
tural poem about a human being and his
calling, about his submission to fate and
his liberation from it by Christian faith.
Gadaev places his characters between the
sky and the earth, but in a concrete time
and space. They may be Ossetian peasants,
who keep connected with the patriarchal
way with its spiritual and moral values that
are indelible for the sculptor. Or it may be
a lonely person of our own time, one who
is lost in the world but finds his footing in
a longing for the sky.

Lazar Gadaev was born in 1938 in
the Ossetian village Surkh-Digora, not far
from Vladikavkaz. He inherited his talent
largely from his father, a gifted wood carv-
er. He received his first professional edu-
cation at the graphic department of the Art
School in Vladikavkaz. In 1960 Gadaev
came to Moscow and entered the Surikov
Art Institute, where he was taught the
sculptor’s craft by Matvei Manizer, a pillar
of Soviet sculptural academicism.

However, the young artist owed his
creative development to other teachers. In
the 1960s, it was first of all Alexander
Matveeyv, one of the outstanding sculptors
of the 20th century, whose nude female
figures became for Gadaev examples of
harmonious sculpture, constructed, but
yet full of life. Later Gadaev would discov-
er for himself the avant-garde Italian
sculpture of the middle of the century, but
no less important for him were the monu-
ments of national art. The earliest of these,
dating to 1,000 BC, were bronze artifacts
called “kobansky” after the place where
they were discovered. The artistic tradi-
tions of Koban bronze were lost over the
centuries, but the eve of the 20th century
brought the art of Soslanbek Edziev, an
artist who belonged to the new era but in
many ways maintained a mythological
mentality.

All of this art, regardless of the time
and origin of its creation, helped Gadaev
develop his understanding of sculpture as a
plastic whole, as the embodiment of the
author’s thought, and as something that
lives by its own laws, autonomous from the
model, given that the model remains
almost the only source of an artist’s inspi-
ration.

Working equally well with stone and
wood, Gadaev nevertheless preferd the
more pliable bronze. His style is unique:
his images are at once constructed and
intuitively whole. His works convey a
sense of weight and volume while being
quite free and expressive in their sculptur-
al form. Having found his plastic language
in the 1970s, Gadaev almost did not
change it at all during the decades that fol-
lowed.

For Gadaev, his Ossetian heritage
was not only a biographical fact, but an
important element of his art. Having lived
in Moscow for many years, he maintained
close contact with his native land and con-
stantly revived images of its inhabitants.
These images reflect a religious attitude
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toward life and a connection with nature
that are not yet completely lost.

Gadaeyv, as he admitted himself, liked
to read national epics and listen to choral
singing, which finds reflection in his art.

Among the sculptor’s national char-
acters is a slight elderly Ossetian who tries
to lift a rock almost his size, demonstrating
the scale of a certain life “lesson”
(“Builder”). In “Shepherd”, the figure’s
head is enclosed in the rectangle formed
by hands holding a stick used for herding
cattle (or for holding on to it). Thus by
purely plastic means Gadaev expresses the
thought that labour is both an individual’s
duty and his support.
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Tosepxcennpiii. 1982
Merann
20x50x15

YactHoe coGpanue, Tepmanmst

Defeated. 1982
Metal
20x50x15 ecm

Private collection, Germany

#3'2008

Maunvuux Bockpewenue Jlasaps
¢ koaecom. 1986 1992

Bponsza Bponsa

37x25x15 140x50x40

Yacthoe coGpanue, Tepmanmst

The Resurrected Lazarus

Boy with 1992

a Wheel. 1986 Bronze
Bronze 140x50x40 cm
37x25%15 cm

Private collection, Germany

In other works, Gadaev’s characters,
who were removed from patriarchal roots
due to historical and life circumstances,
continue to commune with birds and ani-
mals and reach out to nature, finding in it
a source of internal balance.

One of the works most charged with
meaning is a bronze group sculpture
“Runners” (1988). It depicts a man and a
woman, lonely in the surrounding world,
almost grotesque in their weakness. But
still they are moving forward, and the man,
who can hardly keep his balance himself,
is leading the woman, who is stumbling
behind. The name “Runners” sounds
ironic enough — the heroes of this piece
are far from thinking about running;
besides, Gadaev understood moving only
as deviation from being stationary. Howev-
er, he depicted the overcoming of motion-
lessness along with the conquest of discon-
nection, as a necessary condition of
human existence.

The theme of destiny was especially
meaningful for the artist. In “Fortuna”
(1991), a small bronze statuette, the
ancient deity appears anthropomorphous,
almost abstract, and, as is customary, face-
less. Next to the deity we see the famous
“Wheel of Fortune”. In another composi-
tion, created a few years earlier, a boy, full
of youthful hopes, is cheerfully rolling that
same wheel. In yet another work, “The
Wanderer”, a middle-aged person is trav-
eling along the road of life, burdened by a
wheel, while a crow (or a raven), which
Gadaev considers another attribute of des-
tiny, is pecking at his head.

Ossetians have a saying: “A crow in
the house means misfortune”. Other peo-
ples also consider this bird the herald of

evil. The gloomy reputation of the raven is
confirmed by Edgar Allan Poe’s famous
poem, and also by the fact that we used to
call prison trucks that transported prison-
ers “voronki” (from “voron”—*“raven”).

At times Gadaev’s hero falls under the
blow of destiny. In the sculpture “Despair”
(1992) a man, naked and down on his
knees, touches the ground with his lowered
head and crossed arms, but his bronze body,
resembling an architectural structure,
remains resilient and energetic. In another
bronze sculpture the character is prostrated
on the ground, forming an arc with his
head, hands and feet at the base (“Defeat-
ed”). Like the previous sculpture, this piece
embodies not only defeat, but also the
capacity for resistance and revival.

As early as the beginning of 1980s,
the artist created an expressive dual com-
position, and called it “Single Combat”.
Gadaev’s hero is fighting a creature that is
half-real, half-fantastic, and resembles not
just blind fate, but the symbolic animals of
the Old Testament. One remembers the
lines from a well-known poem by Rainer
Maria Rilke “The Man Watching” (trans-
lated by Robert Bly):

What we choose to fight is so tiny!

What fights with us is so great!

If only we could let ourselves be dominated
As things do by immense storm

We would become strong too,

And not need names.”

0011IeHMsI, B KOTOPOM, Kak Bcerna y [amae-
Ba, HET HUYETO MPU3EMJIEHHOTO U OBITO-
Boro («BanstHue Boiioka», 1976). B cra-
Tye «[Tactyx» (1991) rosoBa repost 3aKiito-
YeHa B MIPSIMOYTOIBHUK, 00pa30BaHHBIM
pPYKaMU, IepXKalluMy TTaJIKy TTOTOHIIKA
ckoTa (MW JepxKallMMUCSI 3a Hee), —
TakKUM 00pa3oM, YKMCTO TJIACTUYECKUMU
CPE/ICTBAMM BBIPAXAETCSI MBICTH O TOM,
YTO TPYA — W IOJIT YeJIOBEeKa, 1 ero oropa.

B npyrux paGortax oTOpBaHHBIE —
B CIJTy UCTOPUYECKUX TIPUINH W KU3HEH-
HBIX 0OCTOSITEIBCTB — OT MaTPpUaPXaTbHBIX
KOpHEH rafaeBckue MepcoHaKu MPOaoJi-
JKAIOT OOIIATBhCS C MTULIAMU U KUBOTHBI-
MU ¥ TSHYTCSI K TIPUPOJIe, HAXOMsI B Heil
OIVH U3 UCTOYHUKOB BHYTPEHHEIO paB-
HoBecusl. [lopoit oHU cTOBHO BOMpAIOT B
ce0sl COJIHEUHBIN CBET, TPETBOPEHHBIN
TBOPYECKOW BOJIEH XyIOXHUKA B CBETH-
meecss U3HYTPU 30JI0TO OPOH30BBIX Tel
(«3aropatommas», 1991; «3omotoit nTuiie-
JI0B», 1993).

OnHa U3 caMbIX HACBILIEHHBIX CMbI-
cioM — OpoH3oBas Tpymma «beryimes»
(1988). M3zobOpakeHHbIE B HEll My>KUUHA U
KeHIIIMHA TIPEICTaBIeHbl ONUHOKMMM B
OKpPY>KaloIlleM MHUpPE, B MOYTU TPOTECKHO
3a0CTpeHHoOI cmaboctn. Ho oHu Bce ke
TBVKYTCS BIIepe, MpUIeM My>KUYMHA, caM
C TPYAOM COXpaHSIIOIIMI paBHOBEcHE,
BEZIET 32 000U HEYBEPEHHO CTYMAIOIIYIO
xKeHliuHy. Ha3zBanue «beryiue» 3By4uT
JIOCTaTOYHO MPOHUYHO: IeposiM TAHHOTO
Mpou3BeaeHUs He 0 Oera; Kpome TOro,
TamaeB moHuMan ABMKEHUE MO OOJbIIEH
YaCTU JIMIIb KaK OTKJIOHEHUE OT CTaThuye-
cKoro paBHoBecusl. OTHAKO MpeoaoieHne
CTaTUKU W OIHOBPEMEHHO TIPeoJOJIeHIe
Pa300I11EHHOCTH SIBJISUIUCH IS XyHOXHU-
Ka HEOOXOOUMBIMHU YCTIOBUSIMU YeJIOBEYE-
CKOTO CYIIIECTBOBAHUSI.

Cpenu TeM, OCOOEHHO 3HAYMMBIX
st mactepa, — teMa Cynbobl. B HeGoJ1b-
110 OPOH30BOI CTATy3TKE, Ha3BaHHOU
«®@optyna» (1991), mapeBHee 0GOXecTBO
MPENCTaeT aHTPOITOMOPGHBIM, HO TTOUYTH
abCTparMpoBaHHbBIM U, KaK €My IOJIOXe-
HO, OE3JTMKUM, a PSIIOM C HUM Mbl BUAUM
3HaAMeHUTOe «KoJjieco DopTyHbI». B KOM-
MO3ULIMU, CO3NAHHOU HECKOJIbKUMHU rojia-
MU paHbllle, MOJHbIA YIOBaHUI OHOCTU
MaJTbYMK OOPO KAaTUT 3TO Koseco. B npy-
roii cratyatke — «CTpaHHUK (ITyTHUK)»
(1982) — yenoBek 3pesioro Bo3pacra Ope-
JIeT TO AO0pOore KWU3HU, HArpy>KeHHBII
KOJIECOM, B TO BpeMsl Kak B TOJIOBY €ro
KJIIOET BOPOHA (MM BOPOH), SIBJISIIOLIASICS
y [anaesa emte ogHum cumBosoM CynbObl,
HaIIOMUHAHNEM O HEMUHYeMOW CMEPTU.

YV oceTuH ecTh noroBopka: «BopoHa
B IOMe — X1 HecyacThsl». B sHIMKIIO0TIE-
nun «Mudbl HApoIOB MUPa» CKa3aHO, YTO
«KaK TpYITHasl MTULA YePHOTO IIBETa CO
3JI0BELIMM KPUKOM, BOPOH XTOHWYEH U
JEMOHUYEH, CBSI3aH C LIADCTBOM MEPTBBIX
U CMEpPTbIO, C KPOBAaBOl OUTBOM... U BbI-
CTYIaeT BECTHUKOM 3Ja» (B OIHOM U3
CaMbIX 2KCIPECCUBHBIX MPOU3BEACHUN
Tanaesa «Ctpanmanue» (1982) ucronn3yer-
Cs1 OTMEUEHHBI B SHIIMKIIONENN MOTUB
BBIKJIEBBIBAHUSI BODOHOM TJ1a3 XEPTBHI).

Moavba. 1991
Bponza
53x35x17

YacrHoe cobpanue, CnoBeHus

Entreaty. 1991
Bronze
53x35x17 em

Private collection, Slovenia

MpauHast pernyTainusi M CyIbOOHO-
CHOCTB 9TOU MTHUIIBI HAIIUTM OTPaXXeHUE U
B 3HAMEHUTO# 1moame Dnrapa [1o, 1 B Ha3-
BaHWUU MAILIH [UIS] IEPEBO3KU apecTOBaH-
HBIX B CTAJIMHCKOE BPEMSI. ..

Tepoit TamaeBa mopoit mamaer mon
yaapamu cyabobl. B ckynabntype «Otyasi-
Hue» (1992) obHaxkeHHBIN U KOJIEHOTpe-
KJIOHEHHBII MY>KUMHA TIPUTIATaeT K 3eMJIe
ONYIIEHHOMW TOJOBOW M CKPEIIEHHBIMU
pPYKaMu, HO €ro yrnoJao0JeHHOe apXUTeK-
TYPHOMY COODPYXEHUIO OpOH30BOE TEJIO
COXpaHsIeT YIPYrocTh U dHepruoo. B apy-
roif OpoH3e MEepCOHAX MOBEPXKEH HUIL,
00pa3ysl coboil apky ¢ oropamMy B BUIE
rojioBbl, pyK U HoOTr («[ToBep>KeHHBI»,
1982). Kak u B mpeabiaynieM rnpousBeae-
HUU, 3/1€Ch BOTLIOLIEHBI HE TOJBKO TMopa-
JKeHUe, HO TaKKe CIIOCOOHOCTh K COTIPO-
TUBJICHUIO 1 BO3POKICHUIO.

Eute B Hauane 1980-x ronoB nosiBu-
JIach BBIpA3UTETbHAsI TIApHAs KOMITO3M-
LIMsI, Ha3BaHHasl XyIOXXHUKOM <«EmmHo-
6opctBO» (1982). CTOsIIMI Ha KOJEHSX

BbICTABKWN

OCETUH, JepXKallnil 32 CIMHOM XapakKTep-
HBII TOJIOBHOM YyOOp, CTAJIKMBAETCS JIOOM
CO CTpaHHBIM KPBUIATBIM KUBOTHBIM. O0e
(urypsl 00pa3yloT ypaBHOBEIIEHHYIO U
3aMKHYTYIO KOMITO3UIINAIO; SHEPTHUS TOPU-
30HTAJILHO TPOTSKEHHBIX Tell (hOKYCHPY-
eTcsl B TOUKE UX COMpUKOCHOBeHMs. [lo-
JTypeanibHOe-TIoy(haHTacTUYeckoe CyIlie-
CTBO, C KOTOpPBIM OOpeTCsl raiaeBCKUii
MEePCOHAX, OJULIETBOPSIET YXKE HE CIICIYIO
cynb0y, a CMMBOJIMYECKUX 3Bepeil BeTxoro
3aBeTa. BcrmomMumHAIOTCS CTPOKM CTUXO-
TBOpeHus «CozepiiaHue» PaiiHepa Mapun
Punbke, nepeseneHHoro bopucom Ilac-
TepHAKOM:

Kax meaku ¢ wusHwio HauilL cnopbl,
Kax xkpynno eéce, umo npomuse nac!
Koz0a 6 mbt noooanucv Hanopy
Cmuxuu, uwyueii npocmopa,

Mut svbipocau 6bt 60 cmo pas...

Kak u B npousBeaeHuu Pusbke, cie-
TeBlllee C Hebec CYyIIeCTBO BO3BBIIIAECT
repost [amaeBa mo ceGs1, HamogoOKeE TOTO,
KaK ObIJT BO3BBILLIEH OOPOBILIUIACS C «aHTe-
JioM Berxoro 3aBera» 6ubseiickuii Makos.

OcBOOOXIEHUE OT TSIKECTU CYIbObI
JIOCTATAETCSI, B KOHEYHOM cUeTe, C TIOMO-
11IbI0 TIOpbIBa K HeOy. B omHOI U3 craTyit
MY>XUMHA TSIHET BBEPX PYKH, BBIMYCKas
Ha CBOOOJIY JIETKMX IITHII, B TO BpeMsI KaK
Yy €ro HOT pacrioyiaraetcsl YTKHYBIIasiCst
KJIIOBOM B 3eMJTIO BOPOHA — OOMTATeIbHM-
11a 36MHOTO Y MOJA3¢MHOI'O MUPOB.

B «3omotoM mTHIIEIOBE» OXBaueH-
HBIl BOOIYIIEBIIEHUEM MOJIONION YEeJTOBEK,
CUIS Ha 3emJie, TTIOUTH OTPbIBAETCS OT Hee,
a ToliMaHHas TITHIIA HAalTOMUHAeT Halle-
JIEHHYIO B HEDO CTpeJTy.

C 3anpoKHMHYTOI TOJIOBOM M300pa-
JKEH MaJIbYMK, TTIOTHSITHII Ha TUIEYO CBOETO
HamapHuKa 1o urpe («Mrpatoiiye maib-
yukn», 1980), a onHa M3 OOHAXEHHBIX
XKEeHCKUX (Uryp Hocut HaspaHue «CMo-
Tpsias B He6o» (1992).

K HeOy ramaeBckuii repoil TsHeTcH,
HaXoNsICh HA I'paHU XU3HU U CMEPTH, C
MOCJIETHEN OTYASTHHOM UM TIOJIHOM HAaJeX-
el MosbOoit («Mombba», 1991). K aroit
paboTe, OHOM U3 CaMbIX 9KCITPECCUBHBIX
U LEJIbHBIX B TBOPYECTBE CKYJBITOpA,
MPUMBIKAET 3aMevaTeIbHOe N300pakeHe
MojJisiierocst Xpucra.

Brnepsbie o6pa3 Criacutesis BO3HUK
B TBopuecTBe [anaesa eie B Havane 1980-x.
Bripesannast u3 mepeBa durypa mom Haz-
BaHueM «B mytu» (1983) sansier Xpucra,
CTOSIIIIETO C KPECTOM, CJIOBHO B OXKMIAAHUK
Tonrodbl. M300paxkeHHBIN ¢ 3aKPHITHIMU
ra3zamu, Mucyc oBestH Iedaiblo U KaxeT-
Csl OTPELIEHHbIM OT PeabHOCTU, MOIpy-
JKEHHBIM B CO3eplIaHhe KaKIX-TO HEBEIO-
MbIX DIyOuH. YTo Kacaetcs «Mousiierocs
Xpucrta» (1991), To 2TO Mpou3BeacHUE
MOTpsICaeT MPEXKIe BCETO CUIION U TIPaBIy -
BOCTBIO, C KOTOPBIMM ITIepedaHbl BO3BBI-
IIeHHasl MOJIUTBA, HATIOJTHEHHas cTpaja-
HMEM, M YyBCTBO HEIMOKOJEOMMOI BEphI.
OTKa3aBIIMCh OT PETPOCTICKIIMM, IITaM-
TTOB, OT BCETO BHEIIHeTo, [axaeB cMor cae-
JlaTh 00pa3 XpucTa MOIIMHHO XUBBIM U
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Posxoecmso. 2002
Bponsza. 75x65%35

Nativity. 2002
Bronze. 75x65x35 cm
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Beacmeo ¥ Hecenue »

6 Eeunem. 2002 kpecma. 2006
Bponza. 82x60x27 Bponza. 90x60x15
The Flight into Egypt » Bearing the Cross »
2002 2006

Bronze. 82x60x27 cm Bronze. 90x60x15 cm

As in Rilke’s poem, a being from
heaven elevates Gadaev’s hero to its level,
similar to the biblical Jacob, who was
fighting with the “Old Testament Angel”.

Freedom from the burden of fate is
reached, at last, by longing for heaven.

Gadaev’s hero is reaching towards
heaven; he is on the border of life and
death, with a last desperate prayer, full of
hope. (“The Prayer”, 1991). This work, one
of the artist’s most expressive and whole-
some pieces, has a remarkable image of a
praying Christ (the image of the Saviour
had appeared in his work already in the
early 1980s).

The sculpture “Praying Christ”
appeared during this period, and it
expresses the exaltation of prayer, filled
with suffering and an inexorable feeling of
faith, with overwhelming power and truth.
It is not by accident that this deeply per-
sonal work was followed by the bronze
image of the resurrected Gospel Lazarus
(1991), one of the most expressive pieces
in all of Gadaev’s art. Entangled in burial
shrouds, half-decayed, Lazarus is still
immersed in the petrification of death, but
is beginning to overcome it, awakening to
a new life in front of our eyes.

In recent years Gadaev continued to
work on this evangelical cycle. He added
compositions of multiple figures to previ-
ously created statues —“Nativity”, “The
Flight into Egypt”, and “The Last Supper”.

“The Last Supper” occupies an
exclusive place not only among Gadaev’s
latest work, but in all of his art. This piece
signifies not an epic, but a psychological
pole of the Ossetian artist’s work.

Gadaev’s Christ does not address the

apostles, as in the famous Leonardo da
Vinci fresco, but focuses intently on the
sacrificial chalice, which he is holding in
his hands. Christ is absorbed in His inner-
most feelings. The artist shows the depth
of these feelings, as well as the magnitude
and mystery of this being, which makes
Christ the focus of the whole composition.
The apostles, who are seated at the table,
cast in bronze, are not discussing Christ’s
words, as in da Vinci’s fresco, but are in a
state of religious meditation (except
Judas), communing with the Saviour at
some higher level. Their innermost feel-
ings are hard to express in words, and they
resemble, as the poet put it, “the fire hid-
den in a vessel”.

Unlike his countless predecessors,
who had been creating images of the Last
Supper for centuries, Gadaev added one
more character to its participants—the
apostle Paul, who is the visitor from the
future, and is holding the book of the New
Testament in his hands.

Gadaev’s latest work on evangelical
themes includes 14 big (on average 60 by
90 cm) bronze reliefs, dedicated to the sta-
tions of the cross. As the base for his
images, the artist is using the Catholic tra-
dition of depicting 14 stations of the cross
on the way to Golgotha, beginning with
Christ standing in front of Pilate, and end-
ing with Christ’s body taken off the cross
and laid upon the stone death-bed. In the
first scene, Pilate questions Christ, who is
detached and lost in thought, in an impe-
rious tone. Perhaps the Procurator of
Judea wishes to know if Christ had named
himself “the King of Judea”, or perhaps he
is asking his famous question: “What is the
truth?”

Of the following reliefs in the cycle,
the most powerful ones are dedicated to
the Way of the Cross. They show that the
truth is conceived not in philosophical dis-
cussions but in suffering and immersion in
the endless depths of one’s own spirit,
through which one reaches God. These
scenes Gadaev developed mainly through
composition, through a peculiar con-
frontation of Christ and his burden.
Gadaey, following the sequence of the sta-
tions of the cross, showed how Simon
helps Christ carry the Cross, and then
shows Christ’s three falls.

In the first, the cross is supported by
the two witnesses of the tragedy, a man and
awoman. In the second one Christ appears
to be spread-eagled on the cross, in the
third one He falls down. We see His meet-
ing with His mother, stricken with desper-
ation; with the maidens of Jerusalem, who
resemble an antique procession; with
Veronica, who in irrepressible impulse
reaches her arms to the sky with the tears
streaming down her face. In one of the
most powerful reliefs, crowning Gadaev’s
theme of Golgotha, Christ carries the
cross with no help. He is stooped, barely
alive. And in His indomitable movement
He seems to have conquered death even
before dying.

COBPEMEHHBIM. ABTOPCKOE BOCIPUSTHE
JAaHHOTO 00pa3a TIyOOKO JUYHOCTHO,
HecyyaiiHo Beaen 3a «MousimmMcest Xpu-
CTOM» BO3HMKaeT OpPOH30BOE M3BasiHUE
BOCKPECIIIETO TI0 €ro IOBEJICHUIO eBaH-
renbekoro Jlazapst (1992) — onHo u3 ca-
MbIX XYIOXECTBEHHO BbIpa3UTEIbHbBIX
MPpOU3BEICHNUI BO BceM TBopuecTBe [amae-
Ba. OmyTaHHBII TTOrpeGaIbHBIMU TICJICHA-
MM, «ITOJTypa3pylieHHbIH» Jlazaphb Bce elne
MOTPYyXXeH B OlLIETIEHEHUE CMEPTH, HO yKe
MPEOI0JIEBAaCT €ro, MpoOyXIasch Ha Ha-
WX I71a3aX K HOBOM XW3HMU. ..

Bce nocneanue roap [agaes mpoaoJi-
JKaja paboTy Has €BaHTEJbCKUM IIUKIIOM.
K co3maHHBIM mpexae cTaTysiM TTprudaBK-
JIUCH BBITTOJHEHHbIE B OpOH3¢ MHOrohu-
rypHble Komnosuimu «PoxaectBo» (2002),
«berctBo B Eruner» (2002) u «TaiiHast Be-
yeps» (1996).

PoxxnmectBo y cKyabITOpa MPOMCXO-
JINT B OCETUHCKOM nepeBHe. Kommo3utust
BBICTPOEHA TI0 BEPTUKAJIM U TOPU3OHTa-
Ju. Mapust ¢ MnaneHiieM, CKJIOHEHHbIE
Han Heil «yemoBeuHbIe» MOPIBI OCIMKA U
ObluKa, CIIy’KaHKa, KPECThsIHE, WIParo-
1€ POJTb TTACTYXOB M BOJIXBOB C JapaMM —
BCE OHM IOKa3aHbl CMUPEHHBIMU W TIe-
YaJIbHO-CTPOTUMU, OTPEIICHHBIMU OT
OOBIIEHHOCT! W TOPXKECTBEHHO BeJIMYa-
BbIMM, TIOTPYXXEHHBIMU B TepekMBaHUeE
MPOUCXOSIIETO TAMHCTBA.

Ipynna «bercrBo B Eruner» HaroJ-
HeHa, Kak 1 «PoxnecTBo», TUIIWHON U
taiiHoii. Ee rnaBHas TemMa — craceHue
MianeHnia — BbIpaxkeHa IUIACTUYECKU:
Mapust cioBHO BOMpaeT ero B ce0s1, aenast
yacThlo coocTBeHHOro Tena. Mocug, mo-
JMIOOHO ACMCTBYIOIIMM JIUIIAM  TTPEIBIAY-
111ei1 pabOThI, BOILJIOIIAET COOOI BeInuue,
obpeTeHHOe B 001IeHUU ¢ borom.

HckmounteabHOE MECTO HE TOJIBKO B
MO3IHEM, HO ¥ BO BCeM TBopuecTBe Jlaza-
ps TanaeBa 3aHumaet ero «TaiiHas Beue-
psi». [lpousBeneHue 3To 00O3HAYaeT CO-
00Ii IpyToii, IO CPaBHEHMIO C TOJIKO UTO
ONMMCAaHHBIMM pabOTaMU, TOJIOC UCKYC-
CTBa OCETMHCKOTO MacTepa — He 3Muye-
CKUI, a TICUXOJIOTUYECKUA.

Xpuctoc y Hero He oOpamiaercsl K
arocTojiaM, Kak Ha 3HAMEHUTON (pecke
Jleonapno na Bunuu, HO cocpeioToueH Ha
JKEPTBEHHOI1 Yallie, KOTOPYIO IEPXKUT B py-
Kax, ¥ TIOTpy>KeH BO BHYTPEHHUE TTEPEKM-
BaHUS. XYHOXHUK ITOKa3bIBa€T IIyOUHY
3TUX MEpPeXMBAHUM, a TaKKe MaciuTad u
TaifHy JUYHOCTH, CTaBSIIIMX XpUCTa B
LIEHTp Bceit KoMno3unu. COOTBETCTBEH-
HO, aroCTOJbl, CUASIIME 32 OTJIUTHIM B
OpoH3e CTOJOM, He OOCYXIalT, Kak y
Jleonapno, ckazanHoro Mucycom, HoO Tipe-
ObIBalOT (3a McKIoueHueM Mynwl) B co-
CTOSTHUM PEJUTMO3HON MeIMTaluM, 00-
wasick co CrniacuresnieM U IpyT ¢ IpyroM Ha
KaKOM-TO 00Jiee BBICOKOM YPOBHE.

HcnbiThiBaeMble MU YyBCTBA COKPO-
BEHHBI, TPYIHO BbIpAa3UMBbI B CJIOBaX 1 Ha-
ITOMMHAIOT, TOBOPSI CJIOBAMU TI03Ta, «B KYB-
ILIMHAX CIIPSITAHHbBII OTOHb». BMecTe ¢ Tem
UMeHHO B «TaifHoit Beuepe» BO Bceil MoJ-
HOTE TMpOsIBUJIACh CIOCOOHOCTh [amaeBa
JleJIaTh €BaHTeJIbCKUX MepCcoHaxel 0um3-

KMMHU 3pUTEIIO, a TaKKe MPUCYIINI eMy
peOKuWii ap BOCCO3[aBaTh B IIACTHKE
OTTeHKH JTyXOBHOM XW3HM YeioBeKa. M30-
Opakasl yYaCTHUKOB TacxXajJbHOW Tparie-
3bI, CKYJBIITOp, TI0 COOCTBEHHOMY TTPH3-
HaHWIO, UCTIOJTh30BAT B KAUeCTBE MOJeeit
3HAKOMBbIX, PETBOPSISI 3aTeM HaTypy B 3a-
JIyMaHHbIe 00Opa3bl. Kaxknmblii ero mepco-
HaX — HETMIOBTOPUMBIIA TTOPTPET YeJIOBEKa,
ITO-CBOEMY TTePeXXMBAIOIIETO TaliHY TIPe-
CTOSILLIEH KEePTBbI XpUCTA.

B ormiuume oT O6ecuncaeHHBIX TIpe-
IIECTBEHHUKOB, CO3[IaBaBIINX Ha TPOTSI-
XKEHUM BEKOB 00pa3bl «TaiiHO Beuepu»,
BasITeIb TOOABWJI K €€ YJYaCTHUKAM eIle
OIIH MepcoHax — arnoctodna [1asia, koto-
PbIil IPUXOIUT U3 Oyayllero, Aepxa B py-
kax kaury HoBoro 3aBeTa.

Camas mocnenHsis pabora [amaeBa
Ha €eBaHTreJbCKyl0 TeMmy BKiIwuaer 14
60:biux (B cpeaHeM 60 x 90 cm) 6poH30-
BBIX pebe(OB, MOCBIIICHHBIX CMEPTHO-
My nyTu Xpucrta. B cBoem HOBOM mpous-
BEJICHUM XYIOXHHUK OMUPAETCS Ha KaTo-
JIMYECKYI0 Tpaauluio u3obpaxeHus 14
«cTosiHuit» Xpucrta Ha nytu K losrode,
HauMHas CcOo «CTOsTHUs» Mucyca mepen
[Tunarom M 3aKaHYMBasI CHSITUEM C Kpe-
CTa M MOJIOKEHUEM Ha KaMEHHOE CMepT-
Hoe jioxxe. B nepBoit cueHe TamaeB nmoka-
3aJ1, Kak [1uaaT BI1acTHbIM TOHOM BOIPO-
maeT XpucTa, orpy>kKeHHOT'0 B OTPEIICH-
HOe pasaymMbe. Bo3MOXXHO, MpoKypatop
XOYeT 3HaTh, Ha3Baj Ju cebs Xpucroc
«llapeM nyneiickuM» WM 3aAaeT 3HaMe-
HUTHII Borpoc «UTo ecTh ucTUHA?».

B mocnenmytonux, cambIX CWJIBHBIX
peabedax MMKIA, MOCBIILIEHHBIX COO-
CTBEHHO KPECTHOMY TIYyTH, BBIpaXKeHa
MBICJTb O TOM, YTO MCTHHA IIOCTUTACTCS HE
B husiocodckux aucmnyrax, a B CTpagiaHuKl
U B MOTPYXKEHUU B OE3IOHHBIC TITyOMHBI
COOCTBEHHOTO Oyxa, TAE¢ JTOCTUTAeTCS
cBs3b ¢ borom.

Bo Bcex mMogoOHBIX clieHaX TeMa
pacKpbIBaeTCs TIPEXIE BCETO KOMIIO3M-
LIMOHHO-TUIACTUYECKH, Yepe3 cBoeoOpas-
Hoe npoTuBoOopcTBO Xpucta u Ero kxpe-
CTHOI Homu. B cooTBeTcTBUMM C Tmpo-
IrpaMMOIi «OCTAaHOBOK» [amaeB mokasai
kak CumoH mnomoraet Mwucycy Hectu
KpeCT M KaK COBEPIIAOTCS TPU TMaJeHUs
CriacuTeJist: B IEPBOM KPECT YAepKUBaIOT
IIBa CBUIETENSI Tpareinun — MYXUWHA W
JKEHIIIMHA, MPOHUKHYThIe YyBCTBOM 3Ha-
YUMOCTHU TPOUCXOMISIIEIO; BO BTOPOM —
XpUCTOC KaxkeTcs paciulaCTaHHBIM Ha
Kpecte; B TpeTbeM — OH TajaeT Hap3-
Huyb. [Ipoucxomur Ero BcTpeua ¢ Ma-
TEpbIO, OXBAUCHHON OTYASTHbEM, C MEpY-
CAIMMCKUMM JIEBYIITKAMK, HAaIIOMUHAI0-
MMM aHTUYHYIO TTpolieccuto, ¢ BepoHu-
KOI, KoTopasi B HEYIep>KMMOM ITOPBIBE
npoTsaruBaeT K Hemy pyku, 4ToObl BbITE-
PETh 3a7IUTOE MTOTOM JIUILIO.

B omHOM 13 caMbIX CUJIBHBIX PElibe-
(oB, BeHUAIOIIEM TeMY KPECTHOTO ITyTH,
JIMIIEHHBINA TTOMOILLM, COTOSHHBIN U yXe
Kak Obl yTPaTUBIIMNA TIJIOTh XPUCTOC
HeceT cBoi KpecT K [onrode, B ymmopHoM,
HEOCTAaHOBUMOM [BIDKEHUM M KaXXeTcs
elle 10 rudesy ModeAuBILIUM CMEPTh.
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