BOCHPpUATHA, TaK YTO MOHYMEHTA/IbHOE ITPOMN3BENEHNE CTAaHOBUTCA (1)paI‘MeHTOM TpaHAMO3HOTIO
IMO/IOTHA CaMOJ 3TIOXN.

Ekaterina Staniukovich-Denisova
Saint Petersburg State University, Russia

TONDO OF VYACHESLAV MIKHAILOV

The report discusses the Renaissance allusions in the painting of the St. Petersburg artist Vyacheslav
Mikhailov. His picture “Tondo. Piazza di Spagna” (2002) was chosen as the emblem of the interna-
tional conference “Actual problems of theory and history of art” in 2015.

In post-modern pluralist art criticism, the leading Russian art historians D. Sarabianov, M. German,
V. Turchin are unanimous in opinion about the art of Viacheslav Mikhailov, in which they see rich
and strenuous philosophic content in painting, often embodied in an abstract form. Strong classical
tradition with an intense emotional charge, characteristic of the artist, lends his works (and “A Tondo”
is one of them) utmost concreteness, which generates quickly changing images and gives the impres-
sion of an amazing integrity. It is a spectrum of sophisticated deterministic allusions that predestined
a choice of this particular painting as an emblem of the conference focused on the idea of Renaissance
in art. Explicit and implicit connotations are produced by the very circular shape and color compo-
sition. Diversity and elaborateness of texture creates an effect of maximum proximity of perception,
so that a monumental work of art is turned into a fragment of a grandiose canvas of the epoch.
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CrapbpeBIUK 1 apxuBapuyc: [IBa o6pasa coBpeMeHHOT0 XyJ0>KHIKA

B coBpemeHnHoIT Hayke 00 uckycctBe (Tpysbl Muxanna SIMmonbckoro, [Ixonarana Kpapu) 06-
pas Xy[oXKHMKa HOBOTO 11 HoBeliiero Bpemenn (¢ XIX B.) HepeIKO acCOIMMPYETCs C TUIIOM KOJI-
NeKIVIOHEpa, apXMUBapuyca, CTapbeBINNKa, draHepa, TpaBecTu. Takme mapasineny MOHATHBI, €C/IU
y4ecTb caMO M3MEHEHMe CUCTEMbI 3PEHM HOBOTO U HOBEJIIEr0o BpeMeH!U B CpPaBHEHMM C Kjac-
cuyeckuM. Bot uro mumer [xonaran Kpspu B kuure «TexHuky HaOmogarensi»: «... YHUYTOXKas
II0JI€ K/TACCUYECKOTO BUJEHNA, UMIIEPATUBbI KaIMTaMMCTUIECKO MOJEPHU3ALNY CO3/IaBaIy TeX-
HIUKJ HaBA3bIBaHMA BM3Ya/IbHOM BHMMATEIbHOCTH, PaljiOHa/IN3aLMY OLIYLIEHNA U yIPaBIeHUA
BOCIpUATHEM. ITO OBUIM AUCLUIUIVHAPHbBIE TEXHVKY, TPeOOBaBIINe CO3NAHNA U/eU BU3YaTbHOTO
OIIBITAa KaK Yero-TO MHCTPYMEHTAIbHOT0, MOLUUIIMPYEMOTro Y IO CYLIeCTBY a0CTPaKTHOTO, U HU-
KOT'7Ia He [JaBaBIl/e MYPY BO3MOXXHOCTb 0OPeCTM LIe/IbHOCTD MMM HeM3MeHHOCThb. Kak TompKo BI-
IieHye OBbIIO JTOKA/IN30BaHO B SMIIVMPIYECKOI HEIIOCPECTBEHHOCTH Te/la Hab/MofaTeIs, OHO CTAJIo
IpUHAJJIeXAaTh BPEMeHU, NOTOKY, cMepTi» (mepeBoxn Imurpusa Iloremknna). IlocrosanHas up-
Ky/ALUA BU3Ya/JIbHBIX 00pa3oB IO AHAJOTMMU C LMPKY/IALUEN PBIHOYHON CTOMMOCTY TOBApOB
IeBa/lbBUpPYeET IPaBAY U UCTUHY XyJOKHMYECKOTo BuaeHu:. [lo muenuio Muxanna fMmnonbckoro,
JIaBKa CTapbeBIIJKa — XOPOIINII aHa/IOT TAKOMY BUJIEHUIO, KOTOpoe OH Bcreq 3a CapTpoM HasBall
«ITAaHOPAMHBIM». JTO CO3HAHMeE, «HE Pas3NMYalollee MEXIy CYyIeCTBEHHBIM U HECYIIEeCTBEHHBIM,
a KaKk Obl MaHOpaMHO (QUKCHUpYyIoOLlee Bce MoApsAf (TaBKa cTapbeBIIMKA — 3TO KYIBTYPHBIT IIPO-
IYKT TaKOTO HeAVICKPVMIHMPYIOLIETO CO3HAHNA)».

Beimacth U3 Kpyroo6opora phIHOYHOJ HENOIMHHOCTY YBUAEHHBIX Belleil IIOMOTaeT KpMu-
THYecKasl B OTHOIIEHNM K HMM aucraHnysa. OHa MokeT ObITb opopMiIeHa B KadeCcTBe HEKOETo
TOTA/IbHOTO apXyBa 3apUKCUPOBAHHBIX «XOAAYMX» HA PbIHKe CMBIC/IOB. Torma aTo crparerus
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KOHIIeNITyamucTa-apxusapuyca. OHa MOXKeT OBITh MHKOPIIOPMPOBAHA B IOJ00MEe TPaBeCTUITHOTO
CIIEKTaK/IA O Xy[O)KHMKe-CTapbeBIIMKE, OTBICKMBAIOLIEM II0J, C/IOEM MEIMITHOTO ¥ KOHCIOMEPUCT-
CKOT'O XJIaMa KPYNMIIbl MCTUHBI U IpaBabl. Torma aTo cTparerus TaKTUIbHOTO BOCCO3[JaHUS MU-
POB OTUYX/IECHHOTO OT HAC MCTOpMeN ¥ HeKMMU 3a0O0/NTaHHBIMU JO HOTM ¥ KJIMIIe MCKYCCTBA.
OTOIt CTpaTerny yCIeuHo ciefyeT MOnofoit XyfnokHMUK SH TamkoBud.
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A JUNK COLLECTOR AND ARCHIVIST: TWO IMAGES OF THE CONTEMPORARY ARTIST

An artist of modern and contemporary period (since the 19th century) in the study of art (Mikhail
Yampolsky, Jonathan Crary) is often related to a type of a collector, archivist, a flaneur, a travesty. It is ob-
vious if we consider the world view of the modern and contemporary periods in comparison to the
classical one. Jonathan Crary wrote in his book “Techniques of an observer”: “...destroying the classi-
cal field of vision, the imperatives of capitalist modernization created a technique of imposing visual
care, rationalization of sensation and perception management. These disciplinary techniques requested
creation of an idea of a visual experience as something instrumental, modifiable and essentially abstract,
and never giving the world the opportunity to become whole or eternal. Once the vision was local-
ized in the empirical immediacy of the body of the observer, it was owned by time, the stream of death”.
Constant circulation of visual images similar to circulation of market value of goods depreciates the
truth of the artistic vision. According to Mikhail Yampolsky, a junk shop is similar to such vision called
after Sartre “panoramic” This consciousness is “failing to distinguish between relevant and irrelevant,
fixing everything around (junk shop is a cultural product of this non-discriminating consciousness)”.

To drop out of circulation of the market inauthenticity of the seen objects helps the distance, which
can be created as a total archive of meanings “walking” in the market. Then this is a strategy of a con-
ceptualist archivist. It can be incorporated into a kind of a travesty play about an artist-junkman, who
discovers the grains of truth under a layer of media and consumer rubbish. Then this is a strategy
of tactile recreation of art aloof from us by dogmas and cliches of art. This strategy is successfully used
by the young artist Jan Tamkovich.
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ApT-pesupieHINN B KyIbTYPHOM IPOCTPAHCTBe HOBOI Poccun

Xymo>KeCTBEHHBIE Pe3UICHLINN, WM “apT-pe3VAeHINN», BeAYT CBOIO ICTOPUIO CO BTOPOII ITOJIO-
BuHbI XVII B., korga OpaHiysckas akajeMusi XMBOIVCHU U CKY/IBIITYPBI co3fana “Pumckyto mpe-
muio” (¢p. Prix de Rome), mo3BosABIIYIO BBIJAIOIIMMCS XY/IOXKHMKAM COBEPIIUTH MTOE3[KY B Pum.

B Teuyenme XX B. apT-pesujieHIIMN TOSABIAIOTCA B My3esX, rajepesx U 06pa3soBaTeIbHBIX Y-
PeX/IEHUAX 10 BCEMY MUPY U HAauMHAIOT UTPATh BXHYIO POJIb B MEXKAYHAPOJHOM KY/IbTYPHOM
npotecce. B pesynbrare mocnefoBaTebHOM MHCTUTYIIMOHAMN3AINI apT-Pe3u/ieHINi popMupy-
10TCsI IpodecCrOHaNTbHbIE COI03BI, YYacTye B Pe3MAeHLMANbHBIX IPOrpaMMax CTaHOBUTCS [O-
CTyImHO 6o0Jee MIMPOKOMY KPYTy TBOPYECKUX JfieATenell U ImpuobpeTaeT caMble PasHOOOpasHbIE
bopmbl. VIHTEHCHBHOE pa3BUTHE apT-Pe3NIEHINIT CBU/IETEIBCTBYET O BO3PACTAOLIEl ITOIY/IIPHOCTH
faHHOTO opMara paboThI, a TAK)Ke OTPa’kaeT BaKHbIE M3MEHEHNs, IPOMCXOAAIINE B COBPEMEH-
HOJI Ky/IbType B II00a/IbHOM KOHTEKCTe.
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