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®anromusie 60omin. K BOIIPOCY O penenunm ICKyccTBa Bospomnemm
B 3IIOXY MOJI€pHI3MA

O6pas BospoxaeHys B TOM BHfe, B KOTOPOM OH C/IOXWICSA B POCCUIICKOM U 3apy0exxHOM
VICKYCCTBO3HAHMM, BO MHOTUX CBOMX acCIleKTaX ObUI IOPOX/IeHVMEM MOIEPHMCTCKOTO AUCKypCa.
Ot Hunmreanckoit kmaccuky Ienpuxa Benbdmmua m ascretnsma Yonrepa Ilatepa mo «ammoToB-
ckoro Tpoukusma» Knemenra Ipunbepra m «maomsma» F06epa Jammina mckycctBo Peneccanca
OCTaBA/IOCh ITOJIMTOHOM /ISl VICIIBITAaHUI HOBEWIINX WJIEOTOTMYeCKNX M KYIbTYPpPUIocopcKux
cTpaTeruii, HeKoit paHTOMHOII OOTbI0 MOIEPHM3MA, OTChUIAIONIEN K yTPaueHHON ¥ HEBO3MOYKHO
aJIbTepHaTVBe KaIlMTAIMCTIIeCKON peanbHOCTH. KimroueBble MudomoreMbpl aBaHrapia, KaTeropun
CBEpXYe/IOBEYECKOrO ¥ BHECOLMATbHOTO, IPUHIUIBI UCTOPU3MA U KaTacTpodusma ObUIM ampo-
OMpoBaHbBI Ha MaTepuaje UCKyccTBa Bospoxzenns myrteM ¢abpukaiym, IO CyTH, HOBOTO KYJIb-
TYPHOTO IPOAYKTA, CHAO)KEHHOTO CTApBIMM M MCIIBITAaHHBIMM BpeMeHeM jeiionamu («Padasmby,
«Jleonapgo» u T. i.). B paborax JImonenno Bentypu n JIx. K. Aprana, A. Illactens u I1. ®panka-
crenda, M. [IBop>kaka n X. 3eyibMaripa HOBble BU/bI peleniuy GOpMUPYIOTCSA MO 3aKOHAM MO-
JEPHUCTCKOTO MUCKypca. B cBA3M ¢ 3TUM pedb NO/DKHA UATHA HE O BOCCTAHOB/IEHMN B IIPaBax He-
KOETO «IIOJIMHHOTO» BO3poKieHnss — nofo6Hast MOCTaHOBKA BOIIPOCA BBIIIAAUT HaMBHO — HO
0 HEOOXOAMMOCTY JeKOHCTPYKILIMY TeX CIOXKHENIINX PUTOPUUIECKUX U PUmocopCcKux cucteM, Ko-
TOPBIM MBI 0053aHbl HAIIVIMM IIpefiCTaBlIeHNAMM o mpourioM. Pycckuit CepeOpsAHBIT BeK C €ro
pasHoOoOpasyeM «3KCTPEMICTCKIX» MOAXOHOB K McKyccTBy Peneccanca (ot [I. C. MepeXKOBCKOTo
K A.T. TabpuyeBckoMy), BapbUPYOIMXCS B LIMPOKOM AMalla30He UICOIOTMII I MOJerieli TIoBefie-
HYA (OT 9MUTU3MA U JIeHAU3Ma K MpoToQalIn3My U «IIaMaHU3MY») TakKe MpefcTaBseT coboit
3aMevaTe/IbHBII IIpUMep BTOPXKEHNUA MOJEPHICTCKOTO AVICKypca B chepy HayKu, TOC/IeNCTBIUA KO-
TOPOTO MOXKHO ObI/IO HaO/MIOZATh B COBETCKOM ¥ IIOCTCOBETCKOM MCKYCCTBO3HAHMIN.
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THE PHANTOM PAIN. ON THE RECEPTION OF RENAISSANCE ART
IN THE MODERNIST EPOCH

The conception of the Renaissance in Russian and Western art studies was to the large extent cre-
ation of Modernist discourse. From Heinrich Woelfflin’s nietzschean classics and Walter Pater’s aes-
theticism to Clement Greenberg’s “Eliotic Trotskyism” and Hubert Damisch’s “Maoism” Renaissance
art remained testing ground for the latest ideological and methodological strategies. The Renaissance
was phantom pain of Modernism caused by the lost and impossible alternative to the capitalist real-
ity. The main avant-garde myths, categories of superhuman and extrasocial, principles of historicism
and catastrophism were tested on the material of Renaissance art through the production of new cul-
tural products, which received such tried and true labels as “Raphael”, “Leonardo”, etc. Eminent art
historians, Lionello Venturi and G.C. Argan, A. Chastel and P. Francastel, M. Dvorak and H. Sedl-
mayr created new forms of reception according to the rules of Modernist discourse. In this situation
we should speak not so much about the rehabilitation of some mythic “true” Renaissance — the very
formulation of a problem looks naive — but about the necessity of deconstruction of those complex
rhetorical and philosophical systems which contributed to our understanding of the past. Russian
“Silver age” with its diversity of “extremist” approaches to Renaissance art (from Dmitry Merezhko-
vsky to Aleksandr Gabrichevsky), varying over a wide range of ideologies and life styles (from eli-
tism and dandyism to proto-fascism and shamanism) is also a remarkable example of Modernist in-
vasion into scientific sphere, the consequences of which could be seen in Soviet and post-Soviet art
criticism.
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