Alexei Harlamoff
and his Rediscovery

Olga Sugrobova-Roth

Alexei Harlamoft™* had already been forgotten in his
lifetime. As early as 1872 his date of birth was mis-
takenly recorded as 1842 instead of 1840 by Andrei
[.Somov in his book on the Painting Gallery of the
Imperial Academy of Arts in St.Petersburg.' In his
book Our Artists (1890) Fedor I. Bulgakov wrongly
gave 1872 for Harlamoff’s entry to the Association
of Itinerant Art Exhibitions in the place of a more
accurate date as late as either 1881 or 1882.2 The
mistakes in these otherwise reliable sources on the
history of Russian art have been taken on, without
criticism, by all subsequent authors and are too be
seen today in many art lexica alongside the similarly
incorrect date of the artist’s death (1915 or 1922).

His exit from the exhibition establishment of the
Paris Salons, a decision Harlamoff made at the be-
ginning of the 1880’s, meant the artist was to forego
any attention from the press in Paris, the city in
which he had chosen to reside. In his homeland of
Russia, however, Harlamoff remained a continual
participant of exhibition tours and therefore within
the focus Russian press interests until 1917. Yakov
D. Minchenkov, the Commissar of the Association
of Itinerant Art Exhibitions was indeed to admit in
1914 that the artist’s biography was completely un-
known to him.> Minchenkov’s lack of knowledge
can be credited to the fact that Harlamoff lived
abroad and was represented in the great public col-
lection of Russian art, the Tretyakov Gallery, by just
a single work.

Under these circumstances, confusion with artists of
the same name, particularly between Nikolai N. Char-
lamov (1863 — 1935) and Mikhail E. Charlamov
(1880 — 1948) was unavoidable. It has been maitained
that Alexei Harlamoftf was amongst the artists, who,
in the 1920s, lived in New York temporarily,*and one
from whom Kasimir Malevich planned to acquire
works for the Museum for Artistic Culture in the
year 1919.

There are also misleading observations on
Harlamoff’s work. The painter Sergei D. Milo-
radovich counts him amongst the creators of the
pictorial decoration of the orthodox cathedral St.
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Autekceii XapJjiaMoB:
BO3BpalleHNe 3a0bITOr0 Xy10KHUKA

Onvea Cyepobosa-Pom

Anexces: XapiaamMoBa cTaiu 3a0bIBaTh €Ilie MPH ero
xu3Hu. A. . ComoB B KaTtajore KapTUHHOM raje-
peu Mmneparopckoit AkageMuu XyJq0KeCTB Helpa-
BUJIBHO yKa3ajl roJl poXAeHUs XyIoKHUKa: 1842
BMecTto 1840'. @. WM. ByiarakoB B JBYXTOMHHKE
Hawu  xyooxcnuxu Hamucanm o BCTYIUICHUH
XapnamoBa B ToBapumiecTBo MNepeIBUKHBIX
XYIOKECTBEHHBIX BBICTaBOK B 1872 ropgy, XOoTs B
JEUCTBUTEIBHOCTU 3TO IPOU3OILIO IO3/1HEE, B
1881 unu B 1882 romy?. M3 3TX, BechbMa Ba)KHbIX
JUIS U3YYEHUS PYyCCKOTO UCKYCCTBA, TPYAOB OIMIMOKU
NepeluIn B IPyrue UICTOYHUKU U - BMECTE C HEBEP-
HO YKa3aHHBIM T'OJIOM CMEPTH XyIOKHHUKA (OOBIYHO:
1915 unu 1922) - npoaomkamT «yKpaiiaTh crpa-
BOYHHUKH €I ¥ CETOTHS.

[Ipunstoe XapnamoBbiM B Hayaie 1880-x
TOZIOB pelieHue OoJbllle HE Y4YacTBOBaTh B
BbIcTaBKax CajioHa MPHUBENIO K TOMY, YTO K HEMY
yTpaTuna uHTepec mnpecca B Ilapuxke, rne oH
NOCTOSSHHO Kuj. Pycckas nmnpecca yuensna
XapnaMOBy BHMMaHHUE 3HAYUTEIBHO JOJIbIIIE,
BIJIOTH 10 1917 ronma, MOCKOIBKY OH OBLT MOCTO-
STHHBIM y4acTHUKOM [lepenBMKHBIX BBICTABOK.
Onnako ynonHomoueHHbI ToBapumiecTtBa Mo
BbicTaBKaM S1./[. MUHYEHKOB NpU3HABAJICS YK€ B
1914 rogy, uto 6uorpadus XapiamoBa eMy COBEp-
nIeHHO Heu3BecTHa'. [IpuuuHoii ToMy Oblna, HECO-
MHEHHO, MTOCTOSTHHAs! >KM3Hb XYJIOKHUKA 32 TPaHU-
IeH, a Takke TO 00CTOSATENBCTBO, YTO B TpeThs-
KOBCKOI rajiepee, B Ty Opy caMoM OOJIBIIIOM 001IIe-
JOCTYTTHOM COOpaHHMM PYCCKOTO MCKYCCTBA, XpaHH-
JIOCBh JIMILIb OJTHO TPOU3BEAEHUE XapiiaMoBa.

Ve B 1920-e roabr Anekces XapiaaMoBa
nyTand ¢ ofgHopaMUIbIlaMHU, TPEXKIE BCETO,
xuBonucuamu H. H. XapnamoBeim (1863 — 1935) u
M. E. XapnamossiM (1880 — 1948). Ero To cunranu
KUBYLIUM B Hbm—ﬁopKe «PYCCKUM aMepHUKaH-
HEeM»*, TO YKa3bIBaJIU B UUCIIE XyJOKHUKOB, IIPOU3-
BeJIeHUsI KOTOpbIX ObLTH 0ToOpans! K. C. ManeBuyem
11t My3est 5)KUBOIIMCHOW KYJIBTYPBI.

XapnamMoBy NPUIMHCHIBAIIN ACSITEIBHOCTD B
qyXKJBIX €My O00JIacTAX XyI0KECTBEHHOTO TBOD-
yectBa. Tak, xynoxuuk C. J. MunopanoBud ObL1
YBEPEH B TOM, UTO XapjaaMOB MIPUHUMAJ YYaCTHE B
CO37aHUU JKUBOMHUCHOTO yOpaHcTBa cobopa CB.
Anekcanapa Hesckoro B ITapuxes. [locnennee He
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Alexander of Neva in Paris,’ a fact which can
neither be confirmed by the paintings in the church nor
by any documents recording the cathedral’s history.®

Sergei Makovsky published his memories in 1955
noting that the portrait of Pauline Viardot was con-
nected to Alexei Harlamoff. For a good reason
Makovsky regarded Harlamoff as a painter sunken
into oblivion.’

For an extremely long time Harlamoff’s poetic and
elegant, both Russian and western European
art was unpropitious. From the turn of the century he
has been virtually forgotten in the West and
his creations were deemed inappropriate for the
version of Russian art history fabricated by soviet
ideology. He was either taken to task for his
indifference to the socio-political problems of his
home country,® or concealed, as in the exhibition
catalogue for the 225™ Anniversary of the Academy
of Arts in Leningrad.® Only in the post communist
era have Russian scholars, thought of returning
Harlamoff’s name to art history.!

Documents in various archives help those research-
ing Harlamoff to reconstruct his life. Files in the
archive of the artist’s hometown shed light on his
childhood and youth. Harlamoff’s personal files in
the Russian State History Archive in St. Petersburg
illuminate the period of his study at the Imperial
Academy of Arts in St. Petersburg and his first years
abroad. These materials are supplemented by docu-
ments in the Department of Manuscripts at the State
Russian Museum and the Institute of Russian Liter-
ature in St.Petersburg and the State Tretyakov
Gallery in Moscow. The entry into the death lists
(Archives de Paris) make precise the previously un-
clear date of Harlamoff’s death (10™ April 1925).
The artist’s will, preserved in the Paris archives,
convincingly refutes the established notion of his
poverty in old age."

The artist’s private archive is untraceable. The single
and apparently childless Harlamoff left his entire estate
to the soprano Felia Litvinne (1860-1936). According
to Felia’s personal statements a father daughter rela-
tionship had been established between them from the
late 1870s. The estate of the similarly childless soprano
singer was unfortunately scattered and the few remain-
ing documents yield no information on Harlamoff.
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MOATBEPKAACTCS HU CAMUM XapaKTEPOM KUBOIIHUCU
B coOope, HU IOKyMEHTaMHU’.

C. K. MaxkoBckuii B cBoux Bocnomunanusix,
oIyOIMKOBaHHBIX BIepBbie B 1955 rony, cuen HeoO-
XOJMMBIM PAa3bsICHUTh MPU YIOMUHAHUU HUMEHU
XapnaMoBa, 4TO pedb UIET O XYI0KHUKE, HEKOTIa
Hanrcasiiem noprpet [lonuasr Buapno’.

[lo oOTHOmIEHMIO K TO3TUYHOMY U
JJIETEHTHOMY, CTOJb JK€ pPYCCKOMY, CKOJIb U
3amaJHOEBPOIIEMCKOMY, HCKYCCTBY XapiaaMoOBa
BHEIIHUE OOCTOATENILCTBA OBUIM JOJITOE BPEMS
Hemmitocepaabl. OHO ObLTO 3a0bITO HA 3anaze u He
yKJIaJbIBaJIach B KOHIEMIUIO Pa3BUTHUS PYCCKOTO
HCKYCCTBa,  pa3paboTaHHyl0  Oo(dHIIMaTbHBIM
COBETCKHMM HCKyccTBO3HaHHEM. COOTBETCTBEHHO,
3TOT XYIOXKHHMK JMOO IMOJABEprajcs KpUTHUKE 3a
paBHOAYLIME K COLMAJIBHBIM U TOJTUTHYECKUM
npobiemam Poccun®, mubo0, Kak 3TO CIyYHIIOCH B
13-tomuolt Hcmopuu pycckoeo uckyccmea WIA
MPOU3ONIIO Tpu opranu3anuu  HOOumenHou
BBICTABKM 10 ciy4dar 225-netuss AkaaeMuu
XyJIO’)KECTB, 3aMaauuBaics’. JIub B MOCTKOMMY-
HHUCTHYECKOM Poccum mccnenoBaTenu MOTYyYHIIH
BO3MOXXHOCTh BEpPHYTh XapiamoBa B HCTOPHIO
HUCKycCcTBa'".

BoccranoButes Ouorpaduro Xapiaamona
[IOMOTal0T B MEPBYIO0 OYEepe/b apXUBHBIE JOKY-
MeHThI. Tak, Mateprainsl [ ocynapcTBEHHOTO apXuBa
CapatoBckoii 001aCTH MPOJIMBAIOT CBET HA JIETCTBO
U I0OHOCTh Oyaymiero xynoxHuka. B Poccuiickom
locymapctBenHoM ucropudeckom apxuse (CaHKT-
[TetepOypr) XxpaHATCsSl TOKYMEHThI, OTHOCSIIHECS
KO BpeMeHH oOyueHus XapiaamoBa B Mwmmepa-
TOpCKOW AKaJIeMUH XYJJO’KECTB U K €T0 MIEPBBIM roflaM
B [laproxe. DT Marepualibl JOMOTHSIOTCS IOKYMEH-
tamu OT1aenoB pykonucei ['ocynapcrsennoro Pyc-
ckoro Myses;, l'ocynapcTBeHHOUM TpeThSIKOBCKOM
INanepeun u Uucturyra Pycckoii Jluteparypsr (ITy-
kuHckoro [loma). Apxus [lapwxa pacronaraeT cric-
KaMH YCOMILINX, B KOTOPbIX MO)KHO IPOYECTh TOY-
HyI0 Jaty cMeptu skuBonmcua: 10 anpensa 1925 ropa.
Tam ’xe XxpaHUTCS U 3aBelIaHne XapiiaMoBa, KOTO-
poe ormpoBepraetT ObITyIOIIEEe MPEACTAaBICHUE, YTO
XyJOXKHHUK ymMep B OegHOoCTH!'.

Jlmynpii  apxuB XapiaaMoBa  yTpadeH.
3aBeriaHue OCTABIIETOCS XOJOCTHIM U HE HMEB-
LIEero JIeTell )KMBOMUCIA YKa3bIBAET B KAYECTBE €TI0
€IMHCTBEHHOW HacIeHUIbI eBUIly Denuto JINTBUH,
K KOTOpO#i XapiiaMoB OTHOCHIICS Kak K iouepy. OHaKo
apxuB TaKke 06e3/1eTHo JINTBUH paccpeioToueH, u
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For this very reason contemporary witnesses are
a great help. Ilya E. Repin (1844—-1930) vividly
describes everyday life at the Imperial Academy
of Arts,'? giving us a better understanding of Har-
lamoff’s decision to go to Paris. Repin’s Paris let-
ters, the correspondence with Ivan S. Turgenev
(1818—1883) and the records of the tutor of for-
eign scholarship holders of the Imperial Academy
of Arts, Alexei P. Bogoliubov (1824 — 1896)" con-
tain important facts on Harlamoft’s life in Paris.
The assiduous and determined Harlamoff, his
friendly yet closed personality emanate from these
sources, and are also made clearly apparent in the
letters, memories and daily journal entries by his
art colleagues, the Russian students of the soprano
singer and singing teacher Pauline Viardot-Garcia
and other Russians visiting Paris. After Turgenev’s
death in 1883 mention of Harlamoff becomes in-
creasingly less, receding to almost nothing by the
20™ century.

Harlamoff took part in several prominent exhibi-
tions (Universal Exhibitions in Vienna and Paris, Sa-
lons in Paris and Itinerant Art Exhibitions in Russia)
and it is these exhibitions catalogues which play the
greatest part in a reconstruction of his artistic devel-
opment and completion of his works.

We are denied the illumination to be gained from
the artist’s vital contacts with the art market due to
the absence of the necessary documents. '

At the Academy of Arts

Alexei Alexeyevich Harlamoff was born on
18™ October 1840 in the village of Dyachevka near
Saratov on the river Volga.”s Indeed he wrote in his
autobiography that he stemmed from a petit bour-
geois background, the entry into the village church
book states, however, that his parents were serfs. In
1850 his parents were released into freedom.'
Alexei did not go to school, but was educated at
home. Harlamoff named Vladimir Afanasyev as his
first art teacher. In 1854 the fourteen-year-old Alexei
was a guest student at the Imperial Academy of
Arts."” The liberation, lessons at home and being a
guest student (for which one had to apply for tempo-
rary relief from tax) suggest that the Harlamoff fam-
ily’s financial position was satisfactory. However,
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€ro JOCTYIIHbIE HCCIeN0oBaTeN0 (parMeHTbl He
COZIepIKaT CBeICHUHN 0 XapiaMmoBe.

B sToli cuTyanuu HEBO3MOXHO MEPEOle-
HUTH CBUJETEIBCTBA COBPEMEHHMKOB XYIO0KHHUKA.
Ocragnennsie Y. E. Perurabmv (1844 — 1930) B /Janexom
Oau3Kom'? JKUBbIE ONMCaHMs OE€THOTO U HEYCTPOEH-
HOTO OBITa CTYEHTOB AKajieMuu XyaokecTB B [lerep-
Oypre MO3BOJISIIOT JTy4lI€ TOHATH PEIeHHE XapiaaMo-
Ba ocrarbcs B [Tapwke. [lapmxckne nucema Penvina,
xoppecrionnentysi U. C. Typrenesa (1818 — 1883), 3anuc-
Kumopsxa-xyoooicnura A1, boromo6osa (1824 — 1896)",
OTIEKABILIETO TIEHCUOHEPOB AKAJIEMHUN XYI0KECTB 32
IpaHulel, collepKaT BayKHbIE (DaKThl, KACAIOLIUECS
xu3HU Xapnamosa B [lapuxe. OTH HUCTOYHUKH, a
TaK>Ke MMCbMa M BOCIIOMUHAHUs KUBIIMX B [ [aproke
WM ObIBaBILIMX TaM HA€3aMHU PYCCKUX XYT0KHUKOB,
pycckux yuenun] [lomuasl Buapao u nuHbIx coote-
YECTBEHHUKOB XapiaMoBa JAIOT NPEICTABICHUE U O
NOOpOXKETaTeIbHOM M, BMECTE C TEM, HECKOJIbKO
3aMKHYTOM XapaKTepe 3TOro TPYIOIFOOUBOTO U LENEYCT-
pemiienHoro »kuBormcia. Yacteie B 1870-e u B Havasie
1880-x roz1oB, yoOMHUHaHHS UMEHH XapJlaMOBa CTaHO-
BsATCs Bce Ooree penxnmu niocie cmeptu Y. C. Typre-
HEBA 1 NIOJIHOCTBEO MCYE3A0T ¢ HadaJloM XX BEKa.

XapiaMoB peryJsipHO y4yacTBOBaJl B 0OJIb-
mmx BeicTaBkax: [Tapmxckom Canone, BcemupHbix
BeIcTaBKax B Bene u B [lapmxke, [lepenBuxHbIX
BbICTaBKax no ropoaam Poccum. Kartamorm stux
BBICTABOK IIOMOTAIOT PEKOHCTPYKIIMHM TBOPYECKOTO
MyTH XyJOXKHHUKA.

Bwmecre ¢ Tem, uccienoBarenb NpakTUYECKH
MIOJTHOCTBIO JIMIIEH JTOKYMEHTOB, OCBELIAIOIINX
CTOJIb BaXXHbIE U1 XapiamoBa KOHTAaKTHl C
MapyKCKMMH MapIIaHAMHU U JIOHAOHCKUMU U HBIO-
WOPKCKAMH TOPrOBLAMHU KapTUHAMU ',

B AkagemMuu XynoxkecTB

Aunekcelt AnekceeBrd XapiaaMoB poauiics 18
okTs10ps 1840 roga B cene JlpsiueBka CapaTtoBcKoit
rybepaun's. XapimamoB ykazal B aBTroOuorpadun
MIPOUCXOXKACHHUE 3 MELIAHCKOTO COCJIOBUS, OJTHAKO
3alMCh B METPUYECKOW KHUTE LIEPKBU B J[bsueBKE
CBUJIETENILCTBYET O TOM, YTO €T0 POAUTENN ObUTH Kpe-
noctHeIMH. B 1850 romy cembs momyumsia BOJIbHYHO'.
[xomy Anexceit He Tocera, 0JHaKO 3aHUMAJICS C
JOMaIIHUM yuuTesnaeM. B aBrobuorpaduu oH yrnomu-
HAaeT 1 CBOETO IEPBOI0 yUUTeNs KUBONMcH Bragumupa
Adanacpena. B 1854 romy XapriaMoB CTaHOBUTCSI BOJIHHO-
NPUXOIIIMM  ydeHHKoM MMmeparopckoit AxaneMun



knowledge of whether the family or a benefactor
put up the money for residence in the capital and
the entrance fees for a guest student remains con-
cealed.

Harlamoff was a diligent student and he at-
tained all possible distinctions: two silver
medals of second and two of first class; and a
gold medalof second and first class. The red
pencil entry of “3” on the nude drawing in the
possession of the State Russian Museum (cat. 1)
is evidence that Harlamoff was third best of
around fifty students. It was perhaps the same
drawing for which he received the silver medal
of first class in December 1863. This medal be-
stowed upon Harlamoff the class rank of “artist
of the third grade”, which was equivalent to the
lowest rank of civil servant and raised him out
of the privation of petit-bourgeois circum-
stances for good.'®

At this time Harlamoff attended the classes of
Alexei T. Markov (1802 — 1878), a particular
favourite history painting professor amongst the
student body,"” who had just reached the high
point of his academic career.

In 1865, after three years of studying under
Markov, Harlamoff entered his composition Ana-
nias before the Apostles (cat. 3) into the compe-
tition for the gold medal. He failed, but won the
award the next year with Baptizing of the People
from Kiev (cat 4). In the year 1868 he completed
his academic studies by winning the large gold
medal for his composition Return of the Prodigal
Son (cat 5).%

Of the above three history paintings only 4Ana-
nias before the Apostles remains. The picture is
a typical student piece: revealing a prospective
history painter at pains to produce a well-bal-
anced relief-like composition in the late classi-
cist manner the Academy of Arts cherished. In
rendering the Apostle Peter’s face fraught with
wrath, and featuring such strong verticals in the
composition he is clearly exhibiting that he is a
pupil of Markov (compare Markov’s own Eu-
stachius Placida in the Coloseum, State
Tretyakov Gallery). A certain insecurity in ren-
dering perspectival foreshortening and the rather
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xynokecTB"”. OCBOOOK/ICHHUE W3 KPETIOCTHOW 3aBUCH-
MOCTH, YaCTHBIE YPOKH Ha JIoMy U 0OyueHue B AKajie-
MHH XyZI0KECTB, JUTsl KOTOPOTo TpeOOBaJIOCh BpEMEHHOE
OCBOOOXXK/ICHHE U3 MOJATHOTO COCIIOBHSI, IIO3BOJISIOT
C YBEPEHHOCTBIO TOBOPUTH 00 OTpe/eTIeHHbIX (prHAH-
COBBIX BOBMOJKHOCTSIX C€MbU XapiaMoBbIX. HesicHo,
OJTHAKO, KTO OIUIAYMBA JKH3Hb U y4elOy B CTOJHIIE: cama
JIM CEMBS1 W 7K€ KAKON-TO MOKPOBUTESTb.

XapnaMoB ObUT TPYIOTIOOMBBIM CTYJEHTOM H
MOJIy4HJ1 3a BpeMmsi OOydeHHs BCE BO3MOXKHbBIE
otiuums: 18e Manbie u 18e bonbiue cepedpsiHbie
Menaiu, onHy Maiyro U onHy bomblnyro 30710Tyr0
Menainb. [{ugpa Tpu, HaHeceHHas: KpacHBIM KapaH-
JIallloM Ha pUCYHKe HaTypuivka (kaT. 1), o3Havaer,
yro XapiamoB ObUT MPU3HAH TPETHUM CPEIH TIPHOIH-
3uTeNbHO 50 COyUeHUKOB. ITO TIO3BOJISIET MPEATIONAraTh
B yUeHHYECKOM pabote u3 coopanusi Pycckoro My3zes
PHCYHOK, yoctoeHHbIH 21 nekabps 1863 roma bornb-
ol cepeOpsiHoM Menanu. Menane mnpuHecna
XapnaMoOBy 3BaHUE «XyIOKHHKa 3 Kjacca», 4To
MPUOIU3UTENIBHO PABHSJIOCH CAaMOMY HU3IIEMY
YUHOBHOMY 3BaHHUIO U OKOHYATEJIbHO OCBOOOX-
JAajI0 €ro U3 NoJaTHOIrO COCIOBHUA'E,

B »10 Bpems XapnamoB yxe nmocemnian Kiaace
A.T. Mapxkona (1802 — 1878), nto6bumoro cTyieH-
TaMu Tpodeccopa HCTOPUUECKOW KUBOIMCH'®,
KOTOPBIM KakK pa3 B Ty IOPY JOCTUT BEPIIMHBI CBOEH
AKaJIEMUYECKON KapbepBl.

B 1865 rony, T. €. Ha 4YeTBEPTOM TOAY MOCE-
meHus knacca MapkoBa, XapiiaMOB MPUHSUIT y4aCTHE
B KOHKypce Ha Maiyio 30/10Tyl0 MeJajab KOMIIO-
3unuen Aunanusi nepeo anocmonamu (xat. 3).
JloOUThCst 3TOTO OTIIMYUS €My YAaJoCh, OAHAKO,
UMb Ha Oynymwuil rox xkommnosunuet Kpewenue
kuesnan (xat. 4). B 1868 rony XapiamoB 3akaH-
YUBAET aKaJeMUYECKU Kypc ¢ bonbmoit 3010Ton
MeJIaIbI0 32 KOMIO3UINIO Bosepawenue 61y0H020
CbIHA 8 pooumenbckuti dom (Kar. 5)»

W3 Tpex HCTOpUYECKHX KapTHH, BBINOJ-
HEHHbIX XapJaMOBBIM-CTYI€HTOM, COXPaHHJIOCH
JIUIIb TIOJIOTHO AHanus neped anocmonamu. OHO
MpPEeACTaBIsIET COO0OM TUNUYHYIO YUYEHUYECKYIO
paboty, B KOTOPOM OyayIIHi aKaJIeMHUK >KHBOTTHCH
MOOMBAJICS YpPaBHOBEIICEHHOW M BBICTPOCHHOU
HamogobOue penbeda KOMIIOZUIMA B JIyXe
Haca)kJaBILerocsi B AkaJIeMUH Xy/I0’KECTB MO3THETO
kiaccunusma. IlepenaBast yepTsl nMIa anocrosia
[TaBna HSHEpruyHBIMU BEPTUKAIAMH, XapjJaMOB
MOKa3bIBaeT ceOsi BEpHBIM yueHUKOM Mapkosa (cp.
¢ MapkoBcKuM Escmacghuem Inaxuoou ¢ Konuzee n3
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heavy handed effect of the figure grouping as
well as the borders between light and shade, go to
prove that Harlamoff had yet some distance to
tread on the path toward the virtuoso composi-
tions of his maturity.

Although the education of a prospective artist at the
Imperial Academy of Arts was of a high calibre, the
student’s everyday life was bleak. In his memories,
Repin graphically described the arrogance of the
professors, the “unkemptness” of the impoverished
student body and the serious grievances regarding
the sanitary conditions of the academy building
itself. Harlamoff had several times to plead for
financial help from the academy administration and
was clearly one of poor amongst the student body.
Furthermore, as a provincial, his right of residence
was not a matter of course but something for which
he was compelled to apply (and for a temporary
period at that!). Doubtless, given such circum-
stances, the artist was more than likely to feel the
trip to Western Europe, which accompanied his win-
ning the gold medal of first class was very possibly
a journey into freedom.

The Imperial Academy of Arts followed the activi-
ties of their foreign scholarship holders with a
watchful eye. Following the wishes of grand prince
Vladimir Alexandrovich, later to become the presi-
dent of the Academy of Arts, the marine painter
Bogoliubov was charged to look after the scholar-
ship holders (and in 1873 was appointed their offi-
cial tutor). He was, however, a friendly and helpful
figure. Paris was a much desired destination for
many Russians scholarship holders and the appoint-
ment of the benevolent, art-lover Prince Nikolai A.
Orlov in 1872 as Russian ambassador to France,
significantly heightened the attraction of the study
location.

The changes made in 1863 to the regulations con-
cerning residency for scholarship holders of the art
academy?' provided Harlamoff with six years as a
history painter in Western Europe. The artist was
obliged to carry out the following work schedule:
in the first year he was to acquaint himself with
Western European art, in the second year to copy a
famous classical European painting, which the
Academy had chosen for him, in the third year to
create his own historical composition and in the
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cobpanusi  TocymapctBeHHOU  TpeThIKOBCKOM
lNanepen). OnHako B moctaHOBKE QUTYp €IIe HET
YBEPEHHOCTH, a IOHUMaHHE KOHTYpa QUIypbl Kak
OJTHOBPEMEHHO U TPaHMIIBI MEXKIY CBETOM U TEHBIO
BBIJJA€T OTCYTCTBUE JIOCTaTOYHOro mpodec-
cuoHanpHOro onbita. IlyTe XapnamoBa k MacTtepc-
KM KOMITO3MIIMOHHBIM PEIICHHUSIM €ro 3pesoro
TBOpPYECTBA ObLT HEJIETKHM.

Nmneparopckas AkagemMusi XynoxKecTB obec-
revyrBajga BBICOKUN YpPOBEHb IMOJATOTOBKH >KHBO-
nucueB. Bmecte ¢ TeM, OBCEIHEBHOCTh B €€ CTEHAX
Obl1a HEMPUIIISIAHOW. PenuH XKMBO OMHUCHIBAET B
Jlanexom bOnuzkom HAIMEHHOCTB OOJTBITIMHCTBA TIPOdhec-
COPOB, «HETIPUUECAHHOCTHY OEAHOTO CTYAECHYECTRA,
HEY/IOBJIETBOPUTEIILHOE CAHUTAPHOE COCTOSIHUE CaMOTO
3nanua AkajgieMun. O4eBHUIHO, YTO XapiiaMOB, HEOIHO-
KparHO oOparaBimiics B CoBeT AKaJIeMUH 3a Marepu-
aJbHOM MOMOIIBIO, OTHOCHIICS K 3TOMY OeaHOMY
cTyzieH4ecTBy. Kpome Toro, eMy Kak BBIXOALYY W3 IpOo-
BUHIIMHM MPUXOJIUIIOCH CIENHMAIBHO 3alpallinBaTh
paspelieHye Ha IPOXKUBaHKUE B CTOJIULIE. DTO paspe-
LIEHUE /1aBaJIOCh JIUIIb Ha OMpPEACIEHHOE BpeMs,
TaK 4TO XapriamMoBy HaJI0 ObLIO 3a00TUTHCS TAKKE M O €TO
npoasienun. [1pu Takux oGcrosTenbcTBax bonbuas
30J10Tast MeJaJlb, 1aBaBIIas IPaBo Ha MpeObIBaHUE B
TEUEHHE HECKOJbKUX JIET 3a TpaHMIled 3a cuer
AxazieMuH XyJO)KeCTB, BOCIIPHHUMAJIACh KaK rapaH-
THS 0OPETEHUSI U3BECTHOU CBOOO/IBI.

[lencnonepsr AkazeMun 3a TpaHuIel 06e3 mpu-
cMoTpa He octaBaick. Omaaxo MapunucT A.I1. borosmro-
00B, KOTOPOMY TOBapull Npe3uaeHTa AKageMuu
xynoxectB Benukuii kHsa3b Boagumup Asekcana-
pPOBUY TOPYYMJI ONEKYy HaJ NEHCHOHEpaMH (U
KOTOpbIi ¢ 1873 roma BHIMONHSI 3Ty 00S3aHHOCTh
ouIMaIbHO), BOCIPUHUMAI CBOE MOJOXKEHUE B
TIEPBYIO OYEpE/b KaK 00S3aHHOCTh TOMOTaTh MOJIOZO-
My nokosnieHuto. B Tlapmke, kyna ctpeMusiocs 6051b-
IIMHCTBO TICHCHOHEPOB, arMmocdepa crasa 0COOSHHO
OnaronpusiTHOM Nocie Ha3HaueHus Tyaa B 1872 romy
nocimanaukoM KHs3st H. A. Oprosa, yenoBeka Omaro-
HKENaTeJIbHOTO U UHTEPECYIOIIETOCS] HCKYCCTBOM.

[TonpaBku, BHECeHHBIE B 1863 romy B mpa-
BUJIA MPEOBIBAHUS IEHCUOHEPOB AKaJAeMHUH XyI0-
JKECTB 3a TPaHULEH?', TO3BOJSIIN XapiIaMOBy Kak
BBITYCKHUKY KJIacCa MCTOPUYECKOM JKMBOIMCH Paccyu-
THIBAaTh HA MOTyYE€HNE CTUTICH I B TEUCHHUE IIIECTH JIET.
[Ipu sTOM MOMONOM XYHOXKHUK OJKEH ObLT IpHUIIEp-
JKUBAThCS CIEAYIOUIEH IMPOTPaMMBbl: MEPBBINA TOJ
MOCBAIIAJICS OOIIEMY 3HAKOMCTBY C €BPOIEUCKUM
HCKYCCTBOM, BTOPOM — KOIMHMPOBAHHIO HM3BECTHOIO



three remaining years to work on bringing this com-
position to completion.

Harlamoff never fulfilled this generously disposed
schedule.

In Paris

The report Harlamoff sent in April 1870 to Peter F.
Iseyev, the conference secretary of the Academy
of Arts®, contained impressions of his journey and
first impressions upon his arrival in Paris. In
Berlin, which was almost always a stop en route to
Paris for Russian scholarship holders, he cast an
appreciatory glance at Wilhelm von Kaulbach’s
murals, which he had executed in a neorenaissance
style decorating the staircase of the Neues Mu-
seum. In Munich, as it was later in Paris, Harlam-
off’s enthusiasm was reserved for Venetian
Cinquecento art and Flemish baroque painting. He
was considerably more critical in his descriptions
of the new French painters in the Musée du Lux-
embourg in Paris: he criticised Eugene Delacroix,
for instance for the “negligence” of his drawing.
He failed to form his own opinion on Thomas Cou-
ture’s Romans of the Decadence (1847, (Musée du
Louvre, Paris) for he was quite obviously com-
pletely unprepared for a visual experience of such
great opulence.

Harlamoff’s account reveals a combination of
curiosity and adherence to academic values. An
unmistakeable facet is that much of contemporary
art remains alien to him. Furthermore, the few pre-
served paintings of 1869 and 1870 betray the indi-
viduality of a painter of light, soft tones in a small,
intimate genre.

Harlamoff’s beginnings in Paris were difficult. The
house in Rue Fontaine, 42, in which he rented his
first Paris studio, no longer exists but his situation
leaves doubt as to whether the artist longed for the
pleasure of the northern lights. Harlamoff’s corre-
spondence with the Academy of Arts was exclu-
sively about money. Finally, in August 1870 he
wrote to the Academy of Arts that the painting he
wished to present at the academy would not be com-
pleted due to illness.” Without doubt it was the half-
starved existence, to which Repin also alluded in his
letters from Paris, which led to Harlamoff’s illness.
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MIPOM3BENCHNS  KJIACCHYECKOW  3aIaJHOEBPOIEUCKON
xuBonucH. TpeTuil ron npeObIBaHMs 3a IpaHULIEH
npeamnosarans  pa3paboTKy COOCTBEHHOW UCTO-
prueckoil kommnosunuu. Ha ucnonnenme camoit
KapTHHBI OTBOJWJIMCH OCTaBIIMECS TPU TOJa.

OT10T, BecbMa LIEPBI C TOYKU 3PEHUSI CPOKOB,
I1aH XapiiaMoB TaK HUKOTJA U HE BBITOJIHUIL.

B ITapu:xe

Jarnposannbiii anpenem 1870 roma otyer Xapra-
MOBa KOH(epeHII-ceKpeTapio AKaJIeMUH XyJ0KECTB
[1.®.MceeBy 00 yBuaenHoM Ha yTH B [Taprx® conep-
JKUT €ro TIEpBbIE BIIEUATICHHUS OT MYy3€€B U COBPEMEH-
HOro uckyccrsa EBporisl. B bepnmne, koTopsli nieHcHo-
Hepbl AKaZieMHY TIOYTH BCEria MOCEIaiy, HalpaBis-
achb B [Tapmx, XapiaMoB BBICOKO OLIEHWII HEOPEHEC-
cancHele pocriicu B. ¢on Kaynebaxa B momeniennn
Hogoro my3sesi. B Mronxene, kak u 3atem B [Tapuxe,
camoe OOoJIbILIoE BIIEUATIIEHHE HA HETO MPOU3BENHN KapTH-
HBI MaCTepPOB BEHEIIMAHCKOTO YMHKBEYEHTO | (DIaMaH/I-
CKoro 6apokko. B ormicaHmsIx por3BeIecHN COBPEMEH-
HOM (paHIry3cKol kxuBomucH B JItokceMOyprckom
My3ee TOH XapriamMoBa CTAaHOBUTCST OoJiee CIepKaHHBIM.
Tax, on yrpekayn . Jlenakpya 3a HEOpEKHOCTb B pH-
cynke. C 3amaueit e chopMyIrpoBaTh CBOE OTHOIIIE-
HHE K HallTyMEBILIEMY TOI7Ia HICTOPHYECKOMY IOJIOTHY
T. Kyttopa Punisne epemen ynaoka (1847, Jlysp, Iaprok)
XapiaamMoB POCTO-HAMIPOCTO HE CIPABUIICS: OTPOM-
Hada NEPCHACBIMICHHAs KOMIIO3UIMA IMIPpUBEIa €TI0 B
CMSITEHHUE, TTOCKONIBKY K BOCIIPUSITHIO TIOOOHBIX MPO-
W3BEZICHUI MOJIONION XyIOYKHUK HE ObLT TIOATOTORIIEH.

B nienom, otger XaprnamoBa npecTanisieT co00i
CMECh 3/I0pOBOTO JIFOOOIBITCTBA C YOEXKIIEHHEM B
TIPaBIJILHOCTH TPUHIIAITIOB, IPUBHUTHIX eMy B [ letepOypre.
Otdyer maet MoYyBCTBOBATH €IIIE U CIEIyFoIee: OyIb TO
POMaHTU3M WM HEOOAPOKKO, JIF0OAs Ype3MEpPHOCTh
OKa3bIBaeTCsl XapinamMoBy DTyOOKO 4Uy>kaa. Tarke U ero
HEMHOTHE COXpaHMBIIMecs kapTuHbl 1869 n 1870 ronos
BBIJIAIOT MacTepa MaJlbIX, MHTUMHBIX >KaHPOB.

[epBoie mecsipt B [laproke ObUTH 151 XyHOKHHKA
TpymHbIMU. Jloma o aapecy pro @OHTH 42, B KOTOpOM
XapnaMoB CHUMAJI CBOIO TIEPBYO MAPIHKCKYHO KBapTHUPY-
MAacTepCKyI0, Y’KE HET, OJTHAKO PACIONIOKEHHE yJacTKa
3aCTaBIISIET COMHEBATHCS B TOM, YTO XapiiaMOB pacro-
Jlaraj CTOJIb LIEHUMbBIM KHBOIUCI[AMU OKHOM Ha CEBEp.
[lepermcka XapnamoBa ¢ VceeBbIM KacaeTcsi HCKITHO-
YHTENBHO JEHESKHBIX BonpocoB. Hakower, B aBrycre 1870
rofa XylIoKHHK COOOIIAeT CBOEMY TMeTepOyprckoMy
KOPPECIIOHIEHTY, YTO KapTHHA, KOTOPYIO OH cOOUpacs
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He recuperated during September and October in
Veules-les-Roses, a painterly location in Normandy,
which Bogoliubov had discovered and which was
frequented by Russian artists.

The Franco-Prussian war compelled Harlamoft and
those who were residing with him at Veules-les-
Roses - such as Bogoliubov, Andrei K. Lavezzari
and Carl F. Huhn (Karlis Huns) - to travel to Bel-
gium as the road to Paris was under blockade. From
Belgium Harlamoff travelled to the Hague. The
Academy of Arts had commissioned him to copy
Rembrandt’s Anatomy Lesson of Dr. Tulp (cat. 7).
Two years later, in November 1872, academy mem-
bers Bogoliubov, Huhn and Vasily P. Vereshchagin
examined the finished copy and judged it to be
“quite satisfactorily accomplished”. The 1500 rou-
bles (the price for the work was calculated gener-
ously by Bogoliubov)* spelt the end of a life of
privation for Harlamoff.

Although Harlamoff never completed the large-
scale history painting that had been the goal of his
scholarship, he succeeded in becoming an extremely
prolific and independent artist personality. During
his period of self-discovery Harlamoff’s work was
quite heterogeneous. In 1869 he chose the depiction
of a theme popular in Russian painting since the 18"
century, that of “the young artist” in the language of
Dutch genre painting. His Grandmother with Child
(cat. 289) absorbed the concepts of Leiden Fijn-
schilders, a meticulous and polished style.

It was clearly the success of C. Huhn, who had only
recently been appointed professor of Genre Painting
at the Imperial Academy of Arts with themes * from
Western European History”, that inspired Harlamoff
in 1870 to paint A4 noble visitor to an artist’s studio
(cat. 291), a small genre picture in 17" century cos-
tume.?

A notion of the broad spectrum of Harlamoft’s inter-
ests was highlighted in a letter of his to Iseyev dated
August 1871, in which he reported working on
plein-air landscapes in Normandy.?” Plein-air paint-
ing characterised the interest of the summer colony
of Russian artists in Veules.

In the same letter Harlamoff told Iseyev of his in-
tensive work on portrait painting.
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MPEAOCTaBUTh Ha BBICTABKY B AKAJIEMHUIO XYIOKECTB,
OCTajllach HEHAlMCAaHHOM MO MpPUYMHE €ro IMolar-
HYBILETOCS 370pOBbs>. BepostHee Bcero, MpUYUHON
HE3/I0pOBbs XapraMoBa ObLIO €10 MOTYTOMIOMHOE CYILECT-
BOBaHME, O KOTOPOM CBUJIETENILCTBYET TakoKe U PernuH.
[TornpaBuTh 3M0POBKE MIOMOITIO XapIIamMoBy MPEObIBAHNE
B Benb-ne-Po3, xuBonrcHoM mecteuke B Hopmanmuy,
OTKPBITOM BOrosmo60BEIM 71T PyCCKUX XYIOKHHUKOB™,

@paHKO-TIpyccKasi BOMHA BOCHPENATCTBOBAJIA
BO3BpAILICHHUIO Xap/iaMoBa, a TAkKe OBIBILIMX BMECTE C
HuM B Benb-nie-Po3 boromo6osa, K. @. I'yna u A. K.
Jlagerapu B [Taprok 1 BbIHYAMIIA MX OCTAaThCs HA BPEMST
B benbrum. Ilyte XapnamoBa snexan orryna B [aary:
AxazieMisi XyJI0/eCTB IOpy4riia My UCTIOTHEHHUE KOTTN
Anamomuu dokmopa Tionna PemOpannra (xar. 7). [Ipa
rozia crycTsi, B Hostope 1872 roma boromo6os, ['yau B. T1.
Bepemarun ocmMotpeny roToByro paboTy M HallUTA €€
«BechbMa ynorieTBopuTeIbHOWY. [lomydyennbie Xapia-
MOBBIM 3a koo 1500 pyOneii (pabora Obiia 1IeIpo
orieHeHa Boromro0oBBIM)® O3HAYAM I XyJIOKHHKA
BpEMEHHOE M30aBIIEHHE OT MATEPUATILHBIX JTUIIIEHUH.

Xorss XapnaMOB TaK HUKOLIA M HE HamMcall
OOJIBIION NCTOPUUECKOI KapTUHBIL, IO/Ibl IEHCHOHEPCTBA
OH HICTIONB30BaT 04eHB (D(PEKTUBHO 1 HE TOJTHKO YCOBEP-
IIIEHCTBOBAJI 32 3TO BPEMsI CBOE MAaCTEPCTBO, HO U CIIOMKUII-
Cs B 3aKOHYEHHYO TBOPUECKYIO MHIMBUYJIbHOCTb. J1iist
3TOr0 €My, OJTHAKO, MPUIILIOCH MPOUTH (pasy pa3BUTHSL, B
KOTOPOH €10 TBOPYECTBO OTINIATIOCH OOJIBIIION HEOTHO-
pomsocThto. Tak, B 1869 romy, nHTEpIIpeTHpY MOMYIIsIp-
HYIO B PYCCKOW KHBOIMCH C 18 Beka TeMy «FOHBI KMBO-
TIHCEI, XapriaMoB MPUOETaeT K SI3BIKY TOJIIAHICKOM YKaH-
PPOBOIA KMBOMHCH: KapTuHa badyuixa ¢ eryrkom (kar. 289)
OTpaXKaeT €ro BOCIPHUSTHE HCKYCCTBA MAacTepoB
JlelimeHckoM MIKoik! 17 cToneTws..

BepositHee Bcero, non BavsiHueM ycnexa Kapra
['yHa, TOMBKO YTO MOMYYMBILIETO 3BaHKE Mpodeccopa 3a
CBOM KAaHPOBBIE CIIEHbl HA CIOKEThl W3 3alaJiHO-
€BpONENCKON ucTopHH, XapnamoB ruier B 1870 rony
MAJICHBKYIO KapTHHY [ 0CnOOUH 6 ameibe XyOOHCHUKA
(kat. 291), mepcoHa X KOTOPOW ONETHI B KOCTIOMBI
17 Beka®.

[IpencraBnenre 06 mHTEpecax XapiamoBa pac-
MpsET JaTUpOBaHHOE aBrycroM 1871 roma mmceMo
HceeBy, B KOTOpPOM XyI0KHUK YTIOMUHAET BITIOTTHEHHbIE
UM STronbI ¢ Harypbl?. TlocnemHee MOKHO MHTEpIIpe-
THPOBaTh U KaK 3aHATUE MEeH3aKeM Ha IUICHIPE, U Kak
paboty ¢ Mornienbto. M Tem, 1 IpyriM yBIeKaimch pyccKue
XyIO>KHUKHU B Berte.

Haxkomrerr, B Tom >ke iucbMe XapliaMoB COOOIIaeT
HceeBy 00 nHTEHCHBHOM paboTe B KaHPE TIOPTpETa.



The artist’s development from history to portrait and
genre painting was unmistakeable. The bronze
medal Harlamoff was awarded at the Vienna Uni-
versal Exhibition in 1873, in which he displayed two
genre compositions and three portraits of girls (more
works than any other Russian painter exhibited),
made him gain recognition as a painter of minor
genre pieces. The medal also sent a message to the
Imperial Academy of Arts, to tolerate a distinct ca-
reer change of one of their gifted pupils.

True to his genre compositions, Harlamoff based his
representations of anonymous girls on Russian as
well as Western European models. In the 18" cen-
tury the rococo painter Pietro Rotari had introduced
Russia to unique type of picture, the un-commis-
sioned portrait of an anonymous female which had
since then enjoyed popularity in Russia. The success
of Léon Bonnat (1833—1922) in the Paris Salon had
led to a general revival of this portrait type and
much impressed Harlamoff.

In 1874 the scholarship holder Harlamoff took part
in the spring exhibition of Imperial Academy of Arts
with paintings he named himself as Large Iltalian
Girl (cat. 339) and Small Italian Girl (cat. 340), in-
cluding a portrait of the engraver Ivan Pozhalostin
(cat. 10). The portrait of Pozhalostin won him the
title of art academy member.?®

The Association of Itinerant Art Exhibitions founded
in 1871 was continually gaining popularity in Rus-
sia. However, Harlamoff remained loyal to the
Academy, and in 1876 he joined the Society for Art
Exhibitions affiliated to the Academy, although its
exhibitions were less successful.® It is likely that
during this period Harlamoff was not overly con-
cerned with his St. Petersburg career as his primary
investment in energy was in striving to achieve suc-
cess in Paris.

Although the annual exhibition at the Palais d’In-
dustrie drew attention to Russian artists in Paris,
only Repin and Harlamoff made serious efforts to
assert themselves as Salon exhibitors. For Repin
taking part would just be an episode in his eventful
and ever changing biography. But for Harlamoff
being a Salon exhibitor did much more to determine
his actual destiny, for he chose against an official
career within the Academy of Arts in favour of par-
ticipation in the art market.
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[IpeBpartieHne HCTOPHYECKOTO KUBOITHCHA Xap-
JlamMoBa B MacTepa OBITOBOIO jKaHpa U Moprpera ObLIo
oueBrHbIM. Ha Bcemuphoii BeictaBke 1873 rona B Bene
XYZIOKHHK TPOJIEMOHCTPUPOBA TISITh KAPTHH, T. €. OOJIbIIIe
TPOM3BEICHUH, YeM JIF0OO0H PYTOil PyCCKUii YHaCTHUK
BBICTaBKH. J{Be M3 HUX ObUIM YKaHPOBBIMU CLIEHAMM, TPU
- I30OpaKeHMsIMU JIEBYIIIEK. BpoH30Bast Meiab, KOTopoit
XapramoB ObUT yIOCTOSH Ha BEHCKOM BBICTABKE, O3HAYAIA
IPU3HAHKUE €10 KaK MacTepa MajlbIX *aHpoB. Menaib 31a
CITY>KWJIA TAKXKE TNPU3BIBOM K AKAIEMHU XyIOXKECTB
TEpIIEJMBO OTHECTUCh K TOMY, 4YTO OIMH U3 €€
TaJJAHTIMBBIX BBITYCKHUKOB HW3MEHWI 33JaHHOM B
[lerepOypre mporpamme.

Kak B ykaHPOBBIX KOMIIO3ULIMSX, TAK U B «TOJIOB-
Kax» W (UTYpHBIX HW300PAKEHHSX JICBYIIICK XapiaMOB
OIMpAJICS B PaBHOW Mepe Ha PyCCKUE M Ha 3allaJiHoO-
eBporielickre oopasiibl. BeeseHHsIil B Poccuro B 18 Beke
HTAIBHCKUM JKMBONIUCLIEM pOKOKO [ IseTpo Porapu xaHp
«TOJIOBOK», HE3aKa3aHHBIX TIOPTPETOB AaHOHMMHBIX JIULI,
COXPaHSUI 31ECh JIOT0E BPEMs OOIBIILYO MTOMYJIIPHOCTb.
B TIlapmxe na XapnamoBa Tpous3Ben OoJbIIOE
BIIEUATIEHHUE YycreX, Kkotoporo aodwics B Carnone
«qonoBkamm» Jleon bonna (1833 — 1922).

B 1874 rony XapnamoB IPUHSII y4acTHE B
BECEHHEH akaJeMUuecKkoi BeicTaBke B [leTepOypre
KapTHHaMHU, KOTOpble OH caM Ha3Bal boavuioii
umanvsuxou 1 Manou umanvauxou (xar. 339 u 340),
u noptperoM rpasepa VBana Iloxanoctuna (kat. 10).
[Tocnennuit mpunec XapiamoBy TUTYIT aKaIeMUKa*.

C3p ¢ Axanemuell XynokecTB XapiamoB
COXpaHsUI 1 10 UCTEYEHNH CpoKa IeHcHoHepeTsa. B 1876
TOMy, HeCMOTps Ha To, uTo B Poccuu ¢ 1871 roma snep-
TWYHO PAa3BOPAYMBAJIO CBOIO JIEATEILHOCTh ToBapu-
IIECTBO NIEPE/IBIKHBIX Xy/IO)KECTBEHHBIX BBICTABOK, OH
BCTYITWII B YUPEXKACHHOE MPU AKaIeMUN MEHEe MHULIU-
aruBHOoe OOILECTBO  BBICTABOK  XYJOXKECTBEHHBIX
nipomsBenieHni”. B 1870-e rompl sHEeprust XyJI0XKHUKA ObI-
J1a HarpaByieHa B OOMbILeH Mepe Ha TOCTHKEHHE ycriexa
B [ apwke, Hexxerm B [letepOypre: ero niesnbro 6601 CasioH.

CaJioH, OTKpBIBABIIIMICS KaXIbIN O] B Mae BO
JIBOplIE MPOMBIIIIIEHHOCTH Ha ENMCceicKrX Nossix, Mpy-
BJIEKaJT BHUIMAHHUE BCEX PYCCKUX XYI0KHUKOB, BPEMEHHO
WM TIOCTOSIHHO >kuBynmX B Ilapwke. Opnako b
Pervn n XaprnamoB NpeIIpHHSITA CEPHE3HYIO MOTBITKY
camMuM JIOOUTHCS B HeM yeriexa. J[ist Perina sta nonbiTka
OCTaNach JIMIIb SMU30[0M B €ro 0oraroil CoObITUIMU
TBOpYecKoi Ouorpaduu. J{ist Xapnamosa sxe ydacTve B
CastoHe ObLIO CIeICTBUEM MPUHIMITUAIBHOTO PEIICHHS
OTKa3arhCsl OT Kapbepbl aKaJEMUUECKOTO YKUBOIHCIIA (H,
COOTBETCTBEHHO, OT O(UITHAITHHBIX 3aKa30B) U BCTYITUTH B
00pBOy 3a PU3HAHKE MACCOBBIM 3PUTEIIEM.
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Harlamoff had good reason to believe that he would
be successful in gaining the sympathy of the public:
the first admirers and buyers of his work had an-
nounced themselves prior to his first appearance in
the Salon in 1875.3° He also had the encouraging ex-
ample of Bonnat who, for the time being, had for-
saken academic dedication and from 1865 had
celebrated his success in the Salon.

The exact point in time at which the first encounter
took place between Harlamoft, who would later be
called the “Russian Bonnat”, and the celebrated
French painter is unknown. One can estimate with
some certainty that their initial meeting took place
between Autumn 1872 when Harlamoff returned
from to Paris from the Hague, and Autumn 1873:
on 31 December 1873, Bogoliubov reported to
the council of the Imperial Academy of Arts on
Harlamoff’s visible success under the guidance of
Bonnat,* which indicates that at that point in time
Harlamoff had already been visiting Bonnat’s in-
dependent studio for some time. Harlamoff himself
described his contact to the French artist as follows:
I have been persistently taking the advice of Bon-
nat.*> The work in such liberated conditions, featur-
ing only two visits to the studio a week by the
master® was obviously a radically new experience
for an artist accustomed to the persistent paternalism
of St. Petersburg.

In the early 1870s Bonnat was still the youngest
painter leading a studio in Paris. Half of those at-
tending his studio were not French and so as a Russ-
ian Harlamoff would not have been overly
conspicuous. Undeniably Harlamoff was the most
gifted person visiting Bonnat’s studio. Harlamoff’s
special gifts appear to have moved Bonnat at a later
stage in 1908 to entrust one of his pupils to him, the
Canadian George Delfosse.

Bonnat and Harlamoft’s development was almost
synchronised. Inspired by Bonnat’s ltalian Girls,
which Bonnat created between 1865 and 1870,
Harlamoff painted works in this genre (Gipsy Girls)
already in 1870. He clearly saw Bonnat’s gala por-
trait of the famous actress Alix-Marie Pasca (1874,
Musée d’Orsay, Paris) as an invitation to creative
dialogue. In a brief space of time he painted the gala
portrait of Elena A. Tretyakova (cat. 238) his own
variant on the compositional solution preferred
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VY XapnamoBa OblTH C€pbE3HbIE OCHOBAHUS
BEPUTH B yCIIEX HAa 3TOM IOIPHUIIIE: MOKIOHHUKAMU
CBOETr0 TajlaHTa XyIOXKHUK oO03aBejcsi emie 10
cBO€ro nepBoro BeicTyIuieHus B Canone 1875 roma®.
YBepeHHOCTh BCelsil U IpuMep boHHA, TOKUHABILIETO
uryMHele yenexu B Canone B 1865 — 1870-x rogax
rnocjie nmogoOHOTO K€ OTKa3a OT aKaJleMHYeCKOn
Kapbephbl.

Korga Touno XapinaMoB 1O3HAKOMUIICS C
bonHa, Xy/10’KHUKOM, C UMEHEM KOTOPOTO €T0 UMS B
Poccuu OynyT cBs3BIBaTH HACTOJIBKO TECHO, YTO
MPO30BYT €ro «pycckuM boHHa», HEU3BECTHO.
MoxHo, OoJHAKo, yTBEp)KIaTh, YTO HMX BCTpeua
cocTosiach MeEXay oceHbto 1872 roma, koraa
XapnamoB BepHyJca u3 ['aaru B [Tapuk, u oceHbro
1873 rona: B nucbMe CoBeTy AKaJeMHU XYJIOKECTB,
natupoBanHoM 31 nexadbps 1873 roma, boromo6os
MULIET O 3HAYUMEeNbHbIX ycnexax Xapnamosa noo
pykosoocmeom bonuna®'. [locnennee o3Havaet, 4To
XapnamMoB TOrga YK€ B TEYEHHE HEKOTOPOTo
BpeMenu noceman Codonnoe arenbe bonna. Cam
XyJOXKHHUK XapaKTepu3yeT CBOM KOHTaKThl ¢ boHHa
cienyromuM obpasoM: A nonwvzosancs cogemamu
bonna®. CamocrositenbHas paboTa B aTeibe, JUIIh
JBaXbl B HENENI0 MOCEIIAaeMOM €ro pPyKOBOJAM-
TejaeM®, KazajJlacb HEOObIYHOW MPHUBLIKIIEMY B
[TerepOypre k MOCTOSSHHOM oneke XapiiaMoBy .

[TockonbKy moJIOBHMHA CTY/IeHTOB boHHa
OBLIIM MHOCTpaHI[aMU, XapJiaMOB HE BBIICIISIICS B
aTellbé CBOMM  PYCCKUM  IPOUCXOKIEHUEM.
OcobenHocth OTHOWIEHHM Mexay bonna wu
XapnaMoBBIM cOCTOsIa CKOpee B HEOOIbIION
pa3HMIIE B BO3pacTe MEX 1y HUMU: B Hadase 1870-x
rosioB boHHa ObLT caMbIM MOJIOJIBIM PYKOBOAUTEIIEM
yacTHOro arenbe B [lapmxe. Kpome toro, Xapnamon
ABIIAJICA, BHE BCSIKOTO COMHEHMs, HaubOoiee
TAJIAHTIIUMBBIM U3 ToceTuTenen mactepckoi. B 1908
rony bonHa B kauecTBe 3HaKa 0co0Oro oBepus
nepeaact XapjiaMOBY CBOETr0 y4eHMKa, KaHaJla
Kopxa Jlenbdocca.

TBopueckue naTepecsl bonna n Xapnamona
HEpEAKO IMOYTH WM MOJHOCTHIO COBHAJAIHM BO
BpeMeHu. XapiaMOBCKHE [[bieanku, KOTOPBIX
XyIO>KHUK Hadasl nucarh yxke B 1870 rogy, npsimo
nponomkart Umanvanoxk borna 1865 — 1870-x
ronoB. Mcnonnennsii bonna B 1874 rony mapan-
HbIM moptpeT akTpuckl Anvkc-Mapu [lacka (My3eit
n'Opca, Tlapmwk) XapnaMOB BOCHPHHSUT — Kak
MpUIJIalIeHHe K TBOPUECKOMY auajory. B kauectse
OTBETa Ha MpeIokKeHHOe boHHa KOMITO3UITMOHHOE



by Bonnat and the gala portrait of Pauline Viardot-
Garcia (cat. 239) evidencing his own interpretation
of a prominent artistic personality. Mme Pasca and
Pauline Viardot-Garcia were exhibited in the same
Salon in 1875, to ensure that a certain connection
between the works of Bonnat and Harlamoff was
not to escape the attention of some critics.

The similarity between the gala portraits of Bonnat
and Harlamoff was also visible in their execution,
most significantly in the generous use of paints con-
taining asphalt and glaze.

In the circle of Turgenev and Viardot

It was Harlamoff’s entry into the circle of the poet
Ivan S. Turgenev and the Viardot couple, the so-
prano singer and singing teacher Pauline Viardot-
Garcia (1821 — 1910) and the author Louis Viardot
(1801 — 1883), which fired his career. Harlamoff
progressed to become a respected Paris portrait
painter when the portraits of Louis Viardot (cat. 240)
and his wife were exhibited in the Salon of 1875.
His portrait of Turgenev (cat. 242) was shown in the
1876 Salon.

When Bogoliubov organised get togethers for Rus-
sians residing in Paris which took the form of read-
ings, drawing evenings or concerts they were soon
became generally termed simply as “Tuesdays”.*
Turgenev first recorded Harlamoff’s name after the
initial Bogoliubov “Tuesday” in April 1874.%

Turgenev, always a lover of painting, was also an
art collector in the 1870s. His sympathies were, in
the main, for the contemporary French school. His
interest was far less taken by Russian painting. Har-
lamoff was the only Russian painter whose works
were to be found in his collection. ** In Harlamoff,
the poet saw an excellent portraitist; marvelled at
his gifts as a colourist and talked in superlatives of
the universal cultivatedness of Harlamoft’s paint-
ing.’” An occasional critcism lay in his feeling that
the artist confined himself to a narrow thematic
field. Much evidence indicates that Harlamoff was
quite close to Turgenev: his name is frequently men-
tioned in Turgenev’s correspondence and he created
a series of magnificient charcoal illustrations for
Turgenev’s novel Home of the Gentry. Furthermore
the only artists to be informed of the poet’s death on
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pelieHue MapagHoro MOpTpeTa OH Hamucal B
ckartele cpoku Eneny Tpemwskosy (xat. 238), a Kak
CBOIO MHTEPIIPETAIUIO JINYHOCTH BBIIAOIICHCS
aptuctku - llonuny Buapoo-Iapcua (xat. 239).
Maoam Ilacka v Ilonuna Buapoo-Iapcua Ob1am
noka3anbl B Camnone 1875 roma, Tak 4TO CBSA3b
MEXIy OSTHMH TIPOU3BEICHUSMU HE IMPOILIa
HE3aMEUYECHHOW 11 KPUTUKOB.

Ces3p Mexay paboramu bonna u Xap-
JamMoBa HaOJIIOAaeTCsl TaKXKe M B TEXHUKE HCIIOJN-
HEHUS, TIPEXK/IE BCETO, B MIEIPOM HCIIOIB30BAHUN
ac(anabToCoAepKaIIUX KPACOK U KPOIOILIKX JIAKOB.

B kpyre TypreneBa u Buapao

VYenexy Xapnamosa B 1870-e rogsl HeMaso
croco0CTBOBaJIa €ro NMPUHAJIEKHOCTh K KPYTY,
cnoxusmemycsi BOKpyr M. C. Typrenesa, meBHIIbI
u nenarora [lonuusl Buapno-TI'apeuna (1821 —1910)
1 My>Ka nociensei, nucarens Jlyn Buapmo (1801 —
1883). [lokazannsie B Canone 1875 rona noprpeTsl
[onunsl u Jlyn Buapno (xat. 240) u 3KcroHH-
posasiuuiics B Canone 1876 rona noprper Typre-
HeBa (kar. 242) cnenanu XapiaamoBa M3BECTHBIM
MapHKCKUM TOPTPETUCTOM.

3HaKOMCTBO XyJdOXKHHUKa € TypreHeBbIM
MIPOU30IILIIO, CKOPEE BCETO, HA «BTOPHUKE» Yy A. II.
Bboronto0oBa. OTH «BTOPHUKU», HA KOTOPBIX YCTpa-
MBaJIMCh PUCOBAJIbHbBIE BEUEPa, a TAK)Ke KOHIIEPTHI U
YTEHUsl BCIyX, CIYKUJIU BCTpEYaM PYCCKUX B
[Tapuxe**. TypreHeB BIIEpBBIE YIIOMHUHAET HMs
XapmamoBa B ampene 1874 roma, yxke mocie
MEePBOTO OOTOTFOOOBCKOTO «BTOPHUKAN.

Typrenes, n3naBHa JOOUBIINKA KUBOIHUCH,
yBIIeKkcs B Hadaine 1870-X rogoB ee KOJIEKIMO-
HupoBaHueM. [IpennoureHue oH OTIaBall COBpe-
MEHHOU (paHIy3CKOM IIKOJIe, U TPOU3BEACHUS
XapnamoBa ObUTH €AMHCTBEHHBIMU PYCCKUMU KapTH-
HaMu B ero coopannn®®. TypreHes 1eHn1 XapiiaMmo-
Ba Kak OPTPETUCTA, OTMEYAJI €ro Jap KoJIopHucTa u
00ILIyI0 BBICOKYIO KYJIBTYpPY XapiaMOBCKON >KMBO-
nucH. biaroxenarenbHbI TOH €ro BhICKa3bIBAHUHI
0 XapnamoBe’ IHIIb H3peaKa TepeduBaeTcs
KpPUTUYECKUMHU 3aMEUYaHUSIMU B aJ[peC CIUIIKOM
y3KOTo Kpyra TeM Y 3TOro »uBonucua. banzocrts
XapnamoBa TypreHeBy MOATBEPKIACTCS YACThIMU
YIOMUHAHUSIMA €TI0 HMEHH B TYPreHEeBCKHUX
MUChbMaX, XapJaMOBCKUM LIUKJIOM WITIOCTpAaLUN K
Jleopsanckomy ene30y W, B KOHIIE-KOHIIOB, TEM, YTO
o cmeptu TypreHeBa M3 BCeX 3HAKOMBIX €MY
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the actual day of his passing were Harlamoft and
Bogoliubov.*

Harlamoft painted portraits, not only of the owner of
the house in the rue Douai 50 (the Viardots and their
daughter, Marianne) and its permanent residents
(Turgenev resided on the upper floor of the house).
There is much to suggest that the young female
models for the portraits, one first and foremost links
to the name “Harlamoff”, and the exalted and cheer-
ful world with which his painting is associated, were
selected from Pauline Viardot’s female pupils.®

One of those pupils, later to become the famous
singer, Felia Litvinne, was to remain a regular Har-
lamoff model for decades. In the course of the
1870s, this mild and spiritual type was to replace the
ethnically definable models that Harlamoff had
painted initially and partly under the influence of
Bonnat. In their costume dresses Harlamoff’s new
models no longer appeared as real “gypsies” or
“Italian females”, but rather in a role as dressed up
actresses. Their state of mind is usually melancholic,
their whereabouts — spatially unfixable and timeless.

It was the love of old art, which allied Harlamoff
to the art writer Louis Viardot and Bonnat, a pas-
sionate collector of old-master drawings.* How-
ever, he succeeded in escaping the forward looking
influence of these two strong authorities. Bonnat
emphatically recommended all his students to copy
Velazquez and Ribera, and the Imperial Academy of
Arts had given a list of works by Spanish painters to
Harlamoff, of which he was to copy one.* The same
cult for Spanish painting dominated the Viardot’s
household. Harlamoff did visit Spain at least once.*

However, the above facts and frequent references
made by contemporary Russian critics should not
lead one to classify Harlamoff’s works as “Span-
ish”. The comparing of Harlamoff with Velazquez
emerged from the dominant opinion in Russia that
Harlamoff emulated Bonnat — a graduate of the St.
Fernando Art Academy of Madrid. Quite on the con-
trary, neither Repin, who understood Harlamoff the
best, nor the Parisien critics, so sensitised to the
question of style, ever once mentioned the name of
the artist in the same breath as “Spanish”. Out of his
whole oeuvre there is but one still life (cat. 279),
which evidences a certain similarity with the term
Spanish bodegones.
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XyJIO)KHUKOB B TOT K€ JIEHb OBLTN W3BEIICHBI JTUIIIH
boronto6oB 1 Xapnamos®. Moaensimu XapiamoBa
OBUTH HE TOJBKO BIIAJENBIBI omMa Ha pio Jly»> 50
(uera Buapmo u ogHa u3 ux mouepeit, Mapuanna)
U TIOCTOSIHHBIA oOuTarens 3Toro goma (Typrenes
3aHMMaJI B HEM KBapTHUPy Ha BEPXHEM 3TaXe).
MHoroe mo3BoJISIET MPEANOJIaraTb, 4YT0 MOAEIH, C
KOTOPBIMU CETOAHSA B IMEPBYIO OYEPEOb ACCOIHU-
UpyeTcss UMs «XapiamoBy», XyJ0KHUK HEPEIKO
Haxoaw!1 cpeau yueHul [lonuaer Buapno®.

Opnna u3 yuyenun [lonuHBI, BIOCIEACTBUN
3HaMmeHnTas nepuna Penus JIMTBUH ocTaHeTCs
MOZIENBI0 XapilaMOBa Ha HECKOJIBKO JECSTUIETUH.
OTOT HEXHBIM U OIYyXOTBOPEHHBIN JKEHCKHUI THUII
BBITECHUJT Ha TipoTspkeHuu 1870-x romoB Ooiee
paHHMM, TOTYEPKHYTO STHOTpapUIECKUA THII, OTYac-
™ Bocxomsumid kK bonna. Mogenu XapnamoBa
nepectani ObITh HACTOSIIUMH «IBITAHKAMIY WIIH
«ATaNbSTHKaMH», HO BBIIIANAT OACTHIMH B
HAIIMOHAJIBHOE MJIAThE aKTPUCAMHU. XapJIAMOBCKHUE
00pa3bl 4acTO UCTIOITHEHBI MEJIAHXOINH H OOUTAIOT
B MPOCTPAHCTBE, JIMIIEHHOM KOHKPETHBIX TIPUMET.

B mrobutene pucyHka CTaphiX MacTepOB
bonHa, B aBTOpE TPYHOB MO MCTOPUM MCKYCCTBa
Jlymw Bwmapno TNOKIOHHMK CTapblX MacTepoB
XapyiamoB*’ HalIeNn €JUHOMBIIIIEHHUKOB. OIHAKO
€My ymaloch u30eXaTh WX HaIMPaBISIONIETO
BmsgHAS. Tak, boHHa HACTOSTEIHPHO COBETOBAJI BCEM
CBOMM yueHHKaM KomnupoaTh Benackeca u Pubepy.
CoBeToM AKaJieMUM XyTOXKECTB ObUT B CBSI3U C 3THM
MOJATOTOBJIEH CIHUCOK MPOU3BEACHHUIN HMCIAHCKUX
YKUBOTIUCIIEB, U3 KOTOPOTO XapJiaMOB MOT BBIOPATh
cebe kapTuHy JUIs KonuposaHusa*. Kyner ncnanc-
KO JKMBOITHICH TIaprUT ¥ B fiome Brapmo. Cam XapriamoB
10 MEHBIIIEW Mepe OHAXKIbI moceTui Mcranuio®.

Bce 310, a Takke BCTpedaronmecs B COBpe-
MEHHOH XapjaMOBY PyCCKOW KPUTHKE YKa3aHHs HA
TO, YTO KAPTUHBI XYIOKHUKA BBITJISIAT «UCIIaH-
CKUMW», HE JOJDKHO BBOAUTH B 3a0NyXKICHUE
ceropnsmrHero 3putens. CpaBHeHus ¢ Bemackecom
OBUIM HUYEM WHBIM, KaK JIOTUYECKUM Pa3BUTHEM
pacupocTtpaHeHHOro B Poccuu MHEHHS, YTO
XapnamoB  moapaxain boHHa,  BBITYCKHUKY
Axanemun Can ®epuanno B Magpune. Hu Penun,
MMOHUMABIIKK XapiamoBa JIydllie, YeM KTo Obl TO HU
ObUTO, HU YYBCTBUTENbHAsT K TpoOIeMaM CTHIIA
(dpaniy3ckass KpUTHKa 00 «HCIIAHCKOM» B
JKUBOMIMCH XapiiaMOBa HE YIIOMHUHAIOT Hurae. Bo
BCEM TBOPYECKOM HacleIuu XapjiamoBa JIMIIb
OJIMH HaTIOPMOPT (Kar. 279) BbIIAET U3BECTHOE
CXOJCTBO C UCIIAHCKOM O00Ee20HOM.
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In comparison to Bonnat’s Mme Pasca all the forms
and contours in the portrait of Elena Tretyakova are
soft and blurry, the palette — warm. Should Har-
lamoft’s portraits be thought of in terms of classical
European painting then their direction is quite dis-
tinctly to the North rather than Spain.

To the location where an enthused Turgenev equated
Harlamoff with Rembrandt, which was an exagger-
ation, however, the comparison was targeted in the
right direction. The bitumen-loaded paints the artist
implemented have in time so altered that they have
lost the golden brown, luminescent and transparent
Rembrandtesque tones.

The portrait commissioned by Turgenev in 1877 of
the bibliophile and collector Alexandre F. Onegin
(Otto) (cat. 243) is a shining example of Harlamoft’s
cultivated and self conscious handling of the portrait
genre. Here Harlamoftf transcends the verism learnt
from Bonnat and links to personal feelings (a feature
to be taken as a matter of course regarding the Russ-
ian soul) combining the finely modeled facial fea-
tures, a talent he acquired from the Dutch masters
of the 17" century, to the innovations of impression-
ism he had observed in his contemporary Paris.

Correspondance between Turgenev and various
members of the Viardot family gives some idea
of the impressive tempo in which Harlamoff
worked in his first decade in Paris. He took six
months, at the most, for the portraits of Pauline
and Louis Viardot. During this period the artist
completed a flattering commission for the portrait
of Czar Alexander II (cat. 237), the work required
him to travel to Bad Ems. Harlamoff painted the
gala portrait of Elena Tretyakova as if in the breath
of'a moment. The portrait of Turgenev begun in Jan-
uary 1875 must have been persistently interrupted,
for Turgenev departed for some weeks to reside in
Karlsbad and it is possible that Harlamoff also jour-
neyed to Spain. In spite of that he succeeded in com-
pleting the large scale portrait by the end of the year.
Further sources indicate that Harlamoff was work-
ing simultaneously on many smaller commissions.

The large portraits, above all male portraits, form
but a small group of Harlamoff’s entire oeuvre. As
a painter he was primarily recognised for working in
minor genre and with female subjects. Here he chal-
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B cpaBuenuu ¢ Maoam [lacka Bce hopMbI 1
KOHTYpBI B Enerne Tpemwvsikosou KaxyTCsa MATKUMU
U pa3MBITBIMHU, MAJIUTPa — TEIJIOW: CTPaHBI, MOJ
BIIEYATJIEHUEM OT KJIAaCCHYECKOro HCKYCCTBa
KOTOPBIX HaXoAuIcss XapaMoB, SBHO PaCIOI0KEHBI
MHOTO ceBepHee Vcranum.

Typrenes, craBs XapiamoBa Ha OJUH ypoO-
BeHb ¢ PemMOpanTOM, ITpeyBeTMyYMBall 3HaY€HHE CBOE-
IO COBPEMEHHHKA M OKa3blBaJl €My TEM IUIOXYIO
ycayry. OgHako camMo yrnoMHHaHue UMeHu Pemo-
paHATa B CBSI3U C TBOPYECTBOM XapjaMoBa BEPHO.
XUMUYECKHE MPOLIECCHI, BBI3BAHHBIE UCIIONB30BAHUEM
XyIOXKHUKOM TOIMYJISIPHBIX TOrna acgalbrocoaep-
KAIIMX KPacOK, UCKa3WIIH, a OAYac U YHUUTOKUITH €10
B MPOILJIOM KOPUYHEBATO-30JI0THCTYIO, CBETSILYIOCS
«peMOPaHITOBCKYIO» KPAaCOYHYIO FraMMy.

Hanmcannsiii no 3akazy Typrenesa B 1877 romy
noprper Oubmuodpuna u kowiekiuonepa A. .
Oneruna (OtT0) (Kat. 243) ABISIETCS BEUKOJICITHBIM
MIPUMEPOM BBICOKOKYJIBTYPHOTO M YBEPEHHOTO 00pa-
mieHus: XapiaamoBa € JKaHpOM HopTpeTa. Bepuswm,
KOTOpoMy XapiaMoB Haydwicst y boHHa, coenuHuics
37IECh C XapakKTepHO PYCCKUM CTPEMJIEHHUEM IIpo-
HHUKHYTh B TyIIEBHBI MUP MOJIE/H, @ BOCHIPUHSATAS Y
HUAEPIIAHJICKUX MAacTepoB 17 CTONEeTHsI TOHKAst MOZIe-
JMPOBKA YepT JIMIa 000raruiiach HOBIIECTBAMU M-
MPECCUOHM3MA.

[epermucka U. C. Typrenesa ¢ uieHaMy ceMbU
Buapzo no3BosisieT cocTaBUTh NPeCTaBIEHUE O TOM
BIIEYATIISIOIIEM TeMIIEe PabOThl, KOTOPBIN XYI0XKHUK
BBIJIEPKUBAIl B MEPBbIE JIECAThH JIET CBOEH KHU3HU B
[Tapmxe. Tak, Ha noprpets! [lonnue! u JIyn Buapro
XaprnamoB 3aTpaTiil MEHee MOJTyrosia. 3a 3T0 BpeMs OH
CyMeJl TaKKe BBITIOHUTH BEChMa MOYETHBIN 3aKa3 Ha
noprper Anekcanapa Il (kar. 237), mis yero emy
TIPUIILUIOCH COBEPIIUTH roe3ky B bax Omc. Kak Oyaro
Ha OJHOM JbIXaHWU XapiaMOBBIM ObUI HalMCaH
napanaeiii moptpet E. A. TperbsikoBoil. Hauarsnii B
suBape 1875 roma moprper TypreneBa >KHBOMHCILY
YAJIOCh 3aBEPILUTh yXKE K KOHILY TOTO e rofia, XOTs
paboTa HajJ MOPTPETOM U MPEphIBANIACH IMOE3KOM
Typrenea B KapncOan Ha HECKOJIBKO Henelb H,
BO3MOXKHO, IyTEHIECTBHEM camoro XapjiaMmoBa B
Wcnanuro. Bece 310 BpeMsi XyHOXKHMK, KakK CBHJIE-
TEJILCTBYIOT MHOTHE HCTOYHUKH, TOCTOSHHO padoTai
HaJl 3aKa3HbIMH TIOPTPETAMU U «TOJIOBKAMID.

B TtBOpueckoM Hacnenuu XapiamoBa, 3TOTO
MacTtepa KaMEpHBIX >KaHPOB M IPEUMYIIECTBEHHO
YKEHCKUX 00pa3oB, OOJTBIIHME, TIPEXKIE BCETO, MY»KCKHE,
MOPTPETHI HEMHOTOYUCIIEHHBL. B HUX sKuBomucer| noj-
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lenged his talent to the limits — and, on each occa-
sion, successfully mastered his given task. Despite
interruptions, through his work the artist managed
to render the most telling characteristics in a gala
portrait. The spirited and single-minded Pauline
Viardot, the reserved intellectual Louis Viardot, the
mondain, vain Tretyakova, the benevolent aristocrat
Turgenev, though seeming somewhat closed off,
were nonetheless brilliantly captured as personali-
ties. Furthermore, expressive emphasis was ob-
tained, by means of the vivid power of Harlamoff’s
style, as well as the compositional strength affected
by the artist’s rendition of the relationship between
the figure and space.

Contemporary critics on Harlamoff

The recent rapid success of a completely unknown
artist would have been closely followed in the 1870s
not only by the art critic, but also by his own, and for
the main part, Russian painter colleagues.

The most well-known of Harlamoff’s critics was
Emile Zola. The novelist’s survey of the Salons of
1875 and 1876, in which he highly praised Harlam-
off’s portraits of the Viardots and Turgenev, were
published in Russian in the St.Petersburg journal Le
Meéssager der [’Europe. There is evidence that Zola
wrote such favourable comments as a favour for his
old friend Turgenev who so wanted to help his pro-
tégé. ¥ With that in mind, one must accede that his
critique cannot be accepted as wholly impartial.

Harlamoft did not actually need Turgenev’s support.
Il y a d’exellentes parties dans la “Legcon de
musique” de M. Charlamoff, et la singularité du
costume local donne a cette toile un attrait partic-
ulier this sentence in the summary of the Gazette
des Beaux-Arts for the Vienna Universal Exhibi-
tion* opened up a whole series of independent, pos-
itive notices from French critics on Harlamoff.* He
enjoyed the favourable attention of the Paris critics
until 1882, the last Salon he participated. Number-
ing amongst Harlamoff’s symphasisers were influ-
ential critics such as Emile Bérgérat (Figaro),
Charles Clément (Journal des Débats), Jules Comte
(L’illustration), and Edmond Duranty (Gazette des
Beaux-Arts). Paul Leroi (L’Art) was slightly more
critical in recalling certain painterly weaknesses of
the young Harlamoft. The colour tones were too
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Bepraj CBOH Jap MOPTPETHUCTA CYpPOBOMY 3K3aMEHY - U
KaXIIbI pa3 CIPaBIBUICA C IMOCTABICHHOW 3aJa4eil.
VBepeHHas1, «CHIIbHASD) KUBOIKCH XapJiaMOBa U yIa4HO
BBIOpAaHHOE COOTHOUIEHHE (DUTYPHI M OKPYXKAIOIIETO
TPOCTPAHCTBA JENAIOT YOSTUTETBHBIM CaMO (DH3UUECKOE
MpUCyTCTBHE Mozeu. Taroke 1 3aKOHUEHHas! XapaKTe-
PHCTHKA JITYHOCTU U300paKeHHOTO, HECMOTPSI Ha TO,
Y10 paboTa HaJT OOJBIITMMHE TIOPTPETAMHU BEJIACK, KaK Tpa-
BUJIO, C MEPEPBIBAMH, MPAKTHYECKH BCELIa YIAaeTCs Xy-
JOXHUKY. Monienm XapiamoBa KKy TCsl HECKOJIBKO 3aMK-
HYTBIMH, OJIHAKO TEMIIEPAMEHT U 11EJI€yCTPEMIIEHHOCTD
[Nomue! Buapno, uHTemekTyamsm ee cymnpyra, CBeTc-
kocThb Enenbl TpeThskoBoid, OrmarokesnarelbHbIA aprucTo-
Kpatr3M TypreHeBa cXBaueHbI UM C OOIBIION TOYHOCTBIO.

XapHaMOB H €0 KPUTHKHA

BHe3anHbIll ycnex emie COBCEM HEIaBHO
HUKOMY HE U3BECTHOTO XYJ0XKHHKA PUBJIEK K HEMY
B 1870-e rogpl BHUMaHHE KAaK XyHOKECTBEHHOU
KPUTHUKH, TaK U €0 KOJUIET-KUBOIHUCIIEB.

HaunGonee wu3BecTHblE BbICKA3bIBAaHUS O
XapnaMoBe BBIIUIM W3 MO Tepa DMUiIs 301.
0O630ps1 3omst CanonoB 1875 u 1876 ronos ObuH
HarevyaTaHbl Ha PYCCKOM SI3bIKE B METEpOyprcKoM
KypHane Becmuux Esponvi. I3BeCTHO, 4TO 30114
nucaj o XapiiaMOBe 10 HacTOSTEIbHOM mpochle
Typrenesa*®, Tak 4TO CUUTATh €T0 MOXBAIY B aJIpec
XyJIOHHUKA BBIPAKEHUEM COOCTBEHHOTO MHEHHUS B
TIOJIHOM M€pe HEBO3MOKHO.

Ha camom pnene XapimamoB B momouu
Typrenesa He Hyxnanca. 3ameuanue: B «Vpoke
MY3bIKU» 2-Ha Xapnamoea ecmov OmauyHble 4acmu,
a Heno8MoOPUMOCHbL MECIMHO20 KOCMIOMA NpUoaem
9MOMY NONOMHY OONOTHUMENbHYIO NPUBTIEKa-
menvHocmsb B onyOnukoBaHHOM Gazette des Beaux-
Arts 0030pe BcemupHoii BbicTaBku B Bene*
OTKpPBIBAJIO MEJIbIA psAJ HE3aBUCHMBIX IOJIO-
KUTEIBHBIX OT3bIBOB (DPAHIy3CKOM MpPEecChl O
xynokHuke®. OObEKTOM BHHMAHUS TAPHKCKUX
YKYPHAJIMCTOB XYJJO’)KHUK OCTaBaJICS BILIOTH JI0 CBOETO
nocnennero BoicTyruieHuss B Canone B 1882 romy.
Cpenu Tex, KTO MOCBSITHII XapiaMOBY COUyBCTBEHHBIE
CTPOKH, ObUTH BIHATEIbHBIE KpUTUKH J. bepxkepa (Fi-
garo), 111. Kneman (Journal des Débats) n 3. [lropantu
(Gazette des Beaux-Arts). Cyxnenue I1. Jlepya (L 'Art)
6b110 Ooee crporuM. C ero TOUKH 3peHusl, AKHUBOITHCh
XaprnamoBa CTpa/IaeT THKECTHIO TOHOB, a B IIOPTPETAaX,
HECMOTPSI Ha TO, YTO XyJIOXKHHK H300pa’kaeT TBOp-
YeCcKHUe HaTyphbl, Ha TIEPBbII I1aH BBICTYNAET (HU3U-



heavy and the artists represented (both Viardots and
Turgenev) too bodily physical (I’homme matériel),
but by the same token Leroi expressed confidence
that Harlamoff would succeed in overcoming these
weaknesses, and donate his figures the property of
the homme d’esprit.

Most Parisien critics were in accord in their pro-
nouncements on Harlamoff: they found him an
excellent colourist, an extremely versatile talent,
bold enough to contrast the pale and academic (Clé-
ment) pictures of the salon with his own facture rich
painting. Harlamoff was recognised as a successor
to Bonnat, but one who succeeded in remaining
equal to his artistic paradigm. The colour, atmos-
phere and lighting effects of his paintings re-
minded Parisien critics of Rembrandt. All in all, the
art metropolis received this foreign artist favourably
and regarded him as “individual”, a virtuoso of the
universal style celebrated in the Salon. The latter
found particular expression in Bérgérat who said of
Harlamoft i/ n’a rien de Russe que le nom.

Harlamoff’s relationship to his contemporary Russ-
1an critics was somewhat more complicated, as for
many of his kind the tasks of a Russian artist lay in
contending with the societal problems in Russia.
Harlamoff had already caught the eye of the highly
influential critic and mouthpiece of social critical art
Vladimir Stasov as a participant of the Universal
Exhibition in Vienna.* True to his convictions, from
that time Stasov was always critical of Harlamoft’s
“contentlessness” and adjudged his work to be a re-
nunciation of the tasks, or better, duties of a Russian
painter. But when Stasov spoke of Harlamoft’s
artistic talent the normally intolerant critic softened
his tone. He even regretted the absence of Harlam-
off’s pictures at the 18% Itinerant Art Exhibition in
1890.

This ambivalent sentiment is elucidated by two
comments of Stasov’s on what, for him, represented
the crude waste of a Russian artistic genius.
On the one hand he mauled the gala portrait of
Elena Tretyakova: ... French manner and routine a
la Bonnat... For all I care this French Harlamoff
can live in Paris and captivate the French with
his allure: here he is entirely unsuitable, here one
needs something quite different,¥ and then in his
programme article 25 Years of Russian Art he
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YyecKkoe, IIIOTCKOe Havano B yenoseke. Jlepya, oqHako,
OLICHUJI 3T HEJIOCTATKU Kak OO0JIE3HU POCTa U BBIPA3UIT
YBEPEHHOCTb, UTO Y€108EK MAMEPUANbHBIL B HKUBO-
ey XapiamoBa CO BPEMEHEM HECOMHEHHO YCTYITUT
MECTO 4el08eK) OYXd.

BonbImmuHCTBO MApMKCKUX KPUTUKOB  OBLTH
€/IMHbI B CBOEM MHEHUM U XBAJIWIM XapiiaMoBa Kak
CHJTBHOTO KOJIOPHCTA, KaK MHOTOOOCTITAFOIIHIA MOJIOIOM
TaJIaHT, CMEJI0 POTHBOIOCTABUBIINI CBOIO (aKTyp-
HYIO KHUBOITUCH O1e0HbiM akademuyeckum (Kneman)
kaptuHaMm Castona. B XaprnamoBe pacriozHaBasu mociie-
noBarens boHHa, OfHaKoO Takoro, KOTOPbI ObUT paBeH
cBoeMy 00pasity. Konoput u cBeToTeHeBoe pellieHue B
MPOW3BEICHUSX XapiiaMoBa HATOMUHAIIM KPUTHUKAM O
PemOpannre. B menom, XymoxecTBEHHast CTONHUIIA
EBpombl Temno mpuHssia NpUEIKEro KUBOMHUCIA U
ObICTPO Havasia BOCIPUHUMATH €TI0 KaK «CBOETO», KaK
BUPTY03a TON0 MHTEPHAIIMOHAJIBHOTO CTHJIS, KOTOPBINA
BocTopkecTBoBal Torna B Canone. [locnennee Haiuio
CBOE BBIpaKECHHUE B 3aMeuaHnn bepxepa o Xaprnamose:
B nem nem nuue2o pycckozo, Kpome umMeHu.

B3anmootHOomenns XapinaMmoBa € XyHOXK-
HUKaMU 1 KpuTuKamu B Poccuu ObuTH HEOTHO3HAY-
Hee, IMOCKOJIbKY MHOTHE U3 HUX MPUACPKUBAINUCH
MHEHHUSI, 4TO ITIaBHOM 3aJ1aueil pyCCKOro HMBOIKCIA
SBIIETCSl OTPa’KEHHE HACYIIHBIX OOIECTBEHHBIX
pooJIeM.

JlocTarouHo paHo, ellle ydacTHUKOM BcemupHoi
BbICTAaBKM B BeHe XapnamoB nonai B moje 3peHus
BimsiTeNTbHOTO KpuTHKa B.B. Cracosa, maBHoroO pymnopa
HAlMOHAJBHBIX U JIEMOKPaTHYECKUX Ui B PyCCKOM
rckyccTBe®. BepHblii cBouM yoesxaenusiM Ctacos ¢ Toi
MOPbI HEOJJHOKPATHO KPUTUYECKH BBICKA3bIBAJICS IO
TIOBOLTY «OeccozeprKaTeIbHOCTI KapTUH XapiiaMoBa U
€ro yXo07ia OT CTOSIBILIMX TEPEN PYCCKUM XyI0KHUKOM
3a/1a4, OT J0Jra XylIoKHHKa riepes1 0omiecTBoM. OnHaKko
KOIIa peyb 3axofuiia O TajaHTe XapiamoBa, OOBIYHO
HerepruMblii CTacoB 3aMETHO cMsAr4yajia cBoi ToH. B
1890 romy oH maxe MOCETOBaI 00 OTCYTCTBUH PadbOT
Xapnamona Ha 18 [lepenBrKHOI BBICTABKE.

AmOuBanentHocTh OTHoOmIeHHss C(CracoBa K
XapnaMoBy JIydllle BCEro pAacKpbIBAIOT JBa €ro
BbIcKa3biBaHMs. C OTHOIN CTOPOHBI, OH OECIOIaHO
rpomMut noprpet Enensl TpeTbsakoBoit: ...Dpanyysckast
Mmanepa u pymuna a la Bonnat... boe ¢ num ¢ smum
@panyyzucmoim Xapnamosvim, nycme cebe xcusem 6
Tapusce u npenvwaem @panyy308: 30ecb OH He
200umcsi, 30ec mpebyemcsi coscem opyeoe’’. B npyrom
)K€ MECTe, B CBOCH MPOTPaMMHOM CTaThe /[6adyamv
name aem pycckoeo uckyccmea (CTacoB OTIAeT
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praises Harlamoft, one of our best colourists... he
would mean much more to us and for Europe were
he not continually resident in Paris, but were to
live in Russia....*

The most competent and observant analysts of Har-
lamoff’s art was not a critic but a practicing artist,
his painter colleague Ilya Repin. The two saw each
other frequently during the period of Repin’s Paris
residency between 1873 and 1876. Repin also took
great notice of Harlamoff later on. His opinion,
however, was expressed solely in private correspon-
dence and did nothing to influence public opinion
on Harlamoft.

At first glance Repin held Harlamoff in rather low
esteem. The true value of Repin’s penetrating obser-
vations of Harlamoff are far better understood when
one takes into account the insecurity of Repin’s first
months in Paris, his poor command of the language
(as opposed to Harlamoff, who displayed a secure
command of the language from the beginning on)
and, above all, his feelings of rivalry concerning the
incipient Turgenev portraits, as Turgenev clearly
preferred Harlamoft’s work®.

In reality Repin’s letters betray a substantial interest
in his slightly older colleague. Repin gave the
Pauline Viardot portrait the best marks, the fact that
Harlamoff had not been awarded a medal for the
work he complained was sheer injustice and E. A.
Carolus-Duran’s deprecatory notices on Harlamoft
angered him to the extent that he denounced them as
emanating from Parisien aloofness.®* Harlamoff’s
mastery and autonomy were above question for
Repin, his colleague was anything but the pale alter
ego of Bonnat. Like Stasov, Repin viewed Harlam-
off’s becoming a Parisien painter to be a loss for
Russian art. But in contrast to Stasov he accepted
Harlamoff’s preference for living and working in
Paris. “[One must] not remain here, where one'’s
darker moods can be excacerbated, but rather go to
Europe — to strive for Europe, where we |artists]
need more...About what aesthetic pleasure can one
talk of here [in Russia], as long as the economic
life is in such an antediluvian, barbaric state?
With this the painter of great social themes ac-
cepts the consistent aestheticism of his colleague:
“not particularly natural and not characteristic,
but somehow beautiful”.** He understood and also
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JIOJDKHOE OOJIBIIIOMY JTapOBAHMIO JKUBOTHCIA: A. A.
Xapnamos, 00un uz HemHo2UX HawUx Konopucmos... Ho
paszee He Jiyuuie Obil Obl OH U He OoblLe OH 3HAUUT Dbl
ona Hac, 0a u ons Eeponvt, ecru 6wt srcun nocmosiHio
He 6 [lapuoice, a 6 Poccuu....

Camoe m1yOoKo€e MOHUMaHKE CYIIEeCTBa UCKYC-
cTBa XapamoBa 1oka3ajl He MpoQeccoHaNbHbIN Xy10-
YKECTBEHHBIM KPUTHK, HO €T0 KOJUIETa-KUBOIHCEII
N. E. PenuH. XynoXKHUKK 4acTO BUAEIUCH BO BpEMs
nipeOrBanust Perivna B [lapmke B 1873 — 1876 ronax.
Penun 1 BriocieicTBUM BHUMATENIBHO CIEIUI 32 TEM,
yeM 3aHuMaics XapinamoB. Muenwe Permna o
XapraMoBe 0CTaJloCh, K COXaIEHUIO, CYTy0O YaCTHBIM,
MOCKOJIbKY OH (DOPMYITUPOBAJT CBOM MBICITH UCKITIOUH-
TEJTFHO B TIPUBATHOM KOPPECTIOH ICHITNH.

Ha nepBeiit B3, Penun 6511 0 Xapiaamose
HEBBICOKOT0 MHEHUS. OJTHAKO OIIEHUTDH €T0 KOJIKHE
BBITIJIBI B IpeC XapiiaMoBa MOXKHO, JIUIITH PUHSIB
BO BHUMaHHE HEYBEPEHHOCTh PemnmHa B mepBbie
MecslIbl ero npedbiBanust B [1aprke, 0TCyTCTBHE Y HETO
3HaHUS fA3bIKa (B OTIMYKE OT XapiiaMoBa, KOTOPBIN €
CaMoro Hauajia pacrionarajl W3BECTHbIMU 3HAHUSIMU
(bpaHITy3CKOTO), a Takke YyBCTBO COICPHHYECTBA,
BBI3BAaHHOE TeM, 4TO TypreHeB CBOM MOPTpeT paboThI
XapnaMoBa OTKPOBEHHO MPEATIOYUATAIT PETUHCKOMY™.

Ha camom xe nene nmcbMma PermmHa BBIIAOT
HEeMaJIblii MHTEPEC K €ro HECKOJIBKO OoJiee cTapiieMy
xoytere. Perun man [lonune Buapoo camyro BBICOKYIO
OLICHKY ¥ BOCIPHHSUT TOT (haKT, YTO XapiiaMoB HE ObLT
YIOCTOEH 3a 3TOT NOPTPET MEAAH, KaK OOJIbIIyIO He-
CIIpaBeMBOCTb. [IpeHeOpeKUTeTbHOE BhICKA3bIBAHKE
E. A. Kapomoc-/lropana o XapiamMoBe OH C BO3MY-
IIEHUEM OIIEHWI KaK BBICOKOMEpHE ITaprhKaHWHaA™.
PermH sicHO BUJIeN TaIaHT ¥ HE3aBUCHMOCTb XapliaMoBa,
rocyeTHui ObUT 1y1s PermAaa yeM yromHo, HO TOJBKO He
alter ego bonna. [Tomo6Ho CracoBy, Perun pacrienuBat
TO OOCTOSITEITLCTBO, UTO XapiaMoB Bce Oosee u Ooree
BOCHPUHUMAJICS KaK MApKCKHUHN KUBOITHCELL, KaK [oTe-
pro i pycckoro uckycerBa. OfHaKo, B OTIMYKE OT
Cracoga, perienne Xaprnamona octarkes B [laproke o
omnpasnbBai: a, 6 Eepony, ¢ Egpony, mam mvl bonee
HYJ#CHbL, YeM 30€Cb.., 20e HAC NOOWPSION U3 NPUXOM...
He 0o scmemuueckux nacnasicoenutl 30ecw, 20e euje
9KOHOMUYECKULl Oblm 8 NepE8oObIMHOM, B8aAPEAPCKOM
cocmosHuy’'. A 3aMedanyie 1o TIOBOTY OHOM U3 KapTHH
XapmamoBa: M He 0cobeHHO HaAmMypaibHO U He
XapakmepHo, a Kak-mo Xopouio™, CBUJIETEILCTBYET O
TOM, 4TO PeruH, Oyaydn cam >KUBOIHCIIEM OOJIBIIINX
OOILIECTBEHHBIX TEM, IOHUMAJ U OIpaBIbIBAJ TOCIe-
JIOBaTeJIbHbIM ACTETHU3M CBOETO KOJIJIETH, COBEPILIEHHOE



legitimised Harlamoft’s “betrayal” of the “true to
life” position in painting. In Russia this imperative
was considered the order of the day. Repin, how-
ever, retained a high opinion of his colleague for
many a long year and recalled in great old age that,
“Harlamolff's technique really was so beautiful.

Many practicing artists who were championing
socially critical, true-to-life painting, such as Ivan
Kramskoi, recognised the appeal of Harlamoff’s
painting. In 1879 Kramskoi welcomed Harlamoff’s
transfer from the Society for Art Exhibitions at the
Imperial Academy of Arts to the Association of Itin-
erant Art Exhibitions. This change enhanced the
value of the Itinerant Art Exhibitions.* He could not
deny Harlamoff’s competence and admitted in a let-
ter to Pavel Tretyakov: Please understand that |
envy him and am therefore unjust. > Portrait of a
young girl, the painting Kramskoi exhibited at the
11™ Ttinerant Art Exhibition (1883) gave clear evi-
dence of the seductive influence engendered by Har-
lamoft’s work.

The later years

After 1882 Harlamoff did not exhibit in the Salon.
It is possible that he considered the Salon exhibi-
tions - which in the 1870s could feature up to 6.000
paintings - impossible to arrange well. Better op-
portunities were offered by the substantially more
consolidated art departments of the Paris Universal
Exhibitions in 1878, 1889 and 1900. In the 1889
Universal Exhibition Harlamoff exhibited eleven
works, more than in any previous exhibition.

Success in the Salon encouraged the artist to take a
further step. In 1875 Harlamoft succeeded in renting
a studio at the Place Pigalle 11, where he could also
reside. This was one of the most desirable studio
houses in Paris. The walls in Alexei Alexeyevitch's
studio were decorated with old Florentine wallpa-
per, mirrors and bronzes from the age of Louis XV,
further decorated with his copies of Rembrandt’s
best works, wrote a correspondent for the Petersburg
newspaper Hogoe epems [New Times] in 1883, who
visited Harlamoff in his studio.* The accompanying
photograph shows a generously appointed room
filled with precious objects. Harlamoff required an
artist’s residence to be representative, for he fol-
lowed the example of such successful artists as, for
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UM «IIpEaTesIbcTBO» 10 OTHOLLIEHHUIO K TOW «IIpaBie
YKU3HI», KOTOpYIO MHOTHe B Poccuu TpeGoBasti Toria ot
MPOW3BEJICHUI NCKYCCTBA. DTO MHEHHE O XapliaMOBe
Perun coxpansin JonTue Tofbl U YK€ B IPEKJIOHHOM
BO3pacTe 3aMeTWI. M, OelicmeumenvbHo, mMexHUKA
Xapnamosa bvina max kpacusa!®.

Taxoke u HecrrudaeMble TOOOPHUKU COITATTBHO-
KPUTUYECKUX TEM U KM3HEHHOM MPaB/Ibl B UCKYCCTBE U3
Cpelbl MPAKTUKYIOLIUX XYIO)KHUKOB CMATYaIy Opoi
TOH CBOMX BBICKA3bIBAHWM, KOLJA PEYb 3aXOiuiia O
Xapnamoge. Tak, 1. H. Kpamckoii nomuepkHyn Bax-
HOCTH Tiepexona XapiamoBa u3 OOIIecTBa BHICTABOK
XyZIO>KECTBEHHBIX IIPON3BEACHUN TTPU AKAZIEMHH XyJI0-
#ecTB B ToBapuILIECTBO MEPEABMKHBIX Xy/I0KECTBEH-
HBIX BBICTABOK Il YKPEIUICHUs] aBTOpPUTETA TOCIIE/I-
Hux*. Kpamckoii He MOT HE BUIETh JIOCTOMHCTB YKHUBO-
rmicy XapliaMmoBa, O 4eM 4eCTHO 1 Harmcan u3 [laproka
I1. M. TpeTbskoBy: Xapriamos... 6npouem, s 3a6uUcmiue u
nomomy Hecnpageonus, max Bvul u npunumavime®.
Kenckas eonoska, mnokaszanHas Kpamckum Ha 11
[TepensmxHoii BeicTaBke (1883), 6p1a, CKOpee Bcero,
HanMcaHa Mo BIEYATICHUEM OT «TOJIOBOK» XapriamMoBa.

Ilo3nHue roaol

[Tocne 1882 rona XapriamoB OoIIbITIE HE TTOKA3BIBAIT
cBou TipomsBezieHNs B Casione. BecbMa BO3MOXKHO, UTO
HACUUTBHIBABILIME YoKe B 1870-€ TOIIbI 10 IIECTH THICSY Kap-
THH SKCTio3uIe CajioHa OH BOCTIPUHMMAIT KaK TPYIHBIC
JUTSL BOCTIPHATHS 3pHUTesieM. [opaso mydime BO3MOX-
HOCTH MPeNIOCTaRysuH Oostee KoMmakTHbIE (110 1500 mpo-
W3BEICHHUN) XYIOKECTBEHHBIE OTIENbl  BceMupHBIX
BbicTaBoK B [lapmxe 1878, 1889 u 1900 romos. Ha
Beemuphotit BeicTaBke 1889 roga XapiamoB nokazan 11
TIPOU3BENICHHH, OOJIBIIIE, YeM OH KOIIa ObI TO HU OBLTO
TIPEIOCTABIISUT HA BBICTABKY.

VYenexu B CarioHe OMOITH XYJIOKHUKY CIENaTh
crenyrommii BakHbl mar. B 1875 romy XapnamoBy
YAQJIOCh CHATh KBapTUpPY-MacTepckyro Ha [ lnac [Turams
11, B MOCTPOESHHOM CTIEIMATTBHO 15 TOM LIESTM U OITHOM
W3 CaMbIX IIEHUMBIX XYyIOKHHUKaMH JIOMOB. CmieHbl
amenve Anexces: Anexceesuua yKpauieHbl cmapuHHbIMU
ropenmutickumu 0bosimu, 3epranamu u opomnsoti Louis
XV usamem konusmu e2o ¢ iyuuix kapmun Pemopanoma,
mcan B 1883 rogy noceruBimi XapiamoBa Koppec-
TIOHJICHT TIeTepOyprekoit raseTbl Hosoe spems®. Coxpa-
HUBIIasACs GoTorpadust MOKa3bIBaeT MPOCTOPHOE ITOME-
LIEHME, 3aMOJIHEHHOE JIOPOTrOM YTBaphrO. XapiamoB
HYKIQJICS B PENPE3CHTATUBHON MACTEPCKOM, TIOCKOJIBKY
MOCIIeNIOBA]T  TPUMEPY  TaKWX  MPEYCIICBAIOIINX
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instance, Ernest Meissonier, Rosa Bonheur, Jean
Léon Gérome, all of whom avoided the Salon sell-
ing their work directly from their studio. Harlamoff
kept the studio at Place Pigalle 11 till approxi-
mately1910. The same St. Petersburg correspondent
confirmed Harlamoft’s success in selling paintings
from the studio and took note of his buyers from
Paris and London. In later publications Harlamoft’s
American purchasers were mentioned.”” During this
period Harlamoff frequently painted portraits of
Russian (cat. 244, 246, 247) and English* aristocracy.

Though he became an “in demand” Paris painter, at
the same time Harlamoff remained closely con-
nected to Russia.” In December 1877 he became a
founding member of the “Association of Russian
Artists for the Mutual Support and Benefaction
Abroad” and regularly exhibited works at their ex-
hibitions. After Bogoliubov’s death in 1896 he be-
came the chairman of the Association.® His works
reached a Russian public at various exhibitions.
Amongst which were the exhibitions of the Associ-
ation of Watercolour Artists, and the exhibition of
the Moscow Society of the Friends of Fine Arts,
whose chairman was D.P. Botkin. Botkin was one
of the first purschasers in Russia of Harlamoff’s
work. In 1881 or 1882 he joined the Association of
Itinerant Art Exhibitions and remained one of their
loyal participants till 1917.¢" He often visited Rus-
sia.”? Gradually his works entered Russian muse-
ums. In 1885 Harlamoff presented the Art Museum
in Saratov, founded by Bogoliubov, with ltalian Girl
with a Lizard (cat 161) with which he had enjoyed
success at the Salon of 1882. Furthermore, even
prior to 1910, the Alexander III Museum of Fine Art
(now the State Russian Museum) in St. Petersburg
and the Rumyantsev Museum in Moscow possessed
paintings by Harlamoff.®

The 1880s saw some changes in Harlamoft’s style
and technique. In place of what the Paris critic had
described as [’exécution ...trés empatée, magonnée *
there emerged a thinly layered painting. Harlamoft
now painted colours with a light, vibrating brush.
The bitumen charged colours disappeared completely
from his palette. The differences to Harlamoft’s earlier
manner were particularly clear to see in his large-scale
works: compositions such as the so-called Neapoli-
tan Musician of 1882 (cat. 266)% show that Harlam-
off remained faithful to his favoured dark, “museum
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JKMBONHCLEB, Kak E. Meticconse, P. bonep, XK. JI. JKepom.
[ocnemune m3deramm CanoHa W TponaBajii CBOU
MPOU3BENICHHSI  HEMOCPEACTBEHHO B MacTEpPCKOIL.
Kraprupy-macrepckyro Ha [ Tnac [urans XapnamoB Oyner
coxpansth 70 1909 wm 1910 roma. Tot ke merepOyprekuii
YKYPHAJIUCT MOITBEPKAACT yCrex XapriaMoBa B IPOAaKe
KapTUH W YNOMUHAET B 3TOM CBS3U MApWKCKUX U
JIOH/IOHCKUX TTOKYyTIaTesIei. B mo3muenmx myOnukarisx
0 XaprnamoBe YIOMUHAIOTCS TaKKe aMEpUKAHCKHE
KJIMEHTBI”. B 3TH rozibl XapimaMoB 4acTo miucal HOPTPEThI
npenicraButesiell pycckoit (kar. 244, 246, 247) u
AQHDIMICKON™ apUCTOKPATHH.

CraB TOMyNSIPHBIM TAPWKCKUM KHBOIIHCLIEM,
XapramMoB COXpaHsUT IOCTOSTHHYIO CBsi3b ¢ Poccueir”. B
nekadpe 1877 on 6w B umciie ocHoparernel Oo1ecTsa
PYCCKHX XYIO)KHUKOB ISl B3aMMHOM TONACPKKU U
BCIOMOIIIECTBOBAHUS 3a TPAHUIICH. XapliamoOB CTall
TIOCTOSIHHBIM YYaCTHHKOM BbICTaBOK OOI11eCTBa, a I0cye
cmeptu boromo6osa B 1896 romy — mpencenarenem
O6miectBa®. Pycckast myOrmika MoIvia Io3HAKOMUTECS C
TIPOM3BEICHUSMU XYJIOKHHKA HA PA3TMYHbIX BbICTABKAX:
MocrkoBckoro  OOmecTBa  JIFOOUTENEH — XyHOXKECTB
(mperncenareneM KOTOPOTO ObLT HEKOTIA OTKPBIBILIMIA
Xapmamona /JI. I1. borkun), OOImecTBa aKBapeIMCTOB.
Berynus B 1881 mwm 1882 romy B ToBapuiiiecTBo
TIEPEIBIDKHBIX XYy/IO)KECTBEHHBIX BBICTABOK, XapJIaMOB
ocTaBajICs BIUIOTH 10 1917 roma omamM w3 HanOosee
MOCTOSTHHBIX YYaCTHUKOB BBICTaBOK ToBapHIecTBa’.
XyIO)KHUK JIOBOJIBHO 4acTo mpuezkan B Poccnro®.
[Ipomssenenus XaprmamoBa Hadaluy TOCTENEHHO IIO-
CTyIIaTh U B POCCUICKUE My3€iHbIE KOJUTEKIMK. Tak, ere
B 1885 romy xymoxHumk mommepkan umero A. Il
Bboromo6oBa o co3nannu B CaparoBe XyIoKECTBEHHOTO
My3esl, IepesiaB eMy CBOO Mmanbsauky ¢ mamoypuHom
(kar. 161), nmeBuryto 6ombiioi yenex B Canone 1882
rofa. Yke 1o 1910 roga npousBenenust Xapiamona
HaxoAWINCh B coOpaHusix My3est IMEHH uMIieparopa
Aunexcannpa Il (Hpmenmero [oc. Pycckoro Myses) B
Canxr-I lerepOypre u PymsHiieBckoro Mysest B Mockse®.

1880-¢ roxpl mpuHECIN HEMAJbIe H3Me-
HEHUS B MaHEpY U TEXHUKY XapiamoBa. Te ocoOeH-
HOCTH €ro paHHeﬁ MaHEPbI, KOTOPBIC MapUIKCKasi
KpUTHKa  XapakTepu3oBaja Kak  uYpe3MepHo
Jrcecmroe, pe3koe UcnonHenue™, yCTynuiam MeCTo
MSTKOM TOHKOCJIOMHOMW HUBOMUCH. XapjaMOB Ha-
HOCUT Temepb KpacKy JErKuM BUOPHUPYIOLIUM
ABUXCHUEM KUCTH. C ero MaJIUTPhI MPAKTUICCKH
ncye3aT acdanbrocoaepkale Kpacku. OTU
M3MEHEHHsI 0COOEHHO XOPOIIO 3aMETHBI B KapTUHAX
6onbioro hopmara: Heanonumanckuil My3vlkanm



tones”, but now featured them transparently. In
keeping with this new tendency in his art Harlamoft
also worked in pastels and water colours.

Harlamoff’s preference for certain genre, above all
for the intimate female portrait, and the combina-
tion of refinement and rapidity in his style, the friv-
olous mood imbued in all his works supports the
notion that it is more than fair to consider his paint-
ing as a beautiful and pure instance of the art of neo-
rococo.

Throughout his life Harlamoff remained a portrait
and figure painter. However, other genres were not
foreign to him. The landscapes he painted in his first
decade in France (cat. 298), display not only a prox-
imity to the Barbizon school, but also reveal an ac-
quaintance with impressionism.

Equally early Harlamoff grappled with the still life.
His best creation in this genre, however, came con-
siderably later, after 1900. The still life developed
into an independent entity borne of complex figural
compositions.

For dozens of years Harlamoff’s productivity and
quality of painting was extremely high. He would
often return to models of his earlier works, but never
to copy them again but to create new variations.
Until around 1920, although his style would become
more and more sketch-like, Harlamoff retained
his hand craft. Following them his very late works
appear blurry as is if painted with an uncertain hand.
The twilight of his life was spent withdrawn and
solitary. The death of the 85-year-old Alexei Har-
lamoff in his Paris studio, boulevard Rochechouart,
57bis, passed by almost unnoticed.

Abbreviations:

Turgenev = Typreunes, U. C. Ilonnoe cobpanue
couunenuti u nucem 6 28 momax. Ilucoma 6 13
momax. Mockpa 1961 — 1968

* There is no standard written form for a transcription of the
Cyrillic “Xapmamos”. The choice between, Charlamov or
Kharlamov in favour of “Harlamoff” was taken on the grounds
that the artist signed his works with the latter letter construction.

cat 16 Olga.foot.ex.comp:Layout 1 23.04.2007 21:51 Seite 33 $

1882 roma (kat. 266)% moka3pIBaeT, UTO U JIIOOMMBIE
XapiaaMOBBIM «MY3€HHBIe» TOHA 00OpEH mpo3pad-
HOCTh. XyIO)KHUK pabOTaeT Terepb TakKe U B TeX-
HUKaX IMacTeIN U aKBapeIIH.

[Ipenmourenue, ornaBaemMoe XapiiaMOBBIM
OTIPEICTICHHBIM YKaHpaM, MPEK/IE BCET0, KAMEPHBIM
KCHCKUM ITOPTPETAM U «TOJIOBKaM», B COUCTAHUH C
JICTKOCTBIO MICTIOJTHEHUS, C XapaKTEPHBIM ISl €T0

UCKYCCTBa  HACTPOCHHEM  IPOCBETIICHHOCTH,
MMO3BOJIACT yCMATpUBaTh B €ro XUBOIIMCHU YCPThI
HEOPOKOKO.

XapnaMoBy HE OCTAJINUCh YYXAbl U HHbBIE
aHpsl. [lei3axu, KOTOpBIE OH MHUCAJT YKE B IEPBOE
necsTuieTne cBoei xxu3Hu Bo Opanimu (kat. 298),
BBIJIAIOT HE TOJIBKO OJM30CTh K bapOu30HCKOM MIKO-
Jie, HO U 3HAKOMCTBO C UMIPECCHOHN3MOM.

Cromnb ke paHo XapiiaMoB Ha4aJjl Ucarh U Ha-
TIOpMOPTHI. OHAKO JTy4lIne paboThl ITOTO KaHpa
oH ucnonHui yxe nocie 1900 roga. B Hux, kak
MpaBuUjI0, 0OpeTanu 3HaYeHHE CaMOCTOSTEIbHBIX
MOTHBOB JE€Tall XapJlaMOBCKUX (UI'YpPHBIX
M300paKeHHM.

CrnocoOHOCTh coyeTaTh BBICOKYIO IIPO-
TYKTUBHOCTb C KQU€CTBEHHBIM XYH0XKECTBEHHBIM
HCIIOJIHEHHEM XapJiaMOB COXpaHSAJI B TEUEHUE
HECKOJIbKUX JecCITUiIeTu. B ero mo3mnHeM TBOp-
YeCTBE BCTPEYAIOTCA MOJEIN PaHHUX KapTHH,
OJTHAKO XYyIOXXHUK HE KOMHMpOBajJ caMoro ceos, a
CO3/1aBajl BAPUAHTHI.

Jo Hawama 1920-x romoB, XOTd MaHepa
XapiamoBa CTaHOBHJIACh 00JIee S3CKU3HOM, €ro pyKa
CoXpaHsja yBepeHHOCTh. CIIOBHO pa3MbIThIE, OUe-
BHUIHO BBITIOJTHEHHBIE ciiaberomel pykoi nzoopa-
KEHUS CIeAyeT OTHOCUTh K CaMbIM IMOCIIEIHUM
rojgam JKU3HU XynoxHuka. CrapocTh XapiaMoB
MIPOBEJ MPAKTUUECKH B OJMHOYECTBE, TAK YTO MaJIO
KTO 00paTui BHUMAaHHME Ha €ro KOHYMHY B KBap-
THUpe-MacTepcKkor Ha OynbBape Pomrenryap 57 Guc.

Coxpamenust

Typrenes = Typreues, U. C. Ilornoe cobpanue
couunenutt u nucem 6 28 momax. Ilucoma 6 13
momax. Mockpa 1961 — 1968.
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' Comos, A. U. Kapmunnas eanepes Hmnepamopckoi
Axademuu Xyooowcecms. 1. Kamanoe opueunanibHvlx npous-
sedenuil pyccrou scusonucu, CI16. 1872, p. 103

2 bymrakoB, ®. W. Hawu xyoooxcnuku (IKueonucywi,
CKYIbNMOPYl, MO3AUYUCTIbL, 2pAsepbl U Medaavepul) Hd
akademudeckux evicmaskax nocieonezo 25-nemus. Vol. 2.
CII6. 1890, p. 227; Bulgakov’s mistake was first corrected by
Faina S. Roginskaya (Porunckas, ®. C. Tosapuwecmso
nepeosudCHbIX Xy0odcecmeeHHbix gvicmasok. Mocksa 1989,
p. 416)

3 The Manuscript Department of the State Russian Museum,
St. Petersburg (abbreviated as: MDRM), dep. 222, file 35, f. 1
*MDRM, dep. 70, file 586, f. 142

> MDRM, dep.100, file 345, f. 28

6 Ross, N. Saint-Alexandre sur-Seine. L’eglise russe de Paris
et ses fideles des origines a 1917. Paris 2005, p. 212

7 Maxogckuit, C. [Topmpemst cospemennuxos. Mocksa 2000,
p- 39

8 See e.g.: Bapmasckwii, C. Ynadounoe uckycemeéo 3anaoa
nepeo cyoom pyccKux Xyo0xiCHUKos-pedaaucmos. Mockpa —
Jleamarpan 1949, pp. 117 — 118; Hcmopusa pycckoeo
ucxkycemsa. T. IX. Ka. 1 — 2. Mocksa 1965

? See exhibition catalogue: 225 nem AX CCCP. T. 1 - 2.
Mocksa 1985. The name of Alexei Harlamoff is not listed in
the multipart History of Russian Art (Mcmopusa pycckoeo
ucxkycemsa. T. IX, k. 1 — 2. Mocksa 1965).

10 See also research by Tatiana L. Karpova, Elena V. Nesterova,
and Marina V. Posokhina, in bibliography. See also exhibition
catalogue I1nennuxu kpacomut (Prisoners of Beauty), Moscow
2004 - 2005

' Archives de la ville de Paris, Serie DQ 8, Tables de décés
2815.

12 Perun, U. E. Janexoe 6auskoe. Mocksa 1964, p. 147.

B Boromo6os, A. I1. 3anucku mopsxa-xydosicnuka in:
Cneyuanvnoii Homep (2-3) srcyprana «Boneay. Caparos 1996.
14 See: Sfeir-Semler, A. Die Maler am Pariser Salon 1791 —
1880. Frankfurt a. M. 1992, pp. 409 — 410

15 See autobiography by artist: Russian State History Archive
(abbreviated as: RSHA), dep. 789, index 14, personal file 3
(,X) (further referred to as: Harlamoft), f. 182. The date of
birth has been confirmed by M. Posokhina following her re-
search of local archives. (Ilocoxmna, M. B. «XymoxxHUK
Anexcelt Xapmamoy in Mup myses, 4, 2004, p. 28.

16 HarlamofT, f. 182.

17Tn 1830 amendments to the Charter of the Imperial Academy
of Arts stipulated a minimum age of 14 years for enrolment. In
1840 the adjacent boarding school was closed which had
served to prepare the adolescent for his studies of six years,
now leaving applicants with the status of visiting students.
From 1859 visiting students paid a general enrolment fee of
25 silver roubles. See: Kongakos, C. H. Cnucokx pycckux
xyooxcHuxos k FObuneiinomy cnpagounuxy Hmnepamopckoil
Axademuu  xyoooxcecms. MockBa 2002, pp. 584-585.
¥ Harlamoff, ff. 4-5; Koumakos. Op. cit., pp. 592 — 593.
¥ For Markov’s role in the Academy see also: Boromo60B,
Op. cit., p. 32. Students of history painting studied drawing the
first two years, followed by two years copying paintings in the
Hermitage or Academy. Count Nikolai A. Kushelev had gen-
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2 Petun U. E. Hanexoe 6nuskoe. M., 1964. C. 147.
3 Boromo6oB  A. II. «3amuckm MOpSIKa-XymMOKHUKA.-
Cneyuanvuwiti Homep (2-3) socyprana «Boneay. Capartos, 1996.
14 Cwm.: Sfeir-Semler, A. Die Maler am Pariser Salon 1791 —
1880. Frankfurt a. M., 1992. pp. 409 — 410.

15 CwM. aBroGmorpaduio xymoxuunka: Poccuiickuit ['ocymap-
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XyIO)KHHKA [TOATBEPIKIACTCS 3AIIUCHI0 B METPUYECKON KHUTE
uepkBu B JIpsueBke, oOHapyxkeHHoW M. B. Ilocoxmuoit
(ITocoxuna M. B. , Xynoxuuk Anexceir XapramoB®. - Mup
myses, 4,2004. C. 28).

16 Xapmamos. JI. 182.

7 Buecennsie B 1830 rony J{onoanenus K nedCTBYOIMIEMY
VYeraBy AkageMun XyHOOKECTB BBend 14 JeT B KauecTBe
MHHHAMAaJIBHOTO BO3pacTa, MJOIyCKAIOIIero oOydeHHe B
Axanmemuu. B 1840 romy Obln ympasmHeH WHTEpHAT TIPU
AxazneMuu, B KOTOPOM MOJIOABIE JIIOOM TOTOBHJIHCH K
LICCTHJIETHEMY aKaJeMHUYECKOMY Kypcy, B CBSI3H C 4YeM
eIMHCTBEHHBIM CIIOCOOOM IIOJTOTOBKHU K 3aHATHSAM B OJHOM
13 CHELHUAIbHBIX KIacCOB AKaeMHHn ObUIO MOCEIICHUE ee Ha
MpaBax BOJBHOMPUXOIAIIETro yueHuKa. B 1859 mst vux Opuia
BBelEHA eAMHAsA IUiaTta 3a oOydeHHe B pa3Mmepe 25 pyoOueit
cepedpom. Cm.: Korgaxos C. H. Cnucok pycckux xyooschukos
Kk FObuneiinomy cnpasounuxy Hunepamopckoi Axademuu
xyooxcecms. M., 2002. C. 584 — 585.

18 Xapmamos. JI. 4 - 5; Konnakos. Ykas. cou. C. 592 — 593,

9 O pomr MapkoBa B AKaJieMHn XymoKeCcTB ¢M: Boromo6os.
3anucku. C. 32. Kak cTyIeHT Ki1acca HCTOPHYECKOH JKUBOIIICH
XaprmaMoB JOJDKEH OBLT J[Ba TO/1a MOCEMIATh PHCOBAIBHBIN



erously made his collection a gift to the Academy. Also paint-
ings by previous and present professors were hung on the acad-
emy walls.

20 See a more detailed description of the Return of the Prodigal
Son in: Comos. Op. cit., p. 103

2L RSHA, dep. 789, index 4, file 4, ff. 15 — 16; Konmakos. Op.
cit., p. 588

22 Harlamoff, ff. 31 — 39

23 HarlamofT, f. 56

24 Bogoliubov, Repin, Vasily D. Polenov, and many other Rus-
sians praised highly the picturesque surroundings and the rea-
sonable cost of living at Veules-les-Roses in the 1870s.
Harlamoff visited Veules-les-Roses almost every single sum-
mer. He even bought a property there.

% Documents in the Russian State History Archive give evi-
dence of the entire work-process which Harlamoff dedicated to
the execution of this copy. See: Harlamoff, ff. 64 — 119

26 HarlamofT, f. 56

27 HarlamofT, f. 83

28 The scholarship of history painting lasted six years, but the
scholarship of portrait and genre painting was limited to three
years. Switching from history painting to portrait would have
automatically reduced the timeframe of Harlamoff’s scholar-
ship. When Harlamoff sent a few paintings to St. Petersburg in
1874, these pictures were already exhibited in spring, but he
was awarded the title of full member to the academy only by
November. Harlamoff’s arbitrary switch had probably raised
eyebrows at the academy council resulting in a delay for his
award. (Harlamoff, f. 165)

2 Rules at the time stipulated that neither scholars nor mem-
bers of the Academy should participate at any exhibition out-
side the academy without written permission by the Academy.
(See: Jlemonucw srcuznu u deamenvrocmu xyoodcnuxa A. I1.
bozconobosa. Caparo 1988, p. 64). Harlamoff had needed a
permission from the Academy to participate at the Universal
Exhibition in Vienna. Already in the early 1870s the Associa-
tion of Itinerant Art Exhibitions only reluctantly accepted new
members. This may have motivated Harlamoff to join the So-
ciety for Art Exhibitions at the Imperial Academy of Arts.

39 Nonetheless in March 1870 the Empress bought a painting
by Harlamoff. (Harlamoff, f. 26). At the exhibition in Vienna
the timber merchant and councilor of state V.F. Gromov bought
a painting which was probably listed in the exhibition cata-
logue as Italian Girl. (Harlamoff, f.147). Furthermore, two
major Russian private collectors, D. P. Botkin and A. P.
Bazilevsky, we recorded to take notice of Harlamoff for the
first time. In 1874 at the academy’s annual exhibition Harlam-
off exhibited two paintings, both depicting an Ifalian Girl.
Prior to the show the two paintings had been bought by the
Paris based art trading company Goupil, and most likely en-
tered Russia only on a temporary basis. (Harlamoff, f. 141-
143). Goupil sold Harlamoff’s works throughout the 1880s and
1890s. We are very grateful to Dr. Chris Stolwijk, Van Gogh
Museum, Amsterdam, for supplying this valuable information.
3 Harlamoff, £.133

32 Harlamoff, ff.141-142

33 For Bonnat’s studio (1866 — 1883), see: Blashfield, E. H.
,Léon Bonnat*“ in Modern French Masters edited by John
Charles Van Dyke (reprint: The Art Experience in Late Nine-
teenth-Century America, Introd. by H. Barbara Weinberg).
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KJIacc, a 3aTeM JIBa T0fia KOMPOBATH T. H. KOPUTHHAIBD) (T. €.
MPOU3BEICHUS] CTAPBIX MACTEPOB B OpPMHUTaXKE WIH B
moJapeHHON AKaaeMHuH XyIOXKeCTB KoUTeKIuu rpada H. A.
Kymenesa-be3bopoako, a Takxke paboTel mpodeccopoB
AKaneMnu XyI0KeCTB).

20 Cwm. monpobHOe onucanne Bosspaujenust 61y0H020 ChiHa 8
pooumenvckuii oom'y Comosa (ComoB. Ykas. cou. C. 103).

2L PTHUA. @. 789. Om. 4. J1. 15 — 16; Konpakos. Ykas. cou. C. 588.
22 Xapmamos. JI. 31 — 39.

2 Xapmamos. JI. 56.

24 Pycckue XymoxXHHUKH - boromo6os, Permn, ITomeHoB u mip.
- B 1870-x romax d4acrto YIOMUHAIOT >KHBOMHUCHBIE
OKPECTHOCTH U JELIEBU3HY kU3HU B Benb-sie-Po3. Xapiaamos
moceman  Benp NpakTHYeCKH KakAoe JIETO, IO3HEe
mpuobpen 1om B Bere.

2 VMerormnecst JOKyMEHTBI TOIPOOHO OCBEIIAIOT paboTy TIeH-
croHepa XapramoBa Hat 310l xormert. Cm: Xapmamos. J1. 64 —119.
26 Xapmamos. JI. 56.

27 Xapmamos. JI. 83.

28 [lepexot OT MCTOPUUECKOH JKUBOTTHCH K JKUBOTIHCH YKaHPO-
BOW M MOPTPETHOM O3HAYaJ COKPALIEHUE CPOKA IOJYyUEHHUS
CTHIIEHANU: TOPTPETHUCTaM M >KaHPOBBIM JKHUBOIHCIIAM
M0JIaraInCh HE MIECTh, HO JIUIIL TPU Toja MpeObIBaHUS 32
rpanuneii. BecbmMa  BO3MOXXHO, YTO HMMEHHO 3TO
obcroATensCcTBO M ObUTO TpuuuHOW Komebanmit ComeTa
AxasieMus XyZ0KeCTB, IPUHSBILIETO OKOHYATEIBHOE PEIIIEHNE
0 MIPUCYKIEHUHN XapiIaMOBy TUTY/A aKaJeMHKa 33 KapTHHBI,
SKCIIOHHpOBaBIIEcsS B AkajeMun eme BecHoi 1874 rona,
numas B HostOpe 1874 roma (Xapmamos. JI. 165).

2 B COOTBETCTBHH C JCHCTBYIOIIMMH IIPABHIAMH HE TOJBKO
TIEHCHOHEPHI, HO M aKaJIeMHKH HE MOIVIM Yy9acTBOBAaTh HU B
KaKUX BBICTAaBKax, Kpome akagemudeckux (CM. 00 3ToM:
Jlemonuco orcusHu u OeamenvHocmu xyooxcuuxa A. I1.
bozonobosa. CapatoB 1988. C. 64). lna ywactus BO
BcemmupHoiif BricTaBke B BeHe TpeboBanoch crienuaibHOe
paspemenne. K Berymnenmio B OOmECTBO BBICTABOK
Xy/I0KECTBEHHBIX IPON3BEIEHUN XapiIaMoB MOT OBITh TaKXkKe
MIOZIBUHYT OTYETINBO MPOSIBUBIIMMCS y)ke B Hadane 1870-x
TOJIOB HEKEJIAaHUEM IEPEABMKHUKOB BHJIETh B CBOMX Psgax
HOBBIX WICHOB.

30 Emre B mapte 1870 xaptury XapiamoBa mprodpesa uMrie-
parpuna Mapus AnekcanaposHa (Xapnamos. JI. 26). [onosky
umanvauky  (BO3MOXHO, IOApa3yMeBacTcsd  KapTHHA,
Ha3BaHHas B KaTayore /[eoukol-umanbsankoll) KyIHI C
BeHckoll  BBICTaBKM ~ TOProBel]  JIECOM W YIEH
Tocynapcteernoro Coseta B. @. I'pomoB (Xapmamos. J1.147).
Kpowme Toro, XapnamMoB NpuBIeK BHUMAHHE TAKHNX H3BECTHBIX
pycckux komnekmuonepos, kak JI. Il. Borkun n A. IL
Bbasunesckuii. O6e Hmanvsanxu, MOKa3aHHBIE XYIOKHUKOM
BecHOM 1874 1. B AkaieMun XyIO)KeCTB, SIBISUIACH YXKE B 3TO
Bpems cobcTBeHHOCTRIO GupMmbl 'y un K. (Xapmamos.
JI.141-143). Yepe3 a1y Pupmy XapiraMoB IpojaBaj CBOU
npou3BeneHus u nozaHee, B 1880-¢ B 1890-e roxer. 3a atn
cBeneHus MBI Onmarogapum a-pa Kpuca Cronsaiika n3 Myses
Ban I'ora (AMcTepmam).

31 Xapmamos. JI. 133.

32 Xapmamos. JI. 141-142.

33 O CoboanoM areibe bonna (1866 — 1883) cm.: Blashfield,
E. H. ,,Léon Bonnat“ in Modern French Masters edited by
John Charles Van Dyke (reprint: The Art Experience in Late
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N.Y. and London 1976, pp. 47 — 57; Challons-Lipton, S. The
Scandinavian Pupils of the Atelier Bonnat, 1867 — 1894. Le-
wison, N. Y. 2001. It was the common rule that students paid
for the cost of renting and heating the studio. They also paid
the fees charged by models, only the studio-master’s advice
was free.

3 For Bogoliubov’s “Tuesdays” see: boromo60oB. 3anucku, pp.
137-139

35 Two excellent young students have arrived, Repin and Har-
lamoff. The latter will accomplish a lot: in his handling of
colour he ressembles a Russian Regnault (Turgenev, letter
3320). Sometime later, during a short visit to St. Petersburg,
Turgenev and Harlamoff attended the spring exhibition to-
gether at the Academy. In a letter to Pauline Viardot Turgenev
praised the Harlamoff works exhibited. (Lettres inédites de
Tourguenev a Pauline Viardot et sa Famille. Lausanne 1972,
letter 98).

3¢ See auction catalogue: Collection de M. Ivan Tourguéneff et
Collection de M. X. Catalogue ... dont le vente aura lieu Hotel
Drouot, salle No. 8 le samedi 20 avril 1878 a deux heures.
Turgenev had to sell his collection to resolve financial prob-
lems incurred by his daughter. At least two paintings by Har-
lamoff were in Turgenev’s apartment in rue Douai 50, of which
the contents were auctioned. The auction catalogue lists a
Gipsy Girl and a still life of Two Pears. Repin mentioned see-
ing the still life between 1874 and 1876 with Turgenev. See:
Typeenes 6 nucvme U. E. Penuna k Braoumupy @. 3eenepy in:
Typeenesckuii coopnux I11. Leningrad 1967, p. 403. Henry
James also mentioned seeing paintings (copies after Italian
masters) by a Russian painter in Turgenev’s apartment. (see:
James, H. Partial Portraits. Michigan 1970, p. 307). Harlam-
off was very unlikely the author of these paintings, as was once
suspected: (4. C. Typeeres 8 B0CHOMUHAHUAX COBPEMEHHUKOB.
T. 2. Mocksa 1969, p. 545, note 5) James wrote that the orig-
inal work of the artist had little value while with reference to
Harlamoff James acclaimed a young Russian artist of high
promise! (James, H. Parisian Sketches. London 1958, p.149)
These copies may have been painted by Paul Joukovsky, who
was known for his copies after Italian masters, and Turgenev
was  known to  have supported the artist.
The portraits of Turgenev, of Pauline Viardot-Garcia and
Louis Viadot belonged to the Viardots and were hung in the
lower galleries at rue Douai 50.

37 See: Turgenev, letters 3320, 3333, 3473, 3479, 3481, 3493,
3504, 3513, 3523, 3538, 3559, 3560, 3565, 3579, 3604, 3619,
3631, 3642, 3647, 3570, 3686, 3790, 3812, 3882, 3889, 3894,
4066, 4498

38 Cracronesuu, M. M. M3 6ocnomunarnutl o nocieonux ousx U.
C. Typeenesa in: Cobpanue Kpumuueckux mamepuanog 0.
usyuenus npouszeeoenuii M. C. Typeenesa. T. 3, Mocksa 1908,
p. 288

¥ A few more definite hints also exist aside from Bogoliubov’s
general comments. In 1875 Harlamoff completed the portrait
of Mlle Mazurina, daughter of the principal of the orthodox
cathedral in Paris. Mlle Mazurina was a pupil of Pauline Viar-
dot. (Turgenev, letter 3622)

40 Still in the fall of 1870 Harlamoff travelled to London with-
out means where he visited an exhibition of Old Masters. (Har-
lamoff, ff. 83 — 84)

4 Harlamoff, ff. 133 — 135. N. N. Breshko-Breshkovsky men-
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Nineteenth-Century America, Introd. by H. Barbara Weinberg).
New York and London, 1976, pp. 47 — 57; Challons-Lipton S.
The Scandinavian Pupils of the Atelier Bonnat. 1867 — 1894.
Lewison (N. Y.), 2001. Ilo cymecTByfomei Tpaaunuu
CTYAEHTHI OTUTAYUBAIIM BCKJIQIUNHY TTOMEIIEHHUE, OTOIUICHHE
n mozenb. [IpenonaBanue Benock OecCIIaTHO.

3 O 60roar000BCKHX «BTOPHUKAX» CM.: Boromo6os. 3anuc-
ku. C. 137 —139.

3 30ech nossuauCh 08a 3aMeUAMENbHBIX MOLOObIX XYOOHC-
Huxa — Penun u Xapnamos. Bmopoii — ocobenno — danexko
notioem: smo pycckuii Regnault no xonopumy (TypreHes.
IMucemo 3320). Bekope mocne storo TypreneB Bo Bpems
KOpoTKoro Bm3uTa B IlerepOypr HaiimeT BpeMs MOCETHUTh
BMeCTE ¢ XapJiaMOBBIM BECEHHIOIO BBICTaBKY B AKaJeMHUH
Xy/IOKECTB M OT30BETCS C ITOXBAIOH O €ro paboTax B MMChbME
[omuure Buapmo (Cwm.: Lettres inédites de Tourguenev a Pau-
line Viardot et sa Famille. TTucemo 98).

36 TIpencraBieHue O KOJUICKIMH TypreHeBa JaeT Karajor,
W3IAaHHBIN 110 CITydaio ee pacrpoiaxu B otene [pyo. Cwm.:
Collection de M. Ivan Tourguéneff et Collection de M. X. Ca-
talogue ... dont le vente aura lien Hotel Drouot, salle N 8 le sa-
medi 20 avril 1878 a deux heures. K mpomaxke kapTuH
TypreneBa BBIHYJHJIO OCJIOKHHBIIEECS MaTepHAIbHOE
TIOJIO’KEHUE €r0 JOUCPH.

B kBaprupe TypreneBa Ha BEpXHEM 3Taxe JJomMa Ha pro ys
50, mpuHaANexkaBIIero Buapao, HaXOAWINCH MO MEHBIIEH
Mepe JiBe KapTHHBI XapiaMoBa: BBICTABICHHAs HA TIPOJIAXY B
orene pyo Lvieanka v HaTIOPMOPT [ee epyuiu, BANEHHBIN Y
Typrenesa mexny 1874 u 1876 romamu U. E. PermasiM. Cwm.
00 stom HaTropmopte: «Typrenes B muceme U. E. Penmua
Brnagumupy @. 3eenepy». - Typeenesckuii cooprux 1. J1.,
1967. C. 403. O xapTHHAX PYCCKOTO XYIOKHUKA - KOIHAX
MIPOU3BEICHNI HTANBIHCKMX MAacTepoB - B KBapTUpe
Typrenesa numet ['enpu xeitmc (James, H. Partial Por-
traits. Michigan, 1970, p. 307). IlpennoxeHne paccMaTpiBaTh
9TH KommH Kak padoTsl XapmamoBa (Cum.: A. C. Typeenes 6
socnomunanusax cogpemernuxos. T. 2. M., 1969. C. 545, mpum.
5) siBNISETCS, C HAIIEH TOYKH 3PEHNS, OIINOOYHBIM, TIOCKOIIBKY
3ameuanune lenpu [Dxeiimca: Cobcmeennoe meopuecmeo
9M0o20  XYOOMCHUKA Nnpedcmasiaem cobou HebOonbULYI0
YenHoCmb HaXOAUTCS B MIPOTUBOPEUHH C TTOXBAJION TOTO XKe
xeiimca B anpec XapmamoBa: Muoeoobewarowjuii Mon00ou
pyeckuil ocusonucey (James, H. Parisian Sketches. London,
1958, p.149). Becpma BO3MOXHO, YTO aBTOPOM ITHX KO
6wt 1. B. )KykoBCcKui, KOTOPBIH KOMUPOBAT UTATBIHCKYIO
JKUBOIUCHh M KOoTOporo nonnep:kuasn Typrenes. Iloprper
TypreneBa u noprpetsl [lonunsl u Jlyn Buappo sBnsumnch
COOCTBEHHOCTBIO CEMbH Buapsio 1 HaXoquInCh B rajiepee Ha
TepBOM dTake 1oMa Ha pro [ys 50.

37 Cm: Typresnes. ITucema 3320, 3333, 3473, 3479, 3481, 3493,
3504, 3513, 3523, 3538, 3559, 3560, 3565, 3579, 3604, 3619,
3631, 3642, 3647, 3570, 3686, 3790, 3812, 3882, 3889, 3894,
4066, 4498.

3% Cracronesnd M. M. ,,I3 BOCIOMUHAHUH O MOCIIEIHUX THAX
W. C. Typrenesa“. - Cobparue Kpumuieckux Mamepuaios oisi
uzyuenus npousgedenuii 1. C. Typeenesa. T. 3. M., 1908. C. 288.
3 Ha 5T0 MMEIOTCSI HE TONBKO CCBIIKH OOIIEro XapakTepa y
Boromo6oBa, HO 1 KOHKpeTHBIE yKkazaHus. Tax, B 1875 romy
XapiiaMOB BBIIIOJHUI TOPTPET J1eBULIbI Ma3zypuHO, nouepu
crapocTel cobopa CB.Anekcanmpa HeBckoro m y4eHHIIBI



tioned without stating further references a commission given
to Harlamoff to copy a Spanish painting. Harlamoff presum-
ably never executed this order. See: bpemko-bpentkoBckui,
H. H. ,,A. A. Xapnamos (ITo moBony 35-metus Xymoxkect-
BeHHOH nesrensHOoCTH)  in Cesep, 16 (April 6, 1903), column
206

42 For Harlamoff’s planned journey to Spain in mid 1874 see
Bogoliubov’s letter addressed to the Academy from March
1874 (Harlamoft, f. 146). Turgenev mentioned in a letter from
December 1874 that Harlamoff had planned a journey to Spain
for March 1875 (Turgenev, letter 3516). Turgenev mentioned
in a letter from 30" July (11* August) 1879 that Harlamoff had
returned from Spain. (Turgenev, letter 4917)

4 For Turgenev’s active interest in Harlamoff see Turgenev’s
correspondence with Zola and Stasulevitch: Turgenev, letters
3583, 3618, 3631, 3635, 3643; Zola, E. Correspondance.
Montréal — Paris 1978 — 1995, t. 2, letters 215, 217, 218. J ai
dit grand un bien de M. Harlamoff, Zola wrote to Turgenev on
27" May 1875 (letter 218)

4 Ménard, R. Exposition de Vienne in: Gazette des Beaux-Arts,
8, 1873, p. 354

4 See under heading “periodicals” in bibliography.
When in 1878 J. Comte praised the pair of portraits showing
the Viardots, he had no knowledge about the sitters.
4 Cracos, B. B. ,HuiHemnee nckycctso B Epome®, in:
Cracos, B. B. H36pannvie couunenusa ¢ mpex momax. Vol. 1,
Mocksa 1952, p. 593

47 Stasov’s letter of March 30, 1875 to Turgenev ( Jlumepamyp-
noui apxus. Vol. 3, Mocksa — Jleaunrpan 1951, p. 244).

4 Cracos, B. B. ,,JIBaamnars msTh JIET PyCCKOTO MCKYCCTBA™,
in: CracoB B. B. U30pannvie couunenus 6 mpex momax. Vol.
3,p. 424

4 For the genesis and history of both portraits of Turgenev see:
Turgeneyv, letters 3320, 3333, 3493, 3504, 3516, 3541, 3560,
3565, 3579, 3586, 3642, 3647, 3663, 3722, 3733, 3789,
3836,4067. See also: 3unsbepmreitn, U. C. Penun u Typeenes.
Mocksa — Jleannrpan 1945, p. 19 — 39.

For Repin’s comment regarding Harlamoff see: his letters to
Kramskoi, November 8, 1973, November 26, 1873, March 31,
1874 and May 10, 1875; and his letters to V. Stasov November
27, 1873, January 14, 1874, April 13, 1874, May 25, 1874 and
April 24, 1875; and to Nikolai I. Murashko November 30,
1883 (Pertun, U. E. U30pannsie nucoma 6 08yx momax.1867 —
1930. Mockaa 1969)

Harlamoff’s success made many of his Russian colleagues en-
vious. See e.g. Vasily D. Polenov’s letter, April 30, (May 12)
1876 to his mother (Bacunuii [{mumpuesuyu Ilonenos. Enena
JImumpuesna Ilonenosa. XpoHuka cembvl XYOOHCHUKOS.
Mocksa 1964, p. 204) and the memories of E. F. von Liphart
(Xyvooorcnux o Typeenese.  Bocnomunanus 3. K.
Jluneapma.1875 in: U. C. Typeenes. Hogvlie mamepuansl u
uccreoosanus. Jlumepamypnoe naciedocmeo. Vol. 76, Mocksa
1967, pp. 423 — 432)

0 Repin’s letter, June 1, 1875 to Kramskoi

1 Repin’s letter, December 24, 1872 to Stasov

52 Repin’s letter, February 17, 1874 to Kramskoi

53 Repin’s letter, May 1928 to V. F. Seeler in: Typeenesckui
cooprux 111, p. 403

34 Kramskoi’s letter, March 1, 1879 to Pavel M. Tretyakov in:
Ilepenucka U. H. Kpamcxozo. U. H. Kpamcxou u II. M.
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[omuasr Buapno (Typrenes, mucsmo 3622).

40 TlokazarensHO, 49TO eime oceHpio 1870 roma Xapmamos
HaleJ BOSMOXKHOCTB Che3IUTh B JIOHOH, YTOOBI ITOCETHTH
BBICTAaBKY KapTHH CTapbIx MacTepoB (Xapmamos. JI. 83 — 84).
4 Xapmamos. JI.133 — 135. H. H. Bpemrko-bpemnikoBckuii
MUIIET BEChbMa pacIulbiBYaTO 00 momoOHOM 3akaze. Cwm.:
Bpemko-bpemrkosckuit H. H. ,,A. A. Xapmamos (ITo moBoxy
35-netns XyooKecTBeHHOH nearenpHOCTH . - Cegep, 16 (6
ampens 1903), ctn6. 206. BepostHo, 3TOT 3aka3 XapiaMOBBIM
HE OBLIT UCTIOTHEH.

42O mranupyemoii Ha sieto 1874 roma moesake Xapiamosa B
Wcnanuio cM. MaproBckoe muckMo boromo6osa Cosery
Axanemun xynokecTB (Xapmamos. JI. 146). Typrenes mucan
B nexabpe 1874 o moesnke, 3arutaHUpOBaHHONW HA MapT 1875
rona (Typrenes. [Tucemo 3516) u 30 utons (11 aBrycra) 1879
roga o BO3BpameHnu xynokHuka u3 Mcmanunm (TypreHes.
ITucemo 4917).

# O crpemuiennn TypreneBa OpraHU30BaTh MOJIOKUTEIBHBIC
OT3BIBBI JUIA XapiaMoBa CBHUJCTEIbCTBYET IeperncKa
mucatens ¢ 3oma 1 M. M. CracroneBuuem. Cm.: TypreHes.
Iucema 3583, 3618, 3631, 3635, 3643; Zola, E. Correspon-
dance. Montréal — Paris 1978 — 1995. T. 2 (ucema 215, 217
u 218). B muceme TypreneBy 27 mas 1875 r. (mucemo 218)
3015 TaKk OLEHMI CHETNaHHOE MM: A CKa3anl 0 20Cnooume
Xapramose mMHo20 xopouie2o.

4 Ménard, R. Exposition de Vienne in: Gazette des Beaux-Arts,
8, 1873, p. 354.

4 Cwm. pyopuky «Ilepruomukay» B cricke auteparypsl. JK. Kowr,
B 1878 . c moxBamoil OTO3BABIIMICS O MOPTPETAX UYETHI
Buappo, He uMel, K IpuMepy, NPeICTaBICHUs O TOM, KOTO
1300pa3smil XyIOKHHK.

46 Cracos B. B. «Hsiuemmnee nckycctBo B EBporiex. - Cracos
B. B. i36pannvie couunenus 6 mpex momax. M., 1952. T. 1. C. 593.
47 CracoB - TypreneBy 30 mapra 1875. Jlumepamyphoiii
apxus.T. 3. M. = JI., 1951. C. 244.

4 Cracos B. B. «/IBaamars msth JIeT pyCCKOTO HCKYCCTBaY. -
Cracos B. B. i36pannsie couunenus 6 mpex momax. M., 1952.
T. 3. C. 424.

4 06 ucropuu coznanus moprperos W. C. Typrenesa Xapia-
MOBBIM U PermabeiM cM.: Typrenes. [Tucema 3320, 3333, 3493,
3504, 3516, 3541, 3560, 3565, 3579, 3586, 3642, 3647, 3663,
3722, 3733, 3789, 3836,4067. Cm. Taxxe: 3umsbepmreitn 1.
C. Penun u Typeenes. M. —J1., 1945. C. 19 — 39.
BrickasbiBanusa Penuna o XapinamoBe cM. B €r0 HHCbMax
. H. Kpamcromy (8 HostOps 1873, 26 Hos16ps 1873, 31 mapra
1874, 10 mas 1875), B. B. Cracosy (27 Host6ps 1873, 14
staBapst 1874, 13 anpens 1874, 25 mas 1874, 24 anpens 1875),
H. . Mypamxo 30 Hos0ps 1883, omyOIMKOBaHHBIX B
mnanun: Pemmmn, W. E. Hz6pannvie nucoma 6 08yx
momax.1867 — 1930. M., 1969.

PeBHOCTh K ycnexam XapriamoBa HaJIOKKJa OTIIEYATOK U Ha
BBICKA3bIBAaHHUS O HEM JPYTUX PYCCKUX XyHIOXKHUKOB,
Haxomsammmxcss B Ilapmxke. Cwm., Hampumep, nucemo B. 1.
[Monenosa 30 ampenst (12 mas) 1876 k marepu (Bacuauii
Jmumpuesuu Ilonenos. Enena [HAmumpueena Ilonenosa.
Xponuka cemou xyooxcnuxos. M., 1964. C. 204) u
BocriomuHaHus 3. @. ¢on Jlumrapra («XygoXKHHK O
Typrenese. Bocnomunanus D. K. Jlunrapra.1875». - H. C.
Typeenes. Hosvie mamepuanvt u ucciedosanus. Jlumepa-
mypHoe nacieocmeo. T. 76. M., 1967. C. 423 — 432).
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Tpemuvaxos. Mocksa 1953

55 Kramskoi’s letter, June 6, 1876 to Pavel M. Tretyakov in:
Ibidem

3¢ Prab. Pycckue xyooxcnuku 8 [lapuace. I1. Y akademuka A.
A. Xapnamosa in: Hosoe Bpems, 2587 (May 13, 1883), p.3
57 bpemko-bpemkoseknit. Op. cit.

8 De Belina, A. M. Nos peintres dessinés par eux-mémes. Paris
1883

%9 Russian journals and newspapers as /Tuena [Bee] and Husa
[Field], and the more sophisticated Bcemupnas unrrocmpayus
[International Illustration] often reproduced Harlamoff’s
works emphasising his popularity with all classes of the so-
ciety.

% For this association see: RSHA, dep. 468, index 17a, file 133
and dep. 789, index 11, file 248; MDRM, dep. 123, file 185,
f. 3 and dep. 14, file 78, {. 2; Status de la ,, Société des Artistes
Russes a Paris . Paris 1888; boromro6os, 3anucku, pp. 150 —
153; Ceseproxun, . f., Jletikuan, O. JI. 3oromoii gex
Xyooocecmsennvix obveounenuti 8 Poccuu u CCCP (1820 —
1932). TlerepOypr 1992, pp. 51 — 53

In 1902 Harlamoff was awarded the medal of St. Vladimir for
his active interest in the association (Harlamoff, ff.177 — 179).
! Harlamoff was classified visiting exhibitor in the catalogues
of the 7" (1879) and 8™ (1880) Itinerant Exhibition. But at the
10™ exhibition (1882) he already participated as a full member
of the association. He evidently enjoyed a privileged status for
he repeatedly exhibited the same pictures — an overruling of
the show-conditions. (cat. 148, 185)

62 For Harlamoff’s regular visits to St. Petersburg in the late
70s and 80s see: V. C. Moszauxa in: Mcmopuyeckuii 6ecmHux
12,1912, p. 1051

63 In 1897 the Imperial Hermitage gave the portrait of Turgenev
to the newly founded Alexander III Museum of Fine Art. The
Rumyantsev museum acquired a painting by Harlamoff be-
tween 1900 and 1910. (see: Russian State Archive of Literature
and Art, dep. 670, index 1, file 27, f. 2)

4 Clément, Ch. Exposition Universelle. Beaux- Arts. Russie
in: Journal des Débats, June 13, 1878

85 Photos of Harlamoff may lead one to look for the artist’s
identity in this painting.

In this context it is interesting to note that at a costume-ball
Polenov saw Harlamoff disguised as an Italian (Venetian) mu-
sician of the renaissance period. See Polenov’s letter to his
mother, February 10 (22), 1875 (Bacunuu /mumpuesuy
llonenos. Enena /[mumpuesna Ilonenosa. Xponuka cemvu
Xy0odxrcHuKos, p. 155

38

cat 16 Olga.foot.ex.comp:Layout 1 23.04.2007 21:51 Seite 38 $

30 Pertun — Kpamckomy 1 mronst 1875.

3! Penun — CracoBy 24 nexadps 1872.

52 Pentun — Kpamckomy 17 despans 1874.

3 Cwm. Hammcannoe B mMae 1928 roxga muckmo Pernmua B. .
3eenepy, onmyOIMKOBaHHOE B M3AHUU: TVpeeneckuti COOPHUK
1I1. C. 403).

3% Kpamckoit — I1. M. TpetbsikoBy 1 mapra 1879 B u3m.:
Ilepenucka U. H. Kpamckoeo. U. H. Kpamcxou u II. M.
Tpemvakos. M., 1953. C. 247 — 248.

55 Kpamcroii — IT. M. Tpetssikoy 6 urorst 1876. Tam xe. C. 143.

3¢ Puus. ,,Pycckue xymoxxauku B [apmke. I1. Y akagemuka A.
A. Xapnamona“. - Hosoe Bpems, 2587 (13 mas 1883). C. 3.
37 Bpermko-bpemkoBckuit. Ykas. cod.

8 De Belina, A. M. Nos peintres dessinés par eux-mémes.
Paris, 1883.

% O momyssipHOcTH XapinamoBa B PoccHH KpacHOPEYHBO
CBUJICTEIILCTBYET 4acTOE PENpPOIYLIUPOBAHNE €0 KapTHH B
WITIOCTPUPOBAHHBIX [IEPUOJUUECKUX H3JAHUSAX, KaK B
pacCYNTAaHHBIX Ha IIUPOKHUE cIou obmiecTra [luene u Huse,
Tak W B Oojee COMUAHOW Bcemupnou urmocmpayuu.
%0 06 O6mectse cMm.: PTUA. ®. 468. Omn. 17a. JI. 133; @. 789.
Om. 11. JI. 248; PO I'PM. @. 123, En.xp. 185,. JI. 3; @. 14.
En. xp. 78. JI. 2; Status de la ,,Société des Artistes Russes a
Paris “. Paris, 1888; Boromw6os. 3anucku. C. 150 — 153;
Ceseproxun J. ., Jleiikung O. JI. 3onomoti eex xyoo-
arcecmeenmuvlx 0ovedunenuti 8 Poccuuu CCCP (1820 —1932).
I16., 1992. C. 51 — 53.

3a cBol gdesaTenbHOCTh B OOmecTBe XapiaMoB ObLI
HarpaxaeH B 1902 rogy Opaenom CB. Bnangumupa 4 Ctenenn
(Xapmamos. JI.177 — 179).

¢ B karanorax 7-oii (1879) u 8-oii (1880) BeicTaBok ToBa-
pumecTtBa XaprnaMoB Ha3BaH <«3KCIIOHEHTOM». B 10-oit
BeIcTaBke ToBapumecTsa (1882) oH mpuHAI yyacThe yxe Kak
€ro IIOJIHOIIPAaBHbIN WIEeH. B 0TCTyIIEHNE OT YCTaHOBIEHHOTO
camuM xe ToBapuiiecTBOM mpaBuiia XapiaMoB HECKOJIBKO
pa3 MOBTOPHO MOKAa3bIBaJl HA BBICTaBKax ToBapHIlecTBa OJHA
U Te ke KapTHHBI (cM. KaT 148 u 185).

2 O perymsipHOM mocemeHnd XapiaamoBsiM [letepOypra Ha
PoxnectBo B koHme 1870-x u B 1880-¢ romer cm.: Y. C.
«Mo3zaukay. - Ucmopuuecxuti gecmuux 12, 1912. C. 1051.

& TToptper U. C. TypreHesa mocTymuiI BO BHOBb OCHOBAHHBII
Myzeit um. Umneparopa Anexcanapa II1 B 1897 rony. Mexmy
1900 u 1910 rr. PymsiHueBckuii My3eit B MockBe nipuoopein
xapnamoBckyto 1 onosxy (PTAJIA. ®. 670. Om. 1. Ex. xp. 27.J1. 2).

% Clément, Ch. Exposition Universelle. Beaux- Arts. Russie
in: Journal des Débats, June 13, 1878.

% CoxpanuBmmecs ¢ororpaduu XapaamoBa MO3BOJSIOT
BUJIETh B 3TOH KapTHHE KOCTIOMUPOBAHHBIM aBTOIOPTPET
XyILO)KHHMKA. B 3TON CBsI3U IpPEACTABISIET UHTEPEC MUCbMO
ITonenora k marepu 10 (22) depansa 1875 r., B KOTOpoM OH
OITMCHIBAET YYacTHEe XapiiaMoBa B KOCTFOMUPOBaHHOM Beuepe
B TUIaThe UTaJIbsSHIIA (BeHEeaHIa) 31moxu Bo3poxkaenus. Cwm.
06 stom: Bacunui Jmumpuesuu Ilonenos. Enena
JImumpuesna Ionenosa. Xponuxa cemvu xyooocnuros. C. 155.



