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Russian and French cultural-political relations
up to 1881
and a Russian painter in Paris

Eckart Lingenauber

Introduction

L’histoire du progres spirituel de presque tous les
peuples d’Europe voit se répéter un fait assez mar-
quant, a savoir la prépondérance de [’influence
frangaise durant la premiére période de mouvement
intellectuel dans la société, suivie du déclin rapide
de cette influence, des que l’'indépendance s éveille
dans la société.!

Ivan Sergeyevich Turgenev (1818 — 1883) is due
recognition for having been an excellent connois-
seur of European and in particular French cultural
history. In view of which it is more than pertinent, to
take on his vantage point in the attempt to give
weight to the notion of a significant cross fertiliza-
tion between Russian culture and French culture.

Up to the mid 19" century it was almost exclusively
Russian nobility who travelled to France from Rus-
sia, for only they had the necessary financial and lin-
guistic means at their disposal. Indeed some of them
had better command of French than their native
Russian. The Russian aristocrat’s preference for
French language and literature was partly an expres-
sion of class superiority but also implied a far-reach-
ing side-effect of the French enlightenment.

Only with the development of Russian literature and
philosophy could a counterweight to the dominance
of the French language be developed. By the same
token the knowledge acquired from childhood of the
French language and French history guaranteed the
Russian aristocracy acceptance within the upper
echelons of French society.

France had persistently been the Mecca of a Russ-
1an’s educational travels. With regard to intellectual
interests it was the done thing to be received by
renowned French literati or to frequent their domain.
Three generations of Russian literature from Nikolai
M. Karamzin (1766 - 1826) and Denis 1. Fonvizin
(1744 - 1792) through Nikolai V. Gogol (1809 -
1852) to Fedor M. Dostoevsky (1821 - 1881) testi-
fied to this attitude.
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OtHomennsi Poccun u @pannuu B cepax
KYJbTYPbI 1 mosuTuku 10 1881 rona
U pycckuii xynoxxkHuk B [lapuike

Okapm Jluneenayoep

BBenenue

B ucmopuu oyxoenoco pazeumusi noumu 6cex
eBPONEUCKUX HAPoO08 NOGMopsemcst  akm
00B80/IbHO 3HAMEHAMENTbHBIU, A UMEHHO — Npeodia-
oanue @panyy3cKoeo GIUSAHUL 8 Nepsylo Nopy
VMCMBEHH020 08UNCEHUSL 8 0OWecmae U bblcmpoe
naoenue 3mo20 GIUAHUSL, KAK MOIbKO 6 0bujecmee
HauuHaem npooyHcOAmvbCsi CaMoCmosImeIbHOCIy'

Wpan Cepreesuu Typrenes (1818 — 1883)
MMEET penyTalrio OTIMYHOIO 3HAaTOKa HCTOpPUU
KyJbTypbl 3anagHoil EBponbl 1, B IepByIo o4epeib,
@pannuu. YToObl OLIEHUTH 0OOTallaoIee B3auMo-
BIIUSTHUE PYCCKOW U (PpaHILy3CKOM KYJIBTYp, BaXKHO
BCTaTh Ha €r0 TOYKY 3pEHUSI.

Bnors 1o cepenunsbl 19 cronerus ®pan-
LU0 TOcemana MOYTH UCKIIFOYHUTENBHO PyCCKas
apUCTOKpaTus, pacrnojaraBlias Kak HeoOXoIu-
MbIMU (MHAHCOBBIMU BO3MOXXHOCTSIMH, TaKk U
3HaHUEM s3bIKa. MI3BECTHO, YTO pyCCKHE apuUCTO-
KpaThl HEPEIKO BIAJeIN (PPAHIy3CKUM S3bIKOM
Aayduie, yeM pycckuM. OpHaKo OLIEHHBAaTh IMpea-
MOYTEHUE, OTIaBaeMoe (PaHIy3CKOMY S3BIKY,
HCKIIIOUUTEIBHO KaK BbIpaKCHHE TPUHAJJICK-
HOCTU K ONpEJEJICHHOMY Kiaccy 3HAuujio Obl
WTHOPUPOBaATh BIMsiHUE (¢paHiy3ckoro Ilpo-
CBEIIECHUS.

C pa3BuTHEM pYyCCKOM JHUTEpaTypbl U
¢dbunocoduu MOSABIIOCH TPOTHUBOICHCTBHUE JTOMHU-
HUPOBAHUIO (PpaHIly3CKOro s3blka. OgHaKO TPHOO-
pETEeHHBbIE B JIETCTBE SI3bIKOBBIE HABBIKH, a TAKXKe
3HAKOMCTBO ¢ uctopueil @paHny HE yTpaunBaIN
CBOET0 3HAYEHUs, NMOCKOJIbKY JaBajy TapaHTHIO
OBITh IPUHATHIM BO (hpaHIy3CKOM OOILIECTBE.

Opanuus 6p11a MeKkKoi AJi MyTelecTBy-
IOmuUX ¢ obpa3oBarenbHOU 1enbio. [locemenne
M3BECTHOTO (PpaHIly3CKOTO MUcaress WK CBA3aH-
HBIX C €T0 IMEHEM MECT HE TOJIBKO YIOBJIETBOPSIIO
MHTEJJIEKTYyaJbHbIEe MOTPEOHOCTH, HO M CYUTAIOCH
xopouuM ToHOM. COOTBETCTBYIOLINE BBHICKA3bIBa-
HUsI MO)KHO HAWTH y TIPEICTABUTENIEN TPEX MOKOJICHUH
pycckux nucareneit: y H. M. Kapamsuna (1766 —1826)
u J1. Y. ®onsusuna (1744 —1792), y H. B. T'oroms (1809
—1852) ny @. M. [loctoesckoro (1821 —1881).
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However these writers were in no way blinkered
apologists of French culture evidenced by the Rus-
sian satirist and humorous poet Fonvizin travel jour-
nals containing this biting commentary: Le Francais
manque de raisonnement et le posséder serait pour
lui le malheur de sa vie, car il [’obligerait a réfleé-
chir, alors qu’il peut se divertir.> Was this the reac-
tion to an uninterrupted French prejudice?: Les
Russes copient les moeurs frangaises, mais toujours
a cinquante ans de distance. lls en sont maintenant
au siecle de Louis XV’

This specifically French understanding of history
had been present for centuries in literature. As late as
1913 Emile Hautmant, in describing the fertilization
of Russia had lamented that in the search for a na-
tional identity in Russian realism the French influ-
ence was being repressed.* Even Louis Réau, former
Director of the Institut Francais in St. Petersburg,
emphasised the pre-eminent role of French culture
in the nineteenth century.’

The Russian roots

Observations of intellectual currents in Russia refer
to the singularity of development in essential areas
of culture and society. In its establishing phase Rus-
sia felt geographically isolated, for in spite of its im-
mense expanses it had no direct access to a western sea
and therefore to no major maritime trade routes. The
lack of active foreign trade prevented any fertilising
intellectual exchange between other cultures and re-
ligions. Russia was persistently acquainted with two
phenomena: political power centralised, at the latest,
by Ivan the Terrible, who unified Russia in the 16th
century, and culture and religion that was introduced
in accordance with centralist directives. Orthodox reli-
gion made an essential contribution to the formation of
Russian society. Hence it is vital to remember how reli-
gion was introduced in a double sense (introduced and
imported).

In an effort to end his political isolation in 988
Prince Vladimir, a pagan, sent ten wise men abroad to
discover which religion would be most appropriate
to his people. Beauty had been the criterion of their
first choice in comparing the splendour of Constan-
tinople to the darkness of the Catholic Church in
Rome, the latter bearing the appearance of a commu-
nity of penitents. To the present day “beauty, joy and
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Opnako 3TH THUCaTeNM BOBCE HE ObLIU
CJIETIBIMU arojoreTamMu (paHIly3CKOH KYJIBTYPHI.
@DOHBU3HH YKPaCHJI CBOH ITyTEBBIC 3aMETKH KOJIKUM
KoOMMeHTapueM: Paccyoka ¢panyys ne umeem u
umems e20 noden Obl HeCUacmbeM C80ell HCU3HU,
u60 oHbIll 3acMasui bbl €20 pasmMblULIAMb, KO20d OH
Mmoorcem gecenumbcs®. He ObU10 11 3TO peakiueil Ha
TBepmoe mpenayoOexaenune ¢paniysza: Pycckue
gcez0a Konupylom ¢pauyysckue Hpagvl ¢ ONO3-
oanuem Ha namvoecam aem. Celluac oHU HCUBYM 8
sexe Jlrooosuxa XV-.

Orot cnenududecku GpaHIly3CKUN B3IAL
Ha UCTOPHIO JeprKajcs BO (ppaHIy3CKON JUTEpa-
Type B TeueHue croietuil. 3.0TMaH, MoAYEpKHYB-
muii B 1913 romy miiogoTBOPHOCTE (PPaHITYy3CKOTO
BiusiHUA Ha Poccuto, cokpyiancst o ero ocinadneHun
10 MEpe Pa3BUTHS PYCCKOTO HAIIMOHATIBHOIO PEaHC-
THYeCcKoro uckyccrat. Takxe u nupexkrop Opan-
my3ckoro naceturyTa B [lerepOypre JI. Peo® mucan o
BeyLLeH poiu (hpaHITy3CKOM KylIbTyphl B 19 Beke.

Pycckue kopuu

Hccnenosanue n1yxoBHOM )ku3HU Poccuu BBISBIISIET
HEMOBTOPUMbIE 0COOEHHOCTH €€ 00IIeCTBEHHOTO U
KynbTypHOTO pa3Butus. [lonauamy Poccus omry-
nana ceds reorpadudecKy H30JUPOBAHHOM: BIaIes
OTPOMHBIMU TEPPUTOPHUSIMHU, OHA HE pacrioiaraia
BBIXOJIOM K 3araIHBIM MOPSIM U, COOTBETCTBEHHO, K
MOPCKHUM TOPTOBBIM TyTsM. OTCYyTCTBHE OXKUB-
JICHHOM BHEIIHEW TOProBiIW MPENATCTBOBAIO
KOHTAKTy C APYTUMH KYJIbTYPaMH U PEITUTHSIMH.
Crneunduyecku pycckuMu (PeHOMEHAMU SBIISIOTCS
CUJIbHAS LIEHTpaJibHas BJIACTh, yCTAHOBJIEHHAs B 16
Beke BaHOM [pO3HBIM, WU MMIIOPT PEIUTHU H
KYJIBTYPBI B COOTBETCTBUH C TUPEKTHUBOU U3 IIEHTPA.
O TOM, 4TO TpaBOCIaBUE OBLJIO UMIIOPTHPOBAHO U
BHEJIPEHO, HEOOXOIUMO TTIOMHHUTH TTOTOMY, YTO €My
MpUHAIeKANA PEIIaroIias poib B GOPMUPOBAHUN
pyCCKoro 0o01IecTBa.

Kus3p Bmagumup, xenas HOKOHYMTH C
MOJTUTUYECKON U30JSIIKEH, oTpaBui B 988 roay 3a
TPaHUILY TOBEPEHHBIX JIHII C IIETBI0 BEIOOPA AJIs €TO
Hapoa nonxoasmieil peauruu. CpaBHUB POCKOIIIH
KoHcTaHTHHOIIONS ¢ TEMHBIMU TIEPKBSIMU KaTOJIH-
yeckoro Puma, oOHM cnxemamu CBOM  BBIOOD,
coo0pa3ysach € KpUTEpUEM KpacoThl. Takxke u
ceromus Kpacota, Pagocts m CBoOoga sBIsrOTCA
TpeMsi BaXXHBIMH CHMBOJIAMH PYCCKOM TIpaBo-
CJIaBHOM LIEPKBHU.
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liberty” remain the three essential spiritual symbols of
the Russian Orthodox Church.

The Russian Orthodox Church translated the gospels
into the Slavic language in contradistinction to the oc-
cidental Christian church which retained the liturgies in
Latin. This linguistic adaptation helped the Orthodox
belief to be rapidly distributed, but the clergy no longer
had a command of ancient Greek so were subsequently
cut off from the discourses of the Greek Orthodox
Church and likewise cut off from the valuable inheri-
tance of classical Greek philosophy!

As rationalism, even in the epoch of the dark middle
ages took hold in Western society, acceding its tri-
umphal procession into the Renaissance, this very el-
ement remained absent in the intellectual
development of Russia up to the 18th century. The
cultural inheritance of the Greco-Roman world ini-
tially surrendered to the oriental Christians, and when
the Turks gained Constantinople in 1453 the Byzan-
tine scholars and philosophers were compelled to
travel west due to the language barrier, although their
orthodox belief should have drawn them to Russia.
For the Orthodox churches this disillusioning fact had
been preceded by the traumatic experience of the
council of Florence (1439) at which Rome had ex-
panded its hegemonic demands of dominion in a
Union. After the fall of Constantinople - which many
Orthodox believers felt had been caused by the false
union ushering down upon them the wrath of God -
the church union of Florence was dissolved, but the
Orthodox Church’s fear of Rome remained.

Fear has always been an effective instrument of the
Roman Catholic Church, in which its believers have
rejected earthly temptation through self-mortifica-
tion and asceticism. By contrast the Russian Ortho-
dox Church recognises only the moderate asceticism
of an exemplary life in which its believers are freed
from their earthly prison through the vision of heav-
enly beauty.

Every Russian child, accompanied by its mother, expe-
riences the overwhelming (spiritually infatuating)
liturgy in church as concretised mysticism. The repre-
sentation of women in early Russian painting is ex-
tremely influenced by orthodoxy; in which the role of
the woman is accentuated, understood as she is in or-
thodox creed as mediatress to the mother of god. This
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B ominuune ot 3amagHOrO0 XpUCTHAHCTBA C
€ro JIATUHCKOW JIMTYpPruei, pyccKasi paBoCiIaBHAs
LEpPKOBb MOJb3yeTcss CBSIIEHHBIM NHUCAHUEM B
MEePEBOAE HAa CTAPOCIHABSIHCKUM S3BbIK. S3bIKOBas
ajanTamus TpuBela K OBICTPOMY  pacmpo-
CTpaHEeHUI0 MpaBociaBusi. OQHAKO CBSILEHHUKH,
KOTOpbIE OOJIbIIE HE BIIAJIEIN IPEUECKUM S3BIKOM,
0Ka3aJKCh OTPE3aHBIMU U OT JUCKYPCOB IPeYeCcKoit
MIPaBOCJIABHOM IIEPKBH, U OT JAParoleHHOro Hacje-
JUsl TPEYECKOM Kiaccuieckon rtocodun!

Pammmonanusm, opepkaBmuii mobemy B
310Xy Peneccanca, IpOHUK B 3a11aTHOEBPONENCKOE
o0IIIecTBO y>K€ BO BpEMEHa CpEIHEBEKOBbS. B
NyXoBHOM pa3Butun Poccum 3TOT s1neMeHT
OTCYTCTBOBaJ BIUIOTH A0 18 Beka. KynbrypHoe
Hacjeane TPeKo-pUMCKOro Mupa ObLIO TOHAYaTy
MepeaHo BOCTOYHBIM xpuctuaHam. llocne xe
3axBaTta Typkamu Koncrantunonoss B 1453 rogy
S3BIKOBBIN Oapbep BBIHYIWJI BU3aHTUHCKHUX yde-
HBIX ¥ (prs10c0pOB OTHPABUTHCS HE B IIPABOCIIAB-
Hyto Poccuro, a Ha 3aman. DToMy OTpE3BISIONIEMY
JUIsl TIpaBOCJIABHBIX IIEpKBEW (akTy MpealecT-
BoBana TpaBma ®nopentuiickoro Cobopa 1439
roga, Ha KoTopoM PuMy cBoM mpeTeH3UH Ha
TereMOHHIO yrasioch oopMuth B Coro3. XOTs Toche
najgeHus KoHcTaHTHMHOMOMNS - B IIa3aX MHOTHX
MPaBOCJIaBHbBIX BEPYIOIINX HaKa3aHUU CBBINIE 3a
coto3 ¢ Pumom - OnopeHTHHCKUN COI03 B OBbLI
pacmy1eH, crpax nepen Pumom ocrancs.

JIeCTBEHHBIM  MHCTPYMEHTOM PHMCKO-
KaToOJIMYeCKON LEepKBU Bceraa Obu1 cTpax. s
00pp0OBI ¢ MHpPCKHUMHU coOja3HaMH €€ TpuBep-
KEHIbI PUOETaloT K CaMOOMYEBAHUIO M acKese.
Pycckas mpaBociiaBHas II€pKOBb 3HAET JIMIIb
cmupenue. IIpocrora ecTeCTBEHHOW JKM3HU
OCBOOOXKIAE€T TPABOCIABHOIO BEPYIOILETO U3
36MHOI0 TIUIEHAa M OTKpPbIBa€T €My KpacoTy
boxxecTBEeHHOTO.

Kaxnpiil pycckuil peGeHOK mepexuBail B
LEPKBH B CONPOBOXKIEHUU MATE€PU MHUCTHUKY,
KOHKPETU3UPOBaBIIyIOCsS B JUTypruu. OcobeH-
HOCTU M300pa)K€HUs KEHIIMH B JIPEBHEPYCCKON
JKUBOIIMCU BbI3BaHbl MMEHHO TE€M, 4YTO IIpaBo-
CllaBME€ BUJUT B JKEHIIUMHE TMOCPEIHULY MEXIY
3puteneM u boromareppro. OT0 mpuBeno K
BO3HUKHOBEHHIO MMAPCYHBI U OMPEAETIUIIO B3I Ha
MIPEKPACHOE B UCKYCCTBE.

[Tockonbky H300pakeHHE YeI0BEYECKOTro
JMIA B MAPCYHE - CMECHU UKOHBI U TOPTPETA - UMEET
JOTIOJTHUTENbHYIO GbyHKLHIO OTpaKeHUs
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conception of women resulted in the development of
the Parsuna portrait and also greatly influenced the
aesthetic reception of Russian art.

The Parsuna, a composition combining icon and por-
trait, was also implemented as an emblematic repre-
sentation of power. The presentation of the face in the
Parsuna has the additional function of heavenly em-
bodiment. A presentiment of he initial potential of this
new medium for the representation of power was
forefelt by the tsar’s daughter Sophia Alexeyevna
(1657-1704), when her portrait was systematically
distributed throughout the entire empire.

The portrait became a dominant pictorial genre under
Peter the Great and its evolution is the result of a gradual
liberation from the religious bonds of the Parsuna. The
new didactic tasks of power, stabilisation and glorifica-
tion transgressed the pictorial possibilities of the Parsuna
and referred to the occidental portrait. Nonetheless it re-
mained the task of Russian portrait painting to include,
the ambiguity of unearthly appearance and the real exis-
tence of the Parsuna in its aesthetic design.

Peter sent envoys abroad, to bring back some of his
power requirements regarding culture. As in 988 the
directive came from above but in this instance “im-
ported wares” were not to lead to an immediate change
in society. The “cultural revolution” affected only the
nobility. The orthodox belief of the people and its glory
remained inviolate, for the time being.

St. Petersburg — city of cultural exchange and
the Imperial Academy of Arts

In the 19" century Slavophiles viewed St. Peters-
burg as a citadel of the occident where true Russian
art had been brought to its grave by Peter the Great.
Without any academic preparation Ivan Nikitin and
Andrei Matveyeyv, the Russian artists Peter the Great
sent to study in the West, encountered the over-
whelming diversity of the occidental art world
which led to an accelerated acquisition of its picto-
rial culture. Aside from that Peter had summoned
the Spaniard Louis Caravaque,® who produced
rather mediocre portrait art. In his later works Car-
avaque took on the Parsuna once more, in which he
sought, at any price, to lend to the portrait an aura of
significance which was to “attire” the sitter’s per-
sonality.
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00KECTBEHHOT0, OHA MCIOJIb30BaJIaCh JJIsl YKpEIl-
nenus Bnactu. [{apesna Codrs AnekceeBHa (1657
— 1704) mepBasi omneHMsIa €€ BO3MOXHOCTH |
pacchuiaia CBOM IMAapCyHbl B pa3Hble KOHIIBI
Poccuiickoro rocynapcraa.

[Toptper, crammit npu Ilerpe IlepBom
BEIyIIUM >KaHPOM, pa3BHUBAJCs, IOCTEIECHHO
0CBOOOXIasICh OT MAapCYHHOW MPUBSI3aHHOCTU K
penuruu. OpueHTanus Ha 3anaHbli MOPTPET Oblia
B35iTa TIOTOMY, YTO HOBBIE AUJAKTHUYECKUE 3a]a4n
CcTabmnM3alMd W TPOCIABICHUS BIACTH IIpe-
BOCXOAMWJIM BO3MOXKHOCTH TapcyHbl. OpHako
JIBOMCTBEHHOCTH MapCyHbI KaK OTpakeHus Hebec-
HOTO ¥ N300paXeHUs peajibHO CYIIECTBYIOLIETO U B
NajdbHENIIeM BIUAJIO Ha CHEHU(UKY PYCCKOTO
MOpTpeTa.

[letp mocnan Xyqo)KHUKOB 3a TPaHUILY 3a
KYJIBTYpOH, OTBeYarouieil moTpeOHOCTSIM BIIACTH.
Kax u B 988 romy, nupextuBa Obula CHyIEHa
CBEpXY, XOTs Ha CEH pa3 «MMIIOPTHBIN TOBap» U HE
MpUBET K H3MEHEHUsSM B OCHOBaX OOIIECTBa.
«KynpTypHass peBoJOLMs» KOCHYJAach JIMIIb
BbIcHIero cios. Hapox ocrasics nmpaBociaBHbIM, a
JIUTYPIUs - POCKOIIHOM.

Cankr-IleTepOypr kak MecTO KYJIbTYPHOIO
oOmeHa u pesuaenuuss Umneparopckoii
AKaJeMUM Xy/I0KeCTB.

CnaBsHoduibr 19 Beka paccmarpuBanu CaHKT-
[TerepOypr kak nuTaaens 3amnaaa, B kKotopoit [letp
Benukunii  yHMYTOXHWJI ~ MOJJIWHHO  PYyCCKOE
uckyccrBo. Ilocnmannbie mpu Ilerpe nHa 3aman
xuonucupl Ban Hukutun u Aunpeit MarseeB
CTOJIKHYJIUCh C TpaHAHO3HBIM pa3zHOO0Opa3zueM
€BpPOIIEMCKON KYJIbTYpbl, HE HMeEs HHUKAKOU
MpEeIBapUTEIILHON aKaJeMHUYE€CKOW MOATOTOBKU B
Poccun. 910 yckopuiio BOCTIpUsiITUE MU 3aIlaHON
KynbTypbl. Kpome toro, [lerp npurnacun B Poccuto
noprpeTucTa cpeasero gaposanus Jlym Kapapakka®.
KapaBakk, crpemuBiIniics 110001 HEeHON OKPYKHUTh
CBOIO MOJENIb OpPEOJOM 3HAYUTEIBHOCTHU, IPH-
OIU3UIICS, OIHAKO, B CBOEM IO3/IHEM TBOPYECTBE K
MapCcyHe.

[TocnenerpoBckoe BpeMsi ObUIO MOHAYAITy
3aCTOMHBIM. XyJ0KHUKOB HE Nocbuiany B EBpomy
yuuthes, a B [lerepOypr He mpuesxanu 6osee win
MEHEE 3HAYUTEIbHbIE NHOCTPAHHBIEC KUBOIIHCIIBI.
HckyceTBo cTanmo apxandHbIM, U TAPCYHA MTEPEKU-
BaJIa CBOE BO3pOXKJAEeHUE'. AHATOMUYECKUN PUCY-
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The initial period following Peter 1. was inactive.
No scholarship holders were sent abroad, no signif-
icant artists visited St.Petersburg, art became in-
creasingly archaic and the Parsuna experienced a
rebirth.” For that reason anatomical drawing classes
became superfluous and artists were engaged as
civil servants employed by the building authorities
for decorative painting.

In 1757 Elisabeth I founded the “Academy of the
three principal arts” (architecture, painting and
sculpture) rebaptized as the “Imperial Academy of
Arts” by Catherine II in 1764. The idea of honoring
the culturally elevating powers of Peter the Great
was initially considered in 1760 by Elisabeth I and
realised by Catherine Il in 1766. The French sculp-
tor Falconet (1716-1791) was commissioned in
1766 with the construction of a large scale eques-
trian statue of Peter the Great. In 1768 Falconet re-
turned to Paris but left behind him a monument
which was to be an artwork with pivotal meaning
for the Russian artworld.®

Catherine II (1729-1796) immediately gained a rep-
utation as patron of the arts.” Under her reign, Rus-
sians imported and studied the classical and
European arts which inspired the “Age of Imitation”.

Catherine exchanged correspondence with many of
the French encyclopaedists such as Voltaire, Diderot
and D’ Alembert who went on to cement her reputa-
tion, describing her in their writings as a “philoso-
pher on the throne”. In spite of subscribing to the
Enlightenment she is also referred to as the epitome
of an “enlightened despot”. After Voltaire’s death
she bought his library and integrated it into the Im-
perial Library at St. Petersburg.

The first president of the Art Academy, Count Ivan
I. Chouvalov (1727-1797), sought to develop a na-
tional Russian art, which would tap into the abun-
dant wealth of experience of Western art. Chouvalov
had co-financed the founding of the Academy.
Architecture classes were dominant; F. B. Rastrelli
had not only constructed many prominent baroque
buildings but had also educated numerous students.'
The first years painting and sculpture were regarded
as ancilliary activities subordinate to architecture
and were firmly in the hand of foreigners: S. Barozzi, A.
Pariginotti and G. Valeriani to name but a few.
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HOK XyJIOXHHKaM He MpenojaBajcs, a 3aJadd Ux
CBEJIMCh K BBIMIOJIHEHUIO JEKOpalUi MO 3aJaHUsIM
Kannensapun ot ctpoeHui.

B 1757 romy wumneparpuua Enucasera
[IerpoBHa ocHOBana «AKaJIeMHUIO TPEX 3HATHEM-
IIUX XYHOOXECTB» (APXUTEKTYphl, KUBOMHUCU U
CKYNIBITYpHI), KoTOpast B 1764 npu Exarepune 11
Obula mepemMeHoBaHa B Mwmmepatopckyio
Axkanemuio xynoxkecTB. ExarepuHa peanu3oBala
3apoauBiryrocs rnpu Enucasere B 1860 rony nuero
YBEKOBEUNTh KYyJbTypHbIE nocTHkeHus Ilerpa I:
¢bpaniy3ckuii ckynbnrop Panbkone (1716 — 1791)
noay4yua B 1766 rogy 3aka3 Ha HUCIOJHEHHE €T0
Oob1110M KOHHOMU cTaryu. B 1768 rony ®anbkoHe
BepHyJcs Bo @DpaHLMIO, OCTaBUB MaMITHUK,
MMEIOIIMM ISl PYCCKOTO MCKYCCTBa MOBOPOTHOE
3HAYECHUE®.

[Ipm nokpoBuTensHULE UCKyCcCTB Exarepu-
He I1 (1729 — 1796)° npousBeneHus KI1acCUYECKOTO
U 3araJHOEBPOINENHCKOT0 UCKYCCTBAa BBO3UJIUCH U
M3y4allch C TaKUM Pa3MaxoM, YTO 3TO BbI3BAJIO
HACTOSIYIO «3T0XY MOJIpasKaHus».

Exkarepuna mnepenucsiBasiach ¢ (paHIly3-
CKUMM 3HUMKIOoNeauctamu Bonsrepom, uapo u
Jlanambepom, yKpenuBIIMMU B CBOMX Tpylax ee
penyrtamuio «dmiocoda Ha TpoHE». XOTSI M Kak
«TPOCBEIIECHHBIN AecnoT», Ekarepuna npumMkHyna
K IIpocBemenuro. Ilocine cmeptn Boaprepa ona
npuobpena ero oubauoreky miist Mimmeparopckoii
oubmuorexu B Cankr-IletepOypre.

I'pap U. U. Wlysamos (1727 — 1797),
(rHaHCUpPOBABIINI co3JlaHue AxageMun
XyJIO’)KECTB M CTABIIMM €€ MEePBbIM MPE3UIECHTOM,
oOpatwicst s TNONJAEPKKH  HAMOHAIbHBIX
HUCKycCTB K Ooraromy 3amagHOMY  OIIBITY.
[lepBeHcTBO B AkageMuu ObLJIO MPU3HAHO 3a
ApPXUTEKTYPHBIM KJIACCOM, TIOCKOJIbKY apXUTEKTOP
®. b. Pactpemnu He Tonbko co3nan B Poccum psig
W3BECTHBIX OapOYHBIX COOPYXKEHUH, HO U
MOATOTOBUJ MHOTOYHMCIIEHHBIX Y4YE€HUKOB. B
YKUBOIIUCHU U CKYJIBIITYpE LIEHUIU B OCHOBHOM HX
JIEKOpaTHUBHbIE BOZMOXKHOCTU. JlekopaTtopamu Obun
u nepBblie npogeccopa xxusonucu C. bapouuu, A.
[Iepesunortu u JIx. Banepnann.

DopMHUPOBAHUE MOJIOJIBIX PYCCKUX XYT0XK-
HUKOB TIPOMCXOUIIO TIONT BIUSHUEM (DPaHITy3CKOM
XyJ0KECTBEHHON TEOPUH U 3aBUCENIO OT TalaHTa U
JUIUTEIBHOCTH MPEObIBAaHUS 3a€3KUX XyJ0KHHUKOB.
JI.-K. Jle Jloppen (1715 — 1759) ymep, He poKuB
B Poccum u roma', XK.-M. Mopo (1741-1841)
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The influences on the young Russain artist in St. Pe-
tersburg were dependent on two factors: the talent
and length of residence of their foreign teacher and
artist and the theoretical superstructure which was
almost exclusively French. Louis-Joseph Le Lorrain
(1715 — 1759) died within a year," Jean Michel
Moreau (1741-1841) taught less than a year, Louis
Tocqué (1696-1710), Alexandre Roslin (1718-1793)
and Francesco Fontebasso (1709 — 1769) stayed two
years, Louis-Jean-Francois Lagrenée 1’ Ainé (1725-
1805) less than three years, Jean Louis de Veilly less
than four, Jean-Baptiste Leprince (1734-1781) and
Georg Caspar Prenner (1720 — 1766) four or five,
and Pietro Antonio Conte Rotari (1707 - 1762) six
years. Stefano Torelli (1712-1784) was appointed
Professor of the Art Academy in 1762. He remained
Catherine’s preferred portrait painter until his death
in 1784." Elisabeth-Louise Vigée-Le Brun (1755-
1842) excelled between 1795 and 1801.

For those Russian artists who did not receive a for-
eign scholarship, studying under foreign teachers in
St.Petersburg was indispensable. Alexei Antropov
(1716—-1795) studied under Rotari for two years,
where he copied Rotari’s model but his signature
lacks the rococo lightness of his master. The popu-
larity of this portrait type in its specific autonomy is
unimaginable in the absence of the Parsuna tradition.
While face and hands are painted with spatial depth
the remaining pictorial elements are applied flatly.

The social status of a Russian artist was extremely
low, regarded at best, as equal to that of an artisan.
As they were still serfs, their artistic education was
geared to the how their lord could later make use of
them. Those who had been liberated or had bought
their freedom were immediately confronted with the
class barriers of their origins. Direct contact with the
noble client was refused, the client hardly ever made
adequate and regular payment, causing the artist to
suffer great hardship. Even access to the most signif-
icant art collections was hampered due to their lack
of necessary pedigree. The Hermitage was a private
collection and the collection of the Art Academy
was extremely small. Such conditions were hardly
conducive for the blossoming of a national art.

Russian 18™c. scholarship holders in Paris

The Academy charter of 1764 decreed in chapter 2, § 9,
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npenonasai menee roaa. JI. Tokke (1696-1710), A.
Pocmun (1718-1793) u ®@. ®ontebacco (1709 —
1769) ocraBanuchy B Poccun nBa roma, JI.-XK.-D.
Jlarpene Crapmmii (1725-1805) menee tpex ser, XK.
JI. ne Beiin meHnee uetnlpex jer, JK.-b. Jlenpenc
(1734-1781) u I K. Ilpennep (1720 — 1766) yetbipe
unu 1aTh Jet. Cpeau Tex, 4be BIHMSHUE OBLIO
ocobeHHo 3ameTHbIM, ObL [1. Potapu (1707 - 1762),
npoxuBmuii B Cankr-IlerepOypre mects ser. B
1762 mpodeccopoM AKageMHUH XyIOKECTB OBLI
HazHaueH C. Topemnu (1712-1784). Jlo xoH1a nHEH
OH OCTaBaJICA JIIOOMMBIM MOpTpeTHcToM ExaTepuHbl
II'>. Hambonpmuii ycrex BO BpeMs MOCELIEHUM
Cankr-IlerepOypra B 1795 - 1801 ronax Beimain Ha
nomto D.-J1. Buwke-JleOpen (1755-1842).

B Cankr-IlerepOypre unu 3a rpaHuues,
pycCcKue XyAOKHUKHU TIONydald TOJBKO HHO-
cTpanHbIX yuureneil. Tak, A. I1. Autponos (1716 —
1791) yuuncs nBa roga y Porapu u konuposai ero
KapTuHbl. OOHAKO WHIMBUIYAJIbHBIA TMOYEPK
AHTponoBa He 00Ja7]aeT POKaUIbHOMN JIETKOCTHIO
Potapu, ero nanutpa 3ameTHO 0oJiee UHTEHCHBHA, a
MOYEPKHYTask TPEXMEPHOCTh JIUIA U PYK MOAEIN
COYEeTaeTCsl C IVIOCKOCTHBIM, MOYTH JIByXMEPHBIM
XapakTepoM ocTalbHOro. HeBO3MOXXHO MOHSATH

MOIYJIIPHOCTE ~ MOPTPETOB  AHTpPONOBAa, HE
YUMTBIBAsE TPAJULUIO ITAPCYHBI.
CounanbHbIi cTaryc BBIITYCKHHKA

Nmnepatopckoit  AxkazgemMuu  XyHZOXKECTB  ObLI
HHU3KUM, B TJla3aXx OOIIEeCTBa XyJOKHUK OBIT B
JdydlieM ciydae paBeH peMeciieHHHKY. Kpemoct-
HOM XyJI0KHUK JOJKEH ObLT 00CITyKHUBAaTh CBOETO
O6apuna. Te ke, KTO He HAXOAMWJICA B KPENOCTHOI
3aBHCUMOCTH, HE UMEJIN MOCTOSHHBIX 3aKa34UKOB U
Tepnenu Hyxay. JlocTyma K HUMIEpaTOpCKUM U
apUCTOKPATUYECKUM Xy0KECTBEHHBIM COOpaHUIM
y XyI0’KHUKOB MPAKTUYECKU HE ObLIO, KOJUICKIUS
xKe AKaIeMUH XyJOXKECTB Obljla COBCEM Malla.
[Tono6HbIE o0cTOsTENbCTBA CYILIECTBEHHO
3aMeIINIM pa3BUTHE HALMOHAJIBHBIX HCKYCCTB B
Poccun.

Pycckue nencnoneps! B [lapuxke 18 Beka

[Taparpad 9 Btopoii mmaBe YcraBa Akagemun
xynoxecTB 1864 roma nmpegycmarpuBai OTIIPaBKY
3a TpaHMIly JABEHAJLATH MEIAIUCTOB AKageMHUU
KaKJIble TpH Tozal’. AKajieMust T0JDKHA OblLia yepes
JTUATIIOMaTHYeCKHE KaHaJIbl obecreuuThb
MEHCHUOHEPAM [JOCTYN B aT€lbe HACTABHUKOB.
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that every three years 12 graduates with distinction
(medals) would be sent abroad. ©* The academy was of-
ficially to procure the appropriate tutors (entrance to
studios) for the scholarship holders via diplomatic rela-
tions in the foreign location. The scholarship holders
were to send a report' every third term and after an ap-
propriate period send an artwork of their own or a copy
made from a famous exemplar. Upon their return the
scholarship holders were to make their acquired knowl-
edge and skills available to the fatherland.®

The Academy attempted in this way to resolve the
problem of their lack of teaching power,'¢ and take
on the didactic methods of the other academies. Un-
fortunately the Academy financed their students
with so little money that neither reasonable studies
nor a reasonable humane life could be provided for.
Also the scholarship holders complained of the re-
sentment of their French colleagues and the corrup-
tion of their teachings.”” Until early 19" century
portrait painters seldom found their names on the
lists of scholarship holders as the genre was attached
little significance in the academic system.

The contact responsible for the first generation of
young Russian artists in Paris was the ambassador
Prinz Dimitri A. Golitsyn.'* Golitsyn arranged ad-
mittance to the studios and also introduced them to
Diderot. From 1782 Prinz Ivan S. Bariatinski, was
responsible for introducing the scholars to the direc-
tor of the Academie Royale. In 1789, with the an-
nual cycle having already been delayed for one year,
scholarship holders were no longer to be sent to
Paris but instead to Rome. Due to the political situ-
ation in 1791 foreign scholarships were discontin-
ued for the 18 century.

Russian scholarship holders in the time of the
revolution and Napoleonic wars

The two decades at the turn of the 18" century held
little capacity for a flourishing cultural exchange.
Inner social tensions were sharpened in both coun-
tries, but essentially revolution and the Napoleonic
wars impeded bilateral cultural relationships.

The triumphal end” of the “Fatherland War” of
1812, crowned by the celebratory entrance of
Alexander I on 31% March, 1814 in Paris, could ac-
tually have signified the new beginning of a cultural
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[lencuoHeps! e ObLIN 00sS3aHbI KaXKble YEThIpe
Mecsna noceuiate otuet B IlerepOypr', a Takxke
BBITIOJIHATH CBO€ COOCTBEHHOE MTPOMU3BEICHUE HIIH
KOTIHIO C KaKOro-HUOYIb 3HaMeHUuTOoro oopasma. 1o
BO3BpAIllEHUHN TEHCUOHEPHl CTaBWIHU MPHOO-
pEeTeHHbIE 3HaHUSI M CBOM CIIOCOOHOCTH Ha CITYKOy
OteuecTBy".

AxkaneMusi  mBITaTach TaKuM  IyTEM
MOMPaBUTh HEXBATKy COOCTBEHHBIX IMperoja-
BaTeJIbCKUX CHWII'® W NEPEeHATh AUIAKTUYECKHUE
METOABl  JOpyrux ydeOHbIx 3aBeaeHuid. K
COXKQJIICHUIO0, HUYTOXKHOCTH JCHEKHBIX CPEACTB,
KOTOPBIMH AKaJeMHsl XyJIO’)KECTB CHaO)Kajia CBOMX
MOCJIaHIIEB, HE JaBajla UM BO3MOXXHOCTb HHU
JIOCTOWHO CYIIECTBOBAaTh, HU TOCIEIOBATEIHHO
TPYOUTBCS HAJ COBEPIICHCTBOBAHHEM CBOETO
MactepcTBa. [leHCHoHephl HepeaKo KaloBaJUCh HA
HEJIPY>KEM00Ne COYYeHHUKOB M Ha TPOJAXKHOCTH
npenonaasareneit’’. Bopouem, naxke M 0 TakoMm
MpeOBIBAaHUY 32 TPAHUIIEH PYCCKUM MOPTPETUCTAM
OCTaBaJIOCh JIMIIbL MEUTaTh: IEHCUOHEPCTBO OHHU
MOJTy4Yalld PEIKO, MOCKOJIBKY MECTO MOPTpPETa B

aKaJeMUYeCKOM  HepapXxuu  KaHpoB  ObLIO
CKPOMHBIM.
3arpaHu4yHble  T[EHCHOHEPHl  MEPBOTO

TTOKOJICHUSI TOJKHBI ObUTH 00pamaThCcs K MOCIaH-
Huky kus3t0 . A. Tonmumpsiay'®. Tomumea obecne-
YHBaJ UM JOCTYN B MApPUIKCKHE aTeIbe, a TaAKKe
koHTakT ¢ [unmpo. C 1782 roma meHCHOHEPOB
npenctapisil aupektopy Koponesckoil akagemuun
kas13b U. C. bapsrunckwuii. Onnako yxe B 1788 roxy
BBI€3/] IEHCHOHEPOB OB OTVIOKEH Ha TOJ, a IeJb
noe3aku u3MmeneHa c [Tapmwxka na Pum. Hakonen, B
1791 rony B CBSI3M € MOJUTHYECKOM CUTyauueu
3arpaHUYHOE TICHCHUOHEPCTBO OBLIO TMpHOCTa-
HOBJICHO.

Pycckne nmeHcuoHepbI B 310Xy
peBoIOIMOHHBIX U Hano/ieoHOBCKUX BOMH

[Tocnennee necarunerue 18 n nepBoe gecaTUIETHE
19 Beka ocTaBASAM MaJi0 BO3MOKHOCTEH IS
KUBOTO KyJlIbTypHOro oOMeHa. B obeux crtpanax
BO3paciio COIMAIbHOE HamNpsbKeHue. [TTaBHOM ke
IIOMEXOM B Pa3BUTUH JABYCTOPOHHHUX OTHOILIEHUN B
007acTH KyJIbTYphl OBUIM  PEBOJIOLMOHHBIE U
HaroneoHoBckue BOMHBI.

TopxecTBeHHBbI Bbe3n Anekcanapa [ B
[Tapux 31 wmapra 1814 roma, oTmevaBIIMH
TpuyMdansHyto modeay Haa HamomeoHoMm, 10mkeH
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exchange. Ultimately after the burning of Moscow
many foreign architects were commissioned for its
rebuilding. A sign of reconciliation could be read in
Count Fedor Rostopchine (1763-1826),> who as
governor of Moscow was accused of the burning of
Moscow, when he permitted his daughter Sophie to
marry the Comte Eugene de Ségur.”' Understandable
resentment as a result of the French Napoleonic war
of aggression appeared to be absent even in the
Russian population, in spite of Napoleon’s Russian
campaign which, alone, took more than one million
human lives.?? On the contrary in April 1814 Alexan-
der I invoked the common inheritance of the En-
lightenment and on the 14" April visited the Louvre.
Once more, only the elite could make use of this his-
toric opportunity.

Characteristic of the Russian nobility’s wishful
thinking was the over-identification of Mikhail
Orlov, who acted as Alexander I’s military advisor
for two years until the withdrawal of Russian troops
from France in 1815: si [’on évoque, a proprement
parler, le caractere des deux nations, je crois que
rien ne ressemble moins a un vrai Frangais qu’un
véritable Russe.”® A generation later Mikhail Salty-
kov elaborated further: Notre vraie vie, notre vie in-
tellectuelle et morale se passait en France.*

Russian scholarship holders under Nicholas I

Sections of the Russian military elite attempted a
coup d’état in December 1825. Nicolas I brutally put
down the insurgence and sent the surviving rebels
to exile in Siberia. Many of these officers had served
in 1814/1815 in France where they had come into
contact with other political perspectives. During the
reign of Nicholas I “cultural tourism” was totally
eliminated leading to an enormous increase in the
number of political exiles. Yet still it was only the
elite who maintained contact with France. Nicolas
Nikitich Demidoff (1773—-1828) (some family mem-
bers of whom Harlamoff painted portraits), the most
significant Russian industrialist of his time, arms
manufacturer and proprietor of silver mines in Ural
(the Demidoffs were to obtain the noble title of
prince in 1840 from Leopold II, the Grand Duke of
Tuscany and the Archduke of Austria on the grounds
of their immeasurable wealth and charitable com-
mitments), was allowed unlimited access to Paris in
the company of his wife Elisabeth Alexandrovna
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OBLI, KaK KaXeTCs, BOCCTAHOBUTH KYJIBTYypPHBIN
obmen mexnay Poccueit m ®Dpanmueii’®. Cpenn
WHOCTPAHHBIX apPXHUTEKTOPOB, YYACTBYIOIIUX B
BOCCTAaHOBJIECHMM MOCKBBI mocie moxapa 1812
rozia, ObUIM U PpaHiry3bl. BeIpasuTenbHbIM 3HAKOM
npumupenus ¢ @pannueit 6p110 cornacue rpaga
®. B. Pocromumna (1763-1826)*, rybepHaTtopa
MOoOCKBBI, TPUYACTHOTO K €€ TMOKOTy, Ha Opak
cBoeit mouepu Codwru ¢ Tpadom IKEHOM e
Certopom?'. CHIBHBIX OTPHIIATEIBHBIX AMOIUH,
KOTOpBIE, Ka3aJI0Ch ObI, JJOKHBI OBLTA BOZHUKHYTh
BcaencTeue OTtedyecTBEeHHON BoMHEI 1812 rona,
TOBJICKIIEH 10 MUJIJTMOHA JKEPTB*?, HE OBLIO, TO-
BUANMOMY, W y HaceneHus Poccun. CBoum
nocemenueM JlyBpa 4 anpens 1814 roma
Anexcangp | momuepknyn, uto IIpocBenienue
ABISIETCS  OOIIUM  KYJIBTYPHBIM  HacleaueM
®pannuu u Pocenn.

XapakTepHa I TOTO BPEMEHH TIpeyBe-
JUYEHHAsT  CaMOOIIeHKa  (QUIMTeNb-aIbI0TaHTa
Anekcannpa [ M. @. Oprnosa, ¢ 1813 mo 1815 ron
BOEHHOTO cOoBeTHUKa BO ®panumu: Eciu kmo-mo
nelmaemcs. npeocmasums cebe xapakmep 08yX
Hapooos, mo, s OymMaro, HUKMoO max He HAnoMu-
Haem RNOONUHHO20 (hpanyysa, Kak UCMUHHBIU
pycekuu®. JKemaemoe BhIIACT 3a IEUCTBUTEIIBHOE U
MIPEJICTAaBUTENb CIIEIYIOIIETO MOKOJIEHUS PYCCKOTO
neopsiHcTBa Muxann CantslkoB: Hawa nacmo-
AWas HCU3Hb, HAWA OYXO8HAA U HPABCMBEHHAS
JHCU3HL npomekana 6o Opanyuu.

Pycckue crunenauaresl npu Hukogae 1

[TomaBuB B nexabpe 1825 roma BoccTanme pyccKou
BOEHHOM 31uThl, Hukomaii [ ornpaBun ero ydact-
HuKOB B Cubups. MHoTHE M3 3THX OQHUIIEPOB
ciayxxwii B 1814 — 1815 rogax Bo ®paniuu, riae u
MMO3HAKOMUJIUCh C MHBIMU TOJTUTUYECKUMH TIEPC-
nektuBamu. [lpm Hwukomae 1 Owim mpekparieH
«KYJABTYPHBIM TypHU3M» U PE3KO BO3pPACIIa YHCIICH-
HOCTb IIOJIMTHYECKHX OexeHeB. CBOOOIHBIN
KOHTaKT ¢ @paHIMe 0CTaCs MPUBUIIETUEN HTUTHI.
Tak, pycckuil mociaHHuk BO DiopeHImu, TalHbIi
coBeTHUK U Kameprep rpad H. H. lemunos (1773 —
1828) (XapmaMoB MOPTPETUPOBAI PsIJT YWICHOB 3TOU
CEMbH), BIIAJIEIIEI] PYKEHHBIX 3aBOJIOB U CEPEOPSHBIX
pynHukoB Ha Ypane (B 1840 romy JlemuaoBsl
nonyuywin ot Jleonmonsma 1I, Bemukoro reprora
TockaHckoro 1 spIrepriora ABCTpUHACKOTO KHSDKECKHIA
TUTYJ 32 CBOM HECMETHbIE OOrarcrsa M 3a CBOIO
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Stroganoff. Indeed their son Anatole was actually
born there. In Paris salons Anatole Demidoff was
knowns as “le parvenu insolent”,” so at least he was
not one of the tsar’s spies as were many Russian
aristocrats. The salons formed a rendezvous for aris-
tocrats, diplomats, literati, artists and exiles who
could no longer return to Russia for political or re-
ligious reasons. For the purpose of her marriage the
Countess de Ségur, née Sophie Rostopchine, con-
verted to the Roman Catholic faith. Many of the
Russian nobility persuaded by Joseph de Maistre,
during his term of office in St. Petersburg (1803—
1817), to convert to Catholicism, were now declared
traitors of the true faith by Nicholas I and dubbed
persona non grata. The most renowned “apostate”
was Sophie Swetchine. She had already left Russia
in 1817 and her salons ranked in the list of “society
musts” upon which the secretary of the Russian em-
bassy, Victor de Balabine® reported: La comtesse
Rasoumoffsky donne un raout jeudi, Rothschild an-
nonce un concert et, dans l’intervalle de ces grandes
histoires (...),sans compter aussi mes innombrables
compatriotes, Mmes Narischkine, Kisseleff, Radzi-
will, Wassiltchikoff, Choiseul, Kossalkoffska et Ga-
litzine, Wittgenstein, Davidoff dont quelques-uns ne
le cedent en rien et meme franchement |’emportent
sur ce que Paris offre de plus élégant, de plus mer-
veilleux en fait d’élégance et de beauté.”® The jour-
nalist Nicolas Gretch wrote the following on the
significance of the salons on cultural life: Les salons
de Paris offrent a toute personne de culture un plai-
sir infini quélle ne trouvera nulle part ailleurs.”
Chez nous, en Russie, il n’existe encore pas premie-
rement.’* And Botkine saw within them a French
elixir of life: Le Parisien vit peu chez lui: il lui faut
cette multitude de cabinets littéraires, de cafés, de
restaurants.?

Napoleon III and the authoritarian empire

Charles-Louis Bonaparte won the presidential elec-
tion in 1848 in which he exploited the reputation of
his famous relative. In December 1851 Bonaparte
furnished the empire state with dictatorial powers
and crowned himself Emperor of the French as
Napoleon IIT on 2" December 1852. The constitu-
tion which he drew up implied virtual dictatorship.
Eventually with the gradual strengthening of oppo-
sition around the liberal Adolphe Thiers, the author-
itarian dictatorshsip was eroded into a liberal
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HIEPYIO OJIAarOTBOPUTEITHHOCTD) MOT BMECTE C KEHOM
E. I1. Crporanogoii nocemars [laprk B mo0oe Bpemsi.
Tam pomucst u ux cbiH AHaroib. [locnenHuii ciabut B
MAPYIKCKUX CAJIOHAX «HATJIBIM TTAPBEHIO»?, OJTHAKO HE
ObUI, TOMOOHO MHOTUM UWX PYCCKHM apHCTO-
KpaTMYECKUM 3aBCETaTasM, IAPCKUM IITTHOHOM:
CaloHbl OBUIM MECTOM BCTpEY HE  TOJBKO
apUCTOKpATHH, JUIJIOMATOB, JINTEPATOPOB U XYI0XK-
HUKOB, HO U O€XEHIIEB, KOTOPBIC 1O MOJIUTHUYECKUM
WY PENTUTHO3HBIM (KaK Meperle/Iie B KaTOIMYeCTBO)
MIPUYMHAM HE MOTJIH BepHYThCs B Poccuto. [paduns
ne Certop, ypoxneHnast Codbsi Pocromunna, mpussiia
KaTOJTMYECTBO, BBIXOIS 3aMyX 3a (paHily3a. MHorue
PYCCKHE aprCTOKPATHI MEPEEIITN B KATOIMIECTBO O]
piausHueM JKozeda ne Mectpa B ero ObITHOCTH B
[MerepOypre (1803 — 1817)*. Hukonaem | oHu ObuH
OOBSIBIICHBI TIPEAATENISIMA UCTUHHOU BEPHI U TIEPCO-
HamMH HOH rpara. Camoil W3BECTHON M3 HUX OblIa
Codws Creunna, nokunyBiias Poccuto eme B 1817
romy. [Tocemars ee cajioH CUUTaIOCh XOPOIITHM TOHOM.
O Jnpyrux cajoHax THIIET CEKpeTapb PyCCKOTO
noconsctBa B. Bamadbun®’: Cecoomns paym y epapurnu
Pazymosckoti, Pomuwunvbo obvsasun o konyepme, a 8
nepepvige  Mexcoy OMuMU  COOLIMUAMU,  ...He
nepeuucsis 6cex MoUX 6eCUUcIeHHbIX COOMedecmeeHt-
Hukos, 2-ocu Hapviuxunou, Kucenesou, Padzusuin,
Bacunvuurosou, [Llyasens, Kocanvkosckou u I onuybiroti,
Bumeenwmeiin, /lagbloosoui, komopbvie HU 8 Yem He
yemynarom u 0asxce OmKpOBeHHO NPesocxoosim mo,
umo Ilapudsic npeonazaem Haubonee 1e2aHmMHO20 U
kpacuso2o®®. O poiu CaJOHOB B KYJIBTYPHOM KU3HU
(bpaHITy3cKOW CTONUIIBI MHCal KypHAIMCT Hukomaii
I'peu: [lapuowcckue canonvl npeonazarom 6cem
KVILIMYPHbIM  TH00SIM  OecKoHeuHoe Y0080IbCmaEUe,
Komopoe bonvuie ne Havumu Hueoe”. Y nac ¢ Poccuu
e2o Hem u 6 sayamke™. B. BOTKUH Buzen B camoHax
aNeKCUp JKU3HU (ppaHily30B: Ppanyys He dcusem
00Ma: OH HYHCOAeMCsl 80 8CEM IMOM MHOHMCECHBE
JIUmMepamypHuIx Kaburemos, kage, pecmopanos®.

HamnoJsieon 111 u aBropuTapHasi umnepust

[Mapnb-JIlyn bonamapt moOGeamsn Ha Hpe3UJIEHT-
ckux BbIOOpax 1848 roma, ucmonb3ys ciaBy CBOETO
3HAMEHUTOTO POJICTBeHHHKA. B nexabpe 1851 roma
OH TPOU3BEN TOCYJAPCTBEHHBIN MEPEBOPOT, a 2
nekadps 1852 rona kopoHOBaj cedst UMIIEPaTOPOM
Hamoneonowm III. Pa3paborannas Hamoneonom II1
KOHCTUTYLHSI (aKTUYECKH O3Hayaja JAUKTaTypy.
JIumis okpemnias ONmno3uiys BO INaBe ¢ Iu0epaaoM
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empire. Thiers demanded from Napoleon the guar-
antee of the “necessary liberties”; in the Manifesto
of the Sixty Nine (1864) the Republicans demanded
social equality for the worker and the right to form
unions.

It was granted specially to Turgenev, on the grounds
of his political impartiality blended with the mind
of a reflective philosopher and sensitive author, to il-
luminate the topsy-turvy political situation in
France: The moment came in which the people dis-
posed of the various individuals of paternalist bul-
lying. The reactions against those who had imposed
this paternalism, was unavoidable and usually ex-
cessive, particularly when the mentors themselves
became weaker and hung their heads, which we ob-
serve in the Napoleonic France of today |...].>*

In 1852 French foreign policy remained fixed to the
decisions of the 1815 Congress of Vienna in which
all European powers had deemed France as a revo-
lutionary trouble spot which had to be controlled.
Accordingly the first goal of Napoleonic politics
was to surmount the isolation of foreign policy. The
Crimea War (1854-1856) offered this opportunity,
triggered by Russian claims on territories (nowadays
Rumania and Bulgaria) of the Ottoman Empire.
France entered the war on the side of the anti-Russ-
ian coalition and the Treaty of Paris (1856) com-
pleted Napoleon’s war initiative. Under the
leadership of Napoleon III this conference restored
to France its status as a major power.

Now France felt itself as an imperial power to be at
eye-level with Russia and following Alexander II’s
liberation of the serfs in February 1861 even the
French press were well disposed to him. The par-
venu Napoleon III also sought access to the Euro-
pean aristocratic class guaranteed by the Russian
nobles living in Paris. The famous sentence “L’em-
pire, c’est la fete” stood for Napoleon III’s orgies of
seduction used to stabilise his power and confirm
his imperial office. The empress would carefully
plan the parties according to socio-political require-
ments and the guest list would rank according to the
intimate, intellectual or mondain. The allure of the
mondain appealed to the Russians. Varvara Rimsky-
Korsakov, dubbed the «Vénus tartare», appeared in
Februar 1866 at the ball of the Tuileries in a costume
a la Salammbd by Gustave Flaubert, dressed
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Anonbpom ThepoMm mpeBpaTHiia aBTOPUTAPHYIO
AMIIEPUI0O B HUMIEPHUI0 JHOEpanbHy0. Thep
BbIHYIMI Hamosneona rapanTupoBaTh CBOOOAHOE
MpaBo, a CTOPOHHUKH pecnyOnuku B Manugecme
wecmuoecamu  Oessmu (1864) morpebdoBanu
COIIMAJIbHOTO PABHOBIpaBHs pabouux U mpasa
co3aBaTh MPO(COIO3HI.

Nwmenno ¢unocody u nucarento TypreneBy
B CHJIy €ro MOJUTHYECKOW HEMpeaB3aTOCTH ObLIO
JTaHO PacIiO3HaTh C/ABUT B ITOJIMTUYECKON CUTYyallUn
Bo ®pannuu: M nacmynaem épems, k020a Hapoovl
U omoenvHble JIOOU BbIXOOAM U3-NOO ONEKU.
Peaxyuss npomuse nacmaenukoé cmanogumcs
Heu30eHCHOU U 3aX00Um UHO020a CTUUKOU OAeKO -
0CcODeHHO K020a HACMABHUKU camu ciraberom u
HUKHYM, KaK 3Mo Mbl 8UOUM 8 COBDEMEHHOU HaAM
HanoneoHosckou Ppanyuu’.

O®pannusa 1852 roma ocraBanach CTpaHOMH,
nocrtaBieHHOW Benckum koHrpeccom 1815 ropa
I10J] KOHTPOJIb IPYTUX €BPONEHCKUX rOCyIapCTB KaK
ouar peBOJIOIMOHHON 3apasbl. CBoeil mepBo-
ouepeaHoN nmonutuueckon 3amayerd Hanmoneon III
MOCJIaBUJI MPEOJIOJICHUE MOTUTHUECKON N30ISIINH.
Bo3moxHocTh 111 3TOro OblIa MIperocTaBlieHa
Kpbimckoit BoitHoi (1854 — 1856), BeI3BaHHOM
POCCUNCKMMHU TMPETEH3USIMU Ha TEPPUTOPUHU
COBpeMeHHbIX PymbIiHuu u bonrapuu, BXOIUBIIMX
torga B coctaB OCMaHCKOW mMInepuu. Berynus B
BOIHY KaK 4JICH aHTUPYCCKOMN Koanuuuu, @panuns
CMOTIJIa 3aKOHYMTH €€ 1Mo uHuIuaruse Hamoneona
IIT TMapmxckum MupHBIM goroBopoM (1856).
Kondepennus, mnpoBeaeHHas 1oj  Ipence-
narensctBoM Hanoseona III, Bepryna ®panuun
CTaTyC BEJINKOM JIepKaBBbI.

@paHIUg MOMJIa BECTH TENEpb IUAJIOr C
Poccueli Ha paBHBIX. @paHIly3cKas pecca cumna-
tusupoBana Anekcanapy Il mocie orMens kpe-
noctHoro npasa B ¢espaie 1861 roma. Kpome Toro,
cTpeMieHue napBeHio HamoneoHa okpyx uTh ceOs
€BpPONEHCKON apUCTOKpaTHEN MPUBJIEKIO €ro BHU-
MaHHue K npoxkuBaBmuM B [lapmke pycckum. 3Ha-
MeHuTas (paza: «mnepus — 3T0 Mpa3IHUK» OMNU-
ceIBaeT 3HaMeHuThIe oprun Haroneona I1I, ncnomns-
30BaBILIUECS UM JUIsl CTAOMIM3ALMU UMIIEPATOPCKON
Bractu. [IpazaHecTBa MmiIaHUPOBAINCH UMIIEPATPH-
LeH B 3aBUCUMOCTHU OT MOJIMTUYECKON OTPEOHOCTH.
Criucku rocTeil CoCTaBIISUIMCh 110 TUITY HHTUMHBIX,
MHTEJUIEKTYaIbHBIX WM CBETCKUX. CBETCKHUE Mpa3/-
HECTBa MPUTATHBAIN JKXKAYIIUX pa3BICUCHUN
pycckux. Tak, Bapapa Pumckas-Kopcakosa,
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therefore, so transparently that absolutely nothing
was concealed.”

Not just the parties were all smoke and mirrors;
world exhibitions were also featured. Participation
in 1867 served tsar Alexander II primarily to recom-
mend Russian bonds to Western investors for the fi-
nancing of the railway system. The success was
sensational and not only for never being repaid.

Political instrumentalisation of painting under
Napoleon III

Napoleon III tried, with all his might, to make his
regime the most exorbitantly magnificent by means
of art. In the two decades of his power the salon de-
veloped into the mightly hub of the European art
market and likewise France was at the forefront in
the production of luxurious arts and crafts. The
world exhibitions of 1855 and 1867 hosted in Paris
transmitted an image abroad of unlimited French
prosperity. Economic development ran positively at
the beginning, but in the mid 1860s the economy hit
a crisis which contributed to the demise of the impe-
rial system.

The second empire was not regarded as a glorious
age by the conservative critics of the Ecole
frangaise. They saw art in the service of a superficial
and, in the long run, weary “féte impériale” and
complained of the drastic reduction in the produc-
tion of history painting. As far as they were con-
cerned the mass market which procured genre and
landscape pictures had triumphed. The art jury of
the world exhibition in 1867 did not feature one
member of the academy. On the part of the State no
official value was placed on the “grande tradition”.
In great dismay the conservative critics recorded
that the large majority of awards were handed to
genre painters.

Official commissions went to artists who favored
painting large scale works cultivating a glossy illu-
sionism. Here lay the beginnings of a painting,
which would be devalued by critics of the 20% cen-
tury as the work of “salon artists”. Franz Xaver
Winterhalter (1805-1873) originally of Wiirttemberg
rose to become a portrait painter of Napoleonic no-
bility. In his huge canvasses Jean-Léon Gérdome
(1824-1904) relocated the spectator to ancient
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MIPO3BaHHAasl «Tarapckoil BeHepoil», mosBwIach Ha
6airy B Tromnbpu B ¢eBpasie 1866 roma B KoCcTIOME
Canam60 u3 pomana I'. drobepa, T. €. B COBEPIICHHO
MPO3PavHOM ILIATHE.

Benukonenuem oTiIMYanUCh HE TOJIBKO
Mpa3gHUKH, HO U BcemHupHbIE BBICTABKH.
Anexkcannpy II ywgactme B BbIcTaBke 1867 roma
[IOMOIJIO TIPUBJIEYb 3alaJHbIX HWHBECTOPOB IS
CTPOUTEIIBCTBA XKEJIE3HBIX Aopor B Poccun. Yenex
OBLJI CEeHCAlIMOHHBIM, U BOBCE HE MOTOMY, YTO 3TU
JIOJITY TaK U He ObUIN 3aIlIayeHBbl.

I[oanTHYecKass HHCTPYMEHTAJIU3ALUS
s;kuBonucu npu Hamoseone 111

st mpunanus Giecka cBoemy pexxumy Hamoneon
III ymeno wcnonp30Bajd MCKYCCTBO. 3a JBa
NEeCATUIIETUs €ro npaBieHus napuxckuii Canon
pa3sBWICSI B KOJOCCAJIBHBIM TOHYAPHBIM Kpyr
€BPOIIEMCKOr0 XYyAO0KECTBEHHOrO phIHKA. Kpome
toro, ®pannus OblIa BEAYLIUM MPOU3BOIUTEIIEM
MPEIMETOB POCKOIIHN. BceMupHbie BhIcTaBkH 1855
u 1867 romo B Ilapmxke co3pganu B Ma3zax Kak
caMux (paHIy30B, TaK U BCEro Mupa KapTUHY
O0e3rpaHuyHoro  mpousetaHus.  [lo3uTuBHOE
pa3BUTHE 3KOHOMHKHM CMEHWIOCh, OJHAKO, B
cepeaune 1860-X romoB KpU3UCOM, YTO B HEMAJIOMN
CTEMEeHH CITOCOOCTBOBAJIO MAJIEHUIO UMIIEPUH.

KoHncepBaTuBHbIE KPUTHUKU MPU ITOM HE
BUJAEIM BO BTOpoil uMIiepuu CIaBHYIO 310Xy B
ucTopur (paHIy3CKOM WIKOIBI KUBOMUCH. OHHU
CUMTAJM, YTO M3SIIHBIE MCKyCCTBa OKa3aluCh
MIOCTaBJIEHHBIMU Ha CIIyXO0y MOBEPXHOCTHOMY U
YTOMHUTEIBHOMY «UMIIEPATOPCKOMY MPA3THUKY»H
COKpyWIaJIUCh 1O IIOBOAY MAJIOYHMCIEHHOCTH
KapTHUH UCTOPUYECKOTO jkaHpa B CanoHe u mooe b
pBIHKA, BBI3BABIIETO  IOSIBJICHHE Macchl
MPOM3BEICHUH TIei3a)ka i OBITOBOTO *)aHpa. Cpenn
YJICHOB JKIOPH XYJI0’KECTBEHHOT0 oTAeNa BcemupHoi
BbIcTaBKM 1867 Toma He ObUIO HU OIHOTO WICHA
AKazieMHH U3SIIIHBIX UCKYCCTB: TOCYAAPCTBO HUMAJIO
He 3a00THIIOCH O COXPAaHEHUH «BEJTUKOM TPAIULIAN.
Koncepsatopsl C TOTpsSCEHHEM HaOIIOnaIn
npucyxeHue 0onbleit yactu Menaneil B Canone
MacTepam OBITOBOTO >KaHpa.

OdunmanpHbIe 3aKa3bl MOCTYTATN K KUBO-
MMcHaM, MUCABIINM OOJIbIINE KapTHHBI B IIPUTIIAXKEH-
Hoil mMaHepe. TakuM 00pa3oM, IMEHHO BO BpeMEHa
Bropoii umnepun pokaaercst KUBOMKUCH, MOTYIUB-
mast B 20 Beke NpeHEOpeKUTETbHOE Ha3BaHHE
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Rome. Alexandre Cabanel’s (1823-1889) salon hit
of 1863, La Naissance de Vénus, was bought by the
emperor himself.

The 1860s was a decade of transition. Delacroix,
master of the romantic school, died in 1863, the year
of Cabanel’s Venus painting. Ingres, who in his later
years approached the pictorial world of the empire
with Le bain turc, died in 1867. Modern painting be-
ginning with Manet and the Impressionists an-
nounced itself.

France discovers the Russian culture

In 1847 Ivan Turgenev arrived in Paris, a promising
29 year old writer. Four years earlier he had become
acquainted with Pauline Garcia-Viardot during her
tour in St. Petersburg, organised by her husband the
writer, journalist and director of the Théatre-Italiens.
Turgenev remained connected to the Viardots his en-
tire life and become acquainted with many person-
alities of Parisien cultural life. From 1860 they
translated French literature into Russian and vicev-
ersa. French writers such as Prosper Mérimée, Gus-
tave Flaubert, Théophile Gautier, Emile Zola,
Alphonse Daudet, Alexandre Dumas, father and son,
the brothers Edmond and Jules de Goncourt, Guy
de Maupassant and the philosopher Hippolyte
Adolphe Taine became Turgenev’s friends and were
to display aspects of his influence.

The cynical language of the military talks of lateral
damage of an otherwise targeted mission, and it
would be fair to say that the Crimean War probably
ignited the burning curiosity of the French, to get to
know something about the Russian enemy and his
unknown culture.

Prosper Mérimée** learnt Russian at the age of 44
and together with Turgenev translated works by
Pushkin, Gogol and Lermontov into French and half
of Turgenev’s A Sportsman’s Sketches (then forbid-
den in Russia), was ready for publication in France
by 1853. Mérimée became known in 1854 with the
publishing of Turgenev’s Tales, in which the French
reader discovered the depths of the Russian soul and
the vastness of its land. At the beginning of the
Crimean War Mérimée fed the demand of the
French public to experience something of this mys-
tical land even though the Marquis de Custine had
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«canonHo». Broprembepikernr @. K. Bunrenransrep
(1805 — 1873) moprpeTnpoBasl HAIMOJICOHOBCKYIO
3HATh, CO3Jareiab OrpoMHbIX Kommosuiuil JK.-JI.
Kepom (1824 — 1904) nepenocu1 3putesist BO BpeMeHa
Hpesuero Puma. «I'Bo3np» Canona 1863 roxa,
Pooicoenue Benepor A. Kabanerns (1823 — 1889) 6110
MIPUOOPETEHO CAMUM UMIIEPATOPOM.

Bropoe necsatunerne Bropoit umiiepun crano
MIEPEXOTHBIM BPEMEHEM B HCTOPHU (DPAHIy3CKOTO
uckycctBa. B ron Hanucanus Kabanenem Pooswcoenus
Benepvr ymupaer miaBa poOMaHTHYECKOW HIKOJIBI .
Henakpya. B 1867 rony ckonvancs XK.-O.-J1. Durp,
KOTOPBIA CBOEH TIO3/THEN KoMTIO3UIHeH Typeyxas 6ars.
MpUOMM3WIICS K KUBOMHMCHBIM oOpa3am Brtopoii
nmnepud. O. Mane u Oyaylye HUMIIPECCUOHHUCTBI
3asBUJIM O HACTYIUICHUH HOBOM JITOXH.

@paHUs OTKPHIBAET PYCCKYIO KYJIbTYPY

B 1847 rogy B Ilapmx mnpuesxaer 29-netHuid
mmucarenb ViBan Typrenes. 3a ueTbIpe rofa A0 STOro OH
nozHakomuics B [letepOypre ¢ nmesureit [lonuHoi
Buapno-I'apcua, TypHe KOTOpoii ObLIO OpraHU30BaHO
€e My»KEeM, IUcarelieM, KYPHAIMCTOM M AUPEKTOPOM
HUranesuckoro tearpa B Ilapwxe Jlym Buapno.
Kwnsnp TypreneBa okakeTcst HaBCEI1a CBSI3aHHOM C
3TOM ceMbeil. Uepe3 Buapio oH mo3HakoMHIICA CO
MHOTHMH TPEACTaBUTEIAMU KYJIbTYPHOU >KU3HU
[MTapmwxka. C 1860-x romoB TypreneB m Buapmo
MIEepPEeBOAMIIN MPOU3BENCHUS (PpaHIly3CKON JIUTEpa-
TYpbl Ha PYCCKHI S3bIK, a PyCCKOW — Ha (hpaHILy3-
ckuil. ®pannysckue aureparops! 11. Mepume, I
®nobep, T. Totse, 3. 3013, A. Jloxe, oTel u CbIH
Jroma, 6patbst E. u XK. ne l'onkyp, ['n ne Monaccan u
¢unocodp M. ToH He WPOCTO CTadM JAPY3bSIMHU
TypreneBa, HO U moOMHanu IMOJA BIUSHUE €ro
OTPOMHOTO MUCATENHCKOTO JapOBaHUSI.
Bo3moxHO, nmeHHO KpbiMckas BoOIHaA
npoOyamia y GppaHiry30B OOJbIIYI0 TOTPEOHOCTH
y3HaTh YTO-TO O CBOEM BOCHHOM MPOTUBHHUKE.
[Ipocniep Mepume™, BbIyuMBIINIT B BO3pACTE
44 ner pycckHH S3BIK, IEPEBOAUI BMECTE C
TypreneseiM niponssenenvs [lymkuna, JlepmoHTOBa 1
lorons Ha paniry3ckuii a3bIK U ToMOr TypreHeBy
B 1853 roay omybGnukoBaTh BO PpaHUuU €ro
3anpemieHHble B Poccum 3anucku oxomuuxa.
[ly6nukanmeit paccka3zoB TypreneBa Mepume
3aBoeBajd cebe B 1854 romy U3BECTHOCTb,
MIOCKOJIBKY ATO OTBEYajio MOSBUBILEHCS y (QpaH-
Iy3CKOM OOIeCTBEHHOCTH B Haudaiie KpbIMCKoi
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published his accounts of sojourns in Russia already
15 years earlier.”

Furthermore while the Crimean War raged, extracts
from Dostoevsky’s early epistolary short novel Poor
Folk had been translated and published under the
title La Brodeuse in a compilation Le Décaméron
russe (1855). This novel had previously fallen vic-
tim to Nicolas I’s censorship.

In 1857 Leo Tolstoy visited Turgenev in Paris. The
Revue des Deux Mondes, which in 1856 had begun
to publish Turgenev’s Tales, continued in 1863 with
Tolstoy’s early novel Childhood (1852). In 1879
Turgenev went to great ends to persuade Hachette
to publish Tolstoy’s War and Peace (1868) in Paris.
Similarly he promoted Dostoevsky and introduced
him to the French art-critic Durand-Gréville who
journeyed in Russia to report on the prominent liter-
ary Russian world. Victor Hugo, president of the /n-
ternational Congress of Literature, and Turgenev its
vice-president invited Dostoevsky in 1879, but
health reasons prevented Dostoevsky from travel-
ling to attend the congress. Yet he and Turgenev
were appointed Honorary Members of the congress.

Alexandre Dumas* travelled from June 1858 to
March 1859 in Russian and published simultane-
ously his travel account: Voyage en Russie de Saint-
Pétersbourg a Astrakhan in the periodical Le Monte
Christo.’” Théophile Gautier journeyed in Russia at
the same time.*® The descriptions turned out to be as
diverse as the literati themselves were in their varied
approaches.

In Trésors d’art de la Russie ancienne et moderne
Théophile Gautier saw it as his task to bring the
most significant art memorials of Russia closer to
the French reader. The text was illustrated with héli-
ographs by Jean Richebourg. National chauvinism
which, in the 19" century, was more an accolade than
a deficiency was also to be distinguished in Gautier’s
choice. In the 1859 edition the cathedral of St. Isaac
is illustrated to represent St.Petersburg, built by the
French architect Ricard de Montferrand, the palace
in Tsarskoye Selo (today: Pushkin), begun by the
French Italian Bartolomeo Rastrelli and completed
by the Englishman Charles Cameron, and the Pavil-
ion Arsenal in Alexandria Park built by the English-
man Adam Menelas. The Moscow Héliographs
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BOMHBI MOTPEOHOCTH Y3HATh YTO-TO 00 3TON MHUCTH-
yeckoii ctpane. Bripouem, mapku3 e Kroctun orryomnu-
KOBaJI CBOM ITyTEBBIE 3AMETKH yXKe 3a 15 jieT 10 3Toro®.

Taxxe B rogsl KpbIMckol BOHHBI ObLIN
MepeBe/ieHbl W HaleyaTaHbl [07] Ha3BaHUEM
Buiuuesanvwuya B coopurike Pycckuti dekamepon
(1855) orpeiBKM paHHero pomana J[0CTOEBCKOTO
beonvie noou. J1o 3TOro poMaH yxke cTall )KepTBOi
HHUKOJIAEBCKOU IIEH3YPHI.

B 1857 rony Typrenesa nocerun B Ilapmxe
JleB Toncroit. XKypuan Revue des Deux Mondes,
nevaraBmnii ¢ 1856 roma pacckasel Typrenena,
onybonukoBan B 1863 romy /lemcmeo Tonctoro
(1852). Typrenes mpeanpuHsia OrpOMHbBIE YCUITUS
st myonukarnuu Bouner u mupa (1868) B u3na-
tenscTBe Hachette (1879). Tak ske MHOTO J1€71a10Ch
UM U1 3HaKOMCTBa ()paHIly30B C TBOPUECTBOM
JHocrtoesckoro. OH nozHakommt J[ocToeBckoro ¢ ¢paH-
my3ckuMm Kputukom [ropan-I'peBunem, mocetus-
mmM Poccuio ¢ 1Lenpl0 3HAKOMCTBA € PYCCKHMU
mureparopami. [ Ipesunent Mesxcoyrapoonoeo iumepa-
mypHoe2o Konepecca Bukrop ['toro u TypreHeB kak ero
BHLIE-TIpE3UIEHT npuntacuiu Jloctoesckoro B 1879
rony Ui ydactus B HeM. HecmoTps Ha To, 4TO
JlocToeBckuii He cMOT MpUexarhb, oH U TypreHeB ObUn
n30paHbl oYeTHHIMU WwieHaMu KoHrpecca.

C urons 1858 no mapt 1859 rona no Poccun
nyremecTBoBai Asnekcanap Jroma Crapmmii® . Ero
nmyTeBble 3aMeTKu [lymewecmsue uz Ilemepbypea
00 Acmpaxanu NOSIBUINCH 3aTeM B XKypHale Le
Monte Christo’’. B 310 xe Bpems mo Poccuwu
nytemectBoBas Teoduis [oTee™®. Ckonb pa3nudHbl
ObLTM MHTEpechl 00OMX MHCaTeNel, CTOIb e
OTJIMYAJIMCh IPYT OT Apyra UX OMHCAHMSL.

T. Totbe B Xyodoowcecmeennuvix cokposuuyax
cmapou u Hoeou Poccuu MoCTaBUl CBOEH LIEJBIO
MMO3HAKOMUTH (PPaHIy3CKOTO YUTATENsl ¢ Haubosee
3HAYUTEIbHBIMU PYCCKUMHU XYHA0XKECTBEHHBIMU
naMaTHuKaMu. Texkct um3ganust 1859 roma ObLI
iepo MpOMILTIOCTpUpoBaH reiauorpapusmu K.
Pumebypa. Ha BbIOOp NaMSATHHUKOB MOBIHUSIO
XapakTepHOe [ eBporneina 19 cromerust 4yBCTBO
npeBocxoacta. [loatomy apxutextypy CaHKT-
[TetepOypra npencrapistoT B kaure Llapckocensekmii
JBOpeIL, HauaThIid (ppanko-urabsHIieM O. b. Pactpernmy,
MaBUILOH ApceHas B apke AJIEKCaHIpHsl, COOpY-
JKEHHBIN aHrmuaHuHoM A. Menemacom u Mcaaku-
€BCKUM c000p, MOCTpOeHHBIN (paHIiry3oMm P. ne
Moudeppanom. B riiaBe 00 apxurekrype MockBbl
MpPEeANoYTeHHEe OBLJI0O OTJAHO TEM IMOCTpOoiKaM
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show the buildings of the Kremlin in which Italian
Renaissance architects participated. At least Gau-
tier’s Voyages en Russie — a journey he completed in
the winter of 1858/59, but first published in 1867 —
brought the French reader closer to the names of
some artists from the area of St.Petersburg.” For a
certain period this travel account was a mandatory
information source for the French art critic. Paul
Mantz quoted it in his propos on Russian participa-
tion in the 1867 world exhibition, as did Emile
Bergerat in his article, dedicated to the Russian
school at the world exhibition in 1878.%

The aesthete Gautier had prepared the epic ground
for the Comtesse de Ségur with the novels
L’Auberge de [’ange gardien, followed by Général
Dourakine (1864). Russia had now secured for itself
a firm place (even though with a narrative rather
than authentic identity) in French literature, which
would then be brought to the world by Jules Verne.
In 1876 he published the political adventure thriller
Michel Strogoff - de Moscou a Irkoutsk,* from
which a successful theatre play” was made.

The radius of this literary influence can be measured
in Viollet-le-Duc’s L’Art russe of 1877. The author
had never been to Russia but talked of Russian art
and architecture with verve. He did not recognise
the Byzantine origins and instead sought the origins
in China, India, Persia and elsewhere in the Orient.
The more exotic the descriptions were, the better he
fulfilled the expectations of his readers of the day.

The dialectic of Alexander II and
Russian artists in Paris before 1881

During his reign Nicholas I had sent scholarship hold-
ers to Rome to avoid political contamination. In the
course of his journey Orest Kiprensky* exhibited four
paintings in the 1822 Paris Salon, alongside which he
painted the portrait of Sophie Rostopchine, Comtesse
de Ségur (Musée Carnavalet, Paris). A short stay in
Paris during his return journey back to Russia from
Italy was used by Karl Briullov, to exhibit Le dernier
jour de Pompéi (The State Russian Museum, St. Pe-
tersburg) at the 1834 Paris Salon. He had already cel-
ebrated success with this picture in Rome and Milan
and the Academy jury of the French Beaux-Arts
awarded it a gold medal. Otherwise only few Russian
artists had any contact with Paris in that period.*
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Kpemisi, B co3qaHny KOTOPBIX MPUHUMAIM Y4acTHE
WTAIbSHCKUE apXUTEKTOpbl droxu Peneccanca. B
Ilymewecmsuu 6 Poccuro (1857), pesynsrare Moe3nku
Toree 3umoii 1858 — 1859 romos, aBTrop AOHEC A0
(bpaHIy3ckOoro  4uTaressi ~ MMEHAa  HECKOJbKUX
TIeTepOyPrCKHX XyIOKHUKOBY. [ [ymewecmesue 6 Poccuro
ABIUIOCH B TEYEHHE LIEJIOT0 psiia JIET OCHOBHBIM
WCTOYHMKOM  WH(pOpMAamu i (PpaHITy3CKUX
XyIOKECTBEHHBIX KpUTHUKOB. [1. MaHI1 iutupyer ero B
0030pe pPYCCKOM 4YacTH XyIOKECTBEHHOTO —OTJena
Bcemmpnoti BoictaBku 1867 roma u O. beprkepa—B cTarse,
MOCBSIIEHHOM PYCCKOM IIKOJIE YKUBOIUCH Ha BeemupHoi
BbICTaBKe 1878 roma®.

Ocret [0The MOATOTOBMII ATUYECKYIO TOUBY
Ui pomaHoB rpadunu e Certop Aneen-xpanumens
(1863) u Ilenepan /lypaxun (1864). Hakowner,
6naronaps XKromo Bepny Poccust, XoTs 1 BbIIyMaH-
Hasi, HE IIPOCTO 3aHslIa IPOYHOE MECTO BO (PpaHILy3-
CKOM JTUTEpaType, HO U CTajla BCEMUPHO U3BECTHOM.
B 1876 Bblmien B CBET AETEKTHUBHO-NPHUKIIIO-
YyeHYeCKH nonuTtudeckuii pomaH JKrons Bepna
Muxaun Cmpoeos. Om Mockevl 0o Upxymcka*,
repepaboTaHHBIN 3aTEM B YMEBITYIO YCIIEX MHECy™.

BozpelicTBre 3101 IUTEpaTyphI OLIYIIACTCS B
Pycckom uckyccmee Buomnne-ne-/{roka (1877). ABtop
3TOTO TPyAa C BOCTOPIOM IOBECTBOBAJ O KpacoTe
PYCCKOI'O HCKYCCTBA U PyCCKOM apXUTEKTYpbl, Ha pazy
He moObiBaB B Poccumn. He 3Has o BU3aHTHIICKHX
KOpHSIX pyCCKOTO UCKyCCTBa, Brose-ie-/[rok Hamen
ux B crpaHax Bocroka. UeM sk30THuYHEE OBLIM €T0
OTMCAHMSI, TEM Jydllle OHU OTBEYAIU OKUIAAHUSAM
TOIJIAIIHETO YUTATEISL.

JAnanexktuka Anexkcanapa Il u pycckue
xyno:xuuku B [lapu:ke no 1881 roga

Omnacasicp mnonutuueckor 3apas3sl Hukomait |
MOoChUTaJl CBOMX INieHCHOHepoB B Pum. Opect
Kunpenckuii®, Oyayuun mnpoesnom B Ilapuxke,
BoicTaBmI B Canone 1822 roma yeTkipe KapTUHEI, a
TaK)Xe HMCHOJHWI TopTtpeTr rpadunu e Cerwop
(My3eii Kapnasane, [lapux). Kapn bpromnos Ha
nyty u3 Mtanuu B Poccuto HeHanoaro 3aaepxaincs
B [lapuxe, uro6sl nokasars B Canone 1834 rona
Iocneonuii denv Ilomneu (T'oc. Pycckuit myseid,
Cankr-IletepOypr). XKropu ¢paniry3ckoii AkagemMun
W3SIIHBIX UCKYCCTB NPUCYAWIO KAPTHHE, UMEBIIEH
rpoMkuii ycriex B Pume um B Munane, 3050TyrO
Menans. B nenom ke Ilapmx nmocetnnm B T€ rofsl
JINIIIb HEMHOT'HE PYCCKUE XYHOKHUKU,
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When Alexander II urgently needed to bring foreign
capital to aid his country’s economic development,
he was compelled to open his country and improve
his image. The abolition of the serfs in 1861 was the
most publicly effective decision; the relaxation of
art censorship also raised the mood of foreign capi-
tal providers. But from 1866 Alexander II had been
the target of numerous assassination attempts, which
led to further censorship and a comprehensive police
surveillance system. On 13" March 1881 Alexander
was killed in St. Petersburg by a bomb thrown by
the underground organisation The People'’s Will.

As aresult the period of relative liberalness was lim-
ited to the years 1860 to 1867 and the academy took
advantage of this freedom by sending scholarship
holders to Paris. But even in the subsequent period
the French metropolis lost nothing of its attraction.
The world art market of Paris with its annual salons
and the two world exhibitions in1867 and 1878 was
still regarded as the most central hub of activity.
Paris was not only visited by scholarship holders but
by many independent Russian artists. Those Russian
artists fell into two categories, those who took up
permanent residence in the French capital and those
who returned to Russia upon completion of their
studies.

In contrast to their foreign fellow students, Russian
scholarship holders enjoyed the privilege of finding
for themselves a master’s studio or even continuing
independently as autodidacts. In the 1860s many
chose Thomas Couture’s studio, in the 1870s that of
Leon Bonnat or Jules Lefebvre. Studio education
usually suggests a closeness of the student to the
master; but this was absolutely not the case. Either
the master only appeared sporadically and for a
short time only, or the number of students was in-
imaginably large. Vasily Vereshchagin, who studied
under Gérome, was one of around 2,000 students.
For two days this author searched the archives of the
Beaux-Arts in Paris, to find the name of our hero
Harlamoff in the seemingly endless list of names of
those who attended Bonnat’s studio. In view of the
anonymous masses involved it is understandable
that Harlamoff’s name was not to be found in any of
Bonnat’s lists.

Harlamoff, alongside Alexander K. Beggrow, Niko-
lai D. Dmitriev-Orenburgsky and Juri J. Lehmann
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Anexcannpy II, HyxmaBmemycss B MHOCT-
PaHHOM KamuTajle JUIsl SKOHOMHYECKOTO pPa3BUTHS
CTpaHBbl, MPHUILIOCH 0CIa0UTh U300 Poccnu u
MPEANPUHATh IArd I YIy4IIeHUs] €€ HUMHJDKA.
CambIM JIeHCTBEHHBIM CPEICTBOM OKa3ajach OTMEHA
KperocTHoro nipasa B 1861 romy. Ocnabnenue meH3ypsbI
TaKKe€  CO37aBajli0  JIy4lllM€  HACTPOCHUS Y
WHOCTpPaHHBIX UHBECTOPOB. OIHAKO HAYaBIIIASICS yHKE
B 1866 rony cepus NOKyIIEHUH Ha Lapsl MOBJIEKIIA 3a
c000i1 BOCCTaHOBJIEHHE KECTKOM 1IEH3YPHbI U CO3/1aHNE
Pa3BETBICHHONW CHUCTEMBI MOJUILIEHCKOTO HaA30pa U
ciexku. 1 (13) mapra 1881 roga Anexcanap Il O6but
yOUT MOAMNOIbHON opranu3anuet Hapoouas eons.

Takum 00pa3oM, BpeMsi OTHOCUTEIBHOI
cBOOOMBI orpannunBaiock 1860 — 1867 romamu.
Nmnepartopckas Akagemus Xy10KeCTB TOTIA OIISTh
Hayajla HampaBiIsATh IEeHCHOHepoB B Ilapuxk.
@paniy3ckas CTONHIA, KOTOPYIO €XKEroJHbI!
Canon u Bcemupnsie BbicTaBku (1867 u 1878
rO/I0B) MPEBPATIIIA B MUPOBYIO XY/I0’)KECTBEHHYIO
CTOJIUIY, TPOAOJKAJla M Jalibllie NPUTATUBATH
PYCCKUX XYyOOKHHUKOB, TaK 4YTO OHHU HadyaJu
MpUE3)KaTh CloJla HE TOJbKO B Ka4eCTBE MEHCHUO-
HEpoB AKaJleMHUH XYI0)KECTB, HO HE3aBUCUMO OT
Hee. IMEHHO C 3TOro BpeMEHU MOXKHO JIENUTh
PYCCKHX XyJOXHHKOB Ha T€X, KTO BO3BpAILAJICS U3
[Tapurka Ha poMHY, U T€X, KTO MIPEIOYE OCTaThCs
371€Ch KUTb.

B ommuue ot cTrneHanaToB Apyrux akaaeMui
nieHcnoHepaM MiMmeparopckoit AkaieMHUN Xy0/KECTB
paspelanoch caMiM BbIOMpaTh ce0e HaCTaBHUKOB, a
TaKKe CaMOCTOSITENIbHO COBEPIICHCTBOBATh CBOE
MactepcTBo. B 1860-x rogax nomyisipHOCTBEO Cpeant
pycckux noas3oBanochk arense T. Kytiopa, B 1870-¢
ronel - arenbe JI. bonna u XK. Jledpespa. Onnako
pabota B y4eOHOM MacTEepCKOl BOBCE HE
criocoOcTBOBaIA BO3HUKHOBEHUIO OIMU3KUX
OTHOUICHUH MEXIY MacTepoM U yueHHKamu. JInbo
MacTep pelKo Moceual ee, JIMOO YHUCIEHHOCTh €ro
YUEHHKOB Obula HempeacTtaBumMo Oonbiioi. Tak,
Bacunuit Bepemarus, yuusmmiics y XKepoma, Obut
orHUM 13 2000 CcTyIeHTOB. ABTOP 3THX CTPOK ITPOBEN
nBa HA B ApxuBe nCKyccTB B Ilapuike, nbITasce B
OECKOHEUHBIX CITUCKaX XyJOKHHUKOB, IOCEIIaBLINX
arenbe boHHa, O0OHapyxuTh uMs XapiaMoBa.
VYuuteiBass MaccoBo€ M IO CYTH aHOHHMHOE
MIPOU3BOJICTBO XYHAOKHUKOB B MApUKCKHUX aTeJbe,
OTCYTCTBHUE €TI0 HE YIUBUTEIBHO.

A.A. Xapnamosn, A. K. berrpos, H. /.
Jmutpues-OpenOyprekuii u FO. 5. Jleman npenmowm
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belonged to those who preferred France while the
other scholarship holders saw their mission in Rus-
sia. The political agitation documented above af-
fected those young artists in the decisions made for
their personal lives. Upon their return Ilya E. Repin,
Konstantin A. Savitsky, Vasily D. Polenov and Vic-
tor M. Vasnetsov joined the Association of Itinerant
Art Exhibitions, which registered a primarily patri-
otic but also fundamentally socially critical tone.

The Association of Itinerant Art Exhibitions
emerged from a new self image of painting and from
a protest movement which emanated from “the re-
volt of the fourteen” in 1863. Parallels can be seen
in France where Manet founded the moderns during
the same period. Admittedly social integration of the
Russian “rebels” took place soon after. Following
their initial confrontation with the Academy the
“Peredwischniki” emerged victorious, when their
pictures were bought by Pavel Tretyakov and tsar
Alexander III, who came to power in 1881. As a re-
sult Ivan I. Shishkin, Archip 1. Kuindji, Vladimir E.
Makovsky and Ilya Repin even obtained teaching
positions at the Academy.

For our interests here the cultural exchange of a
fixed time frame (- 1881) regarding the develop-
ment of realist painting in Russia is only of signifi-
cance in as much as a few of the founding members
of the Association of Itinerant Art Exhibitions had
resided in Paris at the beginning of the 1870s and
had had contact with Harlamoft. Ratification of the
Association took place on 2" November 1870, and
the first exhibition was on 29" November 1871 in
St. Petersburg at which time Harlamoftf was dedi-
cating himself to copy Rembrandt’s Dr. Tulp.

It is also valid to mention that the academy had for-
bidden its scholarship holders abroad to exhibit, a
measure not respected by all artists, for selling their
own artworks was vital, simply as a means of sur-
vival. Vasily Vereshchagin even organised some
large scale exhibitions in Paris, London and Vienna
meeting with artistic and economic success and si-
multaneously increasing awareness of Russian real-
ism in the West.

At this time in Paris there were essentially two an-

chor personages for the Intelligentsia and Russian
artists: Turgenev und Bogoliubov. Bogoliubov had

54

—p—

octarbcs BO @panunu. J[pyrue XynoKHUKA BUAEIIH
cBOI0 Muccuio B Poccun. Pemenue npuHuManoce
He Oe3 BIUSHUS NOJUTUYECKUX H3MEHEHHH B
crpane. M. E. Penun, K. A. Casunkuii, B. JI.
[Tonenos u B. M. BacHenoB 1o BO3BpaleHu Ha
poauHy BeTynanu B ToBapUIIECTBO MEPEABMKHBIX
XyJI0’)KECTBEHHBIX BBICTABOK, KYJIBTHBHPOBABILIEE
[JJaBHBIM ~ 00pa3oM  COLMAJIbHO-KPUTHUYECKOE
MaTPUOTHYECKOE UCKYCCTBO.

ToBapuiiiecTBO BO3HHUKIIO BCIEACTBHE POCTA
caMOCO3HaHMs XynokHHKa. OHO BBIPOCIO U3
JIBUKEHHSI MPOTECTa, KoTope eme B 1863 romy
BBUIMJIOCH B «OYHT YETBIpHAALATHY». 3/1€Ch MOXHO
nposectu mnapaienn ¢ @Ppanuumen, rae Mane
BO3IVIABUJI IBH)KEHUE 32 HOBYIO KUBOMHCH. OJTHAKO
0011IeCTBeHHAsI MHTETPAIIUs PYCCKUX «OyHTape»
npowusolia BecbMa ObicTpo. M3 koHppoHTaINH C©
AxaznemMueil XymoXeCTB MNEPEABHKHUKHA BBIIUIN
MmoOeIuTeNsIMU, TaK KaK HX KapTUHbl aKTUBHO
npuobperanuce II. M. TperbsikoBeiM U
uecapesuueM (c 1881 roma — Anekcanapom III).
[To3zguee W. U. llIumkun, A. M. Kyunmxu, B. E.
Maxkosckuit u U. E. Penun ctanu npodeccopamu
AKageMHuH XyI0KeCTB.

Opnako [y paccMarpuBaeMoro Hamu
nepuoAa KyiapTypHoro oobmena (mo 1881 roma)
pa3BUTHE PEAITUCTUYECKON >XuBomucH B Poccum
MMEET 3HaYeHHe JUIIb IOCTOJIbKY, MOCKOJBKY
HEKOTOpbIE M3 OcHoBarened ToBapuimecTsa
nocemanu B Hayane 1870-x romos Ilapmx nu
BUJIENIUCh TaM C XapiaMoBbIM. Paruduxarnus
ToBapuriecTBa npousonuia 2 HOsIOPs, a ero neppas
BBICTaBKa OTKpbIIach B [letepOypre 29 Hos0Ops
1871 roga, B TOT MOMEHT, Koraa XapiiaMmoB Havasl
KonupoBate  Anamomuto  dokmopa  Tionna
PemOpanpra.

CrnenyeT ynoMsiHyTb ¥ O TOM, 4TO AKaJieMust
XyJIOXKECTB 3arperniaia IeHCUOHEPaM y4acTBOBATh
B Kakux Obl TO HU ObUIO MOCTOPOHHUX BBICTABKAX.
CuuTanuce ¢ 3TUM, NpaBaa, HE BCE, MOCKOIbKY
BO3MOXHOCTh MPO/AaTh KAPTUHBI ObLIA KU3ZHEHHO
BaxkHoi. Tak, B. B. Bepemarun opranuszoBai B
[Tapwxe, Jlonnone u Bene Oosblnnie BBICTABKH
CBOMX IMPOM3BEJIECHUNH. DTO HE TOJBKO MPUHECIIO
XyJIO’KECTBEHHBIM M MaTEPHAIIBHBIN YCIIEX CAMOMY
XyJIO)KHUKY, HO M CIOCOOCTBOBAJIO 3HAKOMCTBY
3amana ¢ pyCCKUM PEealM3MOM.

enTpamu npuTSHKEHMS 11s1 PyCCKOW MHTEI-
JIMTeHILIMU U PYCCKUX XyI0KHUKOB B [lapmke Obun
Toraa e 3amevarenbHble JuaHocTy: U. C. TypreHes u
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already arrived in France as a scholarship holder in
June 1856. In 1857 he familiarised himself with the
studios of Thomas Couture,” Théodore Gudin,* Eu-
gene Isabey* and up to 1860 with the Paris Acad-
emy and made the acquaintance of Paul Delaroche,
Jean Auguste Dominique Ingres and Horace Vernet.
But he interrupted his Paris residence to make vari-
ous trips and sporadic returns to Russia. In 1872
poor health made him settle in Paris. In 1874 Bo-
goliubov accepted the Academy’s nomination to su-
pervise the scholarship holders. Bogoliubov had
only three students, but invested a great deal of his
creative power to help the young Russian artists.
While his master student Ivan Pokhitonov devel-
oped independently, Nicolai Gritsenko and Mikhail
Tkatchenko became artistically very close to Bo-
goliubov. In 1878 he was appointed to the jury of
the world exhibition. France rewarded Bogoliubov
with admission into the Legion of Honour. This so-
cial recognition and his good relationship to the
Russian court enabled Bogoliubov to campaign for
his young scholarship holders even against the con-
servative interests of the academy.

In the interest of enabling the harmonious and hu-
mane life of the Russian artist Turgenev and Bogoli-
ubov founded an association for the mutual help and
benefit of the Russian artist in Paris in December
1877, together with the Russian ambassador Count
Nikolai A. Orlov.*® The association was financially
supported by the banker Horace Guinzburg.*

Harlamoff belonged to the tight inner circle of Bo-
goliubov and Turgenev. The private art collections
of this circle are worth examining to understand pos-
sible factors that could have influenced Harlamoff’s
formation of style. Unconfinedly valid, however, are
the market laws of supply and demand as a com-
ment by the portrait painter Ernst Liphart® informs
us. Liphart made the acquaintance of Turgenev in
1875 in the art and literature salon of Countess
Urusova in Paris, when Turgenev praised the
painterly qualities of Harlamoff. Liphart made no
secret of his social envy when he remaked that Eng-
lish dealers literally snatched Harlamoft’s “pretty”
pictures out of his hand.

First to mention is Bogoliubov’s collection, which
was not planned as his own collection but it later
served as base for the foundation of the first private
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A. I1. Boromo6os. boromo6os nosisuics B [apixe B
KadecTBe TICHCHOHEpa AKaJIeMUH XyIO0XKECTB B UIOHE
1856 roma. 3neckr on ¢ 1857 mo 1860 rox mocerain
arenbe T. Kyrtiopa®, T. T'yaena®*® u O. M3a03¥ u
3HAKOMMJICS C JICATEIFHOCTRIO AKaJIEMUH H3SIITHBIX
uckycctB. boromo6oB Obur Xopomo 3HakoM ¢ 1.
Henapomem, Durpom u O. Bepue. [IpeObiBanue
boromo6osa B Ilapmwxke mnpeppiBaoch YacThIMU
MyTEHICCTBUSIMHI 1 TIOC3[JKAMH Ha POIMHY, OJHAKO B
1872 rony cnaboe 310pOBbE BBIHYAWIO XYIOKHHKA
OKoH4YaTembHO 00ocHOBarhes B [lapmke. B 1874 romy
boromo6oB  npuHsANT — mOpemiokeHHe — AKaJeMUd
XyIO’KECTB TIPUCMATPHBATh 3a €€ 3arpaHuYHBIMU
NeHcuoHepamu. boromoOoB  yaensii MHOTO — CHJl
TIOJIEPYKKE MOJIONIBIX XyIOKHUKOB. CBOMX YUEHUKOB Y
Hero 6bu10 Tpoe. U ecim U. [loxuTtoHoB pa3zBuBaics
ckopee camocrosTensHo, T0 H. I'punienko m M.
TkaueHko ocraBaiich boromoOoBy Kak XyHOKHUKU
odeHb Omm3ku. B 1878 romy boromo6oB cran wieHoM
YKIOPH XyZIOKECTBEHHOTO 0T/1en1a BceMUpHOI BBICTaBKY,
BIIOCJIEACTBUM ObUT HarpaxieH OpieHOM MOYETHOTO
Jlernona. Takoe npU3HAHUE 3aCIYT, a TAKKE XOPOILINE
KOHTakTbl npu JBope Anekcannapa III mo3sossim
boromoOoBy BBICTYNarTh 3alUTHUKOM HHTEPECOB
TIEHCUOHEPOB TEPE]T KOHCEPBATUBHON AKaZeMHUEH.
Typrenes u boromao60B, MHOTO JienaBIINe
JUTSL TOTO, YTOOBI J)KU3Hb MOJIOJIBIX XyHO)KHHKOB B
[Tapuxe nmpoxoania B rapMOHUYHON M TYMaHHOU
armocdepe, npuHsUH B Aekadpe 1877 roga Bmecte
¢ pycckuM nocianHukoM rpagom H. A. Oprosbim
ydactue B co3ganuu OOmiecTBa B3aMMHOTO BCIIO-
MOKEHUSI ¥ OJIaTOTBOPUTEITBHOCTH PYCCKHX XYIOXK-
HUKOB B [lapmxke®. DUHAHCOBYIO MOANECPKKY
O6mectBy okasbiBai Oankup I. O. ['uHIOYypr+.
XapinamMoB  MpHUHAUIekKAl K ONH3KOMY
okpyxkeHuto boromoboBa u Typrenesa, u Ha
(GopMUpOBaHUE €ro CTWIS OKa3ald BIUSHHE WX
JUYHBIE KOJUIeKIMHU. BaxHelmum ¢dakTtopom ObL,
OJTHAKO, TIAPSIINI Ha XYI0KECTBEHHOM PBIHKE 3aKOH
crpoca WU NPEIJIOKEHUS, O YEM BBIPA3UTEIbHO
CBHJICTEICTBYET KOMMEHTapUil IMOpTpeTucTa .
Jlunrapra®. JInnrapt nozHakoMuics ¢ TypreHeBbIM B
JUTEPATYPHO-Xy[AO)KECTBEHHOM CaJIoHEe TpaduHu
VYpycosoii B 1875 romy B TOT MOMEHT, KOrma TOT
XBaJIWI JKUBOMUCH Xapriamosa. B 3amevyanvu Jlunrapra,
YTO aHITIMHCKHE TOPTOBITHI PBYT «MIJTBIC» KAPTUHBI Y
XapraMoBa U3 pyK®!, JJETKO YUTAETCS 3aBUCTb.
CoOpanue boromo6oBa, jermiee BIOCIEI-
CTBHHU B OCHOBY TIEPBOTO XyIOKECTBEHHOTO My3€esl B
Poccum (1885)%, hopmupoBanoch B TeueHHE BCEH
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museum in Russia (1885)%2 when he bestowed it to
the city of Saratov. His random collection style can
be explained by his personal encounters with other
artists with whom he exchanged works. As these ex-
change dealings stretched over Bogoliubov’s entire
active period many of the pictures are of the Barbi-
zon school. As a marine painter who valued the light
of Normandy, Bogoliubov was extremely receptive
to the Barbizon school. Turgenev followed Bogoli-
ubov’s predilection, although only considerably
later between 1873 and 1874 when the Barbizon
school was already en vogue. Neither collection fea-
tured any impressionist works or works of Russian
realism save gifts by the actual artists. Bogoliubov
was good friends with Corot, Theodor Rousseau and
Daubigny and often accompanied them to Barbizon
in the Forét de Fontainebleau, and so it is no miracle
that their mood is to be found not only in Bogoli-
ubov’s collection but also in his own pictures. Bo-
goliubov had already discovered, upon the
instruction of his teacher Isabey, Veules-les-Roses,
at that time (1858) still an insignificant fishing vil-
lage in Normandy. A few followed him there in
1870, and from 1874 a Russian artist’s community
enjoyed the summer resort.

The transformation of some painters following their
residence in Veules-les-Roses is well evidenced by
Vasily Polenov, who arrived in Paris in 1873 as a
history painter and returned to Russia in 1876 to be-
come one of the great Russian landscape painters.
Even Repin, who also arrived in Paris in 1873 and
who in all his active life was never a landscape
artist, registered traces of his time in Veules-les-
Roses, with works carried out in plein air.

Parallel to the consideration of the art collections of
Turgenev and Bogoliubov there is also the influence
of Mariano Fortuny, who enjoyed great recognition
in Russia. Repin and Polenov were demonstrably
impressed by Fortuny’s art;** Harlamoff too may
have studied Fortuny’s pictures and painting tech-
nique. There are striking similarities between For-
tuny’s Allegorie de Bacus and Harlamoff’s Portrait
of Onegin.

In his position of mentor of young Russian scholar-
ship holders in Paris, Bogoliubov’s appraisal of
other artists was of no little significance. Bogoli-
ubov held Fortuny, whom he had met in Rome at the
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KU3HM boromro0oBa TIaBHBIM 00pa3oM MyTeM
Jpy’KecKoro oOMeHa KapTHHaMH C KoJJIeraMu-
YKUBOMHUCIIAMHU U HOCUJIO TIOTOMY BECbMa HEOTHOPO/I-
HbI xapakrep. Kak MapuHUCT, [IEeHUBIINN OCBeIIe-
nue B Hopmannuu, Boromo6oB moOun neizaxu
O0apOm30HIIEB. TypreHeB MoCienoBal dTOW CKIIOH-
HocTu boromoOoBa, x0T B €ro ciaydae NepHON
AKTHBHOTO COOMPATEIILCTBA MpoIescs yxe Ha 1873 —
1874 rompl, KorJa >KUBOMHUCH OApOM3OHIIEB YKe
3aBoeBasia HOMynsgpHOCTh. Hu B TOM, HU B Ipyrom
coOpaHur He OBUI0O HU KapTUH (PaHIy3CKHX
MMIPECCUOHUCTOB, HU — 3@ MCKIIOYEHHUEM TeX
CllydaeB, KOrJa 3TO ObUIM MOAAPKU XYIOKHHUKOB -
MIPOU3BE/ICHUI PYCCKUX PEaTHCTOB. YK€ JJOBOJIBHO
paHo B KoJuieKkuuu boromo0oBa oka3anuch KapTHHBI
MacTepoB 0apOn30HCKON IKOJbl. Boromo6oB ObLT
npyxen ¢ K. Kopo, T. Pycco nu Il.-®. JloOunbH,
COIIPOBOX/IaJl UX TIOPOM B UX MOE3/KaX B JEPEBHIO
bapOuzon B necy ®onrenbmo. HeynusurenbHo
[I03TOMY, YTO B €0 KapTUHAX YyBCTBYETCSI BIUSHHE
bap6uzonckoii mikosnel. B 1858 romy boromo6oB nox
BiausiHueM M3abe oTkpeiBaeT aisi cels pblOaLKuit
nocenok Benb-ne-Po3 B Hopmanauu. C 1858 roma
HEKOTOpbIE WieHbI OKpyxeHHs boromo6oBa, a c 1874-
IO rofia y>k€ MHOTHE PYCCKHE XYIOKHUKU Ye3Kall B
Benb-ne Po3 Ha neTHre MecALbl.

Tpancdopmanuio XynoKHHMKA TMOJ BO3-
nercteueM npebwpiBaHusi B Benb-ne-Po3 xopomio
nmoctpupyet npumep B. /1. [Tonenosa. On Obut
HarpasieH B 1873 rony B [lapwx kak ucropuuec-
KUH KUBONMCEN U BepHyJca B Poccuro Tpu roma
CIYCTSl KaK OJMH U3 CaMbIX 3HAUYMUTENIbHBIX €€
neizaxucToB. Henenu B Bene, paboTa Ha mieH pe
OCTaBMJIU CJI€J[bl TAKXK€ U B JKUBOIMUCHU MPHUOBIB-
mero B Ilapmwx B 1873 romy Penmna, xors
HOCJIEeHNN He OBUI MEeH3a)KUCTOM HU Ha OJHOM
JTare CBOEro TBOPUECTRA.

Cpenu 3anmagHOEBPONIEHCKUX XyT0KHUKOB,
TI071 YbUM BIIMSHUEM MOT (POpPMHPOBATHCST XapiiaMOB,
cienyet BbieanTh Mapuano @oprynu. [log cuib-
HbIM BIieyarieHueM oT POpTyHM HaXOAUIUCh U
[Tonenos, u Permu®. Iloxoxe Ha 1o, 4yTO M XapiaaMoB
n3yyan texHuky @oprynu. 1o kpaitHent mepe, npu
cpaBHeHUN Aanecopuu Bakxa @DOpTyHH W
Tlopmpema Onecuna Xapnamoa OpocaeTcs B I1a3a
CXOJICTBO B TEXHUKE UCTIOJTHEHHUS.

Muenue boromo6oBa 0 @opTyHH HMETO
JUIsl IEHCUOHEPOB HeMasoe 3HaueHue. boromo6os
BBICOKO IIeHIJT DPOPTYHH, C KOTOPHIM OH BCTpeyal-
ca B Pume B Hawane 1870-x romoB: @opmynu,



cat 39 culture.block:Layout 1 24.04.2007 09:07 Seite 57

beginning of the 1870s, in great esteem: Fortuny
was the genius of his country and of the century.”*
Bogoliubov also conveyed to those entrusted to him that
the art academy did not want the scholarship holders
to be slavishly influenced by French art.*

The impact of Fortuny on Russian art is also regis-
tered in Kramskoi’s letter to Pavel Tretyakov of 16"
May 1875, in which Kramskoi concealed neither his
interest for Fortuny’s art nor his artistic envy of it.%
Pavel Tretyakov had explicitly requested Kram-
skoi’s opinion as Pavel Tretyakov’s brother Sergei
had just bought paintings by Fortuny.” Pavel’s life
and collection style differed from Sergei’s in its
severity and national consciousness.

Repin’s initial reservations regarding Fortuny in his
correspondences® of 15" September with P. Iseyev,
the conference secretary of the art academy, and to
Vladimir Stasov of 16" September, 1873 from
Rome transformed only a week later into emphatic
enthusiasm. In his letter of 15" November 1874
Repin informed Kramskoi of Fortuny’s death:
Artists such as Meissonnier and Fortuny, i.e.
painters of life and form are still for us unthinkable.
[...] Fortuny impressed all artists in Europe through
the unobtainable grace of forms, the complexion and
through the strength of light.”* Repin, who retained
his appreciation of Fortuny his entire life,* wrote on
24" April, 1875 from Paris to Stasov: Fortuny is the
genius painter of our century.”

Goupil & Cie., dealers in talents:
Mariano Fortuny and Alexei Harlamoff

Fortuny was two years Harlamoft’s senior. At the
age of 15 he enrolled at the Escola de Belles Arts de
Barcelona. He was trained according to the aesthetic
guidelines of a traditional academy and under the
auspices of a professor who had a strong liking for
Nazarene painting. He travelled to Rome in 1858,
where in contact with the Académie Francaise at the
Villa Medici he changed his style.

Fortuny arrived in Paris in 1866. His initial intention
to exhibit at the Salon quickly evaporated upon
meeting the art-dealer Adolphe Goupil, who had in-
stantly recognized Fortuny’s talent. Fortuny quickly
understood the advantage of being under contract to
a well established business, rather than searching for
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mouHo, Obll 2eHUll ceoeli cmpansl u gexa*. Yepes
boronto6oBa neHcHoOHephl y3HABAJIU U O HEXela-
HUU AKaJIEMHH XYI0)KECTB, YTOOBI €€ BBIITYCKHUKH
nonajanv TIOJA CIUIIKOM CHJIbHOE BIIUSHUE
(bpaHITy3CKOTO UCKYCCTBa™.

O BnustHuM OOPTYHU HA PyCCKOE UCKYCCTBO
MOXHO cyauTh 1 no nucemy M. H. Kpamckoro
II. M. TperbsikoBy, B koTOopoM Kpamckoil He
CKpbIBAa€T HM CBOEro mHTepeca Kk PoOpTyHH, HU
cBoeil mpodeccroHanbHON peBHOCTH. [laBen
TpeTbsKOB, KOJUIEKIMOHEPCKUN CTHIJIb KOTOPOIO
OTJIMYAJICS CTPOTOCTHIO M IMOAYEPKHYTO HAIMO-
HaJIbHBIM CaMOCO3HAaHHUEM, XOTeN y3HAaTh MHEHUE
Kpamckoro o @opTyHu nocie Toro, Kak ero opar
Cepreit mproOpeI KapTUHY TOCIIeTHET0.

[Tonauany cnepxanHasi peakuus Penuna Ha
®opTyHH B €ro mMUchbMax KOH(DEpPEHII-CEKpeTapio
Axanemun xynoxects [1. @. UceeBy 15 centsa0ps u
B. B. CracoBy 16 cents6pst 1873 rona’ u3 Puma
yK€ HENENI0 CIyCTS CMEHSETCS BOCTOpProm. 15
Hosi0pst 1874 roma Penmmn mumer Kpamckomy o
cmeptu QoptyHu: V Hac ewe HemblciuMbl maxue
Xyoooichuxu, kak Meticonve, @opmyHu, Xy00HCHUKU
ocusnu u gpopmul. [...]@opmynu nopazun ecex
cospemeHHbIX Xy00xcHUKo8 Eeponvi nedocsacaemvim
usAwecmeom 6 uyecmee opm, Koiopume u cuie
yeema *. 24 anpens 1875 rona PenuH, KOTOPbINA BCIO
KU3Hb OyZleT COXpaHSATh BBICOKOE MHEHHUE O
®oprynu®, nucan CracoBy: @opmyHu ecmo,
KOHEeUHO, 2eHUAIbHBIU JHCUBONUCEY HAULE20 6eKa.

I'ynniabs 1 K°, TOproBubl 4 TAJaAHTHI:
Mapuano ®@opryHu u AJjiekceii XapjiamoB

®opryHu ObLT Ha J1Ba Toja crapiie Xapiaamosa. B
15 et on noctynun B [1Ikomy M3SIIHBIX UCKYCCTB
B bapcernone, rae nony4yus TpaauLMOHHYIO aKaje-
MUYECKYI0 MOJATOTOBKY IOJ PYKOBOJICTBOM IIpO-
(hbeccopa, BHICOKO LIEHUBILIETO KHUBOIKCH Ha3apeHIIeB.
CBoil cTUIIb OH M3MEHMUJI, CONPUKOCHYBUIUCH C
O®paniy3ckoil Akanemueit Ha Bumne Mennuu B
Pnme, e on maxommics ¢ 1858 roxa.
OxkazaBmuce B [lapuxe B 1866 rony,
®opTyHH mpeanosarail BeIcTaBisAThea B CalloHe,
OJTHAKO TOCJie BCTPEUU C TOPrOBLEM KapTHHAMU
Anonwspom ['ynunem, cpazy ke pacro3HaBIIUM €T0
TaJlaHT, OIICHWJI MPEUMYLIECTBA KOHTpakKkTa ¢
['ynunem no cpaBHEHUIO ¢ HEOOXOIMMOCTBIO BECTU
60pr0y 3a BHUMaHUE NYOIMKU B MEPEIOJHEHHOM
kaptuHamu Canone. bnaromaps HoBaTopckomy
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acclaim and clients by himself in the overcrowded
and overstocked Salon. Fortuny rapidly gained fame
as a result of Goupil’s innovative marketing tech-
nique which made use of prints, and - for the first
time — photographs, to advertise art works world-
wide. In 1869 Goupil sold Fortuny’s master-piece La
vicaria (marriage at the vicarage) at the sensational
price of 70,000 Francs. At that time a Fragonard
fetched 30,000, a painting by Ingres 20,000 and a Mil-
let 16,000. Only Meissonier’s masterpiece /874, La
campagne de France surpassed Fortuny’s work at
85,000 Francs.

By that time Harlamoff had already arrived in Paris,
and Goupil began dealing in Harlamoft’s paintings
in the first half of the 1870s.5

Fortuny displayed astonishing command with ex-
travagant vivacities of technique and modulations
of colour, a superlative facility in execution and a
marvellous cleverness in the arrangement of brilliant
hues. His insight into the subtleties of illumination
was extraordinary. One can substitute here the name
of Fortuny with that of Harlamoff, for nothing else
needs to be modified in the preceding description
for it to pertain precisely to the latter.

In November 1874 Fortuny died from an attack of
malarial fever. Fortuny’s estate was sold at Drouot
in Paris in April 1875 and fetched a total of 800,384
Francs.% Drouot was not only frequented by dealers
and collectors, but also by art lovers of any kind, in-
cluding artists. As Fortuny’s estate was sold at
Drouot, the ceuvre remained present in the Parisian
art world, and it is feasible that Harlamoff encoun-
tered it at various occasions.

Harlamoff’s rapid art and French art criticism
exemplified by Zacharie Astruc

Zacharie Astruc (1833—1907) penned his first Salon
review in 1859 and from 1866 to 1868 wrote for the
conservative journal L’Etendard. He was close
friends with Manet and other realists and partici-
pated as a painter in the first impressionist exhibi-
tion in 1874. In the Salon review of 1868 Astruc
developed a reception aesthetic of portrait painting,
which can be understood as a presentation of mod-
ern image conception.®
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MapkeTuHry ['yIuis — UCroIb30BaHUIO TPABIOPHI U,
BrepBble, (ororpaduu [ peKIaMbl MPOU3-
BelleHni uckycctBa PopTyHU OBICTPO 3aBOEBAI
n3BecTHOCTb. B 1869 romy, korma  kapTuHa
®paronapa cromna 30000 ¢hpanKoB, KapTHHA JHTpa
20000 ¢paHkoB, a >KMBOMUCHOE IPOU3BEICHHE
Munne 16000 ¢panxoB, ['ynuns mnpopan
bpaxocouemanue ®OpTyHH 3a CEHCALIMOHHBIE
70000 ¢dpanakoB. Jlume @Ppanyysckas kKamnanus
1814 200a MeliccoHbe HNOCTHIVIA TOrma OoJiee
BBICOKOM 11eHBI 85000 hpaHKOB.

B 310 Bpems XapnamoB yxe HaXOIWJICS B
[Tapnxke, u ['yniune B Havane 1870-X romoB Havai
MOKyIAaThb Y HEr0 KapTUHBI®.

@opTyHH Biajesl 3aMeyaTelIbHO KUBOU U
JTAHAMHYHON TEXHUKOW, CaMbIMU BBICOKUMU
BO3MOXHOCTSIMU HcTOJIHEHUss. OH JeMOHCTpPH-
pOBaJl B CBOUX KapTHHAX TOHKHE MOAYJISILIUH 1[BETA,
MOJIKYTIAIOIIYI0 HM300peTaTeIbHOCTh B apaHXH-
pPOBKe cHsIOIUX Kpacok. Ecnu moacrtaBuTh Ha
MecTo nMeHH PopTyHH UMs XapiiamMoBa, TO MEHATh
YTO OBI TO HU OBLITO B 3TOM OIMCAHUH HE TIPUJICTCS.

B nosi6pe 1874 ®opTyHM CKOHYAICS OT
Mansapun. OcTaBieHHBIE UM paOOThI OBLTH TIPOIA-
Hbl B anipesie 1875 roaa B [apmxke y dpyo 3a 800384
(dpanka®. J[pyo mocemniayicst He TOJILKO TOPTOBIIAMHA
U KOJUIEKIIMOHEPAMH, HO U XyHOXKHUKaMU. Takum
oOpasomMm, Hacnenue POPTyHU COXPAHUIIOCH IS
MapWKCKUX XYIOKECTBEHHBIX KPYTrOB, TaK 4YTO
BO3MOJKHO, UTO U XapJiaMOB CTaJIKHUBAJICS C HUM IO
Pa3IMYHbBIM ITOBOJIAM.

JAnHaMM4YHOe HCKYCCTBO XapjiaMoBa U
(ppaHy3cKas Xy10:KeCTBEeHHAS] KPUTHKA B
Juie 3akapu ACTpOKa

3akapu Actprok (1833 — 1907) nanucan cBoro
MepBYyI0 KpUTtHueckyr crarbio o Camone B 1859
roay. C 1866 o 1868 1. oH coTpyaHUYAT B KOHCEP-
BaTtuBHOU razete L’ Etendard. Actprok ObLT ApyKeH
¢ Mane u npyrumu (ppaHIly3CKUMHU pealiCTaMHu,
MPUHUMAJI KaK >KMBOIKCEI] y4YacTHEe B TEPBOU
BBICTaBKE HMMIIpeCCMOHM3Ma. B cBoell crarbe o
Canone 1868 roma ACTpIOK pa3BUI KOHIIETIIHIO
3CTETUYECKOTO BOCIIPUATHUS TOPTPETA, IO CYILIECTBY
K€ - BBIXOIALIYI0 3a paMKHM OJIHOTO >KaHpa
COBPEMEHHYIO KOHIIETILINIO KAPTUHBI.

PuTtopuka KapTUHBI, KOTOpasi HE MEUIEHHO
U apryMEHTHPOBAHHO 3aBOEBBIBAET 3PUTEII, HO
3aXBaThIBAET €T0 Cpa3y, Hallljla CBOErO CTOPOHHUKA



cat 39 culture.block:Layout 1 24.04.2007 09:07 Seite 59

The rhetoric of the immediacy of the image which
captivates the spectator, that does not slowly and ar-
gumentatively seduce, but rather, at first sight en-
grosses and demonstrates itself. This had already
been advocated by Baudelaire, whom Astruc ac-
cepted as his spiritual warrantor. The first impres-
sion and the spontaneous appeal of a painting as
»plaisir primitif« or »volupté surnaturelle«® are
central categories of quality in his aesthetic of per-
ception, or exactly his »experience aesthetic«, which
opens immediate access to the »harmonie« or
»mélodie« of the painting.®® Even a later scholarly
analysis of the painting based of subject-object-
dialectics remains incapable of supplementing de-
termining nuances to this pre-iconographic
reception experience.

With regard to portraits, Astruc appreciated the
smooth execution which seemed to him guaranteed
by the open brushstroke of a Frans Hals.®” Human
physiognomy interacting with the expressive quality
of the brushstroke should mutually increase in qual-
ity according to the phrase, »le langage expressif des
traits«. The notion »trait« here can mean the features
nature has drawn on the face and likewise the lines
and strokes, which the painter generates on canvas
and paper. Astruc harks back on a metaphor which
paraphrases the fundamental problem of the cate-
gory, namely the relationship, so difficult to grasp,
between the physiognomical expression of the
model and the expressive possibilities of the artistic
means, and with that of the image itself. He gives
the metaphor a special meaning: the face, its natural
expressive drawing — its features, its complexion, its
relief — and its immediate communicative qualities
(particularly the gaze) guarantee this intense image-
spectator relationship which the painter understands
to employ and even to increase by applying an open
brushstroke.®®

The true painter, argues Astruc, has to claim his
artistic qualities in portraiture by using an estab-
lished antithesis in art criticism. »Le tableau« as a
closely composed, autonomous, largely multifigural
(history) picture was regarded even by open-minded
critics of the mid-century as the mandatory model
of the well-painted picture. Accordingly, the young
Baudelaire gave advice at the /846 Salon, on how,
in the hands of the gifted colorist, the portrait could
be extended to the aesthetically more demanding
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yke B Jmiie coparauka Acrproka L. bognepa. IlepBoe
BIIEUYATJICHUE M CIOHTAHHAs MPUTATaTeIbHOCTD
KapTUHBI, HEBAXXHO, KaK «IIPUMUTHUBHOE YI0BOJIb-
CTBHE» WIIH K€ KaK «BO3BBLILIEHHOE HACIAKICHUENS,
SIBJISIIOTCS] IEHTPAIbHBIMU KaTETOPUSIMH ICTETHUKU
BOCTIPUSITHSI, WM «3CTETHKY NepexxrBanush bomiepa.
[locnenHsist OTKPBHIBAET HEMOCPEACTBEHHBIN JOCTYI K
«TapMOHUMN», WIH «MEJIOAUN» KUBOIMCHOTO IPO-
n3BeleHuA. K 3TOMy HIeanbHOMY, JTOUKOHOIpa-
(udyeckoMy BOCIPUITHIO HE 100aBIII€T HIOAHCOB U
CJIeYIOLIUI 3a HUM aHallu3 CIOXKeTa, C KOTOPbIM
CBSI3aHO BO3HUKHOBEHHE Pe(UIEKCUBHO-OTCTPAHEHHOTO
OTHOILIEHUS: KapTHUHA — 3PUTEIIb.

B kaptune AcTprok 1IeHUI Ty paBHOMEPHOCTh
WCIIOJTHEHUSI, KOTOPYIO OH Haxoaus eue y Ppanca
Xanca ¢ €ro OTKPBITBIM Ma3KoM®. PU3MOHOMHUS
YyeJloBeKa W BBIpA3UTENIbHbIE KauecTBa  MasKa
JOJIKHBI, B COOTBETCTBHH C BBIPAKEHUEM «SI3BIK
BBIPA3UTENbHBIX JTUHUNY, YCUIUBATh JIPYT ApYTa,
MTOCKOJIbKY TOHSITHE «JIMHHUI» MOXET OTHOCUTHCS
KaK K 4epTaM JIMIla, TaK U K Ma3KaM U IITPHUXaM,
KOTOpbIE€ XYJOKHHK HAHOCUT Ha XOJCT WJIM Ha
Oymary. ACTpIOK HCHOJb3yeT MeTadopy, KoTopas
OMKCBHIBAET TIIABHYIO MpobiemMy KaHpa, a UMEHHO
TPYAHO ONpPENETUMOE COOTHOIICHHE MEXAY
BBIP)XKEHHEM JIMIIA MOJIETU U BBIPA3UTEIbHBIMU
BO3MOXHOCTSIMU XY/I0)KECTBEHHBIX CPEJCTB, a C
HUMHU U camMoil KapTuHbl. OH Hajaenser -ITy
MeTahOpUKy ONpeeTICHHBIM CMbICIIOM: €CTECTBEH-
Has BbIPA3UTENBHOCTh YEPT JIMIA — MOPIIMH, OTTEHKA
KOXH, €ro penbeda — U €ro HemocperCTBEHHbIE
KOMMYHHUKATUBHBIE KadecTBa (B OCOOCHHOCTH B3IVISIN)
rapaHTHPYIOT Ty WHTEHCUBHOCTh OTHOUICHUS
MEX1y KapTUHOM U 3pUTEIEM, KOTOPYIO XyJ0MKHHUK
HCIIOJIB3YET, YCUIIMBAS €€ OTKPBITHIM Ma3KOM®.

Hacrosmmii XynokHUK, JOKa3bIBAE€T ACTPIOK,
JOJDKEH YTBEPAUTDH ce0sl, MPOTUBOIOCTABIISAS KaHP
opTpera To Mozenu, KoTopas yBepauia ceds B
XyHOKECTBEHHOM KpuTHKE. B cepennne 19 cronerus
Ja)ke U MepeIoBON KPUTUKE MOJIENBIO Y/IaBILIErOCs
KUBOIIMCHOTO IPOU3BEJCHUS IMPEJICTaBIAIACH
«KapTHHay», MOHUMaeMas KaK 3aBepIlIeHHasl, aBTO-
HOMHasl, KaK MpaBuiio, MHOTOGUTYpHas (UCTOPH-
yeckas) kommo3unus. Tak, momnomoit bommep B
cratrbe Canon 1846 coda maetr COBETHI, KaKUM
00pa3oM TOPTPET TMOA PYKOW TaJaHTIUBOTO
KOJIOPHCTa MOXET OOpecTH 3CTeTHYecKU Ooiiee
BBICOKHUH CTaTyc «kapTuHbDy. 1 eme B 1868 rogy
oneHka noprpera K. Moune amo kapmuna, smo ne
nopmpem® OUECHUBAETCS Kak TmoxBaja. Ha stom
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status of a »tableau«; furthermore, it achieved in
1868 particular praise when it was said of a portrait
by Claude Monet: C’est un tableau, ce n’est pas un
portrait.® In light of this, one can see the progres-
sive character of Astruc’s art critical reevaluation.
The portrait should not progress to become a fully-
fledged, aesthetically demanding panel in the sense
of the »tableau«, but rather suppress this already
outmoded avowed pictorial concept.

The category of portrait is assigned a literal acceler-
ation and a new intensity of perception, when — even
if it were not expressed by Astruc — faced with, on
the one hand the competition with the medium of
photography and on the other, the speed of percep-
tion of modern city life.”” The complex inner struc-
ture and formal insularity makes the »tableau«
outwardly slow, because it only opens after a
lengthly viewing and in a certain sense acts pas-
sively. Therefore, the use of the passive grammatical
formulation »le tableau laisse pénétrer« in contradis-
tinction to the active »il doit frapper« of the portrait,
and hence, Astruc described the portrait as immedi-
ate and almost aggressive in its communication with
the spectator. Astruc draws a conclusion from Less-
ing’s »Laocoon« and its related mid 19" century
current: painting should recall its genuine qualities,
such as the simultaneity and immediacy of its pres-
entation and abandon the slow, successive opening
of its artistic means.

Thus Harlamoff deployed his painterly means, so he
could dispose of all ultimate outwardly pictorial, in
particular, literary methods. The deficencies so often
stated in criticism of Harlamoff’s work — his narrow
repertoire and the restriction in his pictorial meth-
ods, were positively reassessed by Harlamoft. Pre-
cisely this formal simplicity guaranteed Harlamoff a
new, more intense perception of the image as »pein-
ture pure«. In order to qualify as a good painter -
Astruc stated elsewhere at the 1868 Salon - ... il faut
aimer la peinture en elle-méme, dans son moyen
matériel. Harlamoff subscribed unconditionally to
this idea.
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(¢oHe mpocTynmaeT MPOrPECCUBHBIN XapaKTep
MPEANPUHITON ACTPIOKOM KpPUTHYECKOW Tepe-
otieHkH. [lopTpeT He JOIKEH CTaHOBUTHCS MOJTHO-
BECHOM, OTBEYaloIIe BBICOKMM 3CTETUYECKUM
TpeOOBaHUAM «KapTUHO», HO, HAIIPOTUB, JOKEH
MIOMOYb €€ BBITECHEHHUIO.

3a )KxaHpPOM MOPTpPETa MPU3HAETCS Ta HOBAst
WHTEHCUBHOCTb BOCIIPUATHUS, KOTOPAsl - XOTS 3TO
OKa3bIBaeTcsi ACTPIOKOM U HE BBICKAa3aHHBIM, — C
OJTHOW CTOPOHBI, JIeJIaeT €r0 KOHKYPEHTOM (OTO-
rpaduu, ¢ Ipyrou ke, MO3BOJISIET €My OTBEYATh
TEMITy BOCHPHSITHUS KU3HH COBPEMEHHOTO OOJIBIIIOTO
ropoga”. CroxHasi BHYTpPEHHas CTPyKTypa u
(dhopmanbHas 3aMKHYTOCTh TPeOyIOIel IITUTEINb-
HOTO paccMaTpuUBaHMs M B M3BECTHOM CBhICIIE
MTACCUBHOM «KapTHHBD» MO3BOJISIET €1 PaCKpPbIBATHCS
BOBHE JHUIIb MeqieHHo. [lopTper ke AcTprok
OMKCBIBAET HEMOCPEICTBEHHBIM M IOYTU arpec-
CUBHBIM B €r0 OOILIEHUH CO 3pUTEIeM: oOpaliaeT Ha
ce0s BHUMaHUE IpaMMaTUYecKuil 06opoT »le ta-
bleau laisse pénétrer« B MPOTHUBOIOJIOKHOCTD
aktuBHOMY »il doit frapper«. AcTprok fienaer BbIBOJ
n3 Jlaokoona JleccuHra M BBIPOCHIEN M3 HETO H
obpermiet B cepenuHe 19 cTONETHS HOBYIO
aKTyaJIbHOCTh JUCKyccUHU. JKHMBONMCH JOJIKHA
0TKa3aTbCid OT MEMJIEHHOTO M IOCTENEHHOI0
MIOBECTBOBaHUS M BEpPHYTh ceOe Takue CBOU
M3HayajJbHbIE KayecTBa, KaK CUMYJIbTAaHHOCTb U
HEMOCPECTBEHHOCTb.

HMeHHO Tak KCTONb30BaBaJl UMEIOLINECS B
€ro paclopsiKEHUU CpPeJCTBa XapiiamoB, YTO U
MO3BOJIMIIO €MY OCBOOOAUTHCS OT UYKJIbIX )KHBO-
MMCH, 3aMMCTBOBAHHBIX MPEXKIE BCETro y JUTEpa-
Typbl MeTo10B. Hepenko oTMeuaBmmecs KpUTUKOU
HEIOCTATK! UCKYCCTBA XapJiaMOBa — OTPAHUYECHHBIN
periepTyap KOMITO3UIMI U XyI0KECTBEHHBIX CPEZICTB -
€My yZaJoch IPEeBpPaTUTh B JOCTOMHCTBA. MIMEHHO
3Ta MpoCToTa POPMBI BEI3BIBAET B €0 CIIyyae HOBOE,
WHTEHCHUBHOE BOCHPUITHE KapTHUHBI KaK «UHCTON
KUBOMUCKH». UTOOBI CTaTh XOPOIIMM KUBOHCLIEM,
nuueT ACTpIOK B Apyrom Mmecte toro xe Canona
1868 200a, ...naoo nobums dcusonucs, ee mame-
puanbhble Kauecmeda. XapiaMOB TOAMHUCANICS Obl
TI0JT 9TUM 0€3 OTOBOPOK.
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Footnotes:

!'see Turgenev:Typreues, U. C. Iloanoe cobpanue couunenui
u nucem 6 mpuoyamu momax. CouuHenus 6 08eHAOYamu
momax.Vol. 10, Mocksa 1982, p. 346

2 Lettres de France [Texte imprimé] : 1777-1778 / Denis Fon-
vizine ; trad. du russe par Henri Grosse, Jacques Proust et Piotr
Zaborov ; préf. de Wladimir Berelowitch Paris - Oxford : 1995 p. 6

3 Stendhal (Henri Beyle), Le Rouge et le Noir; Paris 1964, p. 394

4 see Haumant, Emile, La Culture frangaise en Russie (1700-
1900), Paris 1913

Ssee Réau, Louis, L’Art russe de Pierre le Grand a nos jours,
Paris 1922

¢ Caravaque, Louis (1684 — 1754) of Spanish descent, probably
born in Marseille. Caravaque arrived in St. Petersburg in 1715
with a group of French artists which included the architect
Rastrelli and sculptor Nicolas Pineau. Caravaque’s planned
residence in Russia had initially been for three years but he
was to remain there until his death in 1754. As early as April
1723 Caravaque suggested Peter the Great establish a Fine
Arts Academy modelled on that of the French Academy.
7 In 1743 Empress Elisabeth I invited the German painter
Georg Christoph Grooth (1716-1749) to supervise and restore
the Royal painting collections in St. Petersburg. As with other
foreign painters residing in Russia, Grooth had Russian pupils.
Grooth was clearly a mediocre portrait painter who favored
the parsuna. He died in St. Petersburg.

8 Etienne Maurice Falconet (1716-1791) also wrote several
brochures on art: Denis Diderot confided to him the chapter
on “Sculpture” in the Encyclopédie, published separately by
Falconet as Réflexions sur la sculpture in 1768. Three years
later, he published Observations sur la statue de Marc-Auréle,
which may be interpreted as the artistic programme for his
statue of Peter the Great.

?In 1769 Catherine acquired Count Heinrich von Briihl’s col-
lection in Dresden. The encyclopaedists Denis Diderot and
Friedrich Melchior von Grimm had advised her. With
Diderot’s aid Catherine acquired 500 paintings from the collec-
tion of Lord Crozat de Thiers in Paris. These two acquisitions
constituted the base of the Hermitage collection. Inspired by
Catherine’s ambitions Prince Nikolai Yusupov and other no-
blemen also accumulated large private collections.
10 Francesco Bartolomeo Rastrelli’s (1700 - 1771) major
works, including the Winter Palace in St Petersburg and the
Catherine Palace in Tsarskoe Selo are renowned for their ex-
travagant luxury. Bartolomeo arrived with his father, Italian
sculptor Carlo Bartolomeo Rastrelli, in Russia in 1715. His
ambition had been to combine the latest Italian architectural
fashion with the traditions of the Muscovite baroque style. He
was elected to the Imperial Academy of Arts several months
before his death.

ULe Lorrain, Louis Joseph (Paris 1715 — 1759 St. Petersburg)
In 1758 Elisabeth I appointed Le Lorrain director of the newly
created academy.

12 These foreign artists had specialised in history and portrait
painting, which determined the first Russian artists A. P.
Antropov, L. P. Argunov, and F. S. Rokotov to adopt the same
genre.

13 Between 1767 and 1789 a total of 56 students received a
scholarship for Italy and France. 12 of these students were
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IMpumeyanus

! Typrenes U. C. [oanoe cobpanue couunenuti u nucem 6
mpuoyamu momax. Couunenus 6 osenadyamu momax. T. 10,
Mocksa, 1982. C. 346.

2 Lettres de France [Texte imprimé] : 1777-1778 / Denis Fon-
vizine ; trad. du russe par Henri Grosse, Jacques Proust et Piotr
Zaborov ; préf. de Wladimir Berelowitch Paris - Oxford : 1995 p. 6

3 Stendhal (Henri Beyle). Le Rouge et le Noir: Paris, 1964, p. 394.
4 Hautmant Emile. La Culture francaise en Russie (1700 —
1900). Paris, 1913.

> Réau Louis. L art russe de Pierre le Grand a nos jours. Paris, 1922.
¢ Kapasakk Jlyn (1684 — 1754), XyAOKHHK HCIIAHCKOTO
MIPOUCXOXKACHNS, POAMBIIHICSA, BEpoATHO, B Mapcere.
KapaBakk npu6sin B IletepOypr B 1815 romy BMmecrte ¢
TPYNIION XYJ0KHUKOB, B KOTOPYIO BXOJIWIIM apXHUTEKTOp U
ckyaentop K. b. Pactpennu u ckynsntop H. ITuno. Bmecro
mpenmosarasmmxcs Tpex Jer Kapasakk ocrancs B Poccun
HaBceraa. Yxxe B anpene 1723 roga on npemnoxun [lerpy I
co3JaTh aKaJAEMUIO M3AMIHBIX HCKYCCTB TO 00pasmy
®paHIly3CKOM akaJeMuHu.

7 B 1743 roxy mmrmeparpuiieit EnncaBeroit XxpaHurenem u
pecTaBpaTopoM KapTHH HMIIEPATOPCKHUX XYIOXKECTBEHHBIX
romtekuii B Caukr-IleTepOypre ObLT Ha3HAYCH HEMEITKUN
xkuBormcenr . K. I'poor (1716-1749). Kak u y npyrux
WHOCTPAHHBIX XY/IO’KHUKOB, Y HETO OBUIM PYyCCKUE YICHUKH.
I'pooT OBIT MOPTPETHUCTOM CpEAHEH PYKH, OPUEHTHPOBAB-
mmMcst Ha tapeyHy. On ymep B [letepOypre.

8 Dreer Mopuc ®anskone (1716 — 1791) Hammcan HECKOIBKO
TpyzoB 00 nckycctse. [1. Jluapo mopyumin eMy IIaBy O CKyJIbII-
Type B DHyuxnoneduu, kotopyro Damskone B 1768 1. omyomm-
KOBaJI 3aTeM OTHEIbHO Kak Réflexions sur la sculpture
[Pazsmviuinenus o ckynonmype]. CilyCTs TpH rofa OH Haredara
Observations sur la statue de Marc-Auréle [3ameuanus no
nosody cmamyu Mapka Aepenus], IO CyIIECTBY, XyIOXKECT-
BEHHYI0 mporpamMMmy mnamsTHHKa Iletpy Benmxomy.
°B 1769 r. Exarepuna xynuia koywieknuio rpada I. ¢pon
Bprons B [lpesnene. Ee KoHCYnbTHpOBAIN SHINKIONEINCTHI
Hunpo u @. M. dpor I'pumm. C momorero Junpo Exarepruna
mpuobpena takxe 500 kaptun xomurekuu Kposa B [Napmxke.
JlBa 3TuX TIPpHOOpPETEHHS CTalNd OCHOBOM KOJIJICKIIMU
Opmuraxa. Ilo mpumepy ExarepuHbl XymoKeCTBEHHBIC
KOJUICKIIUM TIPHOOpEeTann M coOMpany MHOTHE pYyCCKHE
ApUCTOKPATHI.

10 Ocnosusie TBopenust ®@. B. Pacrpemmu (1700 - 1771), B
YHCII0 KOTOPBIX BXOIMAT 3uMHui aBopert B Cankt-IletepOypre n
Exarepuanackuit nBopert B Llapckom Cerne, ommigaer ocobast
pockoib. Apxurekrop npuexai B Poccuto B 1715 . BMecte ¢
oruoM, K. b. Pacrpennu. ®. b. Pactpennu crpemuiics
COCIIMHUTH HOBEHIILYIO HTAIIBSHCKYIO apXUTEKTYpPY C TPAIHIMSIMA
HapbIIIKUHCKOTO Oapokko. Hesamonro mo cmeptn oH ObuI
n3bpan B lMmepatopckyro  AKaZeMHIO  XYIOXKECTB.
1'B 1758 1. Enucasera INerposra Hasnauwna Jle Jloppena
PEKTOPOM TOJBKO 4YTO OCHOBAaHHON «AKaJIeMHH Tpex
3HATHEHIIHNX XyTOXKECTBY.

12 3Tr XynO)KHUKH ObLIM HCTOPUYECKUMHE JKHBOIMCIAMH, a
TaKXe TTOPTPETUCTAMH, YTO MOABUHYJIO PYCCKUX JKHBOITHC-
ueB A. I1. Anrponosa, U. I1. Aprynosa u @. C. PokoroBa
BBIOPATh JKaHP ITOPTPETA.

3°C 1767 no 1789 tox 3a Tpanuily ObIJIO HAMpaBiIeHO 56

61

o



cat 39 culture.block:Layout 1 24.04.2007 09:07 Seite 62

sent to Paris. For more detailed information see attached list of
scholarship holders.

4 Beginning on 8" July 1773 these accounts were publicly read
before the academy council, which then stipulated new rules.
5 see : Konmakos, C. H. Cnucox pyccrkux Xyooduchnuxos «
FOobuneiinomy cnpasounuxy Hmunepamopckoti Axademuu
xyooxcecme. Mocksa 2002, p. 588

16 Approximately two thirds of the returning scholars were ap-
pointed professors at the academy

17 The painter Pyotr Grinyov died in Paris as a result of austere
conditions in 1768. See also the Memoirs of Fedor 1. Jordan:
3anucxku pexmopa u npogeccopa Axademuu Xxyoodxrcecms
@eoopa HUsanosuua Hopoana.Mocksa 1918

18 Golitsyn made himself a dilettante in art theory: Sur les arts,
d’ou viennent-Is, pourquoi ils sont tombés dans la décadence
et par quel moyen il faudrait les développer in Archives cen-
trales de St. Petersburg, dep. 305, index I, file 2.

¥ Napoleon abdicated on 6 April 1814 in favour of his son.
The Allies, however, demanded unconditional surrender and
Napoleon abdicated again, unconditionally, on 11 April. In the
Treaty of Fontainebleau the victors exiled the French mass-
murderer Napoleon to the island of Elba. On 1* April 1814
Alexander I announced to the Parisian population, that he was
to respect the integrity of France and that there would be no
plundering.

20 Rostopchine, Fyodor Vasilyevich Count, (1763-1826) major
general of the city of Moscow in 1814, Rostopchine assisted
Alexander I at the Viennese Congress, after 1817 he lived for
some years in Paris, but he died in Moscow.

2l Grandson of Louis de Ségur, former French ambassador in
St. Petersburg

22 In total, French losses in the campaign were 570,000 with
approximately 400,000 Russian casualties and several hundred
thousand civilian deaths.

23 Pavlioutchenko, Eleonora, Les Fils de Voltaire en Russie, les
Décembristes et la France, Paris 1988, p. 109

2 ibid. p.115

% Cadot, Michel, La Russie dans la vie intellectuelle frangaise
(1839-1856), Paris 1967, p. 53

26 Joseph de Maistre (1753-1821) was a French-speaking Savo-
yard lawyer, diplomat, writer, and philosopher. De Maistre ar-
gued for the restoration of hereditary monarchy, which he
regarded as a divinely sanctioned institution, and for the
supreme authority of the Pope in both religious and political
matters. In 1803 he was appointed as the King of Sardinia’s
diplomatic envoy to the Russian Tsar’s court in St. Petersburg.
¥ Victor de Balabine was the secretary of the Russian embassy
in Paris from 1842 to 1852.

28 Balabine Victor de, Paris de 1842 a 1852. La cour, la so-
ciete, les moeurs. Journal de Victor de Balabine, secrétaire de
I’ambassade de Russie, Paris, 1914, p. 102

2 Gretch, Nicolai, Lettre, in: Milchina, Vera A., Les Russes dé-
couvrent la France, Paris 1990, p. 177

30 ibid., p. 183

31ibid., p. 161

32 Turgeneyv, op. cit., p. 347

33 Montclos, Brigitte de, Les Russes a Paris au XIX siécle,
1814-1896, Les Musées de la ville de Paris, Paris 1996, p. 55
3 Prosper Mérimée (1803-1870) was influenced by the histor-
ical fiction popularised by Sir Walter Scott and psychological
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MOJIOJBIX PYCCKUX KMBOMUCIEB, 12 n3 HUX - B [lapmxk (cM.
CIIMCOK PYCCKUX XyIOXKHHKOB B [Tapmxe).

4 Haunuast ¢ 8 mromst 1773 1. 9TH OTYETHI 3a4UTHIBAIIICH
Cosety AkaieMIH, KOTOPBIN ITOCTIE 3TOTO JaBaJl IEHCHOHEpaM
HOBBIE 3a/IaHH.

5 KoumakoB, C. H. Cnucox pycckux xyooxcnuxoe K
FObuneiinomy cnpasounuxy Hmnepamopckoi Axademuu
xyooxcecms. Mocksa 2002, c. 588.

16 OkoJ10 IBYX TpeTeil CTHUICHIUATOB CTAHOBUIIICH BIIOCIIC/-
CTBHH TIpodeccopaMu AKaIeMUH.

17 Tak, ITerp ['prneB ckorvasicst ot jwitienwii B 1768 romy B [aprxe.
Cwm. Taroke 3anucku pekmopa u npogeccopa Axademuu Xy0odcecms
Deoopa Heanosuua Hopoana. Mocksa 1918.

18 Cam /1. A. ToImisIH SIBIISIICS aBTOPOM Tpyaa Sur les arts, d ou vi-
ennent-ils, pourquoi ils sont tombés dans la décadence et par quel
moyen il faudrait les développer (PTUA, ¢. 305, on. 1, 1. 2)
9 6 anpens 1814 1. cocrosmocs orpeueHue Harmomeona B
monk3y chiHa. [loGeauBImas cTOpoHa moTpebdoBaa, OJHAKO,
oTpedeHus 0e3 BCAKUX yCJIOBHUI, M HaroneoH BEIHYXIeH ObLT
BTOPHYHO OTpedbcs 11 amperns, mocie 9ero B COOTBETCTBHUH C
noroBopoM B @onTenb0 Hamoneon 6511 cocan Ha 0. D1s0a.
Eme 1 anpens 1814 . Anexcanap I BeicTynmn ¢ obpamerneM
K TaprXKaHaM, B KOTOPOM OOeIIajl yBaXkaTb LEJIOCTHOCTh U
HENPUKUCHOBEHHOCTh ()PAHIy3CKOTO TOCYAapcTBa, YTO
[IPEIOTBPATHIIO CTOJIKHOBEHHSI MKy HaceieHueM llaprka
U PYCCKHUMH BOMCKaMH.

20 Pocromunu ®enop Bacumpenu (1763-1826), rtpad,
pycckuii  reHepan, IiaBHOKomMaHAyromMM — MOCKBBIL.
Poctomuun 6511 B 1814 1. B cBuTe Anekcanapa | Ha Berackom
koHrpecce, mocetun B 1817 1. Kapncbam, »xmm 3arem
Heckoubko JieT B [Tapuxe u ymep B Mockse.

2 Baykom Jlyn me Certopa, (hpaHITy3cKOTO MOCTAHHUKA TTPH
nBope Exarepunsr I1.

2 Tlotepu (BpaHITy3CKO apMUH B PE3yIIbTATe PYCCKOTO TIOXO0/IA
Hanoneona cocrasmnu 570 Teicsd uenoBek. Pycckas cropona
motepsia okono 400 commatr u odurepos. JKepTBel cpenn
MHUPHOTO HacesieHHs PoccHu cocTaBHIM HECKOJBKO COTEH
TBICSY YEJIOBEK.

2 Pavlioutchenko, Eleonora, Les Fils de Voltaire en Russie,
des Décembristes et la France, Paris 1988, p. 109.

2 Ibid., p. 115.

2 Cadot, Michel, La Russie dans la vie intellectuelle frangaise
(1839-1856), Paris 1967, p. 53.

263Kozed me Mectp (1753-1821)0bLT FOPUCTOM, THILIOMATOM,
nucateneM U ¢uinocopom n3 Casoitm. B mepmon mocie
Peomrormn 1789 T. OH BBICTYIIAX 3a pECTaBpAIUIO
a0COITIOTHON MOHAPXUH, KOTOPYIO OH CYUTAT 00KECTBEHHBIM
YCTaHOBIICHHEM, U 32 BBICIINIT aBTOPUTET PHMCKOTO Marbl Kak
B PEJICTHO3HBIX, TaK M B MOJMTHYECKHX Bompocax. Korma
PEeBOIONMOHHEBIE BoWicka Bommik B 1792 r. B Caoifro, ne
Mecrtp 6exan B IlIBefiniapuro, re HaYad PeryaspHO MOCeIaTh
caion Xepmenst ne Cramp. B 1803 1. oH Opu1 Ha3HaueH
mociiom koposrst Capauann B [letepOypre.

27 Bukrop bamabun G6eur ¢ 1842 mo 1852 1. cekperapem
pyccKoro moconscTsa B [laprke.

28 Balabine Victor de, Paris de 1842 a 1852. La cour, la société,
les moeurs. Journal de Victor de Balabine, secrétaire de l'am-
bassade de Russie, Paris, 1914, p.102.

2 ur. no: Milchina Vera A. Les Russes découvrent la France:
au XVIlle et au XIX siécle, Paris 1990. C. 177.
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drama of Alexander Pushkin. Many of his stories are mysteries
set in foreign places, Spain and Russia amongst his popular
sources of inspiration.

35 Astolphe-Louis-Léonor marquis de Custine (1790 — 1857)
visited Russia in 1839 and published his travel writings enti-
tled La Russie en 1839 in which he also documented the social
fabric, economy, and way of life during the reign of Nicholas 1.
Custine mocked Russia for its veneer of Europe hiding an Asi-
atic soul. Custine criticized St. Petersburg for being the cre-
ation of one man, and not the result of spontaneous historical
forces. Custine, however, loved Moscow architecture, and said
Russia would be a great power if its capital were ever moved
back to the older city. His book went through six printings and
was widely read in France, but banned in Russia.

3¢ To escape his creditors Alexandre Dumas the Elder (1802 — 1870)
fled to Russia where his writings were enormously popular.

37 The collected travel-reports were published in one book in 1864.
38 Pierre Jules Théophile Gautier (1811 — 1872) began writing
poetry as early as 1826 but most of his life was spent contribut-
ing to various journals, largely for La Presse and Le Moniteur,
which provided him with the opportunity of foreign travel.
Gautier’s Voyage en Russie is considered the best travel account
of the nineteenth century, often written in a more personal style,
it opens a window onto Gautier’s own tastes in art and culture.
3 Compare: Gautier, Th., Voyage en Russie, Paris 1867, pp.
284 — 291 Here Gautier presented a group of painters from St.
Petersburg known as “The Friday Society”” so named for their
weekly meetings held on that day of the week.

40see: Mantz, P., Les beaux-arts a I’ Exposition universelle. IV.
Russie in: Gazette des Beaux-Arts, Paris 1867, 135° livraison,
neuvieme année, vol. XXIII, p. 25 ; Bergerat, E., Exposition
universelle. Beaux Arts. L’Ecole russe — Les Vendrediens in:
Journal officiel de la République francaise,dixiéme année, 1
décembre 1878, n° 344, pp. 12109 — 12110

4 Turgenev had corrected the manuscript and organized a
meeting between the Russian ambassador Nicolai Orlov and
Jules Verne and his editor Jules Hetzel.

42 Staged at the thédtre du Chdtelet it was played more than
2,000 times up to 1940.

4 Orest Kiprensky (1782-1836), studied with Frangois Doyen in
Saint-Petersburg to become the first Russian romantic portrait painter.
4 Under the reign of Nicholas I only a few scholarship-holders
were allowed to visit Paris: Ivan K. Aivazovsky (1842), Evgraf
S. Sorokin (between 1850-1859), Alexei F. Chernyshev
(1853), Lew F. Lagorio (1853), Fyodor A. Bronnikov (between
1854-1860) arrived as students, Fyodor P. Tolstoi (1845-1846)
came in his function as teaching professor of the academy.
Orest I. Timoshevsky stayed in 1853 with a government schol-
arship. The residing of Alexander A. Kotzebue (1847), and Fy-
odor P. Chumakov (from 1853) were self-financed. The
Tsarina paid for Sokrat M. Vorobiev’s journey (1847-1849).
Wilhelm (Vasily Fedorovitch) Timm (1844—1846) followed an
invitation by H. Vernet. Ivan K. Makarov (1846) accompanied
the Great-Duchess Maria Nikolayevna in his function as art-
teacher to her children. Fyodor I. Bruni arrived in 1852 to buy
paintings for the Hermitage.

4 Thomas Couture (1815 — 1879) began exhibiting historical and
genre pictures at the Paris Salon in 1840, earning several medals
for his works, in particular for his 1847 masterpiece, “Romans
in the Decadence of the Empire.” Shortly after this success, Cou-
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30 Ibid., p. 183.

3 bid.,.p. 161.

32 Typrenes U. C. Ykas. cou. C. 347.

33 Cm.: Montclos, Brigitte de, Les Russes a Paris au XIX siécle,
1814 — 1896, Les Musées de la ville de Paris, Paris 1996, p. 55.
3 Ha ¢opmuposanue IIpocmepa Mepume (1803-1870)
OKa3aJli BIMsSHHE UCTOpUYeCKHe poMaHbl Bansrepa CkorTa 1
ncuxonorndeckne napamel A. C. Ilymxwuna. Cpenm ero
NPOM3BEACHUA  HEMaJo  PacCKa3oB  MHCTHYECKOTO
COZlepXKaHUs, JAEHCTBHE KOTOPBIX IPOUCXOOUT B IPYIHX
cTpaHax, Hepenko B Mcnanuu u Poccun.

3 Mapxkus Acronsd-JIyu-Jleonop me Kroctun (1790 — 1857)
mocetwi1 Poccuto B 1839 1. 1 omyGiiKoBasr CBOH BITCUATICHHUS
OT HUKOJIaeBCKO# Poccum mox HaszsanueM La Russie en 1839
[Poccus 6 1839 200y]. [1lo muennto KioctrHa, 32 pocCHICKAM
NIPEKJIOHEHUEM IIepe]] BCEM €BPOIICHCKUM CKPBIBACTCS YHCTO
aszmarckas gyma. Emy e monpasuics [lerepOypr, B KOTOpoM
OH yCMaTpHBaJ TBOPEHHE 4YEJOBEKa, HO HE pe3yJbTaT
€CTeCTBEHHOTO HCTOPHYECKOTo pa3BuTHs. C Ipyroi CTOPOHHI,
ero IPHBJICKIJIa MOCKOBCKas apXUTEKTypa, ¥ OH 3aMETHJI, YTO
Poccust crana 651 MOTYYUM TOCYApCTBOM, €CIIH OBl CTOJIHILY
orATh mepeHecnu B Mocksy. 3anperienHas B Poccun kamra
Kroctuna Beigepxkana Bo @OpaHuuum wecTb HU3AaHUM.
36 Anexcanp Jroma-orerr (1802 — 1870) coBeprni moe3axy
B Poccuto, rae ero pomansl ObUIM Ype3BBIYAIHO MOMYJISAPHBI,
CKPBIBASICH OT KPESIUTOPOB.

37 Brieuatnenus Jroma ot moesnok 1o Poccun ObUIM U31aHEI B
1864 romy oTaensHON KHUTOM.

3 ITsep XKroms Teodunb Totse (1811 — 1872) Hauan cBoio
TUTEPATyPHYIO AEATeIBHOCTh B 1826 I KaKk JUPUK, OJHAKO
BIIOCJIECTBUH Pa0dOTal B OCHOBHOM KaK JXYPHQJIUCT ISt
Pa3INYHBIX NEPUOANYECKUX U3IAHUH, NIaBHBIM 00pa3oM, UL
razer La Presse u Le Moniteur. OTa esITeIbHOCTD JaBajia eMy
BO3MOXXHOCTH MHOTO HyTemiectBoBark. IlyTtemectsue B
Poccuro ['oTbe 4acTo cUMTAIOT JIy4IIMM IPOU3BEACHUEM 3TOIO
JKaHpa, co3gaHHBIM B 19 ctoiernn. OHO HamHCaHO OYEHB
JMYHO W ITO3BOJIET MOHATH BKYC ['0TbE M €ro KyJbTypHO-
XyIIO)KECTBEHHBIE TIPHCTPACTHSI.

39 Tak, ToTbe YIOMSIHYII PUCOBAJIBHBIC BEUEpa IO MSITHULIAM
rreTepOyprcKoii TPYIIIBI XyIOKHUKOB ,,Les Vendrediens* (Gau-
tier, Th., Voyage en Russie, Paris 1867. C. 284 — 291).

40 Cwm., manipumep: Mantz, P. Les beaux-arts a I’Exposition uni-
verselle. IV. Russie in: Gazette des Beaux-Arts, XXIII, 1867, p.
25; Bérgérat, E. Exposition universelle. Beaux-Arts. L’Ecole
russe in: Journal officiel de la République frangaise, 34 (ler
décembre 1878), pp. 12109 — 12110.

4l TypreHeB BHOCHII TIOTIPABKH B 3TY PYKOITHCH i OPTaHU30BAI
Berpeuy JKroinst Bepha u ero nznarens XK. Xeruesns ¢ pycckum
mocnaHHuKoM Tpadom H. A. OpioBeM.

42 Tlpeca, B KOTOpyIO OBLI TepepaboTaH pomad, Oblia
moctasiena B Tearpe Illatne Beinepskana mo 1940 roma 6omee
MPEICTABIEHUM.

# Opect Anamosuy Kunpenckwuii (1782 — 1836), yuenunk .
Hyaiiena B [letepOypre, Bemymuii pycCKuii pOMaHTHK.

4 CM. CITHCOK PYCCKUX XYIOKHHUKOB B [Taprke.

4 Toma KyTiop (1815 — 1879) yuactsosain ¢ 1840 1. B Canone
HUCTOPMYECKMMH M JKQaHPOBBIMH KapTHHAMH, 32 KOTOpBIE
MTOJTyYnJI HECKOJBKO Menaieil. Hambomee BrICOKOE OTIHUNE
mony4mia ero komnosunus 1847 . Pumaane apemen ynaoka.
Hocturnys ycnexa, KyTiop OTKpbLI HE3aBUCUMOE aTeibe 10
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ture opened an independent studio intending to turn out the best
new history painters. In 1867 he challenged the Ecole des
Beaux-Arts with the publication of a book espousing his own
ideas and working methods. Among his pupils were Edouard
Manet, Henri Fantin-Latour, and Pierre Puvis de Chavannes.

46 Baron Théodore Gudin (1802 — 1880) painter of seascapes
47 Louis Gabriel Eugéne Isabey (1804 — 1886) was appointed
court painter (Louis-Philippe I.) of battle scenes and seascapes.
8 Orlov became the President, Bogoliubov chairman and Tur-
genev the secretary of the association. Further goals were the
arrangement of exhibitions and the care and maintenance of
the cultural identity of the Russian community in Paris.
Amongst other founding members were the painters Alexander
Beggrow, Alexei Harlamoff, Paul Joukovsky, Juri Lehmann,
Ivan Pokhitonov, the sculptor Mark Antokolsky, Leopold
Bernstamm and the military attaché¢ Baron Léon Frederiks.
From 1878 the Russian General Consul A. M. Kumani was
President of the organisation. Following Bogoliubov’s death
in 1896 Harlamoff took on the office of chairman.
4 Baron Horace (Gorazi Ossipovitch) Guinzburg (1833 —
1909). His son, a painter, had prematurely died.

5 Liphart, Ernst Friedrich von (1847-1932) was a painter and
etcher from Livonia (the Baltic States). From 1873 to 1886 he
studied in Paris, partly with J. Lefebvre. In 1886 he was ap-
pointed conservator at the Hermitage.

St compare: Liphart, E., Mes souvenirs de Tourguenew (in
French) Department of manuscripts in the Russian National
Library, St. Petersburg, collection Waxel and Yurghenson,
fonds 124 - 2499

52 Bogoliubov enjoyed friendly relations with Tsar Alexander
III, which permitted him to name the newly created museum
after his grand-father Alexander Radishchev (1749 —1802), a
revolutionary Russian humanist who had been exiled. This was
equal to rehabilitating his grand-father’s name.

53 Repin admitted in his Autobiographical Notes that while
studying at the academy he and Polenov knew only “one god
of painting, drawing and even in composition”. Polenov con-
fided to Kramskoi in a letter dated 12 April 1875: the point of
culmination in art... Fortuny, in: I'yrman JI. Ompsiexu u3
nepenucku B. /. Ilonenosa u Y. H. Kpamckoeo in: Hckyccmeo
1, 1936, pp. 85 — 86

4 Boromo6os, A. I1. 3anucku mopsxa-xydosxcnuxa in: Cneyu-
anvHouill Homep (2-3) acyprana «Boneay. Caparos 1996, p. 132
55 ibid., p. 134

56 Kramskoi to P. Tretyakov 16.05.1875 in: Ilepenucka U. H.
Kpamcroeo. U. H. Kpamckou u I1. M. Tpemwvsakos. Mocksa 1953
57 Kramskoi to P. Tretyakov 25th May 1875 in: ibid.

8 Repin an Iseyev 15th Sept. 1873 from Rome; Repin to
Stasov 16th Sept. 1873 from Rome in: Perun, U. E. H36pan-
Hble nucoma 6 08yx momax.1867 — 1930. Mocxksa 1969

3 Penun, U. E. Janexoe bnusxoe. Mocksa 1964

60 Letter to E. N. Svantseva v. 26th Sept. 1891 in: Permun, 1. E.
Hsz0pannsie nucoma 6 08yx momax.1867 — 1930

61 to Stasov 24th April 1875 from Paris in: ibid.

62 see note no. 30 with Olga Sugrobova-Roth in this book.

8 Fortuny (1838 — 1874), Museu Nacional d’Art de Catalunya,
Barcelona (17 October 2003 — 18 January 2004) edited by Merce Do-
nate, Christina Mendoza, Francesc M. Quiles i Corella, p. 467

6 compare: Michael Fried, Manet s Modernism or, The Face of
Painting in the 1860s, Chicago-London 1996, pp. 233-235
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MTOJITOTOBKE MCTOpUYIECKUX kuBomucieB. B 1867 1. Kytrop
OIyOJINKOBAJI KHHUTY, OCBEIIABIIYI0 €r0 HJIEH U METOIbI
TIPernoiaBaHys, ¥ BCTYIIHII TAKUM 00pa3oM B COPEBHOBAHHE CO
[Txo:moit M3AmHBIX HCKyccTB. Ero yuennkamu 0si1m 3. Mamne,
A. @anren-Jlaryp u I1. ITroBu ne laBanH.

46 Bapon Teomop I'ymen (1802 — 1880), MapHHHUCT.

47 JIym Tabpwane Dxen Mzabe (1804 — 1886), Garamuct u
MacTep MOPCKHX Iei3axeil, NpUABOPHBIN Xya0KHUK Jlyun-
Oumnma.

48 OprnoB cran npesuaeHTOM, boromo6oB mpencenarenem, a
Typrenes cekperapem O6mectBa. K unciy 3agaa O6mecTBa
OTHOCHJIOCH YCTPONCTBO BBICTABOK, a B LIEJIOM — ITOJIEPKKA 1
COXpaHEHHUE KYJIBTYPHOTO HIEHTUTETA PYCCKOH OOIIMHBI B
[Mapmxe. Cpenu uwineHoB-ocHoBareneil OOmiecTBa ObUTH
xuBormciiel A. K. Berrpos, Xapmamos, 1. B. XXykoBckuid,
I0.10. Jleman, W. II. IToxuTtoHOB, CKymbmTOpel M. M.
AmnToxonbckuif, JI.-b. A. bBepHmTam u BOeHHBIH aTTame
6apon JleB @penepukc. B 1878 Opnosa Ha mocTy mpe3naeHTa
cMeHWI reHepainbHblid koHcya A. M. Kymanu. [locine cmeptu
Boromo6oBa B 1896 rTOomy 0O0s3aHHOCTH TIpeacemaTens
OObmrecTBa cTai UCIIOMHATh XapiaamoB. [lepconanim dieHOB
ObmrecTBa, a TakXKe ero pUHACHPOBAHUE KPYITHBIM OAaHKHPOM
1 U3 PYCCKOH TOCYZapCTBEHHOHM Ka3HbI CBHJIETEIbCTBOBAIN
00 WCKIIOYHTENBHO KYyJABTYPHOH, a HE MOIUTHIECKOI
nesrensaoctr OO0IecTna.

4 Bapon Opac (Toparmit Ocunosiy) [uanGypr (1833 — 1909).
Ero pano ymepmmmnii CbIH OBIT XyJO)KHUKOM.

30 JTurrapt, DpHer Opuapux dou (1847 — 1932), sxusoricer
u rpasep, Beixonen u3 Jlupmaaauu. C 1873 mo 1886 r. on
Haxomwics B [lapmwke, tne mocemtan arense K. Jlepespa. B
1886 1. JIumrapt OBUT Ha3HAUEH XpaHuTeneM mmepaTopckoro
OpMuTaxa.

S Cwm.: Liphart, E., Mes souvenirs de Tourgueneff (na ¢pamnit.
s13.). OP PHB, Cankr-lIlerepbypr. ®onng Bakcens u
IOprencona. Om. 124. En. xp. 2499.

32 Jlpyxeckue oTHOmeHUsT boromobosa ¢ Anekcanapom 111
Jlalli €My BO3MOXKHOCTH Ha3BaTh My3€d B 4eCTh €ro Jefa,
MEPEeHECIIero  CHOMPCKYI0  CCBUIKY  TyMaHHCTa U
peBomonnonepa Anekcanapa Pagmmesa (1749 — 1802). Oto
03HAYAJIO TAKKE U peadMINTAINIO UMEHH Jeia.

>3 Penuu mucan B Janexom Oau3Kom, 9TO IUISL HETO W IS
IlonenoBa kak cTyaeHTOB AKaaeMHM XynoxkecTB PopTyHH
OBbUT OOTOM JKHMBOIIMCH, PUCYHKa W Jake KOMIIO3WIHH. B
muceme 1. H. Kpamckomy 12 anpens 1875 r. [Toieno mumet
0 @opTyHH KaK O KyIbMHUHAINH UCKyccTBa (cM.: ['yrman JI.
«OtpeBku u3 mnepenucku B. JI. I[lomenoBa m M. H.
Kpamcrkoroy». — Uckycerso, 1, 1936. C. 85 — 86.

3% Boromo6os, A. Il. «3amucku MOpsKa-XymTOoXKHHUKa». -
Crennanpabiii HOMep (2-3) xypuana «Bomray. Caparos,
1996. C. 132.

> Tam xe. C. 134.

¢ 1. H. Kpamckoii — IT. M. TpetssikoBy 16 mast 1875 . (Cwm.:
Ilepenucka U. H. Kpamckoro. Y. H. Kpamckoit u II. M.
TpetpsxoB. M., 1953. C. 118).

ST . H. Kpamckoii — I1. M. TpetssikoBy 25 Mast 1875 . (Tam
xe. C. 119).

3 Y. E. Pertun — I1. ®. Uceey 15 centsopst 1873 1. u3 Puma;
W. E. Penmu — B. B. CracoBy 16 cents6ps 1873 r. u3 Puma
(cm.: Penmn, U. E. N36pannbie mrckMa B IBYyX ToMax.1867 —
1930. T. 1. M., 1969. C. 77 u 80).
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65 Charles-Pierre Baudelaire, L’Oeuvre et la vie d’Eugéne
Delacroix, in: C. Pichois and C. Brunet (Editors.), Charles
Baudelaire. Critique d’art suivi de Critique musicale, Paris 1992, p.
413

% H. Korner, Der imagindre Fremde als Bildbetrachter. Zur
Krise der Bildbeschreibung im franzésischen 19. Jahrhundert,
in: G. Boehm and. H. Pfotenhauer (eds), Beschreibungskunst
- Kunstbeschreibung. Ekphrasis von der Antike bis zur Gegen-
wart, Munich 1995, pp. 397 - 424

87 see: Sh. Flescher, Zacharie Astruc, Critic, Artist and Japon-
iste (1833-1907), NewYork — London, 1978 (Diss. Columbia
University 1977) p. 219

88 see also Astruc’s treatise on The Art of Frans Hals in: Tré-
sors d’art de Paris. Exposition rétrospéctive, I1: Portraits, in:
L’Etendard (23 July 1866), p. 1. A radical conclusion from the
analogy between brushstroke and facial features is drawn by
Baudelaire. The open brushstroke of the colourist can some-
times render a more striking expression of the model than the
descriptive line of the drawer: » ... il arrive aussi qu’un modéle
est plus clairement exprimé par le pinceau abondant et facile
d’un coloriste que par le crayon d’un dessinateur.« Ch. Baude-
laire, Salon de 1846, in: Pichois-Brunet 1992, p. 124

8 compare: Pichois-Brunet 1992, p. 124; the art dealer »Pére«
Martin in a letter dated 6" October 1868 on Monet’s Portrait of
Madame Marguerite Gaudibert, quoted according to D.
Wildenstein: Claude Monet. Biographie et catalogue raisonné,
Vol. 1, Lausanne-Paris 1974, p. 445, no. 22.

0 A famous poetic condensation of this perception is offered by
Baudelaire in »A une passante« from »Fleurs du mal«; see
Walter Benjamin, Charles Baudelaire. Ein Lyriker im Zeitalter
des Hochkapitalismus, in: R. Tiedemann u. H. Schweppenhau-
ser (eds.), Gesammelte Schriften, Bd. 1/2, Frankfurt/M. 1991,
pp- 509-690
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3 Penun, U. E. Janekoe 6nuskoe. M., 1964. C. 323.

®U. E. Perun - E. H. 3BanmeBoii 26 cerrsiopst 1891 1. (Penum.
W36pannse muceMma. T. 1. C. 389).

S Y. E. Peruu — B. B. CracoBy 24 anpenst 1875 1. U3 [Mapmke
(Tam xe. C. C. 151).

62 Cm. ipum. 30 B cratbe O. Cyrpo6oBoii-PoT B HacTosiiiem
W3IaHUH.

8 Fortuny (1838 — 1874), Museu Nacional d’Art de Catalunya,
Barcelona (17 October 2003 — 18 January 2004) edited by
Mercé Donate, Christina Mendoza, Francesco M. Quiles i
Corella, p. 467.

% Cwm.: Michael Fried, Manet's Modernism, or The Face of
Painting in the 1860s, Chicago-London 1996, p. 233-235.

% Charles-Pierre Baudelaire, L’Oeuvre et la vie d'Eugéne
Delacroix B m3a.: C. Pichois et C. Brunet (coct.), Charles
Baudelaire. Critique d'art suivi de Critique musicale, Paris
1992, p. 413.

% H. Korner, Der imagindre Fremde als Bildbetrachter. Zur
Krise der Bildbeschreibung im franzésischen 19. Jahrhundert,
in: G. Boehm and. H. Pfotenhauer (coct.), Beschreibungskunst
- Kunstbeschreibung. Ekphrasis von der Antike bis zur Gegen-
wart, Minchen 1995, S. 397 — 424.

7 Cwm.: Sh. Flescher, Zacharie Astruc, Critic, Artist and Japon-
iste (1833-1907), NewYork — London, 1978 (Diss. Columbia
University 1977), p. 219.

% Cwm. paccyxaenns Actproka 00 uckyccrse ®. Xainca B Tré-
sors d'art de Paris. Exposition rétrospéctive, II: Portraits,
omybimkoBaHHEBIE B Tazere L 'Etendard (23 July 1866, p. 1).
Boree paaukanbHbIi BEIBOJ U3 aHAJIOTHH MEXKY JABIKSHUAMHI
KHCTH M 4epTamu Juia aenaet bomrep. C ero Touku 3peHus,
OTKPBITHI Ma30K KOJIOPHUCTA IepenaeT MOJeb Jydlle, 4eM
onucareibHas JUHUS pUcyHKa: ... ITpocToll u HezarelnuBoil
KHCTBIO KOJIOPHCTA MOJIEIIb ITOKA3BIBACTCS SICHEE,YEM MEJIKOM
pucoBanpuka ( Ch. Baudelaire, Salon de 1846 B w3n.: Pi-
chois-Brunet, p. 124).

% Cwm.: BbIcKas3bIBaHWe MaplllaHa «mamamm»y MapTeHa o
noptpete Mapraputsl [onnbep padoter K. Mone B ceme 6
okTsA0ps 1868 1. rut. mo m3a.: Pichois-Brunet, p. 124.

9 3ro BompusHKE BeIpakeHo bommepoM B crtuxorBopeHnn K
TIPOXOJKEH, ITOMEIIeHHOM B cOopHUKe [[gemsi 31a. Cm.: Walter
Benjamin, Charles Baudelaire. Ein Lyriker im Zeitalter des
Hochkapitalismus, in: R. Tiedemann u. H. Schweppenhauser
(Hrsg.), Gesammelte Schriften, Bd. 1/2, Frankfurt/M. 1991, S.
509-690.
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