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Akl Pocciuida:

Karepuna KapaoHa
3aBeayioLasn oTAeNoM
KyNbTYPHbIX CBA3eli ranepeu

Ckyaepvie aenb Kynpunane

Caterina Cardona
Head of Cultural Activities

of Scuderie del Quirinale

CKBO3b B€KA

Or xoT1To o ManeBuua
B3anMHoOe BocxulleHue

B eanepee Ckydepue Oenb KyupuHane (Scuderie del Quirinale) 8
Pume omkpbinack nepsas yacms 6oabwoli 3xkcnozuyuu «Om [xommo
0o Manesuya». 3ma sbicmaska (c 7 pespans 2005 200a oHa nepe-
mecmumcs 8 Mocksy, 8 Myseli u306pa3umesibHbIX UCKYCCMB UM.
A.C.lMywKuHa), opeaHu3osaHHaa npu noddepxke MuHucmepcms
Ky/nbmypbl U 8HympeHHux 0enMimanuu u Poccuu, sgunacs pesynbna-
MoM compyOHUYeCcmBa 21aBHbIX My3ees8 06eux CmpaH.

The “Scuderie del Quirinale” in Rome is presenting the first half of a
major exhibition “From Giotto to Malevich - Mutual Admiration” that is
a highlight of a joint programme “Russia and Italy: A Relationship over
the Centuries”. The show, which from February 7 will be on display in
Moscow at the Pushkin State Museum of Fine Arts, has been organised
by major museums in both countries, with support from the Ministries
of Culture and Internal Affairs of both Italy and Russia.

From Giotto to Malevich -

“Mutual Admiration”

he exhibition is devoted fo the art
I of Italy - a country that once con-
sisted of separate city-states that
would later become united as one nation -
as well as to that of the cities of Novgorod
“the Great”, Moscow and Rostov “the
Great”, whose religious art had a common
background and enduring strong influ-
ence from Byzantium. The paths of the
two countries' cultural development
seems, at first glance, very different; nev- lanepes
ertheless, at a cerfain point, they appear Cryaepue aene Kyupunane
very closely connected, regardless of dif- Scuderie del Quirinale
ferences which the exhibition itself makes
clear. A comparison of art, in the way that
it defines and identifies a nation, makes it ¢ 3xcnosuumsn sbicrasku
possible fo compare and contrast two 8 ranepee Ckyaepvie
such cultures closely: the exhibition gives Aenb Kyvpurane
a clear picture of two periods when the  ( E,hibition Hall
cultures of Italy and Russia were simulta- Scuderie del Quirinale
neously both very close and distant.
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cKkyccTBo Wtanuu, pasgeneH-
HOI Ha KOMMYHbI 1 OTAeNbHbIe
rocysapctea M NOTOM BHOBb
06beanHuBLLeiics. MickycetBo HoBropo-
na, PoctoBa n MockBbl - oT 3noxu ¢eo-
AanbHoOW pa3fpobneHHOCTU A0 BpeMeH
GecKpaiiHeil uMnepun ¢ mx obWwMM Mo
MPOUCXOXKAEHUIO PENUTNO3HBIM UCKYC-
CTBOM, Ha KOTOpOE A0/roe BpeMs OKasbl-
Bana csoe BnuAHWe BusanTua. Mytu
pasBUTUA KyNbTyp ABYX CTpaH, Ha nep-
BbIVi B3MAA O4YeHb pasHble, NpeAcTaBns-
l0TCA B ONpeAeseHHbIt MOMEHT Ype3Bbl-
yaiiHo G6AM3KMMK, HECMOTpPA Ha Te pas-
NNYNA, KOTOpble Takke MOKasaHbl Ha
BbicTaBKe. Hawnyywum cnocobom ans
CpaBHEHUSA ABYX KyNbTyp ABAAETCA NyTb
MpU3HaHWA PONM UCKycCTBa Kak nep-
BelLlero n HeoTbemneMoro GaxkTopa Ha-
UMOHanbHOW upaeHTUdUKauumn. Taknm
06pa3oM, 3KCMNO3ULMA MOCTPOEHa TaK,
4TO6bI ACHO BOCMPUHMMANNCh KaK nepu-
0Abl CONVXKEHUSA, TaK U OTAANEHUA UTa-
NbSHCKOIO 1 PyCCKOro MCKYCCTBA.
WtanbaHckoe npucytcreue B Poc-
CUU VIMeeT MHOTOBEKOBbIe KOPHU. YKe B
KoHue XV Beka B MocKBy cTanu npues-
XaTb WUTaNbAHCKME MacTepa, KOTOPbIX
npurnawanu AnA y4actva B CTpouTeNb-
ctBe Kpemnsa. Cpean Hux vawe Bcero
YNOMUHAETCA 3HAMEeHUTbIN BONOHCKUIA
apxutektop Apuctotens ®uopoBaHTy,
KoTopbii B 1475 rogy npubbiBaet B
MockBy AnAa BO3BefeHMA YcneHCKoro
cobopa. ToT e PuopoBaHTU ABNAeTCA
apXWTEKTOPOM CTONb MPWBbLIYHOIO AN1A
Halero KynbTypHoro navawadra Asop-
ua Mopecta B bonoHbe. OaHako ¢ npons-
BeleHUAMN UTaIbAHCKMX XMUBOMUCLEB
W CKYNbMTOPOB pyccKue Nioamn 6binv ab-
CONMIOTHO He3HaKOMbl, «BnpoyeM, B 06-
LleM KOHTEKCTe PYCCKON KynbTypbl, ANs
HUX U He OblNO MecTa: HoBble (oOpMbI
CBETCKOIO MCKYCCTBA He MOMIM BKIIIO-
YNTbCA B HEe, U PeIMTMO3HOE NCKYCCTBO
n3-3a KOH(ecCcMOoHaNbHbIX pasnnyuni
pa3BMBanoCb pasNYHbIMU NYTAMUY,
Kak nuwet BukTtopna MapkoBa B KaTa-
nore BbICTaBKMW.

[lyqyo an byoHuHceHbA
(0k.1255-1318/19)
MadoHHa ¢ MnadeHuem
U wecmsto aHzenamu
1300-1305

30070, TeMNepa, Aocka

Mepyaxa, HauvoHansHas ranepes YmGpun

Duccio di Buoninsegna
(Siena ¢.1255-1318/19)
The Virgin with Child and Six
Angels, 1300-1305

Gold, tempera on wood
Perugia, National Gallery,Umbria

KypuneHuuya

Konew XII B.
cepebpo, YacTuyHoe
30/104€HUe, YeKaHKa,
pe3bba

BeHeuws, Mpokypatopusa

Can-Mapko

Censer

End of the 12th century
Silver, partial gilding,
chasing, carving

Venice, Procuratoria

of San Marco

The history of Italian presence in
Russia goes back many centuries. At the
end of the 15th century Italian masters
were already working in Moscow on the
construction of the Kremlin. The name of
the noted Italian architect Aristotle Fiora-
vanti from Bologna is the most frequent-
ly mentioned: he was invited fo work in
Russia and arrived in Moscow in 1475,
where he was commissioned fo build the
Cathedral of the Dormition, the main
church of Russia. Fioravanti was also the
architect of the Podesta Palace in
Bologna, one very typical of Italy's cultur-
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al landscape. But the works of Italian
painters and sculptors were completely
unknown in Russia, though as Viktoria
Markova writes in the exhibition catal-
ogue: “..there was no place for their
works in the general context of Russian
culture: neither new forms of secular art
could become a part of it, nor religious
art, due to developments along distinct
lines resulting from confessional differ-
ences.”

But the differences were by no
means so enormous or improbable, and
the exhibition at the “Scuderie del Quiri-
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[a, Nyt nx 6binv cOBepLUEHHO pa3-
HbIMU, N KaXXeTCA HEeBEPOATHBIM TO, YTO
MOXHO 0XBaTUTb OJHOBPEMEHHO fBe Ta-
Kue Aanekue Apyr oT apyra, «Hecoobuia-
loLMeca» BCeNeHHble Ha MPOTUBOMONOXK-
Hbix cTeHax Ckyapve penb KympuHane.
Ha opHoi - UTtanua: ot yenoBeyHocTn 1
conepexuBaHua yyxon 6onun [xotto u
Aanee Yepes BeKa B MOCTOAHHOM MOUCKe
npaBAonoAo6UA KMBONWCKU, B TOM, YTO
ynaBAunBaeT B3rnAj, NpoXoAsA Yepes noct-
pOeHue MpOCTPaHCTBEHHON MepCrneKTu-
Bbl, 06beMHOCTb Guryp, pasHoobpasue
PaKypcoB M pacTyliee CTpeMSieHUe K ui-
no3opHocTu. BosBpalueHnne Kk npupoge,
BO3BpaLleHNe K aHTUYHOCTM: 3TU ABe Te-
Mbl C MOMEHTa BO3HWKHOBEHWSA UTaNbAH-
CKOW XMBOMUCW NpeBpaTUAUCL B Aalb-
HelllleM B rMaBEeHCTBYIOLWME U Bbi3blBa-
l0T BOCXuLieHne no ceit aeHb. Koraa Bu-
AVLWb PacnofioXeHHble Ha OAHON U Ton
e CTeHe MMeHa 1 TBOpPeHWs, KoTopble B
yyebHMKax Mo UCTOPMU UCKYCCTB U3 Mo~
KONeHVA B MOKONEHWe nepejaroTca B
yucne cambiX UHTEPECHbIX, CIOXKHbIX 1
YTOHYEHHbIX AENCTBYIOLWMX NUL, B UCTO-
pUK YenoBeyecTBa, 3TO BOSIHYET U NOTPA-
caet: xxoTTo, [loHaTtenno, bpyHenneckn,
MaHTeHbA, Jleonapapo, bottuuennn, ben-
nuHn, IxopaxoHe, Tuuma... Ha apyron
- Mbl BUAUM pacLBeT X1BOMWCK, NOHOW
MHOFO3HaYHOCTW, HeOObIKHOBEHHOW W
AaneKkow, Kak 3Be3jbl, MkoHonucu. «MKo-
Ha - 3T0 Bepa B UCTVHY», — AaeT pasbAc-
HAalowWwee onpegenernve Hatanba Wepege-
ra B OAHOM 13 CBOMX 3CCe.

Ha BbicTaBKe npepcTaBneHbl OC-
HOBHble 3Tanbl pa3BUTWUA [peBHepyc-
CKOW MKOHOMUCU: C Nepuoja, npegluect-
BOBaBLUEr0 MOHI0/0-TaTapcCKOMy Halue-
cTBUI0, A0 KoHua XVII Beka, 3HaMeHUTble
Xyf0’KecTBeHHble LeHTpbl - HoBropog,
MckoB, TBepb 1 PocToB, nereHpapHble
Anppeit Pybnes n JnoHucuir. Mnas teps-
eTCAl B OTTEHKaxX TEMHOW 0Xpbl, B APKO— 1
TEeMHO-3e/IeHOM, B PO30BO-KpacHoM, B
KeNTOM W 30/10TOM MUCbMe CBALLEHHbIX
W apxeTunuyeckux ob6pa3oB Kak oTpa-
XeHWM HebecHOro Mupa, BocnpuHuMae-
MOro Kak nojJjivHHoe n peanbHoe. [o-
npexHeMy 3aMeTHO BAuAHWe BusanTtuu,
npeacTaBsllee 3/eCb BO BCEM CBOEM Be-
nnumn, Busantun mmudumyeckom, cnoBHo
AtnaHtuaa, u obbeauHAOLLEN KaK 00-
LeHapoAHbIN A3bIK KolHe. [oaBnAloTcA
Mbicnun o PaBeHHe, Topuenno, BeHeumaH-
ckoMm cobope CaH-MapKo, 1 He cny4aiiHo

AVIOHUCHI DIONISIY Awgpeii PYBJIEB (ok.1360-1430)»  Andrei RUBLEV (c.1360-1430) » MTanbAHCKMA MacTep ®nopasanTy no-
Pacnsmue Crucifixion 1 Qanuun YEPHbIN and Daniil CHERNY Ka3zan pycckum cobop CaH-Mapko Kak
Mocksa. 1500 Moscow. 1500 bnazoseuwerbe. 1408 Annunciation. 1408 BO3MOXHbIi 0Opasel, XpamoBO# MocT-

Temnepa, fjocKa Egg tempera on wood Temnepa, AocKa Egg tempera on wood
rmr State Tretyakov Gallery rmr State Tretyakov Gallery
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poiiku Kpemna, n oHun cpa3sy npusHanu B
HeM NpaBoC/aBHbI XpaM.

BoT c yero HaunmHaeTca «B3anMMHoOe
BoCxuLieHve». BaanmonuaHua He Obl-
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BaeT 6e3 6AM30CTU KynbTYp, U 3TU Ha-
CTONbKO pasHble UMBUAM3ALUKN Nepe-
nneTalTCs POACTBEHHbIMU KOPHAMMU,
KOTOpble JJaHHasA BbICTaBKa M X04eT No-
Ka3aTb. VIMeHHO ob6wwme MCTOKM U pac-
CTOSIHUE, NOTOM MpoJieriee Mexay HUMK
13-3a pasjeneHns LepKBM Ha cobope
1056 roga, nmokasbiBaeT «TOT 3MOLMO-
HaNbHbI XapaKTep PpyCcCKO-UTaNbsH-
CKMX OTHOLIEHWN... KOTOpble UHOTAA ne-
pexoAuau B BOCXMLLEHWNe, NHOTAA B He-
NpUA3Hb, @ Yalle BCEro BO B3auUMHoe
yauBnexnve. Hu c opHolt u3 espone-
cKkux cTpaH y Poccum He 6bino HacTonb-
KO C/IOXHbIX M 3axBaTblBalOWMX OTHO-
weHnn. Y ronnaHaues, HeMUeB, aHMK-
YaH pyCcCKMe OXOTHO MHOFOMY YYMJIUCH,
OHW MOCTOAHHO BOCXMLWANMCh GpaHLy-
3aMU, HO MeyTasu OHW... MeuYTaau OHU
Bcerga o6 Wrtanuw», Kak Hanucana B
cBoeM 3cce MpnHa [laHnnosa.

MMeHHO npumep HeMueB, ronnaHa-
ueB 1 aHrnunyaH lMNetp Bennkun 3aumcr-
BOBaJl B KayecTBe 0bpa3ua AnsA noapaxa-
HUS: B TOM, YTO KacaeTcs MaHepbl Ofe-
BaTbCA, NpPaBUN NPUABOPHOIO 3TUKETA,
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'Bupgo PEHU
(1575-1642)
AnanaHma u lunnomex
Okono 1615-1620
Macno, xonct

Heanonb, My3eit Kanoanmotte

Guido RENI
(1575-1642)
Atalanta and
Hippomenes
c.1615-20
Qil on canvas

Naples, Capodimonte Museum
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nale” provides a rare chance to consider
these two diverging worlds together.
Thus, on one wall there is a well-chosen
selection of lItalian paintings, starting
with those of the humane and sensitive
Giofto, followed by works depicting the
centuries of never-ending quests for a
new realistic pictorial style in painting,
accompanied as it was by an increasing
mastery of human form, linear and aerial
perspective, varieties of foreshortening,
and culminating with the growing fend-
ency of painting to become more and
more illusionary.

Two major themes, of the return to
nature and to ancient art, that have dom-
inated Italian painting from its earliest
days are a source of inspiration for all
subsequent artists. The range of names
and works that comprise this intriguing,
subtle and amazing exhibition is impress-
ive: Giotto, Donatello, Brunelleschi, Man-
tegna, Leonardo da Vinci, Titian...

On the opposite wall, there is a dis-
play of icons, full of meaning, and “out of
this world” - like some bright, though

distant star. “The icon represents faith in
absolute truth”, Natalia Sheredega
explains in one of her essays.

The exhibition represents the main
stages of the development of ancient
icon painting, spanning the period
before the Tartar-Mongol domination
through to the end of the 17th century,
displaying works from the famous cen-
tres of icon painting, such as Novgorod,
Pskov, Tver and Rostov, as well as the
works of the legendary Andrei Rublev
and Dionysius. The combination of
shades of dark ochre, and bright and
dark greens together with pinkish reds,
and yellow and golden paints is a real
treat for the eye. The sacred archetypal
images reflect an unearthliness of the
spiritual world that is nevertheless per-
ceived as authentic and real. The Byzan-
tine influence is still obvious, impressive
and strong: Byzantium is perceived as a
myth, like the mythical Atlantis, a uniting
factor - a kind of an international lan-
guage - like the Greek “koine”, recalling
Ravenna, Torchello and the Venetian

cathedral of San Marco. It was no acci-
dent that Fioravanti showed the San
Marco cathedral to the Russians as a
possible model for the Kremlin, and they
certainly recognised the form of an
Orthodox church in its design.

That is where the process of “mut-
ual admiration” begins. The exhibition
reminds us that there can be no infer-
action between such different cultures
without a common background. Such
common roots and, later, the separation
of the two cultures after the ecclesiasti-
cal division at the Church Council in
1056, reflects: “the emotional admira-
tion, sometimes towards mutual dislike,
but more often towards mutual amaze-
ment. No other European country could
claim such a complicated and fascinat-
ing relationship with Russia. The Rus-
sians learned much from the Dutch, Ger-
mans and the British; they always
admired the French, but it was Italy of
which they had always dreamed”, Irina
Danilova writes, providing the name for
the Italian version of the exhibition with
this phrase from one of her essays.

Peter the Great chose the Ger-
mans, the Dutch and the British as mod-
els to follow as far as fashion, court eti-
quette, law, art and the collecting of art
was concerned. He preferred Dutch art,
especially the marine paintings which
decorated the first galleries of St.
Petersburg, the Emperor's Palace and
the Hermitage. He was also fond of Ital-
ian painting: it was he who initiated the
love among Russians for Italian Renais-
sance art that would reach its peak dur-
ing the rule of Catherine the Great. But
the first encounter with it took place in
1703, the year when St. Petersburg was
founded “amidst the dark forests and
marsh”.

In the 17th century communic-
ations between Russia and ltaly were
almost non-existent. The sweeping dia-
gonal movement of the Baroque, the
Bernini revolution and the innovative art
of such great artists as Caravaggio, Car-
racci, Pietro da Cortona and Luca Gior-
dano was a contradiction to Russian art,
which strictly quarded its static world
against the “foreign disease”. Neverthe-
less, Italian culture found its way to Rus-
sia through the portrait, a genre that
became an instrument for celebrating
the personal power of the individual;
there were portraits of the Tsar, of the
aristocracy, and of the newly emerging
classes. It was through this particular
phenomenon that “official” Russian cul-
ture came in fouch with the vast range of
forms of Western art.

In the age of the Enlightenment the
“veduta” became fashionable alongside
the portrait. Projected in a “camera obscu-
ra” they combined elements of landscape
with the strict laws of perspective and the
work of the scene painter, rendering stylis-
fic peculiarities of the period, while the
Baroque allegories were “coming out of
fashion”. Bellotto, Canaletto and the Guar-
di brothers were increasingly popular with
the public. The “vedute” by Alekseev would
certainly have been a revelation (for those
who never had the chance to see them in
the crowded halls of the Tretyakov
Gallery), including the panoramic views of
the embankment in St. Petersburg or
Moscow's Cathedral Square.

N.TEBULIKNN
(1735-1822)
TNopmpem IMasna
Jemudosa. 1773
Macno, xonct

rmr

Dmitry LEVITSKY
(1735-1822)
Portrait of Pavel
Demidov. 1773
Qil on canvas
State Tretyakov Gallery
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o6Lero npvHUMNa NPUHATUA 3aKOHOB,
MOHWMaHWA UCKYCCTBA U ero KoieKuuo-
HupoBaHuA. OcobexHo MNetp | ntobun ron-
NaHACKOe WMCKYCCTBO, B YaCTHOCTU MOp-
cKue nensaxu. LleHnn oH Takxe 1 Utanb-
AHCKYI0 XuBonuck. 3aecb GepeT Havano
pyCcCKas CTpacTb K WCKYCCTBY UTasbfiH-
cKoro Bo3poxaeHus, koTopas gocTurHer
cBoero anores npu Ekatepune Il. Ho no-
yeMy BCe 3TO HauyMHaeTcs C OCHOBaHUA
CaHkr-Tetepbypra, BonwebHoro ropoaa,
BO3HECLLEroca «M3 TbMbl JIECOB, U3 TONU
6na™? YT1obbl NUWHMI pa3 BCMOMHUTH
ctxu MywKnHa 0 BO3HUKHOBEHUW TOpo-
2, OCHOBAHHOIO Ha AuMKoM MmecTe: «[1pu-
ponovi 3aech Ham cyxaeHo B EBpony npo-
pyoutb okHO»? 370 6611 1703 rog.
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CeMHapuaTbIii Bek, HaBepHoe, TOT
nepuog, Koraa oTaaneHHocTb Poccum ot
Wtanun 6bina Hanbonbweit. KpaiHas
noABUXHOCTb hopM B 6apOKKo, peBoto-
una bepHuHu, notpAcawme co3HaHNe
HOBaTOPCTBA TaKMX reHMasnbHbIX XYA0XK-
HUKOB, Kak KapaBagxo, Kappauuu, lNbe-
Tpo na KaptoHa u Jlyka xopaaHo, non-
HOCTbIO MPOTMBOMOCTaBEHbI NPOrpamMM-
HO CTAaTMYHOCTU PYCCKOrO WMCKYCCTBA,
KOTOpOe, Kasanoch, Aenano Bce, YToObl
He JaTb NMPOHMKHYTb 3amafHol «3apa-
3e». OfHaKO 4acTMYHO wWTanbAHCKanA
KyNbTypa BCe-TaKuM HayMHaeT npocayu-
BaTbcA B Poccuio yepes xaHp noprpera.
MopTper Tenepb CTaHOBMTCA B MOJHOM
CMbICJIe 3TOrO C/I0Ba MHCTPYMEHTOM AN1A
BOCXBaJsieHUA cobCTBEHHOW BnacTu. bbi-
2N NOPTPEeThbI AN1A Laps, apucToKpaTum
HOBbIX, MOABAAIOIWMXCA KnaccoB obLye-
cTBa. Takoe ABNeHWe cTano cBoeobpas-
HbIM NMPOBOAHWKOM, MO3BONMUBLUNM pycC-
CKOW oduuManbHOW KynbType conpu-
KOCHYTbCS CO BceneHHol ¢opM 3anaj-
Horo uckycctsa. Bot n nepsas 6pelLub.
OpHOBpeMeHHO € XaHpOM nopTpera C

HacTynneHveMm 3noxu lNpocBelieHuns Ha-
YMHAEeT WMPOKO PacrnpocTpaHATLCA Apy-
ras Moja, @ UMEHHO - MOAa Ha BefyThl.
BeayTn3m, co CBOMM CTpPOruMM mojyunHe-
HMEM MPOCTPaHCTBa 3aKOHAM MepcreK-
TUBbI, @ Takxe 6Gnarogapa «onTUYecKon
KaMmepe», onpejenserca KaK CTUib, Bbl-
paxawwmii 0co6eHHOCTU 3MOXK, B TO
BpeMsi KaK Moja Ha GapouHble annero-
pUM OTXOAWT Ha BTopoit nnaH. Cpeau Be-
AYTUCTOB MHOMO XYAOXKHWKOB, BCeraa
nofb3oBaBwWwuMxca ocoboit noboBbio, -
ato v bennotto, n Kananetto, n lBapau...
Ho HacToAwWwmMM OTKpbITUEM AfiA TeX, KTO
HUKOrAa He BUAEN X B MepenoiHeHHbIX
cTporux 3anax TpeTbAKOBCKON ranepeu,
OyayT BeayTbl AneKceeBa, HanpuMep Ha-
6epexxHana CaHkTt-letepbypra unu Co-
6opHasA nnowagb.

370 Obina 3noxa Grand Tour -
«6ONbLWIOro NyTEeWecTBUA» — U nyTewle-
CTBEHHWUKU NPUBO3UAN HA POAUHY K30~
OpakeHUsi TOro, YTO OHWU BUAENM B NO-
e3[Kax, MOJIHbIX CaMbIX pa3HbIX Npu-
KntouyeHuin. BosHuKaeT camblii HacTos-
Wi, Bce Honee NnpouBeTaoLWMin pbIHOK
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Beprapao BEJIIOTTO
(1722-1780)

Buod TypuHa co cmopoHbi
Koponesckozo caoa.
1745

Macno, xonct

Typu, lanepes Cabayaa

Bernardo BELLOTTO
(1722-1780)

View of Turin from the
Royal Garden. 1745
Qil on canvas

Turin, Sabauda Gallery

It was the era of the “Grand Tour”.
Travellers brought back home images of
what they saw on their trips, full of
adventures as they were. A thriving mar-
ket for the works of Italian painters,
sculptors and architects emerged in
Russia, and thus the paths of diplomacy
and art came to be combined, supported
by the patron of science and the arts,
Catherine the Great. Her agents not
only acquired items of ancient art in
quantity, but also contacted painters
and commissioned works directly from
them. In Moscow collectors competed
with one another to acquire paintings
by Italian artists, whose inclusion in a
collection became a matter of pride,
even boasting: both princes and repres-
entatives of the new classes of society
did their best to, literally, cover the walls
of their homes with such excellent coll-
ections of pictures.

Following the Vienna Congress,
new social and culfural perspectives
appeared for both countries; the exhibi-
tion demonstrates how the quality of

works of the painters concerned
answered the demands of the new era. It
is fruitless fo recall the moments of
direct communication between Russia
and Italy, since the major 2003 show
“The Glory of Rome” analysed that chap-
ter in the history of academic art and
cultural exchange of the first half of the
19th century in detail. According to
Matteo Lafranconi, a member of the sci-
entific committee of the exhibition in
Rome, it proved in the most striking way
that: “..The similarities between inde-
pendent cultures are typical of the con-
tinental cultural context as a whole...
The similarities were numerous, starting
with the Romanticism of Jean Henri
Farbe in literature, parallel to that of
Tropinin in painting, and the theatrical
Romanticism of Hayez and Brullov, to
the glitter of the literature in the 'Bie-
dermeier’ style of Tolstoy and De Falco,
and to the lyrical realism of the modern
artists, fo name but a few: Lega, Induno,
Pryanishnikov... Those similar-ities can
be traced in the reserved port-raits of

Giovanni Fattori and Savitsky ending
with the mysterious realm of Symbolic
Expressionism, which heralded the forth-
coming avant-garde revolution.”

Such a close juxtaposition of com-
patible themes and genres produces an
unusual assonance that is obvious in
Russian and Italian cultures throughout
the 19th century. The part of the exhib-
ition which depicts it has been ftitled
“The Age of the Bourgeois: From
Romanticism to Symbolism”, followed by
the part dedicated to the 20th century,
whose history is even more intricate.
The list of names to be found here is
brilliant indeed: Giorgio de Chirico, Vasi-
ly Kandinsky, Amadeo Modigliani, Marc
Chagall and Kasimir Malevich. This
exceptional exhibition manages to
demonstrate to the viewer the subtle
language that captures the very essence
of human feelings, allowing the broad-
est understanding of them, regardless of
circumstance and origin.

®.A.AJIEKCEEB
(1753/1754?7-1824)
Buo HabepexHoli om
TNemponasnosckoi
kpenocmu. 1790
Macno, xonct
Cankr-Metepbypr,
rocynachBeHthﬁ

Pycckuii myzeit

Fedor ALEXEYEV
(1753/17547-1824)
View of the Palace
Embankment from the
Peter and Paul
Fortress. 1790

Qil on canvas

State Russian Museum

Mpou3BefeHNN NTaNbAHCKUX XYAO0XKHU-
KOB, CKYNbNTOPOB W apxmMTeKTopoB. Ta-
KM 06pa3oM, nyTelwecTBEHHUKN U Kon-
NeKLuMoHepbl NOMbITaNNCh COEAUHUTH
nyTv AWNIOMaTMM W pacnpocTpaHeHunA
WCKYCCTBA, NOMb3YyACh MOAAEPKKON Mo-
KpOBUTENIbHMLbI ~ NPOCBETUTENbCTBA
ExkatepuHbl Benvkoir. B orpoMHbIX Ko-
NnYecTBax CKynalTcA npeaMeTbl aH-
TUYHOTO MCKYCCTBA, HO He TonbKo. Ye-
pe3 cBoux foBepeHHbIX nuL EkatepuHa
MbITaeTCA YCTAHOBUTbL OTHOLIEHUA C ca-
MUMUN XYAOXKHUKaMK, YToObl AenaTb UM
3aKa3bl Hanpsamy. I B MockBe Hauu-
HaeTcA HacTosAllee COpeBHOBaHWe Mo
nprobpeTeHnto B CBOU KONMNEKLUN Kap-
TUH WTaNbAHCKUX XYAOXHUKOB, KOTO-
pble CTaHOBATCA npeaMeTamu ocoboit
FOpAOCTU. Y4YacTBYIOT B 3TOM COpPeBHO-
BaHWM KaK BbICOKOPOAHbIe KHA3bA, TaK
W npeAcTaBUTENN HOBbIX KnaccoB 06-
LecTBa, KoTopble cTapatlTcAa GyKBanb-
HO yBelwaTb BCE CTeHbl POCKOLWIHbIMU
KONNEKLUUAMU KapTyWH.

Co BpemeH BeHckoro KoHrpecca
AnsA obenx cTpaH OTKPbIBAKOTCA HOBble
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06LiecTBeHHbIE U KyNbTypHble FOpPU30H-
Thl, CTaBLUME YKe BMOJHE eBPOMencKu-
Mu. U BbicTaBKa noKasblBaeT, KakuM 06-
pasoM paboTbl XyAOKHWKOB B TO BpeMs
COOTBETCTBOBANN Bbl30BaM HOBOW 3M0-
xu. W HeT cMbicna BocKpellaTb B NaMATH
MOMEHTbI MPAMbIX KOHTAaKTOB MexXay
Poccueit n Utanuei - ata rnasa 13 ucro-
PV aKaAeMn4ecKoro NCKyccTBa U Kyib-
TypHoro o6mMeHa nepBoii nonoBuHbl XIX
BeKa yxe Oblna nogpobHO paccMoTpeHa
Ha TaKoM MaMATHOW BbICTaBKe, Kak «Be-
nnyve Pumar» B 2003 rogy. Ha paHHoi
K€ BbICTaBKe Mopa3uTenbHbIM 06pa3om
nokasaHo To, 4To, no cnoeam Martteo Jla-
(paHKOHW, YneHa Hay4HOW KoMmuccum
BbICTaBKW B PMe, 6b1110 «cxofcTBaMU Ha
paccTosiHMK, cnocobHbIMU 0OHAPYKUTH
POACTBEHHOCTb Ky/lbTyp NMpU He3aBuCU-
MOM CYyLLeCTBOBaHWW, CBOWCTBEHHYIO
KOHTUHEHTaNbHOMY KY/IbTYPHOMY KOH-
TeKcTy BooblLue... U cxoacTB 6b110 MHOMO
Be3Je - HauyMHas oT pOMaHTM3Ma B iuTe-
patypHoM kntoue ®abpe n TponuHWHa 1o
poMaHTU3Ma B Kitoye TeatpasbHOM Xai-
eua v bpronnosa, ot 6necka nuTepatypsbl
BHYTPEHHWX MOKOoeB B cTune buaepmaii-
ep ToncToro n [le @anbKo Ao Mpuyecko-
ro ¥ XpOHWKabHOro peannsma npejcra-
BuTenen cospemeHHocty (Jlera, iHayHo,
[MpAHNWHWKOB), OT apMCTOKpaTUYecKol
CAepxaHHOCTM nopTpeToB Xaieua un 3a-
pAHKO A0 coumanbHoro peanusma Pat-
Topn 1 CaBMLKOro... N 3aKaH4YMBaloTCA
OHW, HaKOHeL, B TaUHCTBEHHOI obnactu
CMMBOJINYECKOTO  3KCMPecCcroHn3Ma,
y)e BO3BeCTMBLIEro Hauyano Oyaylieit
PEeBONIOLMM aBaHrapAUCTOBY.

HaBepHoe, B 3TOM 1 cocTouT oC-
HOBHaA HOBW3Ha AnA oblwecTBa. B 3ToMm
TECHOM [BONHOM COMOCTaBEHUW, HYX-
HOM A/1A TOro, YTo6bl NOKa3aTb, pacnona-
ras psAOM COBMeCTMMbIe Apyr C ApPYroM
TeMbl U KaHpbl, HE0ObIYHbIE aCCOHAHCBI,
KoTopble npossnAlTcA B Poccun n B
WTanuun Ha npoTaxeHun Bcero XIX Beka,
noNyyYmMBLUEro Ha BbICTaBKe Ha3BaHue
«Bek 6ypxyasuun. OT pomaHTM3Ma A0
cumsonnama». [lanee naet XX BeK, Ucto-
puvA KOTOpPOro, BCEM HaM W3BeCTHas,
ewe Gonee 3anytaHa. M1 cHoBa 3pech,
nycTb UX W He TaK MHOro, BCTpeyaloTcA
MMeHa nouctuHe 6nectawue - le Kupu-
Ko, KanaumHckun, Moaunbaun, Waran,
ManeBuy. 3Toln yaMBUTENbHON BbICTaB-
Ke yaanocb pacckasaTb HaMm 0 ToM ¢u-
JNTPaHHOM A3bIKe YyBCTB, KOTOPbIN, He-
CMOTPA HW Ha 4TO, NPOAOIKAET CyLiecT-
BOBaTb BO BCEM MUpE U NO ceii AeHb.
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PpaHcya-KeaBbe
OABPE (1766-1837)
Mopmpem Yeo ®ockono
1813

Macno, xonct
DnopeHuus, LieHTpansHas

HaunoHanbHas 6ubnnoteka

Francois-Xavier Fabre
(1766-1837)

Portrat of Ugo Foscolo
1813

Oil on canvas

Florence, Central National Library

IxosaHHu BONIAVHN
(1842-1931)
TMopmpem [hxy3enne
Bepou. 1886
MNactenb, 6ymara
HauwvonanbHas ranepes

COBPEMEHHOTO UCKYCCTBA

Giovanni BOLDINI
(1842-1931)

Portrait of Giuseppe
Verdi. 1886

Pastel on paper
National Gallery of Modern Art
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