. TpeTbAKOBCKasA ranepes

ExaTtepuHa Cene3HeBa

My3enOpce
B TpeTbAKOBCKOW ranepee

24 anpens B pamKax MeXayHapoAHOro YecTBOBaHWsA TPETbSKOBCKOW rane-
peu B rog ee 150-1eTus B 3anax My3es Ha KpbIMCKOM Bany TopecTBEHHO
OTKpbINacb BbiCTaBKA GPaHLLYy3CKOM KMBOMMUCH U CKYNbNTYPbl U3 HEMOBTOPY-
MOro v opurmMHanbHoro My3es Opce, cobupaloLero NponsBeaeHns, co3-
AaHHble B Nepunoa ¢ 1848 no 1914 rod. BbiCTaBOYHbIN NPOEKT OCYLLECTBNEH
npu durHaHCcoBOW Noaaep*Ke BHewToproaHKa.

«®paHLY3CKNIA NPOEKT» CTas BTOPOM YaCTblo MPOrpammbl COTPYyAHMYECTBA
fanepen ¢ Myseem Opce: nepBbIii ee 3Tan — ApKas, HacbllLleHHasa W camo-
ObITHAsA 3KCNO3MLIUA PYCCKOTO UCKYCCTBA BTOPOM NonoBuHbI XIX BeKa ¢ 60/b-
LIMM ycriexom npoluna B Mapuxe B NPOLIIOM rogy.
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BbicTaBKU

blCcTaBKa (paHLy3CKOro MCKyc-
B CTBa NpeAcTaBiAeT WeAeBpbl BTO-

pori nonoBuHbl XIX - Havana XX
BeKa, nepuoAa, KOTOPbI TeCcHenlnm
o6pa3omM cBs3aH ¢ cobuparenbcKoi aes-
TenbHocTbio [laBna MuxannoBmya wu
Ceprea Muxannosuya TpeTbsakoBbix. OHa
CKOHLeHTPUpPOBaHa Ha TOM OTpe3Ke Ha-
LUMOHaNbHOW KyNbTypbl, ANA KOTOPOro
XapaKTepHO CTpeMJieHue nepeBecTn uc-
KyCCTBO B MJOCKOCTb COBPEMEHHOCTMU,
npuban3nTb ero K *usHu. MyTtn passu-
TUA pycCKOro U paHLy3CKoro UcKyc-
CTBa W XyAO0XeCTBEHHOW XWN3HW He Bcer-
[1a TONbKO NapanfefbHbl, MHOTAA OHU ne-
peceKaloTcs — OHM CpaBHUMBI. BbicTaBKa
faeT NULy ANA pasMbllUieHnii 0 pasau-
4nsAX, AN CpaBHEHUI BbIBPaHHbIX pyc-
CKMMU 1 (paHLy3aMUn TBOPYECKUX U 06-
LL,eCTBEHHbIX OPUEHTMPOB.

Mysein Opce npegoctaBun B Mock-
By 55 wepnespos - 38 kapTH 1 17 cKynb-
ntyp. Ha 3Ttoin addeKTHoM, KayecTBeH-
HOW no nopbopy BbiCTaBKe poccuiickas
ny6ivKa CMOXeT YBWAETb BCEMUPHO
N3BECTHbIE NMPOV3BEAEHMA NpeacTaBmTe-
nen ¢paHuysckoro peanusma - LWapna
[obunbn, ana ®paHcya Munne, loc-
TaBa Kyp6e. Ocoboe MecTo 0TBEZleHO Be-
JMKUM MacTepaM MMMpeccMoHu3Ma u
MOCTUMMPEeCCMOHN3Ma, NpeAcTaBieH-
HbiIM B MOCKBe BOMCTVHY «3BE3AHbIM»
coctaBom: «TaHey B aepeBHe» OriocTa
Penyapa, «Bok3an Cen-Jlazap» u «Jlego-
xop Ha CeHe» Knoga MoHe, «bankon» un

Spyapa MAHE »
bankoH. 1868-1869
Xoncrt, macno. 169x125

Edouard MANET »
The Balcony.
1868-1869

Oil on canvas

169 by 125 cm

«MopTpet SMuna 3onsa» Sayapaa Make,
«UWtanbaHka» Buncenta BaH lora, «Ha-
TiopMopT ¢ Beepom» [TonA loreHa, «CeHa
n Jlysp» Kamuna Muccappo, «Opkectp
Mapwxckoit onepb» Sprapa [era, «3a
Tyanetom» AHpu pae Tynys-JloTpeka,
HaTiopmopTbl lMonsa CesaHnHa u [llons
[orena. Cumonuctbl MioBu ae LlaBaHH 1
locrtaB Mopo, «Habuabl» boHHap, Broitap
n [eHwn, ckynbntopbl Kapno, [lombe,
PopneH, bypaenb, Maitonb - oaHO nuwb
nepeyncieHne 3TMX VMIMEH HeM3MEeHHO
BbI3bIBAET BCMIECK IMOLMIA Y LleHUTeNen
1 3HATOKOB ()pPaHLly3CKOro NCKyCCTBa.
Takas BbiCTaBKa — Ny4LUNIA NOAAPOK,
0 KOTOPOM TONIbKO MOXeET MeyTaTb Ntoboii
My3eln ans ceoeii ny6avkn. M TpeTbsAKoBs-
CKafA ranepes WCKpeHHe Gnarogaput
Konner u3 Mysea Opce (npa3aHyrouero
B 3TOM rojy CBOe ABajuatunetve) 3a
Takoe Liepoe MOAHOLIEHME MepBOMYy
My3€l0 POCCUMIACKOro WCKYCCTBa B AHU
npasAHoOBaHUA ero bunes.

Ymo 8b1 BUGanu, Ymo?

Wapnb Boanep. «MnasaHbe»

B 1863 rogy Bo ®paHunn n Poccum
NnoyT! OAHOBPEMEHHO MPOM3OLWAN CO-
ObITWA, HA NepBbIil B34 COBEPLIEHHO
Mexay coboit He cBsizaHHble. B Metep-
Oypre noa npeasoautensctsom W.Kpam-
CKOro npou3soluen «ByHT YeTblpHaALaTh».
Yuawmeca AkafeMunm xynoxecTB 0TKasa-




. The Tretyakov Gallery \ Current Exhibitions \

Yekaterina Selezneva

The Musée d’Orsay
in the Tretyakov Gallery

The exhibition halls of the Tretyakov Gallery on Krymsky Val saw on April
24 the grand opening of the exhibition of French painting and sculpture
from the unique and unrivalled Musée d’Orsay, that prides itself on its col-
lection of art created between 1848 and 1914. The project is sponsored by
Vneshtorgbank.

The exhibition was held within the international programme dedicated to
the 150th anniversary of the Tretyakov Gallery. “The French Project” is the
second part of the gallery’s cooperation programme with the Musée d’Orsay;
its first stage in Paris last year hosted a comprehensive and distinctive
exhibition of Russian art of the second half of the 19th century.
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masterpieces of the second half of

the 19th and early 20th centuries - a
period closely connected with the collect-
ing activities of Pavel and Sergei Tretyakov.
It is focused on a short period of the nation-
al culture distinguished by its aspiration to
bring art up-to-date with life. The historic-
al paths of Russian and French art and
artistic trends have not always been paral-
lel, but sometimes they overlapped and
revealed comparable features. The exhibi-
tion provides food for thought with regard
to distinctions, and prompts comparison of
artistic and social standards chosen by
Russian and French artists.

The Musée d'Orsay has lent for the
exhibition in Moscow 55 of its master-
pieces - 38 paintings and 17 sculptures,
among them world-renowned works of
such followers of French realism as
Charles-Frangois Daubigny, Jean-Francois
Millet, and Gustave Courbet. An honorable
place is reserved for the great artists of
impressionism and post-impressionism
represented in Moscow by a distinguished
circle: visitors to the Tretyakov Gallery will
see “The Village Dance” by Auguste Renoir,
and “The Saint-Lazare Station” and “Ice
Floes on the Seine” by Claude Monet, “The
Balcony” and “The Portrait of Emile Zola”
by Edouard Manet, “The Italian Woman” by
Vincent van Gogh, “Still Life with Fan” by
Paul Gauguin, “The Seine and the Louvre”
by Camille Pissarro, “The Orchestra of the
Opera” by Edgar Degas, “La Toilette” by
Toulouse-Lautrec, and still lifes by Paul
Cezanne and Paul Gauguin. The French
symbolists Puvis de Chavannes and Gus-
tave Moreau, the artists of the “Les Nabis”
movement Bonnard, Vuillard, Denis, and
sculptors Carpeau, Daumier, Rodin, Bour-
delle, and Maillol, are also represented -
any such listing of these names inevitably
stirs up excitement among experts and
connoisseurs of French art.

Such an exhibition is as great a gift
to the public as any museum can dream

T he exhibition of French art displays

Kionb Jules BASTIEN-LEPAGE
BACTbEH-NENAX Haymaking. 1877
CeHokoc. 1877 Oil on canvas

Xonct, macno. 160x195 160 by 195 cm

JINCb NUCaTb KOHKYPCHble KapTUHbI Ha
3ajaHHyto Temy («Mup B Banranne») u
06paTuInCh K CBOMM PYKOBOAWUTENAM C
npocbboit paspewnTb CcBOGOAHbIA BblI-
6op ctoxeTtoB. [lonyymB oTKas, OHU
[LEMOHCTPATMBHO NOKMHYNN AKageMuio u
Yyepe3 HeKOTOpoe BpeMs OCHOBann
netepOyprckyio  ApTenb XyAOXHUKOB.
970 6bIN NepBbIN War Ha NyTU K OpraHu-
3aumu B Havane 1870-x rogos ToBapu-
LecTBa NepeaBUKHbIX XyA0XKeCTBEHHbIX
BbicTaBOK. «B 1863 rogy paspancsa rpo-
MOBOI yaap, v aTmocdepa pyccKoro
MCKyccTBa ouncTunack. fopcToyuka mono-
AblX XyAOXHWKOB, GepHan, Gecromouy-
Han, cnabas, coBepwwuna BAPYr TaKoe
[eno, Kotopoe 6biN10 B MOpY TONbKO Benw-
kKaHaMm u cunavam. OHa nepeBepHyna
BBEPX AHOM BCe MpeXHWe MOPAAKN U
cbpocuna c cebs BeKOBble KanKaHbl. 3T0
6blna 3apA HOBOrO MCKYCCTBa», - OTMe-
yan Torpa B.Cracos, cnpaBepnvBo oue-
HWUB CAENaHHbIA PYCCKUMU XYAOXHWKa-
MU LWar KaK 0fMH N3 MOBOPOTHbIX MOMEH-
TOB UCTOPUM POCCUINCKOrO NCKyCCTBA.

B 3ToM e roay Bo ®paHuuu xiopu
napvckoro CanoHa - exerogHo nposo-
AVMOI B CTONINLIE BECEHHei BbICTaBKU —
He AoMyCTUO K y4acTuio noytn 70 npo-
LIeHTOB NPeAOCTaBNEHHbIX AJ1A 3KCMOHU-
poBaHuWA paboT, YTo BbI3BaNo HeJ0BONb-
CTBO W BOJIHEHWA CPeAU XyAOXKHUKOB.

[o wumnepatopa Hanoneona |l
«AOLWAN MHOTOYMC/IEHHbIE Kanobbl Mo
noBoAy TOrO, YTO psAA NMPOU3BeAeHUN
WCKYCCTBA OTBEPrHYT XXIOPU BbICTaBKM.
Ero BenuuyectBo, enas npefocTtaBuTb
wrpoKon nybauke camoin CyauTb O
3aKOHHOCTM 3TUX Xanob, pelwmn, yTo
OTBeprHyTble MpOW3BEAEHUA WCKycCTBa
6yayT BbicTaBneHbl .. BbicTaBka 3Ta
ByneT A06POBONBHON, U XYAOXKHMKAM, He
MoXenaBWMWM MPUHATb B HEN ydyacTue,
[0CTaTouHO ByAeT NULb CO0BLWNTL agMu-
HUCTpPaLWW, U OHa HEMe[JIeHHO BepHeT
um paboTbl..» - Tak coobwanocb B odu-
umanbHol rasere “Moniteur”. MNpegnona-
raemyto 3KCMo3nLMIo Ha3Baaun «4omNoNHN-
TeNlbHOW BbICTABKOWM 3KCMOHEHTOB, NpuU3-
HaHHBIX CULWKOM cnabbiMu AR y4acTus
B KOHKypce». OHa oTKpbinacb 15 mas
1863 roaa, n BcKope nybnnKa yxe okpe-
CTUNa ee BecbMa Bblpa3nTesbHO -
«CanoH oTBepxeHHbIX»'. bosAcb ucnop-
TUTb OTHOLUEHUA C Xiopu 1 AKkasemumen,
He BCe XMBOMUCLbl Pelnancb npeso-
CTaBUTb HA «AOMONHUTENBbHYIO» KCMO3M-
L0 CBOM MPON3BEAEHUS.

Cpeaun «0TKa3HMKOB» OoduLMaNbHO-
ro Xpu oKasasnca u Iayapgs Mae, Bnep-
Bble BbicTaBMBLWMicA B CanoHe ABa roaa
Ha3ag. (/IHTepecHO oTMeTUTb, 4TO TOrAa
xe, B 1861 rogy, ero kaptuHa «Humda,
3acTUrHyTas BO BpeMsA KynaHWs» [eMOH-
cTpupoBanacb B netepbyprckoin Akage-
MWW XYLOXeCTB.)

! MpasunbHee 6bino Gbl nepesectn «CanoH OTBEPrHYTbIX).
Takoe Ha3BaHWe BCTpe4aeTcA B UCKYCCTBOBEAYECKOMN NnTe-
paType Ha pycCKOM A3biKe (CM., HanpuMep: IMNpeccroHusM.
J1. 1969), Ho Bce-Taku yvalie ynoTpeGnsAeTcA BblpaxeHue
«CasoH 0TBEPXKEHHbBIXY.

MaHe, KaK 1 ero MHOrMX MoNoAbIX
(paHLy3CKMX U PYCCKUX Komser He mpu-
BlieKana cTUAnCTMKa akagemusma. OH
NbITaNCA MCMONb30BaThb CIOXKeTbl U MOTU-
Bbl )XMBOMUCYK CTapblX MacTepoB, nepeoc-
MbICIMBAA WX, HAMOMHASA WX HOBbIM CO-
BpeMeHHbIM 3By4yaHuWeM, CTaBA mnepej
coboii HoBble XMBOMUCHble 3agaun. Ho
ansa GonblumHcTBa nocetutenein CanoHa
370 6GbiNa He Ta XMBOMUCb, KOTOPYIO XOTe-
nocb Gbl Npuobpectn Ans yKpaleHus
ZOMALLHero NHTepbepa.

Kan JomuHuk SHrp cumtan CanoH
NaBKoW, rae ToprytoT uckycctsom. OfHako
IJIA MHOTMX XYAOXHWKOB BO3MOXHOCTb
BbICTaBWUTb W NpojaTb CBOW MpousBefe-
HUA BblNa XM3HEHHON HeobBX0AMMOCTbIO.
Yepe3 Heckonbko net Ortoct PeHyap ¢
ropeybto BCcrioMuHan: «B Mapuke enga nu
HabepeTca nATHaAUATb NlobyTeneit ncKyc-

Kamunb MNCCAPPO
CknoH CeH-[leHu

8 [MoHmyase (KpacHble
Kpbiwu, Kpali 0epesHu,
3UMHee BneyamJeHue)
1877

Xoncr, Macno. 54x65

Camille PISSARRO

Red Roofs, Corner of a
Village, Winter (Cote de
Saint-Denis at Pontoise)
1877

Qil on canvas

54 by 65 cm

Xan ®pancya MUJINE
BecHa. 1868-1873
Xoncr, Macno. 86x111

Jean-Frangois MILLET
Spring. 1868-1873
Oil on canvas

86by 111 cm

BbicTaBku

CTBa, KOTOpble CnocobHbl NpU3HaTb
XyAOXHUKa 6e3 ofo6peHna CanoHa, 3ato
CyLLEeCTBYeT BOCEMbAECAT TbICAY, KOTOpPble
HMYEro He KYMSAT, eCny XyAOXKHUK He fony-
weH B Canox». MimeHHo 6narogapa dpaH-
uysckomy CanoHy, mMckycctBo, otobpa-
Xaroliee, No BblpaxeHuto IxeHa [lena-
Kpya, «“4yBCTBUTENbHbIE” UCTOPUK, penu-
rMO3Hble U JIOXKHO-NATpUOTUYEeCKMe
CLieHbl, TIWATeNbHO BbINMCAHHBIX CMa3nu-
BbIX HaTypluLp, U MOMYYUI0 Ha3BaHue
«canoHHoe».

MHorve XyAoXHVKM BCe e peliu-
NMCb NOKa3aTb CBOM paboTbl Ha anbTep-
HaTUBHOW BbICTaBKe, HAaWBHO rMonaras,
4To Ny6AMKa OLLEHUT UX MO JOCTOMHCTBY.
Cobupanvchb Tonnbl N0BONBITCTBYOLMNX
3puTeneit, KOTopble XOXOTann WU Fymu-
Auck ot aywu. HanoneoH Manblin 1 xio-
PV Ha 3TO M paccunTbIBaNM...

Ocobyio ApocTby MyBAMKM U KypHa-
JINCTOB BbI3bIBAsIO NONOTHO, MOMMEHOBAH-
Hoe B KaTanore «OTBEPXeHHbIX» KaK
«KynaHue» - To 6bina KapTvHa «3aBTpaK
Ha TpaBe», koTopyto HanoneoH Ill HasBan
HeMnpUINYHONY.

MaHe caenan nepcoHaxamu «3aB-
Tpaka Ha Tpase» (1863) cBoux coBpeMeH-
HUKOB, XOTA ee cloxeT 6bl HaBesH «Cerb-
CKUM KoHuepTom» [lxopakoHe, nsobpa-
3VBLUNM OA€eTble Y 0BHaxeHHble Ghurypbl
Ha ¢oHe nersaxa. «Kakoi-To xankum
(paHLy3 nepeBen 370 Ha A3blK COBPEMEH-
Horo ¢paHLy3CKoro peanunsma, yBeamumun
pa3Mep 1 3aMeHWN YXKaCHbIMI COBPeMeH-
HbIMU (PPaHLy3CKUMU KOCTIOMaMM U3ALL-
Hble BeHeLMaHCKMue..» - BO3Myljancs
M3BECTHbIN aHMUNCKNIA Kputuk IN.Xamep-
ToH B “Fine Arts Quarterly rewiew”. «..EcTb
TaM U Apyrve KapTuHbl MoAobHoro e
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of. And the Tretyakov Gallery sincerely
thanks their colleagues from the d'Orsay
Museum - which celebrates its 20th
anniversary this year - for such a gener-
ous present to the first museum of Russ-
ian art on its 150th anniversary.

Dites, qu‘avez-vous vu ?

Charles Baudelaire. “Le voyage”

(Say, what have you seen?)
The Voyage

In 1863 two seemingly unrelated
events fook place in France and in Russia
almost at the same fime. The “revolt of four-
teen” burst out in St. Petersburg led by Ivan
Kramskoi, as students of the Imperial Acad-
emy of Arts refused to paint an exam pic-
ture on the given topic (“The Feast of Val-
halla”) and asked for permission to choose
fopics of their own. Their request denied,
they left the Academy in protest and later
organised the Artel (Union) of Artists in St.
Petersburg, the first step towards the Soci-
ety of Wanderers' (“Peredvizhniki”) exhibi-

fions founded in the early 1870s. “It was
like a thunderstorm in 1863, and the
atmosphere of Russian art cleared. A
bunch of young artists, poor, helpless, weak,
suddenly did what only giants or strong
men could do. They turned all the previous
canons upside down and freed themselves
of the old shackles. It was the beginning of
new art” wrote the art-critic Vladimir
Stasov, who regarded the act of the Russ-
ian artists as a turning point in the history
of Russian art.

The same year in France, the jury of
the Paris Salon - an art exhibition held
each spring in the capital - refused entry to
70 per cent of the works submitted for dis-
play, which raised resentment and agitation
among painfers.

Emperor Napoleon Il received
numerous complaints against the rejec-
tion of the works of art by the jury. The
ruler, wanting to let the general public
decide for themselves whether their com-
plaints were justified, decreed that “the
rejected paintings should be exhibited ...
The show is going to be voluntary, and the
artists who do not want to take part in it
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BuHcent BAH ror
Whanesanka. 1887
Xoncr, macno. 81x60

Vincent VAN GOGH
The Italian Woman.
1887

Qil on canvas

81 by 60 cm

Yt might be considered
more appropriate to trans-
late the title as the “Salon
of the Refused” (Salon des
Refusés). This collocation
can be found in art criticism
publications in Russian: see
“Impressionism”, Leningrad,
1969; however, it never
became an accepted term,
and we therefore leave the
customary name “Salon of
the Rejected”.

will only have to inform the administration,
and their works will be immediately
returned fo them ...” announced the offi-
cial newspaper “Moniteur”. This new show,
referred to as a “supplementary exhibition
of works estimated too weak for the com-
petition”, was opened on May 15 1863
and soon was given a symbolic name by
the public - the Salon of the Rejected'. Not
wanting to spoil their relationship with the
jury and the Academy, some of the
painters decided not to provide their
works for the “supplementary” exhibition.

Among those “rejected” by the official
jury was Edouard Manet who had exhibited
his works at the Salon two years earlier for
the first time. (It is worth mentioning that in
the same year - 1861 - his painting “The
Surprised Nymph” was displayed at the St.
Petersburg Academy of Arts in Russia.)

Manet, like many young French and
Russian artists of the time, was not attract-
ed by the academic style of painting. He
tried fo use the themes and motives of old
masters by reviewing them, filling them
with a new modern meaning, and setting
new artistic goals. However, for most of the
Salon visitors, it was not the kind of art they
wanted fo buy for decorating their homes.

For Jean Auguste Dominique Ingres,
the Salon was a shop where art was sold.
However, for many artists the possibility fo
display and sell their works was vital.
Auguste Renoir wrote a few years later:
“There are hardly 15 art-lovers in Paris
capable of esteeming a painter without the
approval of the Salon. At the same tfime,
there are 80,000 people who are not going
to buy anything that has not been displayed
at the Salon.” According to Eugene
Delacroix, it was due to the Salon that art
presenfing “senfimental’ stories, religious
and pseudo-patriotic scenes as well as
accurately depicted pretty nudes” received
the name of “salon” art.

Nevertheless, many artists had the
courage to display their works at the alter-
native exhibition, believing, quite naively,
that the public would understand what they
were worth. In fact, crowds of idlers, who
laughed and mocked at the paintings,
came to the show. That was exactly the
reaction that Napoleon Ill and the jury had
reckoned on...

The public and journalists were espe-
cially infuriated by the work named “The
Bath” in the Salon catalogue. The painting
that Napoleon Il considered “indecent”
was “Le Déjeuner sur 'Herbe”.

The characters of Manet's work of
1863 were his contemporaries although
the subject was borrowed from “The Pas-
toral Concert” by Giorgione who had
depicted dressed and nude figures against
alandscape. “A wretched Frenchman trans-
lated the painting info the language of
modern French realism, enlarged its size
and changed fine Venetian dress into
dreadful French clothes ..” wrote the
famous English critic Philip Hamerton in
the “Fine Arts Quarterly Review”. “There

POAa, KOTOpble NPUBOAAT K 3aKJIIOUEHWIO,
4TO HaroTa, M3006paxeHHan BY/brapHbIMU
NOABMU, HEN3BEXHO BbITNAZUT Henpu-
CTOMNHOWY, = MPOAOJIKAN OH.

Bce xe n Bo ®PpaHumu Hawnmcb
NI0AN, CyMeBLUVE OLEHUTb 1 NOBEPUTL B
Bynyllee HOBOW (paHLy3CKOM XUBOMKU-
cu. lMpumevatenbHo, yto B 1856 roay,
Korga MockeBuy [laBen MwuxannoBuy
TpeTbAKOB Npuobpen KapTWHY pyccKoro
xwmBonucua B.I'XyaaxkoBa, nonoxusLuyio
Hayano ero KOMIEKUWUW, NapUKCKUM
ranepuct lMonb [iopaH-Pio3nb pewwnn
npoAaBaTb Npon3BeAeHUsA GpaHLy3CKMX
xyaoxHukoB B Epone. [lo 1870 roaa
cpean nwbuMbix MacTepoB [opaH-
Ptoana 6binv Kopo, Munne, Kypbe, [o-
6ViHbYM. VIMeHHO 3T aBTOPbI MPUBIEKIN
Takke U BHWMaHue Ceprea Mwuxaino-
Buua TpeTbskoBa, obpaTvBlierocA B
Havane 1870-x rogoB K cucTeMaTnyecKo-
MY KOMNEeKLMOHWPOBaHWMIO KapTUH 3a-
nagHOEBPOMEeNCKOM LKONbI.

Mo penam ToproBbIX NMpeanpuATUIA
TpetbakoBbix Cepreit Mnxaiinosuy yacto
6biBan 3a rpaHuuei. Ceoto «wTtab-KkBap-
TUpY» OH ycTpoun B Mapwvixe, rae xun no-
Jonry, obwanca ¢ XyAOXXHUKaMu, npu
nprobpeTeHnK NPon3BeAEHNIN NoNb30Bas-
cA cosetamun W.C.TypreneBa n All.boro-
nob6osa. B konnekumn C.M.TpeTbAkoBa
6b1010 WecTb KapTuH [lo6rHbK, NATL Npo-
nssegeHunii Kamunsa Kopo, MOHyMeH-
TanbHoe nonoTHo [lioctaBa Kypbe «Mo-
pe». be3 06bACHEHWIN NOHATHO, NoYeMy B
1870-1880 ropax Cepres Muxaiinosuya
TaK NpUBNEK «KPeCTbAHCKUIA XaHp». Ero
Konnekuus, cobpaHHaa Ha 3apybexHom
maTepuane, 6e3ycnoBHO, NepeknnKanach
C pYCCKOW Konnekumei ctapliero 6parta.
A A.baxpywuH oTtmeuan: «bpat [laBna
MuxaiinoBuya cobvpaer }uBONWUCb CO-
BpPeMeHHbIX MacTepoB. Ee y Hero HeMHo-
ro, Ho BCe nepBble HoMepa». B cobpanuu
TpeTbAKoBa-Mnagwero nosasunack 60nb-
was kaptuHa Xions bpetoHa «Pbibaku B
MeHTOHE» W nonyyMBWAA WMPOKYIO
nsBectHocTb B Poccum «[lepeBeHcKas
no6osb» bactbeH-Jlenaxa. 3To nponsse-
AieHve cbirpano ocobylo poib B CTaHO-
BJIEHWM TaKUX PYCCKUX XYAOXKHUKOB, KaK
M.B.Hectepos 1 B.A.CepoB, KoTOpblil B
MonoAble rofbl XOAWN CMOTPeTb Ha 3Ty
KapTWHY «Kakgoe BOCKpeceHbe». Takke
noHaTHo, noyemy Cepreii Muxainosuy
MpocTo He MoOr HayaTb cobupatb UM-
MpeccroHNCToB — He TonbKo AnsA Poc-
cun, Ho u ansa PpaHumm 310 BbINO ewe
cnuwkom pano. [laxe B 1890 rogy Jlysp
OTKasancA npuHATb B Aap «Onumnuio»
MaHe. B Poccun TonbKo crepytollee no-
KOJMleHMe KOJIeKLMOHEPOB peLnTCcA Ha
Takoi cMenbli war. Ho Bo ®paHumm Ha
3TOT OTYaAHHbIV LIar OTBAXWJCA YyXKe
yrnoMsHyTbii Hamu [iopaH-Poanb. OH
nepBbIit, 1 GonbLue YeM KTO-N1BO Apyro,
nomor nmnpeccuoHuctam. PeHyap, MoHe,
Muccappo He pa3 ¢ GnaropgapHocTbio
BCMOMUHanM o HeM. Ero ueHunn Mamne,
[Jera n Cucneir. byayum He Tonbko ra-
nepuctom, [llopaH-Poanb ele ocHoBan

Monb FOTEH
Hamtopmopm c seepom
Okono 1888

Xoncrt, macno. 50x61

Paul GAUGUIN
Still Life with Fan.
c. 1888

Oil on canvas

50 by 61 cm

Monb CE3AHH
AbnoKku u anenbcuHbl
Okono 1899

Xoncrt, Macno. 74x93

Paul CEZANNE
Apples and Oranges.
c.1899

0Oil on canvas

74 by 93 cm

2 “Revue internationale de
lart et de la curiosite”
(1869) n “L'art dans les

deux mondes” (1891).

ABa XyA0XeCTBEHHbIX XypHana’, paccuu-
TbIBaf, YTO KPUTMKa MOMOXET eMy Moj-
JepXnBaTb MONIOAbLIX XMBOMMUCLEB, B
KOTOPbIX OH BepuJ, MOKynasa WX TBope-
Hua. [lepsasa 3kcnosvuusa Oyaywmx
MMMpecCMOHUCTOB, 00beAVHMBLUMXCA B
«AHOHMMHOe 06LecTBO XUBOMMUCLEB,
CKYNbMTOPOB, FPaBepoB W fAp.», COCTO-
Anacb B anpene-mae 1874 ropa. (Mep.asn
BbICTaBKa NepeABMKHNKOB OTKpbinach B
Metepbypre B 1871 ropy.) Ceituyac Kaxer-
CA yAuBUTENbHbIM, 4yTo [lera HasBan ee
«CanoH peanusma»! Crapasicb npusneyb
nobosblie y4aCTHUKOB, OH nucan B JIoH-
8oH xenmcey Tucco: «<Peannctnyeckoe Te-
YeHUe yXKe He MeeT HafobHOoCTH 6opoTb-
cA ¢ apyrumun. OHO ecTb, OHO CyLLeCTBYET,
N OHO [OMKHO ObITb MOKa3aHO OTAeNb-
Ho... BbictaBnantecb. OctaBaiTech co
CBOEI0 CTPaHOW M CO CBOMMU [py3bAMM.

BbicTaBku

Knsinycb Bam, feno noasuraerca n Hauw-
HaeT UMeTb ycnex Aa)ke paHblue, YeM A
oxugan». N ero copatHmuk Kamunb Muc-
cappo, HecMOTps Ha u3jaeBaTesbCKue
0630pbl «3TON Ype3BblYaHO KOMUYe-
CKOW BbICTaBKU» U npoyne 3106Hble
Hanagku, coobuian: «BbicTaBKka wuaer
xopowo. 37o ycnex. Kputuka Hac noHo-
CUT 1 O0BBUHAET B OTCYTCTBMU 3HAHWA.
£ Bo3BpaLLach K CBOMM 3aHATUAM, 4TO
Ba)kKHee, YeM YnTaTb BCe 3To». 3a nepBom
3KcnosuumMen nocnefoBana BTOpafd,
coctonBwascA B 1876 roay. «Y [iopaH-
Pto351A ToNbKO 4TO OTKpbINach BbICTaBKa
Tak HasbiBaeMon xusonucu. MupHbii
NMPOXOXWIA, MPUBNEYEHHbIA YyKpaluaio-
wumMn dacas naramu, BXoguUT, U ero
MCMyraHHOMy B30pYy MNPeACTaeT XKyTKoe
3penuuie: NATb WAW LWeCTb cyMmaclues-
LUWX ... FPYMNa HeCYACTHbIX, MOPaXKeHHbIX
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are other paintings of the same kind mak-
ing us conclude that nudity depicted by vul-
gar people inevitably looks indecent,” he
continued.

Nevertheless, there were people in
France who valued the new French paint-
ing and believed in its future. It is worth
mentioning that in 1856, when the Mus-
covite Tretyakov bought two paintings of
the Russian artists Khudyakov and Shilder
to form the basis of his collection, a Paris
gallery-owner Durand-Ruel decided to sell
the works of French artists in Europe. Up to
1870, among Durand-Ruel’s favourite
artists were Corot, Millet, Courbet, and
Daubigny. The same artists attracted
Sergei Tretyakov's attention when he start-
ed to systematically collect European paint-
ings in the early 1870s.

Sergei Tretyakov often went abroad
on his family business. He had his head-
quarters in Paris where he stayed for long

MNbep Ortoct PEHYAP
TaHey 8 OepesHe. 1883
Xonct, macno. 180x90

Pierre-Auguste RENOIR
Dance in the Country.
1883

0Oil on canvas

180 by 90 cm

2 “Revue internationale de
lart et de la curiosite”,
1869, and “Lart dans les
deux mondes”, 1891.
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periods of tfime and met with artists. When
buying works of art, he asked for advice
from Ivan Turgenev and Alexei Bogolyubov.
Sergei Tretyakov's collection included six
paintings by Daubigny, five works by
Camille Corot, and the grand painting of
Gustave Courbet’s “The Calm Sea”. It is no
surprise that in the 1870s-1880s Sergei
Tretyakov was much attracted by paintings
depicting peasant life. His collection con-
sisting of works created by foreign artists
had obviously much in common with the
Russian collection of his brother. Alexan-
der Bakhrushin once said: “Pavel Mik-
hailovich's brother collects modern art. He
has got only a few paintings but they are
all chefs d’'oeuvre.” The younger Tretyakov
enriched his collection with Jules Breton’s
large-sized “Fishermen in Menton” and
Bastien-Lepage’s “Rural Love”, very famous
in Russia. This painting played an import-
ant role in the development of such Russ-
ian artists as Mikhail Nesterov and
Valentin Serov, the latter claiming that he
used to go and look at it “every Sunday”. It
is also obvious why Sergei Tretyakov
could not start collecting the impression-
ists - it would be too early not only for
Russia, but also for France. Even in 1890,
the Louvre did not accept Manet's
“Olympia” offered as a gift.

In Russia, only the next generation of
collectors dared to take this step forward.
However, in France, Durand-Ruel had
already faken this major step. He was the
first to help the impressionists, and he
helped them more than anyone else.
Renoir, Monet and Pissarro often remem-
bered him with gratitude, and he was
respected by Manet, Degas and Sisley.
Apart from being an art dealer, he organ-
ised two art journals* hoping that art crit-
ics' professional reviews might help him
support the painters in whom he believed
and whose works he was buying. The first
exhibition of those who later became
known as the “impressionists”, united in the
“Anonymous Society of Painters, Sculptors,
Engravers, etc.”, was held in April-May
1874. (The first exhibition of the “Pered-
vizhniki” was organised in St. Petersburg in
1871). It may seem strange today that
Degas called this exhibition the “salon of
realism”. Trying to attract as many partici-
pants as possible, he wrote to James Tissot
in London: “The realistic tfrend doesn't need
fo fight with other trends any longer. It is
there, it exists, and it should be displayed
separately ... Exhibit your works. Stay with
your country and friends. | assure you that
we are moving forward and getting recog-
nition even sooner than | expected.”

Despite humiliating reviews about the
“extremely ridiculous exhibition” and other
malicious attacks, Camille Pissarro wrote:
“The show is going on fine. It is a success.
The critics abuse us and accuse us of lack
of craftsmanship. I'm getting back to my
work and it's more important than reading
all that.” The first show was followed by the
second in 1876. “A so-called art exhibition

has just been inaugurated at Durand-
Ruel's. A peaceful passer-by, attracted by
the flags decorating the facade, soon after
entering the hall is repelled by a ghastly
view: five or six crazy men, ... a miserable
group suffering from vanity, have gathered
here to display their works. Many people
are laughing their heads off looking at their
paintings, but as for me, | am depressed.
These so-called artists ... take a canvas,
paints and a brush, make several acciden-
fal strokes and sign the whole thing ... Try to
make Monsieur Pissarro understand that
frees are not violet, that the sky is not of the
same colour as fresh butter, that there is no
country where we could find things he
depicts, and that there is no mind capable
of sharing those delusions. Indeed, try to
convince Monsieur Degas, tell him that art
is made of certain elements such as draw-
ing, colour, completeness, measure, and he
will laugh at you and will consider you a
reactionary. Or try fo explain to Monsieur
Renoir that a feminine body is not a piece
of rotting meat with green and violet spots
indicating the final stage of decay,” wrote
the influential “Figaro” critic Albert Wolf.

In 1877 the third exhibition took
place. That is when its participants started
calling themselves “impressionists”, using
the mocking nickname that they had been
given, and they founded the magazine “L'im-
pressionniste”. Yet Durand-Ruel's belief in
the impressionists brought him to ruin.
Paradoxically, it happened in 1886 when
these artists started achieving more and
more success. At the same time, however,
their predecessors - Corot, Millet, Daumier,
Courbet - went out of fashion, and Durand-
Ruel had to sell their works at a loss. At the
Paris World Fair in 1878, the French sec-
tion jury, consisting of officially recognized
painters, rejected not only Manet and the
impressionists but also Delacroix, Millet
and many others. That is when Durand-
Ruel, who by that time had lost all of his
collection, appealed to his former clients
and organized a superb exhibition of
French paintings (380 works) covering the
period from 1830 fo 1870. It showed 88
works by Corot, 32 by Delacroix, 30 by
Courbet, and 18 by Daubigny. The general
public did not appreciate its tfrue worth but
experts and connoisseurs of French art
were amazed. However, Durand-Ruel - a
courageous, energetic gallerist and entre-
preneur with stunning intuition - failed to
estimate the true value of Cezanne, Gau-
guin and Van Gogh.

Perhaps it is appropriate fo mention
that it was at that exhibition of 1878 that
Pavel Tretyakov for the first time acted as
one of the main organizers of the Russian
art section. He performed the function of
an informal arbitrator between the Acade-
my and the “Peredvizhniki” (Wanderers)
who, like their French fellows, rebelled
against the attempt of the Russian aca-
demic jury to represent Russian art in a
biased and one-sided way. Kramskoi even
suggested building “an additional barrack”

MaHuei TulecnaBudA, cobpanucb Tam,
4T06bl BbICTABUTb CBOW MPOU3BEAEHUA.
MHorve nonatoTca OT cMexa nepej WX
KapTMHamu, A e noaasBneH. ITW TaK
HasblBaeMble XyAOXKHUKM ... BepyT xoncT,
KPacKu U KWUCTb, Hayaayy HabpacbiBatoT
HECKOJIbKO C/ly4aliHbiX Ma3KoB U nognu-
CbIBAlOT BCH 3Ty LWTYKY.. 3acTaBbTe
noHATb rocnoauHa Muccappo, Yto Aepe-
BbSA He (uoneToBble, 4To HebO He LBeTa
CBEXero Macsa, 4To HMU B OAHOW CTpaHe
Mbl He HalnfeM TOro, YTO OH MULLET, U YTO
He cyLiecTByeT pa3yMa, cnocobHoro Boc-
NpUHATL NoAobHble 3abnyxaeHus. B ca-
MOM Jefe, nonbiTaiTecb Bpa3yMuUTb roc-
noauHa [lera, ckaxuTe eMmy, YTO UCKYyC-
cTBO ob6najaeT onpefeneHHbIMU Kaue-
CTBaMU, KOTOpPble Ha3blBAOTCA PUCYHOK,
LBeT, 3aKOHYEHHOCTb, Mepa, U OH pac-
cMeeTcA BaM B Auuo, 1 Byaer cuntathb
Bac peakuuoHepoM. Mnu nonbitantech
06bACHNTb rocnofmnHy PeHyapy, 4To »eH-
CKOe TeNo He KyCOK Msca B rnpouecce
FHWEHNA C 3eneHbiMU U (proneToBbIMU
NATHaMK, yKa3blBaOWMMMU Ha OKOHYa-
TeflbHOE pasfoXeHue Tpyna», — Aenuncs
BMeyaTneHMsAMM Ha cTpaHuuax «Purapo»
BAMATENbHENWNA KpUTUK Anbbep Bonbd.
B 1877 rony coctosinacb TpeTba BbiCTaB-
Ka. Ml »MeHHO Torza ee y4yacCTHUKM Hava-
NN Ha3biBaTb cebA MMnpeccrMoHUCTaMy,
MCMonb3yA JaHHOE UM B HAaCMELLKY Npo3-
Buue. OHM OoCHOBbIBaOT XypHan “Lim-
pressionniste”. OgHako Bepa [iopaH-
Pio3na B KoMMepyeckuii ycnex umnpec-
CUOHUCTOB He onpaspana cebs, oH Obin
Ha rpaHu pa3openus. MapagokcanbHo,
yTo 3T0 npom3sowsno B 1886 roay, Koraa
XYAOXHWUKW CTann HaKoHeL, Nofib30BaTb-
cs Bce BOMBIUIMM NPU3HAHMEM, HO UMEeH-
HO TOrga NPOXOAWT MOAA Ha WX Npejlue-
ctBeHHuKoB - Kopo, Munne, [lombe,
Kypb6e... [iopaH-Pio3anb BbiHyxaeH Obin
npoaaBaTb paboTbl cebe B yObITOK: 04HU
Npov3BeAeHMA elle He AOCTUIMN NUKa
PbIHOYHOM CTOMMOCTH, ApYrue Xe LeHU-
JINCh Y)XKe CAULLKOM JeLleBo.

B 1878 ropy xopu dpaHLy3cKoro
paszena napuxckol BcemupHoi Bbic-
TaBKMW, COCTOABLUEE U3 XYAOXHVNKOB 0y~
LUManbHOro HanpaBfieHWs, OTBEPI/IO He
TONbKO MaHe U MMMNPecCUOHUCTOB, HO
n [Jenakpya, 1 Munne n MHOrUx Apyrux.
W torpa [diopaH-Poanb, y KoToporo yxe
HMYero He 0CTaNoOCh OT KoIeKUUK, obpa-
TUACA K CBOMM ObIBWIMM KAWEHTaM U
yCTpOUN NOTpACAlOWY MO0 KayecTBy
3Kcno3uunio GpaHLy3CKON Kusonucu
(380 kapTuH), oxBaTbiBalOLLY0 NepUOA
c 1830 no 1870 roa. Ha Hein 6Gbuio
npeacteneHo 88 seweit Kopo, 32 - lena-
kpya, 30 - Kypbe, 18 - lo6uHbu. lnpo-
KaA nyb6/avKa He oLeHuNa ee Mo JOCTOWH-
CTBY, HO Yy CMEeLManncToB U MOAJUHHbIX
nobutenein ¢GpaHLy3CKOro MCKyccTBa
OHa BbI3BaNa HacTosllee M3yMieHwue.
OpHako [iopaH-Pio3nb, 310T cMenbiit,
HanopucTblil, obnajatowunii noTpacato-
e MHTYMLUMER ranepuct v npeanpuHu-
MaTenb, TaK U He CMOr No AOCTOMHCTBY
oueHuTb Ce3aHHa, loreHa, BaH lora.

BepoATHO, yMeCTHO HaNOMHUTb, 4TO
UMeHHo Ha BcemupHoii BbicTaBke 1878
roga BnepBble BbICTYNUI B KayecTBe
OJJHOTO M3 OCHOBHbIX yCTpOuTenen pyc-
CKOro XyAoXecTBeHHoro pasgena asen
MuxaiinoBny TpeTbAKOB, CTaBLLMIA CBOE-
06pa3sHbIM TPETeMCKUM CyAben Mexay
Akagemuvieit 1 nepesBUKHMKaMK, BO3My-
TUBWMMUCA, KaK M uX ¢paHLy3cKue
cobpaTbs, CTPEM/IEHUEM POCCUNCKOrO
aKa/leMUYeCcKOoro Xopy TEHAEHLMNO3HO U
0AHOBOKO NpeACcTaBUTb PYyCCKOe UCKYC-
ctBo. Kpamckoii npegnoxun paxe
nocTpoutb «po6aBoyHbI Bapak» u
«nyTeM neyaTu» pasbACHUTb HeMpaBUib-
HO MOHATble aKafeMUYecKon Komuccu-
el «cBou 00A3aHHOCTW», MOABEPTHYTb
KPUTMKe «CaMyl0 KOMMETEHTHOCTb» ee
U/IEHOB, @ «eC/IN 3TO yBaXKeHO He Oyaer,
TO Mbl 00bsSIBUM, YTOo GepeM Bce cBou
BELW C BbICTaBKW 1 Be3eM Ha cobCTBeH-
Hble cpeacTBa B [lapmk». B nucbme K
TpeTbAkoBy KpaMcKoil nepeckasbiBaet

Knog MOHE

Boksan Cen-Jlasap
1877

Xoncr, macno. 75x104

Claude MONET
The Saint-Lazare
Station. 1877
Qil on canvas

75 by 104 cm

Mbep Orioct PEHYAP
Manbyuk c kowkoU
Okono 1868-1869
Xoncrt, Macno. 124x67

Pierre-Auguste RENOIR
Young Boy with a Cat.
c.1868-1869

Oil on canvas

124 by 67 cm

BbicTaBku

nepunetun 6opbbbl 1 ceTyeT, 4To BbIOU-
paTb He €ro Aeno, «a NuL, MocTaBAeHHbIX
CBbILLE /1A 3TOr0, @ TaK KaK OHU CyTb Te
MMEHHO NNLa, KOTOpble CaMbIM BbICLIMM
HayanbCTBOM YyKasaHbl, TO Mbl, T.e.
XYAOXHUKM, N 06A3aHbl Gecrnpekocnos-
HO MOBMHOBATbLCA, MOTOMY YTO BooGpa-
3uUTe, eciv Bbl XYAOXKHUKK, YTO B3AyMa-
10T, TO 1 MOLUAIOT, BeAb TOrAA CUU rocno-
na cmbicna He umetom™. K.CaBuukum,
npocnbiwaswmnii o 6opbbe, 3aTeAHHOM
ToBapuiwectBoM c AKagemuen, wnet
KpaMcKkoMy BOCTOpXeHHOE MUCbMO:
«fl pyKamu pasBoOXy B U3YMNIEHUU Mpu
MbIC/IW, YTO FyMaHHasA AKajeMus MoXeT
[OMYCTUTb TaKoe CaMOBOJIbHUYAHbeE.
KpoBb 6beT B BUCKax MOWX OT CYaCTbA
MPY MbIC/N... YTO KAKOI-TO YaCTHbIN Kpy-
KOK XYAOXHWKOB feicTByeT B napan-
nenb U CaMOCTOATENbHO B TaKOM Jene,
KOTOpPOe UCKOHMW MpuHagnexano Akage-
MWW, NpaBWUTENbCTBY; Omnopa, NpasAa,
€CTb; CYLLeCTBYEM e Mbl CAMOCTOATENb-
Ho. VI npu 3TOM Jaxe 3aKOHHO, HO Befb
CKaXyT — 3TO He [J0Ma, 3TO YOPT 3HaeT
4TO TaKoe, 3TO OKOHuaTesnbHas Opelb
obaATenbHocTn AKagemuu, Ha 3710 Oe3
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and, “via the printing press” explaining the
duties of the academic commission which
the latter had obviously misinterpreted,
criticizing its members’ “actual compe-
fence”, and “if it's not respected, we'll
announce that we are taking all our works
from the exhibition and getting them to
Paris at our own expense”. In his lefter to
Tretyakov, Kramskoi recounts all the details
of the conflict and complains that selection
is not his task, “but the task of those
appointed for that purpose from above
and, since they are the persons designated
by the highest authorities, we artists must
therefore implicitly obey, because imagine,
if artists sent what they wanted, would
these gentlemen be of any use?”. When
Konstantin Savitsky learned about the con-
frontation initiated by the “Peredvizhniki”
against the Academy, he sent an enthusias-
fic letter o Kramskoi: “I am astonished at
the thought that the humane Academy
could allow such wilfulness. It makes me
feel an absolutely happy person to think ...
that a private circle of artists acts concur-
rently and independently in the area which
has at all times been within the jurisdiction
of the Academy and the government; yet
there is a solid ground to it - we do exist
independently and even on a legal basis.
But they will argue that is not the same as
at home, that's the hell of a scandal that is
the final breach in the Academy's spell, they
will veto it without any arguments. The very
attempt moves me deeply ... | am applaud-
ing you from here, my fever's paroxysm is
fading and ... furning into a pleasant lan-
guor ... and | ... am lying here envisioning
the Paris exhibition. There, among all the
shine, splendour and magic, we are walking
together greeting our fellows in labour and
cause ...

Having assumed the largest share of
its coordination, Tretyakov provided 44
works from his collection for exhibition in
Paris®. The following year Sisley and
Cezanne, tired of struggle and indigence,
decided to send their works to the Salon.
So did Edouard Manet who nearly broke his
friendship with Zola because of the article
published in the July issue of the Russian
magazine “Europe’s Bulletin”! Monet left
Paris. Pissarro and Caillebotte were fight-
ing fo organize the fourth exhibition. Caille-
botte, admiring Pissarro’s firmness, would
write later: “If there is a person in the world
who has the right not to forgive Renoir,
Monet, Sisley and Cezanne, it can only be
you - you suffered from the same hardships
but did not give up...". At Degas’s urgent
request it was decided not to mention the
word “impressionists” on the poster since it
irritated everybody so much. Instead, the
artists called themselves “independent”.
The “independents” came to their eighth
and last exhibition in 1886 without Monet,
Sisley and Renoir. The faithful Pissarro
wrote to his son: “It is so typical for people,
and so sad ...” So many similar examples
could be cited from the Russian art history
of this period so closely connected with the

Tretyakov family and their closest compan-
ions. Both for France and Russia this was
the time when each country was equally liv-
ing through a period of national cultural
history characterized by striving to bridge
the gap between art and reality, and to
bring art closer to life.

Methods used by the French and Rus-
sians and the solution to the problem of
choosing their own artistic and social
benchmarks determined the difference in
the evolution of modernism in Russia and
France.

Almost simultaneously in both coun-
fries, there grew a wave of resistance to aca-
demic conservatism, and independent
artists’ groups were formed. In different
ways they foreboded the impending “advent
of modernism”. French art was on the verge
of liberating the artistic form, of giving art a
new status of an independent - second -
reality. “One should be up-to-date!” pro-
claimed Manet. But how to express this con-
temporaneity in art? Is it enough to choose
actual and topical subjects?

Sarap AETA
TaHyoswuya (1-U
apabeck)

BpoHsa. 28,2x43x21
Bockogoi opurunan,
VCMONIHEHHbI OKONO
1882-1895 rr,

Haxoautcs B HaumoHanbHom
ranepee ncKyccrsa,
Bawwunrron. CLUA
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AHpu pe
TYNY3-NOTPEK
Poixas

(3a myanemom). 1889
Xoncrt, macno. 67x54

Henri de TOULOUSE-
LAUTREC

La Toilette

Qil on canvas

67 by 54 cm

% ve Seleznyova. PM.Tretya-
kov and the 1978 Paris
World Fair // “Tretyakov
Gallery” n.1, 2006.

It seems that Maxime du Camp’s
thoughts could well be shared by some of
his Russian colleagues: “Everything moves,
everything grows, everything rises around
us [...] Science performs miracles, industry
works wonders but we remain indifferent,
insensible, worthy of contempt, plucking
the worn-out strings of our lyres, closing
our eyes fo avoid seeing, or else staring
obstinately at the past about which we
have no regrets. Steam energy is discov-
ered - we are praising Venus; electricity is
discovered - we are praising Bacchus, the
vermilion vine’s friend. This is absurd!” It
sounds so similar to the social zeal of the
“Peredvizhniki”. Although it is partially dis-
solved in the compromised fusion with aca-
demicism, this impulse may be regarded as
the materialized energy of a social utopia
which later fed the Russian avant-garde.

It is the presentation of French paint-
ings and sculptures in the Tretyakov
Gallery, the largest museum of Russian
art, that enables us to observe the links
between the cultures, and breathe the
exciting air of the changes which
occurred at the turn of the 19th century.
But, apart from academic comparisons
and contexts, the exhibition of the Musée
d'Orsay is also a collection of exceptional
works of art. The opportunity to come into
direct contfact with these masterpieces
creates the most important aspect of
emotional perception: amazement at the
masterly brushstroke, delight in the plas-
ticity and freedom of colour, and admira-
tion for the magic of the painterly image.
In other words, this means enjoying the
art that in Russia has traditionally been
considered an exemplary model: in subse-
quent decades the French school boasted
numerous followers in Russia, which
invariably enlightened artistic processes
both in painting and sculpture, and filled
them with powerful energy.

Edgar DEGAS

Dancer (First
Arabesque Penchée)
Bronze

28,2 by 43by 21 cm
The wax original, made

c. 1882-1895, is stored

at the National Gallery of Art,
Washington.

PacCyXAeHUIN HanoxaT «3anpelaem».
Mpea ofHOM MOMbITKON TaKol A yMUNA-
tocb... OTciopa annogupyo Bam, napok-
CM3M MOEl NIMXOpPajKu yHUMaeTca W...
npeBpaliaeTcA B MPUATHYIO WCTOMY...
n A... nexy n 6pexy suaamu MapuxcKoi
BbICTaBKW. TaM, cpean Gnecka, BennKo-
nenua n Bonwe6cTBa, Mbl X0AUM ¢ Bamu
M MpUBETCTBYeM Bcex A0OpbIX nmpusTe-
nen no Tpyay v aeny...»

B3sB Ha cebsa 6onbluyto yacTb pabo-
Tbl MO  KOOpPAWHAUWW  BbICTAaBKWU,
MN.M.TpeTbAKOB Bblgan AnA 3KCNOHWUPO-
BaHuA B [Mapwxke 41 paboty u3 cBoei
Konnekunn®,

Ha cneaywowunin rog ycraBwue ot
60pbbbl U Hyxabl Cucnein n CesaHH
pewwnnu nocnatb cBou paboTbl B CanoH.
Kak n 3pyapa MaHe, KoTopbll 4yTb
ObINo HaBcerga He paccopuics ¢ dMu-
nem 3ona m3-3a cTaTby, onyb6aVMKOBaH-
HOW B MIOIbCKOM HOMepe pyCCKOro xyp-
Hana «BectHuk EBponbi! Knop MoHe
yexan u3 Mapwxa. Muccappo c Kainbot-
TOM OV-nucb 3a opraHu3auuio YeTBep-
Toi Bbic-TaBKkW. Mo3xe Kainbott, npe-
KNOHABLWNICA nepes cTorKocTblo unc-
cappo, npusHaBan: «Ecnum ecTb Ha cBeTe
YyenoBeK, MMeILWMI NpaBo He NPOCTUTb
Penyapa, MoHe, Cucnes n CesaHHa, To
3TO0 TONbKO Bbl - Bbl McnbITbiBanu Ty xe
HYXAY, YTO U OHW, HO He caanuck..» [o
HacTosHuio [era pewwunun ybpatb c
adulm Tak Bcex pasjpaxkaBluee Cl0BO
«MMNPECCUOHUCTBI». Te-nepb XyAoXHU-
K1 Ha3biBanu cebs «HeszaBucUMbIMU», K
nocnegHen, BOCbMOWN BbICTaBKe, COCTO-
ABweicsa B 1886 rogy, «He3aBUCKMbIe»

OHope IOMbE
Pamanyane. 1850
Otnue 1891
BpoHsa
43,5x15,7x18,5

Honoré DAUMIER
Ratapoil. 1850
Cast 1891
Bronze

43,5 by 15,7

by 18,5 cm

Apuctug, MAINONb
CpedusemHoMopbe
(Mbiwnenue,

unu JlamuHckoe
MblwneHue)
1900-1905
MatHypoBaHHasA
6poH3a. 118x142x71

Aristide MAILLOL

The Mediterranean
(Thought, or Latin
Thought). 1900-1905
Patinated bronze

118 by 142 by 71 cm

3 06 310M cM: Cenestesa E.
M.M.TpetbskoB 1 Bcemmp-
HaA MapuKcKas BbICTaBKa
1878 ropa // TpeTbskos-
ckas ranepen. 2006. Ne 1.

npuwnm yxe 6e3 Moxe, Cucnes n PeHy-
apa. BepHbivi [Mnccappo Hanucan CbiHy:
«3T0 TaK MOX0Xe Ha NoAen 1 TaK rpy-
CTHO...» A CKOJIbKO MO-XOXWX NpYMepoB
MOXHO Obli0 Gbl NPUBECTM U3 UCTOPUU
PYyCCKOro MCKycCTBa 3TOro nepuoja,
TecHellWNM 06pa3oM CBA3AHHOIO C Aes-
TeNIbHOCTbIO CeMbW TPeTbAKOBbLIX MU UX
6avxkanwmx copatHukos. M Bo ®paH-
umn, n B Poccnn 3710 BpeMsaA, Korga Kax-
AafA M3 CTpaH COOCTBEHHbIMM cunamu
«nepexuna» ToT 0TPe30K B HaLMOHab-
HOI KynbType, ANA KOTOPOro XapaKrep-
HO CTpeMJ/ieHVe Ne-peBecTV NCKYCCTBO B
MAOCKOCTb COBPeMeHHOCTW, mpubnu-
3UTb €ro K XU3HW.

BbicTaBku

MeToabl, ncnonb3yemble dpaHLy3a-
MW W PYCCKUMW, pelueHue npobrembl
BblbOpa TBOPYECKMX M 0O6LLECTBEHHbIX
OpWeHTMPOB 06yCNaBAMBaloOT pasnnyne B
nyTAX cTaHOBeHUA mMojepHu3sma B Poc-
cumn 1 @panumn.

Moyt oaHoBpeMeHHO B o0b6enx
CTpaHax NoAHANacb BOJHA NPOTUBOCTOA-
HMA aKaZleMUYecKo KOHCepBaTMBHOCTY,
0HOBPEMEHHO MOABWANCH U He3aBUCU-
Mble Tpynmnbl XyAOXXHUKOB. [Mo-pasHomy
OHV MpejBeLlany CKopoe «npullecTBue
mMozepHum3ama». PpaHuy3cKoe UCKYCCTBO
CTOANO Ha nopore 0cBoBOXAEHUA XyA0-
KeCcTBeHHOW (DOpMbI, NpefaHnA KCKyc-
CTBY HOBOr0O CTaTyca CaMOCTOATENbHOM,
«BTOpOM» peanbHocTn. «Hapgo 6biTb
coBpeMeHHbIM!» - npoBo3rnacun MaHe.
Ho KaK Bblpa3nTb B UICKyCCTBe 3Ty COBpe-
MeHHOoCTb? [locTaTOYHO NN TONbKO BbIOU-
paTb aKTyasibHble CIOXKeTbI?

Kaxerca, 4to pasmbiwneHnsa Mak-
cuma ato Kamna BnonHe mMornu 6biTb pas-
JieneHbl HEKOTOPbIMY €ro pycCKUMMK KoJ-
neramu: «Bce pBumKeTcA, BCe pacTet, Bce
yBeJIMYMBaETCA BOKPYr Hac ... HayKa TBO-
puT BONWE6CTBO, MHAYCTPUA MOKa3blBaeT
yyAeca, a Mbl ocTaemMca 0e3y4yacTHbIMM,
6ecuyBCTBEHHbBIMW, AOCTONHBIMY Npespe-
HUA, nowmnbiBas obBeTwWwanble CTPyHbI
HalWMX NInp, 3aKpbiBaA rasa, 4tobbl He
BUAETb, WM e YMOPHO pasmsaabiBaeM
npoLusoe, 0 KOTOPOM HaM XaneTb Heyero.
OTKpbIIN 3Hepruto napa — Mbl NpociaBna-
eM BeHepy, n3006penu 3nekTpuuyectso -
Mbl npocnaensem baxyca, apyra pymaAHom
no3bl. Abeypg, Kakoii-To». Kak 3To co3Byy-
HO coumanbHoMy nadocy nepeaBukKHUYe-
cTBa. XOTA OH OTYaCTW W pacTBOPW/ICA B
KOMMPOMMWCCHOM CAMAHUN C aKajemuns-
MOM, TeM He MeHee 3TOT nagoc MOXHO
CYMTaThb NPEe/IBECTMEM BOMIOLLEHMA 3HEP-
Ty coumanbHOM YTONWUW, BbIMecHyBLUe-
CA B PyCCKOM aBaHrapge.

BknioueHune paHLUy3cKom Xusonu-
CU W CKYNbNTYPbl B KOHTEKCT cobpaHuA
TpeTbAKOBCKON ranepeun, ABnALLeAcA
KpynHeuwunm My3eeM pOCCUINCKOTo
WCKyCCTBa, MO3BONAET yBUAETb CBA3U
KY/NITYP W OLWYTUTb BOJTHYIOLLMI BO3AYX
nepemeH anoxu pybexa BekoB. Ho kpome
HayYHbIX CpPaBHEHWA W KOHTEKCTOB,
BbicTaBKa n3 Mysea Opce npeacrtaBnsaer
coboii cobpaHue NpousBefeHNit BbiCO-
Yanwero ypoBHA. Bo3moxHocTb Heno-
CPeACTBEHHOMO KOHTaKTa C 3TUMW Lieje-
BpaMu CO34aeT BaXXHeENWWN CAOA KX
3MOLMOHANBHOTO BOCMPUATUA: YAMBE-
HVMe BUPTYO3HOCTbIO BJIAJEHUA KUCTbIO,
HacnaxjeHue nnacTukon u csobopom
LBeTa, ynoeHue Marmein XMBOMUCHOIO
obpasa, To ecTb BCeM TeM, 4YTO Tpajau-
UMOHHO cyuTanocb y Hac Ha PoanHe
06pasLoM, JOCTOMHbIM MOAPAXKaHUA...
Llenble nokoneHus nocnepoBaTesnemn
(paHLy3CKoI WKonbl noasnanuck B Poc-
CuK B nocnenyoLyme fecATUNEeTUA, Hen3-
MEHHO OXMBNAA W HaMoNHAA MOLLHOM
CUJION XyA0XKECTBEHHbIE NPOLecChl, MPo-
NCXOAMBLUME KaK B XMBOMWUCK, TaK U B
CKyNnbnType.
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