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BACTBEH-JIETTAXK
Hepesenckas
t0606b. 1882
XoncT, Maco

199,7 x 189

< Jules
BASTIEN-LEPAGE
Village Lovers. 1882
Oil on canvas

199.7 x 189 cm

* Matepualn cocTaBleH

10 01y 6/IMKOBAHHOM CTAaThe
W.A Kys3nenosoit «Cobpanne
3ara[HOeBPONEHCKOl KIUBOHUCH
Ceprest Muxaitnosiya
Tperbsikosa» (YactHoe
KOJIEKLIMOHUPOBaHHUE

B Poccum // Bunneposckue
grennsi-1994, TMUU:
MaTepHabl Hayd. KOH].

M., 1995) u pykonucHoMy
(pacLpeHHOMY) BapUAHTY
9TOM CTAaThU.

TexkcTbl OTPEAAKTUPOBAHbI

¥ COKpAILICHBI /7T HACTOALIETO
W3J1aHNA.

WnmocTpanyn npejlocTaBleHb
I'MMU uvenn A.C.Ilymknua.

. TPETbAKOBCKAA ANIEPEA HACJIEONE

Npuna Ky3nenosa

OxHo B EBpony

CobOpanne Cepresa Muxaitsosuda TpeTbsikoBa

[Ty6nukanust aToi cTaThy NOCBslIEHA NamsiTh ee aBTopa — Mpunbl AniekcanipoBHbl Ky3Herlo-
BOI1, KOTOpasi Ha NpoTskeHnu S50 JeT Oblia XpaHuTesneM (PpaHIy3CKOW U aHTJIUIACKOMN KUBOMU-
cu B [ocynapcTBeHHOM My3ee n300pa3utesbHbix uckyccTB umeHn A.C.Ilymkuna. TMUUA, kyna
OoHa mpuuuia B 17 jeT, cran s Hee HEe NPOCTO MECTOM pabOThl, & POAHBIM JIOMOM, HY>K/a-
IOLLIMMCSI B TIOCTOSTHHOM 3a00Te.

WNpuna AnexkcanyipoBHa pogunack B 1913 ropy, uepes roji nocyie OTKpbITHSI My3€sl, B CTPOUTENb-
CTBE KOTOPOro npuHuMain yyactue ee oten A.B.Ky3HenoB — ocHOBaTesb POCCUICKON LIKOJIbI
NPOMBILIEHHON apXUTEKTYPbI. [10 BOVHBI OHA OKOHYMJIA UCKYCCTBOBEAUECKUI (DAKYJIBTET B 3HA-
MeHUTOM MOCKOBCKOM MHCTHUTYTE (punocodun, murepatypsl u uctropun (MUDPJIN), a B HOsAO-
pe 1943 ropga 3ammThiIa KaHAWAATCKYIO JIMCCEPTALMIO N0 UCTOPUU AHMIMKACKOIO MOPTPETA.
Ky3HenoBa siBasieTcst aBTOpOM OOJIBLLIOTO YMCIIA UCKYCCTBOBEIUECKUX KHUT, AIbOOMOB, CTATEN,
KaTaJoroB, MOCBSIIEHHbIX (paHiy3ckon u aHruickon >xuBonucu XVII-XIX cronerwii.
OCHOBHBIM Hay4HbIM TPYAOM ee >ku3Hu cTaj Bbiweamuii B 2001 rogy kaTtanor-pe3oHe ¢pas-
ny3ckon xuponucn XVI-XIX BekoB u3 cobpanusi MU, noaroToBaeHHbI B COABTOPCTBE
¢ E.b.lllapuoBoii. Oco6oe BHuManue MpuHa AnekcaHipoBHA y/ensiia MPOUCXOXK/IEHUIO KAPTHH,
M3YUYEHUIO UCTOPUM MX OBITOBAHUSI KAK B €BPOINENCKNX, TAK U B PyCCKMX coOpaHusix. iTorom ee
HAaYYHbIX M3bICKAHUI CTAJIO0 HECKOJILKO OOBEMHBIX CTATEN 1O UCTOPUU coOMpaTenbcTBa B Poccun
(ot H.B.IOcynoga o C.M.TpeTbsKOBa), KOTOpbIE COXPAHUJIUCH B OCHOBHOM B pykonucsix. MU
Yype3BbIYaiiHO MpU3HATeseH KypHany «TpeTbsikoBcKasi rajepesi» 3a NpeloCTaBJICHHYIO BO3MOXK-
HOCTb onyOnukoBaTh ofiHy 13 padbot M.A Ky3nenosoit*, ckoHuaserics B ceHTsaope 2002 ropa.

! Lur. no: BeeoGuast ucropust
uckycers. B 6 1. T. V.
Hckycerso 19 Beka.

M., 1964. C.201.

2 Cmacos B.B. V136panHoe.
Kusommces. CkybrTypa.
Tpacuka. B 2 . M.-J1., 1950.
T.1.C.76.

3
Tam xe. C. 77.

“ Tav xe. C.78.

Cepemxma XIX Beka crana pe3KuM
MOBOPOTHBIM TYHKTOM B Pa3BUTHK
PYCCKOTO XyIOXKECTBEHHOIO COOMpAaTelb-
cTBa M My3eiiHoro aena. OOIIecTBEHHBIM
MOoJAbEM 3TOTO BPEMEHU, OTMEUYEHHBIN
POCTOM JeMOKpaTh3Ma U HallMOHAJIbHOTO
CaMOCO3HaHMs, CO BCe OOJIbIICI HACTOM-
YUBOCTbIO BBIIBUTAaeT UL CaMOOBITHO-
CTU PYCCKOH ILIKOJIbI XKMBOMUCH, TpeOyIO-
IIeil co3maHus HAIlMOHAJIbHOTO My3es.
MHorue 4JacTHbIE KOJJIEKIIMOHEPHI, Ha-
npumep, O.U.IpsHuirHukos B [TetepOyp-
re win B.A.KokopeB B MockBe, co3aaior
CBOM COOpaHMSI B OCHOBHOM Ha PYCCKOM
marepuasie. Benen 3a HUMU HaUMHAET CBOIO
nesitenbHoCTh U [1.M. TpeThsikoB.

[Tpu 3TOM pe3ko oTpuLaTeIbHOE OT-
HOIIIEHUE K 3amnajHoi XMBOIMUCU BCE Ya-
111€ 3BYUMT B BbICKAa3bIBAHUSIX MTPEACTABH -
TeJIe PYCCKUX IEMOKPATUIECKUX KPYTOB.
W npexne Bcero — cpeau MeHCUOHEPOB
AkaneMun XyIoXecTB, OTIPaBISIEMbIX B
Wranuio u B [Napux. Bece onu — ot Ilepo-
Ba 1o PernHa — pByTCS IOMOIA, Ha POAMHY,
OCTaBasiCh PaBHOAYIIHBIMU K «KpacoTam
MeCT» U CUMTasl, «<4TO HamucaTb KapTUHY
COBEpIICHHO HEBO3MOXHO, HE 3HasT HU Ha-
pona, HU ero obpasa XKMU3HU, HU XapaKTe-
pa, He 3Hasl TUIIOB HapOAHBIX, UTO COCTA-
BJIIET OCHOBY XaHpa»'. Unbsa PermH, mo-
naBmmii B Pum yerom 1873 ropa, xBamut
TOJILKO omHOro «Mowucesi» MukenaHIKe-

J10. OcranbHbIe, TT0 ero MHEeHUI0, «¢ Paga-
3JIeM BO IJIaBe, TAKOE CTapoe, IETCKOe, YTO
cMOTpeTh He xouercsi»?. M3 Ilapuxa, Ky-
Jla XyIOXKHUK Tiepee3xaeT B 1874 romy, oH
nuiier B.B.CracoBy: «...KMBOMUCH Yy Te-
nepenrHux ¢GpaHIy30B TaK IIycTa, TakK
[JIyla, 4TO CKa3aThb Hejb3s. COOCTBEHHO
camasi KUBOTNCh TAJTAHTINBA, HO TOJIbKO
omHa XwuBomnuch. ComepXKaHMsT HUKAKO-
ro... “Ilax ¢ Tapenkoii”, “JleBouka ¢ 11BET-
KOM”, TIPOCTO IIBETHI... [T 3TUX XyoOXK-
HMKOB XW3HM HE CYIIECTBYEeT, OHa U He
TporaeT. Maem ux mnajplile KapTMHHOMU
JIABOYKM He MmomHuMaiorcs»®. U manee:
«BbI cipamuBaere meHs o lenakpya? OH
MHe€ TTPOTHUBEH»".
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Irina Kuznetsova

A Window Onto Europe

The Collection of Sergei Mikhailovich Tretyakov

The publication of this article is a tribute to its author, Irina Alexandrovna Kuznetsova, who for
more than 50 years curated French and English painting at the Pushkin Museum of Fine Arts. The
Pushkin Museum, where she took her first job at 17, became for her not just a workplace but a

home requiring unremitting care.

She was born in 1913, a year after the opening of the Museum, to the construction of which her
father Alexander Kuznetsov, a founder of the Russian school of industrial design, contributed. She
graduated with a degree in art history from the famous Moscow Institute of Philosophy, Literature
and History (MIFLI) before World War II, and in November 1943 she defended a doctoral thesis
on the history of English portraiture. Kuznetsova authored many books and articles, and put
together and wrote essays for many albums and catalogues devoted to French and English art of

the 17th-19th centuries.

Her greatest academic achievement was a catalogue raisonné of French paintings of the 16th-19th
centuries from the Pushkin Museum collection, prepared together with Yelena Sharnova and pub-
lished in 2001. She placed especially great emphasis on the pictures’ origin and their histories as
they made their way through European and Russian collections. Her research was summarized in
several major articles — most remain in manuscripts only today — about the history of art collect-
ing in Russia from Nikolai Yusupov to Sergei Tretyakov. We are very grateful to the “Tretyakov
Gallery” magazine for this publication of Irina Kuznetsova*, who died in September 2002.

XKan-Baruct Kamuib »

KOPO
Kynanue /luanot
1873-1874
Xouct, Macio
161 x 80
Jean-Baptist-Camille »
COROT
Diana Bathing
1873-1874
Oil on canvas
161 x 80 cm
* This article is based on
Irina Kuznetsova’s published
study “Sergei Mikhailovich
Tretyakov’s collection
of Western European art”
(“Private collecting in Russia” —
Papers presented at the Vipper '
Conference — 1994, Pushkin World history of art.
Museum of Fine Arts, Moscow, Moscow, 1964, Volume V,
1995) and the original, pre- p-201.
publication (expanded) version )
of the article. The article was Stasov, Vladimir. Selected
edited and abridged for the works. Moscow — Leningrad.
present publication. 1950. Volume 1, p. 76.
Tlustrations: Courtesy of 3 Ibid, p. 77.
Pushkin Museum of Fine Arts, A
Moscow Ibid, p. 78.
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he mid-19th century became a criti-

cal point in the evolution of Russian
art collecting and the life of the country’s
museums. Against the backdrop of the
period’s public awakening, which includ-
ed a rise of democratic institutions and
the national consciousness, the idea of
the originality of the Russian tradition
of painting, which necessitated the cre-
ation of a national museum, was gaining
ever wider popularity. Many private col-
lectors — for instance, Fyodor Pryanish-
nikov in St. Petersburg or Vasily Kokorev
in Moscow — were collecting mostly
Russian art. Pavel Tretyakov followed in
their footsteps.

In the meantime, Russian liberals
were raising their voices ever louder
against Western art. The most vocal oppo-
nents included the Academy fellowship
holders in Italy and Paris. All of them —
from Vasily Perov to Ilya Repin — yearned
to be home again; they were indifferent to

the “beauties of local landscapes” and
believed that “you cannot make a picture
without a knowledge of things that are
basic for genre painting — the local people,
their way of life, their character — and
without a knowledge of typical local per-
sonalities”'. Repin, who came to Rome in
the summer of 1873, praised only
Michelangelo’s “Moses”. “The rest,” he
wrote, “with Rafael in the lead, are such a
childish junk insulting to the eye”?. He
wrote to Vladimir Stasov from Paris, to
where he moved in 1874: “The French
paintings today are unspeakably shallow
and stupid. The painterly side itself shows
talent, but the rest is rubbish. No meaning
whatsoever... ‘A Page with a Plate’, ‘A Girl
with a Flower’, simply flowers... Life does
not exist for these artists — so life is insipid.
Their ideas never rise above a petty art
merchant’s level”®. And further in the let-
ter: “You’re asking me about Delacroix? —
I find him disgusting”*.

Ivan Kramskoy, one of the first Russ-
ian art critics, and Pavel Tretyakov’s friend
and adviser, in his letters from France crit-
icized the “shallow”, “meaningless”, “dis-
tanced from real life” quality of modern
French paintings, which “had nothing to
offer.”

Against this background, the person-
ality of Pavel Tretyakov’s brother, Sergei
Mikhailovich Tretyakov, the only major
collector dealing with Western European
painting in the middle and late 19th centu-
ry, is conspicuously different. Born in
1834, he was just two years younger than
his brother. After they inherited their
father’s business, he established an office
in Paris in order to expand internationally.
Apart from trade, the two brothers shared
their interest in art. Both loved music and
theatre, and were keen on the art of paint-
ing. Already in the early 1860s they
became one of the first members of the Art
Lovers’ Society, which Sergei Tretyakov
was to chair in 1888-1892.

Pavel Tretyakov started buying paint-
ings in 1856; as for Sergei he started col-
lecting regularly later, in the early 1870s.
The brothers’ areas of interest diverged.
Sergei Tretyakov, spending, as he did,
much time abroad, became interested in
Western art, and thanks to his close con-
tacts with artists and art dealers, and regu-
lar visits to Paris shows, he could choose
and buy artwork without consulting his
brother.

Initially, Sergei Tretyakov was tutored
in art collecting by the landscape artist
Alexei Bogoluboyv, as well as the writer Ivan
Turgenev, an avid art lover who was col-
lecting the work of Barbizon artists, and
finally, by Dmitry Botkin, his relative by
marriage (their wives were siblings), a col-
lector and enthusiast of French art.

It appears that the influence of Tur-
genev, who, in his own words, was “bitten
by the tarantula of art”, became decisive.
The writer’s passionate enthusiasm for
“the latest French landscapists”, whom he
viewed as “number one in the world”,
engulfed him completely and could not
but infect Tretyakov, who preferred land-
scapes as well. Alas, as soon as 1878 cir-
cumstances forced Turgeneyv to sell his col-
lection, whereas Sergei Tretyakov’s Bar-
bizon collection continued to grow. Today
we often fail to appreciate the innovative
and truly revolutionary significance of the
Barbizon artists. We tend to forget that for
20 years the Salon jury, time after time,
were turning away their works; critics
wrangled over them, and Théodore
Rousseau, whose art Turgenev loved so
much, remained an “unrecognized” artist
until his death.

Sergei Tretyakov should be given full
credit for having immediately recognized
and appreciated the achievements of the
Barbizon school, and for giving due to its
new awareness of nature and the richness
of its innovative visuals. Tretyakov’s loyalty
to the Barbizon artists never wavered over
his lifetime. While non-Barbizon artists are
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Kpamckoit — oguH M3 MepBbIX pyc-  MMiogsur KHAYC
CKUX XYIOXECTBEHHBIX KPUTUKOB, Ipyr u  C nosopasacnuem. 1877
coBeTuuk ITaBna MuxaiiioBrdya — B CBOMX J;l;pe;z, Macio
nucbMax u3 Opaniu noasepraa yHUUTO- 8
KaloIIeMy pa3bopy «IIycToe», «beccomep-  Ludwig KNAUS
JKaTeJIbHOe», «IaleKoe OT XKU3HU» dpaH-  Congratulations. 1877

Lly3CKOE COBPEMEHHOE MCKYCCTBO, OT Ko- il on panel
35 x 26 cm

represented in his collection by two or
three pieces each, every Barbizon painter is
represented by four or more. And these are
some considerable paintings! They bespeak
the chooser’s most refined taste and sub-
tlest understanding of the artists. The list of
Corot’s works makes clear that it has noth-
ing but the choicest masterpieces: “Heath-
ery Hills Near Vimoutiers” (Sandy Land),
“Chateau of Pierrefonds”, “Stormy
Weather. Pas de Calais”, and “Gust of
Wind” — every piece, marked by a distinc-
tive character and a refined craftsmanship,
is filled with a Spring freshness. All this
attests to the collector’s keen intuition and
good taste. It should be remembered that
the 1870s saw the tradition of Russian
national landscape come into its own: Fyo-
dor Vasiliev, Alexei Savrasov, and Ivan
Shishkin, whose works Pavel Tretyakov
collected in Moscow and who undoubted-
ly were on his brother’s mind when the lat-
ter was putting together his collection of
Daubigny and Corot in Paris.

True, in spite of his love for the land-
scape paintings, Sergei Tretyakov was buy-
ing at the Salon “fashionable” artists as
well, to approve himself to his Parisian
friends. The first acquisitions of this sort
included an exotic piece “Oriental Barber’s
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Shop” by Leon Bonnat, and Ferdinand
Roybet’s showy “Page with Dogs”, which
he saw in the Salon in 1873. Eugéne Fro-
mentin’s piece “Waiting for the Ferry across
the Nile”, displayed at the same Salon, was
acquired by Tretyakov only later.

Unlike his withdrawn, reflective and
conservative brother, who always carefully
thought and weighed all the “pros” and
“cons” before buying a painting, Sergei
Tretyakov was impulsive and decisive. As a
result, any painting brought to Moscow
constantly risked being improved,
returned or exchanged. One can only won-
der at how much trouble all these endless
instructions and orders caused Pavel, for
all documents and crated paintings were
sent to his Moscow address, to be subse-
quently placed in the brother’s home on
Prechistensky Boulevard.

No matter how busy Pavel Tretyakov
was managing the firm and dealing with
artists, he not only never forgot about
these requests but fulfilled them in a most
timely manner, informing his vis-a-vis
about every detail. A lively correspondence
between the brothers in 1882 shows that
Sergei was stepping up his collecting
efforts. He asked, for instance, to send to
Paris pieces by Jules Dupré, Alfred
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Mapuaso
OOPTYHU-U-KAPEO
JTrobumeau

epasiop. 1867

Iepeso, Macio. 53 x 71

Mariano

FORTUNY Y CARBO
Print Lovers. 1867

Oil on panel

53 x 71 cm

s Tretyakov Gallery
Manuscript department.
Fund 1, unit 3661.

& Tretyakov Gallery
Manuscript department.
Fund 1, unit 3666.

~

Tretyakov Gallery
Manuscript department.
Fund 1, unit 3674.

Wahlberg and Théodore Rousseau,
because he had “bought a Rousseau from
Turgeneyv, so I don’t need anymore the one
I have™. Indeed, in early 1882 Turgenev,
in financial straits, had to sell Rousseau’s
“In the Forest of Fontainebleau”, his
favorite picture and the single Rousseau
piece remaining in his collection. The deal
was struck and the painting arrived in
Moscow, but in November of the same
year Sergei Tretyakov sent a new letter
requesting several paintings, including the
Rousseau landscape, for exchange with
“superb pieces by Constant Troyon,
Ernest Meissonier and Gustave Courbet™®.
Ensuing letters shed little light on this sud-
den decision, but we know that both Troy-
on’s “Sheep” and Millet’s “Female Char-
coal Dealers” remained in the collection,
and less than in two years “The Forest of
Fontainebleau” was back, about which
Sergei apprised his brother: “I got rid of
my Rousseau, bought back Turgenev’s”’.
The vigorous collecting efforts gath-
ered even more steam in the 1880s. That
period in French art was marked by the
prominence of the so called “peasant
genre”, which many great artists engaged
with. Distinct from the harsh truths and
monumental might of the already

TOPOTO «HEYETO B3SITh».
Ha stom doHe Bbiaensiercs durypa
Ceprest MuxaitnoBuya TpeTbsikoBa, e1MH-
CTBEHHOTO KPYIHOTO KOJUIEKIIMOHEpa,
CcOOMpaBIIIero 3aragHOeBPOTENCKYIO K-
BOITMCH CEPEAVHBI M BTOPOU TIOJIOBUHBI
XIX Beka. OH ponuiics B 1834 roay u 661
BCEro Ha JIBa rojia MOJIOXe CBOEro Opara.
VYHacnenosaB BMecte ¢ [laBnom Muxaii-
JIOBUYEM OTILIOBCKOE MPEANpUsITUE, OH
JUIS pacIIMpPEHUs] KOHTAKTOB C 3arpaHy-
HBIMU TTAPTHEPAMU, OCHOBAJ IITa0-KBap-
tupy B [lapuxe. [Tomrmo ob1iero Topro-
BOTO Jiejla OpaTheB CBS3bIBAIM OJIU3KHUE
XyIOKeCcTBeHHbIe MHTepechl. O0a To0mimn
MYy3BIKY, TeaTp, TOpsuo YBJIEKATUCh TPO-
WU3BEICHUSIMUA XUBOIUCU. YK€ B Hayase
1860-x ro0B OHM OKA3aJIMCh B YKCIIE IIEP-
BbIX WwieHoB OOIecTBa TIOOUTENEl Xymo-
KECTB, TMpejcenaTeieM KOTOPOTO BIIO-
cineactsum cran Cepreit MuxaitioBuy.

[MaBen MuxaiinoBuy Havyas MOKymaTh
KapTuHbl B 1856 romy, a Cepreit Muxaii-
JIOBUY 0OpaTujcsl K CUCTEMaTUYECKOMY
KOJJIEKIIMOHMPOBaHUIO B Havase 1870-x.
[TosnHee B cdhepe nHTEpecoB oboux Opa-
TheB 0003HAYMJIOCh YE€TKOE paslesieHUe.
JnurtenbHoe npeosiBanue Cepress Muxaii-
JIOBMYA 32 TPaHUIEH MPoOyIMio y HETO
WHTEpeC K 3allaJHoi KUBOTIUCH, YacThie
KOHTaKThl C XYIOXKHUKaMU W MapliaHa-
MM, a TAKXKe PeryJsipHOe MOCelIeHe ma-
PUXKCKUX BBICTABOK TTO3BOJIUIIU OBITH He-
3aBUCUMBIM OT MHEHMs OpaTa B BblOOpe
U TIPUOOPETEHUN BEICH.

B ITapuxe nepBbIMUM HAaCTAaBHUKAMU
KOJUIEKITMOHEpa CTAHOBSITCS TeH3aXKUCT
A.Tl.boromo6os, U.C.Typrenes, crpact-
HO YBJIEKaBIINICS XKUBOMMCHIO U HAYaB-
Wi coOMpaTh CBOIO KOJUIEKIINIO KapTUH
b6apousoHckoit wkonbl, U .I1.boTkuH,
TPUXOIUBIINIICS OJM3KUM POJCTBEHHU-
koM C.M.TpeTrsiKoBY (OHM OBUTH XKEHATHI
Ha PONHBIX CECTpax), coouparesib U 60JIb-
LIOM TMOKJIOHHUK (DPaHILy3CKOTO MCKYC-
crtBa. [lymaercs, uro BiusiHue TypreHesa,
KOTOPOTO, 1O €T0 COOCTBEHHBIM CJIOBaM,
«YKYCWJI TapaHTyJl XWBOMUCH», CTaJlo
pematomuM. CTpacTHasi yBJI€YEHHOCTb
mcaressi «HOBeWIMU (hpaHIly3CKUMU
Mel3aKUCTaMi», KOTOPBIX OH CYMTAN Oec-
CIIOPHO <«II€PBBIMU B MHUpE», TOTJIOIIANa
TOTZIa BCE €ro IMOMBICTBI M HEe MOTJa He
3apa3uTh TpeThsIKOBa, B CBOIO OYepelb,
MPEeANOoYUTABUIETO MEeU3aXKHYI0 XUBO-
MUCh. YBHI, yke B 1878 romy obcTosiTeNb-
cTBa 3acTaBWwin TypreHeBa paccTaTbesi CO
CBOEM KOJUIeKIIMe, B TO BpeMs Kak
cobpanue GapobuszoHueB Ceprest Muxarii-
JoBUYa Tpoxmoskano pactu. Ceityac Mbl
3a4acTylo He oTmaeM cebe oTyeTa B HOBa-
TOPCKOM U TIOMUCTMHE PEBOJIOLMOHHOM
3HAUEHUU XKUBOIUCU ITUX XyHOXKHUKOB.
MpI 3a0bIBaeM, 4TO B TeUEHUE JABYX JECSI-
tuaetuit xopu CaloHOB MNOCTOSTHHO

OTBEprajlo MX TNPOUM3BENCHUSI, KPUTUKA
BeJla 0XKECTOYEHHBIE CIIOPHI, a CTOJIb JII0-
oumbiii Typreneseim Teomop Pycco ocra-
BaJICSl «HEMPU3HAHHBIM» JI0 TOCTETHUX
ITHEW CBOEM XXMU3HU.

OrpomHas 3acnyra C.M.Tperbsiko-
Ba COCTOUT B TOM, YTO OH CyMeJl cpasy
OCO3HAaTh U OLICHUTh 3aBOEBaHUS OapOU-
30HCKOM HIKOJIbI, TPOHUKHYTHCSI HOBBIM
YYBCTBOM TIPUPOJIbI, OOTATCTBOM HOBOTO
JKMBOTTMCHOTO s13bIKa. bapouzoHiiam xo-
JIEKIIMOHEP He M3MEHSUT Ha TIPOTSIKEHUM
Ku3HU. Ecnm mo0oit apyroi XymosKHUK
TIPEJICTaBIIeH B €r0 KOJIIEKIH IBYMSI-Tpe-
Ms1 paboTaMu, TO KUBOMUCIIbI 6apOU30H-
CKOI IIKOJIBI YeThIpbMSI U Oosiee. M Kakue
oto Bemu! PaboTel, roBopsitiie o TOHYAii-
1IeM BKYCe ¥ TIOHUMaHUY yXa XyIOXKHUKA.
JlocTaTOYHO B3IVISIHYTh Ha CIMCOK TPO-
u3BeaeHnit Kopo, 4To0bI OHSITH, YTO 3TO
OJTHU TIIe/IEBPHI: «XOJIMBI C BepecKoM y Bu-
MyTbe», «3aMok [1bepdon», «bypHas mo-
rona. [1a-ne-Kaine», «[TopbIB BeTpa» — Kax-
nasi Belllb, CO3MaHHasi B CBOEM OCOOOM
KJTI0Ue, TMOJIHA MCKITIOUMTETbHOM CBeXe-
CTU YyBCTBa U TOHKOCTU WCITOJIHEHUSI.

Bce aT0 CcBHUIETENBCTBYET O TIIyOOKOM
BHYTPEHHEM UyThe KOJUIEKIIMOHEPA U €0
JnyHOM Bkyce. He 3abynem, uto 1870-¢ —
TOZBI CJIOKEHUST HAIIMOHAJILHOTO PYCCKO-
ro neizaxa. [laBen MuxaitioBuy nmpuoo-
petas B MockBe noyiotHa BacuibeBa, CaB-
pacosa, LlInmknHa, 0 KOTOPBIX HE MOT He
IMMOMHUTB ero Opat, moadupast coux Jlo-
ounbu 1 Kopo B IMapuke.

I1paBna, HecMOTps Ha JIIOOOBD K e~
3akHOM xuBorcu, Cepreil MuxaittoBua
rokynaJ B CaJloHe 1 TPOM3BeIeHUST «MOJI-
HBIX» MAacTepOB, YTOOBI 3apEKOMEHIOBATh
ce0sI cpeay MapyKCKUX Ipy3eii.

B 4ucie mepBbIX paboT TaKOro po-
J1a — DK30THYecKas «BocTouHas 1upIoib-
Hs» Jleona bonHa u sddextHbiii «[lax
¢ cobakamu» PeparHaHa Pyabe, yBumeH-
Heiit UM B Canone 1873 rogma. Kapruna
OxeHa DpomanrteHa «Ilepenpasa yepes
Hw», BeICTaBICHHAS B TO XK€ BpeMs, T1O-
naia K TpeThsIKOBY HECKOJIBKO TTO3/THEE.

He B mpumep 3aMKHyTOMY, pa3ayM-
YUBOMY M ocTopoxxHomy [laBiay Muxaii-
JIOBUYY, BCET/Ia JOJITO TIPUMEPUBABIIEMY-
Cs1 M B3BELLIMBABLIEMY BCE «3a» U «[IPOTUB»,
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deceased Jean-Frangois Millet, the new
school of painting was centered around
patriarchal rural life and the unity of peo-
ple and nature. It seems that Sergei
Tretyakov liked the genre, and the wide
public interest in it caused him to immedi-
ately acquire relevant pieces for his collec-
tion. Right after the World Fair in Paris in
1878 he bought Jules Breton’s “Fishermen
in Menton”, and a little later, Pascal-
Adolphe-Jean Dagnan-Bouveret’s “The
Nuptial Benediction”, exhibited at the
Salon in 1882.

10 TPETbAKOBCKASA TANEPEA THE TRETYAKOV GALLERY

While Jules Breton was a celebrated
master who had gained recognition back in
the late 1850s, Dagnan-Bouveret was just
beginning to win acclaim. The style of
“The Nuptial Benediction” is austere and
serene, free of eye-catching details and
exorbitant sentimentality. The painting is
attractive for its simplicity and focused
emotion. Besides, with its array of subtlest
gradations of white, Dagnan-Bouveret’s
picture evidences the artist’s awareness of
the recent visual innovations introduced
by the Impressionists.

#2'2009

It was not for nothing that Vasily
Polenov wrote in 1901 in a letter to his
daughter Yelena: “As to [Valentin] Serov’s
‘Vera Mamontova’ and [llya] Repin’s
‘Unexpected Return’ — these pictures
were probably inspired by Bouveret’s ‘The
Nuptial Benediction’”.

Paintings of Jules Bastien-Lepage,
which started to be displayed at the Salon
in the late 1870s, captivated viewers at
once with their sincerity and expressive-
ness. His picture “Hay Making” (1877,
in the Louvre, Paris), in the tradition of

Muxait MYHKAYN
Cocmaeaenue 6ykema
Cepenuna 1870-x
Tlepeso, Maciio

99 x 78.5

Mihaly MUNKACSY
Making Up a Bouquet
Mid. 1870s

Oil on panel

99 x 78.5 cm

Kan-Baruer Kamuib
KOPO

Topwie sempa
1864-1873

XodcT, Maco

48 x 66

Jean-Baptist-Camille
COROT

Gust of Wind
1864-1873

Oil on canvas

48 x 66 cm

8 Valentin Serov: memoirs,
journals, contemporaries’
correspondence. Leningrad,
1971. Volume 1, p. 122.

® OPTIT. ®. 1. Ex. xp. 3661.
& OPI'IT. ®. 1. Ex. xp. 3666.

7 OPTTL . 1 B xp. 3674.

mpexne 4eM KynmuTh kKapTuHy, Cepreid
MuxaitnoBuu ObLT UMITYJICUBHBIM U pe-
IIUTETbHBIM. Pe3ymbsraTomM 3TOTO CcTaHO-
BWINCDH TIOCTOSTHHBIE TIOTIPAaBKU, BO3Bpa-
Thl U OOMEHBI YXe JaBHO MPMCIaHHBIX
B MockBy kapTuH. [1puXoauTcsl TOJbKO
YIUBISTBCSI, CKOJIBKO XJIOMTOT HOCTaBJIsI-
qu [MaBny MuxaitioBUdy HeCKOHYaeMBbIe
MOpYYEeHUs M yKa3zaHUsI, TaK KaK Bce Jie-
JIOBBIE OymMard M SIIIUKA C KapTUHAMH
[TV Ha €T0 MOCKOBCKUI afpec JUTs TajTb-
Helilero pasmenieHus B iome Ha [Ipeun-
CTEHCKOM OyJbBape.

[TaBenn MuxaitioBu4, Kak Obl OH HUA
ObL 3aBaJIeH AeJaMU GUPMbI U COOCTBEH-
HBIMU CHOILIEHUSIMU C XyTOXHUKaMU, HE
TOJIbKO He 3a0bIBasI 0 Mpockbax Opata, HO
W BBITIOJTHSIT UX TOYHO B CPOK, YBEIOM-
JIsis 0 BceX nmoapoOHOCTsIX. OXUBIIEHHAs!
nepenucka 1882 roma CBUIETEILCTBYET
O pacTylleil KOJJIEKIIMOHEPCKOW aKTUB-
Hoctu Ceprest MuxaiiioBuya. Tak, oH
npocurt BeicaaTh B [Tapux ionpe, Banb-
oepra, loouHbM. B 01HOM 13 rrcem coo0-
maet: «M.C. TypreHes, HyX1asiCbh B I€Hb-
rax, pemuics npoaarb cBoero Pycco, u s
€ro KyITIJI, TaK 4YTO MO¥ Terepb 0Ka3bIBa-
eTCsl TUITHUM»®. JleiicTBUTEIbHO, B HaYa-
sie 1882 roma nucarelsib, UMEBILMIA TOrIa

OOJIbIIINE JTEeHEXXHbIE 3aTPYIHEHUS, BbI-
HYXIEH ObLI MpoaaTh CBOIO JIIOOMMYIO
W eAWHCTBEHHYIO OCTaBIIYIOCS y HEro
kaptuHy «B secy ®@onten610» Teomopa
Pycco. Cnenka coctosiiach, M TMOJOTHO
MpuOBLIO B MOCKBY, HO B HOSIOpE TOTO XKe
roja MPUXOIUT HOBOE MHUCHMO C IPOCh-
00if BBICTATh LIEJIBINA PSII KapTUH, B TOM
yuclie U 9TOT neisax Pycco mist oomeHa
«Ha mpeBocxoaHeero TpoiioHa, Meii-
conbe 1 Kypbe»®. JlanpHelre mucbMa
MOYTH HE MPOJMBAIOT CBET Ha 3TO BHE3al-
HOE pelleHre, HO M3BECTHO, 4TO U «OB-
1bl» TpoitoHa, u «Yroabluulbl» Musuie
OCTaJIUCh B KOJUIEKIIUM, a MEHee YeM de-
pe3 nBa roza BepHysics U «Jlec DoHTEH-
610>, 0 yeMm Cepreit MuxaitioBud coo6-
1w opaty: «Coero Pycco cObut, Typre-
HEBCKOT'O MTPUOOPEIT OISATh»’.

Kunygast nesiTenbHOCTB 110 (hOpPMU-
POBAHUIO KOJUIEKIIMM OCOOEHHO YCUJIH-
nack B 1880-¢ roabl, Koraa Bo paHILy3-
CKOM MCKYCCTBE Ha TIEpBOE MECTO BBIIIET
TaK Ha3bIBaCMbIii KPECThIHCKUI XaHp,
MPUBJIEKIINI BHUMaHUE KPYITHBIX XYI0XK-
HUKOB. B oTiimume oT cypoBoii NMpaBabl
¥ MOHYMEHTAJIbHOI MOIIIM YK€ YMEPIIeTO
Kana-®pancya Muuie B IIeHTpe BHUMA-
HUsI HOBOH I1IKOJIbI OKa3bIBAIOTCSI MUPHAas

{ACNEONE

MaTpUapXaJbHOCTh IePEBEHCKOM KU3HU,
elMHeHue yeaoBeka u npupoasl. Ceprero
MuxaitoBuuy ObU10, TO-BUAMMOMY, OJIU3-
KO TBOPYECTBO MAaCTePOB ITOTO HATIPaBJIe-
HMSI, BBI3bIBABIIEE BCEOOIIMI WHTEpEC.
Cpa3zy mocie mapuxckoiri BcemupHoit
BoicTaBku 1878 roma C.M.TpeTbsiKOB 10~
kynaeT «PbidakoB B MeHToHe» Ktosist bpe-
TOHA, @ HEMHOTO MO3Xe — nosoTHo [lac-
kans [danbsHa-byBpe «bnarocioBeHue
HOBOOpaYHbBIX», BhICTaBlIeHHOe B CaloHe
1882 rona.

Ecnu XKionbs bpetoH gBinsiicsa npus-
HaHHBIM M3TPOM, BBIIBUHYBIIUMCS €Il
B KoH1Ie 1850-x ronos, To o [laHbsiHe- ByB-
pe TOJIbKO HAYMHAIM TOBOpUTh. «briarocio-
BEHNE HOBOOpAYHBIX» HATTMCAHO CTPOTO
U cloepXaHHO, 0e3 YBJIeKaTeJbHBIX MO~
poOHOCTEl U HAaBA3YMBOI CEHTUMEHTAIb-
Hoctu. KaptuHa npusiexkaeT cBoeli mpo-
CTOTON U COCPENOTOUYEHHOCTBHIO UYBCTB.
Kpome toro, B nosnotHe JlaubsiHa-BbyBpe,
CO3IaHHOM B OYE€Hb TOHKOM TOHAJbHOM
pa3paboTKe OTTEeHKOB 0OeJIoTO 1[BETa, BUI-
HO SIBHOE UCITOJIb30BAaHME HOBBIX TOCTH-
JKEHUI COBPEMEHHOI XXKMBOITMCH, KOTOpPbIE
OBLTN BBEEHBI UMITPECCUOHUCTAMM.

Henapom B 1901 rony B..IToseHoB
B nuchbMe K cBoeii noyepu E.B.TTonenosoit
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Teopop PYCCO

B secy @oumenbno
Xoicrt, Maco

65 x 54

Théodore
ROUSSEAU

In the Forest

of Fontainebleau
Oil on canvas

65 x 54 cm

® Ibid, p. 212.

" Durylin, Sergei. Mikhail
Nesterov in art and life.
Moscow, 1965. p. 133.
“Relating to us his visit
to Leo Tolstoy at Yasnaya
Polyana, where they talked
about painting, Nesterov told
us about his admiration for
the same painting of Bastien-
Lepage. Given its impact
and the innermost profound
meaning, “Village Lovers™
is more Russian than French.
A wedding ceremony would
be even more touching and
efficient in front of the
painting than in front of the
icons, which often lack soul”
See: Nesterov, Mikhail.

In the days of yore. Moscow,
1959. p. 276.
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Iapns-dpancya
IOBVMHbU

Ympo. Cmas zyceii

Ha peke. 1858

TepeBo, macino. 29 x 47

Charles-Frangois
DAUBIGNY

Morning. The Flock

of Geese at the River

Oil on panel. 29 x 47 cm
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Millet, was widely reviewed and brought
him into the public eye. It did not take
long before he caught the attention of
Russian artists as well — Ilya Repin,
Mikhail Nesterov, and Valentin Serov. But
whereas Repin’s response, generally posi-
tive, had some critical barbs attached, the
younger artists — Nesterov and Serov —
were literally shaken. When, in 1889, the
World Fair exhibited Bastien-Lepage’s
piece “Joan of Arc Listening to the Voices”
(now at the Metropolitan Museum, New
York), Nesterov came to the show every
day and spent hours looking at it. Valentin
Serov, in turn, wrote to Ilya Ostroukhov on
September 16 in the same year: “I was
delighted to see at the show Bastien-
Lepage’s work — he is a good artist, proba-
bly the only one whom I remember well
and remember with pleasure”®. Sergei
Durylin  wrote that when Sergei
Tretyakov’s collection was held in the
mansion on Prechistensky Boulevard,
Serov used to tell him: “Every Sunday I go
there to see ‘Village Lovers’. And Serov
knew what to set his sights on, he knew
even when he was a young man”'. The
fact that Bastien-Lepage’s paintings
impressed two outstanding Russian artists
so greatly tells a good deal about his artis-
tic impact.

The artists from the “Peredvizhniki”
(Wanderers) society, who, in the 1860s-
1870s, championed the idea of the public
mission of art, later became more interest-
ed in the inner world and spiritual aspira-
tions of the individual. The Russian Realist
school of painting changed, producing
such portraits as Valentin Serov’s “Girl in
the Sunlight”, and such paintings as
Mikhail Nesterov’s “The Vision of the
Youth Bartholomew”, a piece obviously
inspired by Bastien-Lepage’s “Joan of

Arc” which Nesterov had seen. Our artists
admired the French painter not only for
the new emotions he conveyed, but also for
the richer visual language, such as the
treatment of plein air in a decorative vein;
Nesterov’s pieces evidence a great impact
of this approach. On the whole, “Village
Lovers”, acquired by Tretyakov, not only
was a valuable French addition to the col-
lection, but also played an important part
in the development of contemporary Russ-
ian painting.

1885 also saw the acquisition of a
large painting of the yet little-known Luigi
Loir “Smoke on the Paris Circuit Line”,
which enthralled Russian artists with its
subtle colour scheme of the shades of gray
representing clouds of smoke haze trailing
past dingy buildings. The piece set off a
heated argument and brought up many
conflicting opinions, and its idiosyncratic
artistic message clearly suggests that Sergei
Tretyakov was interested in modern colour
innovations.

In 1886 Tretyakov, all of a sudden,
added to his collection Eugene Delacroix’s
“After the Shipwreck” (1847), which, 40
years after its creation, was already an
acknowledged masterpiece. We believe
that this small piece, with its bluish
plumbeous palette and disquieting solitary
sparks of white and red, and a wrenching
sense of utter desperation, is more expres-
sive and more typical for Delacroix’s
genius than his “Moroccan” pieces from
the Hermitage collection. That was a first
successful attempt to tackle those works of
French art of the 19th century that were
already recognized as classics, and to buy
it for the collection.

However, the next (1887) year, Sergei
made another surprising move — he request-
ed his brother in Moscow to send to Paris a

Jlynmxu JIYAP

Hotm napusxcckoii
JHcenesnoll 0opozau. 1885
XodncT, Macio

172 x 296

Luigi LOIR

Smoke on the Paris
Circuit Line. 1885
Oil on canvas

172 x 296 cm

8 Banenmim CepoB
B BOCTIOMUHAHUSIX ,
JHEBHMKAX M TepericKe
COBpEMEHHNKOB. B 2 1.
JL,1971.T. 1.C. 122.

® Tam e. C. 212.

mﬂypbww-t C.H. Hectepo
B XKU3HH ¥ TBOPYECTBE.
M., 1965. C. 133; Hecrepos
OCTaBIJI HAM BOCTOPXKCHHYHO
OLIEHKY TO¥1 K& KapTHHBI
Jlenaxa: «”[IepeBeHcKast
JII060BE” 110 CUJIE, IO
COKPOBEHHOMY IITyGOKOMY
cMbicy — Gosiee pyccKast,
ueMm chpaniysckasi. [lepes
KapTuHoi1 “[lepeBeHcKas
MoGOBE” 00PSIfT BEHUYAHNST
Mor Obl ObIT ellie Gonee
TPOraTeNbHbIM U JefiCTBEH-
HBIM, UeM nepeji 00pasamu,
YacTO Ge3TyLHBIMI»
(Hecmepos M .B. [laBnue
mun. M., 1959. C. 276).

coobman: «Yrto kacaercs mo “Bepsr Ma-
MoHToBOi” Ceposa u “He xnanu” Penu-
Ha, WX, BEpOSITHO, BIOXHOBWJIA KapTHHA
Byspe “HoBoGpauynbie”»®.
IMTpoussenenuss bactbeHa-Jlemaxa,
nosiBisiBIIKecst B CajioHe B KoHue 1870-x,
cpasy MpUBJIEKIN BHUMaHUE MCKPEHHO-
CTBIO M BBIPA3UTENBHOCTHIO TPAKTOBKU.
Hanucanubiit B Tpaguuusax Muuie «Ot-
IbIX Ha ceHokoce» (1877, Jlysp, [lapux)
BBI3BaJI OYPHBIM OTKJIMK KPUTUKH U TIPH-
BJIEK K aBTOpY BHUMaHMe IUPOKON Iy0-
Juku. Ero cpasdy 3aMeTuIu u pycckue xy-
noxHuku — PermmH, HecrtepoB, Cepos.
Ho ecnu ouenka Pennna, B oOiiem mo-
JIOXKUTEJIbHAS, coepxKalia psii KpUTUIec-
KHX 3aMEeUYaHUi, TO MPeACTaBUTEIN Majl-
mrero rmokosieHust — Hecrepos u CepoB —
ObLIM OyKBaJIbHO TIOTpsiceHbl. Hectepos
KaXIblii IeHb MTPOCTalBaJ YacaMu Mepe
nosotHoM bactbeHa-Jlenmaxa «XKaHHa
I'ApK, ciymaroniasi HeGecHBbIe Toyioca»
(HbIHe — B My3ee MetpornoaureH, Hblo-
Mopk), KOTOpoe SKCIIOHMPOBAJIOCh Ha
Bcemupnoii BoictaBke 1889 roma. Cepos
mucan M.C.OcrpoyxoBy 16 ceHTSIOpst TO-
ro e roga: «Ha BbicTaBKe pan ObuT Beeit
nymoit Buneth bacteeH-Jlemaxka — xopo-
WA XYJAOXHUK, TTOXalyi, €IUHCTBEH-
HbIi, OCTaBUIMIACS XOPOLIO U C IPUSTHO-
ctbio B maMsti»®. C.H.JlypbUIMH MHIIIET,
yto, Korma komekuus C.M.TperbskoBa
rnoMeniagach B ocoOHsike Ha [IpeuncreH-
ckoM OyibBape, CepoB roBopui eMy: «S1
KaXXJI0€ BOCKPECEHbE XOXKY TyJla CMOTPETh
“JlepeBeHCKYIO JI060BL”»". To, 4TO Kap-
TUHBI 3TOTO XyJA0KHUKA MTPOU3BEJIU CTOJb

CUJIbHOE BITEUaTIEHNe Ha IBYX HAIINX 3a-
MeJaTeTbHBIX MacTepOB, CBUICTEILCTBY-
€T O MHOTOM.

VoexneHue repeaBkKHUKOB 1860-x—
1870-x TomoB B 0OIIECTBEHHO-TPaKIaH-
CKOIl MMCCHM MCKYCCTBA HAaUMHAET YCTY-
naTh MeCTo 0oJiee YIiyOoJIeHHOMY MHTepe-
Cy K OTJIeJIbHOI YeJI0BeUeCKOI TNIHOCTH,
K €€ BHYTPEHHEMY MUPY U TIyXOBHBIM CTpe-
mieHusiM. Pycckast peanuctuyeckast XKu-
BOIKCH OOpeTaeT HOBbIE KauyecTBa, BO3-
HUKAIOT TaK1e TTOPTPETHI, KaK «JleByIKa,
ocBelleHHast conHuem» CepoBa, U Takue
KapTuHBI, Kak «Bunenue orpoky Bapdo-
nomero» HecrepoBa, HammicanHoe, ode-
BUJIHO, MOJ, BITEYATIIEHUEM OT YBUIEHHOMN
M «KanHbl 1'Apk» bactheHa-Jlenmaxka.
Hamm xynoxxHuKY Hatwm y (ppaHIiry3cko-
ro MacTepa He TOJTbKO BhIpasKeHUEe HOBBIX
YyBCTB, HO U 0OoJjiee oOoraileHHbIN Tia-
CTUYECKUI SI3bIK: TUIEHOPHOE pellIeHUe,
MOAYMHEHHOE 3aJadaM JIeKOpPaTUBHOTO
XapakTepa, 4YTO 0COOEHHO SIPKO YYBCTBY-
ercs y Toro ke Hecreposa. B 1ienom «/le-
peBeHcKasi 11000Bb», MpuodpeTeHHas Tpe-
TBSIKOBBIM, HE TOJIBKO 000TaTHIIa ero KoJl-
JIEKIIMIO 3aMeyaTeIbHbIM MTPOU3BEICHUEM
¢ paHIy3CKOTO UCKYCCTBA, HO U ChITrpajia
CBOIO POJIb B Pa3BUTHUM PYCCKOI KUBOTIN-
CH TeX JIeT.

B tom ke, 1885 romy mpuoGpeTeHO
¥ TIOJIOTHO TOTJIA ellle MajJio M3BECTHOTO
Jlynmxu Jlyapa «JIbIM mapuKCKoi e-
JIE3HOI JOPOTU», BbI3BABILIEE BOCTOPT Xy-
JMIOXKHUKOB TOHKOW TaMMOW CEepbIX TO-
HOB, TIePENAIONINX CTENIONTUIACS IbIM Ha
(oHe TYCKJIbIX OapauHbIX cTpoeHMit. Kap-

HACINEOVE

TUHA TIOPOJIUJIa MHOTO CTIOPOB U TIPOTH-
BOPEUMBBIX CYKIIEHUI, a ee CBoeoOpa3Hast
Xy/J0XECTBEHHasI 3a/1aua yKa3bIBaeT Ha SIB-
HbIi nHTepec Ceprest MuxaiiioBuya K Co-
BPEMEHHBIM KOJIOPUCTUYECKUM CKAHUSIM.

B 1886 roay B coopanuu TpeTbsikoBa
HEOXUIAaHHO MOsIBIsieTcs KapTuHa Jlena-
kpya «[locie kopabnexkpymrenus» (1847),
ycrneBLuast 3a 40 JieT, NpoIIeAInX CO Bpe-
MEHU ee HaIlMCaHWsI TPEBPATUTHCS B KJac-
cuJeckoe rmpousBencHue. Hebompioe mo-
JIOTHO C €0 MCCUHSI-CBUHIIOBBIM KOJIOPY -
TOM Y TPEBOXHBIMU BCIBILIKAMU OEJbIX U
KPAaCHBIX OMMHOKUX Ma3KOB, TIOJTHOE IIe-
MSIIIIEeTO ONIYIIeHUs] Oe3HANEXKHOCTH, SIB-
JIIeTCsI, Ha Halll B3IV, OoJyiee CBOMCT-
BeHHBIM reHuto Jlenakpya u 6ojee Bbipa-
3UTEJIbHBIM, YeM «MaPOKKAHCKHE» KAPTU-
HbI U3 cOOpaHus DpMUTaxa. DTO MEePBbIk
ynaunbiii mar Ceprest MuxaiiioBuya Ha
MyTA TPUOOPETEHUST JJIsI CBOE KOJUIEK-
1IN CTaBIIIEH yxke KIacCuKoi (paHiry3-
ckoit xuBonucu XIX cronerus.

1887 rom mpemomHec HOBBIN CHOpP-
npu3 — Cepreit MuxaitioBud OTmpaBu
B MOCKBY MHUCBEMO C TIPOCKOOI BBICIIATH
B [Tapux kapTuHy M3abe (Kakyto UMEHHO
YCTAaHOBUTHh HE YIAJIOCh), KOTOPYIO OH
«IIPOMEHSUT Ha OYeHb XOpOIIero AJibMa-
Tagemy».

Kapruna Anbma-Tamembr «®pene-
roHna u [perexcraryc», HaMcaHHAsI eIlie
B 1863-M, B MaHepe, OJIM3KOI HUIEPIaH I -
CKUM TIPUMMTHUBAM, MOJy4Yla 30J0TYIO
MeAalb, 4 Ha CIEAYIOIIWIA TO, pa3bIrpaH-
Hasl B jiotepelo B bproccenbckom CajoHe,
MPUHECIAa aBTOPY OTPOMHYIO CYMMY JA€HET
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painting of Jean-Baptiste Isabey (which one
is uncertain), which he had “exchanged for a
very good Lawrence Alma-Tadema’s piece”.
Alma-Tadema’s “Fredegund by
Praetextatus’ Death Bed”, painted way
back in 1863 in a style similar to Dutch
primitive artists, was awarded a gold
medal, and next year, raffled off at the
Salon in Brussels; it won the artist a huge
sum of money and European fame. It is
not certain from whom Tretyakov bought
the picture afterwards. The piece marked a
watershed in the artist’s career. When he
completed it, he moved to England,
focused on antique themes and complete-
ly changed his style of painting. Apparent-
ly, there were doubts and difficulties
accompanying the purchase of the piece,
for it arrived in Moscow not in 1887, as
one would expect, but in 1891, a short
while before the owner’s death. It is worth
noting that “Fredegund” is Alma-Tade-
ma’s sole painting to be found in Russia.
Sergei Tretyakov passed away before
he could realize all of his plans - he died in
1892, before he could set his eyes on the
latest acquisitions, which were brought to
Moscow after his death. The collection of
Western European art he put together
included 84 works representative of differ-
ent schools. The works of the French
school, which made up three quarters of
the collection, were undoubtedly the cen-
trepiece. Besides, the collection had 15
pieces by German artists, five by Dutch,
and three by Spanish, including “Snake
Charmers”, a picture by the favourite
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painter of many Russian artists Mariano
Fortuny, which was acquired for the dizzy-
ing sum of 110,000 francs." On the face of
it, it seems very strange that the collector
neglected the Impressionists, for they were
his contemporaries in every full sense of
the word. One would think that Sergei, out
of curiosity if nothing else, could have vis-
ited their first exhibition in 1874. But he
did not. The camp of staunch opponents
of Impressionism included the advocates
of traditional academism as well as afi-
cionados of Realism, itself a recently rec-
ognized trend, and the late 19th-century
Symbolists, who were on a spiritual quest.

Considering that Sergei Tretyakov
was raised on the art of the Wanderers
society, how could he have bought the
works of Edgar Degas or Claude Monet?
Ivan Morozov and Sergei Shchukin would
dare such a buy only 10 years after his
death, but these collectors belonged to a
new generation — they were younger than
Tretyakov by 36 and 20 years, respectively.

Assembled abroad, pivoted towards
works of non-Russian artists, the collec-
tion of Sergei Tretyakov, however, has a
subtle but definitely felt kinship with his
brother’s famed gallery. Maybe this is
because his collection is dominated by
landscape pieces, whose lyricism, cordial-
ity and simplicity echo Russian landscape
paintings of the period. Like the gallery,
the collection has no pompous paintings
or paintings centered around abstract
mythological themes. Even the genre
pieces seem to have something in common
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with certain well-known paintings from
the Tretyakov Gallery. Tretyakov’s collec-
tion of French art became a Russian col-
lection, and this is what makes it distinct
and special! In Moscow the collection was
treated with respect by connoisseurs and
loved by artists. Vasily Polenov sent his stu-
dents “to Prechistensky Boulevard to see
the French and the Spanish [artists]”,
because Tretyakov’s collection was the
only place where they could see the mod-
ern European painters.

Presently, nearly all of Sergei Tre-
tyakov’s collection is held at the Pushkin
Museum of Fine Arts, with the exception of
several pieces handed over to the Hermitage
museum after the State Museum of New
European Art (GMNZI) was shut down [in
1948]. Nearly all the paintings are displayed
in the gallery of the art of Europe and Amer-
ica of the 19th-20th centuries, forming the
backbone of the section. Had it not been for
this collection, we would not own the art-
work of such masters as Eugene Delacroix,
Jean-Frangois Millet, Camille Corot,
Théodore Rousseau, Charles-Francois
Daubigny, and Jules Bastien-Lepage; the
entire period between the First Empire and
the Impressionists, with its best artwork
missing, would have lost all sense for us. So,
in this context, one can hardly overestimate
the impact of Sergei Tretyakov’s collecting
enterprise and his huge contribution to the
cause of collecting Western art.

Publication prepared
by Svetlana Zagorskaya.
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Iapnb-Ppancya
JNTOBVHbU

Mopckoii 6epee

Kownery 1860-x —
Havaso 1870-x
Iepeso, Macio. 20 x 34

Charles-Frangois
DAUBIGNY
Seashore

End of the 1860s —
early 1870s

Oil on panel

20 x 34 cm

" Alexander Benois wrote:
“All Russian artists were
mad about Fortuny, saying
his art was the ultimate
achievement of the craft
of painting.” In: Benois,
Alexander. My memoirs.

5 books in 2 volumes.
Moscow, 1980. Books IV-V,
p.42.

IMackanb Anonbd 2Kan
IIAHBAH-BYBPE
Baazocaosenue
HOB0OPAUHBIX
1880-1881

XoincT, Maco

99 x 143

Pascal-Adolphe-Jean
DAGNAN-BOUVERET
The Nuptial Benediction
1880-1881

Oil on canvas

99 x 143 cm

"
Benya nucar: «...sce
PYCCKHE XY[IOKHHIKH
6pepuu PopTYHU, FOBOPHIIH
0 HEM, KaK O NpE/Ie/IbHOM
JOCTUXKEHUH B JKUBOTTMCHOM
macrepetse» (Berya A.H.
Mou Bocnomnuanms. B 5 ku.
[T.2]. Ku. IV-V. M., 1990.
C.42).

U eBporeiickyto cnaBy. M3 ubux pyk ee
BriocaeacTBumn Kynua Cepreit Muxaiiino-
BUY OCTaeTCsl HeM3BeCTHBIM. [1poussene-
HUE CTajJO0 BaXHBIM MOBOPOTHBIM ITYHK-
TOM B TBOPYECKOH Cyab0e XymOXHHUKA.
Hamnucas ero, oH niepecenuics: B AHIJIHIO,
o0paTtuiicd K aHTUIHOIM TeMaTHUKe U TI0JT-
HOCTBIO M3MEHWJ CBOW >XMBOIMUCHBIN
ctuib. [lo-BuauMomy, ¢ MOKYIIKOM 3TOM
KapTUHBI CBSI3aHbI KaKWE-TO COMHEHUS
W 3aTPYIHEHUs, TaK KaK OHAa TPUXOIUT
B MockBy He B 1887 romy, Kak cienoBajio
OBl OXXMIaTh, a B 1891-M, MoYTH HaKaHy-
He CMepTH Biiazgeiblia. Hamo 3ametuTs, 4to
3TO eIMHCTBEHHOE MpousBeaeHue Jloy-
peHca Anbma-Tanemsl B Poccun.

Cepreit MuxaitioBU4 He YCIIeNI OCy-
ILIECTBUTh BCE CBOU 3aMbIcibl. OH ymep
ckoponocTxkHo B 1892 rony. [Mocnentue
npuoodpeTeHust ObLIU prBE3eHbl B MOCK-
BY yXe mociie ero KoHuyuHbl. CobpaHHast
TpeThsIKOBBIM KOJUIEKIIMST 3aMaaHOEeBPO-
MEeCKOM XUBOIUCU COCTOSsIIA U3 84 TIpo-
W3BEICHMI pa3HbIX IKOJI. [JTaBHOE MeCcTO
cpei HUX, 0e3yCJI0BHO, MPUHAJIEXAIO
MoJOTHaM (paHILy3CKOM IIKOJIbI, COCTaB-
JISIBIIMM TPU YeTBepTH codpaHusi. Kpome
TOro, B HEM ObUIO 15 KapTUH HEeMELKUX
XyHOKHUKOB, 5 — TOJIJIAHACKUX, 3 — UCMaH-
CKHUX, B UMCIIE KOTOPBIX — «3aKJIMHATESIN
3Meli» TIOOUMOTO PYCCKUMHM XYIOXKHUKA-
mu Mapuano @optyHu, puodpeTeHHasT
3a 110 000 ¢ppaHKOB — 0GACHOCIOBHYIO
cymmy'.

[IpencrapnsieTcst HEMOCTVKUMBIM, YTO
KOJIJIEKIITMOHED TPOILIe]] MUMO UMITPECCH -

OHUCTOB, Be/Ib OHU ObLIN B IIOJTHOM CMBbI-
cje clioBa ero coBpeMeHHuKkamu. Kasa-
nock 0b1, Cepreit MuxaitioBuu m0OJKeH
ObLT XOTS ObI M3 JIOOOIBITCTBA 3aTJISIHYTh
Ha KX TepBYyIO BbICTaBKY 1874 roma, HO
3TOr0 He Tpowusolrio. B oxecToueHHOM
HEMPUATUN UCKYCCTBa MMITPECCUOHU-
CTOB COENMHUJIUCH TOTAA U CTOPOHHUKU
TPaAMIIMOHHOTO akaJieMu3Ma, U MpuBep-
JKEHIIbI peaju3Ma, JUIIb HeJTaBHO TOJTy-
YUBIIWE TPU3HAHUE, U CUMBOJIUCTHI KOH-
11a BeKa, UIIYII1MEe BbIPAXKEHUE TYXOBHBIM
WCKAHUSIM.

Mor s Cepreit MuxaiiJioBud, BbI-
pOCIIMI Ha MCKYCCTBE DPYCCKHUX Iepe-
NIBUKHUKOB, KynuUTh Toraa Darapa Jlera
wm Kinoma Mone? Mopo3os u Lllykun
oTBaxarcs Ha 31o yepe3 10 jet mocie ero
CMEPTH, HO OHHU YK€ JIFOIU HOBOTO MOKO-
neHust — oguH Ha 20, a npyroii Ha 36 et
moJioxe TpeTbsgKoBa.

CoOpaHHas 3a rpaHMLEH Ha MHOCT-
paHHOM Matepuaie Kojulekuusi Cepres
MuxaiinoBnya 0OHApYKMBAET TeM HE Me-
Hee KaKylo-TO HeYJIOBUMYIO, HO 0€3yC/IOB-
HYI0 OJIM30CTh CO 3HAMEHUTON rajepeeit
O6para. MoxeT ObITh, 3TOMY CIIOCOOCTBYET
npeobJjiagaHue B Hell Teii3axa, KOTopbIi
CBOMM JIMPU3MOM, 3a1yILIEBHOCTbIO U TIPO-
CTOTOM TEPEKIIMKAETCI C PYCCKUM TIEi-
3axeM Tex JieT. Kak u B camoii ranepee,
31IeCh HET ITOMIIE3HBIX BEIlei NI KapTUH
OTBJICYEHHOTO MU(OJIOTMYECKOr0 COolep-
KaHus. Jlaxe B XXaHPOBBIX CLIEHKAX €CTh
Kakasi-To MepeKJIMYKa ¢ HEKOTOPbIMU MO~
MNYJISPHBIMU KapTUHAMU TpPeTbSIKOBKM.

TPETbAKOBCKAA FANEPEA

HACIEAVE

Cobpanue ¢paHity3ckoit xxuBornucu Cep-
ress MuxaiijioBuya cTajo pycCKuM codpa-
HUEM, U B 3TOM KPOETCSI €ro CBoeoOpas3-
HBI, 0coObIi XxapakTep. B MockBe oHO
MOJIb30BAIOCH YBAXKUTEIbHBIM MPU3HAHU -
€M 3HaTOKOB M JIIOOOBBIO XyT0KHUKOB. [To-
JIEHOB TIOCBUTAJT CBOUX YIYEHUKOB «CMOT-
peTh paHIry30B 1 UcnaHleB Ha [Tpeunc-
TEHCKUI OyJIbBap», MMOCKOJIbKY cOOpaHue
C.M.TpeTbsikoBa OBLIO €IMHCTBEHHBIM
MECTOM, TIle OHM MOTJI TIO3HAKOMMUTHCST
C >KMBOTMCHIO COBPEMEHHBIX €BpOIeii-
CKUX XyTOXHUKOB.

B Hacrosimee BpeMs KOJUICKIIMS
C.M.TpeTbsikoBa TTOYTH TTOJTHOCTHIO HAX0-
IUTCS B 9KCcNo3uiuu lanepen mckyccTBa
ctpan EBponbl 1 AMepuku XIX—XX Be-
koB 'MUU, sBasgsch ee BaXHEUIINM
pasnesoM (JUIIb HECKOJIbKO Bellleil mo-
CTYMUJIO0 B DpMHUTaX IOCae 3aKPbITUS
TocynapcTBeHHOTO My3esi HOBOTO 3artaji-
HOTO uckyccTBa). bes atoro cobpanus y
Hac He ObLIO Obl TBOPEHU TAKUX Xyd0X-
HUKoB, kKak J[emakpya, Mumie, Kopo,
Pycco, lo6unbu, bactheH-Jlenax, a Becb
MepUOa MEXIY ITMOXOM MMIIEpUU U UM-
MPEeCCUOHUCTAMU TIPAKTUIECKU TTOTEPSIT
OBl BCSIKHMIT CMBICT, TaK KaK JIMIITUJICS OBl
JIy4diiux oopasioB. B aToM cMbiciie HeBO3-
MOXHO TMEpeoleHUTh 3HaueHHE esa
Cepress MuxaiinoBuya TpeTbsIKOBa U €TO
OTPOMHOTO BKJIaZa B KOJUIEKIIMOHUPOBA-
HUE 3aMaJlHOTO UCKYCCTBA.

M amepuan nodeomoesnen
Ceemaanoii 3aeopckoii
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