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Ha Bropom staxke mysest
npe;! JICHO TBOPYECTBO
ledppepa Bo Beem ero
PasHOOOpa3MH: IOPTPETHI,
PEJNTHO3Hb!
FICTOPUYECKIE KAPTHHbI.

2
Ha nepsowm araxke mysest
HAXOJIATCS MPUHAJLIEKAB-
mme Kopsx Canpt Betm
¥ TIOPTPETHI, KOTOPbIE
BOCCO3/IAKOT JKU3HB
THCaTeNLHALLI 1 ee
ol enust. B 1923 rojy
KONeKuus Obina nepejiana
ropojty ITapixy ee iouepbio
Aspopoit JTor-Canp.

La Russie Romantique
a I’Epoque de Pouchkine et

Jrogmuna Mapkuna

PoMmanTnueckaga

B camom ceppue Ilapuxka, B kBaprasie HoBble AduHbl, 4TO
HEJAJIEKO OT LIYMHOW M CKaHJaJbHO 3HaMeHuTOon MyneH Pyx,
B TUXOM KaMeHHOM Bopuke Ha yimuue llantane Haxogurcs
Mys3eil poMaHTMYeCKON >KU3HUA. OH pacroNoXuICs B U3SILIHOM
OCOOHSIKE C MaJICHbKMM CajJJOM, HAIllOJIHEHHBIM OJ1aroyxarouu-
MM pO3aMu M LBETYIIMMHU MajibBaMu. 37iech nocne Mronbekoi
pesomonmu 1830 roga 060CHOBAJCSI TOJUIAHICKUI XYIOXKHUK

Apu Hledpdep (1795-1858)'.

Ero MPOM3BEICHUSI, UMEBIIIUE YCIIEeX
B napikckom CajloHe, OXOTHO MpHU-
obpeTasch AKameMHell M3SIIHBIX HC-
KYCCTB U KOPOJIEBCKUM TOMOM. BriOupast
TeMBbl 151 cBoux TosioTeH, [lleddep yac-
TO OoOpalajcs K JUTEpaTypHBIM MTPOU3-
BEJCHUSIM POMAHTHYECKOIO HarlpabJie-
HMSI — 3HAMEHUTOMY TBopeHH11o MoranHa
Bonbdranra Iére «®ayct» («Maprapu-
Ta ¢ TIPSUIKOil», «PaycT B cBoeM pabodyem
KaOuHeTe»), Oajiage HEMEIKOro IoaTa
Tordpuna-Asrycra broprepa «JleHopa»,
pomaHy Banbrepa Ckotra «DamHOyprc-
Kasi TeMHuLa» («Ddbdu u JIXXKeH! B TIOpb-
Me DIuMHOypra»).

Kaxmyto nTHUILY MOAHBI >KMBOTIU-
cell MpUHUMaJ y cebsl XyIOXEeCTBEHHYIO
u autepatypHyto sauty [lapuxa. B ero
TOCTENTPUUMHOM JIoMe TToObIBau 2Kopx

Cann? u @punepuk lloneH, OxeH Jlena-
kpya u Ilonuna Buappo. Ilo3zmHee 3Ty
TPaJAMIMIO TTPOJOJIKUIA T0Yb XYIOKHU-
ka KopHenus. Bmecte ¢ MyxxeM, Xupyp-
roM PeHe MapxonuH, oHa TpUHUMAasa
Ha yiauue lllantans MBaHna TypreHesa,
[llapas IyHO, XymoXHUKa-UMIIPECCUO-
Hucta AHpu Maprena. B 1856 rony me-
msaHHuua Ileddepa BbIIIa 3aMyxX 3a
nucartesisi, UICTOpUKa PeJUrud DpHecTa
Penana, aBTOpa HalymeBlleil KHUTHU
«Kuznp Mucyca». B 1898 rony nx nouepu
3aBemianu oM Hleddepa-Penana Cose-
Ty ropona [lapuxa, mepenaB B gap KoJ-
JIEKIIMM MeMOpHUaJIbHbIC BEIIM 3HAMEHM-
TOTO JIUTepaTopa.

C 1983 roma ocobHsik Illeddepa-
PeHaHa crtajm MyHMIIUMIIAJbHBIM MYy3€eM
ropona [lapuxka. C HemaBHEro BpeMeHM

Poccuga

Onarogapsi KAMy4yei SHEPTUU AUPEKTOpa
My3es poMaHTUYeCKO K13HU JlaHu31s
Mapiiecco B IBYX aTelibe-«OJM3HEIax»
110 00EMM CTOPOHAM OT OCOOHSIKA MTOCTO-
SIHHO OCYIIECTBJISIOTCSI MEXKIyHAPOIHbBIE
XyIoxXecTBeHHbIe TpoekThl. B Tox ®paH-
uuu—Poccun 3mech neMOHCTpUpPYETCS
BbicTaBKa «PoMaHTHueckast Poccust amo-
xu Ilymikuna u Toross. LlleneBpsl U3 co-
Opanust TpeThsIKOBCKOI Taniepen» (28 ceH-
1510pst 2010 — 16 sguBaps 2011)3%. Bomen-
1IMe B ee cocTaB 0koJio 70 mpou3BeacHUI
PYCCKOI KMBOMUCH, CKYJBIITYPHI U Tpa-
¢uku nepBoii mojoBuHbI XIX Beka Briep-
Bble AKCTIOHUpPYOTCs B [Tapuke.

TepMUH «pOMaHTU3M», TOSIBUBLIMIA
csl Ha CTpaHMIIaX pyccKoii rmevatu B 1810-x
rojiax, aCCOLIMMPOBAJICS B TO BPEMSI C TO-
HITUEM <«ITaTpUOTU3M». COMoOCTaBIeHUE
3TUX CJIOB B 3IT0XY OCBOOOAMTEILHBIX BOMH
¢ HamosneoHoM maeT Kito4 K BBISICHEHUIO
MIPOUCXOXIEHUSI PYCCKOTO POMaHTU3Ma.
Bo ®paH1um ke poMaHTH3M BO3HUK Kak
pe3yJIbTaT MOCTPEBOJIOIIMOHHBIX Pa3oya-
pPOBaHMI M BCJIEACTBUE 3TOTO — OCO3HA-
HUE XYIOXHMKA-TBOpLA KakK JIMYHOCTH,
MIPOTUBOIOCTABICHHOI rOCyIapCTBY.

Pycckuii pomaHTH3M OBbLIT JajibHEM -
IIMM IIarOM Ha IyTU Pa3BUTUS XyIdOXKe-
CcTBeHHOI naeonoruu. OH ¢ TPYAOM Ipo-
ouBaisicss B metepOyprckoit Mmmepatop-
ckoil Akamemuu xypoxects. Ha cmeny
KJIACCULIM3MY C €r0 TaApMOHUYHOM U pac-
CYIOYHOM SICHOCTBIO TTPUXOIUIO IMOIIU-
OHaJIbHOE MCKYCCTBO, MPU3BaHHOE Tepe-
JlaBaTh CWIbHBIC IYyIIEBHbIC JBUKCHUS
1 OosblIMe YyBCcTBa. bopprba poMaHTHKOB
CO CTOPOHHMKAMM CTapoil HUACOJOTUM
nprodpesia 0COOEHHO OCTPBIN XapakTep
B 1820-¢ ronpl. K 3TOMy BpeMeHU OTHO-
CUTCSI TIOSIBJICHUE B TeYaTH CTaThU JIUTE-
paTypHOTro KpuTuKa, mucatenss Opecta
ComoBa «O poMaHTUYECKOI TTO33UU» U
JccepTallii MHOTOCTOPOHHEIO Y4eHO-
ro Hukonaa HanexnuHa «O mponcxox-
JNIEHWH, TIPUPOJE U Cynbbax Mo33uu, Ha-
3bIBAEMOI poMaHTHYeCKOIi». [oBOps 0 To-
Oele poMaHTM3Ma Haj KJIACCHUIIM3MOM,
nucareb U KpUTUK AnekcaHnp becry-
KeB (MapiMHCKUIT) OCTPOYMHO 3aMETHII:
«[1e X 6bLTO BoeBaTh MyIpe C TOPOXOM!»
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Nikolai GERENE
(GERIN)
Humepuwep. 1830
Watercolour, ceruse,
varnish on paper
23.5x%x33.5cm
Tretyakov Gallery

K.A.IIIEBEJIKVH »
Topmpem Anexcanopa I
Bropast ueTBepTh

XIX Beka

Komust ¢ opurnnana

@ . Kepapa (1810,I'3)
Xoncr, macno
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K.SHEVELKIN »
Portrait of Alexander 1
2nd half of

the 19th century

Copy from the
original painting by
Frangois Gérard (1810,
Hermitage Museum)
Oil on canvas

942 x 714 cm
Tretyakov Gallery

including portraits, religious
itions, and historical
paintings.

2
On the ground floor, memo-
rabili

sonal objects, and portraits
that she once owned: these
items serve to recreate the
environment in which the
writer and her family and
friends lived. In 1923 the
collection was donated to
Paris by the writer’s grand-
daughter Aurore Lauth-Sand.

% La Russie Romantique &
I"Epoque de Pouchkine et
Gogol. Chefs-d’oeuvre de la
galerie nationale Tretiakov,
Moscou. Paris, 2010
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Lyudmila Markina

Romantic Russia

In the very heart of Paris, in the neighbourhood of New Athens,
not far from the noisy and notorious Moulin Rouge cabaret, there
is a Museum of Romantic Life (Musée de la Vie Romantique).
A quiet patio on Rue Chaptal shelters an elegant mansion with a
small garden closely planted with sweet-smelling roses and
blooming mallows. The house was home to the Dutch artist Ary
Scheffer', who settled here after the July Revolution of 1830.

His works, which enjoyed an enthusias-
tic reception at the Salon de Paris,
were acquired by the Academy of Fine Arts
and the royal family. Scheffer often chose
Romantic literary works as themes for his
paintings, including the famous drama by
Johann Wolfgang von Goethe “Faust”
(“Margaret at Her Wheel” and “Faust
Doubting”), the German poet Gottfried
August Burger’s ballad (“Lenore”), and
Walter Scott’s novel “The Heart of Mid-
lothian” (“Effie and Jeanie in Edinburgh
Prison”).

Every Friday the fashionable painter
welcomed the city’s artistic and literary
elite in his home. Among the celebrities
who would visit were the writer George
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Sand? and the composer Frédéric Chopin,
the painter Eugéne Delacroix and the
singer Pauline Viardot. Later this tradition
was continued by the artist’s daughter
Cornelia Scheffer: together with her hus-
band, the surgeon René Marjolin, she
played host in the home on Rue Chaptal
to such personalities as the French artist
Henri Martin, the Russian writer Ivan
Turgenev and the French composer
Charles Gounod. In 1856 the artist’s niece
married the historian and man of letters
Ernest Renan, the author of the famous
“Life of Jesus”. In 1898 the couple’s
daughters willed the Scheffer-Renan
home as well as the famed philologist’s
collection to the City Council of Paris.

In 1983 the Scheffer-Renan house
became a municipal museum of the City
of Paris, and recently, thanks to the efforts
of the museum’s director Daniel
Marchesseau, two twin studios in respec-
tive wings of the mansion have come to
host international art exhibitions. As part
of the Year of Russia in France the muse-
um is showing the exhibition “Romantic
Russia of Pushkin and Gogol. Master-
pieces from the Tretyakov Gallery Collec-
tion” (from September 28 2010 through
January 16 2011)%. About 70 paintings,
sculptures and drawings by Russian mas-
ters of the first half of the 19th century are
on show in Paris for the first time.

The term “Romanticism”, which
made its initial appearance in Russia in
the pages of periodical publications in the
1810s, was associated then with the word
“patriotism”; the coupling of these words
in the era of wars of liberation against
Napoleon gives us a clue to the origin of
Russian Romanticism. Meanwhile, in
France Romanticism emerged on the
crest of disillusionment in the wake of the
Revolution, which produced the notion of
the artist-creator as an individual in oppo-
sition to the state.

Russian Romanticism was a further
step on the path towards the development
of an artistic ideology; it met with fairly
strong resistance in the circles connected
to the Imperial Academy of Fine Arts in
St. Petersburg. Classicism with its harmo-
nious and rational clarity was replaced by
the emotional Romantic art focused on
representation of grand emotions and
powerful feelings. The divisions between
the Romantics and adherents of the old
ideology became especially sharp in the
1820s, a period that saw the publication of
Orest Somov’s article “On Romantic
Poetry” and Nikolai Nadezhdin’s doctor-
al thesis “The Experience of Romantic
Poetry”. Talking about the victory of
Romanticism over Classicism, the poet
Alexander Marlinsky wittily noted: “Face
powder was no rival to gunpowder!”

Indeed, the Russian Romantics —
writers and artists alike — based their
works on unusual stories suggested by
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real life, history and nature. The central
room, in the former studio of Henri Sch-
effer (Ary’s brother), features battle
scenes full of heroic spirit — Alexander
Orlovsky’s “Don Cossacks” (the 1810s)
and Grigory Gagarin’s “Hillmen Cross-
ing a River” (the 1840s). The bronze bust
of Emperor Alexander I (1807) by Louis-
Marie Guichard epitomizes the Roman-
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tic idea of the warrior of that period.
Along with Russia’s highest decoration,
the Order of St. Andrew, his uniform fea-
tures an Order of St. George: members
of the imperial dynasty were entitled to
the St. Andrew Star by right of their
birth, while the Order of St. George was
awarded for personal courage in battle.
Of all the Russian emperors, only

#4'2010

I1.9.COKOJIOB
Ilopmpem eeaukoz0
KHA3A Anexcanopa
Huxkonaesuua. 1828
Bymara, akapenb
20,2 x 16,7

I'Tr

Pyotr SOKOLOV
Portrait of Grand
Prince Alexander
Nikolaevich. 1828
Watercolour on paper
202 x 16.7 cm
Tretyakov Gallery

HMN.TUXOBPA30B
Humepuoep. 1844
Bymara, akBapeb
19 x 25,1

IrTr

Nikolai
TIKHOBRAZOV
Interior. 1844
Watercolour on paper
19 x 25.1 cm
Tretyakov Gallery

Alexander I and Nicholas II earned the
latter distinction.

Emphasizing the importance of
unconstrained individuality, the Roman-
tics were greatly interested in the inner
workings of the human soul. Feelings and
thoughts, anxieties and passions were the
essential theme of Alexander Pushkin’s
poetry, as well as portraits painted by the
Romantic artists. Romantic portraitists
(Orest Kiprensky and Alexander Varnek)
strove to break loose from the routine of
the everyday and to represent the individ-
ual at extraordinary, “singular” moments
when he reveals most fully the best quali-
ties of his soul (hence the emphasis on
Russians who had heroically defended
their motherland during the Patriotic War
of 1812). The graphic section of the Paris
show is dominated by superb drawings by
Orest Kiprensky, which include the 1823
portrait of Yevgraf Komarovsky, an adju-
tant general in the army of Alexander I.
The centrepiece of the painting section is
Karl Briullov’s masterfully crafted “Por-
trait of General Vasily Perovsky” (1837).
Valiantly fighting in the ranks of the life-
guard of the Egersky Regiment, the gener-
al was wounded in his arm. Later, serving
as governor in Orenburg, Perovsky helped
Pushkin in gathering material about
Emelian Pugachev’s revolt.

The genius of Alexander Pushkin,
“the sun of Russian poetry” (as Vasily
Zhukovsky termed him), illuminates all
Russian art of the Romantic age. The
show in Paris features a model of the
poet’s statue, designed by Alexander
Opekushin that was erected in 1880 in
Moscow. An engraving of Orest Kipren-
sky’s portrait of the poet, made by Nikolai
Utkin, gives a good impression of what
Pushkin looked like.

Many images on view show the
“pupils of the light-winged fashion” —
Pushkin and his friends and acquaintanc-
es (poets, prose writers, and artists). This
section includes Kiprensky’s Romantic
masterpiece “Portrait of the Poet Vasily
Zhukovsky”, Polish artist Jozef Olesz-
kiewicz’s image of Nikolai Arendt, the
doctor who attended to Pushkin in his last
moments, and Roman Wolkov’s very
unconventional representation of the
Russian fabulist Ivan Krylov.

The “Portrait of Emperor Alexan-der
I” by the little known artist K.Shevelkin
was renovated especially for the exhibition.
The image is fashioned after the canonical
portrait created by the British master
George Dawe, and the work recreates the
Romantic myth of the age about the bril-
liant military commander and individual
of great charm. Napoleon Bonaparte
called him “a resourceful Byzantian” and
the “Talma of the North”. The “Portrait of
Empress Yelizaveta (Elizabeth) Alexeevna,
Consort of Alexander 1” was accomplished
by the French artist Joseph Monier in
1802, the year he came to Russia. In poli-
tics as in life Tsarina Elizabeth preferred to
play a supporting role. Few had such an

J1eiicCTBUTENIbHO, PYCCKKME POMAHTH -
KU — JIMTEPATOPbI M XyTOXKHUKU — BBIOM-
panu 1Sl CBOMX MPOW3BEACHUI HEOpIU-
HapHbIe CIOXETbl B MCTOPUM, XKMU3HU,
npupoze. B ieHTpaibHOM 3aJie BBICTaBKHU
MapMKCKOIM BBICTABKU, PACIIONIOKEHHOM
B ObIBIIEM aTenbe AHpu Llleddepa (Opa-
Ta ApM), IpeACTaBICHbI TeporMYecKue 0a-
TaJbHbIE CLIEHBI B KapTHHaX AJeKcaHapa
OpnoBckoro «JloHckue kazaku» (1810-¢)
u Ipuropus larapuna «I[lepenpapa ropies
yepe3 peky» (1840-¢). bpoH30BbIiT O1OCT
umneparopa Anekcanapa I (1807) paboTst
Jlyn-Mapu [uiapa BOIIoTHII pOMaHTH-
YEeCKMI 1aeall BOMHA COBPEMEHHOM 3110~
xu. Ha ero MyHmupe Hapsioy ¢ BbICHICH
POCCUIACKOI Harpamoii — OpaeHOM AH/I-
pes [1epBo3BaHHOTO — U300paXKeH OpJeH
Cssiroro [eoprus. YneHaMm numnepaTopckoit
damuaun AHapeeBcKas 3Be3/1a TpUHAI-
Jiexxana mo ¢dakTy poxaeHus, [eoprues-
CKHUI1 e KpecT JaBajics 3a JIMYHYIO Jd0-
6s1ecTb Ha nosie OpaHu. Kpome AnekcaH-
npa I U3 poccuiickux MMIIEPaToOpoB €ro
yaocTtousics Tonbko Hukonaii 11.

[MomyepkuBast pojib CBOOOIHOM JINYU-
HOCTH, POMaHTHUKU MPOSIBISUIM OTPOMHBIiI
MHTEepeC K AyIIeBHOMY MHUpPY 4YeJIOBEKa.
YyBcTBa M MBICIIU, BOJHEHUS U CTPACTU —
u3mobieHHas TeMa moa3uu [lymkuHa
U TIopTpeTa poMaHTU3Ma. [lopTpeTucThi-
pomaHTuKM (Opect KunpeHckuii, Anek-
caHnp BapHek) ctpeMuuch yidTu ot Oya-
HUYHOI OOBIIEHHOCTH U TTPEICTAaBUTD Ye-
JIOBEKA B UCKJTIOUUTENbHbIC, «<U30paHHbIe»
MMHYTBI, KOTJla B HEM HauboJjee TMOJTHO
PAacKpPBIBAIOTCS JIyUYIIIME CTOPOHBI TyXOB-
Horo o6juka. 1715t 3Toii pojy MOAXOIMIN
pyccKue Joau, craBiue B nepuon Ote-
YeCTBEHHOI BoMHBI 1812 roga reponyec-
Kumu 3ammTHruKamu Poccun. Ha mapuk-
CKOI1 BBICTaBKE B paziese rpaduku mpe-
00y1analoT BUPTYO3HBIE JuCTHl OpecTa
KunpeHckoro, cpeau Kotopbix — «IlopT-
pet E.E.Komaposckoro» (1823), reHepan-
aabloTaHTa uMIepaTopa AsekcaHapa I
B pasnesie XUBOIMUCU — OJMCTaTeIbHBIM
no ucnojHenuto «Iloprper B.A.IlepoB-
ckoro» (1837) kuctu Kapna bpromnosa.
Xpabpo cpaxasich B psiax Jieio-reapauu
Erepckoro nonka, [lepoBckuii moaydun
paHeHue B pyKy. BrmociencrtBuu, oymyuu
OpPEHOYPICKMM TeHepai-ry0epHaToOpoM,
oH noMoran [lymkuHy B cobope maTepua-
JIoB 0 BoccTaHuu [lyrauesa.

3HaUUTETbHOE MECTO YIEICHO B 9K~
CITO3UIINU «[TMTOMIIAM MOJIBI JIETKOKPbI-
J1oii» — [TyIIK1HY 1 ero OKpyKeHU1o (1103~
TaM, JUTepaTopaM, XyaoKHUKaM). [eHuit
«COJTHIIA PYCCKOI TT033MM1» OCBSIIIAET BCE
OTEUECTBEHHOE MCKYCCTBO 3TIOXU POMaH-
tu3Ma. B [lapuxke neMmoHcTpupyercs Mo-
JeJib MaMSTHHMKA TI03TY, BO3ABUTHYTO-
ro 1o npoekTy Anekcanapa OrnekyliHa
B 1880 romy B Mockse. IlpencraBieHue
0 BHelIHeM obsuke IlymkuHa maet rpa-
Biopa Hukonas YTkuHa, BBINTOJTHEHHAs
¢ JKUBOIKMCHOTO opurnHana KumpeHcko-
ro. Ha BeicTaBke npencraBieHbl «[lopT-
per B.A.2KykoBckoro» (1816) — Bupty-
03HOE TBOPEHUE POMAHTMUYECKON KHUCTH
Kunpenckoro, «[Toptper H.®.Apenara»

K.IT.EPIOJ/IIIOB
Topmpem

M .U .Bymenesoii

¢ 0ouepvio Mapueii
1835

Bymara, HakiIeeHHast
Ha KapTOH, aKBapellb,
Genna, rpaUTHbIN
kapanpmam. 41,8 x 31
I'Tr

Karl BRIULLOV
Portrait of Maria
Buteneva With Her
Daughter Maria

1835

‘Watercolour, ceruse,
pencil on paper
mounted on cardboard
418 x 31 cm

Tretyakov Gallery

(Bpaua, HAaXOAMBIIIETOCS B TIOCJAEIHUE MU -
HYTBI )KU3HM Tpu [Ty1iKkuHe), ucroaHeH-
HbIi B 1822 roay mojabCKUM XXKUBOTUCILIEM
FO3epom OrellikeBUYEM, a TAKXKE peIKOe
o MKoHorpaduu uzodpaxkeHue OaCHO-
nucua MBana KpeutoBa padbotsl Pomana
Bonkona.

CrneumnaabHO IS BBICTABKU OBLI
oTpecTaBpupoBaH «[lopTper mmmeparo-
pa Anekcanapa I» (Bropast yeTBepTh XIX
BeKa) KUCTU MaJIOM3BECTHOTO XYIOXKHU-
ka K.A.IlleBenkuHa. B ocHOBe n300paxke-
HUS — TUMOJIOTUYECKUI 0Opa3el] aHIIU -
ckoro masctpo Ixopmka [doy. B atom
MPOU3BEICHNUN BOCCO3IAETCS POMaHTHYE-
CKUT MU® 3MOXM O TEHUAJIBHOM ITOJIKO-
BOJIIE U 00asATETbHOM YeJIOBEKE, KOTOPO-
ro Harnoneon boHamapt Ha3bIBaj «1M300pe-
TaTeJIbHBIM BU3aHTUILIEM» U «CEBEPHBIM
Tanpma». JIeMOHCTPUPYIOLINIACS Ha BBIC-

BbICTABKM

TaBke «[TopTpeT ummneparpuibl Ennzase-
Thl AJIeKCEeBHBI, Cynpyru Anekcanapa [»
(1802) BbIMogHEH (DPaHILY3CKUM KUBO-
nucueM XKaHom JlopaHom MoHbe B roa
ero npuesnga B Poccuio. B monuruke u
B Xu3Hu EnuszaBeta AJiekceeBHa Ipe-
MoYMTajIa AepKaThCsl Ha BTOPOM ILIaHE.
Majo KTo Tak OJIM3KO U TaK BEPHO M3Y-
YT CJIOXKHBINA XapaKTep ¥ HEeIpPOHULIAe-
MYIO Iyly «C(puHKCca» (110 TOUHOMY CJI0-
By IlymiknnHa) — Anekcanapa I, kak oHa.

Monne nipenctaBua EnvzaBety Asek-
CeeBHY Iepe/l 3ePKaoM, IOTYEPKHYB TeEM
CaMbIM €€ TOHKUI KJIACCUYECKU ITPaBUIIb-
HbI TIpoduab. Ha cTonuke B aHTUYHOIM
Ba3e — POCKOIIHbBIN OYKET, HO B pyKe IOHasI
HMMITIEPaTPULIA JEPXKUT BETOUKY CKPOMHBIX
aHIOTUHBIX TJ1a30K. Kak yenoBek ¢paH-
LIy3CKOI KYJIBTypbl, MOHbE MOT MpHUAEp-
KMBATbCS €€ I[BETOYHOM CUMBOJIUKH.
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intimate and accurate knowledge of the
complicated character and impenetrable
soul of the “sphinx” — to use Pushkin’s
insightful description — Alexander I, as did
his spouse: all of her actions were marked
by a kind of humility, the only possible
stance to adopt in order to avoid irritating
her imperial husband.

Monier depicts the young Empress
in front of a mirror, thus highlighting her
delicate Greek profile; on the table there
is a splendid bouquet, while Elizabeth
holds in her hands a modest bunch of pan-
sies. As a master from the French cultural
tradition, Monier may have used its flower
symbolism: from the 16th century
onwards, pansies in many European
countries symbolized thoughtfulness, loy-
alty and wisdom. However, it is likely that,
since he was in Russia, the artist used the
sad Slavic legend about a village girl
Anyuta with a kind heart and trustful
beaming eyes (pansies in Russian are
known as “Anyuta’s eyes”), who died
because her heart was broken by a deceit-
ful seducer. On her grave the flowers
grew — Anyuta’s little eyes — whose three-
colour petals symbolized hope, surprise
and sadness: in the flower-crowns, white
means hope, yellow — surprise, and violet —
sadness.
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Maxim Vorobiev’s painting “An Oak
Broken into Pieces by Lightning” (1842)
is also an allegory — it was created at a
tragic moment in the artist’s life, after the
death of his beloved wife. The painting in
the style of late Romanticism contrasts the
untrammelled forces of nature and the
human being caught in their grip.

The age of Romanticism saw Russ-
ian graphic art reach its high point. The
richness and suppleness of the visual lan-
guage, and the fine gradations of water-
colour opened up unbounded possibilities
for creating emotionally expressive images
and objects. The most fascinating and
original part of Fyodor Tolstoy’s legacy
are the elegant drawings featuring fruit
and flowers. In the “catalogue” of Tol-
stoy’s works, compiled by the artist him-
self, he listed images of “drawn from
nature objects such as flowers, flower
compositions in glass jars, fruits, berries
with dewdrops, Brazilian birdies with their
multi-coloured plumelets with brassy
shine, butterflies with wings grotesquely
marked all over, dragonflies, beetles”*.

Indeed, working on the series of
sketchbook drawings, Tolstoy acted as a
true natural scientist. Meticulously and
carefully he delineated the frame of the
flower, its petals and stamen. Tolstoy’s
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U.C.IIEAPOBCKUN
CmosnspHasn
Mmacmepcekasn

Tocne 1839

XomcT, Maco

30,6 x 24

I'Tr

Ignaty
SHCHEDROVSKY
Joinery. After 1839
Qil on canvas

30.6 x 24 cm
Tretyakov Gallery

works demonstrate his unique command
of graphic techniques. The artist prepared
the paints himself: “I draw my flowers,”
recalled the artist in his “Memoirs”, “not
with watercolour or gouache, which I
don’t like. I use paints that, though more
opaque, are carefully purified and very
finely ground, and for this reason I pre-
pare most of my paints myself”®.

In Tolstoy’s pieces watercolour loses
its sense of airiness and transparency, and is
often mixed with white: working with a fine
brush, he laid one coat of paint over anoth-
er, a technique that created a special “melt-
ed” surface. One example of this is the
drawing “Daffodils” (1817), where the cap-
tivating freshness of the flowers is rendered
without visible motion of the brush, and the
white of the petals almost imperceptibly
morphs into the grey and olive in their
leaves. The still-life “A Bunch of Flowers.
Butterfly and Little Bird” (1820) reflects the
artist’s love for objects “live and dead”, and
his ambition to create a complete life-like
illusion. A modest bunch of flowers sits in a
jar of clear glass, while next to it, on a wood-
en perch, is a goldfinch, whose mottled
plumage matches well the “set” of colours
in the flowers. The bird’s little red head and
white breast match the poppy, and the yel-
low plumelets in the wings match the “vein-
lets” of the marigold petals. The choice of
garden flowers appears to reflect the culture
of Russian estate life.

It seems almost as if Fyodor Tolstoy
competed with nature, eager to create in
his works a complete emulation of reality.
He sometimes even teased naive viewers,
painting a droplet of water so real that you
want to flick it away, or a butterfly that
might flutter into the air at any moment.
Fyodor Tolstoy’s works became part and
parcel of the everyday life of Pushkin’s
time — the poet mentioned Tolstoy’s
sketchbooks in “Eugene Onegin”:

... rendered beauteous

By Tolstoy's pencil marvellous,
Though Baratynski verses penned,
The thunderbolt on you descend!

In the history of Russian art Tolstoy is
also remembered as a prominent sculptor
and medallist. The show displays a series of
gypsum bas-reliefs on themes from the 1812
Patriotic War (“Battle Near the Berezina”
(1820)) and the European military cam-
paigns of the Russian army in 1813-1814
(“Liberation of Berlin”, 1821; “Crossing
the Rhine”, 1825). The image of a Russian
soldier in the medallion “Battle Near Arcis-
sur-Aube (France), 1830 is especially riv-
eting. Following the academic canon, the
soldier is represented as the ancient Greek
hero Heracles who, in the artist’s words,
“having cast aside his sword and spear, takes
a staff and strikes at the common foe with

4 Count Fyodor Tolstoy. Review of the Artistic Activity. Russkaya
Starina. Vol. 7. 1873. Book 4. P. 531.

% Notes of Count Fyodor Petrovich Tolstoy. Moscow, 2001. P. 309.

Hauunas ¢ XVI cToneTuss aHIOTHHBI
IJIa3KM BO MHOTHUX CTpaHax EBporib
CTalu CIYyXUTb CUMBOJIOM TJTYOOKOMBI-
cvsl, BEpHOCTH, MyapocTu. He uckio-
YeHOo, 4TO Haxomsichk B Poccum, xymox-
HUK OOpaTWjcsl K TeyaabHOW JIereHze
CJIaBSHCKUX HapOJIOB O JIePEBEHCKOIM fe-
BYIIIKE AHIOTE C JOOPBIM CEPALIEM U 10-
BEpYMBBIMU JYYUCTBIMU Tazamu. OHa
yMepJia B TOCKe 10 KOBApHOMY 00O0JIbCTH -
Teo. Ha Mecrte ee morpebeHust BHIpOCIn
LIBEThl — QHIOTUHBI TJIa3KW, B TPEXIIBET-
HBIX JIETIECTKAX KOTOPBIX OTPa3UIUCh Ha-
nexnaa (Oenblif), yauBIEHUE (PKEITHIN)
U nevyaib ((bUOJIETOBBINM).

AJIErOpUYECKOr0 CMbICJIA MCIIOJ-
HEHO TaKXe MOJIOTHO «/1y0, pa3npobieH-
HbIIT MosHUEl» (1842) kuctn Makcuma
BopobObeBa, HanmmcaHHOE B Tparmyeckue
MMHYTBHI XU3HM XyOOXXKHUKA, KOraa OH
MOTEPSI FOPSTYO JTIOOMMYIO XKeHY. B Kom-
MO3UIIMU, PEILIEHHOM B IyXe MO3IHETO PO-
MaHTHM3Ma, TTPOTUBOITOCTaBIeHBI HEO0Y3-
JNIAaHHA$ CUJIa CTUXWUY U TIOABJIACTHBIN €1l
YeJIoBeK.

Jroxa poMaHTU3Ma — BpeMs pac-
1IBeTa pyccKoil rpacduku. borarctBo u
TMOKOCTh $SI3bIKa PUCYHKA, TOHKHE KO-
JIOPUCTUYECKME TIepeXOabl aKBapeau
OTKpBIBAJIM O€3rpaHUYHbBIC BO3MOXHO-
CTU 3MOLMOHAIBHOI BBIPA3UTEIbHOCTH
obpasoB. Camas obasiTeJIbHast U OPUTHU-
HaJibHas 4yacTh Hacmeaust Pemopa Tou-
CTOTO — MU3SIIHbIE U300paXKeHHUsI 1IBETOB
u ppykroB. B codbcTBeHHOpYYHOM «O0-
30pe» MacTep yKasasl JUCThI, Ha KOTO-
PBIX OH UCIIOJTHIIT «<PUCOBAHHBIE C HATY-
pbl 1IBETHI, OYKEThl B CTEKJISIHHBIX CO-
cynax, OPYKTHI, SITObI, ¢ YIABIIMMU Ha
HUX POCHMHKaMU, Opa3wiIbCKue TTUYKU
C X pa3HOLIBETHBIMU, C METAJUTUYECCKUM
0JIeCKOM IephIIKaMu, 06a004YKM ¢ uX haH-
TaCTUYECKU HCIMEIIPEHHBIMUA KPbLIbSI-
MM, CTPEKO3BI, XKyKU»*. [IeliCTBUTEIBHO,
B paboTe Haa aJbOOMHBIM ITUKJIOM XYy-
JIOKHMK BBICTYIWJ KaK MOMJIMHHBIN Ha-
TypanucT. CKpymnyJe3HO U TIIATeJIbHO OH
BBITMTUCHIBAT CTPOCHUE 1IBETKA, KaXKIbIii
JIETIECTOK U THIUMHKY. PaboThl MacTtepa
JIEMOHCTPUPYIOT YHUKAJIbHOE BJIalcHUE
rpaduyeckoit TexHukoit. OH caM IpuUro-
TOBJISLT KpaCOUYHYIO Maccy. «4 muiy Mou
LIBETbI, — BCIIOMMHA ToJICTOI B CBOMX
«3amnuckKax», — M BCe He aKBapeJblo U He
rBalleBbIMU KpacKaMH (Tyanibio — JI. M.),
KOTOPBIX U He J0010... S ynorpebisiio
Kpacku 0oJjiee KOPITyCHBIC... HO BeChbMa
TIIATEIbHO OYMILIEHHBIE M YPE3BbIYaiHO
MEJIKO IepeTepThie, U MOTOMY OOJIBIIYIO
4acTh U3 HUX IMPUTOTOBJISAIO caM»®. B uc-
MOJTHEHUU XyT0KHMKA aKBape/Ib JTUIIeHA
CBOMCTBEHHOM €U BO3AYIITHOCTU U TPO-
3pavyHOCTH, YACTO CMelIaHa ¢ OeTuIaMu.
Pabotast ToHKOi#1 KucToukoii, ToyicToit Ha-
KJI[bIBAJI OIMH KPACOYHBI CIIOM HA APY-
roii, noousasich a(pekra 0codoii «CrIaB-
JIeHHOI» roBepxHocTH. TakoB uct «Hap-
uccel» (1817), B KoTopoM 6€3 BUTUMOTO
JIBIDKCHUST Ma3Ka repeaaeTcsl IIeHUTE b
Hasl CBEXXECThb 1IBETOB U el1Ba YJIOBHUMbIC
Mepexobl 1IBeTa OT OEJIOro B JierecTKax
K CEpO-0JIMBKOBOMY B JIUCTHSIX. B HaTiOp-
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® Zamickn rpaca Peopa
Tlerposuya Toncroro.
M., 2001. C. 309.

/i I T

MopTte «bykeT 11BeToB, 6ab0YKa M MTUY-
Kka» (1820) orpasuiach J1000Bb MacTepa
K TIpeIMETaM «KMBOU U MEPTBOW» HATY-
pBI, €ro XejJaHue TOCTUYb WIITI030PHO-
cTu u3obpaxkeHus1. B cocyne mpospauHo-
rO CTeKJIa CTOUT CKPOMHBII OyKeTuK. Psi-
JIOM, Ha JePEeBSIHHOMN XepaouKe, CUIUT
1LIETOJI, MECTPOe ONepeHre KOTOPOro rap-
MOHUYHO COOTHOCHUTCSI C KOJOPUCTUYEC-
CKUM «HAaOOPOM» IIBETOB: KpacHasi TOJI0B-
Ka NTULIBI U ee Oeasi rpyaKa coyeTalT-
csl ¢ LIBETKOM Maka, KeJThble TEePBIIIKU
KPBUIbEB — C «ITPOKUIKAMU» JICTIECTKOB
OapxarueB. B camom mombope camoBbIX
LIBETOB BUAMTCS OTpakeHUE PYCCKOM yca-
JIeOHOM KYJIBTYPBI.

Tosncroit c10BHO corepHUYa ¢ TpU-
pooii, ToOMBasich B CBOMX paboTax abco-
JIFOTHO# TOXKIE€CTBEHHOCTU BOCITPOM3BE-
neHus. MiHorma oH CJIOBHO TMOAIIyYMBa
HaJl HAUBHBIM 3pUTEJIEM: HaCTOJIbKO pea-
JIMCTUYHO M300pazkall KarelbKy BOIbI, UTO
ee XOTeJIOCh CMaxHyTh, WU TaK (UIN-
TPaHHO BBIMUCHIBAT 0a00UKY, UTO BO3ZHU-
KaJjo xejaHue ee cmyrHyTh. [Ipoussemne-

BbICTABKW
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HUS XyIOXXKHUKA TTPOYHO BOIUIM B XKU3Hb
U OBIT JIOAeH MyIIKWHCKOM amoxu. He-
CIyJ4ailHO KJIacCUK yrmoMuHaeT B «EBre-
Huu OHeTuHe» aTbO0OMBI, «yKpallleHHbIC
MpoBOpHO / TOJCTOro KUCThIO YyIOTBOP-
Hoii / Unb bapaTeIHCKOTO mepoM».

B wucTtopuio pycckoro HcKyccTBa
®enop ToscToii Bolles TaKXKe KakK 3aMe-
yaTeJbHBIM CKYJbINTOpP U Medanbep. Ha
BbICTaBKe B My3ee pOMaHTUUECKOM XKM13-
HU TIpeICcTaBleHa cepusl TUIICOBBIX Oa-
peabedoB, MocBsAlIeHHbIX OTeuyecTBEH-
Hoii BoitHe 1812 roma («CpaxeHue mpu
Bepesune», 1820) 1 3arpaHUYHBIM MTOXO-
naMm pycckoil apmuu 1813—1814 romos
(«OcBoboxaenue bepauna», 1821; «Ile-
pexon 3a Peiin», 1825). Ocoboe BHUMA-
HHUE MpUBJIEKaeT 00pa3 pycCKOro BOMHaA
B MenanboHe «boit pu Apcuc-ciop-00
(®panuus)» (1830). CornacHo akageMu-
YECKOM TpaaulIMu OH M300paXkeH B BUIC
aHTUYHOTO Tepost [epakiia, KOTOpbIii, Kak
MOSICHSUL CaM XYIOXHUK, «OTOPOCsI B He-
TEepPIIEeHUM MeY CBOIl M KOIlbe, OepeT ma-
JIMIYy M MOIIHBIMM PyKaMu TMOpaxkaeT
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his powerful arms”. The series ends with
“Peace to Europe” (1836), with a female
figure symbolizing Russia stretching her
hand over a genuflecting winged genius of
war whose shield carries the image of Zeus
as a bull snatching Europe. A scroll in the
hand of the winged young man has an
inscription — “1815”: the year of the battle
of Waterloo, Napoleon’s second exile on
the island of Saint Helena, and the creation
of the Holy Alliance in Europe.

The intimate portrait became one of
the noteworthy and compelling features of
the Romantic age, as portraits in pencil or
watercolour came to adorn noblemen’s
mansions. They were gifted to family mem-
bers and friends, and accompanied their
owners on their travels or on military expe-
ditions. Early in the 19th century it became
fashionable to keep sketchbooks featuring
amateur drawings side by side with works
by famous masters. The first collections of
graphic art began to be formed at that time,
with pieces by Pyotr Sokolov, Orest
Kiprensky and the brothers Karl and
Alexander Briullov especially sought after.
Especially eye-catching is the portrait of
Yekaterina Bakunina, the first, youthful
love of Alexander Pushkin, who devoted to
her several poems. The interest in Oriental
exoticism, typical for Russian Romantic
art, is a noteworthy feature of the sepias
“Noon at Caravansarai” and “A Turk
Mounting a Horse”, executed by Karl Bri-
ullov during his travels in Turkey in 1835,
and Karl Rabus’s watercolour “Moonlit
Landscape (the Dardanelles)”.

To the left of the entrance to the
museum, at the end of an alley, stands the
building of the studio where Ary Scheffer
would receive his guests. The details of its
interior remain untouched: an antique
writing cabinet, colossal bookcases, and a
unique piano on which Chopin performed.
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These rarities include several paintings
devoted to Italy by Russian masters. Italy
became for them not only the Academy
where the young virtuosos honed their
skills, but also a land of promise which
granted them inspiration. The genre of his-
torical composition, dominating academic
Classicist art, was affected by Romanticism
in a peculiar fashion, becoming a mirror of
the age reflecting its public and artistic
ideals. The French Romantic artists pivoted
their historical compositions (Theodore
Géricault in “The Raft of the Medusa”,
Eugéne Delacroix in “Massacres on the
Island of Chios”, and Antoine-Jean Gros in
“Bonaparte on the Bridge at Arcole”)
around tragic events which produced a great
emotional impact on the viewer. The Russ-
ian master Karl Briullov created a majestic
composition “The Last Day of Pompeii”
(1833, Russian Museum), depicting the
dismay of people frightened by the impend-
ing catastrophe (the show at the museum
features a study for this painting, which
gives a good idea of the finished piece).
Sylvestr Shchedrin’s and Maxim
Vorobiev’s landscapes show how the mis-
sion of the genre of landscape would
change. The Romantic landscapists were
specific not only about the locale they por-
trayed but also about the time of the day
and states of nature. Study of nature intro-
duced into their paintings light and air and
associated them with the tradition of paint-
ing en plein air. Shchedrin was one of the
first Russian masters to discover this man-
ner of painting, best illustrated in his pieces
such as “New Rome. Castel Sant’Angelo”
and “Naples on a Moonlit Night” (1828).
Cityscapes by Maxim Vorobiev “The
Moscow Kremlin as Seen from Ustiinsky
Bridge” and “An Autumn Night in St.
Petersburg” pushed the limits of the genre
of “views with a visual perspective” and

presented the image of the two Russian
capitals as seen by the Romantic artist.
Next to Vorobiev’s pieces hangs Anton
Ivanov’s “Nikolai Gogol Crossing the
Dnieper”, depicting the nature and
scenery of Ruthenia (Malorossia). Also on
view is the most famous image of Gogol —
the portrait of “Writer Nikolai Gogol”
accomplished by Fyodor Moller.

An important feature of the show, for
French viewers, is the work of Vladimir
Borovikovsky, an exponent of Sentimen-
talism — a trend that anticipated Roman-
ticism. A portrait believed to be of the
French woman writer Germaine de Staél
by Borovikovsky provoked controversy
and differing responses from experts.

In the typology of the Romantic por-
trait, a special place is assigned to the self-
portrait. In Russia self-portraits became a
form of struggle for establishing an artist’s
right to have himself and his art respected.
A small-size “Self-portrait” by the first
Russian professional woman artist Sofia
Sukhovo-Kobylina occupies a prominent
place at the exhibition.

One of the goals of the show was to
reveal parallels between and compare Russ-
ian and French Romantic art. It was no
accident that the director of the Museum of
Romantic Life Daniel Marchesseau includ-
ed in the museum’s main show paintings
from the Carnavalet Museum in Paris —
Jean Zippel’s “The Allied Troops Enter
Paris, March 31 1814” and “A Grand Pray-
er Service on Place de la Concorde, Per-
formed at Alexander I’s request on April 10
1814” by an unknown French artist.

As a worldview and a stylistic trend,
Romanticism in Russia existed until the
mid-19th century. In the 1850s the style
began to decline, and in the 1860s it com-
pletely succumbed to the developing Crit-
ical Realist trend.

BceoOllero Bpara». 3aBepllaeT CEpUio
pabota 1o Ha3BaHueM «Mup EBpome»
(1836): xeHckast (urypa, CUMBOJIM3MU-
pytoiast Poccuto, mpocTupaeT pyKy Ham
KOJICHOTIPEKJIOHEHHBIM KPbLUTaThIM T'€HU -
eM BOIHBI. Ha 1uTe 1oHOLIM M300paxe-
Ho noxuieHue EBpornbl 3eBcoM B 0Opa-
3¢ ObIKa, B PYKE OH JIEPXUT CBUTOK CO
3HaMeHaTeIbHOI naToit — «1815» — romom
OUTBBI MpU BaTepioo, BTOpUYHOI CChLI-
k1 Harmoneona Ha octpoB CasiToii Eine-
HBI U co3gaHus B EBpornie CBsilieHHOTO
cor3a.

SApkuM U TIpuBIEKaTeIbHBIM SIBJIC-
HUEM DPOMAaHTUYECKON SIOXU CTajl Ka-
MepHBIl opTpeT. KapaHaaiiHbie 1 akBa-
pebHBIC TTOPTPETHI YKpalllaJd UHTEPhE-
PBI TBOPSTHCKUX OCOOHSIKOB, MX Japuiv
OJIM3KUM M IPY3bsIM, OHM COIMPOBOXKIA-
JIV BJIQJIEJIBLIEB B ITYTELIECTBUSIX, BOCHHBIX
noxonax. B Hauane XIX cToneTusi BO3HU-
KJ1a MOJia Ha aJIbOOMBI, B KOTOPBIX PSIIOM
C OMBbITAMM JOMAIIIHETO PHUCOBAaHUS CO-
CEJICTBOBAJIM TTPOU3BEICHUSI M3BECTHBIX
MacTtepoB. K aTomy ke BpeMeHU OTHOCHUT-
cs1 hopMUPOBaHME NEPBLIX I'paUUeCKUX
KoJutek1uii. OcoOeHHO BHICOKO LICHWINCh
npousseaeHust [lerpa CokosoBa, Opec-
Ta Kunpenckoro u 6patbeB BploiioBbIx.
BHumaHue roceTuresneii mapyuxkcKoi Bbic-
TaBKU MPUBJICKaI CO3MaHHbIN AJleKCaH-
npoM bproutoBeiM noptper ExatepuHbl
BakyHUHOIT — MepBoii IOHOIIECKOI JTH00-
Bu [lylikrHa, TOCBATUBIETO €M PSIL JIU-
PUYECKUX CTUXOTBOPEHUM.

MHTepec K BOCTOYHOI 9K30THKE, Xa-
PaKTEPHBIN U151 PYCCKOTO MCKYCCTBA IOXUA
POMaHTHU3Ma, SIPKO TTPOSIBUJICS B CEITUSIX
«[longeHp B KapaBaH-capae» U «Typok,
cansuuiics Ha KoHs» Kapia bproosa,
MCTIOJTHEHHBIX BO BPEeMsI ITyTEILIECTBUS XY-
noxHuka B Typuwuio B 1835 rony, a Takxke
B akBapenu Kapma PaGyca «JlyHHast HOub
B [amunonu» (Havano 1830-x).

HaneBo ot Bxoma B My3eii, B KOHIIE
aJuleu, pacrioaraeTcs aTebe-cajloH, Te
cobupanuck roctu Apu Llledpdepa. He-
TPOHYTHIMU OCTaJIUCh ACTaa OOCTAaHOB-
KM: CTApUHHOE OI0PO, OTPOMHbIE IIKA(bI
OMOJMOTEKHU, YHUKATbHOE (DOPTETbSIHO,
Ha KotopoM urpai Lllonen. Cpenu 3tux
PapUTETOB €CTh HECKOJIBKO KapTHH, CO3-
JNAHHBIX PYCCKUMU KUBOMUCHIAMKU. OHKU
nocseHsl Utanum — ctpaHe, cTaBiiei
IS MOJIOIBIX TBOPIIOB HE TOJIHKO aKaje-
MUEH, TIe OHU COBEPIIICHCTBOBAIN CBOE
MacTepCTBO, HO U MOMCTHHE 00ETOBaH-
HOI 3emJIell, JapuBIIE BIOXHOBEHME.

CBoeobOpa3Hoe MpeIOMICHUE CTUIIS
POMaHTHU3M Mbl HaXOAUM B MCTOpUYEC-
KOM KaHpe, 3aHUMaBIIIEM BeAyIlee MecC-
TO B aKaJIEMUUECKOM XKMBOTIMCH KJIacCH-
u3Ma. DTOT XKaHP ObLT 3epKaJIOM ITOXU,
B KOTOPOM OTpPa3WJIHUCh OOIIECTBEHHbBIC
U XyI0XECTBEHHbBIE Heaibl. Bo ®paHimn
XYIOXKHUKH-POMAHTHUKHY B CBOMX UCTOPH -
yeckux rmonotHax («I1aot Memy3bi» (1816)
Teonopa XKepuko, «Pe3Hs Ha octpoBe Xu-
oc» DxeHa Jlenakpya, «Haroneon Ha Ap-
KOJILCKOM MocTy» (1796) Antyana Ipo)
00paTUIUCh K TParudeCKUM COOBITHUSIM,
[TyOOKO Tporarolmm ayiry 3putess. Kap:n
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Bpro/utoB co3mai rpaHaANO3HOE IOJOTHO
«[locnennuit nens [Mommen» (1830—1833,
I'PM), B KOTOpOoM TiepelaHO CMSITEHHE
Hapoa, OXBaYEeHHOTO Y>KacoM Iepel Hajl-
BUTAlOIEIiCs HEeMUHYeMoil rubenblo. Ha
BbICTaBKe B My3ee pOMaHTUYECKOM XKU3HU
JIEMOHCTPUPYETCS 3CKKU3, NAIOLIUIA TIPe-
cTaBJIcHHE 00 3TOM LIeeBPE PYCCKOTO MC-
KYCCTBa.

IMeitzaxxu CunbBectpa lllenpuna
1 Makcuma BopoObeBa 1eMOHCTpUpPY-
0T U3MEHEeHMe 3a1a4 JaHIIIahTHOM! K-
Borucu. [1eii3akKuCThl-POMaHTUKNA KOH-
KPETU3UPYIOT HE TOJIBKO OIPeeICHHYIO
MECTHOCTb, HO U BpeMsI IHsI, Pa3IndHbIe
COCTOSIHMSI IIPUPOIbL. M3ydeHre HaTyphl
BHECJIO B KAPTUHBI CBET U BO3MIYX, MPUO-
JIKasT XYIOXKXHMKOB K IJIEHIPHOM KMUBO-
mucu. LlleapuH mepBbIM U3 PYCCKUX Mac-
TE€POB OTKPBLI 3TOT POJI XKUBOIKUCH, YTO
HAIJISIIHO JIEMOHCTPUPYIOT €ro paboThI
«HoBpiit PuM. 3amok CasiToro AHresa»
(1824, 1825) u «Jlynnas Houb B Hearo-
ne» (1828).

Topoackue meiizaxu BopobObeBa
«Bum MockoBckoro Kpemiist (co cTopoHbI
VYerbuHckoro mocra)» (1818) m «OceH-
Hsig HOub B [leTepOypre. [IpucraHs c eru-
NeTCKUMU cruHKcamu Ha HeBe HOYBbIO»
(1835) pacmmpsoT TpaHUIBI KaHpa
«TIEPCTIEKTUBHBIX BUIOB», TOKA3bIBAIOT
00JIMK IBYX POCCUICKUX CTOJIUIL T1a3aMK
XyIOXHUKa-pOMaHTHKa. PsaoM ¢ HuMu Ha
BBICTABKE IIPEICTaBICHO IPOU3BEICHUE
AntoHa MBaHoBa «IlepenpaBa Hukomnas
BacunbeBuua Torons uepe3 JHernp»
(1845), naromiee mpeacTaBIeHUE O TPU-
pone Manopoccuu. Dkcrnonupyercs B [1a-
puke u «[loptper H.B.Torons» (Hauano
1840-x), ucnonHeHHbI Pemopom Moi-
JIEpOM, CaMblii U3BECTHBI B MKOHOIpa-
¢duu ncaress.

BecbMa BakHBIM 11s1 (ppaHITy3CKO-
To 3puTeNsl ObLIO BKJIIOYEHHE B COCTaB
BBICTaBKU paboThl Bnagumupa BopoBu-
KOBCKOTO — TIpEACTaBUTENSl HampaBie-
HUSI CECHTUMEHTAIM3Ma, TIPEATEYN POMaH-
tu3Mma. Ilpennonaraemoe u3o0paxxeHUue
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I1.9.COKOJIOB
Topmpem kHauHU
@.J1.Toauybinoii. 1847
KaproH, akBapenb
38,7 x 312

I'Tr

Pyotr SOKOLOV
Portrait of Princess
F.Golytsina. 1847
Watercolour

on cardboard
38.7x 31.2cm
Tretyakov Gallery
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& I1.TOJICTON

Bemka eunoepaoa. 1817

Bymara KopuuHeBasi,
ryaub. 254 x 34,2
I'Tr

Fyodor TOLSTOY
Grape. 1817
Gouache on brown
paper. 254 x 34.2 cm
Tretyakov Gallery

¢paHiry3ckoii mucarenbHuLbl 2K. 1e Ctanb
€ro KHMCTH BbI3BAJIO CTIOPHI M HEOAHO3HAY-
HbIE CYXIEHUSI CTIeLINATMCTOB.

Ocobast pojib B TUTIOJIOTUM POMaH-
TUYECKOTO TOPTpeTa MPUHAIIEKUT aB-
toroptpety. B Poccuu oH cran ¢opmoit
0OpBHOBI 3a YTBEpKIEHUE TTpaBa Xyd0KHU-
Ka Ha yBaXXUTEJIbHOE OTHOILEHUE K cede
1 CBOEMY TBOPYECTBY. B aKkcro3uiimm 3aHsin
3aMeTHOE MEeCTO HeOOoJbIIOoi, HO BbIpa-
3UTENIbHBIN aBTONOPTPET (1847 ?) mepBoit
pyccKoil TpodhecCMOHANIBbHOM XYTOXKHU-
16l Codbu CyxoBo-KoObUTMHOI.

CrieunanbHbIN pa3aes MOCBSIIEH Kc-
KYCCTBY KMBOIMCHOTO U aKBapeIbHOTO
nHTepbepa 1830—1840-x rono. B He6OIb-
mux paboTax packpbIBaeTCsl HE TOJBKO
9CTeTUKA IBOPSIHCKOTO J0Ma, HO U €ro
ocobast fyxoBHast aTMocdepa, «pOMaHTH-
Ka pycCKOi XU3HW». 3nech «3UMHUI caf
3umHero aBopia B [letepOypre» (1840)
Muxawia AHTOHOBa, FOCTMHAsI B JOME
Jlonmyxunbix (1844) Hukomas TuxoGpa-
30Ba, oXoTHMYMI KabuHet (1830) Huko-
nas 2Kepena. Ha monorHe kuctu Penopa
Xpyukoro «B komHaTax (MaJb4MKu, pac-
CMaTpUBAIOIINE ATBOOM C KAPTUHKAMMU )»
(1854) 3amevatieH UHTEpbEP TOMa B UMe-
HUU XynoxXHuKa 3axapHuuu Oiu3 [lo-
JonKa. JIomoHSIOT KapTUHY PYCCKOI He-
CIIELTHON XM3HU B MIPOBUHIIMU U300pa-
XKEeHUsI ye3MHBIX OapbllieHb («/leBylika
¢ KJeTkoii» (koHen 1820-x) AnekcaHmpa
37aTOBA) U TOPOACKMUX MY3bIKAHTOB («IH1-
Tapuct» (1832) Bacunusa TponuHuHa).

OpHa U3 337124 MapuXKCKOi BbICTaB-
KU — BBISIBICHUE Mapajie/IbHbIX SIBJE-
HUI 1 COTIOCTaBJIeHNE PYCCKOTO U dhpaH-
1Iy3CKOT0 UCKYCCTBA 2MOXU POMaHTU3MA.
HecnyuaiiHo B OCHOBHYIO 3KCIO3UIIUIO
My3sest poMaHTUYeCcKOM XU3HU JlaHU3/Ib
Mapircco BKItoUna padbotel u3 KapHa-
Basie (Mysest uctopun Ilapuxka): «Bbesn
B [Tapux coro3HbIX Boiick 31 mapTta 1814»
XKana unmnens u «TopxkeCTBEHHbII MO-
JiebeH Ha 1tomany KoHkopa, coBepiieH-
HBII TI0 TIpockOe Anekcanapa I 10 ampe-
s 1814 roma» Hems3BeCTHOTO (hpaHIry3-
CKOTO XYIOXHUKA.

Pomantusm B Poccuu kak mupo-
OLIyIIEeHUEe U CTUJIMCTUYECKOE Harpa-
BJIEHUE TIPOCYIIECTBOBAI A0 CEpeANHBI
XIX cronetusi. B 1850-¢ rogsl 3TOT CTUIb
TepsieT CBOE eIMHCTBO, a B 1860-¢ rmoHo-
CThIO CIAeT MO3ULUU Pa3BUBAIOIIEMYCS
KPUTUYECKOMY peanun3my.

@ IL.TOJICTOU Fyodor TOLSTOY
Ilepeo pazaykoti. Before Parting.
Cyena u3 polyapckux A Knight Times Scene
epemen. 1844 1844

Bymara, ryamns Gouache on paper
40,5 x 36,3 40.5 x 36.3 cm

I'Tr Tretyakov Gallery
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