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AHHA NMO3HAHCKAMS

NCKYCCTBO MPEPA®ASNINTOB YXKE JABHO BbI3bIBAET 5O/1bLLION MHTEPEC B
POCCUMW. ELLLE B HAYAJIE XX BEKA BEAYLLME POCCUNCKME MCKYCCTBOBE/DI,
3KCMEPTbI I LLEHUTENM EBPOMEVCKOW XXMBOMWUCK CETOBA/IM HATO, YTO B
MOCKBE N CAHKT-METEPBYPIE HET BO3MOXHOCTU YBUAETbL NMPON3BEAEHWSA
AHTTMNCKNX XYOOXKHWUKOB. ML BEK CMYCTA B TMUM UMEHUW A.C. MYLL-
KWHA OTKPbIJIACb BbICTABKA 13 BPUTAHCKOW FTAIEPEV TENT «MPEPADAD-
NINTbl: BUKTOPUAHCKNIA ABAHTAPA», BE3YC/IOBHO, CTABLUAS 3AMETHOM
BEXOW B KY/IbTYPHOW XXN3HW POCCUIN, BMEPBbIE MPEACTABMB MYB/INKE PA-

BOTbI MPEPAGASTNTOB.

B Hauyane XXI BeKka BO BCeM MUpe 3HaYUTEIbHO BO3POC/1I0 BHMMAHME
K )XMBOMUCK BennkobputaHum. OwenoMmUTeNbHbIN ycrnex MonoAbIX
BPUTAHCKMX XYLOXKHUKOB HA MEXAYHAPOAHOM apT-cLueHe Bo36yann
VMHTepec K NCTOPUW aHT/IMMCKOr0 MCKYCCTBA B LienoM. [pu 6amn3Kom
3HaKOMCTBE 0Ka3an0Ch, 4TO HaLMA, Ha MPOTSXKEHUM HECKONbKNX CTO-
NeTUI CyLLLeCTBOBABLLAS B 4OO6POBObHOM KYIbTYPHOW U3015LUN, pe-
rYNSpHO onepexasna camble CMesible TBOpYeCcKue MOUCKU KOHTU-
HEHTa/IbHbIX XYA0XHWKOB. He C/y4arHO «peBO/IIOLMOHHbIEY dpaH-
Ly3bl — 6ap6U30HLbl 1 UMMNPECCUOHNCTbI — CHUTANN CBOUM [LOITOM CO-
BEpLNTL 06pa3oBaTesibHy0 Noe3aky B JIOHAOH: NofoTHA Y. TépHepa,
[l. KoHcTebna v npepadasnmMTos Nopaxann HEOXKMAAHHbIMU HOBATOP-
CKUMU pelleHnamn. B T ke BpeMs 13-3a HeKOTOPOro peTpoCneKTn-
BM3Ma, M3Ha4a/ibHO 3aJIOKEHHOro B nmporpammy «bpatcTBa mnpe-
padpasnnTosy, WnMpokas nybanka foaroe Bpemst BOCNpUHMMana 3To
XYA0XeCcTBeHHOe 0bbeMHeHNe Kak HeKoe 3KeKTUYHOoe, cyrybo no-
KanbHOe SBNeHne 6pUTAHCKOM KyNbTypbl. B uTore oHo nobneksno n 3a-
Tepsinoch Ha GoHe ByPHbIX COBBLITUM, MOTPSACABLUNX KOHTUHEHTaIbHOE

MCKYCCTBO BO BTOPOM NoJsioBMHe XIX — Havane XX Beka.
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AAHTE FABPU3J1b POCCETTU »
BO3/1IOBJIEHHASA

(HEBECTA). 1851-1852

Xonct, macno. 82,5x 76,2

ranepes TeiT bpuTeH, JIOHAOH

DANTE GABRIEL ROSSETTI »
BELOVED (THE BRIDE). 1851-1852
Qilon canvas. 82.5x76.2cm

Tate Britain, London

PaboTas Hag MacwTabHOM BbICTABKOW, MpefHa3HAYeHHOWN AN
3KCNOHMPOBaHUSA B Bennkobputanum, CLUA, Poccun 1 AnoHWK, 6pu-
TaHCKMe KypaTopbl Aanv el NpOBOKaLMOHHOE Ha3BaHue: «[pepadas-
NNTbI. BUKTOPUAHCKIMI aBaHrapAy. Llenb 3Toro npoekTa — He TO/IbKO
cobpaTb Hanbosee 3Ha4YMMble paboTbl, HO U BbILABUHYTbL Ha MEpPBbLIN
NAaH 3KCNepuUMEHTa/IbHbIA XapaKTep XXMBOMNCU BPUTAHCKNX XYA0XKHMN-
KOB, X CMeJIble MOMCKMN B Pa3HbIX 061aCTAX M306pa3nTenbHOro NCkyc-
CTBa, KOTOPble OKasann 3Ha4yUTeNbHOE B/MAHWE Ha pasBuUTHE
€BpONencKon KynbTypbl.

«bpaTcTBO NpepadasnnToB», OCHOBAHHOE OCEHbLIO 1848 roaa,
CTano cB0eobpasHbIM Xy[A0XKECTBEHHbLIM 3XOM PEBOMOLIMOHHbBIX COBbI-
TU, KOTOPLIMU B 3TO BpeMsl Bbiia OXBaveHa KOHTUHEeHTaNbHas EBpona.
TanHCcTBeHHble 6yKkBbI P.R.B., NOABMBLUMECS HA KAPTUHAX MOIOAbIX U
HUKOMY HE N3BECTHbIX XYA0XHWKOB, MPUBEN B CMATEHME aHTTINACKYIO
06LLeCTBEHHOCTb — FpyMna MONOAbIX YHALLMXCS NOHAOHCKON Kopones-
CKOM AKaAEMUM XYL0XKECTB, KaXK/AbIV 13 KOTOPbIX 06/1a4an TBOPYECKON
Xapv3MOW, X0Tena U3MEeHUTb He TONIbKO MPUHLMMbLI COBPEMEHHOO UC-

KyCCTBA, HO M ero posb B COLMANbHOM XXM3HM 06LLecTBa. MNogobHo npea-
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CTaBUTENAM TBOPYECKMX 06beAnHeHNN XX cToneTus, npepadasnnTbl

3aHUMaNNChb pasHbIMU BUAAMK UCKYCCTBA U OTKPbLITO AeKnapupoBanm
CBOW XY[,05KECTBEHHbIe 334a4N.

[lo cepefinHbI 1850-X rOA0B MnaepamMu «bpatcTsa npepadasnu-
TOB» BbIIN XYAOXKHUKN [)KOH DBepeTT Munnec (1829-1896), laHTe [a6-
puanb PocceTTn (1828-1882) M YWbam Xo/IMaH XaHT (1827-1910), a Taloke
WX CTapLmi Apyr n HactaBHUK ®opa Magokc bpayH (1821-1893), KOTO-
pbint GOPManbHO HUKOTAA He BXOAMA B «bpaTCTBO», HO pasaensin MHO-
rne eroycTpemneHms.

«bpaTCTBO NpepadasnMToB» BO3HUK/IO B KOHLLE OJHOMO U3 CaMbIX
BYpHbIX AeCATUNETU BPUTAHCKON MCTOPUM, KOTAA PAacko/1 B HOBOM MH-
LlycTpuanbHOM 06LLeCcTBe CTa OTHETIMBO 3aMeTeH. [0CNOACTBYOLLMIA
B HeM Ky/1bT 3KOHOMW4YECKOr0 1 COLMasibHOro Nporpecca noAseprcs co-
MHEHUIO B Cpefie UHTeNIeKTyasrioB U KPpUTUKOB. Cpeaun XyA0XKHUKOB
TaK>Ke Ha3peBano HegoBONLCTBO. ObyyeHme B KoponeBckomn Akagemmm
XY[OXKECTB OCHOBbLIBA/IOCh HA LUTYANPOBAHNN OBHAXKEHHOW MOAENN 1
CNenKoB C K1ACCUYeCKOoW CKyNbLNTYPbI. LIBET n3yydanu, nogpaxas cra-
pbIM MacTepam, B nepByto o4epeAb Padas/io, KapTUHbLI KOTOPOro Hbinn
BbICTaB/IeHbl B HEJABHO OTKPbIBLUENCS HaunoHanbHowm ranepee. Mo-
SIB/IEHNe B ee CObpaHMM NPOU3BEAEHMI paHHero PeHeccaHca, Hanpu-
mep, «[lopTpeTa YeTbl ApHONbOUHMY SHA BaH D11Ka 1 CTBOPOK antaps
Lepkeu CaH-beHeeTTo, pacnmcaHHbIX JIopeHL,o MoHaKo, CTasio OTKpo-
BEHMEM MOOAbIX XYAOXKHUKOB. OHWM MeyTa v 0 BO3POXKAEHUM rOTUYe-
CKOro CTUNS B XXMBOMUCKM, 06 OOGHOBAEHMM, OCHOBAHHOM Ha
XYL0XKeCTBEHHOM pa3HO06pasnm KapTuH XV Beka. He Mest BO3MOXHO-
CT nobbiBaTh B Tanuu, npepadasnntbl cTapaTesbHO U3yyanu rpa-
BIOPbI C PAHHWX UTaNIbSHCKMX PPecoK.

OHW TaKoke HbIM 3HAKOMbI C TBOPHECTBOM Ha3apenLes — Hemell-
KMX XYAOXHMKOB, paboTaBLIMX B PUMe 1 OCHOBaBLIMX B 1809 roAy
«bpatcTBo CBATOro Jlyknn. Hasapewnubl co3gaBanu Gpeckm 1 NoaoTHA
Ha peNnrnosHble TeMbl, nogpaxas ctuio Pagasnsg n mactepos KeaT-
poyeHTo. OfHaKO OHM BECbMa CEPLE3HO BOCMPUHUMANM NL0/0TNYe-
CKYIO COCTaB/ISAOLLYIO PeUTMO3HOI0 UCKYCCTBA U CTPEMUINCD B KM3HU
nofpaxaTb CpejHeBEKOBOMY MOHACTbIPCKOMY yKaay. YnieHbl «bpaT-

CTBa NpepadasMToBy, 3a UCK/IKYEHNEM Y. XaHTa, 6binv BeCbMa paB-
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HOAYLWHbI K BOMPOCAM PEINI N 1 XOPOLLIO OCO3HABaN, YTO NpUHaA/e-
aT KyabType, B KOTOPOM OTCYTCTBYIOT TPAANLNM PEUTMO3HOM XKMBO-
NNCK, YHUYTOXKEHHOW eLue B XVI Beke, B 3noxy PedopmaLmu.

B TO e Bpem$, B 1840-X roAax, B paMKax aHrIMKaHCKOWN LiepKBH
CPOPMMPOBAIOCh PeSIMrMO3HOE BMXKEHME, CMOCO6CTBOBABLLEE OBHOB-
NEHWNIO POV aHTIMACKOrO AYXOBEHCTBA B 06LLecTBe. Ero naeonorom
ctan 6orocnos ykoH-TeHpy HblomaH, okchopackmi npodeccop, KOTo-
pbIn, NO6bIBaB B ITannn, NpoHMKCA 61aroroBeHeM nepep nepBoHa-
Ya/IbHbIMW NPUHLMMNAMU PAHHEXPUCTUAHCKOW LIePKBU, HE CTECHEHHOMN
3aBMCMMOCTbIO OT FOCYAAPCTBA. B cepeamHe XIX Beka oH 06pen MHOMXe-
CTBO CTOPOHHMKOB M OKa3biBas1 OFPOMHOE BIMSIHWE Ha BpUTaHCKYO MO-
noaexb. CMenocTb U LIMpoTa B3r1840B HbtoMaHa Mo3B0/S/M BbIXOAUTb
[aneKo 3a pamMKu YACTO PeIMINO3HOM JOTrMbl ¥ MOPOAVAN NHTEPEC K
cpepHeBekoBow MTanum B uenom. OAHaAKo Ha POHE OCTPbIX penrnos-
HbIX Pa3HOr1acMin ManenLWnin MHTepeC XyA0XKHNKOB K XPUCTUAHCKUM
TeMam BOCMPUHUMANCS NPOTUBHMKaMM HblOMaHa Kak CKIOHHOCTb K
«BPXKECKOMN» KATONMYECKOW LIepKBU.

Mepea npepadasnutamu CTosAa HenpocTas 3aaada — BOCKpecuTb
Pennrmo3Hoe NCKyCCTBO, He 06paLLasch Mpy 3TOM K KAHOHWNYECKMM 06-
pasam KaTo/IMYeCcKom anTapHOM KapTuHbI. B nx paboTax nges naHte-
M3Ma ycTynuaa MecTo apXeosIorMyeckon KOHKpeTuke, a nadoc u
Be/INYME XPUCTUAHCKMX 06Pa3oB pacTBOPUINCH B 3aHMMATeNbHbIX MOA-
POBHOCTSX XXaHPOBOW CLieHbI. B 0T/IM4Me OT MacTepoB PeHeccaHca oc-
HOBOW [A/19 KOMMO3MLUMM KapTUHbLI npepadasnintam Cayxuno He
BOObBpaxkeHMe, a HabnwaeHUs U nnua, B3ATble M3 NOBCEAHEBHOW
XU3HW. Tpexae 4eM HanoAHUTL KapTUHY OALMU, XYA0XKHUKMN TLA-
Te/IbHO BbINUCbIBANN BCE AeTaNN MHTepbepa UK Nensaxa Ha AasbHem
nnaHe, 4To6bI NOAYEPKHYTL HEMPUHYXKAEHHYIO 1 PeanncTUYeckyto aT-
Mocdepy BOKPYT LIeHTPasibHOW CLeHbI.

MpepadasnnTbl NOAXOANAN K BUBAMM KaK K MCTOYHUKY YenoBe-
4Yeckmx ipaM 1 UCKaNW B Her IUTepaTypHbLIA 1 MO3TUYECKUIA CMbICT.
B TO >Xe Bpems OHM HepeaKo 06paLLanich K MPOBOKALLMOHHbLIM COXKe-
TaM 13 COBPEMEHHOM XXM3HW, NCMO/b3YSt MKOHOTPadUio peIrmo3Horo
MNCKYCCTBA. VX MOI0THA COLManbHO-6bITOBOMO XaHpa HepeaKo NpUHK-

MatoT GOPMy COBPEMEHHbIX MPUTY, AEMOHCTPUPYS, IO KAKON CTEMEHM
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HasugaTesbHas pUTOpMKa, TPAANLIMOHHO NPUCYLLAS PeTMINO3HOM XU-
BOMMWCHK, MPOHMKANA BO BCE aCMeKTbl BUKTOPUAHCKOro 06LecTBa.

KntoyeByto posib B TBOpYeCTBe npepadasiMToBs UrpatoT KapTUHbI
Ha McTopuyeckme TeMbl. TpPAAMLIMOHHO BpUTaHLEB He MHTepecoBanu
3axBaTblBaloLLMe reponyeckme CLEHbI M naeann3npoBaHHble Kiaccuye-
CKMe KOMMO3ULMW, 3aNONHEHHbIE anaTUYHbLIMU OBHAXKEHHbIMWU MOe-
namu. OHU npeanoYnTany nsyyvaTb UCTOPUIO MO MbecaMm Yuabsma
LLlekcnmpa 1 pomaHam BanbTepa CkoTTa, y3HaBaTb buorpadpuio sesu-
KNX AesTenen NpoLuioro B TeaTpaibHbIX 06pasax BblAAIOLLMXCS aKTe-
poB, Takux kak Fappuk n Capa CnaaoHc.

OpHako npepadpasnnTbl CHUTANN, YTO U 3TO HaMpaB/eHve B 6pu-
TaHCKOM XMBONWUCK TPebyeT paAnKanbHOro obHoBaeHUs . Mpoaoxkas
paboTaTb B CTU/IE UTANbSHCKOro KBAaTPOYEHTO 1 HacTamBas Ha 6es-
yNpeyHon TOYHOCTM KOCTIOMOB M aKceccyapoB, OHM CO34ann UCTOPU-
4eCKMK XaHp B ero COBpeMeHHOM Bue. Tenepb ra1asHas poib nNpu-
Haasiexxana BHYTPeHHMM Yes0BeYeCKMM OTHOLLUEHUSM U NepexmBa-
HVSM repoeB. B HOBOW TPaKTOBKE CIOXXETOB 3aMETHO YCUMINIOCh dKaH-
pOBOE Havasno.

BAOXHOBASACH WefeBpaMu UTANIbSHCKOrO MCKYCCTBA PaHHero
Bo3podxaeHus, npepadasnuTbl 0TKa3anNCh OT TEMHOW OCHOBbI, GaKTyp-
HOro Maska M CMeLLaHHbIX Kpacok, MPUHATBIX B akaAeMUYeCKoM XXMBO-
nucu. Ytobbl npupatb paboTam 6osblue SPKOCTM U LBETOBOW
HaCbILLLEHHOCTU, XXMBOMMCLbl CAMW FPYHTOBA/IM XONCTbI, UCMOb3YS A0-
NONHUTENbHbIN CIOV LIMHKOBBIX 6€11A. 3aTem OHM HAHOCKIN Kpacky B
BUM/E MO3aMKWN MATEH YACTbIX TOHOB, eAMHCTBEHHbIM TOHKMM C10eMm, 6e3
NIeCCUPOBOK, CBOAS K MUHUMYMY BaKTypHble 3ddeKTbl. ITOT MeTos,
NO3BOSN YCUNUTbL SPKOCTb NAAUTPbI, MOCKONbKY 6enbl FPyHT Npo-
CMaTpMBaNCs CKBO3b TOHKWI MPO3PAYHbIV CIOM KPACKK. XYAOKHUKN
npeAnoYnTani MAarkme KONOHKOBbIE KUCTU, 0BbIYHO MPUMEHSBLINECS
N5 akBapenu. PaHbLue, YeM UMMIPECCUOHNUCTbI, MpepadasinTbl HA4aIu
nMcaTb CBOU XONCTbl HEMOCPeACTBEHHO Ha npupoae. Co3aaHHbIN UMK
CTWNb NpeacTaBnseT cob0n HENOBTOPUMbIV CUHTE3 MIEH3PHOWM KMBO-

MUCK, 3aXBaTbIBAOLWMX LLEKCMTMPOBCKMX CHOXKETOB U 310604HEBHBLIX TEM

COBPEMEHHOr0 TpyAA.
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HoBbIV 3Tan B XXM3HW 1 TBOPYeCTBE NpepadpasnnToB HACTYNWA B
KOHLLe 1850-X rOA0B, KOraa BOKpyr laHTe Mabpunans PocceTTy CnoxXu-
nacb rpynna MosioAblX XyAOXKHMKOB. B Hee Bowan Yunbam Moppuc
(1834-1896), DaBaph BEpH-IKoHC (1833-1898) U CumeoH CO/IOMOH
(1840-1905). VX LLebIo CTano BbiSIBEHWE CBA3eN Mexay n306pasuTesnb-
HbIM MCKYCCTBOM W1 MO33U1eN, XXMBOMUCHIO U My3bikon. CTpemsch Lo-
CTUYb 3CTETUYECKOW FapMOHUW He TOMbKO B WMCKYCCTBE, HO W B
NOBCEeAHEBHOW XM3HU, XYAOXKHUKM Kpyra POCCETTN OCBOUAM AN3ANH U
Npon3BOACTBO Mebenu, TkaHen, KepaMuKn, 060eB 1 BUTPaXeW, a Takxke
chepy KHVKHOM rpaduku. BMKeHMe NCKYCCTB 1 pemecen, CGopMmpo-
BaBLUeecs B paMkax 3Toro obbeAvHeHs, Bnepeble B EBpone akTyanu-
31MpoBano nNpobaemMy XyLOXeCTBEeHHOro Au3arnHa, KOTOpbIA B UTore
BbIJINICSA B CAMOCTOSITe/IbHOE Hanpas/ieHue. K cepeguHe 1860-X rofoB
npepadasnm3m TpaHchOpMMPOBANCS B ABMKEHME ICTETU3IMA.

YCTpeMIeHHOCTb K KpacoTe Kak K «eJMHCTBEHHOW abCONOTHOM
Lie/Iv» MCKYCCTBA XapaKTepusyeT BTOpoe gecsaTuneTtune npepapasnmt-
CKOV KMBONUCK. 334,0NT0 A0 CBOMX KOJUTEN HA KOHTUHEHTe bpuTaHCKmne
SKMBOMUCLbI 334YMaNNCh O CAMOCTOSTENbHON 3CTETUHECKOW LIEHHOCTM
XYA0XeCTBeHHOro obpasa. B 3ToT nepuog POCCeTT 1 ero COpaTHUKM
VCMONHWAW CEPUIO MPOV3BEAEHII, KOTOPble MPOCAABASIOT MOTHOKPOB-
HYI0, MbILLYLLYIO 3[,0pPOBbeM, NOAYEPKHYTO HyBCTBEHHYO XXEHCKYIO Kpa-
coTy. CBoboAHas MaHepa NMMCbMA, LUIMPOKME Ma3KW1, HAaHECEHHbIe C
MOMOLLLbIO XKECTKUX KMCTEN, CO3HATENIbHO UMUTUPYIOT BEHELMAHCKYIO
Xmonucb XVIBeka, 1 B Nepsyto o4epeab TeXHUKY TuLnaHa 1 BepoHese.
Inybokme 1 coYHble 3eNeHble, CUHME U TEMHO-KPACHble OTTEHKM Npu-
LN HA CMEHY BUTPXKHOM NPO3PaYHOCTM paHHen npepadasnnTckomn
nanuTpbl. A CTPEMIEHME K IK30TUYECKMM aKceccyapam, B YaCTHOCTH, K
npeameTam SNOHCKOro AeKopaTUBHO-NPUKIALHOIO UCKYCCTBA, CBUE-
TeNbCTBYET O TOM, YTO y>Ke B 3TOT Mepnoa bpnTaHcKmne XyA0XHUKN Ha-
Yanin ocBamBaTb M MCMOMb30BaTb B CBOMX MPOU3BeAEHNSX apTedaKTbl
HeeBpPONencKnx KynbTyp. Takmm 06pa3om, TBOpYeCTBO NpepadasnnTos
CTano cBoeobpasHLIM MOCTOM MeXKAY POMAHTM3MOM NePBOV MOMOBUHDbI
XIX BeKa 1 0CHOBOMONAratoLWMMm Ha pybexe CToNeTUIN CUMBOIU3MOM

ncTunem MoLepH.
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HoBaTopckue naev npepadasnvTos NoAYHUIN LUMPOKOE pacnpo-

CTpaHeHue, HeCMOTPS Ha TO, YTO eBPOMeNLbl MOMIV BUAETL UX OTAEe/b-
Hble NPoM3BeaeHNS TONLKO HA BCEMMUPHbIX BbiCTaBkax. Ha pybexe XIX
— XX CTONeTnn NHTEpec K TBOpYeCTBY 6pUTaHLEB BO3HMK 1 B Poccuu.

ELle B1863 rofly nof BneyaTaeHnemM oT TOHLOHCKOW BceMmpHom
BbICTABKM 1862 roga nucatenb v Kputuk [.B. Fpuroposumy onyénmnko-
Ba/1 B «PyCCKOM BECTHMKE» MaCLUTabHy0 CTaTbio «KapTUHbI QHFIMACKNX
KMBOMUCLLEBY, rae GaKTUYecku BnepBble Aa TWaTeNbHbIA aHann3 xa-
pakTepa v CTUINCTUYECKNX 0COBeHHOCTen BpUTAHCKOrO NCKYCCTBA.
ABTOP BOCXMLLANCSA CAMOBbLITHOCTbIO M MHANBUAYAIbHON HEMOBTOPYU-
MOCTbIO aHT/INACKOW XXMBOMMUCHK, MPOTUBOMOCTABASASN €€ apxanyeckmm
npyHLMNam, rocrnoAcTBOBaBLMM B [MeTepbyprckor AKagemum xyao-
»ecTB*. MoApPO6HO OCTAHOBMBLLNCL HA TBOPYECTBE KPYyMHEeNWwmX 6pu-
TaHCKKMX XMBOMMCLEB KOHUA XVIII — mepBoM nonoBuHbLI XIX Beka,
[ PUropoBMY BbICOKO OLIeHWA XaHTa, Ha3BaB ero paboTbl «CBeTOY Mupar
1 «POAUTENN HAXOANT OHOrO Mucyca B xpame» «CaMbIMy 3aMevaTteb-
HbIMU NPOM3BEAEHUSMM HALLIErO BeKa»?.

TnyboKMI NHTEepec KXXMBOMNMCK NpepadasnToB BO3HUK B ONpe-
LeNleHHbIX CI0SX PYCCKOrO XyAO0XEeCTBEHHOro 06LecTBa nocieaHen
yeteepTu XIX BeKka. MporpeccnsHble XyA0XKHUKM U KPUTUKK, paTOBaB-
e 33 06HOBNEHMNE NCKYCCTBA U MOUCK HALMOHANLHOM UAen B rnybu-
HaxX MCTOPWUYECKOro NPOLLIOro, C 0CO6LIM BHUMAaHNEM OTHECIUCD K
TBOPYECTBY NpeacTaBmTenev npepadasnmsma. Npexae Bcero nux npu-
B/eKasa yaavyHas Mofenb OCBOEHMSA Y HOBOMO MPOYTEHUS UCKYCCTBA
CpeiHeBeKOBbS, a TakXKe CMeNoCTb U 3KCLLEEHTPUYHOCTL 6pUTaHLies,

He 60SBLUMXCS KOHKYPUPOBATL C TPAAMLMAMM aKaAeMun3ma. B 3ToT ne-
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pvoa ociabeBaeT 1 yBneYeHME SXMBOMMUCHIO PPaHLLy3CKNX PeanCToB:
MX pyCcKoe oTpakeHue, [MepoB 1 nepeaBUNKHNKM, NOLABEpraeTcs Cypo-
BOVI KPUTUKE M CTPEMUTENbHO TepSeT CBOK akTyanbHOCTb. Ha nopore
3M0X1 MOAepHa POCCMS HAXOAMTCS B MyYUTENbHBIX MONCKAX MyTen Xy-
[0XKeCTBEHHOr0 06HOB/IEHNS U HOBbIX MCTOYHWKOB BAOXHOBEHMS.

Ha pybesxxe cToneTunin nckyccTeo npepadasnnmTos CTano npeame-
TOM NPUCTANLHOMO M3Y4EHWS 1 aHaAM3a: 3a KOPOTKMA Nepuog, 06b-
eMHble nccnenoBaTesibCkue CTaTbmn, NocBsileHHble 1.1, PocceTTn nero
copaTHMKaMm, neyaTaroT Cpasy HECKO/IbKO Xy40XKeCTBEHHbIX XXYPHaoB.
He MeHbLUIMM ycnexoM Nonb3yrTcs TpyAbl I)KoHa PECKMHA. BmecTe ¢
TEeM TBOPYECTBO Y/1eHOB «bpaTCcTBa» 6bI10 M3BECTHO LWNMPOKOW Ny6ImKe
NNLWb N0 PeNpoAYKLMAM, & aBTOPbI CTaTen MOV BUAETL UX NPOu3Be-
[eHns ToNbko Bo PpaHumn. Ha BceMrpHbie BbICTaBku B [apuke Bpems
0T BPeMeHW NpocavnBanuch No3gHMe paboTbl MpeacTaBUTENen Kpyra
PocceTTV 1 OTAENbHbIX XYAO0XKHUKOB, HEKOrAa NpuHaAnexXaBWwmnx K
«bpaTcTBy NpepadasnMToB». Y4MTbIBAsS, YTO cam POCCETTU COTPYAHU-
Yan UCKHOUUTENBHO C YACTHLIMM 3aKazymkamm 1 HaMepeHHo nsberan
BCeX OPULMANBHDIX BbICTABOYHbLIX MEPOMPUATUI, MOXHO MOHATb, YTO
NHTepec K MeToAaM 6pUTaHCKMX XYA0XKHUKOB HOCUA B Poccum npesxae
BCEro TeopeTnyeckmni xapakTep.

B cTaTbe «JopadasnncTsl v UX NocaefoBaTeNN B AHIIMWY, ONy6-
JIMKOBAHHOW B XypHane «BeCTHUK U3SLLHbLIX MCKYCCTB» B 1886 rofy,
B. Yy1MKO yKa3blBaET, YTO BNepBble yBuaen paboTbl npepadasiMTos Ha
BcemupHon BbicTaBke 1878 rosa B Mapwes. MpusHaeas PocceTtu
CaMbIM OPUIMHA/NbHBIM, 3KCLLEHTPUYHBLIM U MAO0AOBUTLIM Y1EHOM
«bpaTcTBar, YynmKo CyanT O ero TBOPYeCTBe NLLb HA OCHOBAHWM rpa-
BIOP V1 BOCMIPOU3BELEHMI, @ TaK)Ke OT3bIBOB aHMIMNCKOM KPUTUKK. Kak
1 [pUropoBnY ABaALATb NeT Ha3ag, YyrKo y>ke B MepBbiX CTPOKAX 3a-
ABNSET: «Y aHIIMYaH BCe CBOEOOPA3HO, BCE BLIXOAMWT 3a Npeesibl 06-
LLeCTBEHHbIX MOHATUIN?, OTMevas, 4To Ana npepadasnMToB BaXKHa B
nepByto o4epeb NAes KapTUHbI, @ He niactuyeckoe peleHue. Mo-
3TOMY cofiep>KaHve HeM3MeHHO BbICTYNaeT Ha NepBbIN NAaH, a XNMBO-
MNCb HOCUT OYEBUAHO NUTEPATYPHbLIN xapakTep. bosabwas 4acTb
CTaTby NOCBsLLEHa NOAPOBHOMY aHaNM3y B3rNSA0B U eSTeNbHOCTH
PECKMHa 1 06LWMM paccy>XaeHraM O Cneunduke xapakrtepa bpuTaH-
CKOW KYyNbTYPbI.

['opa3no 60/bWMiA MHTEpeC NpeACcTaBaAseT 3cce 3nHanabl BeHre-
pPOBOW «HOBbIE TEYEHWS B aHT/IMNCKOM UCKYyCCTBe. Mpepadasnntckoe
6paTcTBO», HaneyaTaHHoe B «BecTHWKe EBponbI»®. BeHreposa npes-
CTaBw1a CBOMM COBPEMEHHMKaM MacliTabHoe nccnefoBaHne, nocss-
LLIEHHOE 1 MO3TUYECKOMY, U XY[A0XKEeCTBEHHOMY Hac/eamnto npepada-
3/INTOB.

Mpex/e Bcero oHa nogyepkuBaet, YTo «bpaTCTBO» COCTOS/O U3
COBEepLUEHHO pa3HOMIAHOBbIX XYA0XXHWUKOB, KOTOPble BpEMEHHO 06b-
eANHWUANCH MOJ, 3T NA0M NPOTUBOCTOSHUS BUKTOPUAHCKOMY UCKYCCTBY.
Yske B 1895 rofly BeHreposa cMorna noHsTb 1 OLeHWUTb «aBaHrapAn3m»
npepapasnnToB M yBUAETb MX 3HAYEHWNE B TOM, YTO OHM «Aa/IN MOTyLLe-
CTBEHHbIN UMMNY/LC XYA0XKEeCTBEHHOMY TBOPYECTBY, HE OrpaHNYMB ero
onpeaeneHHbIMM GOpMyaMu 1 MPUHLMNAMU, A MPUBMB NINLLIL CO3HA-
HWIO XyA0XHMKA M0B0Bb K MPUPOAE U MCKPEHHOCTb MAEMHOrO 3a-
MblCnan®.

Hanbonee NoAHyIO 1 MCHEPMbIBAOLLYIO XapakTepucTuKy BeHre-
poBa gaet TBopyecTsy [.I'. POCCeTTH, 0XBaTbiBast He TO/IbKO XXMBOMMC-
Hble paboTbl, HO K MO3TMYeckoe Hacneame mactepa. AHanuMsnpys
XKeHCKMe obpasbl POCCeTTH, OHa HasbiBaeT UX MagoHHaMu XIX Beka: «B
HWX OTPa3NINCh CO3AaHHbIE COBPEMEHHOM XXM3HbIO KOHTPACTbI COMHe-
HUW VKK Abl BEPbI, FPexa v naeana YicToTbl <...> FapMOHMIO 3aMeHsieT
B HUX MUCTUYeCKas CKOp6b, CMyTHOE NpeayyBCTBME BEHHOrO <...> Tpu-

6aBVM K3TOMY <...>, YTO KpacoTa 3eMHas J,0pora eMy Kak BbICLLINA CUM-
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CneplyeT 3aMeTUTb, YTO B 3TOT NepUOz,
poccuiickas Mimnepatopckas Akaaemus
XY/10KeCTB nepexmBana oCTpbli KpU3NC,
KOTOPbIN B TOM XKe 1863 roAy BbIIUACS B
«BYHT 14-TW» 1 OTAENeHVe Byayuimnx nepe-
[IBVKHVKOB.

L. no: bnaskenm P.M. Pycckme KpUTUKK O
JIOHAOHCKMX MeX/yHapOAHbIX BbICTaBKaX
185111862 rofos // MuHakoTeka. Ne 18-19.
2004. C.103.

Yyiiko B. lopadasnucTbl 1 1x nocnenosa-
Tenu B AHrIUK // BECTHUK U3SILLHBIX UC-
KyccTB.1883. T. 4. C. 271-315; 339-374.

Tam xe. C. 271.

BeHrepoBa 3. HoBble Te4EeHWS B aHTINii-
CKkoM nckyccTse. Mpepadasnutckoe 6pat-
cTBO // BecTHMK EBpOnbI. 1895. T. 3.
C.192-235.

Tam xe. C.196.

Tam xe. C. 214.

PEckwmH [Ix. Mpepadasnntusm /
Mep. O. Conosbesow // Mup nckyccrsa.
1900.T.4.C. 49.

XXunBonuck npepadasnMToB 3a BCe BpeMst
ee CyliecTBOBaHUs / 3noxeHue Mepcn
B3T // HOBbIN XypHaN MHOCTPAHHON NnTe-
paTtypbl. CM6.,1900; «Ce3am u inamn //
HOoBbIV YypHan MHOCTPAHHOW NUTepa-
Typbl. CM6.,1900; CnsepaH P. PECKUH 1
penurus KpacoTbl. M., 1900.

CTepHWMH I. M3 UICTOPUM Xy[LOXKECTBEHHON
XXU3HWM MOCKBbI // Pycckast Xya0XeCTBeH-
Has KynbTypa BTOPOW NONOBUHbI XIX —
Havana XX Beka. M., 1984. C.130.

BOJI KPACOTbI AYXOBHOW <...>, UMEHHO 61arofiapsi STOMy ApKO BbIpaXkeH-

HOMY XapaKTepy 3eMHOW KpacoTbl pe3ye BbICTynaeT KOHTPacT AyLun u
Tena, >KM3HU 1 CMepTK, Ha KOTOPOM OCHOBaHa TaMHCTBEHHASA MpesieCTb
06LLero TMna KeHLWnH PocceTTy’.

OTmedas, 4To PocceTTu fan WpOoKoe pa3BUTUE OLHOMY U3 rN1aB-
HbIX 3/1eMeHTOB npepadasnmma — MUCTULM3MY, BeHreposa ynomu-
HaeT 1 3.bépH-[DKOHCA — eAMHCTBEHHOr0 NocneoBaTens PocceTTy,
3aBOEBABLUEr0 MeXAyHapOLHYIO N3BECTHOCTD.

Ocoboe BHMMaHWe npepadasnunsmy yaensinochb Ha CTpaHMLAX Xy-
[OXeCTBEHHOr0 XKypHana «Mup nckyccrsar. C. Iarnies nmLeT 0 pox-
neHun «bpatcTBa npepadasnvMToB» B CBOEV MPOrpaMMHOM CTaTbe
«CnoXHbIe BONPOChI» (1899), CHMTASA UX NOSIBNEHME OAHMM 13 BbIAA0-
LLMXCS COBLITUI B ICTOPUM MCKYCCTBA. B 3TOM ke HoMepe Hane4aTaHo
BOCTOPXKeHHOoe 3cce H. MuHCKoro o TBopyectse bEpH-[)KoHca.

B 1900 roagy B «Mupe nckycctsar bbina onybamkosaHa pabora
K. PécknHa, nocssieHHas npepadasnntam, KOTOpyo nepesena v
nogrotosuna O.M. ConoBbeBa, XeHa M3BeCTHOro pycckoro dunocoda
M.C. ConoBbeBa. CtaTblo nNpeaBapseT npumeyaTesibHas cHocka: «by-
[y4M He coriacHa co MHOTUMM MOOXKEHUAMM, U3/TOXKEHHbLIMWU B Ha-
CTOsILLEN CTaTbe, pefakums TeM He MeHee pelunia HamneyaTaTtb ee 418
03HAKOMJ/IEHUNS YMTaTenen co B3rnsAaMn HeaaBHO CKOHYABLLIErocs,
3HAMEHMWTOrO aHMIMACKOro NucaTensa xxoHa PECKMHans.

MaTepwuan, onybanKOBaHHbIN B TPEX HACTSX, NPOV/IIOCTPUPOBAH
BeCbMa pa3HOO6Pa3HO: penpoayKLUMAMUN C KAPTUH A. TanneH-Kannensl,
B. bnomcrtena, A. békauHa, . Yuctnepa, 3. MaHe, A. Jlerpon T. LLacce-
pvo, pabotamu M. SSIKyHYMKOBOW, BUAAMM PYCCKOMO NaBWIbOHA Ha Na-
PVKCKOW BbICTaBKe 1900 rofa v T.4. V13 npousBefeHnii npepadasnmtos
1 X NocnefoBaTenen B kypHase 6bi1a MCNonbL30BaHa eAMHCTBeHHas
doTorpadus c robeneHom mn3 cepum «CBSILLEHHbLIN paanby paboThbl
Y. Moppwuca no 3ckusy 3. bepH-[KoHca, yKpallasLuas aHrIMNCKUI na-
BW/IbOH Ha BCeMMpHOW BbICTaBKe B Mapuxe.

B TOM e 1900 rofy peaakums «HoBOro >kypHana MHOCTPaHHOWM
nuTepaTypbi» BbINyCTMAA B CBET paboTy «wKnBonucb npepadasnnTos 3a

BCE BPEMS ee CYLLEeCTBOBaHUA» U MOAGOPKY M3 Tpex NeKLmi IKoHa Péc-
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KuHa B nepesoge O.M. ConosbeBoi. Toraa xe Bbiwen Tpya P.CnsepaHa
«PECKMH 1 penurus kpacoTbi» B nepesoge J1.H. Hukudoposoi®.

Taknm 06pa3om, MOXKHO CAenaTh BbIBOA: XOTS TeOpeTMYecKkme no-
3HaHMA 0 PEckunHe, npepadasnntax n xypodxKHMUKax kpyra PocceTTu
661 LOCTAaTOUYHO OBLUVPHDBI, MX NPOM3BeAeHNs B POCCUI OCTaBanCh
NOYTN HEU3BECTHLIMW. He Cly4ainHO MHOTMe nccnefoBaTeNn yrnoMm-
HaloT 3anunch B AHEBHKMKe B.B. MNMepenieTynKosa, CAenaHHyo B sHBape
1895 rofa: «Byepa apxutektop ypHOBO npoyen foknaz o gopadasnu-
CTax, cobcTBEHHO 0 PocceTT. Hac 3Ta Tema 04eHb MHTepecyeT, HO, K Co-
KaneHuto, H1 bEpH-XOHCa, HM POCCETTU HUKTO M3 HAC He BUAEN U
NMOTOMY CYAUTb O HUX eA,Ba SN MOXKHONO.

Tem 6onee yaMBUTENbHbLIM NPeACcTaBaAseTcs TOT GakT, 4To B Poc-
CUW CyMe/IY BEPHO NOHSTbL pOab NpepadasnuTos, yBUAETbL B X TBOPYe-
CTBe CBA3b MeXAy POMaHTU3MOM WU CUMBOJIM3MOM U OLLEHUTb WX
3HayeHue B npoLiecce GOpMMUPOBAHUS MCKYCCTBA MOLEpPHA. B KpuTmye-
CKUX CTaTbsX TOrO BPEMEHW, NOCBSALLEHHbIX TBOPYECTBY PYCCKNX XYA0K-
HUKOB HOBOIO MOKOIEHMS, BCe Yalle NpoCKaab3biBAKOT accoumaLLmm c
MCKYCCTBOM POCCETTU 1 ero COPaTHUKOB, C MKOHOMUCHOM TpaanLmnen.

BAnsgHne nosTnyeckoro Hacneams PoCCeTTy U ero eAnHOMbILL-
NeHHWKOB Ha NnTepaTopoB CepebpsHOro Beka 0kasanoch HAMHOMo
60onee o4eBUAHbLIM, MPOrPaAMMHBLIM U FYHOKMM. KntoveByto posib npe-
pacdasnnToB B OTEHECTBEHHOM M0331UN CUMBOM3MA NpU3HaBann Bna-
onmump ConoBbeB, Banepuin bprocos, Bsayecnas MBaHoB, AHApen
Benbin. PaboTas Hag Lmknom «CTuxm o NpekpacHom amen, Anekcanap
BNOK cepbe3HO MHTepecoBasiCsl U paHHepeHeCcCaHCHOW XXMBOMUCHIO, U
nNpov3BeAeHnsaIMU aHIIMNCKMX NpepadasnnTos. B 1910 rogy Hukonam
FyMWAeB 3aKOHYMA paboTy Haj LMKIOM «beaTtpuyen, ero OTKpbIBan
COHeT abpurana PocceTTn, NoCBALLEeHHbIN [JaHTe.

JluTepaTtypHble MCTOYHUKM CepebpsHOro Beka MpUCTanbHO
n3y4yatoTcsa punonoramu. Yo ke kacaeTcs M306pasmTenbHOro UCKyc-
CTBa, TO K Ha4any XX cTonetns BCeobL MM MHTEpeC K XKMBOMMUCU XYLOXK-
HUKOB Kpyra PocceTTn pe3ko nowen Ha cnag. lNMpepadasnunTol,
OKasaBLLMe CTO/Ib BAXKHYHO YCYry pyCCKOMY MCKYCCTBY, OTOLL/IN HA BTO-

pOl;I njaaH, ycrynmne mecto BCEMOT/IOLLAIOLLIEN 3M0Xe MOZLepHa.



Current Exhibitions

The

Pre-Raphaelites

In Russia

ANNA POZNANSKAYA

THEART OF THE PRE-RAPHAELITES HAS LONG BEEN A FOCUS OF INTEREST IN RUS-
SIA. EARLY INTHE 20TH CENTURY LEADING RUSSIAN ART CRITICS AND CONNOIS-
SEURS OF EUROPEAN ART WOULD COMPLAIN BITTERLY THAT THE PUBLIC IN
MOSCOW AND ST. PETERSBURG HAD NO CHANCETO SEETHEWORKOFTHE ENG-
LISH ARTISTS. A CENTURY LATER THE LANDMARK TATE BRITAIN EXHIBITION “PRE-
RAPHAELITES: VICTORIAN AVANT-GARDE"AT THE PUSHKIN MUSEUM OF FINEARTS
BRINGS THEIR WORKTO RUSSIA FORTHE FIRST TIME EVER.

At the start of the 21st century interest in British painting has grown
all over the world. The staggering success of the most recent generation,
the YBAs (Young British Artists), on the international art scene has at-
tracted attention to the wider history of English art. On closer inspection
it turned out that the nation which over several centuries had existed in
nearly self-imposed cultural isolation was often way ahead of European
artists in the field of bold artistic experimentation. Not for nothing did
the"revolutionary” Frenchmen — the Barbizon painters and the Impres-
sionists — believe it was their duty to go on an educational tour to Lon-
don: the compositions of William Turner, John Constable and the
Pre-Raphaelites astonished viewers with most surprising innovations.
However, because of certain retrospective tendencies initially incorpo-
rated into the principles of the Pre-Raphaelite Brotherhood, the general
public had long regarded this group as an eclectic, purely local offshoot
of British culture. Ultimately the group'’s artwork faded from view and
became lost amidst the tumultuous events that rocked European artin
the second half of the 19th and beginning of the 20th centuries.

The British curators who prepared the major exhibition, already
shown at Washington's National Gallery of Art and travelling after

Moscow to the Mori Art Museum in Tokyo, gave it the provocative title,
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AAHTE FABPU3J1b POCCETTU »
MPO3EPMUNHA. 1874
XONCT, Macn0.125,1 x 61

anepes TenT bpuTeH, JIOHAOH

DANTE GABRIEL ROSSETTI »
PROSERPINA. 1874
QOil on canvas.125.1x 61¢cm

Tate Britain, London

“Pre-Raphaelites: Victorian Avant-Garde”. The purpose of their project
was not only to bring together the most important pieces of work but
also to highlight the exploratory character of the British artists’ paint-
ings and their bold experimentation in different fields of visual art,
which in turn greatly influenced the development of European culture.

The Pre-Raphaelite Brotherhood, founded in autumn 1848, was
an original artistic response to the revolutionary outbursts of the time
in continental Europe. The mysterious letters “P.R.B" featured on the
paintings of the young and completely unknown artists caused a stir
in English society: this group of students of London's Royal Academy of
Arts, each of whom had a unique artistic charisma, wanted to change
not only the principles of modern art but also the role it played in soci-
ety. Like members of various artistic groups of the 2oth century, the
Pre-Raphaelites engaged with different artforms, and were outspoken
about their artistic mission.

Until the mid-1850s the Pre-Raphaelite Brotherhood's leaders
were John Everett Millais (1829-1896), Dante Gabriel Rossetti (1828-
1882) and William Holman Hunt (1827-1910), as well as their older friend
and mentor Ford Madox Brown (1821-1893), who was never formally a

member of the group but shared many of its aspirations.
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It was formed at the end of one of the most turbulent decades of
British history, when splits in the new industrial society became obvi-
ous, and British intellectuals and critics began to question prevailing
reverential attitudes towards economic and social progress. Discon-
tent was brewing among artists as well: students at the Royal Acad-
emy had to learn by drawing nude figures and copying classical statues.
The students studied colour by imitating the old masters, prime among
them Raphael, whose pictures were on view in the recently opened Na-
tional Gallery. When the museum acquired pieces by early Renaissance
masters, such as Jan van Eyck's “The Arnolfini Portrait” and the altar
doors from San Benedetto painted by Lorenzo Monaco, their compo-
sitions proved a revelation for the young artists. They dreamed about
reviving the gothic style in painting and about renovation based on the
purity and truthfulness of the 15th-century paintings. Unable to visit
Italy, the Pre-Raphaelites carefully studied prints of the early Italian
frescoes.

They were also familiar with the art of the Nazarene painters, a
group of German artists working in Rome from 1809, who created fres-
coes and compositions on religious subjects, emulating the styles of
Raphael and the Quattrocento masters. However, the Nazarenes, who
founded the Brotherhood of St. Luke, were quite serious about the ide-
ological substance of religious art and attempted to re-create the way
of life of a medieval monastery. The members of the Pre-Raphaelite
Brotherhood, with the exception of Hunt, were fairly indifferent to re-
ligious problems and well aware that they were part of a culture with
non-existent traditions of religious art, which had been obliterated in
the16th century during the Reformation.

At the same time, in the 1840s, the Church of England spawned
a religious movement which brought about changes to the role of the
English clergy in society. The movement's torch-bearer was the theolo-
gianJohn Henry Newman, an Oxford professor who, after travellingin
Italy, developed a reverence for the primary principles of the early Chris-
tian church, conceived when this church was not yet dependent on the
state. The boldness and broadness of Newman'’s views reached far be-
yond such purely religious doctrines and provoked a wider interest in
medieval Italy. In the mid-19th century he had a large following and held
enormous sway over British youth; given bitter religious divisions, how-
ever, even the slightest interestamong artists in Christian themes was
thought of by Newman'’s opponents as a vacillation towards the
“enemy” Catholic Church.

The Pre-Raphaelites were faced with a difficult task — to revive
religious art without employing the canonical imagery of altar paint-
ings. In theirartwork the idea of pantheism gave way to archaeological
concreteness, and the ardour and grandeur of Christian images melted
into amusing details of genre scenes. Contrary to the Renaissance mas-
ters, the Pre-Raphaelites based their compositions not on imagination
but on observations from and the faces of everyday life. Before adding
human figures into a composition, the artists would painstakingly craft
all the details of its interior, or its background landscape, to highlight
the carefree and realistically rendered atmosphere of the main scene.

While the Pre-Raphaelites approached the Bible as a source of
human drama and searched it for literary and poetic meaning, they also
often addressed provocative narratives from modern life that employed
religious iconography. Their compositions, focused on social issues and
daily activities, often grow into modern parables, demonstrating how
the didactic rhetoric typical of religious painting infiltrated every corner
of Victorian society.

Historical compositions were the mainstay of Pre-Raphaelite art.

The British art scene was traditionally not interested in exciting battle
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scenes and idealized classical compositions filled with lethargic naked

models. Instead, it preferred to study history from William Shake-
speare’s plays and Walter Scott’s novels, or to learn the biographies of
great historical figures from the stage performances of prominent ac-
tors such as David Garrick and Sarah Siddons. But the Pre-Raphaelites
believed that this trend in British painting needed radical modernising
reform: continuing to paint in the style of the Italian Quattroccento
and to pay close attention to the accuracy of costumes and accessories,
they created the modern genre of historical painting, with relationships
between characters and their emotions at its centre. An element of
genre was given much more prominence in these new narrative inter-
pretations.

Taking their inspiration from the masterpieces of the early Italian
Renaissance, the Pre-Raphaelites rejected the black priming, textured
brushstrokes and mixed paints that were ubiquitous in academic art.
To add brightness and a richness of colour to their compositions, they
primed their canvases themselves, applying an additional layer of zinc
white. Then they applied the paints as a mosaic of spots of pure tone,
in a single thin layer, without glaze and minimising texturing: this
method enhanced the brightness of the palette, since the white prim-
ing showed through the thin transparent layer of paint. The artists pre-
ferred soft sable-hair brushes normally used for watercolours, and
painting their pieces"in the open air” (long before that that became a
habit of the Impressionists). The style they created was an inimitable
synthesis of plein air painting, captivating Shakespearean narratives
and topical themes of modern labour.

A new stage in the Pre-Raphaelite movement and its art began
inthe late1850s, when a group of young artists, including William Mor-
ris (1834-1896), Edward Burne-Jones (1833-1898) and Simeon Solomon
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(1840-1905), formed around the leadership of Rossetti. They set out to
identify connections between visual art and poetry, painting and
music. Keen on achieving aesthetic harmony notonly inart butalsoin
daily life, the artists from Rossetti's circle mastered design and book il-
lustration, as well as the techniques of production of furniture, textiles,
pottery, wallpaper and stained glass. The arts and crafts movement
formed within the Brotherhood's fold brought into focus, for the first
time in the history of European art, the problem of artistic design,
which ultimately branched out as an independent trend. By the mid-
1860s the Pre-Raphaelite movement had a new direction, towards aes-
theticism.

An aspiration toward beauty as “the single absolute goal” of art
characterises the second decade of Pre-Raphaelite painting. Long be-
fore their colleagues in continental Europe, British painters began re-
flecting on the autonomous aesthetic value of artisticimagery. At that
period Rossetti and his companions accomplished a series of works
glorifying female beauty, depicting it as full-blooded, glowing with
health, and conspicuously sensual. In a conscious attempt to emulate
Venetian art of the 16th century, most of all Titian and Veronese, the
artists practiced a free-flowing style, with wide brushstrokes applied
with a stiff brush. Deep and rich green, blue and dark-red shades re-
placed the stained-glass-like transparency of the Pre-Raphaelites’ early
colour schemes. Their enthusiasm for exotic accessories, including ob-
jects of Japanese applied art, demonstrates that even at that time
British artists were already beginning to explore and utilise in their
work artefacts of non-European cultures. Thus, the Pre-Raphaelites’
art became a kind of bridge between the Romanticism of the first half
of the 19th century and the key styles of the late 19th-early 20th cen-

turies, Symbolism and Modernism.
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Although Europe had the opportunity to see some of the Pre-
Raphaelites’ pieces only at various World Fairs, the artists' innovative
ideas caught on. By the late 19th-early 20th centuries Russia, too, was
showing interest in this strand of British art. As early as 1863, impressed
by the 1862 International Exhibition in London, the writer and critic
Dmitry Grigorovich published in“Russkii vestnik” (Russian Messenger)
magazine a large piece“Paintings of English Artists", where he provided
(practically for the first time for Russian readers) a careful analysis of
the character and stylistic features of British art.

Grigorovich admired the originality and uniqueness of English
painting, contrasting it with the archaic principles adhered to at St. Pe-
tersburg’s Academy of Artst. Grigorovich reviewed in detail the art of
the greatest British painters of the late 18th-early 19th centuries and
highly praised Hunt, calling his works"“The Light of the World"and“The
Finding of the Saviour in the Temple”, “the most remarkable works of
our century"2.

Inthe last quarter of the19th century a profound interest in the
Pre-Raphaelites’ painting developed in certain segments of Russia's
artistic community. For progressive artists and critics championing
new approachesinartand a search fora national idea in the deep re-
cesses of history, the art of the Pre-Raphaelites held a special attrac-
tion. First, they were fascinated by this apt example of exploration
and new interpretation of medieval art, and by the courage and ec-
centricity of the Britons, who were not intimidated by the prospect
of competing with dominant academic traditions. The period also
witnessed a lessening in enthusiasm for the French realists, whose
Russian counterparts, Perov and the “Peredvizhniki” (Wanderers)
artists, faced a barrage of criticism and were losing their hold over the
public mind. On the verge of the era of modernism, Russia was stren-
uously looking for pathways toward artistic modernisation and new
sources of inspiration.

In the late 19th-early 20th centuries the art of the Pre-
Raphaelites became the subject of careful examination and analysis
in Russia: overa short period several art periodicals ran long, in-depth
reviews of Rossetti and his associates, while John Ruskin’'s work was
no less famous. For all that, the general public could enjoy the Pre-
Raphaelites’ works only through prints, and critics could view their
oeuvre only in France (compositions by the artists of Rossetti’s circle
and some of the painters once affiliated with the Brotherhood were
occasionally shown at the World Fairs in Paris and elsewhere). Consid-
ering that Rossetti himself accepted commissions only from private
clients and avoided any involvement with official exhibitions, one can
understand that in Russia the interest in the British artists’ methods
was mostly theoretical. In an article"The Pre-Raphaelites and Their
Followers in England”, published in the"Vestnik izyashchnykh iskusstv”
(Messenger of Fine Arts) magazine in 1886, Vladimir Chuiko mentions
that he first saw the Pre-Raphaelites’ works at the 1878 Exposition Uni-
verselle in Paris®. Acknowledging that Rossetti was the Brotherhood's
most original, eccentric and productive member, Chuiko judged his art
relying only on available prints and copies, as well as on the reactions
of English critics.

Like Grigorovich 20 years earlier, Chuiko started his review with
a claim that “with the Englishmen, everything is peculiar, everything
falls outside the limits of public conventions", noting that it was the
ideas of their compositions, not their visual vocabulary, that mattered
most for the Pre-Raphaelites. Thus, it was content that was invariably
intheforeground, and imagery had a strong literary bend. Most of the
article is devoted to a careful analysis of Ruskin's views and activities,

and general reflections on the character of British culture.
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Of much greater interest is Zinaida Vengerova's essay “New Cur-

rentsin English art. The Brotherhood of the Pre-Raphaelites”, published
in“Vestnik Evropy” (European Messenger) a year before Chuiko's piece®.
Vengerova presented a comprehensive piece of research addressing
both the poeticand artistic legacy of the Pre-Raphaelites, carefully em-
phasising that the Brotherhood united altogether different artists who
were temporarily brought together by a desire to challenge the prevail-
ing Victorian style.

As early as 1895 VVengerova was able to understand and to appre-
ciate the"avant-gardism” of the Pre-Raphaelites, and to see that they
were important because they“gave a powerful impetus to creative ac-
tivity without limiting it by formulas and principles, but only teaching
the artist to love nature and to be frank about his message™.

Vengerova provided the most comprehensive and thorough re-
view of Rossetti's art, paying attention not only to his paintings but also
to his poetry. Analysing Rossetti's female images, she likened them to
Madonnas of the1gth century:“They reflected the contrasts, created by
modern life, of doubts and yearning for faith, of sin and the ideal of pu-
rity... [In these images] harmony is replaced with mystical grief, the
vague anticipation of eternity... Let's add to this... that earthly beauty
matters mightily for him as the supreme symbol of spiritual beauty ... it

is this conspicuously earthly beauty that sets off the contrasts between
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soul and body, life and death, which are the foundation of the mysteri-
ous charm of Rossetti's type of women” Pointing out that Rossetti bor-
rowed from Pre-Raphaelitism and generously developed one of its main
elements, mysticism, Vengerova also mentioned Edward Coley Burne-
Jones, Rossetti's only follower to win international recognition.

“Mir iskusstva” (World of Art) magazine also covered the Pre-
Raphaelites extensively. Sergei Diaghilev mentions the birth of the
Brotherhood in his landmark article"Difficult Questions” (1899), saying
that the emergence of the group had been a remarkable event in the
history of art; the same issue featured Nikolai Minsky's ecstatic essay
about Burne-Jones'sart. In19oo the magazine ran Ruskin's essay about
the Pre-Raphaelites, translated and prepared for publication by Olga
Solovieva, the wife of the renowned Russian philosopher Vladimir
Soloviev. The article was prefaced with a curious caveat: “Disagreeing
with many opinions expressed in the present article, the editors nev-
ertheless decided to publishitin order to introduce readers to the views
of the recently-deceased renowned English writer John Ruskin"® Pub-
lished serially in three issues, the article was accompanied with quite
original illustrations — prints of the paintings of Akseli Gallen-Kallela,
Vvaino Alfred Blomstedt, Arnold Bocklin, James McNeill Whistler,
Edouard Manet, Alphonse Legros and Théodore Chassériau, works by
Maria Yakunchikova, views of the Russian pavilion at the 1900 Paris
Exposition Universelle, and other subjects. As for the artwork of the Pre-
Raphaelites and their followers themselves, the magazine ran only a
photograph of a tapestry, from the Holy Grail series accomplished by
William Morris and designed by Burne-Jones, which adorned the Eng-
lish pavilion at the World Fairin Paris. In the same year, 1900, the"New
Magazine of International Literature” published an article “Painting of

the Pre-Raphaelites since the Group's Beginnings” and three lectures
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Raphaelites and the artists of Rossetti's circle, it was much less familiar ~ Modernism.

entry inVasily Perepletchikov’s diary from January 1895: “Yesterday the
architect Durnovo made a presentation about the Pre-Raphaelites,

more precisely, about Rossetti. We are very much interested in the sub-
At this time the Russian Academy of Arts was in serious crisis, one which in the same year, 1863,

ject, although, unfortunately, none of us has seen either Burne-jones spawned the“Peredvizhniki” group.
or Rossetti and therefore it is almost impossible to form an opinion
Quoted from: R.P. Blakeslee.'Russian critics about the 1851 and 1862 World Fairs in London'. In:
about them! 0 “Pinacotheca”, Nos. 18-19, 2004, p.103.

Considering this, itis all the more astonishing that the Russians

i X Chuiko, Vladimir. The Pre-Raphaelites and their Followers in England'. In:"Vest- nik izyashchnykh
were able to correctly understand the Pre-Raphaelites’ importance, to iskusstv* (Messenger of Fine Arts), 1883, vol. 4, pp. 271-315; 339-374.

seein theirart the connection between Romanticism and Symbolism,
) o ) Ibid., p. 271.

and to appreciate their significance for the development of modernist

Vengerova, Zinaida.'New Currents in English Art. The Brotherhood of the Pre-Raphaelites’. In:
“Vestnik Evropy”.1895.Vol.3, pp. 192-235.

art. Not accidentally, critical articles written at that time about the

new generation of Russian artists increasingly drew parallels with the

art of Rossetti and his followers. Ibid., p.196.

The influence of the poetry of Rossetti and his associatesonthe 7 .. -

writers of the Silver Age proved much more obvious, serious and pro-

R . . Ruskin, John.'Pre-Raphaelitism’. Translated by Olga Solovyova. In:"Mir iskusstva”, 1900.Vol. 4, p.
found. Vladimir Soloviev, Valery Bryusov, Vyacheslav lvanov and Andrei 2
Bely allacknowledged that the Pre-Raphaelites were a majorinfluence

Paintings of the Pre-Raphaelites since the Group's Beginnings' by Percy Beth. In:“The New Maga-
zine of International Literature”. St. Petersburg, 1900 /'Sesami and Lili". In:"The New Magazine of
Lady”, Alexander Blok developed an avid interest both in early-Renais- International Literature”, St. Petersburg, 1900 / Maurice de La Sizeranne. “Ruskin and the Religion
of Beauty”. Moscow, 1900.

on Russian Symbolism. Working on his “Verses about the Beautiful

sance painting and the works of the Pre-Raphaelites. In 1910 Nikolai
Gumilev finished working on a series of poems titled “Beatrice”, which 10 Sternin, Grigory.'From the History of the Life of Arts in Moscow’. In: “Russian Artistic Culture in

. ! . . the Second Half of the 19th-early 20th centuries. Moscow, 1984. P.130.
opened with a sonnet dedicated to Dante Gabriel Rossetti. e Second Halfof the gth-early 2oth centuries. Moscow. 1984. P. 130
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