locynapcTBeHHan
TpeTbAKOBCKasn
ranepes BbipaxaeT
6naropapHocTb
OAO «CesepCranb»
n «bputnw AmepukaH
To6akko Poccus»
3a pUHaHCOBYO
noAAepXKy

B OpraHusaumm
BbICTaBKM

MN.H.OP10B
OKkmsAbpbcKull
npasoHuk 8 Pume
1851

XoncT, Macno
83,7x101,9

rTr

Pimen ORLOV
October Holiday

in Rome. 1851

Oil on canvas

83.7by 101.9 cm
State Tretyakov Gallery

TarbAaHa Kapnosa

Ha npotsxeHnn XX Beka akagemusm
XIX cronetna Haxoaunca Ha nepudepun
MHTEPECOB POCCUINCKOMO MCKYCCTBO3Ha-
HuA. Kak 13BecTHO, OCHOBHOe BHMMaHue
b0 06paLLeHo Ha MacTepoB eMOKpaTH-
yeckoro peanusma. [py o4eBMAHOM unc-
NEHHOM NpeobnasaHuM aKkaeMMyecKoro
1 canoHHOro UCKyccTBa B KynbType XIX Be-
Ka, cTeneHb ero (haKTUYecKol 13y4eHHo-
CTV 1 KOHLeNTyanbHoi pa3paboTaHHOCTM
3HayMTebHO OTCTaBasa 1 OTCTaeT OT ypoB-
HA MCCNef0BaHHOCTM TBOpYecTBa MacTe-
POB MepesBMMKHUYECKOTO Kpyra, YTo CO-
3/1a€T OHOOOKYI0, NCKaXEHHYI0 KapTuHY
XyLOXeCTBEHHOTO MpoLiecca.
AKTyanusauma faHHoro matepuana,
MOMMMO Hay4HOI NOTpe6GHOCTM BOCCTaHOB-
NeHUsi 06BEKTVBHOM KapTUHbl pa3BUTUA
nckyccraa XIX Beka, cBA3aHa C HECKOMbKW-
My pakTopamu — Npexzae BCEro pasBuTeM
pblHKa Mpou3BefeHMin UckycctBa B Poc-
cuu, ocobbiM cnpocoM Ha pabotbl THed-
¢a, [Cemupagckoro, K.MakoBsckoro,
}0.KneBepa u, KoHeuHo e, V.AliBazoBcKo-
ro, CaMoro A0pPOroro pyccKoro nemnsaxmcra
CerofHA, YTO MPUBENO K MOABIEHWIO Ha
pblHKe OrpOMHOM0 KONMMYecTBa AaBHO 3a-
ObITbIX 1 BOBCE HEW3BECTHbIX MPOU3Bese-
HWI M3 YacTHbIX COBpaHWii, KoTopble B
NpexHue rofibl POCCUICKMe My3en He npu-
0bpeTany, Tak KaK 3TO0 MCKYCCTBO CuuTa-
Nocb ManoxyAoXecTBeHHbIM, 06C/yXuBa-
IOLLYM NOTPEBHOCTM MeLLaHCTBa U UMepa-
TOPCKOro [iBOPa, UAEOI0TVHECKN YyXKAbIM
1 14. M.Ckottn 1 O.Tumawesckuin, B.AKo-
61 1 M.3uun, "Cemupaackuit u @.bpoHHM-
koB, K.BeHur u B.MN.Bepewarut, K.Makos-
ckuin n A Xapnamos, AJlutoByerko n KJle-
6epes, H0.JlemaH n K.Crenaros, t0.Knesep
1 AMewepckuit, H.CBepukos 1 P3ommep...

BbicTaBKa aKkageMn4yecKoro

IHHJIEHHHUKH

)5

ACconiol

N CaJIOHHOIro UCKyCcCTBa

B locypapcTBeHHOM

TpeTbAKOBCKOM ranepee

BbicmasKa «(ileHHUKU Kpacomal. yCcCKoe aKkademuyecKoe U ca-
noHHoe uckyccmso 1830-1910-x 20008» 3KcnoHupyemcs 8
KpembsKoscKoli eanepee 8 okmsabpe 2004 - aHsape 2005 eo0a.
¢pmom MacwmabHsIli 8bICMABOYHbIU NPOEKM BKJIOYaem 8 cebs 0Ko-
110 500 npou3ssedeHull xusonucu, 2pagpuKu, CKybnmypbl, a MaK-
e ajuwu, peKamMHyto ynaxKosKy, OMKpPbIMKU, homoepaguu, Me-
6enb, papgop, 6poH3y, cmekIo, 1aKU, KOCMIOM, Wedespbl tose-
JIUpHo20 uckyccmsa. Ee cocmas oxsambisaem pasiuyHble aHpb!
U BUObI UCKycCmBa, UMeHa NpoC/as/ieHHble U Masou38ecmHble.
liomumo eocydapcmseHHOU KpembsaKOBCKOU 2asiepeu, 8bICMynaro-
well uHUYuamopomM npoekma, 8 HeM y4yacmsyrom [ocydapcmseH-
HblIl xycckul my3el (uaHkm-liemepbype), [ocydapcmseHHbil hc-
mopuyeckul My3eli u byseli 0ekopamugHO-NPUKIAOHO20 UCKYC-
cmsa (bocksa), my3eliHble cobpaHusa [McKa, KazaHpoea, lepmu,
uepnyxosa, liepecnasns-3aneccko2o, Boszopoda, uamapel, buH-
CKa, a MakKe 4acmHble KossleKyuoHepbl. bHoaue npoussedeHus
6yOym NoKasaHbl 8nepsble.

BHICTABKMN
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by

Talyana Karpova

Throughout the 20th century, the
academic traditions of the 19th century
were far from the major focus for Russ-
ian art critics, whose attention was
directed towards the masters of "demo-
cratic realism". Despite an obvious
advantage in the sheer quantity of aca-
demic and salon art from the 19th centu-
ry culture, it has been - and remains -
under-researched, both factually and
conceptually, when compared to the
degree and depth of attention paid to the
art of the Wanderers (peredvizhniki); the
result is a subjective, unbalanced repre-
sentation of the artistic process.

The recent revival of interest in the
field has been fuelled by a number of fac-
tors, not always connected to the need to
assemble an objective picture of the
artistic developments of the 19th cent-
ury; among them is the growing market

CURRENT EXHIBITIONS

¢

ured

Academic and Salon Art

in the Trelyakov Gallery

"CAPTURED BY BEAUTY: RUSSIAN ACADEMIC AND SALON ART
FROM 1830 TO 1910" IS THE TITLE OF THE EXHIBITION SCHED-
ULED TO TAKE PLACE IN THE TRETYAKOV GALLERY FROM
OCTOBER 2004 THROUGH TO JANUARY 2005. THIS LARGE-
SCALE PROJECT WILL CONSIST OF ABOUT 500 WORKS OF VARI-
OUS GENRES, INCLUDING PAINTING, GRAPHICS AND SCULP-
TURE, AS WELL AS MANY POSTERS, EXAMPLES OF ADVERTISING
ART, POSTCARDS, PHOTOGRAPHS, FURNITURE, PORCELAIN,
BRONZE AND GLASS AND VARIOUS LACQUER WORKS, COS-
TUMES AND EXQUISITE PIECES OF JEWELLERY. THE RANGE OF
GENRES IS MATCHED BY THE VARIETY OF THE ARTISTS REPRE-
SENTED, RANGING FROM THE FAMOUS TO THE VIRTUALLY
UNKNOWN. BESIDES THE TRETYAKOV GALLERY, A NUMBER OF
OTHER INSTITUTIONS, SUCH AS THE STATE RUSSIAN MUSEUM
FROM ST. PETERSBURG, THE HISTORICAL MUSEUM AND THE
MUSEUM OF DECORATIVE AND APPLIED ARTS FROM MOSCOW,
AND MUSEUM COLLECTIONS FROM OMSK, TAGANROG, PERM,
SERPUKHOV, PERESLAVL-ZALESSKY, NIZHNY-NOVGOROD,
SAMARA AND MINSK, HAVE ALSO CONTRIBUTED TO THE PROJ-
ECT AS HAVE PRIVATE COLLECTORS. A SIGNIFICANT NUMBER OF
THE WORKS EXHIBITED WILL BE SHOWN FOR THE FIRST TIME.

BEAUTY

The Tretyakov Gallery
thanks 'SeverStal'
and 'British American
Tobacco Russia'

for their financial
support

in the organization

of this exhibition.

IV.CEMUPALCKUI
®puHa Ha npa3oHuKe
locelidoHa 8 Ines3uHe
1889

XoncT, macno. 390x763,5
rePm

Genrikh SEMIRADSKY
Frina at the Festival of
Poseidon in Helevizna
1889

Oil on canvas

390 by 763.5cm

The State Russian Muse-
um
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3auvacTylo KpoMme cTapbIX KpaTKuX crpa-
BoyHnkoB ®.U.bynrakosa u C.H.Konpa-
KOBa, 33 CBEJIeHWNAMU O HUX HeKyaa Bbino
obpaluartbes. IKenepTHas npaKTMKa noby-
Zuna K 6onee npucTanbHOMY U3Y4eHHIo Ha-
Cleamns Ha3BaHHbIX XKVBOMMUCLEB.

C oaHot cTOPOHBI, 3aMeTeH BO3poC-
WK B NocnefHee BpeMA MHTepeC K aKa-
ZleMUYEeCKOMY XYyA0XeCTBeHHOMY Hacine-
avto. C Apyroit CTOpOHBI, LieHTpanbHble
¢urypbl canoHHoro akagemusma - [.Cemu-
paackuii u K.MaKoBcKuiA, He roBops yxe
06 nx MeHee BnecTALmMX cobpaTbaAX Mo Lie-
Xy, B MpodeccuoHanbHO UCKYCCTBOBES:
YecKol cpeAe MPOXOAAT A0 CUX NOp Nno
paspagy «nnoxoro» nckyccrsa. OTpewms-
WINCb OT 3aBETOB MAEONOTM3MPOBAHHOMO
MCKYCCTBO3HAHUA NPOLUbIX eCATUIETNIA
1 BMecTe ¢ TeM He BepA Ha cebs Henenyto
ponb 3awutHukoB Cemupaackoro n Ma-
KOBCKOrO (B aABOKaTax Ha3BaHHbIe MacTe-
pa eBpONericKOro YypoBHsA He HyxAatoTcs),
MOXHO MOCTapaTbCs OLEHUTb 3TO TBOpYe-
CTBO M0 €ro CO6CTBEHHBIM 3aKOHaM.

besycnoBHo, akageMn3Mm 1 canoH -
MHTepHaLMoHasbHble ABneHus. Ho npw o6-
LeM COBMaZeHNM XaHpOoBOii 1 TeMaTnyec-
KO CTPYKTYpbl pyCCKOr0 akaZieMn3ma C eB-
ponencKk1M y Hac Obly CBOM HaLWOHaNb-
Hble ocobeHHocTH. K HUM cnefyeT oTHecTu
06UNbHYI0 NPOAYKLMIO B TaK Ha3bIBaEMOM
«pyccKoM cTune» - 6ecKoHeuHble CLieHbl 3
«Bospckoro 6bita XVII Beka», noptpetsl Ae-
BYLUEK B KOKOLIHMKax 1 capataHax (K.Ma-
KoBckui, KJlebenes, K.Benur). B xaHpe
neii3axa MOXHO BbIAENUTL B 0cOBYto rpyn-
ny Buabl KpbiMa 1 ero uapckux pesvaeH-
umit. KoHapatenko, W.KpaukoBckum,
W.AnBasoBckuid, J1Jlaropmo Kynstmsumpo-
Ba/IM B CBOMX Nneiizaxax Mudonoruto Kpbli-
Ma Kak «3eMHoro pas». MHorme xyaoxHu-
Kui, uMeBLLMe nonbekue Kophu (F.Cemmpag-
ckuit, C.bakanosuy, B.KotapbuHckui,
CXnebosckuit, .Muropywesckuit 1 ap.),
y4acToBanu B (hHOpMUPOBAHWMM PYCCKOro
aKagemmsma BTOpon nonosuHbl XIX - Ha-
yana XX Beka. Boneit uctopmyeckoit cyap-
Obl OHW NpUHAANEXaT Tenepb Kak K nofb-
CKO, TaK 1 K pyCCKOW KyNbType - BCe y4u-
nvcb B netepbyprekoin AKagemMun Xypo-
KeCTB, y4acTBOBaN B aKafieM1YeCKX Bbl-
CTaBKax, X NPOV3BeAEHUA XPAHATCA B My-
3enx Poccun. To e camoe MOXHO cKasaTb
¥ o npubantuiickmx Hemuax - ®.Monnepe,
K.Iyne, ".Kenepe, H0.Knesepe, EJllokkepe.

HanomHuM, uTo pyccKoe 1cKyccTBo
XIX Beka pasBuBanocb B NpoTUBOCTOSA-
HUW U OJHOBPEMEHHO B3aUMOBAUAHUM
ABYX BefyLMX HanpaBieHuit - peanuctu-
YecKoro u akagemuyeckoro. Bo Btopou
nonosuHe XIX cToneTma oHK cTanu oCHo-
BOVI ANA CO3/@HNA XYAOXKeCTBEHHbIX Op-
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N.A.CBEAOMCKMNI
Medysa. 1882
Xoncrt, Macno
279,2x137

rmr

Pavel SVEDOMSKY

A Sea-Nettle. 1882

Qil on canvas

279.2 by 137 cm
State Tretyakov Gallery

C.B.BAKAJIOBUY »
Bonpoc u omsem.1900
Xoncr, macno. 58,5x45
rem

Stepan BAKALOVICH »
A Question and

an Answer. 1900

Oil on canvas

58.5 by 45 cm

The State Russian Muse-
um

for Russian art, with special interest
shown towards the works of Timofei Neff,
Genrikh  Semiradsky,  Konstantin
Makovsky, Yuly Clever, and, of course,
Ivan Aivazovsky (who is currently the
most highly-valued Russian landscape
painter). As a result, many forgotten, or
previously unexhibited, works from pri-
vate collections that had been ignored
and never purchased by museums in ear-
lier years - when this kind of art was con-
sidered scarcely "artistic”, but fit only to
satisfy the needs of the bourgeoisie and
Tsarist court, in other words "ideological-
ly alien" - have flooded the market. The
list is long: M. Scotty and O. Timashevsky,
Valery Jacobi and M. Zichi, Semiradsky
and Fyodor Bronnikov, K. Venig and Vasi-
ly Vereshchagin, Konstantin Makovsky

and Alexander Kharlamov, Alexander
Litov-chenko and Klavdi Lebedev, Yuri
Leman and Klavdi Stepanov, Yuri Klever
and Arseni Meshchersky, Nikolai Sver-
chkov and Richard Zommer... Often the
only sources of information about them
were old and brief reference books com-
piled by Fedor Bulgakov and Sergei Kon-
dakov. The practice of authentication
drew much closer aftention to research
on the art of such masters.

The growing interest in such aca-
demic art is evident. However, the central
figures of salon academism, such as
Semiradsky and Makovsky, not to men-
tion their lesser-known colleagues, are
still being "written off" as "bad" art by the
professional critical mainstream. It
remains a paradox that, while denying the
ideology of art criticism of previous
decades, yet not taking on the role of the
defenders of Semiradsky and Makovsky
(these masters need no such advocates),
one can make an attempt evaluate this
kind of art - one based, at least, on its
own laws.

Obviously, the concepts of both
"academism" and "salon art" are inter-
national ones. Though there were many
general similarities between the generic
and thematic structures of European
and Russian academism, nevertheless
cerfain "national" peculiarities existed
in the Russian branch: for example, the
abundance of pieces in the so-called
"Russian style" - scenes from the
"Boyars’ Life in the 17th Century", and
portraits of young girls in sundresses
and kokoshniks (as with Makovsky,
Lebedev and Venig). In the genre of
landscape painting, views of Crimea
and its palaces, that only underlined
Crimea’s reputation as a "paradise on
Earth", can be separated from the rest
and put in a special group (which
includes Kondratenko, Krachkovsky,
Aivazovsky and Lagorio). A number
of painters with Polish "roots" (Semi-
radsky, Bakalovich, Kotarbinsky, Khle-
bovsky, Miodushevsky and others) were
a major force in Russian academism
from the middle of the 19th through to
the beginning of the 20th century. Given
the historical events of the time, they
now belong not only fo Polish, but also
to Russian culture: all studied at
St. Petersburg’s Academy of Art, partici-
pated in academic exhibits, and their
works are now in Russian museums. The
same is true of the Baltic Germans,
among whom are W.Moller, Karl Gun,
|.Keler, Yu.Klever, Eugen Dukker.

raHv3aumit: ToBapuLiecTBa nepeaBMXHbIX
XyAOXeCTBEHHbIX BbicTaBoK W ObLiectsa
BbICTABOK XYAOXeCTBEHHbIX Npov3Befe-
HUI. Pa3nnyHoe npeacraBneHne o 3apa-
yax MCKyCCTBa, CaMOro MOHATUSA «Kpaco-
TbI» OMpeAennao U pasnnyne 3cteTuyec-
KMX nporpamm 3Tux o6besvHeHui, npuaa-
BaA KynbTypHO# u3Hu Poccum nanps-
)KEHHOCTb 1 pa3Hoobpasue.

Kak n3BectHo, ocHoBaTenb TpeTba-
KoBckol ranepem [.M.TpeTbakoB oTAaBaN
npeanoyTeHne NpeACTaBUTENAM [1eMOKpa-
TWYeCKoro Kpbina uckyccraa. [ponssese-
Hua K.Makosckoro u "CemMupaackoro oka-
3anuck B cobpaHnu ranepen B 0OCHOBHOM
yXe nocnie ero CMepTu, NpuaA 13 Apyrux
Konnekumii. Tem nHTepecHee yrnybutbes B
TOT MIAcT XyA0XeCTBEHHOro TBOPYeCTBa,
npeacTaBieHHbIl BeCbMa MHOMOYMC/IEH-
HOW rpynmnov aBTOpOB, KOTOPbIN ABAAETCA
anbTepHaTMBON cobpaHuio TpeTbAKOBA,
BTOPbIM NMOJOCOM B 06Lel KapTuHe uc-
KyccTsa XIX Beka. 3abbiBas 06 31011 onno-
3ULUN, CErofHALHEMY 3pUTento Nopon
TPYAHO MOHATb UCTOKM Magoca HamepeH-
HOrO acKeTK3Ma, KONOpPUCTUYECKO Caep-
aHHocTu pabot B.Meposa, U.Kpamckoro,
B.MakcumoBa, H.ApoLweHko.

MpumenuTensHo K XIX BeKy canoHHo-
aKaieMnyecKoe 1 peanmncTyecKoe WCKyC-
CTBO MOXHO paccMaTpuBaTh Kak «napHble
cTuan» (no aHanorum - 6apoKKo-Knaccu-
um3m). MapHbIMU 1 KOHTPACTHLIMK BUBATCA
MHOrVie KayecTBa 3TUX HanpaBieHWit: ncu-
XONOr13M W OTCYTCTBME MCUXONOMUYECKOro

N.CEMUPALCKMI
Csemoyu xpucmuaHcmea
(®axenbi Hepora)
1882

Xoncr, macno. 94x174,5
YactHoe cobpaHue,
MockBa

Genrikh SEMIRADSKY
Luminaries

of Christianity

(Torches of Nero). 1882
Oil on canvas

95 by 1745

Private collection,
Moscow

ABTOpCKOE MOBTOPEHWE 0AHOMMEHHOI KapTuHbl 1876 roaa ns cobpaHua HaumoHanbHoro myses, Kpakos

(xonct, macno. 385x704).

B 1877 roay 3a kapTuHy «CBeToumn xpuctmaHcTBa» CeMupaacKuii Gbin yaocToeH 3BaHWA npodeccopa ne-
TepGyprckoi Akagemum xyaoxecTs. KapTuHa He Gblna KynaeHa pyccKUM LapeM, 1 TOrAa XyAOXKHUK noja-
pun ee KpakoBy. 3ToT jap fier B 0OCHOBY KOJUIeKLMK KpakoBcKoro HauvoHanbHoro Myses. YMeHblleHHoe
aBTOPCKOE MOBTOPEHWNE KapTuHbl MPUHAANEKaNo noToOMCTBEHHOMY YaeToproBLly, U3BECTHOMY MeLieHaTy 1
konnekumoHepy [.M.Botkuny (1829-1889); kak cobeTBeHHOCTb [.M.bOTKMHA KapTMHa 3KCMOHKWpoBanach
Ha Bcepoccuiickoin BoictaBke 1882 ropa B Mockse. OHa Bxoauna B cocTaB KapTuHHow ranepeun [.M.6ot-
KWHAa, pa3MeluaBLUelica B ero MocKoBcKoM aoMe (MokpoBKa, 27). CBeseHunA 06 3Tol paboTe BCTpeyatoTes

B KHure ®.M.bynrakoBa «Hawm XyaoxHUKm».

MpuobpeTeHne ana poccuUincKoro YacTHoro cobpaHMA Ha NOHAOHCKOM ayKumoHe «Bonhams» (25 maprta
2004 r.) aBTOPCKOro NOBTOPEHUsA NPOCiaBaeHHON KapTuHbl CeMUpaacKoro, U3BECTHOTO MO INTePaTypHbIM
VCTOYHMKaAM, ¢ y6eanTenbHbIM MPOBEHAHCOM, BbICOKOTO XyA0XECTBEHHOIO YPOBHS, B NPEKPacHOM COCTOA-

HUN COXPaHHOCTN — OTpajHOe ABJieHne.

A smaller artist’s copy of the painting of 1876 from the collection of the National Museum, Krakow (oil on

canvas, 385x704).

In 1877 Semiradsky was honoured by the title of Professor of the St.Petersburg Academy of Arts for his
painting "Luminaries of Christianity". Since the work was not acquired by the Tsar, it was subsequently pre-
sented to the city of Krakow, where it was the first donation to the Krakow National Museum. The smaller
artist's copy belonged to the tea-dealer and well-known patron of arts and collector D.Botkin, and was
exhibited in Botkin's picture gallery, housed in his mansion in Moscow on Pokrovka Street. Some informa-
tion on this work can be found in F.Bulgakov's "Nashi Khudozhniki" (Our Artists).

The very fact that this artist's copy of Semiradsky’s famous work, previously known only in literary refer-
ences, was acquired for a Russian private collection at a London auction of Bonhams (March 25 2004),
with conclusive provenance and in good condition, can only be a positive development.

19th century Russian art was
caught between two opposite trends,
which worked both for and against each
other - realism and academism. In the
second half of the century they formed
themselves into artistic organizations: the
"Union of Travelling Exhibitions" (the
peredvizhniki), and the "Society of Exhibi-
tions of Art". They were defined by their
difference in artistic goals, as well as their
concepts of a single possible interpreta-
tion of "beauty", concentrating differ-
ences in the aesthetic programs of the
two directions, and providing Russian art
with a new variety and tension.

The founder of the Tretyakov
Gallery, Pavel Tretyakov, preferred the

more democratic cultural wing. As a
result, works by Makovsky and Semi-
radsky came into the gallery’s collec-
tion from various sources only affer
Tretyakov's death. However, this makes
it only more interesting to investigate
further such a "plateau” of art as repre-
sented by so many painters, who may
be considered something of a second
"strand" of 19th century art, an alter-
native fo Tretyakov's collection. With
such oppositions now forgotten, the
contemporary viewer is challenged
when trying to understand the sources
of the pathos of the intended asceti-
cism and the repressive colouring,
characteristic of works by Vasily Perov,
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Ivan Kramskoy, Vasili Maximov and
Nikolai Yaroshenko.

When considering the 19th centu-
ry, the two directions of salon-academism
and realism can be considered a pair -
like baroque and classicism. There are
many qualities that appear to match, as
well as contrast, like their profound psy-
chological understanding of nature (or its
opposite); something of an obsession with
social and moral fribulations and asocial
frends; the dominance of the themes of
hard work, poverty, illness and death -
and the boredom of everyday life - and
the subjects of feasts, leisure, lovers’
adventures; a sense of everyday banality
set against the exotic; reality against
myth; a sense of the contemporary,
against the representation of historical
themes; asceficism against passion;
monochromatic, repressive colour
palettes, which intentionally "reduce" the
scale of artistic possibility, against bright
and iridescent colours, with their special
preference for pink, red and turquoise
shades.

The occasional a-la-baroque grot-
esque of salon-academism has always
attracted special attention. Fyodor Dosto-
evsky described the peculiarity, using an
example of Aivazovsky in a very precise
and ironic manner. Aivazovsky's love for
unusual effects of nature gave Dosto-
evsky the opportunity to compare the
painter with Alexander Dumas pére:
"Dumas writes with incredible pace and

20 TPETbAKOBCKAS TANEPES

ease, so does Aivazovsky. Both of them
impress with impressive effects, simply
because neither describes the ordinary;
as a matter of fact, they tend to despise
the ordinary... Their works always have an
air of fictitiousness: Bengal lights, crack-
ling, screams, wailing winds, lightning...
Certainly, the Count of Monte Cristo is
rich, but what is an emerald poison bottle

THE TRETYAKOV GALLERY #4’ 2004

yrnybneHus B Hatypy; 03abo4eHHOCTb Co-
LManbHbIMKY, HPABCTBEHHbIMK Mpobnema-
MW 1 acoumanbHoCTb; npeobnagaHue Tem
Tpyaa, 6eaHocTy, 6onesHu, cmeptn - Oya-
Heil 4YenoBEYECKOro CyLLeCTBOBaHUA W
MPeamnoyTEHNE CIOXETOB MpasfHecTs, OT-
Abixa, N0B0BHBIX NPUKNIOYEHUIA; NOBCeA-
HeBHaA 00bIAEHHOCTb W 3K30TUKa; peanb:
HOCTb U MW(; COBPEMEHHOCTb M Mrpa Ha
nosie pasnnyHbIX UCTOPUYECKMX 3M0X; ac-
KETU3M 1 YyBCTBEHHOCTb; MOHOXPOMHas,
CAEepXaHHaA KoNopycTYecKas ramma, co-
3HaTesIbHbIA MUHUMAN3M XYAOXECTBEH-
HbIX CPEACTB 1 NEeCTpoTa APKNX KPacokK.

O6paluaeT Ha cebs BHUMaHWe «Ba-
pouHas» M36bITOYHOCTb CaNOHHO-aKage-
MWYeCKOro McKyccTBa. 3T0 CBOICTBO Ha
npumepe TBOpYecTBa W.AnBazoBcKoro
TOYHO W VPOHWYHO OXapaKTepu3oBan
®.M.[loctoesckuit. Jllo6oBb AiBa30BCKO-
ro K HeobbluyailHbIM NPUPOAHBIM 3dhek-
Tam ana noBog JlocToeBCKOMY CpaBHUTD
3HaMeHWUTOro MapuHucra ¢ [lloMa-oTLoM:
«-+ [lroma nuwwet ¢ HeoBbIYaiiHOM erko-
cTblo 1 BbICTPOTON, rocnoanH AiiBa3os-
CKuin Toxe. W TOT n apyroi nopaxatoT
ypesBblyaitHON 3P(HEKTHOCTbIO, NOTOMY
4T0 06bIKHOBEHHBIX Beleil OHU BOBCE He
NULLYT, Npe3npatT Belwmn 0ObIKHOBEH-
Hble... y TOTO W'y APYroro npou3sBefieHns
MMeIoT CKa304HbI XapaKkTep: GeHranb-
CKMe OTHW, TPeCKOTHS, BOM/IN, BOW BeTpa,
mMonHuw... MonoxwuM, yto rpad MoHTte-
KpwcTo Gorar, Ho K YeMy e U3yMpyaHbIi
bnakoH ana ﬂ,u,y?..»1 Onpegensisi cBoCT-
Ba Konoputa K.MakoBcKoro, KpuTuK
B.Yyitko nucan: «HeobbIKHOBEHHO CuJib-
HbIl, 6NeCTALLMIA KONOPUT — BOT KayecTso
r. MakoBcKoro, Kotopoe, Kak Kaxercs,
BCEMY NPU3HaHO, HO HeobXxoAnMo foba-
BWTb, Y4TO 3TOT KONMOPWT C/ULLKOM LiBe-
TUCT, CJIMLIKOM BHelHe 3 deKTeH u He
BCersa BepHO nepefaeT AenCcTBUTENb-
HocTb... K.E.MaKkoBcKoMy He gocTaeT uyB-
cTBa Mepbn’,

He TonbKo M36bITOYHOCT HOpMbI
npuvcylla 3TOMy WCKYCCTBY, HO M U36bl-
TOYHOCTb YyBCTBA. [laHHOE CBOICTBO MOT-
N0 NpOABNATLCA KaK B NaoCHOCTU aKa-
AeMUYeCcKuX NporpamMMm, TaK 1 B 3K3abTa-
LMK YyBCTB B HEKOTOpPbIX 06pasLax cano-
Ha. He cnyyaiiHO ublraHCKMe MOTUMBbI 1
nepcoHaXu, NTULbI-TPOMKK, AEBYLKU C
rMTapamu, CLeHbl MUPYLLEK BO MHOXeCT-
Be BCTPEYAOTCA Y XYAOKHVKOB CaNlOHHO-
aKaZleMyyecKoro HamnpaeneHus. 3T0T pAg
MOTVBOB 1 3MOLWIA OTCbINAET Hac K acTe-

! Jocmoesckuti @.M. Co6p. cou. 8 30 7. J1, 1979.T. 19.C. 162.

2
Yyiiko B. BbictaBka kapTuH K.E.Makosckoro // BcemupHan
vnntoctpauus. 1897. Ne 1497.

TWKe CaNoHHOTO pOMaHca C ero «Kpacw-
BbIM CTPaZaHNeMy, KKyAPAMU, KaK LUK,
rnasamu - «xmsbiMu 3Be3gamm». B.B.Cta-
coB nucan, yto ®.K.BuHtepranstep u
«Mt06e3HNKM, OT KOTOPbIX TAKOT KEHCKME
cepaua Ha 6ane», BuHtepranstep u couu-
HUTENW «JIeleHL,0BbIX POMAHCOB, OT KOTO-
pbIX MneloT GapblWHU U 1X 0BoxaTenn»
POAICTBEHHbI ApYr Apyry’.

MposBnATL TepnuMocTb K cnaboc-
TAM YesoBEYECKON HaTypbl, BO3BpalyaTb
yenoBeKa K LieNoCTHOCTM ero cyllecTsa -
elle ofHa GyHKLMA CanoHHOMO UCKYCCTBa,
1bo, Kak ckasan oguH cobuparensb u uc-
cnefoBaTeNlb POMaHca, «..yenoBeyeckoe
cylLecTBoBaHVe B 6e3pOMaHCOBOM CBOEM
BbITUM HEMoMHO, yiep6HO», 3aeck Kpoert-
CA OAWH M3 CEKPETOB €ro MonynAapHOCTY.
3apaBasch BONpPOCOM 0 CBOWCTBAX CaNoH-
HO-aKaZleM14eCKOoIN XyA0XeCTBEHHO npo-
Aykuum, CTacoB BbIHYX/AeH NpU3HaTb, 4YTO
B Hel ecTb «YTO-TO TaKoe, YTo ryboKo co-
OTBETCTBYET HalMM MNOTPeBHOCTAM... Ha-
leMy 3cTeTdecKoMy uyBcTBY»’. Kak 1 po-
MaHc, CanoHHO-aKaleM1YeCcKoe NCKYCCTBO
YAMBUTENbHbIM 00pa3oM oKasbiBaeTcs 06-
palleHo KaK K 3/MTapHbIM apuCTOKpaTu-
YeCKUM KpyraMm (OCHOBHble 3aKasyuKu -
MMNepaTopCcKWin ABOP U €ro OKpYXeHue),
TaK M K CaMbIM LUIMPOKUM COLMANbHbIM
C/I05IM, KOTOpble KOHTaKTUpOBanu ¢ M1to-
7loreMaMu canoHa Yepes NocpesHNYecTBo
TOProBOW peKnaMmbl W OTKPbITKW. Peknam-
Hble nnakatbl Tabaka W nmapdiomepunm,
auwy BLICTYMNEHNIA 3CTPaAHbIX AVB W
GnaroTBOpuTENbHBLIX GanoB aKTUBHO MC-
Mosb3yloT K/WLLE CaJoHa, 34eCh NpeacTaB-
JIEHO BCe CIOXETHOe U1 CTW/IeBOe pa3Ho06-
pasue «y4eHOro» NCKycCTBa.

[ina MacTepoB nepeABMXHMYECKOTO
peannsma NoHATME KPacoTbl — KaTeropus,
Npexze BCero, 3TMYecKas, a He 3cTeTnYec-
Kas, 061acTb XKW3HU Ayln, @ He MMpa Be-
wen. [InckpeanTauma naen «4ncTon Kpa-
COTbI», @ TaKke 3amnpeT Ha YyBCTBEHHOCTb
1 3POTUKY B aCKETUYHOM UCKYCCTBE AeMO-
KpaTuyecKoro peanusma npueenu, B yact-
HOCTW, K TOMy, YTO JKaHp «HK» B
1860-1870-e roabl XIX Beka ctan goctos-
HVeM aKafeMUYecKnx y4ebHbIX WTYAniA 1
canoHHoii xusonucy. OgHo n3 Gesycnos-
HbIX cnaraembix ycrexa Cemupagckoro -
3pOTUYECKMNIA (riep, OKYTbIBAIOWMIA MHO-
rve npov3BefeHnA MacTepa. Ero cekper -
B yMeHUW cob/iocTvi Mepy M OCTaTbCsl B
pamKax npuanuuna. A Takxe B crnocobHoc-
TM GanaHcupoBaTb Mexay ApasHsALieil
3POTUKOM, A3bIYECKWM KyNbTOM 0OHaXeH-
HOro Tena, YyBCTBEHHbIX PAAOCTEN U XpuC-
TUAHCKMMU  LieHHoCTAMK  («TpewwHunua»,
«CBeToun xpuctuaHctea», «Mckywenune
cB. MlepoHuman, «<XpuctnaHckan vpuen»).

-
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AHMOKPULKMI

Jlesywka Ha kapHasane

(Mapusa [xonnu)
1840-1845
Xoncrt, Macno
135%x99
TaraHporckuin
XY/[L0XKECTBEHHbIN
My3ei

Apollon MOKRITZKY
A Girl at a Carnival
(Maria Jollie).
1840-1845

Oil on canvas

135 by 99 cm

The Art Museum

of Taganrog

K.®.IryH

CueHa u3 Bapgono-
meesckoli Hoqu. 1870
XoncT, Macno
142,3x113

rmr

Karl GUN

A Scene from

the St. Bartholomew’s
Day Massacre. 1870
Oil on canvas

1423 by 113 cm
State Tretyakov
Gallery

B.M.AKOBU
(AKOBUI)

LLlymb1 npu dsope
umnepampuubi
AHHbI VloaHHOBHbI
1872

Xoncrt, Macno
132,5x212,3

rTr

Valery JAKOBI (Jakobii)
Jesters at the Empress’
Anna loannovna’s
court

1872

0Oil on canvas
132.5by212.3 cm
State Tretyakov Gallery

3 Cmacos B.B. Akapemuyec-
Kaa BbicTaBka 1863 ro-
na// bubnuorteka ans ute-
HuA. 1863. Pespans. C. 6.

4 Paburosuy B. Pycckuit
pomaHc. M., 1987.C. 29.

5 B.C. (Cmacos B.B) Mamku n
HAHbKW Hesnonag // C-Te-
Tepbyprckve BefOMOCTU.
1865. Ne 290.

for?"!. Defining the characteristics of
Makovsky's colouring, the art critic V.
Chuiko wrote: "Extremely intense, bril-
liant colouring is the one quality of
Makovsky that everyone seems to notice;
it must be said, however, that the colour-
ing is a little too variegated, over-the-top
and eye-cafching, and does not always
precisely convey reality... Makovsky lacks
a sense of proportion" 2

However, it is not only excesses of
form that can be attributed to this kind
of art, but also excesses of emotions.
The characteristics mentioned could
show themselves both in the pathos of
academic programmes, and in the exal-
tation of certain salon pieces. It is no
coincidence that gypsy motifs and char-
acters, birds, girls with guitars and
scenes of festivities are so widely
encountered in the works of the artists
of the academic-salon movement. Such
motifs definitely trigger a repercussion
against the aesthetics of salon romanti-

cism with its "beautiful suffering", "curls
of silk" and eyes like "shining stars." V.V.
Stasov wrote that FK. Wintergalter and
"the heart-throbs that make women’s
hearts melt at balls", Wintergalter and
the composers of "sugar-coated
romances that made both women and
their lovers smoulder”, are distinctly
close to each other."® Another aspect of
salon art is its display of folerance for
the weaknesses of human nature, serv-
ing a re-grouping purpose for the indi-
vidual. As one collector and researcher
of romance said: "Human existence
without romance is incomplete and wan-
ing."* This is one of the secrets of its

! F. M. Dostoevsky. Complete Works in 30 volumes, L., 1979,
V.19. p.162 (in Russian).

2 Chuyko V. An exhibition of paintings by K. E. Makovsky//
Vsemirnaya lllustrazia # 1497, 1897 (in Russian).

3 Stasov V. V. Academicheskaya Vystavka1863 goda// Bib-
lioteka dlya chteniya 186 February p.6 (in Russian).

4 Rabinovich V. Russkiy Romans, M., 1987, p. 29 (in Russian).
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OTpuruas «6e3mbICieHHYI0» KpacoTy,
WCKYCCTBO peanusMa OfHOBPEMEHHO To-
MWTCA MO KpacoTe ¥ rapMOHWW, AYXOBHOMY,
HPaBCTBEHHOMY W 3CTETUYECKOMY COBep-
LUEHCTBY. «A ecnvt rpsA3b U HWU30CTb ~ TONb-
Ko myka // Mo rae-To TaMm cuswoLein Kpa-
ce.» - «goragaerca» M.AHHeHCKui. 3Ta
MyKa M0 «cusAtoLLeit Kpace», 04nLLeHHON OT
ObiTa, rpA3N, MOWOCTU U CKyKW MOBCEA-
HEBHOWM XW3HW, Bblpaxanacb B 136bIToY-
HOW KpacOYHOCTW «POCKOLLHbIX» MOpTpe-
ToB K.MaKoBCKOro, aHTUYHbIX MANAINAX
lCemnpaackoro, npexknoHeHuu nepep,
TBOpYecTBOM McnaHua M.®PopTyHu, B BOC-
TOYHOM CKa3Ke o Mope W.AliBa3oBCKoro.

Cepreit MaKoBCKUIA, CbIH XUBOMMC-
ua KoHctaHTMHa MaKoBCKOrO, 3BECTHbI
XYAOXECTBEHHbI KPWUTUK, HaxoAAacb B
3MUTPaLMK, CO3epLan yxe Ha HEKOTOPOM
yAaneHnn naHopamy WCKyccTBa BTOPOW
nonoBuHbl XIX ctonetus, ysuanT ero rnas-
Hblil FPeX B TOM, YTO OHO He WCMONHUIO
3aBeTa «Hawwux nposuaues» — Allywku-
Ha, H.lTorons, ®.Jloctoesckoro, A.MBaHo-
Ba, He OCBATWNO KpacoTbl. JTOT ynpek
paBHO 06palleH KaK K TBOpYecTBy MacTe-
PoOB AeMOKPaTUYeCcKOro, acKeTnyeckoro
nostoca KynbTypbl, NOXepTBOBaBLUNX Kpa-
COTOI BO MMA NpaBfpl, TaK U K TBOPYECTBY
XYAOXHWKOB CaNoOHHOTO aKafemusMma, y
KOTOpbIX KpacoTa - 4acTo BHellHAA dop-
Ma, He HecyLan baroaatu.

Coobuwas M.M.TpeTbsAKOBY pUMcKUe
XyfoxecTBeHHble HoBocTy, [1.M1.4ucrakos
KoHcTaTupyet: «KapTtuHa Cemupagckoro
(«Csetoun xpuctnaHcrea». - T.K) He npo-
AaHa. [loporo npocut - 40000 p. 3a To,

22 TPETbAKOBCKAS TANEPES

4TO YenoBeK JIOBOK, CMeN U TanaHTiauBs,
40000 Henb3s nNnatuTb. HyXHO LeHUTb
YeCTHOCTb B fieNle, yMeHe W BbIAEpXKY, a
TanaHTbl bor gaet! Begb nocne cmenoctu
1 TOBKOCTU B MBOMUCK uzeT beccosecT-
HOCTb M CnocoBHOCTb penKy cpbiBaTh.
B nckycctBe BbICOKOM 3T0 HM3KO. Penu-
TMA W WCKYCCTBO Hepassy4Hbl, penurus
npucyLya fyxy YenoBeyecKomMy... Hy ia YTo
1 FOBOPYTB, XOPOLLIO, @ He BbicoKo!.»®
MMpu NonApHbIX pasnuumnsax acTeTnye-
CKMX NPOrpaMM CafoHHO-aKaieMM4ecKoro
1 AeMOKpaTN4YecKoro HarnpasfieHui, pe-
afbHaA KapTuHa CyLiecTBOBaHMA UCKYyCCT-
Ba He yKNafbIBanach NojHOCTbIO B AByXYa-
CTHyt0 cxeMy. Mexay HUMM He Bblno Henpo-
XOAMMO CTeHbl — MacTepa AeMoKpaTuyec-
KOro peann3ma 4acTo UCKyLIannCh «Kpaco-
TOW» UM NONEMU3UPOBANK CO CBOVMM ON-
MOHEHTaMU Ha UX A3bIKe, BCTYNanu ¢ HUMK
B COpeBHOBaHMe Ha ux xe none. Tema
«cpbiBa» B canoH B TBopyectBe W.Kpam-
cKoro, W.Penuna, B.MonexoBsa n apyrvix o
cvx nop cnabo paspaboTaHa B HaleM uc-
KycCTBO3HaHWUW. MHTepecHo mnocMoTpeTs,
KaK B KOHTEKCTe Npoun3BeAeHUi aKafeMu-
4eCKOro ¥ CaflOHHOTO MCKYCCTBA “KMBYTY
«BecHa» B.lMepo.a, «Ctpeko3a» u «Lle3ap-
cKas 3abaBa» B.MoneHosa, «HenssecTHas»
n «JlyHan Houb» N.Kpamckoro, noptpetbi
H.lonosuHoi, C.MenTep u GapoHecchbl
B.Mkckynb W.PenuHa, ero xe «Cagko» n
«MBaH-uapesny Ha Cepom Bonke» B.Bac-
HeuoBa, «CLeHa U3 pyMCKoro KapHaBana»
B.CypwuKoBa, «B Tennbix kpasx» H.ApoweH-
Ko, «[optpet 3.H0cynosoi» B.CepoBa, «/le-
BOYKa Ha (OHe nepcUACKOro Kospa»

THE TRETYAKOV GALLERY #4’ 2004

A.N.BOMOJTOE0B
Bud Ha CmonbHbIl

MOHacmbIpb
¢ bonbwoti Oxmsi
1851 (?)

Xoncrt, Macno
118x168

rTr

Alexei BOGOLYUBOV
The View on the
Smolny Monastery
from Bolshaya Okhta.
1851 (?)

0Oil on canvas

118 by 168 cm

State Tretyakov
Gallery

MucbMa XyRoxHUKOB
M.M.Tpebakosy. B2 T. M.,
1960.T.2.C. 299.

s Stasov, V. V. Mamki i n'an*
ki nevpopad. //St. Peters-
burgskiye vedomosti.
186.5 N. 290
(in Russian).

popularity. As for the question of the
peculiarities of the salon and academism,
Stasov could not but admit that there
was "something that is deeply satisfying
to our demands and our aesthetic feel-
ings"® in this kind of art. Just like
romance, academic-salon art appeals
both fo the aristocratic elite (its main cus-
tomers were from the Tsarist court), as
well as to the widest range of social class-
es that had access to its style through
advertisements and post cards. Posters
advertising tobacco and perfume, play-
bills announcing charity balls and con-
certs of popular "divas" - all of those
devices used the cliché of the salon, and
represented the thematic and stylistic
variety of so-called "learned" art.

As for the masters of realism from
the Wanderers’ strand, they accepted the
concept of beauty as more of an ethical
concept than an aesthetic one - an area
of the soul, not of the body. The fact that
the idea of "pure beauty" became dis-
credited with the ban on the sensual and
erotic in the ascetic art of democratic
realism led, among other things, to the
fact that in the 1860s and 1870s the
"nu" genre became a legacy of academic
studios and salons. One of the main
aspects that contributed fo Semiradsky's
success was the air of eroticism that can
be traced in many of his works: his secret
was in his ability not o go beyond the
frames of decency, while keeping a bal-
ance between teasing eroticism, a pagan
cult of nakedness, passionate gaiety and
Christian values (as in "The Sinner",
"Luminaries of Christianity", "The Temp-
tation of St. Jerome").

While denying "unnecessary" beau-
ty, the art of realism seems to long for
beauty and harmony, as well as spiritual,
moral and aesthetic perfection. "What if
all infamy and filth is but a torment/ For
the beauty, shining from afar..", guessed
Innokenty Annensky. This torment "for
the beauty, shining from afar’, freed from
the banality, filth, vulgarity and boredom
of everyday life was expressed in the
excessive colours of grandiose portraits
by Makovsky, the classical idylls of Semi-
radsky, the worship of the art of the Spa-
niard Mariano Fortuny, and the oriental
tales of the sea "narrated” by Aivazovsky.

Sergei Makovsky, a well-known art
critic and son of the artist, as an emigrant
had the opportunity to review the
panorama of the art movements of the
second part of the 19th century from a
certain distance - and he revealed its
main "sin" as the failure to fulfill the will

M.Bpy6ens, 3aka3Hble noptpetbl H.boraa-
Hosa-benbckoro n N.Bpoackoro; kak coot-
HOCATCA C CalOHHO-aKaJeMNYecKUM opu-
€HTan13MoM paboTbl TypKeCTaHCKOM W WH-
annckon cepuin B.B.Bepewaruna.
XapaKTepHoe CBOWCTBO KyNbTypbl
XIX cTonetvs - nonucTMAM3M - TpaauLmn-
OHHO WNJIOCTPUPYETCA Ha NpUMepe apxu-
TEKTYpbI U ieKOPaTUBHO-NIPUKNAAHOTO MC-
KyccTBa. B He MeHbLUel cTeneHn OHO npu-
cyle n3obpasuTtenbHoMy MckyceTsy. Heo-
KNaccuKa, «pycCKui cTunby, «ho poKoKo»,
OpUWEeHTann3M, eBponencKoe cpesHeBeKo-
Bbe... CTPYKTypa BbICTaBKU 1 anbBOMHOIA
4acTu Katanora NocTpoeHa no 3TvM Aene-
HUAM, BOCMPOM3BOAMT «MyTellecTBue» C
MOMOLLbIO CBOEr0 PoAa MalUMHbl BpEMEHM
Mo pasiNYHbIM UCTOPUYECKUM 3MOXaM W
cTpaHaMm. B 3aB1CMMOCTM OT TeMbI 1 CloXe-
Ta MacTepa nepuoja 3KNeKTUKK BbIbupa-
JIN TOT MW MHOW A3bIK, TY UK UHYIO CTUNe:
Byto cucTemy. Tak, B.Ako6u - aBTop ogHo-
BPEMEHHO CYpOBOr0 COLWALHOMO MONoT-
Ha «[puBan apectanTtoB» (186 1) n KapTu-
Hbl «LLIyTbl npy ABOpe AHHbI loaHHOBHBLM
(1872), nectpoit v LyMHO, B CTU/E «BTO-
POro POKOKO®, @ TaKKe «MaBpUTAHCKO»
Cepuu NoNoTeH B pycnie OpUeHTann3ma.
MpuHUMNWanbHBIM ANA KOHLEeNUWn
BbICTABKU ABNAETCA BK/IOYEHVE B ee CO-
ctaB mMebenn, hapdopa, crekna, KOCToMa,
toBeNMpHbIX yKpaleHnid. Xusonuch ca-
JIoHHoro akagemusma XIX Beka, KoTopyto
B.lapwuH Ha3Ban «habpuKoii CTeHHbIX YK-
paLLeHNit», MOXET W JOMKHA BO MHOTOM
paccmaTpuBaTbCs Mo 3aKOHaM JeKopaTtua-
HO-NpUKNagHoro nckycctea. Mx nsyyeHue
B HacTofLLee BPeMA MoCTeneHHO nepeme-
Laetca ¢ nepudepun Hay4yHoro 3HaHUA B
ero LeHTp. [epeoueHKa LieHHOCTel He Mo-
KeT He 3aTparuBaTb CTAHKOBOMO UCKYyCCT-
Ba. MHorne kaptuHbl THedda, KMakos-
ckoro, I'Cemupagckoro, A.Puuuonn, C.ba-
KanoBuya - CyTb Belyy, YKpalleHue u jo-
noHeHWe NHTePbepOB 3MOXM NCTOPU3Ma.
Ocoboe 3HauyeHue npuobpetaoT B
3TO BpeMA paMbl, Yepe3 «nocpefHnYecT-
BO» KOTOPbIX KapTVHa BNKCbIBaNach B UH-
Tepbep. PaMbl NofioTeH MacTepoB canoHHO-
aKafieM1YecKoro Kpyra MMetoT npAmoe oT-
HOLIEHMEe K KOMMMeKCy CTueBbIX ABMe-
HWIA, NONy4YMBLLEMY Ha3BaHWe «UCTOPU3MY»
UKW «3KnekTUKa». Pambl pabot Cemupag:
ckoro, bpoHHvKoBa, bakanosuya ¢ men-
KAM PUCYHKOM M3 INCTbEB aKaHba vnw
nonocoil MeaHApa MocfefoBaTeNbHO Bbl-
AepxaHbl B «aHTW4HOM BKyce». K.Makos-
CKMI1 OTAABaN NpesnoyTeHne CTUAN30BaH-
HbIM (hOpMaM OpHaMEHTVKK peHeccaHca,
GapOoKKO 1 POKOKO. ApKuit npumep aBTop-
CKO pambl, 6e3ycnoBHbIV LWefeBp AeKo-
PaTUBHO-MPUKNAAHOMO VCKYCCTBA BTOPOW

NN.WNWKNH
Cmado nod
OepesbAmu. 1864
Xoncrt, Macno
72,4x104

rmr

Ivan SHISHKIN
Herd. 1864

Qil on canvas
72.4 by 104 cm
State Tretyakov
Gallery

6 Pisma khudozhnikov k P.
M. Tretyakovu. In 2 vol-
umes. M. 1960, V. 2 p. 299
(in Russian)

of "our prophets", Pushkin, Gogol, Dosto-
evsky and Ivanov - in other words, the
inability to "canonize" beauty. His rebuke
is directed towards the art of the masters
of the democratic rather the ascetic cul-
tural wing, one that sacrificed beauty in
its quest of truth, and the artists of salon-
academism, for whom beauty is often
used as a superficial form without any
grace.

Sharing the latest art news from
Rome with Pavel Tretyakov, Pavel
Chistyakov wrote: "A painfing by G.Se-
miradsky ("Luminaries of Christianity")
was not sold - he asks for it foo much
money - 40,000 rubles. Just because one
is crafty, brave and falented is no guaran-
tee that he'll will be paid 40 thousand
rubles. Honesty, ability and self-mastery
are o be valued, talent is God's gift! In art,
after craft and bravery, come shameless-
ness and impudence... In real art, that is
considered low. Religion and art cannot
be separated, religion is part of the
human spirit... In other words, it might be
good - but not sublime!" ¢

Despite the dramatic differences
between the directions of salon-acad-
emism and democratic realism, in reality
the artistic culture of the time cannot be
accomodated by such a two-part scheme.
No impenetrable wall existed between
the two sides: the masters of democratic
realism were often tempted by "beauty",

entering into lengthy disputes with their
opponents using their language, and
competing with them in their field. The
theme of the "fall" to a salon level in the
art of Kramskoy, Repin and Polenoy,
among others, is still under-researched in
contemporary academic studies. It is
interesting fo consider, in the context of
academic and salon art, such works as
"Spring" by Perov, "A Dragonfly" and "The
Tsar's Amusement" by Polenov, Kram-
skoy’s "An Unknown Woman" and "Moon-
lit Night", the portraits of N.Golovina,
S.Menter and Baroness V. Ikskul by Repin,
Vasnetsov's "Sadko" and "lvan-Tsarevich
on the Grey Wolf", "AScene from a
Roman Carnival" by V.Surikov and "In
Warmer Lands" by N.Yaroshenko, Serov's
"Portrait of Z.Yusupova", Vrubel's "Girl
with a Persian Rug in the Background",
and specially-commissioned portraits by
N.Bogdanov-Belski and I.Brodsky; as well
as see how the salon-academic Oriental-
ism is connected with the Turkestan and
Indian series of Vereshchagin.

A very characteristic feature of
19th century culture is its "poli-stylism",
something which is traditionally illustrat-
ed by examples from architecture and
decorative and applied art. However, it
characterizes painting as much as any
other field: neo-classicism, the "Russian
style", "faux rococo", Orientalism, Euro-
pean art of the Middle Ages... The compo-
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sition of the exhibition and its catalogue
is structurally divided into parts which
matfch each of these styles, recreating a
"journey" info art history - almost as if in
some kind of a fime-machine, through
historical epochs and countries. Depend-
ing on the themes and subijects, the mas-
ters of the eclectic period chose their
"language”, picking one stylistic system or
another. For instance, Jakobi happens fo
be both the author of the gruesome social
canvas "A Halt for the Prisoners” (1861)
and the painting "Jesters at the Empress’
Anna loannovna's Court” (1872), a
vibrant and "loud” piece in the style of the
"second rococo", as well as of a "Moorish"
series of works in the oriental style.

In order to preserve conceptual
unity in the exhibition it was crucial to
include furniture, porcelain, glass, cos-
fume and pieces of jewellery. As for the
salon-academic paintings of the 19th
century - called by V. Garshin "a factory
of wall decorations” - they need to be
considered predominantly from the view-
point of applied and decorative art, which
itself today is becoming a central subject
of academic study. Such re-evaluations

cannot possibly fail fo fouch on the sub-
ject of grand-scale easel-painting as well:
many of the paintings of Neff, Makovsky,
Semiradsky, Rizzoni and Stepan
Bakalovich served to the greater extent
as decorations and accessories for the
interiors of the epoch of historicism. Spe-
cial meaning in those times was also
attached to the frames which truly
matched the painfings themselves; the
frames concerned are directly related to
a stylistic system that came to be known
as "historicism", or "eclecticism".

Frames for the works of Semirad-
sky, Bronnikov and Bakalovich were dec-
orated with small ornaments of the leaves
of the acanthus, or a stripe of meander
faithful to classical antique style, and cor-
responding to the then-popular tastes for
the antique. Makovsky preferred the
more stylized forms of ornaments of the
Renaissance, baroque and rococo. A vivid
example of a true masterpiece of decora-
tive art from the second half of the 19th
century is the carved wooden frame for
Makovsky's painfing "In the Artist's Stu-
dio" (1881, in the collection of the
Tretyakov Gallery), where the absence of
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7 Boictaka  «[lneHHUKN
KpacoTb» noTtpeGosana
ocylecTBieHnA Gonbloro
KOMMfleKca pecTaBpauy-
OHHbIX paBot. Ocobon 3a-
flayeil  nNpu noAroToBKe
BbICTAaBKM Obina pecraspa-
UMA YHUKANbHBIX aBTOP-
CKWX paM, NpoBejeHHasn
pectaBpaTopami TpeTba-
KoBcKowi ranepen B.Cras-
uesbiM 1 B.Knenosbim.

Makosckuii C. CunysTbl
PYCCKUX XYOXKHUKOB. M.,
1999. C.72.

® Makosckuii C. Ykas. cou.
C.77.

nonosuHbl XIX Beka - pesHan AepeBAHHasA
pama nonotHa K.Makosckoro «B macrep-
CcKoin xypoxHuka» (1881, I'TT), 6e3 Koto-
poi 3 deKT 3Toro Npon3BeseHNa cyLecT-
BEHHO yTpaumnBaetcs. Takum o6pasoM, cto-
KET KapTVHbl, ee CTUIMCTUYECKOe pelle-
HWe, paMa 1 CTUIIMCTUYECKOE pPeLLEeHNE UH-
Tepbepa CTpeMUANCh K eANHCTBY .

B oTHOWeHMN K KapT1He KaK K ane-
MEeHTY C1HTe3a WCKYCCTB NPOCMaTp1BaloT-
CA MPUHLMMbI TPAAYLLETO CTUAA MOAEPH.
®urypbl Cemupaackoro 1 K.MakoBckoro
BeCbMa MOKa3aTeslbHbl B 3TOM KOHTEKCTE.
LWokupytowas «BcesgHocTb» MakoBcKoro,
HexenaHwe yrnybnAaTbCA 1 «NCUX00rn3u-
poBaTb» - MpuUMep MOA0BHbLIX MOAXOAOB,
WHTYUTMBHBIA NyTb K MPUHLMNUANLHO
MHOMY, He CTaHKOBOMY OTHOLLEHMIO K 130~
6pa3suTenbHoMy mckycetsy. Ero «..opvHa-
KOBO YBJIeKanu neii3axu, xaHpoBble cLie-
Hbl, y30pHasA MocKoBcKasa Pyck, pekopa-
TUBHble anneropum, UNAKCTpaunm K nuTe-
paTypHOIi repouKe - HaKoHeL|, BCEBO3MOX-
Hble HapAAHble UMNPOBW3aLY, BIJIOTb A0
LIMPM POKOKO 1 30M104eHbIX chaises-a-por-
teurs ¢ rpnsnaamMmu amypos»’,

He cny4aiiHo MHOrUM XyAOXHVKaM
3TOro Kpyra Oblna cBOWCTBEHHA CTpacTb
KonnekumoHupoBanus. Mo ceuaetensct-
By Ceprea MakoBcKoro, «...0Tel| cobupan
0TEYECTBEHHYH CTapWHY MO NPenMYLLecT-
BY: Capa(aHbl, fyLIerpeiiku, WyLlyHbl, KO-
KOLIHUKN W KUYKKW, pasybpaHHble xeMm-
YYXHBIM MNETEHNEM,.. OBENMPHbIE W3je-
JIA C anMasaMu 1 CTEKNALIKaMM Ha pas-
HOLiBETHOW (onbre, cepbru, MyroBuULbl,
onaxana,.. Yapku, BpaTuHbl, CONOHKM,
6nopa, nofHockl, xpyctanb, dapdop,
MaionuKy, 6poH3y, NOACBEYHUKM, KaHfe-
nA6pbl, 6pa 1 WKaTYNKK, Naplibl U Kpyxe-
Ba, BbIWMBKWM, Bapxart, atnac, napyy apLm-
HaMM U Kycouykamu... OGpbiBKamu cTa-
PVHHBbIX MaTepwii 6bInn HabUTbI TAXeNble
komogbl..»". O6WwMpHble cobpaHus aH-
TUYHBIX U APYrUX PapUTETOB HaXoAUANCh
B 3HamMeHuTOM fome Cemupasckoro B Pu-
me Ha Bua [asta. XynoxHuMKa oKpyxanu
NepcUACKME KOBPbl, BOCTOYHbIE TKaHW,
TUIpOBbIe LUKYpbI, OPYXUe, ApeBHerpeye-
CKMe Ba3bl, aHTUKBapHasA Mebenb, KapTu-
Hbl, MeNIKaA NnacTka n 1BeNupHbIe YK-
palleHnA, MHOXeCTBO Po3 PeAK1X COPTOB
B Kagkax. Komnekumn nutanu upessbl-
yaliHo paspocluyloc 06CTaHOBOYHYIO U
KOCTIOMHYIO 4acTb CaNoOHHO-aKajeMuyec-
KOro UCKycCTBa.

CemupazacKoro, Kak 1 Apyrvx Xynox-
HUKOB CaJIOHHO-aKaZeMN4ecKoro Kpyra,
4acTo 0BBVHAIOT BO BTOPUYHOCTH, UCMONb-
30BaHMM U YNIPOLLEHNM YY)KMX TBOPYECKMX
HOBALMIA, OTCYTCTBUM B X NPOU3BEAEHU-
AIX Ayxa HOBaTOPCTBA, CBEXECTW NepBooT-
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KpbiTa. Cuna ero B Apyrom. Mcnonb3osa-
HWe roToBbIX 006pasLoB - AeNCTBUTEIBHO
OfiHO U3 OCHOBHbIX CBOWCTB 3TOr0 poja
ncKycctBa. Ho «BbilwMBaHME MO Yyxon
KaHBe» jaBafo BO3MOXHOCTb COCPEAOTO-
unTbcA Ha pabote Hag ¢opmoi, oTTaum-
BaTb U WANGHOBATb XKMNBOMUCHbIE NPUEMbI,
ZI0BOAWTB 10 COBEpLUEHCTBa BCe COCTaBAsA-
folLme M306pasnTesbHOTO pAja KapTuHbI,
n06uBasAch B CBOEM peMec/ie BbiCOYaLLe-
ro ypoBHs. MacTepcTBo, KOTOpbIM Bnajen
Cemupapckuit, Tpebosano 6Gonbluoro Ta-
NaHTa 1 OFPOMHOTO TPYAOOBMA.

OTtmeyeHHOe paHee CXOACTBO C MU-
POM [ieKOopaTVBHO-MPWKIAAHOTO TBOpYe-
CTBa NPOSABNAETCA U B TOM aKLEHTVPOBa-
HUM (hopManbHOTO NMprema, KOTopoe Mbl
MOXeM HabnioAatb B XMBOMUCU aKaje-
mu3ma. [Mpuem, uan Habop npuemos, Tiua-
TeNIbHO MecTyeTCA, CTaHOBUTCA BU3WUTHOM
KapTOYKOM XYAOXHUKA, ero hupMeHHbIM
3HaKOM.

Tak, xuBonucb W.Makaposa 3a
0co0blil CAONCTLI Ma3oK COBPEMEHHW-
KV CPaBHUBANN C KKOHAUTEpCKUM Besen,
K.MakoBcKoro HasbiBanu «pycckum Py-
6eHCoM», B TOM YMCE W 33 ©KUAKYHO»
XMUBONUCH, C A0BaBNEHMEM NaKa, U Kpyr-
nawminca masok. Cpasy ysHaerca toBe-
NMPHas YeKaHHOCTb NMPeAMETOB U anblin
NOMKWA WeNK KapAUHaNbCKNX MaHTUii B
KapTuHax A.PuuLioHw, cyxoBaToe n3sle-
CTBO TOHKMX NIMHWIA, HEYNOBUMO Haro-
MUHalLWmMe CpeHEBEKOBYID KHUXHYIO
MUHWaTIOPY.

M3owpeHHocTbl0 M pasHoobpasu-
eM npuemoB nopaxaer xusonucb Cemu-
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7 The exhibition "Captured
by Beauty" required a
large amount of restora-
tion. A special task when
preparing the exhibition
was the restoration of the
unique author's frames,
conducted by the employ-
ees of the Tretyakov
Gallery V. Stavtsev and V.
Klepov.
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(in Russian)

9 Ibid p. 77.
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the frame would have diminished the
effect of the painting itself. Thus, subject
matter, style and the frame of the painting
together "strived” fo unify with the style of
the interior itself.”

In regarding painting in this way as
a synthesis of all the arts, it is possible to
recognize the principles of future mod-
ernism, and both Semiradsky and
Makovsky are good examples in such a
context. Makovsky's shocking "omnivour-
ousness", his unwillingness to go deeper
into the psychology of the subjects he
depicts - these are just instances of his
different type of approach, his intuitive
path to a completely different, non-easel
painting aftitude fo art. He was "just as
interested in landscapes as he was in
genre scenes, or the ornamental motifs of
Moscow Rus’, decorative allegories, illus-
frations to fictitious heroic deeds, and all
sorts of eye-catching fancy improvisa-
fions, including screens in the rococo
style and golden chaise-a-porters with
garlands of cupids."®

It was no accident that many of the
artists from that circle were passionate
collectors. According to Sergei Makovsky:
"... my father collected Russian national
artefacts out of preference: sundresses,
dushegreykas [the warm woman's jacket],
jerkins [a type of peasant women’s gar-
ment], kokoshniks and kichkas [types of
head dress of a peasant woman] decorat-
ed with pearls, jewels with diamonds, and
glass pieces on multi-coloured foils, ear-
rings, buttons, large fans... Goblets, pitch-
ers, salt cellars, dishes, trays, crystal-
glass, porcelain, majolica, bronze, candle
holders, candelabra, sconces and minia-
fure boxes, coffers and lace, embroidery,
velvet, satin, brocade by arshines [a Russ-
ian measure equal fo 28 inches] or by bits
and pieces... Heavy chests were full of
scraps of antique fabrics."® Extensive col-
lections of anfiques and other rarities
were to be found in Semiradsky's famous
house in Rome on the Via Gaeta. The
artist surrounded himself with Persian
rugs, oriental fabrics, tiger skins,
weapons, ancient Greek vases, antique
furniture, paintings, small bijoux and jew-
ellery and many sorts of rare species of
roses in pots. The collections became a
rich source - a defining part of salon-aca-
demic art - which more and more came
fo concentrate on the cost-umes of the
subjects and the splendour of their
breathtaking interiors.

Like most other representatives of
salon-academicism, Semiradsky was
often accused of plagiarism, of using and

simplifying the creative ideas of others,
and of the lack of any sense of novelty
and freshness of discovery in his works.
His strength, however, lies in something
else: the use of ready-made and available
samples is indeed one of the main peculi-
arities of this kind of art. Yet such kinds of
"“fancy work", based on another’s pattern,
enable the artist to concentrate on form,
as well as sharpen and polish the techni-
cal skills and refine the elements that
made up a work of art. Semiradsky’s level
of mastery demanded a great deal of tal-
ent, and even more hard work.

The similarity with decorative art
already mentioned can also be seen in
the way that formal skill is accentuated. A
certain device, or a combination of
devices, is thoroughly "nursed" and then
becomes the artist’s trademark.

For example, |.Makarov's paintings
were often compared to baiser (a light
pastry made from the white of eggs and
sugar), because of their specially-layered
brush strokes. Makovsky was often called
the "Russian Rubens" for his more
"watery" painting technique, with the
addition of varnish and roundish brush
strokes. And it is easy to spot the jew-
eller's precision in all the objects and the
brittle scarlet silk of the cardinals’ man-
tles in the paintings of Rizzoni, complete
with the dry elegance of their thin lines,
which are somewhat reminiscent of
medieval book miniatures.

The variety and refinement of Semi-
radsky's painting skills is truly striking:
their use of palette-knife and facing,
drawing with the brush handle on still wet
layers of paint, and the fine and precise
drawing with thin brushes over the top
layers that gives shapes a filigree look -
all such techniques create an impression
of unprecedented richness of textural
effects. Viewers find themselves unwill-
ingly trapped by the mastery of the artist;
despite their thematic banality and emo-
tional simplicity, Semiradsky's paintings
are never boring.

The contemplation of arfistic tech-
niques, of the aestheticism of the very
texture of artistic surfaces that had been
already revealed in early works by the
masters of salon-academic art, also pre-
dated fransformations that took place
around the turn of the century, when
theme, subject and character all became
of secondary importance, and colour, line
and form became the main elements.

In 19th century art, academic and
salon painting preserved a legacy of mas-
tery and attention to formal artistic char-

paacKoro: paboTa MacTUXMHOM U TopLe-
BaHWe, PUCYHOK YepPeHKOM KWCTU Mo Cbl-
POMY KPaCo4YHOMY CJ10t0, YTOYHAIOLLWIA pu-
CYHOK TOHKOW KWUCTbIO MOBEPX BEPXHUX
cnoes, npugawowuii popmam dunmrpat-
HOCTb, - BCE 3TO CO3JaeT Brieyat/ieHue 3a-
BOpaxwuBatowero HoratctBa (aKTypHbIX
3¢ deKToB. 3puTenb oKa3biBaeTCA He-
BO/IbHO YBJIeYeH Ma3CTpuei MoNoTeH Xy-
BOXHUKa. Mpy BaHanbHOCTU CHOXKETOB U
HECNIOXXHOCTW 3MouMiA KapTuHbl Cemu-
PaACKOro He CKy4HO CMOTPETb.

JlloboBaHMe KMBOMUCHBIM NpU-
eMOM, 3cTeTusauusa (axTypbl XuBonuc-
HOI4 NOBEPXHOCTW, paHO NPOABMBLUKECA B
Npov3BeJieHNAX MacTepoB CajlOHHO-aKa-
AEMUYeCKoro TUna, Takxe roToBMAW MUC-
KycCTBO K TpaHcdopmaumam pybexa Be-
KOB, KOTia CIOXET, TeMa, XapaKTep OTCTy-
NAT Ha BTOPOWI MNaH, a UBeT, 1HUA, hop-
Ma CTaHyT rMaBHbIMW «repoAMUy.

AKazieMuyecKan v canoHHas X1Bo-
nuck B uckycctae XIX Beka B nuue Hanbo-
Jlee TanaHTAVBbIX CBOUX MpeAcTaBuTeNnen
Obina xpaHUTENbHULE 3aBETOB MacTep-
CTBa, BHUMaHUA K (hOpMasibHbIM CBONCT-
BaM UcKyccTBa. Bpybenb K unciy xynox-
HWKOB (M3 PYCCKMX) OTHOCMA TONbKO
AVBaHoBa, A KynHpxu, .Cemupagckoro,
A.Pvuuonn, c orosopkamm - W.PenuHa.
Ha 3ape opraHu3auun «Myvpa nckyccra»
JleB bakcT yntan apy3baAM neKuum no pyc-
CKOMY WCKYCCTBY W B KayecTBe nepBbIX
TeMm BbI6pan TBopyectso [.CemMupagckoro,
0.KneBepa n K.MakoBckoro. 3tomy He-
TPYAHO HaiTK 0BbACHEHWe, MOCKONbKY B
3M0Xy KOHDPOHTaLMK aKaseMusma v ne-
peABVIKHMYECKOro peannsma, KpacoTbl
BHYTPEHHE 1 KPacoTbl BHELIHeN, 3TUKN
M 3CTETVKM aKajeMu3M Bomsowan npo-
rpamMMmy naHscTeTusma, nobyxgan nyénu-
KY K BOCMPVATHIO 3CTETUKMN (OPMbI.

B koHue 1960 - Hayane 1970-x ro-
AoB B cTpaHax 3anagHoi EBponbl npo-
Wwna cepua BbICTaBOK, MOCBALLEHHbIX
aKajeMu3Mmy, onnosuuuM MMnpeccuo-
HM3Ma, 4YTO JaNno BO3MOXHOCTb MOA HO-
BbIM YI7IOM 3p€HUA NMOCMOTPETb W Ha caM
MMMNpeccMoHn3M. AHanM3npys 3Ty CUTy-
aumio, ['H0.CtepHuH B cBOE BpeMms pacLie-
HUN ee KaK CUMMTOM CMeHbl «uMMnpec-
CMOHU3MOLIEHTPUCTCKOWNY MOAenn WH-
Tepnperauumn nNpoLeccoB 3BOMOLMUN UC-
KycCTBa Ha «CHMBOAU3MOLEHTPUCT-
ckyton'’. HekoTopble BbicTaBo4HbIe Mpo-
eKTbl Hayana HOBOro ThiCAYeNeTUs CBU-
AEeTeNbCTBYIOT O NMPaBOMEPHOCTU N0A06-
HOV1 MHTepnpeTaumMK 1 06 akTyanusauum
«CMMBOIM3MOLLEHTPUCTCKONY  Mojenu
pa3Butns uckyccrsa. B 2002 rogy B Be-
HeLun CocToANach BbICTAaBKa, KOCBEHHO
oTHocAwanAca K Hawen Teme: «OT MoBK

Ae lWasana po Matucca u lNukacco. B
CTOpoHy MopepHusma». Ee KypaTopsbl
CTPEMUIUCH MNOKa3aTb TeHeTUYecKyto
CBA3b MOAEPHM3MA W CaNloHHO-aKaAeMu-
YecKOM TpaauuMu, Ha KoTopyto onvpan-
ca MoBwu e WasaH 1 TBOpyecku nepeoc-
mblicamnm A.Matucc u MN.Mukacco.

Pycckoe akagemudeckoe v canoH-
Hoe uckycctBo XIX - Hauana XX Beka -
3HaunTeNbHOE XYAOXECTBEHHOe ABNEHUE,
AABHO ayllee CreLmanbHOro fokasa u
uccneposaHma. B HactoAwmin MomeHT
BO/bLWMHCTBO MPOV3BEAEHWI CaNIOHHOTO
aKazieM13Ma HaxoAATcA B My3elHbIX 3a-
MacHWKax 1 YacTHbIx cobpaHusax. Beictas-
Ka «[lneHHUKM KpacoTbl» BBOAUT B ctepy
BHVMMaHUA CcneuMannuctoB u nwobutenen
MCKYCCTBA MHOTO HOBbIX MMEH 1 Npou3Be-
AeHWiA, cnocobeTByeT co3paHuio Gonee
00BEKTUBHOI KapTUHbI Pa3BUTUA PyCCKO-
ro WCKyccTBa, MO3BO/MAET BOCCTAHOBWTH
VCTOPUYECKYIO CMpaBeAsnBOCTb U OTAATb
AaHb XYAOXHWKaM, BHECLUMM CYLLeCTBEH-
HbIl BKNag B Kynetypy XIX cronetus, a Tak-
e NyyLue MOHATb MCTOKU MHOTUX XyA0Ke-
CTBEHHbIX npoueccoB XX BeKa.
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«peasnbHoOCTU» B 1306pa-
3UTENbHOM  MCKyCCTBE
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0 Sternin, G. Y. Problema
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tel'mom iskusstve XIX
veka // Sovetskoe Iskus-
stvoznanie #1 M., 1978,
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acteristics. Mikhail Vrubel considered only
Ivanov, Kuindzhi, Semiradsky, Rizzoni and -
with certain stipulations - Repin as real
artists from among the Russians. In the
earliest years of the "World of Art" move-
ment Leo Bakst lectured his friends on
Russian art: one of his main fopics was the
art of Semiradsky, Klever and Makovsky -
a fact which is easy fo explain, since in a
time of confrontation and the comparison
of academism and the art of the "Wander-
ers”, inner and outer beauty, ethics and
aesthetics, academism was a "personifica-
tion" of a pan-aesthetic programme, direct-
ing the public to appreciate the aesthetics
of form.

At the end of the 1960s and the
beginning of the 1970s, a series of exhibi-
fions devoted to academicism were shown
in the West, as an opposition fo impression-
ism - and they allowed a chance to examine
impressionism itself from a different point
of view. Analyzing this situation, G.Y.Sternin
termed it a symptom of a change from an
"impressionism-centrist” model of interpre-
tation of the processes of artistic evolution,
towards a "symbolism-centrist".'® Other
exhibition projects of our current century
prove similar interpretations: 2002 saw an
exhibition in Venice, "From Puvis de Cha-
vannes to Matisse and Picasso: In the Direc-
tion of Modernism", indirectly related to this
theme. Its curators tried to show a genetic -
and also de facto generic - connection bet-
ween modernism and the academic-salon
tradition that was a focal point of Puvis de
Chavannes, and which received a new artis-
tic meaning with the work of Matisse and
Picasso.

Russian academic and salon art of
the turn of the 19th and beginning of the
20th centuries is a very significant artistic
phenomenon, one that has long been
awaiting the critical spotlight and subse-
quent research. Today, the majority of the
works that dominate its trends can be
found in museum reserve collections and
in private hands. The exhibition "Captured
by Beauty" will provide both specialists and
connoisseurs of art alike with new names
and pieces, and stimulate the creation of a
more objective picture of the development
of Russian art while providing some sense
of historical justice and fribute to painters
who significantly contributed to 19th cen-
tury culture; it will also promote a better
understanding of the origins of certain
artistic processes that came with the 20th
century.
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