“Alina, la Reine de Golkonde” and “Rose et Colas” of Pierre- Alexandre Monsigni and Nicolas-Marie
d’Alayrac “Azémia ou les sauvages” The object of the study were also André Grétry’s operas with dia-
logues on the stage of Meaddox’s theatre: “Les deux avares” and “Zémire et Azor” and on stages of Mos-
cow nobility home theatres: “Sylvain”. The performances of the French repertoire in Moscow acquired
original features. They were translated into Russian and underwent some changes. Not only a new
music edition was created, but also works of Russification were carried out. It concerned the names,
circumstances, place of action, as well as scenography. The opera performance was conceived as a jewel
in the program of festivities or “festivals”, which included a walk through a garden with entertain-
ment, refreshments, dramatic and musical performances, dinner, dancing and fireworks alternating
and affecting vision, hearing and imagination of a viewer. The perception of the performance by Mos-
cow audience was sometimes very different from the perception of the original work in France. One
of the best examples is staging of André Grétry’s “Les marriages samnites” (opera did not have suc-
cess in Paris) at Sheremeteff’s receptions in honor of the royalty — first, of Catherine II in Kuskovo,
when a new theater building was opened, and later of Paul I and Stanislas August Poniatowski in Ostan-
kino, where a special palace-theatre was constructed, like in Paris, specially for opera-performances.

Yexxuna IOmua Viropesna
Canxm-Ilemepbypeckuii eocyoapcmeennuiii ynusepcumem, Poccus

K Bonpocy ukonorpadpum noprpera Cappst @epmop kuctu U. . Bumnakosa

XVIII cToneTne B pycCKOM MCKYCCTBE 10 IIPABY MOXKET OBITh Ha3BaHO 9IOXOJ OPTpeTa: MMEHHO
3TOT >KaHpP pasBMBAETCS 0COOEHHO OBICTPO M pPa3HOOOPA3HO B IEPUOJ, AKTVBHOTO CTAHOBJIEHUSA
CBETCKOJ KyJbTYPbl M IIOBBIIIEHHOTO MHTEpeca K 4enoBeKy. [yMaHMCTUYECKMIT aKIeHT — OfINH
13 KJIIOYEBBIX ACIIEKTOB, I03BOJIAIOLINX MICCIEN0BATEAM CPAaBHUBATD NiepenoMHoe 3HadeHne X VIII B.
B 3BOJIIOLM OTE€YECTBEHHOI Xy[0>K€CTBEHHOI LIKOJbI ¢ ponblo Peneccanca B 3amapgHoi Esporne.

[Toptpet Cappbl Ineonopsr Pepmop (1749, [PM) — ofiHO U3 caMbIX M3BECTHBIX U IIPOHUKHO-
BEHHDBIX IIPOM3BeJleHNI1 Bbiaoomerocsa xuponucua cepeguubl XVIII cronetua V. 4. Bumnzakosa.
VTorom mccnemoBanusA 3TOV KapTUHBI, IPYUBJIEKaBLIell BHUMaHNE MCKYCCTBOBEJOB Ha IPOTSKE-
Hun Oosee Beka, 110 IIpaBy MOKHO CUMTaTh o0cTosITeNbHBIN aHaMu3, npenoxxeHnbiit T. B, Vinbu-
HOVl B ¢yHaMeHTanbHOM MoHorpadum «J1. 5. Bumnsakos. XKusup n tBopuectBo» (1979). Crpa-
BEIIVBO OTMEYAETCs, YTO IOJIOTHO HAIMCAaHO B COOTBETCTBMM CO BCEMM KaHOHAMM IIapafIHOTO
noprpera XVII-XVIII BB. EBpomneiickue KOpHU Xy0XKEeCTBEHHOTO pellleHus Mpou3BefeHns bec-
criopHbl. OfHaKO BMIIHAKOB HMKOI/IA HE Bble3)KaJl 3a IPAHMUILY U, CTIEJOBATENbHO, IMENl BO3MOX-
HOCTb ITO3HAKOMMTBCS BOOYMIO TOJIBKO C paboTaMy MacTepoB POCCHUKM. B mckyccTBoBemdyeckoi
UTepaType TPaAULVIOHHO CPaBHUBAIOT KoMmo3nuuio noprpera C. Gepmop ¢ nsobpaskeHneM 1H-
¢danTel Maprapute! kuctu Benackeca. [Tapanenn, 6e3ycioBHO, IPOCIEKNBAIOTCS, HO OHM IIpef-
CTaB/IAIOTCA KOCBEHHBIMM 1 BeCbMa OTHA/IEHHbIMU. HeT COMHeHMIT, 94TO HENOCPEeICTBEHHBIM IIPO-
TOTUIIOM /11 BuinskoBa nocmyxmia He «VHdanTa MaprapuTa» BeIMKOro yCIaHIa.

VckycctBo XVIII B. 6b1710 «00pasIjoBbIM» MO OINIpee/ieHNIo. B KOHTeKCTe Xy/[0)KeCTBEHHO MH-
Terpanuy Poccuu B eBpOIIeViCKIT MUp U 3aIIaiHBIX BIVAHNIT 0COOEHHO IHTEPECHBI IIPaKTIIeCcKIe
crioco6sl 06MeHa MHpopManyeir 1 npodeccuoHambHbBIM onbiToM. O6pasel, KOTOPOMY CIIef[OBaT
PYCCKUIT XYOKHUK, OYeBUIEH: 9TO MOpTpeT mpuHIeccel V3abemnsr Mapun byp6on Iapmckoii,
BHyuku Jlrogosuka XV, kuctu JK. M. Harbe (cepenuna XVIII B., Bepcanp). CxoncTBO B KOMIIO3M-
UV 000MX IOJIOTEH U APYruX GOpPMaIbHBIX IPUEMax CTO/Mb ABCTBEHHO, YTO OLIMOUTHCA B MCTOY-
HJIKE 3aMIMCTBOBAaHMA HEBO3MOXHO. BeposaTHo, ucnonuaa noprper C. ®epmop, Bumnakos onu-
paJIcs Ha TPaBIOPY € opuruHaaa GpaHIly3CKOro MacTepa, Ionasinyio B Poccuro.

[IpakTrka UCIONMB30BaHM TPaBIOp KaK KoMIo3unyoHHoro 1mabmona B XVIII B. umerna mmpo-
Koe pacnpocTpaHeHue. Ecim ydectp nmonynsapHocTh TBopuecTBa HaTtbe B Poccum cepegunbl cro-
JIeTVSA U 9acToe oOpalljeH1e OTeYeCTBEHHBIX XyIO>KHIKOB K ero paboTaM B KauecTBe oOpasia s
HOfIpaKaHVsA VIV KONMPOBAHMA, TO TOJOOHbIT BRIOOp BuITHAKOBa KaXkeTcs BIO/NHE ONpaBJaH-
HBIM ¥ 3aKOHOMEPHBIM.
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Iuliia Chezhina
Saint Petersburg State University, Russia

PORTRAIT OF SARAH ELEONORA FAIRMORE BY IVAN VISHNYAKOV:
To THE QUESTION OF ICONOGRAPHY

The 18th century in Russian art may be called the epoch of portrait-painting. This very genre
marked by strong interest in personality was developing very quickly and in various forms in the pe-
riod of forming of secular culture. Humanistic emphasis is one of the key aspects that let art histori-
ans compare the role of the 18th century in the evolution of the national art school with that of the
Renaissance in Western Europe.

The portrait of Sarah Eleonora Fairmore (1749, Russian Museum) is one of the most well-known
and heartfelt paintings by Ivan Vishnyakov, a prominent artist of the middle of the 18th century. Art
historians of different generations have turned to the study of this canvas. The most thorough analy-
sis of the picture was presented by Tatiana Ilina in her book “Ivan Vishnyakov. Life and work” (1979).
It is noted that the portrait is painted in accordance with all the canons of European formal portraits
of the 17th-18th centuries. However, Vishnyakov had never been abroad. Thus he had no opportu-
nity to see works of art by western masters, except those bought in Europe or created by the foreign-
ers living in Russia. The composition of Sarah Fairmore’s portrait is usually compared with the one
of Infanta Margarita by Diego Velazquez. Certainly, some similarity of these pictures can be found
but it seems indirect and rather distant. There is no doubt that it was not Infanta Margarita’s image
that Vishnyakov used as a prototype.

Artists of the 18th century used to follow renowned patterns in their creative work. The ways of ex-
change of information and professional experience are of particular interest in the context of western
influence and Russia’s integration into European art world. The example taken by Ivan Vishnyakov
is quite obvious. It is a portrait of Isabella Maria Bourbon, Princess of Parma (Versailles), a grand-
daughter of Louis XV. The picture was painted by the famous French artist Jean Marc Nattier in the
middle of the 18th century. The compositions of both portraits are so much alike, as well as other for-
mal devices, that one can not be mistaken regarding the source of borrowing. Working on his canvas
Vishnyakov probably used an engraving after the painted original by Nattier.

The practice of using prints as patterns was widely spread in art. Considering the popularity of Nat-
tier’s work in Russia, which local artists frequently copied or followed, Vishnyakov’s choice appears
to be evident and natural.

Konmoroposa Exarepuna EBrenpeBna
Mockosckuii zocydapcmeentoiii yHusepcumem umenu M. B. Jlomonocosa, Poccust

Cewmeitnbiii noprper B Poccun XVIII Beka
" 001IeeBPOIIeiiCKOe XYy/I0’KeCTBEHHOe Haceye

[Tpy MOAKMIOYEHUN PYCCKOM KYIBTYPBI K OOIIeeBpPOIENICKOMY XY/I0’KeCTBEHHOMY IIPOLIecCy
B XVIII cTonmeTnn cTaHOBUTCA aKTyaIbHBIM 1 ob1iee 111 HoBoro BpeMeHu TBOpueckoe Hacjenue,
BK/IIOYaKolee NCKYcCTBO Peneccanca. JlanHas TeHIeHIMA OKa3aja BIVAHNE M Ha Pa3sBUTHE CeMeN-
HOro noprpera B Poccun, HO aTa TeMa ellje He CTAHOBMJIACh NPEAMETOM CIIELMAIbHOTO MCCIIENO-
BaTe/IbCKOro BHMMaHMA. 1lenb HacTosAmIell paboThl — IPOCIEANTD, KaK BOCIPUHIMAIACh B Poccun
CTIOKMBIIAACA B 3amafHoil EBpore Tpapgnimsa ceMeHbIX M300pa>keHNil B TUIIOTIOTYECKOM, 00-
Pa3sHOM, KOMIIO3UIJMIOHHOM M CUMBOJIMYECKOM KOHTEKCTAX.

Cpenn Xymo>KeCTBEHHBIX IIKOJI, TOJAPUBIINX MUPY Hanbo/Iblllee MHOrooOpasye CeMEHBIX I10-
JIOTEH, IMaBeHCTBYIOT Hupepmannpl, a Bnocnencrsun Onangpua un lomwrangusa, Tepmanns, Vra-
mnst, Opannys u Benmukobputanus, rie, Ha4MHAsA C M0XM BO3poXkaeHNs, TeMa ceMbyl CTAHOBUTCS
OJHMM 13 IJIABHBIX MOTMBOB IIOPTPETHOrO MCKyccTBa. IIpenMer mccnemoBanusA B HacToALIeNn
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