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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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paboTe cocTouT B aHanm3e BbIOOpa M MHTepnperanuy pycckumy mactepamy XVIII B. crnoxus-
IIVXCS B 3aIIaJHOEBPOIEICKON XXVBOMNCY MKOHOTpAapUYeCKUX TUIIOB CeMEeNHBIX M300pakeHu ],
TaKVX KaK IapHble ) IBOJHbBIE NMOPTPETHI CYIPYroB ¥ OMM3KMX POACTBEHHUKOB; CEMEIHbIE aB-
TOIIOPTPEThI XyHOXKHVIKOB; M300pa>keHNsA MaTepy ¢ peOEHKOM VIU HECKOJIbKUMMY [eTbMM, IIpef-
CTaB/IAIOIEe MAaTEPUHCTBO KaK IVIABHYIO XKEHCKYIO JOOpofeTenb; MHOrOpuUrypHble gpaMunibHbie
HOJIOTHA, MOJep)KMBAIOIINe Uil IPOCIaBIeHnA 1enoro popa. O6pamaich K JpyroMy THUIIONO-
ITMYECKOMY YPOBHIO, OTMETUM, 4TO B Poccum, Kak u Be3fie B €BPOIEICKON XMBOIMCY, CEMENHBIN
HOpTpeT OBUI IpefCTaB/IeH KaK MMapaJHbIM, TaK Y KaMepHBIM BapyaHTaMM, IOPTPETOM B IIeli3axe
1 IOPTPETOM B MHTEpPbepe. B 0T€4eCTBEHHOM MCKYCCTBE Halllell OTPaKEeHMeE Jake TaKOM CIely-
duyecknii BapyaHT aHIIMIICKOTO TPYIIIOBOTO HOPTPeTa, Kak «CleHbl cobecemoBanms» («Ilop-
TpeT JBOPsIHMHA NeTepOYprcKoil rybepHMUM C ceMbeil» KUCTU HEM3BECTHOIO XYAOXHMKa, Poc-
cns, 1790-e rr., MockoBckuit TocymapcrBennsnit O6benuHeHHbIT Myseii-3anoBegHuk; «[loprper
A. V. Besbopopko ¢ moueppmu JIro6osbio u Kimeonmarpoit» 1803 r. xuctu B.JI. BopoBukosckoro,
TocymapcTBeHHbINT Pycckuit myseit).

IIpoBeneHHbIN aHaMN3 IOKA3bIBAET, YTO CaMa TUIIOJIOTUA CEMENHOTO MOPTPeTa, KaK U pasHo-
obpasHble Xy[OXKECTBEHHBIE CPEICTBA, KOMIIO3UIIVIOHHbIE NPYeMbl, aTpuOyThl, MUPOKO IIpyUMe-
HABIIVECA B 3alIaJHOEBPOIIETICKOI SKVMBOIMCY IJI CO3[jaHMs oOpasa ceMbly, IIPOHMKAA B OTede-
CTBEHHYIO )XVBOIVCHYIO CPefly, OBYXOTBOPSI/INCH HEITIOBTOPUMOIL PYCCKOM CaMOOBITHOCTBIO.
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FAMILY PORTRAITURE IN THE 18th CENTURY RuUSSIA
AND THE ALL-EUROPEAN ARTISTIC HERITAGE

In the 18th century Russian culture got connected with the contemporary all-European artistic
process. As a result the creative heritage, including the Renaissance art, which was common to all Eu-
ropean countries in the modern era, became actual for Russian art. This tendency had a serious im-
pact on the development of family portraiture in Russia. This theme has not yet become a subject
of a specialized research. So, the purpose of my work is to trace how the family portrait tradition de-
veloped in Western Europe was perceived in Russia in typological, figurative, compositional and sym-
bolic contexts.

Among art schools that gave the world the greatest diversity of family paintings the dominant were
the Netherlands, and subsequently Flanders and Holland, Germany, Italy, France and Great Britain.
In these countries the family representation developed to become one of the main motives of portrai-
ture since Renaissance.

The paper offers analysis of the selection and interpretation of iconographic types of family paint-
ings by the Russian artists of the 18th century. The types included the following: twin and double por-
traits of spouses and close relatives; self-portraits of artists with their families; portraits of mother and
a child or children, representing motherhood as the main female virtue, and group family portraits,
supporting the idea of clan glorification developed in Western Europe. Turning to another typologi-
cal level, we came to a conclusion that in Russian art, as well as in Europe, a family portrait was rep-
resented in types of a ceremonial portrait, a chamber portrait, a portrait in landscape and a portrait
in interior. Even such a specific portrait type as “a conversation piece”, borrowed from British tradi-
tion, found its reflection in Russian art (“Portrait of a Nobleman of St. Petersburg Province with His
Family” by an unknown artist, Russia, 1790s, The Moscow State Integrated Art and Historical Archi-
tectural and Natural Landscape Museum-Reserve; “Portrait of Countess Bezborodko and Her Daugh-
ters Lyubov and Cleopatra” by V. L. Borovikovsky, 1803, The State Russian Museum).

My analysis demonstrates that typlogy of family portrait, as well as many artistic means, compo-
sitional devices, attributes, which were widely used in Western painting, was deeply spiritualized
by the unique Russian identity when being adopted by Russian art.
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